MIDDLE AND LATE
BYZANTINE POETRY

TExTs & CONTEXTS



BYZANTIOC

Studies in Byzantine History and Civilization

14

Series Editors
Michael Altripp
Lars Martin Hoffmann
Christos Stavrakos

Editorial & Advisory Board
Michael Featherstone (CNRS, Paris)
Bojana Krsmanovic (Serbian Academy of Sciences and Arts, Belgrade)
Bogdan Maleon (University of lasi)
Antonio Rigo (University of Venice)
Horst Schneider (University of Munich)
Juan Signes Codorier (University of Valladolid)
Peter Van Deun (University of Leuven)
Nino Zchomelidse (Johns Hopkins University)



MIDDLE AND LATE
BYZANTINE POETRY

TeExTS AND CONTEXTS

Edited by
Andreas Rhoby & Nikos Zagklas

&

BREPOLS



© 2018, Brepols Publishers n.v., Turnhout, Belgium.

All rights reserved. No part of this publication may be reproduced, stored in a re-
trieval system, or transmitted, in any form or by any means, electronic, mechanical,
photocopying, recording, or otherwise without the prior permission of the publisher.

D/2018/0095/107

ISBN 978-2-503-57886-6

ISSN: 1371-7677

eISSN: 1371-8401

DOI 10.1484/M.SBHC-EB.5.114744

Printed on acid-free paper.



TABLE OF CONTENTS

Acknowledgements VII
NIKOS ZAGKLAS and ANDREAS RHOBY, Introduction 1
PART I: STUDIES IN THE POETRY OF THE MIDDLE AND
LATE BYZANTINE PERIOD
Section I: Forms, Perceptions & Functions

FLORIS BERNARD, Rhythm in the Byzantine Dodecasyllable:
Practices and Perceptions 13

NI1k0s ZAGKLAS, Metrical Polyeideia and Generic Innovation in
the Twelfth Century: The Multimetric Cycles of Occasional Poetry 43

Section II: Authors & Texts

MaR1A ToMADAKI, The Reception of Ancient Greek Literature in
the lambic Poems of John Geometres 73

PRZEMYSEAW MARCINIAK & KATARZYNA WARCABA, Theodore
Prodromos’ Katomyomachia as a Byzantine Version of Mock-Epic 97

ANDREAS RHOBY, The Poctry of Theodore Balsamon: Form
and Function I11

KRrysTINA KUBINA, Manuel Philes — A Begging Poet? Requests,
Letters and Problems of Genre Definition 147

MARINA BazzANT, The Art of Requesting in the Poetry of
Manuel Philes 183



TABLE OF CONTENTS

Section III: Hymnography & Its Contexts

THEODORA ANTONOPOULOU, Imperial Hymnography: The Can-
ons Attributed to Emperor Constantine VII Porphyrogenitus. With
the Critical Edition of the First Canon on St John Chrysostom 211

DIMITRIOS SKREKAS, Translations and Paraphrases of Liturgical
Poetry in Late Byzantine Thessalonica 245

PART II: THE EDITIO PRINCEPS OF A COMPLETELY
UNKNOWN TEXT

RENAAT MEESTERS & RACHELE RICCERI, A Twelfth-Century
Cycle of Four Poems on John Klimax: Editio princeps 285

RENAAT MEESTERS, A Twelfth-Century Cycle of Four Poems on

John Klimax: A Brief Analysis 387
General Index 407
Manuscript Index 412

VI



Acknowledgements

The present book goes back to a workshop held at the Austrian Aca-
demy of Sciences, Division of Byzantine Research, Institute for Medi-
eval Research, in Vienna on July 4, 2014 with the title “Middle and Late
Byzantine Poetry: Text and Context”. Some of the participants of the
workshop do not contribute to the volume, while it has been expanded
by papers of scholars who were not present at this event. We would like
to thank all of them for their stimulating ideas during the workshop
and the collaboration for the preparation of the volume. We would also
like to thank Claudia Rapp and the Division of Byzantine Rescarch for
the constant support. In addition, we are indebted to the editors of the
Byzantios series for accepting the book. The completion of the volume
has also benefited from the FWF project (P 28959-Gz25) “Byzantine Po-
etry in the ‘Long’ Twelfth Century: Text and Context” (2016-2020)
awarded by the Austrian Science Fund (FWF) and hosted at the Aus-
trian Academy of Sciences.






NIKOS ZAGKLAS — ANDREAS RHOBY

Introduction

In the middle and late Byzantine period the empire started witnessing a
number of challenges and military failures, which triggered a gradual de-
cline — especially after the Fourth Crusade — and resulted in its eventual
fall to the Ottoman Empire in the mid-fifteenth century. Although Byz-
antium became significantly smaller and its political and financial author-
ity became less influential throughout this period, its literary production
did not follow suit; despite the dreadful socio-historical developments,
the literary culture in Byzantium continued to evolve and blossom. The
strong revival of classical learning in the ninth and tenth centuries, the lit-
erary “in-betweenness”* of the eleventh century with Michael Psellos and
other contemporaries, the unprecedented literary innovation and experi-
mentation of many authors of the “long” twelfth century (1081-1204),*
the rich production of literature against all odds during the Nicaean peri-
od (1204-1261),’ and the so-called “revival” of Byzantine literature dur-
ing the Palacologan period speak for the continuous literary flourishing
from the ninth to the fifteenth centuries in Constantinople, Nicaea and
various other centers (e.g. Southern Iraly, Athens, and Thessalonica).
Prose may hold the reins of Byzantine literary production through-
out these centuries, but verse comes to play a significant role and very
often is preferred over the former for various literary developments;* for

' See Marc D. Lauxtermann and Mark Whittow, Byzantium in the Eleventh Cen-
tury. Being in Between (London and New York: Routledge, 2017), p. XV.

2 See L Nilsson, Raconter Byzance: la littérature au X1le siécle (Paris: Le Belles Let-
tres, 2014) and W. Horandner, Forme et Fonction. Remarques sur la poésie dans la société
byzantine (Paris: Le Belles Lettres, 2017), pp. 97-116.

> Panagiotis A. Agapitos, ‘Literature and Education in Nicaca: An Interpreta-

tive Introduction) in The Empire of Nicaea Revisited, ed. by Pagona Papadopoulou and
Alicia Simpson (Turnhout: Brepols) (forthcoming). See also C.N. Constantinides,
Higher Education in Byzantium in the Thirteenth and Early Fourteenth Centuries (1204 —
¢. 1310) (Nicosia: Cyprus Research Centre, 1982) who deals with intellectual life in the
Nicaean Empire as well as in the Early Palacologan period.

*  In order to understand the use of prose vs. poetry one has to know that for Byz-

antines both belonged to the group of “oi Myol’; see F. Bernard, Writing and Reading
Byzantine Secular Poetry: 1025—1081 (Oxford: Oxford University Press, 2014), pp. 31—
57-
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example, the vernacular made its first appearance in verse form with the
long narrative poem of Digenis Akritis and the Ptochoprodromic po-
ems.

In order to describe the production of works in verse during this
long time-span, we opted for the term “Middle and Late Byzantine Po-
etry”. However, it should be stressed that this is something of a blanket
term that enables us to set some chronological boundaries and shape the
scope of this volume. In contrast to other aspects of Byzantine culture,
“middle” by no means stands as an indicator for maturity and “late” does
not suggest decline for poetry. This label does not aim to signify a clas-
sification in terms of value or to set conceptual boundaries, which usu-
ally bring about a number of problems in our understanding of various
aspects of Byzantine literary culture.® Of course there is a degree of varia-
tion throughout this long time-span. The extent of the use of verse by the
Byzantines varies from century to century, and so does the use of various
genres and techniques. Certain text types, tendencies and practices may
be more popular in one period than another.

It would not be a platitude to claim that our understanding of all
these aspects of middle and late Byzantine poetry is still incomplete.
Much remains to be done even on a foundational level. A considerable
amount of poetry is either unpublished or accessible only in outdated
and unreliable editions. It is hardly surprising that this is usually the
case for poems that do not teem with rich historical information. The
most telling example is Byzantine didactic poetry. Not being a reposi-
tory of prima facie historical evidence, these texts usually fail to attract
the attention of modern scholars. Take, for example, some well-known
twelfth-century didactic poems: the astrological poem written by Kon-
stantinos Manasses at the behest of Irene the Sevastokratorissa is still
extant in a very outdated and problematic edition published in 1875 by
Miller.¢ The same goes for the corpus of didactic poems by John Tzetzes;
his lliad Allegories are still to be found in the completely outdated edi-
tion of Matranga and Boissonade,” while his little known didactic poem

> Panagiotis A. Agapitos, ‘Contesting Conceptual Boundaries: Byzantine Litera-
ture and its History), Interfaces, A Journal of Medieval European Literatures, 1 (2015),
62-91, esp. 76 and idem, ‘Karl Krumbacher and the History of Byzantine Literature,
Byzantinische Zeitschrift, 108 (2015), 1-52.

¢ Emmanuel Miller, ‘Poéme moral de Constantin Manasses, Annuaire de

[Association pour lencouragement des études grecques en France, 9 (1875), 23-75.

7 Ed.Petrus Matranga, Anrecdota Graeca e manuscriptorum bibliothecis Vati-

cana, Angelica, Barberiniana, Vallicelliana, Medicea, Vindobonensi deprompta (Rome:
Bertinelli, 1850), pp. 1~295 and Jean Francois Boissonade, Tzetzae Allegoriae Iliadis:
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on Porphyry’s Eisagoge is completely unedited. Apart from some harsh
remarks by Christian Harder in the late nineteenth century,® this verse
paraphrase of approximately 1700 dodecasyllabic verses by Tzetzes has
been completely neglected by modern scholars.

Whereas many of these didactic poems have been overlooked by
modern scholars due to the lack of any historical information, there are
many other poems that, despite forminga vibrant mirror of the contem-
porary socio-cultural and historical reality, are still only to be found in
old and outdated editions. The most significant case is the corpus of oc-
casional poetry by Manuel Philes, which amounts to over 25,000 verses.
It has been a communis opinio among scholars since the end of the nine-
teenth century, that the edition by Miller, which contains the lion’s share
of his occasional poetry,® has innumerable flaws and should be replaced
by a new one. In connection with this, Karl Krumbacher noted “Un-
methodische und oberflichliche Arbeit”, *° while Marc Lauxtermann has
put it as follows: “The most important edition, that of E. Miller (Paris
1855—1857),"" is even by nineteenth-century standards simply a dis-
grace”. In the early 1990s Giinter Stickler and Hans-Veit Beyer worked
intensively on a new edition along with a German (metrical) translation
of the entire corpus. Unfortunately, their gigantic undertaking was never
published, leaving us with a corpus that teems with problems in terms of
authorship, function, sources and so on.

The fact that a vast amount of middle and late Byzantine poetry is
still accessible only in unreliable editions is closely related to the devel-
opments within our research field. Unfortunately, the preparation of

accedunt Pselli Allegoriae, quarum una inedita (Paris: Dumont, 1851, repr. Hildesheim:
Olms, 1967); for an English translation, see Adam Goldwyn and Dimitra Kokkini, John
Tzetzes: Allegories of the Iliad (Cambridge, MA: Dumbarton Oaks, 2015).

8 Christian Harder, ‘Johannes Tzetzes Kommentar zu Porphyrius mepl mévte

dwvasv, Byzantinische Zeitschrift, 4 (1895), 314—18; a small number of verses is edited in
Eric Cullhed, ‘Diving for Pearls and the Death of Tzetzes, Byzantinische Zeitschriff, 108
(2015), 5362 (p. 57).

? Manuelis Philae Carmina ex codicibus Escurialensibus, Florentinis, Parisinis et
Vaticanis, ed. by Emmanuel Miller, 2 vols (Paris: Typographeum imperiale, 1855-1857,
repr. Amsterdam: Hakkert, 1967).

10 Karl Krumbacher, Geschichte der byzantinischen Litteratur von Justinian bis zum

Ende des Ostrimischen Reiches (527-1453), 2™ revised edition with the collaboration of
Albert Ehrhard and Heinrich Gelzer (Munich: C. H. Beck’sche Verlagsbuchhandlung,
1897), p. 779

' Marc D. Lauxtermann, Book Review of Giinther Stickler, Manuel Philes und
seine Psalmenmetaphrase (Vienna: Verband der wissenschaftlichen Gesellschaften Oster-
reichs, 1992), Jabrbuch der Osterreichischen Byzantinistik, 45 (1995), 369—72 (p. 370).
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text editions has undergone a serious decline in reputation in recent
years and has sometimes been confronted with the verdict of positivism.
In connection with this, it is worth quoting a statement by Lucas Van
Rompay, professor of Syriac Studies at Duke University, which can easily
be applied to Byzantine Studies: >

“Itis true that text editions and translations do not always have a positive
reputation in the academic discourse, and that doctoral candidates often
find it more attractive (or are even actively encouraged) to study a spe-
cific theme of Syriac Christianity on the basis of already published and
translated texts. This tendency toward the monograph over and against
the text edition and translation is to be regretted. Especially in the case
of previously unedited and unpublished texts, there is no substantive
academic foundation for the lack of prestige in executing such studies.
The disclosure and the first interpretation of texts seem to me to be the
noblest task of scholars, a task we should cherish above anything else.”

Thus, we should understand that the preparation of reliable and solid
text editions is a conditio sine qua non, if we want to build our research
upon a solid base. On the other hand, it is equally regrettable that in
the case of excellent modern editions of Byzantine poetic works of this
period, the context and purpose of their textual genesis are frequently
pushed into a subordinate role.

The lack of modern editions and the limited contextualization of
Byzantine poetry are the two main reasons for why the door to “the
wonderland of Byzantine poetry” " is very often only half open, and our
understanding of Byzantine poetry therefore remains fragmentary. For-
tunately, this seems to have gradually changed over the last years thanks
to a number of studies. Wolfram Hoérandner contributed a great deal
to the study of Byzantine poetry in a number of studies that take into
consideration both the text and the context — often silently and long
before the discussion of contextualization had reached Byzantine Stud-
ies.” Marc Lauxtermann went a step further with his book on Byzan-

12

Lucas van Rompay, ‘Syriac Studies. The Challenges of the Coming Decade), Hu-
goye: Journal of Syriac Studlies, 10/1 (2011), 23-35 (p. 33).

3 See M. D. Lauxtermann, Byzantine Poetry from Pisides to Geometres: Texts and

Contexts, 2 vols (Vienna: Verlag der Osterreichischen Akademic der Wissenschaften,
2003-2019), L, p. 7.

' Horandner, Forme et fonction: remarques sur la poésie dans la société byzantine

and idem, ‘Poetry and Romances, in The Oxford Handbook of Byzantine Studies, ed. by
Elizabeth Jeffreys with John Haldon and Robin Cormack (Oxford: Oxford University
Press, 2008), pp. 894—906.
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tine poetry from the time of George Pisides to that of John Geometres.'s
More recently, a volume fully devoted to Byzantine poetry (that of the
eleventh century) was edited by Floris Bernard and Kristoffel Demoen, '
and it was followed by the book “Writing and Reading Byzantine Secu-
lar Poetry: 1025-1081” by Bernard, which is the first full study on the
poetry of the eleventh century.'” What is more, Ivan Drpi¢ has under-
taken sterling work in the field of epigrammatic poetry of the Komne-
nian and Palacologan periods. '*

But despite all these magisterial studies, much work remains to be
done in various fields. This volume aims to take a small step in that direc-
tion. Although it includes studies on poetry from the early tenth to the
fifteenth centuries, the main focus is placed on that of the Komnenian
and Palacologan periods. The last four centuries cry out for much more
attention, since the studies by Lauxtermann and Bernard have covered
the period between the seventh to the eleventh centuries. As indicated
in the title, the theoretical background of this volume is very simple:
like many other studies on the literary culture of various traditions, it
builds upon the pattern of text and context. However conventional it
may sound, it is the main tool that will enable us to further our under-
standing of Byzantine poetry. The reader will immediately notice that
the volume consists of two parts. The first part includes nine studies; the
second, two papers on a completely unknown twelfth-century poem.
The first part, in turn, is divided into three further main thematic sec-
tions with a certain overlapping: “Forms, Perceptions and Functions”,
“Authors and Texts”, and “Hymnography and Its Contexts”.

The first section opens with the study by Floris Bernard on the per-
ception of the dodecasyllable in Byzantium. By building on studies by
Marc Lauxtermann and Wolfram Horandner, he presents new insights

5 Lauxtermann, Byzantine Poetry.

!¢ Floris Bernard and Kristoffel Demoen (eds), Poetry and its Contexts in Eleventh-
century Byzantium (Farnham/Burlington: Ashgate, 2012). However, it is not the first
volume on Byzantine poetry; see Panagiotis Agapitos, Martin Hinterberger and Paolo
Odorico, Doux reméde...: poésie et poétique 4 Byzance. Actes du IVe colloque internation-
al philologique ERMENEIA, Paris, 23—24—25 février 2006 organisé par 'E.H.E.S.S. et
['Université de Chypre (Paris: Centre détudes byzantines, néo-helléniques et sud-est eu-
ropéennes, 2009).

7" Bernard, Byzantine Secular Poetry.

18

Ivan Drpi¢, Epigram, Art, and Devotion in Later Byzantium (Cambridge:
Cambridge University Press, 2016). See also Byzantinische Epigramme in inschrifilicher
Uberlieferung, 4 vols, ed. by Wolfram Hérandner, Andreas Rhoby and Anneliese Paul
(Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 2009—2018).
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about the dichotomy between the theory and practice of this meter.
Although the Byzantines claim that its thythm builds upon the quan-
titative prosody, in practice their feeling is based on the alternating of
stressed and unstressed syllables (the so-called on-beat and off-beat po-
sitions). Bernard draws our attention to a number of indirect materi-
als that afford us a glimpse of the real Byzantine conception of rhythm,
including didactic poems that were meant to teach aspiring students the
composition of the dodecasyllable, the punctuation and accentuation of
dodecasyllabic poetry in the manuscripts, and book epigrams that vacil-
late between prose and verse. On the other hand, Nikos Zagklas discuss-
es the symbiosis of different meters within a poctic cycle. A number of
twelfth-century authors, including Theodore Prodromos, Manganeios
Prodromos, Niketas Eugenianos, and Euthymios Tornikes, composed
cycles of poems or stanzas in different meters. It is argued that this is
a Komnenian trend that enabled many poets working on commission
to lay new ground in various types of occasional poetry, ranging from
monodies and epithalamia to imperial encomia.

The second section opens with Maria Tomadaki’s paper on the re-
ception of classical tradition in John Geometres’ iambic poems that
are preserved in the thirteenth-century codex Parisinus Suppl. gr. 352.
The paper focuses on the iambic poems, which are dedicated to ancient
Greek authors or associated with material from ancient Greek literature.
The analysis reveals that Geometres made extended use of quotations,
motifs, and vocabulary from ancient Greek literature (e.g. Homer, an-
cient Greek tragedy, and Menander), always adjusted to the needs of his
poetry. This tells us a great deal about the level of the poet’s education.
What is more, it is argued that the reshaping of classical models should
be placed within the context of the resurgence of classical learning in
the tenth century. The paper by Przemystaw Marciniak and Katarzyna
Warcaba discusses Theodore Prodromos’ Katomyomachia. Although the
work was edited in 1968 by Herbert Hunger, it has hardly been discussed
in terms of content, genre and sources. Their paper argues that Katomy-
omachia should not be seen as a drama, but as a Byzantine version of
mock-heroic epic (with some dramatic elements) and a counterpart to
the ancient Greek Batrachomyomachia. Andreas Rhoby takes us to the
late twelfth century and the poetic work of Theodore Balsamon, which
is mainly transmitted in the famous manuscript Marcianus Gr. 524. He
appears to be one of the most active poets in this period with a corpus
that includes heterogeneous text types, such as epitaphs, book epigrams
religious epigrams concerned with various depictions, and even some
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playful poems on schedography. In discussing questions of genres and
function, he offers the first full study of this late Komnenian poet, who
composed poetry for his own use and for other individuals.

Although the paper by Krystina Kubina shifts our attention from
the Komnenian to the Palacologan period, its subject matter is of cru-
cial importance to the former period too. By combining a very detailed
discussion of “genre theory” with a close reading of Philes’ poetry, she
questions whether it is appropriate to speak of a genre of ‘begging poetry’
(at least in the case of Philes). She argues that a huge portion of his po-
etry (c. 6,000 verses) should be considered epistolary poems. This opens
the door to a thus far unknown aspect of Philes’ corpus and Byzantine
poetry more broadly. As with Krystina Kubina, Marina Bazzani also fo-
cuses on the poetry of Manuel Philes. She explores the “art of requesting”
spiritual or material gifts across a large number of his poems directed to
various recipients. The content and language of each poem adapts to the
needs of Philes’ request and the social status of his recipient.

In many studies on Byzantine poetry there is a dichotomy between
liturgical and non-liturgical poetry, be it religious or secular. The former
is usually excluded because it presupposes a good knowledge of musicol-
ogy and liturgy. Since this is a collective effort, this particular obstacle
is, to a certain extent, surpassed. Theodora Antonopoulou’s paper deals
with three completely neglected canons. The first two are dedicated to
John Chrysostom, and the third to St Demetrios. In investigating these
three canons, she attempts to piece together the hymnographical activ-
ity of Constantine VII Porphyrogenitus by arguing that two of them can
be attributed to him. Moreover, the paper comprises a preliminary brief
presentation of the three canons and their manuscript tradition. The pa-
per concludes with a detailed study and the first critical edition of one of
the canons on John Chrysostom. On the other hand, Dimitrios Skrekas
explores the reception of hymnographical texts in the Late Byzantine
period. He offers the editio princeps of two metrical paraphrases of the
eight Doxastika Theotokia of the Aposticha chanted during Saturday
Vespers. The text of the two paraphrases displays deviations in terms of
content and wording. Moreover, they do not seem to be works by the
same author. Whereas the first paraphrasis may be a work by John Pedi-
asimos Pothos, the second one was most probably written by Demetrios
Staphidakes. The article demonstrates that these paraphrases were used
within a school setting in Late Byzantine Thessalonica, since the texts
of the paraphrases are supplemented with glosses and epimerisms in the
manuscripts.
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As noted above, the second part of the volume consists of only two
papers by Renaat Meesters and Rachele Ricceri, yet both of them con-
cern the same work: a completely unknown twelfth-century poetic cy-
cle on John Klimax. The first section provides a general introduction,
including an overview of the manuscripts and of the poems, the editio
princeps, a translation, and a short metrical analysis, while the second is a
full commentary on this extremely interesting poem in terms of sources
and content. The cycle consists of four dodecasyllabic poems of varying
lengths resulting in the grand total of over 470 verses making it the long-
est surviving book epigram of the entire Byzantine period. Although
it survives in seven manuscripts, only one of them transmits the entire
cycle. These four metrical paratexts, always accompanying works by Kli-
mayx, serve the following functions: poem 1 (102 vv.) is a spiritual com-
parison between the Ladder and a garden; poem 2 (226 vv.) is a praise
of Klimax and a summary of the Ladder articulated in six verses for each
step; Poem 3 (19, 16 or 14 vv.) is a laudatory colophon; and poem 4
(134 vv.) accompanies the treatise 70 the Shepherd and is a laudatio of
the Trinity, concludingas a prayer. The authorship of the cycle cannot be
settled with certainty and will bring about a future debate: it was most
probably commissioned by a member of the imperial family named John
Komnenos, but it was written by a certain monk named John. The dis-
covery and first edition of this long work contributes a great deal to the
study of the twelfth-century poetry.

We do not claim that the present volume renders the door to “the
wonderland” of middle and late Byzantine poetry wide open, but we
hope that it has shed some more light on some neglected issues and has
paved the way for more future studies on the poetry of this period.
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FLORIS BERNARD

Rhythm in the Byzantine Dodecasyllable:

Practices and Perceptions

In ancient’ as well as modern* definitions, rhythm, in contrast to metre,
corresponds with a natural sound pattern, rather than being the applica-
tion of an artificial scheme to speech. It is perceived as an alternation
between stronger and weaker elements that gives an experience of regu-
larity, but is not subjected to mechanically applied rules.? In a stricter
definition, rhythm specifically refers to the alternation of stressed and
unstressed syllables (or, on a deeper level, on-beat and off-beat positions)
that characterizes accentual verse. Rhythm, in this definition, became
the lifeblood of medieval poetry all over Europe, mostly at the expense
of quantitative metre, as people experienced verse on the basis of syllable
timing rather than mora timing, as the ancient Greeks had done. Mikhail
Gasparov dubbed this phenomenon the Great Resyllabization of South
European Verse.* As Marc Lauxtermann has demonstrated, Byzantine
accentual verse (also in those metres that had an ancient prosodical
background) came to depend on isosyllaby (the strict correspondence
of the number of syllables between each verse), stress regulation, and,
significantly, k0lon structure.® This last feature means that the verse line
consists of ko/a (rhythmical blocks or perhaps: ‘minimal cognitive metri-
cal units’), mostly two, which are joined or paired together. The resulting

' E.g. Longinos in Hephaestionis Enchiridion cum commentariis veteribus, ed. by

Maximilianus Consbruch (Leipzig: 1906), p. 83.

*  E.g. Derek Attridge, ‘Rhythm) in The Princeton Encyclopedia of Poetry and Poet-
ics (Princeton: Princeton University Press, 2012), pp. 1195-98.

> Interesting for our purpose is the cognitive theory of metre, where the human

mind’s perception of regularities and irregularities in verse stands central, thus coun-
terbalancing the more traditional descriptions that deduce metrical analysis from theo-
retical ‘rules’: see Reuven Tsur, Poetic Rhythm: Structure and Performance: An Empirical
Study in Cognitive Poetics (Brighton / Portland (OR): Sussex Academic Press, 2012).

*  Mikhail L. Gasparov, Ocherk istorii evropeiskogo stikha (Moscow: 1989), trans.

as, A History of European Versification (Oxford: Clarendon Press, 1996), p. 88.
° Marc D. Lauxtermann, The Spring of Rhythm: An Essay on the Political Verse and

Other Byzantine Metres (Vienna: Verlag der Osterreichischen Akademie der Wissen-
schaften, 1999).

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 13-41
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115582



FLORIS BERNARD

verse line thus has a composite character, with two verse halves separated
by a caesura that functions as a clear rhythmical break.*

The study of rthythm in Byzantine poetry is complicated by the tena-
city with which Byzantine commentators held fast to the concepts and
terminology enshrined in the classical literary heritage. In their theoreti-
cal literature on metrics (mostly consisting of scholia and commentaries
on ancient grammatical treatises), Byzantines stubbornly limited their
reflections to the quantitative aspect of verse, which they still held as
the essence of their own verse, in spite of the radically altered linguistic
realities.

This schizophrenic tension is most striking in the iambic trimeter, the
Byzantine version of which we call the ‘dodecasyllable’” Quite uniquely,
in the dodecasyllable, Byzantines created a metre that partook of two
very different metrical principles. On the one hand, most poets strove
to preserve the antiquated quantitative principles (called ‘metrical’ in
Gasparov’s typology, or often ‘prosodical’) and they generally called this
metre ‘iambs} ® but at the same time the iambic trimeter became a syllabic
metre (always counting 12 syllables) and acquired syllabo-tonic aspects
as well, that is, stress patterns were regulated to a certain extent. As in
syllabo-tonic metres in other languages, the tendency to regulate accents
started from the verse ending; thus, as is well known, the dodecasyllable
favored a paroxytone verse ending (already predominant in George Pi-
sides, and without any exception in poets like Christopher Mitylenaios
and John Mauropous). But also before the caesura, certain patterns de-
velop: when the dodecasyllable has a caesura after the seventh syllable, a
stress on that seventh syllable is avoided,” and generally falls on the fifth
syllable. Also before the fifth-syllable caesura, a certain pattern imposes
itself, which seems to discourage a stress on the third syllable. ™

Byzantines very rarely acknowledged these rhythmical aspects.
Metrical theorists could only do so indirectly, by considering the con-

¢ Twill continue here to use the term caesura (see also below).

7 By far the best and most complete treatment of this metre is and remains Paul

Maas, ‘Der byzantinische Zwélfsilber, Byzantinische Zeitschrift, 12 (1903), 278-323.

8 For Byzantine names for the dodecasyllable, see Andreas Rhoby, ‘Vom jambi-

schen Trimeter zum byzantinischen Zwolfsilber. Beobachtung zur Metrik des spitan-
tiken und byzantinischen Epigramms, Wiener Studien, 124 (2011), 11742, at 118-19.

?  First observed as a law’ in Isidor Hilberg, ‘Ein Accentgesetz der byzantinischen
Jambographen), Byzantinische Zeitschrift, 7 (1898), 337-65.

10" Here the observations in Maas, ‘“Zwolfsilber’ should be complemented with

the statistics in Odysseas Lampsides, Xy6hiee eig mqv axovotuciy petpuciy Bulovrviy
oTiyovpywV tBucot Tpuétpov) Apyeiov [ldvrov, 31 (1972), 23 5-340.
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temporary dodecasyllable as a subtype of the iambic trimeter.”" They
distinguished between iambs they knew from ancient texts, admitting
resolution, and the 12-syllable iamb without resolution that was still
practiced in their own time. Moreover, the examples they quote, wheth-
er ancient or more recent, tend to be this dodecasyllabic type of iamb, ™*
for which they used the term ‘pure iamb’ (xafapdg lapfBog) ** or ‘properly
iambic’ (id1ov iofixév). ™ In a more fortright way, John Tzetzes specified
that this type of iamb was ‘common and hackneyed’’s But commenta-
tors still kept silent about any regulation of stress, and the principles of
description remained those of prosodical (i.e. quantity-based) feet.

When rhythm was reflected upon by the Byzantines, it was in rhe-
torical theory, which did not consider poetry (and certainly not contem-
porary poetry) as a separate object of analysis. As Vessela Valiavitcharska
has recently demonstrated, under the surface of employing the ancient
definition of rhythm, Byzantine rhetoricians were expressing ideas on
rhythm that were relevant to the medieval ear.’ In his essay comparing
Euripides and George Pisides, Michael Psellos hovers back and forth be-
tween a conception of mora-based ‘thythm’ he knew from the ancients,
and the new, strictly syllable-based rhythm. As Lauxtermann pointed
out, Psellos seems to acknowledge the fact that in contemporary iambs,
a jumping swift rhythm was a prime quality, although the eleventh-cen-
tury polymath considers it a degeneration.'”

One single text gives an unusually detailed and accurate description
of the rhythm of the dodecasyllable: the rhetorical treatise of pseudo-
Gregory of Corinth, which comes upon this issue in a somewhat impro-
vised, tangential way (see below). For an account that shows historical
awareness about the evolution from quantitative metre to accentual

""" Marc D. Lauxtermann, “The Velocity of Pure lambs. Byzantine Observations on

the Metre and Rhythm of the Dodecasyllable, Jubrbuch der Osterreichischen Byzantinis-
1k, 48 (1998), 9-33.
2 Lauxtermann, ‘Velocity, p. 15.

* Lauxtermann, ‘Velocity, pp. 16-19.

% Hephaestionis Enchiridion, ed. Consbruch, p. 282.

> John A. Cramer, Anecdota Graeca e codd. manuscriptis bibliothecarum Oxonien-
sium, 3 vols (Oxford: e Typographeo academico, 1835), vol. 3, p. 308, v. 16: xowvdv xal
KOTOTETPIUEVOY.

¢ Vessela Valiavitcharska, Rbetoric and Rhythm in Byzantium. The Sound of Per-
suasion (Cambridge: Cambridge University Press, 2013).

7" Lauxtermann, ‘Velocity’; see Michael Psellos, The Essays on Euripides and George

of Pisidia and on Heliodorus and Achilles Tatius, ed. by Andrew Dyck (Vienna: Verlag
der Osterreichischen Akademie der Wissenschaften, 1986), especially at lines 16-21.
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rhythm, we have to wait for the perceptive mind of Maximos Planoudes.
Planoudes actually laments this evolution, spurning purely rhythmical
poetry as not being real poetry. He gives an exceptionally detailed (but
negative) assessment of the compromises on quantitative prosody in the
dodecasyllable that were otherwise tacitly permitted, thus for once ac-
knowledging the principle of Scheinprosodie. Uniquely, he explicitly men-
tions the duality of metrical principles that governed Byzantine poetry,
advising to combine both, the ‘metre of feet’ and ‘the rhythm of accents’.®

This general lack of acknowledgment of the rhythmical features of
Byzantine poetry can be contrasted to the metapoetical reflection in the
Latin Middle Ages, where poetry underwent similar evolutions.* Also
there, it took much time to let the fact sink in that the language had
changed, the terminology remained confused, and new rhythmical prin-
ciples met with disapproval. But nevertheless in the Latin sphere there
was a growing awareness in theoretical writing and other texts that syl-
lable count and stress patterns were defining features of a new type of
poetry.*®

The present paper will attempt to offer some new perspectives on
the few instances we do have where Byzantines consciously or semi-con-
sciously reflected on the rhythm of the dodecasyllable. In doing so, I will
build further on the seminal publications on this subject by Wolfram
Horandner and Marc Lauxtermann, attempting to broaden the scope by
including some indirect sources.* I will limit myself to the dodecasyl-
lable, not only because it was by far the most widely used metre (apart
from hymnography), but also because it is the metre in which the ten-
sion between theory and practice is most evident.

'8 Maximos Planoudes, ‘Dialogue on Grammar), in Anecdota Graeca, ed. by Lud-

wig Bachmann (Leipzig: J.C. Hinrichs, 1828), vol. 2, pp. 3-101, p. 100: 030G Te pétpoy
ol Tévawv pubudy.

' For these parallels, see Marc D. Lauxtermann, ‘Medieval Latin and Byzantine
Accentual Metrics), in Poesia dellalto Medioevo europeo: manoscritti, lingua e musica dei
ritmi latini: atti delle Euroconferenze per il Corpus dei ritmi latini (IV-1X sec.), Arezzo
6—7 novembre 1998 ¢ Ravello 9—12 settembre 1999, ed. by Francesco Stella (Firenze: SIS-
MEL edizioni del Galluzzo, 2000), pp. 107-17.

0 Pascale Bourgain, ‘Les théories du passage du metre au thythme d'apres les tex-

tes, in Poesia dellalto Medioevo europeo: manoscritti, lingua e musica dei vitmi latini: atti
delle Euroconferenze per il Corpus dei ritmi latini (IV-1X sec.), Arezzo 6-7 novembre 1998
e Ravello g—12 settembre 1999, ed. by Francesco Stella (Firenze: SISMEL edizioni del
Galluzzo, 2000), pp. 25-42.

*' Wolfram Hoérandner, ‘Beobachtungen zur Literaristhetik der Byzantiner. Ein-

ige byzantinische Zeugnisse zu Metrik und Rhythmik, Byzantinoslavica, 56 (1995),
279-90; Lauxtermann, ‘Velocity’.
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Tambs on lambs

As already mentioned, Byzantine metrical theory remained firmly an-
chored in the terminology of ancient quantitative metre. This is related
to a lack of preparedness to consider contemporary poetic writing as
‘poetry’ on the same level as ancient poetry. The remarkable reticence
on the formal aspects of liturgical (hymnographic) poetry, and the re-
luctance to include it into any theory of poetry, are also part of this phe-
nomenon (also on this point, the situation in the Latin West can serve
as a contrast).

Byzantine metrical commentaries provided little practical help for
the many pupils or students who were eager to learn how to write do-
decasyllables. For this purpose, a new kind of texts emerged: ‘lambs on
iambs, that is, brief didactic poems, themselves in dodecasyllables, that
offer practical how-to manuals to write verse. These poems are more
forthcoming about the contemporary features of the dodecasyllable,
both the relaxation of prosodical requirements and the new syllabo-
tonic aspects.

A poem ‘on the iambic meter’ circulates in some manuscripts under
the name of Michael Psellos, but another attribution, to Ioannikios, a
contemporary of Theodore Prodromos, is more likely.** The poem de-
scribes the basic structure of the iamb in seventeen lines. The iambic
trimeter counts as many feet as the bee, and as many syllables as the zo-
diac signs. Interestingly, in one manuscript (Vindob. Theol. Gr. 287), the
scribe added a prose notice to explain that this means that the iambic
trimeter should count six feet and twelve syllables.’

Like the prose treatises, the poem takes the ancient prosodic feet
as its starting point, that is, in which position of the verse one can use
which metrical foot. Only disyllabic feet are mentioned (iamb and spon-
dee, and pyrrichios for the last foot). Thus, this summary description of
the iamb can only result in the Byzantine dodecasyllabic subtype of the
iambic trimeter. The poem then goes on to illustrate what jamb, spon-
dee, and pyrrichios are, with the help of some examples.

22

Wolfram Hérandner, “The Byzantine Didactic Poem — A Neglected Literary
Genre? A Survey with Special Reference to the Eleventh Century) in Poetry and its
Contexts in Eleventh-Century Byzantium, ed. by Floris Bernard and Kristoffel Demoen
(Farnham/Burlington: Ashgate, 2012), pp. 55-67, p. 62.

»  This notice is edited in Guilelmus Studemund, Arecdota varia graeca musica

metrica grammatica (Berlin: Weidmann, 1886), p. 199.
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The poet advises the reader to ‘skilfully take in your mind the whole
image of the tune and weave verses’ (v. 6—7: dmagay & v@ Tod oxomod THY
elcva / mpoohapPdvwy dpiate kol otiyoug mhéke). The image of ‘weaving’
verses intimates that versification is the craft of putting together a correct
metrical scheme. The word oxomds means ‘goal’ or ‘objective) but in later
Greek (as in Modern Greek), it also means ‘melody’ or ‘tune} and the
poet surely has this second meaning in mind as well. The wording might
suggest that a poet was expected to have some mental image of the rhyth-
mical pattern in mind, and use this as a basis for versificatory practice.

Another poem, counting one hundred verses, is transmitted under
the name of a certain John Botaneiates, probably writing in the four-
teenth century.* As a taboullarios from Crete, he wrote to a younger
colleague in Chios. This fact in itself proves how important writing po-
etry was in the sphere of juridical officials.> The poem offers a series of
recommendations about which prosodical feet to use at which place in
the verse line. In practice, just as in Psellos/Ioannikios’ poem, the recom-
mendations result in a 12-syllable iamb, the Byzantine ‘pure iamb’ Bota-
neiates also offers a crash course on prosody: which syllables are long or
short, and how you can obtain longer syllables by position. The question
of whether a syllable is long or short is reduced to its visually recogniz-
able features. About the so-called dichrona, the o, 1, and v, the vowels
from which one cannot readily ascertain the quantity just by sight, Bota-
neiates remarks: ‘take these as long or short, just as you like, where it fits
and tails in best, as long as there are no obstacles’ (vv. 42—-48). This is in-
deed the rather relaxed principle of Scheinprosodie that most Byzantine
poets, with the exception of a top tier, adhered to, and which was for ex-
ample criticized by Planoudes (who specifically mentions the dichrona).

As can be expected, Botanciates does not specify the accentual pat-
terns of the dodecasyllable. But they can be gained indirectly. When he
discusses the last foot, he gives a series of examples of words that can
be admitted in this position. Strikingly, all these words are paroxytonic.*

#  Edition in Studemund, Arecdota varia, pp.201-04, and Edmond Cougny,

“Théorie du vers iambique. Poeme de Jean Nomicos le Botaniate, Annuaire de [Association
pour lencouragement des études grecques en France, 9 (1875), 90—96, who situates the au-
thor in the fifteenth century at the carliest. See also Herbert Hunger, Die hochsprachliche
profane Literatur der Byzantiner, 2 vols (Munich: Beck, 1978), vol. 2, p. 53.

»  Compare R. Macrides, ‘Poctic Justice in the Patriarchate. Murder and Cannibal-

ism in the Provinces, in Cupido legum, ed. by L. Burgmann, M.-T. Fégen, A. Schmink
(Frankfurt: Léwenklau-Ges., 1985), pp. 137-68.

% Actually, this is also the case with Psellos/Ioannikios’ poem, but in Botaneiates’

poem the amount of examples is more significant.
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Thus, without explicitly putting forward the accentual rules, the author
illustrates his point with examples that comply with contemporary prac-
tice. Perhaps it is indeed in practice, by imitating examples set by the
teacher, by having the ‘image of the tune’ in their mind, that accentual
‘rules’ passed on from generation to generation. Interestingly, Botanei-
ates ends with the recommendation that his friend should not use diffi-
cult words (v. 86-93). Poetry should be read with ease, and is not meant
for riddles.

Recently, Saulo Delle Donne has edited a shorter poem, which is
clearly addressed to an emperor.*” It is very similar to Psellos/Ioannikios’
poem, but even more reduced to the bare essentials. Explicitly stating
that every foot in the iamb has two syllables, it goes on to describe the
structure of each foot (according to quantitative metre, of course), and
in which position of the verse to use them.

Many other poems on the same subject remain unedited; in the ap-
pendix, I give a very preliminary overview. One of these unedited poems
(inc. yivwoxke petpeiv Todg iduBovg ob atiyovs), which seems to have cir-
culated most widely, is very similar to the poem edited by Delle Donne.

The poems discussed here differ from the (prose) scholia in that they
do not take the effort to pretend that there was another form of the iamb
other than the dodecasyllabic one. This cannot be seen separate from
the purpose of these texts: unlike the prose treatises, they are prescrip-
tive rather than descriptive. All of these poems address themselves to a
listener or reader. In Ioannikios’ case, this is a ‘friend’ (v. 5); in the poem
edited by Delle Donne, it is an emperor; in Botaneiates’ poem a younger
colleague; and in one of the unedited poems (inc. ylvwoxe petpeiv), it
is a youth (v. 2: veavix). Throughout the poems, the prescriptions for
correct iambs are expressed in imperatives, such as ‘write), or ‘measure’.
The poet casts himself as a teacher, and the addressee is represented as a
pupil who wants to write verses himself. John Botaneiates promises that
the addressee will become unsurpassable in the art of versification (vv.
84-85). In the poem edited by Delle Donne, the imperatives referring to
‘writing’ are absent, but the last line, asking the emperor to remunerate
the poet with ‘his most wise words, may hint at the expectation that the
imperial student would write poems as well.

All these features clearly assign these poems to the genre of didac-
tic poetry. It appears that the genre of didactic poetry gave the authors/

77 Saulo Delle Donne, ‘Sedici giambi sul giambo (per un imperatore?) ¢ un trat-

tatello sul giambo dal ms. Corpus Christi College 486 di Cambridge’, Medioevo Greco,
13 (2013), 37-56.

9



FLORIS BERNARD

teachers a more viable and convenient setting to couch practical instruc-
tion, and enabled them to cut themselves loose from the heavy burden
of descriptive theory.

All these poems are to be found in the very same manuscripts that
transmit (prose) scholia and treatises, and are also frequently combined
with each other.** If we suppose that these manuscripts were used in edu-
cational contexts, we can infer how instruction in writing verses hap-
pened. The scholia served as tools to study examples of ancient poetry,
whereas the poems met the demand for practical instruction on how to
compose new verse.*

From this perspective, it is not surprising that these texts are them-
selves in verse. They are a legon par lexemple, teaching the subject both
by their content and their form. It is thus only logical that the prosody
of these poems adheres to the principles of Scheinprosodie, neglecting the
quantity of the dichrona. This didactic method, if we may call it thus,
fits into a certain tradition. The twelfth-century grammarian Trichas had
exemplified different metres by writing poems (hymns to Mary) in each
of these metres. *

These ‘iambs on iambs’ gave an indication of how the rhythmical as-
pects of the dodecasyllable were transmitted and developed into a strong
tradition, namely, by students imitating the models of their teachers.*'
Botaneiates may have left a hint to this practice, when he retells the tra-
ditional story how Hipponax picked up the very first iamb uttered by
a woman called Jambe; Botaneiates adds that Hipponax immediately
used that line to teach his students (vv. 7-8).

Compared with these poems, the poem by John Tzetzes on grammar
is far more elaborate and technical, dealing with a broad range of clas-
sical metres, also those that had fallen into disuse, and he remains silent
on rhythmical features. However, rhetorical theories of komma and ko-
lon do get attention and Tzetzes typically singles out one subtype of the
iambic trimeter as the ‘common’ type, i.c. the dodecasyllable.>* Michael
Psellos’ poem on grammar, conversely, contains a very brief passage on
metrical feet, which seems nothing more than a springboard for oral ex-

28

Delle Donne, ‘Sedici giambi, p. 41.

*  Compare Horandner, ‘Beobachtungen zur Literarasthetik, p. 286.

30 Hephaestionis Enchiridion cum commentaribus veteribus, ed. Consbruch, p. 363.

31 See also Hérandner, ‘Beobachtungen zur Literaristhetik;, p. 281.

32 Cramer, Anecdota graeca, pp. 302—49. For a (rather idiosyncratic) definition of

kolon, see p. 316.
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planation.* Line 99: domaoat kol tov lapfov, &M& omovdelalé por may
indicate that also Psellos had only the pure iamb in mind. Not coinci-
dentally, Tzetzes’ and Psellos’ poems are written in politikoi stichoi: rath-
er than practical iambs on iambs, these serve as summaries of ancient

knowledge.

Concision

Wolfram Hérandner recently provided an excellent edition of a text that
circulated in various shapes and configurations. It was often transmitted
under the name of Gregory of Corinth, but is also included in Joseph
Rhakendytes” Synopsis.’* The treatise bears the title ‘On the four parts of
speech; and can be considered as a loose compilation of short treatises;
one of these is entitled ‘On iambic verse’ (mept otiywy loapBurcav).

Several statements in this remarkable treatise have already often been
emphasized.* The author considers eurhythmia as the chief virtue of
iambs. This ‘eurhythmic’ quality can be achieved by avoiding clashing of
vowels (hiatus), resulting in a style that is ‘compressed’ and ‘crisp’. Even
some Byzantine metricians had already made the connection between
‘eurhythmic’ style and the avoidance of hiatus.** The precepts in this
treatise reflect the rhetorical quality of ‘velocity) a ‘rapid’ style created
by short kola and a regular alternation of consonants and vowels. While
this quality can certainly apply to prose texts as well, it is the dodecasyl-
lable that takes it to an extreme of systematization. These points have
been well argued by Marc Lauxtermann and need no further elaboration
here.?”

33 Michael Psellos, Poems, ed. by Leendert G. Westerink, Michacelis Pselli Poemata
(Stuttgart / Leipzig: Teubner, 1992), poem 6, esp. vv. 92—100.

3 Wolfram Horandner, ‘Pseudo-Gregorios Korinthios, Uber die vier Teile der per-

fekten Rede, Medioevo Greco, 12 (2012), 87-131.

% Hoérandner, ‘Beobachtungen zur Literardsthetik] pp.287-89, Lauxtermann,

“Velocity.

3¢ Notably the treatise of Elias the Monk, see Studemund, Anecdota varia, p. 170.
¥ Lauxtermann, ‘Velocity. One small addition: the ‘velocious™ nature of the do-
decasyllable is not only advertised by Constantine the Rhodian in his poem on Con-
stantinople and the Church of the Holy Apostles, but also put into practice, since, not-
withstanding the many metrical defects of Constantine, he painstakingly avoided hiatus
in his entire long poem, sce Constantine of Rhodes: On Constantinople and the Church of
the Holy Apostles. With a Greek text edited by 1. Vassis, ed. by Liz James (Farnham/Burl-

ington: Ashgate, 2013), p. 12.
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Exceptionally, the anonymous author also explicitly mentions stress
(Tévog) as a means to achieve this ‘eurhythmic’ quality. He advises to al-
ternate words with different accent positions. This is an interesting rec-
ommendation, which also appears in rhetorical manuals not aimed at
poetry specifically.** The author also prescribes to have a paroxytonon in
the sixth foot. This is an uniquely clear and explicit acknowledgement of
one of the main features of the Byzantine dodecasyllable: its paroxytonic
ending. Not that our author dwells on it for a long time: he also advises
to have a ‘sonorous’ (e9nyoc) ending to the verse. It is also this latter, rath-
er general, feature that he illustrates with examples, which are without
exception paroxytonic words (and preferably without internal hiatus).

The author puts great emphasis on the avoidance of enjambment.
He considers it as the ‘first and greatest’ virtue in an iambic verse. He
specifies that each verse line should comprise one thought, which does
not spill over into the next line. A verse that can compress a full idea or
action in one verse is the ideal verse. Some examples from ancient poetry
are quoted, mostly lines that are famous as pithy gnomes. The author
represents this ‘aphoristic’ style as an ideal, but add that moral gnomes
should not not always be the result. It especially matters that good verses
can ‘tell a whole story in one line’*® This elegant description clearly un-
derlines that concision is the quality at stake here: telling much with few
words. Rather than rhythmical style in itself, the relation between con-
tent and diction is of interest. In this context, the author also mentions
the rhetorical term enthymeme, being a figure of speech that briefly caps
off an argument. The enthymeme came to be appreciated from Late An-
tiquity onwards in prose and poetry alike, and played a role in their ap-
proachment to each other.*

It is in fact this stylistic advice that leads our author to say that also
prose can profit from these recommendations, and to express his famous
statement that also iambs are ‘some form of prose’. It is of course no acci-
dent that in this treatment of rthythm, prose and poetry come so close to
each other: the specific recommendations to achieve ‘sonorous endings’
are the same that defined Byzantine prose rhythm.*

38

Valiavitcharska, Rbetoric and Rbythm, pp. 47-48.

% Hbrandner, ‘Uber die vier Teile) p. 107, L. 151: ioTopiay yip My cuvelindey 6

oTixos.
0 Jeffrey Walker, Rbetoric and Poetics in Antiquity (Oxford / New York: Oxford
University Press, zooo).
i

On prose rhythm, sec Wolfram Horandner, Der Prosarhythmus in der
rhetorischen Literatur der Byzantiner (Vienna: Verlag der Osterreichischen Akademie
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In his short essay, the author quotes various examples, from ancient,
late antique, and Byzantine poets, and some that seem to be of his own
making. ** The examples suggest that a terse, compact, and neatly deline-
ated style can best be achieved through simple sentences, consisting of
just one (or even no) verb, replacing prepositional constructions by verbs
already incorporating a direction of action; the author also explicitly ad-
vises to eschew pleonasms, and generally, all unnecessary words. While
the ancient (and late antique) examples have a moralizing, gnomic char-
acter, the recent examples especially reflect the author’s insistence on
congcision, i.e. comprising a full story in a few words. And this brings
the author to the domain of middle-Byzantine epigrams. Specifically, he
quotes an epigram for a dedication made by the emperor Constantine
IX Monomachos, and an epigram on the twelve apostles (inc. Zravpot
[Tétpov).* The latter is cited as an example of how one verse can en-
compass the six ‘circumstances’ (who, what, when, where, how, why), a
remark that a later reader sought to explain by glossing the first verse.*
Especially these observations bring us very close to the aesthetics under-
lying the poetical style that is so prominent in epigrams from George
Pisides onwards, and which, from the perspective of a Byzantine reader,
is perhaps most successfully exemplified in the dodecasyllabic calendar
of Christopher Mitylenaios, which sets out to honor each saint of the
year in one distich.* The book epigram that Christopher composed for
his calendar also advertises the feature of concision: he has laid out the
martyrdoms of all saints ‘with brief verses’ (81t Bpayéwy éméwv), while
they were the product of an ‘infinite mind’ (&meipeaiolo vode). *

der Wissenschaften, 1981) and now Valiavitcharska, Rbetoric and Rhythm.

# For more comments on the sources of the quotations, see Hérandner, ‘Uber die

vier Teile) pp. 126-29.

% The monostich évBpa§ aBlti ddpov x Movoudyov, is, as Hérandner observed,

a dedication of a jewel by Constantine IX Monomachos. It can be added that the dedi-
catee was undoubtedly Saint George, given this emperor’s personal attachment to this
saint, amply documented in other epigrams, which also frequently use the term ¢8hnrig.

# See Horandner, ‘Uber die vier Teile) p. 127.

# See Lia Raffacella Cresci, “Aw Bpotyéwy &méwv (K 83.2). Stratégies de composition

dans les calendriers métriques de Christophore Mitylenaios, in Poetry and its Contexts
in Eleventh-Century Byzantium, ed. by Floris Bernard and Kristoffel Demoen (Farn-
ham/Burlington: Ashgate, 2012), pp. 115-31 and Herbert Hunger, ‘Die Antithese.
Zur Verbreitung ciner Denkschablone in der byzantinischen Literatur, Zbornik Radova
Vizantoloskog Instituta, 23 (1984), 9—29.

#  Christopher Mitylenaios, Poems, ed. by Marc De Groote, Christophori Mi-
tylenaii Versuum variorum collectio Cryptensis (Turnhout: Brepols, 2012), poem 83.
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Perhaps we can expand these prescriptions to some other aspects of
poetic aesthetics that are salient in Byzantine epigrammatic poetry and
especially in Christopher’s calendars. We may for example think of the
Byzantines” love of puns and equivocal style, nowadays rather dispar-
aged. For what else is the pun than saying several things in one single
word? A challenge for the future is perhaps to revisit a stylistic approach,
now seen as a quite old-fashioned scholarly practice. But only then can
we with any confidence appreciate the aesthetics of Byzantine poetry.

This demand for concision may have carried overtones that go be-
yond the formal sphere and are related to the moral profile of the author
in Byzantium. It ensured that poetry was perceived as ‘bound speech;
as opposed to the loose, unbridled speech of prose. We have to consider
here that in Byzantine poetry, averse to enjambments, the line break
functioned as an unsurpassable rhythmic, semantic and syntactic divi-
sion. Poetry sets boundaries that are not present in prose. Moreover, the
sheer technical challenges posed by poetry ensured (in theory) that au-
thors had to restrain themselves.

Thus, when writing poetry, one was constrained to finish thoughts
at fixed intervals and to inhibit the train of speech. For a poet like John
Mauropous, following in this aspect his hero Gregory of Nazianzus, es-
pecially the latter’s poem &ig t& Zupetpe (poem 2.1.39), metre was a way
to moderate speech. Mauropous’ programmatic poem 1 (“Preface to the
whole book”) and his polemical poem 34 (“To those who versify inap-
propriately”) reflect on the themes of verbosity and restraint. Authors
always had to navigate carefully in Byzantium: using their talent for
words could incur age-old accusations of self-promotion and vain dis-
play. Poetry, as Mauropous argued following Gregory, offers a way out
of this conundrum, because by its very nature it inhibits discourse and
prevents idle babbling. Mauropous exploits to the full the ambiguity of
the very word metron (an ambiguity also present in Gregory’s poem and
going back to Pindar): besides ‘meter’, it could also mean ‘moderation’ in
a moral sense: in Mauropous’ argument, they are two sides of the same
coin. Poetry is thus in many respects the medium in which not a word
too many is said, and in which discourse, otherwise left loose, is reined
in by regular divisions.
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Punctuation and Accentuation

To return to our starting point: rhythm is not a question of applying
fixed rules. It is a matter of experiencing certain patterns in speech, ac-
cording to a cognitive framework by which readers, in their rhythmical
performance, measure regularities and absorb irregularities. One of the
ways to come closer to this ‘thythmical feeling) as it is informally called,
is to look from behind the shoulders of the scribe when he is writing
down poetry, especially when that scribe is himself at that moment com-
posing poetry (that is, in many cases, tailoring existing material to own
needs, not necessarily ‘inventing’ new texts).*” How a scribe punctuates
and accentuates the verse text that he is writing, may be indicative of the
cognitive template by which he experienced rhythm.

It has been repeatedly remarked that the punctuation and accen-
tuation in Byzantine manuscripts often deviates from what we are ac-
customed to in our modern printed editions, and (in the case of accen-
tuation) can also deviate from standard grammatical theory.* This has
mostly been related to the influence of contemporary pronunciation in

7 See Paolo Odorico, ‘Poésies 4 la marge. Réflexions personnelles? Quelques ob-

servations sur les poésies du Parisinus graecus 1711, in Poetry and its Contexts in Elev-
enth-Century Byzantium, ed. by Floris Bernard and Kristoffel Demoen (Farnham/Burl-
ington: Ashgate, 2012), pp. 207-24.

#  On punctuation and accentuation in Byzantine manuscripts, see now the use-

ful overview in Antonia Giannouli, ‘Introduction), in From Manuscripts to Books / Vom
Codex zur Edition. Proceedings of the International Workshop on Textual Criticism and
Edirorial Practice for Byzantine Texts (Vienna, 10-11 December 2009), ed. by Antonia Gi-
annouli and Elisabeth Schiffer (Vienna: 2011), pp. 17-24. For an argument to modify
modern editorial practice, see Diether Roderich Reinsch, ‘Stixis und Héren) in Aces du
Ve colloque international de paléographie grecque (Drama 21-27 sept. 2003), ed. by Ba-
sileios Atsalos and Niki Tsironi (Athens: EXvpic] etanpeio: Bi8hodeaing, 2008), pp. 259
69. Case studies on punctuation include Lidia Perria, ‘Uinterpunzione nei manoscritti
della “collezione filosofica™, in Paleografia e Codicologia greca, Atti del IT Colloquio inter-
nazionale di Berlino (Berlino-Wolfenbiittel, 17-31 ottobre 1983), ed. by Dieter Harlfin-
ger and Giancarlo Prato (Alessandria: Edizioni dell'Orso, 1991), vol. 1, pp. 199-209;
Anna Lia Gaffuri, ‘La teoria grammaticale antica sullinterpunzione dei testi greci e la
prassi di alcuni codici medievali, Aevum, 68 (1994), 95—115; Jacques Noret, ‘Notes de
ponctuation et d’accentuation byzantines, Byzantion, 65 (1995), 69—88. For the influ-
ence of reading aloud on punctuation, see in general Guglielmo Cavallo, Lire 4 Byzance
(Paris: Les belles lettres, 2006), pp. 47-48. On the importance of punctuation for peo-
ple ‘transcribing or quietly pronouncing’ words in manuscripts, see the book epigram
from Athens EBE 174, edited in Rudolf Stefec, ‘Anmerkungen zu einigen handschrift-
lich tiberlieferten Epigrammen in epigraphischer Auszeichnungsmajuskel, Jahrbuch der
Osterreichischen Byzantinistik, 59 (2009), 203—12, p. 211.
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Byzantium. As most of these studies emphasize,* phrasal intonation
takes priority over syntactical logic, suggesting that scribes based them-
selves on auditive perception, and not on silent visual reading. In other
words, Byzantine scribes mentally divided their texts in rthythmical o/a.
These studies are mostly limited to prose. But their observations also ap-
ply, perhaps eminently, to poetry, a domain where a systematic study is
still lacking. The present preliminary overview will probe the surface,
focusing only on the Byzantine dodecasyllable.

Punctuation

As we have remarked, an essential feature of the Byzantine dodecasyl-
lable, in close connection with its isosyllaby, is the avoidance of en-
jambments; that is, its capacity to divide text into equal self-contained
rhythmical units. The line break is thus the essential pivotal division of
the dodecasyllabe, where divisions in rhythm, syntax, and meaning co-
incide. It would thus seem logical that the metrical line break coincides
with a visual line break, in the same way poetry is printed in modern
times. This means that at the end of each verse, the scribe would return
to the left margin, leaving white space next to the previous line. This is
indeed often the case, but it is no hard rule.>> We also frequently find
manuscripts where poetry is laid out in two (or three) verses per line, so
that the page appears as two columns to be read row by row, each time
jumping from left to right. Some manuscripts, as we will see, write verse
continuously, as if it were prose; and on smaller writing spaces verse lines
are often broken up.

In any case, it is a common and near-universal habit to mark the end
of the verse with a punctuation sign.*' This is often a dot above the line
(+), the sign one would expect after a complete kolon, indicating a sig-
nificant pause in the recitation of the text. But also other signs occur:

# Especially Reinsch, ‘Stixis und Héren. Gaffuri, “Teoria grammaticale antica

sull'interpunzione’, sees more a continuity between the punctuation habits of Byzantine
scribes and ancient grammatical theory.

30 Jean Irigoin, ‘Livre et texte dans les manuscrits byzantins de po¢tes. Continui-
té et innovations, in Azt del Convegno internazionale “Il libro e il testo” Urbino, 20-23
settembre 1982, ed. by Cesare Questa and Renato Raffaelli (Urbino: 1984), pp. 85—102.

> See also Nikolaos Zagklas, Theodore Prodromos: The Neglected Poems and Epi-
grams (Edition, Commentary and Translation) (University of Vienna, PhD Dissertation:
2014), p. 167; Andreas Rhoby, Ausgewihlte byzantinische Epigramme in illuminierten
Handschriften (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften,
2018), pp. 64-66.
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a double point (:) (confusingly for the present purpose called ‘colon’ in
English), sometimes combined with a short dash (:-).

In image 1, we sce a fragment from Mauropous poem 54 as it appears
in Vat. gr. 676, fol. 24" Vat. gr. 676 is an excellent witness, since it is fairly
certain that the poet, John Mauropous, was directly involved with the
production of this manuscript, containing his collected works, > and his
literary aims may have influenced the material presentation of his po-
ems. There is invariably some mark at the end of each line, mostly a dot
above the line. The modern edition, however, often omits these signs;
conversely, at the place where the modern edition places a period (at the
end of v. 17), there is a dot above the line in the manuscript, similarly to
most other verse endings.

Modern editions of Byzantine verse present a punctuation that is ex-
clusively based on syntax, as if the poems consisted of extended prose
periods. The punctuation in the manuscripts provokes a very different
perception of the structure of the text. Verse lines are positioned towards
each other paratactically, in a non-hierarchical relationship. It throws
into relief the isosyllabic character of the dodecasyllable, inviting a read-
ing that does justice to the self-contained character of each of these equal
rhythmical units.

It is difficult to infer a hierarchy among the punctuation marks used
in the manuscript. Also in the punctuation of prose texts, it is hazardous
to posit a commonly used ‘system’: there may be some regularity in one
manuscript or one group of manuscripts, but there is no coherent ‘Byz-
antine punctuation’ for prose,** and as far as there was one, it cannot be
readily applied to poetry.

The punctuation of verse-internal divisions also merits some atten-
tion. These caesuras, called Binnenschliisse by Maas, indicate a division
between two kola (or kommata) within the verse, mostly after the fifth

52 Daniele Bianconi, ‘«Piccolo assaggio di abbondante fragranza». Giovanni

Mauropode e il Vat. gr. 676, Jabrbuch der Osterreichischen Byzantinistik, 61 (2011),
89—103.

53 Hence, it is hazardous to extrapolate the findings in Perria, ‘Linterpunzione

nei manoscritti della “collezione filosofica” and Gaffuri, “Teoria grammaticale antica
sull'interpunzione’ since they are limited to a specific group of manuscripts. The major-
ity of scribes do not seem to consciously distinguish between szigme releia or ano (raised
dot) and stigme mese (middle dot): see Raimondo Tocci, “Zur Interpunktion in Codices
der Palacologenzeit, in From Manuscripts to Books / Vom Codex zur Edition. Proceedings
of the International Workshop on Textual Criticism and Editorial Practice for Byzantine
Texts (Vienna, 10-11 December 2009), ed. by Antonia Giannouli and Elisabeth Schiffer
(Vienna: 2011), pp. 193—206, at p. 195 and Zagklas, Theodore Prodromos, pp. 167-68.
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syllable, but sometimes after the seventh,s* and reflect the essentially bi-
partite structure of the dodecasyllable (therefore, ‘internal verse pause’
would probably be a more correct English term, but ‘caesura’ has stuck in
scholarship). In the example taken from Vaz. gr. 676, there are punctua-
tion signs in v. 14 (after xatéoye) and in v. 15 (after M0), absent in the
modern printed edition. These commas correspond with the positions in
the dodecasyllable where the caesura falls. This is especially relevant for v.
15, where the reader might automatically make a pause after the fifth syl-
lable (0084v) where there is a word break as well. With his punctuation,
Mauropous (or the scribe working under his close supervision) ensured
that the reader on first sight would divide the verse in the right way.

Other places in the verse (apart from caesuras) are also punctuated in
Vat. gr. 676. In the fragment pictured here, there is (exceptionally) an en-
jambment: the sentence in v. 22 spreads over to v. 23; the verb £3eiée in the
beginning of that line completes the thought begun at the previous verse.
Therefore, the poet asks the reader to pause after €3¢, in contravention
of the usual rhythm. But even in this case, the end of v. 22 is also punctu-
ated (with a comma, perhaps to indicate that the pause here is less signifi-
cant). And at v. 20, we see that the verse is divided into three short £o/a, re-
flecting a tendency also present in the politikos stichos,*> and of course well
known from the rhetorical #rikolon so often recommended in rhetorics. ¢

In some manuscripts with contemporary poetry, verse-internal
punctuation is applied more systematically.”” In Londin. Add. 17470
(eleventh century), the scribe added a book epigram (inc. 1 T&v &yafav
Tpayud oy dyyehin),*® where each caesura is indicated with a sign, mostly
resemblinga comma or the middle dot. This also happens at places where
we would not expect any (syntactical) punctuation. The scribe may have
intervened significantly in the ‘composition’ of the book epigram, since
it contains specific data such as the date of finishing the manuscript and
the name of the scribe (a certain monk Synesios).

5 For precise statistics, sece Lampsides, 6ot eig 1y axovoTiiy petpipy’ and
Roberto Romano, “Teoria e prassi della versificazione: il dodecasillabo nei Panegirici
epici di Giorgio di Pisidia, Byzantinische Zeitschrift, 78 (1985), 1—2.2.

> K. Romaios, O vduog twv p16v o770 dquotixd zpeyoddr (Athens: 1963).

¢ Heinrich Lausberg, Handbuch der literarischen Rhbetorit (Munich: Hueber,
1960), § 733.

57 Some of these examples are discussed in Floris Bernard, Writing and Reading
Byzantine Secular Poetry (1025-1081) (Oxford: Oxford University Press, 2014), pp. 76—
79-

58 See Kristoffel Demoen e.a., Database of Byzantine Book Epigrams (last consulted
15 March 2018), <www.dbbe.ugent.be/occ/230>, henceforth: DBBE.
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In Barb. gr. 520, a late twelfth-century gospel manuscript from the
Land of Otranto,* there is a set of epigrams on the Evangelists. The
mise en page of these epigrams is highly variable, with verses sometimes
written line by line, sometimes broken up, sometimes continuously.®'
But what is nearly always present in each poem, is a dot above the line at
the place of the caesura. For example, the poem inc. Aovka mdperde on
fol. 76" is laid out as in prose, but the verse structure is clearly indicated
by the larger initials and a punctuation sign at the end of the line (mostly
dot above the line, but also double point and double point combined
with short dash occur).® Furthermore, each caesura is marked by a dot
above the line. The impression is one of a series of paired short kola, each
consisting of 5 or 7 syllables.

There are more examples, some of them reported by editors of poetic
texts. Thus, Mercati signals that in Messan. gr. 30 (from 1307), in the
long iambic vita of Saint Nicholas, each caesura is marked by a comma,
also when syntax does not call for one.** In the tenth-century psalter
Bodl. Auct D.4.1, a series of epigrams on David often leave a consider-
able amount of white space where the caesura falls, or else the scribe
provides a punctuation mark. The modern editor, Thor Sevéenko, pre-
served this in his edition, so that the verse lines look like paired k0/a.% In
Vat. gr. 1702, transmitting Theodore Prodromos’ calendar in tetrastichs
on Biblical episodes, small dots ared added at the place of the caesura,
especially where the reader could confuse between a pause after fifth or

> See the description by Santo Luca in Paul Canart and Santo Luca, Codici greci

dell’Italia meridionale (Rome: Retablo, 2000), pp. 105—06, with further bibliography
and an image showing another epigram, which also has punctuated ceasuras.

©  Edited in E. Follieri, ‘Epigrammi sugli evangelisti dai codici Barberiniani greci

352 ¢ 520, Bollettino della Badia greca di Grottaferrata, 10 (1956), 61-80, 135-56.

€' Follieri, ‘Epigrammi sugli evangelisti, p. 137.

6 Follieri, ‘Epigrammi sugli evangelisti, p. 154.

6 See the description of Maria Teresa Rodriquez in Canart, and Luca, Codici greci,

Pp- 139—40.
¢ Silvio Giuseppe Mercati, ‘Vita giambica di S. Nicola di Mira secondo il codice
Messinese greco 30, in Collectanea bizantina (Bari: 1970), vol. 1, pp. 44—6s, p. 46.

65

Thor Sevéenko, ‘Captions to a David Cycle in the Tenth-Century Oxford Auct.
D.4.1,in Polyplenros nous: Miscellanea fiir Peter Schreiner zu seinem 6o. Geburtstag, ed. by
Cordula Scholz and Georgios Makris (Munich/Leipzig: Saur, 2000), pp. 324-41, esp.
pp- 326 and 329 for the markings of the caesura. For similarly punctuated epigrams in
the same manuscript, see Wolfram Horandner, “Weitere Beobachtungen zu byzantini-
schen Figurengedichten und Tetragrammen), Néz Pauy, 6 (2009), 291-304, at 297-98.
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seventh syllable.®® Also in verse inscriptions, we find markings of the
Binnenschluss.*

A superficial search in the Ghent database of book epigrams deliv-
ers more results. In Laur 4.18, fol. 136" (cleventh century), a widely
used monostich appears as ellde Tépua: 0éktog eganuépou: Also in this
instance, the scribe may have wanted to remove any doubt between a
verse pause either after the fifth or after the seventh syllable, since 8éAtog
counts two syllables.

In all these examples, the punctuation may have served as a help for
the reader to insert a pause of breath, or, conversely, it may be the (unin-
tentional?) result of scribes who were reciting the verses while they were
transcribing them. Either way, the verse-external and internal punctua-
tion more faithfully reflects the rhythmic intonation of the verse than
the demands of syntax. Rhythmical punctuation has absolute priority
over syntactical punctuation. The pattern of paired kolz, based on the
principle of variable verse halves inside isosyllabic paroxytonic verse
lines, was so ingrained in the Byzantine mind that it has left visual traces.

The question that naturally arises is whether modern editors of Byz-
antine poetry should adopt Byzantine punctuation, whether internal
or external. This point can be debated. Our habits of reading are so dif-
ferent that it would make little sense to present such a text:** editing a
poem is, after all, making a text understandable for modern readership.

Accentuation

With accentuation, we enter a more complex and intractable domain
where the influence of (school) grammar makes itself more strongly
felt.® The standard rules for correct accentuation in Greek consists of a

% Ciro Giannelli, “Tetrastici di Teodoro Prodromo sulle feste fisse e sui santi del

calendario bizantino, Analecta Bollandiana, 75 (1957), 299336, at p. 310, n. 4. Also,
we find sometimes an acute instead of a grave on a syllable before the caesura, which was
thus clearly put on a par in this respect with a (grammatical) division.

67

Andreas Rhoby, Byzantinische Epigramme auf Stein (Vienna: Verlag der Oster-
reichischen Akademie der Wissenschaften, 2014), pp. 81-82, and Rhoby, ‘Interpunk-
tionszeichen in byzantinischen Versinschriften’ (forthcoming).

6

As argued by Marc D. Lauxtermann, ‘His, and Not His: The Poems of the Late
Gregory the Monk’, in The Author in Middle Byzantine Literature: Modes, Functions, and
Identities, ed. by Aglae Pizzone (Berlin: de Gruyter, 2014), pp. 77-86, at p. 85, n. 22.

¥ OnByzantine accentuation, see the recent study of Jacques Noret, ‘L'accentuation

byzantine: en quoi et pourquoi elle differe de 'accentuation savante actuelle, parfois ab-
surde) in The Language of Learned Byzantine Literature, ed. by Martin Hinterberger
(Turnhout: Brepols, 2014), pp. 96-146. The second volume of Marc D. Lauxtermann,
Byzantine Poetry from Pisides to Geometres. Texts and Contexts (Vienna: Verlag der Os-
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body of knowledge from Late Antiquity that was retroactively applied
to what was conceived to be correct Attic; through various stages, these
rules coalesced into a normative standard for modern editions of Greek
texts.” The way these rules trickled down to the actual practice followed
by scribes is highly variable.

This ancient accentuation system marks pitch, not dynamic stress; in
medieval Greek, the differentiation between accent marks, but not their
position, becomes all but irrelevant linguistically.” Things get even more
complicated when this dynamic stress, as said before, becomes a core fea-
ture, although not acknowledged as such, of Byzantine verse. Here we
have to make a distinction between lexical stress and visual accent (or
grammatically required accent) on the one hand, which do not corre-
spond exactly in medieval pronunciation of Greek, and between lexical
stress and the stress that is required (or provoked) by verse rhythm, a
tension that is always present in accentual verse in any language. This
tension comes to a head, yielding some revealing insights, when we have
alook at the so-called clitics.

In Greek, clitics are monosyllabic and sometimes disyllabic words
that had and/or have the tendency to form one phonological unit with
the preceding or following word; the accent of the ‘core’ word serves
then as the accent of the full sequence, clitic included. But it must be
noted that after Greek underwent the change from pitch to dynamic
stress, clitics operated on a different phonological level and in more cases
than before, accentuation did not match this new reality.”

Most striking in this regard is the treatment in poetic texts of the par-
ticles pév, 8¢, and ydp (sometimes vov), words that traditionally always
carry their own accent, but that clearly were, or developed into, enclitic
words.” This is even acknowledged by Byzantine grammatical commen-

terreichischen Akademie der Wissenschaften, 2019), contains a detailed appendix on
Byzantine metrics, also dealing in depth with accentuation.

7° For this process, see Noret, ‘L’accentuation byzantine, pp. 100-11.

7t See W. Sidney Allen, Accent and Rhythm; Prosodic Features of Latin and Greek
(Cambridge: Cambridge University Press, 1973), pp. 268—71.

72 The accentuation of proclitics and enclitics has always been to a certain extent

mechanical and arbitrary, see Allen, Accent and Rhythm, pp. 248-s1.

73 For their accentuation in Byzantine manuscripts in general, see Noret,

‘Laccentuation byzantine), pp. 123—24 and Jacques Noret, ‘Qtland donc rendrons-nous
aquantité d’indéfinis, prétendument enclitiques, l'accent qui leur revient?, Byzantion, s7
(1987), 191~9s. In prose, only 8¢ in certain combinations loses its own accent. I thank
Jorie Soltic for expert help with the problem of clitics.
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tators.” Problems arose when one of these words fell on the seventh syl-
lable before a pause, which was always perceived as an offbeat syllable.
From 1100 onwards, poets began to admit words as pév, ydp, and 3¢ in
this position (from now on abbreviated here as P7/7),7s and there can
be no doubt that poets perceived them as enclitic, and hence well suited
for an off-beat position.”

The manuscripts present a confused and inconsistent image of this
specific situation. There was a certain tendency to reflect rhythmical
stress (or here: absence of stress) on a visual level as well, so that the
graphical image of the verse would ensure a correct rhythmical read-
ing. But contrary to this, scribes were of course influenced by the gram-
matical rules they had learned at school. Research into this problem is
compounded by the fact that modern editors of Byzantine poetry rarely
comment on the accentuation of these enclitics. Giannelli and Papagi-
annis indicate that in manuscripts transmitting Prodromos’ tetrastichs,
scribes sometimes accentuate these ‘new’ enclitics, sometimes not.”” Di-
syllabic enclitics such as ¢nudi, éoti are variously considered as enclitic or
not, depending on the position in the verse (that is, Ps/3 or especially
P7/7).7* The examples pointed out by Marc De Groote of ¢ipi being en-
clitic or not in the poems of Christopher Mitylenaios show a clear (but
not systematic) tendency to vary according to the rhythm of the verse
(avoiding P7/7, preferring Ps/s).”

™ See Scholia in Dionysii thracis artem grammaticam, ed. Hilgard, p. 466, line 18;

see Constantine A. Trypanis, Fourteen Early Byzantine Cantica (Vienna: Osterreichis-
che Akademie der Wissenschaften, 1968), p. 166, n. s. For this brief treatise, see also
Noret, ‘Laccentuation byzantine), p. 108, who does not single out the exceptionality of
this passage.

7 Seealso Lampsides, “Xydha ewg T/ axovatuciy ueTpcv.

76 Naturally, the same problem also applies to other rhythmical poetry in Byzan-

tium, including hymnography. See Jos¢ Grosdidier de Matons, Romanos le Mélode et les
origines de la poésie religieuse 4 Byzance (Paris: Beauchesne, 1977), pp. 144—4s. The ac-
centuation of proclitics are not affected by the rhythmical developments discussed here.

77 Giannelli, “Tetrastici, p. 311. See also Theodore Prodromos, Epigrams on Lord's

Feasts, ed. by Gregorios Papagiannis, Jambische und hexametrische Tetrasticha auf die
Haupterzihlungen des Alten und des Neuen Testaments (Wiesbaden: Beerenverlag,
1997), pp- 21419, but see Marc D. Lauxtermann, ‘Review of: Grigorios Papagiannis,
Jambische und hexametrische Tetrasticha, Jabrbuch der Osterreichischen Byzantinistik,
49 (1999), 365—70, who emphasizes the rather inconsistent image in the manuscripts.
78 See also Maas, ‘Zwolfsilber’ p. 319.
7 Marc De Groote, “The Accentuation in the Various Verses of Christophoros
Mitylenaios, in Poetry and its Contexts in Eleventh-Century Byzantium, ed. by Floris
Bernard and Kristoffel Demoen (Farnham/Burlington: Ashgate, 2012), pp. 133-45, at

Pp- 140—41.
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Also other examples prove that scribes shied away from accentuating
uév, ¢ and ydp in the P7/7 position. yap is left without accent in a cal-
endar verse by pseudo-Christopher Mitylenaios (later than 1100),% and
in book epigrams, an unaccentuated pev appears as carly as 963 (Messan.
g7 133, fol. 197", v. 4).*" But there is little consistency. For example, in
the above mentioned manuscript Barb. gr. 520, the scribe accentuates
yép at P7/7 in a book epigram on fol. 3,** and that while he did take
care to punctuate the caesura, as we have seen. Mezri causa is not a tell-all
explanation for every accentual deviation: the particle 8¢ especially was
considered as enclitic by most scribes in some combinations (such as o¥
%), in positions in the verse that are always offbeat (unstressed) but also
in other positions.®

Moreover, Byzantine enclitics often throw their stress onto the last
syllable of the preceding word also if that word is a paroxytonon (hence,
not only on properispomena, as grammar prescribes). Thus, most manu-
scripts of Theodore Prodromos’ tetrastichs write (at the end of a verse)
otpadévtd we,* and the manuscripts of Christopher Mitylenaios have
¢M\6 T1 twice at the end of the verse.® Clearly, this is an attempt to reflect
a changed speech pattern where it corresponded with verse rhythm. But
also at other positions of the verse (and in prose), accentuation of similar
word groups can deviate from standard practice.®

80 E. Follieri, ‘Il calendario giambico di Cristoforo di Mitilene secondo i mss. Palat.

gr. 383 e Paris. gr. 3041, Analecta Bollandiana, 77 (1959), 245—-304, p. 293 (poem 37, v.
2).
8t DBBE (consulted 15 March 2018), <www.dbbe.ugent.be/occ/2077>.

82 In the verse mévoug Todvvng yép fippooe Eévyy from the book epigram inc. &vratfe

T Békyovaay.

8 As signalled by Papagiannis, Jambische und hexametrische Tetrasticha, vol. 1,

pp- 215—17; De Groote, ‘Accentuation), pp. 142—43, and Zagklas, Theodore Prodromos,
pp- 176—77. Compare the accentuation of the ‘old’ enclitic ¢, which shows, muzatis
mutandis, similar patterns: Jacques Noret, ‘L'accentuation de e en grec byzantin), Byz-
antion, 68 (1 998), S16—18.

% Poem 245a2 in Papagiannis, Jambische und hexametrische Tetrasticha, vol. 2,

p- 257 with more examples in vol. 1, pp. 217-19.

% In 114.23 and 136.25, actually in two different manuscripts respectively. Both
Kurtz and De Groote follow this accentuation. On this case, see also De Groote, ‘Ac-
centuation, p. 144, who lists also other examples not occurring at the end of the verse. It
should be noted that for example also the contemporary manuscript Jaz. gr. 126, trans-
mitting Thucydides, uses the accentuation 834 1.

8 See Noret, ‘Laccentuation byzantine), pp. 135-37.
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It is in any event not so helpful to use the term ‘rules’ or laws’ when
referring to rhythmical patterns.®” Scribes simply did not bother so
much about these accentual ‘rules) since, in contrast to the rules trans-
mitted as part of quantitative metrics, accentual patterns were not ‘rules’
anyway, but habits that were learned through practice. Scribes (or rather:
some scribes) wanted to ensure a pleasurable rhythmical recitation, or
reflected their own reading of the verse while they were transcribing it,
perhaps silently voicing these words.

This may all seem quite technical, and so it is of course, but these
patterns betray a certain tension that is highly revealing about the evo-
lution of Byzantine meter and rhythm. What can be retained, is that
scribes attached so much importance to a rhythmically regular reading
of the verse that they were prepared to bypass grammatical rules, prob-
ably more than they would do when transcribing prose texts.

Many editors, however, have considered this issue to be too trivial,
and facite uniformized accentuation in accordance with the standard
rules of Greek grammar. Perhaps it would be too troublesome for edi-
tor and reader if the apparatus criticus would be cluttered by enclitics
with divergent accentuation, but then it can be argued that editorial ap-
paratuses are often cluttered by data more irrelevant than that. At least,
for students of Byzantine metrics, it would be interesting to read some
acknowledgment in the praefatio of an edition of what is going on in the
manuscripts.*

On the Border Between Prose and Poetry

To better understand the ingrained rhythmical pattern with which Byz-
antines experienced poetry, we can also look at forms of poetry that were
written by people who felt less constrained by the standards imposed
through education. That is why book epigrams are such an interesting
area of research.® In book epigrams, the whole spectrum of linguistic
and metrical possibilities in Byzantium can be encountered. While some
book epigrams were the work of professional poets (or re-used it), others

87 See, for instance, the expression ‘metrische Regel’ in Papagiannis, Jambische und

hexametrische Tetrasticha, p. 214. See also the criticisms of Maas, “Zwolfsilber” on Hil-
berg, ‘Accentgesetz.

88 See already Maas, “Zwélfsilber’, p. 320.

% The book epigram project at Ghent University intends to pursue this area of

research. I thank Julie Boeten for sharing her provisional observations with me.
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are the product of scribes who had enjoyed limited education and had
only a dim idea of some metrical formulas in mind. Since book epigrams
are often more spontaneous expressions of metrical feeling in Byzan-
tium, less regulated than mainstream poetry, they may give us precious
indications of the cognitive framework for metre in Byzantium: what
features were so ingrained in the mind that they could not be left out
when someone attempted to write verse?

Prosody (quantitative metre) is of course the first feature to go: many
unprofessional book epigrams are written in non-prosodical dodecasyl-
lables, closely adhering instead to the new syllabo-tonic patterns. Many
of these poets would be ‘Stiimper” in Hilberg’s notorious classification.*

But also in its rhythmical features, the dodecasyllable displays many
variations at the hands of less sophisticated writers. A first example is
Crypt. A.a.VII, a manuscript with part of a menologium, writtenin 1113
by Neilos II, abbot of the abbey of Grottaferrata.”” At the end of the
manuscript, Neilos added a poetic colophon. The verse lines are written
continuously, but clearly separated by a colon sign. The epigram appears
as follows in the Database of Byzantine Book Epigrams, with orthogra-
phy and punctuation preserved as in the manuscript;** Tadded / to mark
the verse pause.

Téhog herdev / mouctd] 1) Tod Maptiov:

Si&t ye1pds Te / Euot Tob dvakiov:

Nefhovog povdlovtog / kel tepéog:

mepacahd 88 mavTag / m(até)pog GdeAoD Te:
ey péMete TabTy / Ahetdévar Ty SéAtov:
pvijay Tolije / Tiig éurig evTENEoLG:

g 6 O(ed)g / ol mplTavolg TV BAwv-
ddeaty dwpriaet Te / @V ENTUTUEVWY:

This is not a poem aspiring to meet stringent intellectual criteria. The
faulty orthography is a first proof of that. In line with this, Neilos II for-
feits all ambitions to compose quantitative meters. The verses are non-
prosodic dodecasyllables. All their endings are paroxytonic, and all of

? Isidor Hilberg, ‘Kann Theodoros Prodromos der Verfasser des Xpiotog mdoywy

sein?, Wiener Studien, 8 (1886), 282~314.

' Kirsopp Lake and Silva Lake, Dated Greek Minuscule Manuscripts to the Year
1200, 11 vols (Boston: American Academy of Arts and Sciences, 1934-1945) vol. 10,
p- 16 and plate 743. See also Antonio Rocchi, Codices cryptenses, sew Abbatiae Cryptae
Ferratae in Tusculano digesti et illustrati (Grottaferrata: Typis Abbatiae Cryptae Ferratae,
1883), pp. 202-03.

2 DBBE (consulted 15 March 2018), <www.dbbe.ugent.be/occ/2100>.
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them have a clear caesura after fifth or seventh syllable. But the number
of syllables is unstable. Most verses have 12 syllables, but verses 4 and s
have 14. This becomes understandable if we suppose that Neilos devised
his verses on the basis of verse halves, that is, k0/a of 5 or 7 syllables.
In the ‘deviant’ verse lines, he made a combination of twice 7 syllables.
Thinking in these ko/a was crucial to Neilos: there is no point in adding
Te in verse 2 and 8, except from making sure that the verse halves, the
kola, have the right amount of syllables.

We see the same tendency in the many epigrams that display some
variant of the well-known and extremely popular epigram that begins
with domep £évol yaipovtee. The many occurrences with faulty ortho-
graphy and defective meter suggest that this epigram lived as a formula
(or rather: some combination of formulas) in the minds of the scribes,
almost in the manner of orally transmitted poetry. In Paris. Coislin 28
(from 1056; fol. 269"), and in some other manuscripts,” we find the fol-
lowing variant:

Gamep Eévol yalpovte ide Tatpido,
obTw kol of ypddovTeg idelv BiBAiov Téhog.

The second verse has 14 syllables, as it combines two kola of 7 syllables.
Exactly the opposite happens in Athon. Vatoped. 314, from the eleventh
century:”*

Q¢ b8oiméporg matpide $pBdoo,
obTw xal Tolg ypddovary, BifAov Téko.

In the first verse, two kola of five syllables are combined, resulting in a
ten-syllable ‘dodecasyllable’ This indeed suggests that the kolon or half-
verse was the primary rhythmical unit with which the Byzantines intui-
tively experienced metrical speech,® and in less accomplished poems,
the 12-syllable count gets less attention than this primary feature.

In many book epigrams, the metrical paratext slips into a prose para-
text through a succession of ‘verses’ that seem to lose their metrical rigid-
ness gradually. This is often caused by the difficulties of pressing for ex-

%3 Kurt Treu, ‘Der Schreiber am Ziel. Zu den versen Qomep £évor yaipovorv... und

ihnlichen) in Studia codicologica (Berlin: Akademie-Verlag, 1977), pp. 47392, atp. 477.

4 S.Kadas, T2 oquetduera iy yapoypdpwy i Tepis Meylorys Movijs Batomaudiov

(Mount Athos: 2000), p. 57.

%> For a similar observation, on a much broader basis, see Lauxtermann, Spring of

Rhythm.
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ample an exact dating into the metrical mould.*® Thus, in Laur. 8.28, the
scribe John left the following epigram, specifying that he has completed

the book in 972, on 13 November.*”

Hvirep Bhémelg TodbTpoTov 0ékTov dile,
{0EYVoV Te TeTPOG TOD YPUTOTTOUOL:
gEanuépou Te Sevtépag Emoc,

iwdvyng yéypade Bdtng THY d&fny-
voepBpiw Te unvi Tpeig ko Sexdy:
voLKTIVOC TPWTNG TE &V ETEL
é’éomwxl?uocroﬁ TETPOKOTLOTTR
Y00K00TE TPATY TE

This epigram leaves much to be desired: the third and sixth verses count
only 11 syllables. Depending on how many syllables the name iwdvvyg
counts, either the second or fourth line also do not count 12 syllables.
The information on the date is crammed in four verses, of which the
first is passable, the second counts 11 syllables but still has a paroxytonic
verse ending, while in the last two lines there is no trace of metre any-
more. Even the kolon structure is not stable: in the first verse line, for
example, there can be no pause after either fifth or seventh syllable. All
we are left with, is the paroxytonic verse ending. Is this still a poem?

When we look at the manuscript, the answer must be that it was at
least intended to be one. It is written in Auszeichnungsmajuskel (‘distinc-
tive uncial’),’® often used for book epigrams to set the poem apart from
the main text. Moreover, the verse lines are clearly separated by a line
break and by punctuation marks. There are many such cases where the
layout of verse lines and other aspects of visual representation can help
us to reveal assumptions and perceptions of metre. But that is, again, an
unexplored terrain of research.?”

% See Panagiotes Nikolopoulos, Eupetpog 8hlwatg ToT ypdvou &lg Todg xohoduwvolg

yetpoypddwy xwdikwy, Athena, 84 (2012), 195—264 for a very complete listing of metri-
cal colophons with datings; metrically defective epigrams are numerous. The same ob-
servations can be made for inscriptional epigrams; see Andreas Rhoby, “When the year
ran through six times of thousands ...”: The Date in (Inscriptional) Byzantine Epigrams),
in Pour une poétique de Byzance: hommage a Vassilis Katsaros, ed. by Stephanos Efthymi-
adis, Charis Messis, Paolo Odorico (Paris: EHESS, 2015), pp. 223-42.

97

For the epigram, see Lake, and Lake, Dated Greck Manuscripts, vol. 10, p. 9 and
plate 700. See also Nikolopoulos, Epuetpog iAwatig 1o ypévov) p. 199.

% See Herbert Hunger, ‘Minuskel und Auszeichnungsschriften im 10.-12. Jahr-

hundert, in La paléographie grecque et byzantine (Paris: CNRS, 1977), 201-20.

% See Irigoin, ‘Livre et texte dans les manuscrits byzantins de poétes.
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Conclusions

It has become a hackneyed cliché for scholars of Byzantine literature
that their subject should be rehabilitated and that it suffers too much
from negative evaluations. This may very well be the case, but if our in-
tention is to change this perception by looking for the hallmarks of lite-
rary beauty we are accustomed to, this may turn out (with a few scattered
exceptions) to be a frustrating enterprise. What is certain, is that poetry
(including dodecasyllabic poetry) is not a pastime of armchair scholars.
Couching discourse in metre was a spontaneous inclination used for an
incredibly broad range of purposes. For inscribing objects, for praising
the emperor, for deriding enemies, for expressing religious feelings, for
telling stories, for teaching. In all these instances, it was read aloud and
listened to through collective performance. For this poetry to work, that
is, to have an effect, it had to have a rhythm that was experienced as such
by the audience of the performed poem. The fact that all poets, even
the less sophisticated ones, took great care to achieve a rhythmic effect,
shows that this is essential to Byzantine (dodecasyllabic) poetry, even if
almost no Byzantine theoretical text exposed the mechanics behind this
effect. Let us then perhaps listen and read aloud instead of counting, and
if we count, let us pay attention to style and aesthetics instead of rules
and laws.

Appendix

Unedited ‘tambs on iambs’: **°
1. inc. yivwoke petpeiv Todg iduPovs b aTiyoug or yivwake petpely
Todg lapBelovg otiyoug (8 lines):
a. Vindob. theol. gr. 287 (fol. 247),™
b. Bodl. Barocc. 125 (fol. 8),*

19 TJoannis Vassis, Initia Carminum Byzantinorum (Berlin/New York: de Gruyter,
2005) was very instrumental for compiling this brief and by no means complete list.
101

Herbert Hunger, Wolfgang Lackner, and Christian Hannick, Kazalog der Grie-
chischen Handschrifien der Osterreichischen Nationalbibliothek, Tzil 3/3. Codices Theo-
logici 200~337 (Vienna: Hollinek, 1992), p. 299. See also Delle Donne, ‘Sedici giambi’.

12 Henry O. Coxe, Bodleian Library. Quarto Catalogues. 1. Greek Manuscripts
(Oxford: 1969), p. 201.
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Ambros. gr. 52 (fol. 2627),'

Vat. Pal. gr. 302 (in fine),**

Vat. Barb. gr. 150 (fol. 54%),"

Vat. gr. 1357 (fols 40"—417)."*

2. inc. otiyovg iduPovg el petpey (telg dlke: Bodl. Barocc. 115
(fol. 1727)*7

3. inc. yivwoke Tékvov T@V iaubuwdv atixwv: Athos lviron 4327

(fol. 185Y).1°¢

mo Ao

Abstract

As in all medieval European literatures, metrical feeling in Byz-
antium was dependent on syllabo-tonic principles, that is, the
counting of syllables and their patterning in on-beat and off-beat
positions. Yet, in their theorizing about verse in general, Byzan-
tines upheld the pretense that quantitative metre was the essence
of their poetry. This gap between theory and practice is most
visible in the dodecasyllable, a metre which aimed to combine
quantitative with syllabo-tonic principles. The Byzantine concep-
tion of rhythm can therefore only be gleaned through indirect
testimonies. Rhetorical theory is one of these. It is striking that
some rhetoricians recommend concision as a prime aesthetic
quality of verse, helped by a velocious rhythm. Additionally, di-
dactic poems addressed to apprentice poets offer more practical
advice than their prose counterparts, giving a more pragmatic
view on rhythm and prosody in the dodecasyllable. Another
area of research is the graphic image of poetry in manuscripts.
Punctuation and accentuation of verse texts in manuscripts sug-
gest that rhythmical pronunciation takes dominance over (or

19 A. Martini and D. Bassi, Caalogus codicum graecorum bibliothecae Ambrosianae
(Milan: U. Hoepli, 1906), p. 64.

1% Henry M. Stevenson, Codices manuscripti palatini graeci Bibliothecae Vaticanae
(Citta del Vaticano: E Typographeo Vaticano, 1885), p. 171.

195 V. Capocci, Codices barberiniani graeci. Tomus I, codices 1—163 (Citea del Vati-
cano: Biblioteca Apostolica Vaticana, 1958), p. 259, digital image of this folium online
on hetp://digivatlib.it/view/MSS_Barb.gr.150/0116.

1% Reference in Capocci, [bid. Digital image on https://digi.vatlib.it/view/MSS_
Vat.gr.1357/004s.

17 Coxe, Greek manuscripts, p. 191.

1% Spyridon P. Lambros, Katdloyos tav év taic BifhoSifxars o5 Hyiov ‘Opovs
Mgy xwdixwy (Cambridge: 1895), vol. 2, p. 59.
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conflicts with) standard grammatical rules. Scribes often avoided
accentuating words on off-beat positions, confirming the enclitic
nature of some words that were not considered so in standard-
ized grammar. Punctuation in many manuscripts divided verse in
rhythmical o/, frequently by marking the caesura, in defiance of
the syntactical punctuation we are accustomed to. ‘Bad’ poetry
may be another way to detect hidden perceptions of rhythm: in
many poetic paratexts of less accomplished scribes, standard met-
rical rules recede, revealing the bare essentials of metrical cogni-
tion. These texts suggest that especially ko/a were ingrained in the
mind of Byzantines as the elementary building blocks of verse.
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Fig. 1: Vaticanus graecus 676, fol. 24r. Copyright Biblioteca Apostolica Vaticana.







NIKOS ZAGKLAS

Metrical Polyeideia and Generic Innovation in

the Twelfth Century:

The Multimetric Cycles of Occasional Poetry*

Metrical versatility is an important quality both in Greek and Latin po-
etic traditions, from Antiquity to medieval times and beyond. Already in
the third century BCE, Callimachus’ poetic 7odve/dziz is not only associ-
ated with the multigeneric qualities, but also the metrical heterogeneity
the Cyrenean poet strived to bestow on his Jambi.* In the first century
BCE, the Latin poet Catullus, who was well acquainted with the Callima-
chean poetics,’ wrote a group of sixty poems known under the title poly-
metra, since they are composed in various genres and meters.* Metrical

* This paper was written within the framework of the project “Byzantine Poetry

in the ‘Long’ Twelfth Century (1081-1204): Texts and Contexts,” funded by the Aus-
trian Science Fund (FWF P 28959-G25). I would like to thank Ingela Nilsson, Floris
Bernard, and Baukje van den Berg for their comments and corrections. Unless otherwise
indicated, all translations are mine.

' The term 7olveideie is not used in Callimachus’ poems, but in a later prose sum-
mary of Callimachus’ Jambi known as Milan Diegeseis (cf. Dieg. IX 35); see Maria Ro-
saria Falivene, “The Diegeseis Papyrus: Archacological Context, Format, and Contents,
in Brills Companion to Callimachus, ed. by Benjamin Acosta-Hughes, Luigi Lehnus,
Susan Stephens (Leiden — Boston: Brill, 2011), pp. 81-92.

> For Polyeideia in lambi, a group of at least thirteen short poems in different

genres and meters, see Benjamin Acosta-Hughes, Polyeideia: The Tambi of Callimachus
and the Archaic lambic Tradition (Berkeley and Los Angeles: University of California
Press, 2002), pp. 9, 84, and 101. See also Emanuele Lelli, Critica e polemiche letterarie nei
“Giambi” di Callimaco (Alessandria: Ed. Dell'Orso, 2004), p. 104 and Yannick Durbec,
‘Individual Figures in Callimachus, in Brills Companion to Callimachus, ed. by Ben-
jamin Acosta-Hughes, Luigi Lehnus, Susan Stephens (Leiden — Boston: Brill, 2011),
Pp- 474-92, at 484.

3 See, for instance, Alessandro Barchiesi, ‘Roman Callimachus), in Brill's Compan-
ion to Callimachus, ed. by Benjamin Acosta-Hughes, Luigi Lehnus, Susan Stephens (Lei-
den — Boston: Brill, 201 1), pp. s 1 1-34 and Peter E. Knox, ‘Catullus and Callimachus) in
A Companion to Catullus. Blackwell Companions to the Ancient World, ed. by Marilyn B.
Skinner (Malden, MA: Blackwell Publishing, 2007), pp. 151-71.

* On the issue of generic and metrical variation in Catullus’ corpus, see Therese

Fuhrer, “The Question of Genre and Metre in Catullus’ Polymetrics, Quaderni Urbinati
di Cultura Classica, New Series, 46, No. 1 (1994), 95—108.

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 43-70
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115583
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and generic polyeideia continued to be of significant importance for many
celebrated authors even in Byzantium. The Zziyor didpopor by Christo-
pher Mitylenaios consist of 145 poems in different meters. Although
the lion’s share (that is, 129 poems) is written in dodecasyllables, there
are eighteen in dactylic hexameters, three in elegiac couplets, and one in
anacreontics.’ The same holds true for Theodore Prodromos’ collection
of the “historical poems”,¢ which includes no fewer than seventy-nine po-
ems in a number of various meters: forty-one poems in dodecasyllables,
twenty-five in dekapentasyllables, sixteen in dactylic hexameters, one in
pentameter and another one in anacreontics.” As with their models, be
they ancient or Byzantine, Mitylenaios and Prodromos combined metri-
cal and generic multiplicity to achieve pozkilia in their poetry.®

In addition to the production of polymetric outputs, the adherence
of the Byzantines to metrical variation is also manifested by the crea-
tion of anthologies or sy/loge with poems written in different meters, re-
sulting in a dazzling metrical symbiosis. The most telling example is the
thirteenth book of the Greek Anthology with thirty-one poems entitled
“Emvypdupate Sddpwy uétpwy” (= epigrams in various meters).® What
is even more interesting for this particular book of the Greek Anthology
is that Constantine Kephalas decided to include nineteen poems that
consist of verses written in different meters. For instance, the anonymous
epigram no. 13 consists of an elegiac couplet and an iambic trimeter.*

> See Marc de Groote, Christophori Mitylenaii versuum variorum collectio crypten-
sis (Turnhout: Brepols, 2012), LXV.

¢ Tonly refer to the collection of the historical poems because Prodromos’ corpus

is much vaster including more than 17000 verses; see Nikos Zagklas, “Theodore Pro-
dromos and the Use of the Poctic Work of Gregory of Nazianzus: Appropriation in the
Service of Self-representation), Byzantine and Modern Greek Studies, 40 (2016), 22342
(p. 224).

7 Wolfram Hérandner, Theodoros Prodromos, Historische Gedichte (Vienna: Verlag
der Osterreichischen Akademie der Wissenschaften, 1974), p- 123.

8 For Mitylenaios, see Kristoffel Demoen, ‘Phrasis Poikilé. Imitatio and Variatio

in the Poetry Book of Christophoros Mitylenaios, in Imitatio — Aemulatio — Variatio.
Akten des internationalen wissenschaftlichen Symposions zur byzantinischen Sprache und
Literatur (Wien, 22.-z5. Oktober 2008), ed. by Andreas Rhoby and Elisabeth Schiffer
(Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 2010), pp. 103—
18; for Prodromos, see Hérandner, Zheodoros Prodromos, pp. 75-109.

?  For the text, see Anthologia Graeca, Griechisch-Deutsch, ed. by Hermann Beckby,
4 vols (Munich: Ernst Heimeran Verlag, 1957-58), IV, 150-69.

10 Ibid. 156; transl. in William R. Paton, The Greek Anthology with an English
Translation, 6 vols (Cambridge, MA - London: Harvard University press 1918; 6% re-
print, 1979),V, 9.
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Tévde [Muprig avébnie TTohvpuviaTov diog vids,
eddpevo dexdtny [TadhddL Tpiroyevel.
Kvdwvidtag Kpnothog eipydéaro.

This did Pyres, the dear son of Polymnestus, dedicate, having vowed
the tenth part to Trito-born Pallas; Cresilas of Cydonia wrought it.

The last two epigrams in the book, ascribed to Simonides and Timocre-
on of Rhodes, constitute prime examples of metrical experimentations.
In both poems the two verses convey the very same meaning, but in dif-
ferent metric form. Take the poem by Simonides: while the first verse of
the distich is in hexameter, the second turns into a trochaic tetrameter

by simply shifting the word order: "

Motod pot Adepivng xelhioddpov vidy detde.
Yidv Adwepivng dede Modad, pot keAoddpoy

Sing me, Muse, the son of fair-ankled Alcmene.

The Byzantines fully endorsed such metrical experimentations by their
ancient models for poems with a performative or an inscriptional func-
tion. For instance, '* the fifteenth book of the Greek Anthology includes
a three-line book epigram written in the ninth century by Ignatios the
Deacon (AP 15.39); whereas the first two verses are hexameters, the last
one is a pentameter.”* Later, John Geometres penned a poem on Theo-
dore Tyron that consists of one elegiac couplet and seven hexameters, '+
while Symeon the new Theologian mingled dekapentasyllables with do-
decasyllables in four of his hymns.s This practice continues to exist in
the eleventh century; we may not come across such metric transitions
within the poetry by Christopher Mitylenaios and John Mauropous,

" Anthologia Graeca, ed. by Beckby, Greck Anthology, IV, p. 168; transl. in Paton,
V,p.23.

12 Here I will just provide three examples, all of which written before the first quar-

ter of the eleventh century. Along with some further examples, they are discussed in the
“Appendix Metrica” in M. D. Lauxtermann, Byzantine Poetry from Pisides to Geometres:
Texts and Contexts, 2 vols (Vienna: Verlag der Osterreichischen Akademie der Wissen-
schaften, 2003-2019), IL, p. 269.

' Alternatively, it can be seen as a hexameter with an elegiac couplet.

4 Emilie M. van Opstall, Jean Géométre. Poémes en hexamétres et en distiques élé-

giaques. Edition, tradition, commentaire, The medieval Mediterranean, 75 (Leiden-Bos-
ton: Brill, 2008), p. 248.

> Athanasios Kambylis, Hymnen: Prolegomena, kritischer Text, Indices, Hymnen

(Berlin — New York: de Gruyter, 1976), p. CCCXXXV.
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but Michael Psellos combined dekapentasyllables with dodecasyllables
in his synopsis legum for Michael Doukas.*¢

The twelfth century gave a fresh impetus to this practice thanks to the
appearance of long narrative works in verse that created the appropriate
circumstances for multimetric symbiosis. John Tzetzes’ Histories, which
consists of a grand total of 12,668 verses, is an excellent case of metrical
bricolage.”” For example, Panagiotis Agapitos has discussed Histories X1
212224, in which Tzetzes attacks another Constantinopolitan rhetor, *
for being appointed teacher by the city eparch Andronikos Kamateros. "
As noted by Agapitos, in this passage Tzetzes toys with different linguis-
tic registers and deftly switches from dekapentasyllables, the main meter
of the Histories, into dactylic hexameters to attack his opponent.> By
making use of two meters and a mixed language, Tzetzes aims to stress
his superior intellectual skills over those of the anonymous rhetor who
had been appointed to a teaching position by Kamateros. Additionally,
being a self-commentary on his own letter collection, or — to put it in
Aglae Pizzone’s words — a “book of memory”,** Tzetzes embellishes His-
tories with quotations from other works by him, all of which are dodeca-
syllabic, scattered at various points in the work.** But Histories is not the

16 See Michaelis Pselli poemata, ed. by Leendert G. Westerink (Stuttgart — Leipzig:
Teubner, 1992), poem 8, vv. vv. 96100 and 1073-1129. Morcover, in his Synopsis of
rhetoric, Psellos makes use of verses that are both dekapentasyllables and hexameters at
the same time (see Michaelis Pselli poemata, poem 7, vv. 322-25). L owe the latter refer-
ence to Marc Lauxtermann.

7" Ioannis Tzetzae Historiae, ed. by Pietro L. Leone, 2™ ed. (Galatina: Congedo,
2007).

'8 Most likely, this anonymous rhetor is not to be identified with Gregory, with

whom Tzetzes exchanged a number of poems filled with reproaches and rebukes; see
Panagiotis A. Agapitos, John Tzetzes and the Blemish Examiner: a Byzantine Teacher
on Schedography, Everyday Language and Writerly Disposition, Medioevo Greco 17,
(2017), 1-57 (p. 23, note 12.1).

! Panagiotis A. Agapitos, ‘Grammar, Genre and Patronage in the Twelfth Cen-
tury: Redefining a Scientific Paradigm in the History of Byzantine Literature’, Jahrbuch
der Osterreichischen Byzantinistik, 64 (2014), 122, at 13 and idem, John Tzetzes, pp.
22-27.

% Moreover, verse 214 is both a dekapentasyllable and hexameter; see the “Appen-

dix Metrica” in Lauxtermann, Byzantine Poetry, 11, p. 374.

2! Aglae Pizzone, “The Historiai of John Tzetzes: A Byzantine “Book of Memo-
ry”?, Byzantine and Modern Greek Studies, 41 (2017), 182-207.

