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INTRODUCTION

This paper deals with aspects of a culture related to several nations, ethnic and religious
communities in the Carpathian area, especially in the region of the Eparchy of Mukacevo, i.e.,
Eastern Slovakia, Sub-Carpathian Rus’, South-Eastern Poland and North-Eastern Hungary.
Geographically, these regions have always been borderlands. In the cultural, religious and
liturgical context they have represented a bridge between East and West. Locally based co-
existence does not connote a cliché, but real intercultural, interethnic, interreligious relations
among Slovaks, Poles, Ruthenians, Ukrainians, Hungarians, among Roman Catholic, Greek
Catholic, Orthodox and Protestant believers.

All these facts affected and were highly specific to the Carpathian region for centuries.
In this paper I examine one of the results of Carpathian scribal practice — the Irmologia,
particularly those from the 17™-19" centuries. The production of handwritten Irmologia is a
defining characteristic of the Carpathian tradition of liturgical music. Even though they were
intended to be exact duplicates or each other, variations in graphical forms, repertoire, music
and language suggest influences from the scribes’ cultural, religion and ethnical backgrounds.
I shall also discuss educational practice and the scribes, who were not only simple copyists, but
artists who produced and transmitted these various local forms of Byzantine-Slavonic liturgical
chant, the so-called Carpathian prostopinije. All the facts presented will lead us towards the main
thesis, namely, that the Irmologion written in five-line quadratic notation was an innovative
means of the transmission of liturgical music in the Carpathia-specific context.

In an effort to approach the development of this transmission, I shall briefly present the
tradition of liturgical musical culture from two main perspectives.

I. ORAL TRANSMISSION - PROSTOPINIJE - THE FIGURE OF THE CANTOR

The carrier of the oral tradition of liturgical chant in the Carpathian region is what is known
as prostopinije. In principle, this oral tradition represents simple monodic chant performed a

1 The paper has been prepared within the project APVV 14-0029 Cyrilské pisomnictvo na Slovensku do konca 18.
storocia - Cyrillic Literature in Slovakia until the End of the 18" Century.
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cappella. The term prostopinije was primarily used to denote liturgical chant disseminated orally.

Therefore, the aesthetics and the quality of singing depend on the skill of the singers and their
previous musical experience.

Carpatho-Ruthenian liturgical chant has always been performed by the entire congregation,
as is the case with folk singing. This sobornyj performance is a basic characteristic of prostopinije
as such.? Its tradition is made clear through the description of Johann von Gardner from his

own experience from the beginning of the 20™ century:

..Ha Ilogxapmatckoii Pycu, B mpaBocaaBHBEIX (a Takke M B YHMATCKUX) célax 3a OOTocAy>KeHUeM IIeAn
Bce mpucyTcrByonue. Kaxapmi nmea nipu cebe kaury (‘CO0pHUK'), codep Kalllyl0 Hy>KHBbIe ITeCHOTIEHM.
OmnsiTHB TeBer] (‘AbSIK’) HauMHaA II€HNE; KaK TOABKO BCe YCABIINIAT 3HAKOMBIN HaIlleB, ceifdac >Ke
MIPVICOeAVHSAIOTCS K IIEHMIO AbsKa, U BCe IIPYUCYTCTBYIOIINE, MY>KUMHBI, >KeHIITUHBI U AeTH IOIOT BCIO CAy>KO0y.
DroMmy s caM HeOAHOKpaTHO ObIBaA cBugeTeseM. Jake AeTU 3HAAM HaM3yCTh MHOTVE TeKCTHI ITeCHOIIeHMIA
U MOTAM MX HaM3yCTh IeTh. Takum oOpa3oM, My3BIKaABHBIN DAe€MeHT B OOTrocAy>KeHuM umea He Maloe
3HaueHUe AAs PeAUTMO3HOTO IIPOCBeIeHNs CaMBIX IIMPOKUX Macc Hapoaa.®

Inaddition, two-partfolk singing is one of the most significant elementsindicating the coexistence
of folk and liturgical chant. The music in the irmologia is monodic; however, it is performed by
two voices at the interval of a third.* Moreover, in some regions three-part singing is typical. The
lowest melodic line is simple, based on the tonic or dominant degree and moving sporadically.’
In the first place, one can see the influence of folk singing in frequently performed chants.
Therefore, the melodies of the Sunday troparia and kontakaria are the most interesting for the
mutual comparison of their older and more recent variants.® They are repeated cyclically, and
thus their melodies have been modified according to regional performance standards, even to
the extent that not the text, but the melody of the liturgical chants had the essential formalizing
function in performance. The typical performance of folk singing was transferred from the
common life in villages to the churches through popular paraliturgical songs as well as through
the figure of cantor.

The cantor (in Slavonic katmopv, nroseyv, dakv) was aman who excelled in vocal performance
and in the knowledge of the Typikon.” Moreover, it could be anyone who was brave enough
to take responsibility for leading the congregation during the liturgical services. In general, the
son of a priest would become the chant leader, which is admitted by historical sources. In the
middle of the 18" century almost every parish had a cantor who was a son of the local priest.®
Exceptionally, the cantor could be a member of a wider family — a son-in-law® or a priest’s
cousin.'” In some cases the cantor was a son of another cantor or a son of the local reeve."

2 In the foreword to the Irmologion from 1970, Stefan Papp described prostopinije as follows: “...s Mykau. emapxii
3aBeJeHNII 3BMYall BCEAIOAHOTO CITiBY B IlepKBaX, CITiBalOTh ycu, Oe3 Io4iay criBakiB Ha r010CH, a IIbOTO POAY CIIiB TpaAuIlis
errapxil HasBala mpocromiHieM-TipocroctisoM.” S. Papp, “Possiit mepkoBHOTO 60rocAy>KO00BOTrO CIIiBY (IIPOCTOCIIBY) B
MyxkauiBcpkin enapxii”, Irmologion, Presov 1970, 187.

