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Abstract: The codex Athos Lavra E-108 is a musical liturgical manuscript from the
end of the 14™ century. The change of the liturgical rite in the course of the 13" cen-
tury was an important impulse for the development of the kalophonic style of
Byzantine music. All genres of chant underwent a great change. Lavra E-108 contains
both chants with Greek text and with Slavonic text. Various scribes contributed to this
manuscript. It seems that the codex was used in a Greek-Slavonic congregation, in a
Greek sphere of influence.
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The manuscript Athos Lavra E-108 is a musical liturgical book,
a so-called Anthologion, from the end of the 14" century." It is composed of
at least three different copies, including chants with both Greek and Sla-
vonic. Various scribes, not only of Greek but also of Slavic origin, contrib-
uted to this codex.

For Byzantine music, the 13" and 14™ centuries represent an im-
portant innovation. The sack of Constantinople by crusaders in 1204
brought the end of the cathedral rite. Under the influence of monasticism,
the liturgical rite changed fundamentally during the course of the 13" cen-
tury. Subsequently liturgical music also underwent a great change. The old
syllabic melodies were extended and embellished, and new, highly melis-
matic chants were composed. The new musical style, the so-called kalopho-
nia or beautiful chanting evolved. The personal style of the maistores, the
composers, increased in importance.

The starting point for the new style were the liturgical books of the
cathedral rite, the Asmatikon for small choir and the Psaltikon for the

! The codex is edited by A. Jakormesuh, Aumonozuja ca neymama uz doba knesa u decnoma
Cmepana Jlazapesuha, Kpymeary 2004, The investigation by Jakovljevi¢ showed that all
the watermarks of the codex are from the last decade of the 14™ century. All Greek
composers of the codex were active in the 14" century; only loannes Kladas and loannes
Laskares were still living at the beginning of the 15™ century. There is no information about
Stefan the Serb and Nikola the Serb. Cf. V. Peno, ,,Aunpuja JakosseBuh: AnTonormja ca
HeyMaMa u3 106a kHe3a Jlazapa u necnorta Credana Jlazapesuha®, Apxeoepagpcru npunosu
26-27 (2004-2005), 585-593.
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soloist.? It seems that the melodies of the Psaltikon had the greatest influ-
ence, above all.

The Anthologion Lavra E-108 contains at the end of the manuscript
the Mega Ison by loannes Koukouzeles,® a chant in which the great signs or
megala semadia of the Byzantine notation are written out with interval
signs.* In our codex the Mega lson starts with anabasma, katabasma, the fo-
lio with the beginning of the Mega Ison being missing. Normally the Mega
Ison is placed in the first part of the manuscripts as educational and intro-
ductory material. Both traditional and innovative elements are included in
this poem, which show continuity and also the transition to the new style.

The megala semadia are important for the musical interpretation of a
melody. They show the rhythm, the ornamentation, the timbre and the
phrase.” Many great signs are found in the repertoire of the kontakia of the
Psaltikon. These chants are rich in stereotypical melodic formulas and em-
bellishments, which can either be extended or abridged.® In the majority of
cases the melodic structure of kontakia is closely connected to the text.
Here, the megala semadia are mostly written under embellishments, bearing
the main accent of a word or even of a colon. This feature was more or less
lost in the new style. In the new kalophonic style there are a lot more possi-
bilities of interpretation of the megala semadia.’

The codex has a wide repertoire. There are stichera in the Slavonic
and Greek languages, psalmic verses in kalophonic style, kratemata, ana-
grammatismoi and theotokia, copied by Greek and Slavonic scribes. Only a
very restriced liturgical order can be seen in this Anthologion because of the
various parts which were put together to form one manuscript.

2 When the new kalophonic style appeared in the 13" century, the earliest copy of the
Byzantine Asmatikon dates from this time too, the oldest copy of the Byzantine Psaltikon
dates from the last quarter of the 12" century.

% V. Athos Lavra E-108, f. 97r-98r.

