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Yurii Yasinovskyi (Lviv)

Kyivan Notation as a local Variant of the
linear notation in Ukraine

During the last decades of the 16" century musical texts of the Ukrainian and Belarusiay,
lincar-notated Heirmologia’ were translated from the neumatic system (ie., "Hnamelallyj‘f_
or “kulyzmianyj”, as it was called in Ukrainian sources from the 16" and 17 Centuries) 1,
the five-line mensural notation, later called “Kyiv square notation™. The Very name “Kyiy,
notation”, “Kyiv square notation”, or “Kyiv znamja™ appeared, probably, in Moscow in the
seccond hall of the 17" century and is associated with the Kyivans-Ukrainians as represent,.
tives of a new music and a new system of musical text recording? (see illustrations 1-3). The
same notation was also used for recording ceuvres of the many-voiced partes-music, spirig al
songs and instrumental music.* Johannes Herbinius (1627-1679, according to other sources
1633-1676), a Lutheran pastor, drew his attention to the originality of the Kyiv music sjl]
in the 17" century and published its example having called it “notae musicae ruthenorym ™
(see illustration 4).

The originality of Kyivan notation was emphasized by Cardinal Juan de Castro (1818-
18389)* (who co-operated in Rome with the Rev. Izydor Dolnytskyi [1830- 1924] from Lyiy,
due to whom, ebviously, he got acquainted with this notation system. as well as with the

| Heirmologion (Trmoloj) of the Ukrainia type is a collection of the mixed composition containig selected hymns
of different services and genres. It was the only linear-notated litursical book of Byzantine rite in Ukraige angd
Belarus beginning from the 16" century: see: Y. Yasmovexyl, Vipaincaenii notominifimi Ipsenoii ax g
rHMEOrpadiuROro sGipHIKa: IMICT, CTPYICTYpa. In: 3anwckn Havkosoro Tosapuctea in. 1. Wlesncmm val, 226,
lNpaui Mysuxosuarol xomicii (edd. O. Kuechysskyt Y. Yasmiovsiv). Lviv 1993, ¢ 41 55 see also Toxy,
Das Lemberger Irmologion — das alteste Musikdenkmal der Ukraine mit Liniennotation. in: Das Lt'fl‘.l}t‘.rgc];
Irmologion. Die dlteste liturgische Musikhandschrift mit Fénfliniennotation aus dem Ende des |6, Jahrhunderrs
fedd. ¥, Yasmovseyr C. Lurzea). Koln 2008, xxxiii.

2 O Tsara-Jakymesxo, Kniseska uxoaa mysuku X VI cronmitra. Kiev 2002, 14,

3 ) Gowos-). Steszewsk! (edd.), Muzvezne silva rerum = XVI wigku: Rekopis 127436 Bibliotcki ,1ag;|elguﬁ;\-‘lcge-jl
Krakow [ 970,

4 I Heeamus, Religiosae Kyoviensis eryptae, sive Kyovia subterranca. Jena 1675, 154 (Facaimile re-edition:
Seventeenth Century Writings at the Kievan Caves Monastery [ed P. Levin], C ambridge [Mass.| 1987, 417,
Johannes Herbinius was born and died in Silesia; between 1673-1675 he was an assistant preacher in Vilniys,
where he probably gol acquainted with church singing and notation of the Eastern Church. It is not. quite
clear. if he really visited Kiev and Caves Lavra, though this fact is mentioned in the literature. A¢ b same
time Mykola Dyletskyj (mid 17° c.—after 1723), a future Ukrainian composer and theoris!, studied a1 Vilniug
Academy, where he published his work “Toga zlota™ at the printing house of the Franciscan fathers. The oply
known copy of his work was destroved during World War 11 (K. Esreercares, Bibliografia polska, yvoi H
Krakow 1897, 207).

5 L pe Casreo, Mcthodus cantus ecelesiastici eraeco-slavici, Rome 1881,
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chant of the Eastern rite®), Oscar von Riesemann (1880-1934), Johannes Wolf(lﬁﬁiﬁ--wq?}
(who noticed the origmality of the graphical features of the Kyivan notation*), and others?
However, the newer studies on the history of notation in Western music do not EVen mention
the Kyivan notation." The appearance of mensural recording of the musical text in Ukraine
is connected with the penetration of the many-voiced forms, which were hard to lear using
the old neurnal script.

