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MEDIEVAL BYZANTINE CHANT rroMm MT. SINAI

Between 548 and 565 the East Roman (Byzantine)
Emperor Justinian I constructed the Holy Monas-
tery of St. Catherine at the foot of Mount Sinai, a
place already revered by pilgrims as the site of God’s
appearance to Moses in the Burning Bush. Monastic
life and pilgrimage have continued through the
centuries without significant interruption at St.
Catherine’s, providing its living community with a
rich inheritance of spiritual traditions and material
treasures. The latter include a priceless collection of
artworks, among which are rare examples of Byzan-
tine icons created prior to the destruction of images
resulting from the imperially sponsored policy of
Iconoclasm (730-843). Equally precious are the
contents of the monastery’s library, a collection of
over 4,700 manuscripts in Greek, Arabic, Georgian,
Latin, Slavonic, Syriac and other languages. From
November 2006 to March 2007 a selection of these
items was featured at the J. Paul Getty Center in Los
Angeles in an exhibition entitled Holy Iimage, Hal-
lowed Ground: Icons from Sinai.

More than 350 of the manuscripts held at the mon-
astery contain hymns and psalms of the Byzantine
rite notated with musical signs (“neumes”) for me-
lodic chanting (as opposed to the intoned recitation
of scripture from medieval Greek lectionaries, which
feature a distinct system of so-called “ecphonetic”
notation). The earliest Sinaite chantbooks from a
thousand years ago employ only a small number

of musical signs to remind singers of melodically
elaborate passages, thus reflecting the emergence of
Byzantine notation from a primarily oral musical
culture. Later musical manuscripts contain more
precise forms of notation, with a system of neumes
capable of unambiguously recording a melody’s
succession of intervals (“Middle Byzantine” or
“Round Notation”) appearing toward the end of the
twelfth century and remaining in use until the early
nineteenth century, after which it was replaced by
the even more precise “New Method” of Byzantine
notation.

The present disc is the result of a request from the
organizers of Holy Image, Hallowed Ground that
Cappella Romana prepare a concert of music related
to the exhibition for performance at the Getty
Center. After considering the vast and still largely
unexplored musical repertories preserved at Mount
Sinai (the first volume of a three-volume catalogue
of its musical manuscripts appeared only in 2008),
we chose to offer excerpts from two services—Great
Vespers for St. Catherine (the eve of November 25)
and The Service of the Furnace, a musical retelling
of the tale of the three Hebrew Youths in the Fiery
Furnace from the Book of Daniel—as they might
have been celebrated during the twilight years of
the Byzantine Empire. Subsequently, performing
editions of these selections in modern notation
were prepared by Dr. Ioannis Arvanitis, the author



of a pioneering dissertation on rhythm in medieval
Byzantine chant and a frequent collaborator with
Cappella Romana.

Although marked politically by the terminal decline
of the East Roman state, the two centuries before
the Ottoman conquest of Constantinople in 1453
were also a time of spiritual and artistic renewal,
bringing forth in music what musicologist Edward
V. Williams has called a “Byzantine ars nova.” The
most influential figure in this musical revolution
was the composer, editor, and music theorist, Saint
John Koukouzeles (late 13th-early 14th c.). His Life
portrays him ending his life as a contemplative
(“hesychast”) monk of the Great Lavra on Mount
Athos who spent weekdays in solitude practic-

ing “hesychia” (literally “quietude”) but returned
to chant the All-Night Vigil at his monastery on
weekends and feasts. From attributions in musical
manuscripts it is evident that at an earlier stage of
his career Koukouzeles helped to codify older rep-
ertories of hymns while pioneering a new “beautiful
sounding” (“kalophonic”) idiom of chanting that
spread throughout the Orthodox world. This style
of liturgical singing was characterized generally by
vocal virtuosity, encompassing also the addition
of new texts to existing chants (“troping”), highly
florid melodies, and even textless vocalizations on
nonsense syllables (“teretisms”).

The Vespers of St. Catherine

The present disc begins with excerpts from the
service of Great Vespers that formed the first part of

the late Byzantine vigil for the feast of St. Catherine
of Alexandria, the patron of the Sinaite monastery.
A blessing by the celebrant (omitted here) both
opened the service and signalled that the choirs
should begin singing the Invitatorium “Come let us
worship,” the second and third invocations of which
are notated at successively higher pitches. The Invi-
tatorium served as a preface for an antiphonal ren-
dering of Psalm 103 (104 in the Hebrew Bible), the
fixed opening psalm of vespers in the Horologion,
the “Book of the Hours” employed in the urban and
monastic Christian rites of Palestine. During its per-
formance choirs situated on the right and left sides
of the church employed the same melodic formula
in Mode Plagal 4 to alternate at the half-verse (for
reasons of space, only the initial four half-verses are
included on this recording). The original Byzantine
practice appears to have been to complete Psalm
103 in this manner with the interpolation of a few
modest refrains, a custom maintained today by Rus-
sian Old Believers and dimly echoed in the choral
settings of Tchaikovsky and Rachmaninoff.