2 Tzetzes, Histories (ed. Leone), 10.544—545, 11.890-997, 12.259-290, 12.503—

so7 and 12.713—721; [ owe these references to Marc Lauxtermann. Other authors,
too, introduce quotations from other poets into their works. Philippos Monotropos,
for instance, introduced two dodecasyllabic quotations in his otherwise dekapentasyl-
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only Tzetzian work that hosted such metrical transitions; in his didactic
poem on all types of metres, dedicated to his brother Isaac, Tzetzes com-
posed both the prologue and epilogue in hexameters, but the main text
in dekapentasyllables.*

Another author who combined different meters within a single work
is Theodore Prodromos. His otherwise dodecasyllabic novel Rhodanthe
and Dosikles is embellished with a passage of hexameters.** More spe-
cifically, in the ninth book the oracular response to the heroes’ fathers,
Lysippos and Straton, who had visited the oracle at Delphi to enquire
about the fate of their children, extends to nine hexameters. Niketas Eu-
genianos followed suit by inserting three hexametric passages of varying
numbers of verses in his otherwise dodecasyllabic novel.>s The first two
are songs sung by Barbition during a festival of Dionysos described in
the third book of the novel. The third one is a lament by Drosilla over
Charikles in the sixth book that consists of thirty hexameters.

labic Dioptra (books 2.311-312 and 3.1164~1251), while Constantine Manasses in-
cluded six dodecasyllabic verses in his dekapentasyllabic chronicle (vv. 4834-4836 and
4838-4840). In the case of Manasses, the verses quoted are the ones that Theodore and
Theophanes Graptoi sent to the imprisoned Methodios; cf. Claudia Sode, Jerusalem —
Konstantinopel — Rom: Die Viten des Michael Synkellos und der Briider Theodoros und
Theophanes Graptoi (Stuttgart: Steiner 2001), pp. 272-75.

% See John A. Cramer, Anecdota Graeca e codd. manuscriptis bibliothecarum Oxo-

niensium, 4 vols (Oxford: Typogr. Acad., 1836, reprint Amsterdam: Hakkert, 1835—
1837), vol. 3, 302—33, esp. 302—04 and 333. Morcover, the epilogue to the first part of
his Histories is written in hexameters (5.193—201), while the epilogues to his Histories
are written in a number of iambic and hexametric poems; see Pietro A. M. Leone, ‘To-
annis Tzetzae lambi, Rivista Studi Bizantini e Neoellenici, 6-7 (1969-1970), 127—56.
On dedicatory verse prologues in Byzantium, see Wolfram Hérandner, “Zur Topik
byzantinischer Widmungs - und Einleitungsgedichte”, in Dulce melos: la poesia tardoan-
tica e medievale; atti del III Convegno internazionale di studi, Vienna, 15—18 novembre
2004, ed. by Victoria Panagl (Alessandria: Edizioni dell'Orso 2007), pp. 319-35. For
metrical prologues of homilies and hagiographical works in Byzantium, see Theodora
Antonopoulou, ‘On the Reception of Homilies and Hagiography in Byzantium. The
Recited Metrical Prefaces, in Initatio — Aemulatio — Variatio. Akten des internationalen
wissenschaftlichen Symposions zur byzantinischen Sprache und Literatur (Wien, 22.-z5.
Oktober 2008), ed. by Andreas Rhoby and Elisabeth Schiffer (Vienna: Verlag der Oster-
reichischen Akademie der Wissenschaften, 2010), pp. 57-79.

* Theodori Prodromi, Rhodanthes et Dosiclis amorum libri IX, ed. by Miroslav
Marcovich (Stuttgart — Leipzig: Teubner 1991), 9.196—204. For this passage, see Pa-
nagiotis A. Agapitos, “Writing, Reading and Reciting (in) Byzantine Erotic Fiction,
in Lire et écrire 4 Byzance, ed. by Brigitte Mondrain (Paris: Assoc. des Amis du Centre
d’Histoire et Civilisations de Byzance, 2006), pp. 125—76: 145-46. For more literature
on hexametric oracles, see Agapitos, John Tzetzes, 26, note 137.

»  Nicetas Fugenianus, De Drosillae et Chariclis amoribus, ed. by Fabrizio Conca
(Amsterdam: Gieben, 1990), 3.363-288/3.297-320 and 6.205-2355.
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Thus, in all these twelfth-century examples the authors may exhibit
their talent in the technique of versifying in different meters within the
same work, but the reason for doing so is slightly different. Tzetzes moves
from dekapentasyllable to hexameter to demonstrate his rhetorical skills
and deride a rival teacher; he switches from the dekapentasyllable to the
dodecasyllable to quote other works of his; and in the dekapentasyllabic
didactic poetic cycle on meters he composed the dedicatory parts for his
brother (both the prologue and epilogue) in hexameters. On the other
hand, Prodromos and Eugenianos switch from the dodecasyllable to the
hexameter to indicate that this part of their works acquires a very certain
form (an oracle, two songs, and a lament) that facilitates the unfolding of
the plot in both novels.*¢ At the same time, the use of hexameters within
a dodecasyllabic structure bestows an archaizing color on their works.

However, after the year 1000, many Byzantine poets explore further
ways of juxtaposing different meters. They do not experiment with dif-
ferent meters exclusively within the boundaries of a single poem, but
also between seemingly “independent stanzas” or even “separate poems”.
The writing of cycles of multimetric stanzas or poems,*” all of which are
associated with the same occasion, is a very good example. Christopher
Mitylenaios seems to be one of the first authors whose multimetric cor-
pus includes such cycles of poems in heterogeneous meters. For example,
both poems nos. 9 and 10 are an encomium on the school of St Theodore
in Sphorakiou and its headmaster Leo.*® As Demoen and Bernard have
already noted, both of them have the same content and structure,* but
while the former is written in thirteen dodecasyllables, the latter extends
to twenty-one hexameters. What is more, the funerary poetic cycles for
his mother (poems s7-60) and his sister (75-77), which display a very
similar structure to each other,*® consist of works in different metrical

26

See Agapitos, “Writing) pp. 135-52.
7 It is not always casy to say whether they are poems or stanzas. Thus, in the re-
mainder of the paper I am not always consistent regarding the terminology of the sec-
tions of these poetic cycles.

28

Christopher Mitylenaios, ed. by Groote, 10-11.

29

Demoen, ‘Phrasis poikilé) pp. 107-08 and F. Bernard, Writing and Reading Byz-
antine Secular Poetry: 1025-1081 (Oxford: Oxford University Press, 2014), p. 150; see
also Panagiotis A. Agapitos, ‘Anna Komnene and the Politics of Schedographic Training
and Colloquial Discourse, Néz ‘Pijuy, 10 (2013 [2014]), 89—107 (pp. 98—101).

3 Carmelo Crimi (with the collaboration of R. Anastasi, R. Gentile, A. Milazzo,

G. Musumeci, and M. Solarino), Cristoforo di Mitilene. Canzoniere (Catania: Facolta di
lettere ¢ filosofia Universita di Catania, 1983), pp. 20-21 and more recently Bernard,
Secular Poetry, p. 151.
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media. While the cycle for his mother consists of a poem in thirty-six el-
egiac couplets and three in dodecasyllables, the one for his sister includes
a poem in anacreontics and two in dodecasyllables.*!

Although such multimetric cycles were already being written in the
eleventh century, the Komnenian period seems, once again, to signify a
major shift regarding the popularity and function of this practice. The
remainder of this paper will focus on these twelfth-century multimetric
cycles and will discuss the symbiosis and interaction of poems or stanzas
in different meters for the same occasion. In the next section I will con-
centrate on two unique works by Theodore Prodromos and Euthymios
Tornikes that afford us some insights about their choice to employ mul-
timetric stanzas and the way these two authors viewed their works. The
third section will discuss quite a few twelfth-century multimetric cycles to
determine that this practice is associated with various genres and a num-
ber of occasions. In doing so, it aims to argue that many Byzantine poets
of the twelfth century sought to break new ground in the composition of
various encomiastic texts by using as a medium the “metrical polyeideia’.

The Dance of the Muses: Singing the Praises with Multimetric
Cycles

GV &vBev dBpet kol oTixwy Kouviy udyny-
Kol yorp cuveNBOY @Oe iy puétpov yévog
xowfj Tov Buvov cuppepileabor Békel
so  lauPic &vBev lotatar Kalidmy,
fpwls £v0ev 1 cody wboypddog,
watl ThooL ke, kel Tive Tp@dTNY Adpw;
uev Ty Avacpéovtog; 40 dvarvtio
1 TV iduBwv dvtavioTotal ydpte.
ss oy T lapPov; 4 Oprjpov 6 otdua
Bpuxoetou péyrotov €5 dlhov uépoug:
ot Tl BpuymBuode Todg éxelvou Pactdoot
und’ &v yawetv edéauto TV YA adtics;
odxoDV TO hapmpdy $Béyue Tijg Hpwidog
60 Duvnyopeitw viv OV dpdavotpddov,
16 8 &lho étpov elg TO uéMov dpréaeL.

31 See the discussion in the third section of this paper.
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But here gaze at a new battle of verses, for every kind of meter
comes together here secking jointly to share in the hymn; [50]
here the iambic Calliope stands, here the heroine, the wise writer
of legends; and every [meter] in a circle, and which shall I first
receive? Shall I receive the meter of Anacreon? But the charm of
iambs opposes this from the other side. Shall I receive the iamb?
[ss5] But Homer’s mouth will roar loudly from the other side;
and who can bear his roaring without wishing to be immediately
swallowed by the earth? Accordingly, let the splendid voice of
the heroine now [60] hymn the orphanotrophos, the other meter
will suffice in the future.?*

This passage is part of an encomiastic poem by Theodore Prodromos
written for the orphanotrophos Alexios Aristenos; it describes the fierce
competition between three meters (that is, hexameters, iambs, and ana-
creontics), which strive to take their share in praising Alexios Aristenos.
As might be expected, the hexameter eventually prevails over the other
two meters, for it has been the meter par excellence for the composition
of an encomiastic hymn since the time of Homer. However, it is very
interesting that this particular stanza of the poem is written in dodeca-
syllables, while after the hexametric stanza the hymn carries on with two
more stanzas: one in pentameters and another in anacreontics. Thus, the
work ends up being a metrical quadriptych,®® as it consists of four stan-
zas written in different meters: sixty-one dodecasyllables, fifty hexam-
eters, twenty-four pentameters, and another twenty-four anacreontics.
It has indeed been described as a “metrical zour de force” of the so-called
moMrevdueve uétpa.’* Although the use of different meters aims to en-
hance its rhetorical vigor, their symbiosis is not without tensions, dem-
onstrating that the encomiastic discourse had reached its heyday and
many authors were trying to explore new ways to flatter their patrons. In
other words, this passage pronounces in an emphatic way the dilemma

32 Theodore Prodromos, ed. Hérandner, poem s6a, vv. 47-61.

3 Interestingly enough, it is a metrical quadriptych within a triptych that also in-

cludes a prose text and a schedos; see Ioannis Vassis, ‘Graeca sunt, non leguntur: Zu
den schedographischen Spielereien des Theodoros Prodromos, Byzantinische Zeitschrift,
86/87 (1993/94), 1-19 (p.8); Panagiotis A. Agapitos, ‘New Genres in the Twelfth
Century: The Schedourgia of Theodore Prodromos, Medioevo Greco, 15 (2015), 1-41
(p- 19); and Nikos Zagklas, ‘Experimenting with Prose and Verse in Twelfth-Century
Byzantium: A Preliminary Study’, Dumbarton Oaks Papers, 71 (2017), 229—48.

3% See Marc D. Lauxtermann, “The Velocity of Pure lambs. Byzantine Observations

on the Metre and Rhythm of the Dodecasyllable’, Jubrbuch der Osterreichischen Byzan-
tinistik, 48 (1998), 9-33 (p. 13).
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of a twelfth-century orator who does his utmost to deliver an adroit ora-
tion in honor of his patron Alexios Aristenos. By including this unique
imagery of three meters competing with each other to praise Alexios,
Prodromos succeeds in conveying his poetic dilemma and therefore en-
hancing the value of the encomium in the eyes of the addressee.

In the thirteenth-century Vaticanus graecus 305, the only manuscript
that transmits the work in its entirety, there are corresponding titles before
the beginning of each section illustrating the beginning and the end of
each metrical composition.*s But does this mean that these four sections or
stanzas are separate poems or a cycle of four stanzas or poems in different
meters? Although they are divided by the scribe of the manuscript*® into
four distinctive stanzas (and in Hérandner’s edition are rightly presented
in this way), it should be read as an entity of four different metrical media,
all of which contribute to the praise of Alexios Aristenos. The opening
poem functions as a programmatic statement, a kind of protheoria,’” that
binds all the following sections together. Here, Prodromos stresses that
this poem is the third work that aims to praise Alexios.**

On the other hand, each of the three remaining stanzas contributes
its own share to the praising of the high-ranking official by focusing on
different virtues of the addressee. The hexametric stanza focuses on Alex-
ios’ promotion to the office of orphanotrophos. Both the sun and earth
are invited to bear witness to the superiority of Aristenos, who holds
the offices of nomophylax and orphanotrophos serving the Komnenoi in
the most appropriate manner. The appointment of Alexios to the post
of orphanotrophos that makes him patron and assistant of the poor and
sick is described as one of the greatest imperial deeds. Prodromos wishes
the orphanotrophos a long life and does not fail to remind the latter not

3 They are preserved together on fol. 39°—40" of the manuscript. The first 28 verses

of the dodecasyllabic section are also transmitted independently on fol. 137" of the thir-
teenth-century manuscript Paris. Gr. 283 1.

3¢ Indeed the titles may have been coined by Prodromos himself; see Andreas Rho-

by, ‘Labeling Poetry in the Middle and Late Byzantine Period, Byzantion, 85 (2015),
259-83 (p. 275).

37 'The study of Byzantine protheoriai remains to be written. For some general
remarks, see George Kennedy, Greek Rbetoric under Christian Emperors (Princeton:
Princeton Univ. Press, 1983), pp. 147—49. Moreover, the composition of an iambic pro-
logue for an encomiastic poem that consists of dactylic parts reminds us the practice of
some early Byzantine poets, such as Paul the Silentiary and George Pisides; see Joseph
David C. Frendo, “The Poctic Achievement of George of Pisidia, in Maistor. Classical,
Byzantine and Renaissance Studies for Robert Browning ed. by Ann Moffatt (Canberra:
Australian Association for Byzantine Studies, 1984), pp. 159-87 (esp. pp. 162—166).

¥ See note 33.
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to forget him. The stanza penned in pentameters is concerned with the
office of nomophylax and Aristenos’ rhetorical eloquence. Aristenos sur-
passes Minos, Rhadamanthus, Acacus, Aristides, and Solon, all the great
judges of antiquity. Similarly, his eloquence outshines that of many an-
cients, such as Menelaus, Tydeus, Nestor and so on. This is the reason he
was appointed zomophylax and orphanotrophos by the emperor. In the
anacreontic stanza the poet pays homage to Aristenos and stresses that
he is the author of these “retpdpetpa pétpa” (v. 17). Undoubtedly, some
motifs are recurrent in the four sections, but the thematic focus of each
one is slightly different, while the rhetoric effectiveness of the encomium
would not have been the same if one of these four sections were missing.
If we now move towards the end of the twelfth century there is another
spectacular ceremonial performance that involved the delivery of a simi-
lar hybrid composition. Euthymios Tornikes composed a long panegyri-
cal poem of 382 lines for Isaac IT Angelos, which consists of ten stanzas
of different lengths.?” The exact occasion is not clear, since the poem has
come down to us without its title in the codex unicus Petropolitanus gr. 250
(no. 454 Granstrem) produced in the mid-thirteenth century, only a few
decades after the death of Tornikes.* After an introductory stanza of 28
political verses, in which we are told that all the Muses came together to
sing the praise of the emperor, another nine stanzas follow, all of which
are personifications of the nine Muses. Interestingly enough, each Muse
praises the emperor in a different meter: of course, Calliope does this in
fifty-three hexameters, Clio in twenty-four pentameters, Thalia in ninety-
one heptasyllables, Euterpe in seventy anacreontics, Melpomene in fifteen
ionics a maiore, Tcrpsichorc in ten ionics 2 minore, Erato in six choriambs,
Polyhymnia in eleven paionics, and Urania in seventy dodecasyllables.
Although written in ten distinct stanzas or poems, each one of which
is labelled with a heading that contains information about the name of the
Muse as well as the metrical form and the art or science each Muse stands

% The poem has been edited in Athanasios I. Papadopulos-Kerameus, Noctes Pet-

ropolitanae. Sbornik vizantijskich tekstov XII-XIIT vékov. St.-Petersburg 1913. Editionem
phototypicam pracfatione instruxit K. Tren (Subsidia Byzantina lucis ope iterata XXI)
(Leipzig: Zentralantiquariat d. DDR, 1976), pp. 188—98. For some brief comments,
see Wolfram Hérandner, ‘Dichtungen des Euthymios Tornikes in Cod. gr. 508 der
Ruminischen Akademic), Wolfram Hérandner. Facettes de la littérature byzantine. Con-
tributions choisies, ed. by Paolo Odorico, Andreas Rhoby, and Elisabeth Schiffer (Paris:
Centre d’Etudes Byzantines, Néo-Helléniques et Sud-Est Européenes, Ecole des Hautes
Etudes en Sciences Sociales 2017), p. 95.

% Evgeniia E. Granstrem, ‘Katalog gre¢eskich rukopisej Leningradskich chranilisé.

Vypusk s. Rukopisi XIII veka, Vizantijskij Viemennik, 24 (1964), 166-97 (pp. 179-97).
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for, the ten poems are not self-contained and they cannot stand separately.
For instance, the dekapentasyllabic introductory stanza concludes with an
address to Calliope to start off the hymn (v. 28 8pye 8% mpeyty T6v Movady
Tov pédovg, Kelhiémy). All the ensuing poems are closely linked to each
other and the preceding poem frequently introduces the one to follow.
Clio, the second Muse to partake in the hymn, ends her part as follows:*

40" eyw f Khew

149 Eheyeln Emy,

ob 8 10 Odheta,

Kooy §dova” ETepov.

L, Clio, sang these elegiac epics, but it’s your turn, Thalia, to sing
another encomium.

Euterpe and Erato, in turn, in the introductory verses of the correspond-
ing stanzas say:

"Exopeg, métve OdAei,
enteaowy NudpBolg
Yhvkepay éma hathedae,
gxapeg Téo0L poyedoa.
€0adv pe T Evtépmmy
oo xaTémy Aryatver.

Tipy’Epater 8 ad, Miepig métvia Tepyiydpa,
dépreo Myv{Buevary, Oépied W dpyoupévay.

You've done your part, mighty Thalia! You chatted with a sweet
voice with epic hemiambics; you've served by toiling so much. Let
me Euterpe sing the praise after you.

Pierian lady Terpsichore, behold, in turn, Erato singing, behold her
dancing.

Clearly, all these mutually exchanged addresses between the Muses sug-
gest that the ten poems should rather be seen as stanzas of a single com-
position than separate and autonomous works. Additionally, it is not a
coincidence that they are preserved together in Petropolitanus gr. 250,
nor that Tornikes, in the concluding section, groups them all together
with the use of the term Hymn. * The character and content of the praise

4 Euthymios Tornikes, poem 1, p. 190, vV. 100-04.

2 Ibid. 192, vv. 196-201.

“ Ibid. 193, vv. 294-95.

44 o / = s ’
See v. 368: duvov, kpotalé, ToUTOV Elgiveykd ool
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may not differentiate significantly between the sections and some ideas
may recurrently occur in different metrical media,* but there is always
an agenda behind the structure of the poem and the juxtaposition of
the stanzas. Take, for example, the sequence of the stanzas by Calliope
and Clio: the former praises the qualities of Isaac in war in hexameters
and then Clio, the patroness of the art of history, proclaims that she can
corroborate the accuracy of Calliope’s hymn, for she never encountered
such a courageous and noble man.

Prodromos’ and Tornikes” multimetric cycles display conspicuous
similarities in terms of technique and establish a continuity between the
tools that encomiastic poetry of the mid- and late twelfth century makes
use of. Since Tornikes was well read in Theodore Prodromos’ poetry, * it
is very likely that he was directly inspired to use the technique of multi-
metric composition for the praising of Isaac Angelos by Prodromos and,
in particular, his multimetric poem addressed to the orphanotrophos
Alexios Aristenos. That said, as well as affinities, there are also differ-
ences between the two cycles. Whereas in Prodromos’ composition the
different meters compete with each other, Tornikes achieved a more
harmonious symbiosis between them by devising the technique of the
personification of the nine muses. Prodromos makes use of four meters,
while Tornikes employs ten. Since Tornikes seems to have known Pro-
dromos’ poem, it may be argued that he strives to construct a more spec-
tacular metrical zour de force than his early Komnenian model.

It is also important to emphasize that Prodromos’ and Tornikes’
works are unique not only because of their multimetric structure, but
also because their introductory poems afford us some unique insight
into the reasons these authors penned such hybrid compositions for
spectacular performances in the mid- and late twelfth century. Moreo-
ver, it is hardly a coincidence that the programmatic statements by Pro-
dromos and Tornikes are in dodecasyllables and dekapentasyllables,*” re-
spectively. Both of them were much more eurhythmic to the Byzantine
ear than hexameter. What is more, they help the poet to convey the main

# Compare, for instance, poems 2, 31-32 with 3, 84-8s.

% See Hérandner, ‘Euthymios Tornikes, pp. 116-17 (note 53), 124, 125, 126 and

Nikos Zagklas, Theodore Prodromos: The Neglected Poems and Epigrams (Edition, Trans-
lation, and Commentary) (PhD diss., University of Vienna, 2014), pp. 189, 209, 310,
and 321.

47 As has been noted in Hérandner, ‘Euthymios Tornikes, 95, the use of the politi-
cal verse does not necessarily signify a low stylistic register but the close connection of
this meter to the imperial ceremonial discourse.
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message of his encomium to its recipient, which might have not been
tully clear if it was in a dactylic meter. The stanzas or poems were read in
succession, probably by the poets themselves.** In view of these two po-
ems, we can further expand the picture of this practice with some other
twelfth-century cycles of stanzas or poems for a number of different oc-
casions and across a wide range of genres.

Multimetric Poetic Cycles for Various Occasions

OdpaeL Toryapodv 6g 008E Tolg TepLaTElAaTy Udg TG Thdw TUVESpoLEG: T)
youp 8y emrupBlovg Eéyous Hudv émepétpnong xal atiyov Emucdv EdTovoy
trepeg <xal> lwvikg pellovt ovpumhébag tupétpws EhdTTove, puéhog fioeg
MUy émtadlov.

So be of good cheer in that you have not even helped those who
covered me with a tomb, for then you would have had to scan for me
a funerary elegiac poem and fashion epic verses in hexameter, and
weave the major ionic in due measure with the minor, and so sing to
me a burial song.*

This passage is part of Ignatios the Deacon’s letter 6o to his friend and
fellow intellectual Nikephoros. Having regained his health after suffer-
ing a serious disease Ignatios used a witticism by saying that it is not nec-
essary for his friend Nikephoros to write poems to commemorate his
death. What is of interest for us here is that Lauxtermann questioned
the argument of Cyril Mango that Ignatios enumerates three meters (el-
egiac, hexameter, and ionic) for the performative commemoration of the
memory of a deceased individual.s° According to Lauxtermann, Ignatios
rather differentiates between the “burial songs” and “sepulchral elegies”,
which correspond to the performative and inscriptional version of this
genre, respectively. Although I fully agree with Lauxtermann’s interpre-
tation of Ignatios’ letter, there are quite a few examples of “burial songs”

“ For instance, in many of his ceremonial poems for the Komnenian court Prodro-

mos voices his concerns, which speaks in favour of their delivery by the poet himself (e.g.
historical poem 14). This is a very interesting aspect of the twelfth-century poetry that
should be further examined.

o

The Correspondence of Ignatios the Deacon, ed. by Cyril Mango (with the col-
laboration of Stephanos Efthymiadis) (Washington, D.C.: Dumbarton Oaks Research
Library and Collection, 1997), p. 146, transl. on p. 147.

>0 See Mango, Ignatios the Deacon, p. 202; for a full discussion, sce Lauxtermann,

Byzantine Poetry, 1, pp. 213-14.
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— after the year 1000 - for the commemoration of the death of the same
individual, yet written in different meters. Moreover, it is not always
necessary the case that in all funerary commemorations the dactylic ver-
sion denotes an inscriptional function.

As already noted, in the eleventh century, Christopher Mitylenaios
wrote such cycles of multimetric funerary works for his mother and sis-
ter. In the cycle of the poems for his mother (poems 57-60) there is an
epitaph in elegiac couplets and a funerary song in iambs supplemented
by two short poems addressed to the father in iambics. On the other
hand, the second funerary cycle (poems 75-77), for his sister Anastaso,
consists of one poem in anacreontics and another pair of poems in jam-
bics. All three poems were meant to be delivered at different stages of
the funerary ceremony: the first before a small gathering around the de-
ceased’s cofhin, the second during the burial procession and the last one
after lowering the coffin into the grave.’" It is clear that, in Mitylenaios’
funerary cycle for his mother, the poems written in anacreontics and
iambs were intended to be read, while the one in elegiacs was used as
an inscription. The funerary cycle for his sister consists of poems in ana-
creontics and iambs, all of which were most probably meant to be read
aloud by Mitylenaios himself.

Unlike Mitylenaios’ funerary cycle, in which the poems are not only
transmitted together, but are also provided with very illuminating head-
ings in the manuscripts about the stage of the funeral at which each of
these poems was delivered (especially in the case of the poetic cycle for
Anastaso), the exact circumstances for the delivery of twelfth-century
funerary cycles are not always clear. However, they include internal indi-
cations for the way they were delivered. For example, in the early twelfth
century Theophylact of Ochrid penned a highly emotional funerary cy-
cle of two poems to commemorate the death of his brother Demetrios.**
In both poems Theophylact mourns the loss of his beloved brother, by
stressing his youth and praising his manifold qualities and virtues, yet
from a different perspective and in a different metrical form. While the
first is written in 102 anacreontics, the second consists of thirty-two do-
decasyllables. The poems survive together in the manuscript Parisinus

' Bernard, Secular Poetry, p. 84. For the different stages of the funerary occasion,
see Margaret Alexiou (revised by D. Yatromanolakis and P. Roilos), 7he Ritual Lament
in Greek Tradition (Lanham — Boulder — New York — Oxford: Rowman & Littlefield

Publishers, INC 2002), pp. 29 fF.

52 For the two poems, see Théophylacte dAchrida Opera, ed. by Paul Gautier (Thes-
salonike: Association de Recherches Byzantines, 1986), vol. 1, pp. 369-77.
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gr. 1277 — first the anacreontic and then the iambic, but their headings
do not offer further pertinent evidence. Does the manuscript reflect the
sequence in which these two poems were read by Theophylaktos during
the funerary ceremony?

Although their headings are not of much help,** I believe this to be
the case; in the opening of the anacreontic part Theophylaktos makes
clear the occasion, namely the lament of his brother’s death.* On the
other hand, no such clarification is necessary in the opening of the jam-
bic poem, since its narrative is a kind of sequel to the anacreontic poem.
We can shed even more light on this question if we have a closer look at
the concluding verses of the anacreontic poem and the opening of the
iambic one:*

Zeving tls dbiroe
étdpoug dpiloug Oeolo,
BVEQYEVOY TOV OlKoV
Avielc dmaat TovTOLE;
ZéBog arylowg 0t TéaTov
Tic, émel Bdve o, dvoel;

[TévBog dpiig yevéllng mag mote et
Xebow tucv Saxpdwy Tig katamadoy;

Tl cuorehet Blonov bpuipy mpaktdpwy,
oexpeTIkGY oTépaTe dpdel Patpdywy,
codolg dikaaTals dupelig Eotat dihog,
Zvykhnirols tiptog @Y éle;

ITole & hmodv egepevéopar mdbog,
iTpdY 0UK Exwv o€ TRV TafnudTwy;
ITole 8¢ mioTedoauu Bovhy xpudiny;
Tepelov ok Exwy oe TV BovAevpdTwy;

Who will grant the dear companions of God with hospitality, by
freely opening his house to all of them? And who will pay homage
to the saints to this degree, since you are dead? How will the grief
of our family cease one day? Who will put an end to the shedding
of my tears?

>3 The first bears the heading rtiyor dvaxpeévreior Tot Héoalotov o0 yeyovérog

épyemadmov Bovkyaplog émt ¢ adtedéddy aitod Anuntpie TeAevTouyty, while the sec-
ond ‘Eig 1ov adtdv inpufrkol.
> See Theophylaktos of Ochrid (ed. Gautier), poem 14, p. 369, vv. 1-6.

> Poem 14, p. 375, vv. 105—12 and poem 15, p. 377, vV. 1-8.
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Who will put an end to the violent assaults of tax agents? Who will
shut the mouths of the judicial frogs? Who will be a diligent friend
for the wise judges? Who will respect the senators for the dignity of
their morals? To whom shall I discharge the grief that torments me,
since I no longer have you as a doctor of my sufferings? To whom
shall T trust my concealed will, since I no longer have you as deposi-
tary of my intentions?

As to be expected, the anacreontics conclude with a koukoulion that con-
sists of two ionic trimeters, whose structure and rhythm is very close
to the Byzantine dodecasyllables. Like the ionic trimeters, which always
have a caesura after the seventh syllable, the first two verses of the iambic
poem have the same type of caesura. More importantly, the iambic poem
seems to carry on where the anacreontic dropped off. The anacreontic
part concludes with a number of questions, while Theophylaktos con-
tinues to pose a number of questions in the next poem. If we assume that
the two poems were read without any interval, the transition from the
anacreontic part to the iambic one of the funerary oration should have
been very smooth in terms of rhythm and content for the Byzantine au-
dience of Theophylaktos’ funerary cycle.

What is more, the sequence of an anacreontic poem that ends with
a distich in ionic trimeter and is then followed by a poem in iambs is to
be found in another funerary cycle written approximately one hundred
years later. On the occasion of the death of his uncle Euthymios Malakes,
Euthymios Tornikes composed a double monody in prose and verse, of
which the latter part consists of several sections composed in anacreon-
tics, dodecasyllables and elegiacs.*>® It is hardly surprising that Tornikes
opted for a multimetric funerary oration; as noted in the previous sec-
tion, he is the author of a similar hybrid encomium for Isaac IT Angelos.
Although the elegiacs most probably served as inscriptions for the tomb
of Malakes, the anacreontic and the iambic poems were read by Tornikes
himself. The composition starts with an anacreontic part, of which only
the last twenty-five verses survive. Then there is an iambic of seventy-five
verses and another one of seventeen anacreontics. Unfortunately, Cic-
colella edited only the anacreontic poems in their entirety, for she was
solely interested in the fate of anacreontics in Byzantium. A future edi-

56 Federica Ciccolella, ‘Carmi anacreontici bizantini, Bollettino dei Classici, 111 /12
(1991), 4968 (pp. 64-7). For the prose monody, see Jean Darrouzes, ‘Les discours d’
Euthyme Tornikes, Revue des Etudes Byzantines, 26 (1968), 49—121 (pp. 73-89). For

their simultancous use, see Zagklas, Prose and Verse'.
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tion of the entire poem may help to clarify the function of the various
poems/stanzas.

But there are funerary cycles by some other Komnenian poets with
metrical combinations other than anacreontics and dodecasyllables. For
instance, in the Holy Week of the year 1148 Manganeios Prodromos
composed a funerary cycle for Manuel Anemas, the brother-in-law of
the emperor Manuel Komnenos, by combining a poem in forty-two
political verses with another one in thirty-seven dodecasyllables.>” Un-
fortunately, the work is still unedited, but in the single manuscript it
survives in, the thirteenth-century Marc. Gr. XI 22, a sign is inserted
by the scribe on fol. 49" after the dekapentasyllabic part that both signi-
fies the transition to the iambic part and sets the two halves of the cycle
apart.’® On the other hand, in the late 11505 Niketas Eugenianos opted
to pay tribute to the memory of Theodore Prodromos, his most inspir-
ing model, beloved teacher, and close friend, by writing a set of three
works including a prose oration and two poems.** Interestingly enough,
the former poem is written in the dodecasyllable and the latter in the
hexameter. Unlike Ignatios the Deacon’s allusion to the practice of using
dactylics for epitaphs and anacreontics or iambs for a monody in the
letter to his friend Nikephoros, Eugenianos’ hexametric poem is not an
epitaph.® Just like the jambic poem, it has a very strong performative
character.®' Following the rules of the genre of monody, Eugenianos de-
livers a fully-fledged praise and lamentation in hexameters. He describes
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For the date, see Paul Magdalino, The Empire of Manuel I Komnenos, 1143-1180
(Cambridge: Cambridge Univ. Press, 1993), p. 494. The heading of the poem is very
interesting because it points to the combination of different generic qualities for the
composition of a work: émtiufiog alvog kel Bpfivog elg Tov TovevTUYETTATOY YAUPpdY
700 gowdipov Pacthéng xal adToxpdropos pwucinwy iwdvvov To0 TopdupoyevvHTOn, KUplov
LOYOVIA TOV Bvopdy.

% The two cycles survive together on fols 47°-49"; cf. Elpidius Mioni, Bibliothecae
divi Marci Venetiarum codices graeci manuscripti. Thesaurus antiquus, vols I-II (Rome:
Libreria dello Stato 1985), vol. 3, p. 120.

 See Louis Petit, ‘Monodie de Nicétas Eugénianos sur Théodore Prodrome’, V-

zantijskij Viemennik, 9 (1902), 446—63 and Carlo Gallavotti, ‘Novi Laurentiani codicis
analecta, Studi Bizantini e Neoellenici, 4 (1935), 203—36; for a discussion of the works,
see Agapitos, ‘Schedourgia, pp. 18-19; and Zagklas, ‘Prose and Verse, p. 243.

% Besides, an epitaph for Prodromos was written by a certain monk named Peter

the monk. Athanasios Papadopoulos-Kerameus, ‘Elg kol uévog @eddwpog ITpédpopos,
Létopis’ Istoriko-Filologiceskago Obstestva pri Imperatorskom’ Novorossijskom’ Universiteté,
7, Vizantijskoe otdélenie, 4 (Odessa 1898), 385—402.

' Both poems were probably read aloud by Eugenianos himself. The manuscript

transmits first the iambic poem and then the hexametric one, which is likely to reflect the
original order of their delivery.
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the late Prodromos as radiant light of wisdom, always eager to give ad-
vice to his students; a muse with the sweetest voice and most fluent in
rhetoric. In lamenting Prodromos’ death in various metrical forms, the
student honors his teacher who made use of this technique to the ut-
most.®* Eugenianos’ choice of these two meters for the funerary cycle of
Prodromos does not seem a coincidence, since in the iambic monody he
stresses that Prodromos is an unsurpassed model in the composition of
iambs and hexameters, whether compared both to his contemporaries
or to ancient models.

Even some epitaphs from the same period consist of poems in dif-
ferent meters.** Among Prodromos’ many verse epitaphs for John II
Komnenos,* there is a group preserved together in Vaticanus gr. 305
(fol. 90) ¢ under the title Tpéypappa.” They both address the beholder,
disclosing the identity of the dead man and claiming that history books
offer detailed accounts of his military successes. However, while the first
epigram consists of eight hexameters, the latter has nine dodecasyllables.
Also, whereas the speaker in the first epigram is the personified tomb,
in the second it is the emperor himself. On the same folio of the co-
dex Vaticanus gr. 305 there is an additional set of poems under the title
“aotiprot eig Tov Xpiotdy wg amd Tod paothéwg”. As with the previous
group of epitaphs, they were written in hexametric and dodecasyllabic
verses, respectively. These two epigrams are also tomb inscriptions ad-
dressing Christ. On top of that, save for some slight alterations, both of
them convey exactly the same message: *

Koipove moypedéwy, dmadypoog 8¢ 1 amd aaprodg
oTélog GvoxT AT dverkTog, £ 6 dyvi] yeveTelpy
Gvddxw BaTe BedwKag Eudy Sépag, &v 0% Te ydpuy
uplov edyog raaong dmelpeainy xorre £0vav,

5 oo 8 Ewg Te 0Uo1g Te Bdhacod Te xal T éml foppiis
Bpéato TeTpapdpoto oo Topa Exyove kdouov-

2 Aswe saw in the previous part of the present article; more examples by Prodro-

mos are presented in this section.

& Vv. 106-07: 6 &M og 00dels Te VOV kol @V mada | Tdytov laepBilei, Hpwoypddets.

% Forverse epitaphs in Byzantium, see Lauxtermann, Byzantine Poetry, 1, pp. 213—
40; for Manuel Philes’ epitaphs, see N. Papadogiannakis, Studien zu den Epitaphien des
Manuel Philes (Heraklion, 1984).

¢ Theodoros Prodromos (ed. Hérandner), poems nos. 25-29.

6 Ibid. poem 26.

¢ For literature on this term, see Rhoby, ‘Labeling Poetry’, pp. 278-80.

¢ Theodore Prodromos (ed. Hérandner), poem XXVII.
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Kopvnvév ue odwoov Twdvvyy Baotiija
NUETEPWY, PEYAOLKTE, NENQLTULEVOG AUTALKIAWY.

Qg ebye TV 0@V Swpedv, TaVTOKPATOP:
¢x TopdUpag TAATTELS e xal oTéderg Ppédog,
Gvaddyw 8t 7] Tavdyve witpl gov
¢x eV xaBop@v #xdidws dwTioudTwy,
5 Sovhoig 8¢ pot v Svouikiic YAdoomg kpdToc,
guolg 08 Topools TNV Ewg Taowy KAVelg:
&\ & BpaPedang [ovt tabta pot, Adye,
8¢ xol Qovdv Tt Yruyxiy ooty ploy.

Almighty ruler, you crowned me ruler from a ruler, [when I had]
soft-skinned flesh, and you have given [me] your pure mother as
godparent, [and] grant me uncountable fame in battle, victories
against countless adversaries, all the nations in the east and west,
in the sea and the north that have brought forth the fruitful de-
scendants of the quadripartite world; save me, the emperor John
Komnenos, o most compassionate one, by forgetting my faults.

Well-done for your gifts, almighty one; you created me from
the purple and crowned me as a new-born child, through my
pure baptism you then handed me over to your completely pure
mother as guard, you enslaved for me the entire power of the
western tongue, you bent at my feet the entire east; but, Logos,
you granted me these when I was alive, now that I am dead pro-
vide me salvation of the soul.

Christ crowned John at a very young age, placed him under the protec-
tion of Theotokos, and helped him to prevail over the enemies of the em-
pire both in the east and in the west. Now John asks redemption for his
sins. The two epitaphs are twins in a strict sense, for they share the same
ideas, though expressed in different metrical form. One might argue that
only one of the two epitaphs was eventually inscribed on the tomb,* but
it cannot be excluded that both potentially functioned as inscriptions on
John Komnenos’ tomb. Polymetry is a feature of many funerary epigrams

@ There are such collections of trial poems that were probably presented to a pa-

tron in order for him or her to choose one of them; this has been suggested by Henry
Maguire, Image and imagination: The Byzantine Epigram as Evidence for Viewer Response
(Toronto: Canadian Inst. of Balkan Studies, 1996), pp. 8—9; Lauxtermann, Byzantine
Poetry, 1, pp. 42—43; and more recently Foteini Spingou, “Words and Art Works in the
Twelfth Century and Beyond. The Thirteenth-century Manuscript Marcianus gr. 524
and the Twelfth-century Dedicatory Epigrams on Works of Art, PhD thesis (University
of Oxford, 2012), pp. 133-34.
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written in the Hellenistic and Imperial periods.” However, unlike many
oftheseancientexamples, these two poems canalsostand independently.™

This twelfth-century keenness to combine poems or stanzas in differ-
ent meters for the same ceremonial occasion was turned into an absolute
trend and went beyond the genres of burial songs and epitaphs. In Theo-
dore Prodromos’ fictional comic dialogue Amarantos, or the erotic desires
of an old man,”™ we are told that a set of metrical epithalamia was deliv-
ered at the marriage of the old Stratocles with a young maiden by two dif-
ferent poets, the grammarian Dionysus and the comedian Chaerephon.
The two wedding songs are actually inserted in the narrative of the prose
work.”> However, the metrical form of the poems chosen by the author
differs: while the first one is composed in elegiac couplets, the second
one consists of anacreontics. This fictional dialogue seems to relate to
contemporary practices of reciting epithalamia in different metric media
during wedding ceremonies. As a matter of fact, there are a couple of
epithalamia attributed to Niketas Eugenianos, of which the first consists
of thirty-three hexameters and the second of ninety-six dodecasyllables. ™

70

See Denys L. Page, ‘Five Hellenistic Epitaphs in Mixed Metres, Wiener Studien,
10 (1976), 165—76; M. Fantuzzi and R. Hunter, Tradition and Innovation in Hellenistic
Poetry (Cambridge: Cambridge Univ. Press, 2004), pp. 283fF; Marie-Claire Beaulieu,
Francesco Mambrini and James Matthew Harrington, “Toward a Digital Editio Prin-
ceps. Using Digital Technologies to Create a More Complete Scholarly Edition in the
Classics, in From Ancient Manuscripts to the Digital Era: Readings and Literacies, Pro-
ceedings, ed. by Claire Clivaz, Jérome Meizoz, Frangois Vallotton, and Joseph Verhey-
den (Lausanne: Presses polytechniques et universitaires romandes, 2012), pp. 395415
(pp-411-13).

I Furthermore, the double redactions of Prodromos’ tomb inscriptions in dodeca-
syllables and hexameters should be seen in conjunction with the double redactions — also
in hexameters and dodecasyllables — of his cycle of 293 tetrastichs on the Old and New
Testaments, the lives of the three hierarchs, and the lives of the holy great martyrs Theo-
dore, George and Demetrios that could be used either as inscriptions next to pertinent
illuminations. In connection with the double redaction of the episodes from the Old
and New Testaments, Stephanos Efthymiadis, ‘Greck Byzantine Hagiography in Verse,
in The Ashgate Research Companion to Byzantine Hagiography, vol. II: Genres and Con-
texts, ed. by Stephanos Efthymiadis (Farnham: Ashgate, 2014), pp. 161-81 (p. 167) has
noted that it stands for “two different linguistic registers, one closer to church and the
other archaising”.

7> Tommaso Migliorini, ‘“Teodoro Prodromo, Amaranto, Medioevo Greco,

7 (2007), 183-247; for an analysis of the work, see Eric Cullhed, “Theodore Prodromos
in the Garden of Epicurus: the Amarantos, in Dialogues and Debates from Late Antiquity
to Late Byzantium, ed. Averil Cameron and Niels Gaul (London and New: York Rout-
ledge, 2017), pp. 153-66.

7 For this practice, see Zagklas, ‘Prose and Verse’

7% They are both edited in Gallavotti, ‘Novi Laurentiani} pp. 232-36.
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Unfortunately, we are not sure about the exact addressees of the
two wedding songs, but in the dodecasyllabic poem we are told that the
groom is an offspring of the Komnenian family, while the bride comes
from the Doucas family.” Both poems survive together in the sixteenth-
century codex Laur. Acquisti e Doni 341: the hexametric poem goes un-
der the title “EmBaidpior;, while the iambic “EmBatdpuior #rot xdMovg
tcdpaots Ty ovvadfévtwy”. The former opens with an address to the
inhabitants of Constantinople to come and sing the bridal song and an
invitation to the Muse to sing the praise of the bridegroom. In the last
verse the poet summons the lyre to cease playing the hymn. In the sec-
ond poem Eugenianos wonders who is the most suitable to celebrate the
marriage of the bridegroom. Which skillful rhetor came up with the idea
of singing the praise of the bridegroom through the muses of Homer
that speak in dactylics, by borrowing words, altering the rhythm, and
making the meter more solemn and weighty?7® The Muses are again
summoned to come to help him with the praising of the bridal couple
that occupies the greatest part of the poem. The iambic poem seems to
be a more extended version of the hexametric epithalamion; it is much
longer than the hexametric poem and goes into much more detail in
describing and eulogizing the beauty of the couple.

In addition to the numerous multimetric funerary and wedding cy-
cles, we should not forget the two multimetric projects for Alexios Aris-
tenos and Isaac IT Angelos, which were discussed in the previous section.
Both of them are excellent examples of ostentatious encomiastic oratory
and the result of a long service at the courts of Komnenoi and Ange-
loi. Prodromos, Tornikes and many other twelfth-century authors were
commissioned more than once by the very same patron; hence, they had
to present texts with innovative qualities that would surpass the success
of their previous works. For example, in the opening verses of a poem
addressed to the emperor Manuel that celebrates his victory after an en-
gagement between the Norman and Byzantine fleets, Manganeios Pro-
dromos stresses that, once again, he is expected to deliver a new hymn
that will surpass the previous ones; another victory for Manuel means

7> Gallavotti, ‘Novi Laurentiani, p. 234, v. 34 6 fjMov @ éxpayeig Kopvivéfev and
p- 235, V. 60 Ypuoiy édédxet oelpay éx Aovkdy yévous. Perhaps they are Stephanos and his
wife Eudocia, the daughter of Megas domestikos John Axouch.

76 Gallavotti, ‘Novi Laurentiani, p. 234, vv. 15-19: Tic dewvdg elg Evvorry ENBeiv

#v0d0e | pwovong Owipou kel pérpwy ol SetiAmy, | Tepev Tt pucpdy T6V éxelvov prudtawy |
ol pubudy oty EapelBuv kol dpdawy | elg dyxov elme kol & pétpa cepvHvas.
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that the anonymous author must write yet another hymn.”” Manganeios
did not fail to keep his promise, as he hands over an innovative hymn by
combining two different meters. Although Bernardinello’s edition does
not demonstrate it very clearly, the poem is another cycle of three stan-
zas/poems with a transition from the political verse to dodecasyllables
and then back again to dekapentasyllables.” In verse 151 of the poem
the author says that he offers Manuel a white web of his /ogoi (“16 tév
Aoywy dbaoua hevkéy oot dpépw”) and switches from the political verse to
the dodecasyllables. After speaking in fifty-two dodecasyllables he goes
back to the political verse by saying:

AéEou kol TodTO TPOTVAS, ) cuuTabig Kapdia,
g EDECL0L KUPUKEUTOY TPWKTOD Tropr Aty uévov-
od yip ey aol Tpdmelay TapatiBévar Tpémov,
T yap amhoDv Kol mpoTKopés, 0D 8t TO Totkihov,

Accept this gently, compassionate heart, as a seasoned food of a var-
ied banquet. It is not fitting for you to have a simple banquet, for the
simple is tedious, while the varied is sweet.

It goes without saying that the reference to the variation of his hymn is
closely linked to the formation of a multimetric collage that consists of
stanzas in dekapentasyllables and dodecasyllables.

Manganeios Prodromos may be the one who explicitly associates
poikilia with polymetry, but Theodore Prodromos strived more than any
of his peers to achieve rhetorical poikilia by writing cycles of poems in
different meters. Apart from the above-mentioned multimetric projects
for Alexios Aristenos and John II Komnenos, there are some more from
his long-term service at the imperial court.* In order to celebrate the
capture of Kastamon by John II Komnenos in the year 1133, he wrote
a cycle of four poems of varying verses (historical poems nos. III-VI)

77 Ed. Silvius Bernardinello, ‘Sicilia ¢ Normanni in Teodoro Prodromo; in Byz-
antino-Sicula (Palermo: Luxograph, 1975), vol. I, pp. s1-72, 63, 1-10: Ey 8¢ Tiver
oot kouvdy, & xavovpyt povapye, | Kel molov Suvov doopar kol moley eddmpiory | el 1@
KouvoTépy gov Tpomely uekethow; [...] Kol mddw dXho tpdmanov, kel wdhv dXhog duvo;
[...] Otk dow péhog yvipurov, 4XAd Kouvohoyow.
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In the manuscript there are signs inserted between the different sections, while
the first letter of the first verse of each section is capitalized and with red ink (see fol. 117).

7 Manganeios Prodromos (ed. Bernardinello), p. 69, vv. 202-06.

8 His activity covers a time span of approximately three decades; see, more re-

cently, Zagklas, Theodore Prodromos, p. 5 8.
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which correspond to different stages of the festive ceremony.® In par-
ticular, poems three and six were written in hexameters, while poems
four and five were in political verse and meant to be sung by the rep-
resentatives of the Deme. Poems 3 and 4 provide a description of the
expedition, poem s is an invitation to the emperor to mount the chariot
for the triumphal procession, and poem six is an extremely thorough de-
scription of John’s entry into Kastamon after its capture. Consequently,
all these poems were purported to offer a due celebration of this imperial
victory in different meters and from slightly different angles, vacillating
between praise and description. **

Finally, Prodromos has even been credited with writing poetic cycles
that included poems in the same metrical form, but in different linguis-
tic registers (vernacular and learned language). It has been argued that
the first Ptochoprodromic poem was presented together with the his-
torical poem no. 24 to John Komnenos in 1141/42, while the petition-
ary poem (the so-called Majuri poem) with the historical poem no. 71 to
Manuel Komnenos.** These two cycles of pleading poems are composed
in dekapentasyllables, yet in the learned and vernacular form.

Multimetric Form and Generic Innovation

By now the link between all these multimetric cycles has, most likely,
become clear; they all fall into the broad literary group of encomiastic
occasional poetry, production of which increases significantly in the

81 For the text, see Horandner, Zheodoros Prodromos, pp. 191~228. The connection

between the poems has also been noted in Paul Magdalino, “The triumph of 1133’ in
John II Komnenos, Emperor of Byzantium: In the Shadow of his Father and his Son, ed. by
Alessandra Bucossi and Alex Rodriquez Suarez (Farnham: Ashgate, 2016), pp. 53-70.

82 All the poems are preserved in Vaticanus gr. 305, yet not together. The poems

nos. 4 and s have even been put together (fol. 105°~108" and 108"~109"), since they are
the both deme hymns. On the other hand, poems 3 and 6 are preserved in other parts of
the manuscript (fol. 9293 and 101°~103"). Since poem 6 is described as ekphrasis, it
does not come as a surprise that it has been placed right before two ezhopoeiae. Moreover,
while poems 3 and 6 are only transmitted in Vatic. Gr. 305, the other two poems survive
together in three other manuscripts; hence, the scribes discerned the close correlation
between these poems; for the manuscript transmitting the poems 4 and s, see Hérand-
ner, Theodoros Prodyomos, pp. 201 and 214.

8

As noted by Agapitos, the poem LXXI is addressed to Manuel Komnenos via
Stypiotes. For an analysis of the two cycles, see Agapitos, ‘Schedourgia, pp. 29-37.

65



NIKOS ZAGKLAS

twelfth century.® Quite a large number of burial monodies, epitaphs,
epithalamia, panegyrics celebrating various imperial individuals or vic-
tories and even poems with a pleading mode consist of more than one
stanza or poem in different meters. Although many Byzantine poets
make use of similar techniques, there are certain differences between
these multimetric cycles in terms of interdependency, contents and
metric symbiosis. In some cases the poems or stanzas of a cycle cannot
stand alone; on other occasions, they can be presented separately and
even transmitted independently in the manuscript tradition. The im-
agery presented in the stanzas of a cycle is usually slightly different, but
there are also poems with the very same content but in different meters
— double metrical redactions —, as in the case of Prodromos’ epitaphs for
John IT Komnenos. The most common synergy involves poems/stanzas
in anacreontics and iambs, or iambs and dekapentasyllables. Occasion-
ally, there is more elaborated symbiosis involving more than two meters,
such as Prodromos’ and Tornikes multimetric cycles. With the single ex-
ception of the multimetric epitaphs, all of these multimetric cycles were
meant to be performed. Thus, the alteration between different meters
should have an impact on the audience of the occasional poetry, or at
least the erudite members of the audience.

The popularity of this practice seems to mount in the mid- and late
eleventh century, but it really takes off in the twelfth century. Most like-
ly, it is not a coincidence that the earlier examples of multimetric cycles
are mainly associated with funerary ceremonies. The different stages
of the funerary celebrations could host the delivery of cycles of works.
Moreover, the Byzantine funerary discourse saw a number of develop-
ments throughout the centuries; in this connection, Panagiotis Agapitos

has argued the following:*

$ Wolfram Hérandner, ‘Court Poetry: Questions of Motifs, Structure and Func-

tion, in Rbetoric in Byzantium: papers from the Thirty-fifth Spring Symposium of Byz-
antine Studies, University of Oxford, March 2001, ed. by Elizabeth Jeffreys (Aldershot:
Ashgate Variorum, 2003), pp- 75-85.
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See Panagiotis A. Agapitos, ‘Ancient Models and Novel Mixtures: The Concept
of Genre in Byzantine Funerary Literature from Photios to Eustathios of Thessalonike,
in Modern Greek Literature: Critical Essays, ed. by Gregory Nagy, Anna Stavrakopoulou
and Jennifer Reilly (New York and London: Routledge, 2003), pp. s—23 (p. 14); the
funerary genre was particular apt for experimentation; see also Panagiotis A. Agapitos,
‘Mischung der Gattungen und Uberschreitung der Gesetze: Die Grabrede des Eus-
tathios von Thessalonike auf Nikolaos Hagiotheodorites, Jahrbuch der Osterreichischen
Byzantinistik, 48 (1998), 119-46 and idem, ‘Public and Private Death in Psellos, Byzan-
tinische Zeitschriff, 101 (2008), 555-607.
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“the public and oral/formulaic aspect of the ritual lament has been
mixed with the private and written/nonformulaic aspect of the funer-
ary epigram in order to create an emotionally intense public discourse in
poetic form that is juxtaposed to the canonical prose monody.”

I suspect that all these multimetric compositions are a step further to-
ward the generic novelty the middle Byzantine poets seek to achieve in
the field of funerary oratory. As we saw, Mitylenaios’ and Theophylak-
tos’ multimetric funerary cycles are among the earliest examples of the
synergy of different meters for the very same occasion.

Itis very interesting that in the first decades of the twelfth century the
practice of writing multimetric funerary orations underwent a signifi-
cant shift in terms of use and popularity, finding its way to various other
popular types of occasional poetry. It is not easy to determine whether
Prodromos was the first to make use of the practice of multimetric cycles
of occasional poetry, but I would say that this is highly likely, for two
reasons: I) he composed numerous court poems that consist of stanzas
of exactly the same number of lines or various lengths in the same meter; *
and II) he was very keen on blending forms and genres in several of his
works.*” Be that as it may, Prodromos and all the other twelfth-century
authors seem to have aimed at generic innovation not only through the
mixing of various features, modes, and motives from different generic
categories, but also through the symbiosis of different metrical forms.
Of course, much work has yet to be done to prove the validity of this hy-
pothesis, but I think it would not be far-fetched to say that the mixture
of various meters and their cultural overtones helped these poets to re-
shape many types of occasional poetry. In other words, they pushed the
boundaries of many types of encomiastic poetry by using more than one
meter. Take again, for example, the case of twelfth-century funerary ora-
tions: some of them do not display a novel character only because of the
way commemoration and emotionally intensive lament are combined
or the use of new motives and imagery, but also because of the metrical
blend of anacreontics, iambs, and occasionally even hexameters.

Furthermore, the composition of poems in different meters and their
mixture for the very same occasion should have been a kind of indication
of the talent of a poet working on command and especially of his skill in
achieving the qualities of thythmical variety and rhetorical poikilia. This

8 Horandner, ‘Court Poetry’ p. 82.
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Agapitos, ‘Schedourgia, pp. 1—57 and Zagklas, ‘Prose and Verse), pp. 229—438.
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becomes particularly obvious if we take a look at Nikephoros Basilakes’
prologue to his works where he speaks about his poetic virtuosity: **

Meté pévror Ty épywdiay TadTyy &mt TV petpkiy ydptv Epheve, kel v
Tohdg péwv dg 2§ dudpag dmepBlulotong Tig YAOTTNG: Ko 8Tt 0dk ddpi
a0Te kol doanue, ikovdy éx Tic g elg Sebpo puaptiplov, fiv 008 6 $Bévog
obTw Tohg mvedoug dmoaBéaat ioyvaey. ob Yip TG TpETpw TEPIEYpaE
uou 16 PLAdpeTpov Kal, tg oltwg elmely, dhéppubuov, kel TodTy povoedel,
) GxaTaMxT AMyw xal xofopd, oG Te VTl kol Tolg ke Audg
gmywpudfovty, 4Xhé ouucpdy fyovuevos lapBilew udvov #8n kel tpoyailery
gmefodduny, kol dudw TadTeL TEVTE Kol TervTolwg, Kol 008t TGV &AWy
Auédovy, e kel 18ovi Tig Emorto kel YAWTTNG edoTpodio kal Py vods
drodatvorto N T@ uétpw udvov, &AL kul TR TolvpeTple Kol TG TOMVESEL
TodTNG Kotk VTAINETTOVTL.

However, after this difficulty I paid heed to the metrical grace, and
I was flowing in abundance as if from a channel overflowing with
speech. That these [words] are not simply pride and vainglory, my
hitherto fame suffices to prove it, which not even the greatest envy
by blowing so much managed to quench. For I did not limit my love
for meter and, so to say, for rhythm to the trimeter, and to this sim-
ple one — I mean the acatalectic and pure [trimeter], that is frequent
and common use among our contemporaries —, but having consid-
ered it of little value to write only iambs, T also devoted myself to
the writing of trochaics, and both of these meters and in all pos-
sible ways; nor did I neglect the other meters, in order that a certain
pleasure follows upon, and versatility of speech, and force of mind
is manifested not in [the use of ] a [single] meter only, but a variety
and diversity of meters and their alteration.

Here, Basilakes claims that he did not confine himself to the writing
of verses that combine iambs and trochaics. Instead, he wrote verses in
various metrical patterns. Although it is not easy to understand all the
aspects of Basilakes’ text, it is very interesting that he associates rhyth-
mical qualities with metrical variety. By using the words polymetria
and polyeideia, he takes pride in the rhythmical pleasure and rhetorical
poikilia of his works. In the same vein, many of these multimetric cy-
cles should have been praised for their rhythmical variety and rhetorical
qualities. This holds true especially for the metrical parts of a cycle that

88 Nicephori Basilacae Orationes et epistolae, ed. by Antonio Garzya (Leipzig: Teub-

ner, 1984), 1-9, 4; for a recent study of the prologue, see Aglae Pizzone, Anonymity,
Dispossession and Reappropriation in the Prolog of Niképhoros Basilakés, in The Author
in Middle Byzantine Literature. Modes, Functions, and Identities, ed. by Aglae Pizzone
(Berlin and Boston: De Gruyter, 2014), pp. 225—43 (with comprehensive literature).
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had a rhythmical allure for the Byzantines, such as the anacreontics and
iambs. But even the metrical parts that were not rhythmically recogniz-
able to the Byzantine car (e.g. the hexametric ones) should have played
an important role, since they provided evidence about the ability of their
authors to write poetry in meters that go back to the ancients.

To conclude, the “metrical polyeideia” is an important element in the
Byzantine poetic tradition throughout the centuries. In the twelfth cen-
tury, however, many poets seem to have taken “metrical polyeideia” to
the next level. It was used as a medium to compose innovative forms of
occasional poetry. These multimetric cycles of occasional poetry are, to a
great extent, the result of extended Komnenian patronage, and provide
us with insights into the resourcefulness of their authors and the taste of
their recipients. Since many authors of occasional poetry were expect-
ed to produce such ceremonial works for the needs of the court over a
long time span, these multimetric cycles might even have shaped part
of their individual poetic craft and set them apart from contemporary
rival poets. For example, they should have been a distinctive feature of
Theodore Prodromos’ style, a sort of trademark of his occasional poetry
produced for the Constantinopolitan court during the second quarter
of the twelfth century.®

Abstract

Metrical polyeideia is an important quality in many poetic tra-
ditions, from the Antiquity to Byzantine times and beyond. As
with their ancient models, the Byzantines even combined more
than one meter within a single work, such as short epigrams, long
metrical commentaries and novels. However, it has gone unno-
ticed that after the year 1000, many authors even composed cy-
cles of poems or stanzas for the very same occasion, yet written
in different meters. This article aims to examine this neglected
practice and shed some light on the driving motivations behind
the composition of such works. It demonstrates its continuous
popularity throughout the twelfth century, since there are nu-
merous multimetric cycles by Theophylaktos of Ochrid, Theo-
dore Prodromos, Niketas Eugenianos, Manganeios Prodromos,
and Euthymios Tornikes. Moreover, all these multimetric cycles

% Asacomparable case, see his statements about the qualities of his schedographic

art that set him apart from other contemporary authors; Agapitos, ‘Schedourgia, p. 7.
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are associated with a wide range of types of occasional poetry, in-
cluding monodies, epitaphs, epithalamia and panegyrics. Since
the composition of ceremonial poetry on commission reached
its heyday in the twelfth century, it is argued that many authors
made use of the multimetric cycles to present novel compositions
to their patrons. In order to achieve generic innovation, they
mixed not only contents, motifs and modes from different liter-
ary generic categories, but also different metrical forms.
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MARIA TOMADAKI

The Reception of Ancient Greek Literature in
the lambic Poems of John Geometres

The journey of language is endless
and this is the joy of poetry

(Dionysios Karatzas)

The present paper is concerned with the reception of the classical tradi-
tion in the iambic poems of John Geometres from codex Paris. Suppl.
gr. 352 with a focus on his main literary sources and on some interesting
quotations and motifs that the poet adopts from ancient Greek litera-
ture. This examination will reveal the way he reshapes his favourite clas-
sical models, the level of his imitation and it will also provide indications
of the revival of classical learning in the tenth century.

John Geometres lived in Constantinople in the second half of the
tenth century AD, duringa turbulent period of Byzantine history marked
by the so-called ‘Macedonian Renaissance’ in the fields of arts and letters
and by the presence of Nikephoros Phokas, John Tzimiskes and Basil IT
on the political scene. During his youth, Geometres received high edu-
cation, studying rhetoric and philosophy. He later served in the Byzan-
tine army as protospatharios. However, as Marc Lauxtermann pointed
out, when Basil II ascended the throne, he fell into disfavour and was
removed from his military duties.’

Despite these difficulties, Geometres produced a vast corpus of po-
ems, which contains various themes and genres. He composed secular

' On the biography of John Geometres, sece Marc D. Lauxtermann, John Geome-

tres: Poet and Soldier’, Byzantion, 68 (1998), pp. 356-80; Alexander Kazdhan, John Ge-
ometres and “Political” Poetry), in A History of Byzantine Literature (§50-1000), ed. by
Christine Angelidi, Institute for Byzantine Research, Research Series, 4 (Athens: Na-
tional Hellenic Research Foundation, Institute for Byzantine Research, 2006), pp. 249—
72; Emilie M. van Opstall, Jean Géomeétre. Poémes en hexamétres et en distiques élégiaques.
Edition, tradition, commentaire, The medieval Mediterranean, 75 (Leiden-Boston: Brill,
2008), pp. 3—19, Maria Tomadaki, Iwdvvys Lewuétpys, InuBixd Homuare. Kpirixif éxdooy,
uetdppaay xar oyl (unpublished doctoral thesis, Aristotle University of Thessaloniki,
2014), pp. 1-5; Paul Magdalino, “The Liturgical Poetics of an Elite Religious Confrater-
nity), in Reading in the Byzantine Empire and Beyond, ed. by Teresa Shawcross and Ida
Toth (Cambridge: Cambridge University Press, 2018), pp. 116-132.

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 73-95
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115584
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progymnasmata, exegetical works, comments on Aphthonius and Greg-
ory of Nazianzus, hagiographical works, hymns on Theotokos and many
other poems and epigrams in ancient meters (elegiacs, hexameters, and
iambs), most of which are preserved in the manuscript Paris. Suppl. gr.
352.7

His iambic poems from the same manuscript are composed in differ-
ent genres and they deal with both Christian and secular themes. For in-
stance, he composed ekphrastic epigrams on sacred icons, relics, church-
es and monasteries; epitaphs and laudatory poems in honor of Byzantine
emperors and other members of the Byzantine elite; ethoposiae mainly
about Christ; book epigrams on ancient and Christian authors; and oc-
casional poems, which refer to the civil wars (976-978 and 987-989),
battles with Bulgarians and social changes of the time. As such they pro-
vide an important insight into the political and cultural history of the
tenth century.’

Geometres’ iambic poetry is characterized by a quite high rhetorical
style, metrical accuracy and by a literary language and thought, which
are a creative mixture of Christian and classical elements. Expressions
and images from the Holy Scriptures and Church Fathers are combined
harmoniously with classical motifs and vocabulary and they often pro-
duce successful similes and original ideas. In doing so, Geometres fol-
lows the path of Gregory of Nazianzus, who was his favourite literary
model and a virtuoso at using the classical tradition for conveying Chris-
tian messages.* All of these elements and norms which he employs from
ancient Greek literature not only indicate the level of the poet’s educa-
tion, but also provide information about the circulation and diffusion of

> For a detailed description of the manuscript see van Opstall, Jean Géomeérre,

Pp- 99-107.

3 For an overview of his themes, see Tomadaki, pp. 6-16; cf. Emilie M. van Op-
stall and Maria Tomadaki, John Geometres, a Poet around 1000}, in Companion to Byz-
antine Poetry, ed. by Wolfram Horandner, Andreas Rhoby and Nikos Zagklas, (Leiden:
Brill, forthcoming).

*  Cf.H. Hunger, “The Classical Tradition in Byzantine Literature: The impor-

tance of Rhetoric), in Byzantium and the Classical Tradition: University of Birmingham
thirteenth Spring Symposium of Byzantine Studies 1979, ed. by Margaret Mullett and Rog-
er Scott (Birmingham: Center for Byzantine Studies, University of Birmingham, 1981),
pp- 35—47 (p. 38). On the influences of Geometres by Gregory, see Kristoffel Demoen
and Emilie M. van Opstall, ‘One for the Road. John Geometres, Reader and Imitator of
Gregory Nazianzen’s poems) in Studia Nazianzenica II, ed. by Andrea Schmidt, Corpus
Christianorum Series Graeca, 73 (Turnhout: Brepols Publishers 2010), pp. 223-48; van
Opstall, Jean Géométre, pp. s81-83; Tomadaki, pp. 17-18 and 469.
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the works of classical authors throughout the Byzantine Empire in the
tenth century.

It should be noted that the tenth century is generally characterized
by the flourishing of letters and arts, a revival of classical learning, and
an attempt to collect, sort out and compile classical and Hellenistic
texts. This intellectual movement reached its peak during the reign of
Constantine VII Porphyrogenitus, who promoted the systemization of
scientific works and the compilation of encyclopaedias. It is no coinci-
dence that important works such as the Greek Anthology, the Souda and
the Excerpta Constantiniana were composed during the same period.
Along with these collections, significant manuscripts of ancient texts
from the tenth century such as Marc. gr. Z. 454 (Iliad), Paris. gr. 1853
(Aristotle), Laur. Plut. 32. 9 (Sophocles, Aeschylus), Vatic. Palat. gr. 173
(Plato), Laur. Plut. 59. 9 (Demosthenes) demonstrate Byzantine’s inter-
est in ancient Greek literature and Philosophy.® The miniatures of codex
Vatic. Reg. gr. 1 also provide an excellent example of classicism in the
Byzantine art of the tenth century.” Contrary to Hanson’s view that the
tenth-century literature did not follow the flourishing of ancient mod-
els in the visual arts, Geometres is a representative example of the tenth
century classicism.®

> Several terms have been proposed for defining this classicising revival that took

place under the Macedonian dynasty (e.g. Renaissance, Humanism, Encyclopedism).
The most contested term is that of ‘Macedonian Renaissance) see John Hanson, “The
Rise and Fall of the Macedonian Renaissance), in 4 Companion to Byzantium. Black-
well Companions to the Ancient World, ed. by Liz James (Chichester, West Sussex: Wiley
Blackwell, 2010), pp. 338—s50. However, Hanson failed to mention the important role
of tenth-century literature, see Hanson, pp. 345-46. Cf. Paul Lemerle, Le premier hu-
manisme byzﬂntin. Notes et remarques sur enseignement et culture 4 Byzance des origi-
nes au Xe siécle (Paris: Presses universitaires de France, 1971), pp. 268—300; Warren
Treadgold, “The Macedonian Renaissance), in Renaissances before the Renaissance, ed. by
Warren Treadgold (Stanford: Stanford University Press, 1984), pp. 75—98. Alexander
Kazdhan, ‘Literature of the Age of Encyclopedism’, in 4 History of Byzantine Literature
(850—1000), pp. 311-36 and Paul Magdalino, ‘Byzantine Enclyclopaedism of the Ninth
and Tenth Centuries, in Encyclopaedism from Antiquity to the Renaissance, ed. by Jason
Kénig and Greg Woolf (Cambridge: Cambridge University Press, 2013), pp. 219-31.

¢ On the transmission of manuscripts with classical content in the tenth-century,

see Nigel Wilson, Scholars of Byzantium (London: Gerald Duckworth, 1996), pp. 136—
39 and Pinakes http://pinakes.irht.cnrs.fr [accessed 15 March 2018].

7 See Paul Canart, La Bible du Patrice Léon, Codex Reginensis Graecus 1: commen-

taire codicologique, paléographique, philologique, et artistique (Citta del Vaticano: Bibli-
oteca Apostolica Vaticana, 2011 ).

8 See Hanson, “The Rise and Fall of the Macedonian Renaissance’, pp. 345-46.
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Borrowings from Homer

As is the case with many Byzantine poets, Homer served for Geometres
as a literary model. However, he does not employ as many elements from
Homer as he does in his hexametrical poems.® The reason is obvious;
the dactylic hexameter does not serve the iambic norm of poems. Thus,
Geometres does not adopt whole verses from the Homeric tradition, but
only phrases, which are usually similes, metaphors or images from the /-
iad. Here we have to take into consideration that the I/iad was one of the
principal textbooks for the literary education of children in Byzantium
and a useful tool for the representation of martial and dark scenes. ™ For
instance, in the autobiographical poem 232, in which the poet describes
his journey to Selymbria and the devastated land he encountered there
due to a war and a drought, the sky is called bronze, like in the I/iad:

698 ovpavde Thyyedkos, ivlpaxwuévos (poem 232. 57)
all-brazen sky having the color of coal !
ydhxeoy odpavdy Txe 8 aiépog drpuyétoto: (lliad P 425)
(theiron din) went up through the unrestingair to the brazen heaven

In the same poem the narrator laments the destruction of Constantino-
ple caused by a catastrophic fire and a deadly earthquake and he wishes
the earth to open and swallow him, like Agamemnon wished in the I/iad:

vexp&v aBdmTwy; ol yervely wot Ty ¥B6ve
ol 8% Baubelory edbopan mapavtina; (poem 232. 98-99)

Unburied corpses? Shall I not wish the wide earth to swallow me
atonce?

@ TOTE TIg dpéet- TTE wot ydvol evpeia YOy (Mliad A 182)

?  See the Index locorum in van Opstall, Jean Géométre, pp. s79-81. For the Ho-
meric references of his garden descriptions, see Kristoffel Demoen, ‘A Homeric Garden
in Tenth-Century Constantinople’, in Byzantine Gardens and Beyond, ed. by Helena Bo-
din and Ragnar Hedlund, Acta Universitatis Upsaliensis: Studia Byzantina Upsaliensia,
13 (Uppsala: Uppsala Universitet 2013), pp. 115-27.

12 See Robert Browning, ‘Homer in Byzantium), in Studies on Byzantine History,

Literature and Education, ed. by Robert Browning (London: Variorum Reprints, 1977),
pp- 15-33 (p- 17).

"' All translations of Geometres’ poems are mine.

2" Homer, lliad, Volume II: Books 13-24. Transl. by A.T. Murray. Rev. by Wil-
liam E. Wyatt, Loeb Classical Library 171 (Cambridge, MA: Harvard University Press,

1925), p. 261.
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So will some man speak one day; on that day let the wide earth
gape open for me*?

Other noteworthy borrowings from Homer are the followings:

ol o8 yvddog pév ol BdeMe kol védog
wicpdy keddmTel kel Sieomd modhdicig (poem 6o. 7—8)

darkness, storm and a small cloud
cover you and many times tear you apart

kol o}, &Tel oMépoto védog mept mdvte kedbmrer (Iliad P 243)

and for yours as well, for a cloud of war shrouds everything*

mep” adTdv ioTég oV deetvédy gov Bpdvov (poem 1. 21)

you place your bright throne next to him

TV 88 106y 6 yepoudg md Hpdvov pto daervod (Iliad A 645)
At sight of him the old man sprang from his bright chair*s

Apart from these expressions, poem 46 also provides evidence of Geo-
metres’ indirect acquaintance with the I/iad, for it contains an interest-
ing allegorical explanation of a Homeric verse.*¢

Eig 8pog tov'Olvpmoy

Tov odpavdy pév dyyehol, Bpotol x86ver,
éude 8t xowdv 6 pov Yijg kel TéAov
"Olvpmov 2oyov — melBopou wify BAémwy —,
od¢ xal Bzods Ounpog, tg Soxad, Aéywv
Koy adiike oL ToUTWY EaTio,
mpodrTikdg 8 Ohvpmov elme Tov Téhov.

On Olympus, the mountain

The angels (had) the heaven, people the earth, | but both had Olym-
pus as a common boundary between the earth and the heaven, | [
am persuaded seeing how they mix. It seems to me that those, who
Homer called gods, | left them all a common residence | and pro-
phetically called the heaven “Olympus”.

* Homer, lfiad, Volume I: Books 1-12. Transl. by A.T. Murray. Rev. by Wil-
liam F. Wyatt, Loeb Classical Library 170 (Cambridge, MA: Harvard University Press,
1924),p. 177.

14

Homer, lliad, Volume II: Books 13-24, p. 247.

15

Homer, lliad, Volume I: Books 1-12, p. 541.
16 Poem 46, ed. Tomadaki.
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Here the poet echoes the Homeric tradition on Olympos and identifies
the mountain with heaven by recalling the verse Wepin 8 avépn péyoy
obpavdy Obhvuméy te.'” However, he allegorically Christianize this tra-
dition. Aristonikos in his commentary on the I/iad explains that Homer
called Olympus heaven, not because Olympus is in heaven, but because
its peaks are so high that it exceeds the clouds and reaches the so-called
sky."® John Stobaeus also comments on the same Homeric verse, so as to
prove the sanctity of Olympus.*

In addition, Geometres employs some other noteworthy Homeric
motifs, such as the sweetness of Nestor’s words (poem 298.70~71)* and
the river of Hades, Pyriflegethon (poem 288.3),* which seem to be quite
common in rhetorical texts and commentaries on Homer. However, all
these themes are incorporated in such a way that they can express the
ideas of Geometres’ time. In poem 288, for instance, the rivers of Hades
Pyriflegethon and Kokytos, which symbolize the rivers of Asia Minor
Kaystros and Macander, are transformed into the rivers of hell.

The Imitation of Ancient Tragedy

The ancient Greek tragedies served Geometres more than Homer as
literary models for his iambic poems because of their metre, proverbi-
al phrases and the sentiments of sorrow that can cause to the readers.
There are several cases where Geometres employs expressions, images,
hemistichs or even whole verses from the tragic poets — especially from
Euripides — and inserts them into a new tragic context. The following
passages are cited to indicate the level of imitation:

' Iliad A 497.
18611 ofita elprxey, ody ¢ Tob Oldumov &’ olpavol 8vtog, G\ émel kol ol xopuded
ToD dpoug Umep T véPN elotv- & 8t Dmip T& vEdY TéTOG 0TpavOdG KehelToU SUWYDNWG TG
otepeuvio. Ed. Ludwig Friedlander, Aristonici [Tepi oypeiwy Thiddog reliquiae emendatiores
(Géttingen: In Libraria Dieterichiana, 1853; repr. Amsterdam 1965), p. 54.

¥ See Augustus Meincke, Joannis Stobaei Eclogarum physicarum et ethicarum libri

dno, 2 vols (Lipsiae: In Aedibus B. G. Teubneri 1860-1864), I, p. 136. For some exam-
ples of an allegorical interpretation of Homer, see Robert Browning, “The Byzantines
and Homer’, in Homer’s Ancient Readers: The Hermeneutics of Greek epic’s earlier exegetes,
eds Robert D. Lamberton and John J. Keaney (Princeton N.J: Princeton University
Press, 1992), pp. 134—48 (pp. 134-35).

2 Ed. Tomadaki.

21 Ed. Tomadaki.
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Aéywy xepavvde, alpe kol dévov Tvéwy; (poem 10. 12)
inflamed thunderbolt blowing blood and slaughter

$bvov dépot Tvéovary aipatootayii (Aesch. Agamemnon 1309)
The palace recks with fumes of dripping blood**

Niv, odpavé, otdhebov dpppovg aipdtwy (poem 7. 1)
Now, sky, let drop a heavy rain of blood

8uPpog yoehdlng alpatés T eréyyeto (Soph. Oedipus Tyrannus 1279)
a dark shower of blood came down like hail *»

ol TaTeL gy 8 voig EréEeuoe<v> pdtyy (poem 298. 178)
And these are random shafts from my mind

ol Tl gy 8 voi érééevaey udtny (Eur. Hekabe 603)
And these are random shafts from my mind**

TS capa g 8¢ ¢ppoddov; — 'EE darrinc. (poem 179. 2)
Why is the body gone? — From fasting

6 g@pa dpotdov- T 8 dvop od héhouré pot. (Eur. Orestes 390)*
My body is dead and gone, but my name has not left me.*

Bépaet mpoxpiveg Tav dpevary evBovhiny;
&y <—> yap ovdtv Bdrepoy hedepuévov. (poem 298. 61-62)

selecting courage instead of thoughtful prudence
one is nothing if the other is missing

— Bdpoe mpoxpivas | dpevidry evfoudin;
— dudétepov- amohardBiv yap 0ddtv bdrepov (Eur. Phoenician Women
746-747)

22 Walter G. Headlam, George Thomson, The Oresteia of Aeschylus (Cambridge:
Cambridge University Press, 1938), p. 181.

»  Richard C. Jebb, Sophocles: The Plays and Fragments, Volume 1: The Oedipus
Tyrannus (Cambridge: Cambridge University Press, 1883; repr. 2010), p. 233.

* Transl. by the Perseus Digital Library, available at: htep://data.perseus.org/cita-
tions/urn:cts:greekLit: tlgooo6.tlgoo7.perseus-engr:585-628.

»  Cf. Heraklidai 703.

% D.Kovacs, Euripides: Helen, Phoenician Women, Orestes, The Loeb Classical Li-
brary (Cambridge, MA: Harvard University Press, 2002), p. 453.
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— For bravery shall I choose them or for prudence?
- Both: neither’s any good without the other.*”

daveion ToModg Apev elg Dog wéye (poem 298. 132)
the (virtue) appeared (and) raised many to the heights
0bdd’ nbyéved o Tpev elg H\og péyav; (Eur. Phoenician Women 404)
And did your noble birth not raise you high?**
Tucpdy, TolaTEvacTov ivthovy oV Blov (poem 3. 44)
I dragged a bitter, full of groaning life
Eévny ¢n” ooy hompdy dvtijoe Blov (Eur. Hippolytus 898)
wander over a foreign land and drag out a painful life*
Tudidg 6 detvdg odtog £ dhaotépwy (poem 31. 6)
He is a terrible Typhon coming from malignant spirits
KNG 8dpaaTos ¢ ahaotépwy Twig (Eur. Hippolytus 820)
an unperceived stain from some malignant spirit*°

From tragedy Geometres adopts similes, metaphors and vivid images,
which help him not only to draw battle scenes, but also to evoke emo-
tions of sorrow and pathos. A characteristic example is poem 10 entitled
On the battle of the Romans, where Geometres adopts the myth of ‘Spar-
toi’ from the tragedy Phoenician Women in an attempt to compare the
civil war of his time with the Sown-men, who sprang from the dragon’s
teeth sown by Cadmos and then killed each other.*

The Phoenician Women, a drama of the so-called Euripidean Triad
(Hekabe, Orestes, Phoenician Women), formed part of the Byzantine edu-

" Kovacs, Euripides: Phoenician Women, p. 293.

8 Kovacs, Euripides: Phoenician Women, p. 251.

»  Michael R. Halleran, Euripides: Hippolytus (Warminster, UK: Aris & Phillips,
1995), p. 112.
30 Halleran, Euripides: Hippolytus, p. 108.

31 See poem 10. 1-2 ed. Tomadaki: ‘Avfjcev 1) 77} Tod dpdxovos kol TéAw | mapTodg

vhyovtag, dvdpag aMnhodBépovs. CE. Eur. Phoenician Women 931-41 and 657-75.
Cf. also the elements of ancient tragedy that have been identified by Kristoffel Demoen
in the metrical Life of Saint Pantaleon, Kristoffel Demoen, John Geometres’ lambic Life
of Saint Panteleemon. Text, Genre and Metaphrastic Style) in Philomathestatos. Studies
in Greek and Byzantine Texts Presented to Jacques Novet for his Sixty-Fifth Birthday, ed. by
Bart Janssens-Bram B. Roosen-Peter Van Deun, Orientalia Lovaniensia Analecta, 137
(Leuven: Peeters Publishers, 2004), pp. 165-84 (p. 183).
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cation for centuries.* A whole verse from the Phoenician Women and an-
other from the Hekabe are quoted by Geometres and it is most plausible
that he became familiar with these tragedies at school.”> However, we
cannot be sure that Geometres had a direct knowledge of Euripides, since
many of his verses were transmitted by gnomological and rhetorical texts. >+

Borrowings from Menander and the Greek Anthology

I would now like to turn to some other ancient texts, which Geometres
uses as literary models, and in particular to the Sententiae of Menander
and the epigrams of the Greck Anthology. The Sententiae of Menander
were especially suited to Geometres both for their iambic metre and for
their gnomic and moral content. These verses were proverbial and were
transmitted in Byzantium by gnomologies and the paroemiographers.
The Gnomai was the only work of Menander that was used in teaching
and continued to be copied during the Byzantine period, especially in
gnomological collections.?s The following passages illustrate the strong
resemblance between the two poets. It is interesting here to note that
in the second case Geometres modifies only the order of the last two
words, so as to achieve the necessary paroxytone, one of the main char-
acteristics of the Byzantine dodecasyllable.

oUk E0Ttv ebpelv Tig dhvumiog Téyvny (poem 208. 2)

It is not possible to find a way of life without pain

32 See Przemystaw Marciniak, Greek Drama in Byzantine Times (Katowice:

Wydawnictwo Uniwersytetu Slaskiego, 2004), pp. 44—4s and Raffaela Cribiore, ‘The
Grammarian’s Choice: The Popularity of Euripides’ Phoenissae in Hellenistic and Ro-
man Education’ in Education in Greek and Roman Antiquity, ed. Yun Lee Too (Leiden:
Brill, 2001), pp. 241-59.

3 Eur. Phoenician Women 746, cf. Geometres’ poem 298. 61, ed. Tomadaki. This

similarity has already been pointed out by Alexander Kazhdan and Ann Wharton Ep-
stein, Change in Byzantine Culture in the Eleventh and Tiwelfth Centuries (Berkeley: Uni-
versity of California Press, 1985), p. 13 5. Cf. Marciniak, Greek Drama, p. 68.

3 For the indirect transmission of Euripidean verses, sce Marciniak, pp. 53-54.

On Euripidean gnomologies, see Anna Meschini, ‘Sugli gnomologi bizantini di Euripi-
de} Helikon, 13/14 (1973-1974), pp. 349-62.

% Sece Pat E. Eastering, ‘Menander: Loss and Survival: {wei eig aiova, Bulletin of
the Institute of Classical Studies. Supplement, No. 66, Stage Directions. Essays in Ancient
Drama in Honour of E. W, Handley (1995), 153—60 (pp. 155—56) and Francisco Rodri-
guez Adrados, Greek Wisdom Literature and the Middle Ages: The Lost Greek Models and
their Arabic and Castilian Translations (Bern: Peter Lang AG, 2009), p. 78.
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obk EaTwv ebpely Plov dhvmov 00devd (Sententiae 570)

It is not possible to find a life absolutely free of pain?*

Odhaaon kol THp kel YoV kedv TpiTov (poem 225. 1)

Sea and fire and woman third trouble

Odhaaon kol TOp kel YV TpiToY Kokdy (Sententiae 323)

Sea and fire and woman third trouble’”

TV &petiy Slwke Taowy, f et (poem 298. 131)

pursue the whole virtue, which in the past

Alwie 585av xbpety, dedye Véyov (Sententiae 192)

Pursue fame and virtue, avoid reproach*

From the Greek Anthology Geometres employs phrases and sometimes

themes. For instance, in his funerary poem for Gregoria Skleraina, he

compares the death of a woman with the eclipse of the moon in the same
way as Krinagoras does in epigram 633 from the seventh book of the
Greek Anthology. >

NOE Ty oehjviy kel Blog Tpnyoplay
elyév o hapmplvovaay 4xTiol TpéTwWY
0pa Te wopdijs kel dpevav edkoauly,

G\ elg iy TéTTWKEY, olpol, ToD Tddou
Kol Yijg 0 k@Vog dpdyn TOV dwaddpov.

Night had the moon, and life had you, Gregoria, | to illuminate it
with the rays of your character, | the beauty of your appearance and
the wisdom of your mind, | but, alas, you fell in the shadow of the
tomb | and the earth’s cone hid the sun.

Kenl aidty) #iyhvoey dxpéomepog dvtéMovon

Mvvy mévBog €6V vuxTl kehvouévy,
obvexa TV yeplecoay duwvupoy elde Zelivy

36

37

38

39

Translation mine.
Translation mine.
Translation mine.

See poem 1, ed. Tomadaki (translation mine) and AG VII 633, ed. Beckby,

Anthologia Graeca, 4 vols, (Munich: Heimeran 1965-1968), II, p. 370. For its English
translation, see W. R. Paton, The Greek Anthology with an English Translation by W. R.
Paton, 5 vols, The Loeb Classical Library (London: William Heinemann, 1916-1918;
repr. 1919), IL, p. 339.
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dmvouy elg {odepdy Svopévny Aldny.
Kelvy] yop o kdMhog £0D KoVWG0ITo GwTdS
el Bcvortov etvig plbev £ kvédei.

The moon herself, rising at early eve, | dimmed her light, veiling her
mourning in night, | because she saw her namesake, pretty Selene, |
going down dead to murky Hades. | On her she had bestowed the

beauty of her light, | and with her death she mingled her own dark-

ness.

In both cases the moon becomes dark at exactly the same time, when the
dead woman is covered by the gravestone. In another poem Geometres
mentions that love (Eros) can be quenched only by another more burn-
ing love, probably taking his inspiration from an erotic epigram of the
Greek Anthology, which is ascribed to Plato.*

Epwe EpwTl madeTol PhoywTépy (poem 299. 10)

eros is extinguished by another more burning eros
$AéEer Tig Tupt wop, Mt EpwtocEpwg (AG XVI 251. 6)
One shall burn fire with fire, eros kindled by eros*

It is noteworthy that Geometres dedicates four of his epigrams to Eros, **
a fact that could be regarded as an attempt to revive the genre of the
erotic epigram. The following verbal borrowings, which always consist
of two-words descriptive phrases, also confirm the hypothesis that Ge-
ometres had read a version of the Greek Anthology.*

o)) pév e0Bd¢ Nuepic uebutpddog (poem 13.39)

Many vines, at once nurses of wine

# The poet implies the divine Eros. The same idea can be found in John of Climax;

see van Opstall and Tomadaki, John Geometres.

41 Translation mine.

# See poems 210, 228, 299, ed. Tomadaki and poem 227 ed. van Opstall.

# See Emilie M. van Opstall, Jean et lAnthologie: vers une edition de la poesie

de Jean le Geometre, Medioevo Greco, 3 (2003), 195—211 (197—211) and Kristoffel De-
moen, ‘Flee from Love who shoots with the bow! The Anthologia Palatina and the Clas-
sical Epigrammatic Tradition in Byzantium (tenth to eleventh centuries)’, in Receptions
of Antiquity, ed. by Jan Nelis (Ghent: Academia Press, 2011), pp. 57-67 (pp. 64—65).
Cf. the references of Greek Anthology in Geometres’ elegiacs and hexameters in van Op-
stall, Jean Géomérre, pp. 583-8s.
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Huyepl movBéhxcteipa, uebutpdde pijrep dmrpag (AG VII 24. 1)

O vine who soothest all, nurse of wine, mother of the grape*

Tpawddy yeMdwy, EovBov dndovides (poem 232. 43)

twittering (song) the shallow, trilling (song) the nightingales
Koy (de, Ty &mt meuatv dhdoropa, Tpavht yehday (AG XVI 141. 1)

How, twittering shallow, didst thou suffer to have as nurse of thy
children the Colchian woman*

Q¢ Tod méhov wiunue 5 3épov BAémwy (poem 258. 1)
(Christ) perceives the church as an imitation of the sky
Eipt mélov plumuo- 86w 04 ue B7ipe dyovat (AG XIV 43. 1)

I am an imitation of the pole and two beasts draw me*

Geometres and the Ancient Philosophy

Apart from ancient poetry, ancient Greek philosophy also plays an im-
portant role in the iambic poems of John Geometres. He seems to be par-
ticularly interested in philosophy and he dedicates a significant number
of his poems to ancient philosophers (e.g. Plato, Aristotle, Pythagoras
and Theon), commentators (e.g. Porphyry, lamblichus, Simplicius) and
to such philosophical matters as the ten Cazegories and the theoretical
and practical philosophy.*” John’s interest in ancient philosophy might
have started at school, since it was one of the main subjects of Byzan-
tine higher education. He probably learnt some of these philosophical
theories from later commentaries on ancient philosophical works, but it
is remarkable that he always presents them in accordance with the prin-
ciples of Christianity. In the majority of his poems he praises the ancient
philosophers. One exception is poem 25, because it touches the core is-
sue of the genuine source of knowledge, which according to Geometres
can only be Christ as the creator of everything:

&v yvioews dig, XplaTé pov, a0 pot uévog:

44

Paton, The Greek Anthology with an English Translation, 11, p. 17.

45

Paton, The Greek Anthology with an English Translation, V, p. 243.

46

Paton, The Greek Anthology with an English Translation, V, p. 47.

4 See poems 19, 20, 21, 25, 30, 32—38, 166, 217-18, 256-57, ed. Tomadaki.
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Yvaoig Tekelot, palhov eldévar pdvov

ot OnutovpydY 0DGIGY, YPSveY, TOTwWY,
&ppyTov 66 &ANTTOY, BV Te kel Tpiot.
didelg Té ThvTe ToDTO Kol pdvov Aéyw. *:

One is the light of knowledge for me, | only you, my Christ; abso-
lute knowledge, moreover I perceive you | as the only creator of the
substances, times, spaces; | you are ineffable and incomprehensible,
both the one and three.
only this.*

Leaving aside everything else, I am saying

Poem 202, is another interesting example of how Geometres perceives
the ancient philosophers and also his contemporary Athens.s® Accord-
ing to the poet, the Athenians praise in vain their ancient philosophers
— although he did the same in many of his poems — because now nothing
is left to them, apart from Hymettus, the honey, the graves and the spirits
of the wise men.*" Contrary to the Athenians, the Constantinopolitans
have the genuine faith, along with the wise speeches.**

Epigram 20 is instead characteristic of Geometres’ laudatory poems
on philosophers. Geometres praises Plato and with the wordplay immor-
tal soul — eternal glory alludes to his theory on the immorality of the
soul.** Other Platonic ideas occur in his poems as well, but are incor-
porated in such a way as to express his own thoughts.’* A remarkable
example is poem 79, where the poet employs the scene of soul’s place of
punishment from Plato’s Phaedrus (249a6-249b3) in order to indicate
the Day of Last Judgment and warning the unrepentant sinners for their
upcoming punishment. Similar Christianizing interpretations of this fa-
mous Phaedrus’ scene can be found in Eusebios of Ceasarea, Gregory of
Nazianzus and Iamblichus.

# Poem 25. 18-22, ed. Tomadaki.

4 Translation mine.

50 Poem 202, ed. Tomadaki.

3! The plural of philosophers’ names indicates poet’s irony. Cf. poem 25. 11-13, ed.
Tomadaki.

52 Cf. poem 201 (ed. Tomadaki), in which the heavenly Constantinople surpasses

the terrestrial city of Athens.

53 Poem 20, ed. Tomadaki, translation mine. ‘Eig tov IThdrwve | Yoy dverroy

éBévatov 6 TThdro, | adiice 38av dbdvarov &v Biw (On Plato | By saying that the soul is
immortal, | Plato left into the life his eternal glory).
s

See the Index locorum s.v. ‘Plato’, ed. Tomadaki.
> See, for instance, lamblichus, Protrepticus, XII1. 71. 3-6 ed. Hermenegildus Pis-

telli, Jamblichi protrepticus ad fidem codicis Florentini, Bibliotheca scriptorum Graeco-
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Occasionally, allusions to Aristotelian works can also be traced in
Geometres’ epigrams especially from the Categories, the Nicomachean
Ethics, On the Soul and the Metaphysika.>* The most representative case
is the ‘explanatory’ epigram 32, in which the poet sums up the ten cat-
egories and manages to give a definition of each category within the lim-
its of one verse.*” It is likely that Geometres adopted the features of each
category from one of the most influential philosophical manuals, the
commentary of Simplicius, since it contains detailed explanations for
the majority of the Aristotelian categories. This hypothesis is strength-
ened by the title of epigram 23 (70 Simplicius, the interpreter of the ten
Categories), which suggests that Geometres knew the commentary of
Simplicius.*® Another indication is that both Simplicius and Geometres
use the word “Totovtétng as a synonym of ‘quality’.>* However, we can-
not exclude the possibility that he borrowed vocabulary from the Philo-
sophical Chapters of John Damascus, which is a more concise description
of the ten categories. For instance, there are some common elements in
the description of gquantity.® In any case, the poem could function as
book epigram on a manuscript containing the Aristotelian Cazegories
and commentaries on them.

Lastly, an important idea of Geometres’ poems that bravery should
always be accompanied by knowledge is an allusion to Protagoras 360b—
360¢,°" where Socrates states that knowledge is an essential part of brav-
ery. This allusion reflects the political scene of the late tenth century and
functions as a critique to Basil’s policy to remove the educated soldiers
from the army.®

rum et Romanorum Teubneriana (Leipzig: In Aedibus B. G. Teubneri, 1888), p. 71.
¢ Sce the apparatus fontium and the commentaries of poems 19, 25, 30, 32, 33,
298, ed. Tomadaki.
7 Poem 32, ed. Tomadaki, p. 82.
% Poem 23, ed. van Opstall, Jean Géomeérre, p. 152.
? See poem 32. 4,ed. Tomadaki. Cf. Simplicius, [z Categories, ed. by Carolus
Kalbfleisch, Commentaria in Aristotelem Graeca, 8 (Berlin: Reimer, 1907), p. 223. 6.

€ See John Geometres, poem 23. 2, ed. Tomadaki: ‘rogdv 88 pétpov xépibud, por,

Bépog. Cf. John of Damascus, Philosophical Chapters: “latéov 8¢, 81 mooéTng uév éotv
avTd TO pétpov kel 6 aptbuds’ ed. by Bonifatius Kotter, Die Schriften des Johannes von
Damaskos, 6 vols, Dialectica, Patristische Texte und Studien, 7 (Berlin: W. de Gruyter,
1969-2009),1(1969), p. 114.

' Cf. Geometres’ poems 237, 268, 296-98, ed. Tomadaki.

6 Cf. Lauxtermann, John Geometres, pp. 369-70 and Marc Lauxtermann, ‘Byz-

antine Poctry and the Paradox of Basil II's Reign) in Byzantium in the Year 1000, ed. by
Paul Magdalino, The Medieval Mediterranean 45 (Leiden: Brill, 2003), pp. 199-216.
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Epigrams as Short Paraphrases of Ancient Works

Other secular poems of Geometres deserving special mention are his
paraphrases of ancient Greek passages such as poems 233 and 281. In
the poem 233 Geometres paraphrases a long passage from the work of
Xenophon On Horsemanship in order to describe the image of a beau-
tiful and shapely horse.® This work of Xenophon was transmitted in
Byzantium either directly or by various Hippiatrica. In any case, it must
have been an appropriate source for the poet, who because of his military
experience, would definitely be interested in reading such textbooks. It
is remarkable that Geometres follows his pattern closely by using the
same images, similes and almost the same vocabulary as Xenophon.
For instance, Xenophon describes the members of the horse in the fol-
lowing order: ‘6mAn — daTd — oKéM — unpot — aTépyar — adYIY — TloLyY
— ttepbyvalfor — £6dBahpov — pvktiipeg — dadig — loyin — unpol. The
corresponding order in Geometres™ ekphrasis is: ‘6mMy — 60T& — okéM
— unpot — oTépvov — Tpdynhog — aloywy — yvdBol — duue — plc — uukTijpeg
= hatywv — loyfov — unpof.

Since poems 236 and 235 are also related to Xenophon and are
potential book epigrams, we could therefore suppose that Geometres
owned a manuscript of Xenophon containing, among other works, his
treatise On Horsemanship. Furthermore, poems 233, 235-236 could be
regarded as an indication of the diffusion of Xenophon’s manuscripts
during the tenth century. Xenophon was indeed popular in the tenth
century-Byzantium, as Inmaculada Pérez Martin has proved by the man-
uscript tradition of his works and their reception during the Macedo-
nian period.

Another interesting paraphrase of an ancient passage is the epigram
281, which is an excellent example of converting a secular topic into a
Christian one. Geometres defines the Christian God by using as pat-
tern a quotation of Thales transmitted mainly by Diogenes Laertius.
The classical model serves as the definition of God and is enriched with
the Christian idea that ‘God is above all’ (cf. Ephes. 4. 6 and loann. 3.

31):

% Poems 233 and 281, ed. Tomadaki.

¢ Inmaculada Pérez Martin, “The reception of Xenophon in Byzantium: The Mac-
edonian Period; Greek, Roman, and Byzantine Studies, s3 (2013), 812-55.

& Lives and Opinions of Eminent Philosophers, 1. 3.
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1Iepi Ocod
Kduotov 8vtwy xdoog, dpyeiov ypévoc,
TémOG UEYLTTOY, YOG TAYLTTOV, GG, XApLs:
Ocde Ot mavTo TedTOL Kol TEVTWY Bvw. &

On God

The most beautiful of beings is the universe, time the most ancient,
space the greatest, intellect the fastest, light, grace; God is all that
and above everything.*”

dépetan 8¢ kel dmodBéypata adtod Téde mpeaPiTatov TGV Svrwy Bede
dryévntov ydp. k4o Tov k6éapog. Tolnue yap Beod. uéyiaToy Témog. dmavTo
Yep Ywpel. TdYOTOV vobe 1l TovTdG Yap Tpéxel. loyupSTOTOY AVAYKY:

KPOLTEL Yoip TAVTWY. coddyTerToV Ypdvog. ¢

Here are certain apothegms attributed to him: Of all things that are,
the most ancient is God, for he is uncreated. The most beautiful is
the universe, for it is God’ workmanship. The greatest is space, for it
holds all things. The swiftest is mind, for it speeds everywhere. The

strongest, necessity, for it masters all. The wisest, time.*

The epigram 45 is also a reworking of an ancient text, which is remark-
able for Geometres’ perception of his contemporary Greece. In this
epigram the poet addresses someone who went to Greece and became
barbarian both in language and manner by evoking the famous saying
by Apollonius of Tyana: ‘¢BapBeapwbny o0 ypéviog & ¢’ EXddog, 4o
xpdviog &v evEXdd! (I have become a barbarian not because I have been
out of Greece for years but because I have been in Greece for years).”

% Poem 281, ed. Tomadaki.
¢ Translation mine.
68

Lives and Opinions of Eminent Philosophers, 1. 35, ed. by Tiziano Dorandi, Cam-
bridge Classical Texts and Commentaries, so (Cambridge: Cambridge University Press,
2013), p- 87.

@ Diogenes Laertius, Lives of Eminent Philosophers, trans. by R. D. Hicks, The
Loeb Classical Library (Cambridge: Harvard University Press, 1925), p. 37.

7 Letter 36. 6, ed. by Carl L. Kayser, Flavii Philostrati opera, 3 vols, Bibliotheca
scriptorum Graecorum et Romanorum Teubneriana. Scriptores Graeci (Leipsiae: in
aedibus B. G. Teubneri, 1870-71), L, p. 352. Cf. Euripides, Orestes 485: ‘BefopBdpwon,
xpéviog &v &v BapPdpors. Krumbacher has already pointed out that Geometres para-
phrases here the words of Apollonius; see Karl Krumbacher, Geschichte der byzantinis-
chen Litteratur von Justinian bis zum Ende des Ostromischen Reiches (527-1453), 2 vols
(Miinchen: Beck, 1897; repr. New York, 1970), IL, p. 733. Cf. Vinzenzo Rotolo, ‘The
Fortunes of Ancient Greek in the Middle Ages, in A History of Ancient Greek from the
Beginnings to Late Antiquity, ed. by Anastasios-Phoivos Christidis (Cambridge: Cam-
bridge University Press, 2007), pp. 1225-1236 (p. 1228).
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Ei tiva xaredYovre els ENdda xal dypovasdévra
O BapBpwy Y7y, A" 8o iy EXNdde
eBapBapandng kel Myov kol ToV TpéTov.”!

10 someone who descended to Greece and became boorish
Not the land of the barbarians, but facing Greece you became
barbarian in both speech and behaviour.

According to Henry and Renee Kahane, the term “barbarous” focuses
on language and ‘originated as a sound-portrait of the non-Greek, of the
foreigner’” However, in the cases both of Apollonius and Geometres, the
‘foreigners’ and the uncivilized are the Greeks or those who went to stay
in Greece. Geometres refers to the decline of Greece during the Byzan-
tine period and indirectly expresses the educated Constantinopolitans’
dislike for the inhabitants of Greece.”? The motif of ‘Scythian-barbari-
an’ is reused in the tenth-century Byzantium and is closely related to the
Slavic tribes and Bulgarians, who were at this time permanently settled in
Greece.”*

This same opinion as Geometres’ is exprcssed two centuries later
by another Byzantine scholar, Michael Choniates, who was appoint-
ed archbishop of Athens in 1182 and moved from Constantinople to
Athens. During his stay in Athens he often complains about its decline
fearing that he may become as boorish as the Athenians were. Some in-
teresting parallels from Choniates” work, which are reminiscent of Ge-
ometres poem are the following: ‘d¢ &ypoukia®ivou xivdvvedery £ od mep
Tétg codig mapotkely ABvvag ehdyopey’ (since the moment I was assigned
to live in Greece, there has been a danger of becoming boorish),” “vov

7L Poem 45, ed. Tomadaki.

> Henry Kehane and Renee Kehane, ‘On the meanings of barbarous, ENyvexd, 37

(1986), 129-32 (p. 129).
73 Many Byzantine poets criticize provincial manners in order to stress their urban-
ity and depict themselves as refined city intellectuals; cf. Floris Bernard, Writing and
Reading Byzantine Secular Poetry, 1025—1081 (Oxford: Oxford University Press 2014),
pp- 189-92.
74 See Elias Anagnostakis, ‘Ot elow 2ué t& ypdpuata, Iotoplo xou 1otoples aTov
[opdvpoyévvnro, Bulavrive Sduuctxra, 13 (1999), 97-140 (pp. 111-12, footnote 24).
75

Michael Choniates, Oration 40, ed. Spyridon Lampros, Myyanl Axourvdrov tod
Xowdrov, Ta cwldueve, 2 vols (Athens: Ex tod Tumoypadeiov [Tapvacood, 1879), L p. 159.
As Magdalino has observed, the contempt for provincials and ‘barbarians’ was one of the
most common themes of ‘Byzantine snobbery’; see Paul Magdalino, ‘Byzantine Snob-
bery, in Tradition and Transformation in Medieval Byzantium, ed. by Paul Magdalino
(Aldershot: Variorum, 1991), pp. 5878 (p. 65).
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8¢, BePopBapuwuon yap ypéviog 6v évEMESC (being in Greece for so long,

I have now become barbarian).”¢

Mythological and Historical Figures as Symbols

Indicative of Geometres’ classical education are also the mythological
and historical figures that appear in his secular poems. These references
have a symbolic function helping Geometres to make comparisons with
historical persons of his own time.”” For instance, he compares a gifted
musician to Sirens in order to describe the beneficial and catastrophic
power of his music (poem 11. 28); a woman lamenting her dead hus-
band to Alcyone (poem 229. 30); a powerful emperor to Gyges (the king
of Lydia) (poem 272. 1); Gregory of Nazianzus to Orpheus (poem 124.
1); and Nikephoros Phocas to the river Paktolos in order to present him
as a generous emperor (poem 141). Likewise, many important figures
of antiquity, such as Aeschylus, Alcibiades, Socrates and Alexander the
Great are referred in his poems as examples of well-educated persons
who could combine knowledge with courage and scholarly erudition
with military achievements.” In this way, Geometres expresses indi-
rectly his disapproval for the policy of the reigning emperor Basil II to
dismiss the intellectuals from the military services.”

Linguistic Borrowings

Apart from the above-mentioned thematic echoes, the following lin-
guistic features of Geometres’ iambs bear also witness to his acquaint-

76 Michael Choniates, Letter 52. 6, ed. Foteini Kolovou, Corpus Fontium Histo-

riae Byzantinae, Series Berolinensis, 41 (Berlin: Walter de Gruyter, 2001), p. 73. Cf. An-
thony Kaldellis, Hellenism in Byzantium: the Transformations of Greek Identity and the
Reception of the Classical Tradition (Cambridge, New York: Cambridge University Press,
2007), pp- 332-34.

77 This was a common practice of the learned Byzantine authors; see Herbert Hun-
ger, ‘On the Imitation (MIMHZXIZX) of Antiquity in Byzantine Literature, Dumbarton
Oaks Papers, 23/24 (1969-1970), 1538 (p. 27).

78 See Poems 296; 297, 3—17; 298, 63—157 ed. Tomadaki. Cf. Kazdhan, John Ge-
ometres, p. 260.

7 According to Marc Lauxtermann, Geometres was dismissed from the army dur-

ing the reign of Basil II; see Lauxtermann, John Geometres), pp. 369—70.
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ance with the ancient Greek literature:* quantitative meter, attic
words (Y @rra, dddarra, pvAdrTw, TAdTTw, HrTwy, fvvavdiz), dual forms
(8voiv, dupoiv), ancient names for tribes (Xxdec, Adoovee, IBypec), quite
frequent use of optative and forms of the middle voice participles
(xazeoTvyvacuévos, mapebyllayuévos, xarearopeauévos), which are usu-
ally compound classicizing words. It is also remarkable that his vocab-
ulary contains six happax legomena (éxdsomilw, ééavvydw, Sedxrvmog,
qvyxedapdln, coupovevtifc, @patotpdpoc) and many poetic words mainly
derived from the tragedians: dvziuodmos (Aeschylus, Euripides), avzizvoog
(Aeschylus, Nonnus), Bpords (Homer, tragedians), déuas (Homer, tra-
gedians), dduo¢ (Homer, tragedians), edavdpiz (Euripides), edfoviz
(Euripides), xdpe (Pindar, tragedians) xapmozpdépoc (Lycophron),™
xepavviog (tragedians), xvwdaldov (tragedians), évvavdie (tragedians),
6oty (Homer), zpayélagos (tragedians, Aristophanes), dmdéviog (Ae-
schylus, Aristophanes, Menander), p/louxzos (tragedians), ypvorjdazog
(tragedians), @Aévy (tragedians). Also of significance are the following
classicizing words originating from philosophical and rhetorical texts:
dypoxifouar (Plato, Plutarch, Libanius), dvzixdrwy (Plutarch), dyopyz/
(Plato), edmaudevaia (Plato, Menander), xoouomoids (Aristotle), xvvijmodes
(Xenophon), mavraivero; (Demosthenes, Libanius), wAovzopdpos (Plu-
tarch, Athenacus), padors (‘Theon).

