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MOLDAVIAN AND UKRAINIAN-BELARUSIAN
CHURCH CHANT TRADITIONS:
COMMON REPERTOIRE AS A FACT OF INTERACTION

The goal of the research. Our re-
cent attribution of kalophonic Greek
chants from Ukrainian and Belarusian
staff-notated manuscripts of the Ilate
16"—18™ centuries proved their Eastern
origin and the fact of borrowing. The
question arises where Ukrainian and Be-
larusian singers mastered Greek-Byzan-
tine chant. It is logical to assume that
the Greek repertoire appeared thanks
to Ukrainian-Moldavian contacts, since
the Moldavian chant tradition, which
flourished in the 16" century, is based
on the Byzantine one. The works of
Greek-Byzantine composers make up
most of the repertoire of the 16" century
Moldavian manuscripts. The goal of the
research is to compare the Greek reper-
toire of Moldavian and Ukrainian-Bela-
rusian musical manuscripts and to define
the peculiarities of its fixation in Mid-
dle Byzantine and Kyiv staff notations.
Methodology. A comparative method
of studying Greek-Byzantine, Molda-
vian and Ukrainian-Belarusian musical
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manuscripts is used. Scientific novelty.
It has been found out that kalophonic
works of Greek-Byzantine composers,
written down in the Ukrainian and Be-
larusian staff-notated Heirmologia of
the late 16™—18™" centuries, are presen-
ted in the Moldavian Anthologies of the
16™ century. Also, in Ukrainian and Be-
larusian manuscripts, we managed to
authorize the Greek-language Cherubic
song of the plagal 1 mode of the out-
standing Moldavian composer Evstatie,
the Protopsaltes of Putna (ca. 11546).
Conclusions. The common Greek re-
pertoire of Moldavian and Ukrainian-
Belarusian manuscripts, as well as the
work of Evstatie, recorded in Ukrainian
and Belarusian Heirmologia, testify to
the direct connection of Moldavian and
Ukrainian-Belarusian church chant tra-
ditions and prove that the 16" century
Moldavian musical school became an
intermediary in the involvement of Ukrai-
nian singers in the Greek-Byzantine chant
tradition and had a powerful influence
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on the development and renewal of
Ukrainian and Belarusian church chant
in the late 16%—17" centuries.
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chant tradition, staff-notated Heirmo-

Relevance of the research. For objective reasons, the Ukrainian church
chant tradition has not been sufficiently studied. During the atheistic Soviet
era (1919-1991) church music did not belong to the priority scientific areas
of musicology. The study of musical manuscripts allows to faithfully recreate
unknown pages of Ukrainian musical history and enrich it with new names,
facts and contexts.

Let’s start with a well-known fact in musicology that in 1558 Moldavian
voivode John Alexander Lapusneanu (1552-1561, 1564—1568) invited four
deacons from Lviv to Moldavia to study Greek and Serbian chant. Alexan-
der Lapusneanu was a generous patron of the Orthodox Church including in
the Ukrainian and Belarusian lands. In 1558, the Lviv Assumption Church
fraternity sent to him the ambassadors with the request to help to rebuild the
Assumption Church of the Blessed Virgin, which burned down in 1527. The
Moldavian voivode did not refuse and became its patron [4]. In a letter of
the same year (1558, July 6), addressed to Lviv burghers, voivode Alexan-
der invited four deacons from Lviv to Moldavia to study Greek and Serbian
chant and informed that deacons from Przemysl had already arrived: «Texp
npunurbTe 10 HACH YOTBIPH JUSKU, MIIOICHITM JOOPBIM, @ MBI UXb JaMO Ha
Hay4EHHE MeTs IPEeUecKoro U cepObCKOro: M KOJIM €5 Hay4yaTh, @ Mbl UXb 3aCs
MYCTHUMO JI0 BaCh: OJHO IITOOBI MEJH TOJOCH 10OpbIH, 60 uch Ilepembimuisa
TaKOXb JI0 HACH MOCIIAHBI CYTh JIKOBE Ha HaykKy» [9, p. 168].

