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CYCLICALITY AS AKEY QUALITY OF THE FUNCTIONING OF THE
LITURGICAL AND SINGING TRADITION

The relevance of the article is due to the fact that religious and spiritual music has become an active part of culture,
firmly entered the listener consciousness of modern man. At the same time, the symbolic content inherent in it can not be
understood and disclosed as it deserves, outside the awareness of the subject of perception, including the musicologist, in matters
of pragmatics of worship, in its statutory requirements, and finally in the history of Christianity and the Orthodox dogma. The
purpose of the article is to reveal the cyclic levels of the Orthodox liturgical-singing tradition as an expression of its spatio-
temporal nature, which makes it possible to understand cyclicity as a key feature of the functioning of this tradition. The
scientific novelty of this study is to identify and determine the cyclic levels of the liturgical-singing tradition as an expression of
its chronotopic conditioning - the spatio-temporal nature. Conclusions. Cyclicality, as a general principle of system formation in
the Orthodox tradition, defining its external borders and sufficient tightness of these boundaries, that is, as the main and
substantial and formal premise of liturgical singing, is realized in the Tipicon (Charter).

Keywords: liturgical-singing tradition, canon, cyclicity, cyclic levels, cult.

Ocagua Csitnana BikropiBHa, NOKTOp MHCTENTBO3HAaBCTBa, mnpodecop kadeapu ictopii My3uKH Ta My3UYHOI
etHorpadii Oxechkoi HalliOHAIBHOT My3u4HOT akanemii imeHi A.B. Hexxnanosoi

HukAnYHiCTD SIK KJII0Y0Ba BJIACTUBICTHh (YHKIiOHYBaHHS 00roC/IyKOBO-CHiBAIILKOT TPAAMIINT

AKTYaJIbHICTh CTATTi 3yMOBJIEHa TUM, IO PEJIriiiHO-JyXOBHa My3HMKa CTajla aKTUBHOIO YaCTHHOI KYJbTYPH, MIIlHO
YBIHIIIIA B CIYXalbKy CBIJIOMICTh Cy4acHOI JJI0MHU. Pa3oM 3 TUM, BIacTHBUil il CHMBOIIYHUI 3MICT HE MOXKe OYTH 3pO3yMiINM i
PO3KPHUTUM Tak, SIK BOHO TOTO 3aciyroBye, 1mo3a 00i3HaHOCTI Cy0'ekTa CIIPUHHSATTS, B TOMY YMCII MY3UKO3HABISL, B NMUTAHHIX
MparMaTUKd OOTOCITY>KiHHS, B IOr0 CTaTyTHUX BUMOTaX, HAPEIITi, B 00JIACTI iCTOPii XpUCTHAHCTBA 1 IPABOCIABHOTO BipOBUYCHHS.
Mertoro craTTi € BUSBICHHS NHKIIYHUX PIBHIB INPaBOCIABHOI OOrociyk00BOI-CIIBOYOI TpaaWIii SK BUpPaXXCHHS HOTO
IIPOCTOPOBO-YACOBOI MPUPOAH, IO JO3BOJISIE PO3YMITH LMKIIYHICTh SK KIIOYOBY BIIACTHBICTD (DYHKI[IOHYBaHHS JaHOI TpaauWiii.
HaykoBa HOBH3HA [aHOTO JOCIHIIKEHHS IIOJIATa€ y BHSIBICHHI Ta BHU3HAYCHHI IWKIIYHUX PIBHIB OOTOCITYKO0OBO-CITIBOYOT
TpamMuii sIK BUpasy ii XpOHOTOMIYHOT 00yMOBIEHOCT] - MIPOCTOPOBO-4acOBOi NpHpoau. BucHoBKH. LIMKITiUHICTD, SIK 3araJIbHAN
MIPUHINI CUCTEMHOTO YCTaHOBJICHHS y TPaBOCIAaBHIH Tpajauimii, 110 BU3Ha4ae ii 30BHIMIHI KOPJOHH i JOCTATHIO T'€PMETHIHICTD
IUX KOPJOHIB, TOOTO SIK TOJIOBHA 1 3MIiCTOBHA 1 popMasbHa IIepeyMOBa CIIiBY, peaiidyerhes B Turmikoni (CratyTi).

KuarouoBi ciioBa: 6orociryx00Boi-criiBo4a Tpaaulilis, KAHOH, HIUKJIIYHICTh, IIMKJIIYHI PiBHI, KYJIbT.