3 I. A.Gardner, Bbozocayxebtoe TTerue Pyccxoii ITpasocaaston: Llepxeu: Cyuirocms, Cucmema u Memopus, Toms 1, Mocksa
2004, 56.

4 A. Derevjanikova, “Koexistencia duchovnej a Tudovej vokélnej kultary v karpatskom regione”, Pociatky krestanskej
hudby v Eurdpe, Bratislava 2005, 186.

5 Derevjanikova 2005, 186.

6 See S. Marin&ak, Nedelné tropare v byzantsko-slovanskej tradicii na Slovensku Slavica Slovaca Vol. 48, no. 1, Bratislava
2013, 9-40.

7 A biographical note records that Jan Juhasevic¢ was “...magnus typikista, amoenae vocis, erga pauperes elemosinarius...”

The term typikista means someone who was familiar with the melodies in the Typikon and experienced in ritual. A. Petrov,
Marepuaasr Aas ucropun Yropckort Pycu. Tom. I, IV. Cankr ITetepbypr 1906, 88.

8 V. HadZega, “AoaaTku A0 ucropin PycrHOB 1 pyCchKUX IlepKBeli B Y>KaHCKOT XKyITs”, HaykoBuit 300pHUK TOBapyCTBa
“ITpocBra”, Ykropog 1924. E.g. the parish of Nemecka Poruba (today Poruba pod Vihorlatom, Eastern Slovakia) — the son
of priest Vasilij Rafa¢ (181); the parish of Vysné Remety (Eastern Slovakia) — the son of priest Joan Hirjovi¢ (181); the parish of
Jasenov (Eastern Slovakia) — the son of priest Stefan Volosinskyj (183), and many others.

9 V. Hadzega, “JoaaTku A0 ncTopib pycHOB U PyChKUX IlepKBel B OyBII. XXyIrs 3eMranHckoin” Haykosuit 300pHUK
ToBapuctsa “Ilpocsbra”, Y:xropog 1935, 80, 173.

10 Hadzega 1935, 173.

11 Hadzega 1935, 131.
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The aesthetics of congregational performance were based on the singing skills of the cantor.
One of the earliest records commenting on the quality of liturgical chant in the Mukachevo
eparchy is the correspondence from the Zorja Halickaja from 1854, which states: “aTo uncaoms
II0 MHOKaMIINXDh IOAKAapPIaTCKUXD IIPUXOAaxb HAIMXb, YTO He TOBOPsS YTOOBI BBPHBIN
HapoOAh 3HaAh HBUTO O XyA0>KeCTBeHHOMb ITBHiM HO HI O cAaJKoraacin >KaJHOTO IIOHATIsA He
nmbers [...].”"* The character of liturgical chants, often actually unpleasant to listen to, did
not change significantly during the 19" century. Fedir Stesko, based on his observations at
the beginning of the 20™ century, writes that singing often amazes one by its disunity and
unmusicality. ® Sometimes the singing was inaccurate in intonation, with a voice range of a
baritone or alto, often rhythmically inconsistent, and lengthy. I. Humeckyj wrote at the end
of the 19™ century, “ects OKpyru, HanpumMbps, Bb 3alIaAHON YacTy [aAMIMHEL, BB IPUTOPEE,
Me>XAy TaKb HadplBaeMbIMI ‘/leMkaM1’, T4 HOIOTH 4O TOTO MeAAeHHO U IIPOTSKHO, 9TO II0Ka
IIPOIIOIOTDH MepPBYIO, BeAMKYIO eKTeHil0, Bb IlepKBaXb HBKOTOPBIXH APYTUXb IIPaBOCAABHBIXD
CTpaHb 3a BTO BpeMsI IOA0MAYTH VKb Kb ‘XepyBumckomn™ .1

Cantors most often served in their native parishes or in the parishes where their parents
or other relatives lived. Jurij Jasinovsky also mentions the tradition of so-called “itinerant
cantors”, who resided in parishes for a shorter time and replaces absent cantors in both church
and pedagogical activities, according to the needs of the parish."> We also know that the cantors
were hired from wealthy parishes for poorer ones nearby and they also accompanied the priest
to outlying villages, where the Liturgy was served only occasionally.

As regards social strata, cantors were serfs labeled as xpronax'®, i106adv'” (in Hungarian
jobagy) or xeasp'®. They lived in modest conditions, generally on church property. The cantors
exempted from duties were called aubepmun,” and those belonging to the higher social strata
were specified as rameur.”® For their service they generally received contributions in kind.

Cantors were respectable and reputable men. In spite of their authority, they were still
expected to prove their knowledge of dogmatics. Bishop Brada¢ reminded them that: “[...] o
KpaTKiit yac OyAyT MaTu cOOOp TaK TO caMblil ASKOBCKill, HAKOTOPOM cODOpPH ersaMIHOBaHbI
OyAyT O uaaHKax BBpbI, 1 O IIMAON HayITh XPUCTiAHCKOM, U3 YCTaBy IlepKOBHAIO, Hexail Teraa
KO>K/BIIH 3aB4yacy Ha TOM eraamMeH 4oOpe cs1 TOTyeT, KOTphI 00 3HaliAecss HeTOAHBIN AJAKOBaTHU
13 ypsIAy CBOETO 3Bep>KeHbIl OyaeT, a MBCTO Hero ApyThIii ITONoBHEY cs1 mocTaBut.”?!

Even though their social status required an exemplary moral life, it often occurred that cantors
did not properly fulfil their duties and in practical life they yielded to various temptations,
especially alcohol. In the Cyrillic sources from the 18* century, the record of cantor Savko from
the Eastern Slovak parish is preserved.? The text states the following: “Ro &eafikonni nonepkaorz
MPALLOAZ AO UEPKRA MIAHKIA TAK% Ke HEMOTO PRAAHRI cnotord Kikg¥ BRIrkaghTH [...]”.23

12 F. SteSko, IlepkoBHa Mysuka Ha Iliakapmartcekiit Pyci. Biadbutka 3 Haykosoro 36ipamka Tos. Ilpocsira, p. XII,
Yxropog 1936, 122.

