The Russian ‘Greek Chant’
Resurrectional Troparia (Apolytikia) in the Eight Modes

For examples of the troparia apolytikia of the eight modes, I have taken the versions of a
Solovetskii Monastery manuscript published by Ivan Ivanovich Voznesenskii in O6pasiusr
ocMorJacia pocrbBOBbD! KIeBCKaro, 00Jrapckaro H TIpPEYecKaro, Ccb OOBICHEHIEMP HXb
rexamgeckaro ycrporicrsa (Examples of the Chants of the Eight Modes: Kievan, Bulgarian, and
Greek, with explanations of their technical structure; Riga: Ernests Platess Printing House
and Type Foundry, 1893). The main problem with this source is that Voznesenskii, whose
purpose was to exhibit the structure of the melodies, did not print the entire troparion in his
expositions of Modes 1 and 2. This is not a great drawback, since the reason for omitting
some phrases is that they simply repeated the melodic matter of those shown; but it does
mean that [ have to provide a conjectural reconstruction of the omitted phrases. These will be
indicated as follows: I shall use alphabetic designations of the several phrases, and those that
I have made up will have the letter enclosed in parentheses; it will be understood that they
have no authority, and anyone is free to revise them, within the limits of what appears in the
phrases actually taken from the manuscript.

The manuscript does provide the melody for “The Lord is God’, and I shall reproduce it al-
so. It will illustrate the way in which a versicle preceding a troparion may be sung.

Voznesenskii followed his manuscript sources in using the alto clef for his examples. I, in
turn, have followed Voznesenskii in this. Nowadays only viola players are acquainted with
this clef, a C clef with the C on the middle line of the staff. However, it is easy to read if one
thinks of it as equivalent to the treble clef with a key of two flats; one need only remember
that no matter what clef or key is chosen, the znamenny scale (in which not only the Znamen-
ny Chant but also the other traditional systems of East-Slavic chant are sung) cannot be repre-
sented by any conventional signature; if we write it in the alto clef, the upper fis natural, but
the lower one is sharp; if we write it in the treble with two flats, we must remember that the
lower e (if the melody descends so far) is natural. For purposes of solmisation, do is here on
the middle line.

As usual in lesser-chant melodies, these are constructed essentially of phrases that recur in
a fixed sequence; among their essential characteristics of these phrases are a tenor or reciting
note and the phrase final. The phrases will be designated alphabetically; Voznesenskii used a
numerical system, but I will convert it to the alphabetical, because I have used the latter in
other posts and wish to remain consistent. Melodic phrases designated npeaxoneunas [cTpoxal
by Voznesenskii I shall label Y; the concluding phrase of the melody will be Z.

Unless otherwise specified, the citation for melodies of the Byzantine Chant will be A. Cou-
turier, Syllitourgikon, ou La Sainte Liturgie byzantine, avec les reponses du cheeur en musique occi-
dentale et orientale (Jerusalem: Imprimerie des RR. PP. Franciscains de Terre Sainte), pp. 146-
155. This book is in need of occasional correction, but it is conveniently at hand as I compose
these notes, and presents the troparia in Greek with both psaltic neumes and staff notation, as
the subtitle promises.
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Mode 1

The melody of Mode 1 for troparia ubiquitous in Russian practice (New Rite,
of course) is a simpler version of the form found in older manuscripts. Both ver-
sions consist of two alternating phrases, each with a characterizing tenor or recit-
ing note and final.
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The following defining characteristics may be noted:
Phrase A: tenor on do and fa, final on fa;
Phrase B: tenor on mi, final on do;
Phrase Z: =B
These characteristics correspond to those of the familiar troparion melody of
this mode in the Common Chant.
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The Byzantine Chant as sung in our day may be analyzed as follows:
Phrase Tenor Final
A S0 50
B S0 re
Z=B

While at first glance it appears that there is no similarity, several factors must be
taken into account. First, in oral-traditional song modality is a rather instable as-
pect; second, a system of harmonization involving a part parallel to the cantus fir-
mus a third above or below has been common in East-Slavic chant systems in re-
cent centuries; and third, the dominant scale used in East-Slavic chant is such
that a parallel part a third above the cantus firmus and a parallel a second below
the cantus firmus will be tonally identical. Such a part may easily be taken for the
cantus firmus; it is a constant nuisance to investigators of traditional melodies that
in harmonized settings we are seldom told which part is the cantus firmus, and
often it is far from obvious from the score. Thus we can maintain that only the
tenor of phrase B cannot be accounted for in terms of a parallel part a third above
the Byzantine melody. So a genetic connection between the Grecheskii Rospév
and the Byzantine melody is not to be ruled out.
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Mode 2
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Phrase Tenor Final
A do mi

B mi do
Z=B

Again, these characteristics agree with the corresponding melody of the Com-
mon Chant, however, with an exception: in the latter, the tenor of phrase A is mi.
Moreover, the cadence of A in the Common Chant resembles in the Grecheskii
Rospév the opening figure mi-fa-so-fa-mi of phrase B and not the mi-re-do-re-mi
figure of phrase A.
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The Byzantine melody as sung nowadays has a unique initial phrase and two
alternating internal phrases:

Phrase Tenor Final
A s0? fa

B S0? S0

C S0? mi

Z =B~

There may also be a unique penultimate phrase ending on fa, but this occurs in
some versions and in omitted in others.