Modern Greek Orthodox festal usage, on the other
hand, concludes Psalm 103 with the Anoixantaria,
embellished settings of its final verses composed
by Koukouzeles, his colleagues and successors.
They begin with verse 28b—“When you open your
hand..” (Greek “Avoifavtog cov v xeipa...”)
from which their name is derived. The opening
verse and concluding doxology of the Anoixantaria
are set anonymously in what Williams has labelled
a “quasi-traditional” style of florid melody. Kouk-
ouzeles and other late Byzantine composers took
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from MS Sinai 1255
Kekragarion

Mode 1 traditional
“Lord I have cried...”
“Let my prayer...”



this anonymous material as a point of departure for
the original music they supplied for the interven-
ing verses, the refrains of which are extended by
short texts glorifying the Holy Trinity known as
“Triadika” This disc features all five of the Triadika
attributed in medieval manuscripts to Koukouzeles:
three from Sinai 1257 (the oldest source to contain
any of his Anoixantaria); one from Sinai 1527 (15th
century); and one from Athens 2458, a manuscript
dated “1336” and the oldest complete copy of the
Koukouzelian musical anthology of music for the
Divine Liturgy and daily offices known as the Akol-
outhiai (“Orders of Service”).

At an actual vigil, Psalm 103 is followed by a litany
and the chanting of Psalms 1-3 in a style similar to
that of the Anoixantaria. On this disc we proceed
directly to an abbreviated version of the Lamplight-
ing Psalms. Sung at sunset, Psalms 140, 141, 129

and 116 (Septuagint numbering) together form the
ancient and invariable core of Palestinian evening
prayer. Known collectively as the Kekragarion,

their opening two verses (Ps. 140: 1-2) are sung in a
solemn manner that contributes an atmosphere of
reverent supplication representative of its text and
complementary to the offering of incense during

its second verse (“Let my prayer be directed like
incense before you...”). At the conclusion of the sec-
ond verse a change of tempo initiates the stichologia:
the completion by the choirs of the Lamplighting
Psalms chanted in a simpler musical style.

From the sixth century it became customary in the
region around Jerusalem to adorn the final verses
(stichoi) and doxology of the Lamplighting Psalms

with hymns (stichera) proper to the liturgical day
or season. Despite early opposition from Sinaite
ascetics who rejected the musical elaboration of the
Psalter, such hymnody eventually became standard
in Byzantine worship. The first three stichera sung
here in honor of St. Catherine are prosomoia, metri-
cally identical texts sung to a model melody (an
automelon, in this case a hymn praising the angels).
Listeners accustomed to the received tradition of
Byzantine singing may notice that this fifteenth-
century melody from Sinai 1250 is virtually identical
to the modern tune.

The final Sticheron Doxastikon—thus named
because it follows the doxology “Glory to the Fa-
ther”—is an idiomelon, a through-composed hymn
with a unique melody. Its first half is sung from the
Koukouzelian edition of the Sticherarion, a hymnal
containing mainly stichera in traditional syllabic
and semi-florid melodic styles. The second half of
this sticheron is taken from a bipartite kalophonic
setting by Manuel Chrysaphes the Lampadarios,

a composer and theorist who served in the chapel
of Constantine XI Palaeologos, the last Byzantine
Emperor. Chrysaphes’ composition was edited
from Sinai 1234, a manuscript copied in Venice by
John Plousiadenos, who was himself an important
composer and theorist.

The Service of the Furnace

Services of the modern Byzantine rite frequently
include dramatic and mimetic elements, a promi-
nent example being the burial procession of Christ
on Good Friday. Nevertheless, there survives only



a single service from Byzantium that was devoted
primarily to dramatic representation that offers a
Greek parallel to Western traditions of liturgical
drama: The Service of the Furnace (H dxoAovfia
776 kapivov). Celebrated in Constantinople and
Thessalonica from sometime in the fourteenth
century until the Ottoman conquest, The Service of
the Furnace survived in Slavonic variants until the
seventeenth century. Written evidence of its original
Byzantine form consist of eyewitness accounts by
Greek and foreign observers, as well as a handful of
musical manuscripts.

From these sources we learn that The Service of the
Furnace was sung in some Byzantine cathedrals
between the dawn office of morning prayer
(Orthros) and the Eucharist (the Divine Liturgy)
on the Sunday before Christmas. In the Eastern
Orthodox Church, this day of preparation for the
Nativity of Christ is known as the “Sunday of the
Fathers” and is dedicated to the commemoration
of Old Testament saints. The Service of the Furnace
expands on its theme of precursors to salvation in
Christ—marked at the Divine Liturgy by the reading
of the genealogy of Jesus from the Gospel of Mat-
thew—with a quasi-dramatic rendering of the story
of the Three Hebrew Youths thrown into a fiery
furnace by the Babylonian King Nabuchodonosor
(Nebuchadnezzar).