13 Stesko 1936, 122.

14 I. Humeckyj, “TIpaBocaaBHOpyccKast oOpsIAHOCTh B IiepKBaX ['aAMIIKOif, TaK Ha3bIBa€MOV TIPEKOKaTOAMIIKON
yHMaTcKoit repksn”’, Xpucruanckoe urenue, No 2, Cankr Iletepbypr 1898, 234-235.

15 In Ukrainian, “Manaposanux Asxis”. Cf. J. Jasinovskyj, Bisanmiticoka zumtozpadis i uepxosHa moHodis 6 YKpaincoKiil
peuenuii pannvomodeprozo uacy, Apsis 2011, 295.

16 Hadzega 1924, 189.

17 Hadzega 1935, 90.

18 Cf. HadZega 1935. Zelar was a hired worker served for payment in kind. Cf. za vyuZzitie pola. Porov. I. Zadoroznyj,
“Monactupi 3akaprarTs Ta ix epkosHuii criis”, Kaaogonns, /Assis 2004, 83.

19 Hadzega 1924, 191.

20 Hadzega 1924, 162.

21 A. D. Duli¢enko, ITucemennocts u aurteparypssie s13b61ku Kaprarckoit Pycn (XV-XX BB.), Yxropoga 2008, 83. Written
based on the text in azbuka in the cited publication.

22 P. Zetiuch, “VICTOMHMKM BU3aHTUIICKO CAABSIHCKOI Tpaannyu u KyAbTypsl B Caosakuy/Pramene k byzantsko-

slovanskej tradicii a kultire na Slovensku” Monumenta Byzantino-Slavica et Latina Slovaciae. Vol. IV. Roma/Bratislava/KoSice
2013, 387.
23 Zenuch 2013, 387.
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In particular, the record shows the problems encountered by parish priests with the work
of cantors. However, there is also information of interest regarding the liturgical practice of the
churches. The above-mentioned priest had to satisfy the congregation with the reader’s form of
the Liturgy, even when his six-year-old son had to read the answers.*

Breaches of the basic duties of cantors (teaching and service in the church) seem to have
been frequent. The possible consequences of their unsatisfactory work were pointed out by the
bishop himself:

AAKu Ke allle KOXXKA0A€HHO 3BOHBITU He OyAyT U ABTU cCOOPaBIINICS BBIHAOYIOBATU HE CTOSITh, CUX TTapOXU
o, Oupimarom eamHaro taaspa. [...] I1. orerr HambcHuk 6yaer kapatm: 1o mepBrIit pas ABaHaallaTMa, IO

APYTUBIII pa3 4OTHIpBIABAIIATMA, II0 TPETUIl pa3 TpuijaTMa KopOauma. ITo ueTBepThIil pa3 IIpesacTsh ero
kaeeapk. Kaeepa maxk 3sepsker ero ¢ AAKOCTBa Ha OPLINIO.?

II. WRITTEN TRANSMISSION - THE IRMOLOGION - THE CANTOR AS SCRIBE

It may be supposed that the faithful were able to sing the ordinary chants, or the chants of the
refrain type that were repeated, thus enabling the congregation to memorize them.* Based
on the information from the pastoral visitation of bishop M. OISavsky, which took place in
the districts of Saris, Spis, Zemplin, Uh and Uho¢ in 1750-1755, parishes had at least the basic
liturgical books, although only priests and educated cantors could read and use them.

According to the source from 1757, GOE%A (”AKOKHLI'KOFO CMHEAHIH  KHHThI lqorro!ﬁﬁ n‘ﬂ'i KO'TOOH
UEKEH SHQZAYM RKIA NHOAHKIA HAH TVNS HBAANIR A0 ®ngasni U EKORHOH HFHMgLUMOL!.IiH, OYWHTEAH'I'M H
KkaTexngh, parishes generally used printed liturgical books from Lviv, Kyjiv and Vilnius.”” In
regards to the local production, famous Katechizmus by Jozef De Kamelis was printed in Trnava
(Western Slovakia) and used very actively in almost all parishes in the district of Saris .

On the other hand, some parishes did not have enough liturgical books. The liturgical books
(generally the Sluzebnik, Trebnik, Apostol, Evanhelia and Psaltyr) were owned by the parish.
Others were owned by the cantors and priests themselves. According to the visitation of bishop
M. OI8avsky, the Triod postna and Triod’ kvitna were missing in the parishes.” If a parish did
not have enough money to buy the books, the most needed ones were borrowed from other
parishes.*

Handwritten books were regarded as inferior and inadequate for use in services. In the
parish of Smolnik (Eastern Slovakia) there was a worthless handwritten Apostol, transcribed
literally.®" Books in bad condition were repaired on the initiative of believers. On account of
with the great demand for books, they were sometimes exchanged.*

Based on the historical records, all the basic books for the liturgical ceremony were available
in every parish. However, there is no evidence of the keeping a copy of the Irmologion as a
notated liturgical book. Irmologia belonged to the local cantors who used them as a device for
singing and education. The musical manuscripts were probably privately purchased.

As I have devoted myself to the figure of the cantor, it is necessary to specify who was or
who became a scribe. In older Russian literature, writers were marked not only traditionally as
the nuceuyv, nucap or nepenucysay, but also by the wider term xnuxnux.* A. 1. Sobolevskyj even

24 Zettuch 2013, 388.

25 Dulicenko 2008, 83.

26 Papp 1970, 183.

27 Zettuch 2013, 144.

28 Zetiuch 2013, 144-153.

29 Cf. HadZega 1924 and his later works.

30 Hadzega 1935, 68.

31 Hadzega 1934, 91.

32 Cf. L. Pankevy¢, “Mamepiaru do ucmopii mosu nisdento-kapnamcovkux yxpainie”, Vedecky zbornik mizea ukrajinskej

kulttary v Svidniku, 4, 11, PreSov 1970, 73. Marginal notes from Liturgikon from 1747 preserved in Klokocov (Estern Slovakia):
“SInycs Moans. Cuio KHUTY 3aMUHZB €M 13 SIKuMoMb 3a i[H]ry kaury.”

