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Abstract: This paper discusses the melodic formulas of psalmodic cycles of the Vigil
in Russian manuscripts of the 16" to 18" centuries. It shows that some special for-
mulas are used in the melos of the psalmody, along with the formulas of znamenny
and putevoy chant. They are found in the eight-mode cycles, such as “Lord, | have
cried” and “God is the Lord”, and in the cycles with one melodic model (according to
the Jerusalem Typicon tradition; sometimes without indication of modes), such as the
Polyeleos, the ainoi, or the first antiphon of the first kathisma and the seventeenth
kathisma. Similarities between special formulas in various psalmodic cycles, includ-
ing eight-mode and non-octomodal Psalms, suggest the presence of remnants of the
archaic eight-mode psalmodic system in the cycles of the Vigil.
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The Psalm cycles for the Vigil have been were included in notated
Russian chant books since the early 16" century onwards. Structure, stylis-
tics, melodic pattern and other musical features of medieval Russian psalm-
ody have been examined in the works of such scholars as Oksana
Zhivaeva,' Tatiana Shvets,” Veronika Pereleshina,® Olga Krasheninnikova®
and Gleb Pechionkin.® Despite this, no attempts have been made to produce

1 0. 0. Kusaesa, “O Tpamurmu ncnonHerns kadusm B Pycckoit Liepksu™, in: Numnonozus 3,
Llepkognoe nenue 6 ucmopuxo-rumypeuieckom Koumexcme: Bocmox—Pycv—3anao,
Iporpecc-Tpamuiusa, Mocksa 2003, 150-158; eadem, “TiacoBas JapeBHEpyccKast
ncanmonus”, in: F'umnonoeus, 5: YCTHas U MCbMEHHAS. TPAHCMHUCCHSL IIEPKOBHO-TIEBYECKOM
Tpaguuuu: Bocrok—Pycs—3anan, Hayuno-usparensckuii eHTp “MoOCKOBCKasi KOHCEpBaTOp-
ns”, Mocksa 2008, 107-113.

2T. B. llIsern, “My3bIKalibHasl OpraHU3anns CeIMHUYHOTO Kpyra kKadusM (110 HOTHPOBaHHBIM
Obuxomam XVII B.)”, in: Excezoonas 6oeocnosckasn xongepenyus IICTBA 11, uznarens-
ctBo [IpaBociaBHOro Csito-TuxoHOBcKOro ['ymanuTapHOTO yHHBepcuTera, Mocksa 2001,
400-404.
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XVII Bexa”, in: Eocezoonas b6ozocroeckas kongpepenyus IICTBU 16, Mocksa 2006, 330—
336.

* 0. Krasheninnikova, “Psalter performance in the medieval Russian Sunday office of 16"
and 17" centuries”, in: Paleobyzantine Notations, vol. 3, Acta of the Congress held at Hernen
Castle, A. A. Bredius Foundation Peeters, Leuven-Paris-Dudley (MA) 2004, 117-145.
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O6mectBo cBT. MoBa, Mocksa 2010.
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a comprehensive analysis of the decipherable psalmodic melodies as con-
tained in the manuscripts dating from the early 17" century onwards.

It should be noted that the study of the chanted Psalm cycles is ex-
tremely complicated due to diverse combinations of varied melodic patterns
and intonational formulas. It is sufficient to cite here the following example.
The formulas of znamenny chant are sometimes included in the melos of the
Psalm cycles of the Vigil, such as the cadential pattern dolinka in the verse
of Psalm 117 “God is the Lord” (first mode). Certain cycles are based on the
formulas of the putevoy chant, including the second and the third antiphons
of the first kathisma and the third kathisma of the Vigil. The formulas of
both znamenny and putevoy chant may go together, as indicated by the oc-
currence of the two corresponding forms of the taksha in the first and the
second refrains of Psalm 103.

