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FEATURES OF THE TRANSFIGURATION WORSHIP IN THE EAST
SLAVIC SINGING ORTHODOX TRADITION IN THE LATE XIV - THE FIRST
HALF OF THE XV CENTURIES IN THE CONTEXT OF THE CHURCH
CHARTER CHANGING PROCESS.

Purpose of the study — on the basis of the analysis of the East Slavic liturgical and singing manuscripts of the late XIV —
the first half of the XV centuries to find out evolutionary process of the singing part in the Orthodox Transfiguration worship
during the transitional period of the church charter changing (Studit’s/Jerusalem). Methodology of the study — reliance on the
source-study method with the aim to search the given period sources: paleographic method to refine the codes™ dates, to research
the ways of their verbal and singing fixation; comparative and textual study of a series of the Transfiguration Feast singing, fixed
in East Slavic singing manuscripts. Scientific novelty is in the fact that for the first time the Transfiguration singing cycle in
Eastern Slavic tradition is investigated in the context of the Church Charter changing process ( the Studit’s charter for the
Jerusalem charter) on the basis of the complex analysis of the music medieval studies. Conclusion: the investigation of a series of
East Slavic medieval codes of the transitional period showed: 1. the difference of the liturgical charters from the singing
manuscripts in the specified period; 2. the existence of the two representative singing manuscripts in the first half of the XV
century; 3. the analysis of the repertoire, genre and textual aspects of the Feast service showed a considerable difference between
them, that allows us to admit the existence of two different charter traditions.

Keywords: singing cycle of the Transfiguration Feast, Studit’s charter, Jerusalem charter, stichera, stichera book,
popevka, secret tracings.

Maonoea Kpicmina Onezigna, acnipanmka kagedpu icmopii mysuxku ma mysuurnoi emuoepagii OHMA imeni A.B.
Heacoanosor.

OcodauBocti cay:xkou IlpeodpaxkeHHsi y cXiqHOCJIOB’sIHCHKill cmiBouiii mpaBociaaBHiil Tpamuuii kinma XIV —
nepuoi noJoBMHU XV CTOJIITh Yy KOHTEKCTi 3MiHM LIEePKOBHUX YCTaBiB.

Mera fgociiizkeHHsI — Ha OCHOBI aHaji3y 0Orociayx0OBUX Ta CIIBOYMX PYyKOHNHMCHHX Jpkepen KiHusg XIV — mepmoi
1oJioBMHU XV CTOJITh BUSIBUTH €BOJIIOLIMHI MPOLIECH CHIBOYOT YaCTHHM IMPABOCIaBHOI ciryxOu IIpeoOpaskeHHs y nepexigHuii
nepioj 3MiHu IepKoBHUX ycTaBiB (Crymidchkuit/€pycamuMcbkuii). MeTomoI0risi JOCTiIKeHHsI — Oopa Ha JKEPEeIo3HABYHUN
METOJI 3 METOIO MOIIYKY JDKEepes BKa3aHOTO Mepioy Uil YTOYHEHHS 1aTyBaHHS KOJEKCIB, TOCIIPKEHHS 3ac00iB iX BepOaibHOT Ta
cmiBoyoi (hikcarii; KOMIIapaTUBHE Ta TEKCTOJOTIYHE BHBUCHHS ICSKUX ITiCHECHIBiB cBsita [IpeoOpaxkeHHs, 3adikCOBaHUX Y
CXIZTHOCJIOB IHCHKHX CHIBOYMX pykomnucax. HaykoBa HOBH3HA IOJyisirace B TOMY, IO Brieplue criBoyuid nuki IIpeoOpaskeHHs
MIPaBOCJIABHOI CXiIHOCIIOB’THCHKOT TpaIMIil pO3MIIAAAETCS Y KOHTEKCTi 3MiHM CTymiiChKOTO ycTaBy Ha €pycalMMCBKHHA Ha
OCHOBI KOMIUICKCHOTO aHali3y My3M4YHOI MenieBicTukd. BucHOBKHM. JlOCHiUKEHHS NESKHX CXIJHOCIOB’SHCHKHX KOJIEKCIB
MePEeXiTHOT0 dYacy, 3HalJeHHX aBTOpoM poOOTH, MOoKaszanmo: 1. BiAMiHYy OOToCIy>kKOOBHX YCTaBiB BiJ] CIIBOYHX PYKOIIHCIB
BKA3aHOTO Mepioxy; 2. HASABHICTb [BOX PENPE3EHTATUBHHUX CIIBOYMX JDKepen mepmioi momoBMHM XV CTOMTTA; 3. aHami3
penepTyapHO-)KaHPOBHUX Ta TEKCTOJIOTIUHUX ACTEKTIB CIIY>)KOW MMOKa3aB 3HAYHI BiAMIHHOCTI Mi>K HUMH, IO J03BOJISIE BiTHECTH 1X
JI0 IBOX Pi3HUX YCTaBHUX TPAIUIIIH.