Another topic that could shed more light on Geometres’ language is
the relation of his poems with the medieval lexicons. The wordplays that
can be found in several of his poems and are probably derived from ety-
mological or other Byzantine lexicons allow us to presume that he pos-
sessed or could consult lexicons.®* In poem 12.44, for instance, Geometres
describes spring scenes with the following onomatopoeic words % tpuyay
tpvlel (the turtle-dove murmurs), which also occur in the Souda (t 1100):

8 The criteria for examining Geometres’ language were adopted by Hunger, On

the Imitation, pp. 30—32; Robert Browning, “The Language of Byzantine Literature),
in Greek Literature in the Byzantine Period, ed. by Gregory Nagy (New York/London:
Routledge, 2001), pp. 103-33 and Staffan Wahlgren, ‘Byzantine Literature and the
Classical Past} in 4 Companion to the Ancient Greek Language, ed. by Egbert J. Bakker
(Chichester/Malden MA: Wiley-Blackwell, 2010), pp. 528-38.

81 Cf. Geometres’ borrowings from Lycophron in his poem on St Panteleemon in

Claudio De Stefani and Enrico Magnelli, ‘Lycophron in Byzantine poetry (and prose);
in Lycophron: éclats dobscurité. Actes du colloque international de Lyon et Saint-Etienne
18-20 janvier 2007, ed. by Christophe Cusset and Evelyne Prioux, Mémoires du Centre
Jean Palerne, 33 (Saint-Etienne: Publications de I' Université de Saint-Etienne, 2009),
pp- 593-618 (p. 603).

82 See the poems and their comments 11. 16; 12. 44; 20. 1-2; 29. 3; 253. 13 278;
298. 131, ed. Tomadaki.
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Tpolet: V1Bupilet, yoyydlet, dofuwe hadel. mapd kol 1) Tpuywy’. Similarly, the
wordplay he employs in poem 11, 66 “yedg Iudivy’ (Galene laughs) can
be found in the Etymologicon of Orion of Thebes and in the Ezymologi-
cum Genuinum.® In both lexicons Taljvn” is etymologized from the verb
‘yeA@ meaning laugh’ and indicates the stillness of the sea.®* Apart from
the lexicons, Galene is also presented smiling in an oration of Gregory of
Nazianzus, who is another possible source of Geometres’ inspiration.*s

The language of Geometres, not only reflects his reading preferences,
but also the cultural context of his time. It becomes clear from his vocab-
ulary and his literary sources that he had access to poetic manuscripts of
the tragedians, Homer, Gregory of Nazianzus, as well as to anthologies
of philosophical, rhetorical and gnomological texts. In addition, Plato,
Xenophon, Plutarch and Libanius seem to have been used by Geometres
as models of ‘Atticist’ Greek.* Therefore, a manuscript like Baroccianus
50 (s. X) would be an appropriate anthology for his reading preferences,
since it contains texts by Homer, Euripides, Demosthenes, Plato, Aristo-
tle, Plutarch, Porphyry and Aphthonius.*”

Conclusions

All elements that Geometres adopts from ancient Greek literature are
always inserted into a new Christian and historical context and serve his
own purposes. For instance, his references to ancient historical or myth-
ological figures have a symbolic function and are compared to historical

83

See Fridericus W. Sturz, Orionis Thebani etymologicon (Leipzig: Ioa. Aug. Gottl.
Weigel, 1820, repr. 1973), p. 41 and Eduardo L. De Stefani, Etymologicum Gudianum
quod vocatur (Leipzig: In aedibus B. G Teubneri, 1909), p. 295. The Etymologicum Gen-
uinum is preserved in two manuscripts of the tenth century: Vaticanus gr. 1818 and Lau-
rentianus Sancti Marci 304. For the Byzantine lexicographical works that were compiled
in the tenth century, see Kazhdan, ‘Literature of the age of Encyclopedism’, pp. 313-14.

% According to Hesiod (Zheogony 240-44), Galene was one of the fifty sea

nymphs, the Nereids, daughters of Nereus and Doris.

85

Gregory of Nazianzus, Oration XXIV. 5. 15—17: N8{wv 0 peidi@oa yoadivn xal
Bddacon fmhwpévy xal Tols dxtals Tpoomailovow wetd mvevpdTwY oTdO Kol GStvovTa
wbpate, ed. Justin Mossay and Guy Lafontaine, Sources chrétiennes, 284 (Paris: Editions
du Cerf, 1981), p. 48.

8¢ Cf. Geometres’ potential book epigrams on Plato, Xenophon and Libanius: po-

ems 20-21, 233, 235-36 and 177, ed. Tomadaki.
¥ On the content of the manuscript, see Henry O. Coxe, Bodleian Library Quarto
Catalogues vol. I: Greek Manuscripts (Oxford: Bodleian Library 1853; reprinted with

corrections 1969), pp. 70-78.
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persons of his epoch. Some of his favourite literary models were Hom-
er and Euripides, which were both part of the Byzantine educational
system. However, it is clear that Geometres had a broader and deeper
knowledge of ancient Greek Literature, derived both from ancient texts
and later commentaries on them.

Geometres not only expresses interest in secular learning and praises
ancient authors, but also attributes interesting qualities to them that are
usually inspired by their biographical tradition. He characterizes Plato
as xewdv (renowned) (poem 297. 10), Socrates as ‘codpWTePog ATAYTWY
4vop@v’ (the wisest of all men) (poem 298. 74), Aeschylus as uayyziy
(warrior), Aristotle as v09v (mind)* and praises Xenophon as ‘mp@tov
prépwy kot drhoaddwy’ (first among rhetors and philosophers) (poem
236) alluding to his nickname Azrzux uéhirre (Attic bee) (Souda § 47).*
The poet admired Aeschylus and Xenophon not only for their literary
works, but because they embodied his ideal model of erudition and
bravery. Similarly, Sophocles is represented as a tragedian, who could ex-
press the bitterness of life with the sweetness of eloquence, as if mixing
absinthe with honey (poem 156). The choice of this metaphor is not
accidental, since according to the biographical tradition Sophocles was
called a ‘bee’ due to the sweetness of his style.*® The epigram functions
as an actual book epigram, since it accompanies the tragedy Oedipus the
King in codices Laur. Plut. 32. 40 (s. XIV, fol. 497) and in Laur. Conv.
Soppr. 66 (s. XIV, fol. 49).*" It is therefore reasonable to assume that
Geometres™ epigrams dedicated to ancient authors (e.g. Xenophon,

8 According to the biographical tradition of Aristotle, Plato called him vogy; see

Ingemar Diiring, Aristotle in the Ancient Biographical Tradition (Géteborg: Almqvist
& Wiksell in Komm., 1957), p. 98. I sincerely thank George Karamanolis for this refer-
ence.
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Souda § 47. Cf. Pérez Martin, “The Reception of Xenophon in Byzantium),
pp- 845—46. For Socrates as the wiser of all men, see Plato, Apology of Socrates 21a.
I would like to thank Ioannis Polemis for this reference.

% See indicatively Hesychius Illustrious, Fragment 7. 930: Zodoxhiic 6 Tparyucds

wélrto dxokeito O 16 %00 ed. by Karl Miller, Fragmenta historicorum Graecorum
(FHG), 5 vols (Paris: Didot, 1841-1870), IV (1851), p. 175. For the comparison of
Sophocles with the bee and the relevant texts from ancient and Byzantine authors, see
Willam B. Tyrrell, “The Suda’s Life of Sophocles (Sigma 815): Text, Translation and
Commentary, Electronic Antiquity, 9 (2006), 159—64. This is a common metaphor for
poets, see Jan Hendrik Waszink, Biene und Honig als Symbol des Dichters und der Dich-
tung in der griechisch-romischen Antike, Rheinisch-Westfilische Akademie der Wissen-
schaften, Vortrige G 196 (Opladen: Westdeutscher Verlag 1974).

! Sce Stefan Radt, Tragicorum Graecorum fragmenta (TrGF), s vols (Géttingen:

Vandenhoeck & Ruprecht 1971-2004), IV (1977), p. 94 and Lauxtermann, 7he Byz-
antine Poetry, p. 200. For the second epigram, see A. M. Bandini, Catalogus codicum
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Sophocles, Philostratus, Libanius), ancient philosophers, commentators
(e.g. Aristotle, Plato, Porphyry, Simplicius) and to philosophical issues
(e.g. Aristotle’s Categories) were also meant to be used as book epigrams.*

Regarding the readership of Geometres’ iambic poems, we suppose
that they were aimed at a small, educated audience who could under-
stand and appreciate their literary codes.”” However, his potential book
epigrams — possibly and some of his verse inscription on icons and
churches — could have a wider circulation, as it happens with his famous
epigram on the Psalter.”* Unfortunately, the manuscript tradition of his
epigrams does not support this idea. Some of his potential readers could
be educated officials, who were also affected by Basil II” policy of remov-
ing the literati from the army or some of his rivals, who instead benefited
from the new status quo. Geometres addresses them in his long poem
298, in which his social critique and his arguments in favor of education
are well displayed.”s Students educated in poetry and philosophy could
also have been readers of his poems, especially of those referring to an-
cient author or philosophical matters.*¢

In conclusion, it is worth adding that Geometres does not compete
with the ancient authors, as for instance John Tzetzes does in the twelfth
century. He generally reveals a positive attitude towards ancient authors
and philosophers by having them function in his poems as authoritative
literary models, sources of inspiration, or ideal portraits of courage and
erudition. Geometres was a strong supporter of education (edmadevata)
and knowledge (yvaoic), especially of knowledge associated with brav-
ery (edavdpia). However, for him the source and the light of knowledge
is always Christ or God. In poem 298. 90—100, for instance, Geometres

manuscriptorum Bibliothecae Mediceae Laurentianae, 3 vols (Florentiae: Typis Regiis,
1764-1770, repr. 1961), I1L, p. 15
9

Cf. van Opstall and Tomadaki (forthcoming).

% Nigel Wilson has also made the hypothesis that Geometres’ poems were com-

posed for a ‘limited audience of friends’; see Nigel G. Wilson, ‘Books and Readers in
Byzantium), in Byzantine Books and Bookmen: A Dumbarton Oaks Colloguinm, ed. by
Cyril Mango and Thor Sevéenko (Washington: Dumbarton Oaks, 1975), pp. 1-15
(p-13).

% Incipit: ‘atynoov, Opdet, ptvov, Eppdj, Tiv Mpav’, ed. by Jan Sajdak, ‘Toannis Ge-
ometrae carmen, £os, 24 (1919-1920), 43—44 (p. 42).

% Poem 298, ed. Tomadaki.

% Based on Geometres’ epigrams on ancient authors and other indications, Stra-

tis Papaioannou suggested that Geometres could have been a teacher. This hypothesis,
which I find attractive, was expressed at the 8™ Meeting of Greek Byzantinists (Athens,
2015).
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states that Pericles, Cimon and Alcibiades illuminated Greece with their
words and achievements, despite the fact that they were Hellenes (pa-
gans). It was God'’s grace behind their successes; God gave them wisdom,

rhetorical abilities and courage.””
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Abstract

John Geometres lived in Constantinople during the second half
of the tenth century AD and is one of the most representative
authors of the so-called Macedonian Renaissance. This paper
examines the reception of the classical tradition in Geometres’
iambic poems preserved in the codex Parisinus Suppl. gr. 352.
The analysis is based on the poems, which are either dedicated to
ancient Greek authors or contain material deriving from the an-
cient Greek literature. The paper explores interesting quotations,
motifs, vocabulary and techniques that Geometres adopted from
ancient Greek literature, and investigates his main literary sourc-
es as well as their function. This examination reveals the way Ge-
ometres perceived and reshaped his favourite classical models and
also provides information about the revival of classical learning in
the tenth century.

See poem 298, ed. Tomadaki.

95






PRZEMYSEAW MARCINIAK — KATARZYNA WARCABA

Theodore Prodromos’ Katomyomachia as a
Byzantine Version of Mock-Epic*

Theodore Prodromos, a twelfth-century rhetorician, teacher and poet
laureate at the court of the Komnenoi,' created, among hundreds of oth-
er literary works, a short poem of 385 verses called the Katomyomachia —
a cat and mice war.* The text was preserved in twenty-four manuscripts,
although none dated from the twelfth century when the author lived.
The oldest and the best manuscript, Marcianus gr. 524 (c. 1300), con-
tains the only ascription of Prodromic authorship.? The title Galeomy-
omachia, given to the poem by its first editor, Aristoboulos Apostolis,
was subsequently accepted by later scribes and editors. The modern title
Katomyomachia was proposed by the editor Rudolf Hercher.*

*

This article is part of the project funded by the National Science Centre (Po-
land) UMO2013/10/E/HS2/00170. If not stated otherwise, all translations are our
own.

' On Prodromos’ biography, see Theodoros Prodromos, Historische Gedichte, ed. by
Wolfram Horandner (Vienna: OAW, 1974), pp. 26 ff. and Nikolaos Zagklas, Theodore
Prodromos: The Neglected Poems and Epigrams (Edition, Translation, and Commentary)
(PhD diss., University of Vienna, 2014), pp. 58-72.

2

The standard edition is Der byzantinische Katz-Miuse-Krieg. Theodore Prodro-
mus, Katomyomachia, ed. and transl. by Herbert Hunger (Graz: H. Bochlaus Nachf.,
1968). For a history of earlier editions of the text, see Giuseppe Fumagalli, ‘Saggio biblio-
grafio sulla Galeomiomachia di Teodoro Prodromo) Rivista Biblioteche 2 (1889), 49—56.

> Marcianus gr. 524, fol. 5™ o0 ITpodpduov. We have consulted the microfilm of

the manuscript.

* Scholarly literature on the Katomyomachia is rather paltry. Hunger’s edition

does not discuss literary aspects of the work. See also Carterina Carpinato, “Topi nella
letteratura greca medievale”, in Animali tra zoologia, mito e letteratura nella cultura clas-
sica e orientale. Atti del Convegno Venezia 22—23 maggio 2002, ed. by Ettore Cingano,
Antonella Ghersetti, Lucio Milano (Padova: A.R.G.O.N. Editrice e Libreria, 2005),
175-92. The recent monograph by Fl. Muenier, Théodore Prodrome. Crime et chitiment
chez les souris (Paris: Editions L'Harmattan, 2016) offers a lengthy though not believable
study of both the Katomyomachia and the Schede tou myos. Muenier’s analysis is at times
very questionable and her conclusions debatable, she very rarely takes advantage of the
previous studies even if they deal directly with the same topic. Some of her ideas are
interesting but as a whole this book looks like a failed attempt to find in the texts layers
of meaning which are not simply there. The forthcoming Italian translation of the text
will include the introduction written by Marc Lauxtermann. We are grateful to Professor
Lauxtermann for sharing his unpublished text with us.

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 97-110
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115585
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The poem tells the story of mice who live in the dark and fear the
terrifying creature, the cat. The mice decide to leave their homes (that
is mouscholes) and fight the cat after receiving a promise from Zeus
himself that they will be victorious. It was Kreillos, the mice leader, who
forced Zeus to make this promise by threatening the god in a dream. In
the first part of the text, the mice prepare for battle, and in the second,
we meet a nameless Lady-mouse, who awaits messengers from the battle
and discusses her fears with the chorus. After some disturbing news (her
son was devoured by the cat), she finally receives the information for
which she has waited: the cat is dead. The Katomyomachia ends with the
mice singing and dancing cheerfully.

The Katomyomachia is written in the dodecasyllable, the so-called
‘pure iamb) which is a Byzantine version of iambic trimeter.’ There are
various potential explanations as to why the author used this specific me-
ter. Firstly, this was the default meter of Byzantine poetry in this period
and was used where hexameter would have been earlier; for instance,
Nicholas Kallikles penned poems/epigrams only in the dodecasyllable.
Secondly, authors might perhaps prefer the ease of the meter, because
audiences would find it pleasant while read out aloud.¢ Finally, the do-
decasyllable might be legitimised by its use by ancient playwrights, such
as Euripides, whom the Byzantines also considered to be a master of iam-
bic trimeter.”

Regarding its genre, this text is rather conventionally described
as Lesedrama or, more specifically, ‘eine dramatische Parodie’ (Karl

> On the dodecasyllable, see Andreas Rhoby, ‘Vom jambischen Trimeter zum byz-
antinischen Zwolfsilber. Beobachtung zur Metrik des spitantiken und byzantinischen
Epigramms, Wiener Studien 124 (2011), 117-42 and Marc Lauxtermann, “The velocity
of pure iambs. Byzantine observations on the metre and rhythm of the dodecasyllable,
Jabrbuch der Osterreichischen Byzantinistik 48 (1998), 9-33 (pp. 19-33). The funda-
mental study still remains Paul Maas, ‘Der byzantinische Zwolfsilber, Byzantinische
Zeitschrift, 12 (1903), 278-323.

¢ For a thorough analysis of the meter in the Katomyomachia, see Hunger, Der

byzantinische Katz-Miuse-Krieg, pp. 30-39.

7 See P. Marciniak, Greek Drama in Byzantine Times (Katowice: Wyd. Uniw. SL,
2003), pp- 66-68. Interestingly enough, Prodromos, who was perfectly capable of com-
posing text in hexameter as he was the most prolific twelfth-century poet in this meter,
chose the dodecasyllable instead. It would be tempting to argue that Prodromos, who
not only used but also modernised ancient tradition, chose the dodecasyllable because it
had replaced hexameter as the epic meter. Yet, there is no solid evidence to support this
claim.
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Krumbacher),* or ‘thapotpaywdio’ (Petros Markakis).® In the introduc-
tory letter, its first editor, Aristoboulos Apostolis (editio princeps 1494)
calls the text xwuwdia.” Although such categorisation might seem
promising for students of drama in Byzantium, to call this poem a drama
is rather far-fetched. Apostolis’ description refers to the well-established
meaning of comedy as mockery, not to a possible connection with an-
cient comedy as such. "

We would like to argue that the Katomyomachia, even if it contains
some dramatic elements (e.g. chorus, rhesis angelike) and recycles lines
from ancient drama, is not an endeavour to revive the literary form of
drama, but is rather a Byzantine version of mock-epic and an attempt to
write an updated, Byzantine version of the Batrachomyomachia.*> The
latter was traditionally believed to have been penned by Homer for chil-
dren and has been suggested to have served the purpose of introducing
children to epic poetry.”* The Batrachomyomachia was one of the most
popular didactic Byzantine texts, as proven by the number of extant man-

8 K. Krumbacher, Geschichte der byzantinischen Litteratur (Miinchen: C.H. Beck,

I 897"), p-751.
? Oeodidpov Tlpodpduov (ITrwyompodpduov) Kerouvouayia (Ilovrixoyaroméleuos).
Bolavrivy) Thepotpaywdia, ed. by Petros Markakis (Athens, 1955), p. L.

1 Apostolis in his text also uses semantically neutral descriptors such as Zpyov,

BifAiov, which suggests that he did not perceive Katomyomachia as a dramatic piece.
However, what is interesting manuscripts which are apographs of Apostolis’ incunable
bear the title comedy, for instance Sichsische Landesbibliothek — Staats- und Univer-
sititsbibliothek, Dresden Mscr. Dresd. DA 30 is titled Galeomachia comoedia.

""" On the Byzantine meaning of the word comedy, see Walter Puchner, “Zur Ge-

schichte der antiken Theaterterminologie im nachantiken Griechisch, Wiener Studien
119 (2006), 77-113 (p. 86); P. Roilos, Amphoteroglossia. A Poetics of the Twelfth-Century
Medieval Greek Novel (Washington: Center for Hellenic Studies, 2005), p. 229.

12 For a different view, see Aleksandar Popovi¢, ‘Komicka sredstva u spevu Boj

macke i miseva Teodora Prodroma, in Nis i Vizantija VI (2008), p. 379391 who sces
Katomyomachia as an example of drama revival in Byzantium.

3 R.Bertolin Cebridn, Comic Epic and Parodies of Epic. Literature for Youth and
Children in Ancient Greece (Ziirich-New York: G. Olms, 2008), p. 114.: “The constant
association of the mafyvia poems with the education of boys makes us ask whether, per-
haps, the Batrachomyomachia as well as the other poems were part of this education sys-
tem that encouraged teenagers in school to create their own compositions according to
certain models. The Batrachomyomachia would have the double nature of being a school
exercise as well as literature that would entertain children” See also the introduction
by Apostolis to the editio princeps of the Katomyomachia: “Opnpog uév 6 t6v momrav
YovuTatog T@Y Tob Xiov maidwy tavtd mapatedévtay mudebeaBou Batpayopvouoyioy e
ot EructhiBo, xabdep HpddoTog ioTopel, kol dlhe doe oy viey dvdpueate Toig Te Touaty
gxelvov ol émryryvopévolg yapiuevog cuvetiBeto, v TGV pabnudtwy dpyduevol TodTwY
#0tov dxpo@vTou kel ui) TV T Teldwv e Stekvalew priovvtwy.
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uscripts.** Florence Meunier, in her recent book on the Katomyomachia,
describes the poem as Tun des nombreuses récritures de la Batrachomy-
machia’ (‘one of the many rewritings of the Batrachomyomachia’).*s We
would like to suggest that the relationship between the Katomyomachia
and its model(s), though, is much more complicated. The Katomy-
omachia constitutes a ‘sequel’ to the Batrochomyomachia, similarly to
how Prodromos’ Bion prasis plays on Lucian’s text with the same title.*¢

The Katomyomachia, though, is not a simple transposition of one an-
cient genre and one ancient literary tradition. Accordingly, there is no
one single architext for the Katomyomachia, and Prodromos uses several
various hypotexts: the I/iad as the main epic text (which is both used and
mocked); the Persians, which provides the main structural model for the
second part of the poem; and the Batrachomyomachia, which offers the
convention of the mock-epic.'” Finally, the mouse—cat antagonism un-
doubtedly rests on the Aesopic framework.'® Ancient literature includes
yet another text whose plot recalls both the Basrachomymachia and the
Katomyomachia: the Galeomyomachia — the weasel — mice war.* This
text, though, is fragmentary preserved in only one papyrus, so it seems
rather unlikely that Prodromos was aware of its existence.

The second generic term, in addition to drama, used to describe the
Katomyomachia is satire. Ever since Hunger described the poem as ‘polit-

14 Caterina Carpinato, ‘La fortuna della Batrachomyomachia dal IX al XVI sec.: da

testo scolastico a testo ‘politico”, in [Omero], La battaglia dei topi e delle rane, Batracho-
myomachia, ed. by Massimo Fusillo, prefazione di Franco Montanari, (Milano: Guerini
e associate, 1988), pp- 137—48.

> Muenier, Théodore Prodrome, p. 11.

¢ Przemystaw Marciniak, “Theodore Prodromos’ Bion Prasis: A Reappraisal,

Greek, Roman and Byzantine Studies 53 (2013), pp. 219-39.

17" We use the terms introduced by Gerard Genette in his Palimpsestes. La littéra-

ture au seconde degré (Paris: Seuil, 1982). For the short explanation as well as an presenta-
tion as to how Genette’s theory could be applied to the analysis of Byzantine literature,
sce Ingela Nilsson, “The Same Story but Another. A Reappraisal of Literary Imitation in
Byzantium), in Imitatio — Aemulatio — Variatio. Akten des internationales wissenschafili-
chen Symposions zur byzantinischen Sprache und Literatur (Wien, 22.-25. Oktober
2008), ed. by Andreas Rhoby, Elisabeth Schiffer (Vienna: Verlag der Osterreichischen
Akademie der Wissenschaften 2010), pp. 195-208.

18

On the popularity of Aesop in Byzantium, see Karla Grammatiki, “The Literary
Life of a Fictional Life: Aesop in Antiquity and Byzantium, in Fictional Storytelling in
the Medieval Eastern Mediterranean and Beyond, ed. by Carolina Cupane, Bettina Kro-
nung (Leiden: Brill, 2016), pp. 313-37.

! Hermann S. Schibli, ‘Fragments of a Weasel and Mouse War’, Zeitschrift fiir Pa-
pyrologie und Epigraphik 53 (1983), pp. 1-25.
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ical satire} students of the Katomyomachia have treated it as such.> Rob-
erto Romano included the poem in his selection of Byzantine satirical
texts.*’ Hunger’s conclusion, however, is built upon a misinterpretation.
He assumed that Kreillos” speech mobilising the mice to fight should
be interpreted as both parody and satire — ‘ein kleines Kabinettstiick
politischer Satire’** As we will argue, this was not Prodromos’ intention,
although it does not exclude the possibility that the text contains satiri-
cal elements.*

In the following, we would like to take a closer look at how the Kazo-
myomachia is structured and how it repurposes its ancient models based
on the presumption that the poem is neither primarily drama nor politi-
cal satire.

A drama of one Mouse

The Katomyomachia naturally falls into two parts. The first includes the
prologue, the dialogue between Kreillos and Tyrokleptes and Kreillos’
speech. The second consists of a scene in which the nameless wife of
Kreillos, along with the chorus, awaits news from the battlefield. The
entire plot happens possibly over two consecutive days as the text itself
seems to suggest. (vv. 178-179: v adplov & Ewlev, & oTpatridTon |
TdvTog kwvijoo Bovlopat Buppadéiw).

The second part structurally resembles a drama (mostly due to the
dialogic exchanges among the wife of Kreillos, the chorus and the two
messengers), and students of this text have felt almost obliged to find
similarities to ancient plays to even more firmly position it as an heir to
ancient dramas. Petros Markakis compared the Katomyomachia to satyr
plays,** while Hunger ignored the clearly bipartite division of the text

» To be exact Hunger saw the Katomyomachia as satire and literary parody. The

Katomyomachia was meant to be a satirical treatment of the topos of mziles gloriosus; see
Hunger, Der byzantinische Katz-Mdiuse-Krieg, p. 59. A similar opinion was expressed by
W. J. Aerts in Pseudo-Homerus, Kikkermuizenoorlog, en Theodoros Prodromos, Katmuize-
noorlog, ed. and transl. by Willem J. Aerts (Groningen: Styx Publications, 1992), p. XVL.

2V La sativa bizantina dei secoli XI-XV ed. and transl. by Roberto Romano (To-
rino: Unione tipografico editrice torinese, 1999).
22

Hunger, Der byzantinische Katz-Miuse-Krieg, p. 57.

» See, for instance, Paul Magdalino, “Political Satire in Byzantium” in the forth-

coming Brill Companion on satire in Byzantium ed. by Przemyslaw Marciniak and In-
gela Nilsson.

24

Ozodapov Ipodpduov (ITrwyompodpduov) Katouvouayin, p. 22.
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and instead divided it into five acts.*> However, to compose drama in a
society where ancient playwriting belonged to the sphere of education
rather than a living theatrical tradition makes little sense.*® Therefore,
Prodromos, in our view, does not imitate ancient drama but, rather, by
joining together various structural elements, both dramatic and epic,
creates a text which transgresses narrowly defined genres. In other words,
the use of dramatic devices — dialogue, chorus, rbesis angelike*” — does
not make the Katomyomachia drama but proves that Prodromos experi-
mented with literary forms.

The use of the elements popular in dramatic texts is not novel or
unexpected in the genre of the mock-epic. The speaking names of the
mice in both the Batrachomyomachia and the Galeomyomachia, the only
extant ancient mock-epics, recall the speaking names from ancient com-
edy.*® Similarly, the ending of the Batrachomyomachia, in which crabs
sent by Zeus function as a deus ex machina, might have been inspired by
the scene from zhe Wasps which includes dancing crabs.*

While the first part of the Katomyomachia draws heavily on the I/iad,
the Persians by Aeschylus remains the main hypotext and architext for
the second part.* Prodromos structurally models the Katomoyomachia
on the Persians (as the architext). By employing a dramatic structure in
which events are narrated rather than described, Prodromos tells the
story from the perspective of its protagonists — the mice — and, at the
same time, differentiates it from the direct narrative of the Batrachomy-
omachia. Prodromos also uses scenes from Aeschylus’ text (thus using it

25

Hunger, Der byzantinische Katz-Miuse-Krieg, p.s1: [...] und es fillt nicht
schwer, die ganze Katomyomachia als ein klassisch gebautes Drama — wenn man will, in
fiinf Akten — darzustellen.

% On drama and theatre in Byzantium, see Marciniak, Greek Drama in Byzan-

tine times; Walter Puchner, ‘Acting in the Byzantine theatre: evidence and problems,
in Greck and Roman Actors: Aspects of an ancient profession, ed. by Pat Easterling, Edith
Hall (Cambridge: Cambridge University Press, 2002), pp. 304—24.

27 See, for instance, how Prodromos mixes various ancient traditions in the satire

Against the lustful old woman, Przemystaw Marciniak, ‘Prodromos, Aristophanes and a
lustful woman. A Byzantine satire by Theodore Prodromos), Byzantinoslavica 73 (2015),
pp- 23-34.

*  On speaking names in Aristophanic comedy, see Nikoletta Kanavou, Aris-
tophanes’ Comedy of Names: a Study of Speaking Names (Berlin/New York: Walter de
Gruyter, 2011).

»  On the nature of this scene and its mockery of the poet Karkinos, see J. Robson,

Humour, Obscenity, and Aristophanes (‘Tiibingen: Gunter Narr Verlag 2006), p. 170.

30 Aleksandar Popovi¢, ‘Prodromova Katomiomachija i Eschilovi Persijanzi,

Zbornik radova Vizantoloskog instituta 2930 (1991), pp. 98-123.
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as a hypotext) and builds upon them by showing the heroine in the same
situation but displaying a different range of moods and reactions. Both
heroines in the Persians and the Katomyomachia are nameless queens (it
should be noted that Aeschylus never mentions the name ‘Atossa’ in his
work), and are presented in the same situation — they await news from
the battlefield and receive very disturbing information. However, while
the Persian queen reacts with silence and dignity, Lady-mouse responds
to news in a completely different way.

BAZIAEIA

o1y Thhat SOGTNVOG EXTETANYUEN
xaxolg DepPdide yip 10 cuudopd,

T& wite Mo T Epwtiioon méo.

Buwg 8 &vdyxn Tuovig Bpotols dépety
Beirv idévTwy- mav & avarmtiboc wdbog
Aekov xataoTds, kel aTével Koolg Spwg:
Tig o TéBvnice, Tiva 88 ol mevBYoopey
6 Gpyeheloy, 8o éml oxnToLY i

oy Belg dvervdpov T Hpripov Bavev; 3!

Queen:

Long have I kept silent in my misery, struck with dismay at our dis-
aster, for this calamity is so great that it is not possible to say or even
to ask about its extent. Nevertheless, mortals must endure affliction
when it is heaven sent. [295] Compose yourself, and even though
you groan at our loss, relate the sum of our disaster and speak out!
Who is there that is not dead? Whom of our leaders must we be-
wail? Who, appointed to wield command, by death left his post
empty, without its chief ?

(Persae 290299, transl. H. W. Smyth)

On the contrary, Lady-mouse, upon having learnt that her son perished
(or to be exact was devoured by the cat) starts lamenting beyond any
measure, which finally irritates the chorus, who admonishes her by
pointing out that her behaviour is inappropriate.

Xopdg
Pépely TpETOV aE THY delpov aviny,
pofety 8t hordy témihorma Tob uébov.

3V Aeschyli Septem Quae Supersunt Tragoedias ed. by Denys L. Page (Oxford: Clar-
endon Press, 1972).
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‘Opevvétic Kpeihov

& o0 g8éve oyelv ToD Tévov T mikplo.
Xopde

Tig yobv 6vnaig éx yowy auetplog;

‘Opevvétic Kpethov
adT Sy prioan — kol teyel fdvw. (265)

Xopdg
i 87t ToUTo undt o aTpédery Béke.

‘Opevvétic Kpethov
Kol oG Gvertdy pn medpBou kel oTéver; (...)

Xopdg
uabety 64noov tamihorme Tob pébov.

Chorus
It is appropriate that you endure endless pain

and learn about the rest of the battle.

Kreillos® wife:
Yet I cannot refrain from the bitterness and from suffering.

Chorus:
But what is the advantage of such intemperate wailing?

Kreillos® wife:
I could use it and die quickly.

Chorus:
No, don’t turn to this!

Kreillos’ wife:
But how to endure without lamenting and wailing? [...]

Chorus:
You should learn about the rest of the battle.

(Katomyamacbia, V. 261-267, 270).

Kreillos’ wife not only transgresses decorum (mpémov), but perhaps even
more importantly, she reacts contrary to the audience’s expectations
set by the Persian queen opposite reaction to news from the battlefield
in the Persians. The Persians was one of the so-called triad (the three
most popular plays by ancient playwrights), so it was read by and known
to Prodromos’ audience, regardless of whether the audience consisted
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of his students or his peers.’* Therefore, when the chorus admonishes
Lady-mouse by telling her that it is not the moment for crying but for
asking what happened, it also reminds her that she should follow and
not deviate from the literary model. The excessive lamentation will be
allowed only in the second part of the scene, when the chorus states
that now lament is appropriate (again - mpémov) because this time Lady-
mouse may behave differently than Atossa.’* Accordingly, this part of
the scene breaks with the Persians and offers a different scenario.

The use of the Persians, though, is only the first layer of the inter-
textual game Prodromos plays with his listeners/readers. Lady-mouse’s
lamentation is mostly built from (modified) lines from Euripides’ trag-
edies.’* In this respect, Prodromos follows his own advice he gives in the
Bion Prasis:*> when Euripides is put up for auction, a potential buyer
calls him ‘a moaner’ (6 ¥Adwv) as the usefulness of this great playwright
lies in his ability to help his buyer lament the loss of his untimely de-
parted daughter

“Exepoc Ayopaatic

AN #yoye, & Epui, OV dypig Mudv dmpatov Qvicopat ToUTOV
xetadpyyioovtd pov Tob Buyatplov pkpod, Tpd TadTYG NuepdY Ek wéowy
TGV VOUPHYWY AvypTaapévon. ¢

Another Buyer
But I, O Hermes, will buy this man whom you have still not been

able to sell, so that he may lament for me my daughter, who was
snatched away from the bridal chambers a few days ago.

It would be unwise to understand the Katomyomachia as a simple Byz-
antine rewriting of ancient drama. Prodromos plays with the dramatic

32 Przemystaw Marciniak, “The Dramatic Afterlife. The Byzantines on ancient dra-

mas and their authors, Classica et Mediaevalia 59 (2009), 120-37.

33 For a more thorough analysis of the parody of lament in Katomyomachia, see

Przemystaw Marciniak, ‘Lament in the mousehole — playing with conventions of lament
in Theodore Prodromos’” Katomyomachia) in Lament as performance in Byzantium, ed.
by Niki Tsironis in collaboration with Theofili Kampianaki (forthcoming).

3 See the exhaustive, if sometimes misleading, apparatus in Hunger’s edition.

Interestingly enough, Prodromos uses the same lines from Euripides plays in both the
Katomyomachia and the Bion Prasis, see for instance Hekabe 1056 = the Katomyomachia
252 and the Bion Prasis 89.

3 See Marciniak, “Theodore Prodromos’.

36

The newest editions of Bion Prasis prepared by Eric Cullhed in Przemystaw Mar-
ciniak, Taniec w roli Tersytesa. Studia nad satyrgq bizantysiskg (Katowice: Wyd. Uniw. SL.
2016), pp. 183-204, here at p. 197, 99.1.
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form but also builds upon the dramatic images ingrained in the minds of
the educated. In a way, to say that Prodromos attempts to revive ancient
drama with the Katomyomachia would be a simplification. Rather, he
reuses old forms to create a new form to help him win the interest of his
patron(s).

Rewriting Mock-Epic Poetry (and More)

The aforementioned Bion prasis and the Katomyomachia have more
similarities. The former is a continuation of the previous day’s auction
when Zeus and Hermes auctioned the bio7 of philosophers. Similarly, in
the Katomyomachia, the mice recall their battles with frogs and weasels
in direct and indirect allusions to the Batrachomyomachia and perhaps
the Galeomyomachia (indirect as, while speaking about the war with
weasels, Prodromos alludes to the passage from the Batrachomyomachia
where the mice commemorate this battle). The intertextual relationship
functions on two levels. The first is intradiegetic as the mice themselves
discuss the characters and events of the previous battle(s) recorded in
the story of the Batrachomyomachia:

Tupoxdéntng

odx oloBe, g TOV TPV CUVIGTOVTEG péBov
TpdG TO TTPATEV AL TV Yoh@V Kol BorTpdywy,
Kol CUUUAY WY KPATITTOY elyoue vEdog

Tyrokleptes

Don’t you know what a most outstanding group of allies
we had earlier when we fought
the army of weasels and frogs?

Katomyomachia, vv. 71-73
y

The second level manifests itself in the conventions of both epic and
mock-epic, humorous versions of the formulas of the serious epic: de-
scriptions of soldiers preparing for the battle (the discussion between
Kreillos and Tyrokleptes), depictions of heroic deeds (Kreillos” mono-
logue) and, finally, the participation of gods in the action (Zeus’ promise
to help the mice). The differences between the Batrachomyomachia and
its Byzantine version arise primarily as Prodromos plays with many lit-
erary conventions and zopoi while subverting the traditional mock-epic
framework. As Rafaella Cresci noted, the mice from the Katomyomachia
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are remarkably anthropomorphised; they sacrifice cows, ride horses and
wield human weapons.*” This stands in sharp contrast to the Batracho-
myomachia where the animals have more fitting armament — breastplates
made from the flax of beats and shields made from cabbage leaves. While
Prodromic mice are as voracious as other literary rodents, they are also
depicted as brave and valiant (at least from the moment when they decide
to wage war against the oppressors).** It is worth noting that the mice
depicted in both the poem of Christopher of Mytilene and the mouse-
protagonist of the Schede tou Myos can be brave, too. Their motivation
is, however, far less noble since they are driven by their voraciousness.*
The beginning of the poem (vv. 1—13) which describes the pitiful state
of the mice which live in the dark is an intertextual play with a letter by
Gregory of Nazianzus to Basil the Great.* Kreillos compares his fellow-
mice to the Cimmerians who live in the darkness and have poor sight:

Kpethog

o ot {odwdes Kuppépror Tod Aéyov,
ol Iovtik@v &xoves duBlvomioy
{8dway Egdunvov elkxov ot Blov;

3 Rafaella L. Cresci, ‘Parodia e metafora nella Catomiomachia di Teodoro Pro-

dromo), Eikasmos X1I (2001), pp. 197-204.

% On the voraciousness of the mice, see Christophori Mitylenaii Versuum Variorum

Collectio Cryptensis, ed. by Marc de Groote (Turnhout: Brepols, 2012), no. 103. Eig todg
&v 7] <oixig adTod ude>.

The voracious mice of this home

who (...) everything (...)

giving themselves over to marriages and births

they <turn> my house into their colony [...]

(The poems of Christopher of Mytilene and John Mauropous, ed. and transl. by
Floris Bernard and Christopher Livanos (Cambridge, MA, 2018), p.20s, vv. 1-5). For
Eustathios of Thessalonike’s complaints about mice ‘plundering’ his houschold, see Die
Briefe des Eustathios von Thessalonike. Einleitung, Regesten, Text, Indizes, ed. by Foteini
Kolovou (Berlin-Boston: De Gruyter 2006), ep. 6. On this letter Michael Griinbart,
‘Store in a cool and dry place: perishable goods and their preservation in Byzantium) in
Eat, drink and be merry (Luke 12:19). Food and wine in Byzantium. In honour of Professor
A.AM. Bryer, ed. by Leslie Brubaker, Kallirroe Linardou (Burlington: Ashgate, 2007),
pp- 39—49 (pp- 42—43).

¥ Christophori Mitylenaii Versuum Variorum Collectio, vv. 64—66. For the descrip-

tion of the mouse in the Schede ton Myos, see Przemystaw Marciniak, ‘A Pious Mouse and
a Deadly Cat: the Schede tou Myos Attributed to Theodore Prodromos, Greek, Roman
and Byzantine Studies 57.2 (2017), pp. 507-27.

# Silvio Mercati, ‘Il prologo della Catomyomachia di Teodoro Prodromo ¢ imitato
da Gregorio Nazianzeno, Epist. IV (Migne, PG 37, col. 25B), Byzantinische Zeitschrift

24 (1923—197_4),p. 28.
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Kreillos

Like the devoid of light Cimmerians from the story,
Who had the poor eyesight of mice,

Living half of the year in darkness.

(Katomyomachia, v. 11-13)

“The Cimmerians from the story’” (tod Aéyov) alludes to the eleventh
book of the Odyssey which mentions the Cimmerians who live in a
land without sun (Od. 11.14-20). However, Prodromos imitates the
Odlyssey only indirectly by alluding, as stated, to the work of his mas-
ter, Gregory, who describes the Cimmerians living in the eternal shadow
(008¢ v uépog g {wijg doxiov Eovteg), most likely following Homer’s
description.*" Prodromic imitation, though, goes deeper than merely
reusing Gregory’s letter. While Gregory writes about the Cimmerians
from Pontus (movtixol Kuypépiot), Prodromos’ phrase is a clear instance
of wordplay — the Cimmerian suffer from ‘Pontic poor eyesight’. In Pro-
dromos’ time, TovTikd¢ meant a mouse,** so he in effect states that the
Cimmerians were as blind as mice. Moreover, Gregory writes, ‘¢yo 8¢
oov tov TTévrov Bavpdoopo kel Ty movtikiy Eoudnplay kol Ty duyis
é&iorv povpy’ (‘T will admire your Pontus and Pontic darkness as the only
abode worthy of refuge’). The use of the word ¢vyfjg recalls for the reader
the mice as refugees rather than simply creatures that prefer to live in
the darkness. They are simultaneously similar to and different from the
Cimmerians.

' Paul Gallay, Saint Grégoire de Nazianze. Lettres, 2 vols (Paris: Les Belles Let-

tres, 1964—1967), ep. 4, 4. On Prodromos’ use of the writings of Gregory, see Nikolaos
Zagklas, “Theodore Prodromos and the use of the poetic work of Gregory of Nazianzus:
Appropriation in the service of self-representation) Byzantine and Modern Greek Studies
40/2 (2016), pp. 223-42.

2 See, for instance, the schedographical dictionary, dated by Agapitos Panagiotis
to the twelfth century: kol uis [...] 6 movtixds, & dike, Jean F. Boissonade, Anecdota graeca
e codicibus regiis, Vol. IV (Paris: Excusum in Regio Typographeo, 1832), pp. 366—412;
Panagiotis Agapitos, ‘Learning to read and write a schedos: The verse dictionary of Par.
gr. 400} in Pour une poétique de Byzance: Hommage d Vassilis Katsaros, ed. by Stephanos
Efthymiadis, Charis Messis, Paolo Odorico, Ioannis Polemis (Paris: Centre d'études byz-
antines, néo-helléniques et sud-est européennes: Ecole des Hautes Erudes en Sciences
Sociales, 2015), pp. 11-24. Traditionally, a shrew mouse (pvyshy) was believed to be
blind (see, for instance, Eutecnius Soph., Paraphrasis in Nicandyi Theriaca, 63.17). Aris-
tophanes of Byzantium is even more specific when he claims that shrew mouse has small
eyes and aufleic (dim); see Spyridon P. Lampros, Excerptorum Constantini de natura
animalinm libri duo. Aristophanis bistoriae animalium epitome [Commentaria in Aristo-
telem Graeca suppl. 1.1] (Berlin: Reimer, 1885), 2.373.1. Perhaps Prodromos was not so
peculiar when it comes to distinguishing between various mouse-like animals.
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Yet another example of such a multi-layered scene arises in Kreil-
los” dream when the mice leader threatens the King of the Gods unless
he helps the mice. The first, most obvious allusion is to Agamemnon’s
dream from the liad (B 16-20). In the dream, Oneiros appears dis-
guised as Nestor to convince Agamemnon to launch a full-scale attack
on Troy. Similarly, Zeus appears to Kreillos disguised as the wise elder
Tyroleichos (v. 85: @ Tvpohelyw, T¢ dpoviuw mpeafity). This scene is
possibly also an allusion to the famous statement of Xenophanes of
Colophon (quoted by Clement of Alexandria) that, if cattle, horses and
lions had hands, they would shape the image of the gods in the likeness
of their own.* In the lliad, Zeus sends the dream to fool Agamemnon,
Prodromos alters the scenario, and in this case, it is Kreillos who black-
mails Zeus, threatening to eat the sacrifices in the temple (vv. 106-107:
Ty mpooedav eig vady T@v Bupdtwy / dmavte Bow Tpdg Tpodny T
xothiag). Prodromos plays with numerous traditions here. First, in one
scene of the Batrachomyomachia, the gods refuse to help as they are an-
gry with mice which destroy their temples eating whatever they can find
there (Batr. 174-186). Second, this humorous scene is also modelled
on the passage from Aristophanes’ Birds (Aves 1515-1525) in which
birds blackmail the gods by blocking the sacrificial smoke upon which
the gods feast.

The Batrachomyomachia was read in Byzantium as a text with a clear
didactic purpose, and the same can be said of the Katomyomachia. How-
ever, Prodromos, once again, goes one step further. When Kreillos de-
scribes his lineage and upbringing, he lists the same military skills num-
bered by Prodromos in his poem on the birth of Alexios, son of Irene
and Andronikos. The military training of young aristocrats — whether
mice or young Byzantine aristocrats — consisted of horse riding, sword,
pole wielding and archery (the Katomyomachia 150169 = Carmina
historica 44.68-91). There is no subversion in this image. The Prodromic
mice leader is not a cowardly figure, but quite to the contrary, Kreillos
proposes to fight the enemy openly (v. 61 cvaTddny, lit. close in com-
bat) rather than secretly (v. 62 haBpiding). Whether this reflects a real
military or political situation when a Byzantine general (perhaps the em-
peror himself) preferred direct confrontation remains unclear.

In this poem, Prodromos joins together two conventions: the epic
and drama. He gives his audience both the expected and the unexpected

® Die Fragmente der Vorsokratiker, Griechisch und Deutsch, ed. by Hermann Diels
and Walther Kranz (Berlin: Weidmannsche Buchhandlung, 1903), fr. 15.
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by simultaneously alluding to the Batrachomyomachia, the Iliad and
dramatic tradition, both tragic and comic (e.g. while using the double
meaning of the word movtikdg, playing with the character of Lady-
Mouse and re-purposing the dream of Agamemnon). One reason for
this scheme surely was to amuse audiences looking for novelty.* Pro-
dromos did not intend to write a drama but, rather, experimented with
many genres creating a sequel for one of the most popular texts among
the Byzantines, the pseudo-Homeric Batrachomyomachia. As in other
texts of Prodromos, the focus and meaning of this work shift depending
on the performative context.* When presented in theatron, the Kato-
myomachia could have been understood as yet another subversive treat-
ment of ancient topoi and literary texts. When read in the classroom,
this text could have been Prodromos” own introduction to the study of
literature, which he upgraded by reusing not only the //iad but also other
literary texts that formed the school curriculum, such as Aeschylus’ Per-
sians, Euripides’ Hekabe and Aristophanes’ Birds. Moreover, Prodromos
makes the text more relevant for his contemporaries by including didac-
tic elements, which he elaborated elsewhere.

Abstract

This paper discusses a twelfth-century work by Theodore Prodro-
mos, the Katomyomachia — a cat and mice war, a poem of 385
verses written in the dodecasyllable. It is argued that the Kazomzy-
omachia, even if it contains some dramatic elements (e.g. chorus,
rhesis angelike) and recycles lines from ancient drama, is not an
attempt to revive ancient drama. It should rather be seen as a Byz-
antine version of mock-epic and an attempt to write an updated,
Byzantine interpretation of the Batrachomyomachia. This paper
offers several examples of how Prodromos (re)uses and joins to-
gether various ancient texts and traditions in his own poem.

*  Constantine Manasses in his speech for Michael Hagiotheodorites communi-

cates this need for novelties very clearly: “A human being is an animal who loves nov-
clties. And what is customary he considers to be tedious while he desires novelties in
histories, songs and in pictures (¢rhéarvov yép {Hov & dvBpwmog kel 6 utv avvnfeg fyntan
TpoTKopés, MyveveTou 88 Tepl T8 TpWTwG ApTLydueve év ioToplag, &v douaaty, &vypadeais);
cf. Konstantin Horna, ‘Eine unedierte Rede des Konstantin Manasses, Wiener Studien
28 (1906), p. 174.

® For other texts, see Zagklas, Neglected Poems, pp. 73—87.
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ANDREAS RHOBY
The Poetry of Theodore Balsamon

Form and Function™*

Introduction

Theodore Balsamon, born in Constantinople between 1130 and 1140
and died after 1195, is mainly known for his canonical work, the com-
mentary on the so-called nomokanon of fourteen titles. His life span
corresponds almost exactly to the reigns of the Komnenian emperors
Manuel I Komnenos (1143-1180) and Isaac IT (1185-1195), stemming
from the house of the Angeloi.” Balsamon occupied high positions in
the church hierarchy: he was deacon of the Great Church, and was later
promoted to the positions of nomophylax and chartophylax (first sec-
retary of the patriarch).> He reached the climax of his career between
¢. 1185 and 1190, when he served as the titular patriarch of Antioch.?
The emperor Isaac II Angelos even considered the possibility of Bal-
samon’s election as patriarch of Constantinople, but eventually another
candidate, namely Dositheos, former patriarch of Jerusalem from 1187
to 1189, was preferred; the latter served from 1189 to 1191. Balsamon
also acted as the abbot of monasteries in Constantinople, he was the

*  'This article was written within the framework of the project “Byzantine Po-

etry in the ‘Long’ Twelfth Century (1081-1204): Texts and Contexts,” funded by the
Austrian Science Fund (FWF) (P28959-G25). An ecarlier version was presented at the
VII Convegno Internazionale “Poesia Greca ¢ Latina in Eta Tardoantica ¢ Medievale —
L’Epigramma” at the University of Macerata (Italy) on 30 November, 2016. Isincerely
thank Nikos Zagklas for his comments on an earlier draft of this paper.

' On this period one may consult the classical study by Charles Brand, Byzantium
confronts the West, 1180—1204 (Cambridge, Mass.: Harvard University Press, 1968) and
the recent collective volume by Alicia Simpson (ed.), Byzantium, 1180—1204: “The Sad
Quarter of a Century’? (Athens: The National Hellenic Research Foundation, 2015).

2 On his seal the office of chartophylax is attested: Zdpdyioua tadta kol ypad@v

kol wporkTéw / yopTodvhaxog Bakoauuwy Ozodwpov, ed. George Zacos and Alexander Ve-
glery, Byzantine Lead Seals, Vol. 1, Part I11: Nos. 2672-3231. Imperial and Allied Seals: 4
to XIV" Centuries. Non-Imperial Seals: VI" to IX* Centuries (Basel: 1972), p. 1535.

3 There are various opinions regarding the dating of Balsamon’s patriarchate, see

Konstantinos Pitsakes, 70 x@oua yduov Ayw cvyyeveing eBdduov Baduod & aiuarog oro
Bolavrivé dixeuo (Athens and Komotene: Sakkulas, 1985), p. 346, n. 84.

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 111-145
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115586
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“first” (mp@tog) of the Blachernai monastery, and later he served as the
abbot of the monastery fon Zipon, to which two of his epigrams also
refer (nos. 9 and 36, perhaps also 37, see below p. 117).4

Balsamon’s major literary output is the aforementioned commentary
on the nomokanon of fourteen titles, a collection of canon law, whose first
version dates back to the reign of Herakleios in the seventh century.s In
the course of the centuries more material was added as well as prologues.
Probably in 1177,° Balsamon - as ordered by the emperor Manuel I —
produced a first version of an additional prologue for the work and a
commentary on the basis of previous sources. However, he did not cease
adding to the commentary in the following years: as one can learn from
the prologue book epigram on the commentary, the work is dedicated
to the George II Xiphilinos, who served as patriarch of Constantinople
from 1191 to 1198. Balsamon’s epilogue poem on the nomokanon is also
preserved. Both will be discussed later in this paper (p. 115-117).

Balsamon’s preserved ceuvre also encompasses further canonical
treatises” and letters® which he exchanged with some contemporaries,
among them Eumathios Makrembolites, a high judge, perhaps also the
author of one of the four Komnenian novels,® if Balsamon’s Eumathios

*  The best overview about Balsamon’s life and work is currently provided by the
concise lemma of Spyros Troianos, ‘Byzantine Canon Law from the Twelfth to the Fif-
teenth Centuries) in Wilfried Hartmann and Kenneth Pennington (eds), 7he History of
Byzantine and Eastern Canon Law to 1500 (Washington, D.C.: Catholic University of
America Press, 2012), pp. 170-214: here pp. 180-83. See also Gerardus P. Stevens, De
Theodoro Balsamone. Analysis operum ac mentis iuridicae (Rome: Libr. Ed. della Pont.
Univ. Lateranense, 1969); Horna, Epigramme (see n. Io), pp- 165—-71; Alex Rodriguez
Suarez, ‘Interaccién entre Latinos y Bizantinos en visperas de la Cuarta Cruzada (1204):
el testimonio de Teodoro Balsamén) Estudios bizantinos, 4 (2016), pp. 95—105. An ex-
tensive list of Balsamon’s work and secondary literature is to be found in the unpub-
lished PhD thesis by Elias Ch. Nesseres, H [ludeie otypy Kwyoravrvosmoly xerd tov 12°
awyve (loannina 2014), pp. 99—106.

> Georgios Rhalles and Michael Potles, Zvvrayua v Seiwy xal iepiv xavévwy
[..], vol.I (Athens: Chartophylax, 1852), pp.s—335 = Patrologia Graeca, vol. 104,
pp-975sA-1217B.

¢ Troianos, Byzantine Canon Law, p. 181.

7 See, e.g., the list in Andreas Schminck and Dorotei Getov, Repertorium der
Handschriften des byzantinischen Rechts, Teil 11: Die Handschriften des kirchlichen Rechts
I (Nr. 328-427) (Frankfurt/Main: Photios-Verlag, 2010), pp. 252-53.

8 Horna, Epigramme (sce n. 10), pp. 212-15.

°  Elizabeth Jeftreys, Four Byzantine Novels. Theodore Prodromos, Rhodanthe and
Dosikles. Eumathios Makrembolites, Hysmine and Hysminias. Constantine Manasses,
Aristandros and Kallithea. Niketas Eugenianos, Drosilla and Charikles. Translated with
Introductions and Notes (Liverpool: Liverpool University Press, 2012), pp. 159-65.
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Makrembolites is indeed identical with the novel’s author of the same
name. Macrembolites” tomb epigram was also composed by Balsamon
(see below pp. 120-121).

Balsamon’s poetry has already been mentioned a few times: more than
40 poems are transmitted under his name. They were edited by Konstan-
tin Horna, a Viennese schoolteacher of Greek and Latin, in 1903.' This
solid study is also equipped with a thorough written introduction as well
as with comments on language and meter, the dodecasyllable verse. !

The epigrams’ content makes it clear that Balsamon was more than a
canonist and a high clergy man: the wide range of his poetic output reveals
that every now and then he also served as an author on commission, a pro-
fession which he shared with other authors, especially those of the middle
of the twelfth century, e.g. Theodore Prodromos, John Tzetzes, Constan-
tine Manasses and others, many of whom belong to the so-called “circle” of
the famous sebastokratorissa Eirene, the emperor Manuel I's sister-in-law. ">

Theodore Balsamon’s Poetry

Balsamon’s poetry is mainly transmitted in the Cod. Marc. Gr. 524, one
of the most famous Byzantine manuscripts. The miscellaneous codex
was put together by a scribe towards the end of the thirteenth century.
Its content is very broad: it includes prose works, such as the Geoponica, a
compilation of the tenth century; works by Michael Psellos, the famous
Byzantine author of the eleventh century; and speeches by Arethas of
Kaisareia, the bishop and scholar of the late ninth / early tenth century.*?

1 Konstantin Horna, ‘Die Epigramme des Theodoros Balsamon, Wiener Studien,

25 (1903), pp. 165—-217.

11

Ibidem, pp. 171-76.

12 Elizabeth Jeffreys, “The Sebastokratorissa Irene as Patron) in Lioba Theis,
Margaret Mullett and Michael Griinbart (eds), Ferale Founders in Byzantium & Be-
yond (Vienna: Bohlau-Verlag, 2014) (= Wiener Jahrbuch fiir Kunstgeschichte, 60/61
[2011/2012]), pp. 177—194. As to poetry, mention also has to be made of Euthymios
Tornikes, attested as patriarchal deacon in 1191, who devoted a multimetric encomiastic
cycle to Isaac IT Angelos: Athanasios I. Papadopoulos-Kerameus, Noczes Petropolitanae.
Sbornik vizantijskich tekstov XII-XIII vékov (Leipzig: Zentralantiquariat der Deutschen
Demokratischen Republik, 1976 [reprint of the edition Sankt-Petersburg 1913),
pp- 188-98; see the article of Nikos Zagklas in this volume.

13

A full description of the manuscript is provided by Elpidio Mioni, Bibliothecae
Divi Marci Venetiarum Codices Graeci Manuscripti. Thesaurus Antiquus, vol. 11 (Rome:
Istituto Poligrafico e Zecca dello Stato 1981), pp. 399—407.
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In addition, the codex’ scribe also compiled an anthology of poet-
ry from both known and anonymous authors of the eleventh and the
twelfth centuries.'* It is with Theodore Balsamon’s collection of poems
that this anthology begins (following a collection of gnomes). 39 po-
ems are preserved on folios 89'—94% "5 the collection is introduced by
a long title which provides information about Balsamon’s career steps
(yxepTodthak, vopodtdak, mp@tog TV Blayepvav, Tpwtogtykelhog and
metpdpyms Avrioyelog). ' Interestingly enough, the scribe copied three
more poems from Balsamon’s collection on fol. 977 This is probably
due to the fact that after fol. 947 no further space was available to copy
the three missing poems, because on fol. 94" Constantine Manasses’ so-
called Hodoiporikon, an account of a journey to the Holy Land in the
middle of the twelfth century, begins.”® On fol. 9, however, there was
apparently still space available, because a long anonymous (still unedit-
ed) poem on toothache, consisting of 168 verses, only starts in the mid-
dle of the page.” The three epigrams copied on fol. 9" (nos. 40-42 in
Horna’s edition) have nothing in common, apart from the fact that they
form the end of the collection copied on folios 89'~94": the first one (no.
40) of the three poems, consisting of only three verses, refers to Moses;
the second one (no. 41) tells about a young (or little) eunuch who wants

' Foteini Spingou, Words and Artworks in the Twelfth Century and Beyond: The
Thirteenth-Century Manuscript Marcianus Gr. 524 and the Twelfth-Century Dedicatory
Epigrams on Works of Art (DPhil thesis, University of Oxford 2013). A first transcrip-
tion of many poems in the codex was published by Spyridon P. Lampros, ‘O Meapxiavog
«3 524, Neos Hellenomnemon, 8 (1911), pp. 3-59, 123-92.

15

Lampros, ‘O Moapxiavds k@€, pp. 131-37; Spingou, Words and Artworks,
Pp-312-14.

¢ Horna, ‘Epigramme;, p. 178. The title of the first epigram (no. 1) is added to the
main title without break.

17 These are not poems which were already copied on folios 89"~94" as stated by

Foteini Spingou, “The Anonymous Poets of the Anthologia Marciana: Questions of
Collection and Authorship) in: Aglac Pizzone (ed.), The Author in Middle Byzantine
Literature. Modes, Functions, and Identities (Boston and Berlin: De Gruyter, 2014),
Pp- 139—53: here p. 140. A further epigram which is perhaps to be attributed to Bal-
samon is preserved on fol. 18", ed. Lampros, ‘O Mapxiavdg k@81E, p. 17 (no. 42), cf. An-
dreas Rhoby, “Zur Identifizierung von bekannten Autoren im Codex Marcianus Graecus
s24’, Medioevo Greco, 10 (2010), pp. 167-204: here 197-98.

'8 Konstantin Horna, ‘Das Hodoiporikon des Konstantin Manasses, Byzantinische

Zeitschriff, 13 (1904) 313-55; a new edition of the text is by Konstantinos Chryssoge-
los: Kwvoravtivov Mavessf Odotmopixdv. Kpiruj éxdooy — uerdppasy — ayére (Athens:
Ekdoseis Sokole, 2017).

19 Only the first two and the last two verses have been edited so far: Lampros, ‘O

Mopxiavde kx@diE, p. 12 (no. 37).
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to begin schedography,* and the third, the longest one (no. 42), consist-
ing of 9 verses, is written for a basin in the public bath of the monastery
ton Hodegon in Constantinople.*" It is very likely that the last poem was
meant to be inscribed on the object, as is the case with so many verses in
the Marciana collection.*

In addition to the cod. Marc. Gr. 524, some of Balsamon’s poems
are (also) preserved in other codices:** this applies, of course, especially
to the aforementioned epigrams on his zomokanon commentary, which
has a broad transmission history in its own right.** While the epigram
mentioning the dedication of the commentary to the patriarch George
Xiphilinos in its title (no. 39) was copied into the Marcianus (fol. 94"
Ei¢ 76 map” abto0 auvrebey vopokdvovoy mpds TOV Ay1ToTOV TRTpLApY Y
xDpwv [echpyrov Tov Erdrdivoy — “On the nomokanon compiled by him for
the most holy patriarch George Xiphilinos”), the epilogue epigram (no.
44) is missing from this manuscript.

Another poem, not preserved in the Marcianus codex either, is pub-
lished as no. 45 in Horna’s edition. It differs from the rest insofar as it is
not written in dodecasyllables, but in 72 hexameters. Thus, Horna was
tempted to deny Balsamon’s authorship of these verses.* In my view,
however, there is plenty of evidence to prove Balsamon’s paternity of the
poem: 1) it serves as a book epigram of Balsamon’s zomokanon commen-
tary because they are transmitted together, 2) in most of the manuscripts
the poem is transmitted under the name of Balsamon,** 3) Balsamon is
mentioned in the last six verses, namely within the typical structure of

20

On schedography and this poem, see below pp. 139-140.

21

Sece below pp. 134-135.

* Spingou, Words and Artworks, passim. On Balsamon’s epigrams used as inscrip-

tions see below pp. 126-138.

»  Horna, ‘Epigramme, pp. 177-78. Horna does not mention that no. 41 is also

transmitted in cod. Par. gr. 2511, 76" (see below p. 139 n. 152).

% See the list of manuscripts collected at http://pinakes.irht.cnrs.fr/notices/

ocuvre/1395/.

»  Horna, ‘Epigramme), pp. 177-78: “Ganz unméglich aber scheint es mir, fiir Nr.

45 Balsamon verantwortlich zu machen”.

%6 Not only in the younger codices Vat. Ottob. Gr. 96 (fols 2) (sixteenth cen-

tury) and 339 (fols 157) (sixteenth/seventeenth century) (and, very likely, also Escor.
X1I18 [Andrés 378] [252"—253"] [sixteenth century]), as stated by Horna, ‘Epigramme;,
p- 178, but also in the codices Laur. Plut. 5, 2 (fol. 57) (fourteenth century) and Sin. Gr.
1609 (fols 12~13") (fifteenth century).
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such (book) epigrams: salvation of the soul is requested as a reward for
his work.>”
These last six verses of the epigram run as follows:

T@ 8" ad Avtioyeing Tamev TaTpidpyn
Beahoopiy @codwpw, ¢ T@ve” otpaviny
TWUATOY TOMTEVTEY dmelpeaiovg Suvdiuels
70 TAavTwY Te vépwy tmoxBoviny xerdduoty,
mpiv Mjye Opdvov Avtioyelng mdpog kudpijs,
owtnplay Yyie TadTNg Yo TéptL Bpnvel.

For the humble patriarch of Antioch,
Theodore Balsamon — who achieved (to describe)
the boundless powers of these heavenly bodies
70 and earthly setting of wandering laws,
before he reached the throne of formerly glorious Antioch* -
salvation of the soul because he mourns for it.

There is a further (fourth) argument to stress Balsamon’s authorship
of the hexameter epigram on the nomokanon: in Byzantium it was not
uncommon to equip publications with prologue and epilogue book
epigrams, regardless of whether the work itself was in verse or in prose.
There is evidence that these book epigrams are sometimes written in a
meter differing from the meter of the work they introduce as a prologue
or close as an epilogue.* One such case is the dedicatory book epigram
of Theodore Prodromos’ novel: while the novel is composed in dodeca-
syllables the prologue epigram consists of hexameters.?* A good example
to compare is the verse chronicle of Constantine Manasses, composed

27

On this topos Andreas Rhoby, “The Structure of Inscriptional Dedicatory Epi-
grams in Byzantium), in Clara Burini De Lorenzi and Miryam De Gaetano (eds), La po-
esia tardoantica e medievale. IV Convegno internazionale di studi, Perugia, 15—17 novem-
bre 2007. Atti in onore di Antonino Isola per il suo 70° genetliaco (Alessandria: Edizioni
dell'Orso, 2010), pp. 309-32.

#  From this penultimate verse we also learn that Balsamon had apparently finished

most of his work on the commentary on the nomokanon commentary before he was
promoted to the bishopric of Antioch (in ¢. 1185, see above p. 111). The verses 69—70
are difficult to understand but they very likely refer to his canonical work.

29

Wolfram Horandner, “Zur Topik byzantinischer Widmungs- und Einlei-
tungsgedichte), in: Victoria Panagl (ed.), Dulce melos: la poesia tardoantica e medievale;
atti del 11T Convegno internazionale di studi, Vienna, 15-18 novembre 2004 (Alessandria:
Edizioni dell'Orso, 2007), pp. 319-35.

30 Panagiotis A. Agapitos, Poets and Painters. Theodoros Prodromos” Dedicatory

Verses of his Novel to an Anonymous Caesar} Jahrbuch der Osterreichischen Byzantinis-
tik, 50 (2000), pp. 173-8s. On this issue, see the article by Nikos Zagklas in this volume

(pp- 43-70).
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in the middle of the twelfth century:*' the chronicle is introduced by
a prologue poem in dodecasyllables and closes with a hexameter poem
with acts as an epilogue.**

As already pointed out, Balsamon’s verses served various purposes.
However, it seems the collection of Balsamon’s poetry as it was copied
into the Marcianus Gr. 524 does not represent the author’s entire col-
lection, but rather the scribe’s or his commissioner’s taste. Not even
all his poems from the zomokanon commentary are preserved in this
manuscript, as shown above. Within the Marciana collection of Bal-
samon’s poetry there are only a few epigrams which belong together:

The epigrams 1-6 in Horna’s edition refer to Old Testament subjects;
they were perhaps used as paratexts in illuminated manuscripts.** Nos. 7
and 8 were probably meant to be inscribed on an altar or on an altar cloth,
as can be told from the label Ei¢ tpdela &yovouy iotopnuévoy tov Seimvoy
(“On an altar which has depicted the Last Supper”) of no. 7.3 No. 9 is
of completely different content: the title tells us that it was written on
Balsamon’s cell in the so-called monastery t@v Ziw@v, presumably next to
the entrance or directly on the door. The monastery, which, either located
in Constantinople or nearby,*s has not been identified so far — we only as-
sume that it was the monastery to which Balsamon retired after his time
as titular patriarch of Antioch* —, is also mentioned in epigram no. 36.

3t Odysseas Lampsidis, Constantini Manassis breviarium chronicum (= Corpus

Fontium Historiae Byzantinae, vol. 35/1-2) (Athens: Academia Atheniensis, 1996).

32 In the recent edition by Lampsidis it was wrongly printed at the beginning of the

chronicle: cf. Hérandner, “Topik’, pp. 332-33.

3 On this issue Andreas Rhoby (nach Vorarbeiten von Rudolf Stefec), Aus-
gewihlte byzantinische Epigramme in illuminierten Handschriften. Verse und ibre
sinschrifilicheVerwendung in Codices des 9. bis 15. Jahrbunderts (= Byzantinische Epi-
gramme in inschriftlicher Uberli(ﬁmng, vol. 4) (Vienna: Verlag der Osterreichischen
Akademie der Wissenschaften, 2018).

3% For still preserved Byzantine epigrams on altar cloths, cf. Andreas Rhoby, Byzan-

tinische Epigramme auf Teonen und Objekten der Kleinkunst (= Byzantinische Epigramme
in inschrifilicher Uberlieferung, vol. 2) (Vienna: Verlag der Osterreichischen Akademie
der Wissenschaften, 2010), pp. 369-90.

3 If the monastery was not situated in Constantinople, there could be a connec-

tion with the toponym Zipoition which is attested as a city located on the Bythinian
peninsula in Antiquity (but not in Byzantium): cf. Christian Habicht, “Zipoition, in
Paulys Realencyclopidie der classischen Altertumswissenschafien, 11 10a (1972), p. 460.
On the monastery, see also Konstantinos Pitsakes, ‘H #xtaoy g £ovalag évog dmepopiov
TTpdpyn: 6 TorTpLdpyng Avtioyeing oty Kavotavtvovmoly tov 120 aidve, in: Nicholas
Oikonomides (ed.), 70 Bvldvrio xard: Tov 120 outhve. Kawvovixd Aixato, xpdivos xau xotvavie
(Athens: 1991), pp. 91-139: here 133-39.

3¢ Cf. Horna, ‘Epigramme;, pp. 168-69.
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While epigram no. 9, attached to his cell,”” can be interpreted as a
critique on the luxurious life of the patriarch — perhaps written due to his
frustration at not having been installed as patriarch of Constantinople
himself —,** no. 36 with the title Ei¢ thv poviy 7@v Zim@v was probably
not inscribed.?* It is addressed to the emperor Isaac II, but it is mainly a
lament about the destructive power of time — ypévog, a not uncommon
symbol in Byzantium —,* which would attack the monastery’s beauty.
No. 37 also refers to Balsamon’s cell, perhaps located in the monastery zo7
Zipon,*' but it can also refer to another monastery to which Balsamon
had to withdraw, perhaps in the time before the ascension of Isaac II.+

Further epigrams can be classified as follows:

Tomb Epigrams

Within Balsamon’s collection there are four tomb epigrams, namely the
nos. 11,12, 13 and 19 in Horna’s edition. They are of different length, rang-
ing from 16 to 37 verses, but still not too long to have perhaps served as
tomb inscriptions.* No. 11 is of specific interest insofar as it refers to the
family grave which Balsamon had donated for himself and his family in

37 Either on the door or next to the door: as a similar example, a prose anti-unionist
pamphlet (with a lot of vernacular elements), which was taped at Georgios (Gennadios)
Scholarios’ cell door in the fifteenth century, can be chosen: cf. Andreas Rhoby, Sprache
und Wortschatz des Gennadios Scholarios, in: Erich Trapp and Sonja Schénauer (eds),
Lexicologica Byzantina. Beitriige zum Kolloquium zur byzantinischen Lexikographie (Bonn,
13.~15. Juli 2007) (Bonn: Bonn University Press, 2008), pp. 227-41: here pp. 233-34. In
Theodore Stoudites’ collection of epigrams on objects no. 2 tells that the verses were in-
scribed on his cell: Paul Speck, Theodoros Studites. Jamben auf verschiedene Gegenstiinde.
Einleitung, kritischer Text, Ubersetzung und Kommentar (Berlin: De Gruyter, 1968),
pp-111-13.

3 Cf. Victor Tiftixoglu, “Zur Genese der Kommentare des Theodoros Balsamon.
Mit einem Exkurs tiber die unbekannten Kommentare des Sinaiticus gr. 1117} in
Oikonomides, 70 Bv{dvrio xata Tov 12° uddve, pp. 483-532: 491-92.

3 On this epigram, see also Pitsakes, ‘H &xtaon g Eovaiag), pp. 135-36.

40

E.g. Andreas Rhoby, Byzantinische Epigramme auf Stein (= B)'/.zantinische Epi-
gramme in inschriftlicher Uberlieferung, vol. 3) (Vienna: Verlag der Osterreichischen
Akademie der Wissenschaften, 2014), pp. 322~23,n. 1179.

4 Tiftixoglu, “Zur Genese der Kommentare des Theodoros Balsamon’, pp. 491-953.

See also Pitsakes, ‘H #xtoom tijg egovaiag) pp. 134-35.
# Tiftixoglu, “Zur Genese der Kommentare des Theodoros Balsamon), pp. 491-93.
s

On the evidence of long inscribed tomb epigrams, see Rhoby, Byzantinische Epi-
gramme auf Stein, p. 64.

118



THE POETRY OF THEODORE BALSAMON

the famous Hodegon monastery.* It is very likely that the title of the epi-
gram Ei¢ 1ov Tddov évtdg vt ToD veod Tig dylorg Avvng TILWUEVNS €V TH MoV
76v ' Odny@v (“On the tomb which is situated inside the church of St Anna
who is worshipped in the Hodegon monastery”) was coined by Balsamon
himself,* or by someone who knew the circumstances - e.g., a later com-
piler of his poetry —, because within the verses neither the Hodegon mon-
astery nor the church of St Anna are mentioned. The Hodegon monastery
played an important role in Balsamon’s life, because it was the place where
he resided as titular patriarch of Antioch from 1185 to 1190.* In the vv.
24 fI. Balsamon insistently asks the future rulers and patriarchs of Antioch
to keep the grave safe from violence until the day of the Last Judgement.*

Tomb epigram no. 12 refers to a certain Stephen Komnenos who
was also buried in the complex of the Hodegon monastery, as the ti-
tle reveals (Eig tov tddov Tod aefaotol xupot Zreddvov o0 Kopvnvod
&vTog 8vta i adTig movijs — “On the tomb of the sebastos Stephanos
Komnenos which is situated inside the monastery”). In this case too, one
can argue with some plausibility that the title was coined by Balsamon
himself because the name of the buried person is only revealed in the
title and not in the poem itself. It was written to be inscribed on the
tomb, because — as with many other inscriptional tomb epigrams — it
starts with a typical direct address to the beholder: BAénwy, Beatd (“look,
beholder”).* He is asked to look at xifwrotetpdmhevpoy &k Mbov dépov /
Kol Bpnvoxatdihvatov &k Mmng tddov (vv. 1-2), which suggests that the

*  Horna, ‘Epigramme’ p. 205.

% On the subject of titles of Byzantine poems Andreas Rhoby, ‘Labeling Poetry in
the Middle and Late Byzantine Period; Byzantion, 85 (2015), pp. 259-83.

% Already from the tenth century onwards, the Hodegon complex was the resi-

dence of the patriarchs of Antioch when they came to Constantinople, see Pitsakes, ‘H
#xtooy Tig tEovaiag, pp. 119—20; Christine Angelidi and Titos Papamastorakis, “The
Veneration of the Virgin Hodegetria and the Hodegon Monastery, in Maria Vassilaki
(ed.), Mother of God. Representations of the Virgin in Byzantine Art (Milan and Athens:
Skira, 2000), pp. 373—-87: 376. On the Hodegon monastery in general, see the overview
by Raymond Janin, La géographie ecclésiastique de lempire byzantine. Premicre partie: le
siége de Constantinaple et le patriarcat eecuménique. Tome 111: les églises et les monastéres
(Paris: Institut Frangais d’Etudes Byzantines, *1969), pp. 199-207.

¥ Horna, ‘Epigramme’, p. 181 (no. 11), vv. 24-29: kol mepaxohd Todg 2debii

Seamdrag / kel cuvaderdode matpapyomouévas / Avtidyov yiig, dMhe kol Thang éw, / TNpely
Govhétoroy adtov T Bla, / puéxpt Beod mpdatabis 7 Beln kpiotg / kel TobTOV Gg dmorvTe TPdG
dag aydyn...

“ On this formula Rhoby, Byzantinische Epigramme auf Stein, pp. 101-02. See
also idem, ‘Inscriptional Poetry. Ekphrasis in Byzantine Tomb Epigrams, Byzantinoslav-
ica, 69/3, supplementum (2011), pp. 193-204.
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author distinguishes between the stone coffin (éx AiBov dépog) built in
the form of a quadrangular box* and the gravestone (tdog)*° “flooded
by laments,” which was perhaps also equipped with a depiction of the
deceased. As convincingly argued by Horna,*' Stephen Komnenos is
in all likelihood identical with the individual of the same name men-
tioned in Balsamon’s nomokanon (I1 120). In addition, it is also argued
that Stephen, a high official at the court (oeBaotés), was the emperor
John IT’s (grand)nephew, who perhaps lived from 1127/31 to 1156/57
and for whom Nicetas Eugeneianos wrote a prose monody.** It seems
that the epigram was produced long after Stephen’s and his wife’s (v. s:
durtods oefaoTols, edyevelg duolvyous) deaths, because their children are
also mentioned (v. 6: kel maidorg adT@V) as being buried in the grave. The
children are said to be Kopvyvodueig manmopapporatpdéfey (“Komne-
nian born from the grandfather, the grandmother and the father”).ss If
mamopapponatpddey is to be understood verbatim, it is inaccurate, since
Stephen’s grandmother Eirene (from the side of his father) was not a
Komnenian-born, but from Alania.s* Thus, the term is rather to be un-
derstood in the sense of “Komnenian ancestry of several generations.”
Tomb epigram no. 13, perhaps to be dated around 1185,* on the
aforementioned Eumathios Macrembolites is also equipped with a di-
rect address to the beholder (v. 9: featd); moreover, it is composed in

¥ The hapax legomenon x\Bwtotetpdmhevtos is difficult to translate. In Erich Trapp

etal., Lexikon zur byzantinischen Grizitit besonders des 9.~12. Jahrhunderts (Vienna:
Verlag der Osterreichischen Akademie der Wissenschaften, 1994-2017), s. v. the trans-
lation “einer vierseitigen Kiste” is offered but I think it is more accurate to translate the
verse as “a stone house (= coffin) looking like a quadrangular box.” In addition, one must
not forget that the adjective also alludes to the original xiBwég, i.c. Noah’s ark.

>0 The meaning “gravestone” is attested for the similar term Tadin, see Henry G.
Liddell, Robert Scott, Henry S. Jones and Roderick McKenzie, Greek English Lexicon.
Revised Supplement (Oxford: Oxford University Press, 1996), 5. v. and Trapp, Lexikon
zur byzantinischen Grizitit, s. v. (tadid).

! Horna, ‘Epigramme), pp. 205-06.

52 Konstantinos Barzos, H ysveadoyia viv Kouvyvav (Thessalonica: Kentron Byz-

antinon Ereunon, 1984), vol. I, pp. 288—91 (no. 57); Alexander Sideras, Die byzantinis-
chen Grabreden. Prosopographie, Datierung, Uberlieﬁ'mng. 142 Epitaphien und Monodi-
en aus dem byzantinischen Jabrtausend (Vienna: Verlag der Osterreichischen Akademie
der Wissenschaften, 1994), pp. 168-71.

53 mommopaupototpdbey is a hapax legomenon but similar coined forms (e.g.

yﬂ’l.’puuu,uuuuu«.péeev, ILulLlLulLuLpéeev) are attestcd in OthC[' sources, see Trapp, Lexi/eon
zur byzantinischen Grizitit, s. v.
54

Barzos, H yevealdoyin vév Kouvypvév, vol. I, p. 157.
55 Jeftreys, Four Byzantine Novels, p. 161.

120



THE POETRY OF THEODORE BALSAMON

the first person. It is the deceased, the speaker’s “I”, who leads the read-
ers and listeners through the poem.s¢ In this epigram, too, ancestry plays
a crucial role: the speaker’s “I” traces back his origin to Constantine X
Ducas and to his wife Eudocia Macrembolitissa; his paternal grandfa-
ther was their nephew (vv. 9—12).5” This passage, as well as the following
verses, which are devoted to his career development, are introduced in
vv. 7-8, in which the deceased presents himself as a painter who is going
to oxiadpadely and otnhoypadely — both verbs which describe the action
of (verbatim) “depicting” — his ancestry and his fate on earth.** In addi-
tion, in v. 6 the deceased Eumathios Macrembolites compares himself to
a discus thrower who throws the tépog out of his hole (tpuuahid), i.c. his
tomb.** The term téuog might refer to the tomb epigram itself, i.e. the
piece of paper on which the verses were written. Alternatively, it might al-
lude to Macrembolites’ literary activity (his novel?); a connection is per-
haps also given to the meaning of Téuog as “(synodal) decision’, e.g. used
in epigram no. 32, v. 28 with reference to the synodal decree of 1166.
No. 19 is also to be identified as a tomb epigram. In Horna’s edition
the title runs as follows: Ei¢ tddov To0 okevodidakog kvpod Twdvvov Tod
éryiov Olwpitov. Only recently, the label ®Awpityg has been included as
hapax legomenon in the Lexikon zur byzantinischen Grizitit (LBG) with
the translation “Ménch im Kloster des HI. Phloros” (“monk in the mon-
astery of St Phloros”).** However, both Horna’s edition and LBG’s en-
try have to be corrected: ** the manuscript (Marc. gr. 524, fol. 90") reads

56

On the three types of epitaphs (in the first, the second, or the third person),
see Marc D. Lauxtermann, Byzantine Poetry from Pisides to Geometres. Texts and Con-
texts, vol. I (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 2003),
pp- 215—40.

7 Cf. Horna, ‘Epigramme), p.207. On this passage, sce Herbert Hunger, ‘Die
Makremboliten auf byzantinischen Bleisiegeln und in sonstigen Belegen, Studies in Byz-
antine Sigillography, s (1998), pp. 1-28: here p. s.

% Horna, ‘Epigramme) no. 13, vv. 7-8: kol oxieypad® Té Totpikd, pov yévn / xel
oTnhoypad@ Tég émi g wov TUyas. This is reminiscent—to a certain extant—of The-
odore Prodromos’ dedicatory verses to his novel Rhodanthe and Dosikles, in which
the author presents himself as a painter who “has depicted the image of Dosikles and
Rhodanthe”: Agapitos, ‘Poets and Painters, p. 175, I, vv. 6=7: ypouate <mouciho> tadte
gorlg UTd yelpeat pdpea, / eixéve TNy Aoouchijog éypdorto el Te Poddvng. On the dedica-
tory verses of Prodromos’ novels, see also Jeffreys, Four Byzantine Novels, pp. 7-10.

* Horna, ‘Epigramme’ no. 13, v. 6: & Tpupohids &modtokedw TéUov.

% On this epigram, see below pp. 136-138.

U Trapp, Lexikon zur byzantinischen Grizitit, s. v.

¢ Cf. Herbert Hunger, ‘Kanonistenrhetorik im Bereich des Patriarchats am

Beispiel des Theodoros Balsamon), in Oikonomides, 7o Bvldvzio xard tov 120 ausver,
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Ayi(o)$pwpitov. In English translation, the title therefore reads: On the
tomb of the skeuphylax John Hagiophlorites. This John Hagiophlorites is
also known from other sources: in 1166 he is attested as chartophylax of
the Patriarchate, and in 1170 he was promoted to megas skenophylax; the
latter duty is also mentioned in Balsamon’s title of the epigram and in
v. 5. A seal, to be dated between 1166 and 1170, calls him chartophylax
Megales Ekklesias.®* Since Balsamon himself held the post of chartophy-
lax, he wrote the epitaph about one of his predecessors.®* John Hagi-
ophlorites also seems to have been the author of the so-called Ekzhesis,*
the official record of the synod in 1166, which dealt with Christ’s state-
ment “The Father is greater than I” (John 14:28).% The synodal record’s
text was also inscribed on plates, which were displayed in the Hagia So-
phia. Balsamon’s epigram no. 32 deals with the inscriptions’ fate in the
late twelfth century (see below p. 136).

Hagiophlorites is not a proper surname but indicates that John had
a specific relationship to the monastery of St Phloros; ¢ this “specific”
relationship to the monastery seems to have been the fact that he spent
the end of his life there as a monk with the name Dorotheos, as the end
of the epigram reveals.*® The location of the monastery is unknown;*
there is a church of Sts Phloros and Lauros west of Constantinople, but

pp- 37-59: here p. 52, n. 65; Nesseres, H [udsiz. oty Kwvoravrvosmoly, p. 100 (no.
19).

©  Valentina S. Sandrovskaja and Werner Seibt, Byzantinische Bleisiegel der Staatli-
chen Eremitage mit Familiennamen. 1. Teil: Sammiung Lichacev — Namen von A bis I
(Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 2005), no. 9s. See
also Janin, La géographie ecclésiastique, pp. 495—96 (with references).

¢ Hunger, ‘Kanonistenrhetorik) pp. s2-53.

¢ Hisauthorship is also attested for another synodal decree, see ibidem, pp. 53—59.

¢ Paul Magdalino, The Empire of Manuel I Komnenos, 1143—1180 (Cambridge:

Cambridge University Press 1993), p. 288. The relevant literature on the edict’s text
is collected by Franz Délger, Regesten der Kaiserurkunden des Ostromischen Reiches
von §65—1453. 2. Teil: Regesten von 1025—1204. Zweite, erweiterte und verbesserte Au-
flage bearbeitet von Peter Wirth mit Nachtrigen zu Regesten Faszikel 3 (Munich: Verlag
C.H. Beck, 1995), no. 1469.

¢ Sandrovskaja and Seibt, Byzantinische Bleisiegel der Staatlichen Eremitage,
p- 111; Hunger, ‘Kanonistenrhetorik’, p. 52, n. 65.

¢ Horna, ‘Epigramme), p. 186, no. 19, vv. 23—25: KAjjotv Sumhijy Eoynxeag ék TGV

mpakTéwy, / Twdyvov utv Tolg didvolg mpémwy, / Awpobéov 8¢ Toig povaatals cupmpéTwy.
Horna (p. 210) rightly states that the first word in v. 24 appears as iov* " (Horna iot™)
which seems to be a mistake by the scribe, since Todvvov perfectly fits the epigram’s
content. Horna’s interpretation “das konnte Abkiirzung fiir Tovviov oder TovA{ov sein” is

hardly probable.
©  Janin, La géographie ecclésiastique, pp. 495—96.
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it is less probable that Hagiophlorites refers to this.” As is typical for
the tomb epigram genre, the deceased is highly praised.” In the case of
Hagiophlorites the praise may also have been influenced by Balsamon’s
personal respect for his predecessor in the ecclesiastic administration of
Constantinople. Employing Old Testament imagery, he calls John # t@v
ypad@v yédvpa (v. 9) and ) Tod héyov metpoodevdévy (v. 13), which also
refers to the deceased’s rhetorical skills.” V. 20 alludes to John’s activity
as a teacher at the Patriarchal School: ob tadtat, S18dokade Tig dxxinoiog.
An interesting passage is represented by vv. 10—12: “Who will (now, i.c.
after John’s death) divide the Red Sea of salty doctrines with his teaching
cane and save the people who flee the tyranny?”7> As at the beginning of
the epigram, Old Testament imagery is employed insofar as John’s au-
thorship of decrees and his teaching activities are compared to Moses
who guided the Israclites through the Red Sea. The passage about the
people who flee the tyranny might refer to the “terror regime” of An-
dronikos I (1183-1185) — which would offer us a safe date for John’s
death and the composition of the epigram —, but perhaps it rather refers
to the opponents of the synodal decree of 1166 because the problems of
this council continued to be discussed in the year afterwards.” The vv.
14-16 seem to refer to theological discussions as well: the epigram’s au-
thor asks in a rhetorical question who should now — after John’s death —
chase away the bunch of heretic conspirators (v. 15 Tég aipetixig éxdidel

datplog).

70

Ibidem, pp. 496-97.

7' Cf. Richmond Lattimore, Themes in Greek and Latin Epitaphs (Urbana, IL:
University of lllinois Press, 1942 = lllinois Studies in Language and Literature, 2.8); espe-
cially for Manuel Philes Nikolaos Papadogiannakis, Studien zu den Epitaphien des Ma-
nuel Philes. Inaugural-Dissertation zur Erlangung des Grades eines Doktors der Philoso-
phie des Fachbereichs Altertumswissenschaften der Freien Universitit Berlin (Heraklion:
1984).

72 Hunger, ‘Kanonistenrhetorik’, p. 53 translates as “rhetorisches Geschiitz;” liter-
ally it means “slingshot of word(s).”

7> Horna, ‘Epigramme’, p. 186, no. 19, vv. 10-12: Tig v 2pubpav TV GAvK@Y

Soyudtay / Sidackahiki cuvteudv Baxtnpiy / owoe Aady debyovta Ty Topavvide;
74

Stergios N. Sakkos, O [azp peilwy pot errrv, vols I-11 (Thessalonica: 1968).
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Book Epigrams

V. 26 (Avtidyov e, aMh& kel mdomng éw) of Balsamon’s aforementioned
tomb epigram no. 11, which refers to his Antioch bishopric, also occurs
in epigram no. 10 which can be identified as a book epigram.

It serves as the metrical prologue to a work by Balsamon which is lost.
From the epigram’s title which reads Ei¢ Biflov toxtixdv kel pnyovucoy
8002y Tapé TotTov ¢ Paathel xvp Tonaxiw (“On a book of tactics and
strategies given by him to the emperor Isaac”), we learn that the work
was dedicated to the emperor Isaac II, who was perhaps also the com-
missioner. In vv. 11-12 Balsamon asks the emperor to accept his book
using the words 8¢§at tolormdy eduevirg Todg iyBveg/ T TaypaTkig
smhodidaokahing (“take well then kindly the fishes of the tactic warfare
instruction”). The sea and fish imagery refers to the preceding verses in
which this symbolic language is used as well: “Not into the deep well of
uncertainty but into the red (sea)” of a gentle heart an old man (i.e. Bal-
samon himself ) loosened the nets of his mind, when as archbishop he ob-
tained the most deplorable throne of the land of Antioch but also of the
entire east, and he sucked up the book of his writings, just like a fish dying
out of the drought.”7 There has been some discussion regarding whether
the Bifhov Touctucov kol unyevicdy was indeed a book on warfare or if it
was composed as a theological compilation with arguments against here-
sies and non-orthodoxies; the titles of the early twelfth-century dogmatic
compilation Panoplia dogmatike by Euthymios Zigabenos and the Hiera
hoplotheke by the mid-twelfth century author Andronikos Kamateros,
which have similar war-like titles, make this assumption more probable.”

Within Balsamon’s collection there are some more book epigrams,
among them the already mentioned ones on the zomokanon. Nos. 28 and
34 were used as prologue epigrams for two #ypika, i.e. foundation char-
ters of monasteries,” one for the so-called Chrysokamariotissa monas-

7> Cf.no. 19, V. 10.

¢ Horna, ‘Epigramme; no. 10, vv. 1-7: O« &l¢ 70 B Tijg 4dnhing dpéap, / 40N
elg epuBpity evvoikils kapding / Té ToD vodg dikTue yeuhdoog Yépwy, / dpxiepeds olkTioTOY
vy Bpdvov / Avridyov yijg, aIhé kel Thomg éw, / elhkvae TadTg Tig Ypadis T Tukiov, /
axg byBvag Bvjoxovrag &€ dyudplac.

77" See Horna, ‘Epigramme’, p. 170.

7 See Giuseppe De Gregorio, ‘Epigrammi ¢ documenti. Poesia come fonte per la

storia di chiese e monasteri bizantini} in Christian Gastgeber and Otto Kresten (eds),
Sylloge Diplomatico-paleographica I. Studien zur byzantinischen Diplomatik und Paliog-
raphie (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 2010),
pp- 9-134: here pp. 48—57 (with a new edition of the two epigrams).
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tery (no. 28), and the other for a female monastery as the title tells us: Eig
TUTLICSY Yuvoukelag uovijg (no. 34). Alsov. 6 of this epigram reveals that the
text refers to nuns: Edu widag #voike taig povotpémorg (“It [i.e. the téuog
8¢ Bpayds TuTicoypddov véuov = v. 4] opened the gates of Eden for the
nuns”). Unfortunately, the original #ypika are not preserved any more.
From the book epigram on the #ypikon of the Theotokos Chrysokamari-
otissa monastery, whose position is unknown (either in Constantinople
or in its hinterland),” we learn that the renewer of the monastery, An-
dronikos, a high official under the Angeloi, who is also known from a
preserved seal,® stemmed from the house of the Rogerioi who were of
Norman origin (vv. 56 ... o0 yévog / &1t mepiBénrov &k Poyeplav).
Balsamon’s epigram no. 31 was also composed for a monastery. It
is of very specific content as it refers — as the title tells us — to a bitter
orange tree which was killed by winter frost (Ei¢ vépavtlov®® tig udvng
Tav Apyvp@v* xavbeioay dmd yewavos). The monastery ton Argyron,
otherwise unknown, was also either located in Constantinople or in its
hinterland.® Interestingly enough, in the poem the bitter orange tree is
not mentioned at all. The verses are addressed to the winter, which is
attacked as being pitiless with the garden’s charm. The very well-known
and widespread motive of $8évog (“envy”) is employed as well:* it forms
an unholy alliance with the cold ice and the winter frost (vv. 23-24: 430\,

7 Janin, La géographie ecclésiastique, p. 242. The Mother of Gods epithet may re-
fer to an area where the Chrysokamaron (a specific arch or vault in Constantinople)
was located: see John Nesbitt, ‘Some Observations about the Roger Family), Nea Rhome,
1 (2004), pp. 209—17: here p. 216.

80 Alexandra-Kyriaki Wassiliou-Seibt, Corpus der byzantinischen Siegel mit met-

rischen Legenden. Teil 2: Siegellegenden von Ny bis inklusive Sphragis (Vienna: Verlag der
Osterreichischen Akademie der Wissenschaften, 2016), no. 2118.

81 The codex (Marc. gr. 524 fol. 92") transmits vépavt{(av). Lampros, ‘O Mapxiovdg

x®31E, p. 135 wrote vepatléav (sic! Erroneously he seems to have omitted the ny), which
he also defended in Neos Hellenomnemon, 15 (1921) p. 428. Trapp, Lexikon zur byzan-
tinischen Grizitit, s. v. accentuated vepdvtla, however, the moving of the accent is not
necessary. In the online Thesanrus Linguae Graecae (htep://stephanus.tlg.uci.edu/index.
php, with site licence) the word is accentuated for some inexplicable reason vepavt{dy
(which is the common modern Greek accentuation).

8 Horna edited Apyvponiidov (?) because he claimed to have read “4pyvpw” su-

prascr. N vel 7” in the manuscript. Lampros, ‘O Mapiiavds k@€, p. 135 (see also Neos
Hellenomnemon, 15 [1921], p. 428) rightly corrected it into Apyvpév.

8 Janin, La géographie ecclésiastique, p. s 1.

8% In this epigram of 29 verses three times: vv. 9 ($86vog &idog), 23 (yépov $BSve), 26
(Tod dBSvoL Tég Vibadecc).
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Yoypt kpvoTake kel Yépov $BSve / xal xeuepvi) ToryeTobupupayin®s). How-
ever, the poem has a positive ending: the light of spring will extinguish
the envious snowflakes and hide the army of vengefulness, and nature’s
charm may shine again!*® Also, in this case one can easily assume that the
title was coined by Balsamon himself. He could have been asked — per-
haps by the monks — to compose a poem during a very hard winter peri-
od which destroyed the monastery garden’s beauty,®” among the victims
avery beautiful bitter orange tree, perhaps the highlight of the garden. It
is a matter of fact that in the twelfth century bitter lemons were still very
exclusive fruits. They are not attested before the eleventh century, and
it is not clear if they were then imported to or harvested in Byzantium. *

A second epigram which deals with fruits is no. 30. It refers to a vine
with grapes at the cell of the patriarch (Eig dvadevdpdda motplapyikod
xellov Exovoay aTadulds). It seems to have been composed when Bal-
samon served as a high official in the patriarch’s entourage. The content
of the verses, however, does not show any connection with the patriarch;
it rather warns against excessive enjoyment of the grapes.

Inscriptional Epigrams — Epigrams Referring to Depictions

The biggest group within Balsamon’s poetical ceuvre is formed by epigrams
referring to fresco depictions, icons and objects of minor arts. They all had
the potential to serve as inscriptions, and some of them may indeed have
been inscribed. It is possible that they were not all used as inscriptions be-
cause Balsamon was also an author who produced several epigram versions
on the same subject. This practice is, for example, attested by the codex
Athon. Meg. Laur. Q 126, which at the end contains eight short dedica-
tory epigrams devoted to a silver bowl (Eig xpatijpe dpyvpotv otiyor) that

% Verbatim “chilly war alliance”, see Trapp, Lexikon zur byzantinischen Grizitit, s.

v. (“frostiges Kriegsbiindnis”).

8¢ Horna, ‘Epigramme} no. 31, vv. 26—29: égov y&p %0y 100 $pOévov Térg vidddog /

eopwval ofbéoovot hapmadovyint / kul oTpatiéety kpdyova ab uvnoikdkwy, / kel Tob dpvTod
Nyerey 7 xdpic maAw.

% On Byzantine monastic garden culture, see Alice-Mary Talbot, ‘Byzantine Mo-
nastic Horticulture: The Textual Evidence, Antony Littlewood (ed.), Byzantine Garden
Culture. Papers Presented at a Colloquium in November 1996 at Dumbarton Oaks (Wash-
ington, D.C.: Dumbarton Oaks Research Library and Collection, 2002), pp. 37-67.

8 Grigori Simeonov, Obst in Byzanz. Ein Beitrag zur Geschichte der Ernibrung

im dstlichen Mittelmeerraum (Saarbriicken: AV Akademikerverlag GmbH & Co. KG,
2013), pp- 83-84.
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was commissioned by Constantine Dalassenos, the governor of Antioch,*
after 1025.” As demonstrated by Henry Maguire, the epigrams were
written by at least two authors, one of them being a eunuch (no. IV, tit.
ANkt edvotyov). Maguire also rightly stated that the epigrams were most
likely trial pieces, from which the commissioner was supposed to choose
one.”" Theodore Stoudites’ collection of inscriptional iambs is also full of
verses which were created to serve as inscriptions. His fourteen epigrams
for crosses (nos. 47—60) may indeed all have been inscribed, but Stoudites
may also have written them as “supply” for later inscriptional use.”

In Balsamon’s ceuvre this is true for epigram no. 18 which is avail-
able in three variants, each of them consisting of six verses: it presents
verses to be inscribed on a golden cup with the depiction of the famous
scene of the judgement of Paris who offered the golden apple to Aph-
rodite, while Hera and Athena had to come away empty-handed (tit.
Ei¢ ypvootv xwldviov &xov iotopnuévag tpel Bedg, thv Adpodityy, Thy
Hpow, tiy ABhvn, kot 76v AhéEavpov didotvta pitov).” The commis-
sioner of the verses is Andronikos Kontostephanos whose name is men-
tioned in only one of the three versions of the epigram, but very promi-
nently (no. B, vv. 4-5: xal ¥Addog éodaipwos Kovrooteddvay / chewdg
uéyag dod§, Avdpbvikog Totvoua — “and it (the apple) was made globe-
like by the branch of Kontostephanos, the famous Megas Dux, named
Andronikos”).”* It was perhaps this version which Kontostephanos
picked in the end, if we assume that he was looking for the version which
best served his ambitions of self-fashioning.* The Kontostephanoi were

¥ Cf. Jean-Claude Cheynet, La société byzantine. Lapport des sceaux (Paris: Assoc.

des amis du Centre d’histoire et civilisation de Byzance, 2008), pp. 417-19.

% Silvio G. Mercati, Collectanea Byzantina (Bari: Dedali libri, 1970), vol. Il

pp- 460—61.
°' Henry Maguire, Image and Imagination: the Byzantine Epigram as Evidence for
Viewer Response (Toronto: Canadian Institute of Balkan Studies, 1996), pp. 8—9.

92

Speck, Theodoros Studites. Jamben auf verschiedene Gegenstinde, pp. 199—-211.

% Cf. Lauxtermann, Byzantine Poctry, p. 43; Irene G. Galli Calderini, ‘Orienta-

menti tematici negli epigrammi di Teodoro Balsamone in Fabrizio Conca (ed.), Byz-
antina Mediolanensia. V Congresso Nazionale di Studi Bizantini, Milano, 1922 ottobre
1994 (Soveria Mannelli: Rubbettino,1996), pp. 177-85: here p. 183; Andreas Rhoby,
“Theodore Balsamon. Epigrams on a Golden Cup and a Letter about These Verses, in:
Foteini Spingou and Charles Barber (eds), Texts on Byzantine Art and Aesthetics, vol. 3:
Visual Arts, Material Culture, and Literature in Later Byzantium (1081 — c. 1330)
(Cambridge: Cambridge University Press, forthcoming).

% Horna, ‘Epigramme’, no. 18B.

95

On this topic generally Stephen Greenblatt, Renaissance Self-Fashioning. From
More to Shakespeare. With a new preface (Chicago and London: The University of Chi-
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a famous aristocratic family, also represented as addressees in Theodore
Prodromos’ poetry of the mid-twelfth century.”® It is highly likely that
the present Andronikos Kontostephanos is Andronikos Kontostepha-
nos, son of Anna Komnene (daughter of John II) and Stephanos Kon-
tostephanos, who is, for example, mentioned in Prodromos poem no. so
(v. 20).”” Interestingly enough, Andronikos Kontostephanos’ cup and its
verses (oTty(de) are also mentioned in a letter from Balsamon which was
sent to the aristocratic commissioner.?®

Apart from the other examples of epigrams mentioned above, which
were probably produced in order to serve as a pool from which donors
could chose, there is another striking example which is the closest to
Balsamon’s cup series: four anonymous epigrams, preserved in the same
cod. Marc. gr. 524 (fol. 109"—110"), refer to a cup as well.” The title
— with very similar wording — states that the epigrams were to be in-
scribed on a cup on which the Virtues were depicted (Eig xw8cviov &ov
elcoviopuévag Tég 4petds); from version no. 3 we learn that it was a golden
bowl (xpuoots xpatyp). The names of the donors, Eirene Komnene and
her mother Sophia, are mentioned in versions nos. 1, 3 and 4, while in
no. 2 there is only a reference to Sophia. In comparison with Balsamon’s
series, there is a difference in length: whereas versions no. 1 and 2 consist
of three verses, nos. 3 and 4 encompass four verses. The commissioner
of the epigrams could have been Eirene Dokeiane Komnene (c. 1110 -
after 1143)," daughter of Sophia Komnene, who died ¢. 1130."" She
is also attested as the commissioner of other epigrams preserved in the
Marcianus.***

An example of an epigram composed to be inscribed on a cup is
also given by the verses which are preserved on a still existing golden
beaker kept in a museum in Skopje. It consists of four verses, is to be

cago Press, 2005).

% Wolfram Hérandner, Theodoros Prodromos. Historische Gedichte (Vienna: Verlag
der Osterreichischen Akademie der Wissenschaften, 1974), pp. 435—48.
77 Cf. Barzos, H yeveadoyiz v Kopvyyaw, vol. 11, pp. 249-94 (no. 135).

% Horna, ‘Epigramme, p. 214 (no. 7), see also p. 210.

% Lampros, ‘O Moapxiavdg x@diE, p. 153 (nos. 236-39). Cf. Spingou, Words and
Artworks, pp. 133-34.

1 Barzos, H yeveadoyin 7av Kouvyyév, vol. 1, pp. 301-03 (no. 61).

101

Ibidem 169-72 (no. 29).

102 See the references ibidem 302.
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dated to the twelfth century and mentions the donor, a certain Adri-
anos Palteas.

Two versions of one epigram are also provided by the numbers
20A+B of Balsamon’s epigrams, referring to a depiction of the archan-
gel Michael with fifteen verses each, and 24A+B, referring to an icon of
Theodore Stratelates with 17 verses each. The title of no. 20A suggests
the assumption that the verses were painted next to the archangel’s depic-
tion. The latter’s placement is of specific interest: the title reveals that the
archangel was depicted in the perfume shops of the Great Church (Eig
TOV dpydyyehov Muyanh uets §ldovg lotduevoy eig T& pupeyixd épyaatipia
Tie ueydng éxxinalog dvwbey g ...— “On the archangel Michael with
sword standing upright in the perfume shops of the Great Church above
...7)."** Depictions of the archangel Michael with drawn sword are very
common in Byzantine churches — in many cases next to the entrance’
— but such depictions in secular buildings are otherwise not attested.
Perfume shops are attested in Constantinople in the middle - e.g., in
the Book of Eparch of the city**® - and late Byzantine period;'” the
uopeVike épyaatiple in the title of Balsamon’s epigram seem to have
specialized in the production of perfume for the Hagia Sophia which

195 Rhoby, Byzantinische Epigramme auf Ikonen und Objekten der Kleinkunst, no.
Mer1 and fig. 27.

1% The end of the title fol. 917 of the Marc. gr. 524 is completely illegible.

19 Very often with epigrams on scrolls held by them: e.g., Andreas Rhoby, Byz-
antinische Epigramme auf Fresken und Mosaiken (= Byzantinische Epigramme in in-
schriftlicher Uberliq%mng, vol. 1) (Vienna: Verlag der Osterreichischen Akademie der
Wissenschaften, 2009), no. 91; generally Piotr E. Grotowski (transl. by Richard Brzez-
inski), Arms and Armour of the Warrior Saints. Tradition and Innovation in Byzantine
Iconography (843-1261) (Leiden and Boston: Brill, 2010). One should mention that
the emperor Isaac II chose the church of the Archangel Michael at Sosthention on the
European side of the Bosporus as his resting place. The dedication of the monastery to
the “first” of the angels (arch-angelos) provided a pun for Isaac’s family name Angelos:
see Kallirroe Linardou, “A Resting Place for ‘the First of the Angels’: The Michaelion
at Sosthenion”, in Simpson, Byzantium, 1180—1204: “The Sad Quarter of a Century’?,
pp. 245-59.

19 Johannes Koder, Das Eparchenbuch Leons des Weisen. Einfiihrung, Edition,
Ubersetzung und Indices (= Corpus Fontium Historiae Byzantinae,vol. 33) (Vienna: Ver-
lag der Osterreichischen Akademie der Wissenschaften, 1991), pp. 110-13.

17 Ewald Kislinger, ‘Gewerbe im spiten Byzanz, in Handwerk und Sachkultur im
Spitmittelalter. Internationaler Kongress, Krems an der Donau, 7. bis 10. Oktober 1986
(Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 1988), pp. 103—
26: here pp. 116-17; Vassilios Kidonopoulos, Bauten in Konstantinopel 1204—1328. Ver-
Jfall und Zerstorung, Restaurierung, Umbau und Neubau von Profan- und Sakralbauten
(Wiesbaden: Harrassowitz Verlag, 1994), pp. 206—08.
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was there used for the oil burning in the lamps.**® There might be a dis-
crepancy in the description of the position of the archangel’s depiction:
while in the mutilated title it is stated that the archangel is positioned
above something (8vwBev ...), v. 6 of version A states ¢otyg mpd Bupav
£v04d¢e Eidndépoc. >

Epigram no. 29 refers less to a depiction of a saint in a private house
but rather to a portable icon kept there: according to Balsamon’s ti-
tle (Eig éyrov Anuitplov ebpebévra mapd tod Bacthéwg elg iy oixioy Tod
gmoatdtov 2BhaBométpov), the depiction of St Demetrios was found in
the “house” of the apostate Peter the Slav, who unambiguously is Pe-
ter of Bulgaria, who together with his brother Asen rose up against the
Byzantine Empire in the late twelfth century.”* It seems to be the icon
which was rescued by Peter and Asen or their associates from Thessa-
lonica, which was plundered by the Normans in 1185; the epigram refers
to the Byzantines’ military successes of 1186 when the icon was found in
the Bulgarian capital of Tirnovo and from there brought back to either
Thessalonica or Constantinople. '

The concluding vv. 38—40 reveal that the epigram was commissioned
by the emperor Isaac II, probably after his successful return from Bul-
garia (adToxpdTwp yéypade motds oot [ie. St Demetrios] tdde, / dvak
Tondxiog AvoovoxpdTwp, / & Ayyehciic dodtos korrnyuévog — “the pious
emperor commissioned to write this for you, lord Isaac, ruler of the Au-
sones, who derives from the loin of the Angels”).