33 J. Jasinovskyj, Yipaincoxi ma 6iropycoki HomoAiniiimi Ipmoroi 16-18 cmorimo: Kamaroz i kodukoroziuto-nareozpagidiie
docaidxerns, AbBiB 1996, 70.
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presents the variant macmepv or dooponuceyv (from the Greek kaAAryoadog).** The work of the
scribe consisted of the basic selection of material for transcription, its sorting, editing, notation
and subsequent addition of side miniatures and initials.

Young men could already become scribes. They had to be literate and at least minimally
experienced in the transcription of texts. As an example, one may cite the more recent manuscript
from the first half of the 19" century found in Habura near Medzilaborce (Eastern Slovakia).
At only 14 years old, Joan Cabitidk began to rewrite the manuscript of the Obicina, but it
was finished by his younger brother Michal because of his premature death. The text of the
margin follows: “Gia Bunra HAFHEHHA OELFHHHA. € Gnucanna Pagomz hominmz dasgenuemz Tﬂwauﬁomz
Yashnaromz waroii acz m¥ Entao it Pororz 1 na Geinky Moeacragn ca. Bz [3¥ avine Muaa lioaia gna
. Gie pokonukaz ero Raacrumir EpATZ Monopuiivi Muxanaz. (ghIHOEE wia A¥kaa Yagnnasa [...].7%

Cantors were almost the only ones who knew the notation system and used notated sources
for the service. This is why they, exclusively, became the scribes of the noted liturgical books.
The scribes adhered to the text and to the notational rules in the transcription. In spite of that,
in their works, at least in part, they recorded the forms of liturgical chants known from local
tradition. As M. Velimirovic¢ says, “miepemnmcysad 4acTo BiATBOPIOBaB y PYKOIIUCI IIIBUALIIE Te,
IO BiH 4yB, HIXK Te, IIJ0 OauMB B iHIIIOMY PyKOINCi.”%

After choosing the basic repertoire, the scribes proceeded to mark out the lines for the
notational signs by means of a rastrum (in Ukrainian pawmpa, pacmpa, zpa6ai). On one side of the
sheet there were 8-11 notation lines. Basically, the older the Irmologion, the ferwer the notation
lines. The authors of the manuscripts used space economically to the fullest extent possible.

After the basic preparation the authors gradually recorded the musical content using the
signs of so-called Kievan notation. The text of each chant was added subsequently. This practice
is confirmed by the places where the authors made a mistake or failed to complete the chant
completely. The basic liturgical and notated texts were written in black ink. In addition to the
basic black contours, they added red, green or yellow ink to the titles and thumbnail sketches.

I have mentioned that handwritten Irmologia were intended to be duplicates of each other.
In this context, the scribes used the older Irmologia in a standardized form as a model for their
own manuscripts, which can be understood as those approved by the practice of the church or
educationally. They were ideal for copying. After printed Irmologia became widespread, they
acted as models for handwritten Irmologia. However, the first editions of the printed Irmologia
did not eliminate the use of the manuscript copies, but became valid and recognized models
for the next generation. The printed Irmologia from Lvov from 1700, 1709 and 1757 and the
Pocajevo Irmologia from 1766, 1775 and 1794 were used in teaching and, especially, liturgical
practice. In particular, the Lviv Irmologion from 1709 was a commonly found at the kliros in the
churches of Eastern Slovakia.

II1. EVIDENCES OF THE APPEARANCE OF IRMOLOGIA IN THE CARPATHIAN ARFA - GEOGRAPHI-
CALLY AND CHRONOLOGICALLY

The first handwritten Irmologia appeared in the Carpathian region in the 17" century. As may
be seen in the table below, the golden age of handwritten Irmologia was the 18" century.*” The
following list of selected manuscripts contains 73 Irmologia preserved in archives, museums
and libraries in Slovakia, the Czech Republic, Poland, Hungary and Ukraine.

34 A. 1. Sobolevskyj, Caassaro-pycckas nareozpadus, Cankr IletepOypr 1908, 28-29.

35 Cf. R. Cleminson, Cyrillic manuscripts in Slovakia. A Union Catalogue, Martin 1996, 106.

36 M. Velimirovi¢, “Meaoanka xanona IX B. cs. Aumurtpuio”, Mysvikarvras xkyavmypa Cpedresexosvs, sui. 1, Mocksa
1990, 9.

37 Manuscripts written in italics are known only from references in the secondary sources.
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17th
century

2~ quarter

Irmologion, -, (Uzhorod, Transcarpathian Museum of Reg. Studies, Arch. 8465)

Irmologion, -, (Svidnik, Museum of Ukrainian Culture, -)

Irmologion, Waniowice (Warsaw, National Library, Rps.12054 III)

3 quarter

Irmologion, Cabiny (Lviv, National V. Stefanyk Scientific Library, Petr. 153)

Irmologion, Oparowka (Warsaw, National Library, Rps.12057 I)

Irmologion, Wolodz (Warsaw, National Library, Rps.12069 I)

Irmologion, Olchowiec (Warsaw, National Library, Rps.12061 I)

Irmologion, Nowosiotki (Warsaw, National Library, Rps.12067 I)

4™ quarter

Irmologion, Artamoéw (Warsaw, National Library, Rps.12074 I)

Irmologion, Warikowice, (Warsaw, National Library, Rps.12078 I)

Irmologion, Korostow (Warsaw, National Library, Rps.12079 I)

Irmologion, Zagorz (Warsaw, National Library, Rps.12083 I)

Irmologion, Milik (Warsaw, National Library, Rps.12090 I)

Irmologion, Zydowskie (Warsaw, National Library, Rps.12093 I)

Irmologion, -, (UZhorod, University Library, Pyx. 576)

Irmologion, -, (UZhorod, Transcarpathian Museum of Reg. Studies, 1-465)