In the ancient Greek translation of the Hebrew
scriptures known as the Septuagint, the Book of
Daniel provides the texts of hymns sung by the
youths in the midst of the fire in thanksgiving
for their preservation. These songs of praise were

eventually adopted as canticles (Greek, “odes”)

for use in the worship of many ancient Christian
rites, including the Byzantine rites of Palestine and
Constantinople. In the Constantinopolitan tradition
of daily prayer known as the “Sung Office” of Hagia
Sophia, the odes of the Three Youths were sung on
ordinary Saturdays with refrains originally designed
to facilitate the participation of congregations

in Late Antiquity. By the eleventh century it had
become customary to add these canticles also to
morning prayer on the Sunday of the Fathers, but
set in a more elaborate melodic style than usually
employed on Saturdays. The music of these embel-
lished canticles was recycled in the late thirteenth or
early fourteenth century to provide the textual and
musical framework for The Service of the Furnace,

in which the biblical skeleton from the Sung Office
was augmented by musical interludes consisting of
thematically appropriate hymns and teretisms.

The most complete surviving Greek text of The
Service of the Furnace is that edited by Arch-
bishop Saint Symeon (d. 1429) of Thessalonica for
performance in his cathedral, a full performance of
which would last about two hours. The present disc
offers an abbreviated version closely following the
musical manuscript Sinai 1527, which represents the
transplantation of Constantinopolitan traditions

to Venetian-ruled Crete during the mid-fifteenth
century. This manuscript was evidently moved to St.
Catherine’s Monastery at Mount Sinai following the
Ottoman conquest of Crete in 1669.

The Service of the Furnace opens with a sticheron
borrowed from the feast of the Prophet Daniel and



the Three Holy Youths (December 17 according to
the Byzantine liturgical calendar). Cited by Symeon
and in musical manuscripts according to their
designations in the Palestinian Psalter (“Odes 7

and 8”), the following canticles contain traditional
anonymous melodies, as well as refrains attributed
to Koukouzeles’ Constantinopolitan contemporary
Xenos Korones. The verses and refrains are appoint-
ed for alternation between the usual two choirs and
a group of three soloists. Portraying the holy youths
Ananias, Azarias and Misael (Shadrach, Abednego
and Meshach in the King James Bible), these young
soloists stood in the middle of the church on a
raised platform representing the fiery furnace.

At the moment of the angel’s descent to save the
youths from the flames, an icon of an angel was
lowered over the soloists. Sinai 1527 offers two
settings of the canticle verse relating this climactic
event: an anonymous traditional setting (omitted);
and a kalophonic version by Manuel Gazes the
Lampadarios, an imperial musician of the early
fifteenth century whose other works include com-
positions based on contemporary Western styles of
improvised two-part polyphonic singing. Rubrics in

Sinai 1527 suggest the interpolation of several hymns

at later points in The Service of the Furnace, but the
manuscript includes notation only for “When the
tyrant saw;” a kalophonic sticheron by Gazes’ Cretan
student Angelos Gregoriou. Following a brief teret-
ism, this hymn offers reflections on the miraculous
preservation of the youths from the perspective of
King Nebuchadnezzar, musically reflecting his awe
and confusion with a challenging vocal line.

Alexander Lingas
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TEXTS AND TRANSLATIONS

PART I: FROM THE VESPERS OF ST. CATHERINE

Invitatorium

AebTe, TPOOKLVIOWHEV Kal TPOOTETWHEY TH PactAel DV
Oed.

Aebte, MpookuvicwueV kal TPooTécwpey Xplotd,

TQ Bact\el HudY Oed.

AgeDTe, TPOOKVVCWUEV KAl TPOOTIEGWHEY

adtd Xptot®, T Pacthei ki Oed Hudv.

Proemium
An6 Yadpog 103 (LXX)

1a EDAOyet 1) yoxi} pov, tov Koprov

1b Kopte 6 Oedg pov epeyakvving ogodpa.
1c’E€opoAdynowy kai peyadonpémeiav vedvow.
2a AvaPaAAopevog g (g ipdtiov.

3

Tee &vordavtépia

28b Avoi§avtog cov Ty xelpa, T& adpmavta mAnobioovtal
XpnotoétnTog. Adée gor 6 Oedq.

29b Avtaveleig 10 Tvedpa adT®V, Kai ekketyovot. Adéa oot
Hétep, 86&a oo1 Yié, do&a oot
70 IIvedpa 76 dyiov, 86&a oot

30a E§anooteleic Td mvedpd oov, kal kTiobfoovat.
Adéa oot 6 Oedg, §6&a oo

312 "Hrw 1 86&a Kupiov &ig Tovg aidvag. Adéa
got &ye- 66&a oo Kipie- 66&at oou,
Baagided odpdvie. Aééa goi, 568 o1 6 Oed.