The Byzantine melody makes so little use of recitative on a single note that it
difficult to assign a fixed tenor. The finals of B and C, compared to those of A
and B of the Grecheskii Rospév, suggest the the latter may have originated in a
parallel part a third below the former.

The Grecheskii Rospév has no unique initial phrase, but neither does the Ser-
bian Crkveno Pojanje in the corresponding melody, which appears to have been
derived from an older version of the Byzantine melody. And even within the
Byzantine tradition itself, exeplars can be found that lack the unique initial
phrase.! Like Y, this phrase is found in some versions and not in others.

1For example: J. B. Rebours, Traité de psaltique: Theorie et pratique du chant dans I'Eglise
grecque; Bibliotheque musicologique 2 (Paris: Alphonse Picard & Fils, 1906), p. 249-250;
Antoine Sayegh, Melodecte: Recueil de chants byzantins, Vol. 1 (Jerusalem: Séminaire
Sainte-Anne de Jérusalem, 1956), pp. 9-10.
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Mode 3
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Phrase Tenor Final
A mi mi
B mi la
Z mi do

Again, there is agreement with the Common Chant, except that in the latter
the tenor of phrase A is do.
The corresponding melody of the Byzantine Chant has the following shape:

Phrase Tenor Final
A la re
B S0 la
V4 la? fa

This is according to the solmization found in Greek chant books; however, this
solmization was not yet in existence in the seventeenth century; and if it had
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been, it is doubtful that the Russians would have paid much attention to it in
their practical quest to acquire melodies to fill lacunae in their traditional chant
system. It would be easily possible to solmize a fourth lower:

Phrase Tenor Final
A mi la

B re mi

Z mi? do

In this case there is no need to invoke tonal transformations through parallel
parts; the tonality is essentially the same, and the profile that is apparent in the
phrase finals is distinctive. The Grecheskii Rospév and its descendant in the
Common Chant are derived from an ancestral form of the melody still sung in
Byzantine Chant. This same pattern of alternating finals a fifth apart and a con-
cluding final lying mid-way between them is characteristic of Mode 3, and occurs
also in some melodies of the Bolgarskii Rospév of that mode.
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Mode 4
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Phrase Tenor Final
A mi do
B mi do
Z=B

This according to Voznesenskii’s analysis. However, it would be possible to
see here a mi-final phrase, with a tenor also on mi, occurring three times, ending
on the words ysbaksia, cmepts, and Bors respectively.

The connection of this melody with its counterpart in the Common Chant is
less certain. The ‘Shortened Greek Chant’ that appears to underlie the bass voice
of Mode 4 of the Common Chant does alternate two do-final phrases, but the
tenor of the first of these is on do and that of the second is on re. In comparing
several versions of a melody of these and similar chants, displacement of a tenor
or of a final by a third is not unusual; displacement by a second is less frequent
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but not impossible.
The Byzantine melody exhibits the following features:

Phrase Tenor Final
A ti? mi

B la? so
Z=A

The difference in tonality may be due to the same factors discussed earlier: the
Russian melody may have originated in a parallel part a third below the Greek.
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Mode 5 (Plagal 1)
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Phrase Tenor Final
A mi fa
B mi re
Z=B

The Common Chant cannot be compared, as it has no proper melody for
troparia in this mode, using the melody for stichera instead.

The Byzantine melody:
Phrase Tenor Final
A ti? la
B do? do
Z=A

However, comparison will be facilitated by transposing the Grecheskii Rospév
melody down a fourth, an operation that is always possible without further ad-
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justment of the signature in the scale here employed:

Phrase Tenor Final
A ti do

B ti la
Z=B

It remains only to reverse the order of A and B, a thing readily done when the
structure consists of two alternating phrases, to see the probable provenance of
the Grecheskii Rospév from the Byzantine melody.
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Mode 6 (Plagal 2)
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Phrase Tenor Final
A re fa

B fa fa

C fa? do
Z=C

This is the most complex melody of the present set. Voznesenskii’s analysis is
certainly not beyond question. I am not convinced that the phrase he designates
as 2, here B, exists as a distinct phrase. Voznesenskii describes it as a variant of
Phrase A.” It can end either on fa or on mi; phrase A is ambiguous in this respect
also, as we see in comparing another source. A manuscript in the Valaam
Monastery library contains an extensive collection of melodies of the Grecheskii
Rospév; I have examined a photocopy of this manuscript, kindly provided by