Furthermore, the chanting of the Psalm cycle may involve so-called
unconventional or special formulas. Any treatment of or attempt at classifi-
cation of these melodic patterns are conspicuously absent from both theo-
retical treatises and compilations of the traditional chant (kokizniki). Despite
this, special formulas made their way into various Psalm cycles and other
scriptural chants. The comparative analysis of the melodic content of these
cycles shows that the special formulas pertaining to the eight-mode Psalm
cycles could be used in those Psalm chants which have only one melodic
model or whose mode is not indicated in the Jerusalem (Sabbaite) Typicon.

Eight-mode Psalm cycles include chants that may be placed in me-
lodic categories corresponding to the eight tones of the octomodal system.
To these chants belong the Vespers verse “Lord, | have cried” (Psalm 140)
with another verses of the same Psalm and those of Psalms 141, 129, and
116 chanted according to the same pattern; the Matins half-verses of Psalm
117:26a-27a forming the liturgical verse “God is the Lord” along with the
recited verses of the same Psalm;® and the verse “That | may praise Your
name” (Psalm 141:8), which forms the opening chant for the set of stichera.
Apart from the melodic pattern of the fifth mode, the formulas for the chants
“Lord, | have cried” and “God is the Lord” do not coincide. However, the
modal content of the melos of these chants for the second, third, sixth, sev-
enth, and eighth modes provides sufficient evidence in favour of their close
interconnection, which may be best explained by the initial existence of a
single corpus of the eight melodic patterns. Only the melos for the first and
fourth modes displays significant difference in the modal content.

The melodic formulas to which the verses opening the set of stichera
are set also display notable peculiarities. In their modal content the verses
“Lord, | have cried” and “God is the Lord” of the first, second, fifth and

® The recited verses are Ps 117:1, 11, 17, 22+23.
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seventh modes are both markedly different from the corresponding eight-
mode cycles and similar to the so-called Psalm tones of the Byzantine tradi-
tion. Example 1 shows the cadential pattern of the deciphered initial verses
from the Pomorian Obikhod (Book of Common Chants) and of the Byzan-
tine Psalm tones after Oliver Strunk.’

Example 1. The cadential patterns of the so-called “simple psalmody” in
Byzantine and mediaeval Russian tradition.

Mode Byzantine tradition Russian tradition
1 HC AHGA A CHAHA

2 CAHH DDCH

5 AFED GEEFD

7 AAEGEF HHAGE

Another group is formed by those Psalm cycles to which only one
melodic model is attached in the chant books, sometimes without indication
of mode. To this group belong the following cycles included in the notated
Obikhods since the first half of the 16" century: Psalm 103, kathisma 1
“Blessed is the man”, at the Vespers; Polyeleos, kathismas 17, 2, and 3.%and
the ainoi (Psalms of Praise, Ps. 148-150), at the Matins.

The presence of melodic formulas from the eight-mode cycles in the
melos of non-Octoechal pieces may provide a clue to solving the problem
first defined by Oksana Zhivaeva. As she put it, the modal Psalm chant
forms “a distinctive kind of eight-mode system with peculiar features in its
formulaic content and modal structure”.’

The relationship between the melodic formulas of both eight-mode
and non-octomodal cycles may be examined on the basis of those chant
books having the readable pometnaya notation with “red marks” (cinnabar
signs for pitch), or some other related notation. For the purpose of the

7 Cf. the transcription into the staff line notation of the verse “Glory be to the Father etc” in
the eight modes, in: O. Strunk, “The Antiphons of Octoechos”, Journal of the American Mu-
sicological Society 13 (1960), 54.

8 The second and the third kathismas are adapted to all the eight modes in the chant book
dated to 1619-1624 (The Sergiev Posad State History and Art Museum Preserve, MS 274).
This “octomodal Psalter” is ascribed to Login Shishelov (died 1624), the senior chanter of
the Trinity St. Sergius monastery. The collation of this version with the traditional notated
kathismata of the 17" century lead Fr. Pavel Korotkikh to the conclusion that Login had re-
vised the traditional version, especially the Psalm cycles. Thus, his Psalter is an authorized
version of the melos of the Psalm verses, and thus not to be included in the present analysis.