35a'Excheinotev apaptwlot ano tig yis. Aééa gor
Tpuig &vapye- 66¢a gor 6 Oed.

35¢ EOAGYyeL, 1) yoxij pov, Tov Kopuov. Adéa oor,
86éa oot 6 Oeds.

Come, let us worship and fall down before the King, our
God.

Come, let us worship and fall down before Christ

the King, our God.

Come, let us worship and fall down before

Christ himself, the King and our God.

from Psalm 103 (Septuagint)

1a Bless the Lord, my soul!

1b O Lord my God, you have been greatly magnified.

1¢ You have clothed yourself with thanksgiving and majesty.
2a Wrapping yourself in light as in a cloak.

The anoixantaria

28b When you open your hand all things will be filled with
goodness. Glory to you, O God.

29b You will take away their spirit, and they will perish. Glory
to you, O Father, glory to you, O Son, glory to you, O
Holy Spirit. Glory to you!

30a You will send forth your spirit, and they will be created.
Glory to you, Lord, glory to you!

31a May the glory of the Lord endure to the ages. Glory
to you, holy One, glory to you, Lord, glory to you,
heavenly King. Glory to you, glory to you, O God!

352 O that sinners might perish from the earth. Glory to you,
Trinity without beginning, glory to you O God!

35¢ Bless the Lord, my soul! Glory to you,
glory to you, O God!



24b and Doxology
TTavta év cogiq émoinoag.
A6&a Hatpi kad Yie kai ayiw vedpare.
Kai vov, kai dei, kai gig To0G ai@vag T@V ai@vov. Apmv.
AXAn)ovia.
AMn\ovia. AdEa ool 6 @edg. ANn\ovia.
AX\n)ovia. A6€a goi 6 @edc. ANAnhovia.
AXAn)ovia. A6€a ool 6 Oede, §6&a gol 6 Oedg, 6 Oed.

From the Lamplighting Psalms

5
Wakpog 140 (Lxx), "Hyog o
Kopte ¢xékpata mpog o, eicdkovadv pov. Eiodkovadv pov,
Kbpie. Kopte, éxéxpala mpog o€, elodikovady pov- mpooxeg
TH QVij TiG SeNoedS pov, £V T@ Kekpayéval pe TPog oé.
Elodkovady pov, Kopte.

KatevBuvOrtw 1) mpooeuyi pov, dg Bupiaua vaomoy gov-
£napotg TV xelp®v pov Buoia éomepiviy.
Elodkovody pov, Kopte.

®ob, Kopte, pulaxiy @

otopati pov, kai Bvpav

TEePLOXTG et T XeAN pov.

M ékiAivng T kapdiav pov

£lg A\6yovg movnpiag, Tod npogacileadar
TPOPACELG &V apapTiog.

Z0v avBpadmorg épyalopévorg

THY Gvopiay, kai o pi| oLVSLATWw

UETA TV EKAEKTOV QVT@V.

24b and Doxology
With wisdom you have made them all!
Glory to the Father and to the Son and to the Holy Spirit.
Both now and for ever, and to the ages of ages. Amen.
Alleluia.
Alleluia. Glory to you, O God. Alleluia.
Alleluia. Glory to you, O God. Alleluia.
Alleluia. Glory to you, O God. Glory to you, O God, O God.

Psalm 140 (Septuagint), Mode 1
Lord, I have cried to you, hear me; hear me, O Lord. Lord,
I have cried to you, hear me. Give heed to the voice of
my supplication when I cry to you. Hear me, O Lord.

Let my prayer be directed like incense before you; the lifting
up of my hands be an evening sacrifice.
Hear me, O Lord.

Set a guard, O Lord, on
my mouth, and a strong
door about my lips.

Do not incline my heart to
evil words; to make
excuses for my sins.

With those who work
iniquity, let me not unite
with their elect.




YaApog 129

2riyos- ‘Ot mapd 1@ Kupiw 10 Neog kad moAAR mtap’ adt®
Motpwots: kai adtdg Atpwoetat TovIopan) ¢k Tac®v T@v
AVOHLDY adTOD.

Tav ovpaviny Tayudtwv
Ifpepov épmetan mOAIG 1) AleEavSpeta, T odpyavd cov
Mdptug, v 1@ Bei® vad cov, katéxovaa TPoPPEVWS, 810 kai
TueiG, e0oePig toptalopey, Alkatepiva TV pvijuny gov Ty
OETTIY, DITEPEVXOL TV TIUDOVTWY OE.