Karouosi cioBa: crmiBoumit mukn cBara [IpeoOpaxenns, Crynificekuii ycraB, €pycamuMmcbkuii ycraB, CTHXHpaps,
CTHXMPA, TOCIiBKa, TAHHO3aMKHEHH]1 HAKPECIICHHI.

[Maonosa Kpucmuna Onezoena, acnupanmxa xagheopvl ucmopuu mMy3uxu u My3vikaivhot smuoepagpuu OHMA umenu.
A.B. Heorcoanosoi.

OCo0EeHHOCTH CIIYKObI MPeodpakeHns B BOCTOYHOCIABAHCKOMH MeBYECKOl MpaBocaaBHON Tpaanmuu koHma X1V
— mepBoii MOJTOBHHBLI XV CTOJETHIT B KOHTEKCTE CMEHBI IIEPKOBHBIX YCTABOB.

Leas mucciienoBaHWUS — Ha OCHOBE aHAM3a BOCTOYHOCIIABSHCKUX OOTOCITY)KEOHBIX W IEBYCCKHX PYKOIUCHBIX
HUCTOYHUKOB KoHIA XIV — nepBoil nojaoBUHBI XV CTOJETHS BBISIBUTH IBOJIIOLMOHHBIE MTPOLIECCHI IEBYECKOM YaCcTH MPABOCIABHOM
ciry0b1 [IpeoOpakeHuss B mepexoaHblil mepuoj; cMeHbl LepKOBHBIX ycraBoB (Crynuiickuit/Mepycanumckuii). MeTogosorus
HCCIeI0BAHMSA — OTIOPa HAa MCTOYHUKOBEIICCKAN METOJ C LIENbIO TMTOMCKa HCTOYHUKOB YKAa3aHHOTO NIEpHO/Ia; IMajJeorpamaecKuii



METOJ UTA YTOYHEHHSI JATHPOBKH KOJEKCOB, HCCIEIOBAHMS CITIOCOO0OB MX BepOATBHON M MEBYECKOH (PHKCANN; KOMIIAPATUBHOE 1
TEKCTOJIOTHYECKOE W3YYCHHE psiia TeCHONCHWH mpa3gHuka lIpeoOpaxkeHus, 3a(UKCHPOBAHHBIX B BOCTOYHOCIIABSHCKUX
MEeBYECKUX pyKomucsx. HayuyHasi HOBH3HA COCTOMT B TOM, YTO BIIEPBBIC NMPEOOPAKEHCKUN IMEBYECKUH UK MPABOCIABHOM
BOCTOYHOCIABSIHCKON TpaAMLUU paccMaTpUBAaeTCsl B KOHTekcTe cMeHbl Crynuiickoro ycrtaBa Ha MepycanmuMmckuil Ha OCHOBe
KOMIUIEKCHOTO aHalM3a MY3BIKQJIBHOW MeIueBHCTUKU. BbiBoAbI. VcciemoBaHue psa BOCTOUHOCTABSIHCKUX CPEJHEBEKOBBIX
KOJIEKCOB MEPEXOJHOTO BPEMEHH, BBISIBICHHBIX aBTOPOM PabOThI, M0Ka3ajio: 1. oTandne GOrociykeOHBIX YCTaBOB OT MEBYECKHUX
pyKomucel yka3aHHOTO Iepuoia; 2. HAJIMYHME JBYX PENpEe3eHTAaTUBHBIX INEBYECKUX CIIMCKOB INEPBOH MONOBMHBI XV Beka; 3.
aHaJIM3 pernepTyapHO-KaHPOBBIX U TEKCTOJOI'MYECKUX ACIIEKTOB CIY)KOBI Ipa3/HHKa MOKa3aJl CYLIIECTBEHHOE PaziIHYHe MEXIY
HUMH, 4TO MO3BOJISIET OTHECTH UX K ABYM Pa3HBIM YCTaBHBIM TPAJAULIUSIM.

