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ABSTRACT

Olkinuora, Jaakko Henrik

Byzantine Hymnography for the Feast of the Entrance of the Theotokos:
An Intermedial Approach

Studia Patristica Fennica 4, 448 pages.

The present doctoral dissertation aspires to examine Byzantine hymnography
from an intermedial approach, comparing it to homiletic and apocryphal lite-
rature, Byzantine music, and iconography. The research topic is the Feast of
the Entrance of the Theotokos into the Temple, which is celebrated in the
Byzantine Orthodox Church on November 21.

The monograph is divided into four main chapters. The first includes an
introduction to the methodology employed in the dissertation. The multi-dis-
ciplinary technique employed in this study consists of both traditional research
methods used in the analysis of Byzantine literature and more contemporary
approaches. In particular, the dissertation employs the recently introduced con-
cept of metaesthetics, in order to explain the spiritual aspects of artistic crea-
tion, and intermediality, which has proved to be a useful tool for media studies
and art history in recent years. Following the discussion of methodology, the
study presents research on the historical context of the feast, the most impor-
tant narrative sources, as well as a systematic listing of the hymnographic cor-
pus, which consists of both published and unpublished hymnographic material.

The second chapter consists of an intertextual study of the hymnography
of the feast, connecting it to the Scriptures, Apocrypha, and, especially, the
homiletic tradition. Special attention is given to the typological, allegorical,
metaphorical, and symbolic images of Mary. In the next section, the study
draws conclusions concerning the authorship of the hymns and the exchange
of influences between hymnography and other literature. The final portion of
the chapter seeks to create a deeper understanding of the functions of exege-
tical methods within Byzantine hymnography.

The third chapter analyses the hymnography of the feast in its musical con-
text. Firstly, this portion of the study summarizes the role of church singing in
Byzantine theology, especially relating to its influence on the interpretation of the
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contents of the hymns. This is followed by an intertextual analysis of the musical
system of heirmoi-automela and the theological “soundscape” they create. Finally,
the musical settings of two doxastika of the feast are analysed. This study is based
on musical manuscripts dating between the 12 and 19 centuries, and seeks to
demonstrate some of the rhetorical aspects of Byzantine composition techniques
and their relation to the analysis of hymnographic texts.

The fourth chapter covers the intermedial connections between hym-
nography and iconography in a broader context. In the initial portion, the
Byzantine liturgy is examined as an iconotext, i.e. a co-operation of images
and words. The concept of iconotext is examined within a two-dimensional
approach: first, as the rhetorical ekphrasis of the events of the Entrance and
the hymnographers’ desire to transmit a vivid image to believers, and, second,
as a pictorial expression, the rhetorical methods of which are identical to
those expressed in a hymnographic context. Lastly, the chapter explores con-
nections between the theology of hymnography and the theology of the icon.

In conclusion, the dissertation seeks to establish connections between and
within the intertextual and thematic parallels of each art form. Another parallel
can be found in the Byzantine understanding of rhetoric, which influenced all
the art genres examined in this study. The most challenging part of the interme-
dial aspect of this study is the question of the exchange of influences between
the different art forms. This difficulty is due to a lack of knowledge regarding
the authorship of hymnographic texts, homilies, compositions, and paintings.

Finally, the present study suggests that the idea of intertextuality and
rhetorical figures is not limited to an aesthetic or artistic dimension. Rather,
in a metaesthetic way, the hymnographer transmitted his spiritual vision,
which is re-interpreted by the performer of the hymn and, ultimately, by the
listener. The Byzantine liturgy as an intermedial environment enhances the
process of a spiritual theoria in all the phases of the creation, performance,
and perception of liturgical arts.

The present study is the first extensive monograph on the hymnography
of the feast of the Entrance of the Theotokos. A modern edition of previously
unpublished hymns and their translation are included in the Appendices.

Keywords:  homiletics, Apocrypha, metaesthetics, rhetoric, intertextuality,
exegesis, typology, Byzantine music, iconography
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THVISTELMA

Olkinuora, Jaakko Henrik

Jumalansynnyttijin temppeliinkdynnin juhlan bysanttilaista hymnografiaa
intermediaalisesta nikokulmasta

Studia Patristica Fennica 4, 448 sivua.

Téssd systemaattisen teologian ja patristiikan alan vditoskirjassa kasitellddn
bysanttilaista hymnografiaa intermediaalisesti verraten sitd homiletiikkaan ja
apokryfikirjallisuuteen, bysanttilaiseen musiikkiin seké ikonitaiteeseen. Tut-
kimus keskittyy Jumalansynnyttdjan temppeliinkdynnin juhlaan, jota bysant-
tilais-ortodoksinen kirkko juhlii 21. marraskuuta.

Monografia jakaantuu neljdgan padlukuun. Ensimmadinen luku sisaltda
johdannon viitoskirjassa kaytettyihin tutkimusmenetelmiin. Tutkimuksessa
hy6dynnetty monialainen metodologia koostuu sekd perinteisista, bysanttilai-
sen kirjallisuuden tutkimusmenetelmisté ettd uudemmista ldhestymistavoista.
Tallaisia ovat esimerkiksi hiljattain kirkkotaiteiden tutkimuksessa syntynyt
metaestetiikan kisite, jolla selitetddn spiritualiteetin merkitysté taiteellisessa
luomisessa, sekd intermediaalisuudesta, joka on osoittautunut hyodylliseksi
tyokaluksi mediatutkimuksessa ja taidehistoriassa osoittamaan eri taidemuo-
tojen valisid yhteyksid. Menetelmdosaa seuraa Jumalansynnyttdjan temppeliin-
kdynnin juhlan historiaa ja narratiivildhteitd koskevan tutkimuskirjallisuuden
esittely sekd systemaattinen luettelo kyseisen hymnografian corpuksesta, joka
koostuu seka julkaistuista ettd aiemmin julkaisemattomista teksteista.

Toinen padluku tutkii Jumalansynnyttdjan temppeliinkdynnin juhlan hym-
nografiaa intertekstuaalisesti verraten sitd Raamattuun, apokryfeihin ja etenkin
juhlaan liittyviin saarnoihin. Erityistd huomiota kiinnitetadn Marian typologi-
siin, allegorisiin, metaforisiin ja symbolisiin kuvauksiin. Luvussa keskustellaan
my6s hymnografien henkilollisyyteen liittyvistd ongelmista sekd hymnografian
ja muiden kirjallisuusmuotojen vilisten vaikutteiden liikkeista. Intertekstuaalisen
analyysin pohjalta paddytadn kuvailemaan hymnografiassa ilmenevia eksegeetti-
sid menetelmid ja niiden roolia kirkon ajattomassa liturgisessa eldméssa.

Kolmannessa luvussa juhlan hymnografiaa tutkitaan myos sen musii-
killisessa muodossaan. Kirkkolaulun asemaa bysanttilaisessa teologiassa
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kasittelevad johdantoa seuraa intertekstuaalinen irmossi-automelon -malli-
melodiajarjestelmén seké sen luoman dédnimaiseman analysointi. Kolmannen
luvun loppuosa koostuu kahden doksastikon-veisun musiikkianalyysista,
joka perustuu 1100-1800-luvuilta perdisin oleviin musiikkikasikirjoituksiin.
Tavoitteena on havainnollistaa bysanttilaisten savellystekniikoiden retorisia
piirteitd ja niiden roolia tekstin tulkinnassa.

Tutkimuksen neljds kokonaisuus pyrkii selvittimdan hymnografian ja
ikonitaiteen vélisid intermediaalisia yhteyksia laajasta ndkokulmasta katsot-
tuna. Avainroolissa on kasitys bysanttilaisesta liturgiasta ikonotekstina, ts.
kuvan ja sanan yhteistoimintana. Tdtd aihetta ldhestytddn kahdesta nako-
kulmasta: Juhlan hymnografiaa pidetddn retorisena ekfrasiksena temppe-
liinkdynnin juhlan tapahtumista, jolloin hymnografin tavoite on valittda
uskoville eldvdinen kuva. Toisaalta juhlan ikonografia toistaa niitd samoja
retorisia menetelmid kuvallisesti. Luvun loppupaitelmdna etsitddn yhtene-
vaisyyksid hymnografian ja ikonien teologian valilla.

Tutkimuksessa todetaan, ettd kunkin taidemuodon sisillé ja niiden valilla
on paitsi temaattisia, my0s intertekstuaalisia vastaavuuksia. Toinen keskeinen
parallelismi on havaittavissa bysanttilaisessa retoriikkakasityksessd, joka vai-
kutti samansuuntaisesti kaikkiin tutkittuihin taidemuotoihin. Intermediaalisen
lahestymistavan kannalta haastavinta on kuitenkin médrittdd ndiden vaikut-
teiden vilittymistd taidemuodosta toiseen. Tama ongelma liittyy puutteellisiin
tietoihin niin hymnien, homilioiden, sévellysten kuin maalaustenkin tekijoiden
henkildllisyyksista.

Viitoskirja pyrkii osoittamaan hymnografian analyysin kautta, ettd inter-
tekstuaalisuuden ja retoristen menetelmien kaytto ei ollut vain esteettistd tai tai-
teellista. Néiden lisaksi hymnografi vilitti metaesteettisesti hengellisen nakynsa,
jonka hymnin esittdjé ja lopulta sen kuulija tulkitsevat uudelleen. Ajatus bysant-
tilaisesta liturgiasta intermediaalisena ympéristona korostaa hengellisen theorian
roolia kaikissa liturgisten taiteiden luomisen, esittimisen ja aistimisen vaiheissa.

Tama tutkimus on ensimmadinen laaja monografia Jumalansynnyttdjan
temppeliinkdymisen juhlan hymnografiasta. Tutkimuksen liitteend on kasi-
kirjoituslahteista perdisin olevaa, aiemmin julkaisematonta hymnografiaa
modernina editiona sekd hymnitekstien englanninkielisid kadnnoksia.

Avainsanat:  homiletiikka, apokryfit, metaestetiikka, retoriikka, intertekstuaa-
lisuus, eksegeesi, typologia, bysanttilainen musiikki, ikonografia
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FOREWORD

The inspiration for the present study originates in Thessaloniki, Greece, in
the year 2007. At that time, my main interest of study was church music, but
during my exchange year at Aristotle University of Thessaloniki, I discove-
red the richness and beauty of the two dominant literary genres covered in
this dissertation, hymnography and patristic homilies. Experiencing the con-
temporary use of these ancient texts in the original Greek within the context
of liturgical worship, particularly in the monasteries of the Holy Mountain,
brought me into contact with Byzantium and its modes of life that endure
even in our present era. What struck me the most was the balance of the dif-
ferent elements in the liturgical experience of the Orthodox Church. Indeed,
the hymnography, homilies, biblical readings, iconography, architecture, and
other facets of worship seemed to synergistically co-operate in a way that was
previously unknown to me.

Two years later, I was pondering upon the continuation of my academic
career after having finished my degree in church music. I definitely wanted
to deepen my knowledge and understanding of Byzantine hymnography,
however, narrowing down the exact subject I wished to study seemed utterly
impossible. It was at this point, when the supervisor of the present disserta-
tion, Dr Serafim Seppild, suggested a more holistic approach to the field, con-
centrating on the intriguing case of the feast of the Entrance of the Theotokos.
Thus, the framework for this book was formed.

Due to the interdisciplinary character of my research, I have been for-
tunate enough to have the opportunity to consult a great number of scholars
and experts from various fields, all of whom have made significant contribu-
tions to this study. Most of all, I want to thank whole-heartedly my supervi-
sor, Hieromonk Dr Serafim Seppild, not only for his valuable advise during
the course of my post-graduate studies, but also for his significant support
and encouragement in my academic and artistic pursuits since my high
school years. I would also like to express my sincerest gratitude to Dr Maria
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Alexandru, who helped me to discover new methodological approaches to
the corpus and offered me her expertise in laying the groundwork for the
musical part of my research. I am also thankful to my reviewers, Dr Mary
Cunningham and Dr Niki Tsironis, for their valuable comments and correc-
tions to the manuscript.

I am also greatly indebted to a number of scholars and colleagues, many
of them my close friends, who generously gave me bibliographical material
for my study, eagerly offered me their advice, and answered questions related
to the difficulties of the research process. In particular, I would like to thank
the following individuals for their contributions to this study: Archbishop
Job (Getcha) of Telmessos, Dr Achilleas Chaldaiakis, Dr Guillaume Dye, Dr
Sydney Freedman, Dr Nicolae Gheorgitd, Dr Stefan Harkov, Rev. Johannes
Karhusaari, Dr Alexandra Nikiforova, Dr Sara Peno, Dr Alexis Torrance, and
doctoral candidates Karoliina Maria Schauman and Sarah Wagner-Wassen. I
especially want to thank my dear friends, Dr Daniel Galadza and Dr Costin
Moisil, for their valuable help in finding literature and primary sources. My
teacher of Byzantine chant, Dr Ioannis Liakos, deserves particular thanks not
only for his help with finding musical sources for this dissertation, but also
for providing me with a toolkit, both practical and theoretical, for studying
the various dimensions of the overlap between Byzantine music and hymno-
graphy. I also owe much to Mr Konstantinos Xenopoulos, archon iconogra-
pher of the Patriarchate of Alexandria, for introducing me to the philosophy
and practice of Byzantine iconography.

The publication of this thesis would not have been possible without the
technical aid of my close friend, Mr Mikko Kuri. His technical support hel-
ped to overcome various technological obstacles during the course of my
study. I would also like to thank doctoral candidate Jussi Junni for the beau-
tiful layout of this book.

I would like to express cordially my gratitude to Dr Nicholas Marini-
des for his valuable comments and help revising the modern editions of the
hymnographic texts published in this dissertation, and for his great com-
panionship on our pilgrimages. Additionally, my friend and colleague, Ms
Meri Metsomiki, kindly checked my Finnish abstract. Most importantly, I
am deeply grateful to Rev. Dr Demetrios Harper and his wife Marina for revi-
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sing the present volume and offering their valuable advice on its contents, not
to mention the numerous Skype conversations and dinners at their home in
Thessaloniki.

My hunt for relevant literature and manuscript sources has taken me to
places around the globe. The exploration of majestic libraries has been one of
the most impressive aspects of the research process for a country boy like me.
I would like to thank the staff of the Library of Congress (Washington D.C.),
Patriarchal Institute for Patristic Studies (Thessaloniki, Greece), French
National Library (Paris), Manuscript Department of the National Library of
Russia (St. Petersburg), Dumbarton Oaks Library (Washington D.C.), and
the Library of the Holy and Stavropegial Monastery of St. Xenophontos (Mt.
Athos) for their professional help in searching for relevant historical sources.

This research would not have been possible without abundant financial
support. I especially want to thank the following foundations for making this
study possible with their generous scholarships: Fevronia Orfanos, Alfred Kor-
delin, and Brothers Kudrjavzew, as well as the Orthodox Church of Finland.

Participating in international conferences has also played a significant
role in the creation of this dissertation. Special thanks go to my dear friend
and like-minded colleague, Dr Maria Takala-Roszczenko, who both intro-
duced me to the world of academic conferences during my undergraduate
studies and has provided me the best possible companionship while atten-
ding conferences in both Finland and abroad. The conferences related to this
dissertation include, for example, the biannual conference of the Interna-
tional Society for Orthodox Church Music (2011 and 2013 in Joensuu, Fin-
land) and the conference Theorie und Geschichte der Monodie, organised in
Vienna, Austria (2014). I want to thank the organisers of these conferences
for offering me the opportunity to speak on my research topic, as well as the
participants for their valuable comments and encouragement, not to mention
their friendship.

During my post-graduate studies, I also received help from the research
community at my own alma mater, University of Eastern Finland, most notably
from other PhD students in Systematic Theology and Patristics. I especially
want to thank doctoral candidate Ari Koponen for his comments on the con-
tents and structure of my thesis; our collaboration has indeed been fruitful.
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The demanding process of compiling an extensive monograph has, at
times, been mentally strenuous. During the five years of my research, my
friends have shown their support and encouraged me to strive constantly for
higher goals. It is impossible to thank all of them separately. However, I want
to mention my close friends who are also struggling with post-graduate stu-
dies in their own fields and have shared their knowledge and experiences
with me. Namely, I would like to mention doctoral candidates Brandon Boor,
Athanasios Gotsopoulos, Rev. Timo Hirvonen, Nusrat Jung, Senni Jyrkidi-
nen, and Eleftherios Soultanis.

All of my academic pursuits would not have taken place without the sup-
port of my family. I want to thank my parents, Anita and Seppo Olkinuora,
for giving me the best possible upbringing for the cultivation of my particular
interests, and my sisters, Maija Partanen and Anna Olkinuora, who shared
a most beautiful childhood and youth with me. Indeed, Anna has has pro-
ved to be a great help for the present study with her scholarly knowledge on
discourse analysis. My eldest brother, Janne, is following my work with the
other members of the Church Triumphant.

In order conclude, I would like express my deepest gratitude to the monas-
tic communities who have given me the best possible support and comments
on my dissertation. After having led me to the world of patristics and hymno-
graphy in their practical form, they have shown their way of life to be a living
imitation of the Theotokos’s dwelling in the temple. I am greatly indebted to the
monastic communities of the Xenophontos monastery and the brotherhood of
the Koutloumousian cell of St. John the Theologian (Mt. Athos), convent of St.
John the Forerunner in Akritochori (Greece), convent of the Holy Trinity in
Lintula (Finland), and skete of St. John the Forerunner (Saaremaa, Estonia). I
pray that God will always bless their ascetic struggle and help them imitate the
pure life of the Mother of God.

On the feast St. James, son of Zebedee
April 30, 2015

In Joensuu, Finland

Jaakko Olkinuora
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1.
INTRODUCTION

AIM OF THE RESEARCH

Hymnography' is certainly one of the richest forms of Byzantine literature
and continues to be a regularly performed form of poetry in the context of
liturgical worship up until the present day.” By definition, a hymn is “a poem
on a religious topic, primarily intended for liturgical use and to be sung, but
also including verse written for private devotional purposes.” The roots of
this tradition stretch to the very beginning of Christianity. The practice of
chanting hymns for the glory of God is attested to already in the Scriptures.
Both the Old and the New Testament include a great variety of hymnographic
texts, the most important being the book of Psalms, which formed the core
of the services in the temple of Jerusalem. Later on, they, together with other

1

In this study, the term hymnography refers exclusively to Orthodox hymnography that
was produced in or follows the tradition of the Byzantine Empire, and, unless otherwise
mentioned, was composed originally in the Greek language. The primary portion of the
hymnography used in the feast of the Entrance, the topic of this study, is derived from
the third main period of Byzantine hymnographic creation, the era of the creation of the
kanon (between the 8" and 11" centuries). Regarding the development of hymnographic
forms, the first period, stretching from the 1% to 4™ centuries, includes the creation of
simple troparia. The second period (between the 5™ and 7™ centuries) is dominated by
the birth of the kontakion, and the last period (from the 12% century onwards) is charac-
terized by imitation of earlier hymnographic forms. This division can be found in several
hymnographic studies; for further reference and a general introduction to hymnographic
studies, see the renowned studies Wellesz 1961, Twpaddxng 1965 and Mntodxng 1971.
In its original Greek form, Byzantine hymnography is used in Greek-speaking churches.
New hymnography imitating the Byzantine form of Greek language is also constantly be-
ing created. Byzantine hymnography also forms the fundamental hymnographic reper-
toire of all non-Greek speaking churches abroad that follow the Byzantine rite, including
Russia, Georgia, Romania, Bulgaria, Serbia, and others.

Oxford Dictionary of Byzantium 1991, vol. 2, 960.
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biblical hymns and Hellenistic traditions, also constituted the basic repertoire
of the early Christian liturgical life.* The Byzantine hymnographic tradition is
an heir of this earlier practice.

What is most striking in Byzantine hymnography as compared to other
Christian hymnographic traditions is the richness of its expression and con-
tent, as well as the enormous amount of poems that have been composed
throughout the history of the Church. The greater portion of the hymnogra-
phy used today in the liturgical worship of the Byzantine rite was composed
during the period of the Seven Ecumenical Councils or in their wake.” At
that time, the most important Byzantine homiletic texts were also developed.
Consequently, hymnography reflects the theological debates of the era of
its emergence and constitutes a testimony to Orthodox theological thought
congruent to that represented in the homiletic tradition. From an aesthetic
standpoint, the richness of the textual forms of hymnography is vast. This
can be attributed to the fact that the Byzantine Orthodox hymnographic tra-
dition borrows and further develops influences from both ancient Greek and
Semitic traditions. Indeed, the Syriac roots of hymnography are of primary
importance, as will also be shown during the course of the present study.®
Moreover, it is noteworthy that several hymnographers of the Eastern Church
are revered as saints, which also attests to the importance the Church accords
to her hymnography. In addition, the Byzantine-rite churches have a strictly
regulated order for the use of hymns, documented in the rubrics called typika,
as compared to other Christian denominations.

Despite the grandeur and vastness of Byzantine hymnographic tradition,
it has not received adequate scholarly treatment in the field of Orthodox the-
ology. All major authorities in the field of hymnography date from decades

4 See, for example, Wellesz 1961, 40.

5 The first and last of them being in Nicaea (in 325 and 787). One of the main themes of
the last council was the veneration of icons: the iconoclast schism continued well until
the 9™ century and the restoration of Orthodoxy took place in 843. Thus, I consider the
“era of the councils” to stretch until the mid-9™ century.

6  The influence of Ephraim the Syrian and other Syrian hymnographers on the Byzantine
Greek tradition has been studied especially in the case of the kontakion; see, for example,
Grosdidier de Maton 1977. It is notable that in Syriac literature and theology hymnogra-
phy holds an even more central position than in the Greek literary tradition.
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past. Until the present day, no one has challenged the works of, say, Tomadakis
(1965), Mitsakis (1971), Trempelas (1978) and Wellesz (1961). However, there
are still numerous open questions that have not been answered. The primary
concerns are, for instance, the lack of critical editions,” as manuscript material
is constantly being found around the world, and the question of authorship,
which remains unsolved for the vast majority of the hymns. Secondly, scholarly
research in hymnography seems to underestimate it as a theological literary
genre; in addition to the philological study of hymnography, which is perhaps
more widely developed, its theological analysis also requires more attention.
The use of hymnography in theological literature is largely reduced to the level
of mere quotations. Nevertheless, in the spiritual tradition of the Orthodox
Church, there is a tradition of analysing hymnography more thoroughly. For
example, Nikodemos the Hagiorite (1749-1809) published his own, detailed
theological commentaries on hymns. He draws intertextual connections between
the Scriptures, hymnography;, liturgics and homiletic tradition.®

My initial interest in this dissertation arose from my own need to under-
stand the role ofhymnography in the dogmatic, spiritual, and aesthetic thought
of the Orthodox Church as well as the structures and processes involved in
creating, performing, and listening to hymns. To this end, I approach my
subject from an intermedial perspective, established in contemporary media
studies. In the context of liturgical worship, hymnography acts in co-oper-
ation with other liturgical arts. The fundamental idea of intermediality, as I
understand it, is the assumption that the co-existence of different art genres
provides further meaning and interpretational dimensions to each independ-
ent art genre. Thus, I examine the hymnographic corpus in relation to other
literature (apocryphal texts and sermons), Byzantine music, and iconography.

This dissertation seeks to answer the following question:

- How can the intermedial approach deepen our understanding of
Byzantine hymnography and the research of it, and research relating
thereto?

7 Most published Byzantine hymnography is printed in the liturgical books of the
Greek-speaking churches. See footnote 145 below for further reference.
8 See Nukodnpog Aytopeitng 1836.
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This question can be divided into the following sub-questions:

1. What kind of thematic parallels can be found between the hymno-
graphy of the Entrance and the homiletic, musical, and icono-
graphic tradition of the feast?

2. What intertextual connections appear in the studied art genres?
Are these levels of linkage similar in all art forms, or do they vary?

3. Are there parallelisms between the studied art genres in terms of
the forms and tools of presentation?

4.  Can the transmission of ideas from one art genre to another be
deciphered?

I approach these questions through the prism of the Feast of the Entrance
of the Theotokos into the Temple (November 21). I have chosen this feast
because of its non-biblical background and the uncertainty of its historical
background, thus bringing deserved attention to this celebration that has not
yet been studied satisfactorily. The lack of exact information on the back-
ground of the feast makes recognizing intertextual and intermedial structures
particularly challenging, yet, for the very same reason, fruitful and impor-
tant for future scholarship. The feast of the Entrance is based entirely on the
tradition of the Church, which forces us to reconstruct the theological ideas
of the feast purely on the basis of the homiletic, hymnographic, and apocry-
phal tradition. One of the most important contributions of this study is the
publication of a significant amount of formerly unpublished hymnography,
the corpus of which will be presented in more detail in chapter 1.5.2. The
unpublished hymnography, however, is brought forward only as supporting
material for my analysis and is examined in conjunction with already pub-
lished hymnography.

This dissertation consists of four main chapters which are divided into
sub-chapters, each of the four main chapters being dedicated to one of the
art genres reflected in the hymnography of the feast. Chapter 1 is an intro-
duction that has two main aims: firstly, to present the history and hymno-
graphic sources of the case study (the Entrance) and, secondly, to examine the
methodological background of this research. Chapter 2 conducts a systematic
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analysis of the theological ideas that emerge from the hymnography of the
Entrance in comparison with the homiletic and apocryphal textual tradition.
Additionally, the various exegetical and other theological-analytic methods
employed in hymnography are discussed.

Chapter 3, in its turn, analyses the role of hymnography as musically
composed and performed poetry. The research consists of a general discus-
sion of the rendering of hymnography in its musical form in the context of the
divine service, as well as the patristic ideal of church singing. A large portion
of the chapter is dedicated to the study of musical forms and their impact
on the rhetoric and theological interpretation of hymnography, approached
through a description of the intertextuality employed in the Byzantine model
melody system and a musical analysis of two compositions.

Chapter 4 analyses the relationship between icons and hymnography in
two ways. The first is the comparison of content and influences in the hym-
nography and iconography of the feast. The second aspect, taking a step back
analytically, is the examination of hymnography from an iconic standpoint:
rhetorical and theological structures in the hymnographic corpus at hand will
be delineated and juxtaposed to their counterparts in the iconographic pres-
entation of the feast. Finally, the conclusory section summarizes our findings
for the research questions presented above.

In the continuation of this chapter, I present an overview of the various
methodological approaches that have formed the groundwork for the present
study. I then proceed to a historical overview of the development of the feast
of the Entrance, together with its most important narrative sources. In the
third part, I introduce the hymnographic corpus studied for this research.

1.2 METHODOLOGICAL APPROACHES AND EARLIER STUDIES

Even though the following is meant to be an overview of the various method-
ological aspects of the dissertation, due to the multi-disciplinary character of
the research, a methodological discussion will be continued throughout the
whole work. The main motivation of this study has been to combine tradi-
tional methods of theological study with the more contemporary method of
intermediality; the methodological innovation of this dissertation is to com-
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bine the intermedial approach with the spiritual dimensions of Orthodox
liturgical worship.

Hymnography has traditionally been studied from three main stand-
points. Inasmuch as it is poetical material, it has been a significant focus of
study within the field of Byzantine philology. Additionally, hymnography as
sung material has interested Byzantine musicologists. Finally, because of its
function in divine worship and as a theological form of literature, hymnogra-
phy is traditionally treated as a subject of both liturgical and patristic studies
in the field of Byzantine theology. My main aim in the following pages is to
provide a summary, together with a bibliography, for each field separately and
to explain their importance for the present study. As the reader will note, a
broader analysis of Byzantine hymnography requires not only a wide variety
of methodological approaches, but also technical skills in various fields.

1.2.1. PHILOLOGICAL AND PALAEOGRAPHICAL RESEARCH

Greek hymnography is often treated as a subcategory of Classics. A philo-
logical approach to the study of hymnography sheds light on various facets
of the text by examining syntax, metre, rhetoric, and palaeographical char-
acteristics. To date, scholarly interest in the language and style of Byzantine
hymnography has been reserved, to say the least.” Even critical editions of the
extant manuscripts are rare.'” Linguistic analysis does not play a significant
role in the present study, but is nevertheless taken into account, especially
in tracing the interplay of influences between the hymnographic, homiletic,
apocryphal, and biblical traditions." One can hope that future research will

9 One of the few studies in hymnographic languages is Mitsakis 1967. As ITaoyog (1999,
49) states, the language of hymnography varies from one author and/or form of poetry to
another. He goes on to say that the language of hymnography must be closer to the spo-
ken language of the era of its creation, drawing significant influence from the koine form
of Greek. The liturgical language, however, includes also traits of other forms of Greek.

10 A contemporary critical edition of the iambic kanons of John of Damascus can be found
in Skrekas 2008. Compiling critical editions of hymnography is very difficult because of
the vast amount of material in manuscript form. In addition to liturgical textbooks and
typika, musical manuscripts should also be taken into consideration.

11 The most important inspirations for this study of have been Hatzidakis 1892 (“immer
noch grundlegend” as Karayannopoulos [1982, vol. 1, 15] notes), Dieterich 1898, and
Browning 1969.
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soon lead to the publication of more critical editions, making it possible to
deal systematically with many stimulating questions surrounding hymnog-
raphy, especially by treating significant nuances in the literary styles of indi-
vidual hymnists and the unsolved question of authorship in many Byzantine
hymns.”? In the meantime, we can approach these questions through the
general methods of grammatical analysis used in the historical forms of the
Greek language."

A great ally in this pursuit is the knowledge of other languages such as
Georgian, Old Church Slavonic, Armenian or Latin, languages which are
essential to the understanding of the transmission of texts around the Byz-
antine Empire and to its neighbours. Indeed, an interesting topic for further
research would be the examination of the transmission of the hymnography
of the feast of the Entrance to other cultural groups, most significantly the
Slavs and the Georgians. However, it will not be possible to cover this material
in the present dissertation.

In contrast, scholarly inquiry has already shed considerable light on the
use of poetic metre in hymnography.'* In general, the metrical structures in
Byzantine hymnography are based on tonic metres rather than the prosodic
metres of antiquity, though exceptions exist."” The automelon-prosomoion
or heirmos-troparion systems of melodic and metric prototypes with their
contrafacta, examined in chapter 3, are strongly marked by metrical struc-
tures, while metre in idiomela is more complex and requires considerable fur-
ther attention.' Metre is also implicated in the overall formulaic structure
Byzantine hymnography and of the melodies to which it is set. Thematic, syn-

12 This will be more closely discussed in chapter 2.3.1.

13 Such research has been done in Skrekas 2008, Ixxxv-cvii.

14 See, for example, Tpepméhag 1978, 54-93 and IIdoxog 1999, 49-52.

15  An excellent recent study by Arvanitis (ApPavitng 2010) concentrates on the meaning
of metricality in Byzantine hymnography in relation to the rhythmic interpretation of
Byzantine chant. For the rhythm in Byzantine rhetorics, see Valiavitcharska 2013.

16  When examining the translations of Byzantine hymnography into other languages, one
can see that metrical structures are often considered to be of secondary importance in re-
lation to an exact rendering of the meaning of the hymn. This is because of the dogmatic
character of this poetry.
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tactical and aural patterns often converge to produce formulaic expressions
used in hymns, which will be frequently noted in the present study."”

The arrangement of metrical structures in written texts, along with the
rhythm of the words more generally, is considered as an aspect of rhetoric.'
The term “rhetoric” refers both to a text or a speech with persuasive force, and
to the rules that guide this process. In the case of hymnography, as we will see
during the course of this study, the process of rhetoric creation also involves
the liturgical performance of the text and involves many persons, something
that makes it different from a “simple” speech that is delivered only once in a
certain context. As for the second part of the definition rhetoric, there are no
guides for composing hymnography; this tradition has only been transmitted
orally and can only be extracted through the study of hymnographic texts, as
will also happen in this dissertation.

Even though rhetoric guides in the case of hymnography do not exist,
it is necessary to consider rhetorical aspects also in this context. During the
first decades after the birth of the Church, attitudes towards the classical rhe-
torical tradition in Christian proclamation were reserved.'* However, rhetoric

17 Such formulaic patterns of speech are drawn either from the Scriptures, dogmatic texts,
or the hymnographic tradition itself. A typical example of the first category is the kanon.
The heirmoi often quote the Biblical odes according to which they are written, and these
quotations are continued in the following troparia. For instance, in the 8 ode of the first
kanon of the Entrance, both the heirmoi and all the troparia conclude with the formula
EvAoyeite, mavta ta €pya Kupiov tov Kbpilov. Some of the other typical formulas that are
used in the hymnography of the Entrance, drawn from the hymnographic tradition itself,
are dwpnOivat Huiv 1o péya Eeog (doxastikon of the stichera kekragaria of the Small
Vespers) and Xaipete Aaoi kai &yadAdoOe (doxastikon of the Lite).

18  Good overall presentations of the art of rhetoric in the antiquity are Martin 1974 and Por-
ter 1997. A study that includes an examination of Byzantine rhetoric is Kennedy 1983; for
more detailed contributions on the subject of Byzantine rhetorics, see Jeffreys (ed.) 2003.

19  For example, in 1 Cor 2:1-2: “And I, brethren, when I came to you, came not with excel-
lency of speech or of wisdom, declaring unto you the testimony of God. For I determined
not to know any thing among you, save Jesus Christ, and him crucified” Despite Paul’s
words in this passage, his letters are highly rhetorical, and their purpose is to persuade
the readers to lead a proper, Christian life. See Sample & Lampe 2010 for more discussion
on Paul and rhetoric; for further discussion on the relationship between rhetoric and
early Christianity, see Jeftreys (ed.) 2003, 180-186. See also C. Schaublin’s examination of
the contribution of rhetoric to Christian hermeneutics in Kannengiesser 2006, 149-163.
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came to assume an important place in Byzantine education, thanks to the
general tendency to embrace and re-interpret Hellenistic literary and phil-
osophical tradition® and, thus, cannot be omitted when studying Byzantine
homiletics or hymnography.”! The fathers were often educated in the Greek
rhetorical tradition and employed rhetorical styles, especially in their exeget-
ical writings.”> One of the clearest indications of this rhetorical tradition was
the use of an elevated form of language in all literature (the so-called diglossia
or bilingualism).

Indeed, the influence of the ancient rhetorical tradition on Byzantine
homiletics has been studied far more extensively than that on hymnogra-
phy.” This is perhaps because Greek rhetorical forms are more recognizable
in the homiletic tradition than in hymnography. The genres and techniques

The biblical quotations in this dissertation follow the King James Version. In the case
of Old Testament, however, the Septuagint holds primary position. If the LXX version
differs greatly from the KJV, I use other translations. Psalm references are made accord-
ing to the numbering of the Septuagint.

20  See Kennedy 1983, 273-278.

21  When discussing the role of rhetoric in homiletics and hymnography with my colleagues,
I have sometimes encountered negative attitudes towards rhetoric, the tendency to re-
gard it as something that “obscures” the “truth” or “facts” in ecclesiastical texts. However,
I consider the study of rhetoric an essential tool for understanding Byzantine literature.
To quote Martha Vinson, “it would be well to remember that rhetoric is, after all, the art
of persuasion. Its primary purpose is thus not to convey unambiguous pieces of infor-
mation in a neutral or unbiased way, but rather to articulate a particular point of view in
a persuasive manner. [...] But if rhetoric is not a reliable source of hard facts, what is it
good for? Put another way, do Byzantine texts contain useful information and, if so, can
one extract it in usable form? The answer on both questions is an unqualified yes

The use of rhetoric in the study of Byzantine texts helps to show that sometimes the
rhetorical device itself becomes an essential message. Also, it helps to disclose intertex-
tual relationships and the dating of the text (Vinson 2003, 10). Finally, persons hold-
ing high positions in the Byzantine church usually had a rhetorical education. A recent
overall presentation of the role of rhetoric in the late Byzantine period can be found in
Constantinides 2003.

22 For example, Gregory of Nazianzos used the classical rhetoric tradition effectively when
defending Orthodoxy through his writings and homilies (see Norris 1991). His reason for
its use was the desire to communicate with different social groups (see Vinson 2003, 15).

23 Perhaps the most extensive presentations on the rhetorical tradition of Byzantine homi-
lies are Valiavitcharska 2007 and 2013.
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of hymns did not receive their inspiration exclusively from the classical tradi-
tion but were greatly affected by Semitic influences - as evidenced, for exam-
ple, in the use of dialogical form.* Nevertheless, Greek rhetorical modes and
devices are still also employed in hymnographic texts.

Studies on the rhetorical aspects of hymnography are few in number.”
This could well be the consequence of caution from a spiritual point of view.
The emphasis on the rhetorical character of the text might seem to cast a
shadow on its dogmatic authority, due to the fact that hymns sometimes
include generalization, exaggeration, or dramatization.”® However, in spite of
these artistic methods, hymnography cannot be considered as theologically
inaccurate or dogmatically poor. Instead, it is crucial to detect the seman-
tic mechanisms and functions within the poems on the genre’s own terms.
After all, the rhetorical devices and modes used in hymnography are not an

24  The dialogical form will be studied later in this dissertation in the analysis of the overlap
between hymnography and homiletics in chapter 2.3.2. and as a pictorial rhetoric meth-
od in chapter 4.2.4. It is noteworthy that the dialogue is a particularly daring rhetorical
form, because the preacher or hymnographer speaks with the voice of historical persons
in the history of salvation; this conveys to believers the fact that he has authority to speak
on these matters because he has beheld the events through spiritual theoria (cf. Cunning-
ham 2003, 104: “Dialogue [...] allows the preacher actually to change the original words
and dramatically to convey their hidden meaning.”).

The concept of theoria will appear often during the course of the present study, and
it will be discussed in the context of exegetical activity in chapter 2.3.3. below. The term
implies several meanings and research on the different variations of this important con-
cept still continues. The word is already used in antiquity to mean contemplation and has
come to indicate several different things in Christian language. The common element
for these definitions is, however, the encounter of God in theoria. Thus, human reason
transcends the limits of the nous and acquires deeper dimensions of vision, enjoying the
presence of God. For further information on the understanding of theoria in the antiqui-
ty, see Nightingale 2004; for an introduction to the Eastern Christian ideas of theoria, see
Hierotheos (Vlachos) 2005.

25  For me, personally, the most interesting studies on the rhetoric of hymnography are Ze-
rvoudaki 2011 (on the topic of a rhetorical genre combined with hymnography), Kopakidng
2006 (a whole volume on the relationship between rhetoric and hymnography), Cominos
1991 (on rhetoric in the works of Romanos the Melodist) and Z0dng 1978 (an overall pres-
entation of Byzantine hymnography, including a chapter on rhetoric).

26  Often, the main aim of a rhetorical text is not the transmission of pure information but
merely to persuade.
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end in itself but rather aim at an effective transmission of theological ideas,
which is precisely one of the basic premises of this literary genre.”” Herein
lies a significant difference between “profane” rhetoric, used by politicians
and teachers, and ecclesiastical eloquence; the final persuasive action of the
latter is, as the fathers understood it, not the promotion of personal agendas
or political pursuits as in the former genre, but rather depends on the activity
of the Holy Spirit, who inspires the preacher or hymnographer to choose the
correct expressions in order to convey a spiritual message and guide believers
along the right path. To re-articulate an idea presented by Korakidis, ecclesi-
astical literature can never be wholly submitted to the conventions of classical
Greek rhetoric. According to the self-understanding of Byzantine spirituality,
its contents, the words of divine truth, can never persuade a cold-hearted
recipient who is a priori closed to this truth. True, Christian rhetorical “per-
suasion” implies the enlightenment of the nous by the Holy Spirit.*®

Rhetorical thinking, as I demonstrate in the course of this study, has left
its mark on not only Byzantine literature but also other liturgical art forms,
such as iconography and Byzantine liturgical music. Thus, it has emerged as
one of the leading motives in my research. In particular, the role of rhetoric
in the spiritual thought of hymnographers, preachers, and iconographers is
considered.

The philological study of hymnography also includes the use of palaeo-
graphical methods, which are particularly useful in answering questions of
authenticity, authorship, dating, and textual history of a certain manuscript,
and, as such, forms an important tool for every Byzantine scholar. In the pres-
ent study, palaeography does not hold a central position. However, the palae-
ographical aspect has an important role in relation to liturgical manuscripts,*
resulting in the discovery of previously unpublished hymnographic material
that will be presented in chapter 1.5.2; these texts, along with their English
translation, constitutes Appendix I of this dissertation. The compilation of a
comparative, critical edition would have been well beyond the scope of this

27  See relevant discussion in Skrekas 2008, lii-liii (and footnote 150).

28  See Kopakidng 2006, 83.

29 My basis for the study of Greek manuscripts has been Gardthausen 1911/1913, Deevresse
1954, and Karayannopoulos 1982.
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study, due to the great number of texts, so I have focused my efforts rather
on publishing modern editions based on single manuscripts, with a special
emphasis on the Sinaite Menaion manuscripts. Additionally, palaeographic
knowledge has been essential in the comparative study of musical manu-
scripts in chapter 3.%°

Theologians not familiar with the philological or palaecographic meth-
ods used in hymnography might ask a question whether or not they make
any significant contribution to theological research as such. The answer is
strongly affirmative. Firstly, in the case of hymnography, sensitivity to met-
rical structures frequently enables the researcher to understand the contents
of the hymns in their context and to recognize more easily the theological
methods employed in hymnography, as opposed to mere “technical” or aes-
thetic solutions required by the metre or poetic genre. Finally, the use of both
grammatical analysis and palaeographic methodology contributes in many
cases to scholars’ understanding of the provenance and even the authorship
of the hymns in some cases, even though this is not the particular intention
of the present study. Nevertheless, it helps us to situate hymnography in its
historical-theological background.

1.2.2. MUSICOLOGICAL RESEARCH

The study of Byzantine hymnography is tightly linked to the research of Byz-
antine musicology.’! In Byzantium, authors of hymnography were often called
melodists — most notably, Romanos the Melodist and Kosmas the Melodist
(also called Kosmas the Poet). To cite the hymnography scholar Pantelis Pas-
chos, “perhaps in no other genre of poetry do we have such a close connection
between word and melody.”*

30  The most extensive guide for the palaeography of Byzantine chant is Floros 1970.

31 By “Byzantine music,” I mean Eastern ecclesiastical chant, sung in Greek, which devel-
oped in the Byzantine Empire. However, I do not limit my study to the period preceding
the fall of Constantinople in 1453, but also include post-Byzantine compositions in my
research material. To avoid tautology, I will refer to all post-Byzantine music with the
terms “Byzantine music” or “Byzantine chant,” as no sudden change in the musical lan-
guage took place together with the fall of the Empire. Additionally, a common factor for
both Byzantine and post-Byzantine chant is the use of neumatic notation. For purposes
of clarity, all musical examples will also be translated into Western staff notation.

32 TIdoxog 1999, 46.
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Scholarly work in Byzantine musicology — when it comes to music com-
posed before the 19" century - is mainly concentrated on issues of notation
and its reconstruction.”® In order to simplify the musical analysis and not
confuse my readers with musicological details, I have decided to omit the
analysis of the earliest forms of Byzantine notations (those dating to before
c. 1150) because of their adiastematic character,”® merely demonstrating
that compositions written in posterior notations form a continuity with this
early phase of Byzantine chant. Instead, other melodic examples used in this
research are analysed in more detail. They are written in the Middle Byzantine
notation or the so-called New Method. The former notational form was used
from c. 1150 to c. 1850, and it was indeed diastematic, but still rhythmically
problematic. In order to facilitate readers who are not familiar with Byzan-
tine neumatic notations, I have also included transcriptions into Western staft
notation, using the recently revised MMB method,” which is characterized
by a lack of time values. This allows for an easier comparison with the later,
more rhythmically precise New Method of Byzantine chant that has been the

33 The research of Byzantine music started both in Greece and in the West at the beginning
of the 20" century. In the West, this research was centred in Copenhagen in the con-
text of the Monumenta Musicae Byzantinae project (MMB), founded in 1931 by H.J.W.
Tillyard and E. Wellesz. The main concern at the beginning was the transcription of
Middle Byzantine neumes. The publications were divided into five series: the Main Series
(including facsimiles), Subsidia (including monographs), Transcripta (including tran-
scriptions into staff notation), Lectionaria (including critical editions of biblical readings
with ekphonetic notation) and Corpus Scriptorum de Re Musica (including Byzantine
music treatises in critical edition, translated with commentaries). However, the MMB
transcription method was rejected in Greece, where Konstantinos Psachos began his
scholarly activities by publishing his main volume in 1917. During the 20" century, these
two “schools” of Byzantine musicology approached each other and eventually the MMB
transcription method was put to rest in 1958 until the publication of the new method (in
Troelsgard 2011).

34  “Adiastematic” means “with no interval value”: in the early Byzantine Coislin and Char-
tres notations (from 10" century onwards), the melodic signs do not show exact interval
structures but rather the outlines of a melody. For a basic study on these palaeo-Byzan-
tine notations, see Floros 1970.

35  Troelsgard 2011. This is also, in my opinion, the bust current introduction to Middle
Byzantine notation.
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dominant notational form since the early 1800s.* In the transcription of the
New Method, I use rhythmical values with a quaver as an indicator for one
time unit in the neumatic notation.”” The comparative method will be pre-
sented more closely together with the musical analysis itself in chapter 3. The
musical examples can be found in Appendices IT and III.

My aim in this study is not, however, to simply provide an aesthetic-
structural analysis of certain Byzantine compositions. Instead, my intention
is, through the prism of musical analysis, to recognize the fact that the theol-
ogy of Byzantine music is closely linked to the semantic contents of the sung
text. As H. Seppild has noted,

in hymns, the Orthodox Church approaches God, praying and praising, and also
teaches the dogma of the Church in poetic and musical forms. The hymns contain
the same information as the teaching in prose. When sung, however, the teaching
becomes alive: it is organized into liturgical services in which the participant’s re-
ception of the Church’s teaching is intensified by the melody.®

Studies on the perception of church music have a great deal to contribute to
the study of the understanding of hymnography and its sacramental-soterio-
logical character, and thus have a place of their own in the field of theology;
in particular, they contribute to liturgical studies and patristics.

It is evident that the musical form of hymnography must be taken into
account for a fuller understanding of the function of the hymns. As we will

36 The New Method was officially launched with the publication of the first theory treatise
in 1821 (see XpvoavOog 1821). It was created by the “Three Teachers”, namely Gregory
the Protopsaltes, Chourmouzios the Chartophylax, and Chrysanthos of Madytos, and
included a systematic theory of scales and rhythm. The basis of the New Method was the
so-called “exegesis,” the way of interpreting melodies more analytically in relation to the
new notation (on the system of exegesis, see Xtd0ng 2003; for a more recent — though
widely disputed - theory, see Arvanitis 2007).

37  This is the convention in most contemporary transcriptions (see Troelsgard 2011, 34 and
WYaplavog 2004).

38  Seppild H. 2005, 63. As the first Finn to do her doctoral dissertation on Byzantine mu-
sicology, Seppild has studied the theology of Orthodox Church music thoroughly. In
addition to the cited volume, she has published several monographs in Finnish (Seppald
1996, 2005, 2006, 2012). In addition to her work, there have been only a few monographs
on the theological aspects of Orthodox church music, most notably by Lossky (2003) and
BovpAng (1994).
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see in later chapters, the perception of hymnography occurs through the
musical structures, through its performance and auditory experience. The
musical analysis of melodies is necessary for understanding the structure and
contents of hymnography, together with the rhetoric thought of the compos-
ers, and the way in which believers experience it in the context of Byzantine
liturgical life. Through this analysis, one can strive for a definition of a rheto-
ric process of composing hymns in liturgical surroundings. Thus, musical ele-
ments do not merely transmit but also interpret, elevate or even transform the
meanings of the text. These aspects are more closely examined in chapter 3.

1.2.3. THEOLOGICAL RESEARCH

In the context of theological studies, hymnography can be examined from
various perspectives. In liturgical studies, it is usually related to the devel-
opment of the typika or other liturgical books, and the hymn repertoires of
certain feasts.*” This aspect is, naturally, the closest to musicological research,
as the latter examines the liturgical performance of hymnographic texts. In
the case of the feast of the Entrance, no extensive studies on the development
of the hymnography of the feast exist.

However, I do not aim merely to study the liturgical role of hymnogra-
phy, though its examination is also essential in order to observe all aspects
and potential meanings. Instead, I consider the exegetical role of hymnogra-
phy important especially in the case of the Entrance. The analysis of hymnog-
raphy as exegesis is a rather new subject of interest but contributes much to
this study, specifically to the examination of the relationship between hym-
nography and other literary genres. The exegetical methods in hymnography
have been studied, among others, by B. Bucur, C. Hannick, and W.C. Wein-
rich.”” In this dissertation, chapter 2 is dedicated to developing these ideas
in the context of the Entrance in a systematic analysis of the images of the
Theotokos in the hymnography of the feast.

39  For instance, the study on the history, sources, hymnography, and iconography of Mari-
an feasts by Tsamis (Todpng 2000, four volumes).

40  Bucur 2007, Hannick 2005, Weinrich 2000; these studies will be examined more closely
in chapter 2.3.3.
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Hymnography also contributes in several respects to discussion of dog-
matics. The comparison of hymnography’s content with the theological “atmos-
phere” of the period in which it was written yields significant congruencies.
These, in turn, could be helpful in illuminating the origin of anonymous and
undated hymns.*" Moreover, hymnography can be taken as a source for dog-
matic thought in its own right. Such opinions have been presented, for example,
by Bucur.*? The feast of the Entrance is not related to any dogmatic controversies
as such, but still dogmatic ideas are conveyed throughout the hymn repertoire.

But an open question remains: does hymnography possess a theology of
its own that would, in a way, differentiate it from other genres of Byzantine
religious literature? First of all, “theology of hymnography” could potentially
refer to two different subcategories. Firstly, the term could contain the rich the-
ological contents expressed in hymns, which is the case in our current study.
Nevertheless, from a more implicit perspective, it could refer to the theology
of hymnography as a literary art form inspired by God and created within the
personal, Christian life, and perceived in the context of divine worship, a fact
that has been recognized in patristic exegesis in broader sense, as we will later
observe. Considered in this context, the study of the theology of hymnography
aims at surpassing the “profane” aspects of artistic creation and elevating them
to a more spiritual level of liturgical participation, by examining the influence
of hymnography on believers, its co-operation with other liturgical elements
in the space of the Byzantine Christian temple, and the creation of hymnogra-
phy by saints and ascetics through divine inspiration. In such a pursuit, more
current interdisciplinary methods have their justification.

1.3. CURRENT METHODOLOGICAL APPROACHES

Above, I presented the basic methodology employed in hymnographic stud-
ies up until now. However, it is within the scope of this study to broaden
the perspective toward new methodological openings that could contribute
to a more holistic understanding of hymnography in the context of Byzan-

41  An example of this kind of study is Peltomaa 2001, where she dates and studies the Aka-
thistos hymn in the context of the Ecumenical Synods.
42 See Bucur 2007, 93.
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tine theology. I have drawn my inspiration from both modern media studies
and contemporary theological literature. None of these methods are “new”
in themselves, but their combination forms a new and useful perspective for
hymnographic studies.

1.3.1. INTERTEXTUALITY

Chapter 2 largely consists of an intertextual analysis of the interaction between
hymnography, the homiletic tradition, Scriptures, and the Apocrypha. Such
studies exist, but this kind of methodology has not yet been utilized on a
larger scale in relation the feast of the Entrance, even though this important
theme deserves attention in order to form a complete overall view of Marian
theology in the Middle Byzantine period. For this reason, my intertextual
analysis considers earlier hymnographic traditions, sermons, biblical texts,
Apocrypha, and even non-Christian texts.

The term “intertextuality” was coined by Julia Kristeva in the 1960’s. To
put it concisely, it means the “inter- and intracultural dynamics and their
operations.”* Kristeva describes her theory more thoroughly by referring to
intertextuality as “a mosaic of quotations; any text is the absorption and trans-
formation of another. The notion of intertextuality replaces that of intersub-
jectivity, and poetic language is read as at least double™**

The idea of intertextuality as a “mosaic of quotations” is a widely
employed approach by those studying the hymnographic and homiletic tradi-
tions of Byzantium.” As such, it forms an essential basis for this study as well.
As T will show, intertextual relations are particularly complex in the hymno-
graphic genre, while homilies make use of a more straightforward method.
In the field of patristics, the role of intertextuality in the exegetical thought of
the fathers has been particularly noted by E Young. She describes the subtle
way of cross-referencing in second-century exegetical literature by making

43 Orr 2003, 1; Orr’s presentation is perhaps the best recent introduction to the current
discussion surrounding intertextuality.

44 Moi 1986, 37; Kristeva 1969, 85. For a more critical approach to Kristeva’s term and its
adoption, see Orr 2003, 20-32.

45  These kinds of studies can be found, for instance, in Peltomaa 2001, Tsironis 2005, Cun-
ningham 2011° Shoemaker 2011; these articles will be referred to during the course of
the chapter 2.
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two main points. Firstly, intertextual references were not customarily long
quotations from literature, but their aim was rather to create reminiscences
and engage mimesis of earlier texts. Secondly, the role of intertextuality was
not to provide ornamentation but to show authority or enhance the content
of the delivered speech.” What I find even more fascinating is Young’s idea
of the role of intra- and extra-textual references and its significance to our
understanding of patristic exegesis. She persuasively points out that

for those who accept scriptural authority, the world of the text gives meaning to the
world outside the text. Conversely, the world outside the text enables the meaning
inside the text to be discerned. [...] An authoritative text is understood to refer
to the world in which people live, and so its meaning is bound to be received or
contested in the light of the plausibility structures of the culture which receives
the text. A culture, which can conceive of the material universe as interpenetrated
by another reality, which is transcendent and spiritual, will read the reference of
scripture in those terms.”

The fact that the textual background of the feast of the Entrance is so exten-
sive and consists of multiple re-interpretations and mimeseis of earlier texts
makes it an extremely rich object of study. The complex cross-fertilization of
literary genres, consisting of hymns, sermons, apocryphal texts, and Scrip-
tures requires a broad intertextual approach.

However, as G. Allen points out, “intertextuality, as a term, has not been
restricted to discussions of the literary arts. It is found in discussions of cinema,
painting, music, architecture, photography, and in virtually all cultural and
artistic productions”* This is also the case for Byzantine liturgical tradition.
Intertextuality can also be observed in other Byzantine art forms. One of the
main contributions of this present study is to detect intertextual processes in
different liturgical arts, namely music and iconography, and reveal their connec-
tions with the literary tradition of the feast. In order to describe the intertextual
cross-references between the different art genres, it is necessary to transcend
intertextuality, regarding it as something that is particular to one genre, and
delve into the integrality of the whole from the perspective of intermediality.

46  See Young 1997, 130.

47  Young 1997, 139.

48  Allen 2000, 174; for a general description of intertextuality in the non-literary arts, see
pp. 174-188.
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1.3.2. INTERMEDIAL APPROACHES
The last decades have seen a rising interest in intertwinings between different
art forms, examined in the context of interarts or intermedial studies,* thus
extending the boundaries of intertextuality. In the field of Orthodox litur-
gics, these intermedial connections naturally include all “media” used in the
Church space: Church music, hymnography and other writings, iconography,
architecture, ecclesiastical vestments, etc. (Illustration 1).

Hllustration 1. The “media” of a Byzantine Orthodox divine service.

Iconography
Vestments and other textiles

Architecture
Liturgical objects
(books, crosses, etc.)

Music

Processions

Visual Recitation

elements

Positions of prayer

Other liturgical actions “Instruments”

(church bells, censers)

Kinesthetic
elements

Auditory
elements

Byzantine
liturgy

Olfactory
elements

Gustatory
elements

Eucharist

Incense

Myrrh and oils Other liturgical actions

of drinking and eating

The most relevant areas of study within hymnography are the acoustic elements
(excluding church bells) and the visual elements in the form of iconography.

49  As Lund points out, “intermediality” has been suggested as a substitute for “interart re-
lations” within a wider perspective (Lund 2002, 13). Recently, interart and intermedial
studies have become particularly popular in Scandinavia (for example, Lund 2002; Mik-

konen 2005).
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In the study of Orthodox theology, much remains to be discovered
regarding the overlapping of different art forms in the church space. This
approach, inspired as it is by modern media studies, might strike some as
too reductive or materialistic to be applied to Orthodox spirituality. Inter-
mediality does, indeed, concentrate mainly on modern medial phenomena.
On the other hand, the ability of intermedial studies to make a significant
contribution to the understanding of liturgy has already been recognized in
the study of Western liturgical rites. N.H. Petersen, in his study of Lutheran
practices, discerns two dimensions in the study of interart relations in liturgy:
the normative (mainly from confessional or theological points of view) and
the descriptive (how relations have happened or changed in different eras and
places).”® The present study does not directly follow Petersen’s division, but
rather suggests that these aspects are inextricably linked to each other. The
role of participation in the worshiping life of the community in the course of
the process of creating liturgical art is so essential for the understanding of
the Middle Byzantine authors that a purely descriptive approach, excluding
the “normative” dimension (if liturgical life, as the Byzantines lived it, can be
understood “normative” at all), does not do justice to the analysed material.

In order to summarize the intermedial connections of the present study,
I find it helpful to point out H. Lund’s sketch®! (Illustration 2) on the interrela-
tions of sound, image, and word (the three basic elements of Orthodox liturgy):

Illustration 2. Interrelations of sound, image and word.

N %

50  Petersen 2002, 120. Petersen has studied intermedial relations in the liturgy in other
works as well (see Lillie & Petersen 1996).
51  Lund 2002, 12.
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As one can see from this chart, there are four different overlapping aspects
to these art forms: text — sound, sound - image, image - text, text — sound -
image. In the Orthodox liturgy, the interaction of text and sound is naturally
the musical or recitational performance of the hymn. The celebrations as a
whole are an interaction of sound and images, as the believers look at the
icons while hearing hymns. Also, if the concept of image is extended to vis-
uality in the form of movement and processions, it could refer to the moments
in liturgy when priestly activity is accompanied by church bells, censers, and,
in the case of Byzantine music, often by melismatic melodies.** The image and
text intertwine in two different contexts: icons that include an inscription and
liturgical books/manuscripts that include illustrations.” In a wider sense, the
text and image work together symbiotically in the church space.
Hymnography is, as such, an intermedial form of art, as it is both liter-
ature and performed art, closely intertwined with music.** Accordingly, in
recent years, interarts studies have gradually been introduced in the field of
Byzantine hymnography as well. N. Tsironis (2005) has made a significant
contribution towards understanding the transmission of the theme of the
Theotokos as a tender mother from one art form to another, namely, between

52 Many so-called papadic melodies are sung when the priests conduct liturgical action. In
order for certain hymns to fill allotted portions of a service, syllables are extended into
very ornamented and melismatic musical compositions. Such parts of the liturgy are, for
example, the Cherubic and communion hymns.

53  As S. Seppild (2014, 15) points out, the ornamented initial letters of manuscripts serve
both art forms. As letters, they belong to the text, but they are also works of art.

54 In the field of Byzantine musicology, M. Alexandru has emphasized the interarts ap-
proach in her recent studies (see, for example, AAe§dvdpov 2013, 933-962, especially 940
and 962). As she points out, “in the church space, the liturgical arts exist in a constant re-
lationship between each other: the music emerges from and interprets the hymnographic
text, and the two of them are perceived simultaneously with the sight of icons, which, in
their turn, on one hand are inspired to a great degree by Byzantine hymnography, and
on the other hand they are connected with the building of churches. Simultaneously, the
whole of the arts gives the framework for different divine services, which are celebrated
according to a certain typikon. [...] Thus, the analysis of Byzantine hymns and tropar-
ia is not finalized in the relationship between word and melody, but is connected, for
instance, with the research of the liturgical role that the particular text has in the corre-
sponding service, together with the corresponding iconography, and can lead to a deeper
understanding of Byzantine music.” (AAe&&vSpov 2013, 940.)
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hymnography, homilies, iconography, and the liturgy. Her conclusion is that
the Orthodox liturgical life adopts the customs of people rather than follow-
ing models from above. Tsironis concludes her study: “This transition from
one genre to another [...] testifies to the interaction between genres and to
the dialectical relationship which they maintain in the complex pattern of
symbolism and hierarchy in the Byzantine world.”*

1.3.3. METAESTHETICS - TOWARDS A “THEOLOGY OF HYMNOGRAPHY”

As we observed above, the intermedial approach as such is insufficient when
considering the spiritual and sacramental character of Byzantine liturgical
arts, inasmuch as it is believed that they are produced by the Holy Spirit and,
thus, express divine revelation. To understand Byzantine thought, it is nec-
essary to avoid the perception of hymnography as purely poetic texts or a
dogmatic-didactic genre, or, in some cases, even poems that merely evoke
feelings. In the Orthodox liturgical tradition, all arts are considered to be
instruments of the radiance of God’s divine energies acting on humanity.
Thus, hymnography cannot be analysed with strictly poetic or musical crite-
ria, outside the liturgical context and its spiritual dimensions.

In order to keep this in mind throughout the whole study, I find the term
“metaesthetics” particularly useful.* This concept, in the context of Byzantine
hymnography, was coined by Panteles Paschos. He emphasizes the anagogical
character of the divine service, of which hymnography is an essential part.
Paschos utilizes “metaesthetics” when describing the connection between
Byzantine music and hymnography. According to him,

55  Tsironis 2005, 99. Another important volume in the interdisciplinary study of the Theotokos
is The Cult of the Mother of God in Byzantium: Texts and Images (2011), including significant
contributions from a multidisciplinary variety of scholars. See especially A. Cameron’s intro-
duction to the volume (p. 1-5) for a summary of recent scholarship in the field.

Recently, also B. V. Pentcheva (2006, 2011) has pointed out the intermedial structures in
Byzantine liturgy. However, as an art historian, her interest emerges from the iconographic
point of view, combining it with different performative aspects of the liturgical offices. She
has also taken architectural elements into account, especially through the study of acoustic
effects in the Hagia Sophia cathedral in Istanbul, Turkey.

56  The term has been used earlier in Byzantine musicology at least by M. Alexandru (see,
for example, AAeEavSpov 2013, especially 943, 947; 2006 on the metaesthetic character
of the Z¢ duvodpev).
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Byzantine music [...] has put aside the aesthetic and earthly elements that move
and wake up the world of passions in us [...] preserving — with an amazing balance
between word and melody - its metaesthetic, I would say, spiritual, regressive and
mystagogical character to the very end. This means that Byzantine music, like eve-
ry other liturgical art, never existed as an end in itself or an independent creation
cut off from the holy family of liturgical arts. [...] We aim [...] at experiencing the
metaesthetic sphere of spirituality, in which the soul can feel itself naked in front of
her Moulder and Creator, ready to open a redeeming inner dialogue with him. [...]
We approach the infinite beauty of God through the way of Orthodox liturgical
experience.”’

I would venture to suggest a more concise definition of the term, as met-
aesthetics take into account the belief that the Holy Spirit guides aesthetic
choices in the various forms of liturgical art. The contribution of metaes-
thetics to this study is the awareness of the Orthodox understanding that the
liturgical arts always exist in a dialogue with the Divine. Spiritually speaking,
the artist communicates with God through contemplation, theoria. This is
what differentiates the metaesthetic approach from purely “profane” interart
or intermedial studies. In addition to the aesthetic reading of hymnography,
the sanctifying aspect also has to be taken into consideration, especially when
observing the reception of hymnography in its liturgical context.

Paschos does not extensively develop his term. I see it as being connected
with the Aristotelian view of hylomorphism, one of his metaphysical ideas.
Aristotle thinks that all substances are composites of form and matter.”® Sim-
ilarly, hymnography seems to be a composite of two distinct components: the
literary text itself (corresponding to Aristotle’s matter) and a functional aspect,
where it is sung poetry in the liturgical life of the Church, the bearer of the
Truth, and an instrument of divine grace (corresponding to Aristotle’s form).

The metaesthetic approach to hymnography has provoked much aca-
demic research in the field of Byzantine studies in the 21* century.”® Previ-
ously, the theology of the icon was very active in discussions regarding the
spiritual character of the images, certainly because of the existing synodical
horoi that define the Orthodox understanding of icons.

57  Tldoxog 1999, 47-48.
58  See Aristotle’s treatise De anima, especially 413-414.

59  For alist of the relevant bibliography, see Alexandru 2012, 129-30 (8.2: Liturgical music
and hymnography: theology, aesthetics, and meta-aesthetics).




www.tezaurlitur%ic.ro
24 INTRODUCTIO

Understanding the metaesthetic character of hymnography, thus, allows
room for its spiritual dimension — something that cannot be taken into con-
sideration in strictly “profane” studies of art. Metaesthetics is the foundational
principle behind this study.

1.4. ENTRANCE OF THE THEOTOKOS

The topic of this study is the feast of the Entrance of the Theotokos (Ta
Eioodia tiig ®eotokov), which belongs to the cycle of the twelve great feasts
of the Orthodox Church. It is celebrated on November 21% and is particularly
important for contemporary monastics.' The feast commemorates the ded-
ication of Mary as a three-year-old child by her parents Joachim and Anna
in the temple of Jerusalem, her reception by the elderly Zacharias, and the
beginning of her residence there. The Theotokos was accompanied by a pro-
cession of women.

As the primary focus of this study is to apply diverse methodological
approaches for studying hymnography, my aim is not to engage the problem-
atic aspects of the historical provenance of this great feast, or other issues con-
cerning its historical accuracy, though it is indeed a very interesting subject
for scholarly study. It is certainly important, however, to present an overview
of the history and structure of the feast, as well as its most important literary
sources in order to better understand its background as a liturgical celebra-
tion that emerges exclusively from the tradition of the Church rather than an
easily decipherable starting-point.

Surprisingly, the Entrance has been a subject of very few studies in the
field of Orthodox academic theology. As far as I know, only two major studies
exist, and neither of them in Western languages.®> Moreover, no extensive
study on the hymnography or homiletic aspect of this feast or its musical
tradition exists.®® The most authoritative and most significant studies on the

60  The feast is also celebrated on the same day in the Roman Catholic Church.

61  See Todung 2000, vol. 2, 17.

62  CkabamwraHoBuy 1916 and Avaotaciov 1959.

63  However, there are studies on the Theotokos that also briefly discuss the Entrance (Gam-
bero 1999, Toaung 2000, vol. 2, Seppéld S. 2010). Within the field of Byzantine musicolo-
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history of the feast for later generations of scholars are those by S. Vailhé and
E. Bouvy.** However, some of their conclusions regarding the history of the
Entrance are problematic, which will be noted later on in this chapter. The
most recent study on the feast written in English — dating from more than
seven decades ago (sic!) - is by Sister Mary Jerome Kispaugh.®> Later studies®
are usually based on these foundational works. Additionally, the history and
sources of the theme of the Entrance have also been discussed briefly by J.
Lafontaine-Dosogne in her study on Marian iconography.®’

1.4.1. NARRATIVES AND SOURCES

The narrative of the Entrance, as presented in hymnography, is based on apoc-
ryphal prototypes. The oldest and most important source is the Protoevange-
lion of James (hereafter referred to as Prot. Jas.), but also other later narratives
exist. Among the most important of these are the Lives of the Virgin by Epipha-
nios of Kallistratou and Simeon Metaphrastes, the Life of the Theotokos by John
Geometres. Other significant narratives include the Georgian Life of the Virgin
(attributed to Maximos the Confessor), and the Gospel of Pseudo-Matthew, a
Latin narrative on the life of the Theotokos. There are also other narratives that
refer to the events of the Entrance, most importantly in the Syriac, Georgian,
Armenian, and Ethiopian traditions,”® as well as in the Quran,® but it is out-
side the scope of this study to provide a detailed analysis of them”

gy, I am not aware of any studies. The hymns of the Entrance in the Znamenny tradition
are presently being studied by Nadezhda Tschikunova (see Tschikunova 2012).

64  Bouvy 1902, Vaillhé 1903.

65  Kispaugh 1941.

66  See Jugie 1923; Chirat 1945.

67  Lafontaine-Dosogne 1964.

68  Evidently, the Prot. Jas. and Life of the Virgin are the most important Apocrypha for the li-
turgical development of the feast of the Entrance; thus, I have a excluded a more detailed
study of these texts. A comparison of these other apocryphal narratives to the Prot. Jas.
can be found in Lafontaine-Dosogne 1964, 136-137.

69  The tradition of the Entrance in Islam has been studied, in particular, by G. Dye (2012,
2014). He suggests that the verse 19:16 (/3875 Cics To8heics o 5sa 13 Tl o 18! oI
U3 is an implication of the Entrance and thus a parallel to the Prot. Jas. The verse men-
tionsthat Mary left her parents and went to a place in the east. According to Dye (2014, 6),
“infatti, il "luodo orientale’ ¢ il Templo di Gerusalemme - la Casa di Dio -, identificato con
Maria in molte tradizioni cristiane.”



www.tezaurlitur%ic.ro
26 INTRODUCTIO

The texts do not exclusively refer to the Entrance but to the life of Mary
in general, the Lives of the Virgin, for example, offering a complete biographic
narrative of the Theotokos. For this reason, they have also been examined in
the context with other themes of her life, not merely the Entrance.; the Prot.
Jas. In particular has been widely studied, as it constitutes the most author-
itative source for Mary’s birth and upbringing. I will now provide a cursory
overview of the aforementioned narratives in order to help us understand the
framework in which the hymnography, homiletics, and iconography of the
Entrance is situated.

Protoevangelion of James
The Prot. Jas. is a book of the New Testament Apocrypha,” dating from the
second century.”! As an Apocryphon, it does not have a place in the liturgical
life of the church - it is never read as such in the divine services — but it is
the only early narrative on the Entrance. As M. Cunningham points out, “in
the context of the late second century, however, the Protoevangelion is unique
among both canonical and apocryphal texts in its focus on the person of the
Virgin Mary.””

The Apocryphon deals with the family background, birth, and life of the
Theotokos. By contrast, the earliest extant Dormition narratives are written
centuries later.”” The name Protevangelium Iacobi was created by Guillamme

70  The term Apocryphon is usually used to describe texts outside the New Testament canon.
Often, they are considered somehow “suspicious” in their content. However, the fathers
often refer to the Prot. Jas. — as will be seen in chapter 2 of our study — and the text clearly
had a strong influence on patristic thought. It is, in the history of the Church, the most
influential Apocryphon and even more influential than many books in the Scriptures,
a fact that is demonstrated by the great number of Greek manuscripts in existence. To
quote Schneemelcher, “there are also works of this literature which are not ’heretical, but
were intended simply to supplement the canonical literature to serve for entertainment
and for edification” (New Testament Apocrypha: Volume One 1959, 64). For a critical
edition and a Greek text of the Prot. Jas., see de Strycker 1961.

71  The text has been widely studied. A good overview in English can be found by Cullmann
in New Testament Apocrypha: Volume One (1959, 370-388). Other relevant aspects of
the bibliography will be mentioned in later footnotes.

72 Cunningham 2011°, 164.

73 For a collection of the English translations of most the important Dormition narra-



www.tezaurlitur%ic.ro

INTRODUCTIO 27

Postel in the 16™ century. His theory was that the author of the book was
“most probably” James, the brother of the Lord, and the book was a source for
later, canonical gospels — thus the name Protoevangelium. The oldest name,
however, is merely “The Book of James.””* The part relating to the Entrance is
the following:

And when the child was three years old, Joachim said: "Let us call the undefiled
daughters of the Hebrews, and let each one take a lamp, and let these be burning,
in order that the child may not turn back and her heart be enticed away from the
Temple of the Lord’ And he did so until they went up to the Temple of the Lord.
And the priest took her and kissed her and blessed her, saying: "The Lord has mag-
nified your name among all generations; because of you the Lord at the end of the
days will manifest his redemption to the children of Israel

And he placed her on the third step of the altar, and the Lord God put grace upon
the child, and she danced for joy with her feet, and the whole house of Israel loved
her.

And her parents went down wondering, praising and glorifying the almighty God
because the child did not turn back. And Mary was in the Temple nurtured like a
dove and received food from the hand of an angel.”

The structure of the birth and entrance narratives corresponds to that of the
birth and dedication of Samuel in the Old Testament (1 Samuel 1-2), a point
which is emphasized by the fact that the respective mothers had the same
name.” This connection also offers some answers to the questions which have
arisen regarding the historical accuracy of the text.”” However, the historic-

74
75
76
77

tives together with a commentary, see Shoemaker 2002, 290-414. As S. Shoemaker (p.
76) points out, the Dormition traditions became widely popular among the Orthodox
church towards the end of the fifth century.

On the title, see de Strycker 1961, 208-216.

The English translation is by R. McL. Wilson, published in Schneemelcher 1991, 429.
See Smid 1965, 39-40.

For example, one of the most criticized facts in the Entrance narrative is that Mary slept
next to the ark. Both in 1 Sam 3:3 and 1 Kgs 3:3, however, there is a corresponding
passage that refers to Samuel sleeping in the temple next to the ark. Also, the historical
probability of the Entrance as a whole is often criticized, neither can similar practices be
found in the Scriptures. However, the Syriac text Apocalypse of Baruch (10:19) refers to a
tradition of virgins living and labouring in the temple of Jerusalem. (An English transla-
tion can be found in Charles 1896 or a more recent presentation in Bogaert 1969.) Also,
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ity of the Apocryphon was not the primary aim of the writer, rather, it was
mainly meant to convey a theological message; it may well have also been a
reaction to a controversy on the virginity of Mary, which most certainly was
a subject of dispute for the Jews.”

The origin of the text is not clear. For a long time, it was believed that the
Prot. Jas. was written by someone of non-Jewish ancestry outside of Pales-
tine.” However, the oldest form of the text (Papyrus Bodmer V) uses very few
Palestinian terms® and has fewer geographical problems than the later forms.
Nowadays, the general consensus is that the author was a Palestinian Jew,
and the geographical mistakes are the results of later copies being compiled
outside of Palestine.*

The dating of the Prot. Jas. has proved to be an easier task than the deter-
mination of the author. There are passages that conflict with the canonical
Gospels, while later revisions of the text seek to conform those sections to
those of the canonical Gospels. Thus, one can assume that the oldest forms
of the Prot. Jas. precede the canonization of the Scriptures. A suggestion for
a more precise date has been presented, based on the references by Justin
the Martyr.® The consensus is that the text can be dated somewhere between
150-200.%

The Prot. Jas., as mentioned earlier, had an honourable position in Byz-
antine theology.®* However, the early fathers were reluctant to use it directly

in the Jewish Haggadah tradition (Sefer haugadah 108), it is mentioned that during the
destruction of the temple, the virgins that weaved the temple curtain jumped into fire
and were burnt alive (the text can be found in Bialik & Ravnitzky 1987).

78  See Cunningham 2011, 165; for more discussion, see Elliott 2008, particularly 59-60.

79  Egypt (Strycker & Quecke 1961, 419-421) and Syria (Smid 1965, 35) were suggested as
the birthplace of this apocryphon.

80  For instance, the term {ovSaiot is used in the Prot. Jas. according to its original meaning,
referring more to geographic location as opposed to the Jewish ethnicity in general (see
Seppild 2010, 33 and Lowe 1981, 56-70).

81  See Lowe 1981, 60-62; Manns 1977; Horner 2004.

82  See Zervos 1994, 434.

83  This opinion is supported by the fact that both Origen (Commentary on Matthew 10.17,
in GCS 40.1, 21-22) and Clement of Alexandria (Stromata 7.16.93, GCS 52 [17], 661)
refer to it in their works.

84  See Bovon 2003, 236.
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even though it was widespread, both in Greek and in translations.*” The emer-
gence of the text in the kontakia of Romanos marks its official acceptance. He
often draws inspiration for his hymnography from this Apocryphon, which
Cunningham connects with the institution of the feast-days of the Theotokos.
By the early eighth century, that is, probably around the institution of the feast
of the Entrance, it had also become widely accepted within the homiletic tra-
dition.*® The Prot. Jas. influenced not only homiletics and hymnography, as I
noted above, but also iconography.*” The standardized Byzantine versions of
the events from the life of the Theotokos are drawn from the Prot. Jas.

The Greek and Georgian Lives of the Virgin

As S. Mimouni has noted, there is a group of texts dealing with the life of the
Mother of God that are considered by some to be apocryphal. Moreover, he
points out that these texts are an intermedial genre consisting of hagiography
and homiletics. The most important Greek versions of these writings began to
emerge from the late 8" century onwards, though earlier dates have been pro-
posed, as we will examine below. The role of the Lives was not only rhetorical,
but they were also apparently used as liturgical readings.®® In this study, it is
impossible to provide a detailed analysis of the texts that have, thus far, been
studied and edited to a lesser extent, but their presentation is nevertheless
important. As Mimouni affirms:

le dossier des Vies de la Vierge entretient détroites relations avec celui des Transitus
Mariae - expression qui englobe tous les textes apocryphes, hagiographiques, ho-
milétiques et hymnographiques concernant le sort final de Marie.*

85  Such as Syriac, Ethiopic, Georgian, Sahidic, Old Church Slavonic, Armenian and per-
haps Latin. See de Strycker 1961, 31-41; Testuz 1958; Schneemelcher 1991, 421-423;
Elliott 2004, 51-55.

86  See Cunningham 2011% especially 166-167.

87  See, for example, Lafontaine-Dosogne 1964.

88  For example, Shoemaker 2012, 161-164, provides a translation of an eleventh-century
manuscript from Mar Saba for the liturgical readings of the Georgian Life of the Virgin
throughout the whole year.

89  Mimouni 2011, 75.
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In order to proceed logically, I will start my overview from the earli-
est extant Life of the Virgin (excluding the supposed dating of the Georgian
Life which will be discussed below in detail), namely that of Epiphanios of
Kallistratou (dating from of 8" and 9" centuries).” This text can be found in
Migne’s Patrologia Graeca. At the beginning of his sermon, Epiphanios pre-
sents the previous literary history of Mary’s life, recognizing the fact that no
tull biography of the Theotokos has been composed.”

Epiphanios’s Life is the shortest of the texts presented here. This also
applies to his description of the events of the Entrance. The narrative does
not mention the dedication of Mary, as opposed to the Prot. Jas. Moreover,
the procession of the virgins is absent. Mary is received by Barach and Odae,
as opposed to the “standard” version of the narrative of the Entrance where
Zacharias, Barach’s son, is the protagonist of the high-priests. The text does,
however, mention that the family returned to Nazareth. They made a sec-
ond visit to the temple when she was seven years old; the child remained in
the temple only after this second visit. After this, Epiphanios’s Life describes
Mary’s virtuous life in the temple community. While residing in the tem-
ple, the Theotokos learned Hebrew through her reading of the divine Scrip-
tures and did handicraft. In addition, she took care of the temple and the
sanctuary, helping the priests and praying unceasingly. Before moving on to
her betrothal to Joseph, Epiphanios describes her holy characteristics, both
spiritual and physical beauty. These ideas were also transmitted to the later
narratives, sermons, and hymns that are studied during the course of the
present dissertation.”

90  An overall presentation of Epiphanios’s treatise and relevant discussion can be found in
Mimouni 2011, 89-94.

91 PG 120, 185-188.

92 See PG 120, 192-193, especially 192°-193*: To 8¢ ffog adTiig fv TOLODTOV- OEUVT] KoTd
T&vTa Kal OALYOAAAOG, TAXLTINKOOG, EDTIPOCTIYOPOG, AMappnoiaoTos Tpog mavta dvlpwrov,
AyéNaoTOG, &TApax0G, AOPYNTOG, €DTPOOKVUVNTOG, TIUNTIKY, TWHDOA Kol TPOoKLYODoQ
néavta &vOpwmov, dote Bavpaley dmavtag gig Ty cOveotv kal Thv Aatdy adTig: Thv RAkiay
péon- tvég 6¢ pacty avtiv mAéov Exev ToD pécov- ottoxpoog, avBobpiE, EavBouuatog,
eDOPOAANOG,  [HEAAVOPPUG, ETIPPLVOG,  HOKPOXELp, HAKPOSAKTUAOG, HAKPOTIPOGWTIOG,
X&prrog Belag kol dPAOTNTOG TEMANPWHEVT: ATVPOG, ACXNUATIOTOG, ABAaKOG, Tameivwaty
vnepParlovoav €xovoa. See chapter 2.2.5. for relevant discussion regarding the theme of
Mary’s ascetic lifestyle in the temple as presented in sermons and hymns.
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As I mentioned above, the dating of one particular narrative has recently
provoked a contentious debate. Some years ago, S. Shoemaker published an
English translation of the Georgian Life of the Mother of God, attributed to
Maximos Confessor,”® which made the text more accessible to scholars. A
critical edition of the text and a French translation had previously been pub-
lished by M. van Esbroeck.”* However, Georgian scholars were already aware
of the existence of the of the Georgian Life by the early 1900%.>> The text was
supposedly translated from the Greek original by a Georgian monk, Euthy-
mios the Hagiorite, around the end of the first millennium. The traditional
authorship of the text has been supported both by van Esbroeck and Shoe-
maker.”® Nevertheless, P. Booth has successfully argued for a later dating of
the text and has offered critical insight into van Esbroeck and Shoemaker’s
argumentation. In his critique, P. Booth proposes that the Georgian Life was
produced between. 900-c. 980s and that it draws its influence from both prior
apocryphal narratives and the homiletic tradition. Booth goes on to note that
this hypothesis remains hypothetical, but cannot be disproved as such.”’

Van Esbroeck also observed that the Georgian Life has close connec-
tions with other Greek Lives of the Virgin,”® most notably those by John the
Geometres (composed in 987-989) and Simeon the Metaphrast (c. 976—
987).” He argues that the Georgian Life, in its supposed original Greek form,
offered a source for these later narratives. However, Booth suggests that the
two Greek Lives, as well as the Georgian one, share a common source text that
remains unknown.'®

Let us briefly reflect upon the contents of the Georgian Life before mov-
ing on to the Greek versions of the 10" century. The events of the Entrance

93 Shoemaker 2012.

94  See van Esbroeck 1986.

95  The Georgian Life was discovered by Korneli Kekelidze at the beginning of the 20" cen-
tury (see Tarchnisvili 1955, 133-134, a German reproduction of Kekelidze’s gohmggoo
Q0h9MoGHIMOoL obHMMO0 S 1923). Later on, it was noted by Blake (1924, 423; 1925, 146).

96  Van Esbroeck 1988, 2006; Shoemaker 2011, 53-67.

97  See Booth 2015; especially pp. 197-203 for conclusions on the provenance of this text.

98  See van Esbroeck (1986, xix—xxx).

99 A more detailed description of these estimated dates of composing can be found in
Booth 2015, 183, footnote 134.

100 See Booth 2015, 183-197.
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are related broadly from chapter 5 to 13 of the work.'"” The narrative itself
does not offer anything striking in terms of concrete events as compared to
the Prot. Jas., but it develops the theological and typological significance of
the feast. The most remarkable feature is the use of biblical references, espe-
cially the description of a royal wedding in Psalm 44, which is typologically
analysed in chapters 5-9 of the Life.