17t-18th Irmologion, 1701, (Svidnik, Museum of Ukrainian Culture, -)
century Irmologion, Sajospalfalva (Eger, Library of the Archdiocese of Eger, T XIV)
Irmologion, Rzepnik (Warsaw, National Library, Rps.12094 I)
Irmologion, Milik (Warsaw, National Library, Rps.12095 I)
Irmologion, 1709 (Svidnik, Museum of Ukrainian Culture, -)
18t Irmologion, -, (UZhorod, Transcarpathian Museum of Reg. Studies, 1-457)
century

Irmologion, Danylove (Lviv, National V. Stefanyk Scientific Library, HTIII 275)

Irmologion, Lysicevo (Lviv, National Museum, Q199)

Irmologion, -, (Uzhorod, Transcarpathian Museum of Reg. Studies, 1-463/a)

Irmologion, 1715, Zubné (uknown)

Irmologion, 1717, Georgij Zubanic (uknown)

2~ quarter

Irmologion, 1729, Michail Ternovskij (uknown)

Irmologion, 1729, Zyndranowa (Warsaw, National Library, Rps. 12106 II)

Irmologion, Michal a Andrej Demjanovi¢, BodruZal (uknown)

Irmologion, -, (UZhorod, University Library, Pyx. 577)

Irmologion, -, (Lviv, National Museum, Q 221)

Irmologion, -, (Lviv, Central State Historical Archive, op. 4b, 134/a)

Irmologion, 1737, Tovarnianska Polianka (uknown)

Irmologion, Cervetiovo (Uzhorod, Transcarpathian Museum of Reg. Studies, 1-459)

Irmologion, Roztoka (Warsaw, National Library, Rps. 12051 I)

Irmologion, Dorobrativ, (Vatican, Vatican Apostolic Library, Cod. slav.45)

Irmologion, 1747, Boryslaw (Warsaw, National Library, Rps. 12108 IV)

Irmologion, Opoky (UZzhorod, Transcarpathian Museum of Reg. Studies, Arch. 8450)

Irmologion, Lopuszanka (Warsaw, National Library, Rps. 12110 III)
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Irmologion, Ardé-Potok, Ubre? (unknown)

34 quarter | Irmologion, 1750, Izsky (unknown)

Irmologion, (Uzhorod, Transcarpathian Museum of Reg. Studies, 1-463b)

Irmologion, -, Manuel Ol'Savsky (uknown)

Irmologion, -, (UZhorod, University Library, Pyx. 565)

Irmologion, (Lviv, National V. Stefanyk Scientific Library, HTIII 268)
Irmologion, (Lviv, National V. Stefanyk Scientific Library, HTIII 272)
Irmologion, (Lviv, National V. Stefanyk Scientific Library, HTIII 323)
Irmologion, -, (Budapest, National Library, Ms. Mus 3.250/1)
Irmologion, -, (Prague, National Library, XVII F61)

Irmologion, -, (Olomouc, Regional Museum, R71)

Irmologion, Lutina (PreSov, State Scientific Library, A10893)

Irmologion, -, (Levoca, State Archive, -)

Irmologion, -, (Michalovce, Zemplin Museum, ZM 356-74)

Irmologion, Klenova (Bratislava, Slovak National Museum, MUS I 229)

Irmologion, Btazow (Warsaw, National Library, Rps. 12109 IV)

Irmologion, Krolik (Warsaw, National Library, Rps. 12116 I)

Irmologion, -, Vasilij Javornickyj (unknown)

Irmologion, Wysoczany (Warsaw, National Library, Rps. 12114 I)

Irmologion, Zlockie (Warsaw, National Library, Rps. 12115 IV)

4" quarter | Irmologion, Mistkowice, (Warsaw, National Library, Rps. 12118 I)
Irmologion, 1776, Krolik (Warsaw, National Library, Rps. 12119 IV)
Irmologion, 1778-1779, Jan Juhasevi¢, Niznd Pisand (uknown)

Irmologion, 1784-1785, Jan Juhasevic (Lviv, Lviv Historical Museum, Pyx. 209)
Irmologion, (Lviv, National V. Stefanyk Scientific Library, HTIII 324)
Irmologion, 1795, Jan Juhasevi¢, Nevické (unknown)

Irmologion, 1795, Michail Rydzaj, KojSov, (unknown)

Irmologion, -, Roztoka (unknown)

Irmologion, 1800, Jan Juhasevic, Nevické (Bratislava, Slovak National Museum, MUS I
80)

Irmologion, 1800-1801, Jan Juhasevic, Nevické (Nyiregyhaza, Library of Saint
Athanasius Greek Catholic Theological College, MS20003)

Irmologion, 1803, Jan Juhasevi¢, Nevické (Svidnik, Museum of Ukrainian Culture, -)

Irmologion, 1806, Jan Juhasevi¢, Nevické (Uzhorod, priv. coll.)

Irmologion, 1809, Jdn Juhasevi¢, Kamienka (unknown)

Irmologion, 1809, Jana Juhasevic (Uzhorod, priv. coll.)
Irmologion, 1811-1812, Jan Juhasevic¢ (Prague, National Library, XVII L16)
Irmologion, -, (Bratislava, University Library Ms1084)

Irmologion, -, (Bratislava, University Library Ms1099)

Table 1. List of selected Carpathian Irmologia

When Irmologia were first conceived, the new notation system was held in very high importance.