Yadpog 116
Zriyog- Aivette tov Koprov mévta ta €0vn, énavéoate avtov
TavTeS oi Ao,

Alxkatepivng THv pviunv vov £0pTAcWHEY, adTH Yap OVTWG
naoag, Tod éx0pod Tag Suvdpes, v AMoyw Te kai Epyw,
kaBeile oTepp@e, kai Pntépwv Ty évatacty, ANAG Sefjoeot
TavTNG pooat (udg, 6 Oedg €k TV aipéoewy.

Ztiyog-"Ott ékpatardOn 10 Eheog adTOD £¢' NUAG, Kad 1
ahiiBeta tod Kupiov pével eig Tov aidva.

Xaipoig mavévdoge Maptug Aikatepiva oeuvi, £v 1@ Zivi
yap Spet, &v @ lde v Patov, Mwoiig ui pAeyopévny, év
T00TW XpLoTés, 10 Bedpeatov okijvog cov, viv petadeis ot
@UNGTTEL EWG KaIpoD, THG devTépag mapovaiag avTob.

] .
Hyoc f

A6&a Hatpi kad Yie kai Ayiw ITvevpartt.

Xappovik@g i mavnydpet, s Oeocopov Maptupog
Aixatepivig, ouvSpapwpev @ PLlopdpTLpEg, Kai Tad TV Toig
¢naivotg, wg dvBeat kataotéywpey, Xaipolg fodvteg adth,
1) T@V QANvagwv Pntépwy, Ty Bpacvatopiav ééyEaaa,

¢ armadevoiag Avamiewy, kal TovTovg TPOG Tio TV Oelav
XElpaywynoaoa.

Psalm 129
Verse: For with the Lord there is mercy, and with him
plentiful redemption, and he will redeem Israel from all his
iniquities.

To the melody “The ranks of heaven”
Today the city of Alexandria rejoices, for in your temple it
willingly keeps your grave clothes, and so we too, Catherine,
devoutly celebrate your revered memory. Pray earnestly for
those who honor you.

Psalm 116
Verse: Praise the Lord, all you nations. Praise him all you
peoples.

Let us now celebrate Catherine’s memory, for truly by word
and deed she has stoutly destroyed all the enemy’s powers
and the opposition of the Rhetors. But at her intercessions
deliver us, O God, from heresies.

Verse: For his mercy has been mighty towards us, and the
truth of the Lord endures to the ages.

Hail, all-glorious Martyr holy Catherine, for on Mount Sinai,
where Moses saw the bush that was not burned, and where
Christ has now translated your body pleasing to God and
keeps you until the moment of his second coming.

Mode 2
Glory to the Father, and to the Son, and to the Holy Spirit.

Lovers of martyrs, let us joyfully run together for the festival
of the Martyr Catherine, wise in God, and let us garland

her with praises as with flowers, as we shout, “Hail, you

that confounded the insolence of the chattering Rhetors, as
infected with stupidity, and led by the hand to divine faith.”






Agvtepog movs- Tloinua kvpod MavoviA
uaioropog Tod Xpvoden
Xaipotg 1} 10 o@pa tolvnAdékolg facdvolg ékdovoa, St
&ydmmy tod ITomtod cov, kai pi kataPAndeioa, bg dkpwy
&véhwtog, Xaipotg i} Taig dvw povais, avrdia Tdv tévav
elookiobeioa, kai 86&nG aiwviov katatpvgroaca, fig
£@iépevol ol Duvwdoi cov, Tig EAidog pr) ékméootpey.

PART II: FROM THE SERVICE OF THE FURNACE
(A LITURGICAL DRAMA OF THE THREE YOUTHS IN THE FIERY
FURNACE) ACCORDING TO MS SINAT 1527

TIvevpatik®g fudg motol cuviyaye ofuepoy, O Ipogrig
Aavig), kai tpamnelav mpotibnow dpetdv Sayil@g,
mhovaiolg kal mévnot, kai EEvolg kal adtdxBoat, kal kpatipa
vonToév, mpoxéovta vaua evoefeiag, kai edgpaivovta
kapdiag motdv, kad [vevparog Ayiov xdpwv mapéxovra.
ObTog yap 6 mpoPrTNG, 6 PavdTatog Axvog, 6 Adpyag &v
T® KOOW, T& oePdopata Tavta T@V Acovpiwv kabele, kal
Onpav drBdowy otopata Eppake. SOV TovTw Kal of Tpeig
Taideg evgnueicbwoay, 0 xpuool Tf PvoEL vTeG, Xpoiov
8¢ SokipdTepot SetkvipevoL, oV Yap ExdVevoey avTovg TO
Top TAG Kapivov, AN épolagev dxepaiovg, obg vagBa kai
niooa kal kAnpatideg Eéoteyav. O 8¢ dyaywv fudg, gig Ty
nepiodov Tod Xpdvov Koprog, dgidoat Nudg Baoa, kai et
TV kupiay, kai oePacpiav Huépav T@v yevebAiov Xpiotod,
TOD TapEXOVTOG MUV TO péya ENe0g.