4 M. Alexandru, “Koukouzeles’ Mega Ison: Ansitze einer kritischen Edition”, Cahiers de
I’Institut du Moyen—age Grec et Latin 66 (1996), 3-23; Ch. Troelsgard, “Development of a
Didactic Poem: Some remarks on the *Toov, dAiyov, 0&eia by Toannes Glykys”, in: Byzantine
Chant, Tradition and Reform: Acts of a Meeting held at the Danish Institute at Athens 1993,
Athens 1997, 69-85.

® A fundamental and extensive work on the megala semadia is the dissertation of M.
Alexandru, Studie iiber die “Groffen Zeichen” der byzantinischen musikalischen Notation,
unter besonderer Berlicksichtigung der Periode vom Ende des 1. bis Anfang des 19.
Jahrhunderts, unpublished PhD thesis, University of Copenhagen 2000.

® “In fact, in composing Kontakia the hymnwriters made use of the *formula’ — technique
exactly in the same way as the composers of Heirmoi and Stichera”. V. E. Wellesz, The
Akathistos Hymn, MMB Transcripta 9, Copenhagen 1957, LVI.

" G. Wolfram, ,,Die melodische Tradition des Psaltikon im Vergleich mit dem kalopho-
nischen Repertoire®, in: Tradition and Innovation in Late— and Posthyzantine Liturgical
Chant, Eastern Christian Studies 8, Leuven, Paris, Dudley (MA) 2008, 79-104.
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My intention is to show a selection of the different kinds of liturgical
chant in the manuscript Lavra E-108, and to show how the new style influ-
enced all genres of Byzantine music.

The manuscript starts with three Slavonic stichera for 8" September,
the feast of the Nativity of the Virgin Mary.? They are written down in Mid-
dle Byzantine notation and seem to originate from the old sticheraric genre.

The syllabic stichera of the old tradition were mainly ornamented
with small melismata in the cadences. The three stichera in Lavra E-108 are
slightly embellished with many repetitions of the ison. In all three stichera
we find some vocalisations, texted with vowel repetitions, and one specific
melismatic formula of the kalophonic genre. The only great sign used in
these hymns is a psephiston, showing the descending motion of the melos.

Example 1.
\ 5J7\5T70/ 1
A ch haargahc

“J\'5 T~ )7
pa a aa AXH (2

The troparion of Stefan the Serb in the Slavonic language® shows us
possibilities of composition in the new style. He is familiar with the kalo-
phonic genre. Repetitions of parts of the text, long vocalisations with recur-
rent sequences of identical melodic groups are significant features of the
melismatic extension of his troparion. He gives us many examples for the
constant use of the megala semadia.

The various melismatic formulas, structured by a bareia, can be seen
not only in the troparion of Stefan the Serb, but also in all kalophonic melo-
dies. In kalophonia the bareia becomes a new stylistic instrument to struc-
ture and accentuate melodic micro-elements.

In many chants in our manuscript, especially in the Slavonic hymns,
we find the intercalation of “X” within various embellishments.”® This is a
distinctive mark of the old asmatic repertory,'* which is handed down only
in the old-Slavonic Kondakarian notation. We find this special idiom in the
Slavonic asmatic kontakia, in the hypakoai, but also in stichera and troparia.

8 The two stichera are transcribed by Jakovljevié, op. cit., 99, 100.

V.. 10v.

0y, ff. 27r—v, 44v and our example 2: Goxe.

11 cf. A. Dostal — H. Rothe, unter Mitarbeit von E. Trapp, Der altrussische Kondakar’
Blagovéscenskij Kondakar’, Facsimileausgabe, vol. 8, 2, Bausteine zur Geschichte der
Literatur bei den Slawen, Giessen 1976.
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Example 2.
N5 s/-75(~1/
6 fla Ka, Ga.éaGfGFG
57>\ A TA J—:\ "\ In

ch h ,w ﬁa./ueac/u ba aGGE

724 e /1\"' I\ /-1 5\5\ 57

a6 Gr rere de dcckckdc de dehe

\’z—‘z—) /'(Sl}:? ?)’5\1/

R C RS2
\— (7"//-\‘-7\ 47"/‘ é‘:'/ 3
BOOKEE XE € €€ € EEE
a6ac6a a6F a6 GE FE EF D

The Slavonic sticheron of Nikola the Serb is copied in a very clear
hand.* It is composed in a moderate kalophonic style, extended by long vo-
calisations and repetitions of identical melodic figures, supported either by a
great sign or realized by a bareia group. In the sticheron of Nikola we find
many parallels to the embellishments of Stefan the Serb.