Kievan notation represents the Eastern variant of Western European mensural notation, and

is also known as ipmonroiina roma, kuiscke suams, xkeadpamna romayis. The liturgical chants of

the 16™-19™ centuries from the eastern Slavic regions are written using this system. The oldest
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Irmologion, written in five-line quadratic notation, is the Lvov manuscript from the end of
the 16™ century.® As it has been preserved, it proves that this notational system was stable
at that time, with consistently defined signs and proportions. The notation was graphically
conventional in its practical use, and its form already differed significantly from the character
of the archaic notae musicae Ruthenorum, described by Johann Herbinius in 1675, based on a
copy of an ancient manuscript.”” In chapter XIV, De Ruthenorum Ingenio Summarium, Herbinius
presents it as the notational system used in the vocal performance of liturgical chants by Sclavi
ac Rutheni.*

Reference to Kievan notation can be found in several publications devoted to the notation
development. One can mention Stepan V. Smolenskyj (1848-1909)*" Oscar von Riesemann
(1880-1934)*, Johann Wolf (1869-1947)*, Nikolaus F. Findejsen (1868-1928)*, Boris Kudryk
(1897-1952)* and others. In the contemporary literature, the monograph by the Ukrainian
musicologist O. Calaj-Jakymenko from 2002, entitled Kuiscoxa wxora mysuxu XVII cmorimma is
the most significant contribution to the theme of Kievan notation.*

Kievan notation was one of the results of two opposing tendencies. It significantly affected
the distribution of hymnographical material through Irmologia as multi-genre collections.
At the same time, it stood in the midst of the renaissance and baroque tendencies from the
West and the maintenance of traditional ties with the Byzantine cultural area. This reform of
notational reform, based on the transcription of the neumatic notation into a five-line system, is
considered the culmination of the efforts from the side of the initiators, Latin-speaking advocates
of renaissance European culture.*” O. Calaj-Jakymenko considers them to be sympathizers of
Slavic Greek-Latin cultural unity, even in times of confessional conflicts in the middle of the
16™ century.®

The transition to linear music notation influenced the adoptation of the normative tonal-
harmonic system of partes-music, and thus expanded new directions in musical education.
Kievan square notation democratized the wealth of liturgical chant. Prior to the existence of the
Kievan notational system, this wealth was only available to a small circle of scholars.

On the basis of preserved Carpathian Irmologia, one may state that they represent in general
the so-called Calendar-Menaion structure type.*” The organization of their repertoire classifies
melodies of the Octoechos (theotokia, antiphons, anabathmoi) and musical and textual forms

38 See the edition ]. Jasinovskyj, C. Lutzka, Das Lemberger Irmologion. Die alteste liturgishe Musikhandshrift mit
Fiinfliniennotation aus dem Ende des 16. Jahrhunderts//lbBiBcKmit ipMmorozion. JaBHill AITYprifiHMII MY3UYHMII PYKOIIUC
1’ ATnAiHiHOL HoTawlil KiHna 16 croairTs, Koln/Weimar/Wien 2008.

39 Cf. O. Calaj-Jakymenko, Kuiscvoxa uikora mysuru XVII cm. y if MiXcA06 IHCOKUX 1A 3a24AbHOEGPONeTichKUX 36’ a3kax. Poab
Kueso-Mozuastcokoi akademii 6 KyrAbmypHomy eOnanmi cAo6’aHcviux napodis, Kuis 1988, 12.

40 Cf. J. Herbinius, Religiosae Kyoviensis cryptae, sive Kyovia subterranean, Jena 1675, 154.

41 S. V. Smolenskysj, O dpestepycckux nesueckux nomayusx, Caskr IlerepOypr 1901.

42 O. von Riesemann, Die notationen des alt-russischen Kirchengesanges, Moskau 1908.

43 J. Wolf, Handbuch der Notationskunde I, Leipzig 1913.

44 N. F. Findejzen, Ouepku no ucmopuu mysvixu 6 Poccuu c dpesnetiuiux epemet do konya XVIII sexa 1-4, Mocksa//lenunrpag,
1928/1929.

45 B. Kudryk, “Orasga icropii ykpainckoi nepkosHoi Mysuku,” Ilpayi I'pexo-kamoauvkoi bozocaosckoi Axademii y Aveosi,
XIX, AbsiB 1937.

46 Calaj-Jakymenko 2002.

47 O. Calaj-Jakymenko, “ITepekaagna misua aireparypa XVI- XVII croaits B YKpaiHi Ta ii Mysu4Ho Bip1iosa popMma,”
3anucku Hayxosozo mosapucmea imeni Lllesuerka 226, /1bBis 1993, 11.

48 Calaj-Jakymenko 1993, 11. Example of Greek-Latin influences are the Cherubic hymn (in a Bulgarian melodic variant)

and Trisagion from the Lviv Irmologion, dating from the end of the 16" century. The author wrote the chants in combined Greek
and Latin letters: “Neanes rm(\{ cherfywym mystykos ykonygzondes. Ke tyn goopywn (fi T gopywn) tryadu To trysagion
amnon prosadon(fidon)des [laan y wyThkyn (knnz) apogomega megii (merym)na. (Us ton |&a miw a4 ton wlon dexameny tes
Ageankes awgaton dogneornmed raxesn Alya¥a dana¥na.” (fol. 248v-250%) “Agios w geos Agios YiKoHgYpos Agios aganatos eaencovr
nas (sov ymaez).” (fol. 2517 2517). Cf. Jasinovskyj, Lutzka 2008).

49 For more information on the four basic structural types of Irmologia see Jasinovskyj 1996, 90. See also J. Jasinovskyj,
“YKpaiHCbKMIT HOTOAIHITTHNMIT IpMO.A0T1 AK THII TUMHOTpadidHOrOo 30ipHUKA: 3MICT, CTPYKTypa”, 30ipHuUK HAYKO06020 MOCAPULULCIIEA
Hlesuerxa T. 226. Absis 1993.
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of the canons subsequently. As a chronological model they use the cycle of the Latin liturgical
calendar, which s typical only for the religiously mixed Carpathian region. Only a few Irmologia
preserved the model of the Byzantine liturgical cycle.

In general, older Irmologia contain a much wider variety of chants. Later books were reduced
to the most necessary repertory, reflecting customs of local usage (saints, feasts, etc.) The
requirements from customers (buyers) were also reflected in the repertoire of the Irmologia. The
repertory was optimized for local liturgical practice, whereby it has been possible to confirm
the use of Irmologia.