198 Cf. Beatrice Caseau, ‘Incense and Fragrances: from House to Church. A Study
of the Introduction of Incense in the Early Byzantine Christian Churches, in Michael
Griinbart, Ewald Kislinger, Anna Muthesius and Dionysios Ch. Stathakopoulos (eds),
Material Culture and Well-Being in Byzantium (400-1453). Proceedings of the Interna-
tional Conference (Cambridge, $~10 September 2001) (Vienna: Verlag der Osterreichis-
chen Akademie der Wissenschaften, 2007), pp. 75-92.

199 Alternatively, &vwBev ... might also refer to the position of the verses and not of
Michael’s depiction. However, as a still existing inscriptional epigram reveals, dvw6ev and
mpé are not necessarily mutually exclusive: in the church of Sts Theodoroi (a. 1263/64)
near Kaphiona on the Mani a (not fully preserved) epigram starts with the verse ITpd
til¢] modng ypd[d]w oe iy O(e0)d [m]oAn<v>. It refers to depictions of the Hypapante
and the Eisodia above the door: Rhoby, Byzantinische Epigramme auf Fresken und Mo-
satken, pp. 233—34 (no. 137).

"0 Brand, Byzantium Confronts the West, pp. 11, 89—91; Phaidon Malingoudis,
‘Die Nachrichten des Niketas Choniates iiber die Entstehung des zweiten bulgarischen
Staates, Byzantina, 10 (1980), pp. 73-88.

"1 Anastasia Doby¢ina, ‘A “Divine Sanction” on the Revolt: the Cult of St Dem-
etrius of Thessalonica and the Uprising of Peter and Asen (1185-1186)), Studia Ceranea.
Journal of the Waldemar Ceran Research Centre for the History and Culture of the Medi-
terranean Area and South-East Europe, 2 (2012), pp. 111-24: especially pp. 119-20.
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Epigram no. 14 refers to a depiction of the Mother of God in the
Hodegon monastery, most likely the famous icon of the Theotokos Ho-
degetria, which was carried each Tuesday through the streets of Con-
stantinople and placed at the altar of a different church for the celebra-
tion of Mass."** From the content it is not entirely clear if the verses were
positioned directly next to the depiction of the Mother of God or were
inscribed next to the monastery’s entrance telling the entrants what they
could expect to see in the katholikon. Alternatively, the verses might
simply have been a reflection on the Hodegetria icon and someone who
was tempted to see it. The verses 1—5 run as follows:

Av 63 Odny@v Ty povny idely Béheg
Kol THY €V oDT]] TV TOTPOTKUVOVULEVYY
Ti xoapoaumots Odnynrplas ydpwv,
évotgov 63\ oG vonTeg oov Kopog

5 Kol THg Tpdg <abT> g délwbrioy Béag.

If you want to see the Hodegon Monastery
and the grace therein worshipped by all
of the Hodegetria who shines the world,
open here your mental eyes,
s and you will be honored with the sight reflected in them.

The crucial passage is v. 4 in which the addressee is invited to open his
vorral képat. The same expression is also employed by a contemporary
source, namely an oration by George Tornikes on the patriarch George
Xiphilinos (1191-1198) delivered on 20 March, 1193."" In the so-
called Dialexis of (Pseudo-)Gregentios of Taphar, to be dated to the
tenth century, the expression is combined with éppare.''* From the
parallels cited it is conceivable that the term “mental eyes” encompasses

112 Bissera V. Pentcheva, Icons and Power. The Mother of God in Byzantium (Uni-
versity Park, PA: Pennsylvania State Univ. Press, 2006), pp. 109—43; see also Angelidi
and Titos Papamastorakis, “The Veneration of the Virgin Hodegetria and the Hodegon
Monastery’, pp. 373—87.

13 Marina Loukaki, Discours annuels en Uhonneur du patriarche Georges Xiphilin.
Textes édités et commentés (Paris: De Boccard, 2005), p. 133 (1L 484-85): ... tnPdtng
nreppioy (i.e. George Xiphilinos) kel &vaépiog S1é T8 @V dpet@y tmeptyihoy kol yewpyelg
AU kopmdY Tétg vorTel képag dwtilovre kel oV aioBnrdy YAvkatvovre Adpuyye ... On the
date pp. 95 and 191.

114" Albrecht Berger, Life and Works of Saint Gregentios, Archbishop of Taphar. In-
troduction, Critical Edition and Translation. With a contribution by G. Fiaccadori (Ber-
lin and New York: De Gruyter, 2006), p. 664 (Il. 68—70): mé¢ yép kel TodT0 TETOMKCALS
TUPADTTOY ek ol u) Exwv tég Belong dxtive Tiig XdpiTog dwTarywyolarg Tég vonTég Képeag
T6v dppdtwv; On the date pp. 100-09.
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more than mere “gazing” at the monastery, its church and its depictions.
It involves the use of the “spirit,” i.c. the application of all senses. As a
reward “you will be honored (4§1w8voy) with the sight reflected in the
‘mental eyes”''s By doing so, as is told by the vv. 6—9, the monastery’s
visitor and beholder of the depiction of the Mother of Gold respectively
would see the Mother of God herself, who, like the deamétng (the Lord?),
is accustomed to cultivate the rustic ears of corn and reveal the rewards
which bring salvation from diseases.’'® The verses hint at the healing
properties of the holy water'"” in the monastery and the gratitude that
was addressed to the icon of the Hodegetria.* The epigram ends with
the author’s metrical signature @z88wpéq ool Badoauav Ttadta ypddel
(v. 10). The form of this verse is a zgpos, which is sometimes employed
in other poems on commission, especially those attributed to Manuel
Philes. " If the epigram was indeed once inscribed the inscriptional ver-
sion possibly consisted only of the vv. 1—9, while v. 10 was only part of
the written epigram as it was sent to his addressee. Balsamon may have
composed the epigram when he resided in the Hodegon complex in his
capacity as titular patriarch of Antioch (see above, p. 111); the addressee
of the verses might have been the monastery’s abbot.

The epigram’s title deserves some remarks as well: in Horna’s edi-
tion it reads Eig tiv dmepaylav eicoviapévny Odnyrrpay ...... TUVTEYLOV.
In the apparatus Horna states: post 60yystpiay aliquot verba, quae legere
not potui.' This is indeed true: the letters in the lacuna on fol. 9o* are
not decipherable."*' However, by taking a closer look at the manuscript

15 On the multisensory perception of sacred space in Byzantium, see, e.g., Bissera V.
Pentcheva, The Sensual Icon. Space, Ritual, and the Senses in Byzantium (University Park,
PA: Pennsylvania State Univ. Press, 2010); eadem, ‘Hagia Sophia and Multisensory Aes-
thetics, Gesta, so/2 (2011), pp. 93— 111.

!¢ Horna, ‘Epigramme} no. 14, vv. 6-9: 0y¢ yotp a0tiy Tod Be00 TV wqrépe /
xevtedbe Baullovony Gomep Seomdtny / Tobg ywprTikodg keAepyobowy oThve / kel
0GaTpe pnyiovaay 4ppwoTnudTwy. In v. 7 the ms. (cod. Marc. gr. 524, fol. 9o7) transmits
deométv with something written above the iota (perhaps added by a later hand?) which
might be identified as an eta.

17 See below p. 134.

18 Angelidi and Papamastorakis, “The Veneration of the Virgin Hodegetria, p. 38o0.

" E.g, Man. Phil. carm. E23, v. 23 (I, p. 203 Miller): ®ij¢ Mavouih taita
Bappovvtag ypdde; E223, v. 22 (I, p. 118 Miller = Rhoby, Byzantinische Epigramme auf’
Stein, no. TR76): # at{vyos wpiv Tadte oot Mdpba ypdder; F128, v. 8 (I, p. 319 Miller):
DOhovBpwmnvi Tadte o) Adtpig ypdder; Rhoby, Byzantinische Epigramme auf Tkonen und
Objekten der Kleinkunst, no. Ik26, v. 6: @ikavBpwmyvi Avve Tadte oot kpdlet.

120 Horna, ‘Epigramme’ p. 183.

121 T sincerely thank Foteini Spingou who provided good images of the folio.
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the last word seems to read ...avtely1dv (sic), not mavtéytov.”* In a short
note Angelidi and Papamastorakis refer to Balsamon’s epigram with the
words “On an Icon of the Hodegetria which was at Panteichion, out-
side Constantinople.”'** It is indeed tempting to link the word with
this toponym which designates a location on the coast of the Propontis,
¢. 20 km southeast of Chalkedon.** But how can a connection between
this location, the Hodegon monastery and the icon of the Hodegetria be
explained? No source is preserved, which can testify to a possible tem-
poral stay of the icon at Panteichion, except for the fact that in modern
times a church of the Theotokos Hodegetria is attested at this location.
The word might also be explained differently: mavtely - might also stem
from an otherwise not attested adjective maveiytog, coined in a manner
similar to &vtefytog, émirefyiog and mpoteiytog, ' and refer to the walls (of
Constantinople). Thus, the epigram’s title might be seen in connection
with an event which took place in 1187: when the army of the rebelling
general Alexios Branas was approaching Constantinople'* “he (i.c. the
emperor Isaac II) carried up to the top of the walls, as an impregnable
fortress and unassailable palisade, the icon of the Mother of God taken
from the monastery of the Hodegoi where it had been assigned, and
therefore called Hodegetria,” as Nicetas Choniates tells in his history. "
It is the passage “up to the top of the walls” (&ve t@v Teryéwy) to which
mavTelytog might refer, perhaps meaning that the “all (i.e. the entire city)
was equipped with walls.”

122 Interestingly enough, when Horna’s edition was integrated into the database
of the Thesaurus Linguae Graecae (http://stephanus.tlg.uci.edu/index.php, with site
licence) the word was changed to mdvteyvov, which, however, does not solve the passage
cither.

12 Angelidi and Papamastorakis, “The Veneration of the Virgin Hodegetria, p. 380.

124 Cf. Friedrich K. Dérner, Pantichion, in Paulys Realencycloddie der classischen
Altertumswissen-schaften, 18/3 (1949), pp. 779—80. Isincerely thank my colleague Klaus
Belke for providing me with a printout of the lemma “Panteichion” to be published in
his forthcoming volume Bithynien und Hellespont (= Tabula Imperii Byzantini 13).

12 On these words Trapp, Lexikon zur byzantinischen Grizitit, s. v.

126 On Alexios Branas and his rebellion, see Brand, Byzantium confronts the West,
pp- 80-82 and passim. Mention of Alexios Branas is also made in Alicia Simpson, Nike-
tas Choniates. A Historiographical Study (Oxford: Oxford University Press, 2013), pas-
sim.

127 Nic. Chon. hist 382, 55-58 (van Dieten); English translation after Harry J. Ma-
goulias, O City of Byzantium, Annals of Niketas Choniates (Detroit: Wayne State Univer-
sity Press, 1984), pp. 209—10. See also Angelidi and Papamastorakis, “The Veneration of
the Virgin Hodegetria) p. 382.
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Also the epigram which follows in the manuscript (no. 15) is de-
voted to the healing capacity of the xoopompookivyrog™* (“worshipped
by the world”) Hodegetria (icon). It is addressed to the church’s visi-
tor who need not be scared of the ancestral curse (v. 4 mpomatopuciy wi
mtondfic xatdpav), ie. original sin, when looking at the pure virgin Ho-
degetria who lets flow tears of orthodoxy (v. 3 xal oTayévag Brolovony
8pbodoting). He or she may rather scoop from her the dew of life which
cures diseases and redeems the sins. This epigram, too, could have been
inscribed next to the Hodegetria icon or somewhere else in the monas-
tery. But the verses may also have been a mere reflection about the heal-
ing power of the Hodegetria, again perhaps addressed to the monastery’s
abbot.

Within the series of epigrams with the potential to be inscribed,
no. 27 is of interest insofar as the title informs about secular paint-
ing, of which, unfortunately, only a few examples are preserved from
Byzantium. The epigram’s heading runs as follows: Eig tov iocTopn8évta
Bacihéa xOpwv Toadxiov évtdg Tob dylov Aoduarog Tig &ylng Beotdrov Tig
‘Odnynrplag (“On the emperor Isaac depicted inside the holy bath of
the saint Theotokos Hodegetria”). These verses,'* too, were perhaps
composed while Balsamon was residing as titular patriarch of Anti-
och in the Hodegon complex. In the text we read that the emperor’s
achievement was primarily his order to have the bath and its heating
renewed, after “all destructing” (v. 3 amavro$Bdpog) xpévog had caused
damage.** The bath called éyiov hodpa in the title was a vaulted struc-
ture as v. 1 reveals: To adatpoetdic TovTo Bepuoxevtplov (“This heating in
the form of a globule”). There has been some speculation as to whether
this bath and the public bath (dnpociaxdv hovtpév) mentioned in the
title of epigram no. 42 may have incorporated parts of the old Baths of

128 This compound is also attested in the epigram inscribed on the cross of the fa-
mous staurotheke of Bessarion, ed. Rhoby, Byzantinische Epigramme auf Fresken und
Mosaiken, no. Me79; see also idem, “The Textual Programme of the Cross of Bessarion’s
Staurotheke and its Place within the Byzantine Tradition) in Holger A. Klein, Valeria
Poletto and Peter Schreiner (eds), La stauroteca di Bessarione fra Costantinopoli ¢ Venezia
(Venice: Istituto Veneto di Scienze, Lettere ed Arti, 2017), pp. 11313 1. Despite the fact
that the word is only attested in these two texts, however, there seems to be no connec-
tion between them.

12 A full English translation of the epigram is provided by Robert Nelson and
Paul Magdalino, “The Emperor in Byzantine Art of the Twelfth Century), Byzantinische
Forschungen, 8 (1982), pp. 123-83: here p. 153.

130 Blaming the ypévog (often paired with ¢86vog “envy”) for destruction is a very
widespread zopos in Byzantium: see Rhoby, Byzantinische Epigramme auf Stein, pp. 322~
23,0. 1179.
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Arcadius (Arcadianae), which seem to have been located in the area of
the Hodegon monastery.*** The epigram, despite its length of 27 verses,
seems to have been inscribed either in the bath itself or at the entrance,
highlighting the emperor’s achievement: interestingly enough, in the
epigram Isaac II is not mentioned directly by his name but he is cir-
cumscribed as motdg Paciheds, Ayyéhwy mpootdtyg (“pious emperor,
leader of the Angeloi”) ** (v. 19). The epigram’s end is also devoted to
the ruling family of the Angeloi: the bathers are addressed with “Bath
ye, then, become clean, and putting off all evil-doing, pray that the im-
perial angel-protection (Ayyshompootacie) may enjoy long life.” s> This
devotion to Isaac reinforces the assumption that the verses were placed
next to the depiction of the emperor mentioned in the epigram’s title.
However, in the verses themselves a depicted image of the emperor is
not mentioned at all. This indicates that the title seems to be original,
i.e. Balsamon’s work, because it contains information which is not giv-
en by the verses.

Epigram no. 43, only transmitted in cod. Vat. gr. 165, fol. 282", re-
fers to a depiction of Isaac II as well: he is depicted sitting on a horse,
wearing a crown and holding his unsheathed sword, as the title tells:
Ei¢ tov Paoihén xOpw Tondxiov dveatnlwvévoy > eig eicdva Edimmov pete
oTépupuatog kol youvije omddyg. s Unfortunately, neither the title nor the
verses reveal where this depiction existed. It could have been in the Ho-
degon monastery as well, but since it is explicit praise of Isaac and his

131 The Baths of Arcadius were most likely in use until the breakdown of Constan-
tinople’s supply of water in 626: see Albrecht Berger, Das Bad in der byzantinischen
Zeit (Munich: Institut fiir Byzantinistik, Neugriechische Philologie und Byzantinische
Kunstgeschichte der Universitit Miinchen, 1982) pp. 84, 129; idem, Konstantinopel. Ge-
schichte, Topographie, Religion (Stuttgart: Anton Hiersemann, 2011), p. 122 and n. 80
and Nelson and Magdalino, “The Emperor in Byzantine Art) p. 154.

2 Or — verbatim — “the angels”. Cf. Horna, ‘Epigramme) no. 17, v. 3: tég paathxig
Ayyehompootacia.

1% Horna, ‘Epigramme) no.27, vv. 24-27: hotonsde tolvuv, xabapol yiveohé uot /
ol ey éxdubévres aloypompabioy / {wipy mohvypéviov aitionadé pot / Tig Bacthuig
Ayyehompoataaiog. English translation after Nelson and Magdalino, “The Emperor in
Byzantine Art p. 153.

3% gveohwvévoy means here just “depicted,” cf. Trapp, Lexikon zur byzantinischen

Grizitit, s. v. évaotnhéw. Thus, the interpretation of Herbert Hunger, Die hochsprach-
liche profane Literatur der Byzantiner (Munich: C.H. Beck’sche Verlagsbuchhandlung,
1978), vol. II, p. 171 “cin Epigramm auf cine Reiterstatue Kaiser Isaaks II. Angelos” is
not correct.

13 An English translation of the verses is provided by Nelson and Magdalino, “The
Emperor in Byzantine Art, p. 154. On this epigram, see also Roberto Romano, ‘Note
filologiche I, Diptycha, 3 (1982/83), pp. 124-29: here p. 128 (no. 6).
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ascension to power in 1185 "¢ it might have been inscribed next to the

enormous depiction of the equestrian emperor in the palace.

No. 26, which is the third epigram in Balsamon’s collection refer-
ring to a bath, is either used as an inscription or composed in order to
serve as mere reflection.”s” Both the title (Eig tov Belov vadv tod olkov
700 AoyoBétov Tév moTe vt hovtpdy) and the verses reveal that a former
bathhouse in the house of a logothetes, whose name is not mentioned,
was transformed into a church (vv. 3—4 el Yvyoowtiptov dueifer wéhov /
v Bepuodovtyiplov 4vBpwnwy 8uov). Churches in private houses were
not uncommon in Byzantium: the church in the house of the sebastokra-
torissa Eirene, the emperor’s Manuel I Komnenos, sister-in-law, where
her salon of literati met, may serve as an example from the twelfth cen-
tury.**®

The content of epigram no. 32 is different: it consists of fifty verses
which refer to the aforementioned (p. 122) inscribed edict of the emper-
or Manuel I Komnenos.*** The edict inscribed was issued in the course
of the Council of 1166 which dealt with a passage in the New Testa-
ment (John 14:28 “My Father is greater than I”); it was copied on mar-
ble slabs which were on display in St Sophia of Constantinople.'* For
ecclesiopolitical reasons the inscribed plates twice found themselves at
risk of removal after Manuel’s reign: first under Andronikos I, and later
during the reign of Isaac II, because it was argued that the misfortunes
of the empire were due to the recognition of Manuel’s “heretic” dog-
ma."* Isaac, however, remained steadfast and preserved the inscribed
plates. Balsamon’s encomiastic epigram highlights Isaac’s fortitude by
using warfare imagery, insofar as he calls the inscribed edict a rocky elo-

3¢ Nelson and Magdalino, “The Emperor in Byzantine Art), pp. 184-85. A detailed
analysis on the origin of the image of the equestrian emperor is provided on pp. 155-60.

157 Berger, Das Bad in der byzantinischen Zeit, p. 1238.
138 Jeffreys, “The Sebastokratorissa Irene as Patron’

139 The edict’s text is not only preserved as an inscription but also in manuscripts: an
edition of the text was provided by Cyril Mango, “The Conciliar Edict of 1166, Dumbar-
ton Oaks Papers, 17 (1963), pp. 315—30; see also Mercati, Collectanea Byzantina, vol. 11,
pp- 320—26 and Otto Kresten, ‘Zur Rekonstruktion der Protokolle kaiserlich-byzanti-
nischer Auslandsschreiben des 12. Jahrhunderts aus lateinischen Quellen; in Cordula
Scholz and Georgios Makris (eds), IToAdmdsvpog vods. Miscellanea fiir Peter Schreiner zu
seinem 6o. Geburtstag (Munich and Leipzig: Saur, 2000), pp. 125-63: p. 154.

10 What one sees there today are casts, because the originals were removed from
St Sophia church in 1567 in order to serve as the ceiling of the porch of Sultan Suleiman
the Magnificent’s tomb (tiirbe): see M. Restle, Istanbul, Bursa, Edrine, Iznik. Baudenk-
miler und Museen (Stuttgart: Reclam, 1976), p. 271.

141 Mango, “The Conciliar Edict of 1166’ p. 321.
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quent sword (v. s métprvov ebatopov Eidog) and a double-edged dagger (v.
8 udyoupe** diotopovpévn). In the first four verses the inscribed plates
are praised: with the opening v. 1 O Aiflog 0dTog vyvitng éoti Ao Bal-
samon stresses the stone’s value by alluding to an alleged Parian origin
because — according to Pliny’s Natural History — dvyvitng MBog is the
terminus technicus for the most valuable marble, namely Parian marble. '+
However, Avyvityg is also the term for red tourmaline, a precious gem-
stone, which is known for glittering.'* It is this feature of the stone to
which the verses following the beginning of the poem allude: the state-
ment that “the stone shines like the light of the sun” (v. 2 Adume yip
w¢ dag Nhaxg dxtivog) may indeed refer to the effect when the slabs
with the edict inscription were irradiated by the light of the sun. This
effect is repeated in vv. 41—-43: the inscribed slabs are compared with
the AiBog &vOpaf which, likewise, is a glittering gemstone of red color.™*
The ones looking at the stone without winking (v. 42 doxapSapvicti), but
with desire, are resplendent by the boundless light."* The Byzantines
were aware of such light effects, especially in the Hagia Sophia, as other
sources reveal.#

Inv. 34 Balsamon even quotes a direct — although fictitious — speech
by the emperor Isaac, namely “otéopey’, in the sense of “we are steadfast”
and we do not allow the evil to have the plates removed.'** Whether
Isaac indeed said this, is less important. With this intervention, Bal-
samon added a dramatic element to the epigram.

The 50 verses were either inscribed next to the slabs or functioned as
a performative epigram which was recited in front of the edict inscrip-
tion on specific occasions. In order to make the inscription’s slabs firmly

2 ydyaupe is a very general term for any kind of melee weapon: see Taxiarchis G.
Kolias, Byzantinische Waffen. Ein Beitrag zur byzantinischen Waffenkunde von den An-
fingen bis zur lateinischen Eroberung (Vienna: Verlag der Osterreichischen Akademie
der Wissenschaften, 1988), pp. 138-39.

' Sonja Schénauer, Untersuchungen zum Steinkatalog des Sophrosyne-Gedichres
des Meliteniotes mit kritischer Edition der Verse 1107-1247 (Wiesbaden: Beerenverlag,

1996), p. 130",

Y4 Ibidem.

% Jbidem, p. 105*.

1% Horna, ‘Epigramme, p. 195, no. 32, vv. 41-43: & MBov olv &vBpaxa TobTov TdV
MBov / doxapdopvkti kol pete wéov Brémwy / xatayheioBiig o dwTds dmhéTov.

47 See especially Pentcheva, ‘Hagia Sophia and Multisensory Aesthetics.

14 The same oTéypev is also employed in epigram no. 20B, v. 8, in which the word is
put into the archangel’s Michael mouth.
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fixed — at least in a metaphorical sense — the epigram tells that images of
the apostles Peter and Paul were set up on either side (vv. 39-40).

Like no. 27 (see above, p. 134), the epigram is very much devoted to
the praise of Isaac and also ends with the plea to grant him a long reign.
Here it is not the visitors of the church, who are asked for this favor, as
was the case with the bathers in no. 27, but Christ himself (v. 47 o 8¢,
kpdtate Tob B0l Tatpds Méye). The divine momentum is also included in
v. 9, in which Balsamon states that “one could call the stone also slabs
written by God” (elmy Tig adtdv (sc. Aibov) xal Beoypddovg mhdag).Vv.
32—33 are also reminiscent of a verse (19) in epigram no. 27: while there
the emperor is circumscribed as motdg Pagiheds, Ayyéhwy mpootdTng,
here he is characterized as ... Baciheds Ayyerog mpwtootdyg / uéyes
Toadxiog Avoovorxpdtwp.

Poems on Schedography

The topic of a further group within Balsamon’s poetic ceuvre is schedog-
raphy (oyedoypadin), a teaching method on word analysis and syntax,
based on epimerismoi and extremely popular in the twelfth century,'+
although it was also criticized.”° Three epigrams (nos. 23, 25 and 41)
are addressed to a “little eunuch”"" (nos. 23 and 25 edvoyémovdog / no.

' On schedography and its function, see, e.g., Panagiotis A. Agapitos, ‘Learn-

ing to Read and to Write a Schedos: the verse dictionary of Paris. Gr. 400, in Stephanos
Efthymiadis, Charis Messis, Paolo Odorico and Ioannis Polemis (eds), “Pour une poé-
tique de Byzance.” Hommage 4 Vassilis Katsaros (Paris: Centre d'¢tudes byzantines, néo-
hélleniques et sud-est-européennes, Ecole des Hautes Etudes en Sciences Sociales, 2015),
pp- 11-24; idem, ‘Literary haute cuisine and Its Dangers: Eustathios of Thessalonike on
Schedography and Everyday Language’, Dumbarton Oaks Papers, 69 (2015), pp. 225—41;
idem, ‘New Genres in the Twelfth Century: The schedourgia of Theodore Prodromos,
Medioevo Greco, 15 (2015), pp. 1-41; idem, John Tzetzes and the Blemish Examiner:
a Byzantine Teacher on Schedography, Everyday Language and Writerly Disposition,
Medioevo Greco, 17 (2017), pp. 1-57.

150 Idem, ‘Anna Komnene and the Politics of Schedographic Training and Collo-
quial Discourse, Nea Rhome, 10 (2013) 89-107; idem, ‘Grammar, Genre and Patronage
in the Twelfth Century: A Scientific Paradigm and its Implications, Jahrbuch der Oster-
reichischen Byzantinistik, 64 (2014), pp. 1-22: here pp. 5-6.

1 On eunuchs in Byzantium, see Kathryn M. Ringrose, The Perfect Servant. Eu-

nuchs and the Social Construction of Gender in Byzantium (Chicago and London: Univ.
of Chicago Press, 2003); Shaun Tougher and Ra’anan S. Boustan (eds), Eunuchs in An-
tiquity and Beyond (Cardiff: Classical Press of Wales, 2002); Shaun Tougher, 7he Eu-
nuchs in Byzantine History and Society (London: Routledge, 2008); Charis Messis, Les
eunugques @ Byzance, entre réalité et imaginaire (Paris: Centre d'études byzantines, néo-
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41 ebvovyomouhidiov) who wants to begin a study of schedography. As
in other epigrams, Balsamon uses warfare imagery in order to describe
the use of schedography: in no. 25 he employs words like pdyn, vixy,
and &{dog, and he tells his addressee, whom he addresses as téxvov (vv. 1,
3 and 11), to put on the “three-fold defence” (v. 11 tpmavomhict) to be
ready for the “fight” with schedography.

In epigram no. 41 Balsamon proves to be quite humoristic. The vers-
es, full of intentionally coined hapax legomena, run as follows:

Eig edvovyomouAidiov dp&aaBou pélhov ayedoypadiag
Tip xvidoxopTémhovToy edvolywv ¢ioty
éxprdoptdBpovyos dpmdaol dvaig
edvovyomovAiSiov Rudv 8t oxémot
Be0d TprovméoTaTog dyln $ploig

s g pdvva orifouon TovTe Todg Aéyoug
Kol TAeKTAV0LG MoV TGV TXESOTASKWY.

On a little eunuch who wants to start with schedography
The eunuchs’ nature rich on stinging nettle and grass
may be rescued by the nature consisting of grasshoppers and
bushcrickets,
but our little eunuch may be sheltered
by the holy nature of three persons of God,
s which feeds him the words like manna
and untightens the wreaths of the composers (i.e. the weavers)

of oyédn."s*

In this epigram, as well as in no. 25, Balsamon does not necessarily make
mere fun of eunuchs at the court, whose social situation had deterio-
rated under the Komnenoi because an ideology which venerated manli-
ness had become dominant.'s* Both poems are written with some kind

hélleniques et sud-est-européennes, Ecole des Hautes Etudes en Sciences Sociales, 2014).
Balsamon’s epigrams dealing with eunuchs are only mentioned in Messis’ monograph.

12 French translation in Messis, Les eunuques 4 Byzance, p. 228. This epigram is
not only transmitted in the Marcianus (fol. 97) but also in cod. Par. gr. 2511, fol. 76". In
this manuscript, dated to the fourteenth century, the verses (without the title) follow
some gromica S. Basilii. Deviant readings: v. 1 xvydoyoptémhouto, v. 5 T0D Adyou, V. 6
oxedoypddwv. On the manuscript Brigitte Mondrain, ‘Lancien empereur Jean VI Can-
tacuzeéne et ses copistes, in Antonio Rigo (ed.), Gregorio Palamas e oltre. Studi e docu-
menti sulle controversie teologiche del XIV secolo bizantino (Florence: L.S. Olschki, 2004),
Pp- 249-96: here pp. 275—78. The manuscript can be studied online: htep://gallica.bnf.
fr/ark:/12148/btvibro722248w (accessed 15 March, 2018).

153 Alexander Kazhdan, ‘Sostav gospodstvujus¢ego klassa v Vizantii XI-XII vv. An-
teka i ¢astnye vyvody, IV: evnuhi, Anticnaja drevnost’i srednie veka, 10 (1973), pp. 184~
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of irony,"** which not only refers to “his” (no. 41, v. 3 edvovyomovridiov
fuav) eunuch, who was perhaps employed in his household, but also to
the teachers employing schedography, the oyedomhéxot, as he calls them
in no. 41, v. 6. In vv. 1-2 Balsamon perhaps alludes to a riddle which
might have been deciphered in his time but is unknown today. The pun
in these verses might also be evidence for the fact that the epigrams no.
25 and no. 41 were performed among other literati, in a so-called #hea-
tron or any other intellectual gathering. This also applies for epigram no.
23 which is entitled Ztfyor x00Bévteg T evvovyomotde (“Verses pub-
lished for the little eunuch”). While nos. 25 and 41 are not openly di-
rected against the method of schede and schedographers, in epigram no.
23 the tone is less friendly: the eunuch is unambiguously told to refrain
from “fatted” schedography (v. 6 T7jg uév orrioTig dméyov oyedovpying).
A shrewd character may solve the “tight wattled and manifold schede”
(V. 10 T8t oTEYAVSTAEKTOL TOWKIA TYE0Y), but a dwnBog (“someone not yet
come to man’s estate”) in education and years (v. 12 &v Adyoug dvnPoc ...
Kol Tolg xpdvolg) — the term refers to Balsamon’s little eunuch - should
store up the easily comprehensible, not the enigmatic schede (v. 13
edmte Onoowplle, ui ypida oxédn). This may express attitudes towards
schedography which are not very different from Anna Komnene’s as-
sessment of this teaching method: Anna was not — as often argued —
completely against schedography but rather against the form employed
in her time;*ss the same seems to be true for John Tzetzes, Nikephoros
Basilakes and Eustathios of Thessalonica.'s¢ Verses 14—15, which form
the end of epigram no. 23, are again full of Balsamon’s irony: “If you have
digestive problems due to fat dishes, eat the lard of laughing instead of
the food” (el yép dmentels éx Mmapiv orriny, / ddyng otéop yélwtog vl
Bpwaipov).

It may be mentioned that two further epigrams in Balsamon’s collec-
tion deal with his eunuch (nos. 21 and 22). In no. 21 the author com-
pares him to a diligent ant which, although little in size, does not at all
offer little work. Also in this epigram, Balsamon addresses him as téxvov

94 cited after idem, ‘Eunuchs, in Oxford Dictionary of Byzantium, 1 (1991), pp. 746-47.
See also Messis, Les eunuques a Byzance, p. 2.2.9.

5% On “irony” in Byzantium, see the contributions by Efthymia Braounou, such as
‘Trony as a Discursive Practice in Historiography: A Byzantine Case in Point, Medioevo
Greco, 16 (2016), pp-35-71.

155 Cf. Agapitos, ‘Anna Komnene and the Politics of Schedographic Training)
pp- 95-96.

156 Jdem, ‘Grammar, Genre and Patronage in the Twelfth Century), pp. 4-15.
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(v. 7).757 No. 22 is entitled “On a tall cupbearer, as if written by the lit-
tle eunuch” (Eig émixépyny poxpdy, dg dmd Tod edvovyorotlov). s It is no
coincidence that it consists of twelve verses, as does no. 21, because it has
an intentional parallel structure:

No. 21
*Mupunicoduig 2vdedvpévog S,
*uopunoTpadels ok Exels pyaaiog:
0D Yip KOG, (G T UUPUAKWY YEVY),
tobg Eppeikods eéaxcavBilwv atdyvs,

No. 22
*Tryavtoduig évdedupévog déuag
*yryavtotpadels odk éxels épyaaiog:
0D Yip UEPLUVES *TUYVOKLPYAY, GG Yiyas,
*xumelhopox 8oy kol *xumedhooeuyivey

s xord ypoidiny 8¢ cuvTpédwy dioty Tég deomoTucdg *dermvodrhotnaiag,
*uvpunicodiddg Todg Eevotpddous kémovg.  katét 0 davAdTate XaTipwy YW
Ofttw oe, Tékvov, &k xaxijg padvplag *mbnoxipvag év *mnkoxevtple.
Npdg kotéoye yvooTixig edmpoylo, olTw koxioTy cVVTPédWY auvnaTio
edvovyIkdV TpéyovTa kel TadTeL Spdpov- wiBnicov eipydooto TOV yiyevTd oe.

10 *uupuoudyBet Toryopodv, eimep Béles *yryevtoxipve, Toryapolv, elmep Békelg

*uvpukoTpudiy Todg Beprvods kaudTovg
&V Yeepval *TeTTIyoTpUCV RIS,

*yryavtotpuddy *edyapiotompadiog
&v ouvTpodLKais “TTwyoKeKOTPLY (DG

No. 22 might indicate that the eunuch and the cupbearer, most likely
both employed in Balsamon’s household, had a polemic relationship.
However, both epigrams with their intentional parallel structure might
also have been composed as a rhetorical exercise, 's* highlighting the pos-
sibilities one has when playing with words, especially hapax legomena,
which were only coined for these two poems (18 new words, indicated
by *, in no. 21 mainly from the stem pvpunko-, in no. 22 especially from
the stem yryavto-).

As to schedography, there is one more poem by Balsamon (no. 16)
in which this method is mentioned. It consists of 20 verses addressed
to a metropolitan of Philippupolis who is the author of a work entitled
"E¢aywyi), which was perhaps of theological content. ' Balsamon opens
the poems with the statement that straying like some Odysseus he sailed
through the Charybdis of schedography (v. 2 ayedovpyuciy ydpvpow)

because of ignorance (2§ duabing). He continues with “or (sailing) the

157 French translation of this poem by Messis, Les eunuques a Byzance, p. 228.

158 Galli Calderini, ‘Orientamenti tematici negli epigrammi di Teodoro Balsamone)
p- 182 translates edvoxémovhog and edvovyomouAidiov as “un giovane eunuco.” However,
since the opposite equivalent &mucépyng paxpds refers to the height (of the cupbearer), the
cited diminutives describing the cunuch most probably refer to height as well and not to
age.

157 Cf. Galli Calderini, ‘Orientamenti tematici negli epigrammi di Teodoro Bal-
samone), p. 182; a short note on this poem also by Messis, Les eunuques 4 Byzance, p. 22.9.

10 Cf. Horna, ‘Epigramme, p. 209.
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ebb of the night-battle I could not see the casily accessible day” (vv. 3-4
7 uaov apmdide vuktopaylag, / obx elyov edmpdoitov Huépay BAémew).
This passage employing sea and sailing imagery, with which Balsamon
also seems to allude to Thucydides’ description of a nightly attack by
the Athenians against Syracuse in the Peloponnesian War (7, 44),"" is
continued with some more sardonic remarks about schedography: when
looking into a small schedos (2) (v. 9 ayeddprov) ¢ of a friend he found a
garden of Hermes flooded by the Sirens (v. 10 getpyvoxatdivatov Eppod
wnmiov) ' through which he hoped to trample down his straying and to
benefit from its conveniences (vv. 11-13). “So much grace crowns the
oxédog, so much I take the grapes, which let flow honey, from the grape-
vine of David'® in it (i.c. the oy£d0¢):”*> with these words Balsamon
continues his poem, employing garden imagery. However, the poem ends
with some hidden allusions which were perhaps only understandable for
the author and his addressee: “When friends are blind towards friends,
I do not know: I also do not pray for seeing for those who are sharp-
sighted regarding the passions of the friends and who tend to blindness
regarding their own fate.”** The verses might refer to some bad experi-
ence Balsamon had with a friend inclined to schedography, perhaps the
one mentioned in v. 9, into whose oxeddplov Balsamon had a look.
Although the poem deals with schedography and does not have any
connection with its title at first sight, it may have served as a prologue

'! Thucydides’ ekphrasis of the night-battle is also mentioned in the progymnas-
mata collections of early rhetoricians, e.g. Aphthonios: Michel Patillon, Corpus Rbeto-
ricum. Anonyme, Préambule i la rhétorigue. Aphthonios, Progymnasmata. En annexe:
Pseudo-Hermogeéne, Progymnasmata. Textes établise et traduits (Paris: Les Belles Lettres,
2008), pp. 148, Il. 4—7 (ch. XII 2); vuxtopayie is also used metaphorically: in one of his
letters Theodore Stoudites speaks about the vuxtouoyie aipetixi of his time (no. 507, 3
Fatouros).

162 This term is difficult to explain: according to the dictionaries ayeddpiov is cither
a “sketch’, a “rough draft” or a “short document.” For the meaning, which is very likely
employed here, namely “small oéd0¢”, there are no further attestations to the very best of

my knowledge.

16 The reference to Hermes is due to the ancient God’s responsibility for rhetoric;
it is also employed in two other poems by Balsamon dealing with schedography (no. 21,
v. 4 and no. 25, V. 6).

16 This statement seems to allude to psalm 127 (128), 3: # yvv#| oov dg dumehog
edBnvodon év Tolg KATea1 T olxing oov. Ol viol gov 6g vebdduta Ehatdsv klirhw Tig TparTélng gov.

¢ Horna, ‘Epigramme), p. 184, vv. 14-16: obtw ydpig oTele ol T ayédog, /
obTw peht péovta hapfdve Bétpuy / éx Tijg év adTe Aavitikijg uméov.

16 Jbidem, vv. 1720 elmep Ot TvdhdyTTouaw €lg dlhovg dido, / odk olde kel yirp eliyouan
unde Bhémewy / todg déudeprels mpde T Tav dihwy il / xel Tudhomaelg mpdg Térg idie Thxes.
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book epigram to the’E£etywyn of the metropolitan of Philippupolis. This
is a common practice: book epigrams, serving as metrical prologue or
epilogue, either preserved as poems of known authors or anonymously
are very widespread.'®” Both Balsamon and the metropolitan might have
been opponents of schedography, or Balsamon tried to warn his address-
ee of the dangers of this teaching method.

Conclusion

As seen by the preserved evidence, the surviving poems of Balsamon,
mainly in the cod. Marc. gr. 524, only seem to present a selection of vers-
es composed for a wide variety of purposes.’®® One can easily imagine
that only the tip of the iceberg of his epigrams and poems have come
down to us: his poetic work is as broad as that of other authors of the
twelfth century and beyond.

Nevertheless, once contextualized, Balsamon’s poetry offers an in-
teresting insight into the life at court and in the patriarchate at the
end of the twelfth century. It is a valuable source for the period of
Isaac II, for whom he may have served as court poet. In addition, it
offers details about the monastic life, the equipment of monasteries,
and ecclesiastical matters of the time. More importantly, his collec-
tion of poems reflects some features and trends of late twelfth-century
poetry. Moreover, some subtle mentions in the verses also allow us to
perceive the author’s thoughts, his humor and, sometimes, his irony
and sarcasm. Balsamon’s rich vocabulary, very often coined ad hoc and
for one specific purpose, is one of his stylistic devices'® by which he
might have attracted his commissioners. However, he was not a “beg-
ging-poet” like his predecessors in the middle of the twelfth century
(Theodore and the anonymous Manganeios Prodromos, Constantine
Manasses, John Tzetzes) or Manuel Philes in the fourteenth century;
he was a high clergy man, who even served as the titular patriarch of

17 This is testified to by the numerous attestations in the “Database of Byzantine
Book Epigrams” (DBBE): http://www.dbbe.ugent.be/.

1% T do not agree with Horna, ‘Epigramme), p. 177 who claims that Balsamon him-

self was responsible for the collection of the epigrams nos. 1-39.

!¢ Cf. Erich Trapp, ‘The Role of Vocabulary in Byzantine Rhetoric as a Stylistic
Device, in Elizabeth Jeffreys (ed.), Rbetoric in Byzantium. Papers from the Thirty-fifth
Spring Symposium of Byzantine Studies, Exeter College, University of Oxford, March 2001
(Aldershot and Burlington, VT: Ashgate, 2003), pp. 137-49.
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Antioch, hired for specific occasions. Balsamon’s verses also reveal
that even towards the end of the “long” twelfth century (1081-1204),
which has often been described as a mere period of decline, '™ poetry
was still a viable means to communicate and interact with one’s envi-
ronment.

List of Balsamon’s poems discussed in this article (numbers according

to Horna):
1:p. 114
2:p. 117
3:p. 117
4:p. 117
S5:p. 117
6:p. 117
7:p. 117
8:p. 117
9: pp. 117-118
10: p. 124
11: pp. 118-119
12: pp. 119-120
13: pp. 120-121
14: pp. 131-133
15:p. 134
16: pp. 141-143
17:p.135n.132
18: pp. 127-128
19: pp. 121-123
20: pp. 129-130
21: pp. 140-141
22: pp. 140-141
23: p. 140
24:p. 129
25: pp. 139-140
26: p. 136
27: pp. 134-135, 138
28: pp. 124-125
29: p. 130

170 Thanks to studies by Alicia Simpson (e.g. Simpson, Byzantium, 1180~1204: “The
Sad Quarter of a Century’?) and others this view is now revised.
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30: p. 126

31: pp. 125-126

32: pp. 136-138
34:p. 125

36: pp. 116-117
37:p. 118

39:p. 115
40: p. 114

41: pp. 114-115, 139-140
42: pp. 115, 134-135
43: pp. 135-136
44:p. 115

45: pp. 115-116

Abstract

Theodore Balsamon (1130/1140 — after 1195), high official of
the Byzantine church, and from ¢. 1185 to 1190 titular patriarch
of Antioch, is mainly known for his canonical work, the com-
mentary on the so-called nomokanon of fourteen titles. In addi-
tion, more than 40 poems are transmitted under his name. The
wide range of his poetic output, which is mainly transmitted in
the cod. Marc. Gr. 524 (a manuscript from the end of the thir-
teenth century), reveals that occasionally Balsamon also served
as an author on commission for the court (especially in the reign
of Isaac II) and the aristocracy. His poetry contains epigrams
with the purpose to be inscribed (e.g. tomb epigrams, dedicatory
epigrams), but also book epigrams, and, interestingly enough, po-
ems on schedography, a popular teaching method in the twelfth
century. Theodore Balsamon’s verses do not only offer interesting
insights into the life at court and in the patriarchate at the end
of the twelfth century, but they also reveal that poetry was still a
viable means to communicate at the end of the twelfth century,
which is very often described as a period of decline.
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Krystina KuBINA

Manuel Philes — a Begging Poet?

Requests, Letters and Problems of Genre Definition*

[ewva, otpatnyé, kel dayelv lowg BEMwy | mpdg TV duokyiy Tiig xpuotis
Bnhic Bhémw- | €l & dpyvpodv dmovBey Eoloerg ydAa, | kol Settepog mhots,
GG i) wédhe Théov." The first-person speaker in this poem claims to be
in a desperate situation: “I am hungry, strategos, and as I would like to
eat, I gaze at the milking of the golden teat. But if you will perhaps bring
forth silver milk, this would be a second sailing.* But don’t delay any
longer!” Although no direct plea for material support is expressed, the
pragmatic aim of the poem is clear: the first-person speaker asks his ad-
dressee to send him gold or, as a less desirable option, silver. However,

*

I am deeply grateful to Claudia Rapp, Andreas Rhoby, Alexander Richle and
Nikos Zagklas for their most helpful critique and comments upon various drafts of this
paper. I would also like to thank Marina Bazzani for sending me her unpublished contri-
bution to this volume (“The Art of Requesting in the Poetry of Manuel Philes’).

' Manuel Philes, poem E 201. I use the sigla of Giinter Stickler, Manuel Philes und
seine Psalmenmetaphrase (Vienna: Verlag der Wissenschaftlichen Gesellschaften Oster-
reichs, 1992), pp. 6—9. They refer to the following editions: Manuelis Philae Carmina
ex codicibus Escurialensibus, Floventinis, Parisinis et Vaticanis, ed. by Emmanuel Miller,
2 vols (Paris, 1855—1857) - sigla E, F, P, V, App. (in some cases Miller prints several short
poems together using only one number; I have then chosen to number them individually
le.g. F 49(2]]); Manuelis Philae Carmina Inedita, ed. by Emidio Martini (Naples: Typis
Academicis, 1900) — siglum M; Emidio Martini, ‘Spigolature Bizantine II: Quattro Epi-
grammi inediti di Manuel Philes, Societa reale di Napoli. Rendiconto delle tornate e dei
lavori dellAccademia di Archeologia, Lettere e Belle Arti. Nuova Serie 17 (1903), 345—57
— siglum M-SB; Manuel Gedeon, ‘Mavovik tod @i} ioTopucd moriuate, Ekklesiastike
aletheia, 3 (1882/83), 215-20, 244—50, 652—59 — siglum G.

> The expression devTepog mhols is a well-known proverb in Byzantium. Literally,

in a nautical context, it denotes the use of oars when there is no wind (cf. e.g. Souda 295
s.v. deltepog mholig: &Te GmoTuyWy Tig olplov kwmalg mhel [“second sailing: if somebody
lacking a fair wind sails using oars”], Suidae Lexicon, ed. by Ada Adler, s vols [Stuttgart:
Teubner, 1928-1938],11[1931], p. 27). Metaphorically, the expression is used to denote
a second best action. The ‘second sailing’ is also commonplace in epistolography, mainly
used to claim that corresponding via letter comes second to a direct communication
(cf. Gustav Karlsson, Idéologic et cérémonial dans lépistolographie byzantine [Uppsala:
Almquist & Wiksells, 2™ rev. ed. 1962], pp. 48—56).

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 147-181
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115587
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the combination of the metaphor of golden milk and the hunger of the
T, as well as the avoidance of a direct plea, show how skilfully and wit-
tily the simple request is transformed into a piece of literature. Similar
poems are to be found in abundance in the corpus of the author of this
text, Manuel Philes, the most prolific poet of the early Palaiologan pe-
riod.’ The Byzantines showed great appreciation for his poems, as the
more than 150 manuscripts in which they are transmitted testify.* How-
ever, instead of attracting attention and appreciation for his literary
versatility, poems such as the one just cited have been met with disgust
by many readers in modern times. It seems that K. Krumbacher in his
‘History of Byzantine Literature’ was the first scholar to refer to similar
poems as ‘Betteldichtung’® — a term that has since been used to identify

> On the life and work of Manuel Philes, cf. Stickler, Psalmenmetaphrase, 10-36.
After long years of neglect, his ocuvre has attracted attention in recent years; for a survey
of more recent studies on Philes, cf. Krystina Kubina, ‘Die enkomiastische Dichtung des
Manuel Philes’ (unpublished doctoral thesis, University of Vienna, 2018), pp. 3-28. In
summary, cadem, ‘Manuel Philes and the Asan Family: Two Inedited Poems and their
Context in Philes’ Ocuvre (Including editio princeps), Jabrbuch der Osterreichischen Byz-
antinistik, 63 (2013), 177-98, pp. 177 f., footnote 3. To this list should be added Ma-
nuele File, Le proprieti degli animali II, intr, trans. and comm. by Anna Caramico (Na-
ples: Accademia Pontaniana, 2006); Glenn Peers, ‘Forging Byzantine Animals: Manuel
Philes in Renaissance France), Rivista di studi bizantini e neoellenici, 49 (2012), 79-103;
Maria Tziatzi-Papagianni, ‘Ootig ot &v Bovhotro pabetv tiy Opdiny: H Opdixn uéoe od
Tovg oTlyovg Tov Mo Mavouih O\, Byzantinische Forschungen, 30 (2011), 245-62;
Andreas Rhoby, ‘Metaphors of Nature in the Poetry of Manuel Philes (fourteenth centu-
ry)’ in Le lierre et la statue: La nature et son espace littéraire dans [épigramme gréco-latine
tardive, ed. by Florence Garambois-Vasquez and Daniel Vallat (St Etienne: Publications
de I'Université, 2013), 263~73; Marina Bazzani, ‘Livelli di stile e significato nella poesia
di Manuele File), in Vie per Bisanzio: VII Congresso nazionale dellAssociazione italiana di
studi bizantini, Venezia, 25-28 novembre 2009, ed. by Antonio Rigo, Andrea Babuin and
Michele Trizio (Bari: Edizioni di Pagina, 2013), 145~55 (which is in part a translation
of eadem, ‘A Poem of Philes to Makarios Chrysokephalos? The Case of Poem Florenti-
nus §8’, Byzantinische Zeitschriff, 104 [2011], 55-69); Andreas Rhoby, “Wie lange lebte
Manuel Philes?} in Koinotaton Doron. Das spite Byzanz zwischen Machtlosigkeit und
kultureller Bliite (1204—1461), ed. by Albrecht Berger et al. (Berlin/Boston: De Gruyter
2016), 149-60; Ivan Drpié, Epigram, Art, and Devotion in Later Byzantium (Cam-
bridge: Cambridge University Press, 2016), who deals extensively with Philes; Marina
Bazzani, “The Art of Requesting in the Poetry of Manuel Philes) 183-207 in this volume.

*  Cf. the manuscript list in Stickler, Psalmenmetaphrase, pp. 209~42, which still

offers the best and most complete overview of the textual history of Philes’ poems.

> Karl Krumbacher, Geschichte der byzantinischen Litteratur von Justinian bis zum
Ende des Ostromischen Reiches (527-1453), 2™ revised edition with the collaboration of
Albert Ehrhard and Heinrich Gelzer (Miinchen: C. H. Beck’sche Verlagsbuchhandlung,
1897), makes his contempt for these poems clear: with regard to Prodromos he speaks
of the “Charakeerlosigkeit des Betteldichters” (p. 750), calls occasional and, especially,
begging poetry an “unerquickliche Litteraturgattung” (p. 754), and states on Philes:
“Den Gipfelpunkt erreicht die lakaienhafte Unterwiirfigkeit aber in den eigentlichen
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a genre by many Byzantinists.® To date nobody has defined what this
actually means. Already in Krumbacher it is clear that the term is by no
means neutral, but has the most negative connotations. ‘Betteldichtung’
was, from the start, a pejorative term created not to offer an accurate
description of the ‘genre] but to pronounce a judgment on its quality.
Today, there has been a widely recognized reappraisal of Manuel Philes
and of ‘begging poems’ in general. M. Kulhdnkova did most work on the
‘begging’ poems by Theodore Prodromos, Manganeios Prodromos, Pto-
choprodromos and Michael Glykas, revealing important features about
the language and style and about the sociocultural background of ‘beg-
ging poetry’” She stresses the existence of a distinct genre of ‘Betteldi-
chtung’ in the twelfth century. These findings are by no means transfer-

Bettelgedichten” (p. 778). Isidora Rosenthal-Kamarinea, ‘Beobachtungen zur Stellung
des Dichters in der byzantinischen Gesellschaft des XIV. Jahrhunderts anhand der Schrif-
ten des Manuel Philes’, in Actes du XIVe Congrés International des Etudes Byzantines,
Bucarest, 612 septembre 1971, ed. by Mihai Berza and Eugen Stinescu, 3 vols (Bucar-
est: Editura Academiei Republicii Socialiste Roménia, 1974-1976), II (1975), 251-58,
p- 251 and passim, also uses the term and makes no secret of her dislike.

¢ The term has been especially popular in the context of twelfth century po-

etry, above all regarding Theodore Prodromos, Prochoprodromos and Mangancios
Prodromos. Cf. Margaret Alexiou, “The Poverty of Ecriture and the Craft of Writing:
Towards a Reappraisal of the Prodromic Poems, Byzantine and Modern Greek Studies,
10 (1986), 1-40, p. 29 (“conventional framework of beggar poetry”); Roderick Bea-
ton, “The Rhetoric of Poverty: The Lives and Opinions of Theodore Prodromos, Byz-
antine and Modern Greek Studies, 11 (1987), 1-28; Markéta Kulhdnkovd, ‘Vaganten
in Byzanz, Prodromoi im Westen: Parallellektiire von byzantinischer und lateinischer
Betteldichtung des 12. Jahrhunderts, Byzantinoslavica, 68 (2010), 241-56; eadem, ‘Die
byzantinische Betteldichtung: Verbindung des Klassischen mit dem Volkstiimlichen’ in
Imitatio — Aemulatio — Variatio. Akten des internationalen wissenschafilichen Symposions
zur byzantinischen Sprache und Literatur (Wien, 22.—25. Oktober 2008), ed. by Andreas
Rhoby and Elisabeth Schiffer (Vienna: Verlag der Osterreichischen Akademie der Wis-
senschaften, 2010), 175—180; cadem, ‘Figuren und Wortspicle in den byzantinischen
Bettelgedichten und die Frage der Autorschaft, Graeco-Latina Brunensia, 16 (2011),
29—39; eadem, ‘Parallelen zur antiken Literatur in der byzantinischen Betteldichtung
Sbornik pract Filozofické fakulty brnénské univerzity, 7ada klasickd N, 13 (2008), 81-95;
Hans Eidencier, Ptochoprodromos (Einfiibrung, kritische Ausgabe, deutsche Ubemetzung,
Glossar) (Kéln: Romiosini, 1991) (cf. also ITrwyompédpouog, ed. by idem [Herakleion:
Panepistemiakes Ekdoseis Kretes, 2012]); Andrew Dyck, ‘Ptochoprodromos. Avéfepay
o ypdppore and Related Texts, Byzantinische Forschungen 15 (1990), 45—52, p. 46. The
‘begging poems’ of Philes have attracted much less attention, but for him, too, the term
seems to be widely accepted; cf. Herbert Hunger, Die hochsprachliche profane Literatur
der Byzantiner, 2 vols (Munich: C. H. Beck’sche Verlagsbuchhandlung, 1978), IL, p. 172
“in den Bettelgedichten”; Markéta Kulhdnkovd, ‘Ich bin auch eines schicken Mantels
wert. Zum Manteltopos in der griechischen Dichtung), in Epea preroenta: Riizené Dos-
tilové k narozenindm, ed. by Markéta Kulhdnkova and Katefina Loudové (Brno: Host,
2009), 191—200.

7 See above footnote 6.
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able to the early fourteenth century and Manuel Philes, as a meticulous
close reading of the poems in question reveals. This paper thus aims at
giving some hints on a better understanding and a new appreciation of
poems including pleas® by tackling three questions: I) What is a genre,
why does it matter and which genres can we find in Byzantine poetry?
IT) Can we single out a genre in which requests are frequent, and which
genre is this? III) If ‘begging poetry’ is not a genre, what is the place of
‘begging’ or — more neutrally speaking — pleading in Philes’ poetry? The
following considerations are partly a response to the unreflecting use of
the terms ‘genre’ and ‘begging poetry’. They will also shed light on the
issue of direct pleading with a specific addressee and its relationship to
the hitherto unrecognized importance of verse letters in Philes’ poetry.
In this way, I shall try to understand more clearly in which contexts pleas
occur and how literary pleas were read by the Byzantines themselves.

Genre Theory and Byzantine Studies

Modern genre theory agrees that generic classification is not to be con-
cerned with stable entities, but with historical classes of texts that change
over time.” In this way, genres should be understood as socio-cultural in-
stitutions that shape the means of communication at a certain moment
and that may persist over centuries, but continuously shift their shape.™

8 Ttry to avoid the judgmental term ‘begging’ in favour of the more neutral terms

‘pleading’ and ‘requesting’ As will become clear, markers of actual ‘begging’ occur only
in some of the poems including requests. In German I suggest using the term ‘bitten’ or
‘Bittgedichte’ instead of ‘Bettelgedichte’

?  As with most literary theory, genre theory has been shaped within the context

of modern literature. The discussion brought forth innumerable books and articles. In
the following, I will mainly focus on the debate in German Studies, as it is not possible
to summarise genre theory as a whole. For an introduction, cf. Reallexikon der deutschen
Literaturwissenschaft, ed. by Klaus Weimar and others, 3 vols (Berlin and New York:
Walter de Gruyter, 1997-2003), I's. v. ‘Gattung’ (Klaus W. Hempfer, pp. 651-55) and
sv. ‘Gattungstheorie’ (Dieter Lamping, pp. 658—61). An excellent survey of recent de-
velopments is provided by the Handbuch Gattungstheorie, ed. by Riidiger Zymner (Stutt-
gart and Weimar: J. B. Metzler, 2010). On genre theory and the encomiastic poems of
Manuel Philes, cf. Kubina, ‘Dic enkomiastische Dichtung des Manuel Philes, pp. 29-32.

10 Cf. Wilhelm Voflkamp, ‘Gattungen als literarisch-soziale Institutionen: Zu

Problemen sozial- und funktionsgeschichtlich orientierter Gattungstheorie und -his-
torie) in Textsortenlehre — Gattungsgeschichte, ed. by Walter Hinck (Heidelberg: Ql;lle
+ Meyer, 1977), 27-44, p. 27: “Vielmehr empfiehlt sich ein ‘historischer’ (nicht ‘sys-
tematischer’) Gattungsbegriff, der die Geschichtlichkeit literarischer Gattungen ernst
nimmt und sie als historisch bedingte Kommunikations- und Vermittlungsformen, d. i.
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Thus, a literary genre is a group of texts that share basic characteristics.
One should distinguish between a diachronic genre and a synchronic
one. In German Studies, H. Fricke established the distinction between
“Textsorte’ for the former and ‘Genre’ for the latter concept, which are
both subordinated to the general category of ‘Gattung’'* If one looks,
for example, at the epitaph, one can find a “Textsorte’ that includes texts
ranging from fifth century BC Athens to inscriptions on modern tomb-
stones, written in various languages and arising from the most diverse
social contexts. On the other hand, it is important to study individual
‘Genres’ of epitaphs, such as, for example, the verse epitaph of the mid-
dle and late Byzantine period, which is characterized by the presence
of encomiastic elements, the use of certain motifs, etc.’> A genre name,
however, does not refer to an ‘ideal’ definition of a class of texts, but
should be understood as an interpretive device for analysing individual
texts in their historical and transhistorical context. Hence, it is not pre-
scriptive, but merely descriptive. Defining a genre means defining a text
corpus and extrapolating the basic similarities between the single texts
from it. Every genre definition encounters the problem of ambiguity:
while there is usually a large number of texts that can be easily grouped
together by their literary features, context of use and other criteria, there
will always be a considerable number of texts that share some charac-
teristics with this class, but also some with other classes. Genres, thus,
have fuzzy edges. To solve this problem, genre theory has worked with
Wittgenstein’s concept of family resemblance. " In this sense, genres are
networks made up of single texts that are in a complex relationship with
each other, just as the members of a family are. At the same time, there
are manifold interdependencies and superpositions between different
networks/genres, just as many — and in the end all - families are also

als soziokulturelle Phinomene interpretiert und beschreibt.” Cf. also Klaus W. Hempfer,
Gattungstheorie: Information und Synthese (Munich: Wilhelm Fink, 1973), p. 223 and
passim.

"' Cf.Harald Fricke, Norm und Abweichung: Eine Philosophie der Literatur
(Miinchen: Beck, 1981), pp. 132—38.

"2 On Philes” epitaphs, cf. Nikolaos Papadogiannakis, Studien zu den Epitaphien
des Manuel Philes (Heraklion, 1984).

13

Cf. Ludwig Wittgenstein, Philosophische Untersuchungen: Kritisch-genetische
Edition, ed. by Joachim Schulte (Frankfurt am Main: Suhrkamp, 2001). He refers to the
definition of the word ‘game’ (Spiel’) and comes to the conclusion that there is no proto-
type of the game, but that the abstract category ‘game’ is made up of all individual games
that are ascribed to this category: “Konnen wir etwa nur dem Andern nicht genau sagen,
was ein Spiel ist? Aber das ist nicht Unwissenheit. Wir kennen die Grenzen nicht; weil
keine gezogen sind” (p. 789, emphasis in the original).
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connected with others.** Although every definition of what a genre is is
insufficient, s I shall try to give one here for the sake of clarity: a genre
(Fricke’s ‘Gattung’) is a taxonomic term that describes a group of texts
which are connected by certain similarities. However, no (prescriptive)
prototype of a genre exists. A ‘Gattung’ can be understood either as a
diachronic (though not universal, but historically shaped) phenomenon
(‘“Textsorte’) or as a (synchronic) phenomenon at a certain point in time
(‘Genre’). There is, however, one severe problem with the use of this defi-
nition of a genre as a corpus of texts: in order to define a genre, one has
to deduce the main characteristics from a defined text corpus. In order
to define the corpus, however, one has to use one’s own preconceptions
about a genre. This leads to a hermeneutic circle.* The most convincing
way to tackle this problem is to look at it from a historical perspective:
one should try to find out which genres the Byzantines themselves were
aware of. In this way, information provided in the paratext to individual
literary works and poetological passages on the one hand, and explicit
statements in theoretical treatises on the other hand, serve asa guide toa
historically accurate understanding of Byzantine genres.*”

" Cf. Klaus W. Hempfer, “Zum begrifflichen Status der Gattungsbegriffe: Von
‘Klassen’ zu ‘Familienihnlichkeiten’ und ‘Prototypen”, Zeitschrift fiir franzisische
Sprache und Literatur, 120 (2010), 1432, p. 29, who re-evaluates Wittgenstein’s con-
cept against the backdrop of recent theoretical debates: “Historische Gattungen sind
also weder als Klassen (auf der Basis rekurrenter Merkmale) noch als Prototypen (auf der
Basis von Ahnlichkeitsrelationen zwischen konkretem Text und einem prototypischen
Kern) zu bestimmen, sie konstituieren vielmehr ‘Netzwerke’ komplexer Ahnlichkeitsre-
lationen zwischen je historischen Texten und Textgruppen, wobei immer schon Inter-
dependenzen und partielle Uberlagerungen zwischen unterschiedlichen ‘Netzwerken’
mitzudenken sind” (emphasis in the original).

5 There is a whole ‘anarchy of terms’ - to borrow the notion of Hempfer, Gaz-

tungstheorie, p. 221 — concerning genre studies in general and in the context of Byzantine
literature, and this is not the place to regulate it. Thus, my definition necessarily excludes
a whole range of aspects. As long as there is no larger study on Byzantine genre theory,
however, preliminary definitions such as this — however dissatisfying they may be — must
suffice.

¢ On this problem in the field of Byzantine Studies, cf. Ulrich Moennig, “The
late-Byzantine romance. Problems of Defining a Genre, Kduros. Cambridge Papers in
Modern Greek, 7 (1999), 1-20, p. 2; Ingela Nilsson in Panagiotis Agapitos, ‘SO Debate:
Genre, Structure and Poetics in the Byzantine Vernacular Romances of Love), Symbolae
Osloenses, 79 (2004), 7—101, pp. 71.

17

The use of the paratext is discussed by Agapitos, ‘SO Debate, pp. 18—26. On
the importance of evaluating the titles and headings of Byzantine poems, cf. Andreas
Rhoby, ‘Labeling Poetry in the Middle and Late Byzantine Period’, Byzantion, 85 (2015),
259-83.

152



MANUEL PHILES - ABEGGING POET?

However, genres cannot explain the existence of similar ways of writ-
ing in various diverse text corpora. Therefore, the concept of the literary
mode, which can be described as an invariant group building structure, '®
has been established alongside the concept of genre. It describes a com-
mon structure within otherwise different genres. Again, these structures
have ‘fuzzy edges’ and must not be seen as fixed laws. For example, there
is the literary mode of ‘autobiographical writing} which is part of differ-
ent genres such as autobiography (the existence of which is debated for
Byzantium)," hagiography, enkomia, epitaphs, etc. The ‘narrative mode,
on the other hand, appears in such diverse genres as historiography,
hagiography, romances, etc. Again, each literary mode can be analysed
from a diachronic or a synchronic perspective. H. Fricke calls the former
‘Schreibweise” and the latter ‘Schreibgenre’** The two concepts of genre
and mode help a great deal in understanding the place of pleading in
Philes’ poetry.

Still, the question of why genres should be important at all remains
open.* The answer has to do with the horizon of expectation,** both
of the Byzantines and the Byzantinists: a Byzantine author writing rhe-
torical texts — such as Philes” poems are — always had a set of rules and
conventions regarding literary expression in his mind. This was mainly

'8 Cf.as an introduction Reallexikon zur deutschen Literaturwissenschaft 111 s.

‘Schreibweise” (Klaus W. Hempfer, pp. 391-93). Most publications on genre theory
also deal with the concept of the literary mode.
19

On autobiography in Byzantium, cf. Martin Hinterberger, dutobiographische
Traditionen in Byzanz, (Vienna: Verlag der Osterreichischen Akademie der Wissen-
schaften, 1999); Michael Angold, “The Autobiographical Impulse in Byzantium) Dum-
barton Oaks Papers, 52 (1998), 225—57; idem, ‘Autobiography & Identity: The Case of
the Later Byzantine Empire, Byzantinoslavica, 60 (1999), 36—59; Stratis Papaioannou,
‘Byzantium and the Modernist Subject: The Case of Autobiographical Literature), in
Byzantium/Modernism: The Byzantine as Method in Modernity, ed. by Roland Betan-
court and Maria Taroutina (Leiden and Boston: Brill, 2015), 195-211.

2 Cf. Harald Fricke, Gesetz und Freibeit: Eine Philosophie der Kunst (Miinchen:
C. H. Beck, 2000), pp. 37-42.

2! On genre theory within Byzantine Studies, cf. first and foremost the seminal

study by Margaret Mullett, “The Madness of Genre, Dumbarton Oaks Papers, 46 (1992),
233-43. Mullett discusses both the advantages and the limits of genre theory for studies
on Byzantine literary history. For western medieval literature the debate was opened by
Hans Robert Jauf8, “Theorie der Gattungen und Literatur des Mittelalters, in Grundyriss
der romanischen Literaturen des Mittelalters: 1. Généralités, ed. by Maurice Delbouille
(Heidelberg: Winter, 1972), 107-38.

2 The term has been established in the German debate on ‘Rezeptionsisthetik’;

cf. Reallexikon der deutschen Literaturwissenschaft 111 s. v. ‘Rezeptionsisthetik” (Helmurt
Pfeiffer, pp. 285-88), p. 286.
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shaped by school education. By reading the rhetorical textbooks, Byzan-
tine students and potential future writers and readers learned how a text
of a classical or, more importantly, a late antique genre — for example an
epitaph — should look.** Furthermore, the instruction with progymnas-
mata and - later on — schede taught the students how to write texts from
different genres through practical examples. Although the theoretical
rhetorical works deal with prose, not with verse, many genres appear in
both forms. Since the Byzantines often did not make a clear distinction
between the composition of prose and verse, the rhetoric lessons were
also relevant to the production of poetry, even though its composition
was less theorized.** As for the less codified genres, such as letters and
poems, students were instructed by reading model authors.> Hence,
everybody who was able to produce or to understand atticizing texts was
aware of genre conventions. It goes without saying that the late antique
textbooks should not be understood as fixed codes of law, which had to
be followed slavishly. Instead, the practice changed over time — just as,
in general, every text changes the genre to which it belongs.* In a simi-
lar way, our modern understanding of Byzantine literature is led — and
might be misled — by genre names. They group certain texts together and
they can give rise to certain expectations regarding topics, structure and

» On rhetorical training, cf. the introductory studies by George A. Kennedy,

Greek Rhbetoric under Christian Emperors (Princeton, New Jersey: Princeton University
Press, 1983, repr. 2008); Andreas Rhoby, ‘Bildung und Ausbildung: Wissensvermitt-
lung in Byzanz, in Der Neue Pauly, suppl. vol. 11, Byzanz, ed. by Falko Daim (Stuttgart:
Springer Verlag, 2016), 995-1016; Sophia Mergiali, Lenseignement et les lettrés pendant
lépoque des Paléologues (12061-1453) (Athens: Hetairia ton Philon tou Laou, 1996);
Athanasios Markopoulos, ‘Teachers and Textbooks in Byzantium: Ninth to Eleventh
Centuries, in Networks of Learning: Perspectives on Scholars in Byzantine East and Latin
West, c. 1000—1200, ed. by Sita Steckel, Niels Gaul and Michael Griinbart (Miinster et
alii: Lit Verlag, 2014), 3—15; Antonia Giannouli, ‘Education and Literary Language in
Byzantium), in The Language of Byzantine Learned Literature, ed. by Martin Hinterber-
ger (Turnhout: Brepols, 2014), s2-71.

#On the close connection between prose and verse, cf. Floris Bernard, Writing

and Reading Byzantine Secular Poetry: 1025-1081 (Oxford: Oxford University Press,
2014), p. 46-47.

% Cf. Wolfram Hoérandner, ‘Musterautoren und ihre Nachahmer: Indizien fir
Elemente eciner byzantinischen Poetik’, in Doux reméde...: poésie et poétique 4 Byzance.
Actes du IVe collogue international philologique ERMENEIA, Paris, 23—24-25 février 2006
organisé par 'E.H.E.S.S. et ['Université de Chypre, ed. by Panagiotis Agapitos, Martin
Hinterberger and Paolo Odorico (Paris: Centre d¢tudes byzantines, néo-helléniques et
sud-est européennes, 2009), 201-17; idem, ‘Pseudo-Gregorios Korinthios: Uber die vier
Teile der perfekten Rede, Medioevo Greco, 12 (2012), 87-131; Rhoby, ‘Labeling poetry’

¢ Alastair Fowler, Kinds of Literature: An Introduction to the Theory of Genres and
Modes, (Oxford: Clarendon Press, 1982), p. 23.
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quality. If we want to understand individual texts in their literary con-
text, we cannot avoid grouping different texts together. In other words,
we cannot avoid using genre concepts. Thus, both the Byzantines and
Byzantinists were and are heavily influenced by their preconceptions
about certain genres when reading rhetorical texts. Genre theory is thus
not just a theoretical discussion without meaning for our understanding
of Byzantium, but it has a practical impact on our readings.
Nonetheless, the history of Byzantine genres has not yet been writ-
ten. Although the problem has aroused interest in recent years, to date
there are only studies on single texts or genres.*” The same holds true
for Byzantine poetry. However, M. Lauxtermann in particular has given
some basic consideration to the issue. He established the distinction
between epigrams and poems proper. Epigrams are, according to his
definition, everything that is made to be inscribed (on an object or as
a paratext in a manuscript [‘book epigram’]), while everything else falls
into the category poem. This is a historical definition known from poet-
ic manuscripts and theoretical texts.*® Subgenres of epigrams, including
e.g. the epitaph, dedicatory epigrams, book epigrams, etc., have been a
field of wide interest.*” As for the poems proper, there is no systematisa-

27

Among these Mullett, ‘Madness of genre’; Ulrich Moennig, ‘Literary Genres
and Mixture of Generic Features in Late Byzantine Fictional Writing), in Medieval Greek
Storytelling: Fictionality and Narrative in Byzantium, ed. by Panagiotis Roilos (Wies-
baden: Harrassowitz, 2014), 163—82; Agapitos, ‘SO Debate’; idem, ‘Ancient Models
and Novel Mixtures: The Concept of Genre in Byzantine Funerary Literature from Pho-
tios to Eustathios of Thessalonike), in Modern Greek Literature: Critical Essays, ed. by
Gregory Nagy, Anna Stavrakopoulou and Jennifer Reilly (New York and London: Rout-
ledge, 2003), s—23; idem, ‘Mischung der Gattungen und Uberschrcitung der Gesetze:
Die Grabrede des Eustathios von Thessalonike auf Nikolaos Hagiotheodorites, Jahrbuch
der Osterreichischen Byzantinistik, 48 (1998), 119-46; idem, ‘Grammar, Genre and Pa-
tronage in the Twelfth Century: A Scientific Paradigm and its Implications, Jabrbuch
der Osterreichischen Byzantinistik, 64 (2014), 1~22; Homére-Alexandre Theologitis,
‘Pour une typologic du roman 4 Byzance: Les héros romanesques et leur appartenance
générique’, Jahrbuch der Osterreichischen Byzantinistik, 54 (2004), 207-33.

#  Cf. Marc D. Lauxtermann, Byzantine Poetry from Pisides to Geometres: Texts and

Contexts, 2 vols (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften,
2003-), [ (2003), pp. 22—31 on the definition of the epigram (with reference, among
others, to the definition in the Souda, p. 26, footnote 15) and pp. 33-34. on the distinc-
tion of epigrams and poems proper, cf. also Wolfram Hoérandner, “Zur kommunikativen
Funktion byzantinischer Gedichte, in XVIII” International Congress of Byzantine Stud-
ies: Plenary Papers (Moscow, 1991), 415-32.

»  Cf. first and foremost the two big editing projects, Byzantinische Epigramme in

inschriftlicher Uber[ieﬁmng, 4 vols, ed. by Andreas Rhoby (Vienna: Verlag der Oster-
reichischen Akademie der Wissenschaften, 2009-2018) and the ‘Database of Byzantine
Book Epigrams™ (http://www.dbbe.ugent.be/), ed. by Kristoffel Demoen, Floris Ber-
nard et alii. Cf. also Die kulturhistorische Bedeutung byzantinischer Epigramme: Akten
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tion. According to Lauxtermann, they include satires, ekphraseis, pan-
egyrics, catanyctic alphabets, riddles and others.?* One should also note
that many genres in prose exist in poetry, too. Thus, one is confronted
with monodies, epithalamia, paramythetika, propemptika, etc.’* To this
anarchy of terms,** one has to add (according to the widespread view)
the genre of ‘begging poems, sometimes categorised as a kind of occa-
sional poetry.”* Whether this term can serve as a genre name or whether
it describes a characteristic of most of Byzantine poetry, is another open
question. Yet, it is clear that these lists cannot serve as an analytical tool
for categorization. Once again, one should emphasize that trying to un-
derstand Byzantine genres does not mean establishing a fixed system of
(eternal) laws, but rather understanding the changing conventions of
writing and reading.

However, this massive problem cannot be solved in an article. In
the following, I shall limit my study in two ways: firstly, I shall focus on
Manuel Philes alone. Secondly, I'shall try to find out more about the
‘Genre’ (in Fricke’s sense) of ‘begging poetry’, but not about the “Text-
sorte’. The latter would require a detailed comparison of Philes’ poems
with poems by the three Prodromoi, Michael Glykas and others who
have been named ‘begging poets’ For the moment, however, the ocuvre
of Philes is complex enough to justify a synchronic reading. Focusing on
the ‘Genre’ of ‘begging poetry’ also means that this paper does not aim
at establishing a genre theory of Philes” poetry, but at understanding the
place of pleading in it. As the analysis will show, understanding pleading
will also lead to an understanding of a hitherto totally neglected genre in
Philes’ poems — his verse letters.

des internationalen Workshop (Wien, 1.—2. Dezember 2006), ed. by Wolfram Hérandner
and Andreas Rhoby (Vienna: Verlag der Osterreichischen Akademie der Wissenschaf-
ten, 2008); for Philes, cf. Efthymia Braounou-Pietsch, Beseelte Bilder: Epigramme des
Manuel Philes auf bildliche Darstellungen (Vienna: Verlag der Osterreichischen Akad-
emie der Wissenschaften, 2010).

% Lauxtermann, Byzantine Poetry, p. 33.

31 These genres are widespread in Byzantine rhetorical texts and are already de-

scribed in late antique rhetorical textbooks, such as (to name but one important exam-
ple) Menander Rhetor, ITep/ émdextixd, ed. by Donald Andrew Russell and Nigel Wil-
son, Menander Rhetor (Oxford: Oxford University Press, 1981).

32 See above footnote 15.

3 Cf. Kulhdnkov4, ‘Parallelen zur antiken Literatur’ p. 83.
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Epistolary Poetry — a Hitherto Neglected Genre in Philes’
Poems

Pleading certainly is an important issue in Philes’ poems. The theme
occurs in two main contexts: a secular and a religious one. In the case
of the latter, prayers directed to saints (mainly in epigrams on works of
art) deserve interest in their own right.** These poems, however, do not
belong to the same category in which texts that were described as ‘beg-
ging poetry’ — be it within Philes or in the context of Komnenian poetry
— are subsumed. Thus, it is only ‘begging’ in a secular context that will
be studied here. Such pleas are expressed in about 250 poems totalling
about 5,600 out of about 25,000 lines of poetry from Philes’ pen.*s In a
first step, one should investigate whether they can convincingly be de-
scribed as a genre according to the criteria established above.

In order to find out more about their generic reception in Byzantium,
the first method is to look at the paratext, in which established genres are
often named.** For example, the notion of ‘¢mrdéror atiyor is very com-
mon and shows that the Byzantines understood the epitaph as a distinct

3 Cf. Ivan Drpi¢, "The Patron’s ‘I”: Art, Selfhood, and the Later Byzantine Dedi-
catory Epigram] Speculum, 89 (2014), 895—935 and idem, Epigram, Art, and Devo-
tion; Foteini Spingou, “Words and Art Works in the Twelfth Century and Beyond. The
Thirteenth-century Manuscript Marcianus gr. 524 and the Twelfth-century Dedicatory
Epigrams on Works of Art), (unpublished doctoral thesis, University of Oxford, 2012),
pp- 178-232; Andreas Rhoby, “The Structure of Inscriptional Dedicatory Epigrams in
Byzantium) in La poesia tardoantica e medievale: IV Convegno internazionale di studi, Pe-
rugia, 15—17 novembre 2007: atti in onore di Antonino Isola per il suo 70° genetliaco, ed. by
Clara Burini De Lorenzi and Miryam de Gaetano (Alessandria: Edizioni dell'Orso,
2010), 309—32. However, much remains to be done concerning the religious implica-
tions of prayers in epigrams.

3 Cf. the following poems including direct pleas (without regard to the object re-
quested)App. 42,App. 52,E 91, E181-F 189, E 191, E 198, E 200, E 201, E 204, E 205,
E207,E212,E213,E217, E218, E221,E 229, E230, E232-F234, E236,E247,F 3,
F6,F8 Fr2-16, F24, F2s, F28-30, F3s,F 353, F49(1)-F 49(3), F 53(1), F 53(3),
Fs3(s)-F 53(8), Fs4, Fss(1)-F ss(s), F s8-62, Fés, F67, F78, F80-F86, F 93,
F 96, F99—F 101, F109-F 113, F116, F 118, F121, F122a, F123, F124, F134-38,
Fi141-F 145, F147, F148, F157-F 164, F166-F 169, F 191, F214, F233, F235,
F236,F239,F244,F250,F265,G12,G14,G17,G19,G22,M3, M5, M9, M 10,
Mi13, M14, M16-M 19, M 22, M 26, M 27, M 29-M 31, M 33, M 36, M 38, M 39,
M 45, M 46,M 48, M 52, M 57, M 59, M 60, M 64, M 70,M 75, M 82, M 97, M-SB 2—
M-SB4,P1-Ps5, P8 P1o, P12, P27, P28, P30, P31, P 40-P 42, P4gg, P48-Ps1,
Pss,Ps6, Ps8-P 61, P63, P64,P66, P67, P69y, P78-P 81, P 84-P 86, P 88-P 91,
Po4,P96,P98,P106,P107, P113,P 122, P 124, P132,P 133, P138,P141,P 171,
P 173, P17s, P184-P 186, P 196, P 201, P 202, P 205, P207, P208, P210-P 213,
P216-P217(2),P218,P227,P231,P238-P 241,V 11-V 13,V 17, V 91. On Philes’
whole ocuvre, cf. Stickler, Psalmenmetaphrase, pp. 10-11.

% See above footnote 17.
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genre.’” However, headings are not necessarily the work of the author,
but may be an addition by scribes. Thus, one should read them as indica-
tors of the reception — and not the production — of a text.** In most cases
poems including pleas or allusions to requests and gifts do not bear ge-
neric terms in their headings. In the overwhelming majority of the head-
ings one finds the name of the addressee, either given in the simple dative
(e.g. T KovPapa xvpgp Oz086pe [M 3, M 45]) or using a formula such as
ele/mpde Twvat (e.g. Eig tov adtoxpdrope [F 101, F 111, F 265, P 30]; TTpdg
6 Aopéoticoy t&v Atliuny [E 217]).* These headings are also used for
poems whose focus is not begging. ** Thus, from them we get no indica-
tion that would point to a specific genre. However, some of the head-
ings give additional information about the occasion and context of the
poems. Most interesting are three poems, which are labelled ‘Gvadopd’
(F 100,V 17,V 91) and which include direct requests. The term denotes
‘petition’ and is also used in a more ritual context of petitioning the em-

37

Almost all of the epitaphs in Philes’ ocuvre bear a similar heading. Cf. Papadogi-
annakis, Studien zu den Epitaphien des Manuel Philes, pp. 284-87.

38

Cf. also Rhoby, ‘Labeling Poetry’ A new Philes edition could help a great deal.
To date usually only the headings of one manuscript for each poem are known from the
editions of Miller and Martini (however, the headings of Athens, Mezdyiov Tos avayiov
Tdgov 351 are also published by Georgios Papazoglos, ‘O kadixag Metoyiov 351 xou Tot
mojuata Tov Mavouih O, Kleronomia, 17 [198s], 365—75; sometimes Miller and
Martini also note headings from other manuscripts).

¥ Elg tva: App. 30,App. 42, E201-E 205, F 49, F 81, F 93, F 101, F110-F 111,

Fr13,Fr21,Fr124,Fiso, Fig1, F233-F 235, F238, F239, F244, F265,M 9, P 15,
P30,P31,P 157, Vi1, Via, Viy; Ipée va: App. 12,App. 33,App. 57, E 212, E217,
E236,E247,F 54,F85,F96,F 99,F 134, F214,F 236,F 250,M 6, M 25-M 27, M 29,
M33, M 64, M68,P2,P7, P2y, P28, P40-P 42, P44, P48-Ps50,P5ss, Ps8, P63,
P66,P74,P76,P106-P 108, P113,P139,P149,P173,P175,P 179, P 182, P 184~
P 186,P 196,P 200, P 202, P 206; dative: E 90, E91,E 181-E 191, E 198, E 200, E 207,
E218, E221, E229, E230, E232-E 235, E256-E 258, F3, F6-F17, F23-F31,
F35-F 36, F46, Fss, Fs6, Fé6s, F67, F78, F8o, F82-F 84, F86, F118, F 122,
F136-F 138, F140-F 148, F155-F 170, G 14, G17, G19, G22, M 3, M 10-M 19,
M22, M30-M 32, M 36, M 38, M 39, M 45, M 46, M 48, M52, M 57, M 59, M 60,
M79,M 80,M 82, M 97, M-SB 2, M-SB 3,P 1,P 3-6,P 8, P 10, P 12,P 46, P 56, P 59,
P60,P64,P67,P69,P78-81,P84,P91,P94,P96,P98,P122,P124,P132,P 133,
P138,P141,P171,P201,P 205,P207-13,P216-18,P 227, P 231, P 236, P 238. Ad-
ditionally, the following poems that bear no headings should be included in the cor-
pus due to their similarities with the aforementioned: App. 19, App. 52, F 53(1)-(8),
Fs7-62, F106a, F1o9, F116, F122a, F123, F135, F139, M5, M8, M 70, M 72,
M 75, M-SB 4, P 239-P 241. Similarly, the following poems that bear other headings:
F193-F196,F240,P 51,P85-P 90,V 13,V 15,V 16.

40

Cf. e.g. for enkomia App. 31, E 213, F 44,F 92, F 95, F 112, F 197, M 43, M 76;
for epibateria G 1, P 61; for propemptika E 206, G 12, G 13, M 20, P 57; for epitaphs
F 75. The heading is also frequently used for epigrams on works of art.
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peror.* In fact, one of these poems (V 17) is directed to the Emperor. The
addressee of the second poem (V 91) is unknown, but he has to be part of
the imperial family.#* The third one (F 100) is addressed to the Empress,
who is asked to intercede for the speaker of the poem so that the Em-
peror might rehabilitate him. The poem thus echoes a historical practice,
namely pleading for justice in front of the emperor.# Nonetheless, the
term ‘Gvadopd’ — however attractive it might at first seem in the context
of pleading — does not serve as a genre name because it is not attested
elsewhere as such and is found in the paratext to only three poems, all of
them addressed directly or indirectly to the Emperor and his entourage.

Searching for the genre of ‘begging’ or pleading poems in the under-
standing of Byzantine readers leads to a blind alley. For the bulk of the
poems connected to requests there are no explicit notions of a generic
classification in the manuscripts, nor can they be classified as belonging
to a known genre (like the epitaph, epigrams, etc.).* Instead of looking
at a ‘begging’ corpus first hand, I thus suggest an ex negativo approach,
trying to understand the genre system of Philes” poetry better in order
to look for the place of pleas in them in a second step. If one looks at his
whole oeuvre and excludes all texts that belong to an established and
known genre (such as epigrams, enkomia, didactic poems, etc.), one ends
up with some 320 poems that cannot be classified. A close reading of
these remaining texts indeed reveals the existence of many similar fea-
tures. Therefore, it does make sense to look at this corpus as a potential
group of texts that can make up a genre.

4 Cf. Ruth Macrides, “The Ritual of Petition), in Greek Ritual Poetics, ed. by Dimi-
trios Yatromanolakis and Panagiotis Roilos (Cambridge, Mass. and London: Harvard
University Press, 2004), 3 56—70. However, ‘@vadopd. is also an important religious term
used for the Eucharistic prayer (cf. ODB s.v.; L s.v.). This fact shows, once again, how
deeply interwoven religious and secular petitioning are. Alexander Richle, ‘Epistologra-
phy as Autobiography: Remarks on the Letter-Collections of Nikephoros Choumnos,
Parekbolai, 2 (2012), 1~22, p. 13 remarks that a series of letters of Nikephoros Chum-
nos, directed to the Emperor, bear the heading éva¢opd. He stresses the uniqueness of
this term in the context of epistolography. The three examples from Philes, however,
should be taken into consideration, too. On the ritual of petition, cf. also La pétition 4
Byzance, ed. by Denis Feissel and Jean Gascou (Paris: Association des Amis du Centre
d’Histoire et Civilisation de Byzance, 2004).

2 Cf.v. 8: xal &V Aedvtwy oxdpve Tijg xpatapylag (“‘oh lion cub of the empire”).

# Cf. Macrides, ‘Ritual of petition), pp. 358 f. The poem also makes use of the word

A , , - : A . .
o’ (v. 1: Aéomowd pov, Tol@vTt cuyytvwoxé po- “My mistress, forgive me for dar-
ingly [writing this]”), another term which is often used to open ritualised petitions.

#  Furthermore, Byzantine theoretical treatises on poetry do not deal with pleas,

thus giving no hint of the way they were used by the Byzantines.
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Among these poems, many similar features can be detected. All of
the poems include the address to a second person. Some of the poems
establish a distinct ‘T, whereas others are written from a third person per-
spective. Hence, in all poems there are at least two literary personae that
may or may not be described and characterised in detail. Both personae
are presented as living individuals.* In more than a few cases, both the
addressee and the speaker are named, either in the text itself or in the
headings. As addressees one finds famous members of the upper class,
such as Michael Doucas Glabas Tarchaneiotes or the Emperor himself.
The speaker is usually either not named at all or it is Manuel Philes writ-
ing as the literary T.#¢ There are various remarks which show that the
speaker performs a communicative act in them: often they refer to for-
mer communication, thus indicating a true, rcciprocal communication
and not only a one-sided effort to establish contact by the literary T.*
Almost all of the poems bear a heading in the already mentioned form,
with the simple dative or a formula such as eig/mpé¢ Tvae. Their length
varies greatly from 2 to 260 lines. The content, too, may be very different,
including topics ranging from expressing thanks to asking for a favour or
demanding a payment.* Additionally, there are texts which have noth-

# In some cases, however, the headings make use of the word ‘¢xetvog’ (‘deceased’);

see E 191 (in Paris, Biblioth¢que Nationale de France, Cod. gr. 2876, fol. 209" [cf. Miller,
Carmina, 1, p. 91, footnote 11], checked via a digital reproduction of the manuscript),
P7,P57,P 79, P 94. In these cases the headings clearly do not belong to the original us-
age, but were written by a later redactor.

46

On the problem of the fictionality of the speaking T} cf. below, p. 15-17.
¥ Cf. e.g. the tetrastichon F 53.25-28, in which the speaker demands the follow-
ing: TTéume mpdg Nudg tg vmayvod Todg dAag (v. 26) “Send us the salt, as you have prom-
ised”, pointing to a former promise (similarly P 132.11 and P 216.3). In P 185 the speak-
er asks the emperor why he remains silent now, although he had formerly answered his
words: ITég 00v grwm@y 098 dmdrpiory 8dwg | [...]; | O yap mdan mpodBnrag eyrnoduny,
| o & ém” ardetig Tatig ypardetic TGV Setdhaw | el {BvTer kel vioaovTe Beamioy Myov (vv.
12-16) “Why do you remain silent now and don’t give an answer? For I have just asked
for what you have proposed previously, so that you issue a living and piercing speech to
these writings of (my) fingers”. In F 137, the speaker reminds the addressee that he asks
for verses again: Kol yép drouteig Todg 2puods atbig Méyovs (v. 8) “And you ask for my verses
again’, referring to a former communication between the two.

#  For thanking, cf.e.g. the two poems bearing in their headings the word

xaprotiptot (otéyol): F 43 and P 6, furthermore M 68, M 80 and P 74 (in which the
addressee is praised for his generosity). For emphatically demanding payment, f. F 6,
F 10, F 14, F 236, also less insistently referring to a selling situation M 19, M 24, F 15,
Fss(2), F137, F144, F156, F161, F 162, P 5, P 86, P 96. Nevertheless, the most im-
portant topic is asking for a favour. To list but a few, the speaker asks e.g. for wine (E 233,
F 145,F235,P 1,P 4,P 106) or money, silver or gold (E 221, E 230, F 16, F 53(1+3+5),
Fss(2), Fés, F81, F82, F13s, F148, F157, F239, P67, P98, P 122, P208, P 211,
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ing to do with giving at all. # The similarities among these texts pointin a
specific direction: they share all the basic characteristics of letters. In one
poem the speaker even explicitly states that he is sending the addressee
a letter (ypdupata)s® and in another he asks for one (&vtiylwooov, cf. F
57.8).5" As a point of departure, the letter shall here be defined as a writ-
ten message sent from one person to another.’* As argued before, the
definition of a genre must not be regarded as a fixed prototype, but as an
analytic category which helps us to understand a certain text corpus in
the context of other similar contemporary and non-contemporary texts.
To understand more clearly how Philes’ poems can be understood as
verse letters, one should look at some extra-literary, literary (in terms of
form, content and literariness) and functional aspects of letter-writing.
In terms of the extra-literary features, a letter is a written text, which
is sent from the writer to his absent addressee on a tangible medium viaa

P 213, P 240, M 97) etc. However, requests for immaterial goods also occur, e.g. for for-
giveness or just treatment (F 99, F 101, F112, P2, P28, P31, P 44, P55, P 175, V11,
V 12) or intercession (F 61,F 100, M-SB3,P 51,P 60, P 81) etc. In E 185.2 the spcaker
asks the addressee to help him with “a well-sharpened sword of words” (& v Aéywv
ebOnrTov ... Eidoc). F 191 deals with a divorce case.

49

Cf. the poems App. 57, F 146 and M 72, in which the speaker wishes the address-
ees a speedy recovery or congratulates them on the same. In App. 33, the speaker swears an
oath to the emperor that he had done nothing wrong. F 56 deals with a case of adultery.

0 Ouppotviwg oot Tpoaépyopat Ti dhavBpime oL, | kel TebTe 81 T8 YpdupaTte:

wouilwv v’ edvolog (F 110.18 £.) “Daringly I approach you, the benevolent nature, and I
bring this letter under (your) goodwill”

' Asan introduction to letter-writing, cf. Alexander Richle, 4 Companion to Byz-

antine Epistolography (Leiden: Brill, forthcoming); idem, ‘Epistolography, Social Ex-
change and Intellectual Discourse (1261-1453); in A Companion to the Intellectual Life
in the Palacologan Period, ed. by Sofia Kotzabassi (forthcoming) (I thank the author for
kindly sending me his unpublished article); Stratis Papaioannou, ‘Letter-writing), in Zhe
Byzantine World, ed. by Paul Stephenson (London and New York: Routledge, 2010),
188—99; Margaret Mullett, ‘Epistolography’, in 7he Oxford Handbook of Byzantine Stud-
ies, ed. by. Elizabeth Jeffreys (Oxford: Oxford University Press, 2008), 882-93; Michael
Griinbart, ‘Lepistolografia, in Lo spazio letterario del medioevo. 3: Le culture circostanti,
vol. 1: La cultura bizantina, ed. by Guglielmo Cavallo (Rome: Salerno Editrice, 2004),
345—78; Hunger, Die hochsprachliche profane Literatur 1, 197-239.

2 Cf.eg. the definitions of Wolfgang Miiller (Historisches Wirterbuch der
Rbetorik, ed. by Gert Ueding, 12 vols [Berlin and Boston: Walter de Gruyter, 1992-2015],
sv. ‘Brief’, II, 60-76, col. 61) and Michael Trapp, Greek and Latin Letters: An Anthology,
with Translation (Cambridge: Cambridge University Press, 2003), p. 1. Various attempts
have been made to define a letter. It would go beyond the scope of this article to reevalu-
ate the debate; cf. instead on ancient and modern definitions of the letter in great detail
Alexander Richle, Funktionen der byzantinischen Epistolographie: Studien zu den Briefen
und Briefsammlungen des Nikephoros Chumnos (c. 1260-1327)], (unpublished doctoral
thesis, University of Munich, 2011), pp. 202-16.
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messenger. It may be delivered orally in a private context or within a larg-
er group. In Byzantium the letter was often sent together with a material
gift to the addressee. Usually the letter achieves its purpose when the
addressce replies to it, be it in another letter or in an oral message.’* All
of these features can be found in the corpus defined above. The speaker
is presented as absent when a text is read** and the vocabulary of send-
ing is used abundantly in the selected poems. Both aspects point to the
separation between speaker and addressee. The imperative méume alone
appears 43 times, usually included in a plea such as in this tetrastichon: s
"Emepve got Tov Taidet, Bavpacty) dloie | dvnhdTny yoiv tobTov dvtimepmé
uot | dépovra Tupods kel kpibag dovyyvTovs: | Tov ddBovoy yip duotka
txeg Tpémov.* The text vividly demonstrates how it was sent as a letter
together with the speaker’s child to convey his plea to his addressee,
who should then send back grain. This reference to a messenger, such
as the child, is also present in several poems.*” The plea for grain shows
how letter-writing is connected to the discourse of gift-giving, as does
another poem, which is written to accompany a gift from the speaker
to his addressee.s® Furthermore, one finds many references to the act of

> For these features, cf. the literature listed in footnote 51.
> However, he presents himself as present through his words although he is physi-
cally absent; cf. e.g. E 191.9f.: Tov {@vta prBudy dvtiméume t@v Méywv / (Evradboa yip dv
tg mepévta pe BAémorg) “I'send you in return the living rhythm of words (for in them you
can see me, as if I were present”. Cf. similarly P 3.7—10, where the speaker states that his
addressee would be present to him in his gift. In M 60.32-36, the T’ bids the addressee
to come and visit him and, if this is not possible, to send him a written image of his face
— most likely a poetic way to ask for a letter. The topos of the presence of the partner in
a letter is well known from epistolography, cf. Alexander Riehle, ‘Rhetorik, Ritual und
Reprisentation: Zur Briefliteratur gebildeter Eliten im spitbyzantinischen Konstanti-
nopel (1261-1328)), in Urbanitas und doradryg: Kulturelle Ausdrucksformen von Status
(10.~15. Jahrbundert). Friibmittelalterliche Studien, 45 (2011), ed. by Katrin Beyer and
Michael Griinbart, 259-76, p. 267 and Karlsson, Idéologie et cérémonial 3 4—40.

55 Tlépme, mépme mpodg fudg and wéwpov appear in E 207.7, F 8.1, F 16.1, F 23.14 and

18, F25.3 and 9, F 28.2, F30.1 and 31, F 53.9,23,26 and 30, F 54.1, F 55.22, F61.12,
F78.13, F82.24, F83.10, F 84.7, F121.14, F 136.12 and 22, F 138.6, F 142.1, F 145.8,
F148.4, F1s9.10, F162.5, F163.3, F168.1, P 8.3, P12.4, P64.20, P 78.3, P 89.2,
P124.9,P217.5, P241.18, M 10.2 and 26, M 17.1, M 19.3, M 38.2, M 45.12, M 48.3.
There are further references to sending (derivatives of éunw) in F 55.2, F 83.9, F 236.1,
P185.6,P231.2,P236.3, M 12.3, M 80.2.

¢ F 49(2): “I'sent to you the child, you wonderful nature. Now send me back this
donkey-driver, who shall carry wheat and barley. For by nature you have a bounteous
character.”

7 F 49(2), F78, F116.9f, F157.1-6, F236, M 3.35f, M 17.2, P231.1-4. In
F 85.41—44 the speaker explicitly refers to his friend Xanthopoulos as a messenger.

¥ M 11. On the discourse of gift-giving, cf. more extensively p. 167-170.
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writing: the speaker asks his addressee to write to him when he is abroad,
he expresses his feelings about writing to his addressee,** claims that his
addressee had read his written messages before® and so on. On the oth-
er hand, as in letters, one finds the vocabulary of hearing,® pointing to
an oral performance of the poems.®* Even the fact that no actual cor-
respondence — including both Philes’ poems and replies to them — has
come down to us is not unusual for letters. Whether it be the case that
a reply was given orally or that it was just not copied into manuscripts
— the situation for letter collections is mostly the same. The transmis-
sion of an actual correspondence is the exception, not the rule.® Yet this

» E.g P27.1-3: Aky®, Baoihed, xal ory@dv €Tt otéyw | TGV Tpaypdtwy moppwdey
elpyévto ypddew, | &I\ odv Bavatav éxBuiln v dvorv “I suffer, my Emperor, and silently
I still resist to write to you, because the affairs for long have hindered me, but now I con-
strain the nature, as [ am about to die”. Similarly P 30.7 (Ko mod Bepuitdv w0 mpde eidéra
vpddew; “And how is it just to write to one, who knows [already]?”). P 69.3 (xot Oidiig
xpdlet ypadwy “and Philes screams in his writings”), P 179.1 (2é¢ 2ot Oihijg, xév oryd,
065, k&v ypddy “Philes is yours, when he remains silent, yours, when he writes”), E 199.1
(Hon ypddew tohuavtt ovyyivwaicé pot “Forgive me that I already dare to write to you”),
M 46.5 (Mdvoy mpdg Hudg amodnuodvtag ypdde “Just write to us, as long as we are away”).

& Cf. the speaker’s claims that the Emperor had formerly answered “these writing

of my fingers” (¢ adais Teig ypadeis Tév Setdrwv, P 185.15), thus directly pointing to
his own utterings as written letters.

' E.g Pss.iaf. (Todg oote, Baoihed, teyvicids mhébw kpétovs, | kdv dipontig

edpebiic TovTolg uvog “I shall plait your praise skilfully, even though you might be the
only auditor to it”) and 42 (Axove howmdv & yhvrde adtoxpdrwp “Now listen, sweet
Emperor!”), App. s2.1 f. (Khewt otpatnyé, Mbov 8V tav Spépwv, | kol tav éudv drovaov
douévag Moywv. “Famous strategos, cease from the races at even, and listen gladly to my
words!”).

@

On the performative nature of letters, especially in the context of the so-called
theatra, cf. Niels Gaul, Thomas Magistros und die spitbyzantinische Sophistik: Studien
zum Humanismus urbaner Eliten in der friihen Palaiologenzeit (Wiesbaden: Harrasso-
witz, 2011), pp. 18-53; idem, “The Letter in the Theatron: Epistolary Voice, Character,
and Soul and their Audience) in 4 Companion to Byzantine Epistolography, ed. by Alex-
ander Richle (Leiden: Brill, forthcoming) (I thank the author for kindly sending me his
unpublished article); Theatron: Rhbetorische Kultur in Spitantike und Mittelalter, ed. by
Michael Griinbart (Berlin and New York: Walter de Gruyter, 2007); on performativ-
ity of rhetorical texts, cf. Margaret Mullett, ‘Rhetoric, Theory and the Imperative of
Performance: Byzantium and Now’, in Rbetoric in Byzantium: Papers from the Thirty-
[fifth Spring Symposium of Byzantine Studies, Exeter College, University of Oxford, March
2001, ed. by Elizabeth Jeffreys (Aldershot and Burlington: Ashgate, 2003), pp. 151-70;
Emmanuel Bourbouhakis, ‘Rhetoric and Performance’, in The Byzantine World, 175-87.

¢ Cf. Stratis Papaioannou, ‘Fragile Literature: Byzantine Letter-Collections and

the Case of Michael Psellos) in La face cachée de la littérature byzantine: Le texte en tant
que message immédiat. Actes du colloque international, Paris, s—6-7 juin 2008, ed. by Pao-
lo Odorico (Paris: Centre d’études byzantines, néo-helléniques et sud-est européennes,
2012),289-328, p-291.
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does not mean that Philes’ verse letters did not serve their purpose. As
mentioned above, the poems themselves offer evidence that the speaker
received either (written or oral) messages or a gift in response to his for-
mer letter.* It only shows a characteristic of the secondary usage of his
poems in manuscript collections, namely that the copyists and redactors
were not interested in preserving the replies from his addressees.
Concerning the literary aspects, too, Philes’ poems share many fea-
tures with prose letters. To begin with, one can discern formal elements
typical of letters. In ancient and medieval letter-writing a letter usu-
ally follows the structure of prescript, formula valuetudinis, prooimion,
main part, epilogue and postscript.® The prescript included informa-
tion about the sender and the addressee, usually in a form such as 6 d¢iva
¢ devt yadpewy or yaipe combined with a vocative. In the subsequent
formula valuetudinis the sender expressed his hopes that the addressee
was well, while the prooimion could include a reference to former com-
munication (e.g. the pleasure at having received a letter). The main part
was dedicated to the actual message to be conveyed in the letter and was
the least formalized part. The epilogue could be concerned with a final
conclusion of the letter, a hortatory statement, some thoughts about the
correspondence, or expressing the hope of seeing the addressee in person
soon. Finally, in the postscript the sender could once again express the
good wishes of the sender about the wellbeing of the addressee, a stand-
ardized formula such as €ppwao or edtiyet, or the date of the letter. This
ideal, typical structure, however, is almost never preserved in Byzantine
letter collections. The prescript and postscript in particular, as the — lit-
erarily speaking — least interesting and most formalized parts, were usu-
ally omitted, for in the process from sending a real letter to copying it
into manuscripts, the texts lost their ephemeral nature. In other words,
their character changed from (mainly) pragmatic® to (mainly) literary.©”

¢ Cf. footnote 47.

% On the structural elements of letters, cf. inter alia Riehle, ‘Funktionen der

byzantinischen Epistolographie’, pp. 217-42.

6 It goes without saying that the poems, even in their original function, are literary

products, essentially based on rhetoric. The use of verse, an atticizing language, rhetori-
cal devices such as various metaphors and allusions to classical and biblical imagery, etc.
show that they are far beyond the scope of an everyday communication. They share this
characteristic with prose letters. On fictional elements concerning the speaking ‘T, see
below pp. 170-71.

¢ On this change and the phenomenon of de-concretization, cf. Kubina, ‘Die en-
komiastische Dichtung des Manuel Philes, pp. 245-53. Letter collections could also be
used as devices for the self-fashioning of an author (cf. Richle, ‘Epistolography as Auto-
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Information about the original context was thus no longer required nor
interesting. In part, however, the headings in the manuscripts replaced
the information given in the subscript, as they usually transmit both the
author of a letter and the addressee, in the case of Philes e.g. Tod Qi
(usually written only once at the beginning of a collection) and headings
such as elg/mpdg Tver or the addressee in the simple dative. ® Some indica-
tive cases prove that the sender and the addressee could be mentioned
not only in the paratext, but also in the text itself. There is a poem (V
13) in which one finds two verses that can be understood as a prescript,
mentioning the author and the addressee of the poem which follows: T¢p
duktdTe pot T¢ mapakouwuéve | ke Movouih évdeng kpboy téde- (vv.
1 £.). In another poem (F 23) one finds the following passage at the end
of the poem: @ikije Mavounh tadta Buppotvrag ypddel (v. 23).7° In this
poem, the last verse gives the information usually included in a prescript
in place of a postscript. Although only a few examples survive in which
this pragmatic information is present, one may assume that it existed in
other poems as well. Furthermore, good wishes are an important feature
in prose letters, occurring in the formula valuetudinis at the beginning,
and in the epilogue and postscript at the end of a letter. In Philes’ oeuvre
the metre does not allow the use of the prose formulae, but the theme
occurs in a number of poems. In these, the speaker usually wishes his
addressce a long and good life, as e.g. in F 17.22—24: I[TAiv 8ABe pov {av
undt tebvaing 8hag, | und’ 6 ypdvos ToooiTo Kaheu Tpéxwy | yeploudTwy
8pyavov Eetheypévoy.”* These wishes take the place of the epilogue or

biography’; Nicétas Magistros: Lettres d'un exilé [928—46], ed. by Leendert Gerrick Wes-
terink [Paris: Editions du centre national de la recherche scientifique, 1973], pp. 38—41;
for the case of poetry collections, cf. Bernard, Writing and Reading, 125-53). Whether
or not Manuel Philes left traces of editorial choices in the context of deliberate self-fash-
ioning in one or some of the collections of his poems cannot be answered, as long as the
manuscript transmission has not been studied.

6 See above p. 158 and footnote 39.

®  “To my dearest parakoimomenos Manuel Philes (writes) the following in want

of barley” A literary variant of a prescript is found in F 135,1, which reads Ilpd¢ tov
ueyehélruyov 6 aucpdhvyog (“The low-souled to the high-souled”). It does not name
the sender and the addressee, but playfully uses the form of the prescript to allude to the
status of the two. In the codex Laur. Plut. 32. 19 fol. 185" the verse is rubricated, thus
indicating its paratextual nature.

7 “Manuel Philes daringly writes this.” Another example of this structure,

where the information usually included in the prescript is written in the last verse(s) is
G 19.34-36, a book epigram that resembles verse letters in its communicative character.