Sources of the Kyivan notation and its graphic form were studied by church muysice histo-
rians such as Dmitrij Razumovsky (1818--1889)!, Porfyrij Bazhanskyj (1836--1920)2, auther
of the first study on the history of church music in Ukraine (1890), and especially Ivan Vozpe-
senski] (1838-1910), who was especially interested in Ukrainian Heirmologia and published
a detailed description of this type of notation': this notation was also nvestigated by Nikolaj
Findejzen (1868-1928)." Scholars described the graphic forms and rhythmical scale of the
Kyivan notation, explained the meaning of keys and the hexachord system; they also tried to
cxplain the origins of Kyiv notation and compared it with Western-style examples — such as
Frank of Cologne (second half 13" century), John of Murs (ca. 1290-after 1351 ), the Czech
Book of Chants (c. 1420), the Polish Catechism of Daniel Leczyea published in Nesvizh,
Belarus (1563~1564)" etc. Later, Kyivan notation was studied by the Ukrainian musicologist
Borys Kudryk (1897-1952), who published a comparative table of rhythmic values of Kyiv
notation with the equivalents in Western mensurable and modem notation '

The Russian musicologist-medievalist Maksim Brazhnikov (1902-1973) wrote on the
Kyivan notation in a special work devoted to Russian musical palacography.'” Nina Hera-
symova-Persydska focused on the cultural, artistic and ideological aspects of the reform of
musical notation in Ukraine.'® Dmitrij Shabalin drew attention to the peculiarities of its mani-

6 Onthe collaboration of Juan de Castro and [zvdor Dolnyiskyj see: D, Buckyus xvy, Ecnasckiuii crizor vaiuoi

MYZHIHOD Kyvastype. Yorkton 1958,

O. v, Rizsesanw, Die Notationen des altrussischen Kirchengesanges. Lei peig 1904, 103,

J. Worr, Handbuch der Notationskunde, vol. 1. Leipzig 1913, 120f

9 F Zacpa, Altslawische (russische) Notation. Musik in Geschichte und Gegenwart, vol. 9. Kassel 21995, col,
1604-1606; A, Wigra, Ukraine: Art music. The New Grove Dictionary of Music and Musicians, vol, 192
London 1950, 407.

10 Seeeg M. Haas, Byzantinische and slavische Notationen, vol, 2. Cologne 1973,

11 B Razumovsky was born 1n Kiev and studied at Kicy Theological Academy; he probably originated from the
family of Kyrylo Razumaovsky {1 728-1803), the last hetman of Ukraine. I, Razumovsky, [leprosuce nenus
Pocens, vol. 1. Moscow 1867, R0-86.

12 P Bazranskyy, leropia pyckoro ueprosioro misia. Lviv 1890, 27-32.

13 1. Vozuesenskn, HeprosHos newie nparocaaBroil H0ro-zanaanoi Pyen no norno-nusefisey Hpnmomoram
XVI-XVIII sexon, vol. |, Moscow 1898, 21-26,

14 M. Fiupeies, Kiesckan nuseilinas Hotamms {Russian Nationa) Library, N. Findejzen Collection), op. 1, No. 974,

I5  Katechizm albo krétkic w jedno miejsce zebrane wiary: Psatmy i Picéni (sec: M. PaovwECkA-SAMECKA,
Drukarstwo muzyczne w Polsce do konca XVIIT wieku. Krakow 1969, 2201,

16 B. Kunryk, Ornaz ictopii yepalHebkol LeproBHOT sysnis: Lviv 1937, 161 (219435, 15).

17 M. Brazumikov, Pycexas nesueckas naneorpadns (ed. N. Sertcina). St Pelersburg 2002, [20-127.

18 N. Herasymova-Pegsynska, TTepexon oT «3HaMeH s & «KHeBeKoil KBRIPATHON HoTew & Myssike HOro—Janagnoi
Pycu XV s Mysema. Kynerypa. Yenoper: Chopuuk crareii, Sverdlovsk 1991, 58; lnem, Pycckan My3bika
MWIT seka — seTpoun asyx stox. Moscow 1994 46,
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festation in the monody and partes-singing."” Kyivan notation in the Synodal publications is
also the subject of Nina Zahar’jina’s study.®” A separate section on Kyivan notation includes
the monograph on Western notation by the Russian musicologist Rimma Pospelova.’ She
rightly emphasizes that Russian scholars mostly refer to Kyivan notation in “correlation to