Many of the typological interpretations in the Georgian Life correspond
to the theological analysis presented in the hymnography and homilies of the
feast, as chapter 2 will show. For example, in chapter 5 of the Apocryphon, he
interprets the prophecy of the virgins processing before the Theotokos, which
is based on Psalm 44, as not only a prophecy of the Entrance but also of all the
virginal souls that follow her.'” The author of the Georgian life also describes
her as being the monastic ideal, following the ideas of Epiphanios’s narrative:
“she was an expert in every good subject and filled with understanding [...],
she is dressed in strength and has been clothed by the one who became incar-
nate from her”'?

The correspondence between these ideas certainly shows that the Geor-
gian Life shares a common influence with the hymnographic corpus. How-
ever, as there is no credible proof that this text was, indeed, translated directly
from a Greek prototype, we cannot assume that the Georgian text would have
influenced the creation of the sermons and hymns researched in this study.

The Metaphrastic Life of the Virgin, one of the two Greek Lives of the 10™
century, was meant to be delivered as a homily on August 15 and has been
published in a critical edition.'” The passage on the events of the Entrance
is minimal, as neither a detailed description of the miraculous birth of the
Theotokos, nor the presence of Zacharias and the procession of women are
mentioned. The author merely states that Mary was brought up in the temple

101 See Shoemaker 2012, 39-45 for an English translation.

102 Compare this with the analysis in chapter 2.2.5.

103 Georgian Life of the Virgin 10 (van Esbroeck 1986, vol.1, 12: Bosbogho gmggqlo
LophyyoLo 3gmoobo o LogLg aneolbobyygomos Lodhnngao Bghogmomo
[...] d900mbo dogo o gohgdgohhyo dob dogh Omdgeo ogo dob 3ob
83063m0(3090©v); the English translation is from Shoemaker 2012, 43.

104 LatySev 1912, 345-383; for an introduction to the text and relevant discussion, see Mi-
mouni 2011, 101-105.
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in a manner that imitates that of Samuel, and that this was something extraor-
dinary for a woman.'®

The Life of John Geometres reflects a different genre in comparison to the
Metaphrastic Life, which follows a hagiographical style. It consists of a series
of orations that, in their entirety, have remained unedited until the present
day.’ The unusual character of John’s text has incited debate regarding the
literary history of the three, 10" century Lives. As Booth notes, it is impossible
to provide a definite answer at the moment. However, it is certain that these
texts did have common sources and are closely connected to each other.'””

In chapter 2, I will make reference to the aforementioned Lives when nec-
essary. It is important to note that I will also refer to the Georgian Life based
on the assumption that it does indeed follow a Greek prototype. However, it is
impossible to detect the hierarchy of the transmission of influences between
these “Apocrypha” and the hymnographic and homiletic corpus of the feast,
partly because the Life of John still remains unedited. The task becomes even
more difficult when considering the question of the provenance and author-
ship of the hymns of the Entrance, as discussed below in chapter 2.3. How-
ever, my aim is merely to point out the cross-fertilization between these gen-
res, not to offer a precise answer regarding which text influenced the other.'*®

Gospel of Pseudo-Matthew

The Prot. Jas. has been preserved as a Latin translation only in fragments, but
its contents must have been known in the West as well. In later years, several
popes forbade the use of the Apocryphon entirely.'” The contents of the Prot.
Jas., however, continued to spread among the people, and around the 8" or 9*
century these stories were compiled together with elements from the Infancy
Gospel of Thomas, into a Latin text called the Gospel of Pseudo-Matthew,"°

105 LatySev 1912, 348, section 2.

106 See Mimouni 2011, 94-101.

107 See Booth 2015, 183-197.

108 Regarding the homilies of George of Nikomedeia, Booth (2015, 177-183) provides a
valuable critique of the recent discussion of the relationship between his sermons and the
Marian narratives of his era.

109 See Schneemelcher 1991, 418.

110 The most famous edition of the text is Tischendorf 1853, 50-105; the text with a French
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hereafter referred to as Pseudo-Matthew. The negative attitudes towards the
Apocryphon, however, resulted in the adoption of the feast of the Entrance
only in the late Middle Ages.""" It is also noteworthy that the Latin tradition
does not have rich hymnography for the feast.

The narrative of Pseudo-Matthew does not greatly deviate from the Prot.
Jas. or the Life of the Virgin. Instead, there is a long passage that describes
Mary’s monastic lifestyle in the temple, as is the case in both Epiphanios’s
Life and the Georgian Life: “Erat quidem constans, immobilis, immutabilis, et
quotidie in meliora proficiens.”''?

In spite of the popularity of Pseudo-Matthew in the West, it must be noted
that it did not greatly affect the work of the Greek fathers or the creation of
the hymnography and homiletic tradition of the Byzantine celebrations of the
Entrance. Instead, the Prot. Jas. and the Lives of the Virgin remained the most
influential Apocrypha for the Byzantine writers. However, the proliferation
of Pseudo-Matthew shows the popularity of the traditions of the Entrance in
the West also.

1.4.2. HISTORY OF THE FEAST
I will now present the earlier research on the history and development of the
feast in Byzantine Christianity. The scope of my study does not allow a more
detailed analysis of its history, which would, indeed, be a very interesting sub-
ject for further scholarly examination.

As I previously mentioned, the most influential studies on the history of
the feast are by S. Vailhé'"”* and E. Bouvy,''* as their contributions have been
the primary references for most modern studies.'”® Bouvy suggests that the

translation can be found in Amman 1910, 272-339; the passage concerning the Entrance
together with a Modern Greek translation can be found in Todung 2000, vol. 2, 28-33.
For more history of the Pseudo-Matthew, see Schneemelcher 1991, 457-458, Libri de
nativitate Mariae 1997, 2-15, and Kapafi§omovlov 1999, 89-107.

111 See Laurentin 1959, 48-50: the feast was established in the papal chapel of Avignon in the
14" century, but did not lead to a wider acceptance of the feast until centuries later.

112 Evangelia apocrypha 1853, 62 (chapter 6). See the bibliography for editions of this Apoc-
ryphon.

113 Vailhé 1903.

114 Bouvy 1902.

115 Today, this dating is accepted, among others, by Tsamis (see Toaung 2000, vol. 2, 16).
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date of the feast, November 21, is derived from the dedication date of the Nea
church in Jerusalem, a great basilica built in honour of the Mother of God.
According to Bouvy, the close proximity of the Nea church to the ruined tem-
ple of Jerusalem must have created a clear remembrance of Mary’s dedication
in the temple. However, later on in the same article, he admits that the Church
could have been connected to the feast at a later date."'® Vailhé agrees with
Bouvy’s ideas and presents the exact date of November 21, 543 for the first
celebration of the Entrance, the day when the Nea church was consecrated.'”

This date, however, has been shown to be false, as the Armenian, Geor-
gian and Syriac Jerusalemite lectionaries from the same period do not men-
tion the celebration of the Entrance.""® The date was reconsidered by Kish-
paugh in her extensive study on the feast of the Entrance."” She points out,
along with other pieces of evidence, that Sophronios of Jerusalem mentions
the events of the Entrance in his homily written between 634 and 638, though
the homily is meant to be read on the feast of the Annunciation.'*® This sug-
gests that the feast was not yet established in Jerusalem as an independent
celebration.

The earliest precise evidence of the official celebration was, then, dis-
covered by Kishpaugh. Germanos I of Constantinople wrote two homilies
that were supposed to be read on the feast day of the Entrance.' Germanos
died either in 730 or 742,'* so the celebration must have become fixed before
this date, at least in Constantinople. According to the statement of Theodore
Balsamon in the 1100, the entrance was celebrated for the first time in Con-
stantinople in 730.'” Cunningham, basing her opinion on the emergence of
the homilies dedicated to this feast, suggests that it was, indeed, introduced

116 Bouvy 1902, 584, 586.

117 Vailhé 1903, 138-139.

118 See Renoux 1969-1971 (PO 35-36) for the Armenian lectionary; Tarchinischvili 1960 for
the Georgian lectionary; Lewis 1897 for the Syriac lectionary.

119 Kishpaugh 1941.

120 Kishpaugh 1941, 34-37.

121 The authenticity of his first homily is, however, disputed. This will be discussed more
in chapter 2.1., footnote 4. Lafontaine-Dosogne (1964, 28), referring to other authors,
confirms that the second homily is, indeed, authentic.

122 For details, see Oxford Dictionary of Byzantium 1991, vol. 2, 845-846.

123  Kishpaugh 1941, 30-31.
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in Constantinople during the early eighth century, but it would have been
recognized more widely during the ninth century.'** Furthermore, T. Anto-
nopoulou has claimed that the Entrance was re-introduced by Tarasios, one
of the homilists of the feast, after the first period of Iconoclasm.'*

The dating of the feast was reconsidered once more'*® in 1945 by Chirat.
He confirms that there is no reliable evidence prior to the homilies of Ger-
manos supporting the history of the celebration of the Entrance as a separate
feast.'”” Chirat also offers an explanation for the date upon which the Entrance
is celebrated. He agrees with Bouvy that the date must have been linked to the
inauguration of the Nea church, but, according to Chirat, this connection was
made later. He asserts that the inauguration of the Nea church on November
20 is related to the forefeast of the Entrance, which is celebrated on the same
day.’® A similar connection can be seen in the celebration of the inaugura-
tion of the church of the Holy Sepulchre in Jerusalem on the eve of the feast
of the Elevation of the Venerable Cross (September 14). This connection also
is made later.'® As Lafontaine-Dosogne has shown, the first clear instance of
the feast being designated for celebration on November 21 is found only in
the 9" century cod. 2 at St. Andrew’s Skete (Mt Athos), while the Palestinian
calendar does not mention the date until the 10" century.'* Chirat’s views
are the most tenable and I will follow him with regards to the dating of the
Entrance.”

Nevertheless, this does not mean that the event of the Entrance would
not have been celebrated as a part of other Marian festivities at an even earlier
date. The earliest celebration in the honour of the Theotokos is the “synaxis of
124 See Cunningham 2008, 26.

125 See Antonopoulou 1997, 165, footnote 24.

126 'There is also a more extensive study of the Entrance in Greek (Avactaciov 1959) but,
unfortunately, I was unable to find it.

127 Chirat 1945, 133. As the reader will note, there are no extensive, recent studies on the
history of the Entrance.

128 The dedication of the church can be found in an edition of an early Georgian lectionary

(7" or 8" ¢.?) edited by H. Gussen (1923, 38).

129 Chirat 1945, 132.
130 Lafontaine-Dosogne 1964, 29, 137.

131 Most contemporary scholars agree with this dating (see, for example, Carlton 2006, 103-
105; Cunningham 2011%, 174; Krausmiiller 2011, 228-229, especially footnotes 52-53).
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Mary” on December 26, dating from the early fifth century Constantinopoli-
tan calendar.”? In Jerusalem, however, the most important early festivities in
honour of Mary were concentrated around August 15, a date that was even-
tually connected with the Dormition of the Theotokos, the most significant
Marian feast in the contemporary Orthodox church. These celebrations were
later expanded to a five-day celebration, which allowed the commemoration
of several events in the Theotokos’s life, including the Entrance.'*” Thus, it
would be logical to assume that the celebration of the Entrance as a separate
feast started in Jerusalem, but, as mentioned earlier, this hypothesis is as yet
unsupported by direct evidence.

The fact that the themes of the Entrance were integrated into other forms
of Marian festivities is also confirmed by the homiletic and hymnographic
traditions. In homilies, the themes of the Entrance are already given impor-
tance indirectly in the writings of Gregory the Theologian (c. 330-390). He
emphasizes Mary’s purification prior to giving birth to Christ."** Also, he uses
the image of the temple in the temple,'> a common theme that is employed
later in the hymnography of the Entrance. Following Gregory the Theolo-
gian, Proklos of Constantinople (d. 446) continues the use of this imagery
in his disputes with Nestorius. In his homily, Proklos proclaims that Mary is
the “temple in which God became a priest.”*® His argumentation, however,
is not related to the events of the Entrance, but to Christological teaching on
a more general level. His verbal image of Mary as the temple had no direct
connection with the temple of Jerusalem, and it became a common feature
only through the adoption of the theme of the Entrance in hymnography on
a larger scale.

132 The date can be confirmed by reading the homilies of Proklos of Constantinople. They
were likely given on December 26 (see Constas 2003, 57-58, 193).

133 The most extensive overall presentation of the history of August 15 is Shoemaker 2002.
Another important study on the history of the Dormition’s dating is Ray 2000. Accord-
ing to Ray’s theory, the date is connected to the Jubilee calendar that commemorates the
conception of Isaac on that day, a type with Christological character (Ray 2000, 147).

134 See In Theophania 13, PG 36, 325

135 See Ad Nemesium, PG 37, 1565. See also chapter 2.2.1., footnote 40.

136 Constas 2003, 139. A more detailed presentation of the temple imagery in the Nestorian
controversy can be found in Carlton 2006, 115-125.
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The hymnography intended for the feast of the Entrance does not
precede the homiletic texts for the feast,'*” but the events of the Entrance are
mentioned in the kontakion of the Nativity of the Theotokos (September 8) by
Romanos the Melodist."*® The hymn could suggest that the celebration of the
Entrance themes is connected with the feast of the Nativity of the Theotokos.

1.4.3. LITURGICAL CONTEXT
The early typika include very little information on the celebration of the
Entrance. The typikon of the Great Church of Christ, dating from 10 or 11*
century in the manuscript Stavrou 40,"* reflects a more ancient liturgical tradi-
tion that dates from the 9" century. The passage mentions that the festivities on
November 21 were conducted in the church of Chalkoprateia, where the patri-
arch processed together with the believers from the Great Church of Christ.'*
The church of Chalkoprateia was a famous location for several Marian feasts.'*!
The Menologion of Basil I1, dating from c. 1000, mentions the celebration
of the feast on November 21 as well. However, this work is more of a synaxar-
ion rather than a menologion, and therefore gives no liturgical instructions.**

1.5. PRIMARY HYMNOGRAPHIC SOURCES

1.5.1.  PUBLISHED HYMNOGRAPHY

I restrict my use of the hymnographic corpus to the original Greek versions of
the Byzantine hymnography written for the feast. No translations into other
languages are included.'* Insofar as the repertoire of published hymnography

137  See chapter 1.5. below for a presentation of the hymnographic corpus and its authors.

138 Kishpaugh 1941, 29-30; for the text of the kontakion, see Carpenter 1973, 1-6. The En-
trance is mentioned in the 3™ (Joachim and Anna offer their daughter to God) and 5%
oikos (nourishment from the hand of the angel, dwelling in the Holy of Holies, proces-
sion of the virgins).

139 A critical edition, together with a French translation, is published in Mateos 1962.

140 Mateos 1962, 110.

141 See Janin 1969, 239-242.

142 See Il menologio di Basilio II, vol. 2 1907, 198.

143 Indeed, an interesting object of study would be the transmission of this hymnographic
material to other cultural surroundings; it is, however, too broad for this dissertation. I
hope to continue my research on this field in the near future.
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is concerned, I limit my research to the standard liturgical texts used today
in the services of the Entrance, including its forefeast on November 20 and
metheortia from November 22-25."** There is no complete critical edition of
the texts that has been made in accordance with academic criteria, and com-
piling such an edition is beyond the scope of this study.'*” Thus, the contem-
porary liturgical books used by the Greek Orthodox Church are the main
source for my corpus.'*

As certain hymns are attributed to particular authors, a detailed listing
will follow below. The most important author of the idiomela of the feast is
George of Nikomedeia,'"” while the kanons of the feast bearing the acrostic
Tewpyiov are attributed, according to Christ and Paranikas, to another hym-
nographer called George.'*® Idiomela are also attributed to two other authors,
namely Sergios Hagiopolites'® and Leo the Master'®. There is also kanon

144 For a short presentation of the hymnographic structure of the feast, see Carlton 2006,
105-106.

145 The compilation of the office manuals used by the Greek Orthodox Church today are,
also, critical editions; however, the process of their formation is not clear, and the se-
lection of sources is partly unknown. This problem was also recently pointed out by I.
Fountoulis; see ®ovvtovAng 2007, 11-25, for further discussion.

146 See footnote 154 below for an exact bibliography. Most of the printed stichera prosomoia,
kathismata, exaposteilaria and kanons also exist in the manuscripts that have been stud-
ied. However, idiomela are not usually included, except in PHB Ipeu. 227, which has
them in musical form.

147 George will be presented during the course of chapter 2; also his homilies for this feast,
as we will see, were influential.

148 See Christ & Paranikas (1871, 264); the identity of this other George is unknown.

149 Sergios was a monk who worked in the 9" century during the reign of emperor The-
ophilos (829-842) and composed idiomela, especially for the feast of the Nativity of the
Theotokos (see ITantaddémovog 1890, 253).

150 Leo was probably a hymnographer of the 11* century, writing idiomela for several feasts.
The reason for the epithet “Master” is unknown (see IlamadémovAog 1890, 260). He is
not to be confused with Emperor Leo VI, the author of a homily on the Entrance (see the
study of his homily during chapter 2).
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poetry attributed to Joseph'! and Basil;'*> however, the question of author-
ship in hymnography is a subject that requires a great deal of consideration

and much care.

153

The published hymnography of the feast consists of the following hymns

(tables 1-8):!%4

Table 1. Hymnography of the forefeast of the Entrance (November 20).>

Hymn

Melody type and echos

Author

Other information

Stichera kekragaria

Stichera prosomoia,

Unknown

The same stichera

of Vespers: 1** mode as the three first
1. Aapmadngopot (Automelon: stichera of the ainoi

napBévol Tov odpaviwv in the Orthros of the
2. "Enayyeliag TaypaTwy) feastday.

aylag
3. Enovpavig

Tpageioa
Doxastikon of the Idiomelon, No designation; The same text is
stichera kekragaria: | 4™ mode in Great Vespers of | sung as the second
Zfpepov 6 the feast it is sticheron of the Lite.
Beoywpnrog vadg accredited to George

of Nikomedeia.
151 Joseph, often referred to with the epithet “Hymnographer”, was born between 812 and

152
153
154

155

818 and died c. 886. Altogether, 400 works are attributed to him by Tomadakis; however,
these attributions are not certain. See Oxford Dictionary of Byzantium 1991, vol. 2, 1074;
Twpaddkng 1971, especially 273-285 for the attributions.

The identity of this Basil is unknown.

The question of authorship is studied more closely in chapter 2.3.1.

The description of the texts is rendered according to Mnvaiov tod Noeuppiov 1993,
323-346 (forefeast); 347-375 (feast); 376455 (afterfeast); this is also the source of all the
published hymns of the Entrance. The best English translation of the hymnography of
the feast is The Festal Menaion (1998, 164-198). Translations of the published hymnogra-
phy quoted in this study are my own, which I have done in order to provide a more literal
translation. If The Festal Menaion includes a translation of the hymn, my version is based
on this edition.

In this table, only the hymns that honour the Entrance are included; the hymns written
to the saints also celebrated on this day are excluded.
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Hymn Melody type and echos | Author Other information
Doxastikon of the Idiomelon, No designation; The same text is
aposticha of Vespers: | 4" mode probably sung as the third

AebTE TTAVTEG OL
ToTol

attributed to George
of Nikomedeia in
the service of the

sticheron of the Lite.

Great Vespers.
Proeortion 4™ mode Unknown
apolytikion: (Automelon:
Xapav Taxd mpokatdhape)
TpoUVNOTEVETAL
Kathisma of the first | 1* mode Unknown
stichologia: (Automelon:
Aivéoate mapBévor | Tod AiBov
oppayloBévtog)
Kathisma of the 4™ mode Unknown
second stichologia: (Automelon:
Aavid Taxd mpokatdAape)
npoodomoinoov
Kanon of the fore- 4" mode Joseph The alphabetic
feast (Heirmoi: acrostic is used
1. Avoifw 10 0TONA until the seventh
{ov ode, beginning each
3. Tov¢ oovg troparion with a new
buvoldyovg letter. The eighth
4. Ty ode includes an al-
averyviaotov phabetic acrostic as
5. 'E&éotn tat well, beginning each
ovUTaVTA colon with a new
6. T Beiav Tad TNV letter. The acrostic
7. Ovk é\dtpevoav of the ninth ode is
8. Axove Kopn IOXHO.
IapBéve ayvr
9. Amag ynyevng)
Mesodion kathisma: | 4™ mode Unknown
‘O vaodg Tod Ocod (Automelon:

KatemAdyn Twor¢)




www.tezaurlitur%ic.ro

42 INTRODUCTIO
Hymn Melody type and echos | Author Other information
Kontakion: 4™ mode Unknown
Evgpooivng (Automelon:
onuepov "Emepavng onpepov)

Oikos: Unknown
O OV amdvtwv
IMowmntng
Exaposteilarion: 2" mode Unknown
®e0d copiog (Automelon:
TEUEVOG Toi¢ MaBnraig
oLvENBwEV)

Stichera aposticha Stichera prosomoia, | Unknown
of Matins 1** mode
1. Aebte motol (Automelon: Tav

ovveABovTeg ovpaVIWY TAYHATWYV)
2. KaBamep dvon

motkiAa
3. EvtpemilécBwoav

moAau
Doxastikon of the Idiomelon, George of
aposticha of Matins: | 1* mode Nikomedeia

AyaliaoBw
OnUEPOV 6 0VPAVOG
dvwlev

Table 2. Hymnography of the Small Vespers of the Entrance

Hymn

Melody type and echos

Author

Other information

Stichera kekragaria:

1. "Ex tod Kvpiov
Aapovteg

2. ‘Htov Ayiwv
Ayia

3. 'Efavoryéobw 1y
TIOAN

Stichera prosomoia,
1** mode
(Automelon:

Tav ovpaviwv
TaypaTwy)

Unknown
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Hymn Melody type and echos | Author Other information
Doxastikon of the Idiomelon, Unknown
stichera kekragaria: | 4™ plagal mode
‘O Aawid
TPOAVEPWVEL GOL
Axpavte
Stichera aposticha: Stichera prosomoia, | Unknown
1. TToAau tod Tepod | 2™ mode
2. TapBévor v (Automelon:
ayvipv Oilkog to0 E@padi)
3. Aptov 1 Aoyikn|
4. (Doxastikon)
Dog o TO
TPNapTEG
Apolytikion: 4" mode Unknown
Zrepov NG (no automelon)
svdokiag Oeod 1O
TPOOI[LoV

Table 3. Hymnography of the Great Vespers of the Entrance

Hympn Melody type and echos | Author Other information
Stichera kekragaria: | Stichera prosomoia, | Unknown
1. Znuepov motol 1** mode
XOPEVOWEVY (Automelon:
2. Znuepov vadg o | Q tod mapadoiov
guyuyog Bavparog)
3. 2 1@V
IIpoent@v 16
Kijpuypa
Other stichera Stichera prosomoia, Unknown
kekragaria: 4" mode
1. Tov Ayiwv eig (Automelon:
Ayla Qg yevvaiov)
2. Al vedvideg
xaipovoat
3. InBopévn

omodekat
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Hymn Melody type and echos | Author Other information
Doxastikon of the Idiomelon, Unknown
stichera kekragaria: | 4™ plagal mode
Meta 10 TeXOfvai oe
Stichera of the Lite: | Idiomela, The first and the The second sticheron
1. AyoA\dobw 1¢ (the first sticheron) | second are attributed | is sung as the doxas-
onuepov 6 and 4™ modes to George of tikon of the kekraga-
ovpavdg dvwBev | (the two last stichera) | Nikomedeia; ria of the forefeast;
2. Znuepov 6 the third is not the third is sung as
Beoywpnrog vadg attributed. the doxastikon of
3. AedTe MavTeg ol the aposticha on the
Aaot same day.
Doxastikon of the Lite: | Idiomelon, Leo the Master
‘Enéapyev fuépa 1* plagal mode
XAPHOOVVOG
Stichera aposticha: Stichera prosomoia, | Unknown

1. Xaipet 6 o0pavog
Kal Y1

2. Avva 1y Oeia xapig
oapg

3. "Evdov év td®
Na® 100 Oeod

1* plagal mode
(Automelon:
Xaipolg AoKNTIK®Y)

Doxastikon of the
aposticha:
Zruepov Ta oTign
TV [Tiot@v
ovveABovTa

Idiomelon,
27 plagal mode

Sergios Hagiopolites
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Table 4. Hymnography of the Matins of the Entrance
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Hymn Melody type and echos | Author Other information
Kathisma of the first | 1* mode Unknown
stichologia: (Automelon:
Awaiwv 6 kapmog Tov tagov cov
JwThp)
Kathisma of the 4™ mode Unknown
second stichologia: (Automelon:
IIpd cuAAyews Ayvn | Katemhayn Toone)
Kathisma after 4™ plagal mode Unknown
the polyeleos: (Automelon:
Ayolidobw 6 To mpootaxdev
Aavid 6 DPVOYpAPOG | LLOTIKADG)
Verse and sticheron | 2" mode (verse) and | Authorship of the The sticheron is

after the Gospel: 4" mode (sticheron verse is unknown; sung as the second
hpepov O vaog O idiomelon) the sticheron is by sticheron of the Lite.
Euyrvyog George of

Zruepov O Nikomedeia.

BeoxwpnTog vaog

The first kanon 4" mode (Heirmoi: | George The acrostic until the

1. Avoifw 10 oTONA
{ov

3. Tolg oovg
buvoldyovg

4. Tryv
avekiyviaotov

5. 'E&éotn ta
ovpmavTa

6. T Beiav TavTnVy

7. Ovk é\dtpevoav

8. "Akove Kopn
[TapBéve ayvn

9. Q¢ ¢uyvxw Oeod
KPwTd)

seventh ode: X0 ti|v
xaprv, Aéomorva, T@
Aoyw 8idov.””* The
eighth ode has an
alphabetic acrostic;
the ninth ode is a
reversed alphabetic
acrostic, both
beginning each line
with a new letter.

156 'The letters N, X, A, P and I are included in the previously unpublished second mode of
the kanon (see table 9).
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Hymn Melody type and echos | Author Other information
The second kanon 1% mode (Heirmoi: Basil No acrostic.
1. Qudnv émvikiov
3. Zrepewdntw N
kapdia pov
4. 'Ev mvedpatt
npoPAEnwy
5. To gaewvov fuiv
gEavdarehov
6. Tov Ilpogntnv
Tovay
7. H kdpvog Zwthp
&dpoaileto
8. “Ov gpitTovotv
Ayyehot
9. Thv pwto@opov
Ne@énv)
Mesodion kathisma: | 4" mode Unknown
Avaponcov Aaid (Automelon:
KatemhdynIwone)
Kontakion: 4" mode (Automelon: | Unknown
‘O kaBapwtatog ‘O Vywbeig év @
vaog 1od Xwtipog Ztavpd)
Oikos: Taov Unknown
anoppntwv tod Oeod
Exaposteilarion: 2" mode (Automelon: | Unknown
“Hv mdAat Tuvaikeg
TIPOKATHYYEINE axovtioOnte)
Stichera of the ainoi: | Stichera prosomoia, | Unknown The first three
1. Aapmadneopot 1** mode stichera are sung as
napBévol (Automelon: stichera kekragaria of
2. 'Emayyehiag ayiog | Taov odpaviwv the forefeast.
3. 'Enovpavie TaypaTwy)
Tpageioa
4. "EfavoryéoBw ) toAn
Doxastikon of the ainoi: | Idiomelon, Leo the Master
Zhpepov 1@ Nad 2" mode

TPOCAyeTAL
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Hymn Melody type and echos | Author Other information
Stichera kekragaria: | Stichera prosomoia, | Unknown
1. ’Q 100 napadogov | 4th plagal mode

Bavpatog (Automelon:"Q
2. 'Ovtwg amapxiv | Tod mapadofov

eOnPOodeKTOV Badpatog)
3. Aebte HUOTIKDOG

ovvdpapwpev
Doxastikon of the Idiomelon, George of Sung as the first
stichera kekragaria: | 1* mode Nikomedeia sticheron of the Lite
AyaihacHo on Nov. 21.
OTjEPOV 6 OVPAVOG
dvwBev
Stichera of the Stichera prosomoia, Unknown
aposticha: 2" mode
1. Zruepov (Automelon:

YAAUIKDG Olkog 100’ E@padi)
2. 'Opog 10 vontov
3. ITVAag Tod iepod
Doxastikon of the Idiomelon, Leo the Master Sung as the
aposticha: 2" mode doxastikon of the
Znpepov T® vad ainoi on Nov. 21.
TPOCAayeTaL
Kathisma of the first | 1¥ mode Unknown Sung as the kathisma
stichologia: (Automelon: of the first
Aivéoate mapBévol | Tod AiBov stichologia on

oppaylobévrtoq) Now. 20.

Kathisma of the 4™ mode Unknown Sung as the kathisma
second stichologia: (Automelon: of the second

Aaid
npoodonoinoov

Taxd mpokatdAape)

stichologia on
Nov. 20.

157 'These tables include only the hymnography written to honour the Entrance; hymns to
saints celebrated on these days are excluded.
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Hymn Melody type and echos | Author Other information
Mesodion kathisma: | 1* mode Unknown Sung as the kathisma
Awkaiwy 6 Kapmog (Automelon: of the first
Tov tdgov oov stichologia on
JwThp) Nov. 21.
Exaposteilarion: 3" mode Unknown
‘H Sapahig 1) dpwpog | (Automelon:

"Ev tvebdpat @ Tepw)

Stichera of the stichoi

of the ainoi:

1. "Ev8ov tod iepod

2. ‘Pilng pév éx
Aavid

3. Ebye tiig iepag

4. Oocoe 10
TPLAAUTIEG

Stichera prosomoia,
2" mode
(Automelon:

’Otkog 100 Eppaba)

Unknown

The fourth sticheron
is the same as in the
aposticha of Small

Vespers on Nov. 20.

Table 6. Hymnography of November 23 (metheortia).

Hymn Melody type and echos | Author Other information
Doxastikon of the Idiomelon, George of The same sticheron
stichera kekragaria: | 4™ mode Nikomedeia is sung as the third

Agdte avTEG Ol

sticheron of the Lite

moTol on Nov. 21, but
with the word Aaoi
instead of moToi.
Stichera of the Stichera prosomoia, Unknown The last sticheron is
aposticha: 1** mode the same as the last
1. AmevexOnoovtat | (Automelon: sticheron kekragarion
QAaoKeL O Tov odpaviwv of Small Vespers and
Ogondtwp Aavid | Taypdtwv) the last sticheron of
2. KaBamep the ainoi on Nov. 21.
&vOn mowkila
nepLOpeYapLevoL
3. 'E€avoryéofw
1] TTOAN TOD

BetotdTov vaod
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1. "HpOn 10 t0d

2" mode

Hymn Melody type and echos | Author Other information

Doxastikon of the Idiomelon, Leo the Master The same sticheron is

aposticha: 1* plagal mode sung as the

‘Enéapyev fuépa doxastikon of the

XAPHOOLVOG Lite on Nov. 21.

Kathisma of the first | 1¥ mode Unknown The same

stichologia: (Automelon: Tov kathisma is sung as

Akaiwy 0 Kapmog TAYOV 0OV ZwTNP) the kathisma of the
first stichologia on
Nov. 21.

Kathisma of the 4" mode Unknown The same kathisma

second stichologia: (Automelon: is sung as the

ITpo cvAAYewg KatenmAdyn Twot|¢) kathisma of the

Ayviy second stichologia
on Nov. 21.

Mesodion kathisma: | 4™ plagal mode Unknown The same kathisma

AyoAidodw 0 (Automelon: is sung after the

Aavid 0 dpvoypagog | To mpootaxdev polyeleos on Nov. 21.

HVOTIK®G)

Exaposteilarion: 3 mode Unknown

ToD iepod oe (Automelon:

onuepov "Ev tvedpott ¢ igpw)

Stichera of the ainoi: | Stichera prosomoia, Unknown The third sticheron is

the same as the first

Qpaypod (Automelon: sticheron of the ainoi
2. "Hidov napBevikai | Oikog 100 Eppada) on Nov. 22.
3. "Ev8ov 100 igpod
Doxastikon of the Idiomelon, Sergios Hagiopolites | The same sticheron is
ainoi: 2" plagal mode sung as the
HUepoV Ta OTigN doxastikon of the
TOV TOTOV aposticha in Great

Vespers on Nov. 21.
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Table 7. Hymnography of November 24 (metheortia).

Hymn Melody type and echos | Author Other information
Doxastikon of the Idiomelon, Unknown Sung as the
stichera kekragaria: | 4™ plagal mode doxastikon of the
Meta 10 TeXOfvai o€ stichera kekragaria
of Great Vespers on
Nov. 21.
Stichera of the Stichera prosomoia, | Unknown The third sticheron
aposticha: 1** mode is sung as the second
1. Aedte gthéoptol | (Automelon: sticheron of the ainoi
TAVTEG Tav ovpaviwv on Nov. 21.
2. Awavoryéobwoav | taypdtwy)
ToAaL
3. 'Enayyehiog ayiag
Doxastikon of the Idiomelon, Unknown The same sticheron is
aposticha: 4™ plagal mode sung as the
‘O Aavid doxastikon of the
TPOAVEPWVEL OOL stichera kekragaria
Axpavte of Small Vespers on
Nov. 21.
Kathisma of the first | 4™ mode Unknown The kontakion of the
stichologia: (Automelon: forefeast (Nov. 20).
Evgpocivng "Enepavng onpepov)
onuepov
Kathisma of the 4" mode Unknown
second stichologia: (Automelon:
‘H apiavtog dpvdg KatemhdynIwone)
Mesodion kathisma: | 4" mode Unknown Sung as the kathisma
ITpo ovAAYewg (Automelon: of the second
Ayvny KatemAdyn Twot¢) stichologia on Nov. 21.
Exaposteilarion: 2" mode Unknown Sung as the
“Hv mdAau (Automelon: exaposteilarion on
TpoKaTIyyelle Tvvaikeg Nov. 21.

axovtiobnre)
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Hymn Melody type and echos | Author Other information

Doxastikon of the Idiomelon, George of Sung as the second

ainoi: 4™ mode Nikomedeia sticheron of the Lite

Znpepov 0 on Nov. 21.

BeoywpnTog vaog

Stichera of the stichoi | Stichera prosomoia, | Unknown The first is sung as

of the ainoi: 2" mode the last sticheron

1. ®@goe O (Automelon: of the aposticha of
Tphapég Oilkog to0 E@pafi) Small Vespers on

2. Pilng pév éx Nov. 21; the second
Aavid and third are sung

3. Ebye tiig iepdg
4. TIOAat @V
ovpavv

as the stichera of the
stichoi of the ainoi
on Nov. 22.

Table 8. Hymnography of November 25 (apodosis).

Hymn Melody type and echos | Author Other information
Stichera kekragaria: | Stichera prosomoia, | Unknown Sung as the stichera
1. Xnpepov motol 1** mode kekragaria of Great
XOpeVLOWUEV (Automelon: Vespers on Nov. 21.
2. Zfpepov vaog 6 | 'Q tod mapadoov
£uyuxog Bavdpatog)
3. 2V 1ov [Ipoentdv
TO KfpuyHa
Doxastikon of the Idiomelon, Unknown Sung as the
stichera kekragaria: | 4% plagal mode doxastikon of the
Merta 10 texOivai oe stichera kekragaria
of Great Vespers on
Nov. 21.
Doxastikon of the Lite: | Idiomelon, George of Sung as the second
Zruepov O 4" mode Nikomedeia sticheron of the Lite

BeoywpnTog vaog

on Nov. 21.
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Hymn Melody type and echos | Author Other information

Doxastikon of the Idiomelon, Sergios Hagiopolites | Sung as the

aposticha: 2" plagal mode doxastikon of the

Zrpepov & aposticha of Great

oTipn TOV MoTOV Vespers on Nov. 21.

ovvelBovTa

Kathisma of the first | 1* mode Unknown Sung as the kathisma

stichologia: (Automelon: of the first

Awdiwv 6 kapmog Tov tagov cov stichologia on
Xwthp) Nov. 21.

Kathisma of the 4" mode Unknown Sung as the kathisma

second stichologia: (Automelon: of the second

ITpo ovAAYewS KatenAdyn Twor¢) stichologia on

Ayviy Nov. 21.

Kathisma after the 4™ plagal mode Unknown Sung as the kathisma

polyeleos: (Automelon: after the polyeleos on

AyolidoBw Aavid | To mpootaxBev Nov. 21.

O DVOYpAPog HVOTIK®G)

Mesodion kathisma: | 4™ mode Unknown Sung as the kathisma

‘H apiavtog apvag (Automelon: of the second
KatemhaynIwone) stichologia on Nov. 24.

Exaposteilarion: 3" mode Unknown Sung as the

Tod Tepod oe (Automelon: exaposteilarion on

onuepov "Ev ivedpatt 1@ Tepd) Nov. 23.

Doxastikon of the Idiomelon, Leo the Master Sung as the

ainoi: 2" mode doxastikon of the

Znuepov T® vad
TPOCAyeTaL

ainoi on Nov. 21.

1.5.2.

UNPUBLISHED HYMNOGRAPHY

In addition to the hymnography published in contemporary liturgical books,
there is a certain amount of unpublished texts. I have decided to include these
hymns in my study in order to achieve a more complete image of the hymno-
graphic corpus related to our case study. The unpublished kanons in particu-
lar offer important insights into the theological understanding of the feast of

the Entrance.
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All the unpublished hymnography that I was able to find in early manu-
scripts is presented together with its English translations in Appendix I. The
texts are by no means critical or comparative editions, but, instead, are based
on single manuscripts from the 10" to 12 or 13" centuries. Each text will be
organized according to its manuscript source. The manuscripts covered in
this study are the following:

Russian National Library, St. Petersburg:

PHB Ipeu. 227: Menaion of the church year, divided into four volumes; the Menaion of Novem-
ber is included in volume I. Musical arrangements in an early form of Middle Byzantine nota-
tion of idiomela appear in places alongside the text. This is the only such manuscript in this
corpus, which dates from 12% or 13" century.!**

Library of the Holy Monastery of Filotheos, Mt. Athos, Greece:
Ath. Filoth. 28: Menaion of November. The manuscript dates from the 12* century."*

Library of the Holy Monastery of St. Catherine, Mt. Sinai, Egypt:
Sinait. gr. 566: Menaion of November, 11 century.

Sinait. gr. 567: Menaion of November, 12" century.

Sinait. gr. 568: Menaion of November, 11" or 12 century.
Sinait. gr. 569: Menaion of November, 11" century.'®

Sinait. gr. 570: Menaion of November, 11 century.

Sinait. gr. 572: Menaion of November, 11 or 12 century.!¢!

French National Library (Bibliothéque nationale de France), Paris:
Paris. gr. 259: Menaion of November, 12" century.'®

158 The dating of the PHB and Sinaite manuscripts is based on Huxndoposa 2012, 139; 140.
Nikiforova’s volume is an excellent study of the development of the Menaia from the
point of view of the Sinaite manuscripts.

159 This dating is based on the information provided in the microfilms of the Vlatades mon-
astery library, Thessaloniki, Greece.

160 Sinait. gr. 569 included no unpublished material compared to other manuscripts. Thus,
there are no edited texts from the manuscript included in this dissertation.

161 In addition to Nikiforova (see footnote 158 above), the dating of the Sinaite manuscripts is
confirmed in Checklist of Manuscripts in St. Catherine’s Monastery, Mount Sinai 1950, 8.

162 The dating is based on the description of the manuscript in the online database of the
French National Library.



www.tezaurlitur%ic.ro
54 INTRODUCTIO

As far as I know, these manuscripts include all the unpublished hymnography
for the feast of the Entrance from the respective centuries, though, it is not
improbable that more could be found. The discovery of these hymns together
with the exploration of the early manuscript tradition has enabled the publi-
cation of these texts in this dissertation. Most of the hymns do not include an
attribution of authorship. The question of authorship will be discussed briefly
later in this study.

Kanon poetry

The appendix includes a total of five kanons, one of which is already pub-
lished in AHG (3, 30);'%* however, no translations are provided, so I decided
to publish the text together with its English translation for ease of reference.
The following table (9) lists the unpublished kanons:

Table 9. Unpublished kanons for the feast of the Entrance.

Description of the Echos and heirmoi | Manuscript source Other information
kanon
27 ode of the first 4™ mode Sinait. gr. 567, An additional ode
kanon of the Feast. | (Heirmos: f. 150"-151"~ of the published first
Incipits of the "I8ete, (dete OT1) kanon of the feas-
troparia: tday (see table 3).
- Nov The same ode exists
TOPATPEXOVOL in Sinait. gr. 570
- Xaipovoa and 572.
onfuepov
- Aylov yévvnpa
- ‘Papdov
Suvdpewg
- "I8ete, 1dete 6T

163 See a more detailed description of the publication in Appendix I, footnote 1.
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Description of the Echos and heirmoi | Manuscript source Other information
kanon
Kanon of the 1** mode Sinait. gr. 570, Already published in
forefeast (Heirmoi: f. 70-71". AHG 3, 30; the same
1. Zob 1 kanon can be found
Tpomatodyog in PHD Ipeu. 227,
Sefld f. 142v-143",
3. 'O povog eidwg Acrostic in the
TG TOV Ppot@v theotokia:
4. "Opog oe 11} xdpitt Tewpyiov.
5. O gwrtioag i
ENGuyetl
6. ExbkAwoev nuag
7. & vonTtiv
Oe0TOKE KAWULVOV
8. 'Ev kapivy maideg
9. TOMmog TG dyvic)
2" ode of the 2nd 1** mode Sinait. gr. 570, The same ode exists
kanon of the feast. (Heirmos: £. 79 in Sinait. gr. 572.
Incipits of the IIpooxes Q)
troparia: QWVTj Hov)
- Avva 1} Beogpwv
- Aéyov Zaxapia
- Kpobwv v
KIvvopay
- Aopa t@®v
AoUATWY
- Tldtep
IMavtokpatop

- Amavteg TO Xaipe
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Description of the
kanon

Echos and heirmoi

Manuscript source

Other information

Kanon of the feast

1** mode

(Heirmoi:

1. XptoTog yevvatat

2. "I8ete, 10ete 6T
£y elpl 0 Oeodg

3. Tav npodv
aloveov

4. PaPdog ¢k Tiig
ping

5. ®edg @v eipnvng

6. ZmAdyxvwv
Twvav

7. Ol taideg
evoePeiq

8. ®avpatog
DIEPPLOVOL

9. MvoTtrptov
Eévov)

Sinait. gr. 570,
f. 827-84",

Alphabetic acrostic
in the 9" ode’Twor|¢,
which suggests
authorship.

First unpublished
kanon of the feast

4™ mode

(Heirmoi:

1. ®aldoong 1o
¢puBpaiov

2. Adpev
peyahoobvny t@
BOed

3. Edgpaivetau émi
oot

4. 'EnapBévta oe

5. 20 Kopié pov pig

6. ®Vow ool PeTd
QwViic aivéoewg

7. Ev 11} kapivw
Appaday

8. Xeipag
EKTIETAOAG

9. AiBog
AXELPOTUNTOG

Paris. gr. 259,
f.210"-213"

Acrostic:

‘Avot&ov fiv Tdg
noAag oov TTapOeve.
Tewpyiov(w).
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Description of the
kanon

Echos and heirmoi

Manuscript source

Other information

Second unpublished
kanon of the feast

3" mode

(Heirmoi:

1. @avpaotog
£vdokwg

2. 1600 i6oD Aadg
{ov

3. ZtepewdnTLyoxi

4. Axorv aknkoa
QPIKTIV

5. To g@g oov
TO AvEoTEPOV
Xplote

6. BvBog pot tov
nabdv

7. Q¢ Xpvgog év
Xovevtnpio

8. Tov év cogia
Kat’ apxag

9. Tliwg oe
pakopiowpev

Paris. gr. 259,
f. 215%-218".

Acrostic in the
theotokia:
Tewpylov.

Kanon of the
afterfeast

2" mode

(Heirmoi:

1. Aedte Aol

3. Xtepéwoov fudg

4. Eioaxnkoa Kvpte,
Yuvd oe dxory
yap Kope

5. 'O 100 pwTOg
XOPNYos

6. 'Ev 4pooow
TMTALCUATOV

7. Eikdvog xpuofig

H 1oV év kapivw

9. Tov ék Oeod
Beov Adyov

o

Paris. gr. 259,
f. 220"-224".

Acrostic in the
theotokia:
Tewpyiov.

The kanon also
includes troparia
for the saints
commemorated on
the same day; these
are not included in
my edition.
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As demonstrated in the table, four of these kanons are attributed to an author
bearing the name George, while the kanon of the feast in Sinait. gr. 570 is
attributed to Joseph. The authorship of hymns, based on the acrostics, is not
always verifiable. We could assume, however, that George of Nikomedeia is
indeed the author of some of the unpublished kanons. The four kanons differ
in style, so it is unlikely that they were all written by the George to whom
Paranikas and Christ attribute the first kanon of the feast.

What, then, is the reason that the unpublished kanons did not become
widely used in liturgical life, were not copied in later manuscripts, and, later
on, not used in the printed liturgical books of the Greek Orthodox Church?
I think that, in some cases, the reason is purely practical. For example, the
second unpublished kanon of the feast in Paris. gr. 259 has such rare heirmoi
(or model melodies) that they were probably not familiar to most chanters.
In the same manuscript, the kanon of the afterfeast exhibits a unique struc-
ture, inasmuch as several commemorated saints are integrated into the same
kanon. This practice did not become popular, as we can see from contempo-
rary liturgical books, as kanons were usually written for one particular saint
or event. Additionally, in later liturgical practices, afterfeasts do not have their
own kanons, but, rather, the kanon of the feast is sung throughout the entire
festal period.

In the case of the other kanons, however, it is not so simple. One reason
is that the published kanons in liturgical books are more widespread in the
manuscript tradition. However, the kanon of the feast, published in Sinait.
gr. 570 and written according to the heirmoi of the kanon of the Nativity of
Christ, implies a liturgical practice that is also used in our contemporary era.
The katabasiai of the Nativity are sung from this feast onwards. On great
feasts, katabasiai are, in most cases, sung according to the heirmoi of one of
the kanons. Today, in the feast of the Entrance, this is not the case. Neverthe-
less, there might be some connection between this kanon and the practice of
singing those katabasiai.

Other hymnography
I'wasalso able tolocate some other hymnography that is based on the automelon-
prosomoion system. However, no unpublished idiomela were found (Table 10).
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Table 10. Other unpublished hymnography for the feast of the Entrance.

Hymn Echos and melody type | Manuscript source More information
Oikos: Oikos, Ath. Filoth. 28, Sung on the forefeast
‘Ev Tf] tpopntopikf] | 4™ mode f. 136" on Nov. 20; see the
NUOV eikDVY detailed description
in Appendix L.

Exaposteilarion: 2" mode Ath. Filoth. 28, Sung on the forefeast
‘Hupépav npoeoptiov | (Automelon: f. 1407 on Nov. 20.

Tuvaikeg

axovtiobnke)
Sticheron Sticheron prosomoion, | Sinait. gr. 567, An additional
kekragarion: 4" mode f. 146"-147" sticheron for the
Qg moAvTIpHOV (Automelon: set of three stichera

onuepov Qg yevvaiov) kekragaria on Nov. 21.
Stichera: Stichera prosomoia, Sinait. gr. 568,
1. AydMeoOe 4™ mode f. 80v-81*
onuepov (Automelon:
2. Ev@pdavOn 1@ Ebgpaivecbe
TVEDpATL Sikator)

3. 'O vaog 6 ylog

Stichera:

Stichera prosomoia,

Sinait. gr. 570,

1. TapBévol 4" mode £.77"-78"
gEdpyovat (Automelon:

2. Aawid o "ESwkag onueiwotv)
Be6mVELOTOG

3. Znuepov 1
Tpamnela

Stichera: Stichera prosomoia, Sinait. gr. 570,

1. ‘H moAvwvupog 1** mode f. 78
Kopn (Automelon:

2. AiBeold&evtot Tov odpaviwv
TIAGKEG TaypaTwy)

3. 'Ex 100 Kvpiov
Aafovteg

4. Tiv Tod Kvpiov
Mnrtépa
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Hymn Echos and melody type | Manuscript source More information
Sticheron: Sticheron prosomoion, | Sinait. gr. 570,
‘H xdpig oov 1* mode f.78
(Automelon:
TTavevgnuot
HApTLPEG)
Stichera: Stichera prosomoia, | Sinait. gr. 570, The same stichera

1. ‘Ote &vetébn 1@
Oe®
2. O1e év 1@ olKW

2" mode
(Automelon:

"Ote £x 0D EOAOV)

f. 79

can be found in
Paris. gr. 259, f. 219",

ToD Oeod
Sticheron: Sticheron prosomoion, | Sinait. gr. 570,
ITaoat vogpal 2" plagal mode f. 79
(Automelon:
Al dyyehikat)
Apolytikion (?): 4™ mode (?) Sinait. gr. 572,
Shpepov 1 f. 56"
BeoxwpnTog oknvy
Exaposteilarion: 3 mode Paris. gr. 259,
Q¢ Oeopntopa (Automelon: f.218
TavTa Tatnp edg
AavaAloiwtog)

The authorship of these hymns, as is the case for all the published prosomoia,
is unknown. The reason for the disappearance of these hymns from the later
tradition is, it seems to me, purely for practical reasons. There was a larger
repository of prosomoia than the liturgical structures of Vespers and Orthros
required.

The basis of my intertextual analysis, especially in chapter 2, is based on
this hymnographic corpus, both published and unpublished. In the following
chapters, I will simply refer to the titles of the texts. Unpublished material can
be found in Appendix I and published material in all contemporary Greek
Orthodox Menaia.'** Let us now move on to an analysis of the interaction
between hymnography and the homiletic textual tradition in the feast of the
Entrance.

164 In the present dissertation, the repertoire of published hymnography is always quoted
from the source mentioned in footnote 154 above.
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2.
HYMNOGRAPHY AND
THE HOMILETIC TRADITION
IN INTERACTION

This chapter is dedicated to the intertextual study of the hymnographic cor-
pus of the Entrance in context with patristic teaching. The aim of this analysis
is to discover the structures and mechanisms of exegesis in the texts related
to this feast and, thus, acquire a deeper general understanding of the exeget-
ical methods used in hymnography. The material examined is mainly drawn
from the homiletic corpus of the feast, though some is also from Apocrypha,
primarily the Prot. Jas. and secondarily the Lives of the Virgin.

Following the introduction of the corpus of Byzantine homilies dedi-
cated to the Entrance, the chapter is divided into two main sections. In the
first section, I aspire to conduct a detailed intertextual analysis of typologies,
allegories, symbols, and metaphors found in the hymnography of the feast.
In the second section, I seek to establish some guidelines for the study of the
interrelations between the hymnographic and homiletic genres of literature,
as well as an attempt to interpret the various exegetical layers of hymnography.

2.1. AN INTRODUCTION TO THE HOMILETIC TRADITION OF THE
FEAST

As we previously noted, the first reliable evidence of the feast of the Entrance
as a separate liturgical celebration can be found in the homilies of Germanos
of Constantinople. Thus, if we assume that most of the hymnography of the
feast within the hymnographic corpus — the majority of which is used today
in Greek Orthodox services — was created during the 9" and 10™ centuries,’ a

1 The dating of the hymnographic corpus of the Entrance is discussed in detail in chapter 1.5.
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part of the Entrance’s homiletic tradition preceded or was at least contempo-
rary with the composition of the feast's hymnography.

In this study, I have restricted myself to examining only the Greek hom-
ilies delivered on this particular feast. Many Byzantine homilies on the Nativ-
ity of the Theotokos also treat her Entrance into the temple more or less as
a marginal theme,? but the systematic exploration of these texts would have
been far beyond the scope of this dissertation.’ The homilies on the Entrance
can be roughly divided into two categories: the first consists of sermons that
precede or were written contemporaneously with the hymnography, while the
second contains homilies that were written after the creation of the feast’s
hymnography. The chronological boundary for my selection of these homilies
is the fall of Constantinople in 1453. Thus, the last author is George (Genna-
dios) Scholarios. The homilies are presented below according to the chrono-
logical order of the authors:

Homilies before and during the creation of the hymnography of the Entrance (8" to 9" centuries)
Germanos I of Constantinople:*

Homily 3: In praesentationem sanctissimae Deiparae I (PG 98, 292-309)°

Homily 4: In praesentationem sanctissimae Deiparae IT (PG 98, 309-320)

2 For instance, see Andrew of Crete’s first homily on the Nativity of the Theotokos (Enco-
mium in nativitatem sanctissimae Mariae, PG 97, 805-820; for an English translation, see
Cunningham 2008, 71-84).

3 For a short listing of the preceding homiletic tradition with references to the Entrance,
see Lafontaine-Dosogne 1964, 29.

4 Germanos was born between 630 and 658 and died in 730 or 742. He was the patriarch of
Constantinople from 715 to 730. For details, see Oxford Dictionary of Byzantium 1991,
vol. 2, 845-846.

The authenticity of the first homily is, however, disputable. As Cunningham (2011,
174-175, footnote 58) notes, H.-G. Beck (1959, 474-474) accepts the authenticity of both
of the homilies, while both she (2008, 39) and D. Krausmiiller (2011, 229 and n. 57) doubts
the authorial ascription of the first, basing their opinions on the linguistic differences with-
in the language of the homilies known to have been written by Germanos. The first homily
is much more complex in its style and neologisms. Since the question of the authorship of
this homily is not yet confirmed, I will continue to refer to it as a homily written by Ger-
manos. In the quotations of his homilies, I use the recent English translation by Cunning-
ham (2008, 145-172). For more information on Germanos’s literary style, see List 1939.

5 For the BHG and CPG numbers, as well as for more recent editions, consult the bibli-
ography of this dissertation. During the course of this study, I refer primarily to Migne’s
editions in PG, since they are easily available.
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Tarasios of Constantinople:®
In sanctissimam Dei Matrem in templum deductam (PG 98, 1481-1500)
George of Nikomedeia:’
Homily 5: In sanctissimae Dei Genitricis ingressum in templum I
(PG 100, 1401-1420)
Homily 6: In sanctissimae Dei Genitricis ingressum in templum IT
(PG 100, 1420-1440)
Homily 7: In sanctissimae Dei Genitricis ingressum in templum III
(PG 100, 1440-1456)
Leo VI, Emperor of Rome:®
Homily 2: In beatae Mariae praesentationem (PG 107, 12-24)

Homilies after the creation of the hymnography of the Entrance (11" to 15" centuries)
Theophylaktos of Ohrid:*

In praesentationem beatae Mariae (PG 76, 129-144)
James of Kokkinobaphos:*

Homily 3: In praesentationem sanctissimae Deiparae (PG 127, 600-632)"
Neophytos Enkleistos:'*

In ingressum beatae Mariae Virginis in Sancta Sanctorum (PO 16, 526-538)
Gregory Palamas:*?

Homily 52 (Tpnyopiov tov ITaAapd dravta ta épya 1986, vol. 11, 237-258)

Homily 53 (Ipnyopiov tov ITaAapd dravta ta épya 1986, vol. 11, 259-348)

6 Tarasios (c. 730-806) was the patriarch of Constantinople (784-806). This is his only
preserved homily. See Oxford Dictionary of Byzantium 1991, vol. 3., 2011.

7 George of Nikomedeia’s date of birth and death is unknown, but he was the metropolitan
of Nikomedeia from c. 860. See Oxford Dictionary of Byzantium 1991, vol. 2, 838.

8 Leo (866-912) was the co-emperor (870-886) and, later, the emperor (886-912) of Con-
stantinople. See Oxford Dictionary of Byzantium 1991, vol. 2, 1210.

9  Theophylaktos (c. 1050-after 1126) is sometimes also called “Theophylaktos of Bulgaria”
His surname was Hephaistos. Oxford Dictionary of Byzantium 1991, vol. 3, 2068.

10  James, referred to as Kokkinobaphos, was a monk of an unidentified monastery; he is believed
to have lived in the 12% century. See Oxford Dictionary of Byzantium 1991, vol. 2, 1031.

11 This homily is spurious. It is almost identical to George of Nikomedeia’s 5" homily, with
the exception of a new incipit. Thus, it will only be referred to during the course of this
study when it deviates from George’s text.

12 Neophytos (1134~ after 1214) was a monastic author who lived in Cyprus. See Oxford
Dictionary of Byzantium 1991, vol. 2, 1454-1455.

13 Gregory (c. 1296-1359) was the archbishop of Thessalonica (1347-1359). See Oxford
Dictionary of Byzantium 1991, vol. 3, 1560.
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Gregoras Nikephoros:'

Homily on the feast of the Entrance
(M3BecTus pycckaro apxeonornyeckaro MHCTUTyTa B Koncranrunonosne 1906,
vol. 11, 280-294)

Isidoros Glabas:*®

Homily 2: In praesentationem beatae Virginis Mariae (PG 139, 40-72)

George (Gennadios) Scholarios:'

In festum ingressus beatae Virginis Mariae in templum (PO 19, 513-525)

The homiletic tradition of the feast is, however, much more expansive.'” I
have been compelled to exclude an extensive portion of the sermons due to
the lack of available printed editions, since a study of all the possible manu-
scripts would have been too time-consuming for the purpose of this disserta-
tion. Nevertheless, it seems to me that the number of homilies and the variety
of their styles is enough for a preliminary study of the exchange of influences
between these two literary genres. I do not aspire by any means to conduct
an exhaustive analysis, but rather to establish a starting point for this kind of
study in the context of the Entrance.

14

15

16

17

Gregoras was a historian and polymath, born in ¢. 1290/1 or 1293/4 and died between
1358 and 1361. See Oxford Dictionary of Byzantium 1991, vol. 2, 874.

Isidoros (1341/2-1396) was the metropolitan of Thessalonica (1380-1384 and 1386-
1396). See Oxford Dictionary of Byzantium 1991, 852.

Gennadios IT Scholarios, baptized as George, was born between 1400 and 1405 and died
c. 1472. He was the Patriarch of Constantinople (1454-1456, 1463, and 1464-1465). See
Oxford Dictionary of Byzantium 1991, 830.

The BHG also lists the following unpublished homilies: Andrew of Crete (BHG 10899, 1093,
11105 1111¢, 1140°), Anthony of Larissa (BHG 1089), anonymous (BHG 1076", 1076", 1077,
1104°, 11128, 1105P), Basil of Philippoi (BHG 1092¢), John Gabras (BHG 1092°), George of
Nikomedeia (BHG 1144), Euthymios (BHG 1129), Nicholas Mesarites (BHG 1128), Neo-
phytos Enkleistos (BHG 1085", 1086"), Neilos of Rhodes (BHG 10927, 1092°), Peter of Argos
(BHG 111°) and Michael Psellos (BHG 1107"). A published homily of Theodore the Studite
also exists (BHG 1104°), but I did not succeed in tracing the text to its source.

L. Brubaker and M. Cunningham (2007, 243-244; especially footnotes 49-50) have
pointed out the importance of eliminating texts previously viewed as unedited but authentic
homilies. They demonstrate this with the three unpublished homilies on the Entrance that are
attributed to Andrew of Crete but are copies of George’s 4" homily on the Entrance with new
incipits. Similarly, the CPG 8202 homily, attributed to Andrew of Crete on the occasion of the
Entrance, is actually a part of his Nativity homily in PG 97, col. 816" onwards.
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The chronological division of the sermons is also for stylistic purposes.
The earliest homilies by Germanos, George of Nikomedeia, Tarasios, and Leo
have a more panegyrical and poetic character and are much closer to a liter-
ary genre in terms of hymnographic style. On the other hand, the later por-
tion of the homiletic tradition, most importantly the two extensive homilies
by Gregory Palamas, represent a more dogmatic and analytical style, and the
language is strikingly different and more prosaic than in hymnography.'®

The most interesting homilies for the purposes of this study are the ser-
mons of the first aforementioned group, primarily because of their stylistic
similarity and chronological proximity to the hymnographic corpus. As for
the second group, the most significant orations are that by Theophylaktos,
a detailed presentation of the typological and moral aspects of the feast, and
Homily 53 by Gregory Palamas, a powerful manifest as presenting the The-
otokos as a hesychast par excellence. This being the case, the study is based
primarily on these homilies, while references to others are made when
appropriate.

2.2. TYPOLOGICAL, ALLEGORICAL, METAPHORICAL, AND
SYMBOLIC IMAGES OF THE ENTRANCE THROUGH HYMNO-
GRAPHY AND HOMILETICS: AN INTERTEXTUAL ANALYSIS

The hymnographic corpus of the Feast of the Entrance includes many typo-
logical, allegorical, metaphorical, and symbolic' expressions referring par-

18  If the authorships of the unpublished homilies are accurate, they can also be divided into
these two groups: the first includes, for instance, Andrew of Crete (even though some of
his homilies have already been proved to be inauthentic), George of Nikomedeia, Euthy-
mios (even though the authenticity of his homilies has been doubted too; see Cunning-
ham 2011°, 90, footnote 35), Peter of Argos and Michael Psellos, while the second group
includes Anthony of Larissa, John Gabras, Nicholas Mesarites, Neophytos Enkleistos and
Neilos of Rhodes.

19 By the term symbolic, I am suggesting a more abstract or manifold relationship between
the symbol and its meaning(s). In the case of the Entrance, it is difficult to apply the term
“typology” to many of the poetic images connected to the event. It is important to remem-
ber that in metaphor, the image conveyed cannot have an actual meaning; it is only used
to give a figurative description of the object (see Aristotle’s De poetica xxi). Conversely, the
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ticularly, but not exclusively, to the Theotokos. Many of these motifs are pres-
ent in the homiletic and hymnographic tradition before the establishment of
the celebration of the Entrance, but there are also poetic images unique to
this feast, as we will see in the following analysis. It is, however, challenging
to demonstrate from which genre these themes first emerged; as L. Brubaker
and M. Cunningham point out, “it remains to be proved which influenced
the other the most — or whether a process of continuous mutual exchange was
taking place” It is, sometimes, also challenging and unnecessary to deter-
mine in which category a certain poetic image should be placed. A typology
is, indeed, a kind of allegory, and sometimes it also includes moral, symbolic,
or metaphoric aspects; this synthetic conception of patristic exegesis will be
discussed in chapter 2.3.3.

The exegetical themes of the Entrance can be roughly divided into three
categories. Firstly, there are the standard typologies that are primarily types of
Mary taken from the Old Testament, the most important ones being related
to the tabernacle, the temple of Jerusalem, or the Ark of the Covenant. These
themes can in turn be divided into the different parts of the temple or the
objects that are located within them, or into the unique action that took place
in the temple of Jerusalem, that is, the sacrificial offerings of the Mosaic Law
(see Illustration 3). These types, in most cases, are not unique to the feast
of the Entrance but rather precede the celebrations of the feast in homilies
and hymnography or biblical and apocryphal texts, and are usually found
throughout the repertoire of theotokia in liturgical books.! However, when
brought into the context of this particular feast, they receive special emphasis.

symbol has an actual meaning, but it can further be linked to another meaning(s).
In the theology of the Byzantine church, this connection is understood to be more

than just a link. According the Pseudo-Dionysios’s theology, the symbol includes a
real presence of the sign’s reference (see his interpretation of the divine presence in the
Eucharistic gifts in De coelesti hierarchia 3.3.9, CH 58). Thus, the concept of a symbol
gives a stronger emphasis to the type in a type-antitype relationship. The type includes,
in fact, a divine presence.

20  Brubaker & Cunningham 2007, 246.

21  Even today, the best list of Marian typologies in hymnography is Evotpatiadng 1930.
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Illustration 3. Typological images of Mary related to the temple of Jerusalem.

Dwelling-place

Temple-related
of God

images

e Gate

\——e Holy of Holies

Ark

——a Golden urn of manna
——ae Rod of Aaron

\——e Tablets of law

Tabernacle

Mary as
sacrifice

f——e Censer/incense
Antitype of Old Testament sacrifices N——e@ Lamp-stand
Type of Christ’s sacrifice \——e Sacrificial table

The two other groups of themes describe Mary or the events of the Entrance
not only as the fulfilment of the Old Testament types, but as prefigurations of
later events relating to her, the life of her Son, or the Church. Her Entrance
into the temple as a whole can be understood as a convergence of types and
symbols that ultimately point to the incarnation of Christ through her. A
significant section of these themes are related to the procession of virgins
and mothers that follows and precedes her, foreshadowing both her virginal
motherhood and the hosts of believers that follow her lifestyle. There are also
moral allegories of virginity and marriage as being the proper lifestyles for
Christians. Additionally, this procession is also seen as a fulfilment of Old
Testament prophecies, especially Psalm 44 (see Illustration 4).

Illustration 4. Themes related to the procession.

Procession-
related images

Virgins and
mothers

Monastic bride of God
Virginal birth
Marriage and monasticism

Light/sun: Christ
Lamp/lampstand
Bright cloud
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The third significant group of exegetical themes is related to the visitation of
Gabriel to the Holy of Holies, which is interpreted as having two meanings.
On the one hand, the angelic visit may be regarded as a prophecy or type of
the Annunciation, while, on the other, Mary’s reception of divine nourish-
ment from his hand signifies and foreshadows the Eucharist. Mary, though a
child, is served by angels, evidence that she is, indeed, more glorious than the
heavenly powers. In these images, the events of the Entrance are considered
to be prefigurations of later events (see Illustration 5).

Illustration 5. Themes related to the angel servant.

“Forefeast” of
the
Annunciation

Angel-related
images

)
Eucharistic
images

Golden urn of manna
Heavenly bread from the angel
Sacrificial table

As one can see from the illustrations, there are themes that serve a double
purpose (such us the golden urn of manna and the sacrificial table). During
the course of this study, we will see how these complex interpretations are
presented in quick succession, especially in hymnographic texts.

To summarize the three groups of Marian images, one could claim that
the exegetical themes of the Entrance are not limited to a hermeneutic method
for finding type-antitype analogies between the Old and the New Testament.
Instead, Mary is seen as something between the two covenants, as she is the
fulfilment and the zenith of the Old Testament, but is also the essential begin-
ning of the New Testament. The Entrance is understood as a “forefeast” of the
New Covenant that essentially begins starts with the Annunciation, a concept
which will be explained more thoroughly in chapter 2.2.8. The various exe-
getical methods employed with these themes are far from a strictly historical
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and linear idea of typology; instead, elements of other exegetical “methods”
intertwine with the types.?

A large portion of the poetic images found in hymnography is also
used in homiletic literature. However, the forms of exegesis are usually more
explicit in homilies than in hymnography. The most frequently quoted typo-
logical text is Psalm 44, which is referred to in most of the homilies studied
in this chapter.”

The patristic exegetical thought contained within the hymnography will
be analysed in detail after the presentation of the exegetical images. Never-
theless, I think it is important to note that the events of the feast were not
considered as merely symbolic or allegorical. Germanos, for instance, admits
that the event of the Entrance was historically unusual and that no such thing
had ever been seen before, something which he considered to be a divine sign
of Mary’s glory. Thus, he believes that the narratives of the dedication of Mary
to the temple are, at least to some extent, historically true. For Germanos, in
spite of the event’s paradoxicality, Mary’s entrance into the temple had to be
true. He pronounces doubters wilfully ignorant for not believing that these
events truly took place.*

22 AsE. Theokritoff (2005, 81) notes, when discussing typology in the context of Orthodox
worship, “the typological event may or may not be historical in the modern sense; it does
not matter. The point is that what God’s people regarded as their own history is seen
in the Church as foreshadowing a future reality” Theokritoft’s description attests to the
idea of typology as a more varied exegetical method, sometimes combining elements of
prophecies, allegories, metaphors, and symbols; thus, from our point of view, a typolog-
ical interpretation of an exegetical theme does not necessarily demonstrate that the type
would be a historical event.

23 Namely Germanos of Constantinople (In praesentationem sanctissimae Deiparae I, PG
98, 297°P), Theophylaktos of Ohrid (In praesentationem beatae Mariae, PG 76, 136"),
Neophytos the Recluse (In ingressum beatae Mariae Virginis in Sancta Sanctorum, PO 16,
110:30-34 and 111:15-42), George of Nikomedeia (In sanctissimae Dei Genitricis ingres-
sum in templum II, PG 100, 1425), James of Kokkinobaphos (In praesentationem sanc-
tissimae Deiparae, PG 127, 601¢ and 608*®), Gregory Palamas (Homily 53, 280:16-17
and 290:24-25), Tarasios of Constantinople (In sanctissimam Dei Matrem in templum
deductam, PG 98, 1488°), Leo, Emperor of Rome (In beatae Mariae praesentationem,
PG 107, 17°) and Gregoras Nikephoros (Homily on the feast of the Entrance, Vi3BecTus
pycckaro apxeoynorndeckaro nacruryra B Koncrantunonone 1906, vol. 11, 289).

24 In praesentationem sanctissimae Deiparae II, PG 98, 312475,
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The example of Germanos shows that the Prot. Jas. had strong historical
authority in the Byzantine era. In addition to the “spiritual” meaning of the
Entrance, the events of the feast were also seen as a critical historical moment
in salvation history. However, in the context of homilies and hymnography,
as we will observe later in this chapter, the idea of historicity in the patristic
period derived from our everyday comprehension. Thus, historical facts are
treated with flexibility. This is particularly true, for example, of dialogues that
do not rely on the background provided by Prot. Jas. or other narratives of the
Entrance. The dialogue form appears both in hymnography and homilies for
this feast.

Moving to a more detailed analysis of selected themes that arise from the
hymnography of the Entrance, it is expedient to emphasize images that are
central to this particular event. More general tropes that appear in theotokia
throughout the church year are omitted, as an exhaustive listing of all the
images found in the hymnographic corpus is not necessary in this context.

2.2.1. THE DWELLING-PLACE OF GOD: TEMPLE AND TABERNACLE
The most important theme presented for Mary in the hymnography of the
feast refers to the Theotokos as the place in which God lived.? The first unpub-
lished kanon of the feast in manuscript Paris. gr. 259 describes her as a dwell-
ing-place built by God for himself: Zb Kopte 10 00V, vOv maldtiov i§pvoag, év
olkw oov oePacpiw, kal TEPTIHOV TTAONG KTIOEWG KATEOKEVLATAG.>

The temple is a central element in both Judaic and Christian thought.”
Even today Orthodox churches are designed after the model of the temple
of Jerusalem. As I discussed in the introductory chapter,”® the celebration of
the Entrance is linked to the temple of Jerusalem, even though the historical
development of this connection remains unclear.

25  This set of Marian imagery is pointed out by C. Carlton (2006, 106-110).

26 “You, o Lord, have now founded your palace in your revered dwelling, constructing it to
be more honourable than all creation.” 3* troparion of the 5% ode.

27  For more information on the history and ideology of the temple in early Jewish and
later Halakhic developments after its destruction, see Laderman 2013, 147-161; See also
chapter 4.3.2. below for further discussion on the symbolic connections between the
Jewish temple and Byzantine church, as well as M. Barker’s works (2003, 2004, 2012) on
temple theology and its influence on Christian thought.

28  See chapter 1.4.2.
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Accordingly, the most frequent poetic image of the feast is the Theotokos
as a temple, the living temple of God who dwelled in the physical temple that
symbolized God’s presence. This theme, however, is not exclusively seen as a
fulfilment of the Old Testament type, i.e. the temple of Jerusalem. It also has
meanings of moral allegory, as Mary’s own purity makes her a dwelling of the
Spirit in accordance with the Pauline idea.

The idea of a human being as a temple is present already in the New
Testament. In John 2:19-22, Christ himself refers to his body as a temple and
presents the metaphor of destroying and rebuilding the temple as a proph-
ecy of the Resurrection. Most importantly, Paul regards every believer to be
a temple of the Holy Spirit in 1 Cor 6:19. This became an important theme
throughout later centuries. For example, Athanasios of Alexandria describes
how the Logos dwelled in a created temple.”

The various hymnographic epithets describing the Theotokos as a
dwelling-place of God are derived mainly from the Old Testament. The
most common one is vadg (“temple”), connected with many adjectives:*
kabapwtarog (“most pure’),’ Beoxwpnrog (“God-containing”),”> tod
®eod or Oeiog (“of God” or “divine”),” dylog, aylwTaTOg, MAVAYLOG OF

» <«

fytaopévog (“holy”, “most holy” or “sanctified”),** guyvxog (“living”),*

29  Epistola ad Adelphium 3, PG 26, 1076*5: O Aenpd¢ mpocekivel ydp tOV Oedv év cwpartt
Svta, kai éyivwokey, 8t @edg v [...] kod oBte Sidt 10 eivan OV Adyov Snuovpyodv mdong
KTioewg, E§ovBével TV adpka, fjv Eviedupévog fv- AAN” MG év KTIOT® vad TOV KTioTnV
10D TTavTOG TposEKDVEL, Kai ékabapileTo.

30  The Virgin is also called a “temple of the Spirit” in the introduction of the Georgian Life
of the Virgin (1: hodo®Bo dob byoobo B3opobolbo, van Esbroeck 1986, vol. 1, 1).

31  KaBapotatog vaog @eod (Sinait. gr. 570, unpublished kanon of the feast, 1 troparion of
the 1% ode), 6 kaBapwtarog vaog Tod Zwtrpog (kontakion of the feast).

32 O Beoxwpnrog vaog (Sinait. gr. 570, unpublished kanon of the feast, 1** troparion of the
204 ode; 2 sticheron of the Lite and the 3™ sticheron apostichon of the Great Vespers).

33 Naog 100 Oeod (2" kanon of the feast, 2™ troparion of the 1% ode and 4™ troparion of the 6™
ode; the mesodion kathisma of the forefeast), ¢ Ogiog dvtwg vaodg (2™ kathisma of Orthros).

34 O vadg O &ylog (Sinait. gr. 568, 3™ sticheron prosomoion following the automelon
Evgpaivecbe dikator), 6 mavaylog vaog tod @eod (Sinait. gr. 570, 4% prosomoion fol-
lowing the automelon Tov ovpaviwv Taypdtwy), vaog Kvpiov aywwtatog (1% kathisma
of the forefeast), aywwtatog vaog (4™ sticheron kekragarion of the Great Vespers), vaog
nytacpévog (kanon of the forefeast, 1* troparion of the 1* ode).

35 Naog 6 éuyvyog (2" sticheron kekragarion of the Great Vespers, sticheron after Psalm 50).
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and others.”* A dominant theme in the hymnography is the juxtaposition of
the temple of law receiving the living temple: “Today the living temple of the
holy glory of Christ our God, the only blessed and pure one among women, is
offered in the temple of law in order to live in the Holy place [...]”*’

In many cases, the temple is described in context with the rhetorical
device of prosopopoeia or rhetorical personification. The Entrance is regarded
as an encounter between two persons, Mary and the temple. This foreshad-
ows the beginning of Incarnation history, i.e. the Annunciation. Just as the
temple accepted Mary and permitted her to live in her Holy place, so did
the Theotokos receive Christ and consent to his dwelling within her womb.
The unpublished kanon of the forefeast begins with this encounter: “Having
opened the gates and entrances, the temple receives the gate of God the king
of all and adorns the inner parts. At her entrance, the temple is illuminated

with grace”*

The expression “living temple,” however, precedes the hymnography of this feast. It
is used in the 23" oikos of the Akathistos hymn (@g &yvyov vaov). For the most recent
edition and translation of the Akathistos hymn, see Peltomaa 2001, 1-19; the translations
of the Akathistos, used in this dissertation, are drawn from Peltomaa’s translation; see pp.
202-203 in her volume for the use of vaog in this context.

It must be noted that during the time of the composition of the Akathistos hymn,
there was already a widely established imagery of Marian typologies drawn from Exodus
(see Peltomaa 2001, 168-169, especially footnote 216). Thus, my references to the Aka-
thistos during the course of this study are merely to demonstrate the connection of the
use of these images to an earlier hymnographic tradition. I do not consider the Akathis-
tos by any means to be the earliest source for these ideas. Peltomaa’s work is an excellent
source for the historical and theological context of these images.

36  Such as TOv yap vadv tod dvtwv Baotléws (“the temple of the King of all,” 3' sticher-
on kekragarion of Small Vespers), Onéptepog [...] T@V ovpavav [...] vaog (“the temple
above heavens,” 1* kanon of the feast, 2™ troparion of the 1% ode), dxpavtov vaov (“the
undefiled temple;” 1% kanon of the feast, 1* troparion of the 8" ode), vaov dkatdvtov
(“the indestructible temple,” 1* kanon of the feast, 3" troparion of the 9" ode) and vaog
Kai oikog Uepaviig (“the beyond-radiant temple and house,” Paris. gr. 259, 1 kanon of
the feast, 4™ troparion of the 7 ode).

37 2" sticheron kekragarion of the Great Vespers: Zrjuepov vaodg 6 Euyuxos, ti aylag 86&nge,
Xptotod 100 O@eod Hudv, | povn &v yuvaibiv, edbdoynuévn Ayviy, npoogépetat 1@ Nad,
TO VOUIKD KATOLKELY €ig Ta Ayta [...]

38  Sinait. gr. 570, kanon of the forefeast, 1** troparion of the 1* ode: TTOAag kai eicddovg
0 vaog, avametaoag Ty TOANV eiodéxetal, Tod mapPaciiéwg kal Oeod, Kal KOOHET Ta
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Through the use of prosopopoeia, the temple acquires human-like quali-

ties. It is even described as having emotions and crying out with hymns:

¢ QWTELVOVY, When the divine temple of the law
®eoToKE SYNUa, was about to receive you,

100 BaciAéwg kai Oeov, o Theotokos,

6 10D vopov Belog vaog, the shining carriage

pEM v dodéxeadal, of God and King,

£xalpe KOOUOLUEVOG, it rejoiced at being so adorned

Kai 1@ éxleEapévy oe Expalev- and cried out unto God who chose you,
0 alveTOG TOV TTATEPWY NUDV, unto the supremely glorious one,

Oedg kai viepévdoog.™ praised by our fathers.

The theme of the Theotokos as a temple appears already in the poetry of
Gregory of Nazianzos in the 4" century. In his seventh poem in hexameter,
he refers to Mary as Christ’s temple.*

The idea is continued by Proklos of Constantinople (sed. 434-446): ‘H

[TapBévog ovk avtr) Bedg, MG Oeod vaog.*! The statement of Proklos is pro-
voked by the heresies of Nestorius. Countering the Nestorian conception that
would merely emphasize the maturation of Christ's human nature in Mary’s
womb, Proklos seeks to highlight the eternal divinity of the second person by
the expression “temple of God”, @¢0d vaog. As C. Carlton points out,

by referring to the Virgin as the temple of God - not merely the temple of Christ’s
humanity - Proclus had essentially co-opted the role that Christ’s humanity played
in the drama of salvation and assigned it to Mary. [...] It is the Virgin, not the man
Jesus, who is prepared by the Holy Spirit to be the dwelling place of God.**

39
40

41

42

&vdoTepa, 116 €V T1j €l00dw, KatapadpvveTal XApLoLy.

Sinait. gr. 570, kanon of the forefeast, 2" troparion of the 7™ ode.

Mntnp yap Xpiotoio vaog, Xplotog 6¢ Adyoto (“The Mother was a temple for Christ,
Christ was a temple for the Logos”); Ad Nemesium, PG 37, 1565%.

Constas 2003, 152. The whole volume is a good presentation of the mariological thought
of Proklos. Many of the standard Marian typologies that also form the core of the ty-
pologies of the Entrance are used by Proklos. For example, his homily on the Nativi-
ty of Christ lists some of them: O0pavog Gptov Ppéxwv §j Oeov capko@dpov; (refer-
ring to manna), papdog Aapawv Practavovoa kapnov fj IapBévog dmelpdyapog yaha
nnydovoa; (referring to the rod of Aaron) and otdlog vepéAng (referring to the bright
cloud). See Martin 1941, 44-51, 47-48.

Carlton 2006, 121.
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It is essential to note that Proklos’s homilies are among the most famous
patristic homilies on the Theotokos.” Thus, I consider them particularly
important for the composition of later hymnography.

In the case of the Entrance, the theme of the temple occurs most often
in the homilies of the first group, dating from 8" and 9" centuries. Germanos
calls Mary a temple that is axiAndwtog (“undefiled”),* vontog (“spiritual/
noetic”),* or &uyvxog (“living”).** George of Nikomedeia refers to her as
guyvxog” and dkatdAvtog (“indestructible”),* while Tarasios and Leo also
employ éuyvyog in reference to the Theotokos as the temple of God.” Addi-
tionally, Germanos points out the contrast between the living temple and the

.50 <

temple of law:** “For today she enters the temple of the law at the age of three,
[...] the spotless temple””! Like Germanos, George uses the rhetorical device
of enargia in his homilies, widely employed in hymnography, through the
word Znjuepov (today): Zfpepov @ vad mpoodyetat 6 vaog 6 Euyvxog.”” This
phrase is strikingly similar to the beginning of the second sticheron kekragar-
ion of Great Vespers: Zrjuepov 6 vaog 6 Euyvxog [...] mpooépetar

Most other typological images of Mary as the dwelling-place of God are
somehow related to the temple of Jerusalem in the corpus of the Entrance.
This is also demonstrated by the biblical readings of the feast. The Old Tes-
tament pericopes at Great Vespers on the feast of the Entrance differ from

the standard readings for Marian feasts. The first one (Exodus 40:15, 7, 9, 14,

43 See Constas 2003, 57.

44  In praesentationem sanctissimae Deiparae I, PG 98, 2934,

45  In praesentationem sanctissimae Deiparae I, 301°.

46  In praesentationem sanctissimae Deiparae II, PG 98, 312€.

47 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417°€.

48  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1425,

49  Tarasios: In sanctissimam Dei Matrem in templum deductam, PG 98, 1489€; Leo: In beatae
Mariae praesentationem, PG 107, 175,

50 It must be noted that law was considered to be the word of God (see, for example, Psalm
118:9, 17, 41; the Psalm uses a synonym for law in each verse, one of them being “word”
(Aoyogq): if the temple of Jerusalem included the word of God, i.e. the law, Mary took
inside her the Logos himself.

51 In praesentationem sanctissimae Deiparae I, PG 98, 293*: Znuepov yap tpetiCovoa
TPOELOL TQ VOUIKD vad avatednoopévn 1) vaog dknAidwtog.

52 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417°.
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28-29) describes the Zknvr Tod Maptupiov, that is, the tabernacle, while the
second reading (3 Kings 8:1-11) deals with the Zxnvwpa tod Maptupiov,
another synonym for the tabernacle.”