7! “But, my happiness, may you live and not die altogether, and may the running

time not conceal such a select instrument of graces.”
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of the postscript (in a non-formulaic version), as they are always found
at the end of the poems.” Other topics addressed in the prooimion and
epilogue also occur in Philes” poems, but do not necessarily take a fixed
position. Philes” poems are less formalized concerning their structure
than prose letters in letter collections are. Nonetheless, there are traces
of the ‘classical’ letter structure in them.

When there are no implicit or explicit markers of letters in terms of
extra-literary and formal aspects in the poems analysed here, the man-
uscript tradition can help a great deal in understanding their nature.”
For example, Theodore Patrikiotes,” a revenue officer, appears in 62 of
Philes” poems, of which 61 belong to the corpus of the 320 generically
unclassified texts.” In the cod. Laur. Plut. 32.19 one finds six groups of
poems addressed to him.” The headings to these poems make it clear
that they belong together, as they read either Tg oefaotd [Matpucicity
or subsequently T¢ adt@.”” All of these poems are connected by their
themes. In them the speaker asks his addressee for goods and frequently
stresses that he deserves them as a payment for his verses. What is more,
poems F 24—F 26 seem to be directly connected to each other. In F 24,
the ‘T asks Patrikiotes for an animal that the latter has hunted. The next

72 Cf. the following poems, in which the wishes appear at the very end: E 191.92—

101, F17.22-24, F43.89-94, Fro1.61-70, M 13.5-7, M 14.22-26, M 15.39—41,
M 68.16-21,M 72.50-54,P 56.98-100, P 74.12—15. Additionally, in the following cas-
es good wishes are found near the end: F 92.44-48, G 19.29-33, P 2.96 £, P 10.90-93.

7 As long as there is no new critical edition of Philes” poems that looks at the

whole manuscript tradition, however, the findings presented here necessarily have to be
preliminary.

™ Prosopographisches Lexikon der Palaiologenzeit, ed. by Erich Trapp and others, 15
vols (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 1976-1996),
#22077. He was also the addressee of letters from Michael Gabras and Theodore Hyr-
takenos and had contact with Alexios Makrembolites. On the relationship of Patrikiotes

and Philes, cf. Kubina, ‘Die enkomiastische Dichtung des Manuel Philes), pp. 312-16.

7> Cf. the following poems: F 3, F 4, F 6-F 17, F 23-F 31, F 35, F 3503, F 36, F 46,
F82,F83, F134-F 148, F1ss, F156-F 170, P 89. Additionally, Philes has presented
an epigram to him (F 133). On Philes’ poems for Patrikiotes, cf. Tziatzi-Papagianni,
‘Oorig mot’ &y Bovhorro, who focuses on the realia in these verses.

76 Fols 28317 (I: P 89, F6-F 17), 40'—43" (Il: F 23-F 31), 44—4s" (III: F 35,
F36), 142143 (IV: F 82, F83), 184—188" (V: F 134-F 148) and 190*~193" (VI:
F 156-F 170). Checked via a digital reproduction of the manuscript.

77 P 89, however, is connected to the addressee Pepagomenos (Prosopographisches
Lexikon der Palaiologenzeit #2234s), another donor of Philes (cf. Miller, Carmina, 11
142 £.) in the Par gr 2876. F 36 bears the heading Ty ®axpeofj in the manuscript Ath-
ens, Metéytov 1o Iavaryiov Tadov 351 fol. 205". Even though the original addressee is
hence uncertain, the order of the poems in the Florentinus makes it clear that they were
perceived as belonging to each other. They were thus meant to be read together.
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two poems deal with the goose which Patrikiotes sent him in response.
The ‘T’ bitterly laments how wretched the fowl was and how it caused
him nausea, and finally rebukes his addressee for making good on his
promise in this way.”® These three poems are to be read in a sequence
and they contain information about an exchange between the T’ and
Patrikiotes.” F 24 and F 2.5 also contain the vocabulary of sending.* Be-
fore becoming literary texts copied in a manuscript, these poems were
used in a true correspondence. I therefore suggest that all of the poems
addressed to Patrikiotes, which are transmitted so closely together, are
to be read as letters, even though not all of them bear explicit markers
of being letters. This probably holds true for most poems similar to the
ones described above. Unfortunately, it is not possible to determine the
nature of the replies. They may have been written or oral, or even just in
the form of a gift. Due to the lack of source material, the issue can only
be speculated upon.

Concerning the motifs, there are two themes which dominate the
corpus: friendship and gift-giving. Both of them are also (the most) im-
portant themes in Byzantine epistolography.®’ The status of the speaker

78 The poems are also connected by their imagery: in F 24 the T’ tells Patrikiotes

that he has sent him a servant, to whom Patrikiotes should give an animal that he has
hunted (cf. v. 1). He praises him for his hunting skills (cf. vv. 3-6), calling him «{pxe
nrepwtt Yvwoticic edepuilog (v. 2, “You winged falcon of wise good luck”). In F 25,
when the T receives a stinking goose, he demands a new one (cf. vv. 3 and 9-11). The
first verse of this poem resumes the wording of F 24, when Patrikiotes is addressed as
Kvvnyerucsrare kol xipewy Stxe (“You, who are most fond of hunting even without fal-
cons”). Not only is the hunting context once again present, but also the address as falcon.

7 InF 25 the T’ speaks about the goose as ‘sent before’ (v. 4 mpomepdbeic). In F 26,

the speaker mentions promises by Patrikiotes, thus referring to a former contact between
him and his addressee (cf. v. 2).

8 Cf. F 24.1 tdv oixérny mémopda (“I sent the servant”; note also the reference to a

messenger); F 25.3 Xijvag veapods mépov Apiv dyplovs (“Send us young wild geese!”) and
9 Nai wépme Ty eboapov 6 ypuaoi ydpw (“Yes, you golden one, send the sweet-smelling
favour!”).

81 Cf. Geschenke erhalten die Freundschaft: Gabentausch und Netzwerkpflege im
europdischen Mittelalter, ed. by Michael Griinbart (Berlin: Lit Verlag, 2011); in this vol-
ume esp. Michael Griinbart, ‘Geschenke erhalten die Freundschaft: Einleitung), xiii—xxv;
Floris Bernard, “Greet Me With Words™: Gifts and Intellectual Friendships in Eleventh-
century Byzantium) 1—11; furthermore, Stratis Papaioannou, ‘Language Games, Not the
Soul’s Beliefs: Michael Italikos to Theodoros Prodromos, on Friendship and Writing),
in Byzantinische Sprachkunst: Studien zur byzantinischen Literatur gewidmet Wolfram
Hérandner zum 65s. Geburtstag, ed. by Martin Hinterberger & Elisabeth Schiffer (Berlin
and New York: Walter De Gruyter, 2007), 218-33; Foteini Kolovou, ‘Ceremonies and
Performances of Byzantine Friendship: Gift-Giving Between High-Level Rhetoric and
Everyday Criticism) in Networks of Learning, s7—66. On friendship, cf. inter alia Marga-
ret Mullett, ‘Byzantium: A Friendly Society?, Past ¢ Present, 118 (1988), 3—24; eadem,
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and the addressee in general — and not only in the sense of friendship
— is an important issue in the verse letters. Philes shows status as a rela-
tive factor, which can be modulated in different poems depending on
the concrete situation and the behaviour of the addressee. Sometimes,
the speaker places himself much below his correspondent.® In other po-
ems, he stresses that he and his addressee (usually a member of the upper
class) are close friends — even though this might be wishful thinking.®
The motif of dnovain, the absence of the correspondent and the letter
as a compensation for his presence, is traditionally connected to letter-
writing and occurs several times in Philes” poems.®* One expression of
friendship — and not the least important - is gift-giving. There are some
cases, in which the speaker asks for a material gift, but adds that, if the
addressee is not able to send it, he should come himself, because meeting
the friend would be better than the actual gift.*s Sometimes, the speaker
offers something to his correspondent.® Mostly, however, the T’ speaks
about a past or future gift from his addressee.”” In this context, recip-
rocation is a frequent issue, especially when it comes to direct requests.
Often the speaker offers his own verses as a gift that requires a gift in

‘Friendship in Byzantium: Genre, Topos, and Network), in Friendship in Medieval Eu-
rope, ed. by Julian Haseldine (Sutton: Stroud, 1999), 166-84. An overview of motifs in
epistolography is provided by Karlsson, Idéologic et ceremonial, whose study focuses on
the tenth century, but offers much material which exceeds the limits of this scope.

82

The T’ calls himself oixétng (“servant’, cf. App. 42.18, P 50.22), dothog (“slave/
servant’, cf. F 124.26, P 175.18, P 196.70, V 17.44), méwng (“poor man”, cf. E 91.3,
F53.3,F 85.36,F 124.26,P 149.1 and 249), xdwv (“dog”, cf. E 236.1, F 214.85, F 250.10,
P 208.1), oxwhng (“worm’, cf. F 43.76), mhde and kévig (“mud” and “dust’, cf. P 139.29,
P 200.8) and stresses that the addressee owes him (cf. E 91.64 00 yép ¢y® odg “T am
yours, [indeed,] yours”, F 124.26).

8

Cf. the following passages, in which the speaker cither calls himself the friend
of the addressee or vice versa: E 212.8, E 230.3, F 8.8, F13.2, F17.21, F 26.1, F 28.9,
F30.31, F35.8 and 46, F s3.2, F55.21, F 57.8, F 62.3, F 65.82, F 67.20, F 83.6, F 86.3,
F123.14, F134.5, F136.17, F144.1, F155.2, F156.2, F162.8, F235.5, P1.46, 47
and 72, P s1.24, P 64.1, P 80.3, P 88.1, P 122.24, P 132.12, V 13.23, M 10.1, M 31.1,
M 43.104, M 97.2. Three poems are transmitted under the heading “To a friend” (ITpdg
Tve TV dihwy P 66, P 106 and P 202), which is ubiquitous in letter collections, too.

8 Cf. the passages cited above, footnote s 4.

8 Cf. P 241.17-19, where the ‘I’ asks for medicine because he is ill, but states that

he needs a friend even more. In M 46 the ‘T’ tells the addressee that he desires nothing
more than to receive a letter from him, but adds praise of a potential gift.

8¢ This especially concerns books, cf. F 109, F 240, P 107, furthermore M 11, in

which the speaker offers pottery to his addressee.

8 For examples cf. footnote 48.
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return.®® In many poetological passages it is clear that the money and
goods the speaker asks for are not to be seen as a present. Rather, they
are a remuneration for the verses he sends the addressee.® He may also
threaten to cease writing verses for his addressee in the future.” Some
poems, under the heading yapiotiipiot (atiyol), are used to thank the ad-
dressee fora gift.>" Asin prose letters, one finds in Philes the whole range
of possible kinds of gifts, from mere philanthropy to friendly presents
and overdue payments.®* Thus, the discourse of giving in all its varieties

88

Cf. e.g. F 55.1-4: T matprdpyyn tis Shng oicovpévng | Kpibaw yepv wémouda dig
déxa atiyov, | Obg adtog éyxsl’plle Kol TEPaUVE pot | Avvatdg 6, kdloTe TOTEPWY TETED.
“To [you] the patriarch of the whole world I have sent twice ten verses for the sake of
barley, which you shall put into my hands, and accomplish [this business] for me, since
you are powerful, best father of fathers” Cf. also E 191.1~11 (where the speaker stresses
how the addressee is pleased by the speaker’s words and gives gifts in return, mention-
ing a cooperation in their souls [Vvyud) cuvepyla, cf. v. 8]), P 86 (in which the speaker
asks for a hat and offers his verses as a potential source for pleasure in return), M-SB 2
(where the speaker stresses that he, who is beaten by hunger, uses the sword of words to
beat the oblivion of the addressee’s deeds). Cf. also F 15.6-10, F 137.8—10 (Where the
addressee is even said to ask for poems [xel yép dmautelg Todg éuod atbic Méyovs “and you
ask for my writings again’, v. 8), F 161.1-6, F 162.9 f. (with the idea that giving nothing
in return for the verses is an insult), P 171.7-11, P 173.10-14, P 205.1—4, P 239.7-9.
Cf. also Bazzani, ‘A Poem of Philes to Makarios Chrysokephalos?’, p. 67, who stresses the
reciprocity of the relationship between speaker and donor.

89

CE. F 6: Zrdyvg kahdv cpuog 6Belg Toig didotg, | 6 tav otiywv EumoBov dmddog
Bépog, | dg v & TuKvdG T@VY Eudv KpbTwWY aTépog | Eopyavwdi mpdg TOV ebaTayuy $épov.
“You, who seem to be a scion of goods for the friends, pay a remunerated harvest for the
verses so that the thick seed of my praises shall be turned into a payment rich in corn”
In the same sense, M 17 (in which the speaker asks for a recompense [&uoiBi, cf. v. 4, the
term is also used in F 10.10, F 161.5 and M 19.9]); P 1 (where the speaker asks the ad-
dressee to pay his debts [8¢ei, cf. v. 15]).

% Cf.eg F14.1 f: H padlng mépawve tég dmooyéoes, | ) undt tods tépmovres dydma

xpétoug “Either readily live up to your promise or don’t love (my) pleasing praises any-
more!”; P 122.21-24 (where the speaker asks first for gold and then, whether the ad-
dressee does not need him to witness his deeds); P 133.19~24 (where the speaker asks
for a cloak and states that shivering from coldness he could not sing anymore). Similarly,
but less directly, F 170, where the speaker states that, whereas others have praised the ad-
dressee for his wisdom and education, he had praised him for his generosity, but finally
asks, whether he should now doubt this very generosity.

91

Cf. F 43 (to the patriarch Niphon I); P 6 (to the emperor). Both poems praise
their respective addressee emphatically and thus include many encomiastic elements.
Thanking is also an issue in E 256, where the speaker foresees how he would thank the
addressee if he would send him the promised cow.

2 On gift-giving and the non-literary aspects of sending and receiving let-

ters, cf. Richle, ‘Epistolography as Autobiography, p. 3; idem, ‘Rhetorik, Ritual und
Reprisentation’; Foteini Kolovou, ‘Ceremonies and Performance’; Floris Bernard, ‘Ex-
changing Logoi for Aloga: Cultural Capital and Material Capital in a Letter of Michael
Psellos, Byzantine and Modern Greek Studies, 35 (2011), 134—48; idem, ‘Greet Me With
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(and not only in the form of pleas and requests) is widespread in Philes’
verse letters. Additionally, friendship is frequently presented as a recip-
rocal relationship, in which the two persons involved each offer some-
thing to the other.

When reading Philes’ verse letters, one also has to face the same
problems concerning literariness as when reading prose letters. Not least
important is the question of fictionality and factuality — a question that
is especially relevant for the so-called ‘begging poems. As, quite often,
both the addressee and the speaker are historical figures, one might be
tempted to read these poems as factual texts. However, as in epistolog-
raphy, one has to bear in mind that both the speaker and the addressee
are to be seen as literary personae.”> There is ample evidence that Byzan-
tine letter-writing includes elements of ezhopoiia and descriptions of the
speaker’s self are to be understood as self-fashioning, used to adapt a text
to its specific function.”* Furthermore, one must bear in mind that these
texts were also written for entertainment.” If it was only for a direct
plea, there would have been no reason to copy Philes’ poems, including
the verse letters, in more than 150 manuscripts.”® How the speaker pre-
sented himself must have been an important feature of whether a poem
offered pleasure or not. Thus, a straightforward reading of the poems as
authentic confessions of the speaker’s self is at least problematic. Hence,
one should be most cautious when extracting biographical information

Words’; Geschenke erhalten die Freundschaft; Dimitrij Chernoglazov, “Was bedeuten drei
Fische? Betrachtung von Geschenken in byzantinischen Briefen), in Geschenke erhalten
die Freundschaft, s5—69.

% Cf. with reference to the Ptochoprodromic corpus Alexiou, ‘Poverty of Ecriture)

p- 4, who stresses the importance of distinguishing between author and “ego-speaker”.
Cf. also Beaton, ‘Rhetoric of Poverty’, p. s f. on the relationship between fictionality and
the true needs of a professional writer.

% Cf. Papaioannou, ‘Byzantium and the Modernist Subject, pp. 207-11; idem,

‘Voice, Signature, Mask: The Byzantine Author) in The Author in Middle Byzantine
Literature. Modes, Functions, and Identities, ed. by Aglae Pizzone (Berlin and Boston:
De Gruyter, 2014), 21-40; idem, Michael Psellos: Rbetoric and Authorship in Byzantinm
(Cambridge: Cambridge University Press, 2013); Alexander Richle, ‘Epistolography as
Autobiography’, p. 17 and passim. Ethopoietic letters are also known in prose, cf. e.g.
Richle, ‘Funktionen der byzantinischen Epistolographic’, 258-68. About ethopoiia in
epigrams, cf. Drpi¢, “The Patron’s ‘I” and idem, Epigram, Art, and Devotion, pp. 67-117.

9

Cf. e.g. E191.7 £, where the speaker states that his addressee is pleased by his
verses (xal g mop’ Dy aloBdveaBar Téplens | & Tig Yok edTuy® ouvepylag) (“and
I am fortunate to sce the pleasure in you, resulting from our spiritual co-operation”).
Additionally, in several poems the speaker states that his addressee asks or asked for his
verses.

% Cf. the list of the manuscripts in Stickler, Psalmenmetaphrase, pp. 209—42.
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about Philes from his poems, as the letter is a genre that has both fic-
tional and factual elements that are not easy to disentangle. Verse letters
can thus be understood as ezhopoiia in the sense of a self-fashioning by
Philes.>”

As for the function of letters, A. Richle recently introduced a com-
plex model of classifying letters according to their primary aim: although
every letter can serve different purposes, it makes sense to distinguish be-
tween a literary-aesthetic, a social (or communicative) and a pragmatic
function of letters.”® The pragmatic function concerns the direct aim of
aletter, which in Philes’ case most frequently is requesting a gift, but also
expressing thanks, demanding a payment or offering a gift to the address-
ee. The social factor is dominated by the play with status, which ranges
from subservience via equality to a superior position on the part of the
speaker, who can keenly admonish his addressee to fulfil his obligations
towards his correspondent. In terms of literariness and aesthetics, it is
the use of common motifs, variation of language, allusions to other lit-
erary works and the versatile handling of language and metre that give
the poems their value. As they passed from being actual letters sent on a
specific occasion to texts in a poetry collection, the primary function of
the poems shifted from pragmatic and social to literary-aesthetic.

To cutalong story short, the evidence that the 320 poems mentioned
have to be read as verse letters* is overwhelming. To my knowledge,

97

Cf. also Zagklas, “Theodore Prodromos: The Neglected Poems and Epigrams),
p. 296: “The phenomenon of begging poetry, or to put it better, the ethopoiia of the
begging intellectual seems to be a ‘project in progress’ from the second quarter of the
twelfth century onwards.” Cf. also Drpi¢, “The Patron’s T and idem, Epigram, Art, and
Devotion, pp. 67—117, on how the first person donor in epigrams is stylised in relation to
the (saint) addressee. On the importance of self-fashioning in rhetorical texts of the early
Palaiologan period, cf. at length Gaul, Thomas Magistros.

% Cf. Richle, ‘Funktionen der byzantinischen Epistolographie, 202-14. I have

developed a slightly different model for Philes’ encomiastic poems (cf. Kubina, ‘Die en-
komiastische Dichtung des Manuel Philes, pp. 273-327). However, as Richle explicitly
refers to letters I here prefer to use his model, which coincides with mine in many as-
pects.

% Nikos Zagklas, “Theodore Prodromos and the Use of the Poetic Work of Greg-
ory of Nazianzus: Appropriation in the Service of Self-representation) Byzantine and
Modern Greek Studies, 40 (2016), 223—42 observes the same for Theodore Prodromos.
Zagklas names at least nine poems that should be regarded as letters. Especially telling
in this context is the heading of one of them, which reads: Ei¢ dvBpoxa émotol mpog
7oV kavikheiov. This observation shows how important a study of Byzantine epistolary
poetry would be — especially since most of it would first have to be identified as such.
Some first steps towards the understanding of the Byzantine verse letter have been made
in studies focusing on single authors, cf. Erika Brodnanskd, “Verse letter from Gregory
of Nazianzus to Vitalianus, Parekbolai, 2 (2012), 109—27; Rudolf Stefec, ‘Ramenta
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nobody has ever thought of these texts like that. One should therefore
stress the importance of this finding: there are almost 6,600 verses in
the oeuvre of Philes that, in all likelihood, can be classified as letters in
verse. Thus, it is mandatory to study them in comparison to prose letters
in the future. Just as with prose letters, verse letters should be seen both
as evidence of a pragmatic communication between two individuals and
as literary pieces which were read for their own sake (hence the broad
manuscript transmission).

Yet, the situation is even more complex than that. As stressed above,
genres have fuzzy edges which prevent us from setting clear boundaries.
As a result of the fact that poetry in manuscripts finds a secondary usage
and loses its original context, one may well assume that some texts, which
do not bear obvious markers of being letters, were originally sent as one.
Philes wrote several hortatory verses which may be classified as belong-
ing to a distinct genre. The same can be said about a consolatory poem. '
One cannot exclude the possibility that these texts, which show the typi-
cal situation of a speaking ‘I’ in communication with another person,
were originally letters.*** Philes also wrote a long poem in which he de-
scribes taking part in an embassy, which may well have served as aletter. '
Conceivably, some of the enkomia were originally sent as encomiastic

carminum byzantinorum, Byzantinoslavica, 72 (2014), 340-49, esp. 344—48; Michael
Griinbart refers to a verse letter by Tzetzes in ‘Byzantinisches Gelehrtenelend — oder:
wie meistert man seinen Alltag?” in Zwischen Polis, Provinz und Peripherie: Beitrige zur
byzantinischen Geschichte und Kultur, ed. by Lars Hoffmann ass. by Anuscha Monchi-
zadeh (Wiesbaden: Harrassowitz Verlag, 2005), 413-26, p. 414 footnote 7; the oeuvre
of Christopher Mitylenaios, too, includes verse letters, e.g. poems 87 and 88, which are
written to accompany gifts sent to a friend (Christophori Mitylenaii versuum variorum
collectio cryptensis, ed. by Marc de Groote [ Turnhout: Brepols, 2012], pp. 80-82). For
(late) antiquity, cf. Patricia Rosenmeyer, Ancient Epistolary Fictions: The Letter in Greek
Literature (Cambridge: Cambridge University Press, 2001), pp. 98—130. I would like
to thank Alexander Richle for making me aware of these references. On a broader basis,
Byzantine epistolary poetry was addressed in a workshop at the University of Vienna
(‘Epistolary Poetry from Late Antiquity to Late Byzantium), Vienna, 10 June 2017, or-
ganised by Krystina Kubina and Alexander Riehle). The planned publication of its re-
sults will shed further light on the phenomenon. It will also deal with the question of
terminology, especially the use of the terms ‘epistolary poem’ or ‘verse letter”.

1% Under the heading mapavetixol otiyot one finds the texts App. 13, App. 23 and
F 198 (equalling about 400 verses). P 14 (590 verses) bears the heading mapapvbyricot.

191 Richle, ‘Funktionen der byzantinischen Epistolographie, 274-81 discusses
some texts of Nikephoros Chumnos which were used both as proper paramythetikoi and
as letters.

12 P 18 (176 verses).
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letters.’>* This adds approximately 2,800 verses which may originally
have been letters to the corpus of verse letters. The pragmatic function of
letters thus may have been much more diverse than one would assume,
ranging from admonishing to counselling, from praising to teaching. It
would go beyond the scope of this paper to analyse these poems in a
more detailed way. However, it should be clear that the verse letter may
be even more important in Philes’ oeuvre than argued so far.

Pleading — a Literary Mode in Epistolary Poetry and Beyond

Empbhasizing the importance of epistolary poetry does not mean deny-
ing the importance of pleading.’** As mentioned above, the lion’s share
of the pleading poems is found in the corpus of epistolary poetry, em-
bedded in the discourse of gift-giving. However, not all of the pleading
poems are verse letters, nor are all verse letters pleading poems. Although
epistolary poetry clearly is the main context for requests, they are also
found in enkomia, a propemptikon and an epibaterion.'s Thus, out of the
approximately 5,600 verses which include direct pleas, about 600 are not
to be understood as verse letters. In these pleas occur, but not as the focus
of the poems. The ratio of poems connected to pleas within the corpus
of verse letters becomes clear: out of about 320 verse letters (equalling
¢. 6,600 verses) about 240 include pleas (equallingc. 5,000 verses). If one
adds the hortatory, consolatory, encomiastic and didactic poems, which
may or may not have been letters, requests become even less prevalent
in Philes’ verse letters. On the other hand, four poems (equalling ¢. 600
verses) which make use of pleas are definitely not epistolary poetry.

In the context of requests, the speaker often presents himself as a
poor man who is asking his addressee for a favour. This constellation
led scholars to label such poems ‘begging poems’. Begging is defined as
follows by the Comparative Research Program on Poverty, the leading re-
search association in the social sciences dealing with all aspects of pov-
erty: “Begging is a request for alms or charity for oneself. The act of beg-

19 Cf. App. 30, App. 31, E 213, F 44, F 92, Fos, F 112, F244, M 2, M 43, M 76,
V 30 (equalling about 1,600 verses). The definition of enkomia in Byzantine poetry is,
however, difficult and the edges of this genre especially fuzzy. The poems listed here al-
most entirely focus on praise. On this problem, cf. Kubina, ‘Die enkomiastische Dich-
tung des Manuel Philes) especially pp. 173-78.

1% On pleading, cf. with many examples Bazzani, “The Art of Requesting’
195 Cf. the enkomia E 213, F 244, the epibaterion P 61 and the propemptikon G 12.
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ging is [...] strongly associated with both poverty and dependency and
widely stigmatized.”'*® Begging follows fixed roles, in which the beggar,
seen as a member of the lowest social stratum, does nothing more than
asking for a favour without offering something in return, while the one
who gives something does so out of mercy. Giving in this context is an
asymmetrical and non-reciprocal action. In contrast to this, in Philes’
poems giving is not a mere act of philanthropy: indeed, there are some
poems in which the speaker asks for mercy and alms, presenting himself
as a low-standing petitioner.'®” Verses such as the following draw the pic-
ture of a beggar at the edge of society: Aéomowd pov, rewavra, Syaovra,
Eévov, | youvév, Tamewéy, Suatuyi, Tebhippévoy, | déomowva dikdmrwye, wi
mepadpdyung (F 100.7-9)."°* However, at least as important is the theme
of reciprocation, as has been shown above. There are many situations in
which the speaker demands payment for his verses, sometimes in a very
biting tone, which does not leave the impression of a beggar at all. Re-
quests in Philes” poems can be made in a tone which alludes to begging,
but ‘begging’ alone does not suffice as a term to describe the importance
of requests in his oeuvre.’ Yet, if there is no genre of ‘begging poetry,
how can one describe the place of pleading appropriately? R. Beaton
introduced the term of the ‘rhetoric of poverty’ into the discussion of
the Ptochoprodromic poems. He makes it clear that poverty and beg-
ging are central themes in the self-representation of the speaker of these
poems. He also stresses that ‘begging’ is to be seen more as a theme of
these poems than as a genre (he sees them in the context of satire)."® In

¢ Poverty. An International Glossary, ed.by Paul Spicker, Sonia Alvarez Legui-
zamén and David Gordon, 2™ edition (London and New York: Zed Books, 2007),

p-21.

107" See above footnote 82.

1% “My mistress, you shall not pass over [me], who am hungry, thirsty, a stranger,

naked, base, wretched, oppressed; oh mistress, you, who love the poor!” It has been not-
ed that the literary persona of Philes does not seem to have been truly poor, since the ob-
jects he asks for are quite often luxury items and not only objects that meet basic needs.
Cf. e.g. E 207, where the T asks for rabbits or chicken because he is weary of pork; in
M 45 he bids the addressee not to send him beans because they have distasteful physical
side effects, but to send him other legumes and oysters instead. One can find elements of
irony in these poems, as the description of great suffering is contrasted by the fact that
the T has everything that he needs for his living (even meat).

19 The way in which pleas are presented is a part of the self-fashioning strategy of
Philes; cf. Kubina, ‘Die enkomiastische Dichtung des Manuel Philes) pp. 290-302.

110" Beaton, ‘Rhetoric of Poverty), p. 3 and passim. The term has been accepted as
more appropriate by some scholars; cf. e.g. Zagklas, “Theodore Prodromos: The Neglect-
ed Poems and Epigrams, p. 66.
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recent years, M. Kulhankov4 has done the most work on ‘begging po-
etry), focusing on the poetry of the twelfth century. At the centre of her
articles stand the three Prodromoi and Michael Glykas.""" In contrast
to Beaton, she perceives ‘begging poems’ as a distinct genre, which is
characterised by specific features, such as common topics, a shared
rhetorical function, irony and fictionality.’’* Additionally, she identi-
fies typical formal elements, namely (apart from irony) the hyperbola,
antithesis and catalogues.’” She names common themes (hunger and
thirst, cold, illness and the proximity of death) and motifs or zopoi (such
as the lamentation of the intellectual about the futility of the /ogo7, the
threat to the donor not to write verses anymore, or the poet asabeggar). '+
As for the historical background, she stresses that ‘begging poetry’, as it
emerges in the twelfth century, is strongly tied to the sociocultural rise
in the importance of patronage and the establishment of a group of pro-
fessional /iterati."'s Kulhdnkovd’s studies have revealed many important
features of the so-called ‘begging poetry’. However, by now it should
have become clear that the theoretical framework of ‘genre’ or ‘Gattung’
for pleading cannot be transferred to Manuel Philes. It is not possible to
see the poems of Ptochoprodromos and Philes as belonging to the same
“Textsorte’. Nonetheless, Kulhdnkovds observations on twelfth century
‘Betteldichtung’ do shed light on the literary structure of pleading. As
such, they can serve as a background against which Philes’ poems can be
understood better.

For the sake of analytical clarity, one should try to find an appropri-
ate term for the problem of pleading or begging.'*® It occurs mainly in

" Cf. Kulhdnkovd, ‘Parallelen zur antiken Literatur’; eadem, ‘Die byzantinische
Betteldichtung’; eadem, “Vaganten in Byzanz, Prodromoi im Westen’; eadem, ‘Figuren
und Wortspiele’; eadem, ‘Manteltopos.

112 Cf. cadem, ‘Die byzantinische Betteldichtung) p. 175. However, she does not
explain her understanding of the term ‘Gattung’. Furthermore, it is not clear how she
selected the corpus of ‘begging poems. It seems that she partially based the definition of
the ‘genre’ on her own preconceptions of the same, thus entering a hermeneutic circle.

13 Cf. eadem, “Vaganten in Byzanz, Prodromoi im Westen, pp. 250—54.
14 Cf. ibidem, pp. 243-50.

15 Cf. ibidem and eadem, ‘Das Eindringen der Volkssprache in die byzantinische
Literatur als eines der Elemente der dotewétng, Urbanitas und doreidryg. Frithmittelalter-
liche Studien, 45 (2011), 233-43, pp. 242 f. and passim.

116 Beaton himself offers the term “begging topos” (“The Rhetoric of Poverty,
p- 3), which is, however, no help. Firstly, the term zopos is used inconsistently in literary
theory (cf. Reallexikon der deutschen Literaturwissenschaft 111 s. v. “Topos™ [Peter Hess,
pp- 649—52]). In Medieval Studies, following the seminal study by Ernst Robert Cur-
tius, Europiische Literatur und lateinisches Mittelalter, 11" edition (Tiibingen and Ba-
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the genre of epistolary poetry, but also in enkomia, a propemptikon and
an epibaterion. In different contexts, pleading is connected to certain
literary techniques, which are more or less stable (see below). Overall,
pleading should be understood as a literary mode, which can be adapted
to different contexts, i.c. different genres, but also the addressees and
the situation of the speaker. If the twelfth century ‘begging (or plead-
ing) poems’ are to be regarded as a distinct ‘Genre), the relationship be-
tween them and Philes’ poems with pleas is equivalent to the relation-
ship between the enkomion as a ‘Genre’ "7 and the encomiastic mode as
‘Schreibweise” (again following Fricke’s terminology).

Pleading as a literary mode is based on the pragmatic act of com-
munication.*® As such, the existence of both a sender and a receiver of
the message is obligatory. In many cases the relationship between these
two is expressed. In several texts, the discourse of friendship is prevalent
and the relationship is presented as both reciprocal and symmetrical.
In others, one finds a strong antithetical setting, in which the addressee
has a very high social status, whereas the pleading ‘I’ presents himself
to be far below him so that he acts like a beggar. The characterisation
of both personae is hyperbolic. The zopos of the poor intellectual, who
writes his verses and needs a recompense for them, is used, but not uni-
versal.'”? Sometimes, the I’ threatens not to write verses anymore if the
donor does not send him a present. "> In the praise of the addressee these

sel: Francke Verlag, 1993) the definition of a zopos as a literary cliché or locus communis
has become widely used — even though the field has not been theorized. An action like
begging (or similarly mourning, praising, thanking, etc.), which is first and foremost
pragmatic, however, does not seem to be a z9pos, as it is too general a category. On the
other hand, certain zopoi can be connected to it, as, for example, the zopos of the poor
intellectual. Kulhdnkovd, ‘Manteltopos’ has also identified the zgpos of the cloak to be
an important part of ‘begging poetry’. Pleading itself, however, seems to belong to a dif-
ferent category.

17 Whether there is a “Textsorte’ of ‘begging poetry” in Byzantine literature or
whether this ‘Genre’ is limited to the twelfth century has to remain open.

"8 On the appellative function of Philes’ poems, cf. Kubina, ‘Die enkomiastische
Dichtung des Manuel Philes, pp. 308—-11.

19 Only twice is the topic dealt with at length, namely in two poems in which
the speaker talks about his long and painstaking study of the /ogoi, which brought him
nothing but misery and poverty (cf. App. 52 and P 149). The poems deal with the same
problem as the two famous poems by Theodore Prodromos (Historische Gedichte, ed. by
Wolfram Hérandner [ Vienna: Verlag der Osterreichischen Akademie der Wissenschaf-
ten, 1974), no. 38, pp. 377-81) and Ptochoprodromos (ed. Fideneier 1991, no. III,
pp- 116-37). The fopos may also be used without the utterance of a plea; cf. Zagklas,
“Theodore Prodromos: The Neglected Poems and Epigrams, no. 12, pp. 288-97.

120 Cf. above footnote 90.
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poems also include encomiastic elements, such as the use of praising epi-
theta. The mode of pleading is thus — to come back to the concept of
family resemblance — related to the encomiastic mode.™' An antitheti-
cal setting is also used for the description of the wonderful nature of
the desired object and the dire need of the T. The imagery of the poems
often echoes the object.”** The main themes of lamentation are hunger
or thirst, the cold, illness and the proximity of death.’** On the other
hand, pleading does not necessarily have to be combined with suffering
by the T’ Instead, it can make a legitimate claim to payment for his liter-
ary works.'** As there are so many poems in which this literary mode
was used, one has to assume that a Byzantine reader was aware of these
conventions. Hyperbolic settings and subtle jests concerning the rela-
tionship between the speaking ‘I’ and the addressee were thus within the
horizon of expectation of the readers.

It is clear that most of the characteristics that M. Kulhankova de-
scribes for ‘Betteldichtung’ as a genre can be discovered as features of the
literary mode of pleading in Philes. Future research will have to address
the question of how this mode was used throughout the ages (especially

121 Just like pleading, praising should be regarded as a literary mode (in the rhe-
torical terminology the encomiastic mode), which is far more widespread than actual
enkomia are in Philes’ ocuvre. It occurs in the ‘classical’ encomiastic genres (such as the
enkomion proper, epitaphs, monodies, propemptika, epibateria, etc.) and in other genres,
too (e.g. book epigrams, donor epigrams and prominently in verse letters). To name but
a few motifs popular in encomiastic poems, one can find ekphraseis of an addressee’s
beauty (e.g. E 91.9~21), summarizing praise of his or her virtue (e.g. E 230.8-10), many
accumulations of praising epitheta when the addressee is approached (e.g. F 43.1-5,
M 29.8-14, M-SB 4.1-7 and 14-16), the praise of somebody’s origin (e.g. F 110.1-12)
and many more. Cf. extensively Kubina, ‘Die enkomiastische Dichtung des Manuel
Philes’.

122 Cf. e.g. poem E 201, presented at the very beginning of this paper. In M 57,
the speaker uses nautical metaphors to praise his addressee when asking for a lobster.
In P 124, the addressee is praised as son of light (cf. v. 1), when the ‘" asks for wax and a
wick. In P 132, the addressee is praised for administrating the affairs of the people pru-
dently using reins, before the I” asks for similar reins.

12 The themes can be used either directly or metaphorically. Concerning hunger
and thirst, cf. App. 52, E91, E212, E233, E247, E257, F8, F 43, F80, F110, F 113,
Fi121,F134,F135,F250,M1o,M 13, M14,M16,M29, M30, M 45, M-SB2,P 1,
P7,P1o, P27, P30, P46, Pg1,Ps6, Ps8, Pi1o8, P139, P149, P196, P213, V11,
V 16. Concerning the cold (and including nakedness), cf. E 183, E 191, E 202, E 217,
E234,F30,F62,F86,Fror,Fir1,F113,F136, F265; M3, M5, M26, M68,P 4,
P6,P7,P10,P30,P44,P48,Ps6,P63,P9q,P113,P133,P173,P200,P201,Vi13.
Concerning illness, cf. E 188, E 198, F 17, F 29, F 60, F 101, F 123, F 137, G 14, G 22,
M6, M1o, M31, M32, M6o, M 72, M 82, P27, P28, P40, Pso, P51, Pss, P56,
Ps8,P60,P63,P84,P90,P149,P175,P210,P211,P238,P241,V12,Vi13.

124 Cf. above footnote 48.
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comparing the Komnenian and the early Palaiologan periods) and how
its relationship to different genres (and most importantly the genre of
epistolary poetry) changes over time.

Conclusion

The issue of requests and the supposed existence of ‘begging poetry’ has
opened up a whole lot of problems ranging from the theoretical discus-
sion of genre classification to the neglected corpus of verse letters in
Philes’ oeuvre.

L

IL.

Genre theory and Byzantine Studies: as both the Byzantines and
Byzantinists are led by genre conventions and names when they
read or write (Medieval) Greek texts, the problem of genre the-
ory is highly relevant for our understanding of Byzantine litera-
ture. Understanding a text as part of a specific genre helps us to
understand the context (both in terms of other literary texts and
its use on a certain occasion) and the literary traditions to which
it belongs. For the sake of clarity, one should distinguish between
agenre and a literary mode — the former denoting a certain group
of texts that share certain characteristics, the latter denotinga spe-
cific way of writing that occurs in various genres.

Epistolary poetry — a hitherto neglected genre in Philes’ poems:
although many of Philes’ poems belong to a well-known genre
(e.g. the epigram, the enkomion, ctc.), there are about 320 poems,
equalling 6,600 verses, which do not. Internal evidence about the
extra-literary context of use, such as the vocabulary of sending
and writing, literary aspects including formal elements, motifs
and questions of literariness, as well as the manifold functions
to be discerned, identify these texts as verse letters. Some poems,
which at first sight belong to other genres such as the enkomion,
may originally have been letters, too. This generic classification
helps us to understand their pragmatic use as ephemeral texts and
gives the background against which one will have to read them
in the future, namely prose letters. In the same way as prose let-
ters, they are also pieces of literature including fictional elements
(such as the establishment of literary personae, which must not be
confused with the historical figures mentioned in headings and
texts). Thus, these texts were not only read for their pragmatic
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intent, but also for their own sake. This explains the broad manu-
script transmission of Philes’ verse letters.

I1I. Pleading — a literary mode in epistolary poetry and beyond: In-
stead of understanding ‘begging poetry” as a genre, one should un-
derstand pleading as a literary mode. In this context, one should
avoid the term ‘begging’ due to its pejorative connotations and to
the fact that a ‘begging’ setting is only a part of the bigger issue
of pleas. This literary mode of pleading is frequent in epistolary
poetry in the discourse of gift-giving. However, it does not always
occur in verse letters, nor does it only occur there. Pleading finds
its origin in a pragmatic act of communication which is turned
into a fictional and literary act. As in letters, the relationship be-
tween the sender and the recipient of the message is frequently
discussed. There are typical themes and zopoi such as the suffering
of the ‘T’ the zopos of the begging intellectual or the zopos of the
cloak. On the other hand, pleading also occurs in the context of
legitimate claims. It is frequently connected to the encomiastic
mode.

These findings lead to a wide range of questions, which future research
should address: what is the relationship between epistolary poetry and
prose letters? What is the place of pleading in both? How did epistolary
poetry change throughout the Byzantine millennium? What can be said
about the literary mode (in the sense of a ‘Schreibweise’) of pleading,
especially when comparing the Komnenian and the early Palaiologan
period? Finally, how do pleading in a secular and pleading (or praying)
in a religious context correspond to one another?

The following final example (P 200) shows the multifacetedness of
epistolary poetry.’ If one expected to find humility in a ‘begging’ T’
in a poem, then one would search for poems addressed to the Emperor.
However, even in this context, the speaker can indirectly show himself
to be very self-aware:

126

Ipog Tov adTokpdTope
‘O ¢ faathets, 6 Ppafeds Tav KTIOUATWY,

12 On this poem, cf. also Bazzani, “The Art of Requesting) pp. 183-207, who comes
to similar conclusions.

126 The heading in the manuscript Athens, Metéyiov o0 Ilavaryiov Tédov 351,
fol. 102" reads: T¢p adtoxpdTopt iix yrr@ve. meaydTi(kov). The abbreviation of the last word
is not easy to dissolve (Papazoglou, ‘O x&3ucag Metoyiov 351} p. 370 reads mdoyovres,
which, no doubt, is wrong). I'suggest the reading Taoydrixov pointing to an ‘Easterly
cloak’ as the desired gift due to two parallels in vernacular texts: in Ptochoprodromos
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yrr@ve xouvdy ouvTiBelg dmd yhdng,
1) viBeton pdv 2 dmoxpiddov xpbrng,
Dalveral 8t T4 TPoTIOVTL YPVW,
otoMleTon Ot Tatic Padaic Tav &vBéwv, [5]
T TPy Gxodhi] kol Wiy Y7y doudpivet.
20 8, @ Poothed, Tov Oidijy Tepatpéyels,
N NI , .
TIY YAV Ue THY oY, TN ToLToVpuEVNY KEVW.
Kl mod Bepurdv elg drdvBpwmov ¢piow,
1 Xptotdy adtéy oty éxuipovpévn; [10]
O xpvmreTon yep odSauds 1 youvéTng,
el kol TO ety cuokidlor Tig Teyo.

At first sight, the literary persona of Philes humbles himself by showing
himself at the very bottom of the heap, as he speaks about himself as dust
and carth (cf. v. 8). In fact, however, the tone of the poem is anything
but submissive. The first half of the poem praises the Lord for weaving
the Earth a new, beautiful cloak in spring time. In the second half, the
speaker states that the Emperor does not help him and does not give
him a cloak. The praise of the Lord is thus contrasted with blame of
the Emperor, whereas both passages are linked by the use of the word
faaikevg. The discrepancy between God, the Emperor’s facthevg, and
the Emperor himself, who is Philes’ ruler, is thus highlighted. On top of
that, the Emperor is charged with not fulfilling his imperial duty of the
imitatio Christi by passing over Philes. He then stresses that as a result
he has to remain naked, even though he might get some food. Although
no direct plea is uttered, the aim of the poem is more than clear: Philes
asks emphatically for a cloak. What is more, he openly blames the Em-
peror for his improper behaviour. Self-humiliation is thus only a literary
device, under which a very self-aware persona is hidden.

no. I (ed. Eideneier, pp. 98~107) the wife of the speaker complains that she has no nice
things, listing among others a yupiv I Taoyeihiav (v. 47), an Easterly scarf. In Spanos B 111,
the list of a dowry includes luxury items and among them podya maoydruca (“Easterly
clothes”, Spanos. Eine byzantinische Satire in der Form einer Parodie, introduction, ed.,
commentary and glossary by Hans Eidenecier [Berlin and New York: Walter de Gruyter,
1977], p. 156). It secems that the attribute ‘Easterly’ connected to a garment denotes
something precious. Additionally, the evocation of Easter fits well into the spring set-
ting, which is described in the first verses (1-6).

127 “To the Emperor. Your emperor, the Lord of the creation, having created a new
cloak of the first shoots of spring, which is spun of hidden thread and woven for the
fitting time and adorned with the dye of flowers, he now cheers the hitherto charmless
and bare world. But you, Emperor, you pass over Philes, me, your earth, the dust, on
which one treads. So how is [this] proper for a philanthropic nature, who imitates Christ
himself ? For in no way (my) nakedness is concealed, even though somebody soon shades
quite over (my) hunger”
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MANUEL PHILES - ABEGGING POET?

Manuel Philes — a begging poet? Manuel Philes, a most versatile poet
and letter writer, using his literary skills for his own advantage.

Abstract

The article deals with the problems of genre definition in the
work of Manuel Philes. Previous scholarship has claimed the
existence of a genre of ‘begging poems. I argue that poems con-
nected with pleas cannot be regarded as one genre. Instead, most
such texts are verse letters, as can be demonstrated from inter-
nal textual evidence. Such evidence includes the address of liv-
ing individuals, the vocabulary of writing and sending, formal
elements of letters and various motifs and functions associated
with epistolography. The literary mode of pleading, which occurs
frequently in verse letters, but also in other genres such as epiba-
teria and propemptika, should be distinguished from the hith-
erto completely neglected genre of epistolary poetry. In general,
one should avoid the term ‘begging’ Its pejorative connotations
fail to do justice both to the literary quality of the poems, and
to the literary games in them that subvert the status of both the
sender and the addressee. Philes often deals with the problem of
reciprocation and asserts the legitimate character of his claims.
Although connected to pragmatic aims, there are manifold ways
of constructing pleas literarily. Typical themes and motifs are the
suffering ‘T, the topos of the begging intellectual and the pleas for
a cloak, which are used creatively in various contexts. Both the
genre of verse letters and the literary mode of pleading have many
facets in Philes’ poetry, showing the versatility of the author and
his ability to use his texts for his own purposes.
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The Art of Requesting in the Poetry of
Manuel Philes

Although Manuel Philes was one of the most prolific authors of the Pal-
acologan times and his large @uvre enjoyed scholarly attention through-
out the centuries,’ he has not yet become a household name in Byzan-
tine studies. A modern, reliable critical edition is still lacking,* as well
as a comprehensive study of his work, and the reasons for these failings
are various: the sheer size of Philes’ work (more than 25.000 verses), the
poor reputation that has long tainted Byzantine occasional poetry, and
the — at time — cryptic complexity of his verses. In the last twenty years
Philes” poetry has been the focus of intense scrutiny on part of art his-
torians, who were particularly interested in his detailed descriptions of
icons and votive objects.? A positive consequence of their work has been
a renewed literary appreciation, which is constantly picking up pace and
has so far resulted in the recent substantial studies of Braounou-Pietsch,
who has shown the depth of thought and stylistic refinement present in

' Athorough survey of early modern studies and editions of Philes” works can

be found in Giinther Stlickler, Manuel Philes und seine Psalmenmetaphrase (Vienna:
VWGO, 1992), pp. 56-95.

2 For the majority of Philes” occasional poems scholars still rely on the following

printed editions: Manuel Philes, Manuelis Philae Carmina ex codicibus Escurialensibus,
Florentinis, Parisinis et Vaticanis, ed. by Emmanuel Miller, 2 vols (Paris: In typographco
imperiali, 1855-57); Manuel Philes, Manuelis Philac Carmina Inedita, ed. by Emid-
io Martini, Acti, R. accad. di arch., lettere e belle arti, vol. 20, suppl., (Naples: 1900).
A limited number of poems is found also in M. Gedeon, ‘Mavoviik tod QM7 loTopixi
nomuate, Ekklesiastike aletheia, 3 (1882-3), pp. 215-20, 246-50, 655-59. These edi-
tions are dated and rife with mistakes, but are still extremely valuable.

3> Toli Kalavrezou-Maxeiner, Byzantine Icons in Steathite, Byzantina Vindobon-

ensia 15 (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 1985s),
pp- 79-8s; Sarolta Takas, ‘Manuel Philes’ Meditation on an Icon of the Virgin Mary,
Byzantinische Forschungen, 15 (1990), pp. 277-88; Alice-Mary Talbot, ‘Epigrams of Ma-
nuel Philes on the Theotokos the Peges and its Art, Dumbarton Oaks Papers, 48 (1994),
pp- 135—65; Alice-Mary Talbot, ‘Epigrams in Context: Metrical Inscriptions on Art and
Architecture of the Palaiologan Era, Dumbarton Oaks Papers, 53 (1999), pp. 75—90; Sa-
rah Brooks, ‘Poetry and Female Patronage in Late Byzantine Tomb Decoration. Two
Epigrams by Manuel Philes, Dumbarton Oaks Papers, 60 (2006), pp. 224-48; sce also
Ivan Drpié, Epigram, Art, and Devotion in Later Byzantium (Cambridge: Cambridge
University Press, 2016).

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 183-207
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115588
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Philes’ epigrams.* This surge of interest in Byzantine poetry in recent
years has enormously enhanced our knowledge and comprehension of a
literary genre that undoubtedly suffered more than others from aesthetic
prejudice and anachronistic expectations. Indeed, it has proven hard for
modern audiences to accept the differences between Byzantine and con-
temporary aesthetic sense, and to embrace the Byzantine attitude toward
imitation, which to them represented a normal and indispensable proce-
dure, whereas modern readers seck and value above all in a literary text
originality and the free expression of the author’s feelings.* To gain a thor-
ough comprehension of Byzantine poetry, we need to approach it bearing
in mind the functions it was intended to carry out and the circumstances
in and for which these texts were created. It is indeed the text, with all its
complexity and web of allusions, the key to unlock Philes” poetry; truly,
little is known about him and his life, but a close reading and a detailed
analysis of the poems are the best way to put Philes into context and to
understand the framework within which he operated and interacted.

In this paper I shall consider several occasional compositions addressed
to patrons of different social status, starting from the highest levels of the
imperial family, moving down to ecclesiastical figures, powerful officers
and, finally, friends of the poet; and I shall explore how Philes strives and

*  Efthymia Braounou-Pietsch, ‘Die Stummheit des Bildes. Ein Motiv in Epigram-
men des Manuel Philes, Jahrbuch der Osterreichischen Byzantinistik, 57 (2007), pp. 135—
48; eadem, ‘Manuel Philes und die tibernatiirliche Macht der Epigrammdichtung), in
Die kulturbistorische Bedeutung byzantinischer Epigramme. Akten des internationalen
Workshop, ed. by Wolfram Horandner — Andreas Rhoby (Osterreichische Akademie der
Wissenschaften, phil.-hist. Kl., Denkschriften 371) (Vienna: Verlag der Osterreichischen
Akademie der Wissenschaften, 2008), pp. 85—92; eadem, ‘Ein Aspekt der Rezeption
der Anthologia Planudea in Epigrammen des Manuel Philes), in Imitatio — Aemulatio
— Variatio. Akten des Internationalen wissenschaftlichen Symposions zur byzantinischen
Sprache und Literatur, ed. by Andreas Rhoby — Elisabeth Schiffer (Osterreichische Aka-
demie der Wissenschaften, phil.-hist. K1., Denkschriften 402= Verdffentlichungen zur Byz-
anzforschung 21) (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften,
2010), pp. 217—30. Most significant because it presents a new critical edition of many
epigram is Efthymia Braounou-Pietsch, Beseelte Bilder. Epigramme des Manuel Philes auf’
bildliche Darstellung (Osterreichische Akademie der Wissenschaften, phil.-hist. KI., Denk-
schriften 416) (Vienna: Verlag der Osterreichische Akademie der Wissenschaften, 2010).

5 On the topic of imitation, see Herbert Hunger, ‘On the Imitation (Mimesis) of
Antiquity in Byzantine Literature, Dumbarton Oaks Papers, 23/24 (1969-79), pp. 17—
38; cf also some of the contributions in Imitatio — Aemulatio — Variatio. Akten des Inter-
nationalen wissenschaftlichen Symposions zur byzantinischen Sprache und Literatur.

¢ For a brief biography of Philes, see Oxford Dictionary of Byzan-
tium, ed. by Alexander Kazhdan, 3vols, (New York: Oxford University Press,
1991), III, p. 1651. See also Andreas Rhoby, “Wic lange lebte Manuel Philes?” in:
A. Berger/G. Prinzing/S. Mariev/A. Richle (eds), Koinotaton Doron (Berlin/Boston:
De Gruyter, 2016), pp. 149—60.
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manages to attune each of his requests to the rapport he has with his recip-
ients and to the circumstances of the moment.” As we are dealing mostly
with works of homage and request, it would seem unavoidable to encoun-
ter just an assortment of servile compositions aimed at obtaining as many
advantages as possible, without any hint of sagacity or the slightest com-
plaint against authority ever, but this is not the case. A thorough examina-
tion of texts will highlight the ever-changing attitudes of the poet; how
sometimes he addresses his benefactors in almost equal terms; how on oc-
casions his appeals suggest distress and despair placing him in a position
of inferiority and weakness; whereas at times he expresses his discontent
by scolding or making fun of his patrons, or dedicates light-hearted and
humorous verses to his friend in a sort of amical divertissement. For Philes
often finds allusive ways of meddling with the text, that can be interpreted
as a deliberate strategy to express his dissent against the szatus guo and to
vent his innermost opinions. All these variations, which are achieved by
adapting the stylistic register to the distinct occasion, by choosing words
carefully, by using allusions and literary topoi, are the best illustration of
Philes’ poetic talent and of the intrinsic significance of his literary work.

Poems to the Emperor

I would like to begin my investigation with a poem dedicated to the em-
peror himself, in which Philes pleas with the ruler for a winter cloak;®
this poem is very interesting because the poet moves ingeniously between
concrete and spiritual and, by doing so, he manages to convey his mun-
dane request, as well as a highly sophisticated homage to the emperor.

Ipog tov Baarhéa dep xepepiov dvaBorav.”
Avtoxpdrop uéyioTe, Oel 01 ot oxémng:

el yep 6 yuraw extpBeic Siebpifn,

ol Bpté heovtijg edyevirs Kexapuévn

YEWBYOS Ul cvaTaAelory ebBdpy.

See the recent article by Krystina Kubina, ‘Manuel Philes and the Asan Family,
Jabrbuch der Osterreichischen Byzantinistik, 63 (2013), pp. 177-98.

8 On the motif of the coat in Greek poetry, see Markéta Kulhdnkov4, ‘Ich bin

auch eines schicken Mantels wert. Zum Manteltopos in der griechischen Dichtung),
in Epea pteroenta: Riizené Dostdlové k narozenindm, ed. by Markéta Kulhdnkovd and
Katetina Loudova (Brno: Host, 2009), 191—200.

?  Thisis poem 26 in Martini, Carmina Inedita, p. 3 4; this and the following trans-

lations are all mine.
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oToMleTat yodv odpavdg uev aiplay (s)
xepxiol Bepuric eloBolic Ddaouéviy,

7 v7 88 mukvi kel yhodlovaay iémny,
v 1 xpérn vifBovaa Tig dpag oeL-
Bddoaon Ot mhobv elg pois dxtvdivovg,
8v yelp drexvads vowtua) Simhéxel (10)
&v Tolg pahaxolg Tob Zedtpou Saxtilotg:
vexpdg 88 0 (i evoiddoicetan Tvéwy

ol adprag Dypas 25 dvikuwy doTéwy-
&yd Ot xouvijs epupelot xprlwy oxémng
TV olktov 48p& Tig Todijg gov kapdiag, (15)
8¢ A 6yt Tod kpdToug Halveral,

04’ 8v cuverBov 6 BpoT@v dmay yévog
gyoL oKkémny dpprToV elg TAVTAL YPdVOV.

A Request for Winter Clothes

Most great emperor, I need a cover, | for my coat wore off and broke
into pieces; | also the well shorn lion fur | was destroyed in the win-
ter while we shrivelled with cold. | Now certainly heaven wears a
clear sky | woven with the (weaver’s) shuttles of a warm irruption,
| the earth wears a thick green covering| that the spinning thread
of spring brings forth; | and the sea (wears) a voyage of streams free
from danger,

which a nautical hand simply weaves | with the soft

fingers of Zephyrus;

and a living corpse puts on life | and soft flesh
from dry bones. | And I, as I need new proper protection, | look
upon the compassion of your wise heart, | through which the cloak

of power is woven, | under which the whole human race gathered |

and may it have invulnerable shelter forever and ever.

In this poem we are confronted with a direct appeal to the emperor for
a specific object: a new cloak; for, so claims the poet, his cloak has fallen
into pieces in the course of winter. The aim of the poem and the dedi-
catee are clear from the start, thanks to the relevant position given to
both abdtoxpdrwp and oxémy, at the beginning and end of the first line
respectively. The urgent need for a cloak is highlighted by the presence
in 1. 2 and 4 of several verbs conveying the idea of falling into pieces
and wearing away (éxtpiPels, S1e0p0fn, £d0dpn). After stating the dread-
ful situation of his garments, Philes proceeds to support his request in
the central part of the composition, and justifies it with the description
of the ways in which nature regenerates itself on the arrival of spring:
as the sky clears up and earth clothes itself with soft grass, the sea calms
down and voyages become safe once again, he too needs a new and
proper covering. It is interesting to notice how the initial images of ruin
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and material destruction are followed by images of peaceful renewal in a
striking contrast and by the usage of words conveying a positive idea of
tranquillity, such as dxvdvvovg and pahaxoic. Spring affects not only
nature, but men too: season’s renewal becomes indeed a sort of spiritual
and physical resurrection for the whole creation, as it is underlined by
the paradox of the breathing corpse that clothes itself with life in . 12.

At this point the reader is confronted with a sudden twist in the
stream of thoughts; for Philes, rather than concluding the poem by
praising his recipient and restating his initial request, as it happens in
most poems, moves instead onto a metaphysical level: his plea for shelter
leaves the material realm and shifts to a spiritual dimension that con-
cerns the entire human race. By means of an ingenious conceptual trans-
fer the poet transforms his request for a material coat that can protect
him temporarily from the cold, into the request for an immaterial, but
way more powerful shelter, which is woven from the mercy of the em-
peror’s heart, and offers indestructible and never-ending protection to
all men. It is remarkable how the poet apparently re-proposes the same
request for shelter he voiced at the beginning, but by adopting the verb
xpfilw he conveys also a sense of desire and longing that seems to reflect
the spiritual perspective of the poem’s conclusive request.

Philes’ poetic technique is worthy of consideration as it is a key to
unlock the multiple layers of meaning present in this text. It leaps imme-
diately to the eye how in just 18 verses Philes covers a lot of ground; nev-
ertheless, the poem flows harmoniously from the beginning to its end,
for the author manages to give it coherence and to hold onto a fi/ rouge
all the way through, thanks to linguistic and stylistic means. One of the
main coalescing traits is the presence throughout the poem of words and
images related to weaving and spinning; this should not surprise con-
sidering the fact that the author is initially soliciting the ruler for a coat.
However, it is revealing how in this poem the action of weaving is always
used in a metaphorical context — the sky is woven, spring spins a grassy
mantle on the ground, the power of the emperor is woven from his wise

1 Descriptions of spring were common in Byzantine texts, and authors could draw

inspiration from both the classical and patristic tradition. For instance, Libanius and
Gregory of Nazianzus composed famous depictions of spring that focused mostly on the
passing of winter, the return of light and life, and the renewal of nature. It was Gregory
of Nazianzus’s ekphrasis of spring in his homily for New Sunday (the first Sunday after
Easter) that associated spring with spiritual renewal and the resurrection: a metaphor
long reused in Byzantine letters and sermon throughout the centuries. See Henry Magu-
ire, Art and Eloquence in Byzantium (Princeton: Princeton University Press, 1981),

pp- 22-52.
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heart — but weaving is never used with regard to the cloak Philes requests
at the beginning, a cloak that, almost until the end of the poem, repre-
sents his principal concern and the focus of the text. Another unifying
feature is the presence of the word oxémy, which opens and closes the
poem in a sort of ring composition although, by the end of it, the poem’s
perspective and aim has completely changed, and has moved onto a spir-
itual level. oxémy, indeed, represents the core around which the poem
develops at all stages due to its polysemy that conveys both material and
symbolic protection, as it is clear from the poem.

I'would like to offer just a few additional observations about the clos-
ing image of the emperor protecting his subjects under his cloak, as it
brings together several different influences. A close look at this epigram
reveals a deep religious undertone running through it and used by the
poet to express his reverence toward the emperor, and to pay tribute to
him as the representative of God on earth. More interestingly, in these
verses Philes mixes, possibly unconsciously, images derived from eastern
and western iconography, and load them with influences drawn from
religion and from imperial propaganda, conveyed through images and
words, which were part of the Byzantine collective imagination, and
which his audience would surely detect. The description of the emper-
or’s cloak’" under which his subjects find refuge, in fact, calls to mind
the iconography, so often found in western and eastern art, of the Vir-
gin protecting the faithful either under her extended arms, or sheltering
them under her mantle.** This is a very interesting occurrence because it
shows how Philes combined harmoniously motifs drawn from different
art forms by which he was surrounded - in this case, religious literature
and visual arts. Not only the image of the protective cloak, but also the
repeated use of the word oxémy calls to mind the religious sphere; for
it ought to be remembered that already in the Akathist Hymn (11.13),
as well as in several of Romanos’ kontakia, Mary is called shelter of the
world (oxémy Tob kéopov).

"' See Markéta Kulhdnkova, ‘Ich bin auch eines schicken Mantels wert; pp. 197—

99.

2 On this, see Christa Belting-Thm, ‘Sub matris tutela’ Untersuchungen zur Vor-
geschichte der Schutzmantelmadonna (Heidelberg: Winter, 1976), with bibliography;
Maria Vassilaki, mages of the Mother of God (Aldershot: Ashgate, 2005); Angela Donati
— Giovanni Gentili, Deomene, Limmagine dellorante fra Oriente e Occidente (Milano:
Electa, 2001).

3 Constantine Trypanis, Fourteen early Byzantine Cantica (Vienna: Béhlau

1968), Pp- 29-39.
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Another reference that links the general theme of the poem to the
religious domain, and in particular to Marian cul, is the recurrent im-
agery associated with weaving: for weaving and spinning are often linked
to the Virgin in connection with the mystery of the incarnation as early
as the fifth century when Proclus of Constantinople, a popular preacher
and a champion in the controversy about the Theotokos, compared the
Virgin, among others, to a textile-loom,- i67é¢ - in connection to the
mystery of Christ’s incarnation.'* Proclus described Mary’s womb as a
workshop containing the loom upon which the flesh of God is woven.
The use of words such as iotd¢, ddaivw, and yitwv in this epigram is very
interesting, as it shows the influence that the homiletic tradition exerted
on the poet: Philes, by describing the emperor as a refuge for his subjects
and by using words related to weaving somehow compares the emperor’s
role towards his subjects to Mary’s intercessory and protecting function.
By shifting between the material and spiritual level Philes achieves sever-
al results: first, he asks for a tangible gift and at the same time pleads for
imperial protection too; then, he praises the ruler for his mercy and pays
homage to his status as vicar of God: as Mary protects all faithful gath-
ered under her mantle through her interceding action, so the emperor
protects his subjects, and his poet, with the help of God and the Virgin.

Let us consider another poem, similarly dedicated to the emperor,
but marked by a rather different spirit, which reveals how Philes man-
ages to express his disappointment and his criticising attitude behind
obsequious praises; Par. 200 is a short composition in which Philes com-
pares and contrasts God’s renewing action on nature at spring time to
the ruler’s neglect toward his poet.

ITpog Tov adToxpdTope.

‘O ¢ faathede, 6 Ppafeds Tav kTIoUATWY,
Xrave kavdy ovvTiBelg dmd yhdng,

“H v#Betau pgv & amoxpidov kpdicng,
Ydaiveror 0 T4 TPOTHKOVTL XpbVe,
Srohileten Ot Toric Badaic Ty avbiwy, (s)
T mply dxcodhij ko Wiy Y7y GoudpdveL.
0 8, & Poothed, Tov Oikijy Tapatpéyets,
Ty Y7 e THY oY, THY TUTOVREVYY KEVLV.
Kol mod Beputdv eig dihdvBpwmov iy,

14

Nicholas Constas, “Weaving the body of God: Proclus of Constantinople, the
Theotokos, and the Loom of the Flesh, Early Christian Studies, 111 (1995), pp. 169—94;
Nicholas Constas, Proclus of Constantinople and the Cult of the Virgin in Late Antiquity:
homilies 1—5, text and translation (Leiden-Boston: Brill, 2003).
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‘H Xpiotédv attédy éotty écpipovpévy; (10)
O xpvmreTon yep odSauds 1 youvéTng,
Ei kot 70 mewvijv cvoxidlot Tig iy

To the emperor

Your king, the arbiter of creation, | creating a new vestment made of
grass | that is spin from a hidden thread, | and is woven at the con-
embellishes

the earth that before was without beauty and barren. | But you, o

venient time, | and is adorned with the dyes of flowers,

emperor, neglect your Philes, | your ground, your trodden dust. |
And how is it righteous for a philanthropic nature | that imitates
Christ himself? | For my nakedness in no wise lies hidden, | even if
someone should hide my hunger.

God, the creator and ruler’s king, covers the earth with a new vestment
of grass and flowers; after such an idyllic picture of spring the audience
would expect a similar account of the conduct of the emperor, but Philes
surprisingly states that the emperor disregards his poet, even though he
considers himself the emperor’s trodden soil. Therefore Philes wonders
in disbelief how a nature that imitates Christ can act in such a manner:
it is unacceptable for the ruler to ignore those in need on account of
his philanthropia. By playing with word order, with the repetition of
Paaihedg, which seems to place the emperor on an equal footing with
God, as well as with the prominent position that the poet reserves to
his name in the same line, Philes conveys his criticism of the emperor’s
inadequacy to care for him and, together with it, an oblique yet mani-
fest accusation of betraying the philanthropia expected of him, with the
consequent risk that the poverty of the poet may eventually be revealed
to the world and tarnish the emperor’s image. Philes here is spelling out
the rules that regulate a relation of patronage and lets his expectations
be known; the patron-client relationship is one of exchange and interest,
as Ivan Drpi¢ has convincingly argued in his recent book, even though
obligations are often disguised behind the appearance of friendship and
homage.'s Patronage and friendship involve a bond which is personal,
but at the same time also very public and observed by others; therefore it
has to be reciprocated to avoid the risk that the image of a valiant patron
be damaged in the eyes of people. And in these verses Philes is indeed re-
minding the emperor of this bond and of the risk of breaking it in an elu-
sive act of subversion concealed behind the formal language of homage.

> Drpi¢, Epigram, Art, and Devotion in Later Byzantium, pp. 315-31.
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A similar instance where the poet is harshly critical while apparently
following the rules of homage is recognizable also in Esc. 199, a short
epigram composed in response to the Empress” withdrawal from the
poet of some tax benefits.

"Emvypdppate eig Ty déomorvay tav ddripyTat T oikovouiny adTod ¢
"Hén ypddev TolavTt avyylvwaké pot,

Tov Adodvey dvacoo cvpmadeatdry.

AéoTowd pov, TOMGVTL GuYyiveaké pot-

Aéoowd pov, mevavta, dnyavta, Eévov,

Topvdv, Tamevéy, Suatvyd, Tebhupévoy, (s)

Aéoowva dhdvBpwe, wi) Tepadpdun.

AéoTowd pov, TOMGVTL GuYyiveaké pot-

"Emetyetan yép éxdpapey tijg xapdioig

Td mp, 6 xoumvé, 1 Opwbtyg, & Bpdpo.

Epigrams to the empress when she withdraws his tax benefit

Forgive me now as I dare write, | most compassionate queen of the

the naked,
miserable, unlucky, afflicted, | me, most humane mistress, do not ne-
glect. | Mistress, forgive me because I am bold: | indeed fire, smoke,
acridness, crackling | hasten to spring up from my heart.

Ausonians | mistress, forgive me because I am daring;

Philes opens the poem with a request for forgiveness because he dares
address the empress. The start of the poem seems very conventional, as it
clearly stresses the difference in status between the author and his noble
recipient; also the anaphorical repetition of Aéomowd pov emulates the
model of pressing requests that Philes directs to his patrons in numerous
compositions. Yet at a closer inspection, the choice of epithets picked by
the poet to describe the empress reveals a rather sarcastic and subversive
tone despite the repeated pleas for forgiveness and the extremely humble
stand of the author. For Philes defines the empress gupmabestdrn and
Aéomowa dprrdyBpwe, while describing himself as naked, starving and
miserable; by doing so, he prompts the monarch to consider the disas-
trous consequences that may fall upon him following the deprivation
of the subsidy. By underlining virtues that the empress in these circum-
stances is conspicuously lacking, at least from the point of view of the
poet, Philes generates irony and is able to expose the shortcomings of
the laudanda in her role by means of contrast between the expected
compassionate attitude of the empress and his allegedly dramatic con-

16

See Miller, Manuelis Philae Carmina, 1, pp. 97-98 (Esc. 199).
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dition.”” A subtle accomplishment that is even more striking because
Philes is characteristically keeping with the appearances of submission
and reverence, but his surreptitious criticism would certainly not escape
the trained eyes and ears of the members of Byzantine imperial court. As
it has been shown in the past, late Byzantine imperial panegyrics could
contain tactful and carefully crafted criticism of authority; the laudator
had at his disposal many ways to subvert the laudandus, tools such as
significant omissions and substitutions of deeply rooted rhetorical pre-
scriptions, inappropriate comparisons, irony and subversion of literary
topoi.**

The number of epigrams dedicated on various occasions to the rulers,
Andronikos II and co-emperor Michael IX, as well as to other members
of the imperial family, is vast and cannot be examined in its entirety;
however, it is possible to spot patterns in the way Philes relates to his
mighty patrons, which are recurrent and create a sort of framework
within which he puts his requests through. The compositions consid-
ered above are all characterised on the one hand by a highly encomias-
tic tone, that is used to praise the ruler and highlight his glory and his
magnanimous nature; and on the other, by the poet’s extremely hum-
ble requests for help. Next to this contraposition of tones, one can also
identify how Philes often draws inspiration from a concept or from two,
often contrasting, ideas that reappear over again in the text and act as the
conceptual unifying thread within it.”” The poet then goes even one step
further in his effort to attune to his recipients, insofar as he frequently
mentions or alludes to details which are particularly significant to the
person he is pleading with, thus forging robust connections with his in-
terlocutor; for instance, when addressing the emperor or the empress, he
insists on their philanthropy, or when writing to the patriarch, he alludes
to his spiritual protection, as it will shortly become clear.

17" See Margaret Mullett, How to Criticize the laudandus, in Power and Subver-

sion in Byzantium: Papers from the 43" Spring Symposium of Byzantine Studies, Birming-
ham, March 2010, ed. by Dimiter Angelov — Michael Saxby (Farnham: Ashgate, 2013),
pp- 247—62; the whole book offers an excellent analysis of subversive processes in Byzan-
tium.

18

Alexander Kazhdan, People and Power in Byzantium (Washington D.C.: Dum-
barton Oaks, 1982), pp. 140—61; Dimiter Angelov, ‘Byzantine Imperial Panegyric as
Advice Literature (1204 — c. 1350); in Rbetoric in Byzantium: Papers from the 35* Spring
Symposium of Byzantine Studies, Oxford, March 2001, ed. by Elizabeth Jeffreys (Alder-
shot: Ashgate, 2003), pp. 55-72.

19

For example, see Miller, Manuelis Philae Carmina, 1, pp. 285-87 (Flor. 101);
11, pp. 143—44; 199—200 (Par. 91 and 184) where Philes plays with the idea of light and
darkness, heat and cold, salvation and ruin, dryness and dew.
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Poems to the Patriarch, Court Officers and Wealthy Members
of Society

It is now time to leave the imperial milieu and consider poems dedicated
to the Patriarch and to wealthy patrons to appreciate how Philes adapts
his compositional technique to and address an audience that, albeit be-
ing somewhat more approachable, is still powerful and expects to be
honoured. The following is a short epigram directed to the patriarch of
Constantinople Niphon, who frequently figures among Philes’ patrons.*

T adTd) érepor.™

T Tditwhé pov mpbeAbe kol TAOVTILE pe,
T Yijyue 100 vod Saytdddg dvaBpiwy-
Neflov 8¢ Tavtdg ddBoviitepog péwv
Tov g Yuyis Mmouve ¢ Eéve odyvy

To the patriarch Niphon

My Paktolos, come forward and make me wealthy, | abundantly

gushing out the gold dust of your intellect; | and streaming more
bounteous than the whole Nile | enrich for the stranger the crop of

his soul.

Philes begins this poem by addressing the patriarch as Pactolus, the Lyd-
ian river known in antiquity for the presence of gold in its streams;** yet,
he manages to shift the attention from the patriarch to himself through
the variatio of the personal pronoun, and the relevant position of e at the
end of the verse. Philes keeps playing with the patriarch’s identification
with the Pactolus asking him to pour out liberally the golden dust of his
mind; allusively he chooses the word V#jypa, which refers to gold shavings
and thus implicitly hints at the munificence of Niphon. The poem ends
with avery evident hyperbaton and a perfectly balanced line built around
the central Mmouve, the choice of which is another example of Philes’ abil-
ity to establish a significant connection with his recipient. For Mraivw in

0 Patriarch from 1310 to 1314; see Oxford Dictionary of Byzantium, 111, p. 1487.

2t See Miller, Manuelis Philae Carmina, 1, p. 9o (Esc. 186).

2 On the usage of naturalistic metaphors in Philes, sce Andreas Rhoby, ‘Meta-

phors of Nature in the Poetry of Manuel Philes (fourteenth century); in La lierre et la
statue: la nature et son espace littéraire dans [épigramme gréco-latine tardive, ed. by Flor-
ence Garambois—Vasquez and Daniel Vallat (Saint-Etienne: Publications de I'Université
de Saint-Etienne 2013), pp- 263—73. See also Ingela Nilsson, “Words, Water, and Power:
Literary Fountains and Metaphors of Patronage in 11"- and 12 -century Byzantium) in
Fountains and Water Culture in Byzantium, ed. by Paul Stephenson and Brooke Shields
(Cambridge: Cambridge University Press, 2016), pp. 265—80.
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classical Greek has predominantly two meanings: to anoint; or, said of
rivers, to enrich (LS/ s.v.). By choosing this verb Philes acts simultane-
ously on two levels: on the one hand, he refers to the spiritual protection
and the religious functions of the Patriarch, who used to anoint the head
of the Byzantine emperor right before the coronation;** on the other, he
remains steadily anchored to the dominant idea of this epigram, namely
enrichment. Although Philes does not ask directly for money, and ap-
pears concerned with spiritual needs, as he speaks of the crop of his soul
and the golden dust of the patriarch’s intellect, there is little uncertainty
about the aim of this composition: the prominent position of whovTile
and Mmouve seems to point clearly to a material dimension, which is skil-
fully concealed behind the immaterial one. Interestingly enough, with
time Mma{ve came to acquire also the less edifying meaning of to bribe, to
corrupt (LBG s.v.), and one is left wondering whether the poet chose this
verb purposely to create ambiguity and double entendre. In these verses
homage and request seem to stem from one another: the generosity of
the Patriarch stirs Philes’ reverence and such flattering homage makes it
hard for Niphon to reject the poet’s concrete demands.

Moving from ecclesiastical to lay circles, the next poem I would like
to examine is a brief epigram dedicated to the Kanikleios, one of the
emperor’s private secretaries and the warden of the imperial inkstand.

T@ Emi tob xavikheiov.

"Ert Euvekyel kol té Booicripartd, pot

Kol mpdg ot Tv kdIhatov avBpdmwy BAémel.
I tadte ovyd, kel Pikiig xpdoet ypddwy
‘Ot xpBijg Sel kol yAbvg Tolg kTHVET.

To the Emperor’s secretary

Even my cattle still share in my suffering | and looks at you, the
most noble of men; | but they are silent, and Philes writing, will
bawl out | that the herds are in need for barley and grass.

The opening verse briefly sketches the sad state of Philes’ cattle, which
starve and look helplessly at the Kanikleios for help. As the cattle are un-
able to fathom their needs, it is left to the poet to make known their want
of food, which is clearly also his very own. The focal point of this brief epi-

»  This practice gained ground in Byzantium after 1204 and became deeply rooted

thereafter, as attested by Pseudo-Codinos; see Pseudo-Kodinos and the Constantinopo-
litan Court: Offices and Ceremonies, ed. by Ruth Macrides — Joseph Munitiz — Dimiter
Angelov (Farnham: Ashgate 2013), p. 221 (Ps.-Kod. 258.3).

#  See Miller, Manuelis Philae Carmina, 11, p. 135 (Par. 69).
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gram fluctuates between Booxruare and the author; although the animals
are the subject of £uveikyel, PAémet and ovyd, Philes bestows great relevance
upon himself thanks to the strategic ot at the end of .1, which brings him
to the foreground, and seems to suggest that the suffering of the animals
is a consequence of his poverty. While in 1. 1 the poet and the livestock
are united by the presence of pain, in l. 3 their reactions are placed starkly
in contrast: the cattle hold silent, hence Philes has to voice their need for
food; the contrast is made even sharper by the oxymoric xpdoet ypddwy
which unexpectedly juxtaposes the, soundless, act of writing with the
piercing act of screaming. As Philes makes a living by composing verses,
the mention of writing becomes the common factor through which the
poet establishes a deeper connection with his addressee: for the Kan-
ikleios, as one of the most senior officers in the imperial chancery, was in
charge of drafting letters and documents and writing was somehow essen-
tial and familiar to him too.*s The connection that Philes wants to create is
strengthened also by the insertion of the poet’s name, which rhymes with
xpBj¢ and ties the poet to the plea for sustenance uttered on behalf of his
animals; undoubtely the cattle act as a foil for the author, so that he is able
to ask the emperor’s secretary for material support openly, yet indirectly.
Let us consider now a poem dedicated to great stratopedarch, a mili-
tary commander, who was considered responsible for provisioning the
army. Poem Esc. 221 is a short plea to ask for deliverance from poverty
and pain, the lot expressed as usual through metaphors and allusions.

T peyddo orpatomeddpyy.

Otpavt Ppovtav tx vepdv Beodpdowv,
Adyudv movnpdy €€ dvapylpov mviyoug
H Mooy Auiv, Tov ypuaodv uBpov yéus,
H S¢iov auprov- o0 Bperyds yép 6 ypdvoc:
H 8¢ tov drpdv Soy i térv Ekmidwy,
Qg v 16 humodv eduevel aféon Spdow.

To the great stratopedarches

Heaven thundering from clouds bedewed by God, | from the griev-
ous dryness of the pitiable stifling heat | release me, pouring the gold-

»  Philes resorts to similar expedients in several compositions. See, for example,

Miller, Manuelis Philae Carmina, 11, pp. 12—13 (Par. 5), an epigram dedicated to the
protostrator John Philes where the poet wants to weave for the protostrator a metaphori-
cal cloak of bravery, dyed red with the blood of the enemies. Here Philes secks a connec-
tion to his patron in the military jargon.

26

See Miller, Manuelis Philae Carmina, 1, pp. 11617 (Esc. 221).
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en rain, | or make it faint: for time is not short; | or grant the plenti-

ful steam of hopes, | so as to quench the affliction with gentle dew.

The unifying feature of this epigram is the continuous contrast between
rain and drought; the former used as sign of wealth and deliverance,
the latter, instead, as a mark of distress and poverty. Philes begins with
a grandiose appeal to his recipient closely followed by the disclosure of
the cause of his sorrows, namely the malicious meagreness of moneyless
stifling heat; he plays with the suggestion of penury through the twofold
meaning of adyués — drought, but also squalor (LS s.v.) — which he rein-
forces further with the ensuing évepydpov. At this point Philes suggests
ways to relieve such misery; first, he proposes his benefactor to put an
end to the dry spell by pouring golden rain, a request that is unambigu-
ously clear as to what the poet is driving at. If, however, the stratope-
darch cannot soothe the poet with golden rain, he could either weaken
the heat, or provide him with the steam of hope. As previously seen in
the epigram dedicated to Niphon, here too Philes conceals his main ob-
jective behind a request for intangible relief; nevertheless, the choice of
the adjective datdig, with its multiple meaning of rich and generous
(L] sv.), as well as its eye-catching position lets slip Philes’ true yearn-
ing. Finally Philes brings the epigram to a coherent completion by voic-
ing the wish that his anguish be quenched with evpevet péow, which
reconnects to the initial 8eo8péowy and bestows its positive value on the
concluding line. Once again the reader is confronted by a composition
clearly marked by recurrent conflicting elements, for it unfolds along
the fil conducteur of the steady antithesis between wetness and drought,
metaphorically used as marks of wealth and misery. It is not surprising
then to point out that all the words relating to water, hence to affluence,
are referred to the stratopedarch, whereas heat and dryness are ascribed
solely to the poet: by insisting on such contrast Philes stresses the dif-
ference between his and the patron’s condition, places his needs in the
foreground and thrusts into the interlocutor’s empathy.

The following two epigrams are also a good case study of the way the
poetic tone of requests varies and adjusts according to the circumstances.
Again Philes is no longer addressing members of the imperial family, but
his dedicatee Theodore Patrikiotes was undoubtedly both very affluent
and powerful. Little is known about Patrikiotes’ origins; what is sure is
that he was one of the wealthiest men in the empire and one of Philes’
benefactors; he lived in Costantinople between 1319-42 and built his
enormous wealth thanks to his position as tax collector (apographeus);
in 1341 he helped the future emperor John Kantakouzenos to pay ar-
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rears to the soldiers by lending him money.*” Patrikiotes would seem to
have been an important patron for Philes, as epigrams dedicated to him
are numerous throughout Philes’ poetic corpus; nevertheless in this case I
shall consider only two of them for reasons of brevity, as the whole cycle
deserves an in depth study of its own.

T adre.®

[Tépe mpog Nuds, dBove ypvooppde,
Néxrop memnyd, dmd xokdpov dpéaov,
"Oyvny, atadulhy, uihov ik Opdxng, pdav,
Kopmobg Aauaaxod, Odaie tpaynuote,
Kot méiv ¢pihov mpdoappe Toig émt hivig: (s)
EE #imotoc yip Suakpats mviyog dhéyov
Avijy ue otel kol podeilv fyrely xiny.

Ei & odxk Exeig, ddvnBL ¢ dlhey ubvov,

Kot 07’ 2oy Edpmorvta kabdmal pévog,
Sytep Yhokaoué, Tavatcacoy dapuaxov. (10)

To the sebastos Patrikiotes

Send us, generous gold streaming | solid nectar, dew from the reed, |
pears, grapes, fruits from Thrace, pomegranates, | plums, sweetmeats
from Thassos, | and every food dear to those who are bedridden; |
for an extreme burning stifling heat from the liver | makes me thirst
and seek to sup up greedily. | If you can’t, just appear to your friend |

and you alone will be all this once for all, | saviour, sweetness, evil-
ceasing remedy.

We have noticed how in the previous poem Philes moves from an incor-
poreal level to advance a request for gifts, possibly money, yet his request
stays unspoken, veiled in metaphors that the interlocutor is expected to
grasp and interpret. Conversely, in this poem the author is much more
forthright in his pleas, and leaves no room for conjectures: Philes asks
Patrikiotes to send him various sorts of fruits and foods that are of com-
fort to an ill person. The forceful initial imperative mépme is toned down
by the flattering epithets, both highly evocative of wealth, conferred to
the patron; a formula repeated also in the last part of the epigram, where
the author reveals his vexing illness. In the last three lines Philes suddenly
changes the course of his thoughts, as he takes distance from the initial

27

On Theodore Patrikiotes, see Erich Trapp et al., Prosopographisches Lexikon der
Palaiologenzeit (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften
1976-95), N0 22077.

% See Miller, Manuelis Philae Carmina, 1, p. 191 (Flor. 8).
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material request and instead puts forward an incorporeal request by in-
voking the healing (almost salvific) presence of his benefactor, who alone
could halt the poet’s pains, even if should he not provide any of the gifts.
Let us pause briefly on the last verse of this composition, as it is another
example of Philes’ way of drawing together the various components of an
epigram into a meaningful conclusion. The verse, which is constituted
of three vocatives directed to Patrikiotes, at a superficial glimpse, seems
to be grounded in the spiritual tone that characterizes the latter section
of this composition. In the first part of the line Patrikiotes is addressed
as oeTep YAvkaopé; the juxtaposition of these words, which occurs only
in Philes, has a distinctive religious connotation, for ylvkaouds is used
in the Old Testament with the meaning of both sweetness and grape
juice, (Song of Songs 5.16; Joel 93.18); later, however, it was employed
by Christian authors to refer to Christ,* and so did Philes in some com-
positions.** By placing o@tep yhvkaopé side by side, the poet is daringly
likening his patron to Christ, as he is alluding to the portentous effect of
Patrikiotes’ presence; at the same time though, it is possible to speculate
that the choice of the word yAvkaopé, with its innate idea of sweetness,
functions as a covert reminder of the initial appeal for fruit and sweets .
Likewise, the presence of the adjective mavoicaxov®' hints at Patrikiotes’
restorative function and bestows upon him a sort of miraculous aura,
through which Philes simultaneously re-evokes his ill health and makes
it difficult for Patrikiotes to refuse help, lest his repute be blemished.

The next poem, also dedicated to Patrikiotes, is remarkably different
both in tone and content; it provides a further example of Philes tal-
ent to vary register and draw unexpected inspiration from a variety of
sources well-known to his audience.

*  John Chrysostom, ‘Oratio Secunda, in Jacques-Paul Migne, Patrologiae cursus
completus (Series Graeca), vols 161 (Paris 1860), vol. LXIII, 923-28; John of Damascus,
‘Oratio in ficum arefactam et in parabolam vineae’ in ed. by Bonifatius Kotter, Die Schrif*
ten des Johannes von Damaskos | Patristische Texte und Studien 29), 6 vols (Berlin — New
York: De Gruyter 1988), V, pp. 102-10.

30

See Miller, Manuelis Philae Carmina, 1, p. s2 (Esc. 110); however, Philes mostly
uses yhkaoués in his poems to refer to the imperor or to members of the imperial fam-
ily. See, for example, Miller, Manuelis Philae Carmina, 1, pp. 104—11 (Esc. 213. 197); 11,
pp- 78-82 (Par. 40. 85).

31 This adjective recurs often in miracle’s accounts; see, for instance, Basil of Se-
leucia, Vie et miracles de sainte Thécle, ed. by Gilbert Dagron, (Subsidia hagiographica
62), (Brussels: Société des Bollandistes 1978), 2. 23; Sophronios of Jerusalem, Narra-
tio miraculorum sanctorum Cyri et Joannis, ed. by Natalio Ferndndez Marcos, Manuales
y anejos de “Emérita”, 31 (Madrid: Instituto Antonio de Nebrija, 1975), pp. 243-400,

15.39.
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T adte.*

O yiv 6 3 éxetvog, &Mhe: oopiciov
Mud@v Tpd poxpod kol ceaymdg EXTOTwWG:
e yép &y B6hoxov adtév Tig Aéyol,
Kail xatorywyny mapuryots duooduleg
‘Ov elmep edpe xal Neeovyodovéoop (s)
Daveig povidg eig dptyparta YA,

EvB0¢ &v ddelg xal otpadels dmexpify,
Ty pive 7 77 Tpoaduig vdapusouns,
M) wvedpa AaBdv Tég dmig Siudpdyy.
Ofrwg auelfy Todg Adyoue, eduyave; (10)

To the Sebastos Patrikiotes

That goose is not a goose, but a piece of meat | dripping a long time
and extraordinarily putrid: | for one could call it a bag of moths | and
a halting-place of all sorts of stenches; | and even if Nebuchadnezzar
had found it | having appeared as a wild boar in the ditch of grass |
immediately, having let go and turned away, he would seck refuge |
fitting his nose conveniently in the soil, | lest a whiff should acciden-
tally run through his nostrils | in such way do you recompense my
words, or ingenious one?

This poem opens in a rather bewildering manner with the repetition of
the word y3v, while the second half of the verse is left pending with the
participle uud&v in enjambment at the beginning of L. 2; this creates a de-
lay in the verse, and at the same time emphasizes the fact that the meat is
spoiled. All of a sudden, in line s the poet twists the storyline: he leaves
behind the present-day reality and replaces it with the biblical scenario
of the time Nebuchadnezzar spent living insane in the woods, as a conse-
quence of God’s punishment for boasting about his achievements (Dan-
iel 4. 32). With such an inconsistent situation Philes achieves a double
effect: he emphasizes the repugnance of the meat to the highest degree,
and makes Patrikiotes’s fault even more heinous. In the closing verse, the
poet shifts back to the present circumstances, and finally discloses the
reason for his grievance, namely a poor recompense for his poems.

Two things about this poem immediately leap to the eye. First of all,
the audience is struck by the ironic force imparted to the epigram by the
brief sketch of Nebuchadnezzar seeking refuge from the mephitic exhala-
tions of the goose. Philes’ technique is ingenious; for, while the insertion
of abiblical reference would appear to communicate solemnity, it actually

32 See Miller, Manuelis Philae Carmina, 1, p. 192 (Flor. 10).
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achieves the opposite effect because of the incongruity of the situations,
as the dramatic madness of Nebuchadnezzar completely dwarfs the poet’s
grievance for a spoiled bird. Then one notices how the general tone differs
from that encountered in previous compositions; although some of the
poems discussed above open with blunt imperatives, nevertheless such
directness is quickly balanced by the reverential epithets bestowed upon
the dedicatees immediately after. In this case, however, not only the tenor
of the verses is bold and sardonic, but Philes does neither acknowledge
nor address his powerful benefactor until the very end, though he criti-
cizes him at length. Despite such an aggressive attitude, which for once
sounds and feels openly subversive, the social order is eventually reinstat-
ed, because Philes acknowledges Patrikiotes before the end and does so in
a submissive manner that conveys disenchantment and weariness more
than anything else: the poet can mock to a certain degree, but ultimately
he must yield to his inferior position and wealthier patron. Although a
rebellious streak is present in these verses too, its modality is quite dis-
tant from what occurs in epigrams dedicated to imperial recipients; for
those adhere fully to the rules of homage and any criticism is cunningly
disguised in them, while here Philes goes as far as declaring his dissatis-
faction without obliqueness. Clearly, both the recipient’s status and the
degree of familiarity with him carry a certain weight on Philes’ liberty of
expression and the overall tone of his epigrams, as we shall see again soon.

Poems to Friends

The epigrams examined so far were addressed to aristocrats and wealthy
acquaintances, but Philes dedicates his verses also to unnamed friends
about whom he discloses scanty details, a fact that might point at a closer
and simpler bond. Nonetheless, these compositions too are relevant for
the purpose of understanding how he relates to recipients belonging to a
different social circle, since they often display playfulness and a cheerful
penchant. Poem Par. 106 is a short epigram written for an unspecified
friend to claim a gift of wine that he has allegedly promised to the poet.
On this occasion, Philes draws inspiration from the very theme of these
verses, wine, and develops his storyline around the semantic sphere relat-
ed to wine and viticulture. Contrary to what occurred in some of the pre-
vious epigrams, where Philes moved from material to immaterial in order
to mitigate his covetousness, here he does not shy away from his request,
rather insists upon the therapeutic and consolatory effect of the gift.
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Ipé Tve T@v pidwv.?

O @V $uoIKeY GUTENDY YoploUdTWY,
Tov obvov Ay dg ényyelhw 6iSov-
Ty yép dthuciy evdpavels ot kopdioy,
Abupiog dmacey egalpory wébny.

To one of the friends

Oh vineyard of natural gifts, | give me the wine, as you promised; |

for you will gladden my dear heart, | lifting completely the drunken-

ness of despondency.

The poem opens with Philes’ flattering appeal to his friend, who is de-
scribed as a vineyard of gifts. Typically, the initial homage has the function
to ease the frank request that immediately follows, but in this case it seems
to carry also a sense of joviality that is further emphasised by the mention
of the friend’s cheering effect — eddporveig — on the poet’s despondent heart.

Once again one can appreciate Philes inventiveness and the complex
thinking process that lies beneath his verses. This epigram is delineated
from the start by the unifying theme of the vine, thanks to the promi-
nent position of gumekwv in .1, followed by the demand for wine, that
the poet makes sound almost inevitable since it was promised to him by
his very friend. Philes uses fjuiv in apo koinou with 8{8ov and émnyyeidw;
by doing so, he reveals to whom the wine must be given and, by recalling
the promise, places his friend before his obligations. The resoluteness of
the imperative is tempered by the recognition of the wine’s consoling ef-
fects on the poet’s despair; here Philes is clearly alluding to the uplifting
power of wine as mentioned in the Old Testament,** and at the same
time finds a way to mention himself again in the text using the adjective
duhkny, which certainly describes the friendly relationship between him
and his recipient, but is also a pun on the poet’s name. In the closing
line Philes states paradoxically that the wine will lift his drunkenness of
despondency; again he is drawing from the Scriptures, where it is recom-
mended to give wine to those who are in anguish, so that they may forget
their misery:** inebriation will remove the memory of distress and thus
the poet will rejoice. Also in this case Philes manages to create a coher-
ent poetic unity thanks to the coalescing element of wine, and to the

3 See Miller, Manuelis Philae Carmina, 11, p. 150 (Par. 106).

3 Psalms 103. 15. 1 ‘)l olvog eddpaiver kopdiory dvBpimouv’; Sirach 40. 20. 1 ‘obvog

Kol povaikd eddpaivovaty kapdiay’.
% Proverbs 31. 6-7 ‘didote uébny toig &v Amaug xal olvov iver Tolg &v 6dvaug, tva
emhdBwvTon T Teving kol TOV Tévwy Wi wnodoow gt
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many biblical allusions that his recipient is expected to acknowledge and
appreciate. It has been mentioned how Philes often strives to make his
verses relevant to the dedicatees by recurring to certain themes; for this
reason, judging from the repeated scriptural references scattered in the
verses, one could assume that the anonymous friend for whom Philes
wrote was an ecclesiastic, or had connections with the Church, although
the poet is as careful as ever not to provide a name or any clear means of
identification, at least for the modern readers.

Further examples that exemplify the way Philes’ poetic persona inter-
acts with friends and acquaintances rather than with powerful patrons
can be found in a series of seven consecutive epigrams (Par. 84 to 90)*
addressed to Pepagomenos — a physician friend of the poet, who resided
in Constantinople between 1295 and 1332.%7

T INemaywpéve.

Ti v xedehny Ty euiy katonydyeLs,

‘O 16 latpay 6w map’ AUy Bektiwy;

M3 mpérype Totely TH émixinaw Bélel,
HMoapoxatacymv Tig kahdTTpog Ty léory;

To Pepagomenos

Why are you cooling my head, | oh best among the doctors of to-
day? | you want to make your name a fact, don’t you | withholding
the warmth of the hat?

Eig 7o atté.

"Ectp éudv ab, 006 T Aeukdy pot kpivov,
‘O 7] ypvoavyel Tiig xMOTs dpa Bpdet,
Mimog &t xplotaihog®® dhydvy Amyg
Tov aév pe Dikijy, & Todvé pot vée.

3¢ Miller, Manuelis Philae Carmina, 11, pp. 142—43. L am very grateful to Foteini

Spingou for discussing these poems with me.

7 Miller in a footnote to the first of the poems dedicated ¢ totp® ¢ Iemaywpéve

erroneously identifies the recipient with Demetrios Pepagomenos, also a doctor, who
lived in Constantinople in the first half of the fifteenth century; see Miller, Manunelis
Philae Carmina, 11, p. 139. For the identification of this Pepagomenos, see Erich Trapp
etal, PLP (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 1976
95), 9, 195,110 223 4s.

38 Philes compares the white lily for its colour and its conical shape to an icicle,
which clearly is a pun to Pepagomenos” name.
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On the same

My spring, give me the white lily, | which burst full with the gold
gleaming beauty of luxury, | lest the icicle of pain grieves me, your
Philes, oh my new Galen.

Ei¢ 16 adté.

Tip ony xedadipy (Thy éuny omov Aéyw)
T ofj oxémy otéMle, xoouiTop dlhwy-
"Towg 4’ adTig eddparvels THY xopdiay,
Oty APy mhbroyov edpvbuwy otiywy.

On the same

Your head (indeed mine, I'say) | clad with your hat, adorner of
should

friends; | perhaps you will rejoice in your heart because of it,

you take a lock of well rhythmed verses.

Eig 0 avté.

T Siro vepredics ob mapijABe 0 Yixog;

"H mpodg T hevidv Tig kohbtpog eubAémey
ITédyvny Soxelg éoT@doay elg yelpag dépetv; >
"Eap 6 xoupde, kel pryols mpde Ty 86a1v;

On the same

Why are you numb? Has the cold not passed? | Or looking at the
whiteness of the veil | do you seem to offer firm white frost with
your hands? | the season is spring, although you are staggering for

(giving) the gift.

Eig 76 adTé.

"Euol ¢ihwv dplotog adtds ebpébyg:

ITog 0T pe Aumelg 6 ylvkaouds, 1 xdpts,
H i Yoyie pov tépie, 1) kpumth axéos;
‘O $thoTbratog, dyAdict pe.

On the same
To me you have been the best of friends; | How then do you grieve
me, oh sweetness, favour, | delight of my soul, secret relation? | Oh
most generous, adorn me.

Eig 70 adté.

Ty edyevi] keddrpory 6 xpuaois didog

[ Tépme Tpde Nuag Eehdsv Tob Taaodlov,

% Here Philes plays with the resemblance of the white hat to ice, and in turn, al-

ludes to his friend’s name.
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M3 katamosdf) T YAy xovioodhy-
Ko yép 10 hevkdv ebyepig uorbveral.

On the same

The noble veil, o golden friend | send us, once you have removed it
let it not be besprinkled with fine dust: | for its white-
ness is casily sullied.

from the peg,

Ei¢ 16 adté.

AéSowxo, dLAdaTopye, TOV &MwY ThéoV,

M3 mpty pe heety Tiig kedadije Ty oRém,
Adyog xedahijs 2x00B7 pot Tig Amyg-

TrrmoxpdTovg o, 8d¢ T YowvoDv TOY Tévov.
On the same

that before I take hold

a headache of sadness be given to me; |

I fear, affectionate friend, more than others,
of the cover for my head,

son of Ippokrates, give me the release from the suffering.

These epigrams, thanks to their conciseness, offer a peck into the humor-
ous side of Philes’ personality. Although the recipient is as usual con-
fronted by a request, in this case the pleading motif seems to recede and
leave room to the pleasure of creating a profusion of puns and allusions
specifically targeted at the dedicatee and at the coveted object. Philes is
asking for a head cover which will protect him from the cold and will
fight off the headache that the chill may cause him; but he is not asking
for just any hat, this specific one is snow-white, warm and expensive, and
has to be donated to Philes, since lies unused in the house of Pepago-
mens collecting dust and shedding its brilliance. As seen previously, also
these epigrams revolve around dichotomies — ice and warmth, illness
and medicine, whiteness and dirtiness — factors which are not chosen
randomly by the poet, rather are intimately bound and are used also to
create a link between the two friends. For the recurrent mention of cold
and ice is an obvious allusion to Pepagomenos’ name — mjyvvut to make
stiff, freeze —; the dreaded headaches can be avoided with the help of
the recipient’s medical skills, which the poet teasingly elevates to new
inspirational heights by comparing his friend to Galen and Ippocrates;
the white colour simultaneously refers to frost and lilies, and recalls both
the finery and the shape of the object requested.

Next to the novel presence of such a light-hearted tone, it is pos-
sible to detect other deviations from the line of conduct encountered
in epigrams directed to the emperor and the upper echelons of society.
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While in those cases Philes speaks constantly from a position of inferior-
ity and distress that limits his opportunity to interact with his recipients
— nonetheless a fact that, by no means, hinders him from standing in the
spotlight and expressing his discontent; here, it is possible to perceive
a sense of reciprocity and mutual benefit otherwise absent; Philes not
only addresses his interlocutor — as it happens with the ruler and the
aristocrats — but engages in a dialogue with him from a level of equality
and equanimity. Thanks to the closer bond and the lack of social gap the
poet can present himself, for a change, not only as the beneficiary of the
plea he is advancing, but also as a benefactor, and, as a result, he can step
outside the frame of the patron-client relationship, which influences
such huge portion of his poetry. In Par. 86 Philes claims that he will re-
ciprocate Pepagomenos’s gift and recompense his largesse with a tribute,
mrékapov, of well thythmed verses; in so doing, Philes presents his po-
etic talent as a valuable asset of which he can be proud, and not just as a
tool to stir his audience’s disposition and make it generous. Once again
Philes’ talent in choosing words that on so many levels integrate with
the conceptual area of the epigram is exemplar, for mAéxapov recalls the
notion both of the head and the hat mentioned previously, hence giving
a stricter connection to the verses.

Conclusion

It is time to draw some conclusions on Philes’ poems of request, and
to consider whether these texts offer an insight into the context within
which they came to fruition and into the way the poet conveyed his re-
quests to different patrons. Perhaps the first thing that strikes the mod-
ern reader is the sharp contrast between Philes’” ostensible acquaintance
with patrons belonging to the highest spheres of society and the alleged
situation of penury and distress about which he often complains, and
which generally is at the core of his writing verse appeals. Although this
appears contradictory, it can be explained as both a literary expedient*

4 On the vexata quaestio of begging poetry, with particular reference to Theodore

Prodromos, Ptochoprodromos and Manganeios Prodromos, see Margaret Alexiou, “The
Poverty of Ecriture and the Craft of Writing: Towards a Reappraisal of the Prodromic
Poems, Byzantine and Modern Greek Studies, 10 (1986), pp. 1-40; Roderick Beaton,
“The Rhetoric of Poverty: The Lives and Opinions of Theodore Prodromos, Byzan-
tine and Modern Greek Studies, 11 (1987), pp. 1-28; Markéta Kulhankovd, ‘Vaganten
in Byzanz, Prodromoi im Westen: Parallellektiire von byzantinischer und lateinischer
Betteldichtung des 12. Jahrhunderts, Byzantinoslavica, 68 (2010), pp. 241-56; cadem,
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and a reflection of the hardships professional literati experienced in a
time that witnessed a soaring number of intellectuals compete for pa-
tronage and subsistence in Constantinople. *

A remarkable element that emerges from the texts discussed above
is the fluctuating mood of the poet and the different manner in which
he relates to and interacts with his benefactors. It has been shown how
Philes” epigrams are not free from rebuke, criticism or even mockery,
though these are often carefully hidden behind an impenetrable screen
of reverence and humility, especially when he is addressing members of
the imperial family. When instead the poet’s frustration is openly voiced,
the epigram closes with a palinode of some sort, because the poet must
submit to his subordinate status, and conventional order has to be re-
stored, as in the case of the epigram for Patrikiotes’ goose. The patron’s
social status plays a role in Philes’ outpourings and, to a certain extent,
also in the language he employs; for when the poet is addressing friends
and acquaintances he seems able to leave behind some of the highly dra-
matic tones used with the emperor.

As the main purpose of these verses is to obtain protection and gifts,
it is important to ascertain whether the poet resorts to a functional
strategy whereby his requests materialize; from the epigrams examined
above, there is no doubt that Philes always plans his approach carefully,
even in his shortest compositions. For Philes always reaches out to his
recipient and seeks to make a connection with him or her; the pursuit of
a common ground has a twofold outcome, for it makes the verses perti-
nent to the patron and, as a consequence, the poet’s entreaty feels una-
voidable and hard to discard. Recognising and understanding how the
poet bonds with his patrons is an important element for appreciating
the circumstance in which the verses were composed and the kind of
relationship that exists between the two; but it is particularly paramount
for the reader, as it helps him to unravel the text in its smallest details:
decoding allusions, puns, and word plays is essential to make sense of the

‘Die byzantinische Betteldichtung: Verbindung des Klassischen mit dem Volkstiimli-
chen’, in Imitatio — Aemulatio — Variatio. Akten des internationalen wissenschaftlichen
Symposions zur byzantinischen Sprache und Literatur, pp. 175—180.

4 On this topic, see Ihor Sevéenko, Society and intellectual Life in Late Byzantium

(Ashgate, London 1981); Isidora Rosenthal-Kamarinea, ‘Beobachtungen zur Stellung
des Dichters in der byzantinischen Gesellschaft des XIV. Jahrhunderts anhand der Schrif-
ten des Manuel Philes’, in Actes du XIVe Congrés International des Etudes Byzantines,
Bucarest, 6-12 septembre 1971, ed. by Mihai Berza and Eugen Stinescu, 3 vols (Bucarest:
Editura Academici Republicii Socialiste Roménia, 1974-1976), I (1975), pp. 251~58.
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text, as it is clear, for example, in the case of the epigrams dedicated to
Pepagomenos.

Such literary complexity, erudition and sagacity are the main reasons
why Philes’ poetry is so difficult to interpret, but also so captivating and
startling: Philes’ occasional poems are an irreplaceable key to under-
stand his relationships with his patrons, consequently the social context
within which he operated and, consequently, late Byzantium too.**

Abstract

This article focuses on a selection of occasional poems by Manuel
Philes addressed to various recipients and composed mainly in
order to request help of some sort, be it spiritual or, more often,
material. It explores how the author adapts his poetry not only
to the personality of the addressees, but also how he manages
successfully to create compositions that every time suite the cir-
cumstances of his request. A detailed investigation of text and
language provides the opportunity to discuss some of the features
peculiar to Philes” poetic style, such as his skilful use of words
and clever allusions, which allow for a multi-layered reading and
comprehension of the poems.

42

See Kubina, ‘Manuel Philes and the Asan Family’, pp. 197-98; Drpi¢, Epigram,
Art, and Devotion in Later Byzantium.
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THEODORA ANTONOPOULOU

Imperial Hymnography: The Canons Attributed
to Emperor Constantine VII Porphyrogenitus

With the Critical Edition of the First Canon
on St John Chrysostom

The field of Byzantine hymnography still presents scholars with a wide
range of issues and unpublished texts, despite the work that has been ac-
complished to this day. To concentrate on the texts, leaving musicologi-
cal issues aside, major problems concern, for instance, their authenticity,
the identity of the poets, especially in the cases of homonymous poets,
and the editorial method. The identification of the manuscripts of a pos-
sibly rich tradition against a background of inadequate documentation
of hymns in manuscript catalogues, the frequent yet unsurprising unfea-
sibility of constructing traditional stemmas, the way(s) to present the
cola or the verses of the hymns, are only some of the problems faced by
editors. Not least, in terms of scholarly significance, is the evaluation of
the cultural, theological and historical placement of the hymns. Several
of these issues will be addressed in the present study in connection to a
specific case.

Among the large number of Middle and Late Byzantine liturgical
canons surviving in a great many Greek manuscripts, three are of par-
ticular interest due to their possible common poet, who may be none
other than Emperor Constantine VII Porphyrogenitus (913-59). Two
of these canons (henceforth called A and B) concern St John Chrysos-
tom and were identified as early as the 1930s. Nevertheless, Canon A
was published for the first time only in 2007 in a non-scholarly, difficult-
to-access edition, while Canon B has remained unpublished. The third
canon, on St Demetrios, was published in 1924 under the name of the
emperor, but has attracted little attention and is usually ignored in pub-
lications related to Constantine. In this paper, an initial brief presenta-
tion of the canons in question and their manuscript tradition will be
followed by an analysis of various issues appertaining to them, with the
problem of the authorship of the canons being of prime concern. One of

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 211-244
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115589
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the canons (A) will be dealt with in more detail and will be edited here
critically for the first time.