° 0. 0. XKusaesa, “I'nacoas IpeBHepycckas ncanmoaus”, 108 (v. note 1).
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present study it would be convenient to treat the decipherable recensions as
primary versions, unlike other recensions included only in the earlier col-
lections, which are impossible to decipher with any degree of certainty.
Thus, it would be appropriate to use only the chant books of the late 16" and
17" centuries with decipherable notation from the manuscript collections of
Moscow and St. Petersburg, the 18" and 19™ century manuscript Obikhods
of the Bezpopovtsy (Priestless sect of the Old Believers), and the printed
1911 edition of the Pomorian Obikhod. All these books belong to the medi-
eval Russian liturgical tradition predating the 17" century ecclesiastical re-
forms of Patriarch Nikon.

Among the most prominent melodic peculiarities are the following.
The formula of the first mode refrain psalms on the chant “I, the Lord, have
called to You” is present in the refrain to the first antiphon of the second
Matutinal kathisma and in the first refrain to the first verse of the Polyeleos
Psalms 134-136. The formula from the fourth-mode chant “God is the
Lord” is used in the second and the third refrains to the verses of the Poly-
eleos Psalms 134 and 135. The melos of the refrain to the verses of the fifth-
mode Psalms on the chant “I, the Lord, have called to You” the cadential
formula of the fifth-mode “God is the Lord” and the refrain to the first can-
ticle “For He has triumphed gloriously” (Vespers of the Holy Saturday), are
identical. The melos of the cadential phrase of the refrain to the first ka-
thisma is closely related to that of the eighth-mode verse of Psalm 141, used
as the chant preceding the stichera.

The aim of the present study is a detailed analysis of those special
formulas which may be ascribed to the psalmodic melos of the sixth mode.
As stated earlier, the melodic formulas used in the sixth-mode verse “Lord, |
have cried” with its refrain and “God is the Lord” as provided by the chant
books from the late 16™ century are different, if closely ocmapred in their
modal structure.

A quite peculiar cadential phrase of the sixth-mode verse “God is the
Lord” never occurs in the compositions of znamenny chant and the collec-
tions of chant formulas (“Kokizniki””). However, the melodic formula of this
phrase could be included in the cadential phrases of some other psalmodic
chants. Notable examples include the second half-verse of the first verse and
the Alleluia refrain in the first kathisma, in the znamenny version of the
Great Doxology, and in the chant “Of Your Mystical Supper” replacing the
Cherubic Hymn on Holy Thursday. The corresponding phrases from the
Pomorian Obikhod (19112, with transcription, and from the manuscript
chant book of the late 16" century — Moscow, State Historical Museum,
Edinoverch. 37, 1584/86, are presented in example 2.
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Example 2.
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It should be mentioned that the sixth-mode special formula “God is
the Lord” with the addition of elaborate short phrases in the beginning and
the end is included in the melos of the first kathisma. The full verse of this
kathisma according to the Pomorian Obikhod figures in example 3 along
with the sixth-mode verse “God is the Lord”, displays both the basic for-
mula and the enclosing additions.
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Example 3.
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The manner of use of this formula in the first kathisma is comparable
to the technique of the Byzantine melismatic cycles “Lord, | have cried”
(Kyrie ekekraxa) and “Let every breath” (Pasa pnoe). As Annette Jung has
observed, “these elaborate melodies are nothing but ornamented psalm-
ody”.° Her analysis proved that “these melodies are ornamentation of the
musical material used in the simple doxology and psalmody... Their elabo-
rate recitation is framed in an opening pattern and a cadence both of which
mainly employ the simple formulas”.** But why had such a peculiar formula
made its way into these chants?

Both Studite and Jerusalem Typika require the chanting of the first
kathisma in the eighth mode. This indication is in accordance with the evi-
dence of the Byzantine chant books: thus, the first kathisma of the same
mode was included in notated Byzantine Akoulouthiai from the 14™ century
onwards. The presence of the psalmodic formula of the sixth mode in this
kathisma may only be explained by the similarities between the modal
structures of the sixth and the eighth modes.™ But the fact that this special
formula occurs in the melos of the Great Doxology requires more elaborate
explanation.