In the hymnographic corpus, the word oxnvn is usually connected
with epithets similar to those used with vaog, such as 0eia,* Beoxwpnrog,”
fytaopévn,* émovpdviog” or ovpdviog,™ Euyvxog, aAnong,” and dxpavtog.®
Other epithets include duoAvvtog (“clean”), vmépewTog,* Tod Beiov Adyov
(“of the divine Logos”)** and dedofaopévn (“glorified”).* As the tabernacle
of the Old Testament was the dwelling-place of divine presence, so Mary is
the dwelling-place not only of Christ but also of the Holy Spirit: Ta ovpavia

53 The typology of Mary as the tabernacle is also presented in the 23 oikos of the Akathis-
tos hymn: Xaipe, oknvi] 100 @eod kai Adyov (“Hail, tabernacle of God and the Word”).
For details on the role of the tabernacle and the Ark of the Covenant in early Christian
cosmological and theological thought, see Laderman 2013, 121-137; see also Barker’s
introduction to the role of the tabernacle in temple theology (2004, 19-32).

Regarding the development of the readings, it must be noted that they are not included
in the early Menaion manuscripts as in contemporary practice, but in separate Greek Old
Testament lectionaries (Prophetologia), the earliest of which appear during the 8" and 9
centuries. Their tradition flourished from the 11" to 13" centuries. As J. Miller (2010, 63)
notes, there are no significant variations relating to the readings of established feasts. For
further discussion on the development of the Prophetologion, see Miller 2010; Engberg
1987. As Engberg (pp. 44-45) points out, it is also important to remember that, in Byzan-
tium, these readings were cantillated in a melodic fashion and thus held a special position
in the divine services. Contrary to this practice, today, they are merely recited.

54 Thv Beiav oxnvrv (Sinait. gr. 570, kanon of the feast, 6 ode, 3 troparion).

55 'H Beoxwpnrtog oknvy (Sinait. gr. 572, apolytikion [?]), Beoxwpntov oxnviv (2" kanon of
the feast, 3*¢ ode, 9 troparion).

56 ‘Hywopévny oknvrv (1% sticheron kekragarion of the Great Vespers).

57  Zxnvi énovpaviog (kontakion of the feast).

58 H ovpdaviog oknvry (2™ kanon of the feast, 6™ ode, 4™ troparion).

59 Zxnviig Tig dAnBodg (Paris. gr. 259, 1% kanon of the feast, 3™ troparion of the 2™ ode).

60 H &xpavtog kai Eéuyuxog oknvn (2™ kanon, 8 ode, 3 troparion).

61  Apohvvtov oknvrv (1% apostichon of the Small Vespers).

62 Zxknviyy v Onépeuwtov (Paris. gr. 259, 1¢ kanon of the feast, 2" troparion of the 4" ode).

63 H oxnvi tod Oeiov Adyov (Sinait. gr. 567, prosomoion following the automelon Qg
yevvaiov €v HapTuot).

64 'H 8eSoaouévn oxnvr (Sinait. gr. 570, 2" prosomoion following the automelonOte ¢k
T0D EOMOV).
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navta ¢Eéotnoay, Opdvta 10 ITvedpa t0 Aylov év oot oknvwoav.® The hym-
nographer of the unpublished kanon in Sinait. gr. 570 presents the tabernacle
and its re-establishment in the Theotokos as an allegory of our salvation.
Human nature will be raised up like a tent:

Teivag iepag, Stretch out your sacred hands,
naldpag mpeoPutarte, o venerable elder,

v Oeiav oknVIY €ig T& OKNVOpATA, and receive the divine tabernacle
kabvnodetal, into the chambers of the temple.
10D vaod 8t adTi¢ 1} mecodoa yap, Through her, fallen human nature
WG oKNVA QUOIG AvOpd WY dvaoTroeTal, will be raised up like a tent,

‘Avva, Zaxapia EAeyey, proclaimed Anna to Zacharias,
v apBevov ayviy, when she dedicated the pure virgin
dwpov pépovoa.®® as an offering.

The image of the tabernacle is particularly well-developed in the first two
homilies by George of Nikomedeia and Homily 53 by Palamas. Referring to
the prophecy of Amos 9:11, George presents a similar allegory of the taber-
nacle as a symbol of the elevation of human nature:

Adorn the Holy of the holies, and receive the most holy Tabernacle, fitting [into
herself] the immaterial essence, that lifted up our fallen dwelling, and raised up the
fallen Tabernacle of [her] forefather David. Through [this essence] our members,
dissolved by transgression, were once again attached to the same entirety.*’

Gregory develops the typology of the tabernacle even more. According to
him, the Theotokos is the “tabernacle of the Logos, made without hands” (1)
dyelpomointog oknvi) Tod Aoyov). He also calls her the “true tabernacle of
God” (1] 6vtwg Tod @eod oknvny), and he expresses the reason for this in clear
terms:

65  Doxastikon of the kekragaria of the Great Vespers: “All heavenly things were amazed,
when seeing the Holy Spirit dwelling in you.”

66  Sinait. gr. 570, kanon of the feast, 6™ ode, 3™ troparion.

67  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424%¢: Koéounoov ta
T@V dyiwv Ayta, kol TV dmepayiav oknviy Vodekal, Ty XwpnTkiv Tig dbAov ovaoiag:
TIV TO TEMTWKOG HHIV AVAGTHoAOAY OKVWHA- TNV TOD TPondTopog Aavid meppnuévny
oKnVviy dveyeipacav- 8 G t& Stakehvpéva T mapaPdoet Hu®v péAn, mpog Ty idiov
Nprocdn oroTnTa.
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Because of this, Moses built the tabernacle, foreseeing that she would become a li-
ving dwelling-place of God, and because of her [Moses] prepared these altars, and
knowing from God that these things would happen to her, considered it correct
to call her with the most exalted names. In this way, he showed to all beforehand
in deeds and words the special and amazing value that she had already from her
childhood.®

In this passage, Gregory presents an eternal view of typology in which linear
time disappears. He understands that the prophets “saw” Mary in contempla-
tive theoria and did not merely act unconsciously through divine inspiration.
The Theotokos was somehow present also in the type.

The most paradoxical and striking event in the feast is the entrance itself
of the Theotokos into the Holy of Holies; after all, only the high priest was
permitted to do so once a year, during the celebration of Yom Kippur (Levit-
icus 16). The Holy of Holies included the Ark and the golden censers used in
sacrificial rituals. It must be noted, however, that during the time of the Sec-
ond Temple, there was no longer an ark in the Holy of Holies (1 Esdras 1:54).

M. Barker, in her study on temple theology and its influence to early
Christian thought, has noted that the Holy of Holies symbolize the unity of
God with His creation. Thus, it is natural that, in both hymnography and hom-
ilies, Mary is presented as the “Holy of Holies” of humanity;* through her, the
incarnate Christ established the New Covenant. In the second kekragarion of
Small Vespers, it is seen as only proper that she should enter the holiest place
of the temple: “The Holy of Holies is worthily taken to dwell in the Holies as
a sacrifice accepted by God.””® Palamas also supports this idea: “Where would
it be more proper for you to dwell as the true Holy of Holies?””!

68  Homily 53, Tpnyopiov Tov ITakapd anavta ta épya 1986, vol. 11, 284:20: A tavtny dpa
oD OeoD Ywpiov Eumvovv Ecouévny TPoopdV, THV oknVviv ékeivny fyelpev 6 Mwiong
Kai Tavtng éveka Ta dduta kelva mponToipace kol T& €00peva TavTy pabwv H1o Oeod
T@V ko OiepPolny DIEPEXOVTWY TTPOTPNHATWYV NEiwoeY AVTE, THY €K TPWTNG WG eimely
TpxO6 EEnAhaypévny kai mavd’ vmepPdilovoav d&ioav Tavtng pyw Te Kai Adyw TOig
naot podetkvig.

69  This image was presented in the 23 oikos of the Akathistos hymn (xaipe, ayia ayiwv
peilwv, “Hail, greater than the Holy of Holies”): as Peltomaa (2001, 201-202) notes, the
history of this image in hymnography is unclear and requires more study.

70 H t@v Ayiwv Ayia, év 10ig Ayiolg oikely, d&iwg tpoonvéxdn, wg Beddextov Bdpa.

71  Homily 53, Tpnyopiov tov ITaAapd dnavta ta épya 1986, vol. 11, 282:19: TTod yap kal
TPenwOEGTEPOV THV OVTWG Ayiay TOV AyiwV KATOIKELV;
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The hymnographic corpus also refers to Mary as the censer or incense.”
This typology has a twofold explanation. On the one hand, she is seen as an
offering to the Lord (“for today she is offered to the Lord as the scent of sweet
fragrance”),” but, on the other, the sweet fragrance is a sign of her virtues
(“she is led worthily [to the temple] in order to smell the sweet fragrance of
virtues””* and “O pure one, having drawn to yourself choirs of virgins with the
sweet fragrance of your purity””).”¢ Additionally, the first unpublished kanon
in Paris. gr. 259 portrays Mary as the vase in which the sweet fragrance, Christ,
became perceptible to human senses: Mupinvoov kai tepmviy, v edwdiav 0
VaOg EUTVEVOE, TV VONTNV OTUePOV, TLOTAG Hupodrikny Sefauevog.”

In the homiletic tradition, Mary’s sweet fragrance is mainly related to the
fire that ignites the coal on which burns the incense, i.e. the flesh of Christ.
Through her, the fragrance was spread through the entire world. The theme
is, thus, directly related to the mystery of the Incarnation and its universal
character. George of Nikomedeia commands the temple to accept “the all-
golden censer, in which the Logos lit up the flesh and filled the world with
sweet fragrance.”’®

72 @uuatnplov xpvoodv (“golden censer;” 2° kanon of the feast, 9" troparion of the 3t
ode), 10 edwdiag Bupiapa (“the incense of sweet fragrance;” Sinait. gr. 568, 3* proso-
moion following the automelon EvgpaiveoOe dikatot), ev@deg Bupiapa (“the incense of
sweet fragrance,” 2™ sticheron apostichon of the Great Vespers) and ¢ Bupiapa Sextov,
oapki vnmualovoa tpoogépetal (“is offered as an accepted incense, as a child in flesh,” 2
kanon of the feast, 1% troparion of the 9™ ode).

The image precedes the hymnography of the Entrance, as it appears already in the
5% oikos of the Akathistos hymn: Xaipe, Sektov npeofeiag Oupiapa (“Hail, acceptable
incense of intercession.”)

73 2" kanon of the feast, 2™ troparion of the 9™ ode: Kvpiw yap onpepov npoogépetal, eig
oopny evwdiag.

74 Sinait. gr. 567, 1 kanon of the feast, 3" troparion of the 2 ode: IIpooayetat, a&iwg, TOV
dpet@v evwdiav popioat.

75  Sinait. gr. 570, kanon of the forefeast, 3* troparion of the 3* ode:"E6eNag ayvn nap-
Oevikag, xopelag Tiig ayveiag cov Tfj edwdiq.

76  For more information on the concept of scents in early Christian thought, see Harvey
2006.

77  “The temple breathed in the sweet-scented and delightful fragrance when it receives today
the noetic vial of perfume” Paris. gr. 259, 1% kanon of the feast, 1 troparion of the 3* ode.

78  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424 10 mdyxpvoov
Bupatrploy, v @ Adyog Ty cdpka Avayag, edwdiag TNV oikoVHEVNY ETATPWTEY.
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Germanos offers another source for the typology of incense. He draws
his source from the Song of songs:

Let us anoint well, as if from flower-buds, her rose-colored beauty which comes up
full of fragrances, as it has been set beautifully in verse by Solomon in his Songs,
when he says, “Who is this that comes up from the wilderness as pillars of smoke,
perfumed with myrrh and frankincense, with all the powders of the perfumer?”
(Song 3:6). Come from Libanus, my bride, come from Libanus (Song 4:8).”

As we can see from the study of these images, the idea of Mary as a dwelling-
place of God functions as praise for the Incarnation, as, indeed all these
themes are Christ-centred. This is also true for the images studied in the next
chapter as well.

2.2.2. THE LIVING ARK
The holiest object contained within the core of both the temple and the tab-
ernacle was the Ark of the Covenant, the most sacred object of the Jewish
community. The holiness of the Ark was due to its contents, which are also
discussed in this sub-chapter. According to Hebrews 9:4, it included “the
golden pot that had manna, and Aaron’s rod that budded, and the tables of the
covenant.” The theme of the Ark of the Covenant is central to the first two Old
Testament readings in Great Vespers mentioned above. The first describes the
building of the tabernacle and the placement of the Ark within it, while the
second reading depicts the Holy of Holies in Solomon’s temple.

Since the Holy of Holies had no Ark during the lifetime of Mary, it
is logical to present her as the fulfilment of the material Ark through her
entrance into the sanctuary.® In the hymnographic corpus, the Theotokos

79  In praesentationem sanctissimae Deiparae I, PG 98, 292°: Ebpupiowpev &G €k KaAUKwY
podoxpovv adTig kKahAoviv dvapaivovoav TANpN OvapdTwy, @0 ZoAOU®VTL €V TOIG
‘Acpaoty @aockovtt kKaAdg €otixtotar “Tig abtn 1 dvaPaivovoa and TG éprinov, wg
oteléxn kamvod Tebupapévn, opdpvay kol Aifavov ano mavtwv KovVIopT®Y Hupeyod;”
Agbpo and ABavov, vouen pov, Sedpo ano Aipavov.

80 This image is also depicted in the 23" oikos of the Akathistos hymn: Xaipe, kipwté
xpvowBeioa 1@ IMvevpatt (“Hail, ark gilded by the Spirit”). According to Caro (1971-
3, 685), the idea of Mary as the ark had already appeared in the fourth century. It is
also mentioned in the encomiastic introduction of the Georgian Life of the Virgin (1:
300m006L o Fob AmdgQdob POYPMHI36900 POOMH0O, van Esbroeck 1986, vol. 1, 2).
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is, again, called the “living ark” (uyvxog kipwtdg)®" or “spiritual/noetic ark”
(N kPwtog 1} vonrn).* As N. Constas summarizes, this typology is already
present in the New Testament. In the Gospel of Luke (1:39), the visitation
narrative is intertextually linked to 2 Samuel 6:2-11 (see Table 11).%

Table 11. Intertextual relationships between the 2 Samuel and Luke.

2 Sam 6:9 Lk. 1:43 2Sam 6:11 Lk. 1:56
ITwg eioeAevoeTat T160ev pot TovTo tva | kal ékdBioev 1y "Epetve 8¢ Mapiapt
TPOG P 1 KIPWwTog ENON 1) prTnp TOD KPwtog o0 Kupiov | obv avtii woel pivag
ToD Kvpiov; Kupiov pov pog pe; | €ig oikov *APeddapa | Tpeig

toD I'eB0aiov pfvag

TpEic.
How can the Ark of | Why is this granted | And the Ark of the | And Mary remained
the Lord come to to me, that the Lord remained in with her about three
me? Mother of my Lord | the house of Abed- | months.

should come to me? | dara the Gethite
three months.

Other linguistic evidence of this typology is expressed in the events of
the Annunciation.* Archangel Gabriel cried out to Mary: ITvedpa Aylov
¢neleboetal €mi 0 kal Svvapg vyiotov émokidoet oot (Luke 1:35) This
phrase corresponds to Exodus 40:29: émeoxialev ém’ avtiv 1| ve@éhn kai
80&ng Kvupiov évemhnoOn 1 oxnvi.* Thus, the typology of Mary as the true

81  Kifwtog ) #uyuxog (Sinait. gr. 570, kanon of the feast, 1% troparion of the 8 ode), v
guyvxov kipwtov (1% sticheron kekragarion, Great Vespers), éuydxw @eod kiBwt® (heir-
mos of the 9" ode of the 1* kanon of the feast).

82 'H xifwtdg 1y vontn (Sinait. gr. 570, kanon of the feast, 1% troparion of the 7" ode). Mary
is also referred to as kipwtdg Te 1) M&yxpvoog (Sinait. gr. 570, 1** prosomoion following
the automelon "ESwkag onpeiworv), 1 dyila kifwtdg (2 kanon of the feast, 5% troparion
of the 6 ode), kipwTtOV Zepvi dytdopatog (2" kanon of the feast, 9 troparion of the 3t
ode) and Beiav kiPwtdv (Paris. gr. 259, 2 kanon of the feast, 2™ troparion of the 4™ ode).
Mary is similarly called the “Ark of sanctification” (kiBwTdg T0D aytdopatog) by George
in his In sanctissimae Dei Genitricis ingressum in templum II (PG 100, 1424°).

83  See Constas 2003, 272.

84  See Carlton 2006, 108.

85  “The Holy Spirit will come upon you, and the power of the Most High will overshadow you?”

86  “The cloud overshadowed it, and the tabernacle was filled with the glory of the Lord”
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Ark of the Covenant was already recognized in the first century. This connec-
tion, however, is presented in an allegorical way in the Scriptures. The textual
form of these passages reveals this typology, showing that a clear division of
these two exegetical methods is, indeed, unsupportable.

A clear typology of the Theotokos as the Ark of the Covenant was pre-
sented in the festivities of the Kathisma Church between Jerusalem and Beth-
lehem well before the establishment of the celebration of the Entrance. In this
church, celebrations were held on August 13 in conjunction with the festivi-
ties of the Dormition. As M. van Esbroeck points out, on that day a liturgical
reading was used, based on the Life of Prophet Jeremiah, in which Mary is
presented as the true Ark. This text presents Psalm 131:8 as a prophecy of
the Virgin: Avaotn0i, Kvpte, i thv dvamavoiv oov, ob kal 1] KPpwTtodg ToD
aytaopatog oov.” The reading implies that the Theotokos will be the first one
to rise from the dead after Christ.*

In hymnography, the Ark is also seen as a symbol of Mary’s virginity. As
the Ark was not allowed to be touched, so was she to remain ever-virgin:

Qg epyvxw Oeod KIPwTd, Let the hand of the uninitiated
Yovétw pndapmdg Xeip apvnitwy, in no wise touch the living ark of God,
XelAn 8¢ moTt@v, but may the lips of believers

T} ®£0TOKW AOIYHTWS, that ceaselessly praise her

Qwviy Tod Ayyélov dvapérmovta, with the voice of the angel,

£v dyalAidoet Bodtw- cry out to the Theotokos:

"Oviwg AvwTépa TavTwy, You are truly above all,

ondapyxetg apOéve ayvn.* o pure Virgin.

As the first sticheron kekragarion of Great Vespers explains, Mary fitted into
herself the Logos, just as the Ark admitted the tablets of Law:

87  “Arise, o Lord, into thy rest; thou, and the ark of thy sanctification”

88  Van Esbroeck 2005, 65. The Life of Prophet Jeremiah is, as van Esbroeck points out, attrib-
uted to Dorotheos bishop of Tyre, and only preserved in the liturgical reading contained in
a Georgian version in the ancient Mravalthavi, published in van Esbroeck 1972, 364-369.

89  Heirmos of the 9" ode of the 1* kanon of the feast.
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Y1 UEPOV TILOTOL XOPEVOWLEY, Today, let us believers dance
£v YaApolG kai Duvolg, chanting to the Lord

@ Kupiw ddovrteg, psalms and hymns,

TIHOVTEG Kal THV avToD, honouring also his
NYLAOHEVV OKNVIY, sanctified Tabernacle

™V Euyouxov KiPwTov, the living Ark,

TV TOV dwpnTov AGYoV Xwprnoacay. that fitted the unfitting Logos.

Germanos uses the same typology in his first homily on the Entrance, refer-
ring to Mary as the divine and spiritual Ark of the New Covenant: “You were
seen, beyond the burnished gold that in ancient times faced towards the veil
of the ark, covering up the spiritual and divine ark of the new covenant, [that
is], of the One who guaranteed our redemption on the cross.”*

The Ark, nevertheless, does not refer exclusively to the Ark of the Cove-
nant but also indirectly to the Ark of Noah.”" This idea is unique to the hym-
nography of the feast and does not appear in the homiletic corpus. Mary is
seen as the dove that brought the message of salvation to Noah:

ITeptotepd 1) OeoTOKOG, As a dove, the Theotokos

év 1@ owpatt Pactalovoa, noetically bears the sprig

KAPPOG EAaiog vonT@g, of the olive tree in her body,

TPOUNVVEL £V TO olkw OeoD, proclaiming beforehand in the house of God
elpnvny kal yaAivny, the peace and calm

KatakAvopod Tod maAa, following the ancient flood

naoav TV Yy Topavvovvtog.* that tyrannized the earth.

The rod of Aaron

In the hymnographic corpus, the typology of the rod is a complex one. As
we mentioned earlier, according to Hebrews 9:4, the Ark included the rod
of Aaron. This refers to the miraculous piece of wood that became a serpent

90  In praesentationem sanctissimae Deiparae I, PG 98, 3017 "Yuelg wpdBnre Omép tOV
néAat xaAkevBevTta Xpuoov Tpog TO TAG KIBWwToD KAAvppa THV TG véag Stabnkng, Tod év
OTAP® MUV APeTLy DTTOYPAYAVTOG VONTHY Te Kai Oeiav KIBwTOV mepkaldnToVTES.

91 It must be noted here that, in the Greek language, there is a common word (kipwtdg)
used for both arks, while in Hebrew, they have separate terms: X117 712720 for the Ark of
the Covenant and n°an 111 for Noah’s Ark.

92 Paris. gr. 259, 2™ kanon of the feast, 2 troparion of the 2" ode.
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that swallowed another snake that came from the rod of an Egyptian sor-
cerer (Exodus 7). The event, however, that became dominant in later Chris-
tian thinking is narrated in Numbers 17, where Aaron’s rod miraculously
sprouted overnight. This is understood as a prefiguring of the Incarnation.
For the most part, the hymnographic corpus refers to the Theotokos simply
as a rod (papdog), but the sixth troparion of the fourth ode of the second
kanon of the feast gives an explicit description: EBAaotnoev 1 papdog, mote
100 Aapwv, tpotvmodoa Axpavte TOv Oelov TokeTOV, 6Tt AoTIOpWG GLAAAYT,
Kal ov gBapron.”

This theme is presented in homilies both by George of Nikomedeia and
Palamas. George exhorts the virgins with the mouth of Anna: “Come, behold
the rod that burgeoned forth from a fruitless womb, and comprehend the
one who became pregnant without conception.”* In this passage, there is a
double typology: Mary is both the sprout from a barren tree - i.e. her mother,
the fruitless Anna - and the tree itself that gave birth to Christ. A similar pas-
sage can be found in the first unpublished kanon of the feast in Paris. gr. 259:
"Ex otelpevovong, avagaveioa pilng 1) e0Bang papdog, évéov t@v ddvtwv
T@OV T00 vaod, avatifetat adpvvetat, &vBog deilwov, dnotiotwg Practioat
tov Koplov.” Palamas, faithful to his style, gives a more detailed typological
account: “There entered the evergreen plant entered, from whom burgeoned
forth the pure flower that granted us incorruption; of which is the rod of
Aaron, blossoming by itself without moisture, prefigured the seedless birth

»96

from the Virgin:

93 “In the past, the rod of Aaron sprouted prefiguring, o undefiled one, the divine child-
bearing, for you were to conceive without seed and corruption.”

94 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1416°: Aedte, v
¢§ axdprov Aayovov dvagueioav paPdov katidete, kal TV &yovov kvo@dpov
KATAVOT|OOTE.

95  “Having appeared from a barren root, the flourishing rod is dedicated in the sanctuary of
the temple, maturing in order to give birth without having been watered to the Lord, the
ever-living flower” Paris. gr. 259, 1* kanon of the feast, 3 troparion of the 7 ode.

96  Homily 53, Tpnyopiov tov ITakapd drnavta ta épya 1986, vol. 11, 316:43: EiofjAfev 10
delBaléc putov, €8 oL 10 &vBog 1O dxnpatov 1O Ty dgbapaiav xaploduevov Huiv, 00
papdog Aapmv 1) Toig dvikpov £avtis PAactrhoact mpoonuivoaca Ty ék Tig Iapbévov
YéVVn ol doTopws.
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The homilists, however, do not restric themselves to the typology of Aar-
on’s rod when they call the Theotokos papdog. Tarasios of Constantinople
makes a reference to Isaiah: “The great-voiced Isaiah prefigures you as the
tree of Jesse, from which the flower, Christ, comes forth, cuts off the plants of
evil by the roots, and plants the field of the knowledge of God.”” This refers to
Isaiah 11, where the prophet describes a rod that comes forth “out of the stem
of Jesse, and a Branch shall grow out of his roots.” This is seen as a prophecy
of Mary as the rod and Christ being the branch. Mary is thought to be a
descendant of the family of David and thus, his father, Jesse. From this per-
spective, the hymnographic references to a royal rod (¢k cod mpoeABodoa
¢BAaotnoag papdog yap, Pacireiag fvOnoag, kal Svvapewg MAOLV TOIG
népaoty,” mpoodyovoa @ Agomotn, v Pacileov paBdov,”” and papdog
evBalng acidelog, év @ vad Kvpiov é€evtpemiletar’®) can be considered to
support this connection, even though Isaiah is not directly invoked.

The typology of the rod is also connected to the cross,'” which is seen as
a kind of reverse antitype for the tree of the knowledge of good and evil. This
image is developed in the kanon of the forefeast:

Nov €yvwv ydovat cagéotata, “Now I know clearly, o woman,”

TPOPPOVWG €1 O YNPALOG: said the elder zealously,

EOAov év péow wg EkPAaoTdvel vaod- “that a tree is growing in the middle of the temple:
‘Onep eEavOnoet Biov dvtwg kapmov, from it blossoms forth the divine fruit
Iapadeiow eicowkilovra, that brings those, who were exiled

because of eating,

102 from corruption into life in the paradise.

To0¢ Ppivoet eEwabévtag Bopac.

97  In sanctissimae Dei Genitricis ingressum in templum II, PG 98, 1492°: ¢ Hoaiog O
peyaro@wvotatog paBdov tov Tecoai mpoypaget, € f¢ t0 dvBog Xplotog éNévaetal, kol
T QUTA TAG Kakiog TpoPpLlov éktepwy, Tiig Beoyvwaiag gutedoet Ty Gpovpayv.

98  “For the royal rod of might burgeoned forth from you and blossomed unto the ends of
the earth” (Sinait. gr. 568, 2 prosomoion following the automelon Ebgpaiveade Sixator).

99  “When it offers the royal rod to the Ruler” (Paris. gr. 259, 1* kanon of the feast, 2 tropar-
ion of the 5" ode).

100 “The blossoming royal rod prepares [to enter] in the temple of the Lord” (Sinait. gr. 570,
kanon of the forefeast, 2™ troparion of the 9% ode).

101  See, for example, 10" homily of Andrew of Crete In exaltationem sancti Crucis I (PG 97,
1032P).

102 Kanon of the forefeast, 4™ troparion of the 8 ode.
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[...] fg N kotkia E0MoV PAacthioet {wiig, [...] from her womb will burgeon forth the tree of life
Bavatneopov Ppawcews, that redeems
ATOAVTPOVUEVOY, from the deadly sustenance
TOVG Tfj MTWOEL TAVTNG DITOKOYAVTAG, those, who fell into it,
Kal KAamévTag dmatr Tod d@ews. having been cheated by the snake’s deceit.”

Both Germanos and George of Nikomedeia develop this typological image.
Germanos cries out to the Theotokos in his anaphoric series of chairetismoi:

Hail, the most delightful and rational paradise of God, which today is planted to-
wards the eastern parts of his will by the right hand of the All-Ruler, and which
blooms for him with the fair-flowering lily and unfading rose for those [facing] to-
wards the west, who quaff the pestilential and soul-destroying bitterness of death;
[a paradise] in which the life-giving wood flowers into a knowledge of truth, and
which bestows immortality on those who taste of it.'®

George describes Mary as the tree that became an antidote to the curse that
was caused by the tree of the knowledge of good and evil: “[...] in whom the
divine plant without being cultivated blossomed forth, drying by the roots
the first curse of the tree that had overgrown in the world, and instead of this
burgeoned forth blessing.”!**

The case of the rod is a good example of the complexity of exegetical meth-
ods in hymnography. It refers to several themes in the Old Testament: the tree
of the knowledge of good and evil, the rod of Aaron, and the rod from the root
of Jesse. In a similar way; it has several counterparts in the New Covenant: the
birth of Mary from a barren woman, the virginal birth of Christ and the cross.
Subtle references can connect several events, even inside the Old Testament, to
each other and create a verbal tapestry of multiple cross-referential structures.

103  In praesentationem sanctissimae Deiparae I, PG 98, 305%C: Xaipotg, 6 tepmvoTarog kot
Aoyikog @eod apadeloog, oreEPOV TPOG AVATOAAG TG avTod Bednoews PuTeLOUEVOG
Sed1d mavtokpatopt, kai adTd tO davOEg Kpivov kal dpdpavtov podov kumpilovoa, Toig
1poG Suopag Bavdtov Aokny yuxo@Bopov Te mkpiav ékmodoty, év @ 1o {wonapdxov
EOAov Tiig TPOG AAnBeiag emiyvway ¢Eavbe, ¢€ oD ol yevodpevor dBavatifovtat”

104  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1425 [...] év @ 10 O¢€iov
QUTOV dyewpyNTwG PAACTACAY THV TPWTNV Katdpav To0 EVAov DAopavioacav &v 1@
Biw, mpoppilov e&npave, kai avt’ adtiig evhoyiav ¢§fvnonae.
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The tablets of the law

The most important objects preserved in the Ark were the tablets upon which
were written the Ten Commandments. As we noted in chapter 2.2.2., the
hymnographic corpus refers to the tablets as a type of Christ, while Mary
is the Ark that contains them. However, there is an alternative typology in
which the tablets are the Theotokos herself. In Sinait. gr. 570, she is referred
to as the tablets of grace or new grace (ai mAdkeg TAg Xapitog'” and ai
Beolafevtol mAdkeg TAG VEag x&pttog'®) in order to mark the transition to
the New Covenant.

George of Nikomedeia utilizes this same image in his sixth homily while
speaking of the temple: “Lead in [...] the tablets, carved by God, in which
the Logos of God was written above [all] understanding. He transformed the
heaviness of the letter of the law into the lightness of the Spirit.”'"”

This typology is linked to the idea of the Entrance of being the borderline
between Old and New Covenants, more closely examined in chapter 2.2.9.

The golden urn of manna

Neither is the third object inside the Ark absent from the exegetical themes of the
hymns. The golden urn containing manna (Exodus 16:33; Hebrews 9:4), a typol-
ogy of Mary carrying Christ,'® is mentioned in the first kanon of the feast (Bsiov
otduvov)'” and in an unpublished prosomoion of Sinait. gr. 570 (1] otauvog 1
OAOXpvo0G).'" The first unpublished kanon of the feast in Paris. gr. 259 presents
the urn as a prefiguring of the nourishment of Mary in the temple, which in its
turn is understood as a typology of the Eucharist (see chapter 2.2.7.):

105 “The tablets of grace” (1% prosomoion following the automelon "Edwkag onpeiwoty).

106 “The tablets of the new grace, carved by God” (2™ prosomoion following the automelon
Tov odpaviov Taypdtwy).

107  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424": Eicdyaye [...] Tag
BeoxapdrTovg MAdKag, év aig 6 Tod @eod Adyog Eyypageig OTEP Adyov, TO T0D VOopKoD
ypappatog €naxdeg, eig v 100 ITvedpatog EAa@poOTnTA LETHVEYKE.

108 Again, this image is presented in the introductory list of Mary’s epithets in the Georgian
Life of the Virgin (1: o 33360 906 mgdhmabolo 936gbohgdgolio n3apo39dobo
9ol 30b6060QLO, van Esbroeck 1986, vol. 1, 2).

109 “The divine vessel,” 2" kanon of the feast, 3 troparion of the 9" ode.

110 “The golden vessel,” Sinait. gr. 570, 3" prosomoion following the automelon "Edwkag
onueiwotv.
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Qg oTapvov VIEPTIHOV TR TIPLY, Today the temple receives you,
ovoav mavaxpavTe, the one who will accept immortal sustenance,
pédhovoav déxeoba, asthe most honourable vessel of prior nourishment,
Tpo@nv dBavatov orjuepoy, o most undefiled one,
6 vaodg eicdetdpevog, and being so beautified
kabwpdileto tfj of) Oeiq paudpotnt, by your divine radiance,
Kai £poa, cries out:

evAoyeite avTa ta Epya Kupiov tov Koptov.! - O all works of Lord, bless the Lord!

These references, however, are not developed further in the hymnography,
diverging in this regard from the more elaborate discussion in the sermons.
The urn and manna are mentioned by Germanos,'* George Scholarios,'”
George of Nikomedeia,'* and Palamas."® Germanos adds this typology to
his list of chairetismoi to the Theotokos: “Hail [...,] the entirely golden jar that
holds the most pleasing sweetmeat for our souls, that is, the manna that is
Christ!”"'® However, this is not a novelty: the urn of manna had widely been
used as a typology of Mary well before the Entrance was first celebrated. In
hymnography, it is mentioned in the Akathistos hymn,'"” while it is referenced
by Gregory of Nyssa''® and Proklos,'”* among others, in earlier homilies.

This theme is another demonstrative example of the various kinds of
typological images contained within the repository of the hymnographic and
homiletic corpora of the Entrance. It is, as such, a standard image for the The-
otokos. However, when brought into this particular context, it acquires a spe-
cial emphasis. Mary, dwelling physically in the temple during her childhood,
concretely fulfils the role of the urn, and her reception of nourishment at the
hand of the angel is strongly connected to manna. Additionally, if we bear
in mind that the objects contained in the Holy of Holies were absent dur-

111 Paris. gr. 259, 1* kanon of the feast, 4™ troparion of the 8" ode.

112 In praesentationem sanctissimae Deiparae I, PG 98, 308.

113 In festum ingressus beatae Virginis Mariae in templum, PO 19, 403:19-20.

114  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424°€.

115 Homily 53, Tpnyopiov Tov ITakapud drnavra ta épya 1986, vol. 11, 316:43.

116 In praesentationem sanctissimae Deiparae I, PG 98, 308 Xaipe [...] 1) myxpvoog atapvos,
TOV (HIOVTATOV TOV YLDV UAV YAVKAGUOV fTol XPLOTOV TO HAVVA QEPOVOA.

117 11%oikos: Xaipe, Tpo@i) 10D pdvva diddoxe (“Hail, food, following after manna”).

118 See De vita Moysis, SC 1, 137-147.

119 See footnote 41 above.
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ing Mary’s lifetime, the Entrance becomes a very concrete fulfilment of the
Old Testament types that had disappeared. Insofar as the holy vessels were
symbols of God’s presence, the empty sanctuary required and anticipated
the reception of a new symbol. However, instead of merely symbolizing the
divine presence, the Theotokos contained God in actuality within her womb.

2.2.3. THE SPIRITUAL GATE
Another widely developed image in the hymnographic corpus of the Entrance
that of the Theotokos as the spiritual gate. This theme draws on a vision of
Ezekiel (chapter 40 onwards), read as the third Old Testament reading in
Great Vespers of the feast. In this passage, God presents Ezekiel with rules
for building a temple. Inside the temple, there is a closed gate facing the east
through which no one may step because God himself is to enter through it;
it is reserved for a prince (Ezekiel 44:2-3). Mary is this gate, and only Christ,
God himself, can enter through her.'*

The references to the gate in hymnography are numerous.'* None of the
hymns mention Ezekiel, but the terms dd108evtog (impassable) and dpatog

120 This theme is based on an earlier hymnographic tradition. In the 19™ oikos of the Aka-
thistos hymn, the Theotokos is referred to as the “gate of salvation:” Xaipe, 1| TOAn Tfig
owtnpiag (“Hail, gate of salvation”).

121 TRy mOAny, 00 O@eod thHv povny adodevtov (“the only impassable gate of God,” Sinait.
gr. 570, kanon of the forefeast, 2™ troparion of the 5™ ode), 1) TOAN 1 évS0&og, 1§ Aoyiopoig
48108¢vtog (“the glorious gate, impassable for thoughts,” 1* kanon of the feast, 4™ tropar-
ion of the 1 ode), mOAnv adi0devtov (“the impassable gate,” 1% kanon of the feast, 1%
troparion of the 4™ ode), Tfi¢ &Bdtov TOANG (“the inaccessible gate,” Paris. gr. 259, kanon
of the afterfeast, 2 troparion of the 3" ode), Tijv TOANV [...] 10D Tapfactléws kai Oeod
(“the gate of God, the King of all,” Sinait. gr. 570, kanon of the forefeast, 1** troparion of
the 1% ode), mOAnv @eod (“gate of God,” 1% kanon of the feast, 3 troparion of the 9™ ode),
Beodoxov [...] TOAnv (“the gate that held God,” 1# kanon of the feast, 5 troparion of the
9 ode), ThHv TOANV TV ayiav, Xpiotod tod mavoktippovog. (“the holy gate of Christ,
the all-merciful,” 3" sticheron of the ainoi of the afterfeast), 1 TOAn, i katd Avatohdg
BAémovoa (“the gate facing towards the east,” 1% sticheron of the Lite), mOAnv cwtnptov
(“the saving gate,” 2" kanon of the feast, 4" troparion of the 8™ ode), TOAn €movpdviog
(“heavenly gate,” kanon of the forefeast, 4™ troparion of the 9" ode), dnoxAeiovtar ai
Ovpat tiig dbeiag, kal Tiig Beoyvwoiag, mOAat Toig dvBpwmoLg, orjuepov dvoiyovrtal, TG
TOANG TG KpeitTovog, énepeidouévng év oikw Oeod (“The doors of the neglect of God
are closed and the gates of the knowledge of God are today opened unto men, when
the superior gate presses forward into the house of God,” Paris. gr. 259, 1* kanon of the
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(inaccessible) often occur, thus linking the theme to this prophecy. However,
as is typical, homilies express this prefiguration in greater detail. Germanos
addresses his speech directly to Ezekiel himself:

Be present, great-voiced Ezekiel, holding onto the divinely-sent book of the life-gi-
ving Spirit and shouting praise to the eastward-facing and divinely-entered, sealed
gate, along with anyone else from either priestly order, that is to say, the whole
remaining group of onlookers: cry aloud, see in it the completion of what was pro-
phesied [actually] coming to pass!'*

A similar direct reference to Ezekiel is also made by Tarasios when he empha-
sizes the ever-virgin nature of Mary: “Ezekiel spoke on your behalf about the
shut gate, through which no man is to ever pass, if not the Lord God only, and
He will keep the gate closed.”'*

Another source for the typology of Mary as the gate for the Lord is
taken from 1 Kings 6:31, in which Solomon builds a gate for the sanctuary
of the first temple of Jerusalem. This is described in the first kanon of the
feast:

feast, 1* troparion of the 4" ode), TUANV o€, 48168evtov 0doav Kal pove Oed kai facthel
mpovpévny (“being the impassable gate, preserved only for [our] God and King,” Paris.
gr. 259, 1# kanon of the feast, 3" troparion of the 6™ ode), Tfig &AnBod¢ [...] TOAnG Oeod
(“the true gate of God,” Paris. gr. 259, 2* kanon of the feast, 1* troparion of the 6™ ode),
and 100 Bacthéwg §6&nG TOANG dPdtov (“of the inaccessible gate of the glory of the King,”
Paris. gr. 259, kanon of the afterfeast, 1* troparion of the 7" ode).

122 In praesentationem sanctissimae Deiparae I, PG 98, 297: I1apeco, peyarogwvog Tefekn),
v kepaida BedBev katioxwv oD {womolod IIvedpatog kai kekpdlwv TNy ev@npiav
Tf] avatohoPAéntd kal Beomapddw Eo@payiopévn TOAN, Kai €itig dANoG kat’ Appw
ToD {epOAEKTOV TAYHATOG, fTol O TOV PAemdVTwY émilowmog dmag xopog, dvapwVvelte,
npopnTevdéviwy dedoprdTes TNV ExPacty iodoav.

Earlier in the same homily, he refers to the Theotokos as “the sealed gate that heads

towards the east:” Zrjuepov 1} Tod Beiov vaod mOAN Stanetacheioa, Ty dvatoAdPrentov
Kai éo@paytopévny tod Eppavoun moAny eiclodoav Séxetat (“Today the gate of the di-
vine temple, having opened, accepts the sealed gate of Emmanuel that heads towards the
east coming in,” PG 98, 293°).

123 In sanctissimam Dei Matrem in templum deductam, PG 98, 1492°: X¢ yap Telexih
TIPONYOPELTE TOANV KEKAELGHEVNY, €V [] 00Selg AvBpwiwv Slodeboel TOTE, € piy Koplog 6
Oed¢ HoVoG, kal THV TOANY KeKAeLopEVNY StapuAdeL.
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Be0d0x0V MPoBewp®@V ZoAopwV, Solomon, seeing you beforehand as the one who
nvoi&ato oe mOANV Paciréwg, receives God, compared you with the gate of the King
{@oav te YNV E0QPPAYLOHEVNY, and the living, sealed spring,

€ NG 10 ABOAwTOV NIV TPofADev, from which the pure water came forth

BOwp Toig €v mioTel fodoty- to us who cry out in faith:

‘Ovtwg dvwTépa TavTwy, Truly are you above everything,

omdapyxetg apOéve ayvn.'* o pure Virgin.

There is also a more allegorical explanation offered for the gate. The mystery
of the Incarnation is so incomprehensible that human thought is unable to
grasp it. However, by opening the gate of the sanctuary, the Theotokos allowed
the believers to behold divine mysteries: ‘H moAn 1} €v8o&og, 1 Aoyiopoig
ad10devtog, Tag molag didpaca, Tag Tod Naod tod @eod, VOV TpoTpémeTal,
fHag ovveloeABovtag, Ta Oela Bavpdola, katatpueioat avTig.'”

There is one additional typology linked to the gate, in which Mary is
seen as a reverse antitype of the gate of Eden, guarded by the cherubim with a
flaming sword (Genesis 3:24). In Paris. gr. 259, Mary as the gate of God mir-
rors the gate closed by God behind Adam and Eve, now opened to admit the
human race back to paradise:

"Hvoiyel Bpotoig, When the impassable gate

TG TpLYTig TG €V'ESEV i) mahat TOAN, of the King of glory
dmokAeloeioa, is set forth as an offering to Him
TOUG TpoTatopeg T OAn VOV dvBpwmotntt,  in the hidden part of the temple,
Mg ToD Pactéws 86&ng, the ancient gate of Eden’s delight,
TOANG aPdtov £voTepov, closed unto humanity

T@OV dBedtwy Tod vaob, by [our] forefathers,
avartebeiong avtd.'* now opens unto mortals.

To summarize, in the case of the gate, we can see that hymnography offers a
much more varied exegetical interpretation for the Theotokos as a gate, while
the homiletic tradition of the feast is restricted only to the prophecy of Ezekiel.

124 1*kanon of the feast, 5" troparion of the 9™ ode.

125 “The glorious gate, inaccessible to thoughts, having opened the gates of the temple of
God, is now urged forwards, while we by entering together with her delight in her mira-
cles” 1* kanon of the feast, 4™ troparion of the 1* ode.

126  Paris. gr. 259, kanon of the afterfeast, 1* troparion of the 7™ ode.
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2.2.4. MARY AS SACRIFICE™?"

In the Prot. Jas., Anna promises to dedicate her child to God in the tem-
ple, offering her in thanksgiving for the miraculous gift of conceiving, as
a woman (4:1). This theme is reminiscent of the dedication of Samuel in 1
Sam 1:11. According to Leviticus, one could promise a child to God and later
on redeem the child for a certain price (Lev 27:1-8), which is exactly what
Hannah did. A reference to this practice is also the simplest hymnographic
explanation for the description of Mary as a sacrifice to God: ZnAoboa tnv
nahat Beoppovwg, 1 Avva edxnv amomAnpoi, kal 6¢ mpooavatifetal, T®
Tep® Havapwye, iepwtdtny cOAANYLY, wEA ovoav EEetv kai yévvnouw.'? The-
ophylaktos admires the spiritual strength of her parents that allowed them to
make such an honourable decision, giving away their only child: “Estranged
from all behaviour of the flesh, with the help of the Spirit, and being above
everything, they granted to God as a gift the good that God granted them and
show that they received good from Him and return it to Him”'*

The last part of the quote suggests a spiritual allegory for this event,
which is typical of Theophylaktos’s homily. He exhorts the audience to under-
stand that all good is a gift from above and should be returned to God in grat-
itude, which is reminiscent of the ekphonesis in the anaphora of John Chrys-
ostom immediately before the sanctification of the bread and wine, when they
become the body and blood of Christ: Ta od ék T@V 0@V col TPOTPEPOLEV
Kata mavta kol St mavta. '

127 Carlton (2006, 110-114) has pointed out the significance of this typological image in the
hymnography of the Entrance.

128 Kanon of the forefeast, 2™ troparion of the 3* ode: “Godly imitating the ancient [Han-
nah], Anna fulfils her wish and dedicates you, o most undefiled one, to the sanctuary, so
that you would have a most sacred conception and childbirth” Similar references are:
Evtexviag ddpov (“an offering of the fruit of her fertility;” Sinait. gr. 570, 1* kanon of the
feast, 1% troparion of the 2™ ode), @pov poonxBng viv avt® armomAnpodoa matpday
énayyeliav (“you were taken as a gift to Him, fulfilling the declaration of parents,” 2™
kathisma of the Orthros) and evxnv fjvrep nd&avrto, mAnpovvteg Ilavayve (“fulfilling the
wish that they prayed,” kanon of the forefeast, 3 troparion of the 1* ode).

129  In praesentationem beatae Mariae, PG 126, 136": Ilacav 8¢ mpoonadetov capkikiv ¢k ToD
TTvevpatog Amo&noavTeg, Kal TavTog Depavw yevopevoL Sdpov Swpodvta e To Beocdotov
adToig &yabov, kal Setkvbovaty wg €& éxeivov TO Kahdv Exovoty, olg éxévy dmodedwkact.

130 SeeTepatikov 1987, 125: “Your own of your own we offer unto you on behalf of all and for all”
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However, the hymnographic corpus also attributes other sacrificial
typologies to the Theotokos. She is said to be a ewe-lamb (auvag),”! heifer
(8apalig) and dove (mepiotepd), the very same animals that were described
as a sin offering in Leviticus 4-5. In the case of the ewe-lamb, George of Niko-
medeia sees Mary both as the type and the antitype. She is the fulfilment of this
sin offering, but becomes simultaneously a symbolic prefiguration of Christ,
the ultimate sacrifice that redeemed the whole world from sin. The command
from Leviticus 4, which mandates that the lamb be female, is appropriated by
George, who states: “Today the spotless ewe-lamb is offered to the temple as
an accepted sacrificial victim, from whom the lamb of God came forth, taking
away sin from the world.”**

Later in the same homily, George refers to the burnt offering and sprin-
kling of a blood sacrifice, which is also commanded in Leviticus. He presents
the Theotokos as offering herself as a sacrifice through her purity and vir-
ginity: “Thus, the most spotless ewe-lamb is taken to the Creator in order to
be offered as burnt sacrifice, more acceptable than any [other] sacrifice, not
because of the flooding of blood, but because of [her] excessive purity.'*

Instead of the heifer (§apalig), Leviticus mentions the male equivalent
(uoox0¢). This particular sacrificial victim, however, is based on the dedi-
cation of Samuel, a typology of the dedication of the Theotokos in the New
Testament as noted above. 1 Sam 1:24-25 describes the sacrificing of a three-
year-old bullock.

The typological image of this three-year-old bullock is, in the hymno-
graphic corpus, considered to be a type of Mary, who was offered to God
as a three-year-old child. This relationship is developed particularly in the

131 'H dpiavtog apvdg (“the undefiled ewe-lamb,” 27 kanon of the feast, 3" troparion of the
6 ode, kathisma of the afterfeast), auvag 1 domhog (“the spotless ewe-lamb,” 2 kanon of
the feast, 4™ troparion of the 3* ode), and 1| apvag Tod Oeod kai Kriotov (“the ewe-lamb of
God and the Creator,” Paris. gr. 259, 2" kanon of the feast, 2" troparion of the 7" ode).

132 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417 Zfjuepov 1} domlog
Apvag, wg dektov iepeiov 1@ vad mpooépetar, ¢§ ng 6 ToD Oeod apvog Tpoerbav, Twv
apaptiav ToD KOOUOV ApeileTo.

133 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1420%: Oftwg 1 mava-
omhog apvag mapemékeva maong Guoiag oOdokavtwOivan 1@ Kriotn mpoodyetat, ov 8’
afpartog xvoews, aAa dt” vmepPdAlovoay kabapdTnTa.
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second kanon of the feast. Again, she becomes both a type and an antitype.
Mary is the fulfilment of the prefiguration presented in 1 Sam 1, but at the
same time she is a type for the real bullock that was sacrificed, Christ: Trv
TMoAv@WVVHOV Kal TepiSoov, duwpov dapaly, g év oapki Kvoopnoacay,
1OV Oelov HOOXOV, TTAVTEG AVVUVIOWEY, TIOTOG 0pTdlovTec.** Because of
the elasticity of hymnographic exegesis, even one sentence alone can include
such double references and complex intertextual structures.

This theme is surprisingly rare in the homilies. It is mentioned in the
partly spurious homily attributed to James of Kokkinobaphos'* and in the
homily by Tarasios. The latter draws a prefiguration of Mary from the sacri-
fice of Isaac:

For if God commanded Abraham to offer a three-year-old heifer, and a three-year-
old goat for the purification of souls, how would not the Virgin, who was predeter-
mined from the creation of the world and chosen before all generations to become
an undefiled dwelling-place and to be taken to a holy temple for the Ruler of All,
be a honourable and undefiled and unblemished offering of the human nature?'*

The dove, as we mentioned earlier, is not only seen as a sacrifice but also as
a type related to the Ark of Noah. The other typology is related to the sin
offering of Leviticus 5; this image, for example, is presented twice in the sec-
ond kanon of the feast, together with the ewe-lamb."?” The various epithets

134 “Let us all, faithfully celebrating, praise with hymns the faultless heifer, illustrious and
called with many names, for she gave birth in flesh to the divine bullock.” 2" kanon of the
feast, 3" troparion of the 5™ ode. A similar typology is presented in the kanon of the feast
in Sinait. gr. 570, 1% troparion of the 3™ ode: TiHv Sdpaly, fTig TOV LOGXOV VTEP TIAVTWY,
Tov Tvévta kufjoat (“the heifer, who gave birth to the bullock sacrificed for all”).

135 In praesentationem sanctissimae Deiparae, PG 127, 609*.

136 In sanctissimam Dei Matrem in templum deductam, PG 98, 1496°-1497*: Ei yap 0 ®ed¢
@ APpadp éveykelv mpooétage Sapaly tpietifovoav, kai alya tpletiCovoav mpog
kaBaplopov t@v Yyuxdv, nwg 1 Hapbévog 1 mpooplobeioa amd kticews KOOHOL, Kal
¢k TAo@V yeve®@v mpooekAexOeioa ei¢ katoknTiplov dpoAvvtov kai mpooevexOeioa
elg vaov dylov @ mavtokpdtopt, ovxi Tipia kol kabapd kal dpoivvrtog kabéotnke, Kal
TPOOPOPA Apwpog TG avBpwmivng evoews.

137 H tod ®eod auvag 1) domhog, 1) meplotepd 1) duolvvtog (“the spotless ewe-lamb of God
and the undefiled dove,” 2™ kanon of the feast, 4™ troparion of the 3* ode) and 1 apiavtog
auvag, kol ayvi meplotepd (“the undefiled ewe-lamb and pure dove;” 2™ kanon of the
feast, 3 troparion of the 6™ ode). As a sacrificial victim, Mary is also referred to as “fair
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of purity attributed to the Theotokos express her innocence. The Prot. Jas.
mentions that she “was in the temple of the Lord as a dove that is nurtured,
and she received food from the hand of an angel (8:1)”

George of Nikomedeia and Tarasios attribute similar characteristics to
Mary. Tarasios alludes to the theme of innocence in a long list of epithets:
AV yap [...] n meplotepa 1) dpuoAvvtog.*® George, on the other hand, refers
to her as unblemished: “Today the unblemished dove, flying inside the sanc-
tuary of the temple, chased away the evil bird-catcher, and became higher
than his war engines”"*

2.2.5. THE MONASTIC BRIDE OF GOD

The feast of the Entrance has been and continues to be particularly beloved by
the monastic communities of the Orthodox Church. Monks and nuns see the
Theotokos as their example for ascetic life because of the humility, obedience
and hesychasm shown by her. The Prot. Jas. does not describe Mary’s life in
the temple, except for the short description of her living in the temple like a
dove (8:1). However, three later narratives on the Entrance, Epiphanios’s Life
of the Virgin (chapters 5-6),'*" the Georgian Life (chapters 9-13),'"! and the
Pseudo-Matthew (chapter 6),'** dedicate long passages to a description of the
monastic way of life Mary lead in the temple.

Both Lives of the Virgin describe how obedient Mary was to the priests of
the temple and her practice of ceaseless prayer and virtuous deeds.'* In the

dove” (wpaiav meplotepdy, Sinait. gr. 570, kanon of the feast, 1% troparion of the 9 ode),
“sacred dove” (meplotepd 1 oepvn, Paris. gr. 259, 2™ kanon of the feast, 2™ troparion of
the 7" ode), and “unblemished dove” (&uwpov meplotepdy, kanon of the forefeast, 1
troparion of the 6™ ode).

138 “For she is the undefiled dove” In sanctissimam Dei Matrem in templum deductam, PG
98, 1484°".

139  In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417°P: Zrjuepov 1 &puwpog
TEPLOTEPA €V TOIG TOD vaod advtolg mepuntapévn, tov T kakiag ifevtiv eEérkAvey,
DYNAOTEPA YEVOUEVT TOV UV LATWY adTOD.

140 PG 120, 1925-193".

141 Van Esbroeck 1986, vol. 1, 10-15; Shoemaker 2012, 42-45.

142 Evangelia apocrypha 1853, 61-63.

143 See, for instance, chapter 12 of the Georgian Life (van Esbroeck 1986, vol. 1, 13): bmom
gmgoobo 9dghal LogLg ogm oEmAmggohhgdoms o Bgogmdomo BAopa 0go
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Pseudo-Matthew, the character of the narrative reminds one of the Synaxaria.
The Theotokos defends her virginity in a monologue that resembles the early
narratives concerning martyrs, giving a full theological account of her ascetic
calling."** The virtues mentioned in the text (prayers, vigils, humility, chant-
ing, abstinence, virginity) are essential elements of a monastic lifestyle.

George Scholarios draws up a similar list. He attributes several monas-
tic virtues to Mary, some of them identical to the catechesis of the office of
the Great Schema, such as “abstinence, sobriety, mildness, undistraction of
mind, severity, negligence of glory, gentleness, moderation, dedication of the
oppressed flesh to pains, the elevation of the mind towards God.”'*

The idea of the Theotokos’s personal ascesis, however, is based on an
older tradition. Cyril of Jerusalem exhorts his catechumens to lead a life in

byeo dobo, Eo vdom Fghomo P3ghHal ymgeobo dmdodog Lobogholio dobo Eo
30308nyyomobo dobo dobobo, 383w Eo dpodog gmbgdomo, glmEgbLlo dob
Lodpophglo Bdgpo LombmgdomoQlo Eo gohpodohgdyegdolo dopololo,
3000030 $9330M00hoP PILIBOQ0 yn39QemoQ P893mogL oym gmzeolbo d769d0Lo
Logddom Eo Lohyzm o 3mbgdom, MHBQEIgNY EJPOQ yngoE ogm $9ddomoholo
3ol gmggemo dgyaolo Am3geo gbmEgb Pogeobo3bo, Po Podpoders BYgb m3zL
30009 Lo 3YE0QOEIEY BOZYEOQOMS FNOMHOLOQMS. (“But more than anyone else, her
holy soul was full of benevolence and compassion, and in this way she was more than
anyone else an imitator of her good and benevolent son, having a tranquil and humble
mind with such an abundance of virtue and excess of grace. Truly she was the queen
exalted above every nature in word and deed and thought, for she was to become the
mother of the true king of all things who then became poor and was humbled for our
sake unto death by death on the cross (Phil 2:8),” Shoemaker 2012, 44.) The respective
passage of Epiphanios’s life can be found above in chapter 1.4.1.

144 These kinds of dialogues or monologues are found in many early narratives, for example
the Acta of the Martyrs of Scillium (180, in Latin), the Acta of Maximilianus (295, in
Latin), and the Martyrio of Konon (3" century, in Greek). The last one of these dialogues,
in particular, has a more complex theological character.

145 "Eykpdteta, Vg, Tpaotng, dvekotaoia, euppibeia d0&ng OAywpia, meikela, ouppetpia,
oapkdg kabiEpwotg movolg meopévng, vod mpdg Oedv dvdotaots, Homily on the En-
trance, PO 19, 399:11-19. The catechesis of the service of the Great Schema mentions
@Aadehgiay, fovxiay, émeikelay, eOAdBelay, perétny t@v Beiwv Aoyiwv, avayvwory,
mpnow kapdiag €k PumapdV Aoylopd®y, Epyaciav TNV Katd SOvauy, €ykpdatelay,
vropoviy péxpt Bavdatov (“brotherly love, silence, gentleness, reverence, study of di-
vine sayings, reading, protecting the heart from filthy thoughts, working according to
strength, abstinence, patience until death,” AxoAlovBia 2003, 29).
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purity, presenting Mary as their example.'* A similar reference is made by
Gregory the Theologian in his moral poems."*” Gregory of Nyssa, when ana-
lysing the dialogue between Mary and Gabriel in the Annunciation, argues
that her words “How shall this be, seeing I know not a man?” (Luke 1:34)
are an indication of her having taken a vow of virginity.'*® Later on, however,
Mary’s asceticism took on a more subordinate role, while the notion of Mary
as the Theotokos gained more attention. As the hymns of the Entrance show,
this theme, nevertheless, re-entered the theological scene during the Middle
Byzantine period.

In hymnography, Mary’s ascetic life in the temple is seen as preparation
for her role as the Mother of God. This preparation is mentioned in the sec-
ond sticheron apostichon of the feast, where the hymnographer speaks with
the mouth of Anna to the Theotokos:

ATt tékvov, Depart, o child,

@ SoTipt yeviOnty, to him who gave you

Kal &vddnua, and become an offering
Kai e0®deg Bupiapa. and an incense of good fragrance.
Eloe\O¢ €ig td ddvta, Go into the sanctuary

Kal yv@bt pootnpia, and learn mysteries

Kai étotpdov yevéaba, and prepare to become
100 Inood oikntnpLov, the dwelling-place of Jesus,
TEPTIVOV Kol Wpaiov, delightful and beautiful,
TOD TTAPEXOVTOG TR KOTUW, who grants to the world

10 péya é\eog. a great mercy.

The idea of Mary as a hesychast ideal is naturally utilized and developed by
Palamas. His Homily 53 is a remarkable presentation of Gregory’s hesychastic
theology.

Thus, looking for this, the Virgin [...] found the sacred hesychia as her guide, the
rest of the mind and universe, the forgetting of earthly things, the initiation of
things above, the preserving of thoughts towards better ones. [...] And thus those
[monastics], purified in their hearts through sacred hesychia, perceiving God in

146 Catechesis XII, de Christo incarnate, PG 33, 768C.
147  In laudem virginitatis, PG 37, 537-38.
148 In diem natalem Christi, PG 46, 1140°-11414,



www.tezaurliturgic.ro
IN INTERACTIO 97

theoria. A concise demonstration of this is [...] is the Virgin herself, who was de-
dicated to hesychia since, let us say, her infancy. From everyone only she, having
practiced hesychia marvellously since her childhood, gave birth to the God-man
Logos without knowing man.'¥

In this passage, Palamas considers the preparation of Mary to take place
through hesychia, and to be essential and necessary for her future task of giv-
ing birth to God in the flesh. He believes that the Theotokos achieved a true
state of theoria in the Holy of Holies."®” According to Gregory, “the carrier
angel thus is clearly a symbol of the angelic life of the Virgin in this early

age’

’151 She was taught directly by God with divine teachings, but also by hear-

ing the Scriptures being read in the temple every Sabbath: “She listened care-
tully and with a great attention both to those [books] written by Moses wrote
and those by other prophets, when the whole people gathered together every
Saturday outside the temple'**

149

150

151

152

Homily 53, Ipnyopiov tov ITakapd dmavta ta épya 1986, vol. 11, 328:52-330:53: Todto
toivuv 1 IlapBévog (nrodoa [...] v iepav novxiav edpioket xelpaywyov- fovyiav v
VoD Kal KOGUOV GTACLY, THV AONV TV K&Tw, TNV HONoY TOV dvw, TNV TOV Vonudtwy &mt
10 kpetttov anodeowv. [...] Kal obtwg [...] Bewpodol Tov Oeov ol iy kapdiav Ot iepdg
fovxiag kaBapBevtec. Hg ovvtopog damodeldis [....] 1y €€ amaldv, g einelv, ovuxwv TavTn
ovyyeyevnpévn IapBévog abtn: povn yap andvtwv ¢§ obtw mave madog dnepQuidg
fovxacaoca, povn mavtwv OedvBpwmov Adyov dmelpavSpws EKVoPOPNOEV.

In the context of temple theology, M. Barker (2004, 23) notes that, in symbolic terms,
anyone who entered the Holy of Holies learned divine mysteries; she suggests that the
core of this idea is theosis, the transformation into a divine being. Thus, if this conception
was truly transmitted to early Christian theology, it is very logical to describe Mary’s
perfection in wisdom and personal ascesis in the Holy of Holies.

Ovkodv kal Tiig kat dyyéhovg Tf] Tlapbévw moliteiag v TobTw TAG NAkiag évapyeg
dnmov ovuPorov 6 Swakopotng. Homily 53, Tpnyopiov tov ITakapd dmavta ta €pya
1986, vol. 11, 318:45.

Qg 8¢ kal TOV Mwof] yeypaupévwy Kal TdV Toig AANOLG TIPOQHTALG EKTIEQATUEVWY
KATNKPOATO UETA GUVECEWG AKPOTATNG TOD Aaod mavtodg E§wbev éxdotov ZapPdtov
Sieftovtog kab’ & vevouaoto. Homily 53, Tpnyopiovi t@v Mwofi yeypappévwv kai 1986,
vol. 11, 322:48. Epiphanios’s Life, which preceded Palamas’s homily, includes a similar
passage in chapter 5:"Epafev 6¢ té Efpaikd ypdppata étt {@vtog Twakeip 100 matpdg
avTiG- Kol Ry evpadng kai ghopadng, kainep povwdeioa, movodoa kai oxohalovoa mept
a6 Oeiag Ipagag (PG 120, 1925).
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The ideas of monastic ascesis and the vow of virginity are closely linked to
the image of Mary as the unwedded bride of God."** The hymnographic corpus
represents the Entrance as the betrothal of God with the Theotokos. The pro-
cession is understood as the fulfilment of the wedding procession described
in Psalms 44:"** Q0¢ dvtwg, wpaiav oe kai §0&n T kpeltTOVL KEKOOUNUEVIV
0 vaog, vopenv defduevog ayviy, Td oOpBoAa orUEPOV, TG HVOTIKAG, Oed
TPOCAYEL VOULPEVOEWG, VOUPOOTOADV OF, THV HOVIV ApiovTov.!*

Similar images of marriage and engagement are also presented in the
second kanon of the feast'*® and in the stichera of the ainoi.'>” The first unpub-
lished kanon in Paris. gr. 259 claims that the Theotokos herself understood
her procession to the temple to be a feast of betrothal to God: ®@d\apog O¢iog,
0 100 @eod vaog oot dPON ayvr), Tovtw kabapog ayvg Te Kal eVTPENAG,
HVNOTEVOUEVOG Og dxpavTe, kal poika évdo&ov.'** Later on, the same kanon
illustrates the wedding imagery with a description of flower crowns, an ancient
marriage symbol: faArvng évBéov mAnpodoa, kai Ovpndiag THv xopeiav, Twv
EKAOYIKOV oot avOEwY, TOV éykwpiny TAEKOVTWV OTEQAVOY, Taig Oelalg cov
eENGpyeot, Tavtny Iapbéve katakaumpuvov.'>

153 This symbol of the Theotokos is the ephymnion of the Akathistos hymn, yaipe vouen
avopgevte (“Hail, bride unwedded”).

154 'This prefiguration will be analysed more elaborately in chapter 2.2.6.

155 “Today the temple receives you as a pure and truly beautiful bride adorned with great
glory and introduces the symbols of your mystical marriage to God, arraying you in
bridal finery, o only undefiled one.” Sinait. gr. 570, kanon of the forefeast, 3™ troparion of
the 4™ ode.

156 Ta tiig vougpedoewg dnoypagovtal, Oeia supufolata, Tig vmep vody kvogopiag cov (“The
divine contracts of engagement are being written, the ones of your pregnancy above un-
derstanding,” 2™ kanon of the feast, 4" troparion of the 5% ode).

157 TIpoepvynotedOng 1@ ITvedpatt puoTikde, vopgevdeioa 1@ Oe® kai Iatpi (“you were
mystically engaged to the Spirit, making you the bride of God the Father,” 3" sticheron of
the ainoi).

158 “The temple of God seemed to you, o pure one, a divine wedding-feast, in which the
pure one undefiledly and dignifiedly betrothed you, o undefiled one, and took you as a
glorious dowry.” 2™ troparion of the 7 ode.

159 “Being filled with godly tranquility and delight, brighten with your divine radiance, o
Virgin, the choir of the flowers of praises and the crown woven of glorifications.” 2™
troparion of the 9" ode. For more information on the history of the wedding crowns in
the Byzantine marriage ceremonies, see ®ovvtovAng 2002, 236-238.
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George of Nikomedeia alone develops this symbol in his homilies. He
says that Mary was “allotted to a blessed engagement.”’® The image of the
marriage is not, however, exclusively between the Theotokos and God the
Father. Germanos suggests that Mary was the bridal chamber (maotdg) in
which Christ married the flesh.'® The hymnographic references to the The-
otokos as the bridal chamber are numerous.'®* In the unpublished kanon of
the forefeast, found in Sinait. gr. 570, the sanctuary of the temple is seen as a
physical bridal chamber into which the true bridal chamber — Mary - steps:

‘H maotdg oo, Today the bridal chamber of the sanctuary

1 TOV iep@V, and Holy place is adorned

IMapBéve kat adVTWY, and prepared for you, o Virgin,

T KkpeitTovt EToddeTal, the one who is herself

naotadt Tod Oeod, the greater bridal chamber of God,

Kal KOOUEITaL GTiHEPOV, and is today adorned

ékPodoa, and cries out:

névta ta €pya Kvpiov tov Koprov duveite,  all works of the Lord, praise the Lord with hymns
Kai brepvyoiTe, and exalt Him

gig mdvtag Tovg aiwvac.'® unto all ages.

160 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417".

161 In praesentationem sanctissimae Deiparae I, PG 98, 305°.

162 Taotdda tod Oeod émovpdviov (“the heavenly bridal chamber of God,” Sinait. gr. 570,
kanon of the forefeast, 2™ troparion of the 4™ ode), 1} Taotag 1§ 0vpaviog (“the heaven-
ly bridal chamber;” Sinait. gr. 570, 2™ prosomoion following the automelon ‘Ote ¢k 0D
E0Mov), taotadt (“bridal chamber,” Sinait. gr. 570, kanon of the forefeast, 2" troparion of
the 8" ode), /| aknAidwtog maotdg (“the spotless bridal chamber,” 2™ kathisma of the Mat-
ins of November 24), 1§ Aoywn naotag @eod tod Adyov (“the spiritual bridal chamber
of God the Logos,” 3" sticheron apostichon of the Small Vespers), Tf|v éuyvxov naotdda
Oco?, TNy kabapav kai dpwpov, kai Aapmpotépav maong kticews (“the spiritual bridal
chamber of God, pure and undefiled and brighter than all creation,” 1* kanon of the feast,
1 troparion of the 3™ ode), Tf] dpwptw maotddt (“to the immaculate bridal chamber;,”
Paris. gr. 259, 1# kanon of the feast, 1*troparion of the 2" ode) and 1} toAvtipntog naocTag
(“the highly honoured bridal chamber,” mesodion kathisma of the forefeast and kontakion
of the feast). Again, the image of the bridal chamber is not unique to the feast of the
Entrance but a continuation of an earlier tradition. The Theotokos is called the bridal
chamber in the 19™ oikos of the hymn: Xaipe, taotag domopov vopgedoews (“Hail, brid-
al chamber of a seedless marriage.”)

163 Sinait. gr. 570, kanon of the forefeast, 2 troparion of the 8 ode.
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This theme of the bridal chamber also creates an intertextual connection with
the parable of the ten virgins (Matthew 25:1-13), where the wise maids pre-
pare to receive their Bridegroom with lit lamps. The troparion that precedes
the depiction of Mary as a bridal chamber describes how believers prepare
themselves for the reception of the Theotokos and, through her, Christ:

Aapmadovywv orjpepov xopol, In anticipation of your coming,

Aapmadag voovpévag, today the choirs of lamp-bearers

TOV AOywV Kal OpwHEV, brightly prepare

¢rotpalovot padpdg, both visible lamps and noetic lamps

TPOG THV ONY LTTAVTNOLY, of the logoi,

Kai fo@aoty, crying out:

névta ta €pya Kvpiov tov Koprov duveite,  all works of the Lord, praise the Lord with hymns
Kai brepvyoiTe, and exalt Him

gig mdvtag Tovg aidvag. unto all ages.

2.2.6. LIGHT IN THE FEAST OF THE ENTRANCE

One of the most important elements of the procession of the Entrance is the
light that the virgins carry as they go before Mary. The Prot. Jas. describes a
very practical reason for the carrying of the candles. The fire is supposed to
attract the attention of the child so that she will not turn back and return to
her parents (Prot. Jas. 7). This has inspired hymnographers and homilists to
use several typological images or allegorical symbols related to light. Some of
them are directly linked to these procession candles, while others are more
general types of the Theotokos that are drawn from the Old Testament. These
include lampstand (Avyvia), bright cloud (@wTtetviy ve@éAn) and sun (fjAtog).

The procession of virgins and mothers

As noted above, the procession of virgins and mothers to the temple is seen
as the fulfilment of Psalm 44, the description of a royal wedding proces-
sion. The Georgian Life of the Virgin includes an extensive analysis of this
text, extending from chapter 5 to 9. However, neither the Prot. Jas., nor the
Gospel of Pseudo-Matthew, nor even the Georgian Life of the Virgin mention
the presence of mothers, with the exception of Anna, as a separate group in

164 See Shoemaker 2012, 39-42, for the English translation; for the Georgian original, see
van Esbroeck 1986, vol. 1, 6-11.
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the procession. However, there is evidence that others were present at the
Entrance.'®® The Greek Lives make no reference whatsoever to the procession.

The paradox of the maternal virginity of the Theotokos is a popular
theme in the hymnographic corpus.'® Thus, the procession also constitutes
a form of this paradox and serves both as the fulfilment of prefigurations
in the Old Testament and symbolical foreshadowings of future events. The
interpretation, moreover, includes a moral allegory. The hymns imply that
these virgins and mothers constitute a symbol of the totality of humanity, as
virgins represent monastics who live in abstinence and mothers typify those
who choose marriage as their way of life.'®” One of the most important hymns
of the feast, the doxastikon of the aposticha,'*® invites all to join the procession
of virgins and mothers:

Znuepov ta otien t@v [Miotdv cuveAdovta, Today we, the hosts of the believers having come

TIVEVHATIKDG TIOVIYVPICWEY, together, let us celebrate spiritually

kai v Beomarda IapOévov kai Oeotokov,  and praise with hymns the child of God,
¢v Na@ Kvpiov pocayopévny, Virgin and Theotokos,

€00EPDG AVEVPNUNOWHEV- who is being taken to the temple:

TNV poekAexBeioay ¢k Tac®v T@v yeve®@v, the one chosen before all ages
ei¢ katowntiptov Tod Iavtdvaxtog Xpotod, to become a dwelling-place of the ruler

Kkai O@eod TV SAwv, and God of all, Christ.

ITap6évor, Virgins,

Aapmadngopodoat tpomopebecbe, go ahead carrying the lamps

Tiig AemapBévov Tipdoat, to honour the honourable procession
v oePdopov mpoodov, of the Ever-Virgin,

165 See Prot. Jas. 7:2: “All the house of Israel loved her”

166  This antithesis is mentioned in the doxastikon of the Lite, 2" kanon of the feast (7 tropar-
ion of the 4™ ode), 1% kathisma of the forefeast, and twice in the unpublished kanon of the
afterfeast in Paris. gr. 259 (theotokion of the 3" ode and the 1% troparion of the 9" ode).

167 A similar allegory is presented for virgins in the Georgian Life of the Virgin, when the
author explains the procession of Psalm 44 (chapter 5: “And this prophecy is to be un-
derstood not only as about them [i.e. the virgins of Mary’s procession], but also about
the virgin souls subsequently following her path, whom she called her friends” Shoe-
maker 2012, 40; @0 00603bHOMQEMO Jom Jobygmo 3L, PO vho Fom m3L mEPgb
ageobbdoogmngdol BoboqlBomdghyngegdoq gbg, 0MHodgp d90pgm3opEo
3n00bo doblbo Ggpamdogmo vebyemo BPewo ®3L AhmdgomoEs dmygyol FobLo
9Bmpo. van Esbroeck 1986, vol. 1, 7.)

168 See Tillyard 1938, 121.
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Mnrépeg, Mothers,

Ao mdoav droBépevar, having left behind all sorrows,

XapHOVIKDG ovvakolovdroarte, follow harmonically,

vpvodoat Thv Mntépa tod Oeod yevopévny,  chanting praises to the one that has become the Mother
Kai TG Xapdg Tod kOapov TNy mpdEevov. of God, and the ambassador of joy to the world.
ATAVTEG 0DV XAPUOVIKDG, Let us, everyone, cry out harmonically

T0 Xaipe oLV T® Ayyélw ExPorowpey, “Rejoice” together with the angel

1] Kexaptropévn, to the Blessed one,

Tfj del mpeoPevovon, who always intercedes

OTIEP TOV YUXDOV UDV. for our souls.

The author effectively uses the rhetorical device of enargia, bringing believers
to the same place and time as the procession of the Entrance.'®® A similar
exhortation is proclaimed by Leo, as he advises his audience to take part in
the procession and to delight in its spiritual joy.'”°

Theophylaktos develops the spiritual meaning of the procession even
more. He states that the fathers of the house of Israel rejoice together with
Joachim, the mothers with Anna, and young girls and virgins with Mary."”!
He further explains that the accompanying virgins symbolize the godly souls
that imitate the Virgin in their lives."”* Theophylaktos then continues, moving
on to ethical teaching on virginity and marriage:

169 Similar hymnographic references are written elsewhere in the hymnographic corpus:
[...] kai mavtwv &vBpwnwv 1) TANOLE, Kal PO Mpocwmov ITavayve, TPOOTPEXOVTL GOV
onpepov, Aapnadngopot kpalovoat (“[...] and the multitude of all men, and they hasten
today before your countenance, o most pure one, carrying lamps and crying out,” 1# kanon
of the feast, 4" troparion of the 3™ ode), fipeig oVV Taic TapBEvoLs, T@ Nad TAnotdowpev
(“let us approach the temple together with the virgins,” 2" kanon of the feast, 6% tropari-
on of the 3 ode), Aapnpogoprowpev oi OpBodotol, mavtes cuvtpéxovteg (“let us carry
lamps, o all Orthodox, and hasten together;” 2™ kanon of the feast, 1% troparion of the
5% ode), oOv apOévolg Aaundot Te, TpocunavTHowpey Tavty év 1@ Nad, elotobdon &ig
T Ayta (“let us meet her, who steps into the Holies, in the temple with the virgins, car-
rying lamps,” 1** sticheron apostichon of the Matins of the forefeast) and dedte pvotikdg
ovvdpdpwpey, kai mpoefaplwuev vov, Taig Aapmdot TG moTews, KATAAAUTPUVOUEVOL,
tiig apBévov v mpdodov (“come, let us mystically hasten together and now lead the
procession of the Virgin, enlightened by the lamps of faith,” 3¢ sticheron kekragarion of
November 22).

170 In beatae Mariae praesentationem, PG 107, 13%.

171 In praesentationem beatae Mariae, PG 126, 136",

172 In praesentationem beatae Mariae, PG 126, 140*.
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Are you a virgin? See the glory of virginity. [...] Or have you accepted the bonds
of marriage? Take care that the marriage will not become a reason of separation
from God or a futile excuse. For Joachim and Anna were both in marriage and not
separated from God.'”?

The procession of lamp-carrying virgins is also reminiscent of the parable
of the wise and foolish virgins in Matthew 25:1-13. The unpublished kanon
of the forefeast in Sinait. gr. 570 subtly supports this connection; the virgins
receive Christ with their lamps through the Theotokos, when she gives birth
to the incarnate God."”*

The fifth sticheron kekragarion of Great Vespers, however, supposes that
Mary is this spiritual lamp: Ai veavideg xaipovoal, kai Aapmadag katéxovoa,
¢ Aapnadog onuepov mponopebovtal, TG vontis.'””> The same sticheron
explains that the light of the lamp is Christ himself, thus referring to Matthew
4:16: tpodnhodoat TV wEANovoay, aiyAnv dppntov, €& avTig dvaldpyery kai
QWTIOELY, TOVG €V 0KOTEL KaBnpévoug, ThG dyvwoiag év ITvedpart.'”®

173 In praesentationem beatae Mariae, PG 126, 141": IlapBévog i; Tijv do&av i8¢ Tig
napBeviag. [...] AA& deopd yapov meptetédn ool; Opa pry TOv yapov aitidor tig ano
Ocod Staotacew unde mpogaocion ta parata. Twakeip yap kai Avva kai OO yapov kai
ovk £Ew OeoD.

174 Sinait. gr. 570, kanon of the forefeast, 1% troparion of the 8 ode: Aapnadovywv onpepov
xopoi (see above in chapter 2.2.5.). Similar references to the spiritual lamps are made
in two other hymns: Xrpepov gaidpdg mapBevikal xopiat evtpemioacal, TaG vonTag
Aapmadag mpotpéxovot (“Today the choirs of virgins, having prepared their noetic
lamps, hasten brightly ahead,” Sinait. gr. 570, kanon of the forefeast, 1* troparion of the 3%
ode) and tfig @cotoKOL £0pTAlOVTEG, TV €V TOIG AGVTOLG TTPOEAEVOLY, AapmadovXoDVTeg
vont®g (“celebrating the entrance of the Theotokos in the sanctuary, carrying spiritual
lamps,” 2™ kanon of the feast, 6% troparion of the 3* ode).

175 “The maidens rejoicing and holding lamps go today before the spiritual lamp.”

176 “Proclaiming the unspeakable future brightness that shines forth from her and enlight-
ens in the Spirit those who dwell in the darkness of the lack of knowledge”

Mary is also referred to twice as the spiritual lamp elsewhere in the hymnograph-
ic corpus: 1| Aapmag 1 Tod Oeod @wtog (“the flame of divine radiance,” Sinait. gr. 570,
3t prosomoion following the automelon Edwkag onpeiwotv) and ¢wo@opog fuiv avijye
Aapmac, éBonoev o Tepebs, xapav peyiotnv ékAdpmovoa év Nad (“the priest cried out:
the light-carrying lamp is lit for us, shining forth a greatest joy in the temple,” 1* kanon
of the feast, 5™ troparion of the 8" ode).
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Surprisingly, this symbol is not developed extensively in the homilies
of the feast. Germanos calls the Theotokos “the one lamp” that brightens the
whole temple in addition to the material lamps carried by the virgins.'”” The-
ophylaktos presents a moral allegory for the lamps. He sees them as a symbol
of the virtuous life and the enlightenment of knowledge.'”®

Typologies of light
The source of the light of the Theotokos is explicitly expressed both in the
hymnographic and the homiletic corpora as Christ himself. Thus, the proces-
sion also possesses a Christological interpretation. Mary is called the vessel
of light: ®@Ong Soxeiov, Tod dnpooitov kai Beiov Pwtdg.'”” However, she is
also given the task of spreading the light: avt yap é§notpaye, 10 ¢dg év
101G mépaot.'® Again, the Theotokos is seen as the vessel of light, described
in Matthew 25:1-13, while the darkness is seen as a symbol of sinfulness:
Ddwtiocov Ayvi), Yuxig pov Ta Sppata, eog 1 Kuoaoa, 6mwg pn éméAdn pot,
Tiig apaptiag okotog Pabivtarov.®! Isidoros calls Mary herself the light: “For
the bright child of God has been manifested in light, she is rather more shin-
ing than any light, and without her neither light, nor heaven, nor any other
creation truly can brighten the soul and reconcile it with God.”'*
Additionally, the Theotokos is called the sun. Tarasios, answering the
question Ti odv kaléoopev v Mapiav; (“How should we, then call Mary?”),
echoing the theotokion of the office of the First Hour (Ti o¢ kaléowpev, @
Kexaprrwpévn; “How should we call you, o full of grace?”),'® calls her both
sun and moon, while Christ is the real Sun of righteousness. In the following

177 In praesentationem sanctissimae Deiparae I, PG 98, 3004,

178  In praesentationem beatae Mariae, PG 126, 140®,

179 “You were seen as a vessel of the unapproachable and divine Light,” 2" kathisma of the
Matins of the feast.

180 “For she shines forth light to all the ends [of world],” 2™ kanon of the feast, 6% troparion
of the 5" ode.

181 “O pure one, enlighten the eyes of my soul, you who conceived light, so that the darkness
of sin will not come upon me;” kanon of the forefeast, 5 troparion of the 9* ode.

182 In praesentationem beatae Virginis Mariae, PG 139, 53% 'Emel §’eig @@g 1 Aaumpd
nepavépwtat Oeomaug, 1) AoV ij g dmav Stavyeatépa, fig xwpis oV Te DG, 0BT 0VPavdG,
o0’ 1) moinoig maoa TV Suvapévey Yoxiv AAn0@s Aapmpivat kai oikeldoo Oed.

183 See Qpoloytov 2005, 118.
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passage, Tarasios makes references both to Malachi 4:2 and Psalm 44:2: “Sun?
For she, being seven times brighter than sun, received the sun of righteousness:
moon? For she, being incomparably fair gave birth to the fairest Christ.”'**

In the hymnographic corpus, both the Theotokos and her Son are
called suns. A reference to the prophecy of Christ as the Sun of righteousness

in Malachi is made in the unpublished prosomoion of Sinait. gr. 570:

‘H xapig oov Aéomotva, Your grace, o Lady,

Qadp®g TG dKkTivag HmMAwoey, radiantly scatters rays [of light]

£V T@ va@ Kal EURvooey, in the temple,

TOV iAoV iy, revealing to us

TG Stkatoovvng, the sun of righteousness.

onep maoav Evvolay, It rises from you in a way

¢k 000 Stavateilat Toig MO0 oe, that exceeds all comprehension,

VEQEAV TIAUPWTOV, o most bright cloud,

avopvodoty kai So&afovot, unto those who earnestly hymn and glorify
1OV deomoTnY andviwy kai Koptov.'# the Lord and Master of all.