A special feature of the kalophonic stichera are the so-called tere-
tismata, where meaningless syllables are sung to melodic extensions. They
are either inserted into the text of the chant or set at the end of the hymn.

Example 3.
\“-\3\7s /5
GF FE FEVDED
D2152-1"5 /2155 7255\ 5\ 5150
a6 GrGr fFe FE oc de ch chde de olgf»c
/'5/7 ‘-‘——'/ﬂ/-;'i_‘—r-)-g’x
Aaé:aé TUPLPL U PLpLpLPL pLPLTLTL

Y =/ ey i

S~ e “
OpaAOv  TPOIKOY Tafasahecpa GYTIKEVWHA
Another melismatic sticheron in the Slavonic language is the chant

for Saint Sava."® Various great signs are written out in the same manner as
in the sticheron of Nikola the Serb, different bareia groups show the new

12y, ff. 12r-v, transcribed by Jakovljevié, op. cit., 102—105.
V. ff. 14r—v, transcribed by Jakovljevié, op. cit., 106-108.
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melodic embellishment. The stepwise ascent between “G” and “d” by
means of the oligon sign on folio 14v can be clearly seen in the notation.

Example 4.
L—’ C-’ L:’\G_’
a6 GF FE ED
\‘-'J /7 \.7‘7’\"-)/7
a6aG ha ha abaG
/‘s/,‘j_’nn
a,aéa, Ga F\f’

'—“)\—; /7 </ & — 8

-
S’W @~

The text of the Christmas sticheron in the Slavonic language™ seems
to be close to the sticheron idiomelon Adé&a év viiotoic Ocw xai émi ync
eipnvn. We can suppose that this sticheron belonged to the old sticheraric
genre and was embellished in the course of the 14" century. The embel-
lishments within the text are rather short, but we see the ornamentations in
the inserted teretismata.

Lavra E-108 contains a another composition by Stefan the Serb.* It
is a psalm verse with an extended Alleluia. The stichos begins with a very
simple melos of the old psalmodic tradition and continues in a highly mel-
ismatic manner, but quite different from the style of the stichera. For rea-
sons of repetition of parts of the melos the words Aéye respectively raAw
are inserted into the text. It can also be seen as a kind of medial intonation.

Example 5.

\‘%'Z?\i??\":bvﬂ
chd hac abah G

aGrGFGre F0 E GEE D
v v v

=T )R ‘—;"r—sj“';":-
1. v

Ae ¢ e e)ee maaaaaaly

6c heheagrG Gehohchabre

14\, ff. 26v-27r.
Bv. f 16r.
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The sticheron Adau dvaveoorad'® is an anagrammatismos of the
Christmas sticheron BnoAeeu étoipalov evtpemilécObw, copied by a Slavic
scribe. A feature of this new kind of composition is the repetition of parts of
the text, or single words, and the provision of new embellishments or repe-
titions of the same figures."” This method can be seen in the following
example. A long teretisma is inserted between the last phrases of the chant.