The usage of the formula derived from the sixth-mode Psalm verse
“God is the Lord” in the cadential pattern of the Great Doxology does in-
deed seem strange and, at first glance, purely accidental. The reference to
the Great Doxology in either the medieval Russian version of the Jerusalem
Typicon, the so-called “Eye of the Church” (Oko Tserkovnoie), produced in
1401 by a monk Athanasios, possibly St Afanasii of Serpukhov, or the later
recension of the 16" century, does not indicate the mode of the chant.®

10 A. Jung, “The settings of the evening and morning Psalms according to the Manuscript
Sinai 12557, Cahiers de I’Institut du Moyen Age grec et latin 47 (1984), 26.
11 :

Ibid.
12 It is probably not a simple coincidence that the same phrase may be used in both sixth and
eighth modes in the compositions of znamenny chant.
31t is usually remarked that the Trisagion after the Doxology is to be chanted (“s peniem™).
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Despite this, the Russian translation of the basic recension of the Jerusalem
Typikon in the late 14" century manuscript State Historical Museum, Syn.
329, f. 20v prescribes the chanting of the Doxology in the sixth mode.*
This detail suggests that some features of the early chant practice survived
well into the 17" century, even if they seemed strange and inexplicable in
the later period.

The presence of the same special formula in the melos of the chant
“Of Your Mystical Supper” may be justified by the requirement of the Jeru-
salem Typikon that this composition be chanted in the sixth mode.™ Thus,
the special formulas of the later Russian chants may be regarded as archaic
remnants dating back to the mediaeval period.

However, the presence of the sixth-mode psalmodic formula in hymno-
graphical compositions demands explanation based on the study of the his-
tory of the Byzantine liturgy. Analysis of liturgical and patristic evidence
led Robert Taft to the conclusion that the “Byzantine Great-Entrance hymn
was once a true antiphonal Psalm”.'® He finds that this antiphon originally
comprised Psalm 23:7-10, and possibly also Psalm 117:26a, with the Alle-
luia refrain. “In the second half of the 7™ century the Cherubic Hymn and
other troparia were added to the Alleluia and psalmody executed in the tra-
ditional Constantinopolitan manner... Gradually the troparion begins to
choke off the psalm verses completely...”.*” It is quite possible that some
remnants of the archaic Byzantine tradition of chanting the Cherubic Hymn
and its substitutes, such as the hymn “Of Your Mystical Supper”, as a re-
frain of the psalmodic antiphon survived into 17" century Russian liturgical
practice.

The occurrence of identical melodic phrases in the verse “God is the
Lord”, in the Alleluia refrain to the second half-verse of the first verse of the
first kathisma, and in the final line of the hymn “Of Your Mystical Supper”,
is even more remarkable as these phrases could be written with the same se-
guence of signs forming the kulizma melody. Example 4 illustrates this
point based on three manuscripts: a) Russian State Library, Tr. Serg. Lavra,
MS 417; b) Russian State Library Fond 133 MS 255 ¢) State Historical Mu-
seum, Khludov. MS 130.

¥ On the recensions of Jerusalem Typikon, see A. M. IlenTkoBckuii, “Hepycamumckii

ycTtaB u ero nepeBoasl B XIV cronerun”, in: Ilpesooume npes XIV cmoaemuu na banxanu-

me: Hoxnaou om mexcoynapoonama xougepenyus (pen. Jlopa TaceBa u np.), U3narencka

xbma “TopekclIpec”, Codus 2004, 153-171.

15 Russian State Library, Tr.-Serg. Lavra MS 242, f. 407v, first half of the 16™ century.

18 R. Taft, The Great Entrance, A history of the transfer of gifts and other preanaphoral rites

?7f the Litugry of St. John Chrysostom, Orientalia Christiana Analecta 200 (1975), 116-117.
Op. cit.
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Example 4.