© the new linear notation with the *krjuki® notation and, subsequently, fo the question of the

adequacy of translations of ‘znamena’ into a contemporary language and the gains and losses
along this way [...].” While focusing its attention on,the transcription of the neumatic nota-
tion system, Russian scholars perceive the new Kyivan notation as something that “makes

- no special trouble for transeription”™ and actually equate it to the modern notation system,”

The history and theory of Kyivan notation was also the subject of a thorough study by
Olexandra Tsalal-Jakymenko. She concluded that this notation was formed as a synthesis

of three musical systems: two varieties of the Latin system (the older black [choral] system

with the specified method of pitch recording and the later white [mensural] system defining
rhythmical duration of music) and a sort of Ruthenian “kulyzmiana”™ notation from which
the graphical forms of the main musical characters was borrowed and namely “statia™ for
semibreve and “stopytsia” for the half-note. ™ Thus the oldest preserved Heimmologia with
mensural notation from the end of the 16" through the early 17" centuries demonstrate an
elaborate cursive version of this notation type.* Tsalai-Jakvmenko clearly jusitfied the tran-
scription principles of the Kyivan notation: the pitch organization, in particular methods of
medal mutation®, and metro-rhythmical structure (i.e. awareness of the self-sufficient role
of temporal and quantitative organization).” Several of my studies are devoted 1o the palaco-
graphic peculiarities of the Kyivan notation

(9 D SHaBaLm, lIpoHexo®acive kuesckod HoTamu, ind Becnione Pocenfickoro TYMAHHTAPHOTD HAYYHOCD
thowma 1 (20000 148-161. y

20 N, Zawar’mia, Pycckue dorocayscOupie nesyeckne kanrm XVII-XIX pexos: CuHOLaIbHES TPAIuLEs. St
Petersburg 2003, 537

21 R. Posperova, K usydennio renesnoa u GenoMena KMEBCKoi HOTATH & KOLTCKCTC 3AmajiHiX HOTaHi, in:
PuMuacaorua 2 (2000) 563571 ; [pem, 3anagsas sotauns XI-XTV pexop: OcHOBHER pellopsBl (Ha MaTCpHATE
rparTaror). Moscow 2003, Chapter 5: Pedopma notauun na Pyca (mepexon k kueBckonMy 3uasens), 2458295,

22 Posrerova, Jananmas Hotamns X1-X1V sexos 249,

23 Tsalal-daxyaenko, Knisceka mroma myamcn X VI cromniTra 145

24 Tsavar-Jarkysenko, Knisoeka wrona Mysusn XVII cronirrs |4,

25 0. Tsaral-dawvsmenxo, KuiBchka HOTAUIA HK DenATHEHA CHCTeMa, in: VepaiHosxe mysususaascise 9 (1974)
197-225,

26 O, Tsara-Jskvmenko, Hepexnagna nisya arreparypa XVI=XVII crogith B Vepaini 1a 7T My3HIHO-BIpWIOEE
thopma, in: 3anucku Haykosoro Toeapuersa iM. T. Ilepsenska, vol, 226: [pani Mysuxosnasqol sosicii (edd.
O, Kurcryssgv-Y, Yasmovsev)., Lviv 1993, 11-40. .