Oi aideg
Zriyog- EdAoyntog el, Kopte, 6 ©eog tdv Matépwv fudv, kal
aivetdv kal Sedotaopévov To Svopd oov eig Todg aid@vag.

Ao yopov- Tov matépwv Hudv- drepdpvte, dnepéviole
Kopte 6 Oedg- ve- TV matépwv kai fjudv, edDhoynTog el,
Kopte.

Second foot, a composition by Mr. Manuel
Chrysaphes the Lampadarios

Hail, you that surrendered your body to countless torments
through love of your Maker, and like an unassailable anvil
you were not cast down. Hail, you that dwell in the dwelling
places on high, worthy of your pains, and enjoy eternal glory.
Would that we who, and who long for it, sing your praise,
might not fail in our hope.

Believers, the Prophet Daniel has spiritually assembled

us today and sets out abundantly for rich and poor, for
strangers and natives a table of virtues and a spiritual mixing
bowl, flowing with streams of true religion and delighting
the hearts of believers, and granting the grace of the Holy
Spirit. For this is the Prophet, the brightly blazing lamp, that
shines in the world, who destroyed all the sacred idols of the
Assyrians and shut up the jaws of the savage beasts. With
him let the three Youths also be praised. Not being gold by
nature, they were shown to be more excellent than gold, for
the fire of the furnace did not melt them, but kept unharmed
those whom brimstone, pitch and brushwood had crowned.
The Lord who has brought us to the season of the year, count
us worthy to reach also the supreme and honored day of the
nativity of Christ, who grants us his great mercy.

The youths
Verse: Blessed are you, Lord, the God of our Fathers, and
praised and glorified is your name to the ages.

Choir: Of our Fathers: highly praised and highly glorified, O
Lord God: ne: of our fathers and us, blessed are you, O Lord.



Oi yaArou
Zriyog-"Ott Sikatog €l émti maowy, olg émoinoag fHpiv.
Ao yopov- Tov matépwv fudv- dnepdpvnte, Onepévdoke
Kopie 6 Oedg- ve: 1@V matépwv Kad fudv, eDAoyntog €,
Kopte.

Oi maideg
Zrtiyog- My 1) mapading npag eig télog, Sa 1o Svopd cov,
Kai ) Staokedaong Ty Stabirny cov, kai pr dnootiong T
£\edG ooV A’ NUAV.

Ano yopoo- Tov matépwy fudv- edhoyntog &l, Kopie, cdoov
uag.

3

= Hoinua kvpod Mavovn Aaunadapiov Tod Tndi

‘O 8¢ &yyehog Kvpiov ovykatépn dua toig mept tov Alapiav
elg TNV kapvov- - 6 8¢ dyyelog Kupiov ovykatéPn

dua toig mepl Tov Alapiav eig Thv kapvov-kai etivage v
@AGya TOD TVPOG €K ThG Kapivov. Kai émoinoe 1o péoov Tiig
Kkapivov @g mvedpa Spéaov Stacvpilov, kai ov) fiyato adtdv
kaBohov 1O Thp- ahv- kal ovy fjyato adT@v kabolov O
nop 008E ENOTNTEY, 0088 apnvdyAncey adtove. Tote ol
Tpeic, (g ¢§ £vdg aTOpaTog, Hpvouy kai eDAdyovy, Tpvooy kal
eOAOyovY, eDAOYOLV, AéyovTeg:

Oi naideg
Zriyog- EvAoyntog ei, Kopie.
Ano yopot- Tav &yiwv cov, bepduvnte, briepévdote Kopie 6
©e0g TOV TaTépwV DY, dAoYNTOG €l, Kbple, c@oov fudg.

Oi naideg
2riyog- Evhoyeite, tdvta & £pya Kvpiov, tov Kbprov.
Ano yopoo- Tov Koprov dpveite, kai dpveite 1ov Koplov ta
£pya- DUVELTE, eVAOYETTE: Kal DITEPLYODHTE AVTOV £ig TOVG
ai@vag: Aéye- mavta ta Epya tov Kbprov ta Epya dpveite,
eDAOYEITE Kal DEPLYODTE AVTOV £iG TOLG aldvag, eDAOYEITe.

The Chanters
Verse: Because you are just in all you have brought on us.
Choir: Of our Fathers: highly praised and highly glorified,
O Lord God: ne: of our fathers and us, blessed are you, [O]
Lord.

The Youths
Verse: Do not abandon us for ever, for the sake of your name;
do not repudiate your covenant. Do not take away your
mercy from us.

Choir: Of our Fathers. Blessed are you, Lord, save us.