0
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The melodic formula of the sixth-mode refrain to the verse “Lord, |
have cried” in the chant books of the late 16™ century to the middle of the
17" century not infrequently coincides with melodic-graphical phrases of
the refrains to Psalms 140, 141, 129, and 116 belonging to the fourth and
eighth modes. The common identity of these formulas, the similarity of their
melodic patterns and their modal structure points to their archaic character,
probably originating in the period before the formation of the octomodal
system. Moreover, the same formula underlies the melodic model of the re-
frains to the half-verses of the ainoi (Psalms 148-150). The evidence of the
notated chant books leads to the conclusion that these Psalms were probably
recited, and selected half-verses with their eight different refrains were
chanted.® The melos of the ainoi refrains is based on a single melodic
model, although in the 17" century slight differences emerged in the nota-
tion of the refrains. Thus, various kinds of melodic motion could occur
within a specific “modal system”.

But in the later period there arose a tendency towards the unification
in the manner of recording the refrains to the ainoi, as in the notation of
other Psalm cycles. In the early 18" century, a master of chant working in

'8 The refrains are the following: “Praise is awaiting You”, “Give glory to the Lord”, “Let us
sing to Him”, “Glory to the Holy Father” etc.; other refrains to the ainoi are suggested in the
texts of the chanted Matins (manuscrips no. 2061 and 2062 of the National Library of
Greece). The indications of the proper sequence of these refrains which survived in the chant
books till the early 20™-century Old Believer printed editions are only provided by the
Studite Typikon of Patriarch Alexis. According to Mikhail Skaballanovich, the refrains may
have originated in the ancient Jerusalem liturgical tradition (Tolkovii Tipikon, Moscow 1995,
303).
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the Pomorian community of Vyg, possibly Ivan Moskvitin,* tried to pro-
duce a unified system of the notation of special formulas. While adding “red
marks” and other neumes to the notated chants in the mid-17" century man-
uscript, he consistently repeated the same sequence of neumes for these re-
frains corresponding to the notation of the refrains to Psalm 141. This work
(Russian State Library, fond 354, MS 144) is displayed in example 5.

Example 5.
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19 The conjecture that the “red signs” in the manuscript belong to Ivan Moskvitin was pro-
posed by Daniil A. Grigoriev, based on the evidence that Moskvitin was the best chant mas-
ter of the early 18" century Vyg community, and probably the only one able to undertake
such sophisticated work.
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It is significant that the sixth-mode refrain to Psalm 141 in the printed
Pomorian Obikhod keeps a more distinct melodic content, as the sign “two
in the boat” (dva v chelnu) occurs before the final kryzh, unlike the refrains
of the fourth and the eighth mode. The same “two in the boat” addition is
found in the graphical fixation of the refrain to the ainoi, while preserving
identical notation for all the refrains, as example 6 shows. Thus, it may be
proposed that in the later Old Believer tradition the melos of the ainoi was
attributed to the sixth mode.

Example 6.
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The graphical phrases of the refrain to the ainoi sometimes match
those of the refrain to the eighth-mode Psalms 140, 141, 129, and 116 in the
early 16" and 17" century chant books (State Historical Museum, Syn.
Pevch. MSS 1162 and 829, late 16" century); Syn. MS 819 (A.D. 1615);
Russian State Library, Tr. Serg. Lavra MS 433, A.D. 1613-1645). In that
case three final signs of the refrains are identical — “little duck” (golubchik),
“stick” (palka), and either statiya or kryzh. This sequence supposes the me-
lodic progress of a specific kind, izniska, “C” to “E” and back to the final
“D”. It does not contradict the common logic of the use of the sixth and
eighth mode melodic patterns of znamenny chant, inherently connected to
the modal content. These melodic phrases are shown in example 7, after the
late 16™ century chant book from the State Historical Museum, Syn. Pevch.
MS 1162.
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Example 7.
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One may doubt whether the occurrence of the sixth-mode formula in
the melos of the ainoi is not purely coincidental. The great majority of me-
diaeval Russian versions of the Jerusalem Typikon keep silence as to the
mode in which the ainoi were to be chanted,” but the presence of the sixth-
mode formula in the melos of the refrain could possibly be connected with
the method of chanting the final kathisma according to the Studite Typikon
of Patriarch Alexis (between 1034 and 1043). While dealing with the occur-
rence of special melodic phrases in the alleluiaria for certain Psalm cycles,
the text mentions the application of a special melodic phrase to the final
kathisma, “Praise the Lord from the heavens”, if the sixth mode is pre-
scribed. But later, in the chapter on the refrains of the ainoi chants “Praise
the Lord and Lord” and “Lord, | have cried”, it is stated that these refrains
are to be chanted “in the regular mode” of the week.