Given the fact that the Putna monastery was the musical center of Mol-
davia in the 16™ century, Anne Pennington, a famous researcher of the ear-
ly Moldavian musical school, rightly believed that the Moldavian voivode
Alexander invited the young deacons from Lviv to Putna. Analyzing the
voivode’s correspondence of the next decade, A. Pennington concluded that
the expected “invigorating” effect which four trained deacons were supposed
to have after returning to Lviv, did not materialize. Moreover, she even sug-
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gested that this project was not implemented at all [10, p. 132]. Our research
refutes Pennington’s conclusions and proves that the effect of Moldavian and
Ukrainian musical contacts initiated by voivode Alexander was extremely
expressive, significant and long-lasting.

The connection between the Moldavian and Ukrainian-Belarusian chant
traditions of the 16"—17" centuries seems quite logical, given the territorial
proximity of the Moldavian and Ukrainian lands and their belonging to a
common Christian cultural space. This assumption is supported by the politi-
cal, economic and ecclesiastical contacts established between the neighbo-
ring peoples of the time. At the same time, it is not easy to materialize this
connection at the level of the chant repertoire.

Firstly, the comparative analysis of chant repertoires is complicated by
the use of different musical notations. Moldavian bilingual Greek-Slavonic
musical manuscripts of the 16" century are written in Middle Byzantine nota-
tion. In the Ukrainian and Belarusian lands znamenna (kulyzmyana) notation
was used in the 16™ century. Kyiv square staff notation emerged and gradu-
ally replaced the znamenna one at the turn of the 16%—17" centuries. Middle
Byzantine notation was not used in the Ukrainian and Belarusian musical
manuscripts.

The second reason that complicates comparative analysis of Moldavian
and Ukrainian-Belarusian manuscripts is that Ukrainian-Belarusian chant re-
pertoire, the roots of which go back to the chant tradition of the Old Rus is al-
most 100% anonymous. The names of the composers were usually not indica-
ted in the musical manuscripts. In the 16™—17" centuries, new chants appeared
in Ukrainian and Belarusian manuscripts, and again, not with the names of
the composers, but with toponymic remarks indicating their foreign origin:
Bulgarian, Greek, Serbian, Walachian, Multanian, etc. Quite often, the chants
were named after the city or monastery (Kyiv, Ostroh, Kyiv-Pechersk, etc.).

Chants accompanied with the remark “Greek” (epeyxuii, epeyroe), “in
Greek” (no epeyxy) appeared in the Ukrainian and Belarusian church chant
manuscripts, called Heirmologia!, in the 16" — 17" centuries and kept in the
liturgical repertoire until the late 18" century. Not only remark, but also Greek

! Ukrainian and Belarusian Heirmologion is a chant collection, similar to the
Byzantine Anthology.

ISSN 2222-4203 PykommcHa ma KHWXKKOBA CnaglimHa Yrpainu, 2023. Buryck 30

29



30

€srenia lrnamenko

verbal text, transcribed in Cyrillic alphabet evidence the oriental origin of
these chants. Some chants have a Church Slavonic text and only the remark
“Greek” indicates their origin.

Greek chants were not collected in the separate books. The manuscripts
with the traditional Slavonic repertoire (not all, about 10%; in total, altoge-
ther about 100 manuscripts) contain the additional Greek chants [6]. Most of
these manuscripts have only one, two, sometimes three Greek compositions.
Trisagion, Cherubic Hymn and Axion Estin are the most common. However,
there are few manuscripts with a dozen and more Greek chants. These are
chant collections of the monasteries: in Suprasl, Kuteino, Kyiv-Mezhyhiria,
Univ, Lavriv and Manyava:

Suprasl 5391: Suprasl Heirmologion of 1596—1601, Institute of Manuscript of
V. L. Vernadskyi National Library of Ukraine, Kyiv, Fond I, Unit 5391 [1];

Kuteino 1381: Kuteino Heirmologion of the 1620-1630s, State Historical
Museum, Moscow, Synodal chant collection, Unit 1381;

Kyiv-Mezhyhiria 112/645: Kyiv-Mezhyhirskyi Heirmologion of the 1640s,
Institute of Manuscript of V. I. Vernadskyi National Library of Ukraine.
Collection of the Saint Sophia Cathedral of Kyiv, Fond 312, Unit 112/645;