Canon A was intended for 13 November, when the commemora-
tion of the second exile of John Chrysostom was celebrated. Its incipit is
TepwrdTn yopelo oV edoefdv and it has the acrostic Twdvvy, $ppovpet pue
odov Kavotavtivo (sic; see further below), which provides the name of
the poet as Constantine. It is sung in the second plagal mode. Two codi-
ces are known to contain the canon:

1) P = Parisinus gr. 1570, fols 70°=73". This is a Menaeum of Novem-
ber (parchment, 1+214 ff,, medium format), which, according to
the subscription (fol. 214"), was copied in AD 1127 by the monk
Theoktistos for his Monastery of Prodromos Petras in Constantin-
ople.” The identity of the poet is given as Kwvotavtivov deonérov.

2) S = Sinaiticus gr. 644, fols 137°-49". A liturgical codex (paper,
5711f,21 x 14.5, fifteenth century).? The canon is not attributed
to an author.

The canon was known to Sophronios Eustratiades from the Paris manu-
script alone,* whereas in her valuable list of unpublished Menaca can-
ons, Eleni Papailiopoulou noted both codices. However, with regard to

' For a list of published and unpublished canons on Chrysostom, see Mercurii

Grammatici Opera iambica, ed. by Theodora Antonopoulou, CCSG, 87 (Turnhout:
Brepols, 2017), pp. XLIII-XLVII (‘Appendix’). Canon A is no. 277 on that list, and Can-
on B no. 30. My edition of Canon B and re-edition of Canon C are forthcoming. I am
grateful to the following institutes for providing me with reproductions of the manu-
scripts used for the present study: the Bibliothéque Nationale de France, the Institut
de Recherche et d’Histoire des Textes, the Patriarchal Institute for Patristic Studies in
Thessaloniki, and the Theology Faculty of the National and Kapodistrian University
of Athens. In addition, Dr Dimosthenis Kaklamanos is cordially thanked for providing
me with reproductions of the older edition of Canon A (cited below, n. 6). The ‘Special
Account for Research Grants’ of the National and Kapodistrian University of Athens
helped towards research expenses.

2 For a short description, see Henri Omont, Inventaire sommaire des manuscrits

grecs de la Bibliothéque Nationale, 11 (Paris: Picard, 1888), p. 98. Also, http://pinakes.
irht.cnrs.fr/notices/cote/s1190/ with bibliography. The codex found its way to the
Athonite Panteleemon Monastery, before it was brought to France in mid-seventeenth
century.

> Murad Kamil, Catalogue of All Manuscripts in the Monastery of St Catharine on
Mount Sinai (Wiesbaden: Otto Harrassowitz, 1970), p. 98, no. 902 (wrongly described
as an Anthologion of September alone).

4

Sophronios Eustratiades, “Té Eoptoléylov tiig OpBodéov Exidnotiug &€ dmdieng
Aueporoyioxiic, Oeoloyie, 15 (1937), s—112 (p. 110); Sophronios Eustratiades, “Toyeiov
gicholaoTucc Tomoeng, Exxdyoaatinés Ddpog, 38 (1939), 320 (13 November, canon
no. 14 in both publications).
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the authorship of this work, her notice ‘Kwvoravtivov <deomdrov>’ cre-
ates the misleading impression that the highly significant word Seométng
is absent from both manuscripts.®

As mentioned above, the canon was published for the first time in
2007. The editor, Chrysostomos Papadakis, included it in a volume
comprising hymnographic texts on John Chrysostom and imitating
the layout of a traditional liturgical book. Despite mentioning the two
codices, Papadakis does not specify his manuscript basis. Nonetheless,
the collation of the edition with the manuscripts proves beyond doubt
that he used codex P alone, which is a trustworthy witness, as will be ex-
plained later. At the beginning of the edition the acrostic is erroneously
given as “lwdvyy ¢ppotpet pe oov Kwvotavtivov Kwvotavtivov deamérov.
There are no apparatuses.® The need for a critical edition thus remains
and will be addressed further below.

On the evidence of all codices except one (L), Canon B was in-
tended for 14 September, the feast of the Elevation of the Holy Cross
and the initial date of the commemoration of the dormition of St John
Chrysostom. Its incipit is Kpatiipa Méyov {wijg 8v d¢ y7 and its acrostic
Kwvotavtivég oot ypuaopiiuoy, Tov kpétov, according to which the name
of the hymnographer was Constantine. It is sung in the fourth plagal
mode. The canon is known to have come down to us in nine manuscripts:”

1) L = Athous, Laurae B 6 (Eustrat. 126), fols 121*~23" (13 Nov.,

anonymous). A hymnographic manuscript, in all likelihood of
a private nature (parchment, 123 ff, 14.6 x 12.5, end twelfth
century; mutilated at the beginning and end). It contains canons
of the eighth to tenth centuries as well as a twelfth-century acol-
outhia by George Skylitzes, which brings the manuscript close to
that author’s times.® Constantine’s canon is the last text. It bears

> Eleni Papailiopoulou-Photopoulou, Tauciov dvexdérwy Bolavtiviv doperixay

xevdvwy, 1. Kewdves Myvaiwy (Athens: Z0)hoyog mpdg Auddooty Qedipwy BifMwv, 1996),
p- 93, no. 230.

¢ See Hieromonk Chrysostomos Papadakis, Aido¢ Tyus) xai pvijun Ayiov Twdvvov

700 Xpvoootduov émi Tjj coumhypdost 1600 tdv ams Ti¢ xowusfrews adTos, 2 vols (Mount
Athos, Holy Monastery of Vatopedi, 2007), I, p. 53 for the two manuscripts, and II,
pp- 126—238 for the text. The acrostic is cited correctly at I, p. 53.

7 'The first six manuscripts were identified by Papailiopoulou, Taueiov, pp. 44—4s,

no. 53, and the remaining three by Dimosthenis Stratigopoulos, ‘Avéxdotol Pu{avtivol
gopaticol kavéveg. AopBaoeis kol mpoobiikes, Byzantina, 20 (1999), 253-66 (pp. 255
56). Papadakis, Aido¢ 7}, 1, p. 53 only mentions codices LX and the three Sinaitici.

8 Sce the analytical description of the contents of the manuscript in Theodora

Antonopoulou, ‘George Skylitzes’ Office on the Translation of the Holy Stone: A Study
and Critical Edition) in: The Pantokrator Monastery in Constantinople, ed. by Sophia
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the title Kave tij¢ xouwioewg tod év dyloig matpdg fuay Tndvvov
0D Xpuooatéuov, and today it is interrupted after the second #ro-
parion of ode 7. In fact, it also used to contain the next roparion
down to my#y, év #}, but at a time when the following folio was
lost, a user drew a decorative band over the last, incomplete #7o-
parion in order to give the impression of a complete text.

2) X = Athous, Xeropotamon 116, fols 18", col. 1-19", col. 1 (anony-
mous). Menaecum of September to February with musical nota-
tion (Lambros 2449; parchment, 190 ff,, 34.5 x 24.5, end thir-
teenth century).’

3) E = Scorialensis X.1V.8, fols 79"~83" (anonymous). The codex (de
Andrés 403: parchment, VI+244 ff.) contains a hymnographic
collection, mostly canons, and is of Ttalo-Greek origin. It consists
of two parts. Of interest here is the first (fols 1-180), copied in
1276 according to the note on fol 135"."

4) Sr= Sinaiticus gr. S51, fols 68'-70r, providing the lemma
Kwvatavtivov tod Kedadd. Menaeum of September (parchment,
130 ff,, 26.8 x 20, cleventh [Clark eleventh/twelfth] century;
mutilated at the beginning and end)."

5) Sz = Sinaiticus gr. 552, fols 287"-289" (anonymous). Menaecum
of September (parchment, 293 ff,, 26 x 20.7, eleventh [Clark
twelfth] century).'?

Kotzabassi, Byzantinisches Archiv, 27 (Berlin — New York: De Gruyter, 2013), pp. 109~
41 and Plate 1 (pp. 137—41; also 120-21 on the codex). For the older description, see
Spyridon Lavriotes — Sophronios Eustratiades, Catalogue of the Greck Manuscripts in
the Library of the Laura on Mount Athos, Harvard Theological Studies, 12 (Cambridge,
MA: Harvard University Press/ Paris: Edouard Champion, 1925; repr. New York:
Kraus Reprint, 1969), p. 13. Also below, n. 10.

?  Spyridon P. Lambros, Catalogue of the Greek Manuscripts on Mount Athos, 2 vols
(Cambridge: Cambridge University Press, 1895; repr. Amsterdam: Hakkert, 1966),
I, p. 206; Grigorios Stathis, T2 yeipdypapa Bvlavrviic povarxiic: Aytov Opos. Kardloyos
TEpLypapiads TV yepoypdpwy xwdixwy Bulavtivic wovouis Tév dmoxeuivwy v Teis
BeBioSsfxeus Ty ispdv poviy xai oxyriv 09 Ayiov Opovg, 1 (Athens: 18pupa Bulavtivijg
Movatkohoylog, 1975), pp- 32324, NO. 130.

10

Full description in Gregorio de Andrés, Catilogo de los codices griegos de la Real
Biblioteca de el Escorial, ». Codices 179—420 (Madrid: Biblioteca de S. Lorenzo el Real, El
Escorial, 1965), pp.333—37. Cf. also, http://pinakes.irht.cnrs.fr/notices/cote/15019/
with wrong indication of Constantine’s work as his Oration on John Chrysostom (the
same error with regard to codex L: http://pinakes.irht.cnrs.fr/notices/cote/27058/).

Y Kamil, Catalogue, p.93, no. 79s. Also, http://pinakes.irht.cnrs.fr/notices/

cote/58926/
12

Kamil, Catalogue, p.93, no. 796. Also, http://pinakes.irht.cnrs.fr/notices/
cote/58927/
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6) 83 = Sinaiticus gr. 556, fols 79"-82". Menaeum (tropologion) of

September and October (parchment, 269 ff,, 24.6 x 19.6, clev-
enth century first third). According to a note which is contem-
porary with the copying of the codex, the monk and synkellos
John donated it to the Monastery of the Theotokos at Skouteri
(Chryssopolis).'* Given that John was closely linked to the palace,
the codex could have originated in or around Constantinople. In
the right-hand margin of fol. 79" the main copyist has added the
indication: Kawvotavtivov tod Kedodd.

7) M1 = Patmiacus 194, fols 93*~97" (anonymous). Menaeum of Sep-

tember (parchment, in quatro, fourteenth century). The book,
which is the first in a series of seven Menaea, was copied on Pat-
mos by the monk John.'*

8) Mz = Patmiacus 609, fols 60-62". Menacum of September and

October (paper, 204 fF, in folio, fifteenth century; mutilated at
the end).” The lemma informs us that the text is [Toiqua Beotdéwg
100 [Topupoyevviiton, whereas in the margin a later hand has not-
ed Aéovtog Tol godod. ' The marginal note is obviously an errone-
ous attempt at interpreting the lemma against the very testimony
of the acrostic, by ascribing the canon to Emperor Leo VI, who
was widely known for his hymnography.'” The Porphyrogenitus
can only be his son Constantine VII, born in the Purple room of
the palace.

9) M3 = Patmiacus 806B, fols 64'~66" (anonymous). Menaeum (of

13

December, according to the catalogue; paper, 144 ff., 22 x 16,
fifteenth century).'® The canon is not immediately recognizable
as the codex omits the first zroparion of the first ode, while it has
changed the beginning of the second troparion (Izc. ITposijlwae

Kamil, Catalogue, p. 93, no. 80o; Marie-Thérése Le Léannec-Bavavéas, Jean, lo-

gothete du drome au 11° siecle, Revue des Etudes Byzantines, 6o (2002), 215-20. Also,
http://pinakes.irht.cnrs.fr/notices/cote/s8931/

14

loannis Sakkelion, IZazuaxy BifloSixy (Athens: @uhohoyicds ZdMoyos

Tlapvoosads, 1890), p. 113.

15

16

17

18

Sakkelion, ITazpuaxs) Bifdodijay, p. 249.

Stratigopoulos, ‘Aiopfdoeic) pp. 255-56.

Sece below, p. 226 with n. 51 and p. 230 with n. 79.

Dimitrios Kallimachos, Tlatpexiic Bipho8#xns Zvumhjpwpe. Ayveotot kwdikes),

Exxdyoartixés dpog, 15 (1916), 357-75 (p. 360).
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¢ otewp instead of Qg Ehov ot T¢) aTawp@). " Thereafter, it con-
tains the whole canon apart from its last two troparia.

Finally, Canon C was intended for 26 October, the feast of St Demetri-
os. Its incipit is Peipa {wijg, péovta éx T kothing gov and it is sung in the
second mode. There is no acrostic binding all of the troparia together;
this issue will be addressed further below. Two manuscripts of the canon
may be mentioned here, pending further research into the transmission
of the work:

1) A= Athous, Laurae I 185 (Eustrat. 1269), fols 289'~97", from
which the 1924 edition (see below) was prepared. A musical
manuscript (paper, 312 ff,, 22 x 13, fourteenth century second
half [Eustrat. fifteenth century]; mutilated at the beginning and
end).? The canon is introduced by the following note, which will
be commented upon later: IToinua tob TTopdvpoyevviitov xvpod
Kwvotavtivov, uehoBev 68 mapi tod mpwtoyditov Oeooaovikng
xupod Mavounh tod IThay()Tov.

2) V' = Athous Vatopedinus 1131, fols 248'-61" (anonymous). A Me-
nacum of October (paper, 313 ff,, 19 x 13, sixteenth century).*!

The canon (including the lemma containing the attribution to Constan-
tine) was published by Spyridon Lavriotes in 1924 on the basis of codex
A,**while codex ’'was noted by Eustratiades approximately adecade later. >

We may now proceed to examine certain aspects of the three canons,
again starting with Canon A. This consists of eight odes or canticles (1

19 The new incipit does not correspond to any zroparion listed in Enrica Follieri,

Initia hymnorum Ecclesiae Graecae, vols I-V.2, Studi e Testi, 211-215bis (Vatican City:
Bibliotheca Apostolica Vaticana, 1960-66).

20

Spyridon — Eustratiades, Cazalogue of the Greek Manuscripts, p. 211.

21

Sophronios Eustratiades — Arcadios Vatopedinos, Catalogue of the Greek Man-
uscripts in the Library of the Monastery of Vatopedi on Mt. Athos, Harvard Theological
Studies, 11 (Cambridge, MA: Harvard University Press / Paris: Edouard Champion,
1924), p. 195.

22 Spyridon Lavriotes, ‘Avéx8otog éxxholaotiky moinais, Lpyydproc 6 Iladauds,
8 (1924), 256-66, (pp. 260-62).

»  See Sophronios Eustratiades, “Aytohoyixd. ‘O Aylog Anuitprog év 7] duvoypadis,
Emoryuoviny Exerypls Bvlavrivay Xmovdiv, 11 (1935), 120—50 (p. 130), with indication
of the initial folio; repeated in Antonios E. Alygizakis, “H Bacthx Ypuvoypoadie: ¢'—
Ve, in: Xpiomavidj Ocaoadoviny. Ard i Tovarmaveiov émoyis éws xal i Maxedovixis
dvvagreing. KA Aypwiprpia. I Emoryuovird Zoumdoro, KévtpoTotoplag Oegonhovirg Tob
Avjpov Oceaoarovicns. Adtotedels éxddoeig, 6 (Thessaloniki, 1991), pp. 185-261 (p. 217

n. o).
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and 3 to 9) and a total of 32 froparia or stanzas, since each ode includes
three troparia and a theotokion. The acrostic is a dodecasyllabic verse, in
which two letters are repeated twice each (p in syllable 7 and o in syllable
8) in order to complete the necessary number of #roparia.** The repeti-
tion of the vowel in the eighth syllable does not augment the number
of syllables of the verse. A pause occurs after the seventh syllable, while
proper names are considered indifferent with regard to prosody.

The musical and metrical peculiarity of the canon is that its heirmoi
follow model heirmoi coming from four different canons: a Resurrection
canon by John the Monk (odes 1, 3 and 5) and three canons by Cosmas
the Melodist: a canon for Holy Thursday (odes 4, 7 and 8), a tetraodion
for Holy Saturday (ode 6), and a canon for Epiphany (ode 9).* If the
model canons are called a, b, ¢, and d, then the heirmoi used appear in
the following order: aabacbbd. Thus, the audience is taken by surprise, as
its musical expectations are invalidated time and time again. However,
such combinations are not uncommon in hymnography.*¢

As noted above, according to the acrostic, the name of the hymnog-
rapher was Constantine, and is not accompanied by an attribute. The
twelfth-century codex P, which provides the indication Kwvotavtivov
deométov, clearly attributes the text to Emperor Constantine, namely
VIL P is not only considerably older but altogether a better manuscript
than S. The latter contains several distinctive textual errors,*” as can be
deduced from the details of the metre, the grammar and the syntax. P is
not altogether devoid of its own distinctive errors, as will become ob-
vious from the apparatus criticus,*® yet its scribe is a careful one, who
would have copied the lemma from his exemplar rather than inventing
it. Thus, the claim to the emperor’s authorship appears trustworthy. Eu-

% On the repetition of letters in canon acrostics, see Wilhelm Weyh, ‘Die Akrosti-

chis in der byzantinischen Kanonesdichtung), Byzantinische Zeitschrift, 17 (1908), 1~69
(pp- 63-64).

»  For the heirmoi in question, see Sophronios Eustratiades, Ejpuoddyiov (Myyucia
Hyodoyixd), Aywoperticn Bifhob#xn, 9 (Chennevieres-sur-Marne: L'Ermitage, 1932),
nos. 224 (Resurrection), 229 (Holy Thursday), 231 (Holy Saturday); Wilhelm Christ
— Matthaios Paranikas, Anthologia Graeca carminum Christianorum (Leipzig: Teubner,
1871; repr. Hildesheim: Olms, 1963), p. 172 (Epiphany); see the edition below.

26 For example, in Myvaiz 703 §lov éviavros, 6 vols (Rome, 1888—1901), I, pp. 306

13 the anonymous canon on Romanos the Melodist (1 October) follows a similar pat-
tern, where the same heirmoi as those of Canon A are used for odes 1, 3, 5, 7, 8 and 9,
whereas those of odes 4 and 6 come from canon a.

7 See, for example, the app. cr. at vv. 4, 9, 19, 59, 80, 165, 168, 244.

% Sece the app. cr. at vv. 108, 194, 224, 245; cf. also 98, for a reading which is, how-

ever, metrically acceptable (see below, p. 233, on the metrics of the canon).
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stratiades did not hesitate to accept the attribution. Nonetheless, there
is no internal indication of imperial connections. In the theotokia, the
poet presents himself as a simple sinner who prays for the remission of
his sins.

The contents of the canon will be elaborated below, just before the
edition of the text. Here, let it be noted that the language is simple and
straightforward, matching Constantine VIIs style as known from his
other writings. Moreover, the imagery, which is relatively conventional,
betrays special familiarity with the Bible, which was characteristic of the
emperor. In this respect, one may only be reminded of Thor Sevéenko’s
pertinent remarks to the effect that Constantine’s ‘simple language, [was]
kept simpler yet by strings of scriptural quotations’* A sincere feeling of
admiration for the great saint and deep-seated personal religiosity also
come to the fore. A remarkable feature of the canon is the quotation of
Chrysostomic expressions and their adaptation in order to fit the new
context, as will become evident in the apparatus fontium. For instance,
ode 4, vv. 71-73 renders a passage from John’s homily 20 on Genesis
(par. 4, PG 53, col. 174, 28-31). In another case, in ode 9, vv. 244-47
there is a rendering of a passage from John’s homily 32 on the Epistle
to the Romans (par. 3, PG 6o, col. 679, s2—58): in it, John speaks of
the Apostle Paul, whom he ardently admired and respected, and in turn,
Constantine applies John’s words to his own protagonist, John himself.
In ode 8, trop. 2, which speaks of Chrysostom’s fight against the evil of
avarice, the poet incorporates (at vv. 192—93) the Chrysostomic phrase
« 8¢ mevin drhocodlug ol witnp>, taken over from Expos. in Ps. IV, 11,
PG s, col. 57, 41—42: the connection between philosophy and poverty
was not new, but being expressed in those terms was peculiar to John. In
the same zroparion, v. 189, the expression «dhapyvpiag végov>» was not
exclusive to Chrysostom, but it was a favourite of his (also in the form
«drhapyvplag véanuas; see the app. font.).

Regarding the liturgical use of the canon, the lemma in P on fol. 70" indi-
catesthatitwassungin thepannychis or nocturnal service (elg Ty mayvvyide) *°
preceding the feast of 13 November. According to the liturgical indication

2 See Thor Sevéenko, ‘Re-reading Constantine Porphyrogenitus, in Byzantine Di-

plomacy. Papers from the Twenty-fourth Spring Symposium of Byzantine Studies, Cam-
bridge, March 1990, ed. by Jonathan Shepard — Simon Franklin, Society for the Promo-
tion of Byzantine Studies. Publications, 1 (Aldershot, Hampshire — Brookfield, V'T:
Variorum 1992), pp. 167-95 (pp. 178-82).

3 On pannychis in the Constantinopolitan cathedral rite, see Grigorios Stathis,
THevvvyl: ot Noxrepvij Aouari AxolovSin xerd to Bvlavrvéy Koouxdy Tomxdy Tyg
Meyddys Exadyotas Aying Zoping (Athens: Amootohuc Awxovia, 1999), pp. 9—22.
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in S on fol. 130", the canon was sung, together with other canons, at Great
Vespers on the eve of the same feast (2v T¢ peydw éomepwvg, fols 130°—50").
Most noteworthy for revealing the close connection of the canon to its litur-
gical setting, is the fact that the canon contains passages which come from
the Scriptural readings destined for the Divine Liturgy on the feast-day as
recorded in the tenth-century Tjpikon of the Great Church: Psalm 438, 4,
used at vv. 13133, is sung as prokeimenon; Epistle to the Hebrews 8, 2 at vv.
114-15 derives from the Apostle reading of this Epistle 7,26-8,2; and John
10, 11-15 at vv. 89—92 from the Gospel reading of John 10, 9—16. Thus, the
canon, sung on the eve of the feast, functioned as preparation of the faith-
ful for the readings of the Liturgy. The main celebration in the capital took
place in the Holy Apostles, where Chrysostom’s relic lay.*!
It is particularly noteworthy for the reception and diffusion of
Constantine’s canon, that in eleventh-century Constantinople four of
its troparia were prescribed for the pannychis, on the eve of the feast in
question, by the liturgical Typikon or Synaxarion of the Monastery of
the Theotokos Evergetis. The service was celebrated inside the Katho-
likon. The poet is mentioned only as Constantine. The relevant entry
in the Athenian manuscript of the Typikon EBE 788 ITheace v rtoahyec
(first half of the twelfth century) runs as follows: Ei¢ v mavvvy(da,
xaveyy Tod dylov fxog mA. B, Qg év Amelpw, moinua Kavotavtivoy, e 8.
"Evdofev 8¢ To0 vaol Ydlheton 1 movvuyls. Amd vy (g, 000év, dmd Ot ¢
xovtédxiov avtod. For the Liturgy the same Scriptural readings were pre-
scribed as those in the Typikon of the Great Church mentioned above.*
It is known that the texts in this codex were composed by the second

3! Juan Mateos, Le Typicon de la Grande Eglise. Ms. Sainte-Croix n° 40, Xe siécle,
L Le cycle des douze mois, Orientalia Christiana Analecta, 165 (Rome: Pont. Institutum
Orientalium Studiorum, 1962), pp. 98,25-100,14.

3

Ed. Aleksej Dmitrievskij, Opisanie liturgisseskich rukopisej, 1. Tomuxd (Kiev:
Kor¢ak-Novickij, 1895; repr. Hildesheim: Olms, 1965), pp.312-13; for an English
translation, see The Synaxarion of the Monastery of the Theotokos Evergetis, 1. September —
February. Text and translation by Robert H. Jordan, Belfast Byzantine Texts and Trans-
lations, 6.5 (Belfast: Belfast Byzantine Enterprises, 2000), pp. 193—95. On the Typikon
manuscript, see Barbara Crostini Lappin, ‘Structure and Dating of Codex Atheniensis
Graecus 788, TYTIIKON of the Monastery of the Theotokos Evergetis (founded 1049);
Seriptorium, 52 (1998), 33049 with bibliography. Cf. also John E. Klentos, Byzantine
Liturgy in Twelfth-Century Constantinople: An Analysis of the Synaxarion of the Monas-
tery of the Theotokos Evergetis (codex Athens Ethnike Bibliotheke 788) (unpublished doc-
toral dissertation, University of Notre Dame, 1995); Jorgen Raasted, “The Evergetis Syn-
axarion as a Chant Source: What and how did they sing in a Greek monastery around
AD 10507, in Work and Worship at the Theotokos Evergetis, ed. by Margaret Mullett —
Anthony Kirby, Belfast Byzantine Texts and Translations, 6.2 (Belfast: Belfast Byzantine
Enterprises, 1997), pp. 356-66.
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hegumen, Timothy, who succeeded the founder and first hegumen Paul
(d. 1054), was still alive in 1067 and died sometime before 1103.3* The
contents of the codex were updated in the early twelfth century,** but
there is no evidence that the aforementioned entry has been tampered
with. Thus, it can be inferred that the canon circulated in mid-eleventh-
century Constantinople.

Another clue to the use of the canon in the eleventh century appears
to be provided by two paracletic canons authored by none other than
John Mauropous. The similarity of expression is too close and extended,
coveringa whole theotokion of Constantine (vv. 46—52), for it to be fortu-
itous: see Mauropous’s Paracletic Canon 8, ode 6, vv. 175—76 Paviot cov
olkTipudV xordoPesov / TV mabdv pov T drduatov $Adye; also, Para-
cletic Canon 6, ode 7, vv. 164-67 1@V TatBdv pov xdpvov adtds / paviot
xotdofeooy, Xploté, / T@v oikTipu@v gov Kol mupds / yeévyng phoou pe.*s

Canon B also met with success. As the manuscripts attes, it had al-
ready entered the liturgical books in the eleventh century, from which
the older tradition dates (Sz, Sz, S3), while codices LXE date from the
late twelfth to the late thirteenth century, and the three Pasmiaci from
the fourteenth and fifteenth centuries. The canon was circulated outside
the capital and the Empire, on Sinai and in South Italy.

The canon consists, as usual, of cight odes (1 and 3 to 9), cach of
which includes three troparia and a theotokion, as was also the case with
Canon A. However, ode 9 has an extra two #roparia at the end, bringing
the total number of zroparia to 3 4. The aforementioned acrostic is again a
dodecasyllabic verse with a pause after the fifth syllable; the single proper
name is considered indifferent with regard to prosody, while ypvoopfjuov
is written with a single p so as not to render the preceding omicron long.

The heirmoi of the whole canon follow those of the canon on the El-
evation of the Holy Cross (i7¢. Zravpdy yapdas Mwof) by the cighth-
century hymnographer Cosmas the Melodist.>* The penultimate zropar-

3 See the standard work of Paul Gautier, ‘Le typikon de la Théotokos Evergétis’,

Revue des Etudes Byzantines, 40 (1982), s—101 (pp.7-9); regarding the evidence on
Timotheos'’s death, cf. Crostini Lappin, ‘Structure and Dating), p. 340 n. 46. Also, Rob-
ert H. Jordan, ‘Founders and Second Founders: Paul and Timothy), in: Founders and
Refounders of Byzantine Monasteries, ed. by Margaret Mullett, Belfast Byzantine Texts
and Translations, 6.3 (Belfast: Belfast Byzantine Enterprises, 2007), pp. 412—42.

34

Gautier, ‘Le typikon de la Théotokos Evergétis’, pp- 11, 13.

5 Giovanni Mauropode metropolita di Eucaita. Otto canoni paracletici a N. S. Gesil

Cristo, ed. by Enrica Follieri, Archivio italiano per la storia della pietd, 5.1/ Altri testi
della pieta bizantina, 2 (Rome: Ed. di Storia e Letteratura, 1967), pp. 176, 144.

3¢ Eustratiades, Eipuoldytov, no. 322.
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ion (no. 33), which is dedicated to Chrysostom, and the last (no. 34),
which is another zheotokion, are set to the music of a heirmos separate
from the rest of ode 9. In fact, Cosmas’s canon has the peculiarity of a
double ninth ode. Constantine imitates his exemplar in that he uses the
alternative heirmos of ode 9 for the last two #roparia of his own canon,?”
so as to complete the acrostic with the last two of its letters.

The poet’s name, Constantine, is unambiguously attested by the
acrostic. Two of the Sinai manuscripts (S and §3) attribute the canon to
Constantine Kephalas. Given their early date and until the relationship
of the manuscripts to each other is investigated, the possibility of Kepha-
las as a poet should, in principle, remain an option. On the contrary, the
fifteenth-century Mz clearly attributes the canon to the Porphyrogeni-
tus, namely Constantine VIL In the remainder of the manuscripts, the
canon is anonymous. The canon was also linked with Constantine VII
by Sophronios Eustratiades, to whom only the Laura manuscript was
known, without any argumentation.*® Papailiopoulou provided both
attributions (‘Kwvotavtivov deomdrov vel Kuwvoravtivov tod Kedohd')
without arguing in favour of one or the other.*

Nevertheless, what may be considered as a piece of internal evidence
that the canon was authored by an emperor is furnished by the theorokion
of the first ode, which contains the following phrasing: v ¢ (sc. oTowp)
Kowy@uet k&yd | 6 Tf off oTedduevos | mokduy Séomorver, | mpeafelaig 0d
Ty wviuny | éoprdlw mowévog: ‘T too take pride in [the Cross], being
crowned by your hand, Lady, through the prayers of the shepherd whose
memory I celebrate’. The crowning by the Theotokos would be unsur-
prising if it concerned saints. In hymns, one may actually encounter the
Lord crowning the saint honoured. Such is a canon on Sts Speusippus,
Elasippus and Velesippus (16 January), which reads: atédog vucnrixodv |
& Tohdpng | Belog vmodéyeadau, or another canon on Sts Marc and Cyril
(29 March), which reads: otédog éx mahdung | Tod Xpiotod eiddore.*

37 For this heirmos, see also Christ — Paranikas, Anthologia, p. 165. On Cosmas’s

canon and the peculiarity of the double ninth ode, see Theocharis E. Detorakis, Kooudc
6 Medwdds. Biog xal Zpyo, Avidexte Bhotddwy, 28 (Thessaloniki: ITarpuepyikdy TSpuua
TMatepicdv Meketdv, 1979), pp. 178-81.

3% Eustratiades, “Eoptoléytov), p. 111; also Eustratiades, “Toypeiov) p. 321 (13 No-

vember, canon no. 18 in the former publication, no. 19 in the latter).
¥ Papailiopoulou, Tauziov, pp. 44—45 with n. 39; repeated by Papadakis, Aido¢
i, L p. s3.
O Analecta Hymnica Graeca e codicibus eruta Italiae inferioris, loseph Schird con-
silio et ductu edita, 13 vols (Rome: Istituto di Studi Bizantini e Neoellenici, Universita
di Roma, 1966-83): V. Canones lanuarii, ed. by Alcestis Proiou (1971), pp. 268-69
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However, in the present canon the person being crowned is the hym-
nographer, who speaks of himself. If it were a metaphorical usage of the
crowning, his confidence in himself and his self-advertisement in the
initial ode, instead of the expected usual humility, would be astonish-
ing. What is more, the poet expresses himself in a way almost identical
with the acclamations addressed to the emperor by the demes as attested
in the De Cerimoniis, where an acclamation by the Greens runs «Zb
obv dokdong ¢ aTédel, Océ, Seamétog Tehduy oov, GUAATTE elg AvéyepaLy
Popaiwv»> (I 7), and a demotic alphabet starts with «Anttite Of0b
Tehduy toTédOrTe, deoméTar, ovpavébevs (I 92 [83]).# The only differ-
ence between these acclamations and the canon concerns the crowning
by the Lord, not the Theotokos, which can be explained in the present
context of a theotokion in honour of the Mother of God. Furthermore,
the crowning of an emperor by a divine person is a well-known motif of
imperial imagery in tenth-century art and beyond.* For example, Con-
stantine VII himself is depicted on a famous ivory plaque crowned by
Christ, while on another ivory plaque his son Romanos and his wife Eu-
docia are flanking Christ, who is crowning them.* On the other hand, it

(Canon 25, ode 3, vv. 29~31); VIL. Canones Martii, ed. by Eutychios Tomadakis (1971),
p- 308 (Canon 32, 0de 8, vv. 151-52).

4 Constantin VII Porphyrogénéte, Le livre des cérémonies. Texte établi et traduit

par Albert Vogt, Collection byzantine, 2 vols (Paris: Les Belles Lettres, 1935-39; repr.
1967), L, pp. 48,22—49,1 and II, p. 183, 28 respectively. For an English translation, see
Constantine Porphyrogennetos. The Book of Ceremonies, with the Greek Edition of the
Corpus Scriptorum Historiae Byzantinae (Bonn, 1829), 1. Book 1, including the Appen-
dix to Book I (Imperial Expeditions). Translated by Ann Moffatt — Maxeme Tall, Byzan-
tina Australiensia, 18.1 (Canberra: Australian Association of Byzantine Studies, 2012),
pp- 54 and 383 respectively. On the performance of acclamations in ceremonies, see, for
example, Egon Wellesz, 4 History of Byzantine Music and Hymnography (Oxford: Clar-
endon Press, 1962*), pp. 102-04.

# See, in particular, the classic work of André Grabar, Lemperenr dans lart byz-
antin (Strasbourg: Les Belles Lettres, 1936; repr. London: Variorum Reprints, 1971),
pp- 112—22 (‘Linvestiture de lempereur’).

e

On these plaques, see, for example, Anthony Cutler, The Hand of the Master.
Crafismanship, Ivory, and Society in Byzantium (9"-11" Centuries) (Princeton, NJ:
Princeton University Press, 1994), pp. 203—04 with figure 76 (Constantine) and Plate
IV (Romanos); Michat Myslinski, ‘L'image du couronnement de Constantin VII Por-
phyrogénete sur une plaque en ivoire du Musée des Beaux Arts Pouchkine de Moscou,
in Byzantina et Slavica Cracoviensia 11, ed. by Anna Rozycka Bryzek — Maciej Salamon
(Cracow: Seminarium Historiae Byzantinae, Institute of History / Seminarium Histori-
ae Artis Byzantinae, Institute of Art History, Jagiellonian University, 1 994), pp- 61-71,
with 10 figures after p. 72; Maria G. Parani, Reconstructing the Reality of Images: Byz-
antine Material Culture and Religious Iconography (11"-15" Centuries), The Medieval
Meditteranean, 41 (Leiden: Brill, 2003), p. 314 with further bibliography on the two
items.
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is the Theotokos who places a pearl in the crown of Constantine’s father,
Leo VI, on an ivory which has been interpreted in various ways.* I will
come back to the issue of authorship below.

With regard to the liturgical use of the canon, the date of 14 Sep-
tember is firmly established not only by the Menaca that transmit it, but
also by its very contents. For example, ode 3, trop. 3 reads as follows:
Oovpévov T& oTavpod Ex Yijg kevbusvwy, | kel mpdg povie aipovpévou |
obdpaviovg dpyimoipevos. Clearly, Canon B celebrates the dormition of
John Chrysostom on the day of the Elevation of the Holy Cross, a tem-
poral coincidence that had led to the establishment of John’s feast on 13
November, as explained by both the Typikon and the Synaxarion of the
Great Church.* The interplay of the two themes is present thoughout
the canon, with the poet combining them with skilful variation. The use
of the heirmoi of Cosmas’s canon on the Elevation of the Cross further
binds Canon B to its festive setting. Thus, the connection with the feast
on 13 November provided by codex L is not original.

Finally, the lemma in codex A of Canon C reproduced above explic-
itly attributes the canon to Constantine VII and informs us that the text
was set to a new melody composed by Manuel Plagites (or Plagiates),
protopsaltes of Thessaloniki, who is attested in 1336.* Despite the late
date of the manuscript, the lemma appears well-informed; however, the
situation is complex.

44

See, for example, Arwed Arnulf, ‘Eine Perle fiir das Haupt Leons VI. Epigra-
phische und ikonographische Untersuchungen zum sogennanten Szepter Leons VI,
Jabrbuch der Berliner Museen, N.E. 32 (1990), 69—84 with figures 1-6 and 8; Cutler,
The Hand of the Master, pp. 200—o1 with figure 158; Parani, Reconstructing, p. 314 with
further bibliography.

®1In the Typikon, the transfer of the feast is commented on under 13 November,

whereas no reference is made to Chrysostom’s dormition when commenting on the feast
of the Elevation; see Mateos, Typicon, pp. 99,25—-100,2 and 26,17-32,23 respectively.
The Synaxarion recalls the saint’s dormition under 14 September, only to explain its
transfer ‘by the saintly fathers’ so that the saint can be honoured separately; see Synax-
arium ecclesiae Constantinopolitanae. Propylacum ad AASS Novembris, ed. by Hippolyte
Delehaye (Brussels: apud Socios Bollandianos, 1902; repr. 1954), col. 46, no. 3; see also
cols 220-21, no. 1, under 13 November.

* On Manuel Plagites or Plagiates, sce Prosopographisches Lexikon der Palaiologen-

zeit, ed. by Erich Trapp and others, 15 vols (Vienna: Verlag der Osterreichischen Akad-
emie der Wissenschaften, 1976-1995), no. 23290, and, especially, loannes A. Liakos, H
Bolavrivy yadzi) mapddoay tis Ocooadovixys xard wov IA ~IE * aidve, Mehétan, 15 (Ath-
ens: T8pupe Bu{avtivije Movaikohoylag, 2007), pp. 117—20. Cf. Alygizakes, “H Baothucy
Vwvoypadic, p. 217 n. 11; see also pp. 217-18 for a brief presentation of the contents
of the canon on the basis of Spyridon’s problematic edition, on which see immediately
below.
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According to the 1924 edition, Canon C consists of odes 1 and 3—9
with a total of 2.4 troparia, three in each ode. The third troparion is always
a theotokion, despite the absence of a clear reference to the Theotokos in
ode 1, for whom an appropriate metaphor is used (7). A new, critical
edition is much needed, as a glance at Spyridon’s edition reveals, where,
for example, ode 5 appears to have two #roparia, since the second and the
third are merged into one. More importantly, in codex A the canon ends
after ode 7, as correctly noted in the Laura catalogue, while the last two
odes in Vare different from those in the edition. The provenance of odes
8 and 9 of the edition is unclear at the moment.

Spyridon’s assertion that the mode of the canon is the fourth, instead
of the second, should also be corrected. The heirmoi of the canon as ed-
ited derive from a variety of well-known canons of this mode composed
by Cosmas of Maiouma and John the Monk. Those of odes 1, 3, 4 and 5
come from a Resurrection canon of Cosmas, of ode 6 from a Resurrec-
tion canon of John the Monk, of odes 7 and 9 from the canon on Mon-
day of Holy Week by Cosmas again, and of ode 8, which is the same in
the edition and 7, from another Resurrection canon of John the Monk.*
According to ¥, the heirmos of ode 9 comes from the same canon as that
of ode 6. Thus, the sequence of the heirmoi drawn from the four canons
can be represented as follows: aaaabcdc in the edition, but aaaabedb in 7.

A peculiarity of this canon as surviving in the Laura codex is that,
unlike the other two canons examined here, it does not have an acrostic
running through it. However, in a note to another canon on St Dem-
etrios, Papailiopoulou rightly recognized that the theotokia are bound
by the acrostic I'<P>HI'OPIOY. She suggested that the absence of the
letter P may imply that originally the canon had a second ode, which has
gone missing. Moreover, she pointed out a rare edition of 1795, where
the canon is anonymous and has an extra #roparion at the beginning, the
incipit being Epol, dnot, Aafid 6 uéyag.** It turns out that in the edition
in question the canon, which overlaps with the Vatopedi manuscript in
odes 8 and 9, has more #roparia than ecither in Spyridon’s edition or in
the manuscript, since an extra #roparion introduces each ode. It is pos-

¥ Eustratiades, Efguoléytov, no. s1 (Resurrection canon of Cosmas), no. 46 (first
Resurrection canon of John the Monk), no. 53 (canon on Monday of Holy Week by
Cosmas), and no. 47 (second Resurrection canon of John the Monk).

# Papailiopoulou, Tauciov, p. 69 n. 111, with reference to the following edition:

Odpa i uetavolas, firor Bifloc xaravvxriny) xal YuywpeeoTdry ... Xvvredeion uév mpiv
mapd T1vos gopod Avdpds, ... (Venice: Iap Nicohdw Thvxel 76 €€ Twavvivwy, 1795); no
pagination is provided, but the canon is found at pp. 221-24.

224



IMPERIAL HYMNOGRAPHY

sible that the canon has been transmitted inadequately or that at some
point in its transmission it underwent interventions. Be that as it may,
the acrostic precludes Constantine’s composition of the theotokia and
casts doubt on the authorship of the rest of the canon. The case is at the
moment obscure and any solutions to the problems described here will
have to await the critical edition of the text.

To sum up the evidence produced so far with regard to the
hymnographer(s), the following remarks can be made. The heirmoi of
the three canons, which were composed by Cosmas of Maiouma and
John the Monk, provide the terminus post quem for the canons, suggest-
ing the ninth century at the earliest for their composition. The termini
ante quem for Canons A and B are provided by the date of their earli-
est manuscripts, that is AD 1127 for A, and the eleventh century for B;
moreover, on the evidence of the Evergetis Typikon, Canon A was in use
in Constantinople in the eleventh century. In the case of C, the rermi-
nus ante quem is the first half of the fourteenth century, as can be de-
duced from the reference to its setting to new music by Plagites. Canons
A and B are joint by their attribution in the acrostic to a certain Con-
stantine: in the earliest manuscript (P) transmitting A, he is specified as
Constantine despotes, that is ‘the emperor), to whom B is also ascribed
in one (M2) out of its nine manuscripts; on the contrary, the name of
Constantine Kephalas appears in two of B’s earliest manuscripts (57, S3),
whose relationship to each other and the rest of the tradition remains
to be examined. Only Canon B contains what can reasonably be inter-
preted as an internal allusion to the poet’s imperial status, while Canon
A provides no such indication. Nevertheless, the simple language and
style of A edited below, and the heavy use of the Scriptures corroborate
the manuscript evidence. The attribution of Canon C to Constantine
Porphyrogenitus is attested in the fourteenth century; however, at least
the theotokia were not authored by him but by a certain Gregory.

The name Constantine is rather uncommon among hymnographers.
In Emereau and Follieri’s lists of hymnographers, the only Constantine
to have lived before 1200 is the Porphyrogenitus.* Constantine Kepha-
las is not known to have composed hymns. The only poetry that bears
his name is an epigram in the Greek Anthology (V, 1), which he com-
posed for the anthology of epigrams he compiled at the turn of the ninth
century and which became the mainstay of the Palatine one. If identical

# Casimir Emereau, ‘Hymnographi byzantini, quorum nomina in litteras digessit

notulisque adornavit —, Echos d’Orient, 22 (1923), 1125 (pp. 18—19); Follieri, Initia,
V.1, pp. 289—90.
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with the protopapas of the palace attested in 917, as seems to be the case,
Kephalas would have still been alive under Constantine VIL*° It can
thus justifiably be argued that Canon B was a product of the first half
of the tenth century and of the imperial environment, either the work
of a palatine chaplain in the carlier part of the century or a little later
by the hand of the emperor. Nevertheless, due to lack of other evidence
of a possible writing activity of Kephalas, his authorship of the canon,
although it cannot be excluded, seems improbable.

On the contrary, a number of reasons speak in favour of Constantine
Porphyrogenitus as the poet of canons (A and B at least). Not only is
there relevant manuscript evidence as well as the internal evidence dis-
cussed above, but, most importantly, he was an accomplished hymnog-
rapher in his own right. In fact, his name is an illustrious one in the short
yet notable tradition of ‘imperial hymnography’, that is, hymnography
produced by emperors, who composed the texts and the music, or the
texts alone. From the early to the late Byzantine periods imperial hym-
nographers include Justinian, Theophilos, Leo VI the Wise, Constantine
VII, Theodore IT Laskaris, and Manuel II Palacologos.** Constantine is
principally known for his eleven exaposteilaria, which are sung in church
to this day before the ainoi on Sundays and have occupied scholars of
old, while his other compositions have remained, by and large, obscure.
In fact, it was Sophronios Eustratiades who, in his study on ‘crowned
hymnographers’ of 1932, dedicated two seminal pages to Constantine,
where apart from the exaposteilaria he pointed out the three canons dis-
cussed here and two idiomela on the Martyr Nicetas.’* Later on, three

* On Kephalas, see Prosopographie der mittelbyzantinischen Zeit, Abt. 2 (867
1025), nos. 23790 and 23824 with recent bibliography; Marc D. Lauxtermann, Byz-
antine Poetry from Pisides to Geometres, 1. Texts and Contexts, Wiener byzantinistische
Studien, 24 (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften, 2003 ),
p- 88.

' See especially Sophronios Eustratiades, “Ecteppévor duvoypddot, Puwuavis 6

Me)gdsg, 1 (1932), 67-85 on Justinian, Leo VI, Constantine VII, and Manuel I, and
117-21 on Theodore II Laskaris; also Sophronios Eustratiades, ‘@eédthog 6 paaiheds kol
avtoxpdrwp Popaiwy, Puuavis 6 Medwdds, 1 (1932), 21-25; on the four earlier emperors,
see Alygizakis, “H Baothch Yuvoypadia’

52 Eustratiades, “Eoteppévor duvoypddol, pp.81-83 (T'. Kwvertaviivog 6
Iopdupoyévynog)), also listing the theotokia accompanying the exaposteilaria, which
are, however, later compositions; on those theotokia, see Grigorios T. Stathis, H
dexamevrasiddafos Suvoypapin év 7j Bvlavrivi uedomotia xal &xdoois i xeyuévwy eis Ev
Corpus, Mehétou, 1 (Athens: I8pupa Bulavtviig Movawcohoylog, 1977), p. 63. Before Eu-
stratiades and long after him only the exaposteilaria were mentioned; see, for example,
Emereau, ‘Hymnographi byzantini, p. 19; Jacques Handschin, Das Zeremonienwerk
Kaiser Konstantins und die sangbare Dichtung, Rektoratsprogramm der Universitit Basel
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Easter idiomela were further identified by C. Floros.>> The emperor
was regularly mentioned in reference works on hymnography, such as
by Beck,** Follieri,*s Wellesz,’¢ Tomadakis,’” Szovérfly,*® Mitsakis and
Stathis,* without, on the whole, any further advance in the study of his
work apart from the metrics of the exaposteilaria. Eventually, in 1991
and on the basis of previous literature, Antonios Alygizakis provided a
comprehensive list of Constantine’s known hymnographic work,* ac-
cording to which the emperor composed the eleven heothina exapostei-
laria, the two idiomela on St Nicetas included in the Menaion for 15
September, the three idiomela for Easter, and the three canons, whose
authenticity the scholar did not consider.®' Finally, the important con-
tribution of Papailiopoulou with regard to the canons was mentioned

fiir die Jahre 1940 und 1941 (Basel: Reinhardt, 1942), p. 44, who, however, leaves open
the possibility that one or the other of the hymns mentioned in the Book of Ceremonies
was the work of Constantine (pp. 7-8).

> Constantin Floros, Universale Neumenkunde, 3 vols (Kassel: Birenreiter, 1970),

L pp. 351—52 on the three Easter stichera; also at I11, p. 18 with mention of the exapostei-
laria.

> Hans-Georg Beck, Kirche und theologische Literatur im byzantinischen Reich,

Byzantinisches Handbuch, IL.1 (Munich: Beck, 1959), pp. 551-52 on the exaposteilaria
alone.

5> See Follieri, Initia, for the editions of individual #7aparia and mentions of their

incipit; also, V.1, p. 290 (bibliography on Constantine’s hymns).

¢ Wellesz, History, p. 237 on the exaposteilaria alone.

57

Nikolaos B. Tomadakis, H Bolavzivy) duvoypapia xai moinous fivor Elcaywys) eis Ty
Bolavrivipy Qudodoyiaw, T8uoc dedtepos (Athens: Adehdol Muptidy, 1965°%; repr. Thessalon-
iki: P. Pournaras, 1993), p. 73 (par. 10. “Eotepuévor atiyoupyot;, based on Eustratiades,
but mentioning only the exaposteilaria and the canon on St Demetrios).

8 Joseph Szévérfy, A Guide to Byzantine Hymnography. A Classified Bibliography
of Texts and Studies, 1. Kavdy and Zriynpév, Medieval Classics: Texts and Studies, 12
(Brookline, MA - Leyden: Classical Folia Editions, 1979), p. 285 listing the three Easter
sticheras cf. p. 296; also, p. 235 (bibliography).

> Karolos Mitsakis, Bv{evziv Yuvoypapin: dns iy émoyy tijc Keuviig DiaSifrns dwg
73 Eixovouayiz (Athens: Grigoris, 1986*), pp. 328-29,and Stathis, H dexamevrasiidafos
duvoypagla, pp. 61-64, both on the metrics of the exaposteilaria. See also Stathis, pp. 65
with n. 4-66 for the mention of a szavrosimon that may be attributed to Constantine in
a manuscript (not included in Alygizakis, on whom see the following two notes).

)

See Alygizakis, “H ootk Yivoypadict, esp. pp. 21618 (introduction), 232~
33 (list of hymns thematically), 247-49 (alphabetical list of hymns), 25152 (the heir-
moi used for the eight odes of the canon on St Demetrios according to Spyridon’s edi-
tion, plus those of the first ode of the two then unpublished canons) with bibliography.

ol

See Alygizakis, “H Baothueq Yuvoypadic, pp. 24749 for the edited and unedit-
ed hymns and the available editions; for the exaposteilaria, however, for which only a
recent edition is noted there, see Follieri, Izitia. Cf. also, above, n. 59 on the stavrosimon.
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above.®* Like Canon B on Chrysostom, one of the Easter idiomela has
hitherto remained unpublished.

As far as the hymnographer’s choice to honour John Chrysostom is
concerned, it can best be explained if Constantine VII's authorship is
accepted. Firstly, the emperor’s devotion to Chrysostom is known from
other occasions. A homily dedicated to the translation of the saint’s rel-
ics is attributed to him in the manuscript tradition, possibly, though not
necessarily, having been composed with the help of ghostwriters.® Like
Canon A, the homily was also destined for a pannychis, this time for the
feast of the translation on 27 January. Thus, it appears that Constan-
tine honoured all three commemorations of John, two with canons and
one with a homily. Moreover, he commissioned a Life of the saint from
one of the prominent ecclesiastical writers of his time, Niketas David
the Paphlagonian, as the title of the work attests.® In his homily on the
translation of the relics of St Gregory of Nazianzus, Constantine calls
John ‘his’ and praises him in terms reminiscent of Canon A, which of-
fers further validation of the authenticity of the latter.* The Continu-

6 Seceabove, pp. 213, 221 and 224 with nn. 5, 7, 39, and 48.

% BHG 878d;ed.by  Konstantinos L. Dyobouniotes, Kovotoavtivov
Iopgupoyevvirov Abyog dvéxdotog elg Ty dvaxowdiy Tod Aerydvov Twdvvov Tob
Xpvooatépov, Emotyuovins Exstypls tijc Ocoloyinss Syodis to9 Adjvyor Havemoryuiov,
1 (1926), 303-19 (pp. 306-19). The authenticity of the homily was rejected by Sevéenko,
‘Re-reading Constantine Porphyrogenitus, pp. 184-8s, but was favoured by its editor,
Dyobouniotes, p. 304, and Bernard Flusin, ‘Le panégyrique de Constantin VII le Porphy-
rogénéte pour la translation des reliques de Grégoire le Théologien (BHG 728)), Revue des
Etudes Byzantines, 57 (1999), 5—97 (pp- 25-31). For Constantine’s possible use of ghost-
writers, see Sevéenko, esp. p. 186; Flusin, pp. 6-7, 25. For Constantine’s homiletic activity
and the state of relevant research, see Theodora Antonopoulou, ‘A Survey of Tenth-Cen-
tury Homiletic Literature, Parckbolai, 1 (2011), 7-36 (pp. 18—21); and Theodora Anto-
nopoulou, ‘A Textual Source and its Contextual Implications: On Theodore Daphnopates’
Sermon On the Birth of John the Baptist, Byzantion, 81 (2011), 9~17 (pp. 16-17).

¢ See the edition by Dyobouniotes, ‘Kwvoravrivov Iopdvpoyevvirov Adyog

Gvéxdotog, pp. 306—07; Antonopoulou, ‘Survey) p. 19.

% For the text of the title, see Theodora Antonopoulou, “The Unedited Life of
St John Chrysostom by Nicetas David the Paphlagonian. Editio princeps, Part I, Byz-
antion, 87 (2017), 1-67 (p. 13); cf. Theodora Antonopoulou, “The Unedited Life of
St John Chrysostom by Nicetas David the Paphlagonian. An Introduction) Byzantion,
86 (2016), 151 (p. 2).

6 See the short version of the end of the homily, par. 38T, 1l. 74549, ed. by Flusin,

‘Le panégyrique de Constantin VII, p. 81, where Constantine expresses his conviction
that St Gregory, the Apostles and St John are all present in the celebration in the Holy
Apostles: mpodg 8t TovTolg Kerl TO TEPTVOY Kl Teyypvaov aTépa (cf. Canon A, vv. 152
53, 189), Tov éudv Xpuooppdav xal Tijg tkxholag SiedéoTorov kol pelipputov motaudy
(cf. Canon A, vv. 15-16), ToV Tijg petavolag éyyvnriy edxatdvuitoy (cf. Canon A, vv. 156,
203-04) kel TR Sidaorehlog ednyéotatov 8pyavoy (cf. Canon A, e.g. vv. 53-59).
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ator of Theophanes specifically mentions Constantine’s unsurpassed
attachment to Chrysostom, whom he honoured with splendid celebra-
tions.*” It has convincingly been suggested that Constantine considered
Chrysostom as one of his patron saints whose feasts were celebrated in
January, the month he finally took over sole power reclaiming his throne
from the Lekapenoi in 945.% However, there is no hint at such a major
event in the two canons, for example in the form of thanksgiving, which
would be expected if there were any such connections. Be that as it may,
the cult of Chrysostom flourished in the tenth century, as the composi-
tion of a series of hagiographical texts concerning him reveals.®

With regard to St Demetrios, in case the main part of Canon C is
due to Constantine (which remains to be seen, as explained above), the
composition of the canon would also fit the imperial environment well.
The De Cerimoniis attests to the particular significance of his feast for
the palace. He is among the few saints honoured with splendid celebra-
tions, which involved a procession with the participation of the emper-
or, recorded in the book.”® Moreover, a church in Demetrios’s name had
been built in the palace by Leo VI, who had also delivered an oration at
its encaenia.””

Furthermore, it can be argued that with his hymns and homilies
on saints, Constantine followed in his father’s footsteps (although on
a more limited scale), as Leo had likewise written homilies and hymns
on several saints, including homilies on Chrysostom and Demetrios, ”

67 See Theophanes Continuatus VI, Reign of Constantine VII, par. 37, ed. by Im-

manuel Bekker, Theophanes continuatus, loannes Cameniata, Symeon Magister, Georgius
Monachus, CSHB (Bonn: Weber, 1838), p. 457, 18-22.

& See Flusin, ‘Le panégyrique de Constantin VII, pp. 11-12; also Antonopoulou,

‘Survey’, pp. 19, 21.

¢ Antonopoulou, “The Unedited Life ... An Introduction’, pp. 24—38 (Ch. IV. “The
Relationship of Some Tenth-Century Chrysostomic Lives to the Life by Nicetas David’).

7 De Cer. 130 (21),ed. by Vogt, Le livre des cérémonies, 1, pp. 113—15; English
translation in Moffatt — Tall, The book of Ceremonies, 1, pp. 121-24.

7 On Leo’s church and homily 19 on its dedication, see Theodora Antonopoulou,

The Homilies of the Emperor Leo VI, The Medieval Mediterranean, 14 (Leiden — New
York — Cologne: Brill, 1997), pp. 47-48, 134 with n. 99, 245; on the homily, cf. also
below, n. 72.

72 For the text of Leo’s sermons 17, 18 and 19 on Demetrios, and 38 and 41 on

Chrysostom, see Leonis VI Sapientis imperatoris Byzantini Homiliae, ed. by Theodora
Antonopoulou, CCSG, 63 (Turnhout: Brepols, 2008), pp. 243-57, 259-61, 263-6s,
481-557,and 573-85 respectively. On various aspects of these texts as well as on the rest
of Leo’s homilies, see Antonopoulou, The Homilies of Leo VI.
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plus a troparion on the latter, as noted in the De Cerimoniis.” It is an
established fact that Leo’s example was crucial for Constantine’s hym-
nographic activity: similar to Leo’s best known hymns, that is the eleven
heothina anastasima (Morning Resurrection hymns), his son’s as many
exaposteilaria are also concerned with the themes of the eleven Morning
Gospels.” It is noteworthy that for the composition of the exaposteilaria
Constantine used the political (fifteen-syllable) verse, sporadically en-
countered in his father’s stavrotheotokia.” These are among the earliest
hymnographic texts in this metre. It should be noted in this context that
in the case of Canon B, Cosmas’s canon, which provided Constantine
with heirmoi, had also been of interest to Leo, who had composed his
own heirmos for ode 9 (Médovti Beoatémtw).”

Indeed, as mentioned above, no other emperor had composed any
kind of hymns after Justinian and the iconoclast Theophilos,”” while
no other emperor had composed church sermons since Constantine
the Great.” It was the task of Emperors Leo the Wise and Constantine
Porphyrogenitus to propagate their own piety, rejoice in the restoration
of imperial orthodoxy, and diffuse its messages to the people at large.”

7 Constantine provides the heirmos of Leo’s troparion, though not the text; see

De Cer 130 (21), ed. by Vogt, Le livre des cérémonies, 1, pp. 114—15; English translation
in Moffatt — Tall, The book of Ceremonies, 1, p. 123. This troparion is considered lost; see
Alygizakis, “H ootk Ypvoypadie, pp. 219-20.

7 The exaposteilaria followed by the respective later theotokia (on which, see above,
n. 52) are sung before Leo’s eothina; see Iapax)yzins) #rot Osxcrdnyos 7 ueyddy (Rome,
1885), pp. 706-12.

7> See Stathis, H dexanevrasilafos duvoypapiz, pp. 31, 69.

76 Eustratiades, EipuoAdyiov, p. 225, no. 322; Follieri, Initia, 1L, p. 394.

77 See above, n. 51.

78

Antonopoulou, The Homilies of Leo VI, pp. 41, 105.

7 On Leo’s and Constantine’s role in shaping a new Orthodox culture for Byzan-

tium, see Paul Magdalino, ‘Orthodoxy and Byzantine Cultural Identity, in Orthodoxy
and Heresy in Byzantinm, ed. by Antonio Rigo — Pavel Ermilov, Q@demi di ‘Néow “Padpn),
4 (Rome: Universita degli Studi di Roma Tor Vergata, 2010), pp. 21-40 (pp. 34-35);
Paul Magdalino, ‘Knowledge in Authority and Authorised History: The Imperial Intel-
lectual Programme of Leo VI and Constantine VII, in Authority in Byzantium, ed. by
Pamela Armstrong (Farnham, Surrey: Ashgate, 2013), pp. 187-209 (pp.191-92),
where, however, a list of works published under Constantine’s name leaves hymnography
unmentioned. On the religious dimension of Leo’s work, including his hymnography,
from another perspective, see Theodora Antonopoulou, ‘Emperor Leo VI the Wise and
the “First Byzantine Humanism”: On the Q\lest for Renovation and Cultural Synthesis,
in Le Premier humanisme byzantin et les Etudes sur le XI siécle, quarante ans aprés Paul
Lemerle, ed. by Bernard Flusin — Jean-Claude Cheynet (= Travaux et Mémoires, 21/2)
(Paris: Association des Amis du Centre d’'Histoire et Civilisation de Byzance, 2017),
pp- 187—234.
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Hymns and homilies were the best means to do so, when the people
attended church and gathered in scores to celebrate the feasts.* Con-
stantine was less vociferous than his father in this respect, but no less
conscious and determined in his efforts.

Canon A: Contents, Metre, and Principles of the Edition

In the following, Canon A will be edited critically for the first time. By
way of a summary, the canon develops as follows. It begins with setting
the target of today’s gathering as the praise of the wise Chrysostom (ode
1, trop. 1), God’s priest, whom the poet asks for forgiveness of his sins
(trop. 2). He goes on to compare John’s tongue with a fount bringing
forth sweet rivers and irrigating souls with the water of salvation (trop.
3). The state of the church, which has been deprived of the light of the
saint due to envy (a reference to his exile), is compared with a night (ode
3, trop. 1). John ministered to both the material and immaterial needs
of the people (trop. 2). The Saviour’s economy is incomprehensible, for
He allows the chosen ones to suffer temptations and injustice (trop. 3).
The saint’s life was compatible with his wise words, in accordance with
the Lord’s law (ode 4, trop. 1). By mortifying his body and keeping his
mind inaccessible to passions, John became easily accessible to the Word
(trop. 2). He taught people not to be bound to riches and rather to feed
the poor in order to gain eternal wealth (trop. 3). His divine desire led
him to attach no importance to the senses and to be completely devoted
to Christ (ode s, trop. 1). As a good shepherd and not a hired hand, he
guided his flock with moderation and gave up his soul for them (trop. 2).
By pursuing virtue and avoiding vice through the fear of God, he found
healing for his body (trop. 3). The envious gathered and illegally de-
prived him of his throne, instead of which he was received by the throne
of the Glory (ode 6, trop. 1). He spoke words not of flattery but of salva-
tion, real rivers of graces, which caused the church to flourish like a vine
or a lily (trop. 2). Scriptural descriptions of righteousness and wisdom
were fulfilled by him (trop. 3). The human heart is not tired of his words,
which are sweet like honey (ode 7, trop. 1). As a herald of repentance,

8 On the political-ideological function of homilies, see Theodora Antonopoulou,

‘Beyond Religion: Homilies as Conveyor of Political Ideology in Middle Byzantium) in
Ideologies and Identities in the Medieval Byzantine World. Proceedings of the International
Workshop, Vienna 16-17 April 2015, ed. by Yannis Stouraitis, Millenium Studies (Berlin
- Boston: De Gruyter, [forthcoming]).
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he is asked to act as the warm mediator for us sinners with God (trop.
2), he who is a new Paul and an affectionate mother in his fiery care of
the world (trop. 3). As head of the church he was a vigilant guardian of
both the fallen and the upright (ode 8, trop. 1). He drove away the ill-
ness of avarice, preaching that poverty alone, the mother of philosophy,
makes entrance through the narrow gate to the kingdom of God possible
(trop. 2). He is like a cloud shedding dew on those parched by sin and
thirsty for the hope of salvation. He opened up to all the gate of repent-
ance (trop. 3). Now he sees the beauty of that which, when still in this
world, he only saw the rays, and which was his sweet nourishment (ode
9, trop. 1). He was attacked by storms of temptations and was sentenced
to exile because the unjust could not bear the just, but now he dwells in
the heavenly metropolis as a just reward for his toils (trop. 2). Now he
cohabitates with St Paul, whom he ardently loved, together with whom
he is asked to mediate for us (trop. 3).

It should be noted that, despite the third person used in the summary
above, the poet constantly addresses the saint in the second person as is
also the case with his addresses to the Saviour and the Theotokos. The
theotokia that conclude the odes are all first-person prayers of the poet,
who acknowledges the role of the Theotokos in the Incarnation and asks
her for help in his exasperated struggle against the passions of his soul
and the Evil One and for salvation from his sins. These prayers should be
taken as a typical expression of Christian concerns.

The canon contains only general references to events and themes
in John Chrysostom’s life, focusing on the period he was archbishop of
Constantinople, as known from history, hagiography and his own writ-
ings. The text stresses his preaching activity, personal virtue, ascesis, fight
against avarice, promotion of almsgiving, admiration of and preoccupa-
tion with St Paul, as well as the unjust war waged by his enemies against
him, which led to his final exile and, ultimately, his death. Significantly
for an imperial poet, there is no hint either at John’s clash with the impe-
rial couple or at the avarice of Empress Eudoxia, which is said to have
made her a bitter enemy of the archbishop. Only generic mention of his
enemies is made, as is also to be expected given the laudatory, non-narra-
tive nature of a canon. Certain metaphors and vocabulary are recurring,
notably the rivers of John’s speech with their water of salvation, as well as
his wisdom and golden words.

The traditional connection of the odes with the respective biblical can-
ticles is loose and mostly indirect, if it exists at all, with the exception of
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ode 8, where the quotation from Daniel is obvious. Any lexical references
to the canticles are indicated with a v(ide) cant(icum) in the app. font.

With regard to the rhythmotonic metre employed, a certain freedom
is noticeable with regard to the requirements of both isosyllaby and ho-
motony in comparison to the heirmoi. First, the poet makes use of the
common option of anisosyllabic but musically equivalent cola, adding
or detracting a final accented syllable.® This practice is evident in ode
5, verse no. 4, which has 12 syllables in z7oparia 1 (two cola of 6+6 syl-
lables) and 3 (7+5 syllables), but 13 (6+7) syllables in zroparia 2 and 4
with an accent on the thirteenth syllable, corresponding to a verse of 13
syllables of the heirmos (a combination of two cola of 8+ syllables) with
a final accented syllable. The addition of an extra accented syllable at the
end is encountered at v. 124 and v. 200 (See also below in this paragraph,
on v. 162, as well as the app. cr. on v. 98). Second, the poet feels free to
add or detract one or two syllables in comparison to the heirmos and
adjust the accents accordingly, thus presenting variations which become
the norm, as is often the case in hymnography.® Accordingly, the last
three verses of the roparia of ode 4 present the following variations on
the heirmos: verse no. s is made up of 10 syllables in trop. 1, 2 and 3 (ac-
cents on 2—6—9), while in trop. 4 it has 12 syllables (accents on 2-6-11),
which corresponds to the combination of two cola (7+5 syllables) of
the heirmos (accents on 2—~6-8-11); verse no. 6 has always 9 syllables
(accents on 1-5—7) instead of 11 in the heirmos (accents on 5—7-11);
and verse no. 7 has 9 syllables in trop. 1, 3 and 4 (accents on 2-7), but
13 in trop. 2 (accents on 2—6—11), instead of 11 in the heirmos (accents
on 3-6-9). As a result, in the latter verse of ode 4, trop. 2 (v. 66), the
word owtnploy, which is also required by the content, is preserved in
the edition. For comparable reasons, the extra, emphatic word avtég at
v. 234 has been preserved, although its deletion would render the verse
metrically sound (14 syllables with accents on 1-5-9-13 instead of 16
syllables with accents on 1—-5—7—11-15). Third, a combination of the
two kinds of variation discussed so far occurs at the last verse of the #o-
paria of ode 7. Whereas the corresponding verse of the heirmos has 9
syllables with accents on 3-6-9, in trop. 2 the verse in question (v. 162)
sheds the last accented syllable to become an eight-syllable verse (accents
on 3-6), while in the other three #roparia the verse has ten syllables with
accents on 4-8.

81

See Mitsakis, Bvlavrvy) Yuvoypagie, pp. 319-20.

82

See Mitsakis, Bvé’avm;ﬁ Tuvoypagia, pp. 320-22.
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The edition of the Canon is based on both codices (P and ) that
contain it. Their scribes are careful to indicate the colons with an admi-
rable consistency, even if with occasional errors. The points separating
the colons in the codices are used at the expense of any syntactical punc-
tuation, which was not of help to the singing of the hymns. This sys-
tem is not followed in the edition, where colons are, in principle, repro-
duced on separate lines as verses. The present practice, which is common
though not universal in editions of canons, allows for the introduction
of punctuation in order to facilitate the reading, while helping the reader
to better control the rthythmotonic rules.

In both manuscripts, enclitics are mainly used according to tradition-
al rules with the exception of the loss of the accent of the enclitic follow-
ing a properispomenon (v. 27; cf. v. s2 with app. ct.), which is usual in
hymnography. Moreover, ¢ retains its accent in all cases (with the single
exception of S alone at v. 227), without consequences for the accentual
pattern of the canon. At v. 46 god keeps its accent for the sake of both
the metre and the syntax. These peculiarities have been preserved in the
edition. The 2007 edition is mentioned in the app. cr. only when it de-
parts from its manuscript basis (P), simple orthographic corrections are

excluded.

Imperatoris Constantini Porphyrogeniti
Canon in S. Ioannem Chrysostomum

Abbreviationes in apparatibus adhibitae

P cod. Paris. gr. 1570, fols 70"—73"

S cod. Sinait. gr. 644, fols 137°-49"

Pap Papadakis, Aidio¢ Ty}, 11, pp. 126-28 (supra, n. 6)

CP Christ — Paranikas, Anthologia (supra, n. 25)

EE Eustratiades, Eipuoldytov (supra, n. 25)

Follieri Follieri, Initia hymnorum Ecclesiae Graecae (supra, n. 19)

Kawav ob 1 axpoatiyic:
Twdvvy, $podpet ppe ooy Kwvatavtivov.
Kwvotavtivov deamdrov

AT B.
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1 Kawvew] eig v mavvuyiBa praem. P, trepog xavav (sic) tob éylov S; ¢f S,
fol 130" &v 16 peyddw tomepved 2 pe adv PS Kwvotavtivov Aeomdtov ad
finem acrostichidis add. Pap 3] om. S, Totnua praem. Pap

Qo o Qg év eipw meledoag 6 Toparh

Tepwtdity yopeln Tév edoefery

cuveABodon avjuepov,

EMOUVEITW TOV TETTOV

kol godov XpuadaTopov, TO Y
5 el Bekdaang ddndag

Betov ke oo,

Qg lepéo O=od e, xal Tap” adTOD
dedopévoy Eyovta
T Kol Adery xal Oecuely
. , , _ _
10 dpaptiog, Mow TGV ToAGY
Kol GUETPWY OV KKDY
aitéd XpuodaToye.

Amd g YAdTTNg )etBerep dd TG
lepe Xpuadatope
15 TOTHpoG LeNOTeryEl
avarions, ebdpovag haods
Kol EméTIong Yuyig
HOwp cwTYpLov.

©.  Noudny Ocod oe yvwakwy Ty xabapiy
20— éx 0ol yap dvéTelhey

Dhetpdv dédg ol TaTols —,

tkeTevn TpéaTNOL Yy

auaptiog oov Yiov

Qvrodong duetpa.

hirm. 0" EE, p. 159, num. 224 Avaotdopos. ITotnua Twdvvov poveyod; cf. Fol-
lieri, V/1, pp. 166-67

4/s (yfig ... Bahdoong) v. cant. Ex. 15, 1. 4. 8. 10 et 12 9/10 cf. Mt. 18, 18; 16,
19 18v.cant. Ex. 15,2 ¢t 8. 10 21 (fAapdv dax) cf. hymnum Dég ihapdv dylog
36&ne, ed. CP, p. 40

4 009dv] oemtdv S ] T S 9 T kel Mewv] Swdbew S 17 imdtnong P 19
YWHTKW S
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udny'. Ovx éory diyrog dog o0

25

30

35

40

45

50

hirm. y” EE, p. 159, num. 224 Avactdoipos. IToinua Twdvvov poveyod; cf. Fol-

Nkl dpoiwto Xptotod
gxcxnaio Beddpov,

TV dwaTipot o TAUTYG
uwbeion- xal yap
TAOUTEY TogoUTOLG KeLAOTG
TodTYY ThéOV

6 dBdvog otk Aveyrev.

H yeip oov #vorxro Tavti
76 altolvTL Thovaiwg,

# 8¢ yYA@ooo Beddpov
éyapule Tobg ToTObG

od ¢Berpopévny Tpogrfy-
ol youp elyeg

audoTEPWY TPSVOLLY.

Dpuety) kol dppnTog 1 a7
2iytep olkovopla,

S v obtwg avéxn
mupotoBat Tolg metpaauols,
TGV EKAEKTGY G0V YUYAS,
el &dixwy

xepol mapadiSoaau.

Povide cod Tév oixTipudy
gmatdEaon kdpy,

76y Tafcy pov Ty GpAya
xatdoBeaov, xal mupde,

6 TPEdEL LoV TOV KoKV
U maow,

phoot pe Tovauwye.

lieri, IIL, p. 219

29 (mhovtem) v. cant. I Regn. 2,7 32 cf. Deut. 15,8. 11 cum Ps. 144, 16 35/36
46 (“Pavide — oixtipuév) cf. Rom. Mel,, cant. 52, 14, 1, ed.
P. Maas — C. A. Trypanis, Sancti Romani Melodi cantica: cantica genuina (Ox-
ford, 1963), p. 452: Pavido pévyy T@v o@v oixtipuav; Rom. Mel. (?), Cant. Nini-
ve, 14, 1, ed. in appendice J. Grosdidier de Matons, Romanos le mélode. Hymnes,
L Ancien Testament (I-VIII), SC, 99 (Paris, 1965), p. 424

cf. Sap. 16, 20
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25 bpolwto S 27 dwoTijpa ot sic accent. PS, dwatiipd oe Pap 30 Théwv S 42
mepotabat S 46 Povvide S 0od] sic accent. PS, cov Pap 52 pvaou pe S, pooal pe
P forsan m. gr., sed cf v. 27

o 8. Ipoxaridwy 6 mpoghTyg

‘O \byog wdoys copiag
TETAYpwévos T xol cuvérews,

55 & Plog 08 T My gov
adudwvog del,
T6) V8 T& aToty@Y Tod deaTéTov,
80ev ol Aehdv didaaicec,
xoil Bl vouBetary EmeBec.

6o  Ymwmdlwy 76 ciue,
Kol 7Y oTevy 68ebery ENSpevog,
Vot ¢ puhdTTwy Tddeaty
dforov godé,
¢ Adyw edemiBatov EBov-
65 80ev Bzodbpog yéyovas,
kol k6auy owTyplay éxaproddpnang.

«Péovrt o> NddoKWY
<> 8 8hwg udxop <mportiderdar>,
AT dvolyery Eleyeg

70 yelpa SoyiA@g,
Kol «OTE(PELY €lg TEVATWY YroTEPUG> -
olTw yap adTOV alkviov
«Beploopey» xal dvirreBpov.

"Emi Td Téharyog kdpy

75 TV OIKTIPU@Y GOV PET® T ST
néow yap tEnobévnoey
¢ pot édtelc,
Kol Tpdicetua elg dpmayue Tod (rodvTog.
BA&yov ebuevel T¢) Supatt,

80  xai BaTTov Koe@v puabrioopo.

hirm. 8" EE, p. 163, num. 229 T§ &yl kel Meydiy ITéumty. Iotmpa Koopa
uoveryot; cf. Follieri, IL, p. 355

53/54 cf. Coloss. 1,9 s5/57 cf. ex. gr. Mt. 7, 21-23; Ep. Tac. 2, 14-26 60 cf. ]
Cor. 9,27 61 cf. Mt. 7, 13—14; Lc. 13, 24; infra, v. 186 66 v. cant. Habac. 3,
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13 67/68 cf. Ps. 61, 11 cum Greg. Naz., Or. 14, 34, PG 35, col. 904B2—3 prre
mholTy péovrt mpooTiBpedo kapdia; Or. 33,7, 18—19, ed. Grégvire de Nazianze,
Discours 32-37. Introduction, texte critique et notes par C. Moreschini. Tra-
duction par P. Gallay, SC, 318 (Paris, 1985), p. 172; cf. Ioh. Chrys., In Act. Ap.,
Hom. 29, 4, PG 60, col. 219, 24-25 69/70 cf. Deut. 15, 8. 11 cum Ps. 144,
16; supra, v. 32 71/73 cf. Ioh. Chrys., In Gen., Hom. 20, 4, PG 53, col. 174,
28-31 Exyéwpev Tolvuy, Tapaxadd, T6 dmokelueva eig TG TV TEVATWY YOO TEPAS,
Kkl oTelpwiey i ETL katpde, tve elg oV Séovta keupdv Beplowpey

54 et 57 t¢] sic accent. PS, te Pap 59 dvémelfeq S 60 Ymomdlwy S 62 T&] sic ac-
cent. PS, te Pap 68 unddhwg S 71 yaotépa S 78 mpdrewe S 79 6] ue S, forsan
recte 80 Battov] Bdvatov S

o &', Tep dete péyyet oov dyadé

Tuépw Beley pdxop mAnyelg

dpéver el kaorpdiery kol Yy,

méy alofntov Eovdévaong,

kol Xplote) xoMaades palhov fydanoos,
85 Xpiotdv hehdv kol TVEWY

Kol davtaldpevo.

Metpiy Tveduatt kol Tpoel
76 Toepé XpLatod oot motevbey
mowolvey 6ale Toluviov,
90 wodwrds ok PO, AN g Exelvo, YUy
Imép abTob Tpobipwg
udxop Tidéuevos.

Metadiixwy Ty dpetiy,
Taowy O el Exxhivay

95 @dBw Kupiov Beaméae,
e0peg émuéeray Toi S Téol oov
xal iagy TQ 6VTL
UKL TG TeuaTL.

©. Elénoév pov iy épumabdi
100 Kol rhopapTpove. VoYV
mopBéve uévn Tavipvte,
kol T dtharvBpme Emioony] gov gy,
xeteL oy oy v pot
kel o0évog Eumvevaov.
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hirm. ¢” EE, p. 159, num. 224 Avaotdowog. [Toimua Twdvvov poveyod; cf. Fol-
lieri, IV, pp. 329-30

84 (Xpiote xoMacBa) cf. Ps. 72,28 89/92 cf. Ioh. 10, 11-15 94/95 cf. Prov.
15,272 95 Vv.etiam cant. Is. 26, 17 96/98 cf. Prov. 3, 8

84 xohdaBou S 89 mowaivov S 91 mpobipog S 98 cwuati gov P Pap 102 TH]
S, om. Pap

QoY otiyuo. Zoveayédy, 4M 0v xareayédy

105 XuverBdvteg
ol wi) pererddvteg
[Tvedpatt Oeod 16 TpeyHév,
Voyijg 88 palhov $8éve
@OWHoayTeg TeLpavopio,
110 100 kdTw Bpdvov
Suopevar dmwoavTo:
&M Jpdvog oe TG dvw d6Eys
avBumedétoto
Kol gy YonTi,
115 7w abtds 6 Kiprog émsféaro.

O Bwmelog,
&M owTnplog
Ayoug eEnpedéw oodé.
ob yip dvoitas ordua,
120 7vedue eilxvaeg Geow;zu’ag,
v o0 yaplrwv
TOTOUOL TPOYEOVTEG,
domep dumedov edxdyuatobooy
T éxkinaioy Xplotod
125 kel &g xpivoy avdoiy
Edeiar, xapmov {wic BhaoTdvovony.

Opdatuol cov

&l xepadify cov

uexop Twdvvy oopé,
130 al piBor oov ebdein,

70 8¢ oTdue cov Aadody copiny,

xal 7 uedéry

TR xapding aUveaty-

ToTeol OF GOV éx TTG xoLAlag
135 &vtwg eEdppevony,
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#wp T {wTiedy
TATL Tolg TaTOlG del TPOYEOVTES.

©. Nuvtropévny
Kol TITPWTKOUEVYY

140 Béker Ty Yoy pov Setvgp
mopBevourtop kdpy,
70D Sry@vTog dvelely exBpol e,
Kol THY THAY Hov
xofehetv omovddlovtog,

145  mpoxatdhefe avTi) kol ploal,
xol T& SuolaTe
TpaduoLTe, LUAKT
x8py embéael cov Bepdmevoov.

hirm. ¢" EE, p. 164, num. 231 T§ éyle xoat Meydho ZafBdre. oimpa Kooua
uoveryod; cf. Follieri, ITL, p. 583

111 (4mdoavto) v. cant. Ion. 2, 5 112 cf. ex. gr. I Regn. 2, 8; Mt. 19,28 114/15
cf. Hebr. 8,2 119/20 (dvoifag — elhivong) cf. Ps. 118, 131 120 (Tvedpa ...
Beoooding) cf. Eph. 1,17 122 (motapol) v. cant. Ion. 2,4 123 et 126 cf. Ioh. 15,
1-2.4-5 125cf. Is.35,1; Os. 14, 6; Sir. 39, 14 127/29 cf. Eccl. 2, 14 T00 godod
ol 8Bahypol adTod &v kedadfj adTol 130 cf. ex. gr. Is. 40, 3; Mt. 3, 3; Mc. 1, 3; Le.
3,4; Ps.26, 11 131/33 cf. Ps. 48,4 134/36 cf. Ioh. 7,38

108] $86vw O uadhov Yvyiic P (contra metrum), $Bévw 88 puadiov Yoyiy Pap
111 &mwoavto) enbnoay S; of app. font. ad versum 112 ot Pap 114 i
votii P 145 a0t} §

Qo { . Oi waideg év Bafvddim

Kdpog otk 2ot xtpdinig

150 v A00Vi] TV pYudTwy gov
Twdvvn codé,
Belov oTépa
xetl Y pLoody kel moAidBoyyov-
g &V Tpudf] yop péALTog

155 ol SuholvTeg katevdpaivovTal.

Q¢ xripvco petavoing,

ol wralouaow éveyduevol,
mpds Oeby ot Beppdv
Twdvwn
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160 mpeoPevtiy TpoPaliduede,
xatodhorypy attoluevol
Kol TTUUTUATWY TUYYWPNTLY.

Néog Ti¢ ITabhog &ely Oy,

xowiy Tob kéopov TpopriBetoy
165 tuBalov oeavtéy,

Kol g UNTNe

&l Tévolg PLASGTOPYOG

T oy xepdioy date

Kovais dpovTio exTupoduevog.

170 ©. Zdpo kol Tvedpe puTwong
Spuatis &rémolg kol Tpdéeat
— mopelhlaoa yip
en’ gAdyorg
#0ovals &V eddAwTtog —,
175 ood Tig Tavdyvou Séopat
Tiig O1& 5od Tuyely kebdpoews.

hirm. {” EE, p. 163, num. 229 T7 dyle kel Meyddy [Téunty. Topa Koopa
uovaryot; cf. Follieri, II, p. 60

156 cf. Lc. 24, 47 169 (émwpoéysvog) v. Dan. 3, speciatim 8-25. 46—50. 88

149 litteram initialem E habet S a.corr. xapdlagS 163 Ti¢] scripsi, Tls PS, Tic Pap
165 geavTéy] ot avt® S 168] xapdiay gov ypuadotope S 169 kwalc S $povriot

Pap
Qudn . Nduwy matpgwv of paxapiorol

Trg éxxhnolog mpolotdyevog,
Kol TV Yuy@v &ypdmvwe T Emuéletory
RICOTATUVTTOV TOLODUEVOG,

180 g oxomde Tebeuévog,
TOlg MEMTWKAETL
elpar BonBelog mapeiyeg,
Tolg £0TAOY ATdAAEILY
700 i) meoel é6{Sovg,

185 «Tov Kdpiov duveire» S18darcwv,
«xal DmEpvyoiTe
<Elg TOVTOG TOVS UDVAS> >

241



THEODORA ANTONOPOULOU

Amodinéon Thony EoTEvaog
«drhapyvplag véoov» ypuatolg Myols gov,
190 Tod Xplotod Setkvig exmimTovTag
ToVG YPUTG KOMWUEVOUS,
«TNV 8¢ Tevio,
Tfig dthocodlog unTépa>,
XWPNTNV @G ATEPLTTOV
195 Tiig lwiig Teis eloddotc-
orevy) yap cwtnplag % 7oy,
ol Bralouévay
Xpiotod 7 fasidéia.

Nedédn adbng Spéoov atdlovan
200 Tolg apaptiog kavowvt EnpavBeiot dervag
el AofBelv Sry@oty dote
cwtnplag edmido
Tijg LeTavolcg
maot yep dujvottag Bpory,
205 AmOYVHTEWS el OF
Y Kot ely TATwY,
«Tov Kdprov» 818dakwv «duveire
xad DepyYoiTe
<&lg TAVTOG TOVS lwvag> >

210 ©. THg oixovuévyg 70 cwr7ipLov
¢x ool G)zom)ﬁ‘rop TATLY éﬂ'élocy\l/s,
¢ TexévTL Adyog oivBpovog
duaptwlods xadéoar
TobToV attolon

215 TEvOyve — kol Yop ol unTpriol
ko) eappﬁv Vool vépouat —,
oM@V YPEGY e ADTOV,

«Tbv Kdprov duveire> 018doxwv,
< «xal DmEpvyoiTe

220  gl¢ TAVTOG TOVE lvag>>.

hirm. n" EE, p. 163, num. 229 T7 dyle el Meyddy Téumty. [otqua Kooua
uoverxod; cf. Follieri, IT, p. 528

185/87 cf. cant. Dan. 3, s7-88 189/90 cf. Ioh. Chrys., ex. gr. In Mt. hom. 8o,
4,PG 58, col. 730, 34-35; 3, col. 728, 13-14 192/93 cf. Ioh. Chrys., Expos. in
Psalmum IV, 11, PG 55, col. 57, 41-42 # 0% mevie drhocodiog ¢l witnp 196
cf. Mt. 7, 13—14; Lc. 13, 24 cum app. cr.; supra, v. 61 197/98 cf. Lc. 16,16 199
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(8péoov) v. Dan. 3, 50 207/09 supra, vv. 185/87 210 cf.ex. gr. Lc. 2, 30; 3, 6
213 cf. Mt. 9, 135 Mc. 2, 17; Le. s, 32 218/20 supra, vv. 185/87. 207/09

184 £0(0wg S a.corr. 185 dddorwy] kpavydlwy S 188 Anwdidtar S a.corr 194
xopnTiy] kol praem. P 197 Pewlopévav S 200 Tolg] Tig S 207 Siddokwy
duveite] dpvijte kpoavydlwv S 208 post xal fin. S 216 véuov S 218 post Huveite
fin. P diddaxwv] scripsi (pro didaoxovan, m. gr.), xpavyd(lwv) S; of supra, vv.
185,207 post xpavyd(lwv) fin. S

oW 8. Awopel wion yAiooe

I8¢ty éxelvo

v keTnEredng T kdMog,

0D kol TG KOTUY

ETL TeplLoyy €8¢y 0v éTep TiG ATV,
225 kel THg 18oviis Paddpevos

¢ Oelw kévtpo,

ToDTO YAvkeia elyeg Tpodmy T& kel {wijy-

obTep

kol petooyely ouls TpeaBelag
230 g dlwoov.

«Nipddeg» 8hat

<TEPATUGY>» GOl pdxap triiboy,

Kl kortexpiBng,

00 i) 0¢ artdg dvtdéiog 6 xdauog, Egoplary
235 — 8VaypnoTos yap v 6 Sletog

Tolg avopoday —

GG o VDV 1] Bvw uTpéToMs Godt

dépeL,

Tobg TPog a&loy T@V Tévwy
240 wobode kapmobuevov.

‘O 6etog [Madhog

gyeL o Tavdy guvokodvTa,

TPOG &V AUETPE

diktpw T Yy Sieberatbne — &l kol «mAazeiny>
245 elyeq <7y xapdiav> ote,

<G Spwe> TadTNY

gotevoywpel Blonog wéBog ko Bepude —

bvmep

coumpeaPBevtny Eywv udxap,
250 U@y uynubveve.
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©.  NopoBeoing
mdong duerjooyvto Oelog,
Kol poyBnpleutg
8hov EuavTdy Gg TapaddvTa i) Tapidyg
255 god yap Tig ueyloTyg mhveryve
KOLTOL TOTUUTYG
GuoapTIaY Suvdpuewng déopat potig.
Zmedoov
el TpokatdAaBe udvy
260 xbouov Borbeto.

hirm. 8 CP, p. 172 Ei¢ t& Oeoddvew. <IToinua Koopd povayod>; cf. Follieri, I,
p- 159

231/32 cf. Ioh. Chrys., ex. gr. In Mt. hom. 33, 7, PG 57, col. 396, 48—49; In
ep. ad Rom. hom. 31, 2, PG 60, col. 669, 45-46 234 cf. Hebr. 11,38 244/47
cf. Ioh. Chrys., In ep. ad Rom. hom. 32, 3, PG 60, col. 679, s2—58 Alty obtw
mhoteln 1 kepdiot Ay, dg kol wéhelg SroxMipoug déyeaBon el SYuovs kel E8v. H
xapdie yép wov, dnat, wemhdrvvrar (I Cor. 6, 11). AN 8uwg Ty obTe mhateiay
cuvéoye Tolhdiis kol EOAYev 1 edplvovon ety dydmn- Ex yip wolis Sipews,
dnat, xat qvvoyiic xapding éypaye duiv redyy (11 Cor. 2, 4) 244/45 cf. II Cor.
6,11

224 whtep| om. P 227 tpodiy T S 232 pdxap] mdtep S 234 adTdC] an m. gr
delendum? 235 Sdoypuotog... v S 237 &M ot S 244 diebexadBeg P &l om.
S 245 ] yap P 249 pdxap] mitep S 253 poyBoplong S

Abstract

Constantine VII Porphyrogenitus is an illustrious name in the
short yet notable tradition of Greek hymnography produced by
Byzantine emperors. The present study examines the case of three
canons, which may be attributed to him. The first two concern
St John Chrysostom and the third St Demetrios. Followinga brief
presentation of the manuscript tradition of each of the canons,
several issues related to them are discussed, with a focus on the
problem of their authorship and the framework of their composi-
tion. Subsequently, the first canon, whose authenticity emerges
as certain, is dealt with in more detail and is edited critically for
the first time on the basis of the two manuscripts that contain it.
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DIMITRIOS SKREKAS

Translations and Paraphrases of Liturgical Poetry
in Late Byzantine Thessalonica*

In this paper, I will discuss the production of metrical translations and
verse paraphrases of liturgical poetry in Late Byzantine Thessalonica.
[ will focus, in particular, on the text of two groups of such paraphrases
of the eight Doxastika Theotokia of the Aposticha chanted towards the
end of Saturday Vespers.' These are hymns traditionally ascribed to John
the monk, who in all probability is to be identified with John of Damas-
cus.” The poet addresses the Virgin Mary and praises her for her seedless
birth, according to the teaching of the Orthodox Church.

*

I wish to express my gratitude to Professors E. M. Jeffreys, M. D. Lauxtermann,
A. Giannouli, I. Pérez Martin, as well as S. Antonopoulos, D. Conomos and D. Stra-
tegopoulos for their useful comments and support.

' These cight Theotokia, each of which was assigned for the appointed musical
mode of the week, are to be found in the book of the Oktoechos or Parakletike on Sat-
urday Vespers, the service during which they are typically chanted. According to the
Orthodox Christian calendar of the Byzantine Rite, this sequence begins on the first
Saturday after the Sunday of All Saints. For their text, which is scattered in the cight
modes, see [apaxdytiny, fror Oxtdyyos 3 Meydly (Rome: 1885), p.4; pp. 101-02;
p- 1875 p. 2745 p. 3643 p. 452; p. 535, and p. 618.

2 Yet, as is the case with hymns attributed to John the monk, their authorship is
far from certain. The obvious reason is that the name John’ is very common and certain
works by John the monk’ attributed to John of Damascus are probably not his. The ini-
tial letter of each Theotokion forms an acrostic, which however points to John the monk:
Todvvov a. The letter ‘o’ either preceding or following a name was a common Byzantine
abbreviation for povayot. K. Mamoukas (ninenteenth century) was the first to notice the
existence of the acrostic in the Theotokia, and he used it in support of the Damascene
authorship. On this, see K. Sathas, Tozopixdy dosxiuuov mepi 7od Seditpov xal Tijs povarxss taw
Bolevrviy (Venice: Tomoig tod Dofvicog, 1878), p. pm’; this has been repeated after him
clsewhere; see e.g. G. Papadopoulos, vufoda: eis ti ioropiav i wap’ fuiv Gocdyoiactixgs
wovarxis (Athens, Tumoypadeiov Kovoovhivov kot ABavaaiddov, 1890), p. 197; P. Gritsanis,
Zrryovpyna) T xad Huds vewrépas Eixi; monjoews xel dyvnimapdSeois Ty oThwy TalTHE
PO ToVG TTG dpyes UETE TYETITS TPOTHs TEp! ToD pYduoD T Tuvoypaplas TR fueTipas
i dxdyoing (Alexandria: Tumoypadeiov tod « TAXYAPOMOTY» L. Tyviov, 1891),
p- 1555 P.Trempelas, Exdoyy éyvirsic dpdodébov duvoypaging (Athens: Zwtip, 1978),
p- 289. Mamoukas’ interpretation is corroborated by Byzantine manuscripts. Par. gr. 263
(fourteenth century), fol. 139" reads: év 8% Tolg @zotoxlolg # dxcpoatiyis Twdvvov (uov)
ax(ot). Cf. also Sophronios Eustratiades, “O éy1o6 Twdvvng 6 Acpacroqvds kol o momtiics
avTod Epya, Néw Zisdv, 25 (1933), 11-25 (p. 21). On the identity of John the monk see
Wilhelm Weyh, ‘Die Akrostichis in der byzantinischen Kanonesdichtung), Byzantinische

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 245-282
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115590
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These eight Theotokia evidently attracted the interest of a group of
scholars in Late Byzantium in Thessalonica, so that they translated and
paraphrased the hymns into iambic twelve-syllable verse. This interest and
translation activity was probably instigated on the basis of these hymns’
perceived utility for educational purposes.? We can easily infer, also, that

Zeitschriff, 17 (1908), 1-68 (pp. 46 ff.); Wolfgang Hérmann, ‘Das Supplement der grie-
chischen Handschriften der Bayerischen Staatsbibliothek’, in XAAIKEY, Festgabe fiir die
Teilnehmer am XI. Internationalen Byzantinistenkongref§ Miinchen, 15.—20. September
1958 (Munich: Dr EP. Datterer & Cie, Freising, 1958), pp. s2—55; E. Wellesz, 4 History
of Byzantine Music and Hymnography (Oxford: Clarendon Press, 1961), p. 237; Stephen
Winkley, “The Canons of John of Damascus to the Theotokos” (unpublished D Phil thesis,
University of Oxford, 1973), pp. 1.10, 1.11; Theodora Antonopoulou, ‘A Kanon on Saint
Nicholas by Manuel Philes, Revue des Etudes Byzantines, 62 (2004), 197-213 (p. 199, esp.
footnote 9); Alexander Lingas, Johannes Damascenos, in Die Musik in Geschichte und
Gegenwart, ed. by Ludwig Fischer, 26 vols (Kassel: London: Birenreiter: Stuttgart: Met-
zler, 1994-2008), IX (2003), cols 1086-1088. Indeed, it is extremely difficult to recognise
whether there is a distinction between Damascenus and all other Johns; John the monk;,
‘John the humble monk;, John Mauropous’ (John of Euchaita), John Arklas, John Thek-
aras, John the Zhytes. For John of Damascus as hymnographer, see W. Christ and M. Para-
nikas (eds), Anthologia Graeca Carminum Christianorum (Leipzig: Teubner, 1871),
pp- XLIV-XLVII; K. Krumbacher, Geschichte der byzantinischen Litteratur von Justin-
ian bis zum Ende des Ostromischen Reiches (527-1453), vol. 2, translated into Greek by
G. Sotiriadis (Athens, Ttmow I'T. A. ZaxeMaplov, 1900), pp. 55862 (I am using the Greek
translation here, and not the German original, for providing a fuller bibliography on John
of Damascus); Casimir Emerau, ‘Hymnographi Byzantini quorum nominain litteras diges-
sit notulisque adornavit, Echos d’Orient, 22 (1923), pp. 436—37; idem ‘Hymnographi Byz-
antini’ Echos d'Orient, 23 (1924), pp. 19697, Sophronios Eustratiades, “O éyiog Todyvg
6 Aapaaiqvds kol T& mowmTikd evTod dpyer, Nézw X1, 2.6 (193 1), pp. 385—401; J. Nasralach
Saint Jean de Damas: Son époque — sa vie — son oeuvre, Les souvenirs chrétiens de Damas, 2
(Harissa: Saint Paul, 1950), pp. 152—54; N. Tomadakis, H Bvlavrivi} duvoypagio xeal ol
Hrou sloarywys) eis Ty Bulavrivipy pilodoyiav, vol. 2 (Athens: & Tob Tumoypadeiov Adehddy
Muptidn, 1965), pp. 212—16, Trempelas, Exloys, pp. 287-310; J. Szovértly, A Guide to
Byzantine Hymnography: A classified Bibliography of Texts and Studies, vol. » (Brookline,
Mass and Leiden: Classical Folia, 1979), pp. 10—14; T. Detorakis, Bolavrivy Spnoxcvring)
molyay xed uvoypagia, 2™ ed. with additions (Herakleio, 1997), pp. 79-82, T. Detorakis,
Bolovrviy Adoyoreyvie B’ (Herakleio, 2003), pp. 311 ff; A. Kazhdan, A4 History of Byzan-
tine Literature (650-850) (Athens: EGvucé Tpvpa Epeuvesv, 1999), pp. 87—-90; P. Chrestou,
ENypireyy Hezpodoyin, Téuog E', Tpwrofvlavrivy mweplodog ¢ el 3 aiveg, second ed. (Thes-
salonica: Kupopdvog, 2006), pp. 659-63, and pp. 711-17; Theocharis Detorakis, ‘Dogma
e Lingua negli Inni Dogmatici di Giovanni di Damasco, in Giovanni di Damasco un padre
al sorgere dell'Islam, Atti del XIII Convegno ecumenico internazionale di spiritualita ortodos-
sa sezione bizantina, Bose, 11-13 settembre 2005, QiQajon, ed. by Bernard Flusin, Sidney H.
Griffith et al. (Communita di Bose, 2006), pp. 257-76; D. Conomos, St S. Freyshov and
editors, John Damascene’ The Canterbury Dictionary of Hymnology. Canterbury Press.
Web. 18 Feb. 2016. <http://www.hymnology.co.uk/j/john-damascene.

3 For an accurate presentation of the metaphrasis in general within Christian con-

texts, see Mary Whitby, ‘Rhetorical Questions, in A Companion to Byzantium, ed. by Liz
James (Oxford, Sussex: Willey-Blackwell, 2007), pp. 239—50, esp. pp. 248—49. Sometimes
metrical paraphrases of miracles and generally hagiographical texts occur, cf. Stephanos
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the paraphrasis was an intra-language poetic translation. As I will demon-
strate below, the resulting text stands on its own rather as an independent
piece of poetry, and not necessarily as a mere paraphrasis of the original.

At first glance, we can see that the manuscript tradition of those
paraphrases is not unanimous, transmitting the texts anonymously (for
the most part), or attributing the first group to ‘the great Pediasimos,
or the second group to the less known Demetrios Staphidakes—albeit
not without contamination and/or variations. The nature of the manu-
scripts under discussion points to their function as school textbooks,
since the paraphrases are always accompanied by interlinear glosses and
epimerisms.* Furthermore, MS EBE 2047 transmits the text of another
paraphrasis, penned by Symeon, Archbishop of Thessalonica. There, it
is accompanied by rubrics and instructions for performance in Church,
and its character shifts to liturgical usage. Our material indicates that in
the region of Macedonia there was a continuous interest in translating
the texts of these eight Theotokia, which originated in Thessalonica and
lasted for at least two centuries. S

Efthymiadis, ‘Greek Byzantine Hagiography in Verse), in The Ashgate Research Companion

to Byzantine Hagiography: Volume II: Genres and Contexts, ed. by Stephanos Efthymiadis

(Farnham: Ashgate, 2014), pp. 161~79, esp. pp. 170—71; For translations and paraphrases of
historiographical texts (such as Anna Komnene, Niketas Choniates), see John Davis, “Anna

Komnene and Niketas Choniates “Translated’: The Fourteenth-Century Byzantine Meta-

phrases” in History as Literature in Byzantium: Papers from the Fortieth Spring Symposium of
Byzantine Studies, University of Birmingham, April 2007, ed. by Ruth Macrides (Aldershot:

Ashgate, 2010), pp. 55-70; and idem, “The History Metaphrased: Changing Readership in

the Fourteenth Century’ in Niketas Choniates A Historian and a Writer, ed. by Alicia Simp-

son and Stephanos Efthymiadis (Geveva: La Pomme d’Or, 2009), pp. 145—63. A compara-

tive study of the paraphrastic phenomenon in Byzantium within the known literary genres

(such as hagiography, historiography, hymnography, theology, philosophy) is always wel-

come, and will offer us new insights into the texts under discussion. On this, see ‘Metaphra-

sis’ in M. D. Lauxtermann, Byzantine Poetry. Texts and Contexts, vol. II (Vienna: Verlag der
Osterreichischen Akademie der Wissenschaften, 2019), Pp- 225—46. L am extremely grate-

ful to M. D. Lauxtermann for making available to me this chapter before its publication.

* On the textbook character of the paraphrases in question, see Paul Canart, ‘Pour
un répertoire des anthologies scolaires commentées de la période des Paléologues) in The
Legacy of Bernard de Montfaucon: Three Hundred Years of Studies on Greek Handwrit-
ing. Proceedings of the Seventh International Colloguium of Greck Palacography, Madyid/
Salamanca, 15-20 September 2008, Bibliologia, 31A, ed. by Anténio Bravo Garcia, In-
maculada Pérez Martin, Juan Signes Codoner (Turnhout: Brepols, 2010), p. 462. Canart
singled out eight manuscripts with Pediasimos’ text, without giving more details. See also
Demosthenis Strategopoulos, ‘H mapovaia vuvoypadikay keyévmy oTig oyxedoypadikég
ouNoytg: N meplmTwoy Tou kdika Lesbiacus Leimonos 91, Byzantina, 33 (2013-2014),
75-87 (pp. 80-81).

> 'The interest in the Theotokia went on even after the fall of Constantinople.
Cf. an anonymous prose paraphrasis of the stichera of the Saturday Vespers in Mode I,
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The Byzantine Educational System and Hymnography
(An Overview)

The curriculum at the secondary educational level comprised a combina-
tion of the #rivium of grammar, rhetoric, and philosophy, and the guad-
rivium of mathematics, music, geometry, and astronomy.® However, in
the middle Byzantine period, in addition to Homer, ancient Greek trag-
edies, comedies, and texts of ancient historians and philosophers taught
in schools, great emphasis was also placed on the study of ecclesiasti-
cal texts.” The poems of Gregory of Nazianzus were given a prominent
place,® but other poetry, including ecclesiastical hymns, was studied too.
The asmatic canons® were taught in schools especially during the Kom-
nenian period and they even retained their place in the curriculum un-
der the Ottoman Empire.

These hymn-texts were regarded as appropriate lexical and rhetorical
models for education of students in the Byzantine world. The combina-
tion of complex language and the theology expressed in these hymns

entitled Iapdppaci; rav Eoneprviy Xriyypiv tod Ipsrov Hyov éxtedeion mape 7jj Tepd tév
D Evvawpidr. Ev tif Sadyrdry (Venice, 1643). The Theotokion is paraphrased on pp.
¥ —te’.

¢ Athanasios Markopoulos, ‘Education’ in Zhe Oxford Handbook of Byzantine
Studies, ed. by Elizabeth M. Jeffreys, John Haldon and Robin Cormack (Oxford: Ox-
ford University Press, 2008), pp. 78889, and idem, “Teachers and Textbooks in Byzan-
tium Ninth to Eleventh Centuries’ in Networks of Learning. Perspectives on Scholars in
Byzantine East and Latin West, c. 1000—1200, ed. by Sita Steckel, Niels Gaul and Michael
Griinbart (Miinster, Ziirich and Berlin: Lit Verlag, 2014), pp. 3-15.

7 Cf.S. Papaioannou, Michael Psellos: Rhetoric and Authorship in Byzantium
(Cambridge and New York: Cambridge University Press, 2013), pp. 56-63 (especially
on the Sermons of Gregory of Nazianzus). See also F. Nousia, Byzantine Textbooks of the
Palaiologan Period, Studi e Testi, sos (Vatican, 2016).

8 See C. Simelidis, Selected Poems of Gregory of Nazianzus (Gottingen: Vanden-

hoeck & Ruprecht, 2009), pp. 75-79.

?  The canon is a hymnodic complex that was introduced into the Morning Office

(OpBpog) of the Orthodox Church around the end of the seventh century. It originated
in the monastic environments of the East where it gradually replaced the kontakion, a
metrical sung sermon used in the urban rites of the great city churches. The canon is
called asmatic in order to differentiate it from the term canon/kanon referring to Canon
Law.

1 See Photios Demetracopoulos, “The Exegeses of the Canons in the Twelfth

Century as School Texts, dirrvya, 1(1979), pp. 143—57. Several Mathemataria exist
which contain asmatic canons with various epimerisms and paraphrases. On this, see
A. Skarveli-Nikolopoulou, 72 MaSyuardpie vév ENyvixiv Zyodeiwy tis Tovpxoxperias.
Aidaosdusve xelueva, oyolixd mpoypduuate, ddaxtixés uédodor. Xuufoly) oriy icropin T
veoepviaii woudelog, (Athens: Z6oyog pde iddoaty weipwy PipMwy, 1994), 21-3 1.
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triggered a considerable amount of interpretative work, undertaken to
differing degrees over the centuries. Compiled during the Byzantine
and post-Byzantine periods, these works range from special lexica'* and
paraphrases'* to detailed commentaries.”* Some of the most important
of such commentators include John Zonaras,* Gregory Pardos, Bishop
of Corinth,” Theodore Prodromos,'¢ Eustathios of Thessalonica'” and
an anonymous author who until recently has been associated with Mark

" Cf. Luigi de Stefani, ‘Il Lessico ai Canoni giambici di Giovanni Damasceno sec-

ondo un ms. Romano, Byzantinische Zeitschrift, 21 (1912), pp. 431-35.

12 See Fausto Montana, ‘Dal glossario all'esegesi. Lapparato ermeneutico al canone

pentecostale attribuito a Giovanni Damasceno nel ms. Ottob. Gr. 248, Studi Classici e
Orientali, 42 (1992), 147—64 for a glossary and an anonymous paraphrasis of the iambic
canon on Pentecost attributed to John of Damascus from Ottob. Gr. 248; and idem “Tre
parafrasi anonime byzantine del canone giambico pentecostale attribuito a Giovanni
Damasceno, Koinonia, 17 (1993), 61—79 for three anonymous paraphrases of the same
canon.
13

See A. Kominis, Ipyydpios Ildpdos, Mytpomoritys KopivSov xai 76 épyov adtoi
(Rome-Athens: Istituto di Studi Bizantini ¢ Neoellenici, 1960), pp. 100-23, for a de-
tailed list and description of commentaries on various hymnographical texts. See also
Demetracopoulos, “The Exegeses, 143—57, E. Montana ‘I canoni giambici di Giovanni
Damasceno per le feste di Natale, Teofania e Pentecoste nelle esegesi di Gregorio di
Corinto, Koinonia, 13/1 (1989), 31-49, Gregorio di Corinto, Esegesi al Canone Giam-
bico per la Pentecoste Attribuito a Giovanni Damasceno, ed. by Fausto Montana, (Pisa:
Giardini Editori e Stampatori in Pisa, 1995), pp. L-LV, and A. Giannouli, Die beiden
byzantinischen Kommentare zum Grofsen Kanon des Andreas von Kreta, Wiener Byz-
antinistische Studien, 26 (Vienna: Verlag der Osterreichischen Akademie der Wissen-
schaften, 2007), pp. 14—24, and Eustathii Thessalonicensis exegesis in canonem iambicum
pentecostalem recensuerunt indicibusque instruxerunt, Supplementa Byzantina, Texte und
Untersuchungen, 10, ed. by Paolo Cesaretti and Silvia Ronchey (Berlin, Munich and
Boston: Walter de Gruyter, 2014), pp. 48*~72*.