Example 6.

v ’ - v T ’
\“ae 25Tz =" Vsop
Bn A & € € £ LEMETOI Ma aaa Sou.
at e ahede ¢ d hahe deh deh ca

TL="T\S-AN 3 VI
By Ae € EMEE TOI Ma aaa fou.
aahcd ded he deh dehca

DN D) D
Kpa. aaaaaaa{ovns.
GF EFEFAGAGGFF

s 5 V3 4L = Y315
Kpa POV Te g5 ke ajov TES,
heh aha 60 Ga ah thaatGa

Avv/k775’.jﬂj-r st
Ka o a ajooo 0 OYTES.
a6 de dcjachck haG

L\ Do Qe Dy i lisly 5 Dr
aaav vawwrrou HINERIIEEII

ah cd d.echdu ¢ d edccededcedcedcdecdc

v v v

16V, ff. 25v—26v, transcribed by Jakovljevi¢, op. cit., 111-114.
o To. Zt40n, Oi Avaypauuatiopol kai @ Mabiuata ¢ BvCavtivic MeAomotiag, "Tooupa
BulavTiviig povotkoAoyiag, MeAétar 3, ABrjva 1979, 78.
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An important part of the repertoire of Lavra E-108 comprises the
verses of the Psalms for various services. Psalms 2 and 3'® are performed on
Sunday service; verses of Psalm 103" are chanted at Esperinos. The great-
est part of psalmic verses in our manuscript are the so-called Polyeleoi with
stichoi of the Psalms 134 and 135% for special feasts.

The first line of different psalmic verses begins with a simple syllabic
melos which seems to belong to the old psalmodic tradition. But the fol-
lowing lines continue with melismatic embellishments.

In Lavra E-108, the chant of the Polyeleos is divided into two parts
(otaoeic): the psalmic verses of the first stasis belong to Psalm 134. From f.
22r to f. 25r the psalmic stichoi are chanted only with an Alleluia refrain, a
so-called ephymnion. Melodes loannes Koukouzeles, Xenos Korones and
Chaliboures are mentioned as composers of these verses. All other pieces
are handed down anonymously. On f. 28r between the psalmic verse and the
Alleluia refrain is an imposed non-psalmic text: Acate ovvetac T Ocw
nuav. AAAnAovia. The non-psalmic text: Aiveite, vuveite, do&oloyeite Tov
dvtwe Ocov nuawv. AAAnAovwa appears only once on f. 28v. On f. 28v—29r
we find the poetic text: Yuvoovuev oe, evdoyovuev oe, Baoidev dyie, do&a
oot, ovv viw kal vevpatt. AAAnAovia. Two psalmic verses form a unity
with the same melos, the same Alleluia refrain and the same poetic text. On
f. 29r—v the psalmic verse Oixoc Aevi, evAoynoate tov Kvpiov is followed
by a hymn: Eppavovnd nawiov, xata to yeypapuévov, ued’ nuov yevoo, 0
BOcoc twv anaviwvy, kal Kopiog tnc 60&nc, PovAne ueyadne dyyedog, 6
pwnV dadpatoc, kal maocwy &Oewpntoc, Kal pévwv gl TovC alwvac.
AAAnAovie.”' The verses of the second stasis™ are written in the second
mode, in the second plagal mode, in the fourth mode, in nenano and in nana.
The verses of Psalm 135 begin with the chant of a stichos, an Alleluia, a po-
etic text and again an Alleluia. The poetic refrain for all stichoi of the
second stasis is: Ott eic Tov alova 10 éAeoc avtov. A quite different
tradition of the Polyeleos shows an extensive composition by Xenos

18/, ff. 6r-9v, 18r-v.

v, ff. 20r-22r.

20 v/, ff. 22r—38r, 40v—42v. The term Polyeleos originates from the refrain of Psalm 135: 611
€ig TOV aidva 0 EAeog avTOD.

AT XaAdawdxr, O moAvédeoc otnv Pvlavtivy kal petapvlavtvny pedomotia, “Tdovua
Bulavtiviic MovowoAoyiag, MeAétar 5, Athens 2003, 569; E. V. Williams, “The
Kalophonic Tradition and Chants for the Polyeleos Psalm 134%, Studies in Eastern Chant 4,
1979, 229-241.

2. ff. 30r-38r.
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Korones which seems to belong to the tradition of Thessaloniki.?® This
chant begins with a rich embellishment in contrast to the other Polyeleos
settings.

The following example shows simple melodic introductions of differ-
ent modes into the Polyeleos compositions.