Univ 490503: Univ Heirmologion of around 1650, Andrey Sheptytsky Na-
tional Museum in Lviv, Unit 58, Heirmologion 490503;

Lavriv 1902: Lavriv Heirmologion of 1677, National Library of Russia,
Saint-Petersburg, A. Titov’s collection, Fond 775, Unit 1902;

Manyava 10846: Manyava Heirmologion of 1675-1676, National Library of
Romania, Bucharest, Ms. slav. 10846 [5];

Manyava 10845: Manyava Heirmologion of 1684, National Library of Ro-
mania, Bucharest, Ms. slav. 10845 [5];

Manyava 525: Manyava Heirmologion of 1731-1733, Romanian Academy
Library, Bucharest, BAR 525 [5].

Until recently, the question, whether or not chants with the remark “Greek”
are really Greek remained without answer, as they are all anonymous. As a re-
sult of our comparative study of Ukrainian-Belarusian and Greek-Byzantine
manuscripts, we attributed a significant number of Greek chants, in particular,
the kalophonic works of Byzantine composers of the 1315 centuries [2]:
v Toannes Glykys, Cherubic song of the plagal 2" mode #ma xepogrom / Oi

0 XepovPeiu,
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v" the Monk Longin, Cherubic song of the Presanctified Gifts’ liturgy of the
plagal 2" mode Hune ounamucs / Nov ai Avvauerg,

v Toannes Kladas, Communion verse of Wednesday and of the Virgin holi-
days of the 1 mode ITomupuwn comupuoy / Iotipiov cwtypiov,

v Manuel Chrysaphes, Sunday Communion verse of the 1% mode Eunrome
monv Kupuwn / Aiveite tov Kopiov,

v Manuel Chrysaphes, Communion verse of Tuesday and of the days of
the Saints’ remembrance of the 3 mode #3v» muumocuwnv ewnwns / Eic
Mvyuoovvov diwviov,

v Manuel Chrysaphes, Cherubic song of the 1% mode Xma xepyeum / Of
Xepoofeiu,

v’ Joakeim Harsianites, Sunday Communion verse of the 2" mode Enrome
MoH KupuwHs / Aiveite tov Kopiov,

v Manuel Gazis, Matins’ Prokeimenon of the plagal 4" mode I1aca nnou /
llaoo mvon,

v" Anthimos Lavriotes, Cherubic song of the 4" mode Xmaii xepysumv / Of
0. XepovPeiu.

Attribution of Greek chants from Ukrainian and Belarusian staff-notated
manuscripts of the late 16™"—18™ centuries proved their Eastern origin and the
fact of borrowing. The question arises where Ukrainian and Belarusian sin-
gers mastered Greek-Byzantine chant. It is logical to assume that the Greek
repertoire appeared thanks to Ukrainian-Moldavian contacts, since the Mol-
davian chant tradition is based on the Byzantine one. The works of Greek-
Byzantine composers make up most of the repertoire of the 16" century Mol-
davian manuscripts [8]. Thirteen of them have been found to date:

M 350: Anthology of 1511, State Historical Museum, Moscow, Collection of
Schukin, Unit 350. Other 14 folia of the same manuscript are kept in the
Library of the Academy of Sciences, St Petersburg, Collection of Jatsymir-
skij, Ms. 13.3.16. Autograph of Evstatie the Protopsaltes of Putna;

M 1102: Anthology of 1515, State Historical Museum, Moscow, Collection
of the Synode, Unit 1102. Autograph of Evstatie the Protopsaltes of Putna;

P 56-I: Anthology of around 1520, Putna monastery, ms. 56/544/576 I,
fol. 1r-84v;

Lm 258: Anthology of 1527, Library of the Leimonos monastery, Lesbos,
ms. 258. Autograph of the Deacon Macarie from the Dobrovat monastery;
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M 1345: Anthology of the first half to mid-16™ century, State Historical Mu-
seum, Moscow, Collection of Barsov, ms. 1345;

Iasi [-26: Anthology of 1545, Central University Library “Mihai Eminescu”,
Iasi, ms. I-26. Autograph of Antonie Hieromonk the Precentor;

Dg 1886: Anthology of 1550—-1575, Dragomirna monastery, ms. 1886;