One of the typological images of Mary closely linked to the temple and the Holy
of Holies is the lamp-stand (Avxvia) or menorah (mMan), which God instructed
Moses to construct for the sanctuary of the tabernacle (Exodus 25:31-40). The
theme occurs frequently in theotokia throughout the ecclesiastical year; Eustra-
tiades dedicates two columns to this reference in his catalogue.'” The menorah

184 In sanctissimam Dei Matrem in templum deductam, PG 98, 1496*: fikiov; abtn yap 10D
MAiov éntanlacing wtevotépa dmdpxovoa, TOV fAov ¢ Sikatoovvng vmedéEaro:
oeAnvny; abtn yap T kAo dovykpLtov £Xovoa, TOV wpaiov kaAAet XpLotov dmekvnoe.

185 “HAiog advtog, év toig advtolg fmiwtatl, 1] ©e0TOKOG TOD VoD, KLOQOPEL yap TOV
éxhapyavta ITatpog, £k yaotpog mpod aidvwy, ob Taig Oeiaig dotpanais, katepwtioOnpev
(“When the Theotokos gives birth to one who shone forth from the womb of the Father
before all ages, then the never-setting sun radiates in the sanctuary of the temple, the
divine rays of whom enlighten us,” Sinait. gr. 570, kanon of the feast, 4" troparion of the
2 ode) and Pwto@dpov o, wg fAtov elodéxetal, vadg o dylog, Evlov datpdntovoay,
AKTIvag Toig mépact, cwTnpLwdelg ayvi), dmepdyloy, vaov yevéoat péAovoay, Tod Yiod
®¢o¥ [TapOeve (“The holy temple takes you in as light-carrying sun that shines forth rays
of salvation unto the ends [of the world], o pure Virgin, who were to become the temple
of the Son of God,” kanon of the forefeast, 1* troparion of the 7" ode).

186 Sinait. gr. 570, prosomoion following the automelon ITavebgnuot papTLPES.

187 See Ebotpatiddng 1930, 43-44.
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includes seven candles. The hymnographer of the first kanon of the feast thus
calls Mary the lampstand of many lights.'® In Ex 27:20-21, God exhorts Moses
to instruct Aaron to keep the lamps burning unceasingly. Accordingly, in hym-
nography, the Theotokos is called an unquenchable lampstand.'®

Tarasios joins the hymnographers in calling Mary the lampstand of
many lights."” The homilists provide several explanations for the symbolism
of the different elements of the lampstand. All of the fathers agree that the
light of the lamp is Christ himself."”* Germanos compares the oil of the lamps
with the purity of the Virgin, asserting that her personal abstinence was nec-
essary for the incarnation.'” George of Nikomedeia offers an interpretation of
the lampstand’s seven lamps, seeing them as a spiritual allegory for the seven
charismatic gifts of the Holy Spirit that enlightened the whole world.'*?

Another typological image that appears in theotokia throughout the
ecclesiastical year is Mary as the bright cloud.” This refers to the cloud that
leads the people of Israel forth from their slavery to pharaoh, lighting the way
for Israelites but keeping the Egyptians in darkness (Ex 13:21-22, 14:19-20)."*

188 Avyvia 1} moAbgwTtog vmapyxovoa Oeovupge (“Being the lampstand with many lights,
o bride of God,” 1* kanon of the feast, 4™ troparion of the 5™ ode). The 1* kanon of the
feast in Paris. gr. 259 refers to the Theotokos as the shining golden lampstand (Avyvia
XpLoavyng, 1% troparion of the 5% ode).

189  Avyvia 1 &oPeatog (2™ sticheron of ainoi on November 22 and Sinait. gr. 570, 3* proso-
moion following the automelon ’Edwxkag onpeiwotv). The connection here is not in rela-
tion to the similar use of words but to their similar meanings.

190 In sanctissimam Dei Matrem in templum deductam, PG 98, 1489*.

191 See Germanos (In praesentationem sanctissimae Deiparae I, PG 98, 305°); Georgios of
Nikomedeia (In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424®);
Tarasios (In sanctissimam Dei Matrem in templum deductam, PG 98, 1496*); Georgios
Scholarios (In festum ingressus beatae Virginis Mariae in templum, PO 19, 402:38-403:3).

192 In praesentationem sanctissimae Deiparae I, PG 98, 305°.

193 In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424®. The theme of the
seven charismatic gifts originates from Isaiah 11:2-3. They are “the spirit of wisdom and
understanding, the spirit of counsel and strength, the spirit of knowledge and godliness,”
and “the spirit of the fear of God”

194 See Ebotpatiddng 1930, 48-49.

195 This image is used as a type for Mary also in the 11" oikos of the Akathistos hymn: Xaipe,
nopve oTOAe OONy@V TovG év okotel (“Hail, pillar of fire, guiding those in darkness”).
Theodoret of Cyrrhus connects the cloud with baptism: Tomov €xet Tiig koAvpuPrBpag 1y
OdAatta- 1) 8¢ ve@éAn, Tod mvevpatog (“The sea is a type of the baptismal font and the
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After the crossing of the Red Sea, the bright cloud appears again to proclaim
the gift of manna (Exodus 16:10-12)." The kanon of the forefeast presents
a beautiful image of the material sun scattering its rays during the Entrance:
“HAog ¢@nmAwoev dkTivag, Opdv TNV VeQEANV ToD QwTOG, EPamAovpuévny
veopartt, @eod €vdov eig Ayia.'” In his exclamations to the temple, George of
Nikomedeia uses the Exodus narrative to emphasize the Theotokos’ typologi-

cal relationship with the cloud that acts as a leader to the people:

Light up the lamp of light and brighten the entrance: raise up a high fire as a sign,
and lead the universe towards you, so that they will see the bright cloud: so that it will
participate of her light: so that it will behold the source of light flowing from her.'*®

cloud is a type of the Spirit,” Questiones in Exodum, PG 80, 257*).

196 See footnote 118 for Gregory of Nyssa’s interpretation of manna as a type of the Eucharist.

197 “Sun spread its rays when it saw the cloud of light spreading in the sanctuary from the sign
of God” (kanon of the forefeast, 3" troparion of the 3™ ode). Other references to Mary as
the bright cloud can be found in the 2™ kanon of the feast (3 troparion of the 9™ ode:
Xoipe ve@éhn gwtewvn, €€ 116 Nuiv Edapyev 6 Kdprog, 1oig év okoTel dyvoiag, kabnpévolg,
“rejoice, o bright cloud, from whom the Lord shone forth to us, who lay in the darkness
of ignorance”), the unpublished kanon of the feast in Sinait. gr. 570 (ITapBévor, Aapmddag
Kpatodoat Xepoly, QWTELVAG TG VEPEANG TTPOTPEXOLOLY, TO HEANOV TipooTpaivovoal, €k
TAOTNG Yap MDY, AvETethev TO PEYY0G, Xplotdg O wTodoTNG, Katawydlwy TodG OKOTEL,
TG dnwAeiag évunapyovtag. [“Virgins bearing lamps in their hands go before the bright
cloud, indicating in advance the future. For from her Christ arose for us, the light and
giver of light, illuminating those who dwell in the darkness of perdition,” 3" troparion of
the 5% ode), the 1* unpublished kanon of the feast in Paris. gr. 259 (Ne@éAng TiiG @wTeLvig
1 €lcodo¢, punvoet onpepoy, &v @ vad tov HAtov Xplotov, dvateilat Tolg mepaot, kol Ot
avtiig TV ENapyy, Tdoty alydoat v Tig Xapttoc. [“The entrance of the bright cloud
into the temple today proclaims the rising of the sun, Christ, unto the ends of the earth,
and [declares] the radiance of the grace that shines forth on all through her”], 2™ tropar-
ion of the 1% ode and Neg@éhat ®g yAvkaopov, 6pocov odpdviov €v yfj otalovat, Tf] Tod
OcoD orpepoV, QwTeLV) VePEA]) cuyyaipovoat [“Clouds drip the sweetness of the heaven-
ly dew upon the earth, rejoicing today together with the bright cloud of God”], 3 tropar-
ion of the 3" ode) and the unpublished prosomoion following the automelon Tlavebgnpot
udptopeg in Sinait. gr. 570 (vegéAnv mapgwtoy, “the most bright cloud”).

198 In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424*: Avayov Aapmdda
QWTOG, Kai Katagaidpuvov Tdg €i00dovg: dpov HeTdpalov TVupoOV MG ovuvOnua, Kai
Bvvov mpog o€ THV oikovpEVNY, tva TV WTEVI|V VeQEANY EnoynTaL: v’ év uetovoia TOV
AKTiVY TaTNG YevioeTat: iva TV ToD QwTOG TNYNY €k TadTng Bpvovoav katidot.
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The unpublished kanon of the afterfeast in Paris. gr. 259 sets forth another
natural illustration based on this image, referring to the cloud that sent
manna to the Israelites: Paivwv edgpdovvov, 6 00pavog Tov DeETOV OnpepPOV,
T} ToD @€0D, veéln ovyxaipel, kal TaOTNG vOoNT®G, TR aiyAn kooueital, kol
Oeiaug Taig xaplor.'”

Germanos points out in his list of chairetismoi that the dew, sent forth by
the cloud, is a symbol of Christ: “Hail, the shining cloud that lets fall drops of
spiritual, divine dew on us.”** The image of the cloud is, thus, also connected
to baptism in the case of the Entrance.”' The dew or rain of the cloud is a type
of baptismal water.

However, Tarasios offers an optional explanation for the image of Mary
as a cloud that does not relate to the Exodus narrative. He suggests, rather, that
it is a symbol of the heavens: “[How should we, then, call Mary?] A cloud? For
she carried in her lap the one who is carried on clouds.”** This interpretation
sets forth an image of the Incarnation and a sign of the Virgin’s glory.

The interpretations of light are an excellent demonstration of the way
in which natural allusions are utilized as a tool for creating a more dramatic
effect and as a method of rhetorical persuasion. These natural themes are not
random but rather drawn from typological and symbolic imagery.

2.2.7. EUCHARISTIC TYPOLOGY

The manna, produced by dew, is also seen as a typology of the Eucharist.?®
The Eucharistic typology of the feast of the Entrance is rich and varied. The
manuscript Stavrou 109** includes illustrations for the Divine Liturgy of John
Chrysostom, drawn from the life of the Theotokos. The scene chosen from

199 “Today heaven sprinkles a joyful rain and is noetically adorned with her radiance and
divine grace, rejoicing together with the cloud of God.” Paris. gr. 259, kanon of the after-
feast, theotokion of the 5" ode).

200 In praesentationem sanctissimae Deiparae I, PG 98, 305" Xaipotg, 1} vontikiv Oeiav Spocov
iV émotalovoa QuTev vepén.

201 See footnote 195 above.

202 [Ti odv kahéoopev THv Mapiav;] ve@éhny; kai yap TOV &l veeA®dV €moXovHeVOV Taig
dykdhaig ¢pactace (In sanctissimam Dei Matrem in templum deductam, PG 98, 1496*).

203  See also chapter 2.2.2. for the image of Mary as the urn of manna.

204 The manuscript is preserved in the Greek Orthodox Patriarchate Museum of Jerusalem.
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the Entrance is the one in which where an angel feeds Mary. The Prot. Jas.
mentions this very briefly in chapter 8:1.

The second Eucharistic typology of the hymnographic corpus emerges,
again, from the sanctuary. The Theotokos is seen as the sacrificial table of the
Holy of Holies (Ex 25:22-29), meant for the sacrificial bread.

The third image related to the Eucharist refers to Mary as the vine. It is
difficult to say to which passage of the Scriptures this refers. The allegorical
use of the vine is frequent in the Old Testament.””® In John 15:1-8, Christ pre-
sents himself as the vine in the famous parable of himself and the Church.?*
The presentation of the Theotokos as the vine is probably based on the pas-
sages that refer to the wife as the vine,?”’ thereby alluding to her motherhood.
I will now proceed to a separate analysis of these three typological images.

The angel servant and heavenly bread

The hymnographic references to the food brought by the angel are numerous.**

205 Such references are, for example, Hosea 10:1-2, Isaiah 3:14, Jeremiah 2:21, Proverbs
26:10, and Psalm 79:9-16.

206 Christ’s notion is not coincidental. The allegory of the Messiah as a vine had already
appeared in Baruch 39:7 and Sirach 17:23.

207 See Psalm 127:3; Song of Solomon 1:14, 2:13,15, 6:11 and 7:13.

208 These can be divided to two groups. The first refers to the food as nourishment: Tpognyv
S xelpog ayyélov (“nourishment from the hand of an angel,” Sinait. gr. 570, kanon of
the feast, 2™ troparion of the 2™ ode), xeipt dyyélov &vdov tpepopévn (“nourished in-
side by the hand of an angel,” Sinait. gr. 570, kanon of the feast, 3* troparion of the 7%
ode), Tpogny ovpaviov 1o dyyéhov Sekapévn (“receiving heavenly sustenance from the
angel,” Sinait. gr. 572, unpublished apolytikion[?]), ovpaviov tpognv (“heavenly nourish-
ment,” doxastikon of the aposticha of the Small Vespers), tpognv tijv ovpaviov (“heavenly
nourishment,” 2" kanon of the feast, 5 troparion of the 7" ode), 8t" Ayyélov éktpépetat
(“is nourished by and angel,” 4" sticheron kekragarion of the Great Vespers), TafptnA [...]
Tpo@nv kopilwv oot (“Gabriel bringing you nourishment,” doxastikon of the kekragaria of
the Great Vespers), tpepopévn Ayyéhov dia xetpog 1} mavapwpog (“the most undefiled one,
being nourished by the hand of an angel,” 3" apostichon of the Great Vespers), 8 Ayyé\ov
Vv Tpo@rv eiodexopévn (“accepting nourishment from an angel,” 1* kanon of the feast,
3 troparion of the 4™ ode), &vSov tpéper oe TaPpmA vaod, Kopn (‘o Daughter, Gabriel
nourishes you inside the temple;” verses of the Synaxarion), tpegopévny Tpo@ny ovpaviov
(“being nourished with heavenly nourishment,” kanon of the forefeast, 3" troparion of
the 5% ode), 01" Ayyélov tpepouévn (“nourished by an angel,” kanon of the forefeast, 5
troparion of the 8 ode) and g 1} apBevog Tpogny elodéxeto ek xelpog dyyéhov (“how
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It is, also, one of the most developed themes in the homilies.*” In the hym-
nographic corpus, the angel that served Mary is considered to be Gabriel,*"
though the Prot. Jas. does not mention this. As we will see in chapter 2.2.8., this
is linked to the idea of the Entrance as a sort of forefeast of the Annunciation.
Additionally, the food brought by the angel is understood to not be earthly in
nature. The kanon of the forefeast draws a typology between this bread and
Christ, the “bread of life:™"" AyyéAov yap, Xelpt EkTpé@eTal, TOV 0DPAVIOV,
dptov Nuiv wg pEANovoa, anoppntwg anotiktewv.”? George of Nikomedeia, in
his seventh homily, also calls the Saviour the bread of life, describing the fore-
shadowing relationship between these two realities: “The nourishment that
was brought represents the bread of life himself: they are easily recognized as
similar by the observer, even though they differ greatly”*"’

the Virgin received nourishment from the hand of an angel,” Paris. gr. 259, 2" kanon of
the feast, 2™ troparion of the 5™ ode). The second group consists of particular references to
bread: dptov [...] xetpi Oeiov Ayyélov déxetaun (“receives bread from the hand of a divine
angel’, 3" apostichon of the Small Vespers), o0pavoBev &ptov Sexouévn (“receiving bread
from heaven’, 2" kanon of the feast, 4" troparion of the 4™ ode), énovpaviw Tpageioa,
TapBeve dptw Tuotg (3% sticheron of the ainoi) and &yyélov ydp xeipl ktpépetat, TOV
ovpAvIoV dpToVv NUIV WG pEAAovoa dnoppritwg anotiktewy (“she is nourished by the hand
of the angel, as she will give birth unspeakably to heavenly bread for our sake,” kanon of
the forefeast, 2™ troparion of the 7 ode).

209 This typological image is discussed by Germanos (In praesentationem sanctissimae Deiparae
I, PG 98, 293¢ and 304% In praesentationem sanctissimae Deiparae II, PG 98, 316°), George
of Nikomedeia (In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417°-1420%;
In sanctissimae Dei Genitricis ingressum in templum II, 1432 and 1433"; In sanctissimae Dei
Genitricis ingressum in templum III, PG 100, 1448*), Theophylaktos (In praesentationem
beatae Mariae, PG 126, 137* and 141°), Neophytos (In ingressum beatae Mariae Virginis in
Sancta Sanctorum, PO 16, 112:8-11), Palamas (Homily 52, Tpnyopiov tov Iakaud dravta
Ta épya 1986, vol. 11, 254:13; Homily 53, Tpnyopiov tov ITahapd dmavta ta épya 1986, vol.
11, 316:43 and 342:63), Gregoras (Homily on the Feast of the Entrance, VI3BecTns pycckaro
apxeojiornmyeckaro MHCTUTyTa B KoHcTantuHonone 1906, vol. 11, 290:3-5), Isidoros (In
praesentationem beatae Virginis Mariae, PG 139, 45 and 68"*) and George the Scholarios
(In festum ingressus beatae Virginis Mariae in templum, PO 19, 403:4-8).

210  See, for example, the doxastikon of the kekragaria of Great Vespers and the verses of the Synaxarion.

211 See the kanon of the Divine Eucharist, 1* troparion of the 1** ode: QQpoldytov 2005, 578.

212 Kanon of the forefeast, 2™ troparion of the 7 ode.

213 Insanctissimae Dei Genitricis ingressum in templum III, PG 100, 1448*'H 8¢ xopu{opévn tpoen
TOV dpTov avTdVv TG {wilg eikoVIiey- e0SIyVWaTOV EXOVaa TOIG KPIvOLS THY OHOLOTNTA, K&V
@ peyiotw SlapepeL.
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The image of the angel bearing bread is connected to earlier, similar cases
in the Old Testament. George of Nikomedeia draws examples from the life of
the prophet Elijah, claiming that the crow that fed him was instructed to do so
by an angel. Further on, he remarks that it is not suitable for angels to produce
nourishment for the bodily needs.?’* Germanos calls the food ambrosia and
nectar,?"” the nourishment of the gods in ancient Greek mythology,*'® which
confirms their divine origin. Palamas elevates the typology even more, apply-
ing it to the whole of humanity:

You nourished the nourisher of the angels with our nourishment: you nourished
us with the truly heavenly and intact nourishment through him, the nurturer of
angels. You set men to follow a diet similar to that of the angels [...]*7

The homilists also use other Eucharistic expressions. Germanos, calling
Mary the sacred table of the temple, considers the event to lead towards the
“bloodless sacrifice” (avaipaktog Ovoia),”'® an event in which believers par-
ticipate.”® Isidoros calls Mary’s sustenance “supper” (8einvog),” creating an
intertextual reference to the Last Supper. Theophylaktos gives a more alle-
gorical explanation for the angel, remaining faithful to his homiletic style. In
his ethical instructions to the audience, he advises his flock: “Thus, you will
surely be nourished with the divine and mystical bread, brought and given to
you by an angel, if you proclaim and believe that the priest is an angel of the

214 In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 143245 Another ref-
erence to Elijah and the manna of Israel can be found in the homily of Gregoras Ni-
kephoros (Homily on the Feast of the Entrance, VI3BecTust pyccKaro apxeojaorn4eckaro
nHcturyra B KoncranTunonone 1906, vol. 11, 290:3-5).

215 In praesentationem sanctissimae Deiparae II, PG 98, 316°. Also George of Nikomedeia
calls the angelic bread ambrosia (In sanctissimae Dei Genitricis ingressum in templum II,
PG 100, 1433P).

216 See, for example, Homer, Iliad xiv, 710.

217 Homily 53, Ipnyopiov tov ITahapud drnavta ta épya 1986, vol. 11, 342:63: " EBpeyag adtov
TOV TpoPéa TOV Ayyédwv Tpo@f) T kab’ fudg: €0peyag fuag 6t avtod ToD TpoPéwg
TOV dyyédwv TNY 6vTwg odpaviov Kal dkripatov Tpo@ryv. Opodiaitovg Todg avBpwmnovg
KATEOTNOAG Ay YENOLG.

218 See the first prayer from the Liturgy of the Faithful, and the prayer of the cherubic hymn
from the liturgy of John Chrysostom (Iepatikov 1987, 116-117).

219  In praesentationem sanctissimae Deiparae I, PG 98, 293€.

220 In praesentationem beatae Virginis Mariae, PG 139, 68%.
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Lord.”**! Finally, Georgios Scholarios, echoing John 6:54, describes the The-
otokos as the table of the bread that “descends from the heavens. When one
eats it, according to the law, he will live eternally and does not fear the death
of the soul”**

These authors, however, see another dimension in the angel servant. The
Theotokos, being “more honourable than the Cherubim, and more glorious
beyond compare than the Seraphim,” had to be served by angels. Theophylak-
tos emphasizes that almost everything in her upbringing had to be divine
rather than humanly.””® Isidoros confirms that she had to have more divine
nourishment than the rest of humanity.**

Sacrificial table

The idea of the Theotokos as the sacrificial table of the Tabernacle already
appears in the Akathistos hymn.”” In the hymnographic corpus of the
Entrance, this image occurs three times.””® The reference from Paris. gr. 259
names Mary as the bearer of the bread of life, demonstrating, again, a very
clear eucharistic typology. The same image is shared by George of Nikome-
deia in his second homily on the Entrance, where he commands the temple
to receive Mary: “Accept the life-carrying table, on whom was set our bread
of life, who fed ambrosia to those who partake.”*” Tarasios confirms that the
Theotokos truly became the sacrificial table of the divine bread.”®

221 In praesentationem beatae Mariae, PG 126, 141% Obtw Of tpageion 1@ Beiw dptw kai
pooTtik® St” dyyéhov koplopévy kai Sidopévy ool einep dyyehog Kupiov 6 iepedg kal
Aéyetat kal moTEVETAL.

222 In festum ingressus beatae Virginis Mariae in templum, PO 19, 403:4-8.

223 In praesentationem beatae Mariae, PG 126, 1374,

224 In praesentationem beatae Virginis Mariae, PG 139, 45%C.

225 Xadipe, tpdnela paotalovoa edOnviav ilaoudv. “Hail, table that bears a wealth of mercy;,”
5™ oikos.

226 Htpamnelan Beia (“the divine table,” 2" sticheron of the ainoi of the afterfeast), 1§ tpamnela
v 1} Tpugn 1y dkrjpatog (“the table on which was the uncontaminated sweetness,” Sinait.
gr. 570, 3" prosomoion following the automelon”Edwkag onpeiwov) and 1| tpéamela tod
dptov tiig {wig (“the table of the bread of life,” Paris. gr. 259, 2™ kanon of the feast, 1*
troparion of the 5* ode).

227  In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424 Aé¢Eat tijv (wneopov
tpamelay, &v fj mpotebeig 6 TiG (wilg MUY &pTOG, duPpociay TOG HeTEXOVTAG E0TIATEY.

228  Thv tpamelav tod Oeiov dptov, In sanctissimam Dei Matrem in templum deductam, PG 98, 1489".
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Another verbal image referring to Mary as a sacrificial altar is the mercy-seat
(iAaotrplov) or kapporeth (NMa2), the cover of the Ark of the Covenant, referred
to in Exodus 25:17.*% The mercy-seat is mentioned twice in the New Testament,
in Romans 3:25 and Hebrews 9:5. In the hymnographic corpus, the image is men-
tioned briefly twice.® In the homiletic corpus, Mary is referred to as the mer-
cy-seat “not made by hands”' The character of Christ’s sacrifice pierced the uni-
verse, and the Theotokos is, accordingly, called the “universal mercy-seat”**

Vine
The image of Mary as the vine is the rarest typology, both in the homiletic and
hymnographic corpora.””> While the previous typologies concentrate on the
bread, the vine emphasizes the Eucharistic references by alluding to the blood
of Christ. The theme is mentioned twice in the hymnographic corpus.** The
most implicit reference is in the kanon of the forefeast: fjvOnoev idov yap 1
dumelog, fitig TOV POTPLY, TOV AKHPATOV LIV, KAPTIOYOVIOEL PEPOVTA, OLVOV
e0PPOCVVIG TOIG TEPAOL>

The same image is used in the sermons by Tarasios, in his invention of
the dialogue between Anna and Zacharias. Anna exhorts the high priest in
their dialogue: “Accept, o faultless one, the beautiful vine that burgeons forth
the ever-living bunch of grapes”>¢

229 See Barker 2004, 60-65 for discussion on the role of the mercy-seat, the throne of the
Lord, in temple theology.

230 Sinait. gr. 570, 1** prosomoion that follows the automelonEdwkag onueiwoty and Paris. gr.
259, 2" kanon of the feast, 2™ troparion of the 4™ ode.

231 Germanos of Constantinople, In praesentationem sanctissimae Deiparae I, PG 98, 293€.

232 Tlaykoopiov ihaotrplov (In praesentationem sanctissimae Deiparae I, 308*). Also Pala-
mas calls Mary the "common mercy-seat of the whole human race” (10 KooV mavtog
100 TV dvBpwnwv yévovg iaotiiplov, Homily 53, Tpnyopiov tov IMalapd dmavta ta
épya 1986, vol. 11, 284:20).

233 This image is presented, as most standard typologies of Mary, in the introduction of the
Georgian Life of the Virgin (1: 339606gbd 39603b6 3ol GHm3olo gob Lobydgeo
030 933003900b09 30dm3o, van Esbroeck 1986, vol. 1, 2).

234 Sinait. gr. 570, kanon of the feast, 2™ troparion of the 9" ode; kanon of the forefeast, 3™
troparion of the 4® ode.

235 See the previous footnote: “For the vine has blossomed, that carried the wine of joy to the
ends of the world by carrying the uncontaminated bunch of grapes for us”

236 In sanctissimam Dei Matrem in templum deductam, PG 98, 14894 Aéxov, dueunte, THv
wpatdy dumelov, fitig Praotrioet 1OV deilwov POTpuV.
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2.2.8. FOREFEAST OF THE ANNUNCIATION
As pointed out previously, the angel that nourished Mary is interpreted as
being Gabriel. Consequently, there is a rich variety of references to the events
of the Annunciation in both the hymns and the homilies of the Entrance.
Most of these passages are paraphrases of the greeting of Gabriel in Luke 1:28,
later incorporated in the popular prayer ®cotoke ITapBéve*”. Most of these
references seek to emphasize the presence of believers at both the Entrance
and the Annunciation. As we will later summarize in chapter 2.3.3., this shows
how the concept of linear time can be dissolved in Byzantine hymnography.
Thus, there are simultaneously three layers of time in the same hymn:
the moments when the Entrance and the Annunciation occurred, combined
with the time of the performance of the hymn. The time of the composition of
the hymn is not relevant, which shows the liturgical character of this poetry.
Such a passage can be found from the doxastikon of the aposticha of the Great
Vespers, where the hymnographer exhorts believers to join the procession of
the temple. The closing line of this important hymn links it with the Annun-
ciation: Amavteg 00V XapHOVIKDG, TO Xaipe oV T® Ayyélw éxPorjowpey, T
Kexapiropévy, Tj det mpeoPevovon, bmep TOV YuxdV NuOV.>*

237 See Qpolodytov 2005, 196.

238 “Let us all cry out harmonically “hail” together with the angel to the Blessed one, who
always intercedes for our souls” Similar paragraphs are: Anavteg 10 Xaipe, mapBevourtop
ayvr), oOV 1@ apxayyéAw PoDEY GOL, T} KEXAPLTWHEVT, DTIEP UMWY TIPEOPEVE, TR €K GOD
tex0évt (“Let us all cry out “hail” with the archangel unto you, o pure virgin-mother full of
grace. Pray for us to the one who is born of you,” unpublished 2 ode of the 1* kanon of the
feast, 6™ troparion [Sinait. gr. 570]), 810 Porowpev Tf Oeotokw Mapiq, Xaipe Kexapttwpevn
0 Kbprog peta ood, 6 mpo cod kal €k 0od kai el @Y, St TO odoat TaG Yuxag UMV
(“Therefore let us cry out to Mary, the Theotokos: Rejoice, full of grace, the Lord is with
you, the one who is before you [but] came from you, and is [now] with us in order to save
our souls,” Sinait. gr. 572, apolytikion[?]), kol o0V T@® AyyéAw mavTes, YaAukds TO Xdipé
oo, Tf] Tavogpvy Bodpey, Tf TpeaPeiq cov cwldpevor (“and with the angel let us all, who
were saved through your intercession, psalm-likely cry out “hail” to you, the most sacred
one;” 3" sticheron kekragarion of the Great Vespers), obv 1@ Tafpin ékPorowpev- Xaipe
Kexaptropévn, 6 Koplog peta 0ob, 6 Exwv to péya éheog (“let us cry out with Gabriel: hail,
o you full of grace, the Lord who has great mercy is with you,” 2™ sticheron of the Lite),
ovv T® Ayyéhw 1O Xaipe, Tf] Oe0TOKWw TPOTPOpwS, dvaPorjowpev motoi (“let us, o be-
lievers, cry out to the Theotokos “hail” resemblingly with the angel,” 2*¢ kanon of the feast,
34 troparion of the 9" ode), | ktioi, ovv 1@ Ayyélw TaPpn\, avaxpaler Powoa, Xaipe
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In the homiletic corpus, instances of Gabriel’s greeting are not as numer-
ous. The most effective exhortation for believers to join in the archangels sal-
utation is in the first sermon on the Entrance by Germanos. He links the
angel’s greeting to his long, anaphoric list of chairetismoi, or exclamations,
to the Theotokos, beginning each phrase with the word Xaipotg: “But come
indeed, festival that is beloved by God, [and] let us say in one voice, with as
much strength as there is in our childish understanding, [the greeting] "Hail!”
to the Virgin”** Later on, he cries out to the Virgin: “Hail, favoured Mary!”**

Regarding Mary as the new Eve, George of Nikomedeia views her time
in the temple as preparation for hearing the angelic voice that proclaims the
divine conception: “She wanted to save the sacred ears impassable for deceit-
ful words, the ears in which the archangel’s voice would [later] resound, in
order to drive away the sad gloominess from the ears of Eve.”**!

In conclusion, one could claim that the Entrance as a whole is under-
stood thematically as a kind of forefeast of the Annunciation. These events are
considered to be a preparation for Mary’s task to become to Mother of God.
During the course of my study, I will show that this connection between the
two feasts exists also on musical and iconographic levels.

i Mrtnp tod Ocod (“the creation shouts together with angel Gabriel, crying out: hail, o
Mother of God;” 2™ kanon of the feast, 4™ troparion of the 9™ ode), oty ¢xPorjowpey, dg
6 Ayyelog: Xaipe povn &v yovaiEiv ebhoynuévn (“let us cry out to her like the angel: Hail,
the only blessed one among women,” doxastikon of the ainoi of the feast) and gwvnv oot
ddopev Kopn ayvr), mepixapwg tod TaPpiiA, Xaipe Tig mévtwy aitia povn xapds (‘o pure
daughter, we sing to you with great voice with the voice of Gabriel: hail, o only reason of
everyone’s joy, kanon of the forefeast, 6™ troparion of the 8" ode).

239 In praesentationem sanctissimae Deiparae I, PG 98, 3085 AAN" &ye Ofjta, @iln Oed
TOVITYVPLG, OpoPWVwG doov TR fuetépa vmwdel évvoiq 1) ioxVg €veott, 10 Xaipe Tf
IMapBeve pooeinwyey.

240 In praesentationem sanctissimae Deiparae I, 308" Xaipe, kexapttwpuévn Mapia.

241 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1420%:"Edet avemnifata
Aoyolg amatnhoig ta iepd dta cwbijval, v olg Euellev 1 Tod dpxayyéAov Qwvi TV
xapav évnxnoaoa, Td okvOpwmnov TG AOTNG ¢k T@V Tiig Ebag dkodv dnedoad.



www.tezaurlitumic.ro
116 HYMNOGRAPHY AND THE HO LETIC TRADITION

2.2.9. THE END OF THE OLD COVENANT

I want to end my analysis of the typological, allegorical, and symbolic images
of the Theotokos with a theme which does not exactly fall into any of these
categories, but is nevertheless an important tool for analysing the theological
position of the Entrance in salvation history, the description of the Entrance
as the break between the Old and New Covenants. The public appearance
of the Virgin seems to be understood as a clear end to the foreshadowings
of the Old Testament and the beginning of the revelation of their meaning.
However, as I have showed in the on-going study, the Theotokos herself is a
prefiguration for later events in the Saviourss life. In this sense, the feast sits
in a border zone between the shadows of the law and the grace of the Incar-
nation of Christ.

In most hymnographic references to the end of the law, the rhetorical
device of antithesis is employed. For instance, the law is opposed to grace, the
letter to the Spirit, and the shadow or darkness to the radiance of divine light.**?
The second kanon of the feast in Paris. gr. 259 describes how Mary enlight-
ens the whole creation with her light: ®eavyeig dxtiveg, vovi EéméAapyav Tig

242 Such passages are: NOv mapatpéxovot 1od vopov maoat ai okial, kal oi Oeopol Avovtat,
avtod 1 yap mapBévog texBeioa, Ty xapty mpopnvoet (“All the shadows of the law now
pass away and natural patterns are loosed. The Virgin who gives birth to Christ [...] fore-
tells the one who is grace,” Sinait. gr. 567, the unpublished 2™ ode of the 2™ kanon of the
feast, 1 troparion), ai TV TAAU®Y Kal TUTUKDY, CVUPOAWY TTAPATPEXOVOL, oKLl KAl TR €V
vopw aiviypata, dnoxwpodot (“The shadows of archaic and obscure symbols pass away
and the riddles of the law recede,” Sinait. gr. 570, kanon of the forefeast, 2" troparion of
the 3" ode), brioxwpel 1O ypdppa @ [vedpatt, ai oktad Tod vopov tapédpapov, i8od yap,
dAnBd¢ eméapyey, 1) dAnBeta mavtag pwtioat nudag (“The letter gives way to the Spirit,
the shadows of law pass away. Behold, the truth shone forth indeed to enlighten us all,”
Sinait. gr. 568, 1** sticheron prosomoion following the automelon Evgpaiveabe Sikatot),
6 10D Oe0D, oikog eiodexdpuevog onpepov, Emavoe Nopov, Ty Aatpeiav kai oxiav (“the
house of God, being taken in today, ceased the worship and shadow of law;” 1** kanon
of the feast, 1 troparion of the 4™ ode), 6 0D ypappatog, napédpauev ¢EAime, vopog
kaBdmep ok, kai atl TG xapirog, dktiveg éméhapyay (“the law of the letter hastened
away as a shadow, and the rays of grace shone forth,” 1* kanon of the feast, 3 troparion
of the 7" ode) and viv oi okwwdeig TOTOL, peTaPaivovot TG XApLTog, TaG EMAQYELS,
TPOUNVVOVONG, €V TA vad Tiig oknvijg TG dAnBodg (“Now the indistinct types pass away,
proclaiming the shine of grace in the temple of the true tabernacle” Paris. gr. 259, 1%
unpublished kanon, 3" troparion of the 2™ ode).
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OeoTtoKOV, £V oikw Tod Kupiov, paidpvvovoal Thv KTiow, Tod ypappatog Ty
VUKTQ, &l¢ QDG TG XApLToG HeTagépovoar.

Similar antitheseis are, in the homiletic corpus, used especially by Ger-
manos and George of Nikomedeia. George mentions the opposition between
the Spirit and the letter in two of his homilies.*** Germanos implies that
Mary’s grace originates in her Son:

[...] let us, having peeped at the sanctuaries, look upon the girl as she advances
towards the second veil [of the temple], Mary, the all-pure and Mother of God, who
dissolved the sterility of unfruitfulness and who destroyed the shadow of the legal
letter by the grace of her birth-giving.**

2.3. APPROACHES TO THE OVERLAP BETWEEN HYMNOGRAPHY
AND HOMILETICS

2.3.1. THE PROBLEM OF AUTHORSHIP

In the context of Byzantine literature, the question of authorship is particu-
larly difficult. Many homilies are attributed falsely to certain authors,** while
the composers of the majority of Byzantine hymnography remain anony-
mous. This is also true for the corpus of the Entrance, as most of the litur-
gical manuscripts used in this study provide no particular information on

243 “The divinely-radiant rays of the Theotokos now shine forth in the house of the Lord,
brightening creations and changing the night of the letter into the light of grace” Paris.
gr. 259, 2" kanon of the feast, 2" troparion of the 1* ode.

244  Znpepov N vonti oknvi T vopukfi takel TAG Xxapttog evayyeAifetat, kol T® ypdupatt
vroxwpely 1@ mvévpatt Stakelevetal. (“Today the spiritual tabernacle utters good news
of grace to the order of law and commands the letter to give way for the Spirit,” In sanc-
tissimae Dei Genitricis ingressum in templum I, PG 100, 1417°) and {800 ai Tfig Xxapttog
aktiveg Emédapyay- idod T ToD ypappaToq eig TO vedua petéotnoav (“Behold, the rays
of grace shone forth: behold, the things of letter were transformed into the Spirit,” In
sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1428").

245  In praesentationem sanctissimae Deiparae I, PG 98, 293%: [...] 101G 40VTOLG TTPOKVWOVTEG
eloPAéywpev maida v mpog TO devtepov katamétaopa Xwpovoav, Mapiav TV
névayvov Kai @gopntopa, TV dkapmiag otelipwoty Stahboacay, kal VOUIKOD ypappuatog
oKLV Tfj ToD TOKOL Xapttt Steddoaoay.

246 See, for example, footnote 17 above.
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the hymnographers. On the other hand, the process and development of
the standard service books of the Greek Orthodox Church, which are by no
means critical editions in the scholarly sense, is a subject that requires further
study. Nevertheless, these publications include attributions to certain authors.
One certainly has to treat all attributions to hymnographers with caution, as
the manuscript basis for these references is not fully known.

Generally, anonymity is a basic principle in Byzantine art. Most early
liturgical texts and iconography, as well as musical compositions remain with-
out the name of the author. D. Krueger points out that, according to many
early authors, such as Euagrios of Pontus and Dorotheos of Gaza, Christians
were supposed to attribute all their achievements to God. Thus, emphasiz-
ing the authorship of a text could seem to be contrary to Christ’'s example of
humility.**” Krueger continues by adding that our understanding of author-
ship is rather different compared to that of the Byzantines. The Byzantine
action of writing was considered to be a religious activity that took place in
the Christian community.*® In such a context, the promotion of personal tal-
ents in the form of authorship is a deviation from the unity of the believers.

Even though homilies emphasize authorship more strongly than hymnog-
raphy does, as M. Cunningham suggests,** there is a particular way of both
preserving humility and transmitting the name of the author to the reader of
the manuscript, namely, by the acrostics, which are mostly used in kontakia and
kanons.**” However, Krueger recommends care when interpreting the acrostics.
He notes the example of a kontakion that carries the acrostic “Romanos.” This
attribution does not refer to Romanos the Melodist, as one would likely assume,
but to another Romanos to whom the hymn was dedicated.

247  See Krueger 2004, 2.

248 Krueger 2004, 8. This also corresponds to the patristic conception of scriptural interpre-
tation being a communal activity.

249 See Cunningham 2008, 254.

250 In the hymnographic corpus of the Entrance, there are six such kanons altogether. Two of
them are attributed to a hymnographer called Joseph (the kanon of the forefeast and the
unpublished kanon of the feast in Sinait. gr. 570) while four of them carry the acrostic
“George” (the unpublished kanon of the forefeast in Sinait. gr. 570, the two unpublished
kanons of the feast and the kanon of the afterfeast in Paris. gr. 259).

251 Krueger 2004, 171.
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Hypotheses concerning the authorship of hymns can be made on the
basis of a philological analysis of stylistic criteria. In the case of the Entrance,
the homilies of the first group (Middle Byzantine period) employ a more
poetic, “Asiatic’*? style in comparison to the second group (Late Byzantine
period). That is, they use more dramatic rhetorical devices, such as dialogue,
and more rhythmic metrical structures. Identical expressions in the hymns
and sermons can be found, not only in the corpus of the Entrance, as we saw
above, but throughout the Byzantine hymnographic repertoire.”> In the case
of this particular feast, it is possible that both known hymnographers, George
of Nikomedeia and Germanos of Constantinople, composed some of the
hymns. Indeed, the hymns written by George might be more numerous than
previously thought, and research would suggest that it is plausible that Ger-
manos might be responsible for at least some of them as well. Even if we take
into consideration the problem of the authenticity of Germanos’s homilies for
the feast of the Entrance, the connection of his name with the celebration of
the feast could be a valuable piece of evidence for a connection between him
and the Entrance.

As we cannot identify all of the hymnographers of the corpus, it is diffi-
cult to determine the influential currents which flow between the various art
genres. This is primarily due to the lack of exact dating and the absence of a
historical context in which the author acted.”* Much more research would be
required for a definite answer to our question.

252 The Asiatic style appeared during the third century BC, the most important initial figure
being Hegesias of Magnesia (see Cicero, Brutus 325). In her doctoral dissertation, V. Val-
iavitcharska dedicates a whole chapter to the Asiatic influences on Byzantine homiletics.
This was a means for them to convey complex Orthodox theological meanings in an
effective way (see Valiavitcharska 2007, 124-143). For more general information on the
Asiatic style, see Kennedy 1984, 95-96 and Rowe 1997, 156.

253  Perhaps the most famous example of a massive quotation of homiletic expressions in
hymnography is the Paschal canon, composed by John of Damascus, which draws signif-
icant inspiration from the second Paschal homily of Gregory the Theologian (In sanctum
Pascha et in tarditatem, PG 35, 396-401). A thorough analysis of the kanon by Archi-
mandrite Ephraim (Lash), in relation to Gregory’s homily, can be found at http://www.
anastasis.org.uk/Paschal Canon Noted.pdf. There are also examples of hymns serving as
the basis for homilies. For instance, M. Cunningham (2008) has studied the influence of
Romanos on Middle Byzantine homilists.

254 Compare with the study of N. Tsironis (2005); see chapter 1.3.2.
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2.3.2. THE STREAM OF INFLUENCES

Even though the authorship of the hymns remains a desideratum, I find it nec-
essary to consider the general question of the exchange of influences in the Byz-
antine era when studying the interaction between homiletic and hymnographic
genres. Indeed, to what extend did the homilies, in reality, affect the work of the
hymnographers and other homilists, and vice versa? In the case of the Entrance,
we can immediately exclude the homilies of the second group from this discus-
sion. It is self-evident that hymnography preceded the sermons in these cases.

However, it seems that the homilies of the first group, especially those of
George of Nikomedeia, were influential, since there are sermons attributed to
both James of Kokkinobaphos and Andrew of Crete that are actually homilies
by George of Nikomedeia with new incipits.”* Also, the homilies by Germanos
and Tarasios are considered influential based on the information provided by
the typika on the proclamation of the sermons on the feast of the Entrance.”*

The study of the transmission of influences is, however, very demanding.
L. Brubaker and M. Cunningham claim more study in order to find out “which
[genre] influenced the other the most — or whether a process of continuous
mutual exchange was taking place””” In the case of George of Nikomedeia,
it is natural to say that his homilies and hymnography were connected due
to their common author. More broadly, we could undoubtedly claim that the
second homily of Germanos for the feast — certainly more authentic than his
first homily - later influenced the creation of hymnography.

It is quite easy to state that hymnography did have an influence on the
homilists, insofar as they participated in the divine services. There are sev-
eral factors that defend this hypothesis, most of them relating to the general
discussion of the reception of hymnography vs. homiletics. As R. Taft points
out, there was often an acoustic problem with the auditory reception of hom-
ilies, especially in large church spaces.”® It is possible, however, that homilies

255 See footnote 17 above.

256 See Cunningham 2011°, 89-90 for further discussion: “Germanos of Constantinople,
George of Nikomedeia, and the patriarch Tarasios feature most prominently in the var-
ious types of liturgical collections, with a monk, Michael, and the early tenth-century
patriarch Euthymios making an occasional appearance.”

257 Brubaker & Cunningham 2007, 246.

258 See Taft 2006, 84.
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were transmitted to hymnographers through the study of manuscripts rather
than by their actual performance in liturgical life. Even though the language
of the homilies was most probably completely comprehensible to the hym-
nographers,* the question of which homilies they were familiar with remains
an open question. From some sermons, nevertheless, it has become apparent
that there was a kind of standard repertoire of exegetical themes with which
the audience was already familiar. Otherwise, the extensive lists of (sometimes
extremely subtle) references to types, prophecies, and symbols drawn from the
Old Testament, unaccompanied by further explanation, would not be able to
keep the attention of the audience. Such passages can be found, for example,
in the homilies on the Entrance by Tarasios** and George of Nikomedeia.*®!
Conversely, hymnography as a sung form of poetry was probably more
audible to church-goers, due in no small part to the slower rhythm of the ren-
dering of syllables. On the other hand, the slow kalophonic versions of Byzan-
tine melodies, sometimes embellished with anagrammatismoi or anapodismoi,
might have made the hymnographic words more difficult to understand.** The
widespread manuscript tradition of hymnographic material, however, supports
the hypothesis that it was influential on homiletic creation. I will now move on
to a study of the overlap of these two literal genres from two approaches, their
thematic connections and the common rhetorical methods used in them.

259 The comprehensibility of Byzantine homilies has been a subject of scholarly dispute, some
scholars supporting and others denying the fact that an average church-goer understood
the rhetorical language of the homilies well (see, for example, Taft 2006, 85-86; Louth
1998, 254). I believe, however, that Valiavitcharska (2007, 143) is correct in remarking
that, “even though the language used in the church was not the common, everyday lan-
guage of the street and household, the constant employment of biblical vocabulary and
imagery, the use of typology and standard rhetorical topoi, combined with frequent ex-
posure to the archaizing language of the church hymns gave the public enough “training”
to prepare them for a rhetorically well-constructed sermon. Diverse though it may have
been, and often uneducated, the Byzantine public must have been able to understand its
preachers to a much greater degree than we often assume.”

260 In sanctissimam Dei Matrem in templum deductam, PG 98, 14895,

261 For instance, In sanctissimae Dei Genitricis ingressum in templum II, PG 100, 1424.

262 Kalophonia is a compositional method used in Byzantine chant, where the traditional
melodies are melodically embellished, or new melodies are written in this kalophonic
style. Sometimes the melodies repeat text phrases or sections/feet of them: the first is
then called anagrammatismos, the second anapodismos (See Troelsgard 2011, 88-89).
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Thematic connections

One could also conclude the study above by saying that most of the typo-
logical, allegorical, symbolic, and metaphorical images of the Theotokos that
exist in the hymnography of the feast of the Entrance have their counterparts
in the homilies written for the feast. However, the emphasis and extent of
exegetical analysis presented in hymnography and homilies differ according
to the theme. In chapter 2.3.3., I will analyse the exegetical methods employed
in hymnography, especially the concept of typology, on a more general level.

The idea of thematic connections between homilies and the hymno-
graphic corpus of the feast, however, has to be understood in a broader con-
text and not merely in relation to the Entrance, as was also noted above. Most
of the Old Testament images used in the feast of the Entrance are, in fact,
in homilies or hymnographic texts meant for other occasions, which existed
prior to the establishment of the feast of the Entrance (such as the presenta-
tion of Mary as the temple, ark, or lampstand). The popularity of previous
hymnography - perhaps most significantly the Akathistos hymn - shows
that the already extant hymns, together with homilies and narratives, are
the actual sources for the hymnographers and preachers of the corpus. The
Entrance was, in the end, one of the last feasts to enter the annual cycle of the
celebrations of the Theotokos in the Byzantine church calendar.**®

Difficulties arise when studying the theological ideas unique to the feast
of the Entrance, such as the moral allegories of Psalm 44. As we noted earlier,
the Psalm as a prefiguration is a common theme especially in Theophylaktos’s
homily and the Georgian Life, and it is also apparent in the hymnographic
repertoire. The question of which text influenced the other remains unan-
swered, particularly because of the uncertainty of the origins of the Georgian
Life and its connections to the other Greek Lives.

Let us, however, return to the thematic connections of hymns and ser-
mons. These connections can be seen in the general selection of Old Testament
prefigurations of Mary that had been already established in the homiletic and
hymnographic tradition of the Church. As I suggested at the beginning of my

263 The Nativity of the Virgin (September 8) and the Annunciation (March 25) were in-
troduced most probably during the 6™ century. This is demonstrated by the fact that
Romanos wrote kontakia for both feasts (see Maas & Trypanis 1970, 276-293).
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study, the themes can be divided roughly into three categories: those related
to the temple as a space for worship according to the laws of the Old Cove-
nant (such as temple, ark, tabernacle, censer, presented in chapters 2.2.1. to
2.2.4.), those related to the procession that took place in the temple (such as
the types and allegories related to light, virginity and motherhood, presented
in chapters 2.2.5. and 2.2.6.), and those related to the nourishment the The-
otokos received in the temple (chapters 2.2.7. and 2.2.8.). As I have shown,
the images used in the homiletic tradition of the feast are almost identical to
those of the hymnographic corpus.

However, the unique exegetical structures of the Entrance are those
where Mary or the events of the feast function as prefigurations or symbols
of later events. These have to be treated as a separate group that emerged
from the thematics of the Entrance itself. Some of them also function both
as fulfilments of Old Testament types and types for later events. For example,
the nourishment of the angel was an antitype of manna but also a type of the
Eucharist, while the procession of virgins and mothers became antitypes of
Psalm 44 but, simultaneously, represented a symbol of the motherhood and
virginity of Mary after the Incarnation of Christ.

Connections related to language and style

When examining not only the rhetorical but also the theological background
of sermons and hymns, it is fruitful to compare the two literary genres and
consider questions related to their style and linguistic contents. The relational
overlap between them can be divided into two categories: more detailed
poetic expressions, including symbols and metaphors, and the rhetorical
devices employed in the text. As we have observed, in addition to the the-
matic parallels, there are strikingly similar phrases and structures both in the
homilies of the first group and the hymnographic texts, while the homilies of
the second group differ in style from the more hymnographic and liturgical
expression of the first group.

Throughout the study, I have indicated some similar modes of presenta-
tion between hymns and homilies. An example of this is, for instance, the
use of anaphora with the word onfuepov, “today;,” by George of Nikomedeia
in his first homily on the Entrance: Xfpepov @ vad mpoodyetat 6 vaog O



www.tezaurlitumic.ro
124 HYMNOGRAPHY AND THE HO LETIC TRADITION

264 This is almost identical to the second sticheron kekragarion of the

guyuyog.

Great Vespers: Xnjpepov 6 vaog 6 Euyuxog [...] mpoogépetad It is clear that
these expressions imply a certain standard typological imagery for the The-
otokos, from which the homilists and hymnographers of the 8" and 9" cen-
turies draw their inspiration. There is also another level of interaction inas-
much as they become formulaic expressions. However, the metrical demands
of hymnography require the authors to always treat these formulas within
the boundaries of the metre they are using; homilists, on the other hand, are
allowed to use poetic metres in a more flexible way.

In the previous chapters, I did not study the larger structural aspects of
these connections, as the focus there is restricted to the thematic elements. In
an effort to address this topic, I shall now demonstrate two elements related
to the structure and rhetorical presentation of hymnography as compared to
homilies. One of the most apparent figures of speech is the use of the word
onuepov, as noted in the previous paragraph. In the corpus, as I understand it,
the word works in conjunction with two rhetorical devices: anaphora®> and
enargia,”® the latter of which will be discussed in detail in chapter 4.

The hymnographic references with the word Xfuepov are numerous.
The first unpublished kanon of the feast in Paris. gr. 259 uses it abundantly,
sixteen times altogether. Moreover, there is a famous doxastikon (of the apo-
sticha of Great Vespers) beginning with word orjpepov that is especially wide-
spread in the musical manuscript tradition. The musical compositions of this
sticheron will be studied in the next chapter. In addition, the first homily of
Germanos includes a long passage with the opening word orjuepov. In this
passage, he both narrates the events of the Entrance and presents typological
interpretations:

264 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417€.

265 Anaphora is a rhetorical term that means the repetition of a certain word at the begin-
ning of neighbouring clauses and is used to create emphasis. George of Nikomedeia, in
particular, often employs this rhetorical device in his homilies. The chairetismoi are also
categorized under this term.

266 In rhetoric, enargia means a vivid description that aims at recreating the image of an
event or person in the minds of the audience; see footnote 27 in chapter 4.2.1.
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For today she enters the temple of the law at the age of three [...]

Today an infant is offered to the priest [...]

Today the newest and most pure, unblemished volume [...] is

brought as a gift of thanksgiving.

Today Joachim [...] goes openly on the streets to show most boastfully his own child [...]
Today also Anna [...] is proclaimed to the ends [of the earth]

as having acquired fruit [...]*

Also, George of Nikomedeia exclaims a similar anaphoric series of Zfuepov:

Today the living temple enters the temple [...]

Today the spiritual tabernacle [...] announces grace [...]

Today the undefiled ewe-lamb is taken to the temple as an acceptable
sacrificial victim [...]*®

In hymnography, a more modest anaphora with the word Zrjuepov can be found
in the second sticheron idiomelon of the Lite, which is attributed to George:

Znuepov 6 BeoxpnTog vaog, Today the temple that fitted God,
1 ®eotoK0G ¢v Na@ Kvpiov mpoodyetat, the Theotokos, is taken to the temple of the Lord,
Kal Zayapiag Tavtny dDrodéxetat and Zacharias receives her.
Znuepov T TV Ayiwv Ayla dyaAlovral, Today the Holy of Holies rejoice
Kai 6 Xopog TV Ayyéwv, and the choir of angels

puoTk®G Tavyvpiet- mystically celebrates:

ped’ @Vv kol Npeis éoptdlovTeg anuepoy, with them let us also keep feast
obv 1@ TaPp\ éxPorowpev- and let us cry out with Gabriel:
Xaipe Kexapitwpévn, Hail, you who are full of grace,

6 Kvplog peta oo, the Lord is with you,

0 &xwv To péya €leog. He who has great mercy.

267 In praesentationem sanctissimae Deiparae I, PG 98, 293:
Znuepov yap tpietifovoa mpoeLot T® VoK vad |...]
Znuepov T iepel Ppépog amodidotau [...]
ZRpePoV O KaUvOTATOG Kal KaBapwtatog AUOAVVTOG TOPOG [ .. ] xaplotriplov Sdpov pocdyeTat.
Znuepov Twakeip [...] dvapavdodv taic Aewgopotg peyalavyikwtata Seifwv mpoeioy
oikeiav yovnv [...]
Znpepov kai Avva [...] Toig mépaot kapmov StaknpvkedeTat kekTiodat |... ]
268 In sanctissimae Dei Genitricis ingressum in templum I, PG 100, 1417°";
ZHHePOV TO vad TPodyeTal O vaog o Euyuxog [...]
Znuepv 1) vont oknvi [...] t& ¢ Xaptrog evayyeAifetar [...]
ZhpepoV 1) A0TAOG ApVAG, G OeKTOV iepeloV TR vad Tpoo@epeTat |[...]
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Another significant way to dramatize the events in the minds of the believ-
ers is the use of the dialogue form.*® In hymnography;, it is especially used
in kanons, echoing the earlier large hymnographic forms of kontakion and
madrasha.*® The most famous example of such a text is the kanon of the
Annunciation, attributed to John the Monk, that is a long dialogue between
Gabriel and Mary, concluding the troparia of the 9" ode where the believers
in turn praise the Theotokos. In the hymnographic corpus of the Entrance,
there is no passage which uses the dialogue form to such an extent. Instead,
there is a short dialogue between Zacharias and Anna in the 8" odes of the
kanon of the forefeast and the first kanon of the feast,””! which imitates the
Annunciation kanon. Similarly, there is a dialogue between the same persons
in the second homily of Germanos.*”

The most remarkable difference between the dialogue form in homilies
and hymnography is the length. In hymnography, the textual forms - in the
kanon, the separate troparia — restrict the space available for a replique. The
antiphonal style of singing practiced in the kanons is ideal for the perfor-
mance of such a structure. However, the homiletic dialogues allow a more
elaborate but less dynamic discussion between the two persons.

In liturgical usage, the use of the dialogue form or other rhetorical
devices that strive to bring the historical event into the liturgical present are
not mere figures of speech, only fashioned for impressing the audience.””” The
dialogues described in the hymns and homilies are not based on the Prot. Jas.
and, thus, do not have any “authorized” source. However, the idea of the crea-

269 For the use of dialogue in the Byzantine homilies, see Cunningham 2003; Kecskeméti
1993, 1996; and the relevant discussion on the ekphrastic character of the dialogues in
chapter 4.2.4. of this dissertation. The dialogue form has its roots in the early literature of
the Near East (see Brock 1983 and 1987). It was particularly popular in the “homiletic”
kontakia of Romanos (see Grosdidier de Matons 1977, 3), which were passed on to later
genres of hymnography, such as the kanon; for a relevant discussion on the dialogue
form in his poetry, see Cunningham 2008.

270 On the traditions of madrasha and kontakia and their use of dialogue form, see Grosdi-
dier de Matons 1977, 16-37.

271 These odes will be studied in detail in chapter 4.2.4.

272 In praesentationem sanctissimae Deiparae II, PG 98, 312°P-316°.

273 A study on the pictorial character of the rhetorical structures used in hymnography is
presented in chapter 4 of this dissertation.
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tion of hymns and homilies in spiritual theoria focuses upon the contribution
and the inspiration of the Holy Spirit in the process of the creation of exegeti-
cal interpretation, which will be discussed in the following pages.

2.3.3. THE ENTRANCE AS A SOURCE OF PATRISTIC EXEGETICAL THOUGHT
Both the hymnographic and the homiletic material of the feast offer signifi-
cant insight into the ideas of exegetical thought during the Middle Byzantine
period. Many of these references are related to the description of a wedding
procession in Psalm 44, which, together with the procession of the Entrance,
can be interpreted in various ways. This makes it the most significant Old
Testament passage for the feast.

Before moving on to summarize the exegetical processes in the Entrance,
I find it necessary to point out some essential elements of Byzantine biblical
interpretation as well as relevant recent scholarship.”’* During the last few
decades, it has become evident that patristic exegesis is characteristically litur-
gical; in other words, it is essential to consider both the role of the Scriptures
in communal worship and the importance of personal spiritual life in exege-
sis.””” To cite F. Young, “patristic study is most significant for the discovery of
theology, exegesis of scripture and spirituality, an integration by no means
apparent in the modern world”*® Additionally, as J. Breck asserts, the ulti-
mate interpretation of the Bible, according to the patristic ideal, is only possi-
ble through living according to its principles.””” Understanding this spiritual
dimension of the Byzantine interpretation of the Scriptures is thus essential
and offers a deeper comprehension of the concept of exegesis in its historical
and liturgical contexts. C. Kannengiesser points out, that

274 A brief introduction to the biblical interpretation of the early Church is Young 2008; see
also Simonetti 1994 and the most recent and complete presentation of patristic exegesis,
Kannengiesser 2006.

275 'This aspect has been pointed out by, among others, McGoldrick (1995), Breck (2001,
67-86), Theokritoff (2005), and Blowers (2009, 181-183). For a brief description of the
practices of the liturgical use of the Scriptures in Orthodox worship, see Lash 2008.

276 Young 1997, 265.

277  See Breck 1986, 31. In the spiritual experience of the Orthodox church, the life conduct-
ed according to God’s will is combined with sanctity; for this reason, many of the great
exegetes of the Byzantine church are revered as saints. Sainthood also legitimizes the
writings of a certain exegete.
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for a Christian interpreter, a first principle of the literal meaning of the Bible, un-
derscored again and again in patristic exegesis is that the “biblical letter” as unders-
tood by patristic interpreters had its own status, originating from a divine source in a
supernatural way; therefore it admitted no neutral reading devoid of the appropriate
kind of religious faith. For the exegetes of the early church the correct interpretation
of the littera was in itself a spiritual exercise, because for them the materiality of the
written text itself was filled with divine mysteries.””®

In the context of the Entrance, Gregory Palamas explicitly describes in his
Homily 53 the relationship between God, himself, and the audience; the role
of the latter is not only to follow the performance of the sermon, but also to
co-operate in the creation of the sermon through prayer:

So come forward, divine audience, holy spectators, the choir [that sings] in harmony
with the heavenly Spirit, and co-operate with me in the homily and come together, so
that you would not only listen and give your attention, but help me with your sincere
prayer, so that also the Logos of the Father would co-operate with me in my writing
in the honour of his Mother. May it not fail completely, but may He rather help me to
finish it harmonically for the [good of the] God-loving audience.””

Breck has made an attempt to describe the many processes in the exegetical
or hermeneutic activity, which is inspired by the Holy Spirit. Firstly, there is
a historical event that has happened in time and space. Secondly, this event
is proclaimed and documented by the (biblical) author with certain spiritual
aims. Thirdly, the biblical documentation of the event is experienced, inter-
preted, and actualized by the Church in each generation.?®* This interpreta-

278 Kannengiesser 2006, 168. The spiritual aspects of exegesis is, indeed, of primary impor-
tance, as R. Longenecker (1999, 196) notes in his study on biblical interpretation in the
apostolic period: “it is necessary that we have an appreciation for the purpose of biblical
revelation. This is almost entirely a theological question, which, though influenced by
historical considerations, is finally determined on a theological basis.”

279 Homily 53, Tpnyopiov tov ITakapd anavta ta épya 1986, vol. 11, 266:5: Agdpo 81 pot
Ocia TapepPolrn, B¢atpov iepov, Xopog fppoouévos ovpaviw ITvedpartt, kai TOVOe pot
ovvepyacacde TOV Aoyov kal Totrjoacte Kovov, ov TAG dkoAg DTOOXOVTEG HOVOV Kal
ovvteivavteg ThHv Stdvotay, dAAA kal TV Ot evxig eiltkpLvodg Emkovpioy TPOOAYOVTES,
WG dv ouveQaydpevog TOV OTEP TAG UNTPOG Aoywv O kai Tod IMatpog Adyog dvwbev
un mavtanaoy dnddovra @BéyEacbat Soin, paANOV ye pny kol mepdval Tt doin Taig
@LA0B£01G dKoaig EVapPUOVLIOV.

280 Breck 2001, 44.
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tion and actualization take a literal form in the canonical tradition as well
as in the homiletic and hymnographic texts. But, as Breck points out, this
interpretation happens again in each generation. Thus, even the interpretation
itself, the sung hymn or recited sermon, is reinterpreted again and again.

BrecK’s description of the exegetical process is thoroughly based on a
strong historicity of biblical events. However, recent scholarship has pointed
out the “timeless” character of patristic hermeneutics.?®! This aspect of patris-
tic thought is particularly important in relation to the Byzantine arts, mani-
festing itself in the form of a “liturgical time,” which is eschatologically-ori-
ented and elevates historical events to a universal level that penetrates ages
and spaces. We shall discuss this important concept in detail below.

The concept of an ascent towards divine spheres through the written
texts had a fundamental effect on the way in which the fathers approached
the Scriptures.?®? The basic presupposition in the patristic period was that the
Scriptures have both a literal and a spiritual import.?®* The former is more
restricted by the spatio-temporal boundaries of the biblical narrative, but

281 For instance, Lauro (2005) describes the wholesome process of passing through “tempo-
ral” interpretation of the Scriptures into an “eternal” reality in Origen’s exegesis; see also
Kannengiesser (2006, 206-209);

282 'This idea is particularly apparent in Origen’s ideas. As Lauro (2005, 37-93) discusses,
Origen’s early exegetical theory gives three meanings to a biblical text. Lauro calls these
senses “somatic;” “psychic;” and “pneumatic;” the former means “a literal reading of the
text that edifies the hearer by true history or moral instruction. The psychic sense is a fig-
urative reading that speaks to the hearer’s duty to live morally. [...] Finally, the pneumat-
ic sense centers on Christ, conveying insights about the Incarnation, church and Escha-
ton” (p. 76). According to Origen, these different meanings of the text form progressive
stages of edification (see pp. 78-85).

283 This division is supported, among others, by Simonetti (1994); he furtherly divides the
spiritual sense into moral and typological categories.

The “senses” of the Scriptures have been extensively discussed by de Lubac in his
monumental Exégese médievale (1959, 1961-64); Lubac’s study is concentrated on West-
ern exegesis, but also offers valuable insights into Greek traditions. He defines the four
medieval “senses” of the Scriptures as allegory, typology, tropology, and anagogy. As we
will see below, the issue of patristic exegetical “methods” has become a point of conten-
tion in contemporary scholarship, and these “senses” cannot be plausibly separated; for a
persuasive reconsideration of terminology, see Young 1997, 186-201.
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the latter guides the believer closer to God and spiritual reality.?** The fathers
approached these higher spheres through theoria, or contemplative insight,
a term that begins to appear in fourth and fifth-century exegesis.”®> Theoria,
as conceived by Byzantines, can only be acquired through personal spiritual
activities.” Thus, the term embodies in itself the role of the interpreter in the
process of finding the “spiritual” meaning of the Scriptures.

In order to understand the exegesis employed particularly in hymnogra-
phy, we have to bear in mind that these poems were written mainly by monas-
tic authors whose communities strive to follow Christ’s example in its fullness.
Thus, the liturgical hymns are created within the atmosphere of a contempla-
tive lifestyle, in spiritual theoria. Often the poems interpret and analyse biblical
events — in the case of the Entrance, also apocryphal - and draw connections
between various times and places, again creating a “timeless” liturgical time,
exactly like the monastic lifestyle itself. The monastics try to preserve and re-ac-
tualize the monastic foundation laid by the previous generations.

Surprisingly, even though hymnography is so central to the exegetical pro-
cesses of liturgical worship, its role in interpreting the Scriptures has often been
underestimated in favour of patristic homilies.?® However, hymns do have their
own exegetical value when compared to sermons. As C. Hannick points out,

in hymnography, from the time of John of Damascus, and to a lesser extent from
that of Sophronios of Jerusalem, the distinguishing features which set patristic ho-
mily apart from patristic scriptural commentary — namely, typology and allego-
ry, which are far more than simply rhetorical devices — are developed and lead to
an independent method of exegesis. Hymnography has its own rules, but it also
adopts many taken from homiletics and develops them further. For the homily, a
particular point in the liturgical proceedings was prescribed. Hymnography, on the

284 See Kannengiesser 2006, 206.

285 See Blowers 2009, 178; he calls theoria “the church’s sanctified intuition of the meaning
of texts in relation to the christocentric totality of the Bible”

286 For example, Clement of Alexandria, in his Stromata 1:2:327, claims that true theoria can
be achieved by only be few, while it remains unattainable to the majority of believers.

287 E. Theokritoft (2005, 260) describes the relationship between hymnography and homilies
as an exegetical genre in liturgical worship by saying that “the profusion of hymnograph-
ic texts, which throw light on the scriptures, by no means precludes further exposition
in sermons, as we see both in later patristic times and today. What it does is provide a
framework for such exposition”
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other hand, includes without exception all biblical readings, and, using the format
of the troparia and stichera to provide a commentary on individual verses of the
psalms, applies a method which breaks down divisions between individual books
of Scripture and between the Old and New Testament, in order to reconstruct the
entirety of salvation history in relation to the telos, the teleiosis.*®

In the case of the Entrance, these divisions between the individual books
of the Scriptures also take into account the Prot. Jas. In this way, the hym-
nographers sometimes create a manifold synthesis between the Old and the
New Testaments as well as the apocryphal text. In the following paragraphs,
my intention is to discuss how this synthesis is rendered through the use of,
again, a synthesis of interpretational methods employed in hymnography.

Typologies or allegories?

In the study above, I have discussed the images of the Theotokos in the hym-
nography of the Entrance. As we saw, these references are sometimes very
complex and manifold; however, they do not seem to disagree with each
other, but, rather, aim at presenting a multi-faceted view of the great feast,
combining different exegetical and rhetorical methods in a creative way. The
Incarnation is the reference point for the images of Mary; in this way, Byzan-
tine hymnography is christocentric.

This exegetical idea represented in hymnography corresponds to a more
general Byzantine conception of exegesis. It has become clear that in patristic
exegesis the Scriptures are considered a unity with a common skopos (“aim”
inspired by God and guiding the believers towards felos.?®* As Christians con-
sidered themselves the “new Israel,” the continuation of the Old Testament,
they interpreted the whole of the Scriptures, including the Old Testament,
from their own point of view, i.e. christocentricly.**

This is exactly the context in which typological and allegorical interpre-
tation and the debate on their patristic usage fall.”! After World War II, the

288 Hannick 2005, 76. See also Bucur 2007 for further discussion on the use of exegetical
methods in Byzantine hymnography.

289  See, for instance, de Lubac 1959, 305-363; Gorday 1983, 34-39; Young 1997, 7-45; Blow-
ers 2009, 178-181.

290 See Longenecker 1999, 187-189; Weinrich 2000; Kannengiesser 2006, 207-208.

291 Young (2008, 845-849) provides a brief literature survey on relevant studies.
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idea of separating these two exegetical “methods” emerged, especially in the
work of J. Daniélou.*” However, during the past few decades, it has become
evident that a clear division between the two methods, or rather between any
methods of patristic scriptural interpretation, is not tenable.?*

Typology refers to the existence of a “type,” which, according to the defi-
nition presented by Kannengiesser, is “a person, an event or an institution
with a lasting significance which enables that person, event or institution to
signify someone or something in God’s future acting in history”** Allegory,
on the other hand, refers to the “hidden” meaning of the text, and is not nec-
essarily attached to the historical essence of the text.”” Traditionally, these
terms are connected to the Antiochian and Alexandrian “schools” of biblical
exegesis. However, as M. Simonetti remarks, firstly, the Antiochian “school”
cannot be called a school in the meaning of didaskaleion, since it is not based
on teacher-pupil lineages. Secondly, scholars during the recent decades have

questioned the division between these “schools”>¢

292 See Daniélou 1950.

293 This view is supported, for example, by Young (1997, 189-201), Béhm (in Kannengiesser
2006, 213-227), and, in the context of hymnography, Bucur (2007).

294 Kannengiesser 2006, 230.

295 Allegory is an ancient form of discourse. However, the Christian understanding of allegory
was heavily influenced by Platonistic philosophy, which is dominated by the ideas or forms
that exist in a transcendent reality. The visible world is merely a reflection of these true ide-
as and exists in a state of constant change, while the true world - which is unseen - remains
immutable; for an introduction to Plato’s theory of ideas, see Ross 1951.

These Platonist ideas also influenced Jewish exegesis through the Neo-Platonist phi-
losopher Philo of Alexandria, who interpreted the events of the Old Testament in an al-
legorical way. He thought that the historical interpretation of the Scriptures did not rep-
resent a correct image of God and thus used the method of allegory in order to abandon
the historical truth and give events symbolic meanings; see Philo’s Legum allegorie, for an
allegorical interpretation of Genesis, and Borgen 1997 for an introduction to Philo’s life
and thought.

296 See Simonetti 1994, 67-69. This question is also discussed by Young (1997, 161-185), in
the form of an excellent articulation of the connections and differences between these
two “schools” (pp. 182-185). She argues that the Antiochians used the standard literary
techniques of the rhetorical schools to protest against — what they considered - arbitrary
deductions based on esoteric philosophy, particularly Origen’s interpretations. On the
other hand, Young asserts that Origen was, indeed, the first to apply these methods in
biblical interpretation, and the Antiochians also allegorized in their theology; thus, there
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E Young has listed several types of allegories and typologies. The former
include, for example, purely rhetorical allegory, parables, prophecies, moral,
and theological allegories; by the latter, she means the process of God becom-
ing the true meaning of the text and the universe. On the other hand, types,
according to Young, can be exemplary, prophetic, spatial or recapitulative.””
As becomes clear in her categorisation, these groups overlap, and typology is,
at least in patristic thought, a form of allegory.

Another aspect worth considering in the concept of types and their
antitypes, a structure so crucial for the hymnography of the Entrance, is the
question of the historical relationship between types and antitypes. J. Breck
suggests a reciprocal historical movement between them:

The unilateral movement from past to future or from earth to heaven represents
only part of the story. Most importantly, it must be understood that typology in-
volves a double movement: from past to future, but also from the future to the past.

That is, within the type the antitype or archetype is already proleptically present,

present by anticipation, as in the formula “already but not yet (in fullness)”**

In a more concise formula, Breck calls typology “a divine mode of activity
within history”* Lately, however, his strongly historical views — let it be a
double movement instead of a unidirectional one - have been challenged.
I believe that the first key to understanding typology is the synthesis of syn-
chronic and diachronic readings of the Bible, also practiced by the fathers.
Kannengiesser points out that these readings exist simultaneously, as history
(in the meaning of Geschichte) is always an interpreted history; the believer,
in his or her search for divine truths, “is a part of a synchronic community of
faith which is again part of a diachronic community of faith.”*®

E Young states frankly that the modern historical consciousness has pro-
duced an idea of typology, which lacks a basis in patristic thought, in which

was far more overlap between the two “schools” than has previously been recognized.
The difference, however, was the emphasis the Antiochians put on the narrative flow of
their typological interpretations, guided by theoria, differing from Origen’s symbolism,
which could fucntion without narrative continuation.

297 For detailed listings, see Young 1997, 192 (allegory) and 201 (typology).

298 Breck 2001, 23.

299 Breck 1986, 41.

300 Kannengiesser 2006, 225.
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there is a requisition of a historical on-going basis between the “type,” and the
foreshadowing of an “antitype.” According to patristic conceptions, the “type”
is a mimetic element, and can be any pattern that foreshadows its fulfilment.
According to Young, “it is not its character as historical event which makes
a ‘type’; what matters is its mimetic quality”*** Later on, Young discusses the
exegesis of Ephrem the Syrian and refers to a “sacred time” (comparable to
the concept of “liturgical time” employed in the present study), confirming
that Ephrem

encourages us to recognise that typology works at the intersection of the synchro-
nic with the diachronic. Typology does not simply operate in the linear-eschatolo-
gical time-frame, nor should we be tempted to bring back the historicity of event
[...] The particularities of the earthly realm, whether those of nature or scripture,
become luminous in a hidden eternal reality.**

It is no wonder that Ephrem as a hymnographer represents this kind of bib-
lical typology, elevated above history; as we noted above, in the quotation
from C. Hannick, hymnography characteristically breaks more borders than
sermons do. He also plausibly remarks that typology does not mean mention-
ing an Old Testament event only as a protyposis of the New Testament person
or event. Instead, typological terms can sometimes be connected to several
objects instead of a single linear type-antitype relationship.*®

These complex and “eternal” typologies are by no means the only biblical
interpretation found in the hymnographic corpus of the Entrance. Moreo-
ver, the types are not only interpreted “typologically;” but through various
means. For example, as we observed above in our analysis, Psalm 44 consti-
tutes one of the most important Old Testament references of the feast, and
it is extensively projected on Entrance procession. None of the homilists or
hymnographers considers the procession described in the Psalm a historical
event; this is of no interest to them. Instead, the doxastikon of the stichera
kekragaria of the Small Vespers describes how David “foresaw” the events of
the Entrance when composing his Psalm: 'O Aavid mpoave@wvel cot’Axpavre,

301 Young 1997, 152-153.
302 Young 1997, 156.
303 See Hannick 2005, 74-75.
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TPOOP@V THV APLEPWOLY, TG €icodov cov €v 1@ Na®.** Thus, the Psalm
could be described as a prophecy. However, this is not the only connection
the procession acquires through the hymns. Instead, the groups of mothers
and virgins participating in the procession become a symbol of Mary’s own
virginal motherhood; at the same time, the procession has a moral interpre-
tation, connected with the acceptance of the two accepted lifestyles in the
Church. The doxastikon of the stichera kekragaria elevates the believers to
this eternal reality by describing how they participate in the procession. In
addition to David’s prophecy, Solomon is also granted attributed a vision of
the Entrance.”” Such an elaborate interpretation of the biblical prophecies,
connected with their moral and dogmatic connotations, is far from a merely
“historical” typology.

We also saw the image of the Theotokos as a dove. In some references,
she is understood to be the antitype of the dove that proclaimed salvation
to Noah (chapter 2.2.2.), while the same word is used to connect her with
the sacrificial offering (chapter 2.2.4.); in the latter theme, the typology is
extended from the time before Mary to the New Testament, where Christ
sacrifices himself for the humanity. One can also observe moral dimensions
in this image. The sacrificial action of the Theotokos is closely connected to
the image of her as an obedient monastic, fulfilling her duties and serving
all other members of the community. Through this personal ascesis, she also
offers her sanctified body for divine purposes, namely the Incarnation.

Another example is the heavenly nourishment brought by an angel,
which served as a mimetic image of both the nourishment brought to Eli-
jah and the body of Christ in the divine Eucharist (chapter 2.2.7.); the same
theme can be further understood as an anagogic symbol of the divine liturgy,
in which angels serve together with men. The fact that Mary received this

304 “David proclaims you, o undefiled one, foreseeing the dedication of your entrance into
the temple”

305 ’Aopa T@OV AopAtwy, 0 Zohopwv oot fod, Tig 1) kopn abtn, N dvaPaivovoa, Gpaiopévn
Qaudp@g, &v 1@ vad mpoodov, PAénwv cov IMapOéve. (“Composing the song of songs,
Solomon cries out to you at seeing your procession unto the temple, o Virgin: “Who is
this ascending daughter, so brightly adorned?” Sinait. gr. 570, 4" troparion of the unpub-
lished 2" ode of the kanon of the feast.)
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mystical nourishment in the Holy of Holies comes to symbolize the altar of
the Christian church, where the Eucharist is served.

To conclude, there is also a hymnographic passage in the unpublished 2™
ode of the 2" kanon of the feast in Sinait. gr. 567 that reveals the source of all
typological interpretation of the Scriptures, where the hymnographer speaks
with the voice of the Lord himself, calling the types symbols:

"I0ete, 0eTe 811 éyw eipl Oedg, Behold, see that I am God,

O TIPOTUTI@YV TIAAaL TIV EUNY, prefiguring my mother in past times
St oupPorov untépa, through symbols,

Kal OTapvoV Kai Avyviav, depicting her as a jar, lamp,

vaov Thy moAny v papdov kai Opovov, temple, gate, rod,

Kai xpuoodv Bupatrplov Seiag avtrv.’®

throne, and golden censor.

From these examples, it is clear that the above-presented idea of a holis-
tic interpretation of the Scriptures applies particularly to hymnography, and
that there is no reason for a definite division between the different “methods,”
such as typology, allegory, or anagogy.

This interpretation is also attested to by other liturgical arts, such as the
“timeless” images of Mary, that can be seen in iconography. My examples are
from the Peribleptos church.”®” The first example derives from a narrative; in
the composition of the Burning Bush, Mary is depicted inside the burning
bush, beheld by Moses (Illustration 6). The Theotokos is also depicted in an
illustrated dream of Nebuchadnezzar (Illustration 7). In Illustration 8, she is
integrated into a prophecy, namely the closed gate of the temple beheld by
Habakkuk, and finally, Illustration 9 connects her with the couch of Solomon,
a poetic image from the Song of Songs.

306 5% troparion of the 2™ ode, Sinait. gr. 567.
307 For more information on the monastery of Peribleptos, see Janin 1969, 218-222.
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Illustration 6. Mary as the burning bush, Peribleptos church.

© Johannes Karhusaari.

Illustration 7. Dream of Nebukadnessar, Peribleptos church.

© Johannes Karhusaari.

137



www.tezaurlitumic.ro
138 HYMNOGRAPHY AND THE HO LETIC TRADITION

Hllustration 8. Mary as the closed gate of the temple, Peribleptos church.

© Johannes Karhusaari.

Illustration 9. Mary as the couch of Solomon, Peribleptos church.

© Johannes Karhusaari.
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Znuepov and “liturgical time”

The “liturgical time” of patristic biblical interpretation is enhanced by poetic
expressions in hymnography. I mentioned above the rhetorical devices of
anaphora and enargia in the form of the use of orjpepov, a word used abun-
dantly in the hymnography of the feast and further strengthened by the use
of present tense verbs. However, there is one hymn, the doxastikon of the
aposticha of Great Vespers, that can be placed in a special category within
the ofjuepov repertoire.’® As C. Troelsgard points out, “the nucleus of the
>nuepov/Hodie repertoire is associated with the celebration of the Epiphany
and Christmas.*” [...] Other parts of the repertoire seem to have been mod-
elled upon this original one for Epiphany and Christmas or developed from it
under different circumstances and in different surroundings. The repertoire
was extended to the feasts of saints, especially of the Virgin Mary and John
the Baptist.”*!

A. Schmemann writes on the essence of ofjuepov chants in his treatise
on Great Lent. He warns of the danger of interpreting ofjuepov only as a rhe-
torical method (which it undoubtedly also is) and being too rational about
the Church’s hymnographic material. Instead, foday in the liturgical expe-
rience of the Church expresses the eschatological character of Christianity.
According to Schmemann, events we celebrate become present in this time
and space.’"" This idea is especially present in the Byzantine teaching on the
Eucharist, according to which the Eucharistic sacrifice cannot be repeated, as
each Eucharistic liturgy instantiates the unique event that in itself is free of
space and time.”"> Schmemann’s views could be enriched by the patristic con-

308 See chapter 2.2.6.

309 The famous onfjpepov chants for Christmas and Epiphany are in the service of the Royal
Hours. These hymns have a similar structure to the famous Xrjuepov chant of the Orthros
of Good Friday. This is a part of a common liturgical structure apparent in both of these
great feasts, which includes the Liturgy of Basil the Great in combination with Vespers
on the eve of the feast day.

310 Troelsgard 1990, 3.

311 See Schmemann 1974, 80-84.

312 See Schmemann 1966, 33-36. The idea of this liturgical time, in the footsteps of Fr
Schmemann, has also been studied by A.C. Calivas (2003, 37-48): he draws his ideas
from the theology of the eighth day, which is the eschatological dimension (kairos) of
Orthodox worship as opposed to the profane time (chronos) (p. 39).
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ception of exegesis, as we remarked upon in the previous paragraphs. Cele-
brated events do not only become present in our spatio-temporal world, but
rather the believers are elevated through contemplation to a reality that is
universal, free of the limitations of space and time.