Ocaouas Ceemnana Bukmopoena, 0okmop uckyccmeogeoenuss, npogheccop xageopvl ucmopuu My3ulku U My3blKaIbHOU
amuoepapuu Odecckoil HaYUOHATLHOU MY3bIKATLHOU akademuu umenu A.B. Heacoanosoii

HMKJIMYHOCTH KAaK KII0YeBOoe CBOHCTBO QYHKIMOHMPOBAHHUSA 00rocay:Ke0HO-NIeBYeCKOH TPaANIUH

AKTYaJlbHOCTB CTaThU OOYCIIOBIICHA TEM, UTO PEIIMTHO3HO-AYXOBHAs MY3bIKa CTajla aKTHBHOHM YacThIO KYJBTYPEI,
MIPOYHO BOIIUIA B CIyIIATEIHCKOE CO3HAHKWE COBPEMEHHOTO YeloBeka. BmecTe ¢ TeM, mpucyliee eif CHMBOJIHMYECKOE COICPIKAHIE
HE MOXeET OBITh IOHSATO W PACKPHITO TaK, KAK OHO TOTO 3aCITy)KHUBACT, BHE OCBEIOMIICHHOCTH CYOhEKTa BOCIIPHATHUS, B TOM YHCIIC
My3BIKOBE/Ia, B BONPOCAX IIparMaTHKH OOTOCITYXKCHHS, B €ro YyCTaBHBIX TPeOOBAHUSAX, HAKOHEN, B 0O0JAaCTH WCTOPUHU
XPUCTHAHCTBA W MPaBOCIABHOIO BepoydeHus. LleJIbI0 cTaTBbHM SIBISICTCS BBISBJICHUC IHMKIUYECKUX YPOBHEW MpPaBOCIABHON
6orociyxeOHO-TIeBYECKON TPAJUIMK KaK BBIPAKEHHS €ro MPOCTPAHCTBEHHO-BPEMEHHOW MPHUPOABI, YTO MO3BOJISET MOHHUMATh
LHUKIMYHOCTh KaK KJIIOYEBOE CBOMCTBO (DYHKIIMOHHUPOBAaHUs AaHHOHW Tpamuuuu. HaydHasi HOBH3HA [aHHOTO HCCJIEIOBaHMS
3aKJII0YaeTCsl B BBUSIBICHUH M OINPECICHUH LUKINYECKHX YPOBHEH OOrociykeOHO-TIeBYECKOH TPaJMIMK KaK BBIPAKEHUE ee
XPOHOTOTMYECKOH 00YCIOBIEHHOCTH — MPOCTPAHCTBEHHO-BPEMEHHOM MPHUPOAbl. BbIBOABIL. [[UKIMUHOCTD, KaK OOUTUI MPUHITUT
CHCTEMOOOpa30BaHUsl B IIPABOCIABHOW TPaAJUIIMH, OTPECIISIONINI e BHEIIHHE TPAHUIIBI U JOCTATOUYHYIO TePMETHYHOCTh ITHX
IpaHull, TO €CTh KaK [VIaBHAas U coJliepKaTeNbHas v (opMaibHas MPEANoChlIKa 00rocaykeOHOro NeHusi, peanu3yercs B THIIHKOHE
(YcraBe).

KarwueBrble c1oBa: 00rociyxe0HO-1eBYCCKAs TPAIHUIINS, KAHOH, IUKITHIHOCTb, ITUKIAYCCKAC YPOBHU, KYJIbT.

The relevance of the article is due to the fact that religious and spiritual music has
become an active part of culture, it firmly entered the listener consciousness of modern



man. At the same time, the symbolic content, inherent in it, cannot be understood and
disclosed as it deserves, outside the awareness of the subject of perception, including the
musicologist’s, in the issues of worship pragmatics, in its statutory requirements, and finally
in the history of Christianity and the Orthodox dogma. Throughout its history, the formation
and development of the Orthodox singing tradition were directly dependent on the
alternation and intersection of a number of liturgical circles - diurnal, one-week, one-year
(the latter, in turn, splits into two periods - synaxar (month-syllabic) and triadic). Each of the
above mentioned circles has, on the one hand, complete independence, its own laws of
construction and following, its development dynamics, dramaturgy with the obligatory
presence of the peak (culmination) of this liturgical cycle; on the other hand - each of the
smaller circles is an integral part of the larger.

The aim of the article is to reveal the cyclical levels of the Orthodox liturgical and
singing tradition as an expression of its spatio-temporal nature, which makes it possible to
understand cyclicality as a key feature of the functioning of this tradition.