B 283: Anthology of 1550—-1575, Romanian Academy Library, Bucharest, ms
slav 283;

B 284: Anthology of 1550—1575, Romanian Academy Library, Bucharest, ms
slav 284;

Sophia 816: Anthology of 1550-1575, Church Historical and Archival Insti-
tute, Sophia, ms. 816, written by Antonie. Last 8 folia of the same manu-
script are kept in the Prague National Museum, PNM 1 Da 9;

Lz 12: Anthology before 1570, University Library “Karl Marx”, Leipzig,
ms. 12;

Lv 1060: Anthology of the 16" century, Historical Museum, Lviv, ms. 1060;

P 56-11: Fragment of the first half of the 15" century from the ms. 56/544/576 1,
fol. 85r—160v, Putna monastery.

The goal of our research is to compare the Greek repertoire of Molda-
vian and Ukrainian-Belarusian musical manuscripts and to define the pecu-
liarities of its fixation in Middle Byzantine and Kyiv staff notations.

Analysis of publications. Due to the complexity, comparative source
studies devoted to the interaction of Greek-Byzantine, Moldavian and Uk-
rainian-Belarusian church chant traditions are few. Bulgarian musicologist
Elena Tonceva, who studied the Bulgarian musical school of the Ukrainian
Manyava Great Skete, had an important research results in this area [5]. In
particular, she found out that

v the Greek-language Cherubic song of the plagal 2" mode with a remark
“0O1d” (radaot") from the Moldavian 16" century manuscripts was recorded
in the Manyava manuscripts as the “every day” (noscednesnwiii) Cherubic
song of the 7" mode [11];

v’ the Manyava manuscripts contain Troparia Anastasima of the 1% mode of
the Moldavian composer Evstatie the Protopsaltes of Putna [12].

Elena Tonceva’s research was based only on the Manyava manuscripts,
we considered its results in a wider context [3].
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The attribution of Greek chants shows that Ukrainian and Belarusian
singers preferred the works of the early Byzantine composers rather than their
contemporaries’ ones. Ukrainian and Belarusian manuscripts of the late 16"
17" centuries include the works of Greek-Byzantine composers of the 13"
15" centuries. On the one hand, this fact proves their long-term popularity in
the Greek East and in the territories under Byzantine religious and cultural
influence. On the other hand, it is a marker of a certain liturgical and stylistic
selection, since these are kalophonic compositions of the Divine Liturgies,
which are the most important and difficult.

As we have already noted, the works of Greek-Byzantine composers
make up most of the repertoire, recorded in the 16" century Moldavian manu-
scripts. However, this majority is a rather limited part of the repertoire pre-
sented in the Greek-Byzantine manuscripts. The kalophonic Byzantine reper-
toire, which was cultivated in Moldavian monasteries in the 16" century, was
also formed as a result of a certain liturgical and stylistic selection.

Scientific novelty. Our comparative study showed that all attributed
Greek chants from the Ukrainian and Belarusian Heirmologia are found in
the 16" century Moldavian manuscripts (See TABLE).

In the process of working with the Greek repertoire, we also found out
that the Greek-language Cherubic song of the plagal 1% mode of the outstan-
ding Moldavian composer Evstatie, the Protopsaltes of Putna (ca. §1546)
was recorded in Ukrainian and Belarusian manuscripts. Evstatie’s work was
included in the cycle of kalophonic Cherubic Songs, along with the works
of loannes Glykys, Manuel Chrysaphes and Anthimos Lavriotes.

Our research has shown that the studied Greek kalophonic repertoire, as
well as the Greek-language Cherubic song of Evstatie, the Protopsaltes of
Putna were written down in Ukrainian and Belarusian manuscripts as early
as the beginning of the 17" century. Undoubtedly, this fact allows us to talk
about a direct subsequent connection between the Moldavian and Ukrainian-
Belarusian church chant traditions.

At the same time, there are significant differences between them.

Greek repertoire was recorded in Middle Byzantine notation in Molda-
vian manuscripts and in five-line Kyiv notation — in Ukrainian and Belarusian
manuscripts. Comparative study of the attributed Greek chants notated with
Middle Byzantine, New Method’s and Kyiv staff notations showed that the
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Middle Byzantine notation was decoded by the five-line Kyiv one. The de-
ciphered works of Byzantine composers are their exegesis (£¢7ynoig), their
performance realization. So, the kalophonic repertoire was recorded in Uk-
rainian and Belarusian manuscripts as it sounded. We have valuable historical
evidence of how these works sounded.