Example 7.
h
7
, /’776-&/'-)‘7/"7‘7‘-
chaaachachaa
”/L
‘3 ‘-‘——/")‘)‘—/"—)-)c.c,G_
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How were these stichoi of the Polyeleos Psalm performed? There is
only one notice on f. 33v, at the beginning of the fourth mode: AAaypa
(change). This means that the psalmic verses were performed antiphonally
either by two choirs or by two soloists. We can suppose that the right side
chanted the psalmic verse, the left side sang the Alleluia, the right side re-
sponded with the poetic refrain and the left side answered with the Alleluia.

In Lavra E-108 there are only few remarks on the kind of perfor-
mance of liturgical chants. One exception is the chant AvwOev oi

2 v/, ff. 42r-43r. “Musical expansion in the Thessaloniki settings is achieved not only
through a predilection for a more melismatic melodic idiom but also through repetitions of
words from the Psalm text”. Cf. E. V. Williams, op. cit., 231.
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npopitar,” a theotokion with many epithets of the Virgin Mary. At the
beginning we find modal signatures for the first echos and for the fourth
plagal echos, so the psaltai can decide either to chant in the first or in the
fourth plagal mode. The two modes coincide in “D”. The first mode has the
semitone between the second and the third step, the fourth plagal mode has
a semitone between the third and the fourth step.

There are very clear comments on the performance of the chant
AvwOev ol mpopntar by Andronikos: The psaltai of the right side begin
chanting the first part of the theotokion, the whole choir repeats this, then
the right choir performs it again at a higher pitch: O 6e&ioc
X0poc — paAdetar kal &mo xopod — naAy 6 6e&toc xopoc vpnAotépa dwvi).
Opov navtec — the whole choir chants the next part of the hymn twice —
naéAw 1o avtd. Then the right choir again begins to chant part of the the-
otokion and the left choir repeats it — naAw o avto 6 étepoc xopoc.

At the beginning of one of the several parts of the chant there is the
modal signature of the second plagal mode with the comment ¢w
dumAaouoc, which means, that part of the chant begins an octave higher. In
the various sections of the theotokion, belonging to different modes, we find
many inserted teretismata and frequent repetitions of the words AvwOev oi
poPpnTaL.

A special feature of the Late Byzantine period are the kratemata,” a
kind of vocal music without any text. The melos is supported only by
meaningless syllables. Long liturgical services were accompanied by krate-
mata.?® They were chanted mainly between the verses of the Psalms 103 and
1 to 3 at Esperinos, and 134 and 135 (the Polyeleoi) at Orthros. Most of the
kratemata are introduced by a prologos, which can be either a psalmic verse
or a doxology. In all the melodies of the kratemata there is a great common
store of stereotypical melodic formulae.

Several kratemata in Lavra E-108 are ascribed to loannes Koukou-
zeles, loannes Kladas and Xenos Korones. The kratema by loannes Kou-
kouzeles” shows very clearly how the melos can be structured either by me-
dial intonations or by shifting the melos into the higher or lower fifth or
fourth or to the basic tone of the mode. The recurrent stereotypical se-
guences and embellishments seem to give a lot of room for improvisation to
the psaltai.

V. ff. 45r-46v.

% (. Wolfram, “Die spitbyzantinische Gesangsform der Kratemata”, in: Cantus Planus,
Budapest 2006, 115-122.

% A. Lingas, “Hesychasm and Psalmody”, in: Mount Athos and Byzantine Monasticism,
London — Brookfield (Vt. USA) 1996, 155-168.

2TV, ff. 39r-40v.
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The second and the third line of a kratema by loannes Kladas, on f.
17v, provide a small example of the treatment of the meaningless syllables.
We can assume that the syllables a-na-ne require a different kind of inter-
pretation from the syllables te-re-re-re-re or to-to-to.

Example 8.

A Lo r | ’

TR N\ AT /5T S5 e\ e\
O aQaave Keezaa a aa
6 6 6 6 a6FacFace ha a a a

AR ARy G T e
e T

“«€(e KE KEEE LA TE F€ € pe (e

‘W;f’ hahoah o ha ha ha ha /Mt(v

The Anthologion Lavra E-108 contains three different compositions
of the prooimion of the Akathistos hymn Ty onepudaxw otpatnyw. In all
three versions only the prooimion is preserved.