World view of F. Pavel Florensky relies on an understanding of existence in which all
manifestations of human culture are inextricably linked - as different facets, different aspects
of the disclosure of a single Truth. In his reflections on art, in particular, on the musical art,
Florensky proposes a number of provisions based on the fundamental conviction - the
beautiful is the true. True “realistic” art creates symbols of things, whereas imaginary art is
their illusory likeness.

Review of the literature on the problem. Reflections on the ways of the
development of Christian culture, on the correlation of canonical rules and the life of the
cult, we can also find in the works of I. Ilyin, in particular, in the work “Foundations of
Christian Culture” [2]. Ilyin considers the whole history of Christianity as “a single and
great search for Christian culture” [2 ,22], emphasizing that this is a “great search”, in
which, undoubtedly, there are extreme views on what Christian culture is. “Some are ready
to reject in the name of Christ earthly culture and the very world within which it is
created; and others, ready to take too much earthly and worldly, even to the loss of Christ's
Spirit” [2,22]. The only correct way, according to Ilyin, is “the vital wisdom that would lead
from Christ to the world, taking root in Christ and creatively imbibing the fabric of human
life with His lights” [2, 22]. Ilyin emphasizes that the understanding of the Gospel as a “book
of laws”, which contains a system of “certain rules for all life's events and everyday
difficulties” [2, 23], completely contradicts the spirit of Christianity. “The gospel is a book of
faith, freedom and conscience, but not a book of laws and rules. The Gospel must be read
and understood by the living spirit, the depth of its own faith, its freedom and its conscience,
and not by the formal intellect” [2,23]. The Holy Scripture of the New Testament contains in



itself a kind of “gracious and free spirit” that is not a closed set of rules but carries in itself
“living stream of love and vision pouring into the soul and visions flowing into the soul and
awakening in it the deepest sources of personal spirituality; this stream penetrates into us
and frees us to independent vision, decision and creativity” [2,23-24].

Thus, the spirit of Christianity is the spirit of living creative content, where content,
not form, becomes paramount. However, it should be understood not as an opposition, not as
a contraposition, but in the sense that the predominance of an “empty, abstract, self-sufficient
form, devoid of saturating and sanctifying its content, is categorically rejected”
[2,33]. Consequently, in Christianity the law “is not swept aside, but filled with living and
deep content of the spirit, so that “the form ceases to be a “form”, but becomes living way of
meaningful life, virtue, art, knowledge - the fullness and richness of cultural life” [2,33].

Statement of the main material. Considering art from different perspectives, F. Pavel
Florensky brings his theory of the nature of art to the point of intersection, the meeting of
two phenomena - culture and music - and discusses the specific possibilities of the
latter. “The whole culture can be used as an activity of organizing space. In one case, this is
the space of our life relations and then the corresponding activity is called technology. In
other cases, this space is a conceivable, mental model of reality, and the activity of its
organization is called science and philosophy. Finally, the third section of cases lies between
the first two. Its spaces are visible as spaces of technology, and do not allow life
intervention, as the space of science and philosophy. The organization of such spaces is
called art. (...) There is one process in all arts. In music, the pace, rhythms, accents, meters
dealing with durations serve as the characteristics of the capacity of the respective spaces,
then a melody that uses height, harmony and orchestration, saturating spaces with elements
coexisting, etc.” [5,55].

World view of F. Pavel Florensky relies on an understanding of existence in which all
manifestations of human culture are inextricably linked - as different facets, different aspects
of the disclosure of a single Truth. In his reflections on art, in particular, on the musical art,
Florensky proposes a number of provisions based on the fundamental conviction - the
beautiful is the true. True “realistic” art creates symbols of things, whereas imaginary art is
their illusory likeness.

The Orthodox singing tradition (or “music of worship™) is one of the facets of a single
temple action, one of the sides of the temple action as a synthesis of the arts, without which
the holistic perception of the whole church life would be impossible. “True art is the unity of
content and ways of expressing this content, but these modes of expression are easily
understood in a simplified manner, cutting out any one face from the full-function function
of the incarnation” [7,513].