It follows that the Russian practice of the 16" and 17" centuries was
to chant the Psalms of the final kathisma in the sixth mode even if they were
placed at the end of the Matins, preceding the ainoi. Thus, it is evident that
the remnants of the psalmodic system of the earlier Studite Typikon could
survive in the melos of both ainoi and Polyeleos Psalms of the Vigil ac-
cording to the later Jerusalem Typikon.

In this context the graphic fixation of the same special melodic pat-
tern in the third antiphon of the final kathisma may be of some importance,
as found in a chant book of the second quarter of the 16™ century from the
National Library of Russia (Main MSS Collection, Q.184).* The verse here
is “Praise God in His sanctuary”, the refrain “Glory be to the Father, to the
Son and to the Holy Spirit”. To the octomodal cycle of the alleluiaria of

2 The early Russian translation of the Jerusalem Typikon (State Historical Museum, Syn.
MS 329, f. 20v) does indeed indicate the chanting of the Ainoi with their proper refrains, but
their mode is not stated.

2L T, B. Ilser, “JlpeBHsIS TPaAWIHS IICATMONICHUS B TIeBUECKO# pykommcH cepenuasl X VI
Beka u3 cobpanust OCPK Q.1.184”, in: pesnepycckoe necnonenue: Ilymu 60 pemeri, BBIIL.
5, Cankr-IlerepOyprckas rocyaapcTBeHHass KoHcepBaTopus umeHu H. A. Pumckoro-Kop-
cakoBa 2011, 94-112.
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Theodore the Studite (three alleluiaria for each antiphon of the kathisma,
nine of them to each mode, 72 chants altogether) in this manuscript are
added specific melodic phrases for the alleluiaria, including the verse
“Praise God in His sanctuary” with its refrain. Unfortunately, any attempt to
transcribe the notation of this chant would be unconvincing, due to the ab-
sence of this verse from the readable “red signs” books. Likewise it could
not be discovered in the Middle Byzantine collections of the alleluiaria with
so-called Round notation.” However, it is impossible to ignore the striking
similarity between the graphic fixation of the refrain to the verse “Praise
God in His sanctuary” as chanted according to the Studite Typikon, and the
common 17" century version of the refrain to the ainoi of the Vigil. The fi-
nal sequence of signs is identical in these refrains — “little duck”
(golubchik), stopitsa, and kryzh. Example 8 includes the special formula for
the third antiphon of the final kathisma (after National Library of Russia,
Main MSS Collection, Q.184) and the refrains to the ainoi (after Russian
State Library, f. 113, MS 240, mid-16™ century, Russian State Library, Muz
MS 766, early 17" century, and Russian State Library, f. 379, MS 22, first
half of the 17" century).

Example 8.