2 Obpasusr ocmoracia pocrntposs, p. 193.
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Jopi Harri, and found phrase A to end consistently on mi rather than on fa. Voz-
nesenskii marks the final phrase as B in the troparion, but in the preceding versi-
cle as C; it obviously must be C, and I have corrected in the troparion. The fa-
mi-re-mi-fa figure occurs in phrase B, but also in phrase A at the beginning of the
troparion, and is followed almost immediately by a repetition which Voznesen-
skii splits, dividing it between A and C; it also occurs in the final phrase, which
as just noted is C.

The Common Chant consists of two alternating phrases, the first with tenor on
do and final on re, the second with tenor on re and final on ti. Its sources must, it
seems, be sought elsewhere than in the Grecheskii Rospév.

The corresponding Byzantine melody I found difficult to analyze, because the
available variants differ rather substantially from one another. A mi-final phrase
dominates and also closes the melody; there is a do-final phrase, cadencing with
an oriental tetrachord (this melody employs the soft chromatic scale), and a so-fi-
nal phrase, that occur in no order that I can discover. I see little resemblance be-
tween it and the Grecheskii Rospév counterpart. The Byzantine tradition, how-
ever, knows more than one melody for this troparion. The Heptanesian Chant,
as exemplified in the published collection from Zakynthos,® provides two
melodies for the Resurrectional Troparion of this mode, neither of them similar
to the usual version. It may well be that a plausible Byzantine source for the
Grecheskii Rospév can be found in some source not readily available at present.

3 Markos Ph. Dragoumis, H Movoixnj Ilapddoon tn¢ ZaxvvOivijs Exxinoiag
(Athens: O1v ®@iAor tov «Movoeiov xar Emipavedv Zaxvvbiwv», 2000), pp. 235-236.
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Mode 7 (Barys)
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Phrase Tenor Final
A fa S0
B fa? so? fa

7 =B~
The Common chant has two alternating phrases, with tenor on mi and final on
fa, and tenor on fa and final on mi respectively; and a concluding phrase with

tenor on fa and final on do. It is obviously borrowed from the Bolgarskii Rospév,
and does not resemble the Grecheskii Rospév melody.
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The Byzantine melody exhibits the following characteristics:

Phrase Tenor Final
A S0 fa

B S0 re

C S0 so
Z=A

(or:

Phrase Tenor Final
A re do

B re la

C re re
Z=A)

It seems reasonable to propose that phrases A and C of the Byzantine Chant un-
derlie the Russian melody.
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Mode 8 (Plagal 4)
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Phrase Tenor Final
A re re

B re or fa do
Y=A

Z=B

In this mode only, the Solovetskii manuscript presents a melody that differs
substantially from the one found in most other sources. Because of this, I shall
include also the version found in Oéuxonxs Horraro [THHIT:
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Phrase Tenor Final
A S0 S0
B S0 do
Y=A
Z=B

In both versions the versicle is the same; the melody will be recognized by
those familiar with Russian practice as belonging to ‘In thee rejoiceth,” the
anaphoral zadostoinik (megalynarion) of the Liturgy of St Basil. This same
melody continues through the troparion in O6mxoxs Hormaro ITémig, but is re-
placed by another in the Solovetskii manuscript.

In the Common Chant, troparia of this mode are sung to a single reiterated do-
final melody, labeled as belonging to the Kievan Chant. This attribution cannot
be accepted; I suspect that the Common Chant melody is a simplified version of
a melody of the Bolgarskii Rospév.

The Byzantine melody contains a do-final and a re-final phrase, concluding on
do; the predominant note in all phrases is re. This may be the source of the
Solovetskii version. Moreover, a different Byzantine melody with the text in
Arabic has been published,* with the following profile:

4 Rebours, Traité de psaltique, p. 253.
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Phrase Tenor Final
A mi do
B S0 S0

Z=A
If it is not of recent origin, this melody may be the source of that in the O6nxozs
Hornaro IThHIA.

As these notes indicate, I believe that the Grecheskii Rospév is the source of
several of the troparia of the Common Chant, and that in turn it itself is derived
from the Byzantine chant, as the traditional Russian account states, despite its
Western sound, and despite the tonal differences from the Byzantine melody that
are found in some modes. The probable cause of these traits is that the melodies
were modified to bring them into the realm of choral polyphony, which the Rus-
sians were just learning from Ukrainian musicians at the time that the psaltee ar-
rived in Moscow to teach them Greek chant melodies.

Stephen Reynolds
2/16 April 2004