27 Y. Yasmovskyl, Hotonismiin ipmonod ak nam’ atin yrpaiuesioi ruyvirorpadil: [laneorpadini va kouxonol g
BCNCKTH Tochigxenid, in: Y. Yasmovskyl, Yepalucexi Ta Gl1opyceki HOTOMHITHI [PMOIOE l{:—léi_l CHORILS,
Lviv 1996, 56-63; loew, Mascorpadis kuircrkol votw, in: Musica humana 2 (2003) 21 100; Ioem, C 3”“‘{'_“‘2
HOMAAJ HA KHIBEBKY HOTAWIO, in; CTapoBshna mysuka; Cydacumii morasm Ars medievalis ars cnmempmalu [=
Haykoeuit picaik Haujonansnol Myzsasol akaaemii Yepaiw is. I1 | Halkoncrkoro, 41, vol. 2). Kiey 2006,
Bd—1 0,
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Musical symbols of the Kyivan “znamia™ were recorded in five-line staff notation ang
prepared in advance by the scribes, This in particular is testified by the blank sheets between
separate sections, which in most cases are rooled out blanks. In printed editions the staffs
consist of the small dashes of bold type (up to 0.5 ¢m) (see illustration 5). In Kiev editions of
the 18" and 19% centuries, in which printed elements alternate with hand-written Ones, musi-
cal lineup was drawn by hand and was thus solid® (illustration 6).

Each musical line begins with clefs formed like the Latin letter C and placed on one of
the scale lines (except the top fifth one) and pointing to the place of the first octave ¢ on 3
scale. According to contemporary treatises of music theory, this clef was called “C-Fa-Ut”,
simultaneously emphasizing the absolute (C) and relative (solmizative Fa=Ut) meanin g The
theoretical basis of this system and method of practical use in training was elaborated by
the Kyivan composer and theonist Mykola Dyletskyi (1650ies-after 1723), who worked in
Moscow for many vears.™

The clef often appears with a single flat (B flat) which points to the so-called “bemular”
scale (as opposed to the “dural” scale, i.e. the one without a flat in the key signature); this
instance changes the place of the semitone in the scale. Soprano and tenor clefs with a single
flat were better adapted to the fourth-scale [without tritons, “obyxodny” in Russian]).*" Thus
the musical texts of the staff-notated Heirmologia covered a scale over two octaves: from the
¢ of the small octave to c-flat or e-natural of the two-line octave®, which corresponds with the
range of the human voice. The most ancient Hetrmologia. including those originating from
Belarus, used most frequently soprano and tenor clefs with a single flat. On the other hand,
the keys on the second and third line needed additional clef signs in order to use the full staff
range while preserving the fourth’s scale.

The C-clef on the third line (alto clef) indicates the tritoneless order of tones: a fourth up
from the ¢ of the first octave and to the g of the small octave down. There remains some more
space on the staff in the low register for another fourth down: g—f-sharp—e—d. Therefore the
substantial question arises as to how to transcribe this. In the older manuscripts, a flat was
assigned to g in order to convey a semitone interval between g and f-sharp. In the course of
time, however, the extra sign (g-flat) was omitted while the singers still understood quite well
how to sing f properly. taking into account a semitone between e and f of the one-line octave.
After the mid-17" century manuscripts reveal almost exclusively the alto clef on the third line.

The solmization practice of the Heirmologia is summarized in the “Alavit irmolohisani-
ya” (“Heirmologizing Alphabet”), known from the Pochaiv editions starting with the earli-
est one from the year 1766 (illustration 7). Later on this musical alphabet was copied in the

28 Razumovsky, Heprosnoe menne 104,

29 M. Dvierssyi, Mpamarnka myzsxansta (ed. Q. Tsatar-Jakyamexxo). Kiev 1970 (publication after the Ukrainian
autngraph from 1723).

30 Russian historiography uses its own ancient term “obyxodnyj™ for denoting the fourth-scale (without fritons).
Since this term docs not appear in the Ukrainian sources we do not use 1t.

31 E-natural of the second octave, for example, appears in the Heirmologion of Slovita (National Museum in Lviv,
O L33 v
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handwritten Heirmologia. The “Protheoreia” of the Greck neumatic books probably served
as a source for these alphabets.*

In manuscripts before the middle of the 17" century, special marks for the hyphenation of
the musical text — so called “storozhi” or “custody” (guards) - stand at the end of the staffs:
their shape resemble the Western forte dynamic mark (f) (see illustrations 1-3). Since the
second half of the 17* century they have lost their value and are mostly decorative in nature.