With such a consideration of one of the facets of church art, without taking into
account all other types of church art, a peculiar "bend" arises in the perception of the
considered face as self-sufficient, existing independently and apart from other facets. Such
perception, as Florensky states, is fundamentally wrong, since the rupture of the connecting
threads, the “blood arteries connecting the perceived side of the work of art with others”
[7,513], leads to the destruction of the unity of content and modes of expression, destroys
the style of the art object or distorts it him. “The more complex the living conditions of a
given work are, the easier it is to distort its style, the easier it is to make a false step,
imperceptibly leaving the plane of genuine artistry and leading to a lack of style” [7,514]. In
the event that the style is destroyed or distorted, it is impossible to talk about the true artistic
quality of the work. Elimination or substitution of at least part of the living conditions of a
work deprives him of his life and, even, leads to a direct opposite - to anti-fiction.

The artwork is in the center and is the center of a whole bundle of conditions, with the
observance and vitality of which it only exists as an artistic one. If these conditions are
violated, it simply cannot exist as an artistic one. Thus, the whole apparatus of contemporary
church life and the life of church art, as Florensky pointed out, is intended for “receiving,
retaining and transferring” [4,467] of spiritual values. This apparatus was not created
artificially, it is a product of the evolution of church culture from the first moments of the
existence of Christianity. At all stages of the development of church culture, the movement
and conjugation of liturgical circles or various levels of the system is perhaps the most
important factor.

Throughout its history, the formation and development of the Orthodox singing
tradition were directly dependent on the alternation and intersection of a number of liturgical
circles - diurnal, one-week, one-year (the latter, in turn, splits into two periods - synaxar
(month-syllabic) and triadic). Each of the above mentioned circles has, on the one hand,
complete independence, its own laws of construction and following, its dynamics of
development, dramaturgy with the obligatory presence of the peak (culmination) of this
liturgical cycle; on the other - each of the smaller circles is an integral part of the larger. In
other words, the daily cycle is an integral part of the week, the week cycle, in turn - part of
the annual, the annual circle becomes one of the stages of Easter. The material of the daily
circle is predominantly biblical, the material of the seven-circle circle is hymnographic; The
services of the annual circle contain material both biblical and hymnographic.

The indissoluble unity and internal integrity of the liturgical tradition is indicated by
St. Godly John of Kronstadt: “What unity of the sacred history of the Old and New
Testament and church history! What an agreement! Daily, weekly and yearly worship is the
image of this unity and harmony of sacred biblical and ecclesiastical history and the divine



plan of God for the salvation of mankind, wisely executed and fulfilled and having
fulfillment until the end of the age™ [3].

The daily or day-time circle has a complex internal organization and includes a
number of services (Vespers, Compline, Midnight, Matins, First, Third, Sixth, Ninth Hours
and completes the daily liturgical circle), united by a common liturgical theme - waiting for
the Savior to come and carrying out this expectations. Although most liturgists in the series
of enumerations of liturgical follow-ups also refer to the worship, some (for example,
M. Krasovitskaya) purposely leave it, explaining it by listing the worship of the diurnal
circle, it is impossible to include the worship in this series, since the daily circle worship on
which the sacrament of the Eucharist takes place cannot be in the same row either in
significance or symbolically filled with other worship.

Thus, the vertex and culmination of the daily circle, the liturgical ritual, which is the
point of cohesion of other successions within one circle, and the concentration of meaning, is
the worship. Worship as a communion with God, as a ritual examination can be considered
as a tradition, as a kind of substitute culture, its “sign” and, thus, it can be interpreted as a
sign system and a value-semantic complex.

F. Pavel Florensky introduces the definition of man as aperson of
liturgical (homo liturges) and believes that in this capacity, a person is capable of producing
shrines; such a person's activity can pretend to be central, as it expresses the totality and
sacredness of human existence. In general, Florensky calls three kinds of human activity,
respectively, the creation of “tools”, “machines”, “shrines”.

“Art” 1s viewed by him as a possible characteristic of all three, but believes that it is
more fully and most vividly manifested in the activity of the liturgical [6]. S. Averintsev told
about the existence of an “Orthodox liturgical feeling”, which is a mechanism for the
perception of worship as a whole [1,431].

The weekly circle begins with its highest point, which has not been raised for the
whole week, namely, from the resurrection or the week. Among the remaining days of the
week, this day stood out from the early Christian times. The first Christians called it the
Lord’s Day, the Day of the Sun, since this day was intended for the celebration of the
Eucharist, and the liturgical theme of this day is the Resurrection of Christ (Easter).