A Composition of Mr. Manuel, Lampadarios of Gaza
The Angel of the Lord came down into the furnace, alongside
Azarias and those with him. Again. The Angel of the Lord
came down into the furnace, alongside Azarias and those
with him. And he shook the flame of the fire out of the
furnace. And he made the inside of the furnace as though
a breeze bringing dew was blowing through it, and the fire
did not touch them at all. Again. And the fire did not hurt
them at all, nor cause them any distress. Then the Three, as
with one voice, praised and blessed, praised and blessed,
blessed, saying,

The Youths
Verse: Blessed are you, Lord.
Choir: Of your Saints, highly praised, highly glorified, O
Lord, the God of our Fathers, blessed are you, Lord, save us.

The Youths
Verse: All you works of the Lord, bless the Lord.
Choir: Praise the Lord, and praise the Lord his works. Praise,
bless and highly exalt him to the ages. Say. All you works of
the Lord, you works of the Lord praise, bless and highly exalt
him to the ages, bless.



Aopaticov yaAlopevov eig iy éopThy TiG Kapivov-
noinue o0 Ayyélov véov

Avava-VaveaVETAVEVA-AVETAVEV-VOVE-VAVEVAATA-
VEVVaVElavevave -
AmoPAeyapevog 6 TOPAVVOG TOD TETAPTOV THY HOPPHV-
£\eye TOIG peTd adTOD- ALY droBAeydpevog 6 THpavvog
ToD TETAPTOL TNV pop@iv- Tpeic épdlopev &v Tf) pAoyi- vov
8¢ Téooapag Op@- Tod £vOg 1 pope ££10Td pov- ¢80T pov
TOV VOOV, EKTATTEL OV TOV AOYIOUOV- TV TPLDV O X0pOG
Dpvel ot XpLoTov eig Todg aidvag.

b7

Oi naideg
2rtiyog- Aivodpey, eDAoyodpey, kad Tpookuvodpey Tov Kbprov.
Ao yopoo- Tov Kbprov bpveire, kai duveite tov Kdplov o
£pya- DUVELTE, eVAOYETTE: Kal DITEPLYODTE AVTOV £ig TOVG
ai@vag: Aéye- mavta ta Epya tov Kbprov ta Epya dpveite,
eDAOYEITE Kal DEPLYODTE AVTOV £lG TOLG aldvag, eDAOYEITe.

An asmatikon sung at the feast of the furnace:

A new composition by Angelos
Anana.naneanetanena.anetanen-nane-nanaata-
nennaneianenane.

When the tyrant saw the form of the fourth. He said to those
with him: again: When the tyrant saw the form of the fourth.
‘We threw three into the flame. But now I see four. The form
of the one amazes me. Amazes my mind, astounds my
thought. The choir of the three sings your praise, O Christ
to the ages.

The Youths
Verse: We praise, bless, and worship the Lord.
Choir: Praise the Lord, and praise the Lord his works. Praise,
bless and highly exalt him to the ages. Say. All you works of
the Lord, you works of the Lord praise, bless and highly exalt
him to the ages, bless.

Translations by Archimandrite Ephrem (Lash)
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Cappella Romana’s founder and artistic director Alexander
Lingas, is a Senior Lecturer in Music at City University
London and a Fellow of the University of Oxford’s European
Humanities Research Centre. Formerly Assistant Professor of
Music History at Arizona State University’s School of Music,
he received his Ph.D. in Historical Musicology from the
University of British Columbia. His awards include Fulbright
and Onassis grants for musical studies with cantor Lycourgos
Angelopoulos, the British Academy’s Thank-Offering to
Britain Fellowship, and the St. Romanos the Melodist medal-
lion of the National Forum for Greek Orthodox Church
Musicians (USA). Having contributed articles to The New
Grove Dictionary of Music and Musicians, and The Oxford
Handbook of Byzantine Studies, Dr. Lingas is now completing
two monographs: a study of Sunday Matins in the Rite of
Hagia Sophia for Ashgate and a historical introduction to
Byzantine Chant for Yale University Press.
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Lycourgos Angelopoulos. He also studied Byzantine music
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music under Simon Karas at Society for the Dissemination of
National Music.

He has taught Byzantine music at the Ionian University,
received a research fellowship at the University of Athens, and
served as a guest lecturer for the Irish World Music Centre
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Dr. Arvanitis was a founding instructor at the Experimental
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of the International Musicological Society’s Cantus Planus
Study Group and has published scholarly articles in Greek
and English.