The notation of the Heirmologia is generally clear,and elaborate. Many manuscripts. due
to the handwriting, arc to be considered real artistic masterpieces and testify to the high skills
and aesthetic taste of their creators. Typical for them are the expressive musical characters,
the clear grouping of notes based on the metric pulse and the smooth wavy lines of the me-
lodic outline. '

Kyivan notation, as a mensurable system, created an extensive rhythmical scale, The
values of the notes correlate with double proportion. Their names emphasize the temporal
and quantitative basis, definitcly qualifying this notation as a late mensural one of the early
Modern Times.™ Rhythmic values in the Heirmologia cover seven units - from maxima to
sixteenth notes:

|Graphical image  |Old Ukrainian name Latin variant Modern name
p | | |

= | ‘maxima :
i | |

= I longa i

;’ i - dvojetakr ~ brevis ~ double whole note

i : raki semibrevis whole note

Ir ‘; i ipofnmk: ' R iminima half note il
i ? lf' chvertka, chetvert’ _ése'miminima quarter note

H f osmyna, lamana ' ;ﬁis:a eighth note

% ;;j: ' id‘;-‘ojéfamana :s'emifusa :sixtccnth note

A small dot after a note increases the duration of the basic note by half of its original value. At
the end of the chants, over the final note, a =~ ™ mark was placed frequently, which probably
served as a kind of fermata and prolongs the value of the note or anticipates a stop.

In the oldest Heirmologia notes of long duration — brevis, whole and half notes — pre-
vailed. Since the mid 17" century the rhythmic scale got expanded and shifted its focus
towards smaller durations — half, quarter, eighth and even sixtcenth notes, which was noticed

32 Cur. Hawwicx-G. Wourram (edd ), Gabriel Hicromonachos. Abhandlung itber den Kirchengesang. Corpus
seriptorum de re musica. vol. 1. Vienna 1985,
33 Poseerova, 3amanuas woramm X1-X1V sexon 269,
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by Borys Kudryk.** The whole note became a main temporal unit, the so called “takt”. Longa
and brevis gradually disappeared from use. In the late 16" century, together with the Kyivap
note, a diminished rhythmic scale was adopted in Russia from Ukraine — a phenomenon
which is well recorded in specific theoretical handbooks, the so called “Dvoeznamennyky
(e.g. the handbook by Tixon Makar’evskij).’s

In print editions the scale of rhythmic durations does not exceed the “takt”, “poltakta”
fourth or, rarely, eighth note. The “Allfavit irmolohisaniya” in Pochaiv editions shows z;
similar abbreviated scale of durations.

The diminution of rhythmic values in the Heirmologia reflects the overall transition from
rpedie:‘val cantus planus to the accelerated tempo of European Baroque music. Kyivan nota-
tion captures another important fracture in European music — the transition from rhythmic tri-
plex division (tempus perfectus) to duplex division (tempus imperfectus). One “takt” (whole
note) is divided into two “poltakty” (half notes), which, in turn, are divided into two quarter
notes giach etc.; two “takts” compose one brevis.

In the Heirmologia the ways of transmission of modal alteration (mutation) were formed. For
this purpose the alteration marks were used — flats and, in some cases, naturals (e.g. in the Lviv
Heirmologion from the end of the 16 century*); sharps were not used in this feature > The usage
of these notation forms — as they appeared in the Heirmologia — was theoretically explained by
Oleksandra Tsalai-Jakymenko®, and later on confirmed by the well-known Russian music theo-
rist Yurij Kholopov (1932-2003); the latter complemented his study with western materials
In the notated texts sometimes certain characters of the “kulyzm’yana” notation oc-
cur — so-called “fity” (“tety™). “Fita”, or “tajnozamknene znam’ja”, as it is defined in an-
cient “Azbuky”, is a reduced (i.e. encrypted) exposition of a certain melodic complex.*

34 Kupryk, Orsg icTopii 27 (*1995, 213,

35 M. BrazunIKOv, HpeBHepycckas Teopus My3biku. Leningrad 1972, 393.

36 See a facsimile edition of the text: Das Lemberger Irmologion, f. 248v-250r.

37 Probably, the only case of using sharps for denoting the half-notes occurs in the Ukrainian linear Heirmologion
from 1680, which was copied in Moscow in the “state chambers” for the tsar’s singers. The relative flats were
f:arluc:elled later by an unknown editor having been replaced by sharps. This fact was stressed by Anatoly Konotop
in his article: A. Konotor, 06 ogmom My3bIKalbHO-NANCOrpadueckom npr3Hake «uapckoron Mpmosorus
1680 r., in: Musica antiqua: Acta Scientifica 5 (1978) 531-541. There is no doubt that this innovation was
caused by the musical orthography of the partes-compositions which took root earlier in Muscovite Rus’ than
in [;Ukrainian practice of the monodic chant after the linear-notated Heirmologia. In Ukraine, however, massive
musical consciousness firmly fixed the marking of the scale mutations and half-tones by means of the relative
keys and, therefore, there was no need to upgrade it.