4 E. Kaltsogianni, 70 ayiodoyixd xau ouidyrixd épyo tov Indvvy Zavapd. Ewgeywyixs)

ueréty — Kpuruf éxdooy (Thessalonica: Kévtpo Bulavtvev Epevve, 2013), pp. 35-38.

15

Gregorio di Corinto, ed. by Montana.

16 There is uncertainty regarding Theodore Prodromos’s identification (see e.g. Ox-

ford Dictionary of Byzantium). On Theodore’s commentaries, see Theodoros Prodromos,
historische Gedichte, ed. by Wolfram Hérandner (Vienna: Verlag der Osterreichischen
Akademie der Wissenschaften, 1974), pp. 44—45. A very poor edition, based only on
one manuscript (the Roman Angelicus B. 5.11), was begun in 1888 by Stevenson and
Pitra, but never completed: Theodori Prodromi Commentarios in Carmina Sacra Melo-
dorum Cosmae Hierosolymitani et Ioannis Damasceni, ed. by Henry Stevenson (Rome:
Ex Bibliotheca Vaticana, 1888).

7 Long available only in Angelo Mai’s edition in Spicilegium Romanum V, 161-
338 (reprinted in PG 136. s01-754), based on a single manuscript, Vat. Gr. 1409 (thir-
teenth-fourteenth century), it can now be read in: Eustathii Thessalonicensis exegesis in
canonem iambicum, ed. by Cesaretti and Ronchey.
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Fugenikos.*® Quite often interlinear glosses and/or epimerisms accom-
g g

pany various —mainly anonymous — paraphrases. These types of texts
hint strongly at the schoolroom since epimerisms appear to be an in-
structional element in the Byzantine teaching tradition. In an epimer-
ism, almost all the words of a given text are analyzed both grammatically
and syntactically.

Returning to the verse paraphrases, it is worth pointing out that
Byzantine authors produced translations of other hymns into Byzantine
iambic twelve-syllable verse. These include Michael Psellos’s Paraphrasis
on the Canon of Holy Thursday by Cosmas the Melodist,* the various
Schede of Manuel Moschopoulos,** and the still unpublished schede
with troparia from various canons from the Holy Week penned by Ioan-
nikios the monk.** John Geometres produced a translation of the Nine

18

On this, see Dimitrios Skrekas, ‘Late Byzantine School Teaching through the
Iambic Canons and their Paraphrase’, in Reading in the Byzantine Empire and Be-
yond, ed. by Teresa Shawcross and Ida Toth, (Cambridge: Cambridge University Press,
2018), pp. 377-94.

Y For the Epimerismi Homerici and their history, see A.R. Dyck, Epimerismi
Homerici (Berlin: Walter de Gruyter, 1983), pp. 3-16. For a general introduction, see
E. Dickey, Ancient Greek Scholarship, A Guide to Finding, Reading, and Understanding
Scholia, Commentaries, Lexica, and Grammatical Treatises, from Their Beginnings to the
Byzantine Period (Oxford: Oxford University Press, 2007), pp. 27-28; Rodi Genakou-
Borovilou, ‘Of émiuspionoi xare: oroyeiov Ipagixd: Tapotnpiicels ot Soud) kel ooV TpéTO
o0vBeatig Tovg, Byzantina, 28 (2008), 21-50; Antonia Giannouli, ‘Education and Liter-
ary Language in Byzantium’ in The Language of the Byzantine Learned Literature, ed. by
Martin Hinterberger (Turnhout: Brepols, 2014), pp. 61-62, esp. fn. 46; and Daria D.
Resh, “Toward a Byzantine Definition of Metaphrasis, Greck, Roman and Byzantine
Studies, 55 (2015), 754—87.

2

Triantafyllitsa Maniati-Kokkini, “Avéxdoto #pyo to0 Muyanh Yelhot: H
mapadpacn Tob kavdve oty Meyddn TTéumtn Kooua tod Mdiovpd, Aézruye, 1(1979),
194-238; Michaelis Pselli poemata, ed. by Leendert Gerrit Westerink (Stuttgart: Teub-
ner, 1992), pp. 286-94; see Iter Psellianum, Subsidia Mediaevalia 26, ed. by Paul Moore
(Toronto: Pontifical Institute of Mediaeval Studies, 2005), p. 1076. A reading of the
Byzantine Paraphrasis as a ‘philosophical statement’ is presented in Frederick Lauritzen,
‘Paraphrasis as Interpretation. Psellos and a Canon of Cosmas the Melodist (Poem 24
Westerink)), Byzantina, 33 (2014), 61-74.

2 Manuelis Moschopuli de ratione examinandae orationis libellus. Ex Bibliotheca

Regia. Lutetiae, ex officina Roberti Stephani typographi Regii. M. D. XLV. Cum Privi-
legio Regis. John ]J. Keaney, ‘Moschopulea, Byzantinische Zeitschriff, 64 (1971), 303-13;
Carlo Gallavotti, ‘Nota sulla schedografia di Moscopulo e suoi precedenti fino a Teodoro
Prodromo), Bollettino dei classici, serie I1I, 4 (1983) 3—35.

22

See Ioannes Polemis, ‘TIpofMjuara tig Bvlavrwvie Zyedoypadiag’, EMyvixd, 45
(1995), 277-302; Ioannes Vassis, “Tav véwy dpthordywy maaiopate. H culloyy oxedav
70D kwdike Vaticanus Palatinus gr. 92, EMywixd, 52 (2002), 37-68; and Ilias Nesseris, ‘H
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Biblical Odes (canticles),** which was further paraphrased,* and Ma-
nuel Philes translated the twenty-four Oikoi of the Akathist Hymn to
the Mother of God.** It is within this long tradition of verse translations,
that we shall place the iambic paraphrases of the the eight Doxastika
Theotokia of the Aposticha of the Oktoechos.

The Manuscript Tradition

The following is a description of thirteen codices which transmit the
text of our paraphrases. They range between fourteenth and eighteenth
centuries.

i) B Bibl. Branc. IV A s (Mioni 121), fourteenth century;
225 X 150 mm; fols 246; paper.*® The codex contains various
school texts, such as Manuel Moschopoulos’ Schedography,
Agapetos the deacon’s Ekthesis, Libanius the Sophist, John
Pediasimos, Theodore Prodromos, and Homer’s Batracho-
myomachia. On fols 197'-201" we find the paraphrase of the
Theotokia under the title ‘Gpyn i T@v Beotoxiwv Tpomapioy
(omitted in Mioni, I, 218) éml 1o Zupetpov petamovjoewg. It is
not stated explicitly who the author of the paraphrasis is, but
the text is in close proximity with works by Pediasimos, for a

Lwdein oty Kwvoravrivodmody xerd tov 120 awdve’ vol. 2 (unpublished doctoral thesis,
University of Ioannina, 2014), 256—63.

» See Marc De Groote, ‘Der byzantinische Zwolfsilber in Joannes Geometres’

Metaphrase der Oden) Byzantinische Zeitschrift, 96 (2003), 73—8; idem, Joannes Ge-
ometres’ Metaphrasis of the Odes: Critical Edition, Greck, Roman and Byzantine
Studies, 44 (2004), 375—410; idem, ‘Joannes Geometres Kyriotes and His Metaphrasis
Odarum’ in Frances Young, Mark Edwards, and Paul Parvis (eds), Studia Patristica, 42,
(2006), 297-304. See also Marc D. Lauxtermann, ‘Byzantine Didactic Poetry and the
Question of Poeticality) in «Doux reméde ...»: poésie et poétique 4 Byzance, ed. by Paolo
Odorico, Panagiotes A. Agapitos and Martin Hinterberger (Paris: de Boccard 2009),
37-46, esp. pp. 43—45 for an attractive reading of Geometres’ Metaphrasis of the first
verses of Ode 1.

#  Marc de Groote, “The Paraphrasis of Joannes Geometres’ Metaphrasis of the

Odes; Greek, Roman and Byzantine Studies, 43 (2002~2003), 267-304.
25

Manuelis Philae Carmina, 2 vols, ed. by Emmanuel C. Miller (Paris 1855-
1857), 1L, pp. 317-33. The Akathist inspired also poems in vernacular Greek, see Karolos
Mitsakes, “Evog Maixds xpyricés Axdbiotog tov IE” awdive’, Byzantina, 1 (1967), 25-31.

% Sce E.Mioni, Catalogo di manoscritti greci esistenti nelle biblioteche italiane,

2 vols (Rome: Istituto Poligrafico dello Stato Liberia dello Stato, 1964-65), L, pp. 215~
18, esp. p. 218.
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few folios later we read: fol. 208": Tob codwTdTov Kol AoyLwTdTOV
(not eddoyiwtdrov, Mioni, I, 218) dmdTov @V dthosddwy kvpod
Twdvvov To0 ITedwaipov; fol. 228" Tod Bovkyaping yaprodidaxog
[186ov (not wébog, Mioni, I, 218).

ii) Wa Vindobonensis Theol. gr. 203, mid fourteenth century;
220/224 X 140/148 mm; fols 3 17; paper.

Miscellaneous works by various authors, such as Isidore the Pe-
lousiotes, Eustathios of Thessalonica, Gregory of Bulgaria,
Gregory Chioniades, Mark Eugenikos, Basil of Caesarea, Greg-
ory of Nazianzus, and a number of anonymous texts. The para-
phrasis of the Theotokia with epimerisms is given anonymously
on fols 80"—95": Xriyot mpogéuotot pet” émpueptapay T@V 1’ fixwy
TV VoTdTwy dniovétt Beotokiwy.*” Lambeck erroneously as-
cribed the Theotokia to Niketas of Herakleia and the accompa-
nying epimerisms to Moschopoulos, possibly based on the fact
that the preceding text on fol. 79" is written by Niketas.**

iii) N Neapolitanus gr. 105 = Neapolitanus gr. II C 37; fourteenth—
fifteenth century; 220 X 144 mm; fols 486; paper.*

Miscellaneous codex (mainly textbooks), which is a result of a
compilation of two separate codices: i) the main part consisting
of fols 1-457; 481, 482 and ii) the lesser part on fols 458—480.
Miscellaneous texts: liturgical canons, Manuel Moschopoulos’
Erotemata, Ps.-Moschopoulos’ Schedographia, Agapetos the Dea-
con, John Pediasimos, Epictetus, Thomas Theodoulos Magistros,
Maximos Planoudes, Ps-Phocylides, Batrachomyomachia, Theo-
dore Prodromos, Michael Haploucheir, Isocrates, grammars and
treatises on metrics, George Choiroboskos, Homerocentrones, a
metrical Synaxarion, lexicon on Ps-Dionysios the Areopagite.

Our paraphrasis belongs to the main codex: fols226"-229"
On fols 226" authorship prefix pointing to ‘the great Pediasi-

¥ See H. Hunger (ctal.) Katalog der griechischen Handschriften der Osterreichis-
chen Nationalbibliothek, vols 1, 2, 3/1-3, 4 (Vienna: Osterreichische Nationalbiblio-
thek, 1961-1992), 3/3, 7-16, esp. pp. 10-11.

* “Item e¢jusdem Nicete Hymnus in Beatissimam Virginem Deiparam, Manuelis

Moschopuli Scholiis grecis interlinearibus et amplissimo Commentario grammatico illus-
tratus, P. Lambeck, Commentariorum de Augustissima Bibliotheca Caesarea Vindobon-
ensi liber V (Vienna: Joan. Thomae nob. de Trattnern, 1778), col. 529. See also Bram
Roosen, “The works of Nicetas Heracleensis, Byzantion, 33 (1999), 119-44 (p. 128).

¥ G. Pierleoni, Catalogus codicum graecorum Bibliothecae Nationalis Neapolitanae,

vol. I, 1, Indici ¢ Cataloghi, Nuova Serie VIII (Rome: Istituto Poligrafico dello Stato Li-
beria dello Stato, 1992), pp. 303-09.
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mos’ appear in the title: e dxte Geotokin*® Té év TH] dxTwRYW- &
ueTemolnoey 6 TedIATINOg Ekelvog e oTiywy inufkdy

iv) Wb Vindobonensis Phil. gr. 216, first half of the fifceenth cen-
tury; 210/215 X 140/ 145 mm; fols 265; paper.’’

Miscellaneous codex with works by Theodosios of Alexandria,
John Tzetzes, Epigrams by Christopher Mitylenaios, Gregory of
Nazianzus, Sibylline Oracles, Manuel Moschopoulos, Sayings
by the Seven Wise Men, Theophylact Simocatta, Maximos Pla-
nudes, Libanius, Aesop, texts related to grammar.

The paraphrase is given on fols 248"-259", and it is accompanied
by interlinear glosses and epimerisms.: gpyn t@v feotoxiwy ...

v) A Iberon 84, first half of the fifteenth century;®* 212/215 X 138
[162 x 82/85 mml]; fols 295; paper.

Works by Manuel Moschopoulos, schede, gnomika with com-
ments, Aesop’s Fables, Agapetos the deacon, Batrachomy-
omachia, grammar.

The eight Theotokia are found on fols 179"-191" with interlinear
glosses and epimerisms without any indication of the(ir) au-
thor: &py T@v Beotoxiwv.

vi) Be Atheniensis Benaki Museum 75 (TA 152); fifteenth century;
205 X 143 mm, fols237; paper.® Provenance: Adrianople:
Krijue Tewpylov Phropog urpomdlews Atvov.

Various schede with notes, advice to students, apophthegmata,
liturgical texts, myths, Theophylact Simocatta, Agapetos the
Deacon, John Pediasimos, Miracles of St Demetrios, Aelian, the
two iambic canons attributed to John the monk on Christmas
and Epiphany with interlinear languages and paraphrase.

30 The manuscript reads 6(coto)xi(«t), which has been wrongly accentuated as

Beotéxia by Pierleoni, Catalogus codicum, 1, 305, and Gallavoti, ‘Nota sulla schedografia,
p-35-

' Hunger (et al.) Katalog der griechischen Handschrifien der Osterreichischen Na-
tionalbibliothek, 1, 322—24, esp. p. 324.

32 S.Lambros, Catalogue of the Greek manuscripts on Mount Athos, 2 vols (Cam-
bridge: Cambridge University Press, 1895, 1900), II, p. 12, and P. Soteroudes, Tepd
Movy) IBrtpav. Kardoyog Eavixaw yewpoypdpay. Touos A’ (1-100) (Mt Athos: Teps Movi)
IBripwy, 1998), 166-69, esp. 166.

3 Eyrydice Lappa-Zizica and Matoula Rizou-Couroupou, Kardloyos ENyvixay
Xewpoypdpwy 105 Movastov Mrmevdsy (100¢—1060¢ al. ), Movasio Mrsvdxy — Institut de re-
cherche et d’histoire des textes (C.N.R.S.) (Athens: Movagio Mmevéin, 1991), pp. 135—40,

esp. p. 136.

253



DIMITRIOS SKREKAS

On fols 54-62 we read: Apyn obv Bep ayiw tov Beotoxiwy Tob
00WTATOV kel AoylwTdTov kvpod Anuntpiov Tob Zradiddxy.

vii) P Vaticanus Palatinus gr. 320, fifteenth century; in 80, fols 59; pa-
Per%“

Various school texts with paraphrases and epimerisms: Agapetos
the deacon, George Choiroboskos, grammar.

On fols 41°—5 4" appears dpy T@v feotokiny St uétpwy inppdv,
with interlinear glosses and epimerisms.

viii) V' Marcianus Gr. XI 16 (coll. 1234); fifteenth century;
220 X 145 mm; fols 92; paper.

The codex belonged to the Monastery of S. Giovanni in Verdara,
Padua, and was transferred to Marciana Library in 1783.> The
codex is acephalous, and contains school texts with epimerisms:
Moschopoulos’ Schedography, a commentary on the Sententiae,
Aesop’s Fables, Agapetos the deacon, Batrachomyomachia.

The text of the paraphrasis of the Theotokia is given with inter-
linear glosses and epimerisms. The order of the folios has been
disturbed: fols 1-6"; 9—13: fol. 3": Ymep ¢pvowv 16 Baubue; fol. 4™:
‘Ekrig uévn, mévoryve, motév; fol. s¥: Ty ony, ayvi, cvluy;
fol. 6": Nadv, moAny, oldv oe; fol. 9 Tuvi| xhameion T ok
mepavéoey; fol. 10" Ymd oxémyy, Séomowe, ony medevydTEG
fol. 12: T{ TobT0 ket TG; Ay vod Yo TOV TPSTOV.

ix) EScorialensis414,XIV.19;1427; 142 X 108 mm;fols, 94; paper.*

3 L B.Pitraand H. Stevenson, Bibliotheca Apostolica Vaticana codicibus manuscrip-

tis recensita inbente Leone XIII Pont. Max. edita. Codices manuscripti Palatini graeci Bib-
liothecae Vaticanae descripti (Rome: Ex Typographeo Vaticano, 1885), pp. 186-87, esp.
p- 186.

% E.Mioni, Bibliotecae Divi Marci Venetiarum Codices Graeci Manuscripti (Indici
e Cataloghi, Nuova Serie VI), vol. I, pt. I: Classe I, Classe II, codici 1-120; vol. I, pt.
II: Classe II, codici 121-98, Classi III-IV; vol. II: Classi VI-VIII; vol. ITI: Classi IX-
XI; vol. IV [I]: Fondo antico, codici 1~299; vol. V [II]: Fondo antico, codici 300-625;
vol. VI: Indici e supplementi (Rome: Istituto poligrafico dello Stato, Libreria dello Sta-
to, 1967-1985), III, pp. 100-01, esp. 100; Mioni suggested that Giovanni Calfurnio
(1443-1503) might have been the previous owner of the codex. For a list of Calfurnio’s
codices, part of which after his death (1503) have been bequeathed to S. Giovanni in
Verdara, see http://pinakes.irht.cnrs.fr/notices/copiste-possesseur-autre/290/ (accessed
9 August 2016).

3¢ E.Miller, Catalogue des manuscrits de la bibliothéque de 'Escurial (Paris, 1848),
p- 406; G. de Andrés, Catdlogo de los codices griegos de la Real Biblioteca de El Escorial 11
(Madrid: Real Biblioteca, 1965), pp. 351-52; Ramon Torné Teixidé, ‘El cédice Escori-
alense 414 X IV.19: estudio y colacién del texto de la Batracomiomaguia, Faventia, 24.2
(2002), 25-32.
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E contains school texts: Schedography by Manuel Moschopoulos,
Agapetos the deacon, Homer’s Batrachomyomachia.

On fols 1—22" we find the eight Theotokia with interlinear gloss-
es and epimerisms: (...) &py¥ T@v BeoTokiwy.

x) Va Vaticanus Gr. 2299, uncatalogued; fols 73.%

Miscellaneous codex: Grammar and schedography, John Geome-
tres, beginning of his Homily on the Annunciation, Theodor-
etus Bishop of Cyrus, a fragment from the War of Troy (s279-
5289) with a battle between Hector and Achilleus accompanied
by two Western-style images.**

The title has been erased. The order of the text has been signifi-
cantly disturbed: Text with interlinear glosses and epimerisms:
fol. 63" 49"—v; 31" [H]oalov mpéppnotc. Part of the text has not
survived: fol. 49'—v; fol. 31"

In addition, the following codices should be mentioned, which
for obvious reasons were not suitable for the edition, and, there-
fore, have not been quoted in the textual apparatus below:

xi) Tibingen, Universititsbibliothek, Mb 3, d. 1460 [fols 1'—148']
and second half of the fifteenth century; 220 X 160 mm;
fols 305; paper.®

Miscellaneous theological manuscript: Philippos Monotropos,
Dioptra; John of Damascus, Expositio fidei; Ps.-Athanasios of
Alexandria, Quaestiones ad Antiochum.

On fol. 303" the first 3 lines from the paraphrasis of the 1 Theo-
tokion are given by a later hand, possibly as a pen-trial: Gomep
Tpoeime <Tpd> Ypdvov ouing, TikTel képn VOV kel TEAWY pével
x6pn. 6 Youp xunBeig kel poeBiv b Bpédog

7 See also Gallavotti, ‘Nota sulla schedografia, 33-35, esp. 34-35.

3 See Antonio Rigo, “Textes spirituels occidentaux en grec: les oeuvres dArnaud

de Villeneuve et quelques autres exemples. Avec une annexe sur les illustrations du Pet-
ropolitanus graecus 113 par Andrea Babuin) in Greeks, Latins, and Intellectual History.
1204-1500, ed. by Martin Hinterberger and Chris Schabel, Bibliotheca, 11 (Leuven, Par-
is, Walpole (MA): Peeters, 2011), pp. 219—42 (p. 238, footnote 61). Babuin acknowl-
edges Nesseris” help in the identification of the text of the War of Troy. See also Nesseris,
‘H Ieudeter, vol. 1, p. 97.

¥ W.Schmid, Verzeichnis der griechischen Handschrifien der Koniglichen Uni-

versititsbibliothek zu Tiibingen (Tibingen: Buchdruckerei von G. Schniirlen, 1902),
pp- 6-8; http://www.inka.uni-tuebingen.de/cgi-bin/msst?idt= 4792&form= lang (ac-
cessed 9 August 2016).

255



DIMITRIOS SKREKAS

xii) Atheniensis MITT 441, end of seventeenth-beginning of eight-
eenth century; 310 X 208 mm; paper.*

The codex seems to be a collection of miscellaneous texts made by
Chrysanthos Patriarch of Jerusalem, and arranged in alphabeti-
cal order.*

On fol. 69" the text of the Theotokia is given in two columns,
but the copyist, despite referring to the epimerisms in the ti-
tle as AdYhov atiyol pet’ émuepiopdy T@v N’ fxwy T@V doTdTwy
Beotoxiwvy, did not provide the text of the epimerisms after all.

xiii) Vindobonensis Phil gr. 250, first half of fifteenth century;
212 X 140 mm; fols 216; paper.**

On fols 201"—207" the epimerisms of Demetrios Staphidakes are

transmitted without the text of the paraphrasis.

Conclusions from the Study of the Manuscript Tradition

Collation of the codices reveals that in all manuscripts the iambic Theo-
tokia are always accompanied by selective interlinear glosses and epimer-
isms, which are given after each hymn. This undoubtedly points to
school textbooks, since the paraphrasis is but a regular exercise in school
texts, and it is always supplemented by several lexical notes and epimer-
isms. The latter are given with all the related vocabulary of a teacher’s
instructions and imperatives addressed to students, such as ‘kavévigov’

40

A. Papadopoulos-Kerameus, Teposodvpuzisgy BifilioSfay, 4 vols (St Petersburg,
1891-1915), IV, pp. 416-19, esp. p. 416.

# The codex bears the following ascription: “Ex t@v cuvppictwy Xpuodvlov
motpdpyov Tepocodduwy’, see Papadopoulos-Kerameus, Tepocodyuzingy BifioSixy,
416. On Chrysanthos, see Arch. Chrysanthos Papadopoulos, Toropiz 77¢ éxxdyaiag
76y Tepogodduwy (Jerusalem and Alexandria: Ex tod IMatpupyixot Tumoypadeiov
AheEavdpelog, 1910), pp. 605 fF.

42

Hunger (et al.), Katalog der griechischen Handschrifien der Osterreichischen Na-
tionalbibliothek, 1, pp. 360—61, esp. p. 361.

43

Part of the text of the epimerisms of Staphidakes has been edited by Niels Gaul,
‘Moschopulos, Lopadiotes, Phrankopulos (?), Magistros, Staphidakes: Prosopographis-
ches und Methodologisches zur Lexikographie des frithen 14. Jahrhunderts’ in Lexi-
cologica Byzantina: Beitrige zum Kolloquium zur byzantinischen Lexikographie (Bonn,
13.~15. Juli 2007); ed. by Erich Trapp and Sonja Schénauer (Bonn: V&R unipress Bonn
University Press, 2008), pp. 163-96 (pp. 191-94). Gaul, however, did not manage to
identify the text (namely the paraphrasis of the Theotokia) from which the epimerisms
came, since the paraphrasis is not mentioned in the manuscript.
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etc.* It should be mentioned that none of the aforementioned manu-
scripts transmits the original text of the Theotokia, i.e. the text of the
hymns as it is found in the Oktoechos.

Most importantly, two separate groups of paraphrases are also dis-
cernible. The first family is represented by the following codices: B, Wa,
N, and Va. The incipits and desinits of the hymns under discussion are as
follows (see pp. 269-275):

1y
1)

II1)
V)

V)
VI)

VII)

VIII)

Houiov mpdppnots fike elg mépois ... kel o fe kol ploto any Khnpovylay.

" Q) Badpa kouvév, Badua Qovpdtwy TAéov ... O6 dvoudv dbeoty oy@pey
Tdyoc.

Ovx & omopds mvebuatt 1@ mavaylw ... o¢ &v AdBowev Adow
GUTACKNLATOY.

Neboov Mtal 6@V olkeT@v dyvi) kdpy] ... U@V YuyIKy Yoppovi Te kel
oKETY.

Nebe, mohn te Baciheov kel Bpdve ... kol yirp Oedioel Svvaic oot cuvTpéyet.
‘O Snuiovpyds kol ATpwthg pov Adyos ... Vuy@v oxémn Te kel udvy
awtyplo.

Yo awémny vy ynyevels TedevydTes ... YUYdG Te DTV OIKETGY TWV
mopBéve.

Avopde vopdn, 06ke untpomapdivwy ... ikvod 8 Mo fudg edpelv
Bagdvwy,*

whilst the second group (Wb, Be, A, P, V, E) is formed as follows (sce
pp- 275-282):

I)

‘Qomep mposime mpd ypdvwv Houliug ... 7 of) oxémy owlorro movtoleg

Brdfne.

1I) Yrip dborv 10 Badua wag Tikterg képn... wg &v Mo AdPouey
GuTA N RATOV.

II) T ol ayvi ooy, odk Exw dpdoou ... TaTodg Tepidpodpnooy &k
mdang PABnG.

IV)  ’Ekmig uévn mdveryve motdy mepbéve .. v 1¢) Sidmhe Tig Oahdoong Tob
Blov.

V) Nobv wiAny olkov ot kol Bpdvov wdhet ... fiv kel $puhdTrolg elodmay
GVETTTEPOY.

“ For a discussion on this imperative, see Gaul, ‘Moschopulos, Lopadiotes,
Pp- 192—94.

45

The copyist of the very late codex, EBE, MS MITT 441 (seventeenth—eight-

centh century) reserves some space for the item iv), but mentions that he cannot find it
and informs that it is missing AeimeL 16 8.
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VI)  Tvvi] «ameion Tf kaxf] Topawvéoer Tob mapmovipov kal ¢plkTod
BpotoxTdvou ... & yeipe TeuvY), Yeipe TOTAY TO KAEOG.

VII) Ymd oxémny Aéomowve ony medevydtes ... kol maooy &Iy fpviy
evKpaaioy.

VIII) Titotto kol wédg: yvos Yép OV TpéTOY ... 1] TepBévov klnaig, 6 Eévog
TéKOG.

Regarding the authorship of the translations, there seem to be no con-
sensus between the two groups of praphrases. The first set of paraphrases
is transmitted mostly anonymously, and only in one case (N) are they
ascribed to ‘the great Pediasimos), whilst in another manuscript (B), the
text is transmitted anonymously, but it is in close proximity with works
by Pediasimos. The second group is also given anonymously, save for one
codex (Be), which appends the name of Demetrios Staphidakes. How-
ever, the issue is fraught with complexity, for in Be not only does the
copyist give six and not eight Theotokia and epimerisms, but he makes
also use of three texts from the first group (items iii—v) without any indi-
cation at all. Thus, the result is a mixture of paraphrases and epimerisms,
which come from the two groups.

John Pediasimos Pothos

Let us now move to the possible author of the Paraphrasis of the first
group. As we mentioned earlier, it is only in N where ‘the great Pediasi-
mos’ is mentioned as the compiler of the paraphrasis. Yet it is not clear
whether the accompanying epimerisms are his. Also in B, the paraphrasis
is surrounded by works of Pediasimos, yet an authorship prefix is lacking.

John Pediasimos Pothos was an author and a teacher during the
thirteenth—fourteenth centuries. Thanks mainly to Turyn* and
Constantinides,* we are able to reconstruct his biography. * Pediasimos

“  A.Turyn, Dated greek manuscripts of the Thirteenth and Fourteenth Centuries in
the Libraries of Italy, > vols (Univ. of Illinois Press: Urbana Chicago London 1972), I,
pp- 74-78.

¥ C.N. Constantinides, Higher education in Byzantium in the thirteenth and four-
theenth centuries, 1204~c. 1310 (Nicosia: Cyprus Research Centre, Texts and Studies of
the History of Cyprus, 11, 1982), pp. 117-25.

# K. Krumbacher, Geschichte der byzantinischen Litteratur von Justinian bis zum

Ende des ostromischen Reiches (527-1453), [Handbuch der klassischen Altertumswissen-
schaft IX/1] (Munich: O. Beck 1897), pp. 556-58. On manuscripts with Pediasimos
works, see Domenico Bassi, ‘I manoscritti di Giovanni Pediasimo’, Reale Istituto Lombar-
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was born in Thessalonica circa 1240—1250 where he studied first. He
afterwards moved to Constantinople in order to pursue further studies
next to famous teachers, like Manuel Holobolos (poetry and rhetoric),
George Akropolites (possibly the guadrivium and philosophy). He was
also a fellow student of two men who were already clerics, George of Cy-
prus and John Stavrakios. All these were destined to follow ecclesiastical
careers, and they assumed various posts.

In the beginning, whilst in Constantinople, John Pediasimos taught
philosophy and he was given the title of the Hypatos of the Philoso-
phers (like Psellos), and later he was named yaprodvhel tijg dyrwtdtng
Gpyemoxoniic Ayptdav, as is testified in a letter by George of Cyprus.*
Beingunhappy with life in Ochrid, he was finally moved to Thessalonica,
where he was elevated to the title of péyoug ouxeldpiog Tiic Myrpomdreng
Ozaoadovixne.* John Pediasimos Pothos was an author of various and

do di Scienze e Lettere, Rendiconti. Serie I1. 31 (1898), 1399—1418. There is no mention
there on the paraphrasis of the Theotokia, though; M. Treu, Theodori Pediasimi eiusque
amicorum quae extant, Progr. Potistamiac (Potsdam, 1899), p. 60; Vitalien Laurent,
‘Legendes sigillographiques et families byzantines, Echos d’Orient 31 (1932), 327-31;
H-G. Beck, Geschichte der Orthodoxen Kirche im byzantinischen Reich (Die Kirche in
ihrer Geschichte, Bd. 1, D 1) (Géttingen: Vandenhoeck & Ruppecht, 1959), pp. 710—
11; C. N. Constantinides, ‘Ot &mapytg tii¢ Tvevpatii dxuiic oty Oegoulovin xaté OV
140 cucdve, Awdavy, 21 (Myviun Qaviig Mavpoedn) (1992), 133—s0 (pp. 142—44); Franz
Tinnefeld, ‘Intellectuals in Late Byzantine Thessalonike’, in Symposium on Late Byzan-
tine Thessalonike, ed. by Alice-Mary Talbot Dumbarton Oaks Papers, s7 (2003 ), 153-72,
esp. pp- 155—56; D. Bianconi, Tessalonica nelleta dei Paleologi. Le pratiche intellertuali
nel riflesso della cultura scritta, Dossiers byzantins s (Paris: EHESS. Centre d'études
byzantines, néo-helléniques et sud-est européennes, 2005), pp. 60—72; Inmaculada
Pérez Martin, ‘Lécriture de Jean Pothos Pédiasimos dapres ses scholies aux Elementa
d’Euclide; Scriptorium, 64.1 (2010), 109—19 (pp. 111-13); Prosopographisches Lexikon
der Palaiologenzeit, 222355 Oxford Dictionary of Byzantium, s..

49

Lpyyopiov Tod Kvmpiov oixovuevixod Iutpidpyov émarodad xed udot, ed. by Sophro-
nios Eustratiades, Exxdyoiactinds Oépog, 1-5 (1908~1910), ep. 35.

> John Pothos is mentioned as caxeddpiog in Actes de Lavra 11, ed. by P. Lemerle,
A. Guillou, N. Svoronos, D. Papachryssanthou (Paris: CNRS, P. Lethielleux, 1977),
30.6—9 in a text of the will of the former Archbishop of Ochrid and later Archbishop
of Thessalonica, Theodoros Kerameus. This document has been composed by the di-
kaiophylax Leon Phobenos on 12 April 1284 in the presence of various bishops, ab-
bots from Mt Athos, but also of other church officials of Thessalonica, of the church
of Hagia Sophia: t(@v) fzodiheatdr(wv) sichnauatiedy dpxévr(wv) tig dyt(d)t(ng)
u(nr) poméh(eng) Oeaoarovixng Tod yaprodvraxo(s) xd(p) Tw(dvv)ov Tob Zravpaxiov, ToD
uey(d)hov coxeXaplov xi(p) To(dvv)ov Tob [1éBov (xai) Tob oaxed(i)ov x0(p) Aéovto(s)
tod /Tlepat(ix)od. Amongst those who have been also scholars, like sakellarios Leon
Peratikos, rephendarius Georgios Phassos, dikaiophylax Leon Phobenos and grapheus
Leon Phobenos. All these people share not only common ecclesiastical interests, but
have been well educated and were friends. In the same cycle we can see Gregorios of
Cyprus, loannes Stavrakios and John Pediasimos Pothos, a fact that can be testified by

259



DIMITRIOS SKREKAS

multifarious works, which cover a wide range of areas: poetry, rhetoric,
law, medicine, treatises on nature, philology; epimerisms, philosophy,
mathematics, epistles to several recipients.s' Pediasimos probably died
in Thessalonica after a long career in teaching most likely during the
years of the reign of Andronikos ITI (1328-1341).5

Demetrios Staphidakes

Be transmits six — and not eight, as we might have expected — theotokia
under the name of Demetrios Staphidakes of whom we know little;
nevertheless we can surmise that he was a scholar and a teacher (gram-
matikos) as Pediasimos, during the Palaiologan period in Thessalonica.
He was also an author of a monody lamenting the decease of an em-
peror with connections with Thessalonica who died there, usually iden-
tified as Michael IX Palaiologos (+1320).5* Staphidakes composed also
an epigram inscribed on the tomb of Kyros Isaak, the founder of the
Monastery of the Theotokos Peribleptos in Thessalonica.’s Demetrios
Staphidakes (or some of his namesakes)*¢ possibly wrote verses eig Tov

their letters. Pediasimos have met many of them while he was studying in Constantino-
ple. Cf. Eleonora Kountoura-Galake, ‘Twdvvne Zravpdxiog: évag Mytog o1 Ozoaahovixy
6 mpowung Tlehaohdyeiag emoxvic, Symmeikta, 16 (2003—4), 379-94, esp. 380-81 and
385—88.

51 For a list of his works, see Krumbacher, Geschichte, 556—58; Bassi, ‘I mano-
scritti, 1407—-1418; Prosopographisches Lexikon der Palaiologenzeit, 2223 5; and Oxford
Dictionary of Byzantium, s~. For an evaluation of his work, see Inmaculada Pérez Martin,
‘Lécriture de Jean Pothos Pédiasimos d’aprés ses scholies aux Elementa d’Euclide; Serip-
torium, 64.1 (2010), 109-19 (pp. 111-13); and N. G. Wilson, Scholars of Byzantium.
Revised edition (London: Duckworth, 2003), p. 242. The latter is rather strict in his ap-
proach.

52 Constantinides, Higher education, 118.

5> One of the best presentations on his life and work can be found in Oxford Dic-
tionary of Byzantium, 11, p. 1942 sv and in Gaul, ‘Moschopulos, Lopadiotes, pp. 190—
94, especially on the epimerisms attributed to Staphidakes. See also Prosopographisches
Lexikon der Palaiologenzeit, 2673 4.

5% Anna Meschini, ‘La monodia di Stafidakis’. Universita di Padova. Istituto di studi
bizantini e neogreci. Quaderni, 8 (1974), 1—20; Tinnefeld, ‘Intellectuals; p. 167.

> Silvio Giuseppe Mercati, ‘Epigramma dello Stafidace per il sepolcro di Isacco
fondatore del monastero della Iep{BAentog a Salonicco, Bessarione, 25 (1921), 142-48
(reprinted in S. G. Mercati, Collectanea Byzantina, 2 vols (Bari: Dedalo Libri, 1970), I1,
Pp- 235—41.

> For loannes and others, sce Prosopographisches Lexikon der Palaiologenzeit,

26732, 26733, 26735.
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oTpotoneddpyny,*” and a book epigram which is used in the Collection
of the Horologion of Thekaras.>® Two also of his letters survived.s* He
was also the compiler of various epimerisms, which received attention
recently by Niels Gaul.* Gaul suggested that Staphidakes might have
been Pediasimos” student. His proposal was based on common charac-
teristics in phraseology between their epimerisms. If we add the paraph-
rasis of the Theotokia to this, then the scenario becomes even stronger.

In view of the authorship, it seems that in the late Byzantine Thessa-
lonica there was a circle of teachers very much interested in the use of the
Theotokia. As we saw, they produced at least two groups of paraphrases,
which served didactic needs.

Symeon of Thessalonica and his lambic Theotokia

Another paraphrasis of the eight Doxastika Theotokia is transmitted in
the Typikon of St Symeon of Thessalonica. The Typikon survived in a
codex unicus which comes from the Cathedral of Hagia Sophia in Thes-
salonica, the MS EBE 2047.% This codex, even if not an autograph by

*7 The verses &i¢ Tov oTpaTomeddpyny is one item in a list of various works, which
was compiled by Ianos Laskares and preserved in Vat. Gr. 1412, fol. 58". The works be-
longed to the collection of Demetrios Triboles (Prosopographisches Lexikon der Palaiolo-
genzeit, 29298) in Arta, & Apty v Tolg Tod Tpiolov xvpod Anurpiov (fol. s87). See also
Spyridon Lambros, ‘Aaxedawévior Biphoypddot kol xtvitopes kwdikwy xaté Todg uéoovg
ai@vog kel émt Tovproxparting, Néog ENyvouvifuw, 4 (1907), 319.

8 Oyxapig, ed.by  Pantokratoros Monastery (Mt Athos:  Tepe  Mown
Iavroxpatopog, 2008), p. 4, and Database of Byzantine Book Epigrams htep://www.
dbbe.ugent.be/typ/3802 (accessed 9 February 2016).

> Cf. Giovanni Mercati, ‘Sarebbe Stafidace Lepistolografo del codice Laurenziano

di S. Marco 3562 Studi Byzantini, » (1927), 239-42.
)

Gaul, ‘Moschopulos, Lopadiotes, pp. 190-94.

' 295 x 205 mm; fifteenth century; fols 274; paper. Descriptios of the codex:

B. Laourdas, Zvpeav Osoaahovixng dxpifig dudtabi Tijg toptiig Tob dylov Anunrplov)
Lpyydprog Hedapdc, 39 (1956), 327-42; Jean Darrouzes, ‘Notes d’histoire des textes’ in
Revue des Etudes Byzantines, 21(1963), 232—42 ("2. Une ceuvre peu connue de Syméon
de Thessalonique (T 1429)° pp. 235-42); L. Politis, Kazddoyos Xewoypdpwy ¢ Edvixis
BiBroSsfxns i ENddog, dp. 185 7~2500, Nporypareion tig Axadnuicg Avév, vol. 54 (Ath-
ens: Ipadeiov Anpoctevpdtwy T Axadnuing AGqvev, 1991), pp. 94-95; L. Phountoules,
T% derrovpyixov épyov Xvueiy tob Ocooadovirns, ZouPoli) eic Ty ioroplay xai Sewpiay ¢
Seing Aazpeing, Ipvpe Mehetav Xepaoviioov Tob Aluov, 84 (Thessalonica, 1966), pp. 37—
48; L Phountoules, Xvuewy Apyiemondmov Ocooadovirnys, Ta derrovpyine Zvyypdupere
L, Edyal xai Yuvor, Eraupeie Maxedoviniv Srovdav, Emotyuovical mpaypereior 10 ('Thes-
salonica, 1968), pp. ty'—18"; Boris L. Fonkich, “Ta meheudrepa yepéypade ué épye tot
Sopewv Ocoourovivne. [Tahaoypadicis mapatnprioe in Bulavrvi Maxedovie, B Aiedvés
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Symeon, has been written by someone very close to his circle, perhaps as
the official copy for the Church of Hagia Sophia.**

The paraphrasis of MS EBE 2047 is also penned by Symeon.  What is
more, the paraphrasis is accompanied here by rubrics and instructions on
its performance in the Church, and thus points to liturgical usage. In the
introductory part of the Typikon in the general rubrics, we read about the
way of reciting the text of the Theotokia in iambic metre which precedes
the singing of the Doxastika Theotokia by John the monk. Thus, we read
on fols 8'—9": Kol viv, Beotoxiov T1ig dktwryov 6 Sebtepov katel TOV AoV
Vodhdpuevoy ob Tpdrepov AvayweokovTal Tapd Tob|| mpwTokavovdpyov
otiyol lapfucol, THY adTIY epéxoveg Evvolny, kel obTw 1O Be(oTo)kiov
VeMetar. Kavovdpynue here is not performed in the usual form, namely
in periods, but the ‘fambic verses’ are recited as a continuous text in the
middle of the church during Vespers, and only after completion of this
reciting, does the choir chant the hymn in its original form.*

In the section with the oktoechos, we find more details on the author
of the text under discussion, and the acrostics on each hymn, alongside
the rubrics of reciting the text fol. 36" Eita of Ydtow 10 88¢a (at)pl
Veovaw el Ay(ov) o' & 8¢ mpwTokavOVdpY0G €V TG péow TAY 8T0 XOp@V
OTdG, AVeryWVHoKeL Tobg Tapl Tob Tamevod dpylemokémov @egaaloviyg

Zoundato. Aixaro, Ocodoyin, Dirodoyie (Thessalonica: Eroupeln Maxedovikay Zmovddv,
Moxedovixi) BiBhoixn, Ap. 95, 2003), pp.33-34 (= reprinted in B.L. Fonkich,
Heccaedosanus no 2peveckoii narcozpaguu u xoduxosozun IV-XIX 6s (Moscow: The Man-
uscript Heritage of Ancient Rus, 2014), Pp- 443 —45); Georgios Andreou, ‘To xewpoypado
ue aplbud 2047 ™ EGvikig Bifhobxng twv Abnvav To omolo amodidetar oto Zuuewv
apyemoxdmo Oecootoviing: Emavampoaéyyion g heyduewns “aouatucic axorovdiog”,
Bollettino della Badia greca di Grottaferrata, 111 s. 6 (2009), 7-43 (pp. 8~10).

6 Tt is also apparent that this codex has been used in the Church—most likely at

the Cathedral of Hagia Sophia in Thessalonica, since every now and then there are traces
of wax drops, Phountoules, 76 Aerzovpyrxcov épyov, p. 38.

¢ Their text is edited in loannes Phountoules, Xvucav Apyiemioxdmov Ocooadoviryg

T4 Aetrovpyixd Xvyypduyara, pp. 123—27. See also Phountoules, 78 Aerzovpyixdv épyov,
pp- 90-92 and Theocharis Detorakis, ‘O Zvpewv Osooadovikng dg duvoypddos™ in Tepa
Myrpémody Ocooadovixyg, Hpaxtixe Aeatovpyiod Svvedpiov els Tyusy xal uvijuny o0 év
diylots merzpds fuiv Xyusavos Appemondmov Ocooalovinys tob Oavuarovpyos (15—9—81)
(Thessalonica, Tepe. Mytpémohig @eaoadovixng, 1983), pp. 188-89 for a discussion and
comments on the vocabulary of some phrases from the Theotokion VIII.

¢ For the function of the kanonarchema, a practice in which a certain chanter,

possibly of young age with strong eyesight, ‘was placed between the two choirs in the
middle of the church, and recited the chant texts phrase by phrase from a text book;, see
C. Troelsgird, Byzantine Neumes: A New Introduction to the Middle Byzantine Musical
Notation, Monumenta musicae Byzantinae: Subsidia, 9 (Copcnhagen: Museum Tuscu-
lanum Press, 2011), p. 14. See also Lexikon zur Byzantinischen Grizitit, sv. xavovapyéw,
KVOVApYO.
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Sopeary momBévtag otiyovs iaufikodg elg T ket fixov B(eoto)xin ToD
Sapaoknvod TGV &md oTiyov v Ti OKTwhYW: TEPLEXOVTIG THY EVVolny
a0T@V, kel THY GxpoaTiyide év ugv Tolg Tpwtolg aiyols T Twdvvou Auny év
8¢ Tolg Tehevtalol (...) pav, Zvpeav &(wiv). Likewise, the same typikon is
observed in the remaining eight modes,* as well in two other instances:
Vespers of the Sunday of the Publican and Pharisee® and Vespers of the
Holy Fathers.*

Remarks on the Metre

All the verses in the first group have paroxytonic end, whilst in the sec-
ond group, there is some preference for proparoxytonic ends, even with-
in the same Theotokion: vedpatog (IL, 5); Bovheton (II, 6); mpdypatog
(111, 3); yevviropog (111, 8); mvedpara (IV, 4); xvpov (IV, 5); ywiokopey
(IV, 7); dyxvpav (IV, 8); duuaaw (V; 4); Muatipov (V, 5); fidov (V; 7);
avéomepov (V, 10); kabparog (VIL 11);

Regarding the position of the Binnenschliisse and of the accents, we
can see that for the first group of the paraphrasis (which is of 55 verses
in total), 35 verses have the Binnenschliisse after the s™ syllable, 14 verses
have it after the 7% syllable, and 6 verses have the Binnenschliisse both af-
ter the 5™ and the 7% syllables. In the second group which is of 84 verses,
we have 57 verses with the Binnenschliisse after the 5™ syllable, 24 verses
after the 7% syllable, and 2 verses with the Binnenschliisse both after the
s and the 7" syllables. There is also one verse (IV, 7) without any tradi-
tional Binnenschliisse.

Concerning the length of each Theotokion, we can observe that in
the first group of the Paraphrasis [-V are of 8 verses each, whilst the rest

¢ FormodeII, fol. 42" &merro. Sodfovawy of Véktau- 6 82 xavovdpyog aTés &v T¢ péaty,

Gvoryvwakel TovToug Todg atiyovg for mode I1I, fol. 46": e08dg 02 Vdlhova of Ydktat 0
38ka- 6 0% xavovdpyog & T uéow o, TadTe dvaywaoket for mode IV, fol. 517 of Vdktou
76 88%n matpl- 6 Ot KOVOVAP)0G, £V TQ) UéTy 0TdG, Gvarywiakel TedTa- for mode plagal I,
fol. s 6ra: ebra So&dfovorv- 6 8¢ mpwToxavovdpyos, dvayaoke Todg idubovg for mode pla-
gal I, fol. 60": eitar dokdfovawy of Yetktaur 6 0% kavovipyog &V T@ Péoy TAS, AvayWWTkel
Todg idpfoug: for grave mode: fol. 64": So&dlovot 8¢ of Vddtou- 6 8% xavovdpyog &v 16 péow
o, TabTeL dveryvaakel- for plagal IV, fol. 68" efra Sobdfovaty of dktou- 6 8¢ kavovdpyog
&V TQ) UETW TTHUG, AVOLYIVOTKEL TADTA.

66 fol. 217 kol vDv, 6(c070)xclov TOD Y0V TPSTEPOY AvaryWVLTKOUEVRY TAV leuPricdy

oTixwy-

7 fol. 127" xoll viv, Tobg o'Tiyovg, T6 Beotoxlov. See also Phountoules, 76 Aerrovpyixdy

&yov, p. 90.
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differs in numbers of verses: Theotokion V1 is of 6, Theotokion VII is of
4 and Theotokion VIIIL is of 5 verses. The second group is lengthier with
variety in the number of verses: it begins with 8 verses in the Theotokion
I, which is the shortest of all, continues with 10 verses for Theotokia
I1-V, and is completed with 12 verses (‘Theotokia VI-VIII). While the
poets’ intention was not far from prosodic correctness, yet, as one might
expect, deviations related to dichrona occur.

Paraphrasis, Metaphrasis, Translation?

As has been rightly observed, ‘Rewriting has been practised in every
written culture as a way of updating texts, either because their content
needed to be revisited, or because their style was no longer palatable to
contemporary audiences’*® The tendency of paraphrasing a given text
has its roots in Late Antiquity.®

We do not know why the creators of our paraphrases picked up the
text of the Theotokia, but we are sure that in doing so, they updated the
text in order to offer it to their audience in a revised form (in the class-
rooms, as the two texts edited here suggest, and/or at the Church as the
Paraphrasis by Symeon, Archbishop of Thessalonica, testifies).”

% Juan Signes Codoser, “Towards a Vocabulary for Rewriting in Byzantium, p. 61,
in Textual Transmission in Byzantium: Between Textual Criticism and Quellenforschung,
Lectio 2, ed. by Juan Signes Codoner and Inmaculada Pérez Martin (Turnhout: Brepols,
2014), p. 61.

)

Undoubtedly, Nonnus’ Paraphrasis of John’s Gospel is one of the most highly
claborated examples of paraphrasis. On his poetics and technique, see Scott Fitzgerald
Johnson, ‘Nonnus’ Paraphrastic Technique: A Case Study of Self-Recognition in John
9’ in Brill's Companion to Nonnus of Panopolis ed. by Domenico Accorinti (Leiden, Bos-
ton: Brill, 2016), pp. 267-88.

7 There exist also two kinds of hymns in Morning Services (Matins), which sum-

marise and paraphrase eleven Gospel Lections comprising narrations of Christ’s appear-
ances after His Resurrection; the eleven Eothina Doxastika (by Leo VI), see Christ and
Paranikas, Anthologia Graeca Carminum Christianorum, 105-09 and the Anastasima
Exaposteilaria (poems by Constantine VII the Prophyrogennetus)- see Anthologia
Graeca Carminum Christianorum, 110-12. Constantine paraphrases his father’s text
in political verse. For remarks on their metrics, see G. Stathes, H dexanevrasidafos
duvoypagte év 1 Bulavtiv Medomotig, xai éxdogg Tév xewpévaw cig &v corpus (Athens,
“TBpvpe: Bulovtvijg Movaucohoylog, Mehétan 1, 1977), pp. 61-64; Michael J. Jeffreys, “The
Nature and Origins of the Political Verse), Dumbarton Oaks Papers, 28 (1974), pp. 167~
68 (reprinted in E. M. and M. J. Jefreys, Popular Literature in Late Byzantium, London,
1983, no. IV), and M. D. Lauxtermann, The Spring of Rhythm, An Essay on the Political
Verse and Other Byzantine Metres, Byzantina Vindobonensia 22 (Vienna: Verlag der Os-
terreichischen Akademie der Wissenschaften, 1999), pp. 35-37.
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Some copyists — if not the poets themselves — employed particular
terminology regarding their paraphrastic activity. Thus, the first group
of the Paraphrasis at least in some manuscripts is called petanoinoig
(‘alteration, remodelling’): épyy Tijg éml T& Bupetpov petamonjoewg (B),
uetemoinoey (N). This refers to the process of changing the original
text to a different metre, and somehow implies change of the style of
the original text. For the Byzantines, rewriting involves expansion
(mepidpactc), which is not infrequently aided by the help of some digres-
sion (mapéxPaoctc).”

Looking at the text of our paraphrases, we can easily discern the
work of the paraphrasts and reconstruct their poetics. Our poets in cases
where they did not keep the original, they have substituted some words
for others (synonyms or other similar phrases retaining more or less the
same meaning as the original text). Occasionally, these are treated with
some freedom, which mightlead to addition of periphrastic sentences to
the text. The first poet was quite reluctant to add periphrastic passages,
whilst the second did it quite often.

In particular, P kept a great deal of his original unchanged, and so
did S, though to a much lesser extent (both are indicated in the edition
in bold).” As for substitutions in P, here are some examples in compari-
son with the original text from the Theotokion I: memMjpwton becomes
fikev elg wépag (I, 1);7 mapBévog yap &yévynoug is changed into present
tense as ticret képn Yép (L, 2); 6 TexBels is replaced by the synonym 6 aig
(L 3); 015 kel pdaig exarvorépunaey, whilst retaining the same roots, is re-
phrased to xawomowy tég ddaeg (I, 3); @ Beopnitop is analysed into @ Bedv
tékaon (1, 4); o@v dovAwy is further analysed into oot memoiBéTwv (1, 4);
and likewise, pn mapidyg to undapas Tapadpduns (L 5); tov Ebomhayyvov
is expanded to adtéomhayyvoy (I, 6); dykdhaus is replaced by a synonym
whévaus (I, 6), which can be found also in the original text, but in the
next Theotokion (II), as oot GAévoug Baotdonon; amhayyvichntt is para-
phrased with a usage of the rare mpevpéveia, as didov mpevpéveway (I, 7);7

71 Signes Codoner, “Towards a Vocabulary’ p. 112.

72 Unless otherwise stated, P stands for Paraphrasis I and S for Paraphrasis II.

73 Cf. mépag fixetin Ez. 7. 2. 2.

7 See H. G. Liddell and R. Scott, A Greek—English Lexicon, 9™ edition with new
supplement (Oxford: Oxford University Press, 1996) s.v. where it is explained as ‘gentle-
ness of temper, graciousness’. The word is attested only in Euripides, Orestes,1323 and in
the scholia to Orestes, which were known to our poet; see Scholia in Euripidem, ed. by
Edward Schwartz, 2 vols (Berlin: Reimer, 1:1887; 2:1891) (repr. Walter de Gruyter,
1966), 1, p. 215; Scholia Graeca in Euripidis tragoedias, ed. by Karl Wilhelm Dindorf,
4 vols (Oxford: Oxford University Press, 1863), I, p. 293.
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and so mpéafeve cwbivat is changed to a combination of imperative and
optative as 0(e kel ptoto (I, 8), and finally tég Yvyég fudv is paraphrased
as oy Khpovylay (I, 8).

S was more creative in his substitutions and preferred paraphrasing
entire sentences, rather than single words. Thus, 1} Tod Hoalov mpéppnaig
is given in a periphrastic way: ‘Qaomep mpoeine mpd ypévwv Houiog; and
so TTapBévog yap éyévvnong, kol pete Tékov, G Tpd Téxov Olépetvag is ana-
lysed into Tiktet k6pn viv kel TdAw péver kpy; likewise, Oedg yap v 6
TeyBelc: 816 ol dpvog ExavoTdunoey becomes’O yap kunbeig kel mpoehdiry
ag Bpédog, Bedg medurar EapeiBel kol pio; & Ocopitop, is transformed
into & vy dveryve ufjtep kel k6pn. Also S omits certain phrases without
providing any paraphrastic equivalent: So ixeoiag o@v Soldwy, 0@ Tepével
mpoodepopévag got w Tapidys is almost skipped. S returns partially to
the original when he paraphrases in a freer way tov Edomhayyvov ouig
dyxdhalg $épovon, oolg oikétarg omhayyviohyr, xal Tpéofeve cwbijveu
Tég Yuydg UGV to 8¢ TOV gdv vidy Kkl Bedv kal deodTry Mg Snpiovpydy
odpavod kal yijg oéPet, T7) o] oxémy awdlorto Tavolog PAd .

Symeon of Thessalonica relies less on the original, and tries to par-
aphrase a lot with his own vocabulary, but it is clear that his choices
are influenced by his predecessors.” Thus, memMjpwtat is paraphrased
as eiMdet Tépog (cf. P. fixev elg mépag); from Houlov mpéppnortg, the last
word is kept in his text but it is also given periphrastically as Houiog
mplv fivmep eipriket. In the same fashion, wepBévog is first given as a syn-
onym, xépy, but it is also written again in genitive as wapBévov, in or-
der to paraphrase the wordings from I'lapBévog yap yévynoug, xai pete
TéKOV, GG TP TéKOV Otépeveg. Sometimes Symeon abbreviates lengthy
phrases from his original. Here ITop8évog ... Siéuewvag is contracted: ood
cvlafodong kol Tekovayg TapBévov; Oed yap v & TexBelc: S16 xal dvog
txavotéunaey becomes t@v ¢ploewv, dypavte, karvovpydv Adyov, where
the vocative repeats a synonym for the Mother of God not present in
the original text. Furthermore, Aéyog is used as an equivalent for ®edg
TeyBelg, while @v ¢pvoewy ... karvovpyéy stands for dvaig Exarvotdunaev.
Further, AN & @eopijrop is changed to mapbéve, ixeaing o@v Sovdwy, o
Tepével mpoodepouévag aol, ui Tapidng gets another expression which is
remininscent of classical authors, being in a higher linguistic register as
ket 0@V TG vag Mtig mébw ool mpoadepdvTwy, un Tapéiet. In the last
sentence ebomhoyyvov is kept in the paraphrasis, whilst ouig dyxdiag

7 The text can be found in Phountoules, Xyusav Apyiemorémov Ocooadovirg Ta

Aewrovpyxa Xvyypdupare, pp. 123-27.
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dépovaa, becomes wg émwhéviov (cf. dAévaug in Theotokion II and in P
i) ... Bpédog Xpiotdv hafoioa. Also, ools oikétaug is given an alternative
omoechon reading as ixétaig, and omhayyviochntt is given periphrasti-
cally as omhdyyver ot ... dvotov uiv. The very last sentence kol mpéofeve
owbfvou Tég Ve Hudv first becomes xal 8{dov gwtyplay, but also, de-
parting from his original into ¢ yép uévnv olovony oidauey ToI.

It is beyond the scope of the current essay to analyse in detail the
paraphrastic technique of every single Theotokion of all the three poets
in detail. What follows next is just a selection of rare words or phrases as
well as stylistic and other figures in the three Paraphrases (the P, the S and
Symeon): Kafikeotae (P, V, 7); xviokeig (P, 111, 6); matpdg dtyer (P, I1L, 5 );
tdyos (P, 1, 8); émapxoton (P, I11, 7); ixetikodg eig Myovg (P, IV, 6); idiav
kot eicdva (P, 'V, 5); Bpotav ydpw (P, V, 7); duétpwy éx mrancudrwy (P,
VI, 3); yepuovi te (P, IV, 8); ixvod (P, VIIL, 5); é6apeifel kel dpvow (S,
5); (enjambement) mpdg attdy wrprcny mappnatav/xextuévy (11, 7-8);
donuépar (I, 9); dxhvatov 8ppov ... TAoDV yeAnvév...otebnpay evdiay (IV,
8-9); d&udopxcia (V, 3); eéavioyers (V, 6); elodmay (V, 10); Téwg (VI 6);
Apwiy (VIL, 10); employment of dialogue in VIII; TTapBévav xbdog, be-
ing used twice (Symeon, IV, 2; 'V, 3); ®dog (IV, 12); [Tékovon (VII, 3);
Zoretpa, twice (VL8; VI, 5)

Conclusions

To sum up, the starting point of the paraphrases of the eight Theotokia
of John the monk seems to be occasioned by didactic needs, in order to
aid students to learn the Greek language with the help of the epimer-
isms. It was possibly John Pediasimos Pothos who initiated the usage
of these texts in schools, alongside other texts he used to teach in his
classes. Staphidakes was in all probability one of his students. We may
casily surmise that the latter used his teacher’s material in his lectures,
but wanted to add his own writings, and thus produced a new set of
eight paraphrases. Attribution to both Pediasimos and Staphidakes may
not be entirely certain, since we only have two explicit references to ei-
ther of them, but it seems apparent that the manuscripts containing the
text under discussion originate from Thessalonica.

Undoubtedly, the interest in the paraphrasis of those particular texts,
namely the Theotokia, continues until the fifteenth century with Syme-
on, bishop and scholar hailing also from the same city. Symeon, thus, is
the last scholar who creates his own set of paraphrasis of exactly the same
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texts. This tradition of paraphrases was only interrupted — like much
other intellectual activity — by the capture of the city to the Ottomans. It
is not coincidental that all these paraphrases range between thirteenth—
fifteenth centuries. This happens during the Palaiologan revival, an era
that witnessed the activity of numerous scholars within Thessalonica,
and a flourishing art, as exemplified by figures, such as the famous icon
painters Manuel Panselinos,” Eutuchios and Michael Astrapas.”

The present essay, with a full editio princeps of the Theotokia from the
two old traditions sheds light on the scholarship and the textual prefer-
ences within schools in Thessalonica. It helps us understand better how
the network of scholars operated during this time. These scholars appar-
ently share similar textual interests and used the medium of verse for their
teaching activities. As has been pointed out, “The presence and teaching
of John Pothos in Thessalonike during the late thirteenth and early four-
teenth centuries provide a clearer picture of the intellectual background
which enabled the subsequent flourishing of learning in that city. It is
in this intellectually rich milieu that scholars such as Thomas Magistros
and Demetrios Triklinios grew up and produced their philological and

7 Bibliography on Protaton and Manuel Panselinos is extremely rich. See, e.g., O

Mooy aveédyvos xar 3 emoys 7ov, ed. by Lenos Mavromatis (Athens: E8vixé T8pvpe
Epevvav, 1999); E. Tsigaridas, Mavovjd Ilavaé)yvos. Ex tov 1epod veod tov Ipwrdzov,
Thessalonica: Ayiopeitixy Eotie, 2003, pp. 17-65; Anestis Vasilakeris, Les fresques du
Protaton an Mont Athos. Analyse du processus créative dans un atelier de peintres byz-
antins du XIIT siécle (unpublished Ph.D thesis) Ecole Pratique de Hautes Etudes, Paris
2007. On Panselinos workshop its context and a review of the related scholarship, see
Dimitrios Kalomoirakis, ‘«/lpwrdrov Trzdpnoig»: Eixdva dpyétumn kol duoloylaxy T
koBohkdTTog Thg 6pBodsEov yproTiavii tepoxoakiic avBpwmooyiag kol TolToypadlag
in Mopyapttet, Meléteg oty pviuy Tov Mowwéhn Mmopumovddxy, ed. by Manolis S. Pateda-
kis and Kostas D. Giapitsoglou (Seteia, Kowvwdehés Topupa «ITavayle n Axpwtyplavi>
Iepdg Mntpoméhews lepamiTng wan Zntelog, 2016), pp. 139-88 (esp. 152-74) and
Tpwriro I1. H svvriipyoy wy Toryoypaguiy. vols 1-2, ed. by loannis Kanonidis (Polygy-
ros: Ymovpyelo ITohtiopot ket ABntiouot, Edopele Apyaotitoy Xakkidikyg ko Aylov
'Opovg, Iepd Kowétng Ayiov Opovg ABw, 2015).

77 On the Thessalonian icon painters Michael Astrapas and Eutychios, see So-
phia Kalopissi-Verti, ‘Ot {wypddot otnv dotepy Bufavrvy xowwvie. H paptuple oy
emypadow) in 1o moptpaito Tov xadutéyvy oo Buldvtio, ed. by Maria Vassilaki (Herak-
leio, IMavemotnuaxés exdéaeg Kpnitng, 1997), p. 122, n. 1, with further bibliography.
See also, Branislav Todi¢, Serbian Medieval Painting. The Age of King Milutin (Bel-
grade: Dragani¢, 1999), pp. 227-62; idem, “Signatures des peintres Michel Astrapas et
Eutychios. Fonction et signi cation”, in Apidpwua ary wvijuy tov Zwrijpy Kiooa, ed. by
ENopic) Eroupelor ZheBucsyy Mehetav (Thessalonica: University Studio Press, 2001),
pp- 643—62; Evangelos N. Kyriakoudis, 70 xagorxiorixnd wvedua s y xaldateyviresy axus
oty Ocgoadovixy, in Apiépwua oy uvijuy Tov Xwripy Kisoe, pp. 234-36, pp. 239—44; Mi-
odrag Markovi¢, Michael's and Eutychios’ artistic work. Present knowledge, dubious issues
and divection of future research, Zbornik Narodnog Muzeja 17/2 (2004), 95—113.
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other works.'”® The current edition paves the way for the publication of
the accompanying sets of epimerisms, which, when published, will assist
us to form a more complete picture of the way grammar and syntax were
taught at schools in Thessalonica, thus adding more to our knowledge
about education in Late Byzantium.

Texts

There follows an edition of the paraphrases attributable to Pediasmos
and Staphidakes, with the Theotokion to which the paraphrase refers
given in the apparatus. Words in bold in the paraphrase have been re-
tained from the corresponding Theotokion, words that are underlined
are either of the same root with the Theotokion or same words as in the
original but in different cases, so they cannot be considered as purely
verbatim quotations.

PARAPHRASIS PRIMA
CONSPECTUS SIGLORUM
CODICES
B Bibl. Branc. IV A o5 xiv
Wa Vind. Theol. gr. 203 med-xiv
N Neapolitanus gr. II C 37 Xiv—xv
Be Atheniensis Benaki TA 152 XV
Va Vat. Gr. 2299 XV
Textum loannis monachi, ed. Romae Tapesdyrid, firor Oxrdyyos 7

Meyddy, Rome, 1885

TEXTUM
o 6T BeoToxi Té év T dkTwiyw- & petemoinaey 6 ITedidapog éxelvog dic
otiywv iepBucdv

I

‘Howriov mpdppyag ey eig wépag
TikTel képy ydp- EoT1 O N whAow kpy,
6 molig, Bedg yop xatvomolay TG dvoElG:
&N\, & Oedv tééaaan, oot memotBéTwv

78 Constantinides, Higher education, 128.
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Tég ixeaiog undepds Topadpdiung:

al\’ ég TOV adTebo Ty VoY OAéveug Méyoy
dépovaa, Bidov mpevpéveloy oikéTalg,

ol ale kol proto oy KAnpovylo.

1-2.1s.7, 14 3. cf. II Cor. 5, 17; Gal. 6, 155 Eph. 2, 15; Col. 3,10

BWaNVa

tit: &pyd) T @V Beotoxiwy Tpomapiny, éml O BupeTpov uetamorjoewg B & dxTe
B(coto)xier T8 &v TR dxTwiyw- & wetemoinaey & medidowog éxevog Ol GTiywY
taubicay N otiyol Tpocduotol wet’ Empeplopay 0V N Hwv TGV VoTATRY
SnAovéTt Beotoxiwy a manu posteriore Hymni in B. V. Mariam cum scholiis add.
Wa titulum om. Va

o’ov (in marg.) N

textum Joannis monachied. Romae, p. 4: T00d memMjpwtan* 7 Tod Howiov
mpéppnoig” TopBévos yap yévvnonc,* kol petd Tékov Gg mpd Tékov Siéuetveg:*
Ozd yap v 6 TeyBels,* 015 xatl dploeis txavotdunoey.* AN, & Ozopdjrop,” ixealog
o6V BoUAwY* 0 Tepével Tpoodepopévag oot* wi mapidy e G ¢ Tov Ebamhayyvov*
ool dykdAalg dépovon,” oolg oixkétag omhayyviohnry,* kel mpéafeve cwbijvar Tég
Yoyog NUGY.

The eight Theotokia of the Oktoechos, which the great Pediasimos al-

tered into iambic verses.

The prophecy of Isaias has come to pass;

for a virgin gives birth; it is the maiden of old,

the child: God Himself who creates the natures anew;
yet, you, o birth-giver of God,

despise not the supplications of all who honour you;

but as the bearer of the word of mercy in (your) embrace,
bestow graciousness to your houscholds

saving and protecting your inheritance.

II

Q Babua kauvdy, Badpe, BevudTey Théov!
Tig oldev aAdyevTov 4vdpl pnTépa,

xepol Te kaTéovony, 8¢ TAVTH PépEL;
Boudi] Beod yévynua Tuyydvet T8

&v dg Bpédog dépovan yepart, mapOéve,

TH WyTpucd] oov i) Ay Tappnola,
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xafideobon Tolg oéBovaty oixéta,
WG AVOULDY GPETLY TYDUEY TEYOG.

2.Lc. 1,34.4.1s. 9, 65 25, 1.

BWaNVa

f’ov (in marg.) N

1. Q] "Q BWa om. Va 2. 0idev] €idev Wa 8. Tdyog] tédog (post cor.) tdyoq Wa

textum Joannis monachied. Romae, pp. 1o1-r1o2: 'Q Badpatos xavot*
mhvTwy v Tdhat QovpdTev!™ Tic yip Fyve Mytépa* dvev dvdpde TeToxviay,*
kol &v drydAatg dépovoay™ Tov dracey Ty Kriow mepiéyovta; *Ocob éott fovld
70 xunBév-* &y dg Ppédog, Tldvayve,” oals dAévag Paotdonon,” kol pqrpkny
mappnoiay® mpdg adTOV KexTUEW, Wi Moy Suowmotow® ImEp Tev ot (leg. ot)
TAOVTWY," Tod olkTelpijont™ Kol owaat Tog Yuyag NU@Y.

O new wonder, greater than all other wonders:

who has seen a mother without husband;

she who holds in her arms him? who holds all things?

This is the will of God’s counsel

indeed, o Virgin, holding in your hands as an infant;

with the boldness of a mother,

abandon not your devout servants

so that we may speedily receive forgiveness of our offences.

I1I
Ok ¢k omopds, TvedpaTt T¢) Torvoryley,
Boulqi Te Tatpdg ocuvéhafeg, TapBéve,
1oV Beod, TBvdoov, dxTioToV AdYoV-
GRATOPA, LUEV EK TRLTPOG TIPO TAY YPEVKY,
gk 00D O aTpds Ofye, T@V BpoT@v ydptv-
oapxl kulokelg kol yadovyeic ig Bpédos:
obxolv, Suowmel oolg émapkodae AdTpels,
g &v MPouey AT GUTAanUdTGY.

1.Cf. Lc. 1, 35 4. Hebr. 7, 3.

BWaNVaBe

v ov (in marg.) N

8. MdPBwpev] MdPowey BWaNVa 8. Mvow] Mo N

textum Joannis monachi ed. Romae, p. 187: Agmépwg éx Belov [ Tvedparos,* Bovkjoet
8¢ TTotpds™ auvellndag Yidv t&v Tob Oeot™ éx [otpds duwitope” mpd T6v vy
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drdpyove,” O fuds 8t éx god* dmdtopa yeyovéTa oupkl dmexinoag,” kol Bpédog
gyerhobynoog. A ui) maboy TpeaPeler* Tod hutpwdivar kivlvev* Tég Yuydc Hudv.

Without seed, but through the all holy spirit

and by the will of the father, you conceived o Virgin,
the son of god, the uncreated word, together glorified;
and who, without mother, yet timeless from the father;
and from you fatherless, for the sake of mortal men;
give birth and suckle him as a babe;

therefore, on behalf of those who honour you, beg

that we may receive forgiveness of sins.

IV

Nedoov Mtaic g@dv oikeTdv, oYy x6pn,
navovaa dewvd, BAewy hutpovpévn-
GG BYKVPALY EYOLLEY lEPALY OE Ydp,

kol TpooTaciny év meplotdaet Blov-
Ehmidog Nudy udéhws KaTeoyvvyg
omedaoy Bodvtwy iketikods elg Adyove:
ool, eipe ToTaY, AvTIATTop TapBéve,
M@y YUyIKH oprovy] Te Kol TKETY.

3.Cf. Hebr. 6, 19.

BwaNVaBe

8’ov (in marg.) N

7. avtiMjmtop] dvtiMjrTwp VaBe

textum Joannis monachied. Romae, p. 274: Nedoov mapaxdioect™ oav
oiketav, Iavduwye,* Tadovon Sewdv NudvV éravactdoels,” Tdoyg OMeng fudg
amoddhdTTovon* ot yap udvy Godadi* kol BeBainv dyxvpay Eyouev,* kol Ty
oy mpoataciay kextiuedo.” MY aioyvvlauey, Aéomovae,* ot Tpookaoduevor*
omedaov &g ixealav* tav oot (leg. oot) motdg Powvrwy-* Xaipe, Aéomowa,* 7
mavtwy porfew,* yepe kol oxémn® kol cwTnple TOV Yuy@v Hudv.

Behold the supplications of your servants, pure maiden;
ending evil and liberating us from sorrows;

for having you as a holy anchor

and protector from the concerns of life,

you will never disrespect our hopes;

make haste at the suppliant words of those
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who cry ‘hail’aloud to you, who understands the faithful, o Virgin,
and who are our soul’s joy and protection.

A%

Nade, modn e, paciieov kol Bpdve

Tod TV TAYVOKTOG, DTéparyve Maplo

dt” 7ig & Xprotodg kel WTpwTijs pov Aéyog,
Tolg &v oxdTel dag eudaviletan péyo

obg émhaae mplv idlay kot eikéva-

&\ & morvbpvnTe piitep, mapBéve,
xeBikeodon pn Mg ppotav ydptv-

el yep Bedoer Svapls oot cuvTpéyel.

1.Ez. 44, 1-2. Prov. 9. 1 IIl Reg. 2. 19

4.Is. 9, 2. Colos. 1, 13.

5.Gen. 1, 26, 27. Gen. 5, 1. Gen. 9, 6.
BWaNVaBe

¢’ov (in marg.) N

1. Bpdve] Bpévog B 8. Stvaulc o] Shvaps o7 Be

textum Joannis monachi ed. Romae, p. 364: Nadg kol w0l Omdpyeig,” ToehdTiov
kol Bpévog To0 Baathéws,* Tapbéve mdvoepve™ 81° fig 6 Mtpwtis pov Xplotdg
6 Kdprog* Toig &v owdrel xabeddovory émédavey, Hhog™ tmdpywv dikooatvne,*
dwtioat B4hwv, odg Emhace™ kot eixéva Bloy yewpl 7 Eavtod.” Aid, TTavdpvnre,*
¢ TPy Tappnatloy Tpdg adTOY KexTUév,* ddlhelTTwg TpéoPeve® cwbival
Toug Yuyelg U

Temple, gate, kingdom and throne

of the king of all, most holy Mary,

through whom Christ, the word, and my redeemer

is revealed as a great light to those who live in darkness:

and whom in past times he formed in his image.

But o most praised Virgin mother,

for the sake of mortal men, have mercy, do not leave us.

for your readiness accords with your power.

VI

‘O Snpuovpyds kel WTpwTig Rov Aéyog,
Tiig o7ig TpoeNda mapBevixijg vnddos,
Kol TpoahaBedy e TG TPy Apdg xhvel:
g odv Bedv ool mapbévey yevynoday,
xopotg Boduev, 1| yévovg mpoaTaaia-
YYDV oKETY Te Kol POVY TWTYpict.
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1. Gen. 2,7.8.15; C£.1Cor. 15, 22. 5. Lc. 1, 28.
BWaNVa
¢’ov (in marg.) N

textum Joannis monachied. Romae, p. 452: ‘O momtig kel Avtpwtic pov,
IMdvaryve,* Xplotdg 6 Kbprog® éx T oig v8vog mpoeAB,* dut évduaduevoc® Trig
mpwy katdpag® T&V Addu AAevBépwae-* 816 aou, [dvayve, dg Tob Ozod Mytpl Te*
ol TTopBévey ddnbag™ Bodpey doryvirme” 1o Xoipe Tod Ayyéhov-* Xaipe, Aéomorve
mpoaTaain kol okémn® kol cwTyple, THY VuYdY NUdY.

My creator and redeemer, the word,

who proceeded through your virginal womb

and received me, freeing me from the ancient curse;

in that you, a virgin, gave birth to God,

we cry: hail, you who are the protection of our generation:
the defense and sole salvation of our souls.

VII

Ymo axémny oy Y yevels Tedevydteg,
Aéomorva, oepvy, xpdlouey memoBdtuwg:
phoa M Tpag oodg auéTpwy ék TTAUCUATGY,
Yuyds Te oDTOV OlKeT@V ToU, TepBéve.

BWaNVa
{’ov (in marg.) N
4. gov] aiyy Wa

textum Joannis monachi ed. Romae, p- $35: Yo Ty oy, Aéomowe, arémny*
mévTeg ol Yyevels” mpooedevydteg Podpéy oot Oeotéxe, ¥ ATl HudY, phowl
Aués* ¢ auétpov TTUTUATLY, * kel TOToV Tég YUYdg @Y.

We mortals flee to you for protection

o pure lady and cry to you in faith:

free your supplicants from their endless faults
and save, o Virgin, the souls of your servants.
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VIII

Avvude viudy, 865 untpomapbévery,
Aéyov Beod ob cwpathonoe ubvn,

o@DV olkeT®V VIV TG TapakAYoELg déxou-
7 mitor S1801¢ kabaplopdy TTAUCUATHY,
licvod 08 Moty fpds edpely Baodvev.

BWaNVa
n’ov (in marg.) N
4. 1] 1 Wa 5. Mow] Aow BNVa

textum Joannis monachied. Romae, p. 618: Aviudevte ITapBéve, * 9 Tov
Ocdv adpdat® cvapoion cupkl,* Mirep Ood Tod tVioTov,* civ oiketdv
mopaxoelg* 0éxov, [avdpwpe- v miot yopnyodoe* kabapioudy Ty TTatoudTwy,*
VOV Tlg Ny ixealog mpoodexopévn,* Suowmel ocwbijvar TdvTag Aud.

Unwedded bride, the glory of mothers and virgins,

who alone gave flesh to the word of God,

now accept the supplications of your servants

you who bestows cleansing from the faults of all

and beseech that we may find deliverance from our adversities.

PARAPHRASIS SECUNDA
CONSPECTUS SIGLORUM
CODICES
E Scorialensis 414 X IV.19 1427
Wb Vind. Phil. gr216 xv
Be Atheniensis Benaki TA 152 Xv
A Iberon 84 XV
P Vat. Pal. gr. 320 Xv
A% Marc. Gr. X1 16 XV
TEXTUM
I

‘Qomep mpoeime Tpd ypévwy Haulug,
TixTeL 18Py VOV Kol MY pével kp.

‘O yeap xunbeig xal mpoehbow d Ppédog,
Bedg meduicarg eapeiPel kol do.
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AN, & pbvn Tdveryve pijTep Kol k6pY,
8¢ OV odv vidY kel Bedv kol SeambTY
g Onuovpydy 0dpavod kal yijg o€fet,
Tf| o) oxémy owlorro mavtoleg BAdBNs.

1-2.1s.7, 14 4. c£. Il Cor. 5, 17; Gal. 6, 15; Eph. 2, 15; Col. 3,10

WbABePVE

3. xunBeig] yevwnbeig post cor. Wb

tit: &pyi) T@v Beotoxiwy WHAE épyi) tav Bzotoxiwv Siit wétpwv lapBucdv P dpyi
abv B dylew Tév Beotoximwy Tob codwTdTov Kl AoylwTdTou KVpEDd ANuNTplov TOD
Zradiddxn Be

theotocium deest in V

textum Joannis monachi ed. Romae, p. 4: 180 memhjpwran* 1) Tob Hovlov mpdppyog*
IapBévog yap Eyévynans,* kol peté Tékov g Tpd Tékou diéuevag™ Oedg yop iy 6
TeyBele,* 010 kol PioELs ExauvoTéunaey. AN, & Oeopijrop,” ikeatog a@v Sovhwv* o
Tepével poodepouévag oot* pn mepldyg* G g v Edomharyyvov* oulg dyxdoug
dépovon,* ooig oixétag amhoryyvioOyr,* kol mpéaeve owbiven Tég Yuyds Huv.

As Isaias foretold in ages past

a maiden now gives birth and yet remains chaste

for God it was who, born, came as babe;

making nature anew.

But, o you alone all-pure mother and maiden,

whoever reveres your son and god and master

as creator of earth and heaven,

may be saved from every calamity through the protection of you.

II
Yrep $ptow 16 Babuc, Tdg TikTew képY,
Kol Oelicvuoat vOv kol hexdy kol wopBévog,
Kol Yepat Tov dépovTa T KTioy dépeig!
TV, Onuiovpyds 2oLy 8v dépets képY-
Kol KaVOTIOL0G €K LGVOU TOD VEDUATOG,
kol T Te Tolel pading dg Bovhetes
0)g 00V TPOG AVTOV RNTPLIKYY TreLppy|aicty
KkeTUéEVY, déaTowva, uiiTep Kol kdpy,
ogNuépat TPOTTITTE GO YEVOUG XAPLY,
g 8y Mo AdBwpey dumhaxnudtny.

1-2.Cf. Lc. 1, 34
WbABePVE
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Snuiovpyds toTwy] Sumovpyde/Snuovpyds éaTy post cor. man. gloss. Wb s.
uévov] potvov Wb 1o. AdBwpev] AdPoey PhdBopev post cor Mdpwpey Wb

textum Joannis monachied. Romae, pp. ror-r1o2: 'Q Badpatos xawvot™
vty Tav mdhet BavpdTwv!® Tl yip Eyve Mntépa* dvev dvdpdg Tetokviay,*
kol év drykdAang dépovoay* Tov dracoy Ty Kriow mepiéyovta; *Ocob éott fovld
10 xunBév-* 8y g Bpédog, TTdvayve,” ouls whévoug Baotdoncn,” kol unTpuchy
mappnalay mpdg aiToV kexTNUEYN,* Ui Taday Suowmobon* vmEp Tav ot (leg. o)
TWaVTWY," Tod olkTelpijont™ Kol owaont Tog VUG UGY.

Beyond nature is the miracle of your conception, o maiden.
you now appear as both new-mother and virgin,

bearing in your arms, the sustainer of all creation:

but the one whom you carry is the creator, maiden.

He who alone by signs makes all things new,

securing everything according to his wish.

possessing the boldness of a mother towards him to speak freely
o Lady, virgin mother,

day by day bow to him for the sake of mankind,

for us to receive the forgiveness of sins.

I1I
T oy, dyvi, O, odx Exyw dpdacits
GvBpmvog yap otk dducveitar Abyog
T maty GxpiPi Exdpdae Tod TpdypaToG:
TV ToDTo o Tol TdVTEG lopey Ko uvov-
WG ROTOPWG TV TVEVRATOG TUVEPYin
Bovlfi Te Tatpdg TOV Adyoy culaubdvelc:
08¢ PYG AUNTWP €K TRLTPOG TPO TRV YPOVWY,
¢k ood mpofiABey dvev yevviTopog:
Tpdg 8v SevTEls UNTPIKALG TOLOUWEY,
maTodg mepidpolpnoov ik mhomng PAdfng.

s.Cf. Lc. 1,35 5—7. Hebr. 7, 3.

WDAPVE

2. 00k 2ducverten] od ducviter Wb 6. Poudd] te] Poudjroan Wb 6. Tov Aéyov deest in
Wb 9. mpdg 8v] mpde od? P

textum Joannis monachied. Romae, p. 187: Aonépwg éx Belov Ivedpartoc,*
BovMjoet 0t [atpdc™ ocuvellndog Yidv ov Tob Ood* 2x Iatpde durropa” Tpd Térv
aiwvey DmdpyovTa,* 8t” Muds Ot ék ool dmdtopa yeyovéTa* oupki dmekinaag, kel
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Bpédog eyahotynous.® Ao ui Tadoy mpecPelev Tod Autpwdijver kivdGvev* Tég

Yoy Hudv.

I have no words to tell of your pure conception,
for human language will fail

to describe exactly what has come to pass,

yet we the faithful all know only this.

unsown, yet in co-operation with the spirit

and with the will and collaboration of the father,
you conceived the word:

He who appeared motherless from the father before the ages
issued forth from you fatherlessly;

to whom as mother you make supplications
guarding the faithful from every wrongdoing.

1\%
Edmiig pév, mdvoryve, mot@v, moepéve,
TGV olkeT@Y 0OV TiG Oef|TElg TPOTOE O,
Kol e Sewvdt el pov Tprvpio,
v eEeyelper Tod Blov T8 mvedpoTa,
Kol ouVTapdTTEL TOY Kt Tpde koptov,
o i xvPepvay T oxddog Tpdg dkioy-
ot youp vy, uijtep Beod, ywvdaopey
dxhatov 8puov xai BeBaioy dykvpav,
Kol ThoDY Yooy kel ool péy eddioy
&v ¢ dudmhy T Bokdaang Tod Blov.

7. Cf. Hebr. 6.19
APVE

4. tEeyelpel] eeyelpn P

textum Joannis monachied. Romae, p. 274: Nedoov mapaxdioect™ oav
olketav, Iavduwye,* Tadovon Sewdv Nudv éravactdoels,” Tdoyg OMewng fudg
amoddhdTTovon* ot yap udvy Godadi* kol BeBeinv dyxvpay Eyouev,* kol Ty
oy mpoataciay kextiuedo.” MY aioyuvlauey, Aéomove,* ot Tpookahoduevor*
omedaov &g ixealav* tav oot (leg. got) motdg Powvrwy-* Xaipe, Aéomowa,* 7
mdvtwy porfew,* yepe kol oxémn® kol cwTnple TOV Yuy@v Hudv.

Most chaste one and Virgin, you are the one hope of the faithful;
accept the supplications of your servants
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and cease the assaults and subdue those storms

which are triggered by the spirits of life

and disturb our master

making it impossible for him to control the ship rightly,
for we know only you, o Mother of God,

as our safe port and sure anchor,

the peaceful sailing and the stable, calm weather

in our crossings of the sea of the life.

\%
Nodv, Ty, oixdv oe ket Spdvov mdhet
Tod TV TAVOKTOG, O Taveryve Mapla,
mpodmrikal PAémovory 6Evdopiciou
Kol yop wpoeiBov, 06 EdLCTOV, dupaaty
ExaaTog abT@Y TO Eévoy puoTiplov,
81 ob o Xpioov eaviayels T krioel,
g damhog dlaxog TOV dvTwg fikiov,
kol duaoefelag 1o oxdrog aredavviei
dvtelodyetg 8¢ T Tobetviy Huépay,
v kol pudrTols elodmay dvéomepov.

1. Prov. 9. 1 Ez. 44, 1-2. Il Reg. 2. 19
7-8.1s. 9, 2. Colos. 1, 13.
APVE

10. 7V Kol ... AVETTEPOV deestin V

textum Joannis monachi ed. Romae, p. 364: Nadg kol wodn dmdpyetg,* Tohdtiov
kol Bpévog o0 Baathéwe,* Tapbéve mdvoepve™ 81” fig 6 Mtpwtis pov Xplotdg
6 Kdprog* Toig &v owdrer xabeddovory émédavey, "Hhog™ tmdpywv dikooatvne,*
dwtioat B4hwv, odg Emhaoe® kot eixéva Bloy yewpl 7 Eavtod.” Aid, TTavdpvnre,*
g TPy Tappnatloy Tpdg adTOY KekTUéV,* ddlhelTTwg TpéoBeve® cwbiva
Toug Yuyelg U

From the past, as the entrance to the temple, house and throne
of the almighty, o most holy Mary,

prophetic visions have seen you with sharp eyes;

for they have seen as they could with their eyes

each one of them the strange mystery,

by which you offer Christ to creation

as a spotless disc, the veritable sun.

you destroyed the darkness of impiety

279



I0

I0

I0

DIMITRIOS SKREKAS

and introduced the sealed and longed-for day
which you may preserve forever without evening.

VI
Tvvi) hamelon Tf) Kotk TopovéaeL
Tob Tepmovipov kel mixpod BpotoxTévov,
Gpéwv mpoekévnaey avBpdmorg Aot
YV 0% kel o0, Yvwploaca TV 86hov,
Kol TEV yuveukv pn ¢épovon Ty HPpuy,
ooty uev nutpémiles délay Téwg
Bouhiig Taheuds Tpd xpévwv elpnuévng,
dedeypévy 8t xal Texodan &V Myov,
e0dnuiog wEPNVeag MUY aitice,
80ev Bocev, d yévoug cwtyplc,
@ TG &péig MTpwalg, & Tévwy Ao,
@ Yoipe oeuvil, Yoipe TITGY TS Khéog!

1. Cf. Anast. S, hex. 12, X. 2. 31.
ABePVE
2. Tepod)] dpuctod Be 4. od, yvwpioaoa] ovy(y)vwpionse P 6. téwg] Té dg E

textum Joannis monachied. Romae, p. 452: ‘O momig kol Avtpwtig pov,
IMdvoryve,* Xplotdg 6 Kbprog* &k Tijg ajg vdog mpoeAev,” ut dvdvaduevos™ T
mpeny katdpas® T6v Addy Ahevbépwae-* 018 ool, TTdvayve, ¢ Tob Ozod Mytpl Te*
ol [apBévey dnBig™ odue doryirons* 1o Xaipe Tod Ayyéhov-* Xaipe, Aéomorve,*
TpoaTaain kol okémn® kol cwTyple, TEY VuXdY NUdY.

In times past, a woman, deceived by the bad admonition
of the highly cunning and bitter slayer of mortal men,
thereby induced a curse on humans;

you, too, are also a woman, aware of treachery,

but you do not pursue the boldness of women;

over time, you have been preparing yourself to be worthy;
and accepting the ancient counsel uttered before the ages,
you bore the word,

thereby being a cause of joy for us;

for this, we cry aloud, o salvation of (our) generation,

o redeemer from the curse, o releaser of pains:

o hail, you who are virtuous; hail, you who are the glory of faithful.

VII
Ymo oxémyy Aéomotve oy TedevydTeg,
xavTedBe oMY TN oIy eDpKETEG
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ol mpoaKVYYTEl ToD TékoV GOV ToD Eévou,
hopmpay Sovy Eyovat iy Bupndioy

&v 17 0odpd yap T@V Tebdv peonuBpin,
xebowve Oevdv Yuycdy Sedeyuévot,
TpoaéVTEG eDplokovaty v ol TapBéve,
oxiey $eeiy kel wobewdv dépo,

Kotk TpdG TéaY pobv Kl Tpdg Hrvov macTdde,
Kol ooty XAV Yprvay edkpacioy-

¢v olg dvaxhBévTeg éx ToD kabuaTog
brvodar, Npepodaty ol kexunkéTes.

APVE
4. &yovat] &yovaw AVE 7. mpoaybvreg] mpooayévreg APE 10. fipwiy] einpwipy V
post Nadv wodny... Yo oxémyy... trad. P.

textum Joannis monachi ed. Romae, p. 535: Yd iy oWy, Adomowe, oxémny*
mhvTeg ol ynyevelst mpoomedevydteg Podpéy cor* Oeotéie, 1 EdTi HudY, poan
Huac™ € Guétpwy TTUGUATWY, kel TR0V Tég YuxdG HRAY.

Under your protection we flee o lady,

where those who venerate your strange birth giving
have found a great shade;

those who possess shining joy

during the strong noon of the passions,

accepting the assault of the strong, heat, wave of souls;
to you they come o virgin,

they find a bright shadow and desired air,

water to drink and a bed for sleep.

any every kind of enjoyable peace;

where they fall from heat wave

those who are tired, sleep and keep calm.

VIII
Ti TodTo kel widg; dryvod yorp TOV Tpdmov
& pijTep ryvi), ToD TéKov Gov Tod Eévou-
el youp BAémw oe mapBévov kol unrépa,
&dBoptov &vdpl kol pdvyy moudotpdov!
mé0ev 16 By kol Tig & Tpdmog, Aéye

o

dvoude voudn, To0 Eévov puotyplovs
voudn utv eipl ot Beod Eevotpdmue,
TixkTw Ot Tetde OV Bedv Tépay Méyou,
pvmov kurioet udauig Sedeyévov,
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tva BpoTodg pvoouto Tig dpaptiog:
TolToV TémpokTaL TOV TpdTov kel TOV Adyov
1 TopBévov xdnaig, 6 Eévog Téxoc.

APVE
8. wépay Aéyov] correxi wépa Méyouv AVE mapé Myov P

textum Joannis monachied. Romae, p. 618: Avoudevte ITopBéve,” 7 Tov
Oedy adpdotws” cvikafobon capkl,* Mirep Oobd Tod t\ioTov,* c@V olketdy
mapaxiioeig* 0éxov, Hovdpwpe* 1 miot yopnyodow* kebapioudy Ty TTaioudTwy,*
VOV Tég NG ikealog mpoodeyopévy,* Suowmel cwbijvar TdvTag Apds.

What is this, and how? I do not know the manner

o pure mother, of your strange birth giving,

for I see you, as virgin and mother,

unravished by man, you alone nurture a child,

tell us, o unwedded bride, from whence comes this miracle and
what is the conduct of the strange mystery?

-I am a bride of God in a strange way,

beyond understanding I give birth to a child who is God
without a single spot in his birth,

thereby that he saves mortal men from sin.

Such is the manner of the virgin’s strange birth giving.

Abstract

This paper offers a critical edition of the hitherto unpublished text
of two groups of metrical paraphrases of the eight Doxastika Theo-
tokia of the Aposticha of the Oktoechos. The manuscript tradition
is not unanimous, attributing part of the paraphrasis either to John
Pediasimos Pothos or to his student Demetrios Staphidakes - albeit
not without additions and/or variations. The nature of the manu-
scripts under discussion points to school textbooks, since the para-
phrasis is accompanied by glosses and epimerisms. Also, MS EBE
2047 transmits the text of another paraphrasis, penned by Symeon,
Archbishop of Thessalonica. There, it is accompanied by rubrics
and instructions on the performance in the Church, and its charac-
ter shifts to liturgical usage. All these verse paraphrases testify that
there was a continuous interest in translating the texts of the eight
Theotokia in Thessalonica and lasted for at least two centuries.
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RENAAT MEESTERS — RACHELE RICCERI

A Twelfth-Century Cycle of Four Poems on
John Klimax

Editio princeps

This article deals with a twelfth-century cycle of four unedited metrical
paratexts on John Klimax in dodecasyllables, preserved in seven manu-
scripts.’ We provide a general introduction, an overview of the manu-
scripts and of the poems, the editio princeps, and an English translation.

1. John Klimax, Editions and Surrounding Texts

John Klimax was the author of K\ipa O¢log avéov (The Ladder of Divine
Ascent),* written at the end of the sixth century or in the first half of the
seventh century.? This is one of the most wide-spread and copied works

! This paper is an outcome of the research activity carried out in the framework

of the Database of Byzantine Book Epigrams, hosted at Ghent University and funded
by the Hercules Foundation of the Flemish Government and the Special Research Fund
(GOA) of Ghent University. The introduction, critical text and translations are the re-
sult of the collaboration of the two authors. The sections “The Structure of Poem 2 and
the Pinakes of the Manuscripts, ‘Metrical Analysis, and the list of ‘Loci paralleli’ have
been elaborated by Renaat Meesters only. Furthermore, the texts presented in this con-
tribution have been included in Meesters’ PhD dissertation (Ghent University). We are
profoundly grateful to Julie Boeten, Sien De Groot, Marc De Groote, Kristoffel De-
moen, Mark Janse, Nina Sietis, Dimitrios Skrekas and Maria Tomadaki for their astute
remarks and suggestions for improving this paper. We also wish to thank Marcel Pirard,
Father Theologos of Ibéron, and Sofie Abé for their practical assistance.

* Although this title is the most popular, it might not be the original one. It is pos-

sible that the authentic title was [T\dxeg mvevparwcal (Spiritual tablets) referring to the
tablets of Moses. Cf. John M. Dufty, ‘Embellishing the Steps, Dumbarton Oaks Papers,
53 (1999), 1-17 (pp. 5—6); John Chryssavgis, John Climacus: From the Egyptian Desert
to the Sinaite Mountain (Aldershot: Ashgate, 2004), p. 21; Marie-Joseph Pierre, Carmelo
Giuseppe Conticello and John Chryssavgis, Jean Climaque), in La Théologie Byzantine
et sa tradition, ed. by Giuseppe Conticello (Turnhout: Brepols 2015), I/1, pp. 195325
(p- 276). For a different perspective, see Henrik Rydell Johnsén, Reading John Climacus:
Rbetorical Argumentation, Literary Convention and the Tradition of Monastic Formation
(Lund: Lund University Press, 2007), p. 15.

3> For adiscussion, see Jonathan L. Zecher, The Role of Death in the Ladder of Di-
vine Ascent and the Greek Ascetic Tradition (Oxford: Oxford University Press, 2015),

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 285-386
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115591
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in the Byzantine millennium and represents a bright example of refined
monastic literature. It describes how to ascend to God in thirty ascetic
steps (Adyol). Although it was written in a monastic context, it was also
popular among laymen. * It was translated into Latin, Syriac, Armenian,
Georgian, Arabic, Ethiopic and Slavonic.® More than 700 Greek manu-
scripts containing the works of John Klimax have been preserved.

As is often the case with wide-spread works, the immense popularity
of John Klimax paradoxically accounts for the absence of a critical edition.
There are only three editions of the Ladder: by Rader (1633, reissued by Mi-
gne in 1864 and Trevisan in 1941), Sophronios (1883, reprinted in 1970;
henceforth Sophr.) and Archimandrite Ignatios (1987, reprinted in 1994).”

In each of the mentioned editions, as well as in the manuscripts, the
Ladder is accompanied by three texts. Before the Ladder, there are usu-
ally two letters. The first one is written by John, abbot of Raithou, to John
Klimax with the request to write a new spiritual guide. The second one is
areply in which the request is accepted. The end of the Ladder is followed
by a short treatise, 70 the Shepherd, written by Klimax. These texts are
part of the same compositional process.® More texts were added at a later

pp- 31-33; Chryssavgis, John Climacus, pp. 42—44; Duffy, Embellishing the Steps) p. 2
n. 5; Pierre and others, Jean Climacus, p. 212.
4

Chryssavgis, John Climacus, pp. 20-23; Duffy, ‘Embellishing the Steps, p. 2;
Pierre and others, Jean Climacus, pp. 277, 287. See, for example, also vv. 1-3 of the
metrical summary of the Ladder preserved in Par. Coisl. 87 fol. 1r—v (fourteenth cen-
tury) (ed. Theodora Antonopoulou, ‘AvéxSotor otiyot yior 1y Khipece tov Indvvn tou
2wty in Aureus. Volume Dedicated to Professor Evangelos K. Chrysos, ed. by Taxiar-
chis G. Kolias and Konstantinos G. Pitsakis (Athens: Institute of Historical Research
Foundation 2014), pp. 19-25 (p. 23): [Tivelk 88”201l Tijg Mapotiong muktidog, | 7 y7jbev
Dol Todg povaaTi elg Téhov, | kol Todg pryddeg eig Edty dépet témouc.

> Pierre and others, ‘Jean Climacus, pp. 255-62; Johnsén, Reading John Climacus,
p- 6; CPG 7853.

¢ Some of these codices, however, only preserve fragments of Klimax’s works. Es-

pecially steps 27 and 2.8 were frequently excerpted. Cf. Antonio Rigo, ‘Giovanni Clima-
co a Bisanzio, in Giovanni Climaco e il Sinai. Atti del IX Convegno ecumenico internazio-
nale di spiritualita ortodossa sezione bizantina. Bose, 16-18 settembre 2001, ed. by Sabino
Chiala and Lisa Cremaschi (Bose: Edizioni Qiqajon 2002), p. 201; see also Pierre and
others, pp. 213—14; Johnsén, Reading John Climacus, p. 10; Nancy P. Sevéenko, ‘Mo-
nastic Challenges: Some Manuscripts of the Heavenly Ladder’, in Byzantine Art. Recent
Studies, ed. by Colum Hourihane (Turnhout: Brepols, 2009), pp. 39—-62; see also the
Pinakes database for further information on the manuscripts: www.pinakes.irht.cnrs.fr.
7

} Johnsén, Reading John Climacus, pp. 12—14; Chryssavgis, John Climacus, p. 23 4;
Sevéenko, ‘Monastic Challenges, p. 39 n. 1; Pierre and others, Jean Climacus), pp. 227,
254; Zecher, The Role of Death, pp. 9-10.

8

Duffy, p. 3; Johnsén, Reading John Climacus, p. 7.
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stage, such as the Life of Klimax by Daniel of Raithou? and different short
prologues to the Ladder. Although there are differences between manu-
scripts, these texts frequently occur together in the manuscript tradition. ™°

In some codices, other metrical paratexts that accompany the works
of John Klimax are to be found."" In July 2018, the Database of Byzan-
tine Book Epigrams (DBBE) ** records more than 7o different poems of
variable length on Klimax. The poems edited in this paper were merely
known through brief references in manuscript catalogues, in which only
the incipits or few verses are printed.

The poetic cycle we are dealing with consists of four metrical paratexts:
Poem 1 (102 Vv.), inc."Eyovow of hewdves 8v6n mowciha, which is a spir-
itual comparison between the Ladder and a garden; Poem 2 (226 vv.), inc.
Wyuerto ypvot Tolg Avdoig aipel Adyog, a praise of Klimax and a summary
of the Ladder articulated in six verses for each step; Poem 3 (19, 16 or 14
vv.), inc. Téhog kMpaxog odpavodpduov Bihov, alaudatory colophon; Poem
4 (134 vv.), inc. Tovtwy amdvTey TGV KeA@Y, KeA@V 86T, accompanying
the treatise 70 the Shepherd, is a laudatio of the Trinity, ending as a prayer.
Counting more than 470 vv., this cycle is exceptionally long. In particular,
Poem 2 is the longest book epigram in Byzantine literature known so far.

?  Itisuncertain when Daniel lived. He might have been a contemporary of Klimax.

For a discussion, see Chryssavgis, John Climacus, p. 15; Pierre and others, Jean Climacus,
p- 233. However, Daniel’s work certainly is the oldest preserved biography of Klimax, and
a source of inspiration for later biographers. Cf. Rigo, ‘Giovanni Climaco) p. 196.

1 Johnsén, Reading John Climacus, pp. 7, 10; Paul Moore, Iter Psellianum: A De-
tailed Listing of Manuscript Sources for all Works Attributed to Michael Psellos, Including
a Comprehensive Bibliography (Toronto: Pontifical Institute of Mediaeval Studies, Sub-
sidia mediaevalia, 2005), p. 49.

""" Some of them have already been edited; see, for example, Antonopoulou,

Avéxdoror, pp. 19-25; Kathleen Corrigan and Nancy P. Sevéenko, “The teaching of the
ladder: The Message of the Heavenly Ladder Image in Sinai ms. gr. 417, in Images of the
Byzantine World: Visions, Messages and Meanings. Studies presented to Leslie Brubak-
er, ed. by Angeliki Lymberopoulou (Farnham: Ashgate, 2011), pp. 99—120; Enrico Mag-
nelli, ‘Una presentazione licofronea per Giovanni Climaco, Néz Py, 7 (2010), 117-22;
Klaas Bentein, Floris Bernard, Marc De Groote and Kristoffel Demoen, ‘Book Epigrams
in Honour of the Church Fathers. Some Inedita from the Eleventh Century, Greck Ro-
man and Byzantine Studies, 49 (2009), 281-94 (pp. 287-93). For a general introduction
to Byzantine metrical paratexts, cf. Renaat Meesters, ‘Byzantijnse boekepigrammen /
metrische parateksten: terminologic en classificatic), Handeligen van de Koninklijke Zuid-
Nederlandse Maatschappij voor Taal- en Letterkunde en Geschiedenis, 69 (2016), 169-184;
Floris Bernard and Kristoffel Demoen, ‘Book Epigrams, in Brill’s Companion to Byzantine
Poetry, ed. Wolfram Hérandner, Andreas Rhoby and Nikos Zagklas (Leiden: Brill, forth-
coming); Marc D. Lauxtermann, Byzantine Poetry ﬁom Pisides to Geometres (Vienna:
Verlag der Osterreichischen Akademie der Wissenschaften, 2003), pp. 197-212.

2 www.dbbe.ugent.be.
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2. The Manuscripts

The poems have been preserved in seven manuscripts. These extant wit-
nesses have been fully collated and will be mentioned below with the
following sigla:

M Mosq. Synod. gr. 229 (Vlad. 192) (twelfth century) *?

N Mosq. Synod. gr. 480 (Vlad. 193) (twelfth century) **

R Manchester Rylands Gaster 1574 (a. 1282) "

L Athos Megistés Lauras B 102 (eleventh /fourteenth centuries) ¢

P Paris. Coisl. 264 (fourteenth century) '’

I Athos Ibéron 418 (fourteenth century, second half) **

V Vat. Pal. gr. 120 (a. 1322-1323)"

M (329 folios) was written on parchment in the twelfth century and
measures 319 X 220 mm. The text is written in two columns. Initials and

' Archimandrite Vladimir and Xénia Grichine, Description systématique des manu-

serits de la Bibliothéque Synodale Patriarchale de Moscou. Tome III, grec 181 4 grec 241
(Paris: 1995), pp. 236-38; Pierre and others, ‘Jean Climacus) pp. 214, 248.

14

Vladimir and Grichine, Description, pp. 238-39.

> Alexander Turyn, Dated Greek Manuscripts of the Thirteenth and Fourteenth
Centuries in the Libraries of Great Britain (Washington, D.C.: Dumbarton Oaks Center
for Byzantine Studies, Dumbarton Oaks Studies 17, 1980), pp. 30-31; Phlorentia Eu-
angelatou-Notara, ZvMoys ypovodoynuévawy oyueiwudtwy EMnvixiy xwdlxwy. 1306 altvag
(Athens: 1984), pp. 116-17; eadem, Xopyyol, xtijropes, dwpytés oe oyueaduate xwdixwy.
Tzdawo)dyetor ypévor (Athens: 2000), p. 182; RGK I 207bis.

¢ Miscellaneous codex. Cf. Sophronios Eustratiades, ‘Aylopertikéy xmdfcwy

onuewdpote, Lpyydpiog 6 Iudepds, 1 (1917) 145-60 (p. 153); Sophronios Eustratiades
and Spyridon of the Laura, Cazalogue of the Greek Manuscripts in the Library of the Laura
on Mount Athos (Cambridge: Harvard University Press, 1925), p. 27; Michaelis Pselli
Philosophica Minora, ed. by John M. Dufty et Dominic J. O’Meara (Leipzig: Teubner,
1989), II: Opuscula psychologica, theologica, daemonologica, p. VIII; Moore, Iter Pselli-
anum, p.713; htep://doaks.org/library-archives/library/mmdb/manuscripts/1070
(last accessed 31.07.2018).

'7 Robert Devreesse, Catalogue des manuscrits grecs, 11: Le fonds Coislin (Paris: Im-

primerie Nationale, 1945), pp. 242—44. Montfaucon, however, dated the manuscript to
the twelfth or thirteenth c. (Bernard de Montfaucon, Bibliotheca Coisliniana olim Segue-
riana (Paris: 1715), p. 306).

'8 Spyridon Lambros, Karddoyos v év taic BiffhioNfas o5 Ayiov Opovs EMyvixdv

xwdixwy, vol. 2, (Cambridge: Cambridge University Press, 1900), p. 145; Panagio-
tis Manafis, ‘Kardoyog mepieyousvwy Xepoypddwy g Iepds Movig IBripwy tov Ayiov
'Opovg, aptby. 400-450; (unpublished MA thesis, Aristotle University of Thessaloniki,
2012); autopsy of the manuscript by Renaat Meesters (October 2015).