Vs ALl b PA ) #
Gaa ka w e uf 1 ent wo¥ 1 ek mo mo yof xof

AL VL A AN 4
AL LV A N 4

Te_sk no_so ga_ers nebenn Eo_sme

AL A N4

Gaa_ga 'I'E_R'k fRA ThIH W TYE

This evidence points to the considerable knowledge of the system of
formulas intended for chanting the verses of the Psalms that the medieval
Russian masters of chant possessed. It is likely for this reason that the chant
books of the beginning and the earlier half of the 16™ century normally

22 Cf. 1. Shkolnik, “Alleluiaria by Theodore the Studite and the tradition of distributed Psalter
in Byzantine rite”, in: Musica Antiqua Europae Orientalis, vol. 11, Filharmonia Pomorska,
Bydgoszcz 1997, 77-87.
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include only the octomodal cycles (e. g. State Historical Museum, Syn.
Pevch. MSS 73 and 55; National Library of Russia, Kir.-Bel. MS 594/851),
while from the middle of the century some non-octomodal cycles like Psalm
103 in the first kathisma could be written with a complex sequence of signs
implying melismatic performance. Thus, in the earlier period, the simple
psalmodic formulas could be used for chanting the melos of all the Psalm
cycles.

The presence of special formulas of the octomodal cycles in the me-
los of non-octomodal chants allows us to arrive at the following conclu-
sions: from the late 16" century the content of traditional Russian chant
books reflects the peculiar eight-mode psalmodic system whose graphic fix-
ation required the use of special melodic formulas. This system may be re-
garded as a remnant of the Byzantine eight-mode system of the alleluiaria of
St. Theodore the Studite, described in the Studite Typikon.
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Hpuna Cmapurxosa

I[MTOCEBHE MEJIOJNJCKE ®OPMVIJIE V ITICAJTAMCKOM HUKITYCY
BIAEHBA Y PYCKUM PYKOITMCUMA O[] XVI IO XVIII BEKA
(Pe3ume)

VY ncajgaMcKUM IMKITyCMMa CBEHONHOT 0Jickha, KOjU Ce M0jaBJbyjy y
CTapuM PYCKMM HOTHHM pykomucuma c mouetka XV Beka, xopucte ce
pasHe Menoaujcke GopMyie, Py TOME HE CaMO OHE KOj€ YHHE T3B. 3HAMEHO
Y nymHo Tojama, Beh u 13B. ,,ioceOHe Gpopmyre’.

YnopenHa aHanmu3a MENOJUJCKOT cajpikaja TMcalaMCKHUX ITUKITyca
MoKasaja je Jia JOTUYHE ,,loceOHe hopMyJie”, Koje ce KOPUCTE Y OCMOrJiac-
HUM TCAJTaMCKHM IMKIyCHMa, NIOCTOj€ U Y OHHM IICQJIaMCKHM IIMKIyCHMa
KOjU Cy OOJIMKOBAaHHM ITpeMa jeJHOM oJiroBapajyhieM MesoujcKoM MOy, a
KOjU HE OJroBapa CTPUKTHUM o0eJexjuMa riaca (cariacHo JepycaauMcKoM
TUIHKY KOJH PEryJniie n3Bohemhe XUMHH CBEHONHOT 0/1eka).

OcMoOrIacCHU LUKITYCH CY TPEICTaBJbEHU HU30M OJ1 0CaM MEJIOIH]-
CKHX MOJIEIa KOjH OJroBapajy CBakOM Oj ocaM riacoBa. Mehy muma cy:
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ctux 140. nmcanma ,,I'ociogn Bo3Bax‘ (1 ocranmu ctuxosu 140. rmcamma, Kao
u 141, 129. u 116. ncanma ca onroeapajyhum npurneBruMa Koju ce TeBajy 1o
HBErOBOM MO/IENTy) Ha BEUEpH:0j, IPBH MmoaycTuxoBu 27. U 26. cruxa 117.
TcanMa, KOju YiHE OCHOBHU CTHX ,,bor ['ocion‘ Ha jyrpemy u 8. ctux 141.
ncanma ,,McroBenajrecja umern TBoemy®, KOju MpencTaBba MOJIEN 3a CTH-
xupe. [pyroj rpynu mnpunanajy TcallaMCKU IHUKIYCH KOJU Y TI0jauKUM
pyKOIIMCUMa WMajy caMmo jejaH MENOAMjCKH MoAen — Ha Beuepmoj 103.
rcanam, pBa karu3ma (,,braaxken Myx‘), monujenej Ha jyTpemy, 17. Kkatu-
3Ma, 2. 1 3. KaTu3Ma, T3B. ,,xBaneOnu* mcanvu (148-150).