38 ?g.;?rZiZAl-jAKYMENKO. Kuiscbka Hotanis sk penstusua cucTema, in: YkpaiHChKe My3HKO3HaBCTBO 6 (1971)
B9 Y. KhoLopov, «Crpannble Gemonmy B CBASH C MOJANbHBIMH QYHKUHAMH B DYCCKOH MoHomuu. [IpoGnemsl
ﬂeuilndjposxn ApEBHEPYCCKUX HOoTaumit. Leningrad 1987, 106-129.

#0 M._ Brazinikov, Jluna u duter smamenmoro pacnesa. Leningrad 1984. On the “fity” in linear-notated
F—lelrmol.ogia, see: V. ZincHenko. [puumnu dikcauii iTHMX pO3CHIBIB B YKpaiHCHKHX HOTOMiHiHHNX
tpMofiorionax kinus XVIi-nogarky X VIII croits, in: Craposunna My3uka: cyuachmii nornsin = Ars medievalis
— ars contemporalis [= Haykoswuit Bicuuk Hanionansuoi MY3HYHOI akanaemii Ykpainu iM. I1. 1. Yaiikoschkoro,
41, vol. 2]. Kiev 2006, c. 136-150.
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In the Heirmologia “fity” are found primarily in stichera and Passion antiphons, where
they are used for enrichment and dynamization of the melodic development. In the no-
tated text “fity” have the shape of the Slavonic letter F (“fita”, Greek Ofita) or are written
out completely as fura. In later manuscripts “fity” occure rarely, and in the early printed
books they are not used at all.

The melodic complexes of “fity” cannot be transcripted directly. However, in some manu-
scripts, especially in the older ones, their melodic value is decoded by the scribes them-
selves — as one can observe in the Canon for the Entry of Christ in Jerusalem*! (1llustration 7).

Kyivan notation, with few exceptions, did not reveal temporal, dynamic or agogical guid-
ance. Change of tempo, as noted above, was marked by different scales of note durations;
this can be seen most clearly in the earlier manuscripts — e:g. in the Heirmologion of Lviv
from the late 16™ century — in which kathismata, idiomela and some stichera are recorded
with notes of much shorter duration (eighth, quarter and half-notgs) while others are recorded
mainly in the range from brevis to half-notes.* Sometimes the réemark “skorej” occurs, which
probably indicates a rapid tempo: e.g. in the printed Heirmologion from 1700 (p. 352 — ka-
thisma of the fourth echos Viausucs Hocud), in the Heirmologion from the 1760ies to the
17801es (Central State Archive of Lviv, f. 201, op. 4b, Nr. 2970, 924, f. 140v). For denoting
the slow tempo, the remark “kosno™ is used which was interpreted by Dmitry Razumovsky
as “lento, sostenuto, izlegka™: “Sing thrice ‘kosno’ and ‘beautiful’” (National Museum in
Lviv, F 161, 909, pp. 108). The remark “quietly”, as mentioned before, is probably close to
the modern understanding of the word as a dynamic hue (Russian National Library, Titov

1902, f. 4849, communion song Télo Xristovo).

Sometimes the common singing of two choirs is indicated: “oba lika”, “sovokuplesesia
oba lika pojut” (V. Vernadsky National Library of Ukraine, I, 5391, f. 379, 385 v.), or the
choirs had to sing alternately (“antyfonno™): “lik” 1, “lik” 2 or “xor” 1, “xor” 2.

For the alteration of certain melodic phrases or sections a special sign — = — was used,
which was often written with cinnabar.*

National Museum in Lviv, O 44. f. 436.