The shortest version, copied by a Slavic scribe, seems to be the old-
est?® of the three compositions. There are short melodic extensions of the
mainly syllabic chant, to be performed not by a soloist but by a choir. It is a
completely different style in comparison with the prooimion in the Psaltikon
Contacarium Ashburnhamense,* a chant-book for a soloist.

The second prooimion in our manuscript is a composition by loannes
Kladas.*® It is composed in the kalophonic style with the insertion of long
embellishments, descending and ascending sequences, repetition of words
or phrases. In between there are long teretismata. The prooimion ends with
the words Tva xpalw cot. This means that the last words Xaipe vouepn
avougpevte were sung by the choir. loannes Kladas was the first to compose
a complete Akathistos hymn with prooimion and 24 oikoi.*

The third version of the prooimion is by loannes Koukouzeles.* He
repeats the text of different kola and provides them with new melodic

2y f. 64v, transcribed by Jakovljevi¢, op. cit., 124,

% C. Hgeg, Contacarium Ashburnhamense (reproduction intégrale du Codex Laurentianus
Ashb. 64), MMB 4, Copenhagen 1956, 108r-v ; E. Wellesz, The Akathistos Hymn, op. cit.,
3f.

0. ff. 72r-73r.

V. ®. Kpnuwod, O Axdbiotoc “Yuvoc otr) BuCavtwvn xal MetapvCavtivy Melomotia,
“Tdoupa Bulavtiviic MovowkoAoyiag, MeAétan 10, Athens 2004, 156-175.

2. ff. 81r-v.
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embellishments. In between he inserts a teretisma. He also closes the
prooimion with the words Tva kpalw oot. The composition by Koukouzeles
is not as extended as the prooimion by Kladas. loannes Koukouzeles com-
posed an Akathistos hymn with 13 oikoi and made extensive anagramma-
tismoi of the first and the last oikos.*

As our notational examples have shown, the kalophonic style began
to influence all kinds of liturgical chant in the course of the 14" century.
The old stichera were not only extended by new embellishments but were
also changed into a new form of composition — the anagrammatismoi. The
teretismata created a new shape within the chants. The kratemata became
contemplative compositions within a liturgical service. But within all these
renewals, traditional elements were also preserved in new liturgical chant
books, as can be seen, on the example of psalmic verses and in the great
signs of the Mega Ison.

The codex Lavra E-108 reveals different levels of the scribes’ mas-
tery: we find Greek copies of chants of high quality, written either by Greek
or Slavic hands, we find copies of medium grade quality, written by Slavic
hands, and we can see copies of poor quality, also written by Slavic scribes.
A great part of the manuscript must have been copied in an excellent scrip-
torium, where both Greek and Slavic scribes were educated.

In the course of the investigation of Lavra E-108 it became apparent
that the manuscript must have been in the possession of a Slavic — Greek
community in a prevailing Greek environment. We find many notational
variants within the chants, additions on margins, written in many cases by
Slavic scribes. There must have been great interest in this community to in-
clude the compositions by Stefan the Serb and Nikola the Serb in the An-
thologion. The sticheron in honour of Saint Sava is also an indication of
Serbian participation in the community.
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T'epoa Bongpam

AHTOJIOTUJA ATOC JIABPA E-108
I'PUYKO-CJIIOBEHCKU JIMTYPIMICKHU PYKOIINUC
(Pe3ume)