One of the main “rhythm-forming” factors of orthodox worship adjoins to the week-
long liturgical circle - the osmogless pillar. As you know, the text of these services is in the
liturgical book of the Oktoas, the material of which is entirely hymnographic, that is, it is a
church song-making. On the rhythmic organization of worship, F. Pavel Florensky said:
“The entire service, in its smallest movements, and in the cycles of the day, week, year, etc.,
beats rhythmically. You can say: What is a cult? - Pure rhythm” [ 6, 442]



Particular mention should be made of the introduction of music (music of worship) to
all worship services, since it is music that facilitates the transformation of the circle as a
ritual structural element into meaningful cyclic movement aimed at organizing the unity,
integrity of the whole liturgical construction, filling this structure with a living human
meaning.

Holidays become an important structural element of the general cyclical functioning of
Orthodox worship. Holidays and the preparatory period to them allow, according to
Florensky, to break the monotonous flow of time, to give a sense of duration, to realize and
measure the inner feeling of time. “Time is for us because there are holidays, time is
designed by the system of holidays, the rhythm of the holidays ... The holiday gave the
rhythm of life, and the rhythm gave consciousness™ [6, 456-457]. The absence of holidays
makes life arrhythmic, and if we remove these divisions, then life is heard as “unarticulated
sound, as a continuous howl” [6, 457]. With holidays, which bring a continuous “merging-
current” flow of things, the beginning of dismemberment, pause, the beginning of the
rthythm, “life becomes an ornament, a melody”. But what can be considered a
holiday? Florensky answered this question thus: “every church service is a holiday” [6,
457]. Thus, the church service is the rhythm-forming and orderly beginning in the Orthodox
tradition.

“Music of worship”, as an inseparable part of a single temple action, is realized in the
conjunction of “sacrament and rite”. The latter can be called a cult in its concrete wholeness,
since the system of rituals forms a closed whole, in which the idea of memory is almost
central. Memory is understood as the totality of the remembrance of the Divine and the
human, since one human memory seemed insufficient to the Gentiles. Therefore, the “music
of worship”, according to the concept of Florensky, can be interpreted as a special kind of
bearer of conciliarity - the unity of Orthodox culture as a memory.

In the transmission of this idea, therefore, in the implementation of the act of
sobornost in the living experience - the participle is the main function of the “music of
worship”, which explains the aesthetic nature of this phenomenon, in particular, its purpose
“to transform” sorrow, “funeral sobs” into joy, into cathartically enlightened state of
consciousness. “Music of worship” becomes the leading semantic side of the Orthodox
singing tradition, provides symbolic properties of its figurative-symbolic levels and their
unity.

Thus, the thoughts of P. Florensky on music in general and on “music of worship”, in
particular, are of particular importance, since his understanding of music as a concentrated
experience leads to the posing of a number of questions that are very topical for
contemporary musicology about the semantic and symbolic filling of music. Although these



words, of course, can be attributed to the whole musical culture in general, but, first of all,
F. Pavel Florensky spoke about the liturgical singing tradition.

Consequently, the scientific novelty of this study is to determine and to identify cycle
levels of liturgical and singing traditionas an expression of its chronotope - spatio-
temporal nature.

Conclusions. The canon as an essential expression, as the center of meaning and use,
that is, the semantics and pragmatics of the Orthodox ritual, is the core of the existence of the
liturgical singing text in its two hypostases: as a special music of worship, when the music of
worship in its genre-style formations is a single, integral text; as the musical content of a
particular chant or a number of hymns included in the cycle, in their structural and
compositional expression, completeness, stability, relative independence.

Thus, thanks to the canon - from the side of the canon phenomenon - the interaction of
the text as a principle and the text as a form in the organization of the singing material of
Orthodox worship is evident. The expression of this complex interaction of test possibilities,
genre-style conditions, canonical indicators of liturgical singing is a cyclicality.

Cyclicality, permeating canonicity, reflecting the nature of the text, also appears in
two meanings - as a principle and as a form.

Cyclicality, as a general principle of system formation in the Orthodox tradition,
defining its external borders and sufficient tightness of these boundaries, that is, as the main
and substantial and formal premise of liturgical singing, is realized in the Charter and the
statutory side of everything that takes place in the church. Statutory requirements are always
the requirements of the text, not at all indifferent to the singing side, as the principle of
canonicity to the form of its embodiment and impact is not indifferent.

The charter can be defined as the original task of the Orthodox liturgical system,
which is conditioned by canonical thinking, relies on a repetition - on a system of repetitions
leading to a special phenomenon of church-singing cycle formation, which allows it to
acquire the meaning of metatext.
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