There are also other rhetorical methods that aim at emphasizing the pres-
ence of the events. In chapter 2.2.6., I noted the doxastikon of the aposticha,
where the groups of virgins and mothers are both a symbol of the paradox of
maternal virginity in the Theotokos and also represent the groups of virgins
and women in the church space, confirming the two acceptable lifestyles of a
Christian, monasticism, and marriage. After referring to these groups in an
enargetic way, the author of the hymn exhorts all believers to join in Gabriel’s
greeting of Mary. Altogether there are three time layers that overlap in this
hymn, as the believers join the events of the Entrance and the end of the
hymn connects the Entrance, again, with the Annunciation. Such complex
connections of time appear in other hymns as well; for instance, there are
passages in which David is described as crying out directly to the Theotokos,
sometimes together with the believers praying in the church, thus combining
three different time layers in the same sentence:

Aavid ipoefapxwv TAg xopeiag, David, leading the choir,

OKIPTQ Kal opeveL GLV NIV, leaps and dances with us,

Kai Bacthida kpalet ot, and shouts of you

TETOLKIAPEVTV AXpavTe, as the adorned Queen,

TIOPLOTAEVIV TIAVOLY VE, o undefiled and purest one,

£v 1@ Nad 1@ Paothel kol Oed.*? placed for King and God in the temple.

The speech of the hymnographer to the persons involved in the events, which
does not always appear in the form of a prayer but, rather, as questions or
exhortations. For example, in the second kanon of the feast, the poet uses a
direct imperative to Joachim and Anna, combining it with the use of onuepov:

313 1% kanon of the feast, 2™ troparion of the 3 ode. A similar reference can be found in the
2nd kathisma of the forefeast: Aavid mpoodomnoincov, év 1@ Na@ tod Oeod, kal xaipwv
vnodefar v Baohida qudv, kai tavty ékponoov. (“David, proceed ahead in the temple
of God and rejoicingly receive our Queen and cry out to her.”)
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Twakelp e0PPaAivov oTePOV, Joachim, rejoice today
Kal ayaAhov Avva 1@ TvedpaTtt, and Anna, take delight in spirit,
v yevvnOeioav ¢§ budv, when you take the one who was born from you
@ Kupiw mpoodyovreg, to the Lord
Tpletifovoav g Sapairy, as a three-year-old heifer,
oepviy Ty Havapwpov.* the sacred and most unblemished one.

Both the use of onuepov and the speech of hymnographers and homilists to
the persons present in the celebrated events fall under the rhetorical method
called enargia. The hymnographic corpus is rich with different devices that
seek to provide a vivid description of the feast, trying to create the feeling
in believers that they, indeed, partake in the events of salvation history. The
rhetorical devices that aim at the sense of the presence of God and His saints
will be discussed more in chapter 4, but here, I want to point out the role of
dialogues in this “timeless” conception.

L. Lunde, in her study on the Russian 12" century homilist bishop Cyril
of Turov, has divided dialogue forms into two categories: the “extra-textual”
dialogues that are conducted by the deliverer of the sermon, while “inter-tex-
tual” dialogues are discussions described by the homilist and, as such, have
a more dramatic character.’”® Hymnography, being a more concise literary
genre, switches between these dialectical forms. For instance, the doxastikon
of the aposticha uses these two forms by not only moving elastically between
them but also by using them simultaneously. The address to virgins and
mothers can be applied to both the believers present in the church space and
the procession that took place in the temple.’' In the style of Middle Byzan-
314 2" troparion of the 3 ode.

315 Lunde 1999, 84-101.

316 As M. Cunningham (2008, 253-254) points out, even though “hymnography, including the
monastic genre of the kanon, does, as we shall see later, include some dialogic development
of biblical themes, this is limited to a certain extent by metrial and thematic considerations.
The longer and less fixed genre of the festal sermon, on the other hand, allowed more scope
for dramatic treatment of the subject matter” Thus, the homilies allow for a more detailed
and deeper development of the characters of the dialogue, while hymnography changes
directions more suddenly. The differences in the performance of a kanon compared to a
homily, however, also affect the delivery of the dialogue form. While the antiphonal singing
automatically creates a dialogical impression, the deliverer of the homily cannot switch
between the characters of the dialogue quickly without risking the loss of the audience’s
attention and failing to keep them on track as the dialogue proceeds.
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tine hymnography, the dialogical structures are presented in a less dramatic
way. M. Cunningham calls this “soliloquy”, in which the author of the poem
is a representative of the community when addressing the saints of the events.
This form of dialogue has its precedents in Romanos’s kontakia and earlier
Semitic literature.

Hymmnographic exegesis?

Another question needs to be asked: is there something unique in the exeget-
ical interpretation employed in hymnography when compared to other forms
of literature? In order to demonstrate the process of exegesis as spiritual activ-
ity in context with the hymnography of the Entrance, one could summarize
the different stages as follows:

1. The author of the Scriptures writes his text, inspired by the Spirit.
The author of later Scripture, including the Prot. Jas., contemplates
extant literature in contemplative theoria and reveals the “true”
meaning of the text.

3. The hymnographer, in his turn, reflects on these texts in theoria
and writes his or her own interpretation, creating an interwoven
garment of cross-references with various interpretations.

4.  'The listener or reader of hymnography contemplates these texts in
his own time and re-interprets the complex exegetical structures,
affected, perhaps, by the musical performance. Also, it is necessary
for him to re-evaluate the meaning of the text pro nobis; through
theoria, believers interpret the Scriptures with the aid of hym-
nography both diachronically and synchronically, extracting the
dogmatic symbols, moral advice, and, finally, an elevation towards
God and divine reality free of time and space.

Theoria is particularly relevant in the phases of the creation and rendition of
the hymns. As I mentioned earlier, they both take place most often in the con-
text of liturgical participation. The hymns are most often composed and most
extensively used in monastic environments, where spiritual contemplation
constitutes the most important part of the ascetic lifestyle.
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As we have seen, when deciphering the different scriptural interpre-
tations in hymnography, other patristic literature is of immense help. The
patristic homilies in particular demonstrate a more free literary form that
allows the author to express his ideas in a clear and, perhaps, more straight-
forward way. The comparative study between hymnography and homiletics
reveals to us many essential elements of hymnographic exegesis.

Nevertheless, it must be recognized that hymnography as such does have
exegetical variants that homilies usually lack. Such variants would include the
complex use of time structures and the manifold use of exegetical connections,
as we saw in chapter 2.3.3. This type of complex, compact, and concise typo-
logical thinking is, moreover, imposed by the brevity of hymnographic forms.

There are also some forms of expression in the Middle Byzantine period that
are typical of homilies from the first group and the hymnography of the feast,
but which are missing from the homilies of the second group. The typological
ideas themselves remain similar in the second group of homilies as well, but their
presentation is different. The language of the homilists of the Middle Byzantine
period is more greatly influenced by hymnographic expressions, as many of the
homilists were active also as hymnographers. The homilists of the first group
together with hymnographers use the rhetorical device of enargia and create a
more intense feeling of participation as compared to the homilists of the second
group. They speak directly to the Theotokos, her parents, Zacharias, the people
of Israel, and the prophets that proclaimed her in typological images, as if they
were in the same room, using dramatic dialogues and long passages of anaphora,
such as orjuepov. Conversely, homilies of the second group tend to be more nar-
rative-oriented accounts and analyses of their theological significance.

The feast of the Entrance is a marvellous example for the study of exegetical
structures in Byzantine theology. Its background, based on apocryphal material,
offers an excellent basis for this kind of analysis. The complex structures of patris-
tic biblical exegesis, combined with the quasi-authorized position of the Prot. Jas.
and the obscure history of the celebration of the Feast, forces the reader to look
for the Byzantine theological concepts of the feast within the hymnographic and
homiletic corpus. In the following chapters, I will study how this complex notion
of “liturgical time;” combined with the rhetorical means of making the feast pres-
ent, is expressed in Byzantine liturgical music and iconography.
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3.
BYZANTINE MUSIC AS A SOURCE
FOR THE INTERPRETATION
OF HYMNOGRAPHY

3.1. WORDS AND MELODIES IN CO-OPERATION

Even though this study does not belong to the field of musicology as such,
I believe that knowledge of the aesthetic and theological value of Byzantine
church music would contribute greatly to a more profound understanding of
hymnography. Musical performance is, after all, an intermedial art form that
is inextricably connected to hymnography as it acts both as a literary genre
and sung poetry. Moreover, the significance of the words of the sung hymns
is characteristic for the Eastern rites of Christian worship. The Byzantine
liturgical tradition not only rejects the use of musical instruments, but also
the typika do not include any references to the use of complete silence as a
part of the divine service of the worshiping community." As N. Lossky points
out in his essay on the theology of liturgical music, the danger of silence is
the intrusion of individual thoughts in the church service. According to the
Orthodox understanding of liturgical life, no expression of individuality is
seen as a desirable element in the divine service. Thus, using a common text,
the believers can genuinely create a unity in Christ.

1 Surely, silence does have its position in personal prayer and, of course, is in the centre of
the hesychast movement; moreover, silence is necessary for keeping order in the offices.
However, it does not exist as a designated part of the Byzantine liturgy, in which the cler-
gy would participate, unlike in some Western rites: for relevant discussion, see Kunzler
2002, esp. pp. 162-163.

2 See Lossky 2003, 104-105.
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The importance of the hymnographic text in church music clearly
emerges from the Scriptures themselves, where Christ warns his disciples,
when praying, not to use “vain repetitions, as the heathen: for they think
they shall be heard for their much speaking” (Matthew 6:7) Also, I see the
ideal of non-silent words as a way of preventing heretical thoughts during
the office. The 15" canon of the Council of Laodikeia orders: “No others may
sing in the church than the canonical singers who stand on the ambo and sing
from a book™ The 59™ canon of the same council says: “No private psalms or
non-canonical books may be read in the church but only the canonical books
of the Old and New Testament.” From these rules it becomes evident that the
order of the liturgical practice at that time considered the singers to gather
together the expressions of the faith of the believers. A general silence could
have caused disunity in the communality of the faithful.

In the present chapter, I will discuss some important patristic aspects
of church singing and its perception by believers. After this, I will note the
steps of an exegetical process in the creation and performance of a Byzantine
hymn. The theological comprehension of the role of singing in the Byzan-
tine church is crucial for understanding the ideological context of the musical
structures of the hymns analysed later in this chapter.

3.1.1. PATRISTIC IDEALS FOR CHURCH SINGING AND ITS PERCEPTION

The theology of church music, as represented by patristic authors, has become
an object of scholarship only recently.* The root of the patristic understanding
of church singing is the idea of music as ancilla verbi.”> The church fathers of

3 SeeSeppild H. 2005% 9-25 for further discussion on the canons concerning church sing-
ers and their interpretation; the translations of the canons quoted here are from this
volume.

4 For the most important studies with aspects of patristic thought, see BovpAng 1994; Lossky
2003; Seppéld 2005, The difficulty in the case of early patristic authors is the confusion in
terminology, as the words ydAAw and yaApwdia have several meanings. In modern Greek,
they mainly refer to the sung performance of church music, but the original etymology
refers to the psalter, an instrument that also gave a name to the book of Psalms. Thus, the
contemporary reader must be aware of the danger of anachronism in such readings.

5  Asis commonly known, the tradition of Byzantine church singing forbids the use of in-
struments. One of the main arguments for exclusively vocal music is that only the human
voice is able to exclaim words. Additionally, instruments were used in ancient Greek mu-
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the first millennium see prayer words as something more than a mere seman-
tic instrument. Through logos, they have a connection with the nous and
the soul itself. Gregory the Theologian describes the process of transmitting
logos, in the sense of reason or thought, through logos itself, in the meaning
of word: “How does the logos originate from the nous, and gives origin to a
logos in another nous and how is a meaning distributed through logos?”® Also,
Anthony the Great summarizes the whole spiritual meaning of the logos: “The
soul is in the body, and in the soul there is the nous: in the nous there is the
logos, through which God, who is sensed and praised, makes the soul immor-
tal and grants her incorruptibility and sweetness.””

This leads us to the question of the perception of hymnography, which
occurs mainly through means of music,® and its impact on the believers.
Surprisingly, this field has not widely aroused scholarly interest.” However,

sic, which, in the Christian thought, was associated with idolatry and circus ceremonies,
during which martyrs were killed. Thus, instrumental music was also avoided because
of its negative connotations (see BovpAr|g 2005, 76; for patristic treatises on the negative
impact of instruments, see Epiphanios of Cyprus’s Adversus Nicolaitas, PG 41, 320-329,
especially 325-328). According to N. Lossky (2003, 108-109), the respect shown to the
verbal quality of church music has, in contemporary liturgical practices, resulted in the
avoidance of silent moments in the Orthodox church services, which runs contrary to
many Western rites: “La parole doit seffacer pour devenir transparente au Verbe et a la
communion des fideles avec Lui. Cest en cela que lon peut parler du silence de la parole
liturgique. [...] Il ne sagit pas, on l'aura compris, d'une absence de sons ou de voix. Il
sagit d'une qualité silencieuse, une qualité deffacement pour ne jamais risquer de devenir
un “écran” entre la Parole-Verbe et la communauté. Cette qualité “silencieuse” du chant
et de la psalmodie peut sexprimer parfois par une intensité de voix forte [...]”

6  TIwgAdyog vod yévvnpa, kat yevva Aoyov év dAAw vol kai ¢ Aoyw vonua Stadidotar; De
moderatione in disputiationibus servanda 27, PG 36, 205*. T have decided to preserve the
Greek word logos in my translation in order to convey the multiple meanings of the word.

7 H pev yoxn €0ty év 1@ odpatt, €v 8¢ Tf] Yuxij £0Tty 0 voig: €v 8¢ Td vd £0TLv 6 Aoyoc,
U @v 6 Bed¢ voolpevog kai So&aldpevog, aBavatiCer v yoxny, debapoiav avtj
Kai Tpeny Swpovpevog. (Phokaiia 1974, 18). For further discussion on the patristic
meaning of logos in church singing, see BovpAr|g 1994, 38-66.

8  Most hymnography was originally meant to be sung. However, in the contemporary
practice of the Greek-speaking churches that still use the original texts, some hymno-
graphic genres are merely recited. Such are, for example, the hypakoe, kontakion, and
oikos — the two latter in their contemporary reducted form.

9  The recent studies in the psychology of music, such as Thompson 2009, could help de-
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the idea of musical elements affecting the mind has been noted already in
Antiquity by Plato'® and Aristotle,'" among others. The same approach was
continued in a Christian context by Basil the Great in his commentary on the
Psalms,'? where he claims that the melodies affect the upbringing of the soul.
He exclaims, “O the wise invention of the Teacher, simultaneously making us
sing and learn useful things!”"* Thus, according to Basil, the musical perfor-
mance of hymns is an essential part of the perception of their contents.'

The Aristotelian view of the influence of music was also continued by
John of Damascus, who writes about the connection between senses and the
soul and body. According to him, senses are a gate for emotions to pass into
the human soul through a corporal mechanism.'* He sees the musical dress of
Byzantine hymns also as a form of pedagogical comfort:

Thus, since God knew that many people are lazy when it comes to spiritual reading
and comprehension, and that they do not accept the labour with joy, He was willing
to make the sufferings more desirable and to make the labour easier. Thus, He mo-
ved the tongue of the blessed David, in order to mix the prophecy with a melody,

cipher at least some of the processes involved in the perception of church music. Surely,
the theoria and spiritual aspects, as understood by the Byzantines, remains beyond of the
scope of such research.

10 In Respublica (I1I, 398°-399") Plato discusses the modes of music, namely Mixolydian,
Lydian, which he regarded useless; for warriors he recommends the Dorian and Phry-
gian modes, while certain Ionian and Lydian modes he considers convivial. Due to the
lack of reliable sources, we can only guess as to how these modes would have sounded.
It is also noteworthy that a similar scale terminology was passed on to Byzantine music,
even though the modes do not musically represent the ancient Greek ones. For an intro-
duction to ancient Greek musical practices, see Landels 1999; on the heritage of ancient
Greek music in Byzantine chant, see Wellesz 1961, 46-77.

11 In Politica (1340°), Aristotle discusses the influence of music on the human soul. He
claims that music includes elements that imitate emotions. During the performance of
music, the emotions are transmitted to the soul.

12 This seems only natural, as the Cappadocian Fathers were strongly influenced by the
terminology and ideas of both Aristotelian and neo-Platonistic philosophy.

13 "Q tig 009G émvoiag Tod Sidackalov, Opod te ddetv HUag kol T& AvotteAi] povOdavery
unxavopévov! Homilia in psalmum primum, PG 29, 2134,

14 In his fourth homily on the Hexaemeron (BEITEX 51, 1975, 215-216), Basil warns of the
corrupting influence of worldly music on the soul.

15 De duabus voluntatibus, PG 95, 145475,



www.tezaurliturgic.ro
FOR THE INTERPRETATION OF HYMNOGRAPHY 149

so that being entertained by the rhythm of the melody, we would chant holy hymns
with grand joy.'¢

It is noteworthy that these effects on the human soul are thought to pass
through concrete musical elements. One of the most important theoretical
treatises on Byzantine music, the Great Theory of Music by Chrysanthos of
Madytos,"” describes the different ethe of the melopoeia (melodic composi-
tion) of the precedent Byzantine musical tradition:

Ethe in melopoeia were three, the diastaltic, the systaltic and the hesychastic. They
were called ethe, because through them the state of the soul was observed and
corrected. Diastaltic ethos is the one through which majesty and virile disposition
of the soul, heroic deeds and related passions are expressed. Tragedy uses this ethos
mostly and among the others, the ones that preserve this character. This ethos is
idiosyncratic of our first and third echos. Systaltic is the ethos by which the soul is
driven to humility and to cowardly disposition. This state of soul fits to erotic pas-
sions, laments, compassions and the like. This ethos is idiosyncratic of our second
echos and all the plagals except the barys. Hesychastic is the one which is followed
by serenity of the soul and a state of freedom and peacefulness. It suits to hymns,
paeans, songs of praise and the like. This ethos is idiosyncratic of our echos barys
and our first echos.'®

The musical analysis below concentrates accordingly on the description of
musical elements that aid the believers in perceiving the hymn in its liturgical
context. This was particularly true during the Byzantine Empire, when the
copies of liturgical manuscripts were a rarity. Nowadays we have access to

16

17

18

Tardo 1938, 211: Emedn) yap oide 6 @edg moAhodg t@v avBpwnwy pabvpotépovg
6VTag TPOG TV TOV TIVELHATIKOV dvdyvwoty Suoxep®ds éxovTag Kal Tov ékeifev ody
NS€we kapatov Sexopévovg, TobevoTépovg TOLG TOVOLG TTotfjoat POVAOHEVOG Kal TOV
Kapatov téuvesBat, TV oD pakapiov Aafid éxivnoe ywooav, pewdiov dvapifar f
mpoPnTeiq, MG tva puOud Tod PEAOVG YuxayoVHEVOL, HETA TOANTG TG TéEPYews TOVG
iepolg avaméunwpev dpvovg.

The Great Theory of Music was published in 1832 and was the first extensive theoretical
treatise on the so-called “New Method” of Byzantine notation. Its author, Chrysanthos
of Madytos, was one of the “Three Teachers” who were assigned to conduct the reform
on the older notation which was considered too challenging. Despite its late publication
date, the volume has also proved valuable as a tool for examining earlier Byzantine mu-
sical traditions, especially regarding compositional methods. See Great Theory of Music
2010 for a complete English translation and introduction.

Great Theory of Music 2010, 180-181. For the Greek original, see XpboavOog 1832.
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printed books and can reflect more on the textual material as such, something
that was not very common for the majority of the faithful during the Byzan-
tine era.

3.1.2. LITURGICAL SINGING AS EXEGETICAL ACTIVITY

Above, I presented an extensive analysis of the exegetical contents of the hym-
nography of the Entrance. However, the text itself is not the only exegetical
factor in hymnography. The composition is, perhaps, the most important fac-
tor in the proper perception of the textual contents of the hymn. In the intro-
duction, we noted that the most important task of Byzantine church singing is
to intensify the meanings of the words. In other cases, the musical elements of
the hymns might affect the perception and structure of hymnographic texts.
The exegetical significance of Byzantine compositions will be discussed below
together with the musical analysis.

It is commonly suggested that early hymnographers composed melo-
dies together with the texts they wrote, even though there is no evidence to
support this in the musical manuscripts.”® It can only be assumed that their
compositions logically expressed, by musical means, the structure and the
contents of the hymns in their fullness. Later compositions interpret the tex-
tual contents in various ways. Some of them follow the interpretation of the
hymnographers (if such interpretation can be assumed to have survived),
while others, perhaps, diverge. Nevertheless, whatever the musical elements
of the composition are, if it is rendered in an unclear or unintentional way by
the church singers, it cannot be understood and perceived by believers in a

19 In this case, we are actually forced to neglect the hymnographers since no Byzantine
musical manuscripts with decipherable melodies exist before the mid-12% century. The
palaeo-Byzantine notation, as it is commonly known, is adiastematic and cannot be
transnotated into an accurate system.

However, as A. Vourlis observes, the Greek-speaking Orthodox church has been very
conservative in preserving its (Byzantine) melodic tradition together with the original lin-
guistic and metrical form of the hymns. He even claims that the Orthodox faith was pre-
served through this union of melody and word (see BovpAng 2003, 72). If we assume that
the melodic tradition was preserved similarly despite the change of the notational system to
the diastematic Middle Byzantine notation, we can approach the palaco-Byzantine versions
through the spectrum of the oldest versions of the Middle Byzantine melodies, something
which will be done in our analysis of the doxastikon Zfpepov ta otign 1@V ot@v below.
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proper fashion. Thus, the role of the performers is of great importance for the
exegetical value of the hymn.

From a theological-liturgical point of view, I consider Byzantine church
music a threefold exegetical process. First, the hymnographer composes
a text that is of an exegetical character itself. The hymn, nevertheless, is far
from being a mere exegetical poem. Byzantine hymnography always includes
two aspects: it is simultaneously personal and liturgical, i.e. emerging from
the community. P. Paschos describes the role of art in the Byzantine liturgy
by claiming that in their liturgical context the arts become sanctified, and
their task is to prepare the soul to receive divine mysteries. In this framework
the poet — the hymnographer - is a seer who, through verbal images, leads
believers to higher spheres, helping them to see the same spiritually beauti-
ful worlds that he himself perceives in theoria. Paschos continues by saying
metaphorically that, while ancient Greek poets were believed to be inspired
by the muses, hymnographers are inspired by the Holy Spirit and, in spite of
this holy influence, they still succeed in preserving their own personal, artis-
tic style.?

In the second part of the process, the hymnographer or another com-
poser creates a melody for the text, interpreting it by musical means. In addi-
tion, a composition may follow previous traditions or be an invention of his or
her own. Interpretation occurs on many levels. From a metrical point of view,
the melody expresses the structure of the hymnographic text by emphasizing
the accentuated syllables. However, this connection also includes the obedi-
ence of musical elements to the theological thought expressed by the hymn -
a connection that, as Vourlis emphasizes, was created by the hymnographers
themselves.”! Vourlis summarizes his thought: “The Orthodox Church has as
a basic principle in its compositions the obedience of the melody to the word,
and the simple clothing and interpreting of the theological meanings of the
word through the melody.”*

Thirdly, the church chanter interprets the composition with his own
voice and thus transmits his understanding of both the text and the musical

20 See ITaoxog 1999, 228-229.
21  See Bouphng 1993, 93.
22 BovpArg, 71; the translation is by the author of this thesis.
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composition to the believers in the church. Because of this, it was customary
in the Byzantine church to ordain chanters to the lower kleros.”® The study
of chant interpretation is, however, far beyond the scope of this study as it
would require the adoption of a much more extensive methodological toolkit.
Additionally, as our study concentrates on the Middle Byzantine era and, sec-
ondarily, its influence on medieval Greek culture, it is impossible for us to
study chanters’ musical interpretations from the era before recordings. As
such, none of the musical compositions studied below belong to the standard
chant repertoire today.

As a conclusion, we could say that the process of the exegetical activity
of church singing is divided into three persons: the hymnographer, the com-
poser of the hymn (who originally, in many cases, was the hymnographer),
and the chanter. The contribution of all these three persons is, then, inter-
preted by the listener. The consideration of all these dimensions is essential to
the following analysis of the role of the musical elements in the interpretation
and perception of hymnography.**

3.2. MUSICAL INTERTEXTUALITY IN THE HYMNOGRAPHY OF THE
ENTRANCE: THE SELECTION OF ECHOI AND AUTOMELA
The interpretation of the contents of the text, expressed through the medium

of Byzantine liturgical music, can be divided into two categories. The first,
which could be called a macro-level, includes the selection of echoi®® and the

23 For further information on the order of the church singers, see Seppald H. 2005, 9-13.

24  The exegetical process is tightly connected to the creation and performance of hymnog-
raphy as a rhetorical process. This will be studied more closely in chapter 4.

25  The echos is the basic modal building-block of Byzantine chant: therefore, all Byzan-
tine melodies, excluding some cases of palaeo-Byzantine hymns are ascribed to a certain
echos. In the present work, the equivalent English word is mode, while in some other in-
stances tone is preferred. In the medieval repertoire, the echos does not necessarily seem
to be a fixed scale structure. However, it is typical for each mode to have a tonal basic
tone, and each mode usually employs a typical repertoire of melodic formulas. In the
“New Method” of Byzantine chant, the elements of the echos are defined more explicitly.
For example, each mode includes a modal basic tone, a specific scale, typical melodic for-
mulas. For a brief introduction to the concept of modality in medieval chant repertoire,
see Troelsgard 2011, 60-75; for a more extensive study on the history, development and
functionality of the Byzantine eight-tone system, see AAvyi(akng 1985.



www.tezaurliturgic.ro
FOR THE INTERPRETATION OF HYMNOGRAPHY 153

use of the automela-heirmoi system of melodic and metrical prototypes;* the
second, which could be called a micro-level, is the analysis of more detailed
melodic structures. The present chapter concentrates on the former category,
while the latter category will be studied in the following chapter.

Archbishop Job (Getcha) has pointed out the significance of an inter-
textual structure in the system of automela and the selection of echoi.”” He
suggests, on the basis of evidence in an early Georgian Iadgari,*® that autom-
ela are melodically prior to the creation of a systematic Oktoechos chanting
tradition.”” Furthermore, Getcha admits that the selection of the automela for
the great feasts of the liturgical year may have been chosen because of their
musical popularity. However, he also proposes the following:

26  Byzantine hymnography includes two systems of model melodies and their contrafacta:
in both systems, the prototype provides both a metrical and melodic model for the de-
pendent hymns. In the repertoire of stichera, the prototypes are called automela, and the
hymns composed according to their model prosomoia. Both in earlier and contemporary
chant practice, automela are primarily transmitted as oral tradition; they have, however,
been documented both in certain musical manuscripts from the thirteenth century on-
wards and in printed chant books. The system of prosomoia chant is further extended to
kathismata (or apolytikia/troparia) prosomoia and exaposteilaria prosomoia.

A similar system exists in the kanons, where each ode provides a model melody
(called heirmos) to the following troparia of the same ode. Each echos includes an exten-
sive amount of such prototypes, which, textually, usually reflect the contents of the re-
spective biblical ode. In the manuscript tradition, the heirmoi are much more widespread
than automela, the former being assembled into collections called Heirmologia. In the
contemporary tradition, Heirmologia still exist, but most kanons are performed by heart,
whereas the heirmoi are based on oral tradition. For a brief introduction and samples of
these chant genres, see Troelsgard 2011, 78-81; for a more thorough presentation of the
automela see Husmann 1972; for the Heirmologion, see Velimirovi¢ 1973.

27  See Getcha 1999.

28  Iadgari is a Georgian translation of Tropologion, in other words, an anthology of hym-
nography. On the tradition of the Iadgari, see [Ipepneiimmit SAxrapn 1980.

29  Getcha 1999, 205. Getcha draws an example from the automelon "ESwkag onueiwoty,
which appears twice in the Tadgari: firstly, as an idiomelon without any modal designa-
tion, secondly as a Sunday Oktoechos melody of the seventh ekhos. However, in the later
Byzantine Eight-Mode cycle, this automelon is considered as a fourth mode. For the early
development of the Oktoechos system and its manuscript sources, see an excellent recent
study by S. Kujumdzieva (Kyrommxuesa 2013).
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nous nous permettons de fonder notre réflexion sur les liens, les parallélismes et les
similitudes créés par l'utilisation de ces automeles dans Iensemble hymnographique
des grandes fétes. Il faut dire qu’il n'y a habituellement aucun lien textuel entre les
prosomie et Iautomele, sinon par la structure syllabique, une répartition identique
des syllabes accentuées et par le nombre de phrases mélodiques, comme nous l'avons
vu plus haut. Cependant, le fait d’avoir choisi de rédiger, et par conséquent, d’inter-
préter le prosomion selon le modele d’'un certain automele plutét quun autre nest
pas sans laisser entrevoir certains liens ainsi tissés entre les différentes fétes et parfois
méme entre des thématiques trés proches sur le plan théologique.*

I will now proceed to an intertextual study of the musical framework employed
in the hymnography of the Entrance in relation to other great feasts of the Byzan-
tine liturgical calendar.’ Intertextuality is unequivocally the way in which musi-
cal emphasis can be given to the hymn in this case. Since the melody is standard
and fixed, it is unlikely that it would interpret the contents of the text by itself, if
the possibility of improvisation during the performance of the hymn is excluded.
It must also be noted that the Oktoechos system had already been strongly estab-
lished at the time of the creation of the hymnography of the Entrance. Thus, the
automelon-heirmos system was already fixed, and the vagueness regarding their
modal designations had disappeared. As we will observe below, the intertextual
connections based on the automelon-heirmos system can be divided into three
levels, which are compatible with each other: the two aforementioned levels apply
to level 3, and level 2 naturally includes level 1:

1) Selection of the echoi.

2) Selection of the automelon.

3) Intertextual connections between the textual contents of the proso-
moion and the automelon.

30  Getcha 1999, 209. Getcha studies the links between Nativity and Theophany, the incar-
national and resurrectional festal cycles, and a short general overview on all great feasts.
However, he does not discuss any Marian feasts.

31 In addition to Getcha’s short article, there are no significant studies of intertextuality in
Byzantine music; in the field of Western Art music, the best recent introduction to inter-
textual research of musical structures is Klein 2005. However, thus far intertextuality is a
field in musicology that, in general, has not received adequate treatment.
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3.2.1. PROSOMOIA AND KATHISMATA

When studying the usage of automela in the hymnographic corpus of the
Entrance, there is one striking feature in comparison to the cycle of the other
great Marian feasts of the Byzantine liturgical calendar. The stichera of the
feast mainly consist of prosomoia, as opposed to idiomela, which are used
only as doxastika or in the Lite. All other great feasts of the Theotokos include
a set of idiomela at least to one of the other sets of stichera, in other words
the kekragaria, aposticha or the ainoi.*> What could be the reason for this?
I assume that the late dating of the establishment of the feast in the cycle of
Marian celebrations and the late composition of hymnography has affected
the more modest hymnographic forms. Idiomela are, in the end, a special
feature of great feasts.

Let us start from the sets of stichera prosomoia. As Getcha suggested
above, some of the automela used as a prototype are standard, often appearing
in the fixed, annual Menaion, the most significant ones being Tov ovpaviwv
Taypdtwv (1* mode) and Oikog 100 E@paba (2" mode). The first one is used
in all sets, while the latter is typical for aposticha and the ainoi, especially dur-
ing fore- and afterfeasts and in Small Vespers of feast days.” These automela
occur in various parts of the corpus of the Entrance: in Vespers and Matins
of the forefeast, Small Vespers and Matins of the feast day, and in all services
of the afterfeast up to November 24. These texts do not show any textual con-
nection to the automela themselves or the prosomoia of other Marian feasts.

However, in the repository of kathismata, there are some standard melo-
dies that appear throughout the year, one of them being Katem\dyn Twore (4™
mode). It is also used in the Matins of the Entrance, both after the second Psalter

32 In this study of great Marian feasts, I have also included celebrations that relate to the life
of Christ but where Mary also has an important position. The complete list of the feasts
that are studied is as follows: the Nativity of the Theotokos (September 8), Nativity of
Christ (December 25), the Presentation of Christ in the Temple (February 2), the An-
nunciation (March 25), and the Dormition of the Theotokos (August 15). The Nativity of
Christ is not considered a Marian feast, but I have included it in this study because of its
close connection with the feast of the Entrance and the dominant role of the Theotokos
in the events of this feast.

33  The examples are numerous. It appears as an automelon, for instance, in Small Vespers of the
Nativity of the Theotokos (September 8) and the Elevation of the Holy Cross (September 14).
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reading and the third ode of the kanon. Unlike the standard stichera prosomoia
mentioned above, this melody does have intertextual connections with other
Marian feasts, namely the Nativity of the Theotokos and the Dormition, which is
also endorsed by the textual contents. In the following analysis, I have underlined
the common parts between the hymns as they appear in the Greek original.

Entrance (Mesodion kathisma)

AvaBoncov Aavid,

Ti¢ 1y mapovoa Eoptr),

fjv dvdpvnoag mote,

£v 1@ BiPAiw 1@V Yoy,

wg Bvyatépa Beomarda kai ITapOévov.
AnevexOnoovtal einav,

0 Baot\el pooTikdc,

napBévol dmobev avti,

Kai ai TAnoiov avThg,

Kai Bavpactiv épydlov kol TayKOGHLOV,
v €0pTiv T0iG Kpavyd{ovotv.

‘H ®¢otdK0G,

Huiv énéotn,

T owtnpiag 1) Tpd&evog.

Nativity (I* kathisma of the Matins)

Avafonoov Aqis,

TL Opooé ool 6 Oeog;

‘A ot dpooe gnot,

Kal ékmenAnpwkev idov,

¢K TOD KapToD TAG KOLAiag Hov
Sovg v IapBévov-

&€ 16 0 ThaoTovpydE,
XpLotdg 6 véog Aday,

£1éx0n Paotevg,

¢mi To0 Opdvou pov-

Kai Bacthevel onpepov, O Exwv
v Pactieiav dodAevtov.

‘H oteipa TikTeL,

My OeoTOKOV,

Kol TPo@oV TG {wiig fudv.>*

34 Mnvaiov tod Zentepfpiov 1993, 140.

Cry out, o David,

what is the present feast?

I sang before

in the Book of Psalms,

of her as daughter, Child of God and Virgin,
saying: “The virgin following her

and being her companions

are mystically taken

to the King?”

Make this feast wonderful and to be held throughout
all the world by those why cry:

The Theotokos

has come among us,

the mediator of salvation.

Cry out, o David,

what has God sworn to you?
He said: “What God swore to me
he has now fulfilled,

from the fruit of my loins

He has given the Virgin,

from whom the Creator,
Christ, the new Adam

is born, a King

that sits on my throne,

and today reigns He, who has
an unshakable rule.

The barren woman gives birth
to the Theotokos,

the sustainer of our life.
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Dormition (1* kathisma of the Matins)

Avapoénoov Aavid, Cry out, o David,

Ti¢ 1y mapovoa Eoptr; what is the present feast?
“Hv &vbuvnoa ¢notv, He said: “I sang of her

£v 1@ BiPAiw 1oV Yahudv, in the Book of Psalms

wg Buyatépa Beomarda kai ITapbévov, as daughter, Child of God and Virgin.
UETEOTNOEV AVTNY, Christ has translated

TPOG TG EkelBev Lovag, into the heavenly mansions
XpLotog 6 ¢¢ avtiig, her, who gave birth

&vev omopag yevvnBeig: to Him without seed.

Kai Sui TodTo Xaipovat, Therefore, mothers and daughters
untépeg kai Quyatépeg kai vopugal Xptotod,  and brides of Christ rejoice,
Bowoat Xaipe, crying: “Hail,

1 petaotdoa you who are translated

TpOG T dvw Pacileta.® into the heavenly Kingdom.

As can be observed above, each of the three kathismata begins with a question
addressed to David. The kathisma of the Dormition includes five completely
identical kola*® as compared to the Entrance. Even though the kathisma of the
Nativity has only one similar kolon in relation to the Entrance hymn, it does
include parallel thematics: virginity and Christ as the King of all.

There is also another kathisma that works in an intertextual way between
the Marian feasts, sung as the kathisma after the Polyeleos, following the
automelon To mpootax0ev puotik®g (4™ plagal mode). The automelon itself is
centred on the events of the Annunciation, and it is sung as the apolytikion of
Matins on the fifth Saturday of the Great Lent and dedicated to the Akathis-
tos hymn. Thus, the melody is closely linked to the Incarnation. Hymns with
similar opening formulas can be found both in the Nativity of Christ and the
Nativity of the Theotokos. I have underlined elements that are common for at
least two kathismata.

35  Mnvaiov tod AvyovoTtov 1993, 195.

36 T use the term kolon for the smallest unit in my structural analysis. Sometimes a kolon
could be divided into two kommata, but this has no great significance in the musical
structures analysed below.
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Saturday of the Akathistos (Automelon)

To mpooTaxBev pLoTIK®G, AaBwv év yvwoel,
v 1) oknvij To0 Twon g, omovdy énéotn,

0 Acpatog Aéywv Tif ATelpoydpuw-

0 KAivag Tfj kataBaoel ToLG OVPAVOG,
xwpettar dvallowwTtwg GAog €v coi.

‘Ov kal BAénwy év priTpa oov,

Aapovra dovlov popeny,

étioTapat kpavyalety got,

Xaipe, Nopen avougevte!*”

Entrance (Kathisma after the Polyeleos)

Ayadidobw 6 Aavid O dpvoypagog,
Kai xopevétw Twakeiy odv Tfj Avvy,
8L yovog dytog €& avt@v mipofAbe-
Mapia 1} gwto@dpog Beia Aapmag,
Kal xaipel eloepyopévn év 1@ Nad,
fiv kai AEnwv nOAOYNOEY,

6 Bapayiov viog,

Kai xaipwv dvekpavyale:

Xaipe Badua Taykoouloy.

Nativity of Christ (Mesodion kathisma)

Aya\idoBw ovpavog, yij evepavécdw-
Ot €TéxOn €mi yiG, 6 Apvog Tod Oeov,
TaPEXWV T KOOHW THV ATOADTPWALY.

‘O Adyog 0 v 1oig kKOAToIG WV ToD TTaTpog,
npoiiABev €k tiig IapBévov dvev omopdc:
6v oi Mayot ¢€iotavto,

opwvTeG £v BnOAegy,

TIKTOHEVOV WG VATILOV-

6v do&alet T ovpmavta.®

37 Tpuwdiov 1994, 680.
38 Mnvaiov tod AekepPpiov 1993, 508.

BYZANTINE MUSIC AS
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Having secretly received a command,

the Bodiless one hastened into Joseph’s dwelling
and said to the Virgin:

He who bowed the heavens with his descending
is unchangeably contained wholly in you.
Seeing Him taking the likeness of a servant

in your womb,

I am amazed and cry out to you:

Hail, o unwedded Bride!

Let David the hymnographer rejoice,

and may Joachim and Anna dance,

for a holy child has come forth from them,
Mary, the Lamp that bears the Divine light,
and she rejoices entering the Temple.
Seeing her, the son of Barachias

gave her his blessing

and cried out rejoicing:

Hail, o wonder of all the world!

Let heaven rejoice and earth be glad:

for the Lamb of God has been born on earth,
Granting the world foregiveness.

The Word who is in the bosom of the Father
has come forth seedlessly from the Virgin.
The Magi were amazed,

seeing Him born in Betlehem

as a child:

To Him all things give glory.
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Nativity of the Theotokos (Kathisma after the Polyeleos)

AyadidoBw odpavoe, yi evgpavéchw- Let heaven rejoice and earth be glad:

6 10D Oe0D yap oVpavoc, £v yij £téxon, For the heaven of God, the divine Bride is born
1 ®edvopgog abdtn ¢§ emayyeliag. on earth according to the promise.

‘H oteipa Ppépog Onhddet v Mapiap- The barren woman gives suck to Mary,

Kal xaipet émi 1@ Tokw Twakeip. And Joachim rejoices at the birth and says:
Papdog Aéywv étéxOn pot, “A rod is born for me,

€ N¢ 10 &vBog Xpiotog, and from it the flower, Christ,

¢BAdotnoey €k pilng Aavid. will blossom from the root of David.

"‘Ovtwg Badpa mapddoov!* Truly, this is a strange wonder!

From this analysis, it is apparent that the kathisma of the Entrance shares com-
mon elements with all the other hymns. For instance, it includes the opening
phrase dyaAAidoBw, repeated identically in both of the Nativities; also, £§
avt@v pofAbe seems to be a paraphrase of mpofiAOev ék Tfig IlapBévouv in
the kathisma from the Nativity of Christ. On the other hand, the phrases fjv
Kai PAénwy and dvekpavyale: xaipe Oadpa maykoopuov are similar to 6v kai
PAénwv and kpavydletv oot xaipe Nopgn dvougevte. Both of the chairetis-
moi are addressed to the Theotokos.

Let us now move back to the stichera. The most “Marian” automelon of
the akolouthia seems to be’Q tod mapadofov Bavparog, which has its pro-
totype in the feast of the Dormition.* However, the stichera do not include
intertextual references to the prosomoia of the Dormition on a textual level,
excluding the last sticheron that refers to Gabriel’s greeting, an element play-
ing a central role in the original automelon. The connection thus remains
purely musical. The use of this automelon is not extremely common, so the
link truly exists. The other automelon prototype of the stichera kekragaria, Qg
yevvaiov €v paptoot, is also used in the ainoi of the Dormition. Again, this
connection remains on a purely musical level, and there are no thematic or
linguistic connections between the sets of stichera.

39 Mnvaiov tod Zemtepfpiov 1993, 140.

40 It is interesting to note that, in contemporary practice, the Great Vespers of the feast
of the Holy Protection (October 28), written by the recent hymnographer Gerasimos
Mikragiannites, includes similar automela to the Vespers of the Entrance, namely "
100 Ttapadofov Bavpartog (1 mode), ‘Qg yevvaiov év pdptuot (4" mode), and Xaipoig
doxntikdv (1% plagal mode); see Mnvaiov 100 OxtwPpiov 1993, 410-411; 415.
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However, the unpublished prosomoia in Sinait. gr. 568 and 570 reveal
a connection to another Incarnation-related feast, namely the Nativity of
Christ. The first manuscript includes a set of stichera prosomoia following
the automelon Ebg@paiveoOe dikatot, which is designated as an idiomelon for
the ainoi of the Matins of the Nativity of Christ and attributed to Andrew
of Jerusalem.* This text does not often occur as an automelon, which might
have been the reason for the rejection of these particular prosomoia and their
failure to appear in wider circulation within the later manuscript tradition.
The two first prosomoia of the Entrance follow the prototype also on a textual
level, while the third one seems to be independent in terms of its contents.
The two first stichera begin with a verb referring to rejoicing, imitating the
opening pair of kola in the prototype. Again, I have underlined intertextual

connections between the automelon and the prosomoia.

Nativity of Christ

EbvgpaivecBe Aikatol,

ovpavol dyaAiiobe,

oKlpTHoate T dpn,

Xplotod yevvn0évtog,

IapBévog kabéletay,

T XepovPipt (UHOVHEVD,
Baotdlovoa &v kOATOLG,

Bedv Adyov capkwdévta.
ITowéveg OV TexBevTa dofalovat.

Mdyot @ Aeomoty Sdpa TPOCTPEPOVOLY.

‘Ayyelot dvopvodvteg Aéyovaty-
Axatdhnmte Kopie, §6&a oot

Entrance (Sinait. gr. 568)

Ayal\eoOe orjpepov,

ol mpogrTan ovv dikaiolg,
Kal aipete OpOVTEC,

T VOV Sedetypéva,

Be glad, o righteous,

rejoice, o heavens,

dance for joy, 0 mountains.
Christ is born,

and the Virgin makes a throne,
imitating the cherubim,
carrying at her bosom

the God the Word made flesh.
Shepherds glorify the new-born,
Magi offer the Master gifts.
Angels sing praises, saying:

O Lord past understanding, glory to You.

Rejoice today,

o prophets together with the righteous,
be glad seeing

now these things revealed:

41  Andrew of Crete is sometimes referred to in liturgical manuscripts as Andrew of Jerusa-
lem (see Oxford Dictionary of Byzantium 1991, vol. 1., 92-93).
42 Mnvaiov Tod AgkepfBpiov 1993, 517-518.
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Iapbévog elodyeTal,

£v 1@ va@d Kvpiov,

THV XApLv CUVELOAYOVOQ,

fjv Opeis éxxnpolarte,

Omoxwpel 10 ypdupa @ Iveduart,
ai oktai Tod VOpoL Tapédpapiov,
800 yap, AAn0d¢ éméAapyey,

1 &AnOeta mavTag wticat HUAG.

Ev@pavOn 1@ TIvedpart,
Zaxapiag Oeopdv o,

£&v 1@ va@® Kupiov
IMapOéve Beotoke,

Kai xaipwv éxpadyalev,
evhoynuévn &deixong,

£V yevedig avOpwnwv LoV OeoKvijTop HOKAPLOG,

0 0{KOG TIAVAXPAVTE,

¢k 00D mpoeNBodoa

¢PAaotnoag papdog yap,
Baoeiag fjvonoag,

Kal SuVAEwS TAOLY TOIG TIEPATLY.

the Virgin enters

the temple of the Lord,
introducing with her the grace
from which you were excluded.
The letter gives way to the spirit,
the shadows of law pass away.
Behold, the truth shone forth
indeed to enlighten us all.

Zacharias rejoiced in spirit

seeing you

in the temple of the Lord,

o Virgin Theotokos,

and joyfully cried out:

You, purest one, have been revealed

as blessed among human generations,

161

a blessed dwelling and the only conceiver of God.

For the royal rod of might
sprang forth from you
and blossomed unto

the ends of the earth.

Another automelon that is linked to the incarnation festal cycle, namely Ai
ayyehikati, is rather rare in the Menaion, but the manuscript Sinait. gr. 570
includes a prosomoion that follows this prototype. The automelon appears on
the forefeast of the Nativity of Christ and is attributed to Romanos the Melo-
dos. It is used throughout the fore- and afterfeasts of Nativity and Theopha-
ny.* The prosomoion of the Entrance also carries an intertextual connection

with the prototype:

Automelon (December 20)

Al Ayyehikai,
npomopebeobe Avvapelc,
ol év BnOAegy,
étowpaoare Ty dtvny-
0 Aoyog yap yevvarat-

The angelic powers,
go before us,

o you in Betlehem,
prepare the manger:
for the Word is born,

43 See Mnvaiov tod AekepPpiov 1993, 376, 393-394, 414-515, 437-438, 465-466, 581, 615;

Mnvaiov tod Tavovapiov 1993, 52, 76-77, 100-101, 125-126, 234-235, 277-278.
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1) co@ia TpoépyeTal, the Wisdom comes forth.
déxov domaopov 1’ ExkAnoia, O Church, receive the greeting;
£lg TNV Yapdv Tiig OeoTOKOV, in the joy of the Theotokos,
Aaol eimwpev- o peoples, let us say:
Evloynuévog 6 EAOwv, Blessed is He, who comes,
Oed fU@v §6&a oot O Our God, glory to you!

Prosomoion (Sinait. gr. 570)

ITaoou voepad, All the bodiless powers
émekpotnoayv duvapelg, were amazed,

61e TOV PpoTdY, when the heavenly wedding chamber
ayalhiapa eionx0n, and exaltation of mortals

v oilkw tod Kvupiov, entered into the house of the Lord.
1] TAoTAG 1) 0VPAVLOG, They call the choirs of virgins

Kal xopoUg mapBévwy cuvekdAovy, to the spiritual joy

£ig vontiv xapdv kol §o&av, and glory,

avTfj pEATovoal, chanting unto Her:

evloynuévn el ayvi), Blessed are you,

Nuev Bedvoueog. o our pure bride of God.

3.2.2. HEIRMOI AND IDIOMELA

The intertextuality of the musical structures is even stronger in the kanon
repertoire. Let us first examine the published kanons. Both the kanon of the
forefeast and the second kanon of the feast follow the same heirmoi, which are
drawn from the kanon of the Annunciation.*” This is the case for most Marian
feasts. However, the last two heirmoi are, in most kanons, in another form and
do not reflect the Annunciation prototype.* The heirmos of the eighth ode in
the kanon of the Annunciation seems to be linked to the dialogical structure
and is therefore used in the kanons of the Entrance. These odes will be studied
in detail later in chapter 4.2.4.

On the other hand, the first kanon of the feast is not particularly Marian
in relation to its prototype. However, here I would draw attention to the com-
44 Mnvaiov Tod Agkepfpiov 1993, 376.

45  These are the heirmoi of the 4" mode, beginning with Avoi§w 10 oTopa pov; see chapter

1.5.1. for a more detailed description.

46  The alternative heirmoi, namely Ilaidag evayeig év Tf kauive for the 8" ode and Anag

ynyevng for the 9%, are used in the Dormition, Saturday of the Akathistos, and the standard
katabasiai of festal days. For the practices of singing katabasiai, see Getcha 2009, 87-89.
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bination of the first and fourth modes as the selected modal structure of the
kanons. The Dormition kanons follow a similar pattern, even though the heir-
moi of the first kanon differ.*” It is noteworthy that the heirmos of its first ode
begins with a paraphrase of Psalm 44, thus building an intertextual bridge to
the Entrance.

The unpublished kanons disclose further connections. The kanon of the
feast in Sinait. gr. 570 follows the heirmoi of the first kanon of the Nativity
of Christ, beginning with Xpiotog yevvarat These heirmoi are also sung as
the katabasiai of the Entrance,*® a custom that continues in all festal Matins
services up until the Nativity feast and certain days of its afterfeast. Addition-
ally, the kanon of the afterfeast in Paris. gr. 259 is fashioned after the heirmoi
Aedte haol of the second mode, similarly to the feast of the Nativity of the
Theotokos. The other unpublished hymnography does not seem to carry any
intertextual connotations to the other kanons of Marian feasts.

One group of hymns I still have not discussed from an intertextual
standpoint is the idiomela. Even though they do not follow exact metrical
or melodic models, they do sometimes carry intertextual elements.* In the
hymnographic corpus of the Entrance, there is only one hymn that relates
to the larger repository of hymns: the doxastikon of the aposticha of Great
Vespers. This hymn has briefly been analysed on a textual level in chapter
2.2.6. and will be studied from a rhetorical point of view below. Moreover,
the idiomela sometimes include standardized formulaic phrases, as observed
previously.

As a conclusion to the intertextual study of these structures, one can observe
that they connect the feast of the Entrance with feasts related to the Incarnation,

47  The heirmoi of the first kanon of the Dormition, written by Kosmas of Maiuma, begin
with ITemow\pévn tfj Oeiq 86&n and are particularly designed for this feast. For the text
of the kanon, see Mnvaiov tod Avyovotov 1993, 197-205.

48  See, for example, Getcha 2009, 89.

49  An extreme example of this kind of connection would be the services of “Holy Week” of
St Demetrios of Thessalonika, discovered by I. Fountoulis. The set of services is nowadays
used in its liturgical context in the church of St Demetrios in Thessalonica (see ®ovvtoving
1979 for the edition of these services, preceded by an introduction). The idiomela of these
services are actually prosomoia that follow the idiomela of Holy Week: thus, they express a
connection between the Holy Passion and the martyrdom of St Demetrios.
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especially the Annunciation and the Nativity of Christ. There are also connec-
tions with other Marian feasts, most importantly the Nativity of the Theotokos
and her Dormition. In many cases, these reciprocities are also expressed on a
textual level, either as similar contents or textual structures; in other cases, the
intertextual references are exclusively musical and metrical. It is impossible, how-
ever, at this phase to determine which of the prosomoia has influenced which.
In the case of the automelon—prosomoion relationship, it is self-evident that the
automelon chronologically precedes the prosomoion. The direction of intertextual
influences between two prosomoia, however, cannot be specified, as the dating of
the relevant hymnographic material still remains an open question.

A hypothesis that still requires further study, especially in regards to a
clearer definition of the history and the transmission of the automela, is the
musical relationship between the Entrance and the Dormition. As we saw in
the introductory chapter, the events of the Entrance were celebrated as a part
of the long Dormition festivities in August in Jerusalem. Could this historical
connection of the two themes be the reason for the musical intertextuality,
in the present hymnographic corpus, between these two feasts? This claim
remains merely a hypothesis and cannot be answered in this study.

3.3. MUSICAL ANALYSIS AS A TOOL FOR UNDERSTANDING
BYZANTINE HYMNOGRAPHY

3.3.1.  METHODOLOGY OF ANALYSIS®

In the context of Byzantine musicology, there is no standard methodology
of musical analysis, but various approaches have been suggested.”* The start-
ing point of my analysis is the so-called diachronic method, coined by the

50 TItis necessary to specify here that the term “analysis,” especially in Greek scholarship, can
also refer to melodical exegesis, which is also called analysis. This refers to a more analyt-
ical way of writing a stenographic melody. This process was culminated in the reform of
1814; cf. Alexandru 225-226.

51  For examples of methodology of Byzantine musical analysis, see Alexandru 2008 and
1998; ZtdOng 2001; Angelopoulos 1997; Amargianakis 1997; Wellesz 1962, 325-362. For
a more extensive list of a recent studies and new research trends related to Byzantine, see
Alexandru 2012, esp. 124-128 for a bibliography on musical analysis.
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renowned father of Greek Byzantine musicology, K. Psachos.” This is ren-
dered through the comparison of compositions for the same text but from
different eras and composers. My examples will extend from the 12 to 19"
centuries. As we will see later, my second musical example in particular
retains a rather uniform transmission throughout centuries.

The diachronic method has been recently developed by M. Alexandru.”
In the following study, I have decided to choose two stichera idiomela with
two different analytical approaches. The first one will be analysed in detail
through the spectrum of only one composition in Middle Byzantine notation,
comparing it to the exegesis by Chourmouzios, one of the “three teachers”
who reformed Byzantine notation in the early 1800s. The second composi-
tion, on the other hand, will be treated with the diachronic method, study-
ing the transmission of the melody from Early Byzantine notation, different
phases of Middle Byzantine notation, finally reaching the exegesis of early 19
century. Each of the samples will be transnotated™ into staft notation;> I have
preserved, however, the original neumatic versions, which provide the basis
for my analysis. Western notation can only function as an aid for an easier
approach to the melody.*®

52 For his most important treatise on old Byzantine notations and their exegesis, see Wdyog
1917, esp. 249.

53  For an example of her diachronic analysis, see Alexandru 2007.

54  The term “transnotation” refers to the change of a notational method, instead of tran-
scribing the real performance of the melody; according to my understanding, this is the
correct approach to Middle Byzantine compositions, since there are still open questions
concerning their rhythmical structure and the dispute about the musical exegesis. The
term has been inspired by the ethnomusicological problematics of transcriptions and
is especially promoted in the field of Byzantine musicology by Alexandru (for further
discussion, see AheEavSpov 2010, 24). For an excellent recent study on the problems of
rhythm in Middle Byzantine melodies, see ApPavitng 2010.

55  The method of transnotation I use is defined in Troelsgard 2011; however, I have decided
to deviate from this method in the “continuous elafron,” which I transnotate with a grad-
ual descent instead of a descending third, and klasma/tsakisma, which I transnotate as a
slight prolongation of the note. The syllabic exegesis of Arvanitis is in accordance with
this (for a brief introduction to his theories on exegesis, see Arvanitis 2007).

56  The question of transcriptions and notations has been treated variously in the scholar-
ship of Byzantine musicology; the MMB project previously worked only with the aid of
transcriptions (published, for example, in Tillyard 1940), while nowadays the general
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Surprisingly enough, rhetorical approaches have not been studied widely
in Byzantine musical analysis.” Chrysanthos, also one of the reformers of the
“New Method” of Byzantine neumatic notation, uses rhetorical terminology
to describe the process of musical composition. He refers to the ascending or
descending melody as maAtA\oyia, which uses the compositional method of
repeating a similar melodic formula as a sequence; he names the repetition of
a formula or a whole musical phrase émavaAnyig; the tone-painting is called
pipnolg mpog ta voovpeva; the transposition or modulation is petafoAn,
while the closure of textual period with a musical cadenza is &nddo01g.*

However, my hypothesis is that musical elements can reveal a lot more
information about the rhetorical structure of the hymnographic text, some-
times even adding new aspects to it when compared to the text itself. I also
assume that the musical composition generally follows the rhetorical thought
of Byzantium. Thus, a detailed musical analysis is essential for the attainment
of a profound understanding of Byzantine hymnography and shows a deeper
rhetorical dimension of the music than the one described by Chrysanthos.

M. Alexandru, however, in her systematic presentation of analytical
approaches to Byzantine music, proposes a method that is close to rhetori-
cal analysis, namely, the hermeneutic approach. She suggests that Byzantine
music can be called ancilla verbi and divides this analysis into two subcatego-
ries: external and internal analysis. By external approach, Alexandru means

line is to publish a transnotation together with the original neumatic version (used by,
for example, Alexandru and Troelsgard [see bibliography for respective references]). In
Greek scholarship, the staff notation is usually omitted (see, for example, Avactaciov
2005, 245-389, 461-502; XaASdaudkng 2003, 499-931; Kapaykodvng 2003, 723-815). I
assume that many of my readers are not familiar with Byzantine notation; thus, I have
decided to include both the original neumatic version and its transnotation. For dis-
cussion on different methods of transnotation and transcription, see Troelsgard 2011,
35-40; AAedvdpov 2010.

57  Rhetoricity of musicis a field that still requires greater exploration in general. The only
musical style that has been deeply analysed from a rhetorical point of view is the Western
Baroque repertoire. This has happened due to the fact that Baroque musical treatises de-
scribe the music as a reproduction of the rhetorical tradition of Antiquity. A renowned
contemporary musicologist, B. Haynes, has even suggested the replacement of the term
“early music” with “rhetoric music” (2007, 12). For further discussion, see Tarling 2005;
Bartel 1997; Harnoncourt 1982.

58  See XpvoavOog 1832, § 419-423, § 427.
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the way in which music expresses the structure of the text, sometimes point-
ing out textual parallels with similar musical formulas. The internal analysis,
on the other hand, concentrates on the meanings of the text. The music can,
for example, denote the highpoint of the text or highlight words through a
musical mimesis of their meaning.” I would also add special, melismatic for-
mulas and scale modulations to this listing.

3.3.2. DOXASTIKON OF THE KEKRAGARIA OF GREAT VESPERS

I have chosen two different examples of analysis. The first one is characterized
by a comparison of the Middle Byzantine Sticherarion and its exegesis. The
second one is a diachronic analysis, showing the transmission of the melody
throughout the centuries.

My first musical example is the idiomelon sung as the doxastikon of the kekra-
gria Meta 1o texOfjvau o, written by an anonymous author. The musical compo-
sition analysed below is from the codex Sticherarium Ambrosianum (Ambr. gr.
139 Sup, . 55Y), a representative of a standard Sticherarion written in Middle Byz-
antine notation.”” The musical exegesis is made by Chourmouzios and is taken
from manuscript EBE 708, which is preserved in the Greek National Library.

The first stage of the analysis is dividing the text of the hymn into peri-
ods, verses, and kola (Table 12).5* The structuralisation is made according to
the grammatical phrasing, punctuation, and the use of medial signatures® as

59  See Alexandru 2008, 231. For concrete examples of this kind of analysis between the po-
etic text and its musical composition, see Raasted 1958, 1966, 1973, 1994; Wolfram 1998;
Adsuara 1998; Demetriou 2001, 264-388.

60  This manuscript has been published as a facsimile, edited by L. Perria and J. Raasted
(Sticherarium Ambrosianum 1992). Later in this dissertation, I will refer to this codex as
Stich. Ambr.

61  Itis noteworthy that it is not known which manuscript Chourmouzios used as his source
when writing his musical exegesis. However, a structural examination of his version
shows a connection with the version found in Stich. Ambr.

62 I have made the division into periods according to the contents of the text. Each period
is divided into verses that form a sensible whole. The smallest structural unit is kolon.

63  The role of medial signatures in Middle Byzantine notation is uncertain. J. Raasted (1966,
162-163) suggests that the medial signatures were perhaps sung in the Middle Byzantine
tradition (contrary to the modern Byzantine notation in which the modal signatures or
martyriai are “silent signs”). They may have been merely a means of embellishment on
some occasions, but in other cases they can show modulational peculiarities.
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found in Stich. Ambr., and, finally, the musical formulas as indicated in the
neumatic notation.* I have also marked the number of diastematic units for
each kolon. The relation of this number to syllable counting easily demon-
strates to the reader the most melismatic and syllabic parts of the hymn.*

The textual analysis shows a symmetrical structure in the hymn, which
is divided into three periods. These three periods are further divided into two
verses, each of which is, in turn, divided into three kola with the exception
of the closing phrase, which has only two. Each of the kola consists of 2-14
syllables, of which 1-3 are stressed. One of the kola (13) is exceptionally short
when it comes to the number of syllables. It is separated as an independent
kolon because of its melismatic melodic formula.

The musical composition is attached in its entirety to the dissertation in
Appendix II. The melody of the Stich. Ambr. is compared with the exegesis.
Some of the parallel melodic formulas, discussed in the analysis, are marked
with Greek letters. The Middle Byzantine version is transposed a fifth lower
in order to preserve a range that is more easily compared with the exegesis.

The hymn, textually speaking, forms a short narrative of the events of the
Entrance, including a supplication to the Theotokos only in its final section. The
hymn, as such, does not offer extensive theological analysis. Thus, the musical
composition fulfils an important role, providing a more impressive understand-
ing of the text. The hymn has been analysed with the following musical criteria:

- parallel melodic formulas

- relationship of the syllabic structure with the composition
- tone-painting (pipnotg mpog ta voodueva)

- role of exegesis

- vocal range

- modal structure

- great signs (peyala onpddia)®

64  The structural order of the stichera in the present study has been conducted in accordance
with the method suggested by J. Raasted. It can be found in Alexandru 2011, appendix I.

65  In context with the analysis of the musical exegesis, it is more logical to refer to a combina-
tion of the time units of the exegetical formula and the vocal range as the criterion for the
relationship between the composition and its text. In the case of Middle Byzantine notation,
however, I find it more proper to merely count the number of diastematic units expressed by
the notation, as the question of the rhythmical interpretation of this music remains unsolved.

66  One of the most famous treatises on the meaning of the great signs, also called great hy-
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Table 13. Great signs in the Metd 10 TexO7var oe (Stich. Ambr.)

Kolon Hypostaseis

klasma, bareia, dyo apostrophoi

bareia, klasma, dyo apostrophoi, diple, apoderma

dyo apostrophoi, (x 2), bareia, diple

diple

bareia (x 2), klasma, dyo apostrophoi

diple

klasma (x 2), kratema, piasma

bareia

O |0 [N ||| | W |~

bareia, diple (x 2)

10 dyo apostrophoi, diple, xeron klasma, klasma
11 diple, xeron klasma, stauros

12 klasma, dyo apostrophoi, apoderma

13 diple, klasma, dyo apostrophoi

14 dyo apostrophoi

15 klasma, diple (x 2)

16 diple

17 diple

postaseis, is Gabriel Hieromonachos 1985 (pp. 60-71). He connects them to the melodic
formulas (theseis) and explains their etymology and the mode of performance. They are
also performed as cheironomic signs, i.e. hand gestures. Gabriel lived during the 16%
century; for more information on his life and the transmission and significance of his
work, see the same volume, pp. 17-32.

The great signs in the theoretical treatises of the Middle Byzantine notation are called
“voiceless” (dpwva), as opposed to the diastematic and rhythmical signs (ugwva). As
M. Alexandru notes, their functions are still partly unclear and they form one of the
most problematic fields of study in Byzantine musicology as they are also linked with
the tradition of the exegesis (see Alexandru 1998° for a further description of the prob-
lems of the great signs and their background in the palaeo-Byzantine notations, in which
their number was greater: especially, see pp. 26-35 for a synoptical table of the graphic
development of each sign). Troelsgard (2011, 45-55) divides the great hypostaseis into
rhythmic and phrasing/group signs.
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In order to facilitate the analysis of the great signs, I have made a table of these
hypostaseis of the version in Stich. Ambr. (Table 13). As we can see, most of the
signs (such as klasma, bareia, diple, and dyo apostrophoi) appear often,” while
some others (as stauros, apoderma, kratema, xeron klasma, and piasma) are rarer.

Let us, first, analyse some of the parallelisms between the melodic for-
mulas.®® The first of them, formula a (kola 1 and 7, Illustration 10), indicates
the initial verses of both of the narrative periods, forming a musical counter-
part for the “when ... then” structure of the text; accordingly, both are followed
by formula B (kola 1 and 8, Illustration 11), corresponding with the textual
connection in the use of the personal pronoun oe. The third period, however,
is marked with the melismatic formula on 816, which is discussed more thor-
oughly below.

Illustration 10. Formula o in kola 1 and 7.
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67  Gabriel also sees them as less important. Diple, according to him, is only a reduplication
of the time value; bareia implies a performance with a heavy voice. He does not, however,
discuss all the above-mentioned signs: see Gabriel Hieromonachos 1985, 64-70.

68  For practical reasons, I have decided to omit the exegesis in the analysis of formulaic
parallelisms; the analytical melody can be consulted in Appendix II.
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Illustration 11. Formula f in kola I and 8.
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Another rhetorical connection can be found in formula & (Illustration 12), in
the phrases ¢v va@ Kvpiov (kolon 3) and €ig & Ayla t@v Ayiwv (kolon 5), creat-
ing a connection between the temple and its inner parts. In order to emphasize
the rhetorical palillogia in the expression “Holy of Holies,” the composer has
also added a repetition of a variant of the formula in this particular instance.

Ilustration 12. Formula § in kola 3 and 5.
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Parallel formulas can also be used in order to mark antithesis. This is the case
with formula y (Illustration 13), which is found with its repetitions as musical
palillogia in kola 7 (words TafpinA dneotaln mpog o¢), enhanced by the rarer
hypostaseis kratema and piasma pointing out mpog 0¢,” and 15 (1} €v ovpavod
Kkai €mit yAg So&alopévn).

In the latter case, the connection of the opposites is explicit. How does
the first kolon, then, imply a similar structure? I would boldly suggest a con-
nection between these phrases, as they both could describe the descent of a
heavenly power to earth, an angel serving a human, in the same way both
angels and humans glorify Mary. Between these phrases, there is a hidden
antithesis in the reversed formulaic structure: in kolon 7, the order is a-y-y,
while in the kolon 15 the structure is y-y (partly)-a.

Illustration 13. Formula y in kola 7 and 15.
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In this particular hymn, mimesis pros ta nooumena is expressed through vari-
ation in the vocal range. Verse D (kola 10-12) elevates the contents of the text.
Similarly, this is emphasized with the highest range of the musical composi-
tion. In addition, the words ¢§¢otnoav and ITvedua are adorned with more

69  According to Gabriel (Gabriel Hieromonachos 1985, 70), piasma implies a trembling
voice and, therefore, includes a vocal special effect.
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embellished formulas, making kola 10-11 one of the melismatic highlights of
the hymn (Illustration 14). The first word denotes the marvelousness of the
event; the latter is also adorned with a great hypostasis, stauros, the only one
of its kind in this composition, marking a nomen sacrum.

Illustration 14. Kola 10-11.
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As noted above, the last period begins with a highly melismatic rendition of 16
(kolon 13, Illustration 15). The function of this word seems to be a rhetorical
switch of the focus of the hymn, in this case from the Entrance narrative to a
supplication directed towards Mary. Thus, the broad melisma allows some time
for the audience of the hymn to “forget” the narrative and change their mind-set
towards prayer. The effect is enhanced by the sudden change to a syllabic style
in the following kolon, creating a contrast between these two melodic styles.

Illustration 15. Kolon 13.
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If we assume that the intermedial modal signatures mark tonal peculiarities
in the musical composition, then they also add further elements to textual
interpretation. The beginning of verse B (kolon 4) is preceded by a modulation
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with the signature of the nana mode, and kolon 6 is preceded by a signature
of the fourth plagal mode. Thus, the paradoxical event of Mary’s dwelling in
the Holy of Holies is marked with this unusual modulation (Illustration 16).

Illustration 16. Medial signatures preceding kola 4 and 6.
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Also, the second period is preceded by a medial signature in order to mark
the beginning of the high vocal range. In the last period of the hymn, there are
medial signatures of the first mode before domihe (kolon 14), concluding in the
same kolon with the signature of the fourth plagal mode and Mntep (kolon
16). Hence, these epithets of Mary are also highlighted (Illustration 17).

Hllustration 17. Medial signatures preceding kola 14 and 16.
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The examination of the analytical melody poses difficult questions, as the
mechanisms of exegesis and their function in Middle Byzantine notation
remain partially unclear to contemporary scholarship. The difficulties are
increased by the uncertainty regarding which manuscripts sources Chour-
mouzios used for his exegesis. My aim here is not to discuss the aesthetic
or technical details of the relationship between the Middle Byzantine ver-
sion and the slow exegesis. Instead, I want to point out some aspects that are
essential for the rhetorical understanding of the hymn. It should be generally
noted that the formulaic parallelisms do not appear in Chourmouzios’s exe-
gesis as explicitly as in the Stich. Ambr., even though a similar structure is
preserved. For example, formula B in kola 1 and 8 do not have an identical
exegesis. Additionally, the later kolon is embellished with an anapodismos of
the phrase, while the first one only has a repetitive syllable (Illustration 18).

Illustration 18. Formula f in Chourmouzioss exegesis, kola 1 and 8.
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Anapodismos is, at least from a rhetorical point of view, one of the most strik-
ing elements in exegesis. It could be seen as a correspondent of epanalepsis.
The textual rendition of the composition is as follows:
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Meta 1o texfnvailia oe

Beovopgelie Acomowva:

Tapeyevou v vaw Ko v vaw Kuptliov-
TOV avatpagnvat

e1g T ayt el Ta ayta Twv ayt Ty,

wg nytacpelievn:

tote kat Tapm aTaneotaTaln mpog oe
TNV TOVAHW TNY TAVAUOUOY

TpoPnV Kop{w Kopiwv oot

ta ovpala ovpavia mavta efeotn efeotnoay-
opwvta To [Tvevpa o Ayt o Aylov

€V 0Ol OKNVWOAV-

Aoyoo S10T0-

aomkelie apoh W apolvvrele:

1 ev ovpaveoTw kat emt ynng Soalopevn:
Mnrtep @eov

owle 10 yevog nInpwv:

It seems that phrases related to words, which are important for the contents
or the structure of the text, are repeated. Single repetitive syllables are added
to other words due to musical phrasing, as in the extensive melismatic for-
mula connected to the word 816. Most of the anapodismoi correspond to the
highlighted textual phrases mentioned above (such as ¢v va® Kvpiov and &ig
Ta &yl TOV ayiwv; ¢Eéotnoav). On the other hand, a more unique feature
for exegesis, as opposed to the Middle Byzantine version, is the repetition of
the epithets of the Theotokos (mavapwpov; domile dpotvvte). This empha-
sis, however, can be observed from the use of medial signatures in the Stich.
Ambr. 1t is also noteworthy that the second period of the hymn includes the
most textual repetitions, which seems to correspond to the higher vocal range
of this period when compared to the other two periods. Thus, the exegesis
also affects the perception of the text.

When it comes to musical elements, the exegesis particularly contributes
to the highest points of the melody. For example, in kola 10-11, the analytical
version moves constantly in a higher range as compared to the composition in
Stich. Ambr., modulating the word mévta into a transposed first mode, a fourth
above its usual basis.” These kola also include a large number of anapodismoi.

70  Basis is the modal basic tone of the echos.
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3.3.3. DOXASTIKON OF THE APOSTICHA OF GREAT VESPERS

The second example is the doxastikon of the aposticha of Great Vespers, Zrjpepov
TA OTiQN TOV TOTOV, in second plagal mode,” attributed to Sergios Hagiopolites.
I have decided to study it through a diachronic approach to palaeo- and Middle
Byzantine notations.”” The musical manuscript sources are the following:

Palaeo-Byzantine (Coislin) notation
(1) Grottaferrata, Badia greca A.a.3 ”1114” (Menaion of November), f. 123'-124'7

Middle Byzantine notation

(2) Ambr. gr. 139 Sup, f. 557* (Stich. Ambr.)

(3) Ath. Xenoph. 151, f. 87" (Sticherarion of Manouel Chrysaphes™)
(4) Ziyalag 177 (Sticherarion of Panagiotes the “New” Chrysaphes™)

Similarly to the previous example, the text is first divided poetically, with the
help of the punctuation in Stich. Ambr. (Table 14).

Each of the kola includes 3-11 syllables of which 1-3 are stressed, and

the relation of the diastematic units again indicates the most embellished
phrases. The three-part division of the hymn into periods, each one being
one verse shorter than the previous one, also organises the contents of the text
into three different approaches. The first period consists of a narrative, while
the second one is an allegory for mothers and virgins and Mary’s virginal

71

72

73

74

75

76

I have transnotated these melodies to a diatonic scale in order to avoid confusion. Ac-
cording to the New Method of Byzantine music, this mode follows a “hard” chromatic
scale. However, there have been disputes as to whether this was the case in the earlier
tradition (see AAe&dvdpov 2010, 61-69).

Unfortunately, I was not able to find any exegesis for this melody in the new notation.
The facsimile of the sticheron has been published in Specimina Notationum Antiquorum
1966, 44-45. The same melody also exists, for example, in Paris. gr. 1570 ”1127”, f. 140",
This melody has been studied comparatively by Tillyard (1938, 121-126), who bases his
analysis on manuscripts Vindob. Theol. 181, f. 64'; Trinity College, Cambridge 256, f. 70%;
Cryptensis E, o, I, f. 87"; and EBE 883, f. 70"

Manouel Chrysaphes was a composer of the 15 century (see Oxford Dictionary of Byz-
antium 1991, vol. 1, 450). I would like to cordially thank the brotherhood of the Xeno-
phontos Monastery for their assistance in finding and copying the manuscript.

The “New” Chrysaphes lived from c. 1622 to 1682. For further information on his career, see
Antonopoulos 2013. His identity has often been confused with the “old” Chrysaphes; the epithets
originate in the musical manuscript tradition (see The Treatise of Manuel Chrysaphes 1985, 11).
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motherhood. The third concludes the hymn with an invocation directed to all
believers and with a connection the Feast of the Annunciation.

I have transnotated a comparative score in the Appendix III. Again, in
the following analysis, I have pointed out some of the parallel melodic formu-
las with Greek letters. Their slight variations are marked with an apostrophe.
The palaeo-Byzantine version is not transnotated because of the difficulties
associated with its diastematic functions. However, the comparison with neu-
matic notation shows the connection between later versions.

Firstly, it has to be noted that this hymn has an exceptionally uniform
transmission throughout the four manuscript sources. Only minor changes
in the melodic line occur, and the later versions are only slightly more embel-
lished than the earliest transnotated composition in the Stich. Ambr. The lack
of exegesis, however, does not help us to uncover the mechanisms of analyti-
cal notation in this case. My analysis of the relationship of word and melody
is based on the following criteria:

- melismatic formulas

- vocal range

- parallelism between melodic formulas
- modal structure

- greatsigns

As in the previous example, I have collected the great hypostaseis of the three
transnotated compositions into a synoptic table (15), from which the grad-
ual development of embellishing melodies with more and more great signs
becomes evident.
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Table 15. Great signs in the transnotated versions of Zrjuepov T oTiQn TOV MOTWY.

Kolon | Stich. Ambr. Manuel Chrysaphes "New” Chrysaphes

1 Bareia (x 2), diple, | bareia, piasma, gorgon (x 2), | Bareia, piasma, gorgon,
dyo apostrophoi lygisma, parakalesma (x 2), parakalesma, kylisma, diple,

diple, dyo apostrophoi antikenoma

2 Bareia, klasma Gorgon, antikenoma, bareia, | Gorgon, klasma (x 2),

klasma, parakalesma, bareia (x 2), strepton,
dyo apostrophoi dyo apostrophoi (x 2),
parakalesma, piasma

3 Klasma, bareia, Bareia (x 2), gorgon (x 2), Bareia (x 2), lygisma (x 2),
diple klasma (x 4), tromikon, diple (x 3), piasma (x 2,

diple (x 3), antikenoma (x 2), | 1 of them in seisma),

piasma klasma (x 4), strepton,
gorgon, psephiston,
antikenoma (x 2),
parakalesma (x 2)

4 Bareia, Bareia, piasma, Piasma (x 3), dyo apostrophoi,
klasma (x 2), gorgon (x 3), psephiston, gorgon (X 2), parakletike,
piasma parakletike, xeron klasma klasma (x 3), xeron klasma

5 Bariea, klasma, Klasma (x 2), antikenoma, Psephiston, klasma, antike-
dyo apostrophoi, | diple noma, dyo apostrophoi, diple
diple

6 Xeron klasma, Klasma (x 3), xeron klasma, | Klasma (x 3), xeron klasma,

klasma (x 2),
bareia, dyo apos-
trophoi, diple

gorgon (x 3), antikenoma,
diple

piasma, gorgon, psephiston,
antikenoma,
dyo apostrophoi, diple

7 Klasma, bareia, Antikenoma (x 2), piasma, Diple (x 4), klasma (x 3),
diple (x 3), thes gorgon, bareia, diple (x 3), piasma, strepton,
and apothes thes and apothes gorgon (x 2), lygisma, bareia,
psephiston, antikenoma,
thes and apothes
8 Bareia Bareia, piasma, gorgon, Bareia, gorgon, piasma,
antikenoma parakalesma, gorgon
9 Bareia (x 2), diple | Bareia (x 2), klasma (x 2), Bareia (x 2), lygisma (x 2),
psephiston, diple gorgon, klasma (x 2), diple
10 Diple Psephiston, bareia, gorgon, Diple (x 2), parakletike,

klasma, piasma, diple (x 2)

psephiston, bareia, klasma,
piasma (x 2)
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11 Klasma (x 2), Klasma (x 4), piasma, Klasma (x 3), strepton, diple,
xeron klasma gorgon, psephiston, lygisma, psephiston,
dyo apostrophoi, antikenoma, dyo apostrophoi,
xeron klasma xeron klasma, piasma
12 Klasma, Gorgon, antikenoma, klasma, | Gorgon, psephiston,
dyo apostrophoi, | dyo apostrophoi, diple antikenoma, klasma,
kratema dyo apostrophoi, diple
13 Diple (x 4), Xeron klasma, apoderma (x 2), | Xeron klasma, parakletike
xeron klasma, piasma (x 2, one in seisma),
apoderma, klasma (x 2), bareia (x 2),
klasma, kratema, | gorgon
thes and apothes
14 Bareia (x 2), Gorgon (x 2), psephiston, Gorgon, psephiston (x 2),
diple (x 2) antikenoma (x 2), antikenoma (x 2), klasma (x 2),
klasma (x 2), bareia, dyo apostrophoi, bareia,
diple (x 2) lygisma
15 Bareia, klasma Antikenoma, piasma (x 2), Diple, piasma (x 2),
klasma, diple klasma (x 2), strepton, kylisma
16 Diple, kratema Gorgon (X 2), psephiston, Gorgon (X 2), psephiston,
piasma, diple (x 2), parakalesma, piasma,
antikenoma, klasma diple (x 2), antikenoma, klasma
17 Diple (x 2), Xeron klasma, diple (x 2), Xeron klasma, choreuma,
xeron klasma, apoderma (x 2), gorgon, parakletike, apoderma,
apoderma, klasma (x 2), parakalesma, bareia, klasma (x 4), lygisma,
klasma, kratema, | piasma parakalesma, piasma
dyo apostrophoi
18 Klasma, bareia, Gorgon, psephiston, Psephiston (x 2),
diple antikenoma (x 2), antikenoma, klasma (x 2),
klasma (x 2), bareia, dyo apostrophoi, lygisma,
diple (x 2) bareia, diple (x 2)
19 Xeron klasma, Antikenoma (x 2), Antikenoma (x 3),
klasma, bareia (x 2), | klasma (x 4), xeron klasma, psephiston (x 2), piasma,
dyo apostrophoi | bareia (x 2), psephiston klasma (x 3), homalon,
bareia (x 2), dyo apostrophoi
20 bareia Gorgon (x 2), Parakletike, psephiston,

psephiston, apoderma,
klasma, piasma, parakalesma,
dyo apostrophoi

piasma (x 2), klasma (x 4),
ouranisma, diple (x 2),
thematismos,

dyo apostrophoi (x 2),
antikenoma
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21 Bareia, Antikenoma, parakalesma (x 2), | Antikenoma, parakalesma (x 2),
klasma (x 2), klasma (x 2), piasma (X 2), klasma (x 2), piasma (X 2),
piasma, diple, diple (x 2), lygisma, bareia diple, lyhisma,
dyo apostrophoi dyo apostrophoi
22 Diple, Psephiston, klasma, Psephiston (x 2),
dyo apostrophoi, | gorgon (x 2), piasma, parakalesma, piasma,
kratema diple (x 2), antikenoma, gorgon, diple (x 2), klasma,
dyo apostrophoi antikenoma
23 Xeron klasma, Xeron klasma, klasma (x 2), | Xeron klasma, klasma (x 2),
klasma, diple piasma, gorgon, psephiston, piasma, gorgon (x 2),
antikenoma, psephiston, antikenoma,
dyo apostrophoi, diple dyo apostrophoi, diple
24 Klasma Gorgon (x 2), bareia, piasma | Gorgon (x 2), psephiston,
parakalesma, piasma
25 - Gorgon (x 3), diple (x 2), Diple (x 3), gorgon, klasma (x 3),
psephiston, dyo apostrophoi | xeron klasma, bareia,
lyhisma, piasma,
thematismos, dyo apostrophoi
26 Bareia, klasma, Psephiston, gorgon (x 2), Gorgon (x 2), antikenoma (x 2),
dyo apostrophoi, | piasma, bareia, lygisma, dyo | piasma (x 2), bareia,
diple apostrophoi, diple klasma (x 3), parakalesma,
psephiston, diple (x 3),
ouranisma,
dyo apostrophoi (x 2),
thematismos
27 Bareia, klasma, Gorgon, antikenoma, klasma, | Bareia, diple (x 3), gorgon,
dyo apostrophoi | parakalesma, piasma, dyo antikenoma (x 2)
apostrophoi
28 Bareia, diple Klasma (x 2), kylisma, Klasma, kylisma, piasma,

piasma, gorgon (x 2), diple
(x 2), antikenoma (x 2),
apoderma

gorgon, psephiston, diple
(x 2), antikenoma, lyhisma,
parakalesma, apoderma

Firstly, I want to discuss the different functions of parallel melodic formulas
in this hymn. Some of them appear in all transnotated versions, while others
may appear in one or two of the later compositions. A number of them fulfil
a purely musical role. For example, the micro-formula, marked in the score as
“introductory motive,” is merely an opening element (Illustration 19).
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Kolon 4

Illustration 19. Examples of the introductory motive (kola 1, 4, 8, 14).
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Illustration 20. Formula « (kola 2, 11, 21, 27).
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Formula a also seems to be used in a way that is not relevant to the contents

of the text (Illustration 20).