VY pagy cy pasMoTpere ,,iocebHe GpopmyIe* Koje ce OZHOCe Ha TIca-
JIAMCKH HarleB IIEeCTOT Tiaca.

Kanenna cruxa ,,bor ['ocriog™ mecTor rimaca uma noce0aH MeJIOIn;)-
CKM caapkaj; nata ¢popmyna ce He cpehe y XUMHaMa Cmoano8oe 3HameHoz2
mojamka W HHje Owia KoMupUKOBaHA y OPEBHUM PYCKHM KoxusHuyuma
(300opHEIMMa paznuuntux Gopmyna). [Ipu cBemy ToMe, maTa MenoiwjcKa
KaJIeHIIa ce KOPUCTU HE caMmo 3a HcIeBaBame crtuxa ,,bor ['ocnoa®, Beh ce
cpehe U y IpyruM XuMHaMa Koje y OCHOBH UMajy TrcanaMcke ctuxose. Dop-
MyJla 0 KOjOj je ped ce HIp. MOKE€ YOUNTH y KaJeHIlaMa APYTOor MOIyCcThXa
MPBOT CTUXA U TPUNEBa ANMIyHja y IPBOj KaTH3MH, 3aTHM Y BEJTUKOM CJa-
BOCJIOBJbY, Y XUMHH ,,Bedyepu TBojeja TajHHja™ (KOja ce MeBa YMECTO Xepy-
BHUMCKe TtecMe Ha Benmku yeTBpTak). CBM IOMEHYTH CIIy4ajeBH UMajy CBOje
o0janmene Koje je Be3aHO 32 paHH]y JIUTYPTHjCKY TPaIUIIH]y.

Hpyra noceOHa (hopMysia IIECTOr IJlaca, yOueHa y MPUICBY CTUXA
,,] OCTIO/IM BO3BaxX " IIECTOT IJlaca, HaJla3u ce Y OCHOBH MEJIOM]jCKOT MOJIeria
TIPHUIIEBA TIOJYCTUXOBA ,,XxBaeOHMX mcanama® (mcanmu 148—150). Hhena
yrnoTtpeba je BepoBaTHO Be3aHa 3a yka3 CTyaujCKo-AJIEKCH]jEBCKOT THITHKA
(1034-1043) xoju mpomucyje H3BOheHmE MOCieIme KaTH3Me Ha noceOaH
Anunydja HameBa y ciiydajy Kaja je mpenBul)eHo J1a ce OHa M3BOJH TOKOM
HezleIbe Y K0joj je Biaaajyhu mectu riac.

HaBenenn mpumepu cBefode O TOME Ja Cy CTapH PYCKH IOjIH
MMaJH jacHy TIpeACTaBy o ¢opMyliama, MpeaBul)eHnM J1a ce 1Mo BUMa T0jy
TICAJIAMCKH TEKCTOBH. YToTpeda moceOHuxX (popMyia U3 OCMOTIIACHUX Iica-
JIAMCKHUX ITUKJIyCa Y HAlleBYy IcajamMa KOju MMajy jeJlaH MEJION]CKH MOJe
OIIpaBJiaBa MPETIOCTABKY J[a y CTAPUM PYCKHM HOTHUM KEbUTaMa, TI0YeB OJ1
kpaja XVI Beka, 10723 10 U3pakaja apXandHd CHUCTEM IICaJTaMCKOT OCMO-
riacja. Huje uckibydeHo J1a Taj CUCTEM MpeCTaB/ba OCTaTaK CUCTEMa ajlH-
nyuapuja npenogodHor djogopa Crymura koju je omucan y CTyaujcko-
AJIEeKCHjE€BCKOM THITUKY.
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