Pykommc Atoc JlaBpa E-108 je My3muka aHTOJOTHja U3 TMOCIEIHUX
roguHa X1V Beka. Caznpku HameBe ca TPYKUM U CIOBEHCKHUM TEKCTOBUMA.
Xl u X1V cronehe npeacrasibano je 100a 3HaYajHUX WHOBAIIMja HA MOJbY
BH3aHTH]cKe My3uke. [lox yTumajeM MaHaCTHPCKOT JKUBOTA, OOTOCTYXOEHO
M0jame je JOXKUBEJO Benrke rnmpoMeHe. HoBu mMy3wukn cTHil, T3B. Kajodo-
HUja, YTUIA0 je Ha CBE BPCTE BU3aHTHjCKUX HameBa. CTape cunabuyHe Me-
J0/Mje Cy IPOIIMPUBAHE | yJIEIIIaBaHe, IITO je Pe3yJITHPAIO BEOMa MEJH3-
MaTHYHMM HareBuMa. JIMdHu CTHIT MajcTopa je, Takole 1oOno Ha 3HA4Yajy.

Konexc JlaBpa E-108 canpxu Beauxu ucon JoBana Kykysesba, necmy
YMjH Cy BENHMKH 3HAIM 3allMCAHW MHTEPBAJICKUM o3Hakama. OBU BETUKHU
3HAIW Cy 3HAYajHU 32 My3UUKYy HHTEPIPETAIH]y MEIOIH]E.

Pykomuc cagp)ku cTUXupe Ha CIIOBEHCKOM M I'PYKOM je3UKY, TcaiaM-
CKe CTUXOBE KaJo(OHOT CTWJIA, KpaTUME, aHarpaMaTu3Me U OOTOpoIuyHeE, Y
T'PYKUM U CIIOBEHCKUM IperucuMa.

VY pany je mpukaszaH n300p pasHOBPCHUX JIUTYPTIHjCKHUX HaIeBa AATOT
pYKoOTHCa, 2 Ha OCHOBY Pa3IMUUTHX MY3HUYKUX IIPUMEpa WIYCTPOBaH je Ha-
YHMH Ha KOjH jeé HOBU CTHJI YTHIIA0 HA CBE JKaHPOBE BHU3aHTHjcKe My3uke. Ha
MOYETKY PYKOIIHCa Cy HAIleBU CTAPOT CTHXHPAPCKOT HAIleBa Ha CIIOBEHCKOM
jesuky. OHU cy y Mam0j Mepu npuiarohern HoBoMm ctuiy. Kommosumuje
cprckux menona — Crepana Cpouna u Hukone CpOuna — Hasase ce y pyko-
nucy u 6mmcke cy kanopoHoM ctuiry. CTUXupe Koje npunajajy crapoM BH-
3aHTHjCKOM perepToapy Cy NpoMemeHe y aHarpamarusme. JlenoBu Tekcra
WK TI0jeJUHaYHEe PeUH Cy TIOHABJbaHE U YKpallleHe, y TEKCTOBE Cy YMETHO-
CTH M TEPETH3MH, CIIOTOBU O€3 3HAUCHHA.

3Havajan aeo cagpxaja pykonuca JlaBpa E-108 unne ctuxosu monu-
jeneja, 134. u 135. ncanma. M3melhy ncanamckux ctuxoBa v Anuiiyuja Me-
JIOJMja, YMETHYTH CY MOETCKH CTHXOBH. 3a MO3HHM BU3AHTHjCKH MY3UYKH
NepHO/I KapaKTePUCTUYHE Cy M KpaTUMe, TUIl BOKAIHE My3uKe 0e3 TeKCTa.
VY nuramy je KOHTEMIUIATUBAH HATIEB YIPAKaBaH TOKOM JYTA4KHX JTUTYP-
THjCKHX o0pesia.

Pan na pykonucy Artoc JlaBpa E-108 nmoTtBpano je na je pykomnuc 6uo
y MOCeAy CJIOBEHCKO-TPUKE 3ajeIHuIIe, Y chepH IpuKor yTumaja.

UDC 783.2(082.2)(495.631)’13”

781.22
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Anthologion Lavra E-108, Teopenie HHKOAT ¢phEINA, NOAA#A STeweNie CEoUM
pasom, f. 12r (fascimile in: A. JakoBieeBuh, Anmonozuja ca Heymama u3
0oba kneza u decnoma Cmegana Jlazapesuhia, Kpymesai 2004).
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