The attributed Greek-language chants from the Ukrainian and Belarusian
Heirmologia have the following features of their mode organization:

v' the Byzantine notion echos (7jyog) was replaced by the Slavonic notion
glas (enac);

v mode definitions are often absent;

v’ there are discrepancies in the mode definition of the same work, recorded
in different manuscripts;

v' indications of the mode, offered in the Ukrainian and Belarusian manu-
scripts, are often erroneous compared to the original definitions of the
work’s mode.

In Greek-Byzantine and Moldavian manuscripts, there are no chants
without a mode definition. Discrepancies in the mode definition of the same
work, recorded in different manuscripts occur in the Byzantine tradition, al-
though not so often as we see in Ukrainian and Belarusian manuscripts. But
mode’s indications of the studied works, offered in the Moldavian manu-
scripts, are the same as in the Greek-Byzantine manuscripts. Therefore, the
Byzantine modes were reinterpreted by Ukrainian and Belarusian singers.
This is a special feature of the Ukrainian-Belarusian reception of Greek-
Byzantine chant.

Our next observation concerns the composer’s attribution of the studied
works. As we have already said, in the Ukrainian and Belarusian manuscripts
the names of the composers were not indicated. In Moldavian manuscripts the
names of the composers were indicated, but not always. For instance, in many
manuscripts, the Communion of the 3" mode Ei¢c Mvyuéovvov Aichviov of Ma-
nuel Chrysaphes and the Communion of the 1% mode IHowjpiov cwtypiov of
Ioannes Kladas became anonymous. We see the name of Joakeim Harsianites
near his Communion Aiveite Tov Kopiov in only one manuscript, in the rest it
was written anonymously, and sometimes — under the name of Moschianos. So,
the names of composers began to disappear in Moldavian manuscripts. And in
Ukrainian and Belarusian manuscripts, all borrowed works became anonymous.
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The method of adapting the Greek repertoire in Moldavia and in the
Ukrainian-Belarusian lands are similar. For instance, the Sunday Communion
of the 2™ mode Aiveire wov Kipiov of Joakeim Harsianites and the Wednes-
day Communion of the 1% mode Ilotpiov cwtypiov of loannes Kladas were
recorded in the Moldavian Anthology of 1545 as anonymous and with two
texts: in Greek and in Church Slavonic [7]. The Church Slavonic text adapted
to the chant was not a translation of the Greek text. Discrepancy of verbal
texts is a typical feature of bilingual chants recorded in Moldavian manu-
scripts. Examples of such a practice were found in the Ukrainian Manyava
manuscripts. The Saturday Communion verse in Church Slavonic brascenu
saxce uzopa was ascribed under the Greek text of the Manuel Chrysaphes’
Sunday Communion Erreme monv Kvpuwn (Aiveite tov Kdpiov) in the Man-
yava Heimologion of 1684.

Conclusions. The common Greek repertoire of Moldavian and Ukrain-
ian-Belarusian manuscripts, as well as the work of Evstatie, recorded in
Ukrainian and Belarusian Heirmologia, testify to the direct connection of
Moldavian and Ukrainian-Belarusian church chant traditions and prove that
the Moldavian musical school, which flourished in the 16 century, became
an intermediary in the involvement of Ukrainian singers in the Greek-By-
zantine chant tradition and had a powerful influence on the development
and renewal of Ukrainian and Belarusian church chant in the late 16"—
17" centuries. Therefore, the effect of Moldavian and Ukrainian musical
contacts initiated by Moldavian voivode John Alexander Lapusneanu in the
mid-16" century was extremely expressive, significant and long-lasting.