Some of the formulas, however, also indicate textual structures, such as
the cadential formula y (Illustration 21), which is linked to the medial sig-
natures of the nenano mode in all three transnotated versions. I discuss this
from a rhetorical point of view more thoroughly below. Additionally, this for-

mula corresponds to Chrysantos’s term apodosis.

Illustration 21. Formula y (kola 5, 6, 12, 16).
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The sticheron begins with the word Xnuepov, which is also melodically
emphasized and clearly separated from the second half of the kolon 1. The
versions of Chrysaphes and New Chrysaphes embellish it additionally with
a slight melisma. The semi-cadential formula B at the end of kolon 3 with
the word mavnyvpicwpev meets its counterpart in kolon 7, where a rhym-
ing word avevgnuniowpev is composed with a similar formula. The latter is
embellished with a slight melismatic ending and connected with the great
sign thes kai apothes, which is typical for such an ascending five-note figure.”

The next formula (Illustration 22) catches the attention of those listening
to the hymn and simultaneously closes a chiastic structure, apparent both in the
above-mentioned musical structure and in the text of the hymn. The verses A
(kola 1-3) and C (kola 6-7) call believers to a religious feast, while verse B (kola
4-5) points out the reason for the celebration: the Mother of God.

77  Cf. Troelsgard 2011, 52. Gabriel attaches no particular meaning to this sign, but merely
points out that its name has come into being from the two theta letters connected by a
line: “[...] thes kai apothes is two thetas, connected with one line: thus, it is called thes
kai apothes” ([...] 10 0¢g kai amoBeg Svo OfTan eloiv ExOpevaL DO UGG Ypappic: kot St
To0TO 0£¢ Kai drtoOec.) Gabriel Hieromonachos 1985, 68.
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Illustration 22. Formula f (kola 3 and 7).
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The most outstanding elements of the hymn are the extensively melismatic
formulas (¢) on words mapO¢vot (kolon 13) and pntépeg, (kolon 17),” dividing
the second period of the hymn into two pairs of verses, which are preserved
throughout all the versions of the hymn (Illustration 23). In the Coislin ver-
sion, these formulas are both adorned with a thematismos, suggesting a large
melisma.

Hllustration 23. Formula ¢ (kola 13 and 17).

Kolon 13
~ v
e KA -
o pbe ¢ vot
— RAT S
_— = s = @ > > 3 > o — s — |
o pbe vou
)
b’ 4
y 4t & & Py P Py —_
[ fan Y bt
AN
)
€
| . — \;:% = Lon—\ Lo |
op > O¢ vot
)
e o "o o ou, +.-
NGV L [ —-~—
5] >
€
| Nt = U N (¥ e EIaS =RV RN
= k\\_, - > P\\
oL i/ pbe vou
H
p A —
j@ o Sy ®- o ®o, »
N -

78  N. Tschikunova (2012), in her study on a Znamenny version of the same doxastikon, has
noted similar melismatic structures even in the Slavonic composition.
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The exceptional emphasis on these words expresses the virginal motherhood
of Mary, combined with the ethical allegory of marriage and monasticism
as the acceptable lifestyles of the Church, as noted above. The latter, enar-
getic aspect of the virgins is emphasized with the opening of the third period
(kolon 23), calling all believers to praise Mary. This connection is rendered
through the medial signature of nenano that also precedes kola 13 and 17 in
the Stich. Ambr. The two later versions have a phthora.” In the Stich. Ambr.
and the palaeo-Byzantine version, this modulation is connected with the
great sign of kratema.

79  Nenano seems to have a special position among the phthorai. As Manuel Chrysaphes
clarifies in his treatise, “perhaps one should name this, which is called the ninth mode by
ancient composers, a mode and not a phthora [...]” (kai eikOTwG &v TIG KaAéoele TAVTNV
nxov kai ov @Bopav, fTig kai mapd makatoig Evvarog fxog kaeitan [...]. Additionally,
he gives this mode a special aesthetic value by calling it "last in order but first of all the
phthorai in worthiness, in completeness and in its honey-sweet and sonorous melody”
(¢oxdtny pev tfj téket, mpwtnv 8¢ 1§ dlwpatt tacdv T@V PBop@V MG AmoTENETHA Tt Kol
olov pehiypov kot ednxov péhog). The Treatise of Manuel Chrysaphes 1985, 64-65.
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Illustration 24. Medial signatures and phthorai preceding kola 13, 17, and 23.
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A minor melisma is also added to the word xapdg in kolon 21 (Illustration
25), in order to indicate a connection to the greeting (xapetiopog) of Gabriel,
echoing the Annunciation. This formula is additionally emphasized by the

preceding medial signature of the second plagal mode and the following one
of the second mode.

Illustration 25. Kolon 21.
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Similarly, in Stich. Ambr., xaipe (kolon 24, Illustration 26) is preceded by a
medial signature of the second plagal mode.

Illustration 26. Medial signature preceding kolon 24.
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The version by New Chrysaphes (Illustration 27) includes supplementary
melismatic formulas connected with the words mavnyvpiowpev (kolon 3),
navtdvaktog (kolon 11), @eod with an additional syllable ne (kolon 12),
¢kPorowpev (kolon 25), kexaprtwpévn with an extra syllable ne (kolon 26),
and fpav (kolon 28).%

Hllustration 27. Supplementary melismas in New Chrysaphes’s composition
(kola 3, 11, 20, 25, 26, 28)
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80  Also, Manouel Chrysaphes adds melismas to words mavtavaktog and fu@v.
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These melismas seem to have various functions. The word mavnyvpicwpev is
connected to the melisma on the word dvevenurowpeyv, as mentioned above. It
is noteworthy that the earlier versions include a medial signature. If we accept
Raasted’s theory that these neume ensembles were sometimes performed as
sung medial intonations on festive occasions, we could pose the hypothesis that
the formula of New Chrysaphes is reminiscent of this tradition.

The two following melismas, mavtdvaktog and ©Oeod, together with
Kexapurtwpévy), are embellishments of nomina sacra. Thelatter also indicates the inter-
textual connection of the hymn with the Annunciation. @eod and kexapitwpév are
embellished additionally with a parallel melodic formula (o), performed together
with the great sign ouranisma.®' The use of this particular hypostasis is, perhaps,
also linked to the nomina sacra, emphasizing their importance.

‘ExPonowpev is, according to Chrysanthos’s definition, mimesis pros ta
nooumena or imitation of the meaning of the word, that is, a high, melismatic

81  Gabriel explains ouranisma as being a sign connected to an ascent of the melody, which
is in turn followed by a descent. Thus, the name of the sign refers to the heavens (To
ovpaviopa gic byog aipet ThHv pwvny, eita kataPiPalet TadTnv- Kai Si& To0TO 0VpAVIoUA,
Gabriel Hieromonachos 1985, 68).
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formula which expresses crying aloud. Finally, the concluding melisma has a
purely musical function as a perfect cadenza.

Let us now consider the melody from a more modal perspective. The sec-
ond period creates a textual connection between the verse couples F-G and
H-1. The first verse of each set is a “practical” one, while the second one inter-
prets the previous verse, as reflected in the life of the Theotokos (Table 16):

Table 16. Textual connections between verses F-G and H-1.

Verse F Verse G Verse H Verse I
ITapBévor: TG detmapOévov UnTEPEG: TV untépa 100
Tu®oat Beod yevopévny-
Virgins -> Ever-virgin Mothers -> Mother of God
Aapmadnopovoat | v oefdopuov Aoy mdoav Kai Tig xapdag:
niponopevecde npdodov- amobépevat:
Procession of virgins -> Procession of Mary | Sorrow -> Joy
XAPHOVIKDG 0D KOOHOV THV
ovvakolovBnoate: | mpdEevov-
Mothers follow -> Mary is the securer

A correspondence can also be found in the musical elements of these
verses. The melismatic formulas in kola 13 and 17 are similar for the most
part, and the kola 14 and 18 have analogous medial cadenzas, ending with
the medial signature of the second mode. Also, the concluding formulas of
the verses finish with identical formulas, followed by a medial signature of
nenano. This complex connection between the pairs of verses is another indi-
cation of the importance of the maternal virginity of Mary.

The musical analysis of the doxastika shows that the compositions affect
the structuralisation of the text to such an extent that this aspect cannot be
ignored if one aspires to acquire a deep understanding of the mechanisms
of Byzantine hymnography. Also, the diachronic analysis of the Xfuepov ta
otign t@v motdv has demonstrated that the composers were rather faithful
to the unique structures of the texts, following a continuous tradition that
was also transmitted abroad. The analysis of this latter sticheron in particular
shows similar textual interpretations that can be found throughout the hym-
nographic and homiletic corpora of the Entrance.
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4.
HYMNOGRAPHY
AS ICONIC NARRATION

4.1. BYZANTINE WORSHIP AS AN ICONOTEXT

The Sitz im Leben of Byzantine hymnography is liturgical life in the church
space. The performance takes place in the Christian temple, which, follow-
ing the era of iconoclasm, is typically decorated with mural paintings.' These
images depict events of salvation history, holy persons, and Christ himself.
In Orthodox liturgical life, icons serve as didactic tools, just as hymnography
does. In this role, icons proclaim the gospel in a visual way, simultaneously
supporting the verbal message of the Scriptures, sermons, and hymns.
However, this is not their only purpose. Icons bear remarkable witness
to the incarnation of Christ, which became one of the most important tenets
of the iconophiles during the iconoclastic controversy.> The other purpose

1 The Byzantine theologians considered church as a space which expresses God’s descent
into his creation. This idea is supported by many patristic authors, including Germanos
of Constantinople and Maximos the Confessor. For an overall presentation of the theol-
ogy of the church space, see Evdokimov 1990, 143-160.

2 Iconoclasts were opposed to the veneration of icons in church spaces. The controver-
sy took place between the seventh and ninth centuries; iconoclasm was officially con-
demned by the seventh Ecumenical Council of Nicaea in 787, but the iconophile party
achieved its final victory only in 843 through the order of Empress Theodora. The the-
ology of the icon was developed particularly by Germanos of Constantinople, John of
Damascus, and Theodore the Studite, among others. One of their main arguments was
that, since God became flesh and thus visible, He could also be depicted in images.

The theology of the icon cannot be examined extensively in this study; the reader
is advised to consult an excellent recent study on the history of the iconoclastic contro-
versy, together with an extensive bibliography, by Brubaker (2012); see especially pp.
110-114 for a summary of the theology and practice of icons during the controversy.



www.tezaurliturgic.ro
204 HYMNOGRAP

is related to enargia, a rhetoric device described both in chapter 2 and in
the present chapter: depictions of Christ and saints are considered to be rep-
resentations of the person. As we will discover throughout this chapter, just as
the enargetic language employed in hymnography aimed at creating a feeling
of the presence of the described persons or events, so it is the case in Byzan-
tine iconography.

Even though icons are only considered to be representations of the per-
son(s) depicted on them, they are not representations merely on a visual level.
Instead, God and the saints are thought to act in miraculous ways through the
image, which is apparent also from the Orthodox practice of holding certain
icons in a special position as “miracle-working”, a practice that is followed
even today. During the 14™ century, Gregory Palamas articulated the differ-
ence between the essence and the uncreated energies of God. The latter can
work through material objects, and thus, believers participate in them, expe-
riencing God’s grace, when venerating the icons. According to Gregory, every
essence has energy. Thus, the divine energy also makes it possible for the dei-
fied energy of the created prototypes of the icons to connect with the images.’?
Thus, holy icons have an ontological connection with the depicted persons.

Since Byzantine worship assigns such an important role to both text and
image, it can be called iconotextual. An iconotext, a term often used in con-
temporary media studies and art history, usually refers to representations in
which two different media — most commonly pictures and words - exist in an
inseparable union.* Some Byzantine icons form iconotexts in themselves by
combining text and image. However, of greater importance is the fact that the
faithful see the icons and hear the hymnography, either rendered musically
or read, when a liturgical service takes place. Thus Byzantine worship in its
totality constitutes an iconotext, to which the tradition of the Church lends
“external” cohesion. Accordingly, one of the leading scholars in iconotextual
studies, H. Lund, confirms that the liturgy is a “co-existence” of images and

3 The Palamite distinction between the essence and energies of God is discussed, for ex-
ample, in Papademetriou 2005; see also Palamas’s treatise The Triads (Ipnyopiov ITaAapd
dmavta Ta épya, vol. 2, 1999; An English translation by N. Gendle can be found in Greg-
ory Palamas: The Triads 1982).

4  See Mikkonen 2005, 8.



www.tezaurliturgic.ro
AS ICONIC NARRATION 205

words.> A contemporary Orthodox theologian, P. Evdokimoyv, clarifies this in
the context of Byzantine worship: “The liturgy constructs its own framework
and structures: the temple-church built in a certain architectural way, forms
and colours, poetry and chant. All the harmonious parts together call to the
whole man.”

An example of a study which examines the exchange of influences
between different liturgical art forms is that of N. Tsironis (2005),” which sug-
gests that the image of the Virgin as Christ’s tender mother first appeared in
poetry and later on homilies. The sermons in turn passed it on to iconogra-
phy, which resulted in its appropriation for use in liturgical texts.® According
to Tsironis, the tight linkage between different art genres results from the fact
that "the Byzantine artist was obliged by the conventions of his genre to fol-
low models already current in literature.”

The liturgical synergy of images and words, as an iconotext, generates
a “work of art” of a higher degree than either element taken separately. To
borrow the image employed by literary theorist P. Wagner, an iconotext is an
intermedial garment woven of references with different levels of significance
and varying modes of expression.'” This is eminently true for the Orthodox
liturgy. Different intermedial elements (see Illustration 1 in chapter 1.3.2. for
a complete listing) serve common aims and provide each other with further
associations and meanings. Studies on the iconic reading of hymnography
in relation to Byzantine theology have only recently begun to appear,'' while

5 See Lund 2002, 19-20. See the whole volume for a thorough introduction to the contem-
porary use of the concept of iconotext.

6  Evdokimov 1990, 34. In discussions on the methodology of this dissertation, especially
with Maria Alexandru and Costin Moisil, P. Evdokimov’s work on the theology of beau-
ty in iconography became an important inspiration for my research on the intermedial
relationship between icons and hymnography. Many of his arguments and ideas led me
to consider the connections between the theology of icons and the theology of hymnog-
raphy or, for that matter, any other liturgical art.

7 Already quoted in this dissertation in chapter 1.2.2.

8  Tsironis 2005, 91-92. According to Tsironis, this process “signifies the full incorporation
and consolidation of this new theme into the main body of Orthodox religious practice”

9 Tsironis 2005, 96.

10 Wagner 1995, 125 1996, 15-17.

11 During the last few decades, there have been studies concerning the images of the The-
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the hymnographic reading of icons has been a subject of scholarly interest for
some time.'> However, the tradition of linking pictures to linguistic commu-
nication has existed throughout the ages,"* even though it has not always been
a subject of academic interest.

K. Mikkonen lists four kinds of links inside an iconotext (see Illustration
28). In my opinion, all four of these aspects are present in the liturgy. Icons
and hymns together present historical events to believers (corresponding to
Mikkonen’s number 1), but the aesthetic forms of expression also strengthen
the message (2). For centuries, one of the most important criteria for an icon
is to have the name of the event(s) or person(s) depicted (3) or written on
it. Liturgical language and iconography also include a lot of metaphors and
symbols (4).

Illustration 28. Four aspects of an iconotext, according to K. Mikkonen."
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message message

Links
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3) A message with 4) A symbolic
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otokos in hymnography and homilies (such as Peltomaa 2001, Vassilaki (ed.) 2005,
Brubaker & Cunningham (eds.) 2011; for an introduction to the recent study in this
field, see A. Cameron’s introduction to the previous volume, pp. 1-5).

12 Such as the monumental work of Lafontaine-Dosogne (1964) on Marian iconography.

13 Plato, in his dialogue Cratylus (430¢, 431¢) describes how pictures and words are similar
forms of imitation. The leading Neoplatonist, Plutarch, claimed that poetry is painting
that speaks and painting is silent poetry (see De Gloria Atheniensium, 111, 346). The most
famous quote, occurring almost as a cliché in iconotextual studies, is “Ut pictura poesis”
(“as is painting, so is poetry”) by Horace (Ars Poetica, 361).

14  See Mikkonen 2005, 65.
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In the case of Byzantine worship, there are four main levels of interaction
between iconography and hymnography. At the most basic level, iconogra-
phy and hymnography support one another in conveying basic information
about the feast. A given liturgical celebration usually has a limited repertoire
of hymnography as well as a somewhat standardized way of describing the
feast or the saint in icons. The feast of the Entrance does not deviate from this
model. The hymnographic texts narrate the events of the feast and develop
their theological meaning, while the icons and mural paintings narrate the
same events in a visual way, depicting the essential elements of the feast.
In addition to this semiotic connection, they also serve a spiritual purpose
by strengthening the spiritual conscience of believers and mystically bring-
ing them into union with the saints and God. The latter aspect constitutes a
metaesthetic reading of the thematic parallels.

The second level of interaction between word and image is an even more
explicit way of “illustrating” details from the content of the hymn. A classic
example would be the iconographic depiction of the Akathistos hymn with its
numerous poetic and typological images."

Thirdly, there are visual depictions of particular events in which certain
hymns were created or performed. In this case, the icon presents a kind of
visual descriptive tag for the hymn. For example, there are mural paintings
and miniatures that illustrate the salvation of Constantinople from the siege
by the Avars and Slavs in 626. Patriarch Sergios organized a procession around
the city walls with an icon, and a kontakion was then chanted as a thanks-
giving ceremony. It was believed that the Theotokos directly intervened in
the situation.'® The poem was then named Akathistos (“unseated”), referring
to the fact that the believers remained standing during the chanting of the
hymn. Thus, the image gives a visual explanation for the origins of the hymn’s

15 A famous example of this is the Markov Manastir fresco near Skopje, dating from ca.
1380. It has been presented, for instance, by A. Pétzold (1989, 15-16; 40-43; figs. 70, 84
and 112-114) and V. Djuri¢ (1976, 119-124). For an analysis of the hymnographic influ-
ence on the model of the Akathistos icon, see Lixaceva 1972.

16  See, for instance, Sevéenko 1991. The article is written from the point of view of icons in
the liturgy, but it also reveals approaches for the creation and establishment of certain
hymns in the life of the Byzantine Church.
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name. This aspect of study, however, is not relevant for the present research,
since such depictions do not exist in the case of the Entrance.

The fourth dimension of the connection between icons and hymns is
their narrative or implicit way of expressing the theological message of the
Church. They often use similar methods of narration or employ congruent
rhetorical structures. Both art forms are dominated by the Byzantine con-
cepts of cosmology and art as its constituent. These ideas are expressed with
different technical methods in various art forms that can all be characterized,
because of their significant role in worship, as liturgical.

In this chapter, I shall discuss in detail the different aspects of the lev-
els of linkage between iconography and hymnography within the feast of the
Entrance. My main tasks are

1) to present an iconographic reading for the hymnography of the
Entrance;

2) to present a hymnographic reading for the iconography of the
Entrance;

3) to analyse, basing on the two previous points, the general
contribution of the theology of the icon towards the definition
of a “theology of hymnography”

4.2. AN ICONOGRAPHIC READING OF THE HYMNOGRAPHY
OF THE ENTRANCE

The hymnography of the Entrance describes several times how the prophets
foresaw the events of the feast in spiritual theoria."” Hence, the literary work
of the prophets could be understood as a kind of ekphrasis of their spiritual
vision. The present chapter seeks to articulate a metaesthetic analysis of the
use of spiritual ekphrasis’ in the hymnographic corpus of the feast through

17 See chapter 2.3.3. for discussion on the role of theoria in hymnographic exegesis.

18  The definition of ekphrasis in contemporary scholarship is a verbal representation of a
true or fictive text, compiled in a non-verbal semiotic system (see Cliiver 1997, 26, who
developed the definition of ekphrasis from the traditional concept of ekphrasis as a mere
“re-written” graphic work of art) or, more simply, a linguistic representation of a visual
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different rhetorical devices. My hypothesis is that the rhetorical methods
used to dramatize the events and to induce the listeners to form an image of
the event in their minds, indeed surpass their own merely aesthetic value of
these methods and function in a metaesthetic way. This would be in accord
with the Byzantine conception of exegetical activity, which is explained in
detail previously in this study.

If the prophets spiritually foresaw the events of the Entrance, the hym-
nographer'® contemplates the events of the feast in spiritual theoria® and in
some cases through his bodily eyes through the medium of iconography. As a
result of this contemplation, he presents his ekphrasis of the event. One could
criticize the use of the term ekphrasis in this context, since the visual presenta-

work of art (see Heffernan 1993, 3; Mitchell 1994, 152). Visuality includes a wide variety
of art forms from architecture to painting, dance to music, and theatre.

Ekphrasis was widely used in Byzantine literature, perhaps the most famous exam-
ple being the Homily 10 by Photios the Great (In dedicatione novae basilicae, PG 102,
564-573), which was delivered at the inauguration of the New Church, built for the Great
Palace of the emperor Basil I, in 880. For a broader introduction to Byzantine ekphrasis
together with relevant examples, see Maguire 1981, 22-52; James & Webb 1991; for a
background reading of the excellent, recent study on ekphrasis and enargia in ancient
rhetoric, see Webb 2009.

19 A similar process also happens in the homilies. Since my study concentrates on hymnogra-
phy, I will, for the most part, omit further references to the homiletic corpus in this chapter.

20  The process of spiritual theoria in liturgical arts has been pointed out more recently by P.
Florensky (1996, 67). He suggests that theoria means “this understanding of iconpainting
as a way of attaining super-sensible perception, a way followed by both the great icon-
painters and those who supervised the iconpainting process. [...] The Church has always
known [the Holy Fathers] to be the true iconpainters. [...] They create the art because
they are the ones who contemplate the persons and events that the icon must depict. How
could someone create an icon which who does not have continuously before him - who
has never even glimpsed - the icon’s prototype?”

Corresponding hymnographic evidence has been presented by monk Gerasimos
Mikragiannites (1905-1991), the greatest post-Byzantine hymnographer, when he de-
scribes his process of creating his poetry. He explains the hymnographic process him-
self: “The hymnographer has to be isolated, turned into himself, praying with a secret
heart. The divine light comes through these, and the grace of the Lord overshadows the
hymnographer, who becomes divinely inspired. Then, the mind pours forth purely the
meanings [of the text] like a spring, and the hand does not have time to write down all
the things the heart produces. So, the created hymns are truly divine products that fill
souls with joy” (Emetnpig ABwviadog Zxorig 1966, 76-77.)



www.tezaurliturgic.ro
210 HYMNOGRAP

tion is neither a particular work of art nor a concrete performance.> How-
ever, the procession of the Theotokos into the temple, together with both its
verbal and visual representations, can be considered a dramatic event with an
unusually strong visual character such that its description can be considered
an ekphrasis.*

W. Mitchell describes the process of ekphrasis as twofold. Firstly, the
author interprets a visual presentation with words, and in turn the linguistic
presentation is interpreted through the formation of an image in the mind of
the reader or listener.” His thinking correlates with the concept of a double
ekphrastic action in its liturgical context; the hymnographers present a ver-
bal interpretation of both material and theoretic images, which, in turn, the
believer interprets into a mental (or spiritual) image in his or her mind. I will
now move to an analysis of the pictorial structures of the hymnography of the
Entrance, with ekphrasis as my starting point.

4.2.1. PICTORIAL RHETORIC

Since none of the hymnographers lived during the events of the Entrance,
hymnography as ekphrasis is inevitably an interpretation of a representative
image - in our case, either concrete or spiritual. The form of ekphrasis is not
necessarily guided by factual loyalty to the object itself. The accuracy of the
presentation is not considered to be an essential element of the tradition of
poetic description.*

21 T Yacobi employs the term “ekphrastic elements” for cases when it is difficult to decipher
the exact work of art which has influenced the writer (see Lund 2002, 189 for further
discussion). This is also the case in the hymnography of the Entrance.

22 The idea of ekphrasis being related to more abstract visualizations or mental images is
also suggested, in the context of the study of Orthodox liturgics, by Pentcheva (2011).

Here it must also be noted that the dominance of the procession in the depiction of
the Entrance scene, as will be shown below, might be a result of the popularity of proces-
sions in the Byzantine liturgical practice of Constantinople. A procession in honour of
the Mother of God was organized on every Tuesday and Friday; additionally, there were
altogether 68 festal processions yearly in which the patriarch and, in some cases, even the
emperor took part (see Taft 2006, 38-40). B. Pentcheva connects the rising popularity of
the Hodegetria processions in the 10" century with the emergence of the processional
structure of the Entrance depictions (see Pentcheva 2005).

23 See Mitchell 1994, 164.

24  Cf. Mikkonen 2005, 282.
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The use of historical information, however, plays a significant role in the
hymnography of the Entrance. This might be a consequence of the historical
paradoxicality of the event of Mary entering the Holy of Holies. Hymnog-
raphers seek to link their hymns with reality, often by listing facts or nam-
ing objects or persons. Thus, the descriptive expressions support the narra-
tive character of the text.?® This is natural, since in the rhetorical tradition,
description is not merely a figure of speech. Rather, it is generally considered
one of the four main rhetorical modes, together with exposition, argumenta-
tion, and narration.*

Within the framework of narration and description, there are four
“visual” rhetorical devices that are often used in the hymnographic corpus of
the Entrance: enargia, prosopopoeia, mimesis, and diegesis.”’ I understand the
latter two, mimesis and diegesis, to be characteristically “visual.” Both, despite
their technical differences, are intended to create an image in the minds of

25  Even more boldly, K. Mikkonen (2005, 249) wonders if narration and description can
eventually be separated at all, since both of them strengthen the other narrative by “au-
thorizing” the descriptions, and descriptions by enlivening the narrative.

26  For a recent presentation of the rhetorical modes, see Smith 2003. Description is a mode
that can be used both in fictive and non-fictive texts, but it is often linked with narration
and aims at transmitting a mental image of a story or event.

27  Enargia is a general term that refers to making something present through a visually
powerful description (see Lanham 1991, 64), while prosopopoeia occurs when the speak-
er or writer communicates to the audience by speaking or writing as another person or
object (Quintilian, Institutio oratoria, IX:II). The role of enargia in the rhetoric of the
antiquity has been excellently presented by R. Webb (2009, 87-106). She concludes her
study by suggesting (p. 105) that enargia “is a quality of language that derives from some-
thing beyond words: the capacity to visualize a scene. And its effect also goes beyond
words in that it sparks a corresponding image, with corresponding emotional associa-
tions, in the mind of the listener”

Mimesis can convey various meanings, including imitation, representation, and
mimicry, but in rhetoric it usually refers to imitation as opposed to diegesis: mimesis
shows, diegesis tells (see Quintilian, Institutio oratoria, IX:LVIII for an early definition
of mimesis). The definition of mimesis and diegesis is not simple; the most influential
source for Byzantine rhetoric is, in this respect, perhaps Dionysios of Halikarnassoss De
imitatione. He considers imitation as a practice of editing an already existent source text
- in this context we can consider images as texts — and as constituting the adaptation and
enrichment of it for current purposes. This definition seems to work best for the process
of hymnographic creation (for further discussion, see Ruthven 1979, 103-104).
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the listeners or readers; they aim to transmit a glimpse of the truth behind
language and images, whether material or spiritual. This is also the case in
the feast of the Entrance. Hymnography and icons present different aspects
of the events, but neither of them individually represents the totality of the
theological and narrative richness of the feast.

Enargia and prosopopoeia function in the same way, but I consider them
to be of a spatial character. They create an abstract space for the listener,
observer, or reader. Enargia could translate into English as vividness. The
poet or artist seeks to use various techniques, like metaphor or description,
in order to create such a strong presence around the subject that the audience
can almost see the subject before their eyes. Prosopopoeia, which translates
as personification, is very close to mimesis. It can also be the most abstract of
these four rhetorical devices, since it can make “dead” objects speak.

It is important to note that Byzantine authors themselves were acutely
aware of the pictorial character of rhetoric. The most famous quotation to
support this view is from Basil the Great’s homily on the martyrs of Sebasteia,
where he strives to show

to all, as if in a picture, the prowess of these men. For the brave deeds of war of-
ten supply subjects for both speech writers and painters. Speech writers embellish
them with their words, painters depict them on their panels, and both have led
many on to acts of bravery. For what spoken narrative presents through hearing,
this silent painting shows through imitation.?

4.2.2. EKPHRASTIC DIMENSIONS IN THE STICHERA

In the following sub-chapters, I will present examples of pictorial rhetorical
devices utilized in the hymnography of the Entrance that appear in a selection
of stichera idiomela and kanons for the feast. When studying the narrative
structure of hymnography, one must also consider the liturgical context of
their performance and whether or not the author of the text was aware of this
narrative continuity or discontinuity in the service.

28  TIIpoodeifavteg naow, domep év ypa@f], TaG T@V avdpdv dptoteiag. Enel kai moAépwv
avdpayabnpata kai Aoyoypagot moANdkig, kai {wypdeot Staonuaivovoty, oi pev @
Aoyw Staxoopuodvteg, oi 8¢ Toig mivagy £yXapatTovTes, Kai ToAAOUG Emnyetpay mpog
avdpiav exdtepot. A yap 6 Adyog Tig ioTopiag St TG Akofig TapioTnot, TadTa YpaQLKi)
own®doa S puunoews deikvvowv (In sanctos quadraginta martyres, PG 31, 508°-509*).
For the English translation, see Maguire 1981, 9.
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The stichera idiomela chosen for this study are, most probably, not writ-
ten by the same authors as the stichera prosomoia that precede them. Thus,
these texts can be analysed as independent representatives of the narrative
of the Entrance; nevertheless, this does not mean that the author would not
make use of all four main rhetorical modes in the same idiomelon. On the
other hand, the kanons provide a much larger poetic form for developing the
narrative and the figures of speech that the hymnographer employs. Thus, a
kanon can be studied as one narrative entity. The fixed sets of stichera proso-
moia work in a similar way but on a smaller scale. In the manuscript tradition,
they are preserved as ensembles.

My first example is the doxastikon of the kekragaria of Small Vespers:

‘O Aawid poave@wvel 6oL AxpavTe, David foregreeted you, o undefiled one,
TPOOPAV THV APLEPWOLY, foreseeing your dedication

Tiig €i0680ov cov év @ Na@, through your Entrance into the temple.
&V ) T& mépata anjuepov optalovTa, The ends [of earth] today rejoice over it
Sofoloyodoi o TavopvnTe: and glorify you, o most praised one.

Tnv yap mpod tokov IapOévoy, When you, who were Virgin before birth
Kal HeTd TOKOV peivaoav dpdopov, and after birth remained uncorrupted,
Mijtep tod Adyov Tiig {wig, o Mother of the Logos of life,

onuepov v 1d Nad eloepxopévny, today enter the Temple,

0 Zaxapiag ed@paivetat, Zacharias rejoices

amolaPwv oe Aéomotva, as he receives you, o Lady,

Kail T& Ayta T@v Ayiwv dydhovtal, and the Holy of Holies exult,
vnodefapevd oe TV po@ov A (wiig HU@v.  as it accepts you, the nourisher of our life.
A1 Kl Helg €v @Saic ékBodpev oot. Thus do we also cry out to you with hymns:
Yrep Nuv Svownnoov, Intercede for us

1OV Y16V oov Kai @edv NV, o your Son and our God,

Swpndfvat Nuiv 1o péya €leog. that he grant us great mercy.

The first five kola of the hymn are in the form of diegesis. An impersonal voice
refers to the prophet David, describing the creation of his own ekphrastic text
(Psalm 44) on the Entrance. The seven following kola are a combination of
prosopopoeia and mimesis. The author of the hymn puts words into David’s
mouth that clearly were not based on any historically standard narrative. The
passage cannot even be considered a paraphrase of the prophet’s Psalm. Thus,
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the focalization® of the poem changes from the author (and, consecutively,
the performer/listener) of the hymn to David.

The passage, however, also employs the rhetorical modes of narration
and argumentation. The author refers to the events by means of a narrative,
but also aspires to convey a dogmatic message through the use of various epi-
thets for the Theotokos. Like most Marian hymns, this one aims at proclaim-
ing the mystery of the Incarnation through argumentation, emphasising the
virginity of Mary and her motherhood for the Logos.

How should we, then, understand this part of the hymn? I consider it
to be a combination of several overlapping ekphrastic elements. The first
ekphrastic level is the Psalm of David. Next, the hymnographer forms his own
ekphrasis, which is based on the Psalm, other literal sources of the Entrance,
perhaps iconography, and his own spiritual vision, and which might be a com-
bination of previous conventions and personal contemplation. This results in
the formation of a mental image in the minds of the readers, performers, or
hearers of the hymn.

The last three kola of the poem, again, turn the focalization back to the
author, performers, and audience of the hymn. This could be seen as a kind of
enargia. Through a direct address to the Theotokos, she and the entire event
of the Entrance are made present. The sticheron ends in a formulaic expres-
sion, SwpnOivat Nuiv 1o péya €Aeog.

The direct speech of believers to the events or persons is one of the most
commonly employed forms of enargia in hymnography. It is most typically
directed to the Theotokos herself and often has a supplicatory or laudatory
character. The paraphrases of Gabriel’s greeting at the Annunciation are par-
ticularly effective, a salutation in which believers are invited to join.”

29  “Focalization” was coined by G. Genette (1980, 161-211); by this term, he means the
perspective of a narrative.

30 Inthe repertoire of idiomela, these references can be found in the second sticheron of the
Lite (obv 1@ TaBpmA ékBonowpev- Xaipe Kexaptrwpévn, 6 Kbplog peta ood, 6 Exwv 1o
péya éleog, “let us cry out with Gabriel: Hail, you who are full of grace, the Lord is with
you, He who has great mercy”) and the doxastikon of the aposticha of the Great Vespers
(to xaipe oV T® Ayyélw éxPonowyey, Tf] Kexapttwpévn, Ti det mpeaBevovor), bnep T@v
Yoxov Huody, “let us cry out, together with the angel, “Hail” to the Blessed one, who al-
ways intercedes for our souls”).
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However, narration can also be directed to Mary herself. The most com-

mon tense for such hymns is the present, but the doxastikon of the kekragaria
in Great Vespers is a demonstrative example of such a narrative in past tense.
And yet, it concludes with four kola of supplication to the Mother of God in
the present tense. This creates, again, an enargetic effect. However, Mary is
not encountered during the events of the Entrance but in her present heav-

enly glory.

Meta 1o texOijvau o, After your birth,

Oedvuuge Aéomotva, o Bride of God and Lady,

napeyévov ¢v Nad Kvpiov, you went to dwell in the temple of the Lord,
ToD dvatpagijvat eig & Ayta T@V Ayiwy, to be brought up in the Holy of Holies

WG Nylaopévn. as the holy one.

Tote kai TaPpu\ dneotdn Then was also Gabriel sent to you,

TPOG O& TIHV TAVAUWHOV, all-undefiled one,

TPo@PTV Kopi{wv oot. to bring you nourishment.

T ovpavia mévta ¢E€atnoay, All the heavenly powers were amazed,
op@vta 10 ITvedpa 10 Aylov év ool oknvdoay.  seeing the Holy Spirit dwell in you.

A0 domie ApolvvTe, Therefore, o stainless and unblemished one,
1) €v 00pav® kai émi yi¢ So&alopévn, glorified in heaven and on earth,

Mrjtnp ®¢od, Mother of God,

0@®Ce TO yévog fudv. save our kind.

In some cases, direct speech is addressed to other persons, most commonly
Joachim and Anna’ or Zacharias.”” In a special category of dialogues of this

31

32

Such a passage can be found, for example, in the second kanon of the feast (2™ tropar-
ion of the 3" ode; 3" troparion of the 4* ode) and the 3 troparion of the 5™ ode of the
kanon of the afterfeast in Paris. gr. 259: ‘O¢ pakapia dVu@v, 1 Tpog 1ov Kriotnv kai O@eov
gvtevtic, Toaxeiy, dikatot kal Avva, kai ©¢ eDAOYNTOV, kai dedoacpévoy, To TavTng
ékmAnpwpa. (“Your blessed entreaty to the Creator and God, o righteous Joachim and
Anna, is beatified and glorified in her fulfillment.”)

For example, in the exaposteilarion of the forefeast: @eod cogiag Tépevog, kal HépTEPOV
Opovov, Twv XepovPip bmapxovoay, THv ayvijy @eotoKov, e0Tpénioov Zaxapia, Tod vaod
Tag eicddovg, T& T@V Ayiwv Ayta, dmodéEacbat Tavtny, kai odv Huiv, §de pogodpTiov
i HoapBévw, €& R Xpiotdg 6 Koplog, oapkwbeig kdopov odlet. (“Zacharias, prepare
the entrances of the temple in order to receive, into the Holy of Holies, the sanctuary of
the wisdom of God and the throne, higher than the Cherubim, the pure Theotokos, and
chant with us a fore-festal hymn to the Virgin, from whom [our] Lord, Christ, having
become flesh saves the world.”)
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type are exchanges between the author of the hymn and the groups of vir-
gins and mothers. Hymnographers seem to conceive of them primarily as
the women who were present at the Entrance, but this typology is also ele-
vated to a more universal allegorical level by referring to all women, and this
is especially relevant to those present in the church space during the chant-
ing of the hymn.”” To make enargia even more effective, direct speech is also
addressed to the prophets who prophesied concerning the Theotokos.** This
way of addressing persons in different eras contributes to the idea of a com-
plex hymnographic exegesis, in which the divisions between Old Testament
(represented by prophecies and typologies), Apocrypha (represented by the
descriptions of the Entrance), and New Testament (represented by narratives
of the Annunciation and, additionally, the Incarnation of Christ) are blurred
as a result of the combination of different textual passages, which enables the
formation of a more complete image of salvation history.

Along with the layering of narrative sources, the sense of presence is com-
pounded by the use of mimesis, sometimes combined with elements of prosopo-
poeia. Besides the doxastikon of Small Vespers, such passages are abundant

33 Such as Mntépeg ovyxdpnte, mapBévol okiptroate, kal oTeipat ovyxopevoate in the
doxastikon of the Lite, after which the hymnographer Leo extends his exclamation to the
entire world: Xaipete Aaot kai dyaAliaobe. Also, the doxastikon of the aposticha of the
Great Vespers includes such a passage; this is analysed more closely in chapter 2.2.6., and
3.3.2.in its musical form. In the kanons, there are several troparia that are directed to the
groups of women.

To make another brief reference to the kanon poetry of the feast, the second kanon
of the feast (7" troparion of the 3' ode) not only calls Zacharias and the other priests
of the temple but all members of the priestly order to receive the Theotokos: Ot Tepeig
Ocod évdvoacle, TNy Stkatoobvny €v xdpttt, kai davthoate adpds, wg eloodovg
napéxovteg, Buyatpi Tod Baothéwe, kal Oeod eig T Ayta. (“O priests of God, vest the
righteousness of grace and brightly receive, being the keepers of entrances, the daugh-
ter of King and God to the Holy place”) This interpretation is implied by the previous
troparion of the kanon, which exhorts believers to join the procession of the Entrance.

34  The mesodion kathisma of the feast day speaks to David: Avaponcov Aavis, Tig 1} mapodoa
‘Eopti), fiv avopvnoag mote, év 1@ PipAio t@v Paluwv. (“Cry out, o David, what is this
present feast, of which you foresang hymns in the book of Psalms?”) Again, the second
kanon of the feast uses this method: the 1% troparion of the 4™ ode is addressed to the
prophet Isaiah: ITpogfita Hodia, tpogritevoov fuiv- 1} apbévog tic éotiv; (“O prophet
Isaiah, make a prophecy for us: who is the Virgin?”)
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throughout the entire hymnographic corpus. Most often, mimesis is focused on
David’s prophecy of the Entrance in Psalm 44 and presented as a paraphrase.*
Mimesis is also connected to the characters of Zacharias® and Anna,” most
commonly in the form of a dialogue between them, while Joachim and Mary
remain silent. This corresponds to the narrative of the Prot. Jas.

Nevertheless, the first pair of the stichera aposticha of the Great Vespers

includes an indirect discussion between Anna, Zacharias, and Mary. In the
first sticheron, Zacharias addresses his words to the Theotokos:

Zayapiag ¢Bonoe, Zacharias cried out:

ITVAn Kupiov, ”O gate of Lord,

100 Naod vnavoiyw cot, I open the gates of the temple to you.
nohag xaipovoa, Rejoice and dance around it:

£v abT@ TEPLYOpELE- for I know and believe

£yvwv yap kai meniotevka, that already

¢ 10N 1 AWtpwolg, the deliverance of Israel

¢mdnunoet Tpodniws, will now dwell

to0 Topan kai texOnoeta, openly among us,

¢k 00D @edg Adyog, and that from you God will be born,
0 SwpoLUEVOGS TH KOTUW, the Logos,

T0 péya é\eog. who grants the world great mercy”

As a response to this, Anna speaks in the following sticheron to her daughter:

35

36

37

In addition to the prosopopoeia-mimesis combination of the doxastikon of the Small Ves-
pers, which is analysed above, a paraphrase of the procession can be found in the mes-
odion kathisma of the feast. For instance: AnevexOroovtat einwv, 1@ Baot\el puotik®g,
napBévot dmobev avtiig, kai ai mAnoiov avtig. (“He said: Her companions, the virgins
that follow her, shall be mystically led unto the King”)

The most significant case of a mimesis of Zacharias is the doxastikon of the Lite, which
will be discussed below.

The sixth sticheron kekragarion of the Great Vespers is a direct speech of Anna to Zach-
arias: InBopévn vmodedar, Zaxapia €poncev, Avva i mavevenpog, fiv éxnpviav, @eod
TIpogijtat év ITvevparty, kol TadTny eiodyaye, eig TOV dylov Naov, iep@dg avatpépeadal,
O6mwg yévnral, 100 Agomdtov T@V OAwv, Belog Bpovog, kal makdtiov kai kAivn, kol
pwtavyeg évliaitnua. (“The all-blessed Anna cried out rejoicing: O Zacharias, receive
her whom the prophets of God proclaimed in the Spirit, and lead her into the holy tem-
ple, so that she would be brought up there in reverence, in order to become the divine
throne, palace, resting-place and a dwelling full of light of the Master of all.”)
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‘Amub tékvov,

@ SoTipt yeviOnty,
Kai avadnua,

Kai e0®deg Bupiapa.
Eloe\O¢ €ig td ddvta,
Kal yv@bt pootnpia,
Kai étotpdov yevéaba,
100 Inood oikntnpLov,
TePTVOV Kal wpaiov,
ToD TAPEXOVTOG TA KOTUW,
T0 péya é\eog.

HYMNOGRAP

“Go, child,

to Him who granted you to me,
in order to become an offering
and incense of sweet fragrance.
Enter into the sanctuary

and learn mysteries

and prepare [yourself] for becoming
a pleasing and fair
dwelling-place of Jesus,

who grants the world

great mercy.’

A similar structure can be seen in some of the iconographic depictions of the
event, presented below in chapter 4.3. Anna and Zacharias are facing each
other, but they are bending down towards the child.

The doxastikon of the Lite, written by Leo the Master, is exceptional in
seeking to draw an overall image of the procession in the minds of the believers:

"Enélapyev fuépa xapproovvog,

Kai 0pTh) TavoePAacpiog.

Znjuepov yap 1 mpd tokov IapBévog,
Kai peta tokov IapBévog peivaoa,

£v 1@ Nad mpoodayetal,

Kai xaipet Zayapiag 6 mpéapug,

6 yevétng tod IIpodpopov,

Kkai Bod ynbooivvwg.

"Hyywev 1} npocdokia t@v OMPopévov,
&v Na@ ayio og ayia,

apepwbijvat gig kartoiknotv tod IavtdvaxTog.

Evgpavésbw Twakei 6 mpomdtwp,
Kai 1) Avva dyaidobw,

OtL mpoonveykav Oed,

¢ tpLetiCovoav Sapaty,

THv apwuntov Aéomowvav.

Mntépeg ovyxapnre,

napBévol oxipTnoaTE,

Kal otelpat ovyyopeboaTte:

St nvépev Nuiv Ty odpavdv Bactheiay,
1) mpoopioBeioa ITavtavacoa.
Xaipete Aaot kai dyarAidobe.

A joyful day dawned

and a most honourable feast.

Today the Virgin, before giving birth

and after giving birth remaining Virgin,
enters the temple,

and Zacharias the presbyter rejoices,

the father of the Forerunner,

and cries out jubilantly:

“The expectation of the grieving approached
in the holy temple as holy,

to be dedicated a dwelling-place of the Ruler of all.
May Joachim the forefather rejoice

and Anna be glad,

for they offered to God,

like a three-year-old heifer,

the stainless Lady.

Mothers, rejoice with them,

virgins, leap for joy,

and barren women, dance with them:

for she opened to us the heavenly kingdom,
she who was predestined to be Queen of all.
Rejoice, peoples, and be glad”
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This idiomelon combines many rhetorical modes and devices. The narration
of the event does not deviate from the Entrance narrative of the Prot. Jas.
One of the most common figures is pleonasm with its various subcatego-
ries.’® The two opening kola form a tautology, which praises the significance
of this event. The hymnographer then moves on to the rhetorical mode of
argumentation, again through the device of pleonasm, by presenting the dog-
matic epithets of Mary (Zrpepov yap 1) mpo tokov ITapBévog, kai petd Tokov
[MapBévog peivaoa). The pleonasm of the word “Virgin” emphasises the par-
adox of the virginal birth. Later on, the hymn links itself to the historical
aspects of the Entrance through a rhetorical mode of exposition. Specifically,
Leo mentions the profession and genealogy of Zacharias (xaipet Zaxapiag 6
npéoPug, 0 yevétng tod IIpodpopov). The arguments for Mary’s special role
continue throughout the hymn through the use of the epithets Aéomowva and
[Mavtdvaooa.

Enargia appears in the hymn in many forms. Except for the opening line,
the text is written in present tense, and the narrative begins with the word
2nuepov. The poet employs effective prosopopoeia by using the voice of Zach-
arias in order to speak to all those present in the procession of the Entrance.
As previously mentioned, this refers not only to historical participants but
also to women present in the church space during the singing of the hymn
and, in an even broader sense, to all women of the world; it is important to
keep in mind that at the time when the feast of the Entrance coalesced, along
with the textual tradition surrounding it, women did not play an active role in
divine services.” Even more dynamically, Leo ends the hymn with the formu-
laic line xaipete Aaol kal dyaAlidobe as an anaphonetic exclamation to the
whole world. Thus, he simultaneously links the hymn to an extant hymno-

38  Inrhetoric, pleonasm refers to the use of more words or expressions than is necessary to
deliver a meaning (see Lanham 1991, 116).

39  This was true for the parishes, since there are no descriptions of women singing in public
services. Byzantine churches usually include a balcony, gynaikonites, meant for women.
The only exception with regards to a more active female participation was the monastic
movement, where older nuns instructed younger ones in the rendering of divine offices.
See Herrin 2006, esp. pp. 5-6, for more information about the female monastic move-
ment during iconoclasm; Dobowchik 2002 for discussion on the liturgical tasks in female
monasteries, especially church singing.
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graphic tradition while echoing the culmination of salvation history, namely,
the Resurrection.® The closing line can also be seen as an appropriation of the
words of Zacharias in the Prot. Jas.

As noted earlier, ekphrasis always works in two ways. After the ver-
bal interpretation of the scene (in Leo’s case, this would most surely have
included also the iconographic depictions of the Entrance, since he lived in
an era when the depictions of the Entrance scene were already standardized,
which will be discussed below), follows the process of creating a mental — or
in the metaesthetic language a noetic - image in the minds of the readers or
audience of the hymn. The study of this second level of ekphrasis is extremely
challenging, if not impossible. One can only describe one’s own perception,
which again becomes an ekphrasis or, in other words, a verbal description of
an “image” created by this hymn.

An important aspect in the analysis of the dramatic effects of hymno-
graphic rhetorics is the interpretation of the changes in focalization. In the
example at hand, the hearer’s attention moves quickly from Mary, the protag-
onist of the event, to Zacharias, in connection with the long prosopopoietic
passage. The hymn presents him as the individual who is fully aware of the
full meaning of the events.

A well-illustrating example of a more complex change of focalization is
the unpublished set of three prosomoia in Sinait. gr. 570,* which presents a
dialogical structure between Zacharias and David; the former lived in a dif-
ferent era than the latter. This emphasises the reciprocal connection between
the prophecy and its fulfilment, as well as the liturgical time in which different
eras are connected by an eschatological dimension. The hymnographer uses
the device of prosopopoeia by describing the exclamation of the high priest
when he sees the Theotokos entering the temple: “Behold, the divine sanctifi-
cation; behold, the holy sanctuary; behold, the tablets of grace, the gilded ark
dedicated unto God”** By this anaphonesis, Zacharias becomes a link to the

40  The same formula is used, for instance, as both the opening and closing lines of the sec-
ond sticheron of the ainoi of the 2™ tone of Sunday Oktoechos (IlapakAntikr 1991, 75).

41  Following the automelon Qg yevvaiov év paptvot; see Appendix I.

42 ’I00 10 Belov Beod aylaoua, i80D 10 AaoThpLoy, idod ai mAdkal TG XAPLTOG, KIPWTOG Te
1 TayXpLoog, 1@ Oe@ dvatibetat.
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lineage of the Old Testament prophets. He witnesses the fulfilment of their
foretellings in the tiny child.

In the next sticheron, David responses with his prophecy in the form of
a paraphrase of Psalm 44: “Hearken, o daughter, incline your ear to me, come
to the house of the King and God. The rulers of the people order processions
be made for you, undefiled daughters hasten to honour you, and kings offer
praise unto you.”* The antiphonal style of performance enhances the dialog-
ical character of these two stichera in the context of their liturgical perfor-
mance. The third sticheron continues with references to further typological
images that are drawn from the Old Testament. Thus, the set as a whole aspires
to persuade its audience that Mary is the true fulfilment of those prophecies.

A common element in all the hymns analysed above is the passive posi-
tion of Mary, even though she is the protagonist of the Entrance. All dialogues
are conducted between two different persons, sometimes through the person
of the child, but at no point is she described as answering or reacting, perhaps
due to her young age. This agrees with the only description of the Theotokos’s
active participation in the narrative of the Prot. Jas., where she dances out of
joy, inspired by divine grace. This non-verbal action of Mary is also described
in the third apostichon of the Great Vespers.* Mary’s striking silence and her
young age aside, the hymnographic corpus makes it clear that she was quite
aware of the meaning of the events. From this point of view, her silence can
be understood as an expression of Mary being somehow above other the per-
sons attending the event, or as a sign of a humble acceptance of her future
task. Another explanation could be that her passivity is meant to emphasise
her corporality, in other words, the concrete action of becoming the vessel of
God.

43 "Akovoov @ Bvyatep, kAivov pot O oBg oov, eloelDe &ig olkov, ToD Pactléwg kai
OcoD, Kol AMTavevooLOLY TO GOV TPOCWTOY, ¢0v@V ol PacthebovTeg, Kal Tf| TIU oov
npoodpapovoty, Buyatépeg apolvvtol, facthéwy duvodoal o.

44 “Hug mepiyopevovoa, eig Oela oxnvopata (“Dancing does she step to the divine resi-
dence”). In the same sticheron, dance becomes a dominant element. Joachim and Anna
are also described as dancing.
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4.2.3. KANON OF THE FOREFEAST IN SINAIT. GR. 570: A MOSAIC OF IMAGES
The poetic form of the kanon, consisting of several troparia for each ode,
allows for more complex imagery than the shorter hymnographic genres of
kathismata, stichera, etc. However, contrary to the earlier tradition of konta-
kia, kanons aspire to evoke a less dramatic impact and employ a higher style
of rhetorical expression. Depending on the kanon, there may be a deciphera-
ble structure in the poem as a whole, while in others each ode might include a
particular theme or structure that is not connected to a larger context.

In the unpublished kanon of the forefeast in Sinait. gr. 570, there is a
twofold structure. First, the kanon as a whole follows Mary’s procession from
the gates of the temple into the sanctuary. The opening troparion of the kanon
presents a dynamic image of the temple opening its doors and preparing a
feast, using the rhetorical device of personification: [TOAag kal eicoSovg 6
vaog, avanetaoag Ty TOANV elodéxetal, Tod mapPacthéwg kai Ogod, kal
KOGEL T évO0TEpa, NG v Tf} eloddw, katagadpivetal xaptowv.* Personifi-
cation is often employed in the hymnographic corpus of the feast in order to
vivify the temple or a part of it.

The first ode, as a whole, describes the preparation for the Entrance,
which is appropriate for a kanon of the forefeast. It begins with the temple,
continuing to the spiritual goods of God and, finally, culminating with the
race of the earth-born. The overall narrative structure of the kanon is as fol-
lows (Table 17).

We can see from the table that, after the opening of the gates of the tem-
ple, the narration continues on to the formation of a procession in the third
ode. In this ode, the virgins seem to lead Mary, according to the narrative
of the Prot. Jas., in order to prevent her from turning back to her parents.
However, in the fifth ode her position changes as she becomes the leading
figure of the procession, which is similar to the iconographic presentations
of the procession studied below. Then the kanon concentrates on different
typological images of the Theotokos, concluding with her as the sanctuary,
where she was dedicated to God. The end of the kanon brings the narrative

45 1% troparion of the 1* ode: “Having opened the gates and entrances, the temple receives
the gate of God the King of all, and adorns the inner parts. At her entrance the temple is
illuminated with grace”
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Table 17. The narrative structure of the kanon of the forefeast in Sinait. gr. 570.

Ode General Location and Detailed contents of the troparia
of the | theme function
kanon
I Mary’s Gates of the 1. The temple opens its gates and adorns itself
entrance into | temple and their | 2. Divine grace adorns Mary
the temple personification 3. Humans celebrate
3t Procession Inside of the 1. Preparing and beginning the procession
of virgins go | temple 2. Old shadows and symbols give way to Mary
before Mary 3. The sweet fragrance of Mary’s virginity
4t Mary as the | Inside of the 1. Mary as tabernacle — destruction of pagan
dwelling- temple combined temples
place of God | with universal 2. Mary as a bridal chamber
significance 3. Mary as Gods bride - temple as bridal chamber
5t Mary as a Inside of the 1. Typology of Mary as the guiding cloud in
cloud temple and in the the desert
whole creation 2. Sanctuary receives Mary’s sweet fragrance
3. Natural clouds rejoice together with the
spiritual one
6h Mary as a Inside of the 1. Angels overseeing the procession
sacrifice temple combined | 2. Mary as a sacrifice to undo the
with a cosmic transgression of Eden
function 3. Human race offers Mary as sacrifice
7% Passage from | Mary’s role in 1. Rivers of grace flowing on earth - Mary as
law to grace | salvation history the fountain of living water
2. Mary as Gods vehicle in the temple of the law
3. Old types accept Mary as their fulfilment
gh Preparation | Temple as a 1. Preparation of spiritual lamps for the
for the feast | bridal chamber, reception of Mary
Mary as the bride | 2. Mary as God’s bridal chamber - sanctuary
offered to God as Mary’s bridal chamber
3. Human race singing a hymn of the forefeast
9t Preparation | Participation of the | 1. Human race preparing a feast
for the feast | whole humanity | 2. Mary as the rod of Aaron

for the feast

3. Human race singing a hymn of the forefeast
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to the church, to the space of the performance of the hymn, where believers
prepare for the feast.

When observing the general themes for each ode, one can see that sev-
eral typological images of the Entrance are present: the procession of Virgins,
Mary as the dwelling-place of God, a bright cloud and sacrifice, the conclu-
sion of the Entrance as the end of the Old Covenant, and, finally, the culmina-
tion of the events in the forefeast, at the moment of celebration in the church
space. Thus, each kanon forms a mosaic of images that are transmitted to the
reader or hearer of the hymn.

Secondly, each ode of the kanon begins with two narrative troparia and
finishes with a more supplicatory or laudatory theotokion. As the table shows,
each ode also has a thematic structure. For example, the third ode is dedicated
to the formation of the procession of virgins in the temple. The set of troparia
is structured in a kind of chiastic way.* The first troparion describes the gath-
ering of the other virgins:

Znuepov eadp@g mapBevikai, Today the choirs of virgins,

xoplat evtpemicacat, having prepared their noetic lamps,
TaG vontag Aapmadag mpotpéxovat, hasten brightly ahead.

Kai TG €i0680vg T0D igpod Tod OeoD, Rejoicing, they adorn in advance
npokocpodoLy xaipovoat, the entrances of the temple of God
Kai pokatayyéAhovat, and proclaim the divine coming
TG mavdyvov i Beiav émélevorv. of the most pure one.

The second troparion describes how the procession displaces old symbols and
riddles. It becomes the fulfilment of not only the prophecy of David, but of all
the prophecies of the Mother of God and, thus, the Incarnation of Christ in
the Old Testament:

46  For a significant study on the use of chiasmus in Byzantine hymnography, see Breck
1994, 251-262. As Breck points out throughout his work, chiasmus is one of the most
employed rhetorical methods in biblical texts, and was thus also transmitted to later lit-
erary traditions. He clarifies (p. 262) that, in the case of Romanos’s kontakia, “the author
makes conscious use of chiasmus to draw the reader’s attention step by step toward the
conceptual center”
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Al T@V madou@v Kol TUTKOV, The shadows of archaic
oLpBOAWY TTapATPEXOVAL, and obscure symbols pass away
oktal kai T €V vouw aiviypata, and the riddles of the law recede
doxwpovoL TG BeopriTopog, when the Mother of God
v 1@V 6vtwv EkPaoty, proclaims Christ our God
XpLotov 10V Oedv NUdY, in the house of His glory,
KNpuTTovonG év oikw tfig §6&ng avtod. the one Who is the fulfillment of all beings.

In order to complete the thematically chiastic structure, the last ode offers
a theological explanation for the formation of the procession. It portrays an
image of the fragrance of Mary’s purity gathering the virgins to her:

"EBeAEag ayvi) mapBevikag, O pure one, having drawn to yourself
choirs of virgins
Xopeiag T dyveiag oov Tfj evwdig, with the sweet fragrance of your purity,
ag kai nuTpémoag, today you prepare them
TpOTPEYELY OO, to go before you with longing
&V 1@ va® tod Oeod, to the temple of God
Kail T peyalela oov, as they proclaim you great
avayyé\hetv onpepov, among mortals
Kai BpoTdv o€ KNpUTTELY EVTPETELAY. and announce your majesty.

Chiasmus is demonstrated by the use of the words mapBevikag xopeiog in
both the first and the last troparion, and the use of orjpepov both as the first
word of the first troparion and near the end of the last troparion.*”

The function of such a structure is intended to add emphasis to the the-
matic centre of each ode. The second reference to the same theme, near the
end of the ode, intensifies the meaning of the first one. As Breck notes, “the
resultant concentric or spiral parallelism, with progressive intensification
from the extremities inward, produces a helical movement that draws the
reader/hearer toward the thematic center® In the case of the third ode of
the kanon of the forefeast, the first troparion presents the general image of
the procession, while the second troparion gives a typological explanation for
the event. The third and concluding troparion interprets the first troparion in
greater detail.

47  Breck (1994, 16) also points out that chiastic structures can occur both thematically and
through the repetition of certain words.
48  Breck 1994, 302.
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Similar examples can also be found in the fifth and ninth odes. In the
first troparion of the fifth ode, Mary is described typologically as the guiding
cloud. The third troparion of the same ode draws a natural allusion to viv-
ify this imagery. The second troparion shows the goal of the procession, the
thematic centre of the ode, which is the sanctuary of the temple. Thus, if we
interpret the ode in a chiastic way, the clouds have a protecting and overshad-
owing character, as if echoing the cloud that overshadowed the tabernacle in
Exodus 40.

The ninth ode, for its part, regards Mary as being in a special position
among human beings. The first and the last troparion describe preparations for
the feast, returning to this similar theme in the two first odes of the kanon. The
first troparion reveals the meaning of the Theotokos’s position among men, i.e.
she is an offering to God. As in the previous chiastic examples, the Mother of
God acquires a more central focus in the second troparion of the ode.

On the other hand, the thematic connections of the troparia work in a
more linear rather than chiastic way in some odes, linking the contents of
the consecutive strophes to each other. An example is the sixth ode, which
includes an allusion to the transgression of Adam and Eve in paradise. The
first troparion describes how the angels were amazed when they beheld the
Entrance:

Ot &yyelot Oeod oi dvteg Epopot, Today in the temple of His glory,
&v 1@ va@ i 86&ng avtod, the angels, the overseers of God,
TIPOEOPTLOV KPOTODOL VONTQG, invoke the God-befitting

v Beompeni] xopeiav orepov, noetic choir of the forefeast,

Kai Tf ayvij avafo@oty, crying out to the pure one

@3Ny eiodStov. an entrance ode.

The second troparion moves on to the idea of Mary being a sacrifice for
the reconciliation of the human race following the transgression in paradise.
It is notable that, according to Genesis 3:24, an angel guards the gate of Eden.
Thus, the second troparion complements the image of angels that was drawn
initially in the first troparion:
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Yréprpov Oed Swpov 1 dxpavtog, The undefiled one,
Bpot®v T TamevoEws, the supremely-honorable offering
evtpeniletat mpoadyeabat Sektov, of the humility of mortals to God
£ig kataAAaydg Te Kol EvEXVpoy, prepares to be led forth as reconciliation
@V Tiig'Edep amoPAnbévtwv, and the pledge of those who were expelled St
napapacty. from Eden for the sake of transgression.

The third troparion includes the whole human race in its imagery, portraying
them as the ones who bring Mary as an offering in order to seek favour with
God. The strophe calls God the Creator, which links the troparion with the
previous one and with the repetition of the expression of Mary being a §®pov
dekToV:

Ivwpiopata vuvi Tiig olkelwoewg, Humans receive proof now

ot &vBpwmot AapPdvovary, of your fellowship with the Creator of all
St 00D TG TPOG TOV dvTwy IowTtiy, when they bring you,

0¢ O£0KVTOP TOVTW PEPOVTEG, the birth-giver of God,

¢ dmapyfv adT@V Kai Sdpov, to Him as an acceptable sacrifice,

Kol iepelov SeKTOV. the first-fruit of their offering.

In this set of troparia, the Theotokos is, again, established as the centre of atten-
tion. The first troparion, dedicated to angels, and the last troparion, dedicated
to men, are brought into a dialogical relationship through the second troparion,
where Mary is described as the sacrificial bond between these two groups. In
paradise, before the fall, humanity and the heavenly powers both enjoyed the
presence of God. The troparia also display the order of creation implied by pas-
sages like Job 38:1-7, where angels seem to have been created before humanity.

What, then, is the visual dimension of these structures? It is the expres-
sion of the Byzantine ideal of harmony and balance, of kallos, beauty con-
nected with the idea of goodness.* The structural harmony, most obviously

49  Dionysios the Areiopagite describes the divine kallos as follows: “This Good is celebrated
by the sacred theologians, both as beautiful and as Beauty, and as Love, and as Beloved; and
all the other Divine Names which beseem the beautifying and highly-favoured comeliness.
But the beautiful and Beauty are not to be divided, as regards the Cause which has em-
braced the whole in one. For, with regard to all created things, by dividing them into par-
ticipations and participants, we call beautiful that which participates in Beauty; but beauty,
the participation of the beautifying Cause of all the beautiful things. But, the superessen-
tial Beautiful is called Beauty, on account of the beauty communicated from Itself to all
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present in icons, is also disclosed by the large hymnographic entities, such as
the kanon. The symmetrical structure of the odes is an ideal way of emphasis-
ing harmonic structures inside the hymn.

Pictoriality is demonstrated by other modes of expression. The most typ-
ical in this particular kanon are the references to nature, which are connected
to the Old Testament typologies of Mary. The fifth ode of the kanon, which
describes Mary as the cloud that guided Israel in the desert and produced the
dew that became manna, as noted earlier, is intensified by the natural allusion
to clouds creating rainfall. The clouds are also utilized as a device of personi-
fication, inasmuch as the emotion of joy is attributed to them:

Pavatwoav ai ve@éat, Let the clouds sprinkle a joyful shower,
Spppov TOv eDPPOOVVOY, for today the cloud

TOD VeTOD, that brings the rain of life

Tiig {wiig 1] vePEAN Yap OnePOV, has begun to proliferate,

¢pamhodobat dpxetal, begins to spread out,

T TPOG T dyta €icodw, dropping streams of grace

xaptrog otalovoa vapara. to the entrance towards the Holies.

The seventh ode uses a river as a metaphor for the abundance of grace that
descends upon the earth during the Entrance. This image is connected to the
typology of Mary as a fountain of living water, drawn from Exodus 17. Thus,
the natural reference becomes an allegorical explanation for the rivers that
flowed from the spring; additionally, as a paraphrase of John 7:38, this passage
could be understood as an expression of Mary’s spiritual maturity:

beautiful things, in a manner appropriate to each, and as Cause of the good harmony and
brightness of all things which flashes like light to all the beautifying distributions of its fon-
tal ray, and as calling all things to Itself (whence also it is called Beauty), and as collecting
allin all to Itself” (Todto TéyaBov Dpveital TpoOg TV iep®V BeoAdYwWYV Kal WG KAAOV, Kal dG
KAAAOG, Kal G &ydrn Kol dg AyamnToy, kai doat dAAat ednpemels iot Tig kaAlomotod kat
KEXAPITWHEVNS DPpaoTNTOG Bewvupiat To 88 kaAov kal KAANOG StaupeTéoy £l TAG £V EVi T&
OAa ovvelAnguiag aitiag: TadTa yap £l uev TV SVTwV AMAVTWV £ig HETOXAG Kol HETEXOVTA
StapodvTeg, KaAOV pév elvat Aéyopev O KAAAOVG HETEXOV, KAANOG 8¢ TV HeTOXTV THG
kaAAomotod TV SAwv kaAdv aitiag. To 8¢ brepovolov kakov KAANOG pev Aéyetat, Sia TV
4n’ avTod TACL TOIG 00Ot HeTASISOHEVIV OiKelw EKATTW KAANOVIY, Kol MG TG TavTWwY
evappooTiog kai dylaiog aitiov, Siknv QwTog £vacTpdntov dnact TaG KAAAOTOLOVG TiG
mmyadag aKTivog abTod petadooels, kal wg mévta mpog £avtd kakovv (60ev kal kdAAog
AMégetar) kot g ha €v SAog eig Tawtd cuvdyov. De divinis nominibus 4:7, PG 3, 701€.) The
English translation is from Dionysius the Areopagite: Works 1897, 23.
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Ot vontot motapol Tig x&pLtog, The spiritual rivers of grace
VOV TANUpLpodotL €Ml YG, do now flood on earth,
Tiig 10 Ddwp 10 Tig LW, when the spring who brings forth
£V T@ olkw OT|UEPOV, the life-giving water
10D OeoD eioayeoba, marvellously enters the house of God today,
OIEPQLOG TNYTG EkPowong avTd, she cries out to God,
6 aiveTOG TOV TATEPWY, the supremely glorious one,
Bedg Kkai viepévdodos. praised by our fathers.

Thus, the kanon forms in particular imply various intertextual references, not
only through the typological imagery but also through a manifold combination
of structural elements that form a harmony both on micro- and macro-lev-
els. The kanon form offers an ornamented insight into salvation history that
resembles the iconographic presentations of the feast, decorated with numer-
ous elements that draw influence from the textual history of the Entrance,
resulting in an ekphrastic action in the nous of the believers who perceive it.

4.2.4. PICTORIAL DIALOGUES IN THE KANONS

As mentioned earlier in this study, the dialogue form is used in the eighth
ode of the published kanon of the forefeast and in the first kanon of the feast.
Both of the kanons, as I noted in chapter 3.2.2., are fashioned according to
the kanon of the Annunciation in order to emphasise the connection between
these two feasts. The poems are attributed to different authors. The kanon of
the forefeast carries the acrostic Iwon¢ in the ninth ode, while the kanon of
the feast is attributed in the published liturgical books to a hymnographer of
unknown identity called Basil. The hymnographers of the Entrance kanons
have perhaps also drawn inspiration from the second homily of Germanos or
the sermon written by Tarasios, where there is a dialogue between Anna and
Zacharias.

In any case, the authors are imitating the kanon of the Annunciation,
which is written by John of Damascus and which, as a whole, is a conversa-
tion between Gabriel and Mary. A direct dialogue of this sort remains a rarity
in kanon poetry. It is reminiscent of an earlier tradition of the kontakia and,
through them, the Syrian poetic genres madrasha and memre.”® Both odes are
structured similarly, forming a dialogue of six consecutive troparia between

50  See also chapter 2.3.2.
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Zacharias and Anna. The selection of these characters follows a specific con-
vention, which I presented in context with the stichera in the previous chap-
ter. Like their prototype, the two odes also follow an alphabetic acrostic such
that each verse of the troparia begins with a new letter.”! The kontakion-like
elements are also attested to by the use of the refrain EvAoyeite, mavta ta
gpya Kvpiov tov Kbprov.”

The kanon of the forefeast begins by giving voice to Anna. She para-
phrases the original heirmos of Annunciation both by beginning with the
same word (&kove) and by adding a thematic similarity. In the heirmos of the
Annunciation, Gabriel announces that Mary should prepare herself for the
reception of God, while in the first troparion of the ode of the forefeast of the
Entrance, Anna exhorts Zacharias to receive Mary:

‘Akove o0veG TTpeoiTa coPE, Anna said to Zacharias:

0 Zayapia Avva @noi: “Hearken and understand, o wise elder:
Bovlrioet Oeia fiv €oxov maida oepviy, receive, with a brave soul, the pure child
yevvaig yoxij vnodefat. that I begot from divine will,

AC adTAG yap EoTal ATpwOLG, for through her will redemption come.
Kai ig vadv tov dytov, Take her to the holy temple

avaBov tavtny odv- and cry out:

EbvMoyelte, All works of Lord,

névta ta Epya Kvpiov tov Koprov. praise the Lord!”

51  The second kanon of the feast is more faithful to the kanon of the Annunciation, also
following its heirmoi and acrostic structure in the 9™ ode. It creates a symmetry with the
acrostics, using alphabetic acrostic in the 8" ode and a reversed counterpart in the 9*
ode. Similarly, in both kanons the 9" ode is directed to the Theotokos and marks the end
of the dialogical structure.

The alphabetic acrostic can also be seen as an echo of the tradition of kontakia, and
therefore formed through biblical and Syrian influence; as Grosdidier de Matons (1977,
42) points out, “la forme la plus ancienne est trés probablement l'acrostiche alphabétique,
dont les mélodes pouvaient trouver le modeéle — en hébreu du moins - dans certains
psaumes et dans les Lamentations”

52 For the roots of the refrain, see Grosdidier de Matons 1977, 45-47. In the tradition of the
kontakion, the refrain was sung by the people. However, he (p. 47) suggests further that “a
la fin du VTIe siecle au plus tard, en tout cas, le refrain nétait plus chanté par l'auditoire;”
thus, in the case of these kanons, they had no performative role.
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In the following three troparia, the dialogue continues between Zacharias and
Anna, the speaker changing in each strophe. When comparing this ode with
the kanon of the Annunciation, Anna seems to perform the role of Gabriel.
She is the one who is truly aware of the meaning of the Entrance, while Zach-
arias imitates Mary’s reserved position in the Annunciation kanon. Thus, the
author of the poem uses the rhetorical device of ethopoeia to express the char-
acters of the persons involved in the dialogue. This seems logical, considering
the setting of the Entrance. Just as Gabriel brought the message of the concep-
tion of Jesus, so did Anna enter the temple to bring Mary to Zacharias. Thus,
this dialogue between Zacharias and Anna - which does not exist as such in
the Prot. Jas. or the Lives of the Virgin, becomes a kind of type for the dialogue
between Mary and Gabriel. I hesitate to call it an actual type because of the
lack of literary evidence for this dialogue in the authoritative narratives on
the Entrance.

The two concluding troparia depart from the dialogue. In the fifth
troparion Zacharias turns to Mary, while in the last troparion the focaliza-
tion is turned back from the inter-textual conversation to the believers in the
church space as they praise Mary together with Gabriel: ®wvrjv oot &dopev
Kopn ayvr), mepixapdg tod TappinA.>

The first kanon of the feast follows a similar structure and expression.
The dialogue between Anna and Zacharias is continued throughout all the six
troparia without any conclusive appraisal of the Mother of God by believers.
The roles and characters of Anna and Zacharias are similar to the previous
example.

Above, in chapter 2.3.2., I mentioned the authority resulting from the
use of the dialogue form. As noted, the conversation between Zacharias and
Anna has no background in the influential narratives of the feast. Thus, by
describing this dialogue, the author of the text shows his authority. According
to Byzantine thought, he has understood the spiritual meaning of such a dis-
cussion in theoria and uses different rhetorical devices to convey these ideas.
In this context, however, it is proper to emphasise the pictorial character of
dialogue as a rhetorical structure.

53  “O pure daughter, to you do we rejoicingly chant with the words of Gabriel”
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Above, I also noted the use of “inter-textual” and “extra-textual” dia-
logues. M. Cunningham has also studied the use of dialogue-forms in Byzan-
tine homilies.* As she points out, one of the advantages of using this rhetori-
cal effect was the creation of a feeling of immediacy: “The congregation must
soon have been persuaded that these events were taking place again in their
midst in the context of the liturgical services [...] associated with the feast-
day”> In other words, the dialogical form is an essential part of the enargia
employed by homilists and hymnographers.

Thus, the use of dialogue in the kanon poems emphasises, again, the idea
of “liturgical time” and seeks to create a visual image of the persons present in
the church space.” Consequently, dialogue may be regarded as an important
tool for intensifying the second phase of the ekphrastic process. In the case of
these particular dialogues, they also bring intertextual references with them
to the events of the Annunciation, creating a strong connection between the
two feasts.

4.3. A HYMNOGRAPHIC READING OF THE ICONOGRAPHY OF
THE ENTRANCE®”

Having briefly presented the historical development of the iconography of
the feast, I proceed to analyse the thematic parallels between hymnographic
and iconographic representations of the Entrance. Here I hypothesize that the
key to the implicit connections between them is rhetoric. From an interme-
dial point of view, the Byzantine rhetorical tradition, embedded as much in
image as in text, provided iconographers of the Entrance with the same tools
as hymnographers, in the service of same aims.

54  Cunningham 2003.

55  Cunningham 2003, 107.

56 A theory has been presented that the dialogues would have been presented as liturgical
plays (La Piana, 1912; 1936), but as M. Cunningham (2003, 102, footnote 6) points out,
this view has not been widely accepted by scholars.

57 M. Quenot (1997) has already suggested a way of hymnographic reading for icons in his
study on the Resurrection compositions and icons related to it; however, the study did not
include icons of the Entrance. Thus, as far as I know, the present study is first of its kind.
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4.3.1. ICONOGRAPHY OF THE FEAST OF THE ENTRANCE
The oldest iconographic reference to the Entrance predates the iconoclastic
disputes and could be found in the church of St. Sabbas in Rome. The orig-
inal has disappeared, but the inscriptions from the eighth century remain.
The oldest existing images are from the ninth century (Goreme chapel of the
Theotokos in Cappadocia, Kizil Cukur chapel of Joachim and Anne in Cap-
padocia), tenth century (Menologion of Basil II in Vatic. gr. 1613)*® and elev-
enth century (Kepez chapel of Sarica kilise in Cappadocia, Cemil chapel of
the Archangel in Cappadocia, Oria Koy church of St. Barbara in Cappadocia,
the Hagia Sophia churches in Ochrid and Kiev, the mosaics of the Dormi-
tion church in Daphne, the cathedral of Aleni in Georgia).” After this period,
the number of Entrance scenes in church decorations began to increase and
become a part of the standard pictorial display of the naos during the Palae-
ologian period.®

In most cases, the iconographic depictions follow a similar pattern: a
procession of women (“the women of Israel,” as the author of Prot. Jas. puts
it) and Mary’s parents accompany her to the temple, the high priest Zacharias
receives her, Mary prays and/or is fed in the temple by an angel (an image that
reminds the observer of the Annunciation setting), and, in some cases, Mary’s
parents offer her as thanksgiving to God (perhaps inspired by the feast of the
Presentation of Christ in the temple). In the iconographic compositions of
the Entrance, it is natural for events that took place at different times to be
depicted together - i.e. simultaneously in space. This corresponds to the con-
cept of liturgical time, discussed in relation to hymnography and homilies in
chapter 2.3.3.

Perhaps the largest group of iconic images related to the Entrance can be
found in the illustrated homilies of James of Kokkinobaphos in Cod. Vatic.
gr. 1162.%' Similar miniature paintings in combination with the same text can

58  For a reproduction of this manuscript, see Il menologio di Basilio II, vol. 2 1907, 198.

59  See Lafontaine-Dosogne 1964, 37-38; for illustrations, xxxiv-xxxix.

60  An extensive list of these icons from the whole of the Eastern Orthodox world can be
found in Lafontaine-Dosogne’s work; a similar list, though not equally analytical and
comprehensive, can be found in Kahoxdpng 1972.

61  See Omont 1927, tables X-XIII and C. Stornajolo 1910, tables 23-31.
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be found in Paris. gr. 1208.%* The homily included in these manuscripts is the
very same sermon presented in chapter 2, which, as I noted above, is partly
spurious and partially written by George of Nikomedeia, being preceded by
a new incipit.

This Vatican manuscript variant includes ten different scenes from the
Entrance: the preparations for the Entrance, the discussion between her par-
ents, and the distribution of candles to the virgin friends of Mary. Then follow
the meeting of Mary and Zacharias, Mary’s alighting on the third step of the
altar, the vision of Zacharias, the departure of the others from the temple,
Mary being fed by the angel, the visit of her parents, and, finally, another
vision of Zacharias.”® The character of these illustrations is clearly iconotex-
tual, since they enforce the message of the homilies.®* Some of the miniatures
draw inspiration directly from the Prot. Jas., while others are based on the
content of James’s homilies.

In seeking to trace the visual tropes present in the iconography of the
Entrance, K. Kalokyris suggests that the themes of the feast relate to pre-Chris-
tian Hellenic sources. Similar pictorial structures can be found in the scene
where Achilles is taken by his mother to the centaur Cheiron for instruction.®
Such an image exists, for example, on the vase Louvre G186, dating from
the sixth century BC, where Peleus delivers Achilles to the mythical creature.
However, the connection between this depiction and the iconography of the
Entrance is rather strained. For instance, there is no description of procession
in the Achilles narrative, which is a dominant theme in the Entrance scene.®
If a link between the two image traditions truly exists, it can be only formal.

62  See Lafontaine-Dosogne 1964, 42-43. As she points out, the manuscripts are “issus tous
deux d’un atelier constantinopolitain” Due to limited space, I restrict my study to the
Vatican variant.

63  See Kalokvpng 1972, 100-101.

64  The iconotextual character, in this case, is very explicit, since the homily treats the feast
of the Entrance. For further discussion of the relationship between text and images in
manuscript illustrations, see Brubaker 2003. See also chapter 4.3.2. below.

65  See Kalokvpng 1972, 101.

66  Also Lafontaine-Dosogne (1964, 150) treats this analogy. However, as she points out, “une
telle iconographie a pu étre influencée par des représentations bibliques byzantines,” be-
cause it resembles the dedication of Samuel. Nevertheless, with no further evidence, the
connection between Achilles and the Entrance scene has to be understood as hypothetical.
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Another major element in the composition is the setting: the temple. Its
depictions as a building vary from one icon to another. The dominant ele-
ment, however, is the sanctuary, which is depicted with decorative crosses,
as if it was an altar of a Byzantine church. Surprisingly, the temple remains
quiescent and reserved in the iconographic depictions of the feast, in contrast
to the textual tradition, in which it is far more prominent. A more central ele-
ment, however, is the gate of the Holy of Holies. In some early representations
(such as Illustration 29 below), the doors are missing entirely, while particu-
larly in later iconography (Illustration 31, for example) they acquire a central
position, resembling the royal doors of a Byzantine iconostasis. The promi-
nence of the gate emphasises explicitly the paradox of a young girl entering
the sanctuary of the temple.

The Early and Middle Byzantine iconographical works listed above
form the basis of my analysis in the present chapter, though my last few exam-
ples originate in the Palaeologian period. It is noteworthy that all of the extant
iconic presentations of the Entrance are either approximately contemporary
with or, in all likelihood, posterior to the creation of the hymnography of this
feast. A portion of the hymns had already been composed by the ninth cen-
tury at the latest, if not earlier, and the earliest preserved visual presentations
of the Entrance are from the same century. Of course, it is possible that some
of the iconic depictions were destroyed during the iconoclast dispute. The
Entrance does not, however, become a standard theme in Byzantine churches
before the Palaeologian period, a period in which the hymnographic corpus
of the feast was already extant.

4.3.2. THEMATIC AND INTERTEXTUAL PARALLELS

Above, I listed the standard elements in Entrance depictions that dominate all
iconography from the tenth century onwards. In most cases, these themes are
presented in a synthetic way.”” The structure includes a hierarchical anabasis

67  For an overview of the iconographic presentations of the Entrance, see Lafontaine-Do-
sogne 1964, 138-67. As she notes (p. 143), “il y a eu tres tot divorce entre les illustrations
de ménologes ou déglises, de caractére synthétique, et les miniatures de manuscrits ot
perdurait I'ancienne tradition. [...] Les artistes ont cherché une formule qui synthétisat
ces images en une seule composition et qui pat étre appliquée a la peinture déglise
comme aux miniatures lorsqu’il ne sagissait pas d’un cycle narratif.” Lafontaine-Dosogne
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towards the right side of the image, as we can see in Illustration 29: Mary steps
out from under her parents’ encouraging hands towards the high priest; beyond
her reception by him, she dwells in the Holy of Holies and is served by an angel,
as she is more honourable than the heavenly powers. This structure corresponds
to that identified above in the kanon of the forefeast in Sinait. gr. 570.

This succession of events symbolizes the elevation of the entire human
race, as the first unpublished kanon of the feast in Paris. gr. 259 suggests, Hp6n
npog Lyog Belov, ynyevav 1 ¢votg orjpepov, avabepévn, @ Kriotn maviwy,
TNV TG oikeiag avodov dmapyxniv.®® It can be seen as a movement that parallels
the idea of an ascent inside the temple space, which later came to dominate
the Byzantine ideal of church architecture. A procession towards the holier
places within the temple, i.e. the altar, meant as an elevation towards the king-
dom of heaven.®

« >

continues (p. 146), “cest la composition synthétique créée en vue de représentations de
caractére liturgique, du type de celle du Ménologe de Basile II, qui a été adoptée des le
Xle siecle dans les églises, ot le cycle narratif devait forcément étre réduit a ses éléments
essentiels : a cet égard, le theme de la Présentation est I'un des plus intéressants de toute
I'illustration de la vie de la Vierge” I consider, however, the synthetic depiction also to
have rhetorical semantics: discrete events can be brought together in space, allowing
them to be considered as a unified whole. This will be discussed in detail below.