KawueBple ciaoBa: meBdeckuid muki1 mnpa3gHuka [IpeoOpaxkenms, Crymuiickmii ycrtaB, HepycanmMckuii ycTas,
Cruxupaps, CTUXUpA, IONIEBKA, TATHO3aMKHEHHBIC HAUePTaHMSL.

The relevance of the research is due to the need to study the specifics of the
existence of Transfiguration service in the late X1V — the first half of the XV centuries. This
study will make it possible to fill in the missing information on the development of the song
cycle of the service, as well as provide an opportunity for comparative analysis with other
Orthodox song cycles of the corresponding time.

Purpose of the study — on the basis of the analysis of the East Slavic liturgical and
singing manuscripts of the late XIV — the first half of the XV centuries to find out
evolutionary process of the singing part in the Orthodox Transfiguration service during the
transitional period of the church charter changing (Studit's/Jerusalem).

Scientific novelty is in the fact that for the first time the Transfiguration singing
cycle in Eastern Slavic tradition is investigated in the context of the Church Charter changing
process ( the Studit’s charter for the Jerusalem charter) on the basis of the complex analysis
of the music medieval studies.

Main material. The liturgical history of the Russian Orthodox Church from the
beginning of Christianity in Russia to the middle of the XVII century was undergoing
substantial changing. According to the well-known Russian liturgist A.M.Pentkovsky, one
can distinguish three reforms in the Russian liturgical tradition.

I. Reverend Theodosius Pechersky's reform, which was blessed by the church
authorities. The result of it was the translation of Alexy Studit’'s Typicon and a number of
liturgical books into Old Russian.

Il. The reforms of Moscow Metropolitans Alexy and Cyprian, followed by the
appearance of the Constantinople formulation of the Jerusalem’s charter and a number of
corresponding liturgical books.

I11. Patriarchs Nikon and Joachim's reform resulted in producing the modern edition

of the Jerusalem charter and all the complex of the liturgical books [6, 74].



Liturgical transformations led by the Church radically influenced the church singing
and caused numerous amendments.

In the given research we were examining the process of the transition from Alexy
Studit’s charter to Jerusalem charter by example of the Transfiguration Service singing.

In this aspect we are mostly interested in the two stichera books of the early XV
century from the Pogodinsky collection NLR 1422 (NLR, Pogod.45) and a list from RSL
1437 (RSL, F 304.1. Ne 407). In those two stichera books the process of the charter
changing is especially notable.

The time for the creation of these manuscripts divides the gap only in 15 years.
However, their repertoire-genre and textual analysis showed significant differences, which
indicates that these manuscripts belong to different charter traditions. This fact can be
explained by the gradual change of the Student Charter to Jerusalem, which was carried out
during this period. According to A. Pentkovski, "the process of ousting the Alexy Studit's
charter Charter and the associated complex of liturgical books from liturgical practice was
lengthy and lasted throughout the entire XV century” [6, 76]. At the same time, the long
period of the parallel existence of the two liturgical Statutes was accompanied by a conflict-
free and gradual transition from the old Charter to a new one, which entailed different
interpretations at different levels of singing manuscripts of the same time.