TABLE
Selected Ukrainian and Selected Moldavian
Composer, Work . . .
Belarusian manuscripts manuscripts
Ioannes Glykys, Suprasl 5391, fol. 521r-522v, |M 1102, fol. 75r-;
Cherubic song of the 4" mode; P 56-1, fol. 26v-27v;

of the plagal 2" mode Kuteino 1381, fol. 405v-408r, | fol. 53v-55r;

U Tta xeporkm / O ta of the 8" mode; fol. 415v-417v; | Sophia 816, fol. 58r-60v;
XepovPeip Manyava 10846,

fol. 162v-166r, of the 5" mode;
fol. 173v-177v, of the 8" mode;
Lavriv 1902, fol. 34r-39r, of
the 8" mode;
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Manyava 10845, fol. 195r-, of
the 8" mode;

Manyava 525, fol. 108v-, of the
8" mode;

Monk Longin,
Cherubic song of the
Presanctified Gifts’
liturgy

of the plagal 2" mode
Hun e aunamucs /
Nov ai Avvauetg

Kuteino 1381, fol. 419r-420r,
without mode's indication;
Manyava 10846,

fol. 208r-210v, without mode s
indication;

M 1102, fol. 124v-;

P 56-1, fol. 39r-40r;

Lm 258, fol. 247v-249r;

M 1345, fol. 71r-;

lasi [-26, fol. 115v-117v;
Lz 12, fol. 78v-81r, without
composer s name,

B 283, fol. 126r-;

B 284, fol. 48r-50r;

Sophia 816, fol. 108v-110r;

Ioannes Kladas,
Communion verse of
Wednesday and of the
Virgin holidays

of the I*" mode
[MoTupuwx coTupuoy /
[otprov cowtpiov

Suprasl 5391, fol. 224r-224v,
of the 2" mode;

Kuteino 1381, fol. 422r-423r,
without mode s indication;
Manyava 10846,

fol. 189r-191v, fol. 196r-197v;
Lavriv 1902, fol. 44v-48r,
without mode s indication;
Manyava 10845, fol. 215r-;
Manyava 525, fol. 122v-, with
two Greek texts: Ilotiiprov
ocoTpiov and Aiveite TOV
Kvpuov;

Lm 258, fol. 222v-223v,
without composer s name;
Tasi [-26, fol. 94r-95v,
without composer S name,
with two texts: Tlotiprov
ocotnpiov in Greek and
SIBucsa o1aronars boxkus in
Church Slavonic;

M 1345, fol. 58r-;

Manuel Chrysaphes,
Sunday Communion
verse

of the I* mode

Enbre Tonb Kupuos /
Aiveite tov Kopov

Suprasl 5391, fol. 575r-v,
without mode's indication;
Univ 490503, fol. 106v-,
without mode's indication;
Manyava 10846,

fol. 182v-184v;

Manyava 10845, fol. 207r-,
with two texts: Aiveite
10v KVprov in Greek and
Baaskennu sike u3opa in
Church Slavonic;
Manyava 525, fol. 118v-;

Lz 12, fol. 129r-v, without
composer’s name;

Manuel Chrysaphes,
Communion verse of
Tuesday and of the days
of the Saints’

Suprasl 5391, fol. 396r-v, of the
5" mode;

Kuteino 1381, fol. 423v-426v,
without mode's indication;

P 56-1, fol. 30r-v, without
composer s name;

Lm 258, fol. 228v-230r;
lasi [-26, fol. 100r-101v,
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remembrance

of the 3 mode

N3b MHUMOCH®HD
ewHOHB / Eig
Mvnpoécuvvov Atdviov

Manyava 10846,

fol. 191v-194r;

Lavriv 1902, fol. 51v-54v,
without mode's indication;
Manyava 10845,

fol. 218v-221r;

Manyava 525, fol. 124v-;

without composer s name;
Sophia 816, fol. 82v-83yv,
without composer s name;
Lz 12, fol. 69r-71r, without
composer § name;

B 283, fol. 94r-;

B 284, fol. 42v-;

Dg 1886, fol. 23r-;

Manuel Chrysaphes,
Cherubic song

of the I* mode

U ta xepyBum /

Ot 10 XepovPeip

Suprasl 5391, fol. 516r-517v,
of the I*" mode;

Univ 490503, fol. 247r-v, of the
1" mode;

Manyava 10846,

fol. 148r-151v, of the I mode;
Lavriv 1902, fol. 15r-19v, of
the I mode;

Manyava 10845, fol. 161r-, of
the I mode;

Manyava 525, fol. 94r-, of the
I mode;