¥ Alexander Turyn, Codices graeci Vaticani saeculis XIII et XIV scripti annorumque

notis instructi (Vatican City: Codices e Vaticanis selecti, vol. 28, 1964), pp. 131-32;
Henry Stevenson, Codices manuscripti Palatini graeci Bibliothecae Apostolicae Vaticanae,
Vatican City: Ex Typographeo Vaticano, 188s, p. 57.
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A TWELFTH-CENTURY CYCLE OF FOUR POEMS ON JOHN KLIMAX

notes are written in red. M contains an introductory prayer to Poem
1 (fol. 17); Poem 1 (fol. 17~1%); Poem 2 (fols 1"-2"); a prologue,* a ta-
ble of contents of the Ladder and a note on the Ladder** (fol. 3%); the
Life of John Klimax by Daniel of Raithou (fols 37~5);** the Lezters of
both Johns, with a partial commentary (fols 5¥-6"); the Ladder, accom-
panied by the unedited commentary of Elias of Crete (fols 7°~320%); an
epigram: Tpiavtapibpog od(pa)védpopog khipaé: | elg 0v(pa)vods dépovon
Todg Bpotodg Baoig (diplomatic transcription),” accompanied by a ta-
ble of contents, which is presented as an image of the Scala Paradisi,
followed by a repetition of the prologue of fol. 37 (fol. 320"); Poem 3
(fol. 3217); 10 the Shepherd with a commentary** (fols 3217~328"); Poem
4 (fol. 329"). Concerning the provenance of the manuscript, the note
16V IBYpwv, written at the top of fol. 1" by a later hand, points to a pres-
ence of the manuscript in the Ibéron monastery. Also at the bottom of
fol. 328" there is a note referring to Ibéron, written by a seventeenth-
century hand, inc. To mapdv Piffhiov drepwbn év 7 mavoepdoty povi
16V IBpwv map’ dpot Oeodovdov pwovayod kal Sopeaticov Tig Kuplog fuwv
¢ IMopTiatiooys.* The manuscript was taken to Moscow in 1655 by
Arseny Sukhanov.>

N (421 folios) was written on parchment in the twelfth century and
measures 192 X 143 mm. The manuscript is carefully executed, with
titles, initials and notes in red ink. N contains the same introductory
prayer as in M (fol. 1Y); Poem 1 (fols 2'~4"); Poem 2 (fols 4'-8"); a pro-
logue (fol. 97);*” a table of contents of the Ladder (fols 9'~10"); the Life
(fols 10"-14"); the two Letters (fols 14'—17"); some scholia on the Life
and on the Letters (fols 17°~21%); the Ladder, with scholia at the end of
every step, citing patristic sources (fols 21°~389"); Poem 3 (fol. 389"); 70
the Shepherd (fols 390"—407"); the same commentary on 70 the Shepherd

2 Inc. Toig &v 77} B{BAw ¢ {wic (PG 88.628).

' Inc. Eoxdmnoey dvrwg dplotwg pdde. In the right margin a red title is written

vertically: émlloyog eig Tov Khipaxa.
22

Inc. Tb pév tig 7 éveyxapévy (PG 88.596-605).

» See also DBBE (consulted 31.07.2018), <www.dbbe.ugent.be/typ/171> for a
three-line version of this epigram.

% Inc."OToy dxovayg, 611 2ooven of Eayortot mpatol (PG 88.1165).

»  Vladimir and Grichine, Description, p. 238.

26

On Arseny Sukhanov, sce Christian-Muslim relation: a bibliographical histo-
7y, ed. by David Thomas and others, 11 vols (Leiden / Boston: Brill, 2009~2017), VIII
(2016), pp. 893-94.

27

Inc.’O iy iodpiBuov Auiv, entitled ITpoBewplo T7ig dylng Khinaxog. Cf. Sophr., p. 6.
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as in M (fols 408"-417"); Poem 4 (fols 417°~420"); a contemporaneous
scribal note, not mentioning any name, accompanied by diverse notes
from more recent hands (fol. 420"). On fol. 421" a note from a seven-
teenth-century hand is preserved: érovt(0) T PifMov dmdpyet Tod mdm(er)
meywplov | k(o) 6 ddnEpoa(ev) elg T poviy Tod Soyewplov: | ut Erepah’
BulMe k(o) el dmobevirool | 4m’ adti ver &ve. adopiopévos.* A note on
fol. 17 by a later hand mentions the name of a certain Arseny (apaé v,
repeated as apoevy). This indicates that also this manuscript was brought
from Mt. Athos to Moscow by Arseny Sukhanov.

R (377 folios) was written on parchment in 1282 and measures only
92 X 65 mm. Titles and initials are written in red. The black ink on the
first folios is slightly worn and the red colour faded away. The manuscript
contains the same prologue as M (fol. 1°-1"); a table of contents of the
Ladder (fol. 2'~2"); the Letters followed by the Ladder (fols 373 45");
Poem 3 (fol. 345"); 1o the Shepherd (fols 346'~376"). The last verse of
Poem 3 mentions a certain TéxwBo¢. He is mentioned again on the dam-
aged fol. 376" in a colophon in prose, written in red, indicating that he
was the patron of the manuscript. This colophon can be reconstructed
thanks to the Oxford Christ Church 63, fol. 362" Next to Tdxwfog also
the scribe Twdoad is mentioned in the colophon on fol. 376", stating that
he finished his work on 11 November 1282.>° Turyn suggests that this
scribe wrote also Poem 3.3

L (272 folios) is a miscellaneous codex and measures 290 X 210 mm.
The oldest part of the manuscript, fols 16'~169", was written on parch-
ment in the eleventh century. The rest of the manuscript, fols 1"~15"and

#  Diplomatic transcription by the authors. Compare with Boris L. Fonki¢ and

Fjodor B. Poljakov, Greceskie rukopisi Moskovskoj Sinodalnoj Biblioteki. Paleograficeskie,
kodikologiceskie I bibliograficeskie dopolnenijak katalogn Archimandrita Viadimira
(Filantropova) (Moscow: Sinodal'naja biblioteka, 1993), p. 73.

29

See for the text Turyn, Dated Greek Manuscripts, p. 30.

3 RGK IL207bis. Besides Twdong, there are also three anonymous scribes in R. For

more information, see Turyn, Dated Greek Manuscripts, pp. 30—31. Cf. Euangelatou—
Notara, XvMloy7}, pp. 116-17; Euangelatou—Notara, Xopyyof, p. 182. Géhin and Kour-
oupou mention that Twdoad also wrote Paris, Sainte—Genevieve 3398 (a. 1283), and
suggest that he was responsible for the Istanbul, Patriarchiké Bibliothéké, Panaghia 66
(thirteenth century). Cf. Matoula Kouroupou and Paul Géhin, Catalogue des manuscrits
conservés dans la Bibliothéque du Patviarcar CEcuménique. Les manuscrits du monastére
de la Panaghia de Chalki, 1: Notices descriptives (Turnhout: Brepols, 2008), p. 217; Paul
Canart, ‘Un manuscrit provincial de datation problématique (Vat. gr. 2561) et deux épi-
grammes sur [‘évangéliste Matthieu, Néz Pijuy, 7 (2010), 317-36 (p. 334 n. 46).

' Cf. Turyn, Dated Greek Manuscripts, p. 8o.
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170"=272", is written on paper and is dated to the fourteenth century.*
The poems are preserved in this more recent part. The manuscript con-
tains the Catechesis ascetica of Markianos of Bethlehem (fols 1*~15");%
a short part of the Letters of Isidore of Pelusium (fol. 15);** a short
treatise of Psellos ept Yuyfig (fol. 15°~15");% a fragment of John Chor-
tasmenus  Prolegomena in logica Aristotelis, entitled Tept tav Yuyav
Suvdpewy (fol. 15Y).3° The eleventh-century part of the manuscript starts
with the letter of John of Raithou (fol. 16*~16"), without the usual reply;
the same prologue as in M and R (fols 16"-17"); a table of contents of
the Ladder (fol. 17%); the Ladder and To the Shepherd (fols 17'~168");
a short text inc. Tpla eioly & 2pya TH¢ Hovylag (fols 168'-169"); scribal
notes from different periods (fol. 169Y).>” Thereafter, the fourteenth-
century part continues with Poem 2 (fols 170°~172"); the same prologue
as N (fol. 172"); scholia on the Life and the Letters, the Ladder and To the
Shepherd, accompanied by scholia on the Ladder (fols 1737-266"); Poem
3 (fols 266"-267"); the same commentary on 70 the Shepherd as in M
and N (fols 267°~2727); Poem 4 (fol. 272'—272").

P (275 folios) was written on parchment in the fourteenth century
and measures 210 X 155 mm. It is carefully written, with titles and notes
in red. P contains Poem 1 (fols 1"~2"); Poem 2 (fols 3"~6"); the same pro-
logue as N and L (fol. 6*); a table of contents of the Ladder (fol. 7); the
Life (fols 7°-10%); the Letters (fols 10°~12); scholia on the Life and on the
Letters (fols 12°~14"); the Ladder (fols 14'~254"); the same prologuc as
in M, R and L (fol. 254"); scholia on the Ladder (fols 2557~256"); Poem
3 (fols 256"—257%); To the Shepherd (fols 257°-269"); the same commen-
tary as in M, N and L, accompanied by other scholia (fols 269"-274).
The scribe of the manuscript is possibly mentioned in v. 15 of Poem 3,
a certain Nikandros, wearer of rags. The Kyprianos of v. 16, therefore,
would be the patron of the manuscript. As far as we know, both are un-
known from other sources. The book once belonged to a certain Theo-

Cf. Moore, Iter Psellianum, p. 7153.

Inc. Oldpepig [sic] kol modvTpomog mpérertou (CPG s541).

Inc. [TvBaryépag pev xai IThdtav (CPG s557).

Inc. Zrpadeioa yoyn mpds tavtiy. CL. Moore, Iter Psellianum, p. 273 PHLG.
Inc. H évBpwmivy Vuyd) Srrés £yt Suvdpec.

It is likely that fol. 169 was the last folio of the original eleventh-century manu-
script.
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charis (fol. 133"). Another possessory note on fol. 275", BrifAnwy petedv,
possibly points to Meteora.*®

I (142 folios) was written on paper in the fourteenth century and
measures 294 X 218 mm. The text is written in two columns, with
initials, titles and notes in red. I contains Poem 1 (fol. 1*~1"); Poem 2
(fols 27~4"); the same prologue as in N, L and P (fol. 4); a table of con-
tents (fol. 4—4"); the Life (fols s*—7"); the Lezters (fols 7°-8"); the Ladder
(fols 8"~114%); another table of contents of the Ladder, represented as a
ladder (fol. 114%); 70 the Shepherd (fols 115'~124"); John Chrysostom’s
Aéyog18” amd i mpdg Edeatovg ématodi (fols 126™-130");% scholia on
Klimax (fols 131°~141").# Accompanying the text of the Ladder, the
word otdoig appears every few folios in the middle of a circle in red,
written by a different hand.*' It indicates the pause of a monastic reading
session.** On fol. 125", which is blank, a watermark can clearly be seen.
It closely resembles a known watermark, Briquet nr. 5369.# This enables
us to date the manuscript to the second half of the fourteenth century.

V (184 folios) waswrittenon parchmentand measures212 X 147 mm.
The manuscript contains a prologue to the Ladder (fol. 17); the Life
and the Letters (fols 1°=7); the Ladder and a brief exhortation to the
reader* (fols 7'~ 170"); a table of contents of the Ladder, represented as
a ladder (f. 171%-171%); Poem 3 (fol. 172"~172"); To the Shepherd and a
scribal colophon (fols 172"~184"). The main part of the text is written
by two scribes. The first one, who remains anonymous, was responsible
for fols 1™~ 45". The second one wrote fols 46'~184" and signs a colophon
on fol. 184". It mentions his name, Stephanos the priest, and a date,
which allowed Turyn to date the manuscript, or at least fols 46'~184", to
1322/1323.% Turyn admits that this date can only be applied with cer-
tainty to the second part of the manuscript. He states, however, that the

3 Devreesse, Catalogue, p. 244.

¥ PG 62.99-105, CPG 443 1.

4 Inc. AloBnowg mvevpatuc 2oTw.

41

E.g. on fols 537, 54", 56", 57" and 58"

# The Ladder is indeed even today read out loud during Lent in Orthodox monas-

teries (Chryssavgis, p. 233).
# Charles-Moise Briquet, Les filigranes (Amsterdam: Paper publications society,
1968), nr. 5369.
“ Inc. AvaPaivete avaBaivere (PG 88.1160D).
is

The colophon runs as follows: t éypadn die ye1pd(c) éuot Zre|davov tepews: |
1 #ro(c) swaa iv(dixniavog) ¢” + (Turyn, Codices graeci Vaticani, p. 131). See also Steven-
son, Codices manuscripti Palatini, p. 47.
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first part was written by a contemporaneous scribe. In fact, there is also
a third scribe involved who wrote only fol. 827, L. 5 - fol. 83", I. 3. Poem
3, the only poem of the cycle preserved in this manuscript, is part of the
folios written by Stephanos. The handwriting in which it is written is
clearly identified as Stephanos’.*¢

In the version of V, two names are mentioned in Poem 3, and neither
of them is Stephanos. The first one is Simon the monk and the second
one is Symeon the priest. Neither of them is mentioned by Turyn, nor
by Stevenson.* It might be that they are the first and the third scribe
who are anonymously mentioned in Turyn’s description of the codex.
Another possibility is that they are the patrons of the manuscript — and
if not both, maybe one of them. In any case, their role in the production
process of this manuscript is unclear. It could even be that these names
were copied from an older manuscript.

3. Order and Preservation of the Poems

As shown in the description of the manuscripts, the poems have a fixed
order. Poem 1 starts on one of the first folios of the manuscripts, directly
followed by Poem 2. After the prefaces, the Lezters, the Life and the Lad-
der itself, Poem 3 follows. In its turn, Poem 3 is followed by the trea-
tise 7o the Shepherd, which is concluded by Poem 4. This order already
shows the function of the poems. Poem 1 functions as a spiritual prepa-
ration to the Ladder. Poem 2, as a summary, offers the reader a more
content-based preparation for the main text. Poem 3 is a colophon after
the Ladder, indicating that 70 the Shepherd was seen as an encore. Poem
4, as an invocation of the Trinity and a final prayer, concludes the works
of and on Klimax.

Poem 1 is preserved in M (fol. 1™-1"), N (fols 2"~4"), P (fols 1"-2") and
I (fol. 1"~1"). A marginal note at the end in M and N mentions that the
poem contains 102 vv. Remarkably, M has 101 vv., since it omits v. 14.
Furthermore, on fol. 1" of N, a later hand added vv. 1-3 as a probatio
pennae. Thanks to the note at the end of Poem 2 we know that L also
originally had Poem 1, but the folios on which it was written are lost.
Poem 2 is preserved in M (fols 1-2"), N (fols 4°-8"), L (fols 170°-172"),
P (fols 3'~6") and I (fols 2°~4"). The poem has 226 vv. in all manuscripts.

% This attribution is confirmed by a comparison with Turyn, Codices graeci Vati-

cani, Tables 101 and 102.

¥ Turyn, Codices graeci Vaticani, pp.131-32; Stevenson, Codices manuscripti

Palatini, p. 57.
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The scribe of L forgot v. 47, but added it in the upper margin. P, just as
M and N, has each verse on a new line, except for vv. 182 and 183. Con-
trary to the actual number of verses in the manuscripts, a note in prose at
the end of the poem, preserved in all five manuscripts, mentions that the
poem consists of 222 vv. As the central section of the poem (vv. 34-213)
is articulated in six lines per step, if four verses were indeed added, they
should be either part of the praise of Klimax at the beginning (vv. 1-33),
or of the epilogue at the end (vv. 214-226).4

Poem 3, the colophon, is preserved in M (fol. 3217), N (fol. 389%), R
(fol. 345%), L (fols 266"—267"), P (fols 256'—257") and V (fol. 172"~
172"). All manuscripts preserve the same first 13 vv. Moreover, M, N
and L have the same 19 vv. P has a different text from v. 14. In the last
6 vv. the names of the scribe and the patron are mentioned and P gives
different details from M, N, and L. Poem 3 is the only poem of the cy-
cle preserved in R. In this manuscript it has only 14 vv., in spite of its
marginal note otiyol g (sixzeen verses). In the last verse the name of the
patron is mentioned. The first verse of Poem 3, lacking its last word, is
written by a later hand in a sloppy way on the last folio, fol. 377". Also V
has only Poem 3. After the common 13 vv,, it has 3 more vv. mentioning
two names which remained unmentioned in the secondary literature on
this manuscript. The number of verses preserved in V corresponds thus
to the number ¢ in R. This observation is a first indication of the close
relation between R and V in the stemma codicum, as will be discussed
below.

Poem 4 is preserved in M (fol. 329), N (fols 417°~4207) and L (fol. 272"
272"). Only in N the poem is complete. But again, there is a discrepancy
between the actual number of 134 vv. preserved in the manuscript and a
note at the end of the poem mentioning 135 vv. M has only the last 10 vv.
followed by the first final note, the same as in N. The preceding folios are
lost. However, it is probable that M originally had the complete poem.
Also in L the text has not been entirely preserved and the order of the
verses is mixed up. Neither the order of N nor the one of L seems to be
correct. The text edited in this article is a reconstruction of the original
order of N, which improves the structure and understanding of the text.
Indeed, it seems that fol. 418 of N is bound wrongly. The recto of that
folio is in fact the verso. This can be proved when looking to the scho-
lia on fol. 418. In N, the scholia are systematically written in the outer

# In the epilogue, one could consider to leave out vv. 216-19 or vv. 222-25, but

this is only mere speculation.
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margin. Only on fol. 418 the scholia are written in what is now the inner
margin. Moreover, the scholia are not preserved entirely, since some let-
ters are missing at the inner side of the binding and on the outer margin
of the folios. This clearly points to a process of rebinding and restora-
tion. A decisive proof is that there is an imprint on fol. 418" of the red
initial of Tpiég (v. 2), which is written on fol. 417". This mirror image can
only be explained by the fact that, at the time when the ink was still wet,
fol. 418" was actually fol. 418"

If we apply this reconstruction to N, the following order can be pre-
sented: v. 1 on fol. 4177, vv. 2—25 on fol. 417", vv. s0—72 on fol. 418", vv.
26—49 on fol. 418", vv. 73—96 on fol. 419", vv. 97—120 on fol. 419" and
vv. 121-134 on fol. 420". When applied to L, having lost some folios
at the end of the poem, the following order of verses appears: vv. 1-25;
73-120; 26-31. Remarkably, the gap in L from v. 26 to v. 72 matches
fol. 418 in N exactly. This suggests that L is a copy of N or of one of
its apographs. The text of L corresponds to the following folios of N:
fol. 417, fol. 417", fol. 4197, fol. 419", fol. 418", after which the poem
breaks off. Since fol. 420" clearly gives the end of the poem, fol. 418"
should have been the penultimate page. This means that the scribe of L
first copied the text contained in fol. 418" of N, which further proves
our hypothesis. How this transposition can be explained remains
unclear. One possibility is that when N was copied, a scribe opened
the binding of N to ease his work, mixed up the order of fol. 418 and
fol. 419 in his to-do-pile, and subsequently placed the wrong side of
fol. 418 of N up.

4. Prose Paratexts

In the previous section, we spoke of the existence of notes in prose men-
tioning the number of verses of the poems. These notes occur as titles
or as concluding remarks. Since they are shared in the manuscript tradi-
tion, they will be edited next to the poems.

A remarkable prose paratext is the quite long prayer at the begin-
ning of Poem 1 preserved in M and N. Unfortunately, the upper mar-
gin of fol. 2" was cut when N was restored. It is not clear whether this
has caused any loss of text. In any case, the version of M is longer and
provides more detailed information. Regrettably, the first lines are also
hardly readable. P and I have only a one-line title that seems to be de-
rived from the prayer in M and N.

In M and N, some words are written in the margin of Poem 1 as read-
ing guides, mentioning the topics of the subsections of the text. N also has
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three real scholia accompanying Poem 1. In Poem 2, the summary of each
step has a subtitle, referring to the content of the step. These titles occur in
the margin of M, N, L and P. The scribes of N, L and P added marginal
scholia to Poem 2 as well. N has more scholia than the other two manu-
scripts. Some of these marginal notes were included in the text of L. This is
an extra element to prove the dependence of L on N. In the margin of M,
next to the first verses of Poem 2, a later hand added a short poem by Chris-
topher Mitylenaios on Klimax, inc.’Eml hipagt KMpoxog Tukvag, [Tdtep.*
Not only are these brief texts useful for the establishment of the stemzma
codicum, but they also prove that the cycle was seen as a whole. The prose
note concluding Poem 4, preserved in M and N, gives an arithmetical
proof. It counts all verses of the four poems together to give the total num-
ber of 478 verses. This is a correct sum if the numbers of verses are counted
up as they are given in the notes, which means, for Mand N, 102 vv. (Poem
1)+ 222 vv. (Poem 2) + 19 vv. (Poem 3) + 135 vv. (Poem 4) = 478 vv.

5. The Structure of Poem 2 and the Pinakes of the Manuscripts

The edition printed in the PG does not agree with that of Sophr. on the
structure of the Ladder. In both editions, the Ladder consists of thirty
steps. Their subdivision, however, is different. In Sophr., step 16 con-
cerns $puhapyvpia; step 17 discusses dvousfnoia. Also in the PG, step 16
concerns $praapyvpia, but step 17 is on dxtnuoovvy, which in Sophr. is a
part of the step on ¢uhapyvpiz. By consequence, in the PG, dvousdnoin
is the topic of step 18. This inequality is resolved because the PG com-
bines steps 22 (on dmepndavein) and 23 (on Phacdnuiz) of Sophr. into
one step on vmepndaveinr, which is the 23" step in the PG.

Since Poem 2 contains a metrical summary of the Ladder, its struc-
ture can be compared to that of Sophr. and the PG. If the lemmata in
the margin are taken as a pinax of Poem 2, we see that the structure of
the poem coincides with the structure of the Ladder as presented in the
edition of Sophr., and not with the one of the PG:*°

Sophr. | PG
1-15 I-15§
16 16—17
17 18

49

p- 247.
50

loannis Vassis, Initia Carminum Byzantinorum (Berlin: De Gruyter, 2005),

Pierre and others, Jean Climacus, p. 254.
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Sophr. | PG
18 19

19 20

20 21

21 22
22-23 23
24-30 24-30

It is of course not only relevant to compare the pinax of Poem 2 with that
of the editions, but also with the pinakes of the manuscripts in which the
cycle is preserved.

M has two pinakes, a first one on fol. 37and a second one on fol. 320".
The one on fol. 3%, written in red, has the same structure as the PG. Its
wording is almost identical to the pinax provided in the PG (88.629).
The second pinax, also written in red, is accompanied by an image of
a ladder. It has to be read in the same direction as you climb a ladder,
which means that step 1 stands at the bottom of the ladder, and step 30
at the top. I'Tepi, the typical beginning of a title, is only mentioned once.
It only appears at the top, accompanying the title of step 30.5" Also this
pinax has the same structure as the PG. Its wording, however, is very
different and has no direct similarities with the wording of the pinax
preserved in the PG (88.629) nor with that of Sophr.* It is in any case
quite remarkable that there is a clear discrepancy between the structure
of the pinakes in M and the structure of Poem 2. Next to the omission of
v. 14 of Poem 1, the pinakes are yet another indication that M cannot be
the original manuscript preserving the cycle.

A comparable case is found in the Par. Coisl. 87 (fourteenth century)
fol. 1"~ 1", which preserves an anonymous metrical summary of the Lad-
der. Interestingly, the title of step 16 in the Ladder itself in this manu-
script (fol. 177") is similar to that in Sophr., including both drhapyvpin
and éaxtnuootvy. By contrast, the metrical summary preserved in the
same manuscript has the same structure as the PG.5?

' When quoting the titles of this second pinax in M, mep is added for reasons of

clarity.
52

Sophr, p. 18s.

>3 The poem has a separate step on ¢prhapyvple (step 16 = vv. 46-47) and on

dxtnuoavvy (step 17 = vv. 48—s50). The parts on Omepndavic and Bracdnuix are united
into one step (step 23, as it is in the PG). Cf. Antonopoulou, Avéxdozor, p. 22.
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The pinaxin N (fols 9*—10") has the same structure, and a very similar
wording, as the pinax of Sophr.>* Both pinakes, contrary to the pinakes
of M and of the PG (88.629), do mention the treatise 70 the Shepherd
after the Ladder.

Concerning the manuscripti recentiores, the following can be noted: s

In R, the red ink in which the pinax (fol. 2°~2") was written is heav-
enly worn on some lines. The text is, however, readable enough to con-
clude that it has the same structure as the pinax of Sophr. and N.

In V, the pinax (fol. 171%-171") closely resembles the second pinax of
M (fol. 320") and corresponds thus with the order of the steps as given in
PG. There are some minor variants towards M, and several orthographi-
cal and scribal mistakes.*® The abbreviations of mepi and the numbers of
the steps are written in black ink, but were overwritten in red. The titles
of the steps are written in black.

L does not preserve any pinax contemporary to the cycle. The elev-
enth-century part of L provides a pinax on fol. 17°, which is a peculiar
mix of the pinakes found in the PG and in Sophr. This mix, as will be
explained, resulted in a pizax mentioning only 28 steps and 7o the Shep-
herd at the end. Since there are, contrary to the other pinakes already
discussed, no accompanying numbers in the margin, this defect is not
immediately visible. A first explanation for the lack of two steps is the
omission of the step concerning mopvein and dyveia, step 15 in the PG
and Sophr. This is propably to be understood as a simple scribal mistake.
Furthermore, the pinax of L follows Sophr. in combining the PG’s steps
16 and 17 into one step (= step 16 in Sophr., but step 15 in L, due to the
omission of the step on &yveln). By contrast, the pinax of L follows the
PG in combining Sophronios’ steps 22 and 23 into one step (= step 23
in the PG, but step 21 in L). As the manuscript tradition of the Ladder
still deserves a thorough study, this quite old manuscript might be an
interesting case. It seems that L preserves parts of two manuscripts (re-
member the omission of Poem 1 in L due to an unfortunate manuscript
transmission), one of the eleventh and one of the fourteenth century. At
first sight, these parts have only in common that they preserve the works

of Klimax.

> Sophr., p. 185.
% We did not manage to check the pinax of P.
>¢ The title of step 9, for instance, runs (diplomatically): me(pt) tijg T@v duapTiwy
Qtie(ifg) pnotcaxiog. Certainly, one would expect duvyowaxiog here, just as in M (f.

320"). Transcription by Sien De Groot. Personal communication (20 June 2017).
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Manuscript I, just as M, provides two pinakes.’” The first one
(fol. 4°~4") has the same structure as the pinax of Sophr. The second
one (fol. 114") agrees with the PG. Besides, it can be noted that the first
pinax also mentions the Life and the Lezters, separately the request and
the response. The second pinax of I closely resembles the second pinax
of M (fol. 320"). It is not only accompanied by the image of a ladder, but
also its wording is very close to the second pinax of M and to the one
of V. Contrary to the second pinax in M, the second pinax in I does
not preserve the epigram inc. TpiavtdpiBuog ovpavodpéuog khipak. It does
preserve, however, another text in prose, written vertically next to the
image of the ladder, from bottom to top. A diplomatic transcription
runs: Edev iaxaf 6 wrepynotig v mafov khipaxe, év 1 éreaTtpikTo 1)
drydan 1 éay 6 B(ed)g, 6 TR dpwu(év)n Hhkie TprakovTaéTig.

These preliminary observations seem to point to the fact that the
manuscript tradition of Klimax’s works cannot be divided into two
clearly separated groups, one that agrees with the PG and another one
that corresponds to Sophr. There are clearly several redactions, of which
those edited in the PG and in Sophr. are just two examples. Moreover,
it seems that a metrical summary of one type of redaction of the Ladder
could easily accompany a manuscript preserving a different redaction.

6. Authorship

The question of the authorship of this cycle is not straightforward. Two
contemporary names appear in the original cycle: John the writer and
John Komnenos. They are not known from other sources, but the men-
tion of John Komnenos is an important hint to roughly date the poems
to the Komnenian period.** Moreover, this implies that the two oldest

57 Another famous example of a manuscript with two pinakes, one before and one

after the Ladder, is the Princeton, Garret MS. 16. The pinakes are preserved on fol. 4" and
fol. 194", being both accompanied by an image of the Ladder. Cf. John R. Martin, Zhe
Hllustration of the Heavenly Ladder of John Climacus (Princeton: Princeton University
Press, Studies in Manuscript Illumination s, 1954), p. 45; figs 31, 66) for a discussion
and pictures.

% There is a certain poet of anacreontic verses, John Komnenos of Sozopolis,

whose work is edited in Jean Francois Boissonade, Anecdota Graeca e Codicibus Regiis,
vol. 3 (Paris: Ex Regio Typographeo, 1831), pp. 456—6o0. In a twelfth-century epigram,
a certain John Komnenos, a son of an emperor, is mentioned as the founder of a mon-
astery. Cf. Spyridon Lambros, ‘O Mapxiavdg x@di 524, Néog EXgvouvijuwy, 8 (1911)
3—112 (pp. 19—-20 nos 50, 51); Konstantinos Barzos, H Evmloy[a Twy Kopvyvdy, 2 vols
(Thessaloniki: Byzantine Research Centre, 1984), I, p. 143 n. 41, 43; ODB s.v. Kom-
nenos, p. 1144. Also known is John Komnenos Synadenos (monkname Ioakeim), dated
to the end of the thirteenth century. He was the patron of at least four manuscripts:
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manuscripts, M and N (twelfth century), are probably close to the mo-
ment of composition.>? The two Johns play an important role in the in-
vestigation of the question of the authorship.

Three passages of the cycle are relevant to investigate the authorship:
1) the prose introduction to Poem 1; 2) Poem 3, which is the metrical
colophon; 3) the end of Poem 4. From the analysis of these passages, we
can conclude that John the writer is the author of, at least, Poem 3, of the
prose introduction to Poem 1 and of the colophon in prose that follows
Poem 4.

Poem 3, as is typical for a colophon, is written from the perspective of
the scribe. In its version preserved in M, N and L, John Klimax is asked
to grant ‘his Johns’ to ascend (v. 14). In the next verses, it is explained
who these Johnsare. The first John is the low-born writer (ypadedgv. 15).%
The second one is John Komnenos who was of noble descent (v. 16). He
is also presented as a monk (v. 17). Remarkably, John the writer is de-
scribed in a most humble way (Svayevyc and xaxétpomog v. 15). This fits
the humbleness of the Schreiberminch, and might indicate that the first
John was also a monk. Considering the humbleness of John the writer
and the laudatory way in which Komnenos is described, it is clear that
John the writer was the author, and that John Komnenos is honoured
as a patron. The aristocratic name of Komnenos would, of course, fit
the role of Maecenas well.** Moreover, the title of Poem 3 in N, Rand L
mentions that the poem was written by the scribe.®* In M, the title states
that the poem was composed by a monk, who is specified in the margin
as John. Remarkably, the family name is not specified. Since vv. 14-18
of Poem 3 indicate that John the writer was the author of the poem, the
monk referred to in this title must be John the writer.

In the first line of the introductory prayer to Poem 1 in M, Komnenos
is mentioned. Unfortunately, the left upper corner of fol. 1" is spotted

Paris. suppl. gr. 1262, Paris. Coisl. 89, Petropol. RNB gr. 321, Vat. gr. 456. Cf. RGK
I1.311; VGH 241.A; Guglielmo Cavallo, Lire 4 Byzance (Paris: Les Belles Lettres, 2006),
p- 86; Devreesse, Catalogue, p. 78; Kurt Treu, Die griechischen Handschriften des Neunen
Testaments in der UdSSR (Berlin: Akademie-Verlag, 1966), p. 146.

59
p- 308).

60

However, neither M nor N can be the original codex (see below Stemma codicum

The term ypadevg is ambiguous, as it can refer both to a scribe and to a writer
(author). Cf. LS]J s.v. ypapede, Montanari s.v. ypageds.

¢! We thank Panagiotis Agapitos for the opportunity we had to discuss this passage

with him.

€ The tide in N runs: tyor tod ypdavrog thv mapotoay BiBlov mepl T@Y

GvaBavdyTey TaUTNY THY TRV ApeTay KAluake.
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by oil varnish which hinders the reading of some words. Komnenos is
depicted as a monk.® In this introductory note, the reader is asked to
pray both for the weaver (edyéafw ¢ TodTwv Thokel) and for the scribe
(Xproté pov oo Tov ypdyavta). It seems tempting to interpret John
Komnenos as the weaver (mhoxel) and the other John as the scribe (Tov
ypéyavta). The evidence for this interpretation may be hidden behind
the stain in M after I'eypadérog mpd adtod. One could speculate that af-
ter these words the name of John the writer was written.

In the request to pray for the scribe, the narrator shows an in-
creased personal involvement (pov and verbs in the first person:’Epwta,
nopaxad®d, yovvoduar and {qt®). Hence, we can conclude that this in-
troductory prayer to Poem 1 was written by John the writer. Moreover,
he was also responsible for the second note after Poem 4. Nat 4deA¢é
uov from the introduction to Poem 1 corresponds to AdeAdé pov at the
end of the cycle. Moreover, both prose texts include quotes from the
New Testament. These features are an indication that they have the same
author.

Concerning the authorship of the entire cycle, two hypotheses can
be formulated: A) John Komnenos is the author of Poem 1, 2 and 4; and
John the writer is the author of Poem 3; B) John the writer is the author
of the entire cycle. Of course, this last interpretation does not have to
rule out the likely option that John the writer also was the scribe of the
original manuscript ordered by John Komnenos. In any case, the inter-
pretation of the expression Tapa wvedpatog and of whokel and ypdyavra
from the introduction to Poem 1 is crucial. One could interpret that
by mapé mvedpatog Komnenos is designated as the poet, being Kom-
nenos the intellectual author (of Poems 1, 2 and 4) and the other John
the physical scribe. By contrast, if wapé wvedpatog just meant that Kom-
nenos ordered the poems, John the writer might be considered as the
author of the entire cycle. [Thoxedg could mean ‘author}* but perhaps it
could, more generally, refer to ‘he who came up with the concept of the
text’; so not to the author, but to the one who came up with the idea of
composing a cycle of four poems on the Ladder.

7eBévres is the first word of the first line of fol. 1* of M which is readable. Ztiyo

ovyteBévTeg, meaning ‘verses composed, could be a possible conjecture. Regrettably, in
N, the upper margin of the folio, having a similar introductory prayer, was cut off. How-
ever, it is not clear if this also caused a loss of text. Thus, we can only be sure that John
Komnenos was mentioned in M.

¢

Compare, for example, with oyedomhéxog, Verfasser von oyédy (LBG) and
axedoypddos, Schedograph (LBG).
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Also the occurrence of Komnenos in the last verses of Poem 4 can
be interpreted in two ways. He is described again as a monk, but ap-
pears in the first person. Interestingly, compared to Poem 3, his famous
descent is described in a more down-to-earth fashion. This means either
that Komnenos, speaking in the first person, is the author of this poem,
or that John the writer writes in the name of his patron. This way he
could honour him one last time, concluding the cycle with a prayer in
his name. So this occurrence could still fit in with the interpretation of
John the writer as the author of the entire cycle.

These observations do not allow for hasty conclusions. The cycle is
clearly presented as a whole. Firstly, all poems have many intertextual ref-
erences, mostly to the Bible, Gregory of Nazianzus, John Klimax and John
Chrysostom. Secondly, the four poems have similar metrical features.
Opverall, the verses aim at prosodic correctness and deviations are equally
spread out over the poems. The anomalies are too limited in number to
use them for postulatinga different authorship.® A third argument for the
unity of the cycle are the prose paratexts counting up the number of verses
of all poems. These notes, at the beginning and the end of the poems, have
been part of the manuscript tradition since the oldest testimonies.

Whether these observations allow to postulate also a single author is
not entirely certain. However, as we have seen above, Poem 3 provides
the easiest key for identifying the author. If John the writer has to be con-
sidered as the author of the entire cycle, which is indeed the most logical
solution, then we have to explain the somehow contradictory passages
from Poem 3 and from the introduction to Poem 1. A tempting option
is to postulate that the humble John the writer, being the author of the
entire cycle, praises his patron John Komnenos by referring to him as the
one who came up with the concept of the poems (mhoxel), whereas he
identifies himself with the role of the scribe (tov ypdyavra). We might
even take his namesake John Klimax as an example. At the end of his trea-
tise 7o the Shepherd, John Klimax addresses John of Raithou, on whose
commission the Ladder was written, as follows (PG 88.1205,1l. 39—-52):

édpoxag Ty mpoPeluévy kel EoTnprypévy TGV ApeT@V KAlpaxo
fomep xaté THY xdpw Tob Oeol THv dobelody ool, g Toddg ApITEKTwWY
Beuéhov TéBeikag paMov 8 kol TAMjpwpa- el kol udg Todg edBelg éx
Tomevodpoatvig Padhduevos TO oTéun NudV TO pumap@dés ool Tpdg
TOV ooy hadv xixpaqv teTvpdvynkog. Kel ob Badus elbotar yap kol
Muwvafj xore oV T loToping TOTOV, loyvédwvoy EavTdy dmokahelv Kol

¢ See Metrical Analysis on pp. 304-307.
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Bpaddyhwooov- N éxelvog pgv Apwv dploTov éméTuye kol AoyodéTov kol
Aebidpduov. Zb 84, & puboTe, ovx old” dméBe Ty ddiby &l ToiTo TemolKolg
mpde Ty Y dvudpov xal 8y Alyvrrtiny Patpdywy, uaiov ot avBpdkwv
TETANpwLEVY. ¢

The architect-metaphor can be applied to the production process of the
Ladder itself. One could say that John Klimax regards himself as merely
the constructor of the Ladder, whereas he grants John of Raithou the
title of architect. The relation between Moses and Aron is the same as
the one between John of Raithou and Klimax, although the latter con-
siders himself inferior to Aron. These two metaphors mean that Klimax
considers himself only as a humble executer of a given task,*” whereas the
plan / the concept was provided by John of Raithou.

Possibly, the relation between John of Raithou and John Klimax (re-
spectively patron and author of the Ladder) was comparable to that of
John Komnenos and John the writer (again, respectively patron and au-
thor). One could easily imagine that, just as John of Raithou requested
Klimax to write a new spiritual guide, John Komnenos requested John
the writer to compose a cycle on the Ladder. Perhaps Komnenos even
gave instructions to John the writer. Maybe be came up with the idea
of comparing the Ladder to a garden in Poem 1. Maybe be insisted on
composing a metrical summary of the Ladder, which resulted in Poem
2. Maybe he wanted the book to conclude with a prayer to the Trinity,
mentioning his name at the end. If this was indeed the case, one might
indeed interpret that John the writer considered John Komnenos as
the ‘architect’ of the cycle and maybe that is the true meaning of wapa
mvedpatog in the prose introduction to Poem 1. John the writer, out of
humility, accepted the task to write the cycle and grants his patron John
Komnenos the honourable title of mhoxet, comparable to &pyitéxTwy in

10 the Shepherd.

% “You have beheld the fixed ladder of the virtues which stands before us, and by
the grace given you from God, as a wise architect you have laid the foundation of this
ladder, or rather, you have entirely completed it, even though from humility you have
forcibly persuaded us, the simpletons, to open our lips to teach your people. But this is
no wonder, for Moses, according to the sacred history, was also wont to say to himself
that he stammered and was slow of speech. Yet Moses had a most excellent minister and
speaker in Aron, while you, O initiate, have come, from I know not whence, to a water-
less spring filled with all the frogs, or rather the pustules, of Egypt’. Translation taken
from Archimandrite Lazarus Moore, Saint John Climacus. The Ladder of Divine Ascent
(Boston, MA: Holy transfiguration Monastery, 2012+), p. 265.

& Compare with the Letter of Klimax to John of Raithou which is full of refer-
ences to the duty of obedience.
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7. Metrical Analysis

Opverall, the author aims at prosodic correctness. Of course, as is typical
for Byzantine verses, there are some deviations concerning the so-called
dichrona. When comparing the position of the Binnenschliisse and ac-

cent positions, we get the following results:

Poem 1 Poem 2 Poem 3 Poem 4

(102 vv.) (226 vv.) (r9vv.) LM N (134vv.)
Binnenschliisse after the 5% syllable
stress on the 3™ syllable 9 VV. 8,82% | 22vv. | 9,73% | 2vv. 10,53% | 21vV. | 15,67%
stress on the 4% syllable 39VV. |38,24% |93V | 41,15% | svv. |26,31% | 46VVv.® | 34,33%
stress on the s®syllable 31VV. [30,39% | 49vv. |21,68% | 4vv. |21,05% |35Vvv. |26,12%
Total 79VV. | 77,45% | 164VV. | 72,56% | 11 VV. | 57,89% | 101 VV. | 76,12%
Binnenschliisse after the 7% syllable
stress on the s®syllable 19vv. | 18,63% | s1vv. | 22,57% | 6vv. |31,58% | 25vv. | 18,65%
stress on the 6% syllable 4VV. 3,92% | 7VV. 3,10% | 2VV. 10,53% | 5 VV. 3,73%
Total 23 Vv, | 22,55% | 58 vv. |25,67% | 8vv. 42,11% | 30vv. | 22,38%
Verses without Binnenschluf§

| ov. | 0% | 4VV. | 1,77% | ov. | 0% | 2 VV. | 1,5%

There are six verses without BinnenschlufS. Four of them (Poem 2, vv.
222-224; Poem 4, v. 119), because they consist of long compounds, have
no pause at all.” The last verse of Poem 2 has a Binnenschlufs after the
sixth syllable and a stress on the sixth, caused by a triple repetition of
&y, by which the poem is concluded.” V. 43 of Poem 4 can be inter-

¢ In the manuscripts, xepdotyy is written as xepaativ. So in the manuscripts there

are in fact only 92 verses of this group.

®  Verse 69 has only 11 syllables. The first half of this verse, however, is impeccable

and has a Binnenschlu/s after the fifth syllable and a stress on the fourth.

7 For a similar case, see e.g. Leo Choirosphaktes (ninth to tenth centuries),

Chiliostichos theologia 32, 1. 28 (Chiliostichos Theologia (Editio Princeps), ed. by Io-
annis Vassis (Berlin / New York: De Gruyter, Supplementa Byzantina 6, 2012)): tév
VevdoteyvoramvoBopPopootéuwy. Eustathios of Thessaloniki (twelfth century) in his
Exegesis in canonem iambicum pentecostalem 206, 1| 1o—15 (Exegesis in canonem iam-
bicum pentecostalem, ed. by Paolo Cesaretti and Silvia Ronchey (Berlin / New York: De
Gruyter, Supplementa Byzantina 10, 2014), p. 224) disapproves such verses, because
they break the rhythmical pattern.

7t A B6-verse is very rare in Byzantine poetry (Lauxtermann, Byzantine Poetry,

vol. 2, Appendix metrica). A poem of 26 dodecasyllables, preserved in a manuscript from
Mt. Athos, the Vatop. 107 (twelfth century) fol. 107", however, has several Bé-verses
(ed. Andreas Rhoby (nach Vorarbeiten von Rudolf Stefec), Ausgewibhlte byzantinische
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preted as a B4”-verse. It has two verse pauses, one after the fourth syllable
and one after the eighth one.”™

As is common in Byzantine poetry, proper names are treated with
more freedom regarding prosody throughout the cycle. See: Poem 2, v. 3
(Kpoioog); Poem 3 (LMN) v. 11 (Iwdvvn); Poem 3 (P) v. 15 (Nixdvdpw);
Poem 3 (V) v. 15 (Zvpéw); in fact also Poem 4, v. 76 (khvtotéyvng); Poem
4,v. 133 (lwdvwne); Poem 4, v. 134 (Kopvyyije).

7.1 Poem 1

1—2: The metrical deviations on vv. 1—2 are connected with the refer-
ence to a passage from John Chrysostom (PG 60.707):

Poem 1 (Vv. 1-2) John Chrysostom’s ITepi édenuocsvys
(PG 60.707,1. 1)

"Exovow of hew@veg dvOn mowkiha Ol hewiveg Eyovot motkida xal Siddopa
Kol TorvTodod, modhd kel Siddopa | dvly

In Poem 1, the order of the first three words from Chrysostom is changed.
The first three words in their original order, as found in Chrysostom, do
form a heptasyllabic colon, with a stress on the fifth syllable. Concerning
prosody, however, there are two problems: 1) the third syllable (Aew@veg)
is heavy (whereas it should be light), 2) the fourth syllable (Aewavec) is
light (whereas it should be heavy). The author of Poem 1 clearly was aware
of the prosodic rules, certainly because it would concern a prosodic error
involving an omega and an epsilon, which are no dichrona. Therefore, the
poet changed the order of the words. This results in a prosodically correct
heptasyllable, but having a more rare stress on the sixth syllable (hew@veg).

Epigramme in illuminierten Handschriften. Verse und ibre “inschriftliche” Verwendung in
Codices des 9. bis 15. Jahrhunderts (= Byzantinische Epigramme in inschrifilicher Uberlief-
erung, vol. IV) (Vienna: Verlag der OAW, Veroffentlichungen zur Byzanzforschung 42,
2018), no. GR73). See already its incipit: Xepd{wv yép fudg 6 xdddwv tod blov. Vv. 16-17
run: Yuyel meplotnot Opéve Tob Aeamétov / Tpaynhidyvuver daxcpldofar Tpdue.

72 Although v. 42 of Poem 1 was counted in the statistics as a B7-verse with a stress
on the fifth syllable, it is perhaps better to interpretitasa B4?-verse, which results in three
logically separated cola. For similar cases, see Leo VI (ninth to tenth centuries), Homilia
26,Vv. 67, 126, 521. V. 67, for example, runs: ‘16 8" 2v30fev ¢ pdptupt oTepéUvIoy’ (ed.
Theodora Antonopoulou, Leonis VI Sapientis Imperatoris Byzantini Homiliae (Turn-
hout: Brepols, Corpus Christianorum, Series Graeca 63, 2008). Cf. Lauxtermann, Byz-
antine Poetry, vol. 2 (Appendix metrica). Again the poem from the Vatop. 107 (twelfth
century) fol. 107" provides some interesting parallels, containing several B4*-verses. For
example, v. 23 runs (ed. Rhoby, Ausgewihlte byzantinische Epigramme in illuminierten
Handschriften, no. GR73): mévtag oileig el Koprov tov vidy oov. V. 26 reads: & déomorve
€\éov Gov i TRTOV.
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Inv. 2, duddopa does not fit, since it has an accent on the tenth syllable,
instead of on the eleventh. Clearly, the preservation of Chrysostom’s words
was important for the poet, even when this implied metrical anomalities.

26: ydyypouva eime TobTo Tig wotrmélog: In this Bs-verse, Totto re-
fers anaphorically to the whole previous verse (v. 25) and is the object of
eime. Tig, although having an accent, is used indefinitely, accompanying
woTyméAos. Interestingly, De Groote mentions that, in the manuscripts
preserving the Various Verses of Christopher Mitylenaios, the monosyllabic
forms of the indefinite pronoun Tig are almost always written as tig with
acutus (only one exception is found).” This practice in the manuscripts of
the Various Verses coincides with the way of accentuation in M and N.

7.2 Poem 2

14: Aydletal Tig Spvigw, dlog dvtois: Quite uncommonly the
twelfth syllable is stressed. It seems to be no coincidence that this verse
belongs to a passage that refers to Gregory of Nazianzus’ Carm. I1,2,1.
$vToig is the de-Homerised form of ¢vtoiow (Carm. I1,2,1 v. 269). This
form also appears in a paraphrase of Bodl. Barocc. 96 fol. 116", but that
might as well be a coincidence. Clearly, the author did not succeed this
time to transform Gregory’s elegiacs into impeccable dodecasyllables.

170: Q0o yap oltw kpatlve Todg daipoveg: Very uncommonly the
tenth syllable, instead of the eleventh, is stressed. Perhaps it is again not
a coincidence that the author drew his inspiration for this verse from an-
other text, in this case a passage from step 23 of the Ladder (PG 88.976,
1. 45—48).

207: 8w, kepdaTny, paathiokov, domide: In the manuscripts kepdatny
is written as xepaoiiv. However, xepaatiig has an entirely different mean-
ing: ‘one who mixes’ (PGL), said ‘of a servant who prepares drinks, but
also ‘of God as creator’ and needs to be amended. Regarding the metre,
this intervention does not raise any problems.

7.3 Poem 3

In the statistical overview of the metrical structure of Poem 3, the statis-
tics of the original version of LMN is given. Some metrical features of
the other versions will be discussed below. Compared to Poems 1 and 2,
it seems that there is a tendency to have more B7-verses. Also the num-

7 Marc De Groote, “The Accentuation in the Various Verses of Christophoros Mi-

tylenaios, in Poetry and its Context in Eleventh-century Byzantium, ed. by Floris Bernard
and Kristoffel Demoen (Farnham / Burlington: Ashgate, 2012), pp. 13345 (p. 137 1. 9).
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ber of B7-verses with a stress on the sixth syllable is quite high. But the
limited number of verses of Poem 3 warns us to be cautious with statis-
tics here.

P: Vv. 14-19 that uniquely appear in P, do no not have any metrical
deviations, except for some prosodic deviations involving dichrona.

V: Vv. 14-16 appear only in this manuscript. There seems to be only
one real prosodic mistake. It is found in v. 14: povaydy Zipov dvefaiver
g ypdderg. This verse has a prosodic error that is not due to a dichronon.
The third syllable is heavy whereas it should be light.

R: V. 14 in the version of R has 14 syllables. The verse can be ex-
plained as a combination of two heptasyllabic cola. While the second
colon coincides with the text preserved in LMN, the first part of the
verse is affected by the insertion of a personal name.

7.4 Poem 4

In N, Poem 4 has two verses of only 11 syllables: v. 26 and v. 69. Both are
the result of a defective text transmission.

22: 48dxpuTov, dAvmov, dmevBic TdBog: The fourth syllable has a pro-
sodic error which is not due to a dichronon.

29: koupdy kéxelvwy mpéodopov dwaelg méte: In N (and L), mére is
written as ToTé. As a result, there would be an accent on the twelfth syl-
lable. However, on this position in the verse, it cannot be meant as an
interrogative. As an indefinite adverb, it “is enclitic if connected with
the preceding word; 7 it is not, when it relates to the following word”.”s
Here, méte is clearly used as an enclitic connected with the preceding
word. This means thus that mot¢ of the manuscripts is correct regarding
the orthographical rules. In order to respect the rhythm of the dodeca-
syllable, we changed the accent of ot¢ in the edition.

48: dvtpaviyiov, &dpavi] dederyuévov: In this Bs-verse with a stress on
the third syllable, &vtpaviytov is a hapax and alternative for dvtpoviytog
(“wie eine finstere Hohle” LBG). avtpoviyog would not fit the verse,
because it would imply an overt prosodic error as the second syllable of
a dodecasyllable is supposed to be heavy.

92: VO ig oxoTewdg Nuépag avtifetoc: The tenth syllable, instead of
the eleventh is stressed. This is an overt error.

7 De Groote, p. 138 gives as an example Mitylenaios, Versus Varii 19, v. 16: €i 8¢

Bdvng kol polpoty GvaTM|oELg TOTE T<1Kpdy>.

> De Groote, p. 138 gives as an example Mitylenaios, Versus Varii 57, v. 29: &

GpeTav Taadwy Euyuyoy dyeue ToT elye.
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7.5 Conclusion

A comprehensive metical analysis of this poetic cycle has shown that the
formal aspects of the poems contribute to the unitarian consideration of the
cycle. The respective percentages of Bs- and B7-verses is similar. Also per-
centage of B7-verses with a stress on the sixth syllable is quite stable through-
out the poems, taking into account the small number of verses of Poem 3.

8. Stemma codicum

The manuscript tradition of the poems, as discussed above, is homoge-
neous, since the prose paratexts to our poems and the non-metrical texts
accompanying the Ladder are often the same. Moreover, the lack of one
or more poems from some of the witnesses (L and M) can be explained
by physical damage to the manuscripts. It seems reasonable to hypoth-
esize a common origin of the poems, all going back to one single arche-
type w, in which there possibly were errors: Poem 1, v. 27 éndone MN is
likely to be changed into &mdty.

Neither M nor N can be interpreted as the archetype. M omits v. 14
of Poem 1. In N, the opening of the prayer before Poem 1 is a simplifica-
tion of the prayer in M. Moreover, Poem 4 has only 134 vv. in N, whereas
the note at the end mentions 135 vv. Possibly, N omits the first verse of
the poem. Besides, N has several corrections of the same hand, indicat-
ing that is was a copy.

As none of the poems are preserved in all manuscripts, it is virtually
impossible to give account of the whole manuscript tradition, and the
overview here presented is regrettably partial. The first and clearest result
of the collation is that M is separated from the remaining manuscripts.
This is proved by the presence of several errors, e.g.: Poem 1: v. 18 ég
M; 7g INP; v. 23 ioyvohentoBpayeiog M; ioyvokemtoPpayéog INP; v. 46
Aopmpois, daudpopopdoTavatélolg Ms doudpais hapmpouopomavatélos
INDP; v. 53 mpoadopog M; mpoaddpws INP; v. 73 1 M; & INP; v. 78
uetplog M; petploig INP; v. 81 éxtpépe M; éxtpédwy INP; Poem 2: v.
3 ¢’ M; 0¢” ILNP; Syxwto M; dyxwto ILNP; v. 12 6piwv M; dpiwv
ILNP; v. 20 év M; &v ILNP; v. 22 xaprepwtdty M; xafapwtatn ILNP;
v. 39 Teb@v ovykatabéoeg M; maboovykatadéoeg ILNP; v. 153 edyijg
M; Yuyiig ILNP; v. 180 cvovumabity M; edovunabite ILNP; v. 205
unyavoravovpylog M; unyavomhavovpyieg ILNP; Poem 3: v. 14 Toig M;
ooig LN; Poem 4: v. 125 auBinypés M; éBinxpds N. Moreover, we can
exclude the possibility that any of the extant witnesses is a copy of M,
since the scribe of M omits Poem 1, v. 14.
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The branch of the manuscript tradition to which I, L, N, P and R belong
is of course more complex. The oldest manuscript in this group, and the
most accurate one, is N. However, it contains errors that affect its descend-
ants: Poem 2, v. 86 hevképotat IP | yhevkepoiot L | yhevépoiot N; yhvképotat
M. Concerning Poem 1, the following common errors can be listed, al-
though L is not a witness to this poem: v. 43 mopiBpiwy INP; mapiofuiny
M; v. 73 Bdharte INP; Bdhacoo M.

L, L and P share significant common errors: Poem 2, tit. £repot om.
ILP; Poem 2, v. 67 pdg Tiy kplow ILP; mpdg tov tddov MN | ypddera-
mpde Ty kplow add. in mg. N. Furthermore, I and P have common read-
ings. At the end of Poem 2, atiyol Tod Khipaxog ox3 IP. As far as Poem
1 is concerned: tit. otiyot eig T (16 om. P) mapdv fiffiov tij¢ kAinaxog
kfmov vonToy detcviovteg adTsé; v. 86 yevvailwy IP; yevvaileig MN; I and
P invert vv. 87 and 88; Nota in fine om. IP. These errors allow us to
suppose the existence of a common forefather 2, which derives from N.

A further distinction can be identified between P and IL. P presents
an error in Poem 1, v. 63: hapPdvov; haufdve IMN. ITand L, on the oth-
er hand, represent a different branch in the descent from N and share
errores coniunctivi:™ Poem 2, v. 91 pepido Kopiov I | tod Kvplov L; iy
uepida Tod Aéyov MNP; ypddetar- Kuplov add. in mg. NP; Poem 2, v. 94
mhéxov IL; mhéxwy MNP; Poem 2, v. 99 ovk dmoxhiver IL; 0b mopaimet
MNP; ypddetat odk dmokhivet add. in mg. NP. Considering this list, we
can draw the conclusion that P is not a copy of L and that I and L de-
scend from the same exemplar §, copy of «.

Ris difficult to accommodate in our stemma, since it actually preserves
only thirteen verses of the entire cycle. However, it can be situated among
the descendants of 2, as it presents a title of Poem 3 which is very similar to
the one of I, L, N, and P. Furthermore, R shares two errors with L: Poem
3, V. 5 avapaivovat; dvafBaivovory MNP; Poem 3, v. 10 xauvol; kot vot MNP.

V,justas R, is not easily placed into a stemma as it only preserves Poem
3. However, it can be situated among the descendants of ¢, as it presents
the same title of Poem 3 as N and L, but with some itacistic errors. V has
one common reading with R and L: Poem 3, v. 10 xouvol; kol vot MNP.
Moreover, R and V share some common errors as well: Poem 3, v. 7 &md
Eoavteg; amotvonvtes LMNP; Poem 3, v. 9 dorvéveg el kevol; 7 davévteg

76 For the status of L as a descendant of N according to the data provided by Poem

4, See supra, p. 294-95.

77" Poem 3, v. 10 in a diplomatic transcription runs: xavol ¢avévteg (xal) xevol kevod

Biov (R); xavol dorv(év)T(e¢) xerarvot xevol Blov (V). ke- in kexouvod in V is the result of an
itacistic reading of xa.
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¢ xevol LMNP; Poem 3, v. 11 8idov oeig; 6i0ov o oolig LMNP. The option
that V would be a copy of R can be ruled out by looking at the titles of
Poem 3 in these manuscripts. Whereas R omits tadtyv in the title of Poem
3, V omits #v after tadtyv. From the common errors between R and V,
and from the observation that V is not likely to be a copy of R, we could
suppose the existence of a common forefather y that descends from 4. The
two known descendants of y are then R and V. Of course, as already said,
this group is only based on the tradition of Poem 3 and should therefore be
handled with care. However, the marginal note, namely: 1, next to the title
of Poem 3 in R, could provide a further argument in favour of the existence
ofy. This note likely refers to the number of verses. R, however, has only 14
vv. The only known version of Poem 3 that has 16 vv. is V. Possibly, the ver-
sion of R is an adaption that goes back to a model that had, justas V, 16 vv.
In R, the note is written next to the title. It might be that this was also the
case in R’s model. We could suppose that the scribe of R adapted the end
of the poem, resulting in a composition of 14 vv. and forgot to change the
number in the note above. In V, The names of Simon and Symeon might
thus even come from the apograph of V. This would explain why they do
not appear elsewhere in V and why their role remains undefined.

The analysis of the errores coniunctivi and separativi of the manu-
scripts allows us to draw the following stemma codicum:

XII cent. »
/ \
M N
)
Y
XIII cent. R
XIV cent. P I L \'
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AsL L,P,RandV can be considered as codices delend;, for the constitutio
we rely on M and N only. For the edition of Poem 3 we use also P, R and
V because they provide different closings.

9. Conspectus Codicum and Principles of the Edition

M Mosq. Synod. gr. 229 (Vlad. 192) (twelfth c.)

N Mosq. Synod. gr. 480 (Vlad. 193) (twelfth c.)

R Manchester Rylands Gaster 1574 (a. 1282)

P Paris. Coisl. 264 (fourteenth c.)

V Vat. Pal. gr. 120 (a. 1322-1323)

The apparatus criticus presented here in support of our edition presents
variae lectiones, including some orthographical mistakes, as well as vari-
ants of spelling and accentuation. Variants in punctuation have generally
been omitted in the apparatus. Moreover, the apparatus is negative, as
the variants included in the text are not repeated below. For the sake
of clarity, however, the text of titles is reiterated in the apparatus, when
the differences among manuscripts are significant. Besides textual vari-
ants, the apparatus accommodates marginal notes present in the manu-
scripts, which can be useful for a better understanding of the poems.
The scribal corrections have been marked by means of the abbreviations
* (ante correctionem) and ¥ (post correctionem). The punctuation of the
manuscripts has been followed when it is meaningful to the internal ar-
ticulation of the text.

The apparatus fontium is placed between the Greek text and the ap-
paratus criticus and presents what we suppose to be sources of the text.
The list of loci paralleli (Appendix 1) presents all intertextual references
and parallels that have been found. They should be taken into considera-
tion to fully understand the composition of the poems as they place the
poems into a broader literary context. However, it is beyond the scope
of this contribution to discuss the possible influence of these poems on
later texts. Therefore, most of the intertextual references given predate
the poems. Nevertheless, some relevant parallel passages from a later
date which we came across will be mentioned.

Both in the apparatus fontium and in the loci paralleli four signs are
used to indicate the relationship between the poem and its intertextu-
al reference: ‘=" means exact quotation (likely on purpose); ‘=’ means
almost exact quotation / adapted quotation (likely on purpose); ‘cf’
means parallel, not necessarily with verbal similarities (might or might
not be on purpose); ‘~ refers to an intratextual reference.
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Critical Edition and Translation

Poem 1

[£8] Tedévres mapd wveduaros Twdvvov Kouvivod xal yeyovérog uoveyod.
Leypagérog mpo avrod T/ +7] oriyor eig 7oy K iuaxa xijwov voyrov detxviovreg
10970 70 BifAlov- ob¢ & dvaywadoxwy, ebyérSw 1§ TovTwy TAoxel- 8¢ xal
avryyapileral ool T4 TAVTYY abTOD EXTANPOIVTL THY aiTyoLY THY Tap éavToD
ey, frg ol 76 pere Xpuorod yevéaSar die Xpiorod xal cvveival ot xal
covaydMecdau év i ueM.oday 06y abrov eis aidvas aidvay duip.

Nei adedpé pov 6 tavry mpogouddv 7j Bilw, odrw molet dia Tov eindvra
“ehyecde vmep aMafdwv” Epwrd oe, mapaxald oz, yovvoiuar oe. Ti ydp got
popTixdy 7} Eyxomov 7 émiuov avamtibave i BiAov TadTyy xad xleloavtt
0w elmeiv. “Xproré pov aiooy tov ypdyavre’; Iy TovTov érepdv 71 0b
{yrd, dv yoiv modddiug dua Mjdyy 0dx eimys ovrws, & Ozog avyywpriaor oot

"Exovow oi hewdveg 6vOy mouciho

Kl v ToduTd, Todhd kel Siddopa
ToUTwY Té UtV Tépmovat TiY Bewpla,
edwdidle T& O THY piva ubvy,

e 08 TOV ddpuyyer kel T kolhiay
Tpédouat, yhukaivouoty ovk dfecddTws.
Oftog 8 6 xijmog, ¢5 Twdvvov dépwy
xeprrodg memelpoug, Ser/ihelg Tég tkuddeg,
ot el yopyyelv kel Tpéuvay eduopdiog
SV WY v adTolg edyA0OTVTWY EVEpbowy,
&€ 6y 70 Bd Moy wpailel T ydpw

elyeabe dmip alMjrwy = Jc. 5:16 1-4 = J. Chrys. De eleemosyna (PG 6o.707,1l. 1-7)

Codd. MN Tit. sec. MN: [£8] tefévte mapi mvevpatos Twdvvov Kopvnvod kel
yeyovdtog povayod. Teypaddrog mpd adtob T[+7] atiyor el tov Khiuaxae M: Zriyor tod
yeypaddtog oV Khipaxa toitov N | odg 6 mutil. M | firig emendavimus: vrig M; # 1ig N |
ouvevar ot M; oot sigma s.l. N | obtw M; ofitwg N | elyeafe dmép N: edyeabou dmip M |
‘Epwté mutil. M | mijy M: mhéov N | #repdv 1 om. N 1 hewav[(eg)] N 6 yhvkatvovory
Tpédovat N*
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Poem 1

[£8 composed] by the spirit of John Komnenos, who has also become a
monk. Verses on the Ladder, by the writer, on bebalf of him [+8], showing
this book as a spiritual garden. You, reader of these verses, pray for their
composer. When you complete this request from him, he will gratefully offer
you his own prayer, which is to unify with Christ, through Christ and to be
together with you and to rejoice at His coming glory forever and ever, amen.

Yes, my brother, you who come into contact with this book, do so, because
of him who said: “Pray for one another’ I beg you, I entreat you, I implore
you. For why would it be difficult or wearied or hurtful for you, when you
open this book and when you close it, to say immediately: “My Christ, save
the scribe”? Except for that, I do not seek for anything else. But if by forger-
Sutlness you do not say so, may God forgive you.

The meadows have various flowers
from different origin, many and diverse.
Some of them are joyful to look at,
some have only a pleasant perfume,
others feed and sweeten divinely

the throat and the stomach.

This garden, bearing fruit from John,
ripe and full of juice,

is proud to provide also well-shaped trees
with green leaves covered with dew,
whose blossoming beautifies the grace.
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[To@v e mMipng EoTt T@V Luptmydwy
Kol poig Siépwy HOdTwy &6 buBplwy
Tiig DypdTTOG EUdOpEl YAvKaTUATWY.
xomnTéov 08 Tive TADTOL TUYYAVEL
' mapadeioov, fiffdiov TovTov Aéyw, v} To ®imov
1 o ypadh- Ty UAny ypadijs véel,
7g YAvxvOepke eldog dpeioiévov.
Aévpa xakd, péyiota Sidacicaiio, dévdpo
d¢vdpwv pddapvor xal KhdSot TodTwy Adyor. xhddot
g ¥ wio yap dpetn molig doet,
obTwg 6 udg elg Aéyog molhodg Aéyoug,
UIKpoUe, peptkovs, loyvoremtoBpayéo.
Oy pvMe ToTig oxdIov ovk Egovad T1,
dmavtidlov $Oéypa Belog matpdots
yéyypeuvew elme ToiTo Tig PUoTYTONOG,
Bebpov xaxiog kol Béuedlov dmdyg.

Kai xapmde 2ot oy Mywy T8 TpakTéo. [x]apmds
‘Ev @ metnvéy ntarton Tohd yévos TETNVA
bxelfey 2vBev tumodebov eig £log #hoc

Kl Tpdg poverg kebebdov fwpnuéves.

Ev @ povaotav dpvéwy dmomtépwy, TETNVL
xoddwY, EAadp@V, duepiuvey, aBlwv,

gvildvel, yéynBe, TépmeTon yévog

gudthoywpody 1@ vonudTwy ddael

ol kortohe ety dxpiPig ovk ioydov-

oTdolG Yep &AM kel Ayw el TpotypdTov.

26 ydyypavay = 2 Tim. 2:17

13 £Eopfpiwv M 14 om. M 16 ) 7 100 [x#mov] add. in mg. N 18 &g M | yhvdeprig N*
23 loyvohentoBpayeiog M 2.4 odk Exovad T okdhov N* 27 dmdong codd. 28 kapmée in mg,
om. M 29 wetetvav N | metervd, in mg. M*; [w]etyvd in mg. N 30 £log in mg. om. M; £log
add. in mg. ad v. 35 N 32 metewvd in mg. M* 35 v M 37 otdoic M | scholion ad &Xn:
"Hyovv éXoxot add. in mg. N
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It is full of grasslands with a sweet smell
and a stream of rainwater running through it
fills the garden with the sweetness of humidity.
Let us look what this means.
The ground of the garden, I mean of this book, ground of the garden
is the whole writing: consider the material of this writing,
whose shape is sweet to behold and beautifully adorned.
The beautiful, large trees are the lessons, trees
the branches of the trees and their twigs are the words: twigs
just as one virtue develops many virtues,
so one word on one lesson develops many words,
small, partial, subtle, refined, brief words.
Their leaves are faith, which does not have any prickle,
any saying in contradiction with the divine fathers.
One initiate called this gangrene,
the basis of evil and the foundation of deceit.
The fruit of the words are the deeds. fruits
In the garden flies a large group of winged creatures, birds
from here and there they migrate to the marsh-meadow ~ marsh-meadow
and they sleep in abodes that are hung up high.
In the garden, a group of winged solitary birds, birds
lightened, relieved, unconcerned, without livelihood,
sits down and is glad and rejoices
dwelling in the thickness of thoughts
while not being capable to understand everything precisely,
since the condition of words and deeds is different.
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AvBn Tpocépmel Bavpdoia xothdow dvly
Ol ToV ExTrvéovTa THY edoouiny.

Ol 1j¢ mpoaevy g ey, 6 olpal, Aéyot
g Buplapa 76 Aavid eipnuévne

oL yep Oeod Tépmovat vodv dvln Tépl,

g dotting Todg Teplabuiwy Témovg,

@6 YADTTAY, g Mdpvyyer TG Vethireding.
Totte utv evbdg fAlog Tpoompuévog
éxtiot doudperls hepmpopopomavatéhols

Eov Sy gudayiler THASey

Kol TUPCOELBElG EXTENDY Qv hdTelg:

ol 7O By Spaatikig Aapmnddvas,

ob Beppomotel 7] petapoin Tdoel

abwv & 0évOpa Telg Bokals Taig Tupdépolg,

Gk Tematvel kol GUALTTEL Kol Tpédet

TOY KopTOV aDT@Y CUUTVEOVTOG TTPOTHEPWG

100 everylov Ivedparos, xabivg Bédet,

¢ TevToTiue TavebeveotdTy Adyw.
Kpfveu Sweayifovat v kijmov uéoov,

10¢ig Tpdg adpary, Solthels dx vaudTwy-

ol Tév Saxplwy pabduryyes, pavideg

g &v & 06vdpoL Telg poais Emavédvot.

81116 mévBog adTd S18doKcel pdvov

T YVATW adoy Tod kehod katvoTpémuwe,

mep Sidwat yvwaewg exhapBdvoy

Aoy mapéaye kol mopaaxdv hapbdvel

40-41 =~ Ps. 140:2 54 ~ Joh. 3:8

#tog

[Tvedue

Kprvou

38 xothdow M | évby add. in mg. ad v. 40 N 41 eipyuévor MN* 43 mapibuiny N 46
éxtiol hapmpais, deudpopopdomavatéholc M 48 scholion ad éxteddv: Tpddetar...l.lag N
53 mpooddpog M s4 ITvebpa add. in mg. ad v. 53 N 56 xpijvet add. in mg. ad v. s8 N 61
adéwy M
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The birds approach, in the valleys, wonderful flowers,
which breath out the sweetest scent.
These are, as I think, the words of the prayer
which David has called “like incense”;
these please the mind of God more than (real) flowers,
as the throat of one who is fasting,
as the tongue, as the voice of one who sings psalms.
On the one hand the sun, rising straight,
with shining bright all penetrating rays,
manifests the morning view from afar,
also making a fiery red refraction.
On the other hand throwing powerful sparkles,
it does not heat up with a high intensity
so as to burn the trees with fire-bearing rays,
but it ripens and protects and feeds
the fruit of the trees, while, conveniently, the holy Spirit,
as he likes, breathes together with
the equally honourable and powerful Word.
Springs divide the garden in the middle,
pleasant along with a breeze, abundant from the wells.
(They are) the drops, the drips of the tears,
so that the trees might grow with the flow.
Because only mourning teaches this,
increasing the understanding of good in a peculiar way,
it gives knowledge taking from knowledge,
it gives after having taken and it takes after having given:
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Kol kKo adTd Sii Tob Adyou ypddel-

£vBev Tedeadopodat T TaykapTioy-

edwdidlel kol axémel duToarddovs,

Kol uyerywye yivetan xad’ fuépay.
Totoltog Hutv kijTog wpaiouévog

toTt, Té0nhe, PhaoTdver, Bdhel, Bpdet

Yapwv peyloTyy, TplogodeyyR), TAovainy,

Kol TPLOUEYLTTOY Kl Kot TYyhedioLéviy-

7 BiPhog atity, 10078 gov 16 TUE0V-

& owotiky] Bdhacon Tig tufig oxddng,

@ xoopny Bdlacony xduywy Tdial,

& Tod yévovg gov kdale, kéT e TPTOLS,

@ T@V TevTwy edTpéBupe TpooTdTe,

@ Yuyaywyt kol évwy edepyéta,

@ petprafwy xproténTt petplovg:

&€ Mo TpudaY, dlkTate, THY edlwioy

T¢) SNUIOVPY Y YovveEy @G EVYVWUSVEL

el o Ty BvBev eddopoliony ExTpédwy

Spéyy vontdv dvBog edetypiag,

YYopLoUs YpNOTETHTOG EVKAEES GEPWY.

Ti 0 éoti TodTo, o vorjoelg, &v Béhyg,

35DV yap Eoyes dx Ocod mpopndéa

& yevvaileig moXhdicig &v Toig Méyolc,

8ELY & dxpdTyTL TéY PovdevpdTov,

70UV év &PpdTyTi T@V TPofAnudTwy,

Tty bV &V &OpSTYTL TGV YonudTwy.
Abty op’ qudv ool drhodvTt Todg Méyoug

adwoiwto deblwaig éx Adywy-

ity TpdpapTUG Kol Gepéyyvog Téhou,

64 abdtdv fort. Demoen 69 Té6nhe M 73 # cwotuc) M | 6dhatte N 78 petpiovg De-
moen: petplog M; petplowg N 81 éxtpéde M 84 add. in mg. M 85 add. in mg. M | scholion
ad mpoundéa: "Hyouv voiv add. in mg. N 88 #80v év aPpdtntt 1w Bovdevudtov M 89
adpétnmt M | add. in mg. N
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and it draws this as a circle through the Word.
From there they ripen all kinds of fruits,
smell good and protect the gardeners,
and every day they are a guide of the souls.

Such is for us the beautiful garden.
It blossoms, shoots, flourishes and ripens
the greatest, triple shining, abundant,
thrice-greatest and splendidly adorned grace.
This is the book, this is the codex of yours:
o you, sea, saviour of my ship,
o you who renounced the earthly sea a long time ago,
o ornament of your lineage, ornamented by your behaviour,
o benevolent patron of the poor,
o guide of the soul and benefactor of strangers,
o mediator with kindness of the moderates.
When living well because of this book, dear friend,
be sensibly grateful toward its creator for this good life,
and if you grow the fruitful faith,
you will pick the spiritual flower of prosperity,
bearing the honourable sign of kindness.
What it is, you will apprehend, if you want,
because you got a sharp consideration, received from God
which enables you to be frequently noble in words,
sharp in the height of decisions,
pleasant in the wealth of questions,
fast in the vigour of thoughts.

This (poem) is for you, who love the words,
dedicated by us as an offering of words.
This (poem) is a witness and a warrant of our desire,
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avl’ & v MUl yyviiow oV Téhov

Kol Oeb1ey mpolTevag ExTeVeTTATY

odyl 8ic, o0 Tplg, A& kol popidxig

elg ooy Edrovatov- abtn {wypddog
TijG TG BYATNG, VTEP GG TPOYPOUUE TL
Auiv Tebetcdds, Evrumols Tf] Kapdin
wAunY dvaldolwtov et elcdroe.
Todtyy 6 uélhwy Meton obpmog ypévog
éel Bowooy v phdvBpwmov ydpty

TGV 0aY TPdG NG EDUEVAY EVOELyLATWY.

otiyol ToD xrjmov B’

93 éyyvijow M
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in exchange because you gave the desire in us as a pledge,
and you have offered your assiduous right hand,
95 not twice, not thrice, but numberless times

in response to the lament heard. This (poem) is a painter of
your love, which you have placed as a kind of program for us,
and which you carve suitably in our heart,
an unchangeable memory of your love.

100 The entire future will receive this (poem),
which will for ever celebrate the merciful grace
of the proof of your benevolence towards us.

verses of the garden: 102
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Poem 2

‘Erepor aiyor els Ty dpyiy Tov avrot Klinaxos, év oyjuart éyxwuiov,
Tapaiveaty TapelodyovTes xal xAinaxe TaploTOVTE ETEpaY, TG it ExdoTy
avdfacic 8 ¢ ariywy cvvicTara.

TTpoolutov T die: orlywy xdluasxog

Wypora ypvoa Tolg Avdoig aipel Adyog
IMextowldy éxpety, 8vte Tod Tuwhov kdTw-
¢’ v Kpoioog dryxwto memhovyuévos,
Bhaxds, dvovg &v, Vadapols Apeouévos:
¢ To08e petiote, botepov mapedBdpn.

Kot tipy yeveddn ot TTepodv 6 xpdtwp
Exwv XpuoElnY €k TETEAWY YPVTivNY,

Exew Equtdv 865y 11de pakdpwy.
Mbpunieg émhottilov, amd fabdéwy
Vdppnv, peroavay vdixay Bpotav yévog.
"Emippéwy 6 Nethog dptog Témolg
Abyvrtiaxolg ThodTo £k T@Y Gplwy
molbv émoler Qapawvitog Eyew.
AydNetal Tig 8pvioy, dMog dputols,
AiBorg Tipiotg &Mog, &Xhog papydpots:

ool 8 o ¢pBrTév T1 kel Sloppéov xpdvew
Wspl(l)l‘)\ﬁf‘tdl, OTEPYETLLL, TTETVUUEVE,

&\ ddBrrov kol xpeltToy @V &v Tig dpdaoL.

1-2, 9-18 = Greg. Naz. Carm. 11, 2,1 vv. 263-272 (PG 37.1470-1471) 2-5
cf. Strab. Geogr. 13.4.5 (ed. Meineke 1913 ); Eustath. Thess. Comm. ad Hom. Il. (ed. van
der Valk 1971: 577, l. 14-16) 4 Vadapois fpeiopévog cf. M. 7:26 6-8 = J. Chrys. In
epist. ad Coloss. comm. (PG 62.350,1L. 18—24)

Codd. MN Tit. mapiot@vres: Tepiotav M 3 4¢’ M; ykwto M 12 6plwy M
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Poem 2

Other verses on the opening of the same Ladder, in the form of an eulogy,
introducing an exhortation and presenting another ladder, of which each
single step consists of six verses.

Preface to the ladder in verses

The story goes that gold dust flowed for the Lydians

out of the Paktolos, the river lying at the base of Mount Tmolos.
Misled by the gold, Kroisos was puffed up with pride,
being foolish and stupid, leaning upon the sandy ground.
As the flux of the Paktolos, he perished later on.

The ruler of the Persians, having even a golden beard,
made of gold leaf,

praised himself to have the honour of the blessed ones.
Ants enriched the race of the black mortal Indians

from the sand from deep under the ground.

The Nile, flowing seasonally over

the Egyptian lands, made sure that the Pharaonic people
had a large richness from the granaries.

One exults in birds, another one in plants,

in precious stones another one, another one in pearls.
But you, wise man, do not love nor cherish

anything perishable or anything fleeting with time,

but something incorruptible and greater than anyone could put into words.
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“Omoiov;” towg dyvodv Epotté Tig.
Ayog: 6 ueilov &y mapéoye cor Adyog:
8v vol Bpdetog, kol mods i8peds, Tévog
el TloTig dxpdTuve xabopwtdTy-

76 T@V Teb@V lupe TaY ExaTépwy,

T6 $@g TO daivov, didg ITépTaToY Moty
dwtilov dmay duéowg dig tupéows

8¢ 0D T SLaady Epyov Eyvws Tob ddovg:
KOTUOY ToUPOLPPEOYTL KLtk ToUPTYUEVOV,
1oV SloévovTe Kol TeTyuévoy-
Y $OaY adT@V, Tole TR TOUTWY TEN
7}, u@lhov eimety, Téxpap, apxiy T@V 8lo-
8¢ b T& cupdépovra Taig edmpakiong

&v 0pBoTNTL TGV Vodg KVNUATWY

EuaBe, ydmnoag adTe Tpokpivery.

Apysy ¢ didt oty sedluaxog

Abyurtoy Eéduyes toxoTiouévny, o Tepl dmoTayi kol BV WPNTEWG OV TOTIKG
HoumdBela, dvdmavaty cupriov

el Qapouch, TOpavvoY adTAG TOV péyay,

T Trpxikdy dpévnua, TOV kevdy Blov

gmiaTdTag Te Todg Popels Epywy 8ta,

Aoyiopopétag, Taboouyxatadiosl.

20 mapéoxe (...) Adyog cf. #dwxe Xpiotde Greg. Naz. Carm. 1L2,1 vv. 271-272
(PG 37.1471) 34 cf.]. Clim. Scal. Par. (PG 88.636, Il. 7—16; 1069, Il. 24-29) 34, 36
cf.]. Clim. Scal. Par. (PG 88.633,1l. 54~55) 34,36, 38 = Greg. Naz. Or. 1 (PG 35.397,1L.
9-12) 37 76 oaprikdv dpévnue cf. Rom. 8:5-9 38 cf. Ex. 1:11, 5:14

20 év M 22 kaptepwtaty M 26 Hyovy tod Adyov add. in mg. N 30 apyn M;"Hyouv
700 £vé¢ add. in mg. N Tit. om. N 39 mafév cvyxarabéoeg M
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“What?} an ignorant might ask.

The word: the greatest thing of those things the Word granted you,
which was strengthened by the mortal mind,

by a lot of sweat, toil and by the purest faith.

The cure for both passions:

the shining light, the very highest light,

the light that enlightens everything, immediately and mediately.
Through the Word you know the double result of the light:

the world which flows by and which passes away,

the world which remains and which is fixed,

their nature, their end

or rather, the goal, the origin of both.

Through the Word you have learned what is useful for good conduct
having a right attitude of mind,

you have learned and loved them, preferring those things.

Beginning of the ladder in verses

You escaped from darkened Egypt, 1 On non-spatial renunciation and withdrawal
the luxurious life, the laziness of the flesh

and from the pharaoh, the great tyrant of Egypt,

the carnal mind, the vain life,

from the commanders, the brutal dispatchers of tasks,

those who arouse evil thoughts, those who assent to passions.
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O mpiv wiorioag, HoTepoy petauédy, B mepl dmpoomafeing
06 AwT ydvarov- kv yap év péoolg aTpEDY,

dxpoy dmpoodBelary &v péoolg Exete.

"Eyxdpdiov hetyavoy odk 2ot Mg

¢ oteprioel Tparyud oy poyOnplog

Kol ToL TpoTSVTAL Tepéyels ywpls Bleg.

ANoTplolg Twg oruTEY EK TGV 10w, ¥ Tept Eevitelog mpoapetiii
Gmokevols mwg gty 5 dMoTplwy

8mug EeniaBiis &v Eévoc, Eévog yivy

Gmokevolvtwy Todg §évous oy dx Eévay

dyvwaTov, amékpudov &b Blodg Biov,

Svadidxprroy, hevBdvovte puplovs.

Mépmreg, Siwkelg T dyvroTaéioy, 8 mepl vmoTaLyTig vonTig
xeBumoTdTTwy odpia TG TVEluaTi oou.

"Exets Eheyyov Tiv auveldnoty ubvyy-

mpd Tod Badioon THvOE T bpwuéviy

droucor(y, épBaaeg elg voouuéviy.

Tpéxetg adMAwg: EaTaig dve TpéYeLs.

Emrywaoxels tav mafov tag aiting, € Tepl peTovolog Lepepluvuévyg
xatoyviokelg Nowdtov dAveplog,

KoTouayUvelg ekelvoy €v Talg aloyvvalg

Kol Td T b TaG Loy bvelg v oy vy,

Swdidpdarwv THY pévouoay aioxivny

1) TR TEYTE GRVETOL KEKPUULUEVLL.

Téyyew, Dypaivers, Tég Tapeidg oov Ppéxetc, ¢ epl wviung Bovdtov
wviun Bavdrov xal TekevTaln kpioel,

ol TovBoptlelg Apéua aovT, héywy-

41 cf. Gen. 19:15-26 50 dyvwaTov, dmdkpudov (...) Biov ~ J. Clim. Scal. Par. (PG
88.664B) 64-65 ~ . Clim. Scal. Par. (PG 88.809, Il. 14-16)
41 gupéoorg ut videtur N 46 g MN 47 w6 MN s0 Protic M* 57 4defhog MPN* 66
TovToptles Npéue M
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You do not first hate (the world), and then change your mind, 2 On dispassion
as Lot’s wife, because even when you turn back along the way,

you have, along your way, the highest dispassion.

There are no remains of sorrow in your heart

because of the deprivation of matters of depravity

and you offer your belongings voluntarily.

You alienate yourself from what is yours; 3 On voluntary exile
you estrange yourself from what is extraneous;

in order to become a stranger amongst strangers, you become a stranger

to those who estrange strangers from their own strangers.

You live an unknown, hidden life in a good way,

a life difficult to discern, which escapes from the notice of numberless people.
You catch and banish disobedience, 4 On mental submission
subjugating the flesh to your spirit.

You have only your consciousness as control.

Even before you walk the road of visible obedience,

you have reached that of mental obedience.

You run secretly, you climb firmly.

You recognise the causes of the passions, s On painstaking repentance
you condemn Novatian’s foolery,

you put him to shame, into deep shame

and you put his foolery to shame by shame,

while you escape from the persistent shame,

because of which all hidden things are disclosed to all.

You wet, moisten and soak your cheeks, 6 On remembrance of death
because of the remembrance of death and the last judgment,

and you mumble softly to yourself, saying:
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“viv edtpemilov mdvToTe TG TOV TPOV -

Kol YOLp TIPOTEUTIWY TV GVOLTTVOVY €TL

odx oldug el omdaeing &AMy cupudde.

Zrévelg pvbiov, dvarvmolg kpadiy { mepl mévBoug
biog xortoryBéviov, doaov Bdbog,

doPeatov, ddwtioToy, dmheTov $Abya

kol koTadvoelg droyelwy oyoudToY,

olkTpds, TKOTEWEG, Yorhemds, TeEOMpuéve

nooey Bacdvwy eixdvag alwviny.

"OfvyoMag kel Bupod 87 v $Adya ¥ mepl dopynoieg
xaTampabivelg kol papaivets, oBevviels.

"Ev ol¢ éxovelg, od Buuadyeig g Netfok-

&v olg o hakelg, g APryailo héyelc.

Ovd4v 11 SusdvTnTov, EaTUYNUEVOY

Aetkelg xophdlw, eloopds avaléwy.

AN 000t xpUTTELG GG KAUNAOG Kerkio, 6 mepl dpvnotxaciog
&v kol TOV Ao, &v kdhTolg by,

Ebhw oabpd oxdhne, THY pAvy Tpde-

xevBwv v dlhe xopdiog &v 1@ Bdbel,

&M 8 Belwv yhuképolat yethéors,

&v NOVTNTL TIKplotg ApapTaVRY.

70—75 =~ J. Clim. Scal. Par. (PG 88.804, Il. 31-37) 76—77 =~ J. Clim. Scal. Par. (PG
88.828 Gr. 8, Il. 3-6) 78-79 cf. Sam. 1:25 83 &v xwdiw Tov Mxov cf. Mt. 7:15 83 &v
x8motg 6w cf. Aesop. (P 176); cf. J. Clim. Scal. Par. (PG 88.697, Il. 5—6; 841, Il 47—
49) 84 =~ J. Clim. Scal. Par. (Sophr. 9.13; PG 88.841, 1. s1-55) 85-86 cf. I/. 9.313; Od.
18.168; Porphyr. Quaest. Hom. lib. I (recensio V) (sect. 95, L. 8; ed. Sodano 1970); Eus-
tath. Comm. ad Hom. Il. (ed. van der Valk 1976: 713, 1l. 18—19) 87 = ]J. Clim. Scal. Par.
(Sophr. 9.2; PG 88.841,1l. 12-13)

67 scholion ad Ttédov: Ipddetar mpds T#v xpiow add. in mg. N 71 scholion ad drocov:
Tpdoetal duetpov add. in mg. N 8o scholion ad Svadvtnrov: Ipddetal- SvadrovaTov add.

in mg. N 86 yAevképoiot N
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“Now be prepared at any moment for the grave”,

because even though you are still breathing,

you do not know if you might take another breath.

You moan deeply, you picture in your heart 7 On mourning
the subterranean chaos, the unquantifiable depth,

the inextinguishable, unilluminated, boundless flame,

the descent into the underground fissures

the pitiable, obscure, painful and tormented

images of all the eternal tortures.

By these (moans) you appease, quench and extinguish 8 On freedom from anger
the flame of irascibility and anger.

When you give ear, you do not rage as Nabal,

when you talk, you speak like Abigail.

Nothing unpleasant, nothing resentful

you say when you seethe, you put in your gaze when you boil.

Neither do you keep inside, like a camel, evil, 9 On the forgetting of wrongs
which is a wolf in sheep’s clothing, a snake at your breast,

aworm in rotten wood, resentment in a mild person,

concealing something in the depth of the heart,

saying something else with sweet lips,

sinning in the sweetness of bitterness.
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Aethelg 88 howmdv 6 Exetg v xpudi, L epl KorTeAohag
KAV PIKPOV EKTTT|G, TUVTOUWS ETOVEYT),

obx exdamav@v &v véBolg fovylotg

T &yxahida, Ty uepide Tod Adyov,

€T ad palvwy dydmng dmokpioel

Kol Tf] eMjoeL ToD kataherhovpévov.

Edtpdmedév T1, hapopdy mhékwy Emog, toe epl mohvAoyleg
Aopbv, Tpoamvée, 10D kal peprypévov,

0T TAATOVWY KpaoTédols Tolg &k Alvou,

el ) Yop 25w voig yéva T Edpag

TepeTpoTtLg Edaeg iding BAémewy,

&Mwg & & Mwv o0 TapaxiTTel Kplow.

T Veddog &€ v happdvel mappnoiay, 1B mepl VevSovg
8 Ty drydmy dmoxdme piféBev-

gyxple, yAbxaopa, 86pmog, dmdty, BéAog.

‘O yobv érydmny kel KorTdyvéy Exoy

Vebdog O kody vmeAvEewy ioydet,

&v olg 8te ypn mpoe Pacf dmoBémwy.

90 véBoig Havyiow ~ J. Clim. Scal. Par. (PG 88.841,11. 52-53) 90, 92 éxdamavew (...)
drydmng dmoxpioe ~ J. Clim. Scal. Par. (PG 88.845 Gr. 10, 8—9) 94 Edtpdneldév, hapvpdv
cf. Phot. Lex. (E-M, lem. 83; ed. Theodoridis 1998); Suda (ed. Adler 1933: A, lem. 106);
Etymol. Gud.(ed. Sturz 1818: 362, 1. 7) 95 hapév, mpoayvés, 10 = Apoll. Lexic. Hom.
(ed. Bekker 1833: 107, l. 5); Hesych. Lexic. (4-0) (A, lem. 340; ed. Latte 1953); Phot.
Lexic. (E-M, ), lem. 101; ed. Theodoridis 1998); Suda (ed. Adler 1933: X, lem. 126, 1.
1) 96 cf. Num. 15:38—40; Mt. 23:5 97-99 =~ schol. in J. Clim. Scal. Par. (Sophr. 1970:
77 n.2) 1oo-101 cf. J. Clim. Scal. Par. (PG 88.853 Gr. 12, IL. 3-5) 102 &yxpic, YMxaope
~ Hesych. Lexic. (4-0) (e, lem. 264; ed. Latte 1953); Phot. Lexic. (E-M, ¢, lem. 59; ed.
Theodoridis 1998); Suda (ed. Adler 1928: ¢, lem. 128) 104—105 cf. Jos. 2:1-14 105 =
J. Clim. Scal. Par. (PG 88.856, 1. 42—43)

91 scholion ad Aéyov: Ipdderar- Kvplov add. in mg. N 97 &5pag M 99 scholion ad od
mapoxvTTeL: Tpddetar otk dmoxAivet add. in mg. N 102 yAdkvoua N
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So, what you say corresponds with what you have inside, 1o On slander
and if you slip a little bit, you get it right immediately,

not wasting in false silence

the bundle, the part of the Word,

nor staining it by the simulation of love

or by the care for the person whom you slander.

Weaving a jesting, wanton, 11 On talkativeness
delightful, pleasant, sweet and varied word,

you do not broaden it with fringes of linen.

Unless your mind is removed from its seat,

permitting to see one’s own deviations,

it is not inclined to judge others.

From talkativeness the lie receives boldness in speech, 12 On falsehood
which destroys love from the roots.

It is a honey cake, sweets, dinner: deceit and arrow.

The one who has love and compunction

is able to avoid the bad lie;

while, if need be, looking at Rahab.
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"Evtedfev eint yprioouon mig 1 Aoyw
el e&étaaw Tig dxndlag dBdoo.
[TevBeig ob oavTdy, tg Edny dvewTépw.
[TevBucdv 7op olde Thv dxndiay,
wiuy Teedov kploewg Tig éoxdThG

‘Hxioto cupdvjoete wilg uvnunusépos.

Xabvov, Thadapby, 0ypdv, éxhelvuévoy
Biov didxets, dmehabvelg poxpdhey

Kol TOV OkoTEWOY EXTENOTYTRL TOV Vot
dethév Te duorivnTov € dotting,
oTUYVSY, Kot Oetvdy, ddrhov Aéyorc.

Aep ywaokwy T wéony otelfels otiBov.

Anol 8t Tty T peadppomov Tpifov
1 cwdpoaivy, capkiov kabapdyg,
pOV1g Teheln ooprIK@Y aTpATWY,
adBaprocwpdTwotg, dyvelng xpdTog

7 Ohadiory Seixvvar g1dvpov Siya

70 Aevituedy dlwpa Kupiov.

Ap’ odv vixoug T $vow vmep dplaw,
TV duoedy xivduvoy dTedvokdoog
Phepyvplog dryyévy ketomviyn;

Ok éoTw eimelv- papTupés pot puplot
Kol TpGITOG i TG THG Adrhapyvpla,
K7pvE uéyLoTos dwpe@v VTEPTETLY.

109 cf.J. Clim. Scal. Par. (Sophr. 13.9; PG 88.860, Il. 46-47) 112 cf. Hesych. Lex-
ic. (II-Q2) (m, lem. 2421, 2422; ed. Schmidt 1861-1862); Phot. Lexic. (N-@) (, lem.
906; ed. Theodoridis 2013); Suda (ed. Adler 1935: 7, lem. 1679) 121 &¢Beprocwpdrwots
cf.). Clim. Scal. Par. (PG 88.888, Il. 17-19) 122 cf.]. Clim. Scal. Par. (PG 88.884, IL.
3—5); Mt. 19:12 124 = J. Clim. Scal. Par. (PG 88.896, 1. 25-29) 125 =~ J. Clim. Scal. Par.
(PG 88.904, 1l. 6-7) 126 cf. Mt. 27:5

vy Tepl qxndiog

10 Tepl Eyxpatelog

te Tepl cwpoahvig

1g Tepl drhapyvplerg

121 4¢Baprocwpatwoeg M 122 Tpddetar déderye add. in mg. N
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A TWELFTH-CENTURY CYCLE OF FOUR POEMS ON JOHN KLIMAX

Now, tell me how I shall use the word, 13 On despondency
now that I come to the examination of despondency.
You mourn for yourself, as I said before.
Does the mournful heart know despondency,
110 as it wrestles with the remembrance of the last judgment?
Anyone who remembers death would firmly deny this.
You banish the languid, flabby, flaccid, relaxed 14 On abstinence
life and far away you chase
also the life which makes your mind dark,
115 cowardly and grumpy because of fasting,
gloomy, depressed, terrifying, hostile towards words.
Knowing these things, you walk the middle path.
This well-balanced road is revealed 15 On chastity
by chastity, by the purity of the flesh,
120 by the perfect purification of carnal pollutions,
by the incorruptibility of the body, by the strength of purity,
which demonstrates the eunuch even without the sword:
the Levitical dignity of the Lord.
Well then, after having prevailed, supernaturally, over nature, 16 On avarice
125 after having escaped from the physical danger,
you are not suffocated by the strangling of avarice, are you?
It is possible to deny. I have many witnesses,
in particular that forerunner of freedom from avarice,
the great proclaimer of numberless gifts.
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130 Otk fyvénon adv paxdpiov méfog, 1§ mepl aioBoemg THV yrvopévwy
dvAoKpY® Gov GrroTiodwplog:
S180dg yéynBag- un S18odg dkyelg adddper.
[ToX&v pac, ovy’ I’ dmoxheloyg tow,
&\ tva oMol Tolhé: odhé: oxopTioye:
135 Kl ToDTo MA@V StohaBulvel dpévag.
‘Qomep 16 yalpewy &v xerhotig pekwdinig, ) mepl Yerhppdiog
VdMher, dvopvely, eDAoyelv ToV SeamdTNY
&v EamepLvals, 1iueptvais, vviyolg
edyutic Malls Te, T TdoEat Févaue,
140 ég xopdaxioudy odk Exewy v ol TéToV,
&g pehapdy év pehioud Kuplov.
"Hyvioe voiv dypumvov Supe kol $pévog 10 Tepl drypuTviog
Kol odprea SuoxdBextov elbe ¢ Adyep,
Aettovpydy elpydoato xabnyviouivov,
145 Ozod tpormélng debLdov TapaaTdTNY
&Mhotg peTaddévTeL TGV puoTnplwv,
ToMolg ot pUaTApLov €D Sederypévov.
Al Tekelog TioTewg, dpBod Myou, x mepl vdpelog
O¢ evoefelog vy1006 Mdpaouivng,
150 dU #ig deditTelg xoopOKpdTOpOLG TKRETOVG,
&xBpove, amioTov, Suapeveis, avtiBéoue,
T4 ymddeg ffog &v ynpaiéw
Vuxf dvaoTipaTt pn 0edeypévoc.

138-139 =~ J. Clim. Scal. Par. (PG 88.940 Gr. 20, Il. 13-14) 142 = J. Clim. Scal.
Par. (PG 88.940 Gr. 20, . 277%) 150 x00ROKpdTOPRG TRTOVS cf. Eph. 6:12 152-153 =
J. Clim. Scal. Par. (PG 88.945 Gr. 21, 1. 7-8)

131 $hoxpvd M 134 ok add. s.l. N 140 é¢ codd. 147 Tpddeton- eipyaouévov add.
in mg. N 149 #0paopévns M 153 edyfig vaotiuart M

78

Line 29 according to TLG.
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130 I have come to know well your blessed passion, 17 On the understanding of what
I classify your forms of generosity: [happens
when you give, you rejoice; when you do not give, you suffer deeply.

You are fond of many goods, not to lock them up inside,
but to scatter many goods among many people.

135 And this escapes the mind of many.

Likewise you enjoy beautiful chant, 18 On psalmody
to sing psalms, to chant hymns, to praise the Lord,

in evening-, day - and nocturnal

prayers and supplications, in extraordinary standings,

140 so a licentious dance does not have place in you,
but a song sung for the Lord.

The wakeful eye purified the mind and the heart 19 On vigil
and subjugates the indomitable flesh to the Word,
makes it (i.e. the body) into a pure servant,

145 a dextrous attendant of God’s table,
who shares the mysteries with others,
rightly showing to many people that you are a mystery.

By perfect faith and the orthodox dogma, 20 On courage
by the established sound devotion;

150 hereby you frighten the earthly rulers of darkness,
who are hostile, unfaithful, malevolent, opposed to God,
while you do not accept childish behaviour
in an old soul.
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Amep xvioket Todg £x10v@deL; TéKOUG: Kot Tepl kevodoklog
155 Y 10V xaxev 8dhacooy § THY Thuudpay,
TNV ToD Xty dlowtary A Y Eotioty,
T vawdylov, TV KADBwvaL, TV oTpddov,
T ATaTOVPYOV T@V KAADY AVOUpETLY,
TV @ xohelTa detcviovaay Ty ¢dawv.
160 "E¢ 7ig ©c00 dpynoig, avBpammv $Bévog, «f Tepl Omepndaviog
£E0udEvwaig KpelTTéVWY, 0D KpEITTEVWY
Ko ThOENG Te TPGOPOUOG Katl potvints,
Ty Bopod kol pile Tiig PAacduing,
mikpdg OikaaTig, Dokpioeng 8dpa,
165 oThprype, Topyos, hefvpwbos Satpbvewy.
“Pilng xaxiig Aicovong Spmixag ioovs, xy Tepl PAaodnuiog
KopTodg &y PHaTOVS Kol GTPOdE Kol TeryKdicoug
T vmepndaving: # Pracdnuie,
KpOVIG AuapTAUUTOS, ATTpeTelg AbYoL.
170 Ovdtv yép olitw xpativet Todg Saipovasg
Kol Tobg hoyiapods dg T Aabpaiove Exer.
"Evtedfev dvtwg Ty movnplay Eyvey 8 mepl ToVNplotg
loybv, Sovap hapBdvovoay kel kpdTog,
Goymuoadvy Soupoviedy, d6hov,
175 mévBoug paxpuoudy, Tpékevoy cupTTWUAT®Y,
Bloyvwudpuduov, ddpove Tpdmov-
1Tig &davtog yivetou moly TPOTY;
Mpde, Tamew, petpio 7 xopdin Ke Tepl TUTEVOPPOTHVYG
xel wooBvpe kol poopyiodBéve,

154-156 ~ M. Psell. Poem. 21, vv. 1-3 (ed. Westerink 1992) 160-165 =~ J. Clim.
Scal. Par. (PG 88.965 Gr. 23, Il. 4-12) 166, 168 =~ J. Clim. Scal. Par. (PG 88.976, ll.
19-22) 170—171 =~ J. Clim. Scal. Par. (PG 88.976, Il. 45-48) 174-176 = J. Clim. Scal.
Par. (PG 88.981,1l. 24-26,33-42) 178 = Mt. 11:29

165 Thpyoc M
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These things conceive a viper-like offspring: 21 On vainglory
155 the sea or the flood of evil,
the abode or the dwelling of Satan,
the shipwreck, the billow, the vortex,
the deceiving destroyer of virtues,
which shows its nature by its name.
160 From which derives the denial of God and the envy of men, 22 On pride
the contempt for stronger beings and for beings that are not stronger,
the precursor of foulness and madness,
the source of anger and the root of blasphemy,
the bitter judge, the door of hypocrisy,
165 the buttress, tower and labyrinth of demons.
You have heard that an evil root brings forth similar shoots, 23 On blasphemy
useless, putrid and utterly evil fruits
of pride: blasphemy,
concealment of sin, indecent words.
170 Indeed, nothing strengthens the demons
and bad thoughts so much as having them in secret.
I realized that wickedness really took from there 24 On wickedness
its strength, power, and force;
demoniac deformity, cunning,
175 estrangement from mourning, agent of falls,
a self-opinionated, foolish way of life.
How does this wickedness disappear?
By being meek, humble and moderate at heart, 25 On humility
hating anger and hating irascible envy,
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edopTadTe Kol KaTavevuypuéve,

doudp@, yerAnve kol kabihapevuéve,

ebnvie, yarlpovt, ui fodovpéve,

mepluepiuve odadudtny Tav Blwy.

Ofttog Aéyog ool mvevpdtwy, 8pog, véuog, kg Tepl Slokploewg
¢v edoefely owpdTwy TApovUEVwY-

o ke EawTods dvaplvewy kol uva,

TOLED TO XpY|oTOV eVSIaKpiTY Kploet,

eDpely TO xakdv kel poely & xapdiog,

dmootpédeaBou THY dvvmoTabioy.

"Emotpédeafa tig Adywv fovying, x§ mepl ovylog vy
helery Bopav $BEypatos i yYAdTTNG MG,

&v3ov AN TvedpaTog § Yy SAng:

by yep Hovyle, TadTe Kupliwg:

8¢ 7ig 6 TTabhog elg méhetg SntpiPwv

drpirtov, &PddioTov Etprie TpiBov.

“Hv tpiéeg dmhi] kol Suég cvvioTdveL K1 Tepl TPoTEVY TG
OTAO1G AAMVTG CWUATOG KaLTaKpiTov,

oTevoLypuds dhdnTog, elg Bpoyde Adyoc,

v0d¢ puaci, cuvoyH Te kopding.

Tabtny youp olde Tvedpatog kpavyy wévny,

od T S1ét oTéUATOE, 0D TGV YEAEwY.

180-182 = J. Clim. Scal. Par. (PG 88.992, 1. 25-29) 184-185 = J. Clim. Scal. Par.
(PG 88.1017, Il. 22-24) 187 eddwxpite xpioer =~ J. Clim. Scal. Par. (Sophr. 1970: 137
tit. Gr. 26.2, 185 tit. Gr. 26.2—3; PG 88.1056 tit. Gr. 26.2) 191-192 = J. Clim. Scal. Par.
(PG 88.1100, 1l. 8-9) 198 arevaypsds dhdintog = J. Clim. Scal. Par. (PG 88.1136,1. 52);
Rom. 8:26

180 guovumalrey M 185 scholion ad mipovuévav: Hyovy- teketovpuévwy add. in mg.

N 186 pévovg NP 190 tit. kf wepl fiovyiag M; Ipdderar yehéwv add. in mg. N 197 otéog
M 201 adtipy St M
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being compassionate and possessing compunction,

being bright, gentle and rejoicing,

docile, delighted and not darkened,

being very attentive towards your own faults.

This is for you a rule, a standard, a law for souls 26 On discernment
and for those piously aiming at perfection of their bodies:

to judge those things which pertain to yourself, and only those things,

to do what is necessary with a well-considered judgement,

to find evil and to hate it with all your heart,

to turn yourself away from disobedience.

To turn to the stillness of words, 27 On stillness of the soul
to close the door to speech or to the tongue entirely,

to close the gate within to the spirit or to the soul entirely:

that is stillness; precisely these things.

By this stillness Paul, travelling to several cities,

tread the untraveled, untrodden road.

This stillness is established by a single trinity and a pair: 28 On prayer
an unshakeable standing of a condemned body,

an unutterable groaning, one short word,

a guard of the mind and anguish of the heart.

This is the only crying of the spirit I know,

not the one through the mouth, not the one through the lips.
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Obtw od mo1dv elg dmdbeioy $Bdoerg-
Baing yap éydpdiov &g vodg méhov,
&80ppare, Tarlyvie Tég T@V Saubvay
Koh@¢ voioelg unyavomhavoupylug,
KUTATATHOEL ATV, OpdKovTe TOV péyay,
8w, xepaoty, paathioxov, domide.

6 mepl dmofeiog

O ayordoes kol mapedpedoelg ubvy, A mepl Evwoens Oeol kol dvOpwmwy

Oedv xatidolg &v ooy 7] Pertépa,

Oe Tpoodeg Tob Oeod TV eikdva-

TOV Yo, TO Tvedue Tob movarypdyTov Adyou
odyl peploeig T O kel T4 TAdVW,

7 0t Tpuddt tpidde cuvarydyote.

"H orjuepdv oot xate Tévde oV Blov
fhaog dTdvolto guumaleatdTy
TTRUTUOTL TPITETOLTL TPIUEPODG YPOVOU,
kertevododae Té SwBovhid cov,
xatevBivovon té Sufipetd gov,
SiexTeloDow T8 TpOTUITAWATE GOV
KOKel TUVEVTATTOVT0 XPITTOTUTPATLY
e0Y0lG TUTPGG LoV TOD TVIYILTILEVOY,

Enidoyos uer’ edyis

203-205 = J. Clim. Scal. Par. (PG 88.1148,1l. 10-13) 206-207 =~ J. Clim. Scal. Par.

118:133

(PG 88.1001,1. 43-1004, 1. 3); Ps. 90:13 210 gixdva cf. Gen. 1:26 218 cf. Ps. 36:23; 39:4;

205 wyavoTavovpying M 207 kepaotiv codd. 208 Tpddetar mpooedpetoels add. in
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