In 2001 Dr. Arvanitis collaborated with Dr. Lingas and the
Greek Byzantine Choir (dir. Lycourgos Angelopoulos) on the
reconstruction of Vespers according to the Cathedral Rite of
Hagia Sophia, a service performed in the Chapel of St. Peter’s
College Oxford and later broadcast on Greek national radio.
For the last decade he has contributed regularly to the work
of Cappella Romana, participating in three prior recording
projects as a singer or guest director—Epiphany, Byzantium
in Rome and The Divine Liturgy in English—and regularly
providing it performing editions of medieval Byzantine
chant. His editions of medieval chant have also been sung

or recorded by the Romeiko Ensemble (Yiorgos Bilalis, dir.),
the Greek Byzantine Choir, and Dr. Arvanitis’ own ensemble
Hagiopolites. He has sung Western plainchant and Parisian
organum with Marcel Pérés and his Ensemble Organum and
has composed many chants in contemporary post-Byzantine

style.

CAPPELLA ROMANA

Its performances “like jeweled light flooding the space”

(Los Angeles Times), Cappella Romana is a vocal chamber
ensemble dedicated to combining passion with scholarship in
its exploration of the musical traditions of the Christian East
and West, with emphasis on early and contemporary music.
Founded in 1991, Cappella Romana’s name refers to the
medieval Greek concept of the Roman oikoumene (inhabited
world), which embraced Rome and Western Europe, as well
as the Byzantine Empire of Constantinople (“New Rome”)
and its Slavic commonwealth. Each program in some way
reflects the musical, cultural and spiritual heritage of this
ecumenical vision.



Flexible in size according to the demands of the repertory,
Cappella Romana is based in the Pacific Northwest of the
United States of America, where it presents annual concert
series in Portland, Oregon, and Seattle, Washington. It
regularly tours in Europe and North America, having ap-
peared at venues including The Metropolitan Museum of Art
in New York, the J. Paul Getty Center, St. Paul’s Cathedral in
London, the Pontificio Istituto Orientale in Rome, the Sacred
Music Festival of Patmos, the University of Oxford, Princeton
University, and Yale University.

Cappella Romana has released over a dozen compact discs,
including Byzantium 330-1453 (the official companion CD to
the Royal Academy of Arts Exhibition), Byzantium in Rome:
Medieval Byzantine Chant from Grottaferrata, The Fall of
Constantinople, Richard Toensing: Kontakion on the Nativity
of Christ, Peter Michaelides: The Divine Liturgy of St. John
Chrysostom and The Divine Liturgy in English: The Complete
Service in Byzantine Chant. Forthcoming recordings include
a live recording made in Greece of medieval Byzantine

and contemporary Greek-American choral works, a choral
setting of the Divine Liturgy in Greek by Tikey Zes, a disc of
choral works of the Finnish Orthodox Church directed by
Ivan Moody, the environmental oratorio A Time for Life by
Robert Kyr and a disc of 15th-century Greek and Latin music
from the island of Cyprus.

In 2010 it became a participant in the research project “Icons
of Sound: Aesthetics and Acoustics of Hagia Sophia, Istan-
bul” a collaboration between Stanford University’s Center for
Computer Research in Music and Acoustics and Department
of Art & Art History.
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CONTACT AND BOOKING INFORMATION
Mark Powell, Executive Director

Cappella Romana

3131 NE Glisan Street

Portland, or 97232 Usa

TEL +1.503.236.8202

cappellaromana.org

This recording was also published as Mt. Sinai: Frontier of
Byzantium (20th Anniversary Limited Edition) cr407-cD

Also by Cappella Romana:

CAPPELLA ROMANA

THEe DIVINE LITURGY

IN ENGLISH

‘ CAPPELLA ROMANA
BYZANTIUM v ROME

KON
HENATIVIL
APDE

The Divine Liturgy in English
in Byzantine Chant The
complete service on two CDs,
featuring music drawn from the
most authoritative traditions

of Byzantine chanting. 40-page
booklet with extensive essays on
liturgy and Byzantine chant.
CR404-2CD

The Fall of Constantinople
One of Cappella Romana’s
most in-demand programs, of
Byzantine chant and polyphony
c.1453 and motets by Dufay, this
disc explores the musical legacy
of New Rome——caught between
Latin West and Islamic East.
CR402-CD

Byzantium in Rome:
Medieval Byzantine Chant
Led by Ioannis Arvanitis,

this 2-CD set bears witness

to Constantinopolitan music
from before the Latin conquest
of 1204, as recorded at Abbey
of Grottaferrata near Rome
(founded 1004).

CR403-2CD

Kontakion on the Nativity
American composer Richard
Toensing creates a vibrant
musical synthesis of East and
West with new settings of
ancient Orthodox Christmas
texts, especially the dramatic
words of St. Romanos the
Melodist.

CR405-CD



MUSIC ano THE METROPOLITAN MUSEUM OF ART

Since its foundation in 1870, The Metropolitan Museum of Art in New
York has been a pioneer among art museums in its commanding collection of
musical instruments and in its rich offering of musical programs, including
concerts by Cappella Romana.

Proceeds from the sale of all products are used to support The Metropolitan
Museum of Art. If you would like information about the Museum, the
privileges of Membership, or our product, please visit metmuseum.org.