Lz 12, fol. 1r-3r,

fol. 131r-134r;

B 283, fol. 41r-;

Sophia 816, fol. 49v-52r;

Joakeim Harsianites,
Sunday Communion
verse

of the 2" mode

Enbre ToH kMpHOHD /
Aiveite tov Koprov

Suprasl 5391, fol. 217r-v,
without mode s indication;
Kuteino 1381, fol. 395v-397r,
without mode s indication;

M 1102, fol. 93r-;

Lm 258, fol. 225r-226r,
without composer S name;
Tasi -26, fol. 95v-96v,
without composer S name,
with two texts: Aiveite
10v Koprov in Greek and
HN36asaenne mocaa locnoan
in Church Slavonic;

B 283, fol. 88r-90r, of
Moschianos;

B 284, fol. 39v-;

Sophia 816, fol. 77t-, of
Moschianos;

Lz 12, fol. 64v-;

Manuel Gazis,
Matins’ Prokeimenon
of the plagal 4" mode
[aca mrowm / I1dco von

Kyiv-Mezhyhiria 112/645,

fol. 203r, without mode s
indication;

Manyava 10846,

fol. 121r-123r, without mode's
indication;

Lavriv 1902, fol. 3-5v, without
mode’s indication;

B 284, fol. 88r-v,
without composer s name
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Manyava 10845, fol. 136-138yv,
without mode s indication;
Manyava 525, fol. 81v-,
without mode s indication;

Anthimos Lavriotes,
Cherubic song

of the 4" mode

U rtait xepyBums / Ot td
XepovPeip

Suprasl 5391, fol. 222r-224r,
of the 5" mode; Kyiv-
Mezhyhiria 112/645,

fol. 204v-205r, of the 3 mode;
Univ 490503, fol. 248v-249v,
of the 4" mode;

Manyava 10846,

fol. 158r—162r, of the 4" mode;
Lavriv 1902, fol. 24r-28v, of
the 4" mode;

Manyava 10845, fol. 1791-, of
the 4" mode;

Manyava 525, fol. 102v-, of the
4" mode;

lasi 1-26, fol. 75r-77v;
Sophia 816, fol. 47v-49v;
B 283, fol. 53-;

B 284, fol. 21r-24r;

Lz 12, fol. 43r-;

Evstatie, the
Protopsaltes of Putna,
Cherubic song

of the plagal I mode
U ta xepyBum / Ot 10t
XepovPeip

Suprasl 5391, fol. 517v-519r,
of the 2" mode;

Kuteino 1381, fol. 413v-415v,
of the 3" mode;

Manyava 10846,

fol. 152r-155t, of the 2" mode;
fol. 155r-158r, of the 3 mode;
Lavriv 1902, fol. 20r-23v, of
the 2" mode;

Manyava 10845, fol. 170v-, of
the 2" mode; fol. 175r1-, of the
3 mode;

Manyava 525, fol. 97v-, of the
2" mode; fol. 100r-, of the 3"
mode;

M 350, fol. 54v-55v;

M 1102, fol. 82r-85r;

P 56-I, fol. 52r-53r;

Lm 258, fol. 214v-216v;
Tasi [-26, fol. 84v-87r,
without composer s name;
Sophia 816, fol. 56r-58v;
B 283, fol. 60r-63v;

B 284, fol. 27v-29v;

Lz 12, fol. 49v-52v;
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MouiiaBcbka Ta yKpaiHO-0110pychbKa Tpaaullii HePKOBHOIO CIIBY:
CHUILHUH penepryap siK GakT B3aeMouil