Let us consider the repertoire-genre composition of this stichera books.

PHB, Morox. 45 (1422 1.) PI'B, ¢. 304.1. Ne 407 (1437 1.)
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In the manuscript of 1422 there were recorded 9 chants of the Transfiguration, among
which only sticheras are represented. The composition and sequence of these chants almost
completely coincides with the instructions for the day of the Transfiguration of the Studit’s
charter of the 70s of the 12th century (SHM, Synod. Slav. 330, p. 185-187) ®. This important

factor gives us grounds to attribute this stichera book to the Studit’s tradition. The only



difference between the stichera books and the charter is the precepts for the performance of
the stichera of the eighth tone «Poyat hristos», which, according to the statutory manuscript,
should be performed on the first day after feast, and in the singing manuscript it is the last
chant of microcycle «hvaliteh» of the day of the feast.

Note that the function of the final chanting of the microcycle on «hvaliteh» for the
specified chant is finally fixed in the charter of the Jerusalem era.
Perhaps the appearance of this stichera in this genre
demonstrates influence of the Jerusalem tradition that had already spread to that time in Old
Russia.

In stichera book 1437, in the repertoire-genre aspktte we see significant changes. The
qguantity of chants of the Transfiguration is extended to 13 sticheras.
In this manuscript for the first time there are two chants — the stichera of Malaya vechernya
«Mraka zakonenago» (p. 196) and the stichera for the 50th psalm (not notaied)
«Bozhestvenaago zraka tvoego» (p. 200). The presence of the stichera of Malaya vechernya
confirms about belonging of this manuscript to the Jerusalem tradition”.

As can be seen from the comparative repertoire-genre table of the two stichera books,
several chants in the later manuscript change their liturgical function:

1. Stichera «Preobrazuya voskresenie svoe» in the manuscript 1422 was the last
chant of the microcycle on «stihovney, and in the manuscript 1437 becomes the final chant
on «Gospodi, vozzvahy;

2. Sticheras of microcycle on «hvaliteh» are moved into a microcycle on «stihovney.

3. The chanting «Pridete vzyidem na goru gospodnyu», acting as a stichera on
«stthovne» in the early manuscript, is recorded in a later manuscript as one of the stichera of
the day before holiday”.

All these changes correspond to changes in the charter tradition.

Stichera book 1437 is the earliest known singing manuscript where the microcycle on
«Gospodi, vozzvahy is represented by five chants.
Among them - four sticheras of the 6th tone® «Prezhe raspyatiya tvoego gospodi gora nebesi
podobyashisya» (p. 196 — 197), «Prezhe raspyatiya tvoego gospodi poim oucheniki» (p.
197), «Gora yazhe inogda mrachna» (p. 197), «Na gore vyisotse i preobrazisya spas» (p. 197
—198) and last chant of this microcycle of the 6th tone «Proobrazuya voskresenie svoey.

Recall that the chants «Gora yazhe inogda mrachna» and «Proobrazuya voskresenie svoe»



according to the Studit’s charter performed other liturgical functions. The first of them was
performed on the first day after the celebrate as the last chant on «Gospodi, vozzvahy, and
the second was the last stichera on «stihovne» (see: SHM, Synod. Slav. 330, p. 185 - 186).

Thus, proceeding from the analysis of the repertoire genre composition of these
manuscripts, we believe that stichera book from the Pogodinsky collection of the NLR
(NLR, Pogod., 45) is one of the most recent singing manuscripts of the Studit’s era, and
stichera book from the archives of the RSL (RSL, F. 304, No. 407) represents the earliest
notated manuscript containing the features of the Jerusalem tradition.