68 4" troparion of the 2" ode: Today the nature of the earth-born approaches divine heights
when they dedicate the first-fruit of a familial ascent to the Creator of all.

69  P. Evdokimov (1990, 157-160), constructing a theology of the Byzantine church space,
which is based on the prototype of the temple of Jerusalem, points out the symbolism of a
gradual ascent constituted by the different parts of the church building, implying that the
church building is an indicator of the journey towards the kingdom of God. Later on, (p.
231-238) he describes a similar movement in the icon as a painting: “The icon is a sym-
bolico-personal representation which invites us to transcend the symbol and to enter into
communion with the person represented and to participate in the indescribable (p. 235)”

More recently, M. Barker, who has been already cited in the present study, has point-
ed out the symbolic connections between the Jewish temple and Byzantine church in her
remarkable studies (2003, 2004, 2012). For example, see her introduction to the theolog-
ical meaning of the temple and its parts in relation to the creation (2003, 14-32), where
she persuasively argues that the temple symbolizes the creation, while the Holy of Holies
represents the source of all creation. The veil, on the other hand, stands for the second
day of creation, the “web of matter that conceals the throne of God from human per-
ception” (p. 18). As Barker states, this conception was shared by the Byzantines in their
theology of the church building. Thus Mary’s entrance into the sanctuary is a symbol of
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The narrative themes are similar to the ones in the hymnographic cor-
pus; however, the typological imagery, which forms the core of the hymns of
the feast, is not found in the iconographic presentations of the Entrance.”
It is only expressed by the presence of the temple as the background to the
events, but none of the iconographic representations seems to emphasise the
role of the buildings themselves. However, the typology of Mary as the Holy
of Holies is presented iconotextually in the title of some depictions (Ta dywa
T@OV ayiov),”" as well as in the representations of her dwelling in the sanctu-
ary, even though a more common title for the composition is Ta eicodia tfig
®cotokov.”” This is the equivalent to the third level of iconotextual meaning
by Mikkonen, as listed above. The title of the icon gives it further typological
meaning.

One of the striking elements in the standard depiction of the Entrance,
such as the Menologion illustration (29), is Mary’s adult-like vestment. This
element exists in all the Entrance scenes and reflects the idea of antithesis in
Byzantine rhetoric, i.e. a child is vested like a grown-up. This is enhanced by
the fact that Mary, the main figure, stands at half the height of all the oth-
ers. A similar antithesis within the hymnographic corpus can be found in the
fifth troparion of the second kanon of the feast, which asserts that the Theot-
okos was “mature in spirit” when she was taken into the temple: NnmdCovoa
oapkl, kal Teleia TH Yoxi, 1 dyia KIPwTOG, &V T@ oikw Tod Ocod, eloépyeTal,
katatpveioat i Oeiag xapirog.” The role of antithesis in Entrance depic-
tions will be discussed below in greater detail.

On another level, this way of depicting Mary can be understood as an
indicator of timelessness in the icon. The adult-like clothing expresses her

her knowledge of divine mysteries, a fact implied also by the textual tradition of the feast.
Through the Incarnation, the Theotokos passes beyond the veil of the sanctuary (while,
paradoxically, wearing a veil herself) and contains God in her womb.

70  In contrast, for example, to the mural paintings in the Peribleptos church, referred to
earlier in 2.3.3.

71  Such as Peribleptos (FYROM, 13% century), Protaton (Mt. Athos, 14" century) and the
Holy Cross church in Platanistasa (Cyprus, 15% century).

72 See Lafontaine-Dosogne 1964, 148-149.

73 “The holy ark enters the house of God, being a child in flesh and perfect in soul, in order
to delight in the divine grace”
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Illustration 29. Menologion of Basil 11, illustration for the synaxarion of the
Entrance.

Il menologio di Basilio I, vol. 2 1907, 198. For information on the painters of the miniature
llustrations of this Menologion, see Seveenko 1962.

Illustration 30. Entrance scene from the Peribleptos monastery, 14" century.

© Johannes Karhusaari.
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future position as the Mother of God. It is also noteworthy that in the Menolo-
gion illustration the other virgins in the procession have uncovered heads,
which implies the unwedded aspect of Mary.”* Thus, the Theotokos holds a
special position among the persons depicted in the scene. She represents both
adulthood and childhood, and her clothing implies that she would be mar-
ried, even though she participates in the procession of unmarried women.

The strict linkage between the person of the Theotokos and her particu-
lar garments may be influenced by another factor, as well: the reliquary cult
of her vestments. As H. Maguire points out, the veil of the Theotokos was
believed to be miracle-working. It was brought to the church of Blachernai
in Constantinople during the sixth century and became a subject of sev-
eral homilies, including that of Theodore Synkellos. This piece of cloth was
described as somehow transparent.” In some examples, the veil is presented
as a more dominant feature of Mary’s vestments. This is the case of the fresco
in the Peribleptos church (Illustration 30). The cult of the veil had been widely
established for centuries by the time of the creation of the studied iconogra-
phy of the feast, which makes this reliquary connection supportable.

One site of considerable variation within the iconographic tradition is the
group of women who accompany the Theotokos. While virgins and mothers
are a prominent theme in hymnography, in early iconography these groups
do not exist separately, but motherhood is presented only through the person
of Anna. A few centuries later, mothers are depicted in the Protaton church,
for instance, as being inside the temple space (Illustration 31).”® This paint-
ing shows an even more dynamic movement of procession. Mary is depicted
three times in the same painting, emphasising her anabasis towards the Holy

74  Itis probable that, in the early 2" millennium Byzantium, young and perhaps unmarried
women did not use scarves or hats on their heads, but rather exposed their hair and wore
a diadem on it: for further discussion, see Dawson 2006, 44-48). The iconography of this
period, even though it depicts events from the past, depicts persons in clothing typical
for that period.

75  Maguire 2011, 44-46.

76  The wall paintings of this church are painted by the famous iconographer Manouel
Panselinos in the 14™ century. For discussion on the identity of Panselinos and his con-
tribution in the Protaton, see Millner 2012; for a collection of his paintings in Protaton,
see Manuel Panselinos from the Holy Church of the Protaton 2003.
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of Holies. This implies the three-fold structure of a Byzantine church and
suggests movement from the narthex to the altar which, as noted above, rep-
resents the heavenly kingdom. The composition is full of emotional expres-
sions, which will be examined later in this chapter.

An entirely different level of thematic development is visible in the illus-
trations from the Kokkinobaphites homilies, thanks in part to the greater
number in iconographic presentations. The images also expand upon the
typological teaching of the feast, an aspect that is absent from the other depic-
tions of the Entrance.”” It is not possible to introduce all the miniatures, but I
utilize samples that demonstrate the iconotext and the connections between
the iconographic depictions and the hymnographic tradition.

K. Linardou recently published a significant contribution to the typolog-
ical analysis of the Kokkinobaphos manuscript. Her study does not include
details of the Entrance scenes, as she restricts herself to a presentation of the
frontispieces of the codex. The frontispiece of the Entrance is only loosely
connected to the contents of the homily, presenting Mary as the burning
bush. The homily itself does emphasise the Theotokos’s virginity, but the par-
ticular typology is not mentioned.” This is an example of a clear iconotext in
which both the frontispiece and the following homily give meaning to each
other, and the image is not merely an illustration.

My first example from the miniatures (Illustration 32) is titled as “On
the hastening of the virgin to the Temple, proclaiming good news to those in
Hades””® This can be seen as a thematic parallel with the second troparion of
the ninth ode of the unpublished kanon of the feast in Sinait. gr. 570:

77  Also Lafontaine-Dosogne (1964, 150) denotes that the illustrations of the dedication of
Samuel by Hannah could have influenced the Entrance depictions; this is attested by the
intertextual references between the two Annas, found in biblical, apocryphal, hymno-
graphic, and homiletic traditions (see chapter 2.2.2.).

78  See Linardou 2011, 139-142. As she earlier (pp. 133-134) points out, the typological
depictions of Mary begin in the Psalter illustrations of the 9" century and become stand-
ardized by the 12" century.

79 Tlepi Tig £ig TOV vaov opuig Tig mapBévov. Evayyéla toig év Adov.
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Illustration 31. The Entrance scene in the Protaton church (Mt. Athos, Greece).

© Konstantinos Xenopoulos.
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Illustration 32. Mary and the proclamation of good news in Hades
(Vat. gr. 1162, f. 59").

The illustrations from the Vat. gr. 1162 are from the tablets of Stornajolo (1910).
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ZKIpTHOATE, Rejoice,
naoat kapdial katwdvvat, o all sorrowful hearts,
Kai evayyehioOnrte, and receive the good news,
0N ot an’ aidvog eig Adny, o you who formerly were condemned
katadikaoévTeg, to Hades, for behold,
S0V, eig Ta dyta 1} MEvayvog oikel, the most pure one dwells
Kal TOV TAVTWV AVTpWwTHY, in the Holy place and gives birth
KUET GAPKOVUEVOV. to the incarnate Redeemer.

Another noteworthy element in this image is the presence of angels, which -
with the exception of the angel that fed Mary in the Holy of Holies - is unex-
pectedly missing from the later, standardized depictions of the Entrance, even
though they play an important role in the hymnography of the feast and are
more prominent than in sermons. The angelic amazement, which is charac-
teristic of the hymnographic corpus of the Entrance, emphasises the position
of the Theotokos above all heavenly powers.* However, it also underlines the

80

In Byzantine hymnography, the angelic amazement is mainly connected to the life of
Christ, for example, the Nativity of Christ (5" idiomelon apostichon: Ayyé\wv ai Avvéypelg
g0avpalov, Podoat kai Aéyovoar- Adka Tf] ovykataPdoet oov, uove phavBpwrne; “The
angelic powers wondered, crying out and saying: glory to your descension, o only
one who loves mankind” [Mnvaiov tod Aekepfpiov 1993, 504]), the Presentation of
Christ (1% kathisma: Xop0g AyyeAkog, eékmAnttécfw 1o Oadua [...] v deatov, ToD
®cod ovykataPaotyv; “May the angelic choirs be amazed by the miracle, the unspeak-
able descent of God” [Mnvaiov tod ®ePpovapiov 1993, 31]), Theophany (2™ sticheron
kekragarion of the Vespers: Tod Avtpwtod Hp@v, 1110 SovAov Pantilopévov, kal Tfj ToD
TTvedpatog mapovoia paptupovpEvou, éppiiav opdoat Ayyélwv otpatiai; “The orders
of angels were terrified when they saw our Redeemer being baptized by a servant and
testified by the presence of the Spirit” [Mnvaiov tod Tavovapiov 1993, 153]), Holy Sat-
urday (2" kathisma: EE¢otnoav xopol, T@v Ayyéhwv 6pdvTeg, OV év 101G Tod [Tatpog,
kaBe(opevov KOATIOL, TOG TAPw KatatiBetal, g vekpdg 6 aBdvatog “The choirs of
angels were amazed, when they saw how the one who was in the bosom of the Father
is laid in the tomb, the immortal one as dead” [TpiwdStov 1994, 977]). In the Marian
feasts, angelic amazement is described especially in the Dormition, where they are told
to participate in the assumption (for example, in the 1 troparion of the 9" ode of the 1*
kanon of the feast:’E§ioctavto Ayyéhwv ai Suvapelg, £v Tf] v okomovpevat, TOV oikeiov
AgomdTny, yovatkeiav yoxny xetplopevov; “The angelic powers were amazed, when they
beheld in Sion their own Ruler to take the soul of a woman” [Mnvaiov tod Abyobotov
1993, 205]). On the contrary, the hymnography of the Annunciation does not attribute
any emotions of amazement to Gabriel, and other angels are not described; such is the
case also in the hymnography of the Nativity of the Theotokos.
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paradoxicality of a child dwelling in the Holy of Holies, an event that the
angels never had seen before. For instance, the unpublished prosomoion in
Sinait. gr. 568 describes the amazement of the heavenly powers:

‘O vaog 6 dylog, The holy temple,

1] oknvi| 100 Beiov Adyou, the tabernacle of the divine Word,

év 1@ va® Kvpiov eionxbng é¢nafiwg, worthily entered into the temple of the Lord.
G &yyehot PAémovTeg, Seeing your purity

10 KaBapov TG dyvelag, and sensing your stainless state,
¢EloTavto voodvTeg, the angels were amazed

Kai Bo@vTeg ool dypavte, and cried unto you, o Undefiled one:
YUVI| pév 1o 6pwpevov Seikvooat, ”You appear as a woman,

EEvov 8¢ €0V TO VOOUEVOV TIAVAYVE, but the ineffable mystery

¢mi ool TO dppnTov, we behold is strange.”

St tod10 08 TOBW So&dlopev.™ For this with longing do we praise you.

Additionally, the image implies a close connection between Mary and God.
The Lord’s hand stretches forth from heaven and is met by the Theotokos’s
look and attitude of prayer towards the heavens. The scene also conveys a
sense of expectation from Mary’s perspective, despite the fact that, according
to the narratives of the Entrance, she was still not aware of her future task as
the birth-giver of Christ at this moment. Instead, the composition demon-
strates her spiritual maturity and a special position among the human race: it
is only she who gazes at the hand of blessing.

The next miniature (Illustration 33) includes a strong typological con-
notation. Due to their iconotextual character, manuscript illustrations were
an especially good means of conveying typological meanings through the
co-operation of images and words.* The image presents Mary as the couch

81 3" sticheron prosomoion following the automelon Evgpaivecbe Sikatot.

82  An interesting example of this is the illustrated psalters from Middle and Late Byzantine
period. For instance, the Khludov psalter is illustrated with events of the New Testament
in the margins, enforcing the typological interpretations of the Psalms that are considered
prophecies of the respective events. Psalm 44 is illustrated with the Annunciation scene
together with David and entitled: Aavid Aéyel. Axovoov TG wviig ToD dpxayyéhov. For a
reprint of the manuscript, see Illernikina 1977; Psalm 44 is presented on f. 44'-45". On the
dating of the Khludov psalter, see pp. 29-30. For further discussion on Middle Byzantine
illustrated psalters, see Tikkanen 1895. For events of the life of Mary serving as types for
Eucharist in the manuscript Stavrou 109, see chapter 2.2.7. above.
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Hllustration 33. Mary surrounded by the sixty valiant men
(Vatic. gr. 1162, f. 64').

Hllustration 34. Zacharias embraces the child and prays (Vatic. gr. 1162, f. 67°).
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of Solomon described in the Song of Songs (3:7)* and is entitled “The Couch
Surrounded by Sixty Valiants”* There are no pictorial representations of the
couch, so this typology is expressed purely by iconotextual means. The sixty
valiant men of the Song of Solomon are depicted behind Mary but in from of
her parents and the rest of the house of Israel. The typological representation
of the Theotokos through the Song of Songs emphasises her bridal character.
Thus, the valiant ones accompany her as if in a wedding procession towards
the Bridegroom.* This theme is briefly mentioned once in the hymnographic
corpus, in the sixth sticheron prosomoion of Great Vespers:

mBopévn dmodeka, The all-blessed Anna
Zayapia ¢Bonoev, cried out rejoicing:

Avva 1) TavedPnuog, ’O Zacharias, receive her
fjv éknpuéav, whom the prophets of God
Beod Ipoeritat v [Tvedpart, proclaimed in Spirit,

Kal TavTny eiodyaye, and take her

&ig TOv dytov Naov, into the holy temple

iepd¢ dvatpépeadal, to be brought up there in reverence,
Omwg yévitad, so that she may become
T00 AgomOTOL TOV SAWY, the divine throne, palace,
Beiog Opovog, couch and dwelling

Kai aAatiov kai kAivn, full of light

Kal wTavyg évotaitnpa. for the Ruler of all.

The following illustrations take the reader to the encounter of Zacharias and
Anna, an account that does not differ greatly from the other depictions of the
Entrance. However, the title “Zacharias’s question about the child and Anna’s
answer”® reveals that the depiction of the event has no roots in the Prot. Jas.,

83  This typological image was not analysed separately in chapter 2 because of its irrelevance
to the hymnographic corpus of the Entrance. However, see chapter 2.3.3. for a depiction
in the Peribleptos church. For further information on this typological image of Mary, see
der Nersessian 1963.

84  Khivny vmo £&fkovta KUKAOPEVIV THY YuXIV vOnTéoV.

85  Linardou (2011, 143-144) points out that the illustration of the following homily in the
Kokkinobaphos manuscript also depicts Mary as the couch of Solomon and as being fol-
lowed by the sixty valiant ones. Since the next homily is on the betrothal of Mary to Jo-
seph, this image does, indeed, point out the marital character of the Entrance procession.

86 Epwtnoig Zayapiov mepi ThG matdog, Kal AmokpLolg Avvng.
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since such dialogue does not exist in the Apocryphon. Rather, it illustrates the
contents of the homily. The sermon, for its part, constitutes a portion of the
tradition of a dialogue between these two characters, which is preserved in
both homiletic and hymnographic corpuses.

The miniature in f. 67¥ (Illustration 34), entitled “Zacharias kisses the
child and prays,”® is a unique one. It presents the embrace of the high-priest
and the Theotokos in an emotional way, more strongly than other stand-
ard compositions. This theme does have its roots in the Prot. Jas., where the
author describes how Zacharias kissed Mary while receiving her and burst
forth into praise of God (7:2). As we will see below, this image has intertextual
connections with other depictions of the embrace.

In f. 74%, there is a double composition of typological character. In the
upper part of the miniature, Zacharias is censing towards the Holy of Holies,
while in the lower part Joachim and Anna arrive at the temple in order to see
Mary, now grown up, who nevertheless rejects their visit (Illustration 35).
This scene is entitled “The arrival of the righteous at the temple in order to
visit the child, who did not turn to them.”®® The latter theme does not appear
in the Prot. Jas. or in the Lives of the Virgin. Lafontaine-Dosogne discusses
the background of the tradition of this visitation and suggests that its original
source is the Syriac Apocryphon edited by Budge.*

What, then, is the reason for depicting these images together? Lafon-
taine-Dosogne considers the upper part a prologue for the next illustration,
in which Zacharias is amazed by the nourishment of Mary at the hand of
the angel.”” On the basis of the hymnographic corpus, however, an alternative
reading is possible. The pair of illustrations can be seen as a symbol of Mary’s
monastic virtues, discussed in chapter 2.2.5. The renunciation of family ties
belongs to the set of monastic virtues. Similarly, the typological image of
Mary as incense is, in the hymns, connected to her virtuous life in the temple.

87 'O mpog v maida Aomacpog Kai evyxny Zoaxapiov.

88  A@iig v Sikaiwv gig TOV vaov 8’ émiokeyty TG Tatdog, §Te 0vK EMeTPAPN ADTDV.

89  Lafontaine-Dosogne 1964, 142: “Or, semblable tradition ne se rencontre dans nos récits
que dans le Syriaque de Budge, mais elle pouvait étre plus répandue puisque le Discours
(apocryphe ?) de Cyrille de Jérusalem en a conservé la trace. Il aura combiné cette don-
née exterieure avec le texte qu’il avait sous les yeux.”

90  See Lafontaine-Dosogne 1964, 142.
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Illustration 35. Zacharias censes the Holy of Holies; Mary rejects her parents
(Vatic. gr. 1162, f. 74").
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The Theotokos is referred to as “the incense of sweet fragrance.””' The unpub-
lished kanon of the forefeast in Sinait. gr. 570 implies that this sweet fragrance
is her virtuous and pure life:

"EBelEag ayvi) tapBevikag, O pure one, having drawn to yourself
xopelag Ti¢ dyveiag oov Tfj edwdiq, choirs of virgins with the sweet fragrance of
ag kal ndTpEMIOaC, your purity, today you prepare them
npoTpExeLy mow, to go before you with longing
&v 1@ va® tod Oeod, to the temple of God
Kai T peyalela oov, as they proclaim you great
avayyéhewv onpepov, among mortals
Kai Ppot@v o€ knpOTTELY eVTPémetay.” and announce your majesty.

In conclusion, we could say that the iconographic tradition of the feast is, in
broad strokes, faithful to the narrative of the Prot. Jas. However, some com-
positional elements add interpretations to the text of the Apocryphon, which
are drawn from the hymnographic and homiletic sources. The illustrations of
the sermon by James of Kokkinobaphos constitute an exception within the
narrative structure of Entrance imagery. They also add typological analysis to
the events of the Entrance, again drawn from the hymnography of the feast.
In all cases, however, the images function according to their iconotextual role
by enhancing the meaning of the text. This is particularly true of the manu-
script illustrations.

It is necessary to reflect, if only briefly, on the difficulty of deciphering
the painters’ sources of literary influence. This is especially challenging since
there tends to be uncertainty regarding the identity of most Byzantine ico-
nographers, and it is, therefore, impossible to say which texts would have
probably been the most influential on their work.

Lafontaine-Dosogne’s significant study on the iconography of the child-
hood of Mary is restricted to the apocryphal tradition. She analyses the trans-
mission of the Prot. Jas. to other traditions, primarily the Syriac, Georgian,
and Ethiopian, presenting the similarities and differences between these nar-

91 To edbwdiag Bupiapa, 3™ unpublished sticheron prosomoion following the automelon
"Edwkag onpeiwoty in Sinait. gr. 570.
92 3" troparion of the 3* ode.



www.tezaurliturgic.ro
250 HYMNOGRAP

ratives.” However, her study excludes the homiletic and hymnographic mate-
rial of the feast, with the exception of a brief list of relevant homilies.**

Though the detailed analysis of the literary sources — and, of course, the
oral tradition related to them - is impossible, we can assume that hymnog-
raphy was the most effective way of transmitting literary influences to the
iconographers. This is particularly true of the painters of the Palaeologian
period, during whose era the hymnographic corpus of the feast and the form
of their performance was already quite uniform.* In the case of the Kokkin-
obaphos illustrations, however, a discussion of the literary influences must be
linked to the debate on the connections between hymnography and homiletic
tradition, which is discussed in chapter 2.3.2. Since the text of the homily is,
to a great extent, written by George of Nikomedeia, who authored both homi-
lies and hymnography, we can certainly affirm that the illustrations are linked
to the hymnographic tradition, even though they do not explicitly illustrate
liturgical hymns.

In what follows, I will analyse the intertextual references within the ico-
nography of the Entrance from a pictorial perspective. There we can see fur-
ther evidence for the transmission of the theological ideas of the feast through
its hymnographic tradition, which is also demonstrated in chapters 2 and 3.
The hymnographic corpus and the relevant musical tradition emphasise the
connection between this feast and the Annunciation even more than the ser-
mons. A similar link can also be seen in iconography. Thus, literary influence
aside, there is much to be learned from the intertextual references within
iconographic depictions.

93  Lafontaine-Dosogne 1964, 136-137.

94  Lafontaine-Dosogne 1964, 31.

95  This is attested to by the manuscript tradition of the Entrance. Most unpublished texts
exist in manuscripts dated around the beginning of the second millennium, while the lat-
er tradition includes a rather uniform set of hymns that became the standard repertoire
in the printed books, which are used also nowadays by the Greek Orthodox Church.
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Illustration 36. Entrance (on the left) and Presentation (on the right) scenes in
the church of Neredica (late 12" century).

Lafontaine-Dosogne 1964, xxxvii. For more presentations of the Neredica Christ the Saviour
church, see Msacoemos 1925.
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Illustration 37. The parable of the wise and foolish virgins, cathedral of Pec,
14" century.

© Johannes Karhusaari.
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Illustration 38. Annunciation scene from a portable icon in the Peribleptos
church (14" century).

Todaung 2000, vol. 2, 274.
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Lafontaine-Dosogne treats this subject briefly in her study of the icono-
graphic tradition of the Entrance. She connects the iconography of the feast
only with the feast of the Presentation of Christ (February 2).° This connec-
tion is logical because of the character of both events. In both cases, a child
is dedicated in the temple. However, it is remarkable that this parallelism is
mentioned neither in the sermons nor in the hymns of the Entrance, so the
linkage remains exclusively on a pictorial level. The most explicit example
of this connection is, according to my knowledge, in the church of Nered-
ica (Illustration 36). The only significant difference is the absence of external
characters at the Presentation, while, conversely, virgins are present at the
Entrance.

In chapter 2.2.5., I demonstrated the intertextual relationship between
the typological image of Mary as wedding chamber and the parable of the
ten virgins. Lafontaine-Dosogne suggests that there is also an iconographic
connection between the Entrance scenes and the early Christian models of
the foolish and wise virgins.”” A 14™ century wall painting from the cathedral
of Pe¢ (Illustration 37) presents the virgins as being already divided into two
groups. However, the intertextual relationship with the virgins of the Entrance
becomes an antithesis, since the latter are considered virtuous.

As noted in chapter 2, one of the strongest intertextual references of the
hymnographic corpus is the linkage with the feast of Annunciation.”® A con-
nection between the iconographic conventions of these two feasts can be seen
particularly in the mural paintings of the Entrance during the Palaeologian
period. In the standard depiction of the Entrance, Mary is sitting on a throne
and receives nourishment from the angel, who seems to hasten towards her
from the left. This is the direction of arrival — as opposed to leaving - in the

96  See Lafountaine-Dosogne 1964, 149. For more information on the formation and his-
tory of the iconography of the Presentation, see Kahokvpng 1972, 154-155; Shorr 1946;
Maguire 1980-1981; for a theological and hymnographic reading of this composition,
see Quenot 1997, 136-138.

97  See Lafontaine-Dosogne 1964, 150.

98  Also in the Khludov psalter, Psalm 44 — which, by the time of the creation of the manu-
script, was surely understood as a prophesy of the Entrance - is connected to the Annun-
ciation by the miniature depiction of David, Mary, and Gabriel; for more information,
see footnote 82 above.
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Byzantine iconographic tradition, which can also be seen from the direction
of the procession. Similarly, in the standard composition of the Annunciation,
Mary is seated while Gabriel hastens towards her (Illustration 38). The icono-
graphic tradition of the Annunciation had already begun during the early
Christian period and was thus transmitted to Byzantine art;*” accordingly,
this convention must have been known to the iconographers of the Entrance
scenes. The hastening posture of the angel in this Annunciation depiction
reminds one of Zacharias in Illustration 29.

In the Kokkinobaphites manuscript illustrations, there are even more
intertextual references. In Illustration 32, the righteous are presented together
with Adam and Eve, the forefathers, in the lower part of the composition.
This is very similar to the iconographic setting of Christ’s descent into Hades
(Illustration 39), where the righteous witness the most significant event in
salvation history, the resurrection of Christ.'® While the gates still keep the
righteous in Hades in the Kokkinobaphites illustration, the resurrection icon
shows the gates being trampled down. In the manuscript illustration, the
angels point at Mary in order to show that she will become the gate of salva-
tion. This corresponds to the apolytikion of the feast:

nuepov Tig evdokiag Oeod T pooiptov,  Today is the foreshadowing of the good will of God
Kol Tg TV avBpwnwv cwtnpiag 1 pokfpuéic: and the proclamation of the salvation of men.
"Ev Na® 100 @eod tpavag i TTapBévog Seikvutar, The Virgin is revealed in the temple of God,
Kai tov Xplotov toig ndot mpokatayyéAAetat. and in advance she announces Christ to all.
AT kol UElG peyalo@wvws Borowpey- Let us also cry out to her with a mighty voice:
TiiG oikovoyiag tod Kriotov 1| éxmAnpwotg.  Hail, you fulfilment of the Creator’s dispensation.

99  For a listing of early examples of the depictions of Annunciation, see Todung 2000, vol.
2, 268; for a wider presentation of the iconographic tradition of the feast and relevant
bibliography, see pp. 268-272; for a theological analysis of the Annunciation icon and its
hymnographic reading, see Quenot 1997, 118-125.

100 For a more extensive analysis of the development and meaning of Resurrection icons, see
Quenot 1997, 69-112.
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Illustration 39. Resurrection fresco from the parekklesion of the Chora church,
Istanbul, 14" century.

Source:

http://en.wikipedia.org/wiki/Chora_Church#mediaviewer/File:
Chora_Church_Constantinople_2007_013.jpg, consulted on December 2, 2014.
For more information on the Chora church, see Janin 1969, 531-539.
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Illustration 40. Embrace of Joachim and Anna, portable icon from the
Archeological Museum of Church History, Sofia, Bulgaria, 14"-15" century.

Todung 2000 vol. 1, 246.
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Illustration 41. Embrace of Mary and Elizabeth, church of St. George,
Kurbinovo, 1191.

Todapng 2000, vol. 2, 356.



www.tezaurliturgic.ro
AS ICONIC NARRATION 259

Another intertextual reference in the Kokkinobaphites manuscript is the
embrace of Zacharias and Mary (Illustration 40). This echoes of the embrace
between Joachim and Anna, a composition based on the Prot. Jas.'* On the
other hand, it could refer to the other significant embrace in the Theotokos’s
life, namely, her encounter with Elisabeth (Luke 1:39-45, Illustration 41). The
latter interpretation could be more correct as Elisabeth is the wife of Zacha-
rias. The hymnographic corpus of the feast does not include any references to
Zacharias embracing Mary, excluding, perhaps, the implication in the second
kanon of the feast,'* nor does it make intertextual references to the two other
embraces described here. Thus, the intertextual relationship between these
events remains purely iconographic.

To conclude, one could say that some of the intertextual relationships in
images are exclusive to the pictorial tradition of the feast, such as the connec-
tions to the Presentation and icons depicting embraces. Some others, on the
other hand, are based on the intertextual connections presented also in hym-
nography and in a musical form, such as the Annunciation, and the depiction
of the prophets and the righteous in the Resurrection composition.

4.3.3. RHETORICITY OF BYZANTINE ICONOGRAPHY

As we have seen throughout the course of this study, rhetoric held an
extremely important position in the Byzantine Church. Its influence clearly
extended also to iconography. However, as L. Brubaker points out, it is still
difficult to say, “whether there was a ‘rhetoric’ of images, [...] also because the
study of visual conventions and ‘the art of persuasive public visualizations’
[...] has been so little studied.”'*

101 [Avva] €dpape kai ékpepdadn eig TOV TpdxnAov adtod Aéyovoa- Nov oida §tt Kvplog 6
®e06 NOAOYNOE pe opodpa [...] kai 1y dtexvog £v yaotpi Ajyopal (“[Anna] ran immedi-
ately and hung on his neck, saying: 'Now I know that the Lord God has richly blessed me
[...] and I, who was childless, shall conceive.” Schneemelcher 1991, 427-428). As Tsamis
(2000, vol. 1, 243-244) notes, the embrace is a common theme in iconography and can
be found, for example, in icons of Peter and Paul.

102 3" troparion of the 8" ode: Mapia 1} &xpavTog, kol EUyux0g OKNVI), TPOCPEPETAL OTIUEPOY,
¢v olkw ToD Oeod, kail déxeTat TavTNY, Zaxapiag Xepoty, wg fylacpévoy, ketpnAov Kvpiov
(“The undefiled Mary and living tabernacle is today offered in the house of God, and
Zacharias receives her with his hands as a sacred treasure of the Lord”).

103 Brubaker 2003, 264.
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The most significant contribution to this field for the past three decades
has been H. Maguire’s work on the relationship of art and eloquence in Byz-
antium,'™ where he shows that the Byzantines themselves were aware of the
fact that rhetorical thought affected their paintings.'” Maguire divides the
relationship between art and rhetoric into three phases, of which the second
and the third are most relevant to the study of the Entrance:

1) “Early Church Fathers applied a convention of pagan rhetoric to
the Christian context, and saw painting [...] primarily as a means
of instruction”

2) “During the iconoclastic controversy, the defenders of images |[...]
made the relationships between art and writing an important argu-
ment against their opponents”

3) “By the twelfth century the linking of art and eloquence had lost
much of its force in polemic, but lived on as a convention in Byz-
antine literature”%

During the course of his study, Maguire examines the use of four rhetorical
methods - description, antithesis, hyperbole, and lamentation - in the inter-
medial relationship between art and literature. The most relevant aspect of
his research for the present study is his examination of ekphrastic thought
in the production of iconography,'” where he analyses the second part of
the ekphrastic process or, in other words, the emergence of an image based
on literary sources and expressed in the framework of the artist’s aesthetic
conception.

104 Maguire 1981.

105 'This is attested to by the use of terms ypagn (writing), iotopia (meaning both written
and painted history), and oxrjpa (for both a rhetorical figure or a pose in painting) in the
context of both art forms; cf. Maguire 1981, 9. Maguire, moreover, notes the statement
of Gregory of Nyssa in his homily that was held in the church of Theodore the Martyr,
where he describes wall paintings as “a book endowed with speech” (Q¢ &v PipAiow Twvi
YAwtto@opw) and continued: “for painting, even if silent, knows how to speak from the
wall” (oide yap kai ypagr cwwndoa év toiyw Aaheiv). For the original quotes, see De
sancti Theodoro Martyre, PG 46, 737°-740%.

106 Maguire 1981, 12.

107 Maguire 1981, 22-52.
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If hymnography can be understood as an ekphrasis of spiritual theoria or
as a literal second level of ekphrasis that describes the image conveyed by the
earlier literature of the Entrance, it is logical to consider the iconography of
the feast as an ekphrasis of the literal tradition of the feast — homilies, hym-
nography, Apocrypha and typological passages of the Scriptures — in combi-
nation with the spiritual vision of the artist.'*

In the following paragraphs, I analyse the way in which Byzantine paint-
ers, either consciously or unconsciously, used a pictorial toolkit that is compa-
rable to the array of rhetorical devices studied above. My examples are drawn
from the iconographic material of the Entrance. One should bear in mind
that, even though most of my examples are posterior to the creation of the
hymnographic corpus of the feast and the role of rhetoricity in the Byzantine
society had therefore already shifted, the rhetorical conventions persisted, as
Maguire noted above. Also, the hymns had been used in liturgical life for a
significant period of time, which enhanced all the more the hymnographic
influence on the creation of iconography.

The analysis throughout the present study has emphasised that enargia
is one of the most important rhetorical approaches in the verbal expression
of Byzantine theology, being utilized in order to emphasise the timeless char-
acter of salvation history, which is strongly attested to by the use of orjpepov
in the hymnographic and homiletic tradition. The same idea also came to
dominate Byzantine iconography and reached its culmination during the Pal-
aeologian renaissance.

It is generally acknowledged that Byzantine iconography lacks the per-
spective that is established by the art of the Western European Renaissance.'”
Sometimes this phenomenon is explained by a “reversed” perspective; how-
ever, G. Kordis has refused to accept this concept in his analysis of the Kom-
nenian and Palaeologian iconographic techniques as there is no vanishing
point, which is typical for the Western renaissance perspective.'” Instead, he

108 See footnote 20 above for P. Florensky’s description of the process of painting icons in
spiritual theoria.

109 In this context, I understand perspective in the way L Cartwright and M. Sturken (2009, 151)
have described it: “Perspective refers to a set of systems or mechanisms used to produce rep-
resentations of objects in space as if seen by an observer through a window or frame”

110 See Kopdng 2000, 61-62.
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suggests that the Byzantine icon opens a space in front of it, in which the
observer of the icon and the persons depicted on it enter into a dialogue.
This has as its prerequisite the dialogical relationship between the characters
depicted on the icon."" This idea parallels the enargetic way of conducting a
dialogue between believers and the persons present in the Entrance, a con-
cept employed in both hymnography and the homiletic tradition.

This pictorial technique serves the same aim as enargia in the literary
genres: to create a sense of the saints and Christ being present in the church
space and in order to communicate with the church community. P. Evdoki-
mov, in his excellent treatise on the theology of the icon, notes, “sacred space
abolishes juxtaposition and does more than just bring about the simple coex-
istence of two things set side by side. Sacred space makes us one’ in Christ;
it brings about a consubstantiality with him”!** Further on, he develops this
idea on the level of the icon: “The icon is a witness to the saint’s presence and
expresses his ministry of intercession and communion.”'"?

A question that remains in relation to the case of the Entrance is, how-
ever, whether or not there are some methods of depiction that are unique to
this feast and appear in the iconographic examples presented above. When
observing Illustration 29, we can see the extremely dynamic movement of
Zacharias towards Mary. His feet seem to be in the air, evoking his haste and
echoing Gabriel’s stance in the Annunciation scene. Between Mary and Zach-
arias there is a strong sense of a dialogical meeting, just as Kordis described
above. Zacharias’s dynamic movement, however, moves their encounter from
the surface of the painting towards the spectator.

Zacharias’s eagerness to receive the child becomes a pictorial variation of
the rhetorical exclamations in the hymnographic and homiletic texts. Magu-
ire, in his study on the rhetoricity of Byzantine art, describes the “flight” of the
elder Symeon in the Presentation scenes, manifesting the rhetorical device of
hyperbole.'** In a similar way, Zacharias’s dynamic movement can be seen as
pictorial hyperbole, especially because of the intertextual links in the icono-

111 See Kopdng 2000, 79-84.
112 Evdokimov 1990, 139.
113 Evdokimov 1990, 179.
114 See Maguire 1981, 84-90.
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graphic traditions of the three relevant feasts: Entrance, Annunciation and
Presentation.

In Panselinos’s composition, the location of the three depictions of the
Theotokos plays a role in enargia. The first character is painted closest to
the observer of the icon. The second one is already approaching the Holy
of Holies, while the third has already reached the throne and is the furthest
from the observer. Thus, the painting calls its spectators to join the procession
towards the sanctuary. Even though the icon does not have a perspective and
the characters are set in a linear composition, by depicting the characters in
the way described there is a sensation of entering the Holy of the Holies. The
movement becomes more dynamic through the representation of the Mother
of God in triplicate.

As is commonly known, the aim of all rhetorical action is persuasion,
and the metaesthetic enargia of Byzantine iconography serves this purpose.
Following iconoclasm, a strong emotional expression also gradually began
to develop in Byzantine iconography, reaching its peak during the Palaeo-
logian renaissance. The development of these highly emotional expressions
was, however, interrupted by the fall of the Empire.

N. Tsironis recently published a significant study on emotion and the
senses in Middle Byzantine sermons, the homiletic period most relevant for
the study of the Entrance.'”® She also studies the sermons by Germanos, sug-
gesting, “emotion is often evoked in Germanos’s homiletic corpus through
strings of epithets or emphatic antithetical patterns. [...] The imagery of emo-
tion and the senses are intertwined with his narrative, interwoven with the
dramatic tone characteristic of his work!'¢ Tsironis concludes her article by
stating that the Middle Byzantine homilists wished, through the provoking
of emotions, to emphasise the physical aspects of the incarnation of Christ.'"”
Thus, the textual tradition of that period follows the parallel iconographic
development.

Several details in the Entrance scenes are intended to have an emotional
impact on the observer. A common feature of most presentations is the sor-

115 Tsironis 2011.
116 Tsironis 2011, 191-192.
117 Tsironis 2011, 195.
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rowful facial expression and body language of Anna. This emotional element
has no background in the Prot. Jas. or in the hymnographic corpus of the
feast, which seems to emphasise the consciousness of Anna during the course
of the events, as noted above in the context of the dialogue odes in kanons.
She seems especially shocked in Illustration 35, where Mary rejects her par-
ents at their visit to the temple. Conversely, the Theotokos is never presented
as hesitating. Thus, the emotional depiction of the characters emphasises her
firm dedication to God. At the same time, the depiction of a mother’ feeling
upon losing a child surely touches the heart of any parent and strengthens the
emotional impact of the icon.

In a way, Anna’s sorrowful state — particularly apparent especially in all
the miniatures of the Kokkinobaphos manuscript through her facial expres-
sion and gestures, which resemble other Byzantine representations of lam-
entation or horror — becomes a pictorial parallel of the rhetorical device of
lament. Maguire has also studied the role of lament in iconography, holding
up the lament of the Virgin as the most famous example."® In this way, Anna’s
lamentation can be seen as a typology of Mary’s lamentation during her Son’s
passion. This is a pictorial parallelism related to the idea of the Theotokos
being an offering of humanity and as a type of Christ’s ultimate sacrifice, as
we saw in the intertextual study in chapter 2.

Joyful emotions, on the other hand, are depicted in the encounter of
Mary and Zacharias, emphasising her spiritual joy in the temple as described
in the Prot. Jas. In all depictions, the child is hastening to meet the high-
priest. The most emotionally charged portrayal is in the embrace between
them in Illustration 34. The reactions of the virgins and the house of Israel are
of amazement as they seem to converse with each other. In Panselinos’s paint-
ing, one of the virgins points to the child as if to show everyone that she will
give birth to God, mirroring the gestures of the angels in the Kokkinobaphites
illustration (32). In the same depiction, the virgins are heading towards the
temple in a determined fashion and do not show any sign of amazement.

As Maguire notes, “in the Byzantine church, antithesis was more than a
figure of speech: it was a habit of thought”'** In the Entrance depictions, this

118 See Maguire 1981, 91-108.
119 Maguire 1981, 53.
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rhetorical device appears in various ways. The “mixed feelings” described above
an antithesis as such; the serenity of the child and the joy of the high-priest are
in contradiction to the amazement and lamentation of the other persons pres-
ent in the scene. Another explicit form of antithesis is Mary’s adult garb, which
we analysed above in detail. The antithesis is not only related to her age and
the uncorrespondent vestments, but also to the paradox of maternal virginity.
Another obvious antithesis is her dwelling in the Holy of Holies, since this con-
tradicted general custom — even in Byzantine Christian churches.

However, there are also more intertextual forms of this antithesis. An
example is the parallelism with the icon of the foolish virgins. The virgins
preceding Mary are far from “foolish.” A similar implicit antithesis can be
seen between the Kokkinobaphos illustration of the righteous being closed
behind the gates of Hades and the trampled gates in the Resurrection icon.
Also, the open gate of the sanctuary can be seen as a counterpart of the Kok-
kinobaphos illustration. This miraculous event was the first concrete, public
sign of the arrival of the Saviour.

Thus, the icon evokes emotions in the observer by a persuasive method
similar to the rhetorical techniques at work in hymnography. However, these
emotions are in some cases drawn from sources other than hymnography,
such as the attitude of Anna in giving away her daughter. Most of the cases,
nevertheless, are present in the literary tradition of the Entrance, in the Prot.
Jas. as well as in the hymns and homilies of the feast. Persuasion is, however,
only one of the supporting aspects of iconography: its main purpose contin-
ues to be to represent faithfully the events of the feast.

4.4. THEOLOGY OF THE ICON AS A SOURCE FOR THE
“THEOLOGY OF HYMNOGRAPHY”

My primary question in this chapter is, based on the analysis compiled on
various linkages between icons and hymnography, whether iconography can
contribute something to the concept of a “theology of hymnography” The
theory of iconography, in general, has been more thoroughly articulated in a
theological sense, primarily because of iconoclasm, but also because of con-



www.tezaurliturgic.ro
266 HYMNOGRAP

temporary heterodox criticism of the veneration of icons. The most impor-
tant sources on this subject are the canonical decrees of the seventh Ecumen-
ical Synod and other theological treatises dating from throughout the history
of the Church." Hymnography as an art form never came under organised
attack, so there was never a compelling need to create a theology of hymnog-
raphy per se.

But why is there a need for a “theology of hymnography?” I believe that,
for the same reasons that extensive scholarship has been conducted sur-
rounding the theology of the icon, a similar discussion needs to take place
on the theological position of hymnography. Presently, our understanding is
limited to primary sources. From a more practical point of view, hymnogra-
phy has been and remains a remarkably strong didactic tool for transmitting
theological teaching to the hosts of believers participating in liturgical life,
which makes it important in and of itself. This aspect of hymnography still
requires further study.

Most problematically, many scholars, perhaps unconsciously, consider
hymnography a mere collection of theological fragments in sung form, thus
underestimating their independent theological value. This view, however, is
far from the truth, which has become evident throughout the course of this
present study. Iconophiles draw on hymnography and other ecclesiastical lit-
erature as one of the main sources for their arguments; bearing this in mind,
it seems that hymnography as a theological genre is actually suppressed today
in theological scholarship.

The majority of earlier studies on the theology of hymnography are
tightly linked to liturgical music.'! Indeed, music is essential in approaching
hymnography, as we saw in chapter 3. In his essay on the theology of the
music of the Orthodox Church, N. Lossky also briefly touches on the theo-
logical role of hymnography, which together with the Psalms forms the core
of church singing.'* His most important contribution for the purposes of the

120 As Brubaker (2003, 256) points out, “the intellectual history of the culture of images in
Byzantium is well known, and we have, by now, a relatively sophisticated understanding
of the issue;” see also Brubaker & Haldon 2001; Cameron 1992.

121 Such studies in this field are, for instance, BovpAnig 1994, often referred to in chapter 3 of
this dissertation.

122 Lossky 2003, also quoted several times in chapter 3.
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present study is his establishment of the connection between the seventh Ecu-
menical Synod and the theology of church music.'*

My purpose, however, is to approach the theological essence of hym-
nography not through the spectrum of church music but through that of ico-
nography. I begin my analysis from the arguments of the seventh Ecumenical
Council (Nicaea II) in the defence of icons. After this, I reflect briefly on the
way in which the ideas of a “theology of hymnography” contribute to contem-
porary scholarship.

4.4.1. SEVENTH ECUMENICAL COUNCIL

The role of iconography and hymnography is similar in the context of wor-

ship. They both are a proclamation of the incarnation, through which Christ

the Logos became audible and visible in his becoming human. The seventh

Ecumenical Synod, which articulated the significance of the Incarnation for

the Orthodox teaching concerning icons, represents the culmination of the

whole series of seven Ecumenical Synods; on of their main tasks was, in the
end, to formulate the Christology of the Church.

In the Synod, the written word was actually one of the main arguments
for the defenders of icons. The horoi of the synod draws an ekphrastic image
of the perception of texts that are recited in the church, and iconography:
“Thus, as we receive the sound of the reading with our ears we transmit it
to our mind, so by looking with our eyes the painted icons, we are enlight-
ened in our mind”*** The participants in the council understood that the
ekphrastic process works both ways, emphasising the liturgical message: “The
representation of scenes in colours follows the narrative of the gospel; and
the narrative of the gospel follows the narrative of the paintings. [...] Now
when we see the same thing on an icon we perceive the event with greater
emphasis”'* In this context, the Gospel needs to be understood according to
123 Lossky 2003, 17-34.

124 Kai yap S TG dvayvwoews £€v 1olg wol dexoueba Ty tadtng dkpoacty 1@ voi
TIOPATIEUTIOUEY, Kol TOTG Spacty Op@VTEG TOVG EIKOVIKAG AVATLTIWOELG, WOAVTWE VOEPDG
dquyaloueda. Sacrorum conciliorum, vol. 13, 220%. The English translation is from Sahas
1986, 61.

125 ’EmaxoAovBel yap 1 St otnAoypagiag davatvnwolg Tf evayyeAikii Sinynoel, kal abdtn
] otnhoypagikii éEnynoet. [...] Kai év eikovi 0p@dvteg @OaDTOG EUPAVTIKOTEPOV TO
npaypatevbev évvooduev. Sacrorum conciliorum, vol. 13, 269%-¢; Sahas 1986, 98.
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the broader meaning of all divine revelation in a literary form, a category to
which hymnography also belongs.

There are, however, writings that give more iconic emphasis to hymnog-
raphy. At the council, Bishop Gregory quotes John Chrysostom and Basil the
Great, describing the emergence of a mental image in the second phase of an
ekphrastic process:

We enjoy the presence of the saints through writings, thus having the icons not of
their bodies but of their souls. For, what has been said by them are icons of their
souls. The study of writings inspired by God, Saint Basil said, is a most effective way
of discovering what is proper. For in them one can find the deposits of the deeds
as well as the biographies of blessed men, handed down like animate icons of the
conduct according to God, placed in front for the imitation of the works which are
in accordance with the will of God.'*

Here, it is noteworthy to point out the difference between hymnography
and the homiletic tradition; the quote above refers to the latter. Homilies
are much more practical when it comes to forming a uniform image of the
saint described, while the hymns form a mosaic of smaller images, as noted
above in chapter 4.2.3. Thus, the function of iconography is to be a uniting
cause between these mosaic-like descriptions of the souls of the saints. Con-
sequently, the divine service, insofar as it is an iconotext, emphasises the mys-
tery of incarnation when the heard words - both in the form of the Scriptures
and hymnography - offer an icon of the divinity of Christ, while the images
show his human body. Accordingly, in the case of the saints, this becomes a
way of expressing both their soul and body.

126 ‘Hyeig S t@v Ipagdv Tig T@OV dylwv dmolavopev mapovoiag, ovxl TOV COUATWY
avT@V, AAAG TO YuX@V TAG eikovag €xovteg. Ta yap map’ adt@v elpnuéva, TOV Yuxdv
avt@v eikoveg eiol. Meyiotn yap 6806 mpog v Tod kabnkovtog ebpeoty, 0 dylog £¢n
Baoilelog, 1 perétn t@v Beomvevotdv ypagdv- év TavTtag yap kol ai T@v mpdfewv
broBijkat edpiokovTal, kai oi Biot TOV pakapiwv avépav avaypamntol mapadedopévor,
olov Tveg eikOveg Epyruyol TG katd Oedv ToALTelag, T@ UAHATL TOV Katd Oedv Epywv
npokeipevol. Sacrorum conciliorum, vol. 13, 3004%; Sahas 1986, 123.
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4.4.2. A THEOLOGY OF HYMNOGRAPHY?

To conclude my study on the intermedial relations between icons and hym-
nography, I would like to point out some elements of the theology of the
icon that could, indeed, contribute to the understanding of the position of
hymnography in Byzantine liturgical activity. As T. Velmans summarizes, the
icon has “une double dynamique : le regard qui se porte sur I'icone aboutit a
travers elle a Dieu et ce contact induit en retour une transformation du fidéle,
le rendant apte a recevoir la révélation divine”'?” Throughout this disserta-
tion, I have demonstrated that hymnography works in a similar way. Through
enargia, the persons and events of the Entrance are brought into interaction
with the divine office in which hymnography is performed.

In Byzantine spirituality, hymnography can also be considered an ekph-
rasis of the spiritual vision seen in theoria. A question that cannot be fully
answered is whether or not hymnography, in addition to being a didactic tool
that is coloured with persuasive rhetoric, can serve to guide believers to the-
oria. If we assume that, as explicated in the Byzantine theology of icons, holy
images truly enlighten the minds of the observers and bring them into com-
munication with the depicted person, as described above, the same will hold
true for hymnography. The hymn becomes an auditory embodiment of the
saint, a musical ekphrasis of his deepest emotions, especially in conjunction
with the rhetorical figures of mimesis and ethopoeia. As noted above in chap-
ter 4.2.1, the event or the saint in question becomes “visible,” often through a
complex interwoven ensemble of hymns, as is the case in kanons.

Hymnography does, indeed, have a theology of its own. It is adorned
with musical interpretation that adds emotional persuasion to the plain text.
Thus, it works in a different intermedial space as compared to the recited pas-
sages of Scripture or homilies. Consequently, hymnography becomes more
than “mere word” or “mere music” This is particularly true for the sticher-
aric repertoire, which allows for a more complex musical interpretation. The
automelon-prosomoion system works on a different level, as demonstrated in
chapter 3.2.

However, in the context of divine worship, the theology of hymnogra-
phy is linked to iconography, forming a metaesthetic iconotext that spirit-

127 Velmans 2009, 18.
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ually transforms believers and brings them into communion with Christ, the
Theotokos, and the saints. The ekphrastic process, rendered through the per-
formance of hymnography and described in this last portion of this present
study, continues throughout the liturgical service. Thus, the mental or even
theoretical image that the hymnographic totality presents is more variable and
multidimensional than fixed iconographic presentations.



www.tezaurliturgic.ro

5.
CONCLUSION

My aspiration in this concluding chapter is to both summarize the results of
the present study, and to suggest potential topics for future research; as we
have observed, a significant amount of desiderata remain, both relating to the
feast of the Entrance and to the Byzantine hymnographic tradition in gen-
eral. In order to gain a fuller understanding of the intermedial functions of
Byzantine liturgical arts, the hymnographic material within this dissertation
has been compared, in particular, to the homiletic tradition of the feast, as
well as to music and iconography. The connections between these art genres
are demonstrated by the ways in which their forms and contents are interre-
lated on several levels. It has also been noted that, according to the Byzan-
tine conception, liturgical services form an intermedial whole that elevates
artistic elements to a higher spiritual level, endowing the process of creating,
performing, and perceiving hymnography with metaesthetic, as opposed to
merely aesthetic, dimensions. Thus, the artistic process, as a form of exegesis,
takes place in theoria and acquires dimensions free of time and space in the
framework of “liturgical time.”

Thematic and intertextual parallels

The research presented in this dissertation has significantly contributed to the
study of the intermedial aspects of hymnography by identifying intertextual
dynamics at work in hymnography in the context of related literature, namely
apocryphal narratives and Byzantine sermons. These instances of intertextu-
ality have also been shown to be intrinsically connected to Byzantine music
and iconography. We observed that, on a textual level, the hymns of the feast
contain typological, allegorical, and symbolic images of the Theotokos, cre-
ating a complex, interwoven garment of cross-references that renders the
description “timeless.” In this way, the Entrance is constructed as a fulfilment
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of Old Testament prophecies, a moral example, a prelude to the Incarnation,
a symbol of Mary’s virginal motherhood, and a type of the holy Eucharist,
to mention a few examples. Many of the poetic images are not unique to the
feast of the Entrance, but they often acquire special emphasis or variations in
the context of this particular celebration.

The most common way of presenting Mary in both hymns and sermons
is to call her the dwelling-place of God. Temple-related images are, thus,
utilized the most frequently. The themes expressed in the hymnography are
closely linked to those in the homiletic tradition, and these two literary genres
do not generally deviate in terms of the selection of themes and their inter-
pretation. These types are absent from the oldest narrative on the Entrance,
the Prot. Jas. They do, however, appear in earlier sermons and in some of
the Lives of the Virgin; to my knowledge, the present study is the first exten-
sive exploration of homilies and Apocrypha in connection to the feast of the
Entrance.

The feast is intertextually linked to the mystery of the Incarnation
through references to the Annunciation. Thematically, this is implied by the
tradition of Mary’s nourishment in the Holy of Holies, delivered by Gabriel;
his identity remains unspecified in the Prot. Jas. but is elucidated in both
hymns and sermons. The intertextual connection to the Annunciation, which
appears not only as paraphrases of the narratives on the archangel’s visitation,
is also apparent in the musical and iconographic material, as we observed
above. On a musical level, the link between the two feasts is implied by the use
of similar types of model melodies, heirmoi and automela; in the iconography
of the feast, the intertextual connection is forged by the similarity between
the scenes of the Annunciation and of the nourishment of the Theotokos in
the sanctuary.

The intertextuality between the Entrance and the Annunciation is also
implied structurally by the dialogues that appear in the eighth odes of the
kanons of the forefeast and the feast day itself, alluding to the conversation
between Mary and Gabriel in the festal kanon of the Annunciation. In the
case of the examples studied in this dissertation, however, the conversation
is expressed through the mouths of Zacharias and Anna. The connection
between these kanons is not only demonstrated by the use of similar heirmoi,
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but it is also affirmed in terms of its contents and structural elements, such as
the acrostics that imitate the Annunciation prototype. References to Gabriel’s
salutation also appear in the iconography of the feast of the Entrance, but, in
this case, it is manifested in the encounter between Zacharias and Mary. This
is especially obvious in the illustration of the Menologion of Basil II, where
Zacharias is depicted as hastening in an exaggerated fashion towards the
child, creating a visual echo of the archangel’s posture.

In terms of the contents of the hymnography, the connection of the
Entrance with the Incarnation is strengthened by frequent use of types related
to God dwelling in the Theotokos, the most important of which are related
to the idea of Mary as a temple of Christ, entering the material temple of the
Old Covenant. Thus, the Old and New Covenants encounter each other in a
very concrete way. In order to support this idea, the hymnographic corpus
frequently refers to “the end of the shadowy types.” Accordingly, the Entrance
includes various symbols that have multiple meanings. However, it is note-
worthy that Old Testament types are depicted in the iconography of the feast
only in the Kokkinobaphites illustrations. The thematic content of the stand-
ard depictions of the Entrance is restricted only to the Entrance narrative.

In the musical analysis of the doxastikon Meta 10 TexOfjvau o€, we noted
the emphasis on the Incarnation of Christ through the use of parallel melodic
formulas on the temple-related words, embellished with a copious amount
of repetitive syllables in the exegetical form of the melody. Moreover, in the
musical structures of the model melodies of the feast, we can identify further
references to other feasts related to the Incarnation. These include the Nativity
of the Theotokos and the Nativity of Christ. Such references cannot be found
in the thematic contents of the hymnographic corpus, a fact that endows the
musical rendition of the hymns with major theological significance. A special
case in terms of musical intertextuality is the connection with the feast of the
Dormition, which is created through the use of a similar selection of echoi
and somewhat similar model melodies. One hypothesis remains that needs
to be considered in future research: could it be that the celebration of the
events of the Entrance in the context of the August 15 festivities in Jerusalem
resulted in the use of similar musical structures in later hymnography?
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Another theme, strengthened by intertextual references, is the virginal
motherhood of Mary in combination with her ethical purity. One of the dom-
inant elements in both the hymnography and the iconography of the feast is
the procession of mothers and virgins, carrying lamps in order to prevent the
Theotokos from returning to her parents. In the hymnographic and homiletic
corpus of the feast, the procession is also understood as a symbol of Mary’s
virginal motherhood. Accordingly, the Theotokos is presented as the quintes-
sential monastic, who strives towards sanctity through her personal ascesis by
joining the monastic-like community of the temple virgins, renouncing her
family ties. This is shown in the Kokkinobaphites manuscript illustrations,
where Mary rejects her parents when they seek to visit her in the temple.
In the iconographic tradition of the feast, the infant Theotokos is clothed in
garments appropriate to an adult, emphasizing her spiritual maturity. Parallel
references are also found in the hymnographic corpus.

The procession, however, is also seen as a moral allegory of the lifestyles
blessed by the Church: marriage or monasticism. From another perspec-
tive, the procession is linked with the parable of the wise and foolish virgins.
Indeed, in the iconographic presentation of the scene, an intertextual con-
nection to the settings of the parable can be seen. Additionally, in the musi-
cal analysis of the doxastikon Zrjpepov ta otipn 1OV TOT®V, we saw that the
two groups of women are indicated by extensive melismatic formulas. In the
end, they are connected with an anaphonesis to the whole world, elevating the
meaning of the hymn from temporal to eternal reality, and prepared with a
respective parallelism in the modal structure of the composition.

Rhetorical parallels

Besides the thematic parallels between the art genres that are often demon-
strated by intertextual references, there is a common rhetorical toolkit
employed in all of them. The most important aim of this rhetorical approach
is to create a sense of the presence of God and His saints in the church space.
Thus, the language of the hymnography of the Entrance - as well as the hom-
ilies that were written during the same period - uses enargetic expressions
in order to achieve this goal. This is effected not only by the use of vivid lan-
guage, but also by the creation of both extra-textual and intra-textual dia-
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logues and, in a more implicit way, by the pattern of beginning hymns with
the word onjpepov and by the use of the present tense throughout the hymno-
graphic corpus. A very interesting case in this particular feast is the allegorical
connection with the procession of the Entrance, which is associated with the
believers present in the church space.

Byzantine music and iconography also utilize their own tools in order
to indicate the enargetic elements in the hymnography of the feast. In the
analysed doxastikon, Zfpuepov ta oTin TOV TOTOV, the spiritual connection
between the Entrance procession and the believers is underscored by the
melismatic formulas on respective words. Additionally, the entire doxastikon
belongs to a repertoire of orjpepov chants, spread throughout the church year,
which reinforce the concept of universal “liturgical time.”

Complementarily, in the iconographic style of the late first and early sec-
ond millennia, and especially during the Palaeologian renaissance, characters
are depicted in such a way that they seem to be present with the believers in
the church space. In the standard Entrance scenes, the Theotokos is shown
gradually entering the sanctuary of the temple, followed by the procession,
which, in many presentations, is a dominant element in the image. In a sim-
ilar way, believers enter the church space in order to celebrate the Entrance
spiritually, directing their attention towards the sanctuary of the church.

In the present study, the liturgical co-operation of iconography and
hymnography, whether in its sung or recited form, was analysed through
the conceptual prism of iconotext. Through this co-operation of images and
words, both art forms give meaning to each other. This becomes especially
apparent in the study of the synergy between iconography and hymnography.
These two genres are examined as instances of abstract ekphrasis. Hymnog-
raphy is considered to be a rhetorical ekphrasis of both the spiritual vision of
the author and the physical vision of the iconographic representations of the
Event. Accordingly, iconography is studied as the pictorial presentation of the
second level of ekphrasis, namely the mental image that is borne in mind by
the painter through the experience of the hymnography (and, perhaps, the
homiletic tradition of the feast) as well as the spiritual vision.

The spiritual aspect of the above-mentioned rhetorical structures is often
ignored in the study of Byzantine arts. However, according to the concept of
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spiritual theoria, they are not merely didactic tools or instruments of rhetor-
ical persuasion, but, rather, they disclose their own spiritual vision in combi-
nation with the art tradition of which they are a part. In this framework, all
deviations from the existent conventions, such as dialogues without a back-
ground in the authorised Apocrypha related to the feast, attest to the spiritual
authority of the writer.

The spiritual process of theoria is, however, not only restricted to the
process of composing hymnography or iconography. In the case of hymnog-
raphy, it is re-interpreted by the composer and, later on, by the chanter of the
hymn. Accordingly, in hymnography, the later depictions that are based on
the standard settings are interpreted again and again by the iconographers.
The last step in the process is the perception of the hymn and the iconography
by the believer in the church space. According to Byzantine thought, all these
phases form the totality of an exegetical action and include the participation
of the Holy Spirit. Thus, the Orthodox liturgy can truly be called an iconotext,
in which the liturgical and spiritual life of the Church is considered to be that
which enables its external cohesion. The perception of hymnography happens
in an intermedial environment, in which different art genres and intra-struc-
tural elements — such as the narrative progression in the unpublished kanon
of the forefeast — contribute to the complete mental image which is conveyed
to believers. Finally, this theoretic action of composing and perceiving litur-
gical arts fulfils the aim of patristic biblical exegesis, i.e. an elevation towards
divine heights, free of spatio-temporal boundaries.

Transmission of influences

The present dissertation has by no means offered a complete analysis of the
large hymnographic corpus, but, instead, suggests a thorough methodological
approach for studying Byzantine hymnography in a wider context. The field
of hymnology, in general, still requires extensive study in order to form a
more complete image of the development and transmission of the Byzantine
hymnographic repertoire. The vast quantity of unpublished texts and the lack
of critical editions alone demand an enormous amount of work and research.
For this reason, the question of hymnographic authorship and the transmis-
sion of influences is discussed only briefly in this study. Nevertheless, the task
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has been all the more difficult because of the obscurities in the history of the
Entrance and the origins of its celebration. However, in an intertextual con-
text it is easy to state that, at least in the case of George of Nikomedeia, the
same persons participated in the creation of both hymnography and sermons.
In this study, the idea of Germanos of Constantinople also being an author
of some of the hymns is considered, but no conclusive answers can be given.
Demonstrating the exchange of influences between literature and other
art forms has been shown to be an even more difficult task. In early times,
hymnographers composed both the hymns and the musical melodies of the
Church. However, due to the lack of systematic musical notations from the
earliest periods of Byzantine hymnography, the connection between these
two genres is difficult to prove. Also, the authorship of the greatest portion
of early Byzantine musical manuscripts remains anonymous. However, as we
noted in the diachronic musical analysis of the doxastikon, Zfuepov ta otien
TOV TOT®V, the rather unvaried transmission of this important hymn shows
that it was interpreted similarly throughout the centuries, perhaps echoing
even a pre-notational tradition. Thus, an analysis of post-Byzantine chant can
aid a scholar in his or her understanding of the textual structures of a hymn.
In the case of iconography, deciphering elements of the known textual
sources is extremely difficult, especially if one aspires to determine whether
sermons or hymns more greatly influenced iconographers. The task becomes
even more challenging because of the anonymity of most Byzantine artists.
On the other hand, this very fact shows that the whole question of authorship
need not be considered as fundamental in the first place. However, it can be
assumed that hymnography was an important factor at least in terms of the
perception of the theological ideas of the feast, since the sung performance
enhanced the meanings of the text, the corpus was widespread and regularly
used on liturgical occasions, and the language might have been more under-
standable for the painters who did not necessarily have a literary education.
Here, it is also necessary to note the spiritual aspects of the transmission
of influences. In chapter 2, we observed that worship and personal spiritual
life were highly significant pre-requisites for Byzantine scriptural interpreta-
tion. Indeed, as all these art forms interpret the Bible and the Apocrypha, it is
important to remember that the Holy Spirit was considered to be the guiding
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force in this process. Thus, in order to do justice to the patristic conceptions
of scriptural interpretation, one cannot exclude the role of contemplation and
biblical revelation in the transmission of artistic, rhetoric, and thematic ideas,
as all art forms serve the same skopos.

* % %

In conclusion, one could claim that the present study has demonstrated the
interwoven structure of Byzantine arts in their liturgical context. They form a
communal interpretation of Christian theology, which is influenced not only
by the intermedial totality of worship but also by spiritual life in the Church.
This proposed methodology can contribute significantly to further studies on
hymnographic traditions in a wider context. Throughout the present study, I
have argued that further research is needed on various aspects of hymnogra-
phy, such as the compilation of modern editions, the consideration of musical
and iconographic sources for the interpretation of the texts, and the explora-
tion of the purpose and forms of theoria and patristic exegesis in Byzantine
hymns, aspiring to a deeper understanding of the various roles hymnography
plays in Orthodox theology. In addition to the didactic role of this poetry, it
is necessary to reflect on its transformative role as an instrument of commu-
nication with God and the saints. For this reason, we concluded our study by
demonstrating the parallels between the theology of the icon (as a representa-
tion of Christ or the saints with an ontological connection to the prototype of
the image) and the theology of hymnography.

Indeed, as has become clear from the various themes examined in the
present study, Byzantine hymnography as the most synthetic form of theolog-
ical literature would seem to be an endless treasury in itself; the grandeur of
its richness and complexity, coupled with its artistic, theological, and schol-
arly dimensions, does not cease to impress those who approach and engage it.
Immersion in its multifaceted depths enriches our perception of the Byzan-
tine mindset and our experience of theology.
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UNPUBLISHED HYMNOGRAPHY
FOR THE FEAST OF THE ENTRANCE

| KANON POETRY

THE HOLY MONASTERY OF ST. CATHERINE (MT. SINAI)
SINAIT. GR. 567

f 150-151"

2N? ODE OF THE KANON OF THE FEAST, 4" mode.

Heirmos: "I8ete, 1dete Ot1.

Nov napatpéxovat,

ToD vopov ndoat ai oktad,

Kai ot Beopoi Aovra,

avtod 1) yap IapBévog texbeioa,
THV XApLV TPOUNVVEL,

Kal 1@ vad mpooaydeioa,

eig ayua,

v aAnfetav Xplotov 1oV ATpwThyv.

Xaipovoa orypepov,

Avva peydhwg ékBod,

debte puAai vov Tod Topan\,
dedte ovyxapnTat méoat,

1800 yap map’ éAmida,

TNV @eotOKOV TEKODOO TTPOOAYEL,
O vad wg dreoxounv tod Oeod.

All the shadows of the law

now pass away

and natural patterns are loosed.

The Virgin who gives birth to Christ

is led to the temple, into the Holy of Holies,
foretelling the one

who is grace and truth,

Christ the Redeemer.

Today Anna rejoices

and cries out with a great shout:

”Come now, o tribes of Israel,

come all peoples and rejoice with me!”
Behold, she who gave birth to the Theotokos
leads her to the temple in hope,

as she promised to God.
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Aylov yévvnpa,

ayiag pilng éxguey,

10 AvOnpov Praotnpa Aavid,

£v 1@ vad tod Kvpiov,
npooayetat d&iwg,

TOV dpeTtdv evwdiav popioat,
Kal koopnoat kaBapdTnTL adTodVv.

‘Papdov Suvapews,

BAaoThOACQ TV,

pitag ¢ Cwig,

&v 1@ va® avgndijvad,

a€iwg avetédn,

tod ¢§avOivar T0 dvBog Tov Kriotny,
1OV TAnpodvta edwdiav Toig MoToiG.

"10ete dete,
Ot éyw eipt Oe0g,
O TTPOTLTI®V TIAAAL TV EUNY,
St ovpforov untépa,
Kal oTapvoV Kol Avyviav,
vaov Ty ANy v paBdov kai Opdvov,
Kai xpvoodv Bupiatnprov Seifag avtiv.

APPENDIX |

The holy offspring

that blossomed forth from the holy root
and the flowering plant of David

is led worthily to the temple of the Lord
in order to smell

the sweet fragrance of the virtues

and adorn herself with purity.

The one who brings forth for us

the rod of power and the root of life
is dedicated worthily in the temple,
placed there to flourish

and burgeon forth the Creator,

the bloom who fills the faithful
with a sweet fragrance.

Behold, see

that I am God,

prefiguring my mother

in past times through symbols,
depicting her as a jar, lamp,
temple, gate, rod,

throne, and golden censor.
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SINAIT. GR. 570

KANON OF THE FOREFEAST, 1 mode.!
Acrostic in the Theotokia: TEQPTIOY.

I* ode. Heirmos: 200 1 tponatotyog de&id

ITOAa¢ kai ioddovg 6 vaog,
avanetaoag Ty TOANV eiodéxetay,
10D apBacihéwd kai Oeod,

Kai KOopED Ta évOoTepa,

z >, ~ 3 I
16 &v Tij eioodw,

Katagadphvetat xapLowv.

YnepenAeovaoev PpoToig,
T@OV ayabdv o0 Oeod T Xapiopata,

TRV oikeiav onuepov,

At her entrance

AT cap®g amapynyv evtpemnifovat, a first-fruit dwelling

Swpov amododva,

Kal Tappnoiag Evéxvpov.

in order to bring an offering

in confident boldness.

the temple is illuminated with grace.

The good gifts of God,
having been distributed in abundance
to mortals, clearly prepare today

281

Having opened the gates and entrances,
the temple receives the gate

of God the King of all,

and adorns the inner parts.

1 This kanon has already been published in the Analecta hymnica Graeca, vol. 3: Canones
novembris, based on the MSS Paris. gr. 1570, Paris. gr. 259 and Mess. gr. 138 (AHG 3, 30).
The poem integrates troparia of the other two saints celebrated on that day, martyr Da-
sius and Gregory of Dekapolis. The version in the PHB Ipeu. 227 includes only one tro-
parion in each ode to Gregory, and some of them differ with those in the AHG (however,
the different troparia have similar initials). The version in Sinait. gr. 570 includes only
troparia to the Entrance; the acrostic of the version published in AHG, however, suggests
that the troparia for the two saints would indeed be original for the poem: ITOAag avoiyet
Tf] ®eod vaog mOAN xaipwv. In this translation, we preserve only the troparia related to
the Entrance. The textual form here is from Sinait. gr. 570 and includes minor differences
compared to the AHG edition.
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Theotokion:

I¢vog ynyevav katalhayfis,

Kal OIKELWOEWG OV TIAVAXPAVTE,
o¢ 1@ ITomntij kai ITAaoTovpyd,
OT|LEPOV TIAPEXOUEVOY,

xaipet kai So&alet,

1oV 0¢ Sotdoavta Koplov.

O pure one and only restorer,

the race of those born of earth
rejoices and glorifies the Lord
who glorifies you,

the one offered today

to the Creator and Fashioner.

3 ode. Heirmos: O povog idwg 17i¢ T@v fpotdv

Znuepov adpd¢ mapBevikai,

xoplal evtpenicaaoal,

TAG VONTAag Aapmadag mpotpEXovat,
Kai tag eicodovg tod iepod Tod OeoD,
TpokoopodaLY Xaipovoat,

Kai pokatayyéAAovat,

TAG mavéyvov TNy Beiav Emélevaoty.

Al TOV TOA oL@V Kol TUTIKQOV,
ovpPorwv mapatpéyovat,

oKlal kal Td év vopw aiviypoata,
vroxwpovot Tig Beopntopog,
v OV Oviwv EkPaaty,
Xplotov tov Odv NUOdY,

KNpuTTOovonG £v olky TAg 86&ng adtod.

Theotokion:

"EBelEag ayvi) tapBevikag,

xopeiog tig ayveiag oov Tfj evwdiq,
ag kal noTpémioag,

TpoTpéXELY TOOwW,

&V 1@ va@ tod O¢eo,

Kai & peyakeia oov,

avayyéhlewv onpepov,

Kal PpoT@®V o€ KNPOTTELY EVTPETELQLY.

Today the choirs of virgins,

having prepared their noetic lamps,
hasten brightly ahead.

Rejoicing, they adorn in advance
the entrances of the temple of God
and proclaim the divine coming

of the most pure one.

The shadows of archaic

and obscure symbols pass away
and the riddles of the law recede
when the Mother of God
proclaims Christ our God

in the house of His glory,

the one Who is the fulfilment of all beings.

O pure one, having drawn to yourself

choirs of virgins with the sweet fragrance of

your purity, today you prepare them
to go before you with longing

to the temple of God

as they proclaim you great

among mortals

and announce your majesty.
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4" ode. Heirmos: ‘Opog o€ Tfj x&pitt

"ISpuvvta,

Tfig xdptrog ot Oeiot Bepédioy,

Kai kateoeioOnoav Pwpol,

Tiig &0¢iag kat vaot,

€ig yijv katekAibnoav Tijg Tod Oeod,
oKNVAG év oikw Tiig 66&ng avtov,
avateBeiong eig mavtwv Eniyvworv.

I'vovteg og,

naoTada ToD Oe0d EMovPAvVIOV,

ai Tov dyyélwv otpatiai,
npowdomoiovv év xapd,

Tfj of] Oeovipgevte v TQ vad,
AQlepwoel Kal Amavtag,

ToUG YNyeVveig eig S0&av oov ouvrBpotlov.

Theotokion:

0O¢ dvtwg,

wpaiav og kai 568N i kpeitTovL,
KEKOOUNUEVTV O Va0,

vouenv defapevog ayviy,

T& oVUPOAC ONpEPOV THiG HVOTIKTG,
Oe® MPOOAyEL VOUPEVOEWS,
VUHPOGTOADV G€ TV HOVIY diavTOV.

5™ ode. Heirmos: O gwTioag Tij éEAAduyer

TR vepéAn tod nAiov Tiig SO&nG,
T vta 1y yi broBeioa,

NV avTijg anekdéxetat Tpoodov,
Kal xaipovoa otepov,

avtij Pod Eykavxwpévn,
éruPartnplov aiveotv.
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The divine foundation

of grace is laid,

the altars and temples of the ungodly
are shaken and abased

when the tabernacle of God

is dedicated in the house of His glory
and made known unto all.

O bride of God, knowing you

to be His heavenly bridal chamber,
at your joy the angelic hosts

go before you

to the dedication in the temple,
assembling all the earth-born

for your glory.

Today the temple

receives you as a pure and truly beautiful
bride adorned with great glory

and introduces the symbols

of your mystical marriage to God,
arraying you in bridal finery,

o only undefiled one.

Today, following the cloud
of the sun of glory,
the earth awaits her procession

and joyfully cries out to her
with welcoming praise.
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HotpenioOn tod vaod avenifarta,
ddvta kai Ty TOANY,

100 @eoD TNV Hovnv adtodevtoy,
£v xapd mpoTpémeTal,

£vdov ciodboav edwdiag,

TadTa TANpOOAL THG KPEITTOVOG.

Theotokion:

Pavatwoav ai vegélat duppov,
TOV €0QPOoVVOV TOD LeTOD,

TiiG {wiig 1) vepéAn yap onpepov,
épamhodobat dpyetal,

Tfj TpOG Tat dyla i60dw,
X&ptrog otalovoa vapara.

6™ ode. Heirmos: ExdxAwoey fuag

Ot &yyehot Oeod ol dvteg Epopol,
&v 1@ vad Tiig 50&ng avtod,
TPOEBPTLOV KPOTODOL VONTDG,
v Beomnpeni| xopeiav onpepov,
Kai Tf) ayvij avaBodaoty,

@AMV elcddiov.

Yréptipov Oe® dwpov 1 dxpavrog,
Bpotdv TiG TAMEVWOEWS,
evtpemiletal mpooayeoBat Sextov,
el katadhaydg Te Kai Evéxvpov,
@V ¢’ Edep dmoPAnbévtwy,

St mapdPaaty.

The inaccessible sanctuary of the temple
is prepared

and joyfully persuades

the only impassable gate of God

to fill it with her

magnificent fragrance at her entrance.

Let the clouds sprinkle a joyful shower,
for today the cloud

that brings the rain of life

has begun to proliferate,

dripping streams of grace

at the entrance of the Holy place.

Today in the temple of His glory,
the angels, the overseers of God,
invoke the God-befitting

noetic choir of the forefeast,
crying out to the pure one

an entrance ode.

The undefiled one,

the supremely-honorable offering

of the humility of mortals to God
prepares to be led forth as reconciliation
and the pledge of those who were expelled
from Eden for the sake of transgression.
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Theotokion:

Ivopiopata vuvi Tfig oikelwoews,

ol &vBpwmot AapPdvovaoty,

d1d oov TiiG mMPOG TOV MavTwy Ilomntny,
0¢ @£0KVITOP TOVTW PEPOVTEG,

WG Amapxnyv adt®v Kai ddpov,

Kal igpelov SeKTOV.
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Humans receive proof now

of your fellowship with the Creator of all
when they bring you,

the birth-giver of God,

to Him as an acceptable sacrifice,

the first-fruit of their offering.

7" ode. Heirmos: 2¢ vontiy Oeotoke Kdpivov

Oi vonrol motapol Tfig xaptrog,
VOV Anpppovot émi yig,

Tiig 10 Bdwp 10 Tiig (wiis,

£v 10 oiKkw oTHEPOY,

T0D O¢od eicdyeabal,

VIEPQLAOG TINYTG EKPowang adTQ,
0 AlVETOG TV TATEPWY,

@e0¢ kal OTepEvdokog.

& pwTevOov @eoTOKE OXNUa,
10D Bacidéwg kai Oeod,

6 10D vopov Beiog vaog,
HEM wv dodéxeadat,

€xaipe KOOHOVUEVOG,

Kol @ exheEapéve ot Expalev,
0 aivetodg TOV TATEPWY NUDV,
Oe0¢ kal OrepEvdokog.

Theotokion:

"ISov kauvov tod vaod oe Béapa,

ol makatot TvTOL Ay vi),

eloayBeiong oov &v adT®,

Kol g dAnBeiag te mApwpa éd¢EavTo,
Kal T® AgomoTy mavtwy éonoav,

0 AiVETOG TV TATEPWY,

@e0¢ kal OTepEVS0Eog.

The spiritual rivers of grace

do now flood on earth,

when the spring who brings forth

the life-giving water

marvelously enters the house of God today,
she cries out to God,

the supremely glorious one,

praised by our fathers.

When the divine temple of the law
was about to receive you, o Theotokos,
the shining carriage of God and King,
it rejoiced at being so adorned

and cried out unto God

who chose you,

unto the supremely glorious one,
praised by our fathers.

The archaic types beheld you

as a new vision of the temple

when you entered it

and accepted you as the fullness of truth,
crying out to God the Ruler of all,

the supremely glorious one,

praised by our fathers.
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8™ ode. Heirmos: Ev kapivw naideg

Aapmadovywv orjepov Xxopol, In anticipation of your coming,
Aapmadag voovpuévag, today the choirs of lamp-bearers
TOV AOywV Kai Opwpévag, brightly prepare

étowpadovot eadp@g, both visible lamps

TPOG TNV ONV LTTAVTNOLY, and noetic lamps of the logoi,
Kai fo@aty, crying out: all the works of Lord,

néavta ta Epya Kupiov tov Kbplov vuveite, praise the Lord with hymns
Kai UtepvyodTe €ig Mavtag Tovg al@vag. and exalt Him unto all ages.

‘H naotag oot 1) T@v iepdv, Today the bridal chamber of the sanctuary
[apBéve kai &dvTwY, and Holy place is adorned

TQ KkpeitTove EToudleTal, and prepared for you, o Virgin,

naoTadL Tod Oeod, the one who is herself

Kal KOOELTaL OTjHLEPOV, the greater bridal chamber of God,
ékPooa, and cries out: all the works of the Lord,

navta ta Epya Kupiov tov Kbplov vuveite, praise the Lord with hymns
Kai \tepvYodTe €ig MavTag Tovg ai@vag. and exalt Him unto all ages.

Theotokion:

Oi 60w oov Aé¢omotva ayvr), O pure Queen, we who praise you
Ta Oela peyaleia THAOVTEG, and honour your divine greatness,
Kal eDQNUODVTEG TTPOEOPTIOV OOTY, let us today weave

TIAEKWULEV OOL OTHLEPOV, a fore-festal ode for you,

ékPodvreg, crying out: All the works of the Lord,
névta td Epya TOv Koplov duveite, praise the Lord with hymns

Kai OtepvYoTe €ig MavTag Tovg aidvag. and exalt him to all ages.
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9" ode. Heirmos: Tomog ¢ &yvijg

"I0ev £aTi|G TaVaXpavTE,

1 TOV &vBpwnwy @ioLg EEvny oikeiway,
THV TPOG TOV AeoTOTNY,

Kal @edv o mapéxovoay,

TPOGPOPAV AVT@ SEKTNV Kol A{W{LOV,
810 poeopTalet,

Kai peyaldvel oov té avparta.

‘Papdog evBalng Pacilelog,

év 1@ va@ Kupiov ¢Eevtpenietal,
onuepov eioayeoOal,

Kai pogodptiov fidvoua,

v avTig edwdiav mpotidnowy,
v Toig Stamvpwg,

TOOTNY AMAVOTWG HEYAAVVOVTLY.

Theotokion:

“Yvovg ToVG GEMTOVG GOt TAEKOVTAG,
Kai ddpa Oeia TovTOVG WG TPOEdPTLA,
PEPOVTAG TIAVAXPAVTE,
ayvi xatagiwoov,
év avTf] T €l060w Tiig 60&ng cov,
TUXEY TOV 0@V YXapitwy,

Kai eDQPOoHVWG Heyakdval oe.
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Human nature beheld your most strange
familiarity with the God and Ruler,

0 most pure one,

and saw you as the acceptable

and blameless offering unto Him,
wherefore celebrating a forefeast

and magnifying your miracles.

Today the blossoming royal rod
prepares to enter

into the temple of the Lord,
sending out her sweet fragrance
as a fore-festal seasoning unto us,
we who fervently

and unceasingly magnify her.