Meta po6oru. HemonaBno 3xificHeHa HaMu aTpuOyIList Kalo()OHIYHUX TpeLb-
KX TICHECHIBIB 3 YKpaiHCBKUX 1 OUIOPYCHKHUX HOTOJIHIMHUX PYKOIHCIB KiHIISA
XVI=XVIII cromiTh moBeia iXHE CXigHE MOXOMKEHHS 1 (akT 3ano3udeHHs. [locrae
MUTaHHS, JIe YKPATHCHKI Ta OLIOPYChKi CIIiBaKM ONAaHOBYBAJIN I'PEKO-Bi3aHTIHCHKUH
criB. JIOTiYHO MPUIYCTHTH, IO TPEUBKUI pernepTyap 3°sIBUBCS 3aBISIKH YKpaiHO-
MOJIIAaBCHKUM 3B’513KaM, OCKIIBKM MOJIJABChKA TPAAULIS LIEPKOBHOTO CIIIBY, sIKa J0-
csra po3kBiTy B XVI cTomiTTi, 3aCHOBYETbCSl Ha Bi3aHTiKChKiA. TBOpH rpeko-Bi-
3aHTICHKHX KOMITO3UTOPIB CKIIAJA0Th OUIBITY YaCTHHY perepTyapy MOJIaBChKUX
pyxorciB X VI cromitts. MeTta pob0oTH — MOPiBHATH TPElbKAN perepTyap MOJIaB-
CBKHX Ta YKpaiHO-OLIOPYCHKMX MY3WYHUX PYKOIMCIB 1 BU3HAYMTH OCOOIMBOCTI
fioro (ikcallii pi3HUMH HOTAIISIMA — CEPEIHbOBI3aHTINCHKOIO Ta HOTONIHIMHOK KH-
iBCchKOr0. MeTomoorisi. PoGoTa crimpaeTbest Ha TOPIBHUTBHIN METOIT A0 CITiKCHHS
IPEKO-Bi3aHTIHCHKUX, MOJIIABCHKUX Ta YKPaiHO-01T0PYCHKUX My3UYHUX PYKOITUCIB.
HayxoBa noBuM3HAa. BcranomieHo, 1mo Kano(hoHIYHI TBOPH T'PEKO-Bi3aHTIHCHKUX
KOMITO3UTOPIB, 3allCaHi B YKPAiHCHKUX Ta OLTOPYCHKMX HOTONIHIMHHX IpMomosx
kirns XVI-XVIII cromnite, npeacrapieHi B MoigaBebkux AHTosorisx XVI cromit-
Ts1. Takok B YKpaiHO-OUTOPYCHKMX PYKOIHCAX BJIAIOCS aBTOPH3YBATH I'PEKOMOB-
Hy XepyBHMCBHKY IICHIO IIarajibHOrO IMEPILIOTro Iacy BHJATHOTO MOJIAABCHKOTO
KoMIo3uTopa €Bcraris, mportorncanta MoHactups Ilytna (61. 11546). BucHoBkm.
CrinbHU# TpelbKuil penepTyap MOIJIABChKHUX Ta YKPaiHO-O1IOPYCHKUX PYKOIHCIB,
a TakoX TBip €BcTaris, 3arMcaHmil B yKpaiHO-0110pychKuX [pMOITosix, cBi9ars mpo
Oe3mocepenHiii 38’ 130K MOJIJIABCHKOI Ta YKpaiHO-0110pyChKOT TpaauLiil LIEPKOBHOTO
CIIBY 1 IOBOJISITH, IO MOJIZIABCHKA IIIKOJIA [IEPKOBHOTO CITIBY Oylia MOCEpeIHUIICIO B
JIOTYYeHHI YKpaiHChKUX CITIBaKiB JI0 TPEKO-Bi3aHTIHCHKOI CITiBallbKOI TPajuIlii Ta
MaJia MOTY>KHHI BIUTUB HA PO3BUTOK 1 OHOBJIEHHS YKPaiHO-01JI0PYCHKOTO IIEPKOBHO-
ro criBy KiHI X VI-XVII cTOmITS.

KurouoBi ciioBa: ykpaino-0inopycbka TpaauLisi HEPKOBHOTO CIIIBY, MOJIIaBChKa
TpaJuLis HEPKOBHOTO CIiBY, HOTOJNIHIIHI [pM0I01, MO AaBCHKI My3HYHI AHTOJIOTII,
CIUTBHHUN TPENbKUN pernepTyap, KaIOQOHIYHUI CIiB, CepeHbOBI3aHTIHCHKA HOTA-
L5, KHIBCbKa HOTALlisl, My3W4Ha eK3eresa, €Bcrarii, npotoncant MmoHactups [lyTHa.

Cmamms niocomosnena 18 aunus 2022 poxy,
nooaua 00 opyky 27 bepests 2023 poky.
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