41 Cur. HANNICK-Y. Y asmvovskyi (edd. ), Der Kanon zum Einzug Christi in Jerusalem: Ruthenische und bulgarische
Melodien aus einer Handschrift aus dem Ende des 16. Jahrhunderts (= Anthologie zur ukrainischen sakralen
Monodie 2). Lviv 2003, 15, 19 etc.

42 See the facsimile edition of this manuscript: Das Lemberger Irmologion.

43 D. Razumovsky, BorocnykeGHoe nenue npaBociaBHOi rpeko-poccuiickoil uepksu: Teopus ¥ NpakTHKA.
Moscow 1886, 101.

44 Hannick-YasiNovskyl, Der Kanon zum Einzug Christi in Jerusalem 14 etc.
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This sign was often used by the scribes to indicate the insertion point of omitted melodic
phrases (see for example the Heirmologion of the National Museum in Lviv, Q 106).

In the Heirmologion of Lubachiv from 1674 (Lviv Historical Museum, ms 103), a scribe
puts an accent on the word “trubéju” in the lyrics, which is the only syllable in the sentence
indicating to singers the importance of this word in the stichera for St. Nicholas (f. 262 v):
Aesthetic principles of the baroque era are clearly visible here. They draw the attention to
certain characters and signs, whose origin is buried deep in older times — not only of Byz-
anting heritage — but much older. Kyivan square notation remained in use in the collections
of liturgical monodic music in Ukraine until the early 20" century in both hand-written (late
Heirmologia, Oktoechoi and “Hlasopisnci™®) and printed manuscripts.*

The transition from neumatic to linear music notation caused significant changes in mu-
sical art in Ukraine and Belarus, particularly in mastering a new type of polyphony — the
partes-music. This required new forms and methods of teaching, based on a new system of
musi¢ notation. This allowed to quickly master a wide range of musical texts. The strikingly
rapid and comprehensive reform of musical notation has led to the transcription of monodic
church music to a new linear system, and the Heirmologia, as sui generis anthologies of these
chants, have become popular handbooks for the study of musical literacy, basic music theory
and harmony, without losing the practical purpose for singing in church.

So, Kyivan notation achieved a precise interpretation of temporal and quantitative me-
lodic movement and its pitch organization. Thus the musical text of Ukrainian sacred mon-
ody of the Modern Times becomes more understandable. This is demonstrated by certain
chronological and ethnocultural sections: the preservation of the ancient Byzantine heritage
as well as of the own achievements of the old Kyivan era and the dynamic evolution during
the early Modern Times which was influenced by the significantly updated church singing
of the Palaeologian and post-Byzantine era in the Balkans — the so-called “kalophonic” style
(Greek, Bulgarian and Serbian chants in the Ukrainian Heirmologia) — and by modern Euro-
pean aesthetics and music theory.

45 Heirmologia, copied by Mychajlo Levytskyj (Peremyshl’, 1838; Institute of Literature in Kiev, Archive of I.
Franko, 4782), deacon Onysym (Caves Lavra in Kiev, 1854 — two copies: Kiev Caves Reservation of history
and culture, Kn. 879, Kn. 1874), Mychajlo Kesheliak (Ol'3avica, Slovakia, 1878: Kosice, private collection)
etc.

46  Editions of the 19" until the early 20" centuries (Heirmologia, Oktoechoi, Hlasopisnci): 1816, 1835, 1858,
1879, 1893; 1898, 1904 (actually in 1906), 1905; see also the authors’ elaborations: BosecTsennas Jlutypris
cB. loanna 3naroycToro, o CTapUHHBIMB JIy4HIHMB HAITBBAMD BB MPMONOTIHHBIA HOTBI YIOXKUIE [Topdupii
bakanckii, npuxonubixs B Copokaxb kono JIseosa. Lviv 1872 or YTpeHs Bb CBATYHO H BENHKYIO Heabaio
[lacxn b ipmostoriiineim HOTHI ynoxennas loannoms KunpisHoms, cnymarenems IV rona Borocnosis Bb
Iepembinnbl. Lviv 1883. With the Kyivan notation, collections of the spiritual songs — Bohohlasnyky — were
printed.
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[lustr. 1. Heirmologion, ms, late 16" ¢c.. Lviy (V. Stefanyk Lviv National Scientific Library of Ukraine, MB 50, f.
233r).
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