O most undefiled and pure one,
vouchsafe that we

who weave sacred hymns unto you

and bring them as divine offerings

of the forefeast may worthily receive
your grace at the entrance of your glory,
praising you with gladness.
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2P ODE OF THE KANON OF THE FEAST, 1 mode.

Heirmos: IIpooxes i) wvij pov

“Avva 1) 0eoppov,

1] TEKVOLUEVT T TIPLY,
evtekviag ddpov vIETyETO,
Kapmov Ty OeoToKOoV,

&v T® vad tavTny 8¢,

) O mMpoodyel.

Aéxov Zaxapiag,

TOV TPOPNTOV TOV XPNOHOV,

fjv mpoeinov mavteg €v [Tvevpatt,
®co &i¢ kaToKiay,

Kai eDAOY@V Evwooy,

0 aotnpiw.

Kpobwv trv kvvdpay,
peAwdik®g 6 Aawvid,

ai mapBévol mdhat Tpoéheyev,
anevexOnoovrai oo,

&V 10 va® Aéomolva,

100 mapPaciréws.

‘Aopa OV dopdTWY,

0 Zohop@v ool Pod,

Ti¢ 1) kOpn adtn i} dvaBaivovoa,
wpaiopévn eadpdg,

&v TQ vad mpdodov,

BAémwv cov TTapBéve.

The godly Anna

who had given birth to her

now leads her to the temple and to God,
having promised

the Theotokos unto Him,

an offering of the fruit of her fertility.

Receive the foretelling of the prophets,

0 Zacharias,

the one whom theyall described beforehand
by the Spirit of God as a dwelling-place.
Bless her and lead her

unto the sanctuary.

Strumming his harp melodically,
David foretold the procession

of virgins following you,

o Queen,

into the temple

of the King of all.

Composing the song of songs,
Solomon cries out to you

at seeing your procession

unto the temple, o Virgin:

“Who is this ascending daughter,
so brightly adorned?”
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Triadikon:

[Tdtep Iavtokpatop,

Yig kal Adye Oeod,

Kai 10 Ogiov IIvedpa oikteiptoov,
TOVG TPOOKLYVOVVTAG TIOTEL,

Kal wg @eov dvapyov,

€va o€ buvodvtag.

Theotokion:

Amavteg 10 Xdipe,
[apBevountop ayvi,

oLV TQ dpxayyéAw Podpev oot,
T KEXAPLTWHEVT),

OMEP NUWV TPEOPeve,

T® €k 00D TeXOEVTL

f 82-84"

O Father, Ruler of All,

Son and Word of God

and the Divine Spirit, have mercy
on those who worship you in faith
and chant unto you

as one God without beginning.

Let us all cry out “hail”

with the archangel unto you,
o pure virgin-mother

tull of grace.

Pray for us to the one

who is born of you.

KANON OF THE FEAST, 1* mode, alphabetic acrostic.

I ode. Heirmos: Xp1o10G yevvartau

AydAAov yij kal ovpavia,
npo@iTal Oenyopot okipTHoaTE,
1800 fjv makat t1e0€acte,

TOANV £0QPAYLOUEVTY,

TOAAG VaoD DTTEloEPYOEVT,
kaBapwtatog vaog,

@¢od yvwpiletal.

Rejoice, heaven and earth,
exult, God-proclaiming prophets,

for behold, the one whom you beheld

of old as a sealed gate

enters the gates of the temple,
now recognized

as God’s most pure temple.

289
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Bovvol kai 8pn okipTioats,
€0vav ai matplai émdpOnte,

Oe0od TO TepTVOV TTaAATIOV,
oLAAapmadn@opia TPOG TOV vaov,
dyetat 1OV Ogiov,

Eévov Badpa émi yige,
ATOSEIKDUEVOV.

Tovebotv d@wpov evmpoadekToy,

1) mavayvog IapBévog Tvyxdvovoa,
eig Oiov vaov mpoépyetal,

Onwg @ Havtenonty,

Aoyw oentov yévntat Soxeiov,
COPKOVEVW €iG PPoTDV,

TEAVTWV AVAKANOLY.

Exult, hills and mountains,
arise, tribes of nations!

The delightful palace of God
is led to the divine temple
by a procession of lamps,
revealing a strange wonder
upon the earth.

The most pure virgin, the anticipated gift
received by her parents, comes to the temple
in order to become the sacred vessel offered
to the incarnate Word,

the one who oversees all things

and takes on flesh

in order to call mortals back to Himself.

2" ode. Heirmos: "10¢ete, idete 811 éyw eipl Oeog, 6 SovdwbévTa.

Agbte Bedoaobe,

Béapa Eevov onpepov,

6 Beoywpnrog vaog,

elg TOvV vaov viv Pnpartilet tod Ocod,
Smwg Seifn 1@ Tavtng,

TOKETQ olkovg Oeod,

ToLG dvupvodvTag avTi.

"EOvn kpotnoare,

OLUPDOVWG AAahdEate,

1 tpoodoxkia ydp DUV,

¢€ i oapkodTan TpLetilovoa vaoy,
onetoépxecat Oeiov,

Kal Tpo@rv Std xelpdg,

ayyéhov dSéxetad

Come and behold

the strange sight today.

The God-containing temple

now sets foot in the temple of God,
showing her son that those

who sing praises unto her

are themselves the dwelling-places of God.

Clap your hands, o nations;

cry out jubilantly with one voice!

For the one whom you expected

and by whom God is incarnated

comes to the divine temple as a three year-old,
receiving nourishment

from the hand of an angel.
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Zooa kai Epyuyog,

Tyt &yvi dnapxovoa,

é€v8ov mpoPaivelg Tod vaod,

Vwp Mty dBavaciag Tov Xplotov,
TpogvTpeTiopé v,

avaPAvoal poTIK®G,
Oeoxapitwte.

“H\og ddvtocg,

v T0ig ddvTOIC fimwTal,

1] ®0TOKOG TOD VoD,

KLOQOPET yap OV ékAdpyavta Ilatpdg,
€K YaOoTPOG PO alvwy,

0¥ Taig Beiaug dotpamais,
KatepwTioOnpev.

3" ode. Heirmos: Tov mpo@v aicvwy

Odaupovg émAnpwbn,
Zaxapiag w¢ i8ev v Sdpalwy,
fTig TOV pooxov vméEp MAVTWY,
OV TVBévTa Kufjoat capki,
omgp voov AiwTal,
npoepXopEVNV eig Belov vaov,
Eévwg dvatpégeodal.

I8¢ 10 PipAiov,

&v @ Aoyog dpprtwg ypagroetad,
£v 1oig ayiolg TOV ayiwv,
amotifetau fjviep ypagati,

ndoaL TpoedNAWTY,

Kal TpoKATHyYeNaY TOV TIPoPnTOV,
pnoeLg kal aiviypata.
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You, o pure and grace-filled one,
an ensouled spring of life,

set foot in the temple

in order to prepare

in advance for Christ,

the water of immortality,
mystically poured forth upon us.

When the Theotokos

gives birth to one who shone forth

from the womb of the Father before all ages,
then the never-setting sun radiates

in the sactuary of the temple,

the divine rays of whom

enlighten us.

Zacharias was filled with amazement
when he saw the heifer

coming to the divine temple

to be mysteriously nurtured,

the onemade worthy beyond understanding
to give birth in the flesh

to the bullock sacrificed for all.

Behold the book

that is dedicated in the Holy of Holies
and in which the Word

is written ineffably.

She whom the scriptures proclaimed
and the prophets foretold

with sayings and riddles.
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Katnyhaiopévn,

Taig Tod IIvebpartog Oeiaig Aapmpotnoy,
fj6n mpoPaivet 1y IlapOévog,

Kai t& ddvta eBaver Oeod,

HEYLOTOV TTAAGTIOV,

100 Pacthéwg yevéoDal cap®g,
omevdovoa 1) TAVAVAYVOG.

4™ ode. Heirmos: P&fdog éx t7ig pilns

Aéhvtal apd TPOYoVIK,
1800 1) mavTeVAOYNTOG,
amotexOeioa Oeiw vevpatt,
peta Aapmddwv adpdv,
TPOELOLY €ig dyLa,

TOV AYLAoUOV TRV eDAOYIAY,
v k&dBapowy v {wny,
OMWG ATTOPPITWG KUTOELEV.

Movol yevvntpiag tod o,
TIAHUEYLOTOL YEVVITOPEG,
Twakelp kai Avva Xapit,
YEVOEVOL €l VAOV,

viv avatiBéaory,

TAUTNY lep@v lepwTépay,
omapxovoav 6pati,

TAONG AOPATOL TE KTIOEWG.

Nopipwv v dvevdev capkog,
1ov KtioTnv? cwpatwoacay,

£v VOUK® vad yndouevol,
eiodyovotv €v omovdi,

ol KAeLvol yevviTopeg,

Oeiav ovvtayny dnomAnpodvreg,
Kal pedwdodvreg Oed,

Soka tfj Suvdypel cov Kopte.
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Glorified by the divine radiance

of the Spirit,

the most pure Virgin goes forth already
and hastens to reach

the sanctuary of God

in order to become

the greatest palace of the King.

The curse of the forefathers

has been dissolved.

Behold, the most blessed one,

she who gave birth to the divine order,
proceeds with brightly-lit lamps

to the Holy place in order to give birth
indescribably to [our] sanctification,
our blessing, purification, and life.

Joachim and Anna, the only
all-honorable parents

of the birth-giver of God,

by grace enter into the temple

and dedicate her,

she who is holier than any other holy thing
within both visible

and invisible creation.

Rejoicing, the glorious parents

hasten to lead her

into the temple of the law,

the one who gave body to the Creator,
transcending the laws of the flesh,
tulfilling the divine promise

and chanting to God:

Glory to your power, o Lord.

2 The manuscript erroneously reads tiyv ktionv.
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5™ ode. Heirmos: ©go¢ dv eiphivng

Bevilel,

avBpwmovg IapOéve 1) on),

Eévn poodog kopat yap debopa,
Katéyovoal fiyodvrat cov,
Aapmadag eaevag,

o yap Avyvia d@ong,

Aapmadiov o Oelov,

TO QWTIoAV TOV KOGUOV,

év 0] vidvi cov Pactacaoa.

‘O okog,

0 wEMwv elodéyxeaba,
DETOV TOV OVPAVIOV XAPLTL,
Baldooag OV Enpavavta,
Kai duppovg,

TG eldwhopaviacg,

1 mavayvog IapBévog,

peta 80&ng appntov,

vaov Tov Oelov dreloépxeTal.

[apBévol,

Aapmddag kpatodoal Xepoty,
QWTELVRG TG VEPEANG TIPOTPEXOLOLY,
T0 pEANOV Tpoonpaivovoat,

€K TaUTNG yap MUV,

avéTethev TO PEYYOG,

Xptotog 6 pwtodoTN,

Katawya{wv Tovg oKOTEL,

Tfig dmwAeiag EvumapxovTag.

Your strange entrance

astonishes humans, o Virgin,

for uncorrupted virgins lead you,
holding bright lamps,

and you were beheld

as a lampstand,

who carried in your womb

the divine lamp

that enlightened the world.

The fleece

that will by grace receive
the heavenly rain

that dried up the sea

and stopped

the madness of idolatry,
the most pure Virgin enters
the divine temple

in undescribable glory.

Virgins

bearing lamps in their hands

go before the bright cloud,
indicating in advance the future.
For from her

Christ arose for us,

the light and giver of light,
illuminating those who dwell

in the darkness of perdition.
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6" ode. Heirmos: ZnAdayyvwv Twovav

‘Proeig mpogpnT@dv,

10 Tépag happéavovaoty,

10 8pog Oeod TO dAaTOUNTOV,
TEPAVEPWTAL,

Kai Padifet ayiwv eig dyta,

¢€ 00 dvevbev xelpog AiBog tundroetal,
TavTa & TG TAGVNG {oava,

agavifwv dvvapel BedtnTog.

Ztelpa 1) TO TIPLY,

oV TikTOVOA TIKTEL OF,

[TapBévov ayviv dondpwg TikTovoay,
Kal TpoodyeL Ot,

@ vad kabdg fj6n vméoxeTo,

OTIWG PUOLY THV OTNPEVOVOAY T TOKW GOV,
TAOTG EVapETov TTPAatews,

anepyaon [MapBéve moAvyovov.

Teivag iepag,

nohapag mpeoPitarte,

v Oeiav oknviv &ig Td oknvopata,
kaBvmodetal,

100 vaod 8t”adTig 1) mecodoa yap,
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The sayings of the prophets

are fulfilled,

for the unhewn mountain of God

has appeared

and steps into the Holy of Holies.

The rock cut without hands is taken from her,
making all the idols of deceit

to vanish by the power of divinity.

The barren one, previously unable

to give birth, bears you, the Pure Virgin,
the one who seedlessly gives birth,
leading you to the temple,

as she had promised,

in order to make barren nature fertile
through the virtuous event

of your birth, o Virgin.

Stretch out your sacred hands,

o venerable elder,

and receive the divine tabernacle
into the chambers of the temple.
Through her, fallen nature

WG oK QUOLG dvOpwnwy dvaotrioetat, will be raised up as a tent,

Avva, Zaxapia Eheyey,
v HapBévov ayviv dwpov gépovoa.

7" ode. Heirmos: Oi naideg evoefeiq

YywOnte ol maka,

eig puOoOV TG dmoleiag OAoO oV TES,
1 KPwTOG 1) von T,

avartifetal €ig dyLa,

proclaimed Anna to Zacharias when she
dedicated the pure Virgin as an offering.

Arise, you who formerly

fell into the depths of perdition!
The noetic ark is dedicated

in the Holy place,

poopévn Tovg avBpwmovg Tij kurjoet avTic, she who delivers humanity

KatakAvopod vontod Tig apaptios.

from the noetic cataclysm of sin by her birth.
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Dwvag xaplotnpLovg,

¢ ITapBévov ot oemtol yevviiTopes,
ToTEL TpoTdyovoty Oeppii,

omnvika Tavtny EPAeyay,

Tpletifovoav oapdg kai frpatitovoay,
Kal TOV VOOV KATOLKELV TTPOALPOVUEVTV.

Xelpt ayyélov €vdov,

TpeQOUEVT TOD VoD TavAwWLE,
katn&wdng tod Hatpog,

Tiig BovAfg TOV péyay dyyeAov,
owpat@oat brEp voov 6mwg dyyéolg potoig,
émovvayn moAAf ethavOpwmia.

8" ode. Heirmos: O@avuatog vnép puodot.

WaAe vOv avalaf@v thv onv kivvdpay,
&&160ge Aavid ¢pavn,

KIBTOG 1] ELYuX0G,

frrododn 1@ Hownth,

£lg dvamavoly Kai poeLoLy ig dyua,
onayiag tpépecBat Suvapewg,
EdAoyeitw 1 ktiowg ndoa tov Koprov,

Kol OEPLYOVTW €ig TAVTAG TOVG ADVAC.

"Qebn viv 6 10D Oeod edwdNG 0ikog,

Kail topévetau gig oikov Beiov,

E&vnv Exwv tpoodov,

Smwg Seifp olkovg pwtdg,

TOVG Tipiv omAata AnoTdv,

Setvdg vtapyovTag,

S10 yeyn00teg dvapeAywiley,

EdAoyeitw 1 ktiowg ndoa tov Koprov,

Kol OEPLYOVTW €ig AV TAG TOVG ADVAC.
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Clearly seeing the three year-old
treading and living

of her own will in the temple,
the parents of the Virgin

offer their voices

in thanksgiving and ardent faith.

[Living] inside the temple,

you were nurtured by the hand of an angel,
becoming worthy to give flesh in a way
that transcends understanding

to the great angel of counsel of the Father,
so that he could join mortals and angels
and draw them to the love of all mankind.

Chant now, o David, worthy one of God,
and take up your lyre, for the living ark
has appeared and is prepared

as a resting-place for the Creator,

and she enters the Holy place

in order to be nurtured by holy power.
Let all creation bless the Lord

and exalt him in all ages.

The fragrant house of God is now beheld
as she proceeds to the diving house.

She processes strangely in order to reveal
places that were once caves of robbers

to be dwellings of light.

Therefore we rejoice

and send up praise in song:

Let all creation bless the Lord

and exalt him in all ages.
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I8¢ Batog 1) 10 mhp 1O Oelov, Behold the bush that will give birth
TIKTEWY HEAAOVOO AKATAPAEKTWG, to the divine fire without being consumed
€ig vaov mpoadayetat veavidwy, is led to the temple by maidens
Veantovo®v Tapadoéwg tag Aapnadag, who mystically light their lamps.

Kal yap TEQUKeY, She is the one who gives birth

doPeotog Aapmag, to the unquenchable lamp

fuag ewtitovoa, that enlightened us who cry out:

1006 Po@vTag Duveite mavteg 1OV Koplov,  Praise, you all, the Lord
Kal OtepLYoTE €ig MAvTag Tovg aidvag. and exalt him in all ages.

9" ode. Heirmos: Mvatijpiov Evov dp@

Qpaiav og, By the divine Spirit,

TEPLOTEPAY XPNHATIOATAY, your parents usher you

Kail KAy kai dpopov, into the holy temple,

Sy &v yovaudiv, 0 most pure temple

ol TeKOVTEG, &v vebpartt Beiw vaov, of God and holy Queen,

€ig TOV dylov eioayovotv vag, you who are a fair dove

kaBapwtate Ogod, and the highest

ayia Aéomotva. and most blameless among all women.
ZKIpTHOaTte, Rejoice,

ndoat kapdiat katwdvval, o all sorrowful hearts

Kai edayyelioOnrte, and receive the good news,

fj0n ol &’ aidvog €ig Adny, o you who formerly were condemned
katadikaoBévteg idov, to Hades, for behold,

€ig T dyta 1y mavayvog oikel, the most pure one dwells

Kal TOV TAVTwV ATpw TNy, in the Holy place and gives birth

KVET GOPKOVUEVOV. to the incarnate Redeemer.
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‘H dumnelog,

TG TOV POTPUV TOV TéTELPOV,
fivOnoev eig dyua,

évdov avatpageioa ayiwy,
fylaoev KOOHOV VTG,

Taig ayiaug mapakAnoeoty Xplote,
Ta €AEN OOV TV,

TIAOLY KATATIELYOV.

Dopéoag pe,

¢avtig IapBévov 6 Koplog,
dvBpwmog éyéveto,

mwg Tovg yupvwOévTag,
év8vor otonv agBapaoiag ayvn,
St todTo 0t So&dlwpev del,

ol owbevTeg Sid oov,
Oeoxapitwte.

The vine

that blossomed forth

the ripe cluster of grapes,

who is nurtured in the Holy of Holies,
has brought sanctification unto the world.
Through her holy supplications,

send your mercy down

to all of us, o Christ.

Having clothed himself with me,

the Lord became man from the Virgin herself
in order to dress the naked ones

with the garment of incorruption.

O pure one, therefore do we,

who were saved through you,

glorify you always,

o you who are graced by God.
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BIBLIOTHEQUE NATIONALE DE FRANCE

f 210-213

FIRST UNPUBLISHED KANON OF THE FEAST, 4™ mode, acrostic:

‘Avotéov fpiv Tag moAag cov IapOéve.

I** ode. Heirmos: ©@al&oons 10 épvBpaiov

AvoiyovTat T0ig &vBpwmoLg OTiuepOV,
oAt TG GvTwg (wiis,

ToD VOkoD &voiyovTtog vaod,

T HapBevy v eicodov,

Kal TaoL TPOUNVLOVTOG,

THV TpOG OOV TOTOV OlkelwOLY.

Ne@éhng tig pwtetviig i} eicodog,
UnVOEL OTiHEPOY,

&v 1@ vad Tov fillov Xplotov,
avarteilat Toig MEPAOL,

Kai 8t” avtiig TV ENapyy,
naotv atyaoat Thy TG xdptTog.

‘O m\odT10G TG eVoTAa)Viag onpepoy,
avakalvmreTal,

100 ITointod T@v SAwv Toig PpoTois,
TNV adTOV eVKAER AmapxnV,

&v T® vad AapPavovtog,
kataAlayig Oelag Evéxvpov.

18pvvOn émi oteppav kai doeloTov,
TéETpaV Tiig MoTEWS,

1 TOV AvOpwnwv VoL vonTdg,

TO oikelov €v olkw Oeod,

edpaiwpa peicaoa,

Kai anododoa dg SeKTNV TPOTPOPAV.

Today, when the temple of the law
opens its entrance unto the Virgin,
the gates of true life

open unto men,

proclaiming to all

the kinship of all the faithful to God.

The entrance of the bright cloud

into the temple today proclaims

the rising of the the sun, Christ,

unto the ends of the earth,

and [declares] the radiance of the grace
that shines forth on all through her.

Today, when the their honourable
first fruit is received in the temple
as a pledge of divine reconciliation,
the richness of the compassion

of the Creator of all

towards mortals is revealed.

When human nature erects

a proper foundation

in the house of God

and offers her as a fitting offering,

it is noetically established

upon a solid and unshakable end of faith.
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2" ode. Heirmos: Adpev peyaroovvny 1 OcQ.

E£€V1) KATAKOOUNO¢L,

0 vaog EUeatdpuvouevog,

Beiag eioodovg,

éEevtpemilel,

T AU T TaoTddt Kol OKNVi.

‘OAn memouctApévn,

TG ayveiag kaBapdtnty,

¢v 1oic ddvTolg,

vaod tod Belov,

1) TOV anavtov eionxon Pactis.

NV oi oktwdelg TomOL,
petapaivovot Tig xdpirog,

TG EMAAPYELS,

TPOHIVVOVONG,

&v T® vad TG oknvig Tfig dAnBodg.

"HpOn mpdg byog Beiov,

YNYEVOV 1} UOLG OT|UEPOY,
avaDepévn,

@ Kriotn mavtwv,

TNV TiG oikeiog dvodov dmapyrv.

3 ode. Heirmos: Evppaivetau émi oot

Muvpimtvoov kal Tepmviy,

v edwdiav O vaog Eunvevot,
THV VONTIV OTIEPOY,

ToTdG pupodriknv degapevog.

106vTeg o€ voepol,

£V 1O vad T® VOUKD EQopol,
eloayopévny ayvi,

60w Kkai xapd vredé€avro.

The temple, being brightened
with a strange adornment,
prepares a divine entrance

for the immaculate

bridal chamber and tabernacle.

The Queen of all,
thoroughly adorned

with the purity of chastity,
entered into the sanctuary
of the divine temple.

Now the indistinct types

pass away,

proclaiming the shine of grace
in the temple

of the true tabernacle.

Today the nature of the earth-born
approaches divine heights

when they dedicate the first-fruit
of a familial ascent

to the Creator of all.

The temple breathed in

the sweet-scented and delightful fragrance
when it receives today

the noetic vial of perfume.

When the noetic guardians

beheld you, o pure one,

entering the temple,

they received you with longing and joy.
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Negéhat dG yAvkaopov,

Spoaov ovpaviov €v yij atalovat,
T} T00 @€0D o1pepoy,

QwTELV] Ve@ENf) ovuyxaipovoar

TA¢ yvwoewg tod Ogod,

O¢tot Oepéhiot €v yi) myvovTal,
TAG TOV KTIOPATWYV AVTQ,
avatiBepévng dektiig dmapyis.

4" ode. Heirmos: Enap0évta oe

Anoxkhelovtat ai Bvpat tiig dbeiac,
Kai t¢ Beoyvwoiac,

mOAat toig AvBpwmnolg,

orjuepov dvoiyovrat,

TG TOANG THiG KpeiTTOVOG,
énepetdopévng év ofkw Oeod.

ZtoA{opevog 6 olkog To0 Pacthéws,
Tf¢ xdptrog Tfig véag,

Osia emhauyel,

onpepov eiodéxetal,

OKNVIV THV DTEPPWTOV,

Kai TA¢ dAnBeiag mpoayyelov.

[Ipog ovpavov /) VOIS 1) TV AvOpbTIWY,

évOiwg edTpeniletay,

dvodov v oikw,

100 Oe0D TiiG KAlpaKog,

i Oeiag kai kpeitTovog,
¢neperdopévng eig S0&av @eod.

Clouds drip the sweetness

of the heavenly dew upon the earth,
rejoicing today together

with the bright cloud of God.

The divine foundations of the knowledge

of God are laid upon the earth,
when the accepted first-fruit of creation
is dedicated to Him.

The doors of the neglect of God are closed

and the gates of the knowledge of God
are today opened unto men,

when the superior gate

presses forward

into the house of God.

The house of the King,

clad with the divine radiance

of new grace,

receives today

the beyond-radiant tabernacle
and the one who proclaims truth.

When the divine and superior ladder
is set up in the house of God

to the glory of God,

human nature is prepared

in a godly fashion

for the ascent to heaven.
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YmepéPluoav TiG XAPLTOG Ol KPATHPEG,
100 @£0D TOV AmAvIWY,

10 €Aéovg Topa,

Kal TG evomAayviag avtod,

Kal TaotL TavaypavTe,

d1& oov avBpwmolg mpoxéovral.

5™ ode. Heirmos: 20 Kvpié pov ¢dg

Avyvia xpvoavyng,

Kai adpotdtn orpEPOV,
elodyetat &v 10 olkw,
100 Ood Kai avyddel,
TobTov év Belaig xaptot.

AvOel 1) ynyevav,

POOLG WG Kpivov onpepoy,
npoodyovoa T® AeomoTn,
v Paciletov papdov,
KOOV KaBapotnTL.

20 Kbpte 10 00V,

vOv maAdtiov (§puoag,
év olkw oov oePacpiv,
Kol OEPTIHOV TTdONG,
KTIOEWC KATEOKELATAG.

& KOOUOV EVTIPETT,

0 vaog meptBépevog,
TAVAXPAVTE TOV AeOTIOTNY,
Kol KOOUNTOPA TTAVTWY,
avopvet kat €86&alev.
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The chalices of grace

run over with the libation of the mercy
and compassion of the God of all,
being poured forth

on all men through you,

o most unblemished one.

Today the most brilliant lampstand
that shines like gold

enters into the house of God,
illuminating it

with divine grace.

The nature of the earth-born
blossoms forth as a lily today

when it offers the royal rod

to the Ruler,

which flourished matured in purity.

You, o Lord,

have now founded your palace

in your revered dwelling,
constructing it to be

more honourable than all creation.

The temple, o most undefiled one,
is erected as a dignified
adornment for you,

singing praise and glorifying

the Ruler and Legislator of all.
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6" ode. Heirmos: ©Uow 001 UeT VG aivETEWS.

‘OAnv og,

OmEpPLOG Koopnoag 6 Koplog,
TaiG TOV Xapitwv dkTiol,

Kai katayhaioag ayvelag oiyAn,
ONOQWTE,

év 1@ oikw TAg 86&ng ¢d6&aro.

Yyobev,

ai TOv ayyélwv td&elg mpokvyaoat,
TNV €v 1@ oikw Kvupiov,

¢ apBévov mpdodov evgnuodoa,
Sdotalovot,

TOV TV OAwv Agomotny Kai Kvprov.

[ToAny ok,

ad16devTov ovoav Kai oV Oe®,
Kai PactAel Tnpovpévny,

100 vaod mpomépmovaty év advTolg,
Kai Tov¢ TUTIOVG,

TG OKLAG kai Oeapovg dnokeiovay.

Appa og,

TO TVpipOPPOV oTHEPOV AYPaAVTE,
100 Baocihéwg Tiig 86&ng,

0 vaog 6 Beiog eiodedeypévog,
v éAevoy,

TV adTod 814 oov dmekdéxeTal.

The Lord was glorified

in the house of [His] glory,
having adorned you wholly
in a marvellous fashion
with the rays of grace and brightened you
with the radiance of purity, o all-brilliant one.

Having come from above

in order to praise the procession
of the Virgin

to the house of the Lord,

the ranks of angels

glorify the Ruler and Lord of all.

Being the impassable gate,

preserved only for [our] God and King,
they send you forth

to the sanctuary of the temple

and shut out

the shadowy types and laws.

Today the divine temple,
having received you,

o undefiled one,

as a fiery chariot

of the King of glory,

awaits His arrival through you.
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7" ode. Heirmos: Ev ij kauive Afpady.

PeiBpa xapitwv,

&V T® 0enT® 00V oikw PAOTeL ayvi),
T&OL TOIG €V TOUTW TLOTEL EIMKPLVET,
TIV OEMTHV OOV Kal DTEPTIHOV,

Ot amodooty,

€0@MEODOLY DUVODOL YEpaipovoLy.

Odhapog Oelog,

0 100 Oeod vaog ool d@odn ayvi,
ToUTW KaBapOg Ayvag Te Kal eVTPENAG,
HVNOTEVOUEVOG OF B paVTE,

Kai poika évoofov.

"Ex otelpevoiong,

avagaveioa pilng n evbalng,

papdog éviov T@v advTwV TOV TOD VaoD,
avartifetar adpbvetal,

&v0Bog asilwov,

anotiotwg PAactiioal Tov Kopiov.

Naog kai 0ikog,

Orepavi|g wg ovoa tod [Mouyrod,

£vdov TG oknvijg elofxOng Tfig vopkig,
Kal ayyéAwv al opeiat o,

Beoxapitwre,

onedéEavto noBw yepaipovoal.
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The streams of grace

flow within your sacred house,

o pure one, to all those therein

who with sincere faith praise you with songs
and honour your sacred

and most noble dedication unto God.

The temple of God appeared to you,

o unblemished one, as a divine wedding feast
where the pure one betrothed himself
unto you in an undefiled

and dignified fashion, receiving you,

o undefiled one, as a glorious dowry.

Having appeared from a barren root,

the flourishing rod is dedicated

in the sanctuary of the temple,

maturing in order to give birth

without having been watered to the Lord,
the ever-living flower.

Being the beyond-radiant temple

and dwelling of the Creator,

you entered into the tabernacle of the law
and were received by choirs of angels,
who honour you with longing,

o grace-reciever of God.
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8" ode. Heirmos: Xelpag ékmetdoas.

"Edwke Oed katahAayi,
Kali OIKELWOEWG,
o¢ Beovipugevte,
Ocia evéxvpa ofypepov,
T@V Ppotdv 1) QOIS Xaipovoa,
Kai ékPodoa extevg @ defauévey os,
evAoyeite mavta ta Epya Kupiov tov Kbpiov.

I TG dxavOdV dmahayic,

Ta ebayyéia,

onpepov déxetal,

TG evAoyiag yap fjivOnoev,

1) aitia te kai TpdEevog,

Kal TRV KOy €v 1@ vad,
TpoKaTayyEAeL Xapdv Toi¢ Bodoat,
navta ta Epya Kvpiov tov Kvprov.

"Ev8ov tod vaod 6 Onoavpog,
Tapevdeig Tdv XpLotob,
XapitTwv orjuepoy,
Tadta mpoteiveTal dmaot,
TOIG TIOT®G AVTOV YEPALPOLOLY,
Kai éxPooty ékteva @ IToutii kal Oed,
evAoyeite mavta ta Epya Kupiov tov Kbpiov.

Qg otapvov VIEPTIHOV TRHG TIPLY,
oboav TaVAXPAVTE,

pEAovoav Séxeadal,

TpO@NV dBavatov onuepov,

0 vaog eiodekdpevog,

APPENDIX |

Rejoicing, mortal nature gave you
as a divine pledge,

o bride of God,

for reconciliation and kinship,
crying out Him

who received you:

O all works of Lord, bless the Lord!

Today the thorn-covered earth

accepts the gospel of deliverance,

for the mediatress

and invocation of blessing

has blossomed forth,

proclaiming common joy in the temple
unto those who cry out:

O all works of Lord, bless the Lord!

Having been lodged in the temple,
today the treasury of Christ’s grace
is distributed to all

who honour Him in faith

and cry out fervently

to the Maker and God:

O all works of Lord, bless the Lord!

Today the temple receives you,

the one who will acceptimmortal sustenance,
as the most honourable vessel

of prior nourishment, o most undefiled one,
and being so beautified

kabwpaileto T off Oeiq audpotnTiKai ¢poa, by your divine radiance, cries out:

evAoyeite mavta ta Epya Kupiov tov Kbpiov.

O all works of Lord, bless the Lord!
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9" ode. Heirmos: AiBog &yelpétuntog

‘Proeig mpoepnT@v Beo@ope,
ékAmmpovpévag Zaxaplag,

BAémwv €mi ool mavayia,

Kal EVTIpuedY 00D TV EMAAUYEWY,
&v 1@ vad EOpevE,

Kai yeyn0ag o¢ éueydluve.

TaAnvng évBéov mAnpodoa,

kail Bopndiag v xopeiav,

TOV EKAOYIKOV 0oL dvOEwV,

TOV VKWWY TAEKOVTOV OTEQAVOV,
Taig Oeiang oov ENAGpyeat,

tavtnv [HapBéve kataldpmpuvov.

106vteg o€ Oeiwv xapitwv,

Kal puotnplwv drmopprtwy,
TEUEVOG Ay Vi) Tavayla,

ol &v 1@ olkw ToD Be0d €popol,
60w kai edhaPeia oo,
Stakovodvteg éAeltovpynoav.

"Qebn dreptépa Buoiag,
Sikaiwy TAVTWV ACVYKPITWG,
1 Twakeip te kai Avvng,
dexti) Kupiw Buoia onpepov,
WG TPOCPOPA APWUNTOG,

Kal UepTépa AN G KTioEwg.

Zacharias, dancing in the temple
and praising you with rejoicing,
tulfills the words of the prophets,
o God-bearer,

watching over you

and delighting in your radiance.

Being filled

with godly tranquility and delight,
brighten with your divine radiance,

o Virgin,

the choir of the flowers of praises

and the crown woven of glorifications.

The guardians [angels],

having seen you as the temple of divine grace
and ineffable mysteries

in the house of God,

served you

with longing and reverence.

Today the accepted sacrifice

of Joachim and Anna appears

as one incomparably greater

than the sacrifice of all the righteous,
an immaculate offering

beyond all creation.
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SECOND UNPUBLISHED KANON OF THE FEAST,
3" mode, acrostic in the Theotokia: Tewpyiov[w]

I ode. Heirmos: Oavpuaotos éviééws

‘H Napmpa énéotn,

1800 mavnyvpig Tijg OeoTtodKOV,

peyaAn ovykalodoa,

PWVH TTPOG evwYLaY,

fHAG TOUG PLhedpTOULS,

TPoOVHWG TTAVTeG SeDTE CLVEPANWLEV.

Oeavyeig dktiveg,

vuvi éméhapyav Tig OeotodKov,

v oikw tod Kupiov,

padphvovoal TNV KTiow,

TOD YpAPHATOG TV VOKTA,

£lg G TG XAPLTOG peTaPEPOLOAL.

Triadikon:

‘Ev [ud ovoiq,

Kal KuplotnTL Kai PactAeiq,

[Mathp 6 TavtokpdTwp,

Y106 kat Ogiov TIvedua,

do&dletat dravotwe,

OVK €peLVaTalL TOIG TV TOTAV AOYLOUOIG.

Theotokion:

Inyeveig Aimovrec,

THV YAV dxpavTe,

€i00d® Tfj ofj,

avixOnuev mpog Hyog,

ovpdviov Kai Oeiog ETOXOpEV XOpEiag,
TG TOV ayyédwv @ilavBpwmia @cod.

Behold, the radiant festival

of the Theotokos has come,
summoning us who adore the feast
with a great voice unto the celebration.
Come all,

let us eagerly hasten [there] together!

The divinely-radiant rays of the Theotokos
now shine forth

in the house of the Lord,

brightening creations

and changing the night of the letter

into the light of grace.

The Father and ruler of all,

the Son, and divine Spirit

are glorified together in dominion,
kingship, and one essence,

beyond rational scrutiny
of the faithful.

We, the earth-born,

having abandoned the world,
were elevated to heavenly heights
by your entrance,

joining the divine choir of angels
through the philanthropy of God.



www.tezaurliturgic.ro

UNPUBLISHED HYMNOGRAPHY

2" ode. Heirmos: 1600 i60D Aadg pov.

Io00 180D Aaodg pov,

0TI TdvTa év ooia,

Ta €Ml YAG Kal ovpavod,

eipyaodpnv wg @eog Suvatog,

6 ovg kai toig Sikaiolg,

Toakeip kal Avvy kapmov evxig Ty IapOévov.

[epiotepa 1} @eotOKOG,

év 1@ owpatt pactdlovoa,
KAp@o¢ éhaiag vontg,
TIPOUNVVEL €V T® Olkw OeoD,
eiprvny kal yaAnvny,
KatakAvopod tod méhal,
Tdoav Ty yijv Tupavvodvtog.

Triadikon:

OV xpovik®dg kabnyeita,

o ITatrpYiod kai [Ivebparog,
AN g aitia kol dpyn,

10 [Tatp eivat oTevelg,

tva €k petapédov pr eioaxOi,
10 mAfpwpa TAG dyiag Tptadog.

Theotokion:

‘Ev oot [TapBéve Oeotoke,

T tapddofa eipydoato,

6 ITountrig oov kai Y10,

omEp Evvolay unTépa os,

nowoag kal So&doag kal Toig moToiG,
peoitnv SolGg Kal TPOOTATNV Kal OKETNV.
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Behold and see, my people,

I created everything on earth and in heaven
as mighty God

and in accordance with wisdom,

giving the virginal fruit of prayer

unto the righteous Joachim and Anna.

As a dove, the Theotokos

noetically bears the sprig

of the olive tree in her body,

proclaiming beforehand in the house of God
the peace and calm following

the ancient flood

that tyrannized the earth.

The Father of the Son and the Spirit

does not rule in a temporal fashion,

but you believe that Father

is the first cause and beginning,

in order that the fullness of the Holy Trinity
not depart from those who repent.

When He made you His mother

beyond comprehension, o Virgin Theotokos,
your Creator and Son

wrought marvellous things in you,
glorifying and giving you as a mediator,
protector, and shelter to the faithful.
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3 ode. Heirmos: ZrepewOnti yuyi.

"H oxnvi| 1} tod @eod, The Tabernacle of God
£V va® TO VOUIK®, enters today
elodayetal onpepov, into the temple of law,

v 86&av petdyovoa €ig cautiv Ty adtod. transferring to herself His glory.

Avupvel kai TpooKvVel, Praising and worshipping,

Kai mpoodayel T¢) Oe@, Anna leads the Virgin unto God,
i Avva v [apBévov, crying out:

anélaPov kpdlovoa Tig TpooEv)iig "I received the fruit of prayer”
TOV KAPTIOV.

Triadikon:

‘Hvwpévn 1 Tpuag, The Trinity is united,

Srapeitat e0oePig, yet piously apportioned,
napado&ov €xovoa, miraculously maintaining

Opod kal TNV évwoty kal v dtaipeotv.  union and division.

Theotokion:

Qg obpaviov oknvIY, We, who cry out in honor

TOV vadv 6oV TOV GENTOV, of your pure temple,

ol fo@vTeg Oe0TOKE, [celebrating it] as pure tabernacle,

i 80&NG Tiig Beiag oov katatpvedpev dei. o Theotokos, delight in your divine glory.

4" ode. Heirmos: Akonv &kfroa QpikTiyv.

AyaArécBw yij kai ovpavog, May the earth and heaven rejoice,
6t @eog émi yie, for God vouchsafed us

0O vat katnglwoac, to behold him on earth,

10D Y&Vovg amapymy, accepting the Theotokos,

v @gotoKOoV TapalapPdvet, the first fruit of the human race,

fjv vOv ool do&dlopev. whom we the faithful now glorify.
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ThaoTtrptov oe ToD Oeod,
TPOSLETVTIOV Ay V),

0 VOpOG Kal ol mpogfTal,

o¢ Oeiav kIPwtov,

év ) TO pavva v ametedn,
XpLotog 6 xopnyog ¢ {wiig.

Triadikon:

‘Ev ud ovoia 1 Tpuag,
WOTIEP AKTIVEG PWTOG,
DUVETTAL AKATATOW O TWG,
101G dvw XepovPeiy,

Ta Tpla OTA StpnuEVWG,
piov aiyAnv ékmépmovra.

Theotokion:

Punwdeioav gvow Ty NuOV,

T dpaptia TO TIPLY,

AmEMALVAG Tf} YEVVIOEL,
navaypavte T of,

Kal 10 apyaiov kAAAOG Tap€oxeG,
aOTf] Tf) peotteia oov.
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The law prefigured you

as the sanctuary of God

and the prophets represented you

as a divine ark

in which the one manna was placed,
Christ the provider of life.

The Trinity, one in essence,
as rays of light are hymned
unceasingly by the cherubim,
the three luminaries

that distinctly send forth

one radiance.

You cleansed our nature

that was formerly defiled

by sin through your birth-giving,
o all-pure one,

granting it ancient beauty

by [your] mediation.

5™ ode. Heirmos: To p@¢ gov 10 dvéomepov Xpiote.

‘H tpamnela 100 dptov tAg {wiis,

&V T® va® tod Ocob dnotebeioa avt®,
grolpddetan w¢ kabapd kal oemnth,
npotifeaBal péAAovTL T0iGg TaotL.

[Mapdadoa 6p@v O igpes,

&v 1@ vad tod Oeod émtelovpeva,
katemhftreto ndg 1} HapBévog Tpogny,
elodéxeTo €Kk XelpoOg dyyélov.

The table [that holds] the bread of life

is set aside for God in His temple and,

as He foreordained, is prepared to be set forth
as pure and sacred on behalf of all.

The priest, having seen strange things
taking place in the temple of God,

was amazed at how the Virgin received
nourishment from the hand of an angel.
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Triadikon:

Kai v kai tpia 0¢fw 1OV oV,

£V HEV T KPATEL AOTOV Kal T} ovolg TIHDY,
Tpia Ay 8¢ Taig iStotnol,

kai yap Iathp kaiYiog kai [Tvedpa.

Theotokion:

TaArvn TG mpeaPeiog oov ayvi,
KUPEPVNOOV THV €UV XEUALOHEVTV YUXTYY,
womep kKADOwVL kal TPIKLLiALG TOANATG,
TOIG TTELPACOIG TOIG ToD dANoTpiov.

6™ ode. Heirmos: Bv06¢ pot T@v .

Avoiyet 0bpavog Toig avBpwmolg,
TA¢ TOAa¢ kai eloddovg detkvoel,
TG dAn00o¢ év va® mHAng Oeod,
BovAnoet avtob,

texBeiong kal pnvvodong Ty xaptv.

AvBodot mtapadeicov Aelpdveg,
OKLPTOOLY EDPPOOVVWG TA 8pN,

T0oD Kataokiov Oeod €v 1@ vad,

Tiig 86&ng avtoD,

KoopodVTOG 8povg dyviig kal ITapBévou.

Triadikon:

"Ev 808 kai wa Tf odoig,
opvetrat 1) Tpiag 1) ayla,

10 ABA WY VO@V Kal yryevdv,
TPOCWTOLG TPLOL,

Statpovpévn dppnTw TO TPOTW.
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I worship God both as one and three;
honouring him as one in might and in essence,
yet three in accordance with their properties,
as Father, Son, and Spirit.

O pure one, through the serenity

of your intercession direct my soul that is
so afflicted by waves and many tempests,
beset by the temptations of the enemy.

Heaven opens the [its] gates unto men,
revealing at the entrance into the temple
the true gate of God,

who gave birth by His will

and disclosed grace.

When the pure mountain and Virgin

that gives shade unto God

adorns the temple of His glory,

then the meadows of paradise blossom forth
and the mountains jump for joy.

The Holy Trinity,

ineffably divided into three persons,
is praised and glorified as one essence
by both the bodiless intellects

and the earthborn.
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Theotokion:

I8¢tv oov Oeotoke [TapbHéve,

v 86&av vontf) Bewpiq,

TaiG tkeotalg Talg oaig wg dyadn,
Svowmet Xplotov,

TOIG €V @@ &7l 00l KAVXWHUEVOLG.
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Beholding your glory through noetic
contemplation, persuade Christ

by your supplications on behalf of those
who are in God and boast concerning you,
forasmuch as you are good.

7" ode. Heirmos: Q¢ xpvaog év ywvevtnpiw.

‘H oxnvr| tod O¢ov 1) Beia,

&v 1@ va® &&lwg vov dvatibetal,

1] TAATLTéPA 0VPAVDY,

Kal éong TAg Ktioewg 0@Beioa Bedvupgog,
£vOa &v dmékelto,

6 mhodTog Ti§ XApLTOG,

kai Tod puotnpiov,

1) AOKPLPOG APAATTOG ATOPPITWG EKPUTITEL.

‘H apvag tod Oeod kai ktiotov,

1) domihog Kupiov mepiotepd 1) oepvry,

£V T® vod TO VOULK®,

Badilovoa onpepov TNy yiv kabnyiaoce,
Kai &yyéhovg fiBpotoey,

avTig TpoeEapyovTag,

Kai oUTwg fodvrag,

gvloyntog el Kopie 6 @edg T@v matépwv.

Triadikon:

‘H Tpuag év pd odoig,

So&dletau dmavotwe,

Kal TipooKuVveTTat el kot Slatpeiton Lavikdg,
€ig Expula pdowNa,

KAV TAIC UTTOOTACEDLY,

4oePg pepiletat ta idta odlovoa,

The divine Tabernacle of God

is now worthily dedicated in the temple,
she who is more spacious than the heavens
and the totality of creation is beheld

as the bride of God, in whom

the richness of grace is laid up

and the mystery of the hidden seedless one
is ineffably concealed.

The spotless ewe-lamb of God,

[our] Lord and Creator, the sacred dove
processes today into the temple of the law,
sanctifying the earth

and gathering together

the angels who lead her

and cry out:

Blessed are you, o Lord, God of fathers!

The Trinity is unceasingly glorified

in one essence and eternally worshipped,
and, though irrationally divided into persons
unrelated by nature or even separated

in an idolatrous way into hypostases,

we ineffably revere Him,



www.tezaurliturgic.ro
312 APPENDIX |

AAN &v kal TH} @O,
Kai Tf) Suvapet o€fetat Ve’ UV,
ATOPPNTW TPOTIW.

Theotokion:

‘O év koAmoig [Tatpog ddpxwy,
Y106 avTob kai Aoyog,

preserving the persons
but [affirming God]

as one in nature and might.

Existing as His Son and Logos
in the bosom of the Father,

O dyaBotnTa Kai ApeTpitovg oikTippolG, by goodness and mercies without measure,

¢k 00D mepiPaAietal,
aovyxvtwg dxpavTe,

he was clothed without confusion
of the flesh of men from you,

TV dvOpwnwv gOpapa kai Oot év xapttt, o undefiled one, deifying by grace

ToVG TtioTel BodvTag,
Sedofaopéva dravta ta év oot
TeleoBévta €oTiv.

8" ode. Heirmos: Tov év oopie kat’ &pyds.

To niov 8pog Tod Oeod,

Kal GAaTOpNTOV €V T@ vad tod Ocod,
Xwpeital f) Tavapwpog,

Katakalbyat Ty yijy,

Kal KATAOKLATAL VO TIKDG,

M) dnoppnTy,

apetiy Tiig Aoyeiag,

fjv mioTet dvopvodpey,

€i¢ mavTag Tovg Aldvag.

‘O Bgiog mOkog Tod Ocod,

1] Oe0mOTIOTOG VEPERN OT|HEPOY,
&v 10 vad eiodayetad,

év ] G SUPpog adTog,

0 dnpovpyog kai ATpwTng,
gpelhev 1jdn,

kateAOwv dmopprTwe,

Spodow @LhavBpwmiag,

TOV KOOHOV VeTILeLv.

those who in faith cry out: Glorified are
all things that have happened unto you.

The holy and unhewn mountain of God,
the most umblemished one,

is led unto the temple of God,
covering and mystically
overshadowing the earth

by the innefable virtue

of [her] birth-giving,

the one whom we praise

in faith unto all ages.

The divine pledge of God,
the divinely-watered cloud
enters the temple today.
Like falling rain,

the Creator and Redeemer
descends ineffably by her
in order to water the earth
through the dew

of his love for mankind.
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Triadikon:

Iatépa dvapyov apxnv,

Y10ov ovvavapyov kai ITvedua avvBpovoy,
opoTIa Opodoka,

Ta Tpla o€Poyey,

ovx fittov év TovTWY,

aAnd@g opoAoyodvTeg,

tva pr) 10 MARpwua,

Tiig ayiag Tpddog,

apvopeda aBéws.

Theotokion:

Ymepexvon 6 kpatrp,

Tiig dyaBotnTog kal Tod éNéovg XpLoTtoD,
eig dmavta T MEPaATa,

Tf] peotteiq oov,

Kal €V OIKTIpOIG TOVG dANnO®g,

o0& O@e0TOKOV,

TPOCKLYODVTAG TLAVWY,

TOALQOPOLG detkvvel,

KapTov dikaoohvng.

9" ode. Heirmos: I10¢ 0¢ paxapiowpey.

X¢ Beoyapitwte,

wg mapddetoov Beiov,

0 vaog eiodedeypévog,

TOV APETOV T TOKIAW,
¢KooelTo Kal edwdiav,

TaoL SLEMveLTEY,

TOV QavpdTwv ooV TA TEPTIVAL.

We worship the Father
as the beginningless beginning,
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the likewise unorginate Son, and the Spirit,

who is of equal dignity with them,
venerating the three as equal

in honour and glory, [refusing] to confess
one as lesser in relation to the other two,

lest we deny the fullness

of the Holy Trinity in an ungodly fashion.

The basin of the goodness

and mercy of Christ runs over

and unto the ends of the earth.

By your mediation and compassion,
you are revealed unto to those

who truly venerate you

as the Theotokos as the one

who prolifically bears

the fruit of justice.

The temple, having received you

as a divine paradise, o full of grace,
was adorned

by the multiplicity of the virtues,
blowing forth

unto all the sweet fragrance,

the delights of your miracles.
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Tig un &vvpvroel ok,
Ocotoke [TapOéve,

Tig i moBw oe dofaoel,

TiG un) Bavpdoet cov PAénwy,
T Tapddofa TOV mpaypdtwy,
OTL vaog Oeod,

£knpLXONG év 1@ vad.

Triadikon:

Eévov 10 puoTtnploy,
Ocotoke [TapOeve,

Tii§ d@paoTov gov Aoyeiag,
611 6 elg Tiig Tpiadog,
oapkwOn ék 0od dQPAoTWS,
petvag axwpLoTtog,

€K TOV KOATIWV TV TATPIKDV.

Theotokion:

2V 1§ kaBapoTnTog,
Ocotoke [lapOeve,

v eadpotnta tnpodoa,
£v TR} Yuxi wov Td oKOTEL,
TOV Tab®Vv pe kal Tf dxAV,
pr) mapad®g ayvn,
KaAv@Onval d¢g ayadn.
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Who would not praise you,

o Virgin Theotokos,

who would not glorify you with longing,
who would not marvel

when seeing the miraculous events,

for the temple of God

is proclaimed in the temple.

The mystery of your

ineffable child birth is strange,

o Virgin Theotokos,

for one of the Trinity inexpressibly
received flesh from you,
remaining inseparable

from the bosom of the Father.

You, o Virgin Theotokos,
who preserved

the brightness of purity,
as you are good

do not let my soul

be covered by the mist
and darkness of passions.
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f 220"-224"

KANON OF THE AFTERFEAST,

2" mode, acrostic in the Theotokia: Tewpyiov.’

1+ ode. Heirmos: Asite Aaoi.

Ae\aprei,

xaprt i Oeoprtopog,
onpepov katavydletat,
Kai ayhaiertal,

TOV TOTOV 1) XOpeia,
xappoovvov tov fuvovy,
autf) ¢&ddovoa.

Taov dyabdv,

fvowctal tapela onpepoy,
Tij 6An dvBpwmoTnTL,
10D Bnoavpod adTig,
£vdov Tapevdévrog,

10D vaod T@v ddVTwy,
811 edoaota.

Thv drapxny,

onpepov tiig avBpwnodtnTog,
ol Sikalol TPoTPEPOLALY,

&V 1O va® Oeo,

Twakelp kat Avva,

Kal edyapLoTrpLa,

xaipovteg ddovatv.

By the ever-radiant grace
of the Mother of God,
the choir of the faithful
today is illuminated

and becomes radiant

as it sings

a joyful hymn unto her.

Today, when the treasure

is laid up in the sanctuary
of the temple,

the treasuries of good things
are opened

unto all humanity,

for she is glorified.

Today, the righteous
Joachim and Anna
offer the first-fruit

of humanity

in the temple of God
and sing rejoicingly
hymns of thanksgiving.

3 This kanon includes also troparia commemorating the saints celebrated on the same day.
However, in this publication these troparia have been omitted because of their irrelevan-

ce in content.
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Theotokion:
Ipdewv Aavis, David foretold you

AxpavTe TETOIKIAHEVTV OF,
101G Tig ayveiag kaAleat,
Kai kaBapotnrog,
BaoiAida ¢d1\ov,

év @ oikw Tiig 86&NG,

Oed mpoodyecat.

3 ode. Heirmos: Zrepéwoov fag.

"EceioOnoav Bwyol,

TAG TAGVNG dmavTteg Kal vaol,
katémeoov T@V idwlwy,

100 ¢vdoov ayldopatog,

€V T® olkw B¢eo,
AavatebévTog oe.

‘O ko0oH0G 6 PaLdPOG,

Kol 1] e0mpémeLla TOV TAVTWY,
KTiopdtwy Beokvijtop,

£v 1@ olkw ToD Oe0D eVMPEN®G,
eloayBeioa avTOV,
OIEPEAAUTPUVAG.

AekTn) 1} Tpoc@opa,

Womep 1 énotg 0@HévTa,
évwomiov tod Kvpiov,

OV Sikaiwv peyalomiovtoy,
owTnpiav 1@ yével mpoetévnoev.

Theotokion:

"Ev 808 evmperel,
napBévol dypavte eihkvoay,

in his writings,

o undefiled one,

as a queen adorned with

the loveliness of chastity and purity,
led unto God

in the house of [His] glory.

All the altars of deceit trembled
and temples of the idols

fell to the ground,

when you,

the glorious sanctification,

were dedicated in the house of God.

O birthgiver of God,

when you were led

into the temple of God,

the radiant world

and the diginity of creation
were made exceedingly brighter.

The accepted offering,
a supplication before the Lord,

introduced salvation to the human race
and was beheld as an abundance of riches

by the righteous.

O undefiled one, in dignified glory
did the virgins follow you
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OTiow 0oL EVPPOTHVWSG,
Kal Td 0d &V T® va@ 10D Oeo,
peyaleia Toig dnaoty éknpuiav.

4™ ode. Heirmos: Eicaxrixoa Kipte.

‘H anotiotog orjpepov,

papdog avOel év oikw Tod Kupiov,
kai edwdialel,

avTOV TAIG XAPLOLV.

Ebtpemnilel thv eloodov,

0 ovpavog avBpwmolg ThG dPpdtov,
TOANG eicayBeiong,

&V T® va® tod Oeod.

>¢ [TapBéve mapéotnoey,

¢k Seblov O vtV Pactedwy,
&v vad tiic do8ng,

QUSpdG EKAdTOVTAY.

Theotokion:

"Entayd\hovTtat orpepov,
Twakeiy kai Avva T@ oikeiw,
Kai oent® PAaoThpatt,

€V T® olkw Oeod.

in dignified glory and rejoicing,
proclaiming your majesty to all
in the temple of God.

Today the unwatered rod
blossoms in the house of the Lord,
filling it

with the sweet fragrance of grace.

When she enters into the temple of God,
heaven prepares

the entrance of the gate

which is inaccessible to men.

The King of all presented you,
o Virgin,

radiantly shining

in the temple of [His] glory.

Today Joachim and Anna
rejoice

over their own sacred plant
in the house of God.

Another heirmos: Yuva oe dxonv yap Kopie.

20 povn OeotoKe TEPLKAG,
TAoNG KTioewg brepTépa,

TOV KTIOTNV yap TETOKAG,

Kal TODTOV @E€peLg oaig aykdhalg,
810 Tovg vpvodvTag oe epiowle,
gvhoynuévn prtep aetmdpOeve.

You alone, o Theotokos,

in giving birth to the Creator

and bearing Him in your embrace,
ascended higher than all creation.
Therefore save those that praise you

with hymns, o blessed mother and ever-virgin.
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Theotokion:

Qpaiav dpet@v év KdAAeatL,

Beiq §0&N meMOKINLEVN Y,

w6 kaBapov oKvwua,

Kai Opovov Tod Yyiotov Kopn,
vaog év adbtolg o defapevog,

TA TG OKIAG KATEMAVOEV aiviypata.

5% ode. Heirmos: O 100 ¢wT0G Y0pnyos.

ZTOMV TNV TAyXpLooV,

oD Bacthéwg kai Oeod déxetat O makatog,
vaog kai Aappavel,

TIPOKOOUNOLY QadpaLy,

TG dvagatpéTov,

avtod véag xdptrog.

Ateldeotatn Ty,

AVOOTOHODTAL VOITMOG OTHEPOV €V TM VA,
100 Oe0D kai maot,

KnpuTTEL 101G fpoToi,

¢ {wig &k TavTng,

10 Bdwp puroetal.

Qg paxapia DPOV,

1) TtpOG TOV KTioTnv kKad Oedv EvtevfigTwakeiy,

Sikatot kai Avva,

Kal ©G eDAOYNTOV,

kai dedokaopévov,

TO TAVTNG EKTAT pWUA.

APPENDIX |

The temple received you in the sanctuary
as the pure tabernacle and the throne

of the Most High, o daughter,

you who are fair in the loveliness of the virtues
and adorned with divine glory,

bringing to rest the riddles of shadow.

The ancient temple

receives the all-golden garment

of the undiminished King and God,
being radiantly adorned

in advance

by his new grace.

Today the most clear spring
bursts forth in the temple of God,
proclaiming unto all mortals

that the water of life

will flow forth

from her.

Your blessed entreaty
to the Creator and God,
o righteous Joachim and Anna,
is beatified
and glorified
in her fulfilment.
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Theotokion:

Paivwv edgpdouvvoy,

6 00PAVOG TOV VETOV OTUEPOV Tf} TOD OeoD,
ve@éNn ovyyaipel,

Kal TavTng vonTdg,

T} adyAn xoopeitat,

Kkal Oeiaug Taic xapioL

6™ ode. Heirmos: Ev &fdoow nraioudrwy.

To @adpov Tod o Kkai brépTepoy,
kai dedofaopévov avtod katanétaopa,
G KOOWOG EVTIPEMETTATOG,
gpamhodtal ¢v olkw TAg S6&Ng avtod.

Theotokion:

Inyeveig ovpaviolg dnoypdagovtat,
KATOLKETV TTavaypate o€ dvabépevol,
WG Amapyny eDTIPOGOEKTOV,

1@ Oe@ év 1@ oiky Tiig §6&Nng adToD.

7™ ode. Heirmos: Eikdvog ypvaf.

"Hvoiyet fporoig,

TiS TPLPRG TG €V ESEV 1) makat moAn,
anoxelobeioa,

TOUG TIpoTATopeg Tf) OAN VOV aAvBpwnotnty,
Tiig ToD Paciiéwg 86&ng,

TOANG &Batov évooTepoy,

1@V dBfedtwv Tod Vaod,

avateBeiong avtd.

319

Today heaven sprinkles a joyful rain
and is noetically adorned

with her radiance

and divine grace,

rejoicing together

with the cloud of God.

The radiant, exalted, and glorified
veil of God is unfurled

within the temple of His glory

as an honourable ornament.

The earth-born are admitted to the
heavenly dwelling, o most undefiled one,
when they offer you unto God as the accepted
first-born in the temple of His glory.

When the impassable gate

of the King of glory is set forth
as an offering to Him

in the hidden part of the temple,
the ancient gate of Eden’s delight,
closed unto humanity

by [our] forefathers,

now opens unto mortals.
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"E€aipecBat vov,

10 peodtotyov TG ExOpag Tiig dpxaiag,
avBpwmolg mdot,

TIPOKNPUTTETAL TG EVAOYIOG TG PVOEWS,
1@ mapPacthel kol deonodTy,

TIapEXOHEVT] €lG eDKAELY,

TOV EKPOoWVTOV EKTEVRG,

Xploté edhoynTog el

Yuwv Ovyatp,

BacAidt Te T@V SAwV ToMUATWY,

£v 101G byioTol,

viv ovyxaipovteg Twakeiy mavaoidiye,
Kai Tf) Opoyvawpovt Avv,

VMEp UV iledoaoBe,

TOV eVePYETNV Kal OedV,

Tf] peotteiq avTig.

Theotokion:

I00vTeg TNV ony,

vnephapmovoayv ayvi tig dAnOeiag,
do&av oi Tomol,

orexwpnoayv v T® vad kai tapédpapov,
ai okwSelg Taoal EUPAOELS,

Kai avapowv oi épopol,

evloynTog €l 6 Oedg,

0 TOV TATEPWY THDV.

8" ode. Heirmos: H 10v év kapivew.

T edloyiag 6 PAacTdg,
€V T® olkw ToD BeoD,
vov dvaBdhad,

avetéln evBéwg... [?]*

4

APPENDIX |

When the partition of ancient enmity
is removed, the blessing of nature

is offered unto the King

and Ruler of all

and is proclaimed unto all men

for the glory of those

who cry out with great fervour:
Blessed are you, o Christ.

O all-praised Joachim,
rejoicing now

with the like-minded Anna
and your daughter,

the highest Queen of all,
offer intercession for us

unto our God and benefactor
through her mediation.

Seeing your beyond-radiant

glory of truth, o pure one,

the images withdrew

and all the shadowy manifestations
passed away,

[while] those beholding the event cry out:
blessed are you,

0 God of our fathers.

The blessed flowering-sprig
has now been revived

and is offered

in the house of God... [?]

The end of the troparion is missing from the manuscript.
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‘H opatdtng tdv Ppotdv,

Kai i) 86&a kai 6 kOoUog Kai TO kA€o,

1] TAVAPWHOG VOUPT,

VOV 1OV vaov tod Oeod,
Aapmpivel kal KOopel Taig xapLoLy,
eig kavxnua 6Ang,

Tii§ pOoewg avOpwmwy.

‘Ev mapadéiow mpooeuyxdv,

Kai v Ddaot Sakpvwv {wopphtwy,
avadedwkate gogol,

TG edAoyiag PraoTov,

o0 1fj ¢EavOr|oet & oVpTavTa,
Twakelp kai Avva,

€mAn 001 edwdiag.

Theotokion:

‘OAnv ayviv kai kaBapav,

Kal dpopntov @edg Kal mavayiay,
év ayiog eiongeyv,

o¢ Beovipugevte,

pnvowv v 86&av oov dnaot,
TO1G VLVOAoyoDaLY,

avTOV €i¢ TOLC AlDVAG.

9" ode. Heirmos: Tov ék ©eod Oeov Adyov.

‘H 1@v napBévov xopeia,
VUUPIKDOG KOOUOVHEVT),

ayveiq kal oepvoTnTL YUXis,
gmubaldapov foev ooy,

v @OV OeoToKE,

gEdpyovoa padpd¢ kol ToD vaod,
146 €loddovg koopovoa,

Kai @edv peyakvvovaoa.

She who is the glory and fairness of mortals,
the adornment and honour of humanity,
the undefiled bride

now arrays and brightens

the temple of God with grace,

to the boast

of all human nature.

In a paradise of prayer

and with a flood of life-giving tears,

o wise Joachim and Anna,

you offered up the blessed flowering-sprig
through whose flowering

the whole of the universe

was filled with a sweet fragrance.

God led you, the most undefiled,
pure, and all-holy bride of God
into the Holy place,

proclaiming your glory

unto all those

who praise Him with hymns
unto the ages.

The choir of virgins,

adorned in a bride-like fashion
with purity and piety of soul,
chanted unto you, o Theotokos,
radiantly leading you,

praising God,

and adorning

the entrance to the temple.
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AyolaoBw 1y gootg,

TOV AvBpwnwv Kal Taoag,
ayyéAwv ovykadeitw oTpatiig,
€lg vonTnV Kal ovpaviov,
gvgpoovvny Oe® yap,
anédwkev wg SOpov evTpenT,
TAG WG Ty aitiay,

Xopeiag kal €voTnTog.

Twakelp kai 1 Avva,
ovykaAodvTal TNV KTiow,

€ig piav eDEPooLVNV Kal xapav,
émi tfj §6&n T0D TOKOL AVTDV,
TOV KaA@V Td dotrpt,
TPOCPEPOVTEG LEOVONG €K YVXNG,
xaptotriptov buvoy,

Kal aivov AKATamavoToy.

Theotokion:

YmepaoTpantovoq aiyAn,

aBryodg mapBeviag,

Kai Oeioag kaBapotnTog ayvi),
€vdov eiodvoa OAOPwTE,

10D vaod Tdv advTwy,

Kal TadTa kategaidpuvag TV odv,
XAPLOUATWY AKTIOL,

Kai EEvwv Emapyewy.

APPENDIX |

Let human nature rejoice

and summon all the angelic hosts
to join in with noetic

and heavenly joy,

for it has brought forth

a comely gift to God,

the one who is the cause of unity
and the one choir.

Joachim and Anna

summon creation

to join them in the one joy

and gladness their childbirth,
offering a hymn of thanksgiving
and ceaseless praise

of the fervence of [their] soul([s]
unto the giver of all good.

Your untouched virginity

and divine purity

are beyond-brilliant in their radiance,
o pure one, you who entered

into the sanctuary of the temple

and brightened it

with the rays of your gifts

and your strange illumination.
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[ OTHER HYMNOGRAPHY
THE HOLY MONASTERY OF FILOTHEOS, MT. ATHOS

ATH. FILOTH. 28

f 136
OIKOS?

'Ev Tf] popfitopt U@V iKWV TTPoeTLTODTO, fvika ELOPPODTO TG PUOEWS TO €ld0g
avtiig IapBévov tnAavyde. ‘Qomep yap ékeivn ék Thevpdg dvev omopag mponxOn
100 TpoTdTopog. OBtwg adth domdpwg OV Kdprov té€et, tmigp Adyov kai Stavotav
avBpwnwv Kkal vonov mavtwv dowpatwv. A0 0f HLOTIKDG Avva, ékOISdoKwv
TpoKNpLEW Eppavg T tiig apBevou, tva &v xapd mpooeépns avthy Kupiw. Al
OTIAPXEL OKNVT| ETOVPAVLOG.

Our foremother prefigured the image, brilliantly giving shape to the form of the Vir-
gin’s nature. As she was taken without seed from the side of our forefather, so did the
Virgin seedlessly give birth to the Lord, who is beyond all human reason and comp-
rehension, transcending the understanding of all the bodiless powers. Therefore, o
Anna, I manifestly proclaim in advance you who mystically teaches us of the Virgin,
that you may offer her in joy to the Lord, she who is the heavenly tabernacle.

5 (A part of the kontakion by Georgios; the whole text, titled as Mnvi voeuppiw kd. dte
npoanvedxOn év 1@ va® Beotdkog TpLeTic odoa, kovddkiov, ny. 8. épov dkpoatixida.
To® tanetvod Tewpyiov Dpvog, has been earlierly published in Kongakapuit B rpeyeckom
nopaHuKe XII-XIII B. O PyKONICY MOCKOBCKOI CHOfIambHOI 6mbmoreku No. 437.
MockBa, tunorpadia 6ni8. A. B. Kynpssuewnoit 1879.)
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f 140

EXAPOSTEILARION, 2" mode (Model melody: Tvvaikeg axovtioOnke)

‘Huépav npoedptiov, The church

1] ékkAnoia dyet vov, now celebrates

T} TavaypavTw eicddw, the forefeast

Tiig @eoToKOL Mapiag, of the all-pure entrance

VOV dvupvobotv dyyelot, Angels now chant,

Bpotoi 8¢ pakapifovot, mortals bless her,

napOévol §¢ mpoméunovot, and virgins process before her
Aapmadnedpot oKpTWoaAL, in the Lord’s temple,

&v 1@ vad tod Kupiov. bearing lamps and rejoicing.

THE HOLY MONASTERY OF ST. CATHERINE (MT. SINAI)

SINAIT. GR. 567

f 146'-147"

STICHERON PROSOMOION, 4" mode (Automelon: ‘Q¢ yevvaiov)

Q¢ moAvTIOV OT|HEPOV, The Virgin, the precious and undefiled vessel,
1) HapBévog mpooriyeto, is offered today in the temple of the Lord
&v va® 1o Kvpiov okedog dypavrov, as a holy victim, as an accepted sacrifice.
10 lepeiov WG dytov, The Son of God

10 Bdpa evmpdadekTOV, and compassionate one himself

oapkl Auelev avtdg 6 Yiog Tod @cod poeAddy, intended to come forth in the flesh
Bopa dpwpov, vmgp mavtwy 1eBbcBat,  as a blameless sacrifice

fva oyt €k TG kviong TOV eidwAwy, in order to die on behalf of all,
é\evBepworn wg ebomAayvog. to free them from the stench of idolatry.
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SINAIT. GR. 568

f 80"-81"

STICHERA PROSOMOIA, 4" mode (Automelon: EvgpaivecOe Sikator)

AydheobBe orjpepov,

ol mpo@nTat ovv Sikaiotg,

Kal XaipeTte OpOVTES,

T vOv dedetypéva,

[MapBévog eiodyetal,

év @ va® Kvpiov,

TRV Xdptv cvvelodyovoa,

fjv ueig exknpiate,

vmoxwpel 10 ypdppa t@ Iveduat,
ai okl Tod vopov mapédpapov idod yap,
AANO@g eméapyey,

1] dAn0eta mavtag ewticat fpdg.

EbepavOn 1@ Ilvedpartt,
Zaxapiag Oeopdv oe,

év @ va® Kvpiov,

[TapBéve Oeotoke,

Kkai xaipwv gkpavyalev,
evloynuévn €8eixOng,

év yeveaig avBpamwy,

Hovn @eoKviTOp HAKAPLOG,

6 0lKOoG VA PaVTE,

¢k 0od mipoeNBodoa ¢BAdaTnoag paPdog yap,
Baoieiag fjvOnoac,

Kai Suvapewg TaoLV TOlG TEPATLY.

Rejoice today and be glad,

o prophets, together with the righteous
[as] you now witness

the revelation of these things:

the Virgin enters

the temple of the Lord

and introduces with her the grace
from which you were banished.
The letter gives way to the spirit,
the shadows of law pass away.
Behold, the truth shone forth
indeed to enlighten us all.

Seeing you in the temple of the Lord,
o Virgin Theotokos,

Zacharias rejoiced in spirit

and joyfully cried out:

You, o purest one,

have been revealed

as blessed among human generations,
a beatified dwelling

and the only God-conceiver.

For the royal rod of might

burgeoned forth from you

and blossomed unto the ends of the earth.
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‘O vaog 0 dylog,

1) oknvi tod Beiov Adyov,

&v 1@ va® Kvpiov,

elonxOng ¢nadiwg,

NG dyyelot PAémovTeg,

10 kaBapov Tii¢ ayveiag,
¢EioTavTo voodvteg,

Kal fodvTeg ool dxpavte,

yuvi) Hev 10 Opwpevov deikvvoal,
Eévov 8¢ £07Tiv TO VOOUEVOY TIAVAY VE,
i ool TO dppnToy,

St TodTo 08 TMOBw Sofdlopev.

The holy temple,

the tabernacle of the divine Word,
worthily entered

into the temple of the Lord.
Seeing your purity

and sensing your stainless state,
the angels were amazed

and cried unto you, o Undefiled one:
”You appear as a woman,
but the ineffable mystery
we behold is strange”

For this [reason] we glorify you with longing.

SINAIT. GR. 570

f77-78

STICHERA PROSOMOIA, 4" mode (Automelon:"Edwkag onpeiwotv)

IapBévol é&dpxovat,
Aapmadogopodoal veavideg,
g dyviig @sountopog,
Aapmddag katéxovoa,

ei¢ vaov Kvpiov,

fivep Zayapiag,

18V edvpavOn ékPodv,
1800 10 Oelov Oeod ayiaopa,
1800 10 ihaoTtrpLov,

180D ai mAdkat Tiig Xdptrog,
KIPTOG TE 1) TAYXPLOOG,

T® Oe® dvatibetal

Lamp-bearing maidens and virgins
carrying candles

go before the pure Mother of God
to the temple of the Lord.

Seeing her,

Zacharias rejoiced

and cried out:

”Behold, the divine sanctification;
behold, the holy sanctuary;
behold, the tablets of grace,

the gilded ark

dedicated unto God”
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Aavid 6 BedmtvevoTog,

Apav Tipdocwv Tod ITvevpatog,
ékPod oot ynOouevog,

dkovoov @ Bvyartep,

KAivov pot 1o otg cov,

eloelO¢e &i¢ oikov,

100 Pacthéwg kal Ogod,

Kal AITaveDGOVOLY TO GOV TIPOCWTIOV,
£0vav ol Bacthedovteg,

Kal Tf] T} oov mpoadpdapovaoty,
Buyatépeg apuolvvrol,

BaocAéwv duvodoal oe.

Znuepov 1y tpdmela,

£v i TpL@T| 1} dknpatoc,

1) Aapmag 1 100 Oeod QwToC,
Avyvia 1) doPetog,

ToD Oe0d 10 6pog,

oikog 6 Tiig 86&ng,

okeDog 1O Tipov vad,

10 Tod Kvpiov ddpov mpocdyeta,
1) oTapvog 1} GAoxpvoog,

10 evwdiag Oupiapa,

1 HapBévog Bedvougog,
OeotoKOG 1) dpOopOG.

The divinely-inspired David,
plucking the lyre of the Spirit,
rejoices and cries out to you:
“Hearken, o daughter,

incline your ear to me,

come to the house

of King and God.

The rulers of the people order
processions be made for you,
undefiled daughters

hasten to honour you,

and kings offer praise unto you.”

Today the table is led to the temple
of the Lord as an offering, upon which
is set in uncontaminated sweetness
the flame of divine radiance

and the inextinguishable lamp,

she who is the mountain of God,
the dwelling of glory,

and precious vessel.

The incorrupt Theotokos

is the virgin bride of God,

the golden vessel

and incense of sweet fragrace.
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f 78-79"
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STICHERA PROSOMOIA, 1 mode (Automelon: T&v ovpaviov Taypdtwv)

‘H moAvwvopog kopn,

€lg TEPLOVLHOY,

dvatebeioa oikov,

Kal vaov tod Kvpiov,

ATEKPLYEV TO TOVTOV,

émi g YAS,

noAvOpOAANTOV Gvoua,

Kai rohvdpvntov deon,

naoty Bpotolg dyahAiapia kal kadyna.

Al BeoldEsvtol MAdkeg,

Tig véag xdptrog,

&v 1® vad Kvpiov,

eioaxOnoat éveoEwe,

mpodvtat ¢nadiwg,

dvev xelpog,

Kai &vBpwnwv fovroews,

@ mavayiw 8¢ ITvevuatt,

OmEp vodv Eyypagival kai Stavolav.

"Ex 100 Kupiov hafovreg,
émayyeAiag kapmov,

Twakeip kai Avva,

ToD Ogod TNV pnTépa,
evnpoadektov Ouoiav,

&V T vaQ,

TIPOGEVIVOXA OT)LEPOV,

Kal Zayapiag 6 péyag dpyepevg,
evloynoag vmedékaro.®

6  This sticheron is published as the first sticheron kekragarion of the Small Vespers of the

The daughter, called by many names,
is dedicated

to the renowned dwelling

and temple of the Lord.

She concealed

His much-glorified name

upon the earth

and was beheld by all mortals

as their greatly-hymned exaltation and boast.

The tablets of new grace,

carved by God,

are taken in glory

to the temple of the Lord.

Worthily cherished,

they are written upon

without human hands or will,
imprinted by the most Holy Spirit
beyond all reason and comprehension.

Today

Joachim and Anna

bring the Mother of God

as an acceptable sacrifice,
having received

the fruit of promise

from the Lord.

Zacharias, the great high-priest,
blesses and receives her.

feast but preserved here to preserve the set of stichera complete.
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Trv 100 Kupiov untépa, Let us praise
AVELQTUNOWLEY, the Mother of the Lord,
w6 8L avTig puobévTeg, for through her we are delivered
TOV Selv@v OQANUATWY, from terrible debts, and by her
Oe@ oi OewbévTeg, we are elevated towards God and deified.
onuepov yap, Today, being three years of age
i} oapki tpietifovoa, according to the flesh,
£V T@ va® mpoonvéxOn T voukd, the most holy temple of the Lord is taken
0 avaylog vaog tod Oeod. to the temple of the law.

STICHERON PROSOMOION, 1** mode
(Automelon: ITavev@npot papTvpeg)

‘H xapig oov Aéomoiva, Your grace, o Lady,

QadpdG TG dKTivag fmAwoey, radiantly scatters rays [of light]

£V 1@ vad Kal EUvuoey, in the temple,

TOV fAtov Nuiv, revealing to us

Tiig Sikatoovvng, the sun of righteousness.

OmEp maoav vvolay, It rises from you

¢k 0o dtavateilat Toig mOOw ok, in a way that exceeds all comprehension,
VEQPEANY TIAUPWTOV, o most bright cloud,

avopvodowy kai So&alovoat, unto those who earnestly

1OV Agomotny, hymn and glorify the Lord

andvtov kai Kbptov. and Master of all.
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STICHERA PROSOMOIA, 2" mode (Automelon:‘Ote ¢k 10D £0Aov)

‘Ote avetébn 1@ O,

1] DAOYNHEVN TIPOoPOPa Kat UTiepEVE0EoG,

TOTe Uedéaro,

TG OIKELWOEWG,

Tiig TpOG ToDTOV EVEXLPAL,
avBpanwv 1 eootg,

Kai ovppola Ehafev,
vioBetnoewg,

60ev edxapioTwg £Poa,

Sofa 1@ moodvTt AgomoTy,
Eéva kai mapddofa Bavpdota.

‘Ote év 1@ olkw T0oD O€0D,

1 dedoaopévn oknvr) eiceAnAvey,
10Te ¢d0oviiOnoav,

ol TV eidoAwv vaol,

Kai pnvopata Eafov,

TG €k Oepehiov,

TAoNG KATaAboEWG,

Kai dromaboewg,

60ev 1) Xplotod ékkAnoia,
ovpPola édéxeto Oela,

Tii§ dkataAvTov €ViSpLoews.

When the blessed

and most glorified offering
was brought before God,
human nature received
symbols of adoption

and pledges

of kinship to the divine.
Wherefore humanity

cries out thankfully:

Glory to the Ruler who works
strange and mysterious miracles!

When the glorified tabernacle
entered into the house of God,
the temples of idols

were shaken

foreshadowing

their complete dissolution

and cessation

to their foundation.

In this way, the Church of Christ
received divine symbols.

of her everlasting establishment
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STICHERON PROSOMOION, 2" plagal mode
(Automelon: Ai ayye\ikai TpomopedovTat)

[Taoat voepai,
énekpoTnoav Suvdylelg,

Ote TV PpoTdV,
ayolAiapa eionxOn,

v oikw Ttod Kvpiov,

1] TAOTAG 1] OVPAVLIOG,

Kal Xopovg mapBEvwv cuvekalovy,
el vonTiv xapav kol §0&av,
avtf] pékmovoat,
edloynuévn i ayvn,

HHOV Bedvopgoc.

SINAIT.

f 56
(APOLYTIKION, 4" mode?)

nuepov 1 Beoxwpnrtog oknvi),

o TOV dyiwv dyta ¢upatedoaoda,

Kol Tpo@iV 00pavIoy,

1o ayyéhov Sekapévn,

apxn owTnpiag T® KOOHW PO VEKTAL,
510 Poriowpev tfj Oeotokw Mapiq,
xaipe kexaptrrwpévn 6 Koplog peta oob,
O Tpo 00D Kal €k 00D kal ued UV,

SLd TO 6DOAL TAG YVXAG NUDV.

All the bodiless powers

were amazed

when the heavenly wedding chamber
and exaltation of mortals
entered into

the house of the Lord.

They call the choirs of virgins
to spiritual joy and glory,
chanting unto Her:

Blessed are you,

o our pure bride of God.

GR. 572

Today the God-containing tabernacle
steps into the Holy of Holies

and the beginning of salvation

is brought into the world, receiving heavenly
sustenance from the angel. Let us therefore
cry out to Mary, the Theotokos:

Rejoice, full of grace, the Lord is with you,
the one who was before you [but] came
from you, and is [now] with us in

order to save our souls.
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BIBLIOTHEQUE NATIONALE DE FRANCE

PARIS. GR. 259

f 218

EXAPOSTEILARION (Automelon: ITati)p ¢®g dvaAloiwTog)

Q¢ Oeopnropa mavTa,

Teheltat oot Tapadogwe,

1] Yévvnoig oov ék oteipag,

1) Tp6080G AauTPoPoOpOg,

¢€ ovpavod 8t dyyéhov,

tpéen [MapBéve év Toig ayiwy dylo.

As mother of God,

all things happen to you in a miraculous way:
your birth from a barren woman,

The bright procession, your reception

of sustenance from the hand of a heavenly
angel in the Holy of Holies, o Virgin.

KATHISMA METHEORTION, 4* mode (Automelon: Taxd npokatdAape)

Aavid poodomnoincov,

£V T® va® tod Oeod,

Kai xaipwv dodedal,

v Bacthida Hudv,

Kai tavTn ékPonoov,

eloehBe 1) kvpia,

eig vaov Pacthéwg,

eloelBe 16 1) SO kexpuUpEVWG voeTTal,
St fig éEavorynoovta,

moAat g Svtwg {wiig.

Prepare the way

to the temple of God, o David,

receiving our Queen

with rejoicing

and crying out to her:

Enter, o Lady,

and come into the temple of the King,
you whose glory is mystically comprehended
and through whom

the gates of true life will open.
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TRANSNOTATION OF
MeTa 10 TeXORvVal o€
(4™ PLAGAL MODE)

FIRST LINE
AMBR. GR. 139 SUP, F. 55V1
SECOND LINE
EBE 708

1 The melody has been transposed a fifth lower for an easier comparison with the analyti-
cal variation.
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APPENDIX Il
TRANSNOTATION OF
2AMEPOV TA OTIOPN TWV TTICTWV
(2N° PLAGAL MODE)

FIRST LINE
GROTTAFERRATA, BADIA GRECA A.a.3 “1114”
(MENAION OF NOVEMBER), F. 123V-124R?

SECOND LINE
AMBR. GR. 139 SUP, F. 55*

THIRD LINE
ATH. XENOPH. 151, F. 877V

FOURTH LINE
Yiyalag 177

1 The facsimile of the sticheron has been published in Specimina Notationum Antiquorum
1966, 44-45. The same melody exists also, for example, in Paris. gr. 1570 “1127%, f. 140".
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