As we have mentioned, liturgical chants were an integral part of basic education.
Education was offered sporadically, according to the obligation to work in the fields, in the
evenings on Sundays, in the winter season or during the period of Great Lent especially.”
Priests talked to the congregation mainly after the Sunday services, reminding them of the
basic dogmas and the texts of the basic prayers.”' Similarly, the teaching of liturgical chants
was carried out. For example, the biography of cantor Jan Juhasevi¢ recorded the educational
practice carried out between Sunday Liturgy and the service of Vespers. As a cantor, Juhasevic
“sang an Irmologion” to his grandson.*

The cantor’s service at church also involved education. For that reason, historically they
were called dsaxoyuumenv, nisyoyuumerv.” Cantors offered basic education (including musical
education) at parish schools. This began to appear in the villages of Eastern Slovakia in the
15%- 16 centuries,® for instance in Lukov (1500), Litmanova (1570) and Porac (1593). education
was carried out in humble conditions, at the priest’s or cantor’s home. They taught several male
children to read, occasionally to write, to learn the catechism and finally to sing the various
church melodies.” The ringing of church bells did not call the congregation only to attend
services, but also to participate in education in the local parish churches. The value of literacy
and knowledge was notable. In the 1762, Bishop Jan Bradac also encouraged the acquisition of
literacy and asked parents to send their children to learn Christian dogma.*

However, no reference survives concerning the sources used for education. As Stefan Papp
has mentioned, in the UZhorod seminary, one of the Galician Irmologia (probably the first
printed Irmologion from 1709, Lvov) was used as an educational tract.”” It may be supposed that
this printed Irmologion held the position of main handbook for teaching until the appearance
of Boksay’s edition of Cerkovnoje prostopinije in 1906. For comparison, at the Lviv Stauropegion
Brotherhood academy, students were educated using the tracts of Sebastian Felstinski (c.
1485-c.1544),” Johann Spangerberg,” Jacob Faber Stapulensis, Nikolaus Listenius and Andreas

50 A. Pekar, Hapucu icmopii uepxeu 3axapnamma. 1. Pum/ /bsis 1997, 256.

51 As the publication cited mentions, “Tpema mepcTsl 4ecHOI PyKM I1oAaralollie Ha 4eA0 pyKy raaroaatu: so Ims Ortiia,
Ha upeso, CbIHa, Ha JeCHOe paMeHO CBsATaro, Ha AbBoe e AyXa, KTOMY BBIHAOy4OBaT! KOABKO eCTh LOros, KTO Hac CTBOpMA,
IIJOTO HaC K€ CTBOPEHBI, KTO HaC BBIKYIIVA, YMM HacC BBIKYIINA, Y OT YOTO HAC BBIKYIINA, KTO HaC IIPOCBBTIA, U TAe Hac IpOCcBBTIA
[...].” Cf. Dulic¢enko 2008, 82.

52 “...Mors ejus incidit in diem Dominicam, qua matutinum sacrum et vesperas eminenter decautavit, post vesperas Georgio, nepoti
suo, Irmologion praecantabat, coenavit..” Cf. A. Petrov, Mamepuarvt 0rs ucmopuu Yeopcxoii Pycu. Tom. IL., IV. Cankr IletepOypr
1906, 88.

53 Cf. Jasinovskyj 2011, 292.

54 Pekar 1997, 255.

55 Pekar 1997, 255.

56 Orig. “40 Asika Ha MOAUTBY U Ha Hay4JaHie BEpsI xpucrranckou nocuaaan.” Cf. Dulicenko 2008, 82.

57 Cf. Papp 1970, 192. In this regard one might mention the edition of the Lvov Irmologion from 1709 found in Stebnik

(Eastern Slovakia). The marginal note says, “Paga heiia aifia Grernnua G[KA]‘{HXA BANTEL OTOfKA H. CLINOKH m[oe]my HA HMA
Rackiaéeii, a0 naSii.”

58 S. z Felsztyna, “Opusculum musice mensuralis,”, Krakéw 1517. The author is known as Sebastian Herburt or Sebastian
Felstynski. Cf. A. Chybinski, “Do biografji Sebastjana z Felsztyna”, Kwartalnik muzyczny 2, 14-15, Krakéw 1932, 594-598.
59 J. Spangerberg, “Quaestiones musicae in usum scholae Northusanae, oder Wie man die Jugend leichtlich und recht im Singen

unterweisen soll”, Wittenberg 1542. The first theoretical treatises, Sko e o6uuto and Hayka sces mycuxit, awe xouetiu posymimu
KUEBCKOE 3HAMS | NiHIE COZAACHOE i uuHHO countentoe are related to the treatises of Sebastian z Felsztyna and Johann Spangerberg.
Cf. Calaj-Jakymenko 2002.
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Ornitoparch-Vogelsand. Franco-Flemish musical sources from 1519-1580 were also found in
their library.®

Much evidence has emerged showing that cantors and priests ordered handwritten Irmologia
for their descendants for teaching purposes. The Irmologion of Ardo-Patak® (Northern Hungary)
is an example, containing a note from 18 June 1736: “[...] A4z 34 tiw 3oAoThIX gro;:mhlx chmz o
‘lOTthH MA[JHALLFL' fROHM (hIHOM AAA HAYI(H ﬂHAFEOEH, [WAHOKH H HFO‘IHHM, KOTFI:IX FAZ ET% CMNOAOEHTZ
poenkTh Toro MFY [...]7%* Irmologia were subsequently sold from generation to generation and
were often a family property.

Asevidence of the use of Irmologia in educational practice, I shall present the Eger Irmologion
from the beginning of the 18" century. In a marginal note of this Irmologion, a record of an
ascending and descending scale has been preserved. It contains the solmization syllables in the
hexachordal system (in order, ut, re, mi, fa, sol, la, fa, sol, la, fa, la, sol, fa, la, sol, fa, mi, re, ut).
Evidently, some student tried to practice the graphical form of notes. Another fact also suggests
the educational purpose of the Irmologion: there is a collection of verses on the margins of
Irmologion, known in the Russian tradition as nozaacuya.®® In the Eger Irmologion, the verses
were probably written in the Ruthenian regions which are currently part of the Eastern Slovakia
area.”