However, the genre-repertory aspect is the only side of the manuscript from the RSL,
which fully corresponds to the Jerusalem tradition.

First, the poetic text of this manuscript is represented by an ancient phonetic edition,
which, as is known, is typical for the Studit’s era.

Secondly, the textological analysis of the chants of the Feast of the Transfiguration
showed in this manuscript the presence of singing signs preserved from the ancient notation
of the 11th-14th centuries.

Among them: chashka «, slozhitie with kryuk prostoy N , dvoynaya zapyataya
A1 . And in some cases, we see several ' in a row. The most striking example is the first
stichera on «Gospodi, vozzvah» of Velikaya vechernya «Prezhe raspyatiya tvoego gospodi
gora nebesi podobyashisya» (p. 196 — 197), where in the end of the second, third and fourth
lines the rhyming of the poetic text is accompanied by the inclusion of ?? in the kryuk line,

which creates a verbal-singing epiphore’.

VWP Ll b w7 A anan

I'G_,*d. HEEECH MO_Ad_Ed_A_LHE_ T

PN P d A

H QEAARE HKY (E_Hb l'IfG_.’I'\h_.EﬂL.L[I.IE_.{.h
L2 AN an A
TE_EE I'I*f_ﬁL*LB-L[I.If_.LL
Thus, the stichera book of 1437 can not be regarded unambiguously as a Jerusalem
manuscript. Rather, it is a representative of the transition from Studit’s to the Jerusalem
charter.

Let us turn to a comparative textual analysis of this two stichera books.



During the research, it was found out that the textology of these manuscripts belongs
to different types of editions. Similarities are observed only in the cadence (not always),
individual kryuk (mostly stopitsa) and some secret tracings.

As an example, consider the musical-poetic text stichera of the 1st tone «Tvoego
edinochadago syinay.

The division of the text in the stichera books is different. In the first manuscript there
are 15 verbal and singing lines, in the second — 13.

In the singing line of the first manuscript (see Example 1) a syllabic type of tunes
with a predominance of stopitsa » is presented. We distinguish the use of graphic anaphor
and epiphore: so 8 lines out of 15 begin with a kryuk mrachnyiy - (1-2, 4-8 and 15th), 7

lines end with a statya prostaya < (2-5th, 7th; 11th) and 2 — statya zakryitaya / (8-9th).

Ipumep 1
PHB, IMoroxa. 45 (u1. 135 06. -136)
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The text of the second manuscript (see Example 2) is complicated in comparison
with the first: the number of stopitsa is significantly reduced, at the end of some lines the

sequence of individual kryuk resembles popevka (for example, the 2nd and 6th lines are

completed by the next complex an by marking the words «Bogootets david»

and «vzdradovastasyay, in at the end of the 8th line in words «adamle estestvo», a modified

version of this complex is applied 2+ ¥ " 277 which creates a repetition in the

singing line), and at the end of the fourth line we managed to find the melody of the popevka
ll/?? U'l A/::I...rﬂi ...rﬁ

As for secret tracings, in this manuscripts, their functioning is also different.

«merezhay

Coincides with the location of only one theta, which sounds at the beginning of the chant,
emphasizing the first word stichera «Tvoego», where the hymnographer refers to God.

In the second manuscript we find two more feats: the first of them sings a verb
«vzyivaety, where in the poetic text we find words about Old Testament prophet, king and
psalmist David. In the singing line in front of the theta we find a phenomenon, which M.
Brazhnikov called «run-up» of the stopitsa.
In this case, there are five stopitsa in front of the theta, the value of which, in the opinion of
the researcher, lies in the recitative preparation before the complex melismatic chant [1, 145-
146]. This verb is preceded by a direct quote from the 88th Psalm of David «Favor i ermon
o imeni tvoem vozraduetsya» (Psalm 88:13), thereby reinforcing the importance of the
guoted material in the hymnography of the stichera. The third theta of the chant marks the
verb «pretvoriv» in which an important from the spiritual point of view is expressed the idea
of the atonement of the sins of the world by Jesus Christ, which transformed «ochernevshee
adamovo estestvoy, as it is written in the stichera, into a divine lordship and glory.

Note that during the chanting three times the same theta is used — «Povodnayay»

I /% which, according to M. Brazhnikov's remark, is extremely often found in the
chants of the 1st tone.

There are two variants of this theta, the chanting of which is very uniform: with the sign of

the zmeitsa after the theta /" 037 and without it ~~ 9.7 [2, 168]. We find these

varieties in the analyzed stichera, as can be seen in Example 2.



IMpumep 2
PI'B, ¢. 304. 1. Ne 407 (1. 199-199 06.)
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13. ca_pe_Te_aw B%A_CE_XA TOC_MO_AH (AA_RA TE_RE.

In the manuscript from the NLR in the places of the second and third thetas from
manuscripts of the RSL there are simple kryuk (kryuk ", chashka «/, stopitsa », statya

prostaya ). Let us note that the manuscript 1422 is the only singing manuscript we studied,
in which verbs «vzyivaet» and «pretvorivy» thetas are not accompanied, which is an
exception, since both for the chants of the Feast of Transfiguration and for the whole of
ancient Russian singing art in general, there is a clear fixation of the secret tracings for
certain fragments of the verbal text [1, 64; 4, 55]°.

Conclusion. The long process of changing the charters in Old Russia (Studit’s to
Jerusalem), which took almost a century (from the end of the XIV and almost the entire XV
century) — the time of significant changes in the liturgical history of the Orthodox Church,
including the singing tradition of Church. The investigation of a series of East Slavic
medieval codes of the transitional period showed: 1) the difference of the liturgical charters



from the singing manuscripts in the specified period; 2) the existence of the two
representative singing manuscripts in the first half of the XV century; the analysis of the
repertoire, genre and textual aspects of the Feast service showed a considerable difference

between them, that allows us to admit the existence of two different charter traditions.

Notes:

! Instructions that are missing in the manuscripts are supplemented by us in accordance with the content of the
Jerusalem mineya of the XV century (RSL, F.304.1. No. 586, p. 43-67, No. 587, p. 38-66, No. 588, p. 40-68).

2 The missing fragments of the manuscript were replenished by us in accordance with the Studit’s charter (SHM, Sin
330, p. 185).

The full text of this charter was published in one of the works of A. M. Pentkovsky (see: Pentkovsky A. M. «The
Typicon of Patriarch Alexios Stoudites in Byzantium and Old Russia» [7]).

* As you know, the Malaya vechernya entrenched in the liturgical practice together with the adoption of the Jerusalem
charter [8, 480; 5, 74].

% Note that this chant in the Jerusalem charter is also performed in a microcycle on " litiya" of the Velikaya vechernya.
Stichera on " litiya ", like the Malaya vechernya, appeared in the sequence after the transition to the Jerusalem charter. However,
in the stichera book of 1437 sticheras on " litiya" were not presented.

® This manuscript is the only one in our catalog, where the sticheras on «Gospodi, vozzvah» of the Velikaya vechernya
are performed on the 6th tone. According to all the charter and singing manuscripts known to us, these chants must be performed
on the 4th tone. In this regard, we can assume that in this stichera was made a mistake.

7Z. Guseynova, investigating the notation of XV century, in one of the manuscripts of the second half of the XV

century in the last chant on «hvaliteh» of the Feast of the Transfiguration discovered a sequence of four M inarow [3, 68].

® In this manuscript, the absence of the indicated theta is not the only case of differences in the fixation of the thetas in
comparison with other singing manuscripts. In the last chant of the 8th tone on «hvaliteh» «Poyat hristos» there are two thetas
here, while in all the other manuscripts we didn’t find thetas in this chant. O.Shangina also pays attention to this fact, examining
the hymns of the Feast of the Transfiguration, including the material of manuscripts not included in our scientific review [9, 141].
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