(fol. 27) ALIOA HEQHELE A3 M[AHMT]HFA 1st tone
(fol. 107) CTPRTAAZ @ro ETOphIf ‘IEIJ.HELI'Z 2nd tone
(fol. 177) wKYpY FPAAELLIZ BJATE “EQIE 3rd tone
(fol. 247) Groerarana rpAAA BpATe ﬂfz'*ie 4th tone
(fol. 317) caAME ORTR RpATE H MORES aSme 5th tone
(fol. 377) UH ne¥megan mall RpaTa maTh moa  6th tone
(fol. 447 OVmefan mefaa ggare marii TROA  7th tone
(fol. 517) Ofent mnk ggare dlarhi moa 8th tone

In the Carpathian cultural tradition these are called duakivski hlasy — cantor’s tones.”® As
a mnemotechnical device it enabled the cantor to retain in the memory all the eight tones of the
Octoechos. Other cases of melodic devices are also known from the Carpathian region, recorded
by Stefan Papp in his Irmologion from 1970. On account of to the frequent unintelligibility
of the Slavonic texts, believers and future cantors supplied the secular text to memorize the
eight main liturgical melodies accurately. They learned them through practice and gradual
memorization to such a degree that they did not have any problem in using them during the
relevant liturgical services.

Many variants of auxiliary texts appeared in the Carpathian tradition, and each of the
regional areas used its own. There follow examples from the handwritten Prjasivskyj Spivannyk
dating from the middle of the 18™ century (fol 79-80v)®:

60 See also A. Chybinski, “Do historiji muzyki we Lwowie w XVI wieku”, Kwartalnik muzyczny 2, Krakow 1929, 181.

61 Cf. L. Parikevy¢, “Mamepiaru do ucmopii mosu nisdenro-kapnamcvkux yxpainyis”, Vedecky zbornik miizea ukrajinskej
kultiiry v Svidniku, 4, 11, PreSov 1970, 151.

62 Pankevyc 1970, 151.

63 The same verses have been found in the Irmologion from Nowa Wola (second half of the 17" century, Southern

Poland, fol. 30v) but also in the marginal notes of the printed work IIpocmonronie Llepxostioe (1893). The verses were written by
the Greek-Catholic priest Vasja Prokopcak (Vasil Prokipak) at some point in the 1930s or 40s: Huseaz “egnenz n3z MOHM'I'MFA.//
Grprkrnaz gro Apgriﬁ AEgHE R Oric¥p¥ TPAAELLIH BgATE ‘ul:me/ Hzz Ronerawruna rpaga ggare wign\ie HAY// Casnme Bpare, Ta nokecrhp¥emz
Un negmaewz gpaTe, ayie swugeTz moa MaTH/| Oyikz TROA MATH, EaTE, Smegan Oygw muk, oyksl muk, marn moa. Evidently, the
verses were used as mnemotechnical devices in education in the 20* century.

64 E. Baleckyj, “Crepckmii pykonucusiii upmoaoruit”, Studia Slovaca IV, Budapest 1958, 303.
65 Cf. Papp 1970, 184.
66 Transliteration to Cyrillic based on the note in J. Javorskyj, Mamepuaivt 0rs ucmopuu cmapunoii necenHot Aumepamyput

6 Ilodxapnamcxoii Pyci, ITpara 1934, 299-300.
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The 3rd tone:
TFETHMZ raacomsz acnkgan®’,
e AWEA MEPRA, AAE AEMZ MACOMZ.

Mo Am;[hu]ﬁ rgnfgme,
HE Eu[ﬁ] MEHE Agme,
A HA NTO MPHLATAAL,
TO A EXAX TPHMAAL.

HPAK,M, RE MH MAMA AAHAA,

AEH-MZ EAHO |..| HE MORHAA,

TA AKAE MOBEAATZ, 7RE EMZ €A TAHBEHAA.

CONCLUSION

In the historical context presented, one is able to recognize enormous progress from the uniquely
orally disseminated tradition toward its written transmission.

The strikingly rapid and comprehensive reform of musical notation led to the transposition
of monodic church music to a new linear system and the Irmologia, as anthologies of these
chants, became popular handbooks for the acquisition of musical literacy and the study of
basic music theory and harmony, without losing the practical purpose of singing in church.
Musical education in the liturgical tradition was realized by orally disseminated presentation,
repetition and memorization of melodies. After the notational reform, the Irmologia served as
the first educational devices in the Carpathian area.

As handbooks of liturgical chant, Irmologia unified the manner of musical performance to a
certain extent. In the 18" century, differences within liturgical musical practice grew. Therefore,
the need for better organization increased. Increased interest in unification supported the
already expanding practice of using Galician sources and printed works as models for the
Mukacevo manuscripts. They were transmitted gradually to the believers and became a part of
regional traditions.

Preserving music by means of a more functional notation system also indirectly unified the
liturgical chant. Even the perception of liturgical singing changed. The accuracy of tones and
melodies could be compared based on written variants: not direct control of whether the cantor
sang exactly according to the Irmologion, but rather the aim of using the Irmologion as a model
for his own singing.

Through the Irmologia, certain melodic-rhythmic variants spread to regions where they
were not performed in this form. It is not known to what extent the notated chants were sung in
actual liturgical practice. Nevertheless, I consider the hand-written Irmologia of the Carpathian
region to be a significant factor in the unification of liturgical singing in its written form.
Written Irmologia preserved the schemes for the performance of liturgical chant (mainly for
lesser known melodies), but scribes and cantors sang according to their individual experience.
It is important to note that written records did not displace the basic and most natural means
of transmission of liturgical music. The oral tradition is still alive today. The real form of the
historical oral tradition is still a matter for speculation. Currently, the spread of Carpathian
musical manuscripts is not observed only in the geographical context, but especially through a
chronological tie perspective. The Irmologia preserved the historical form of liturgical singing
down to the present day.

67 According to the original order noted in the manuscript. Cf. Javorskyj 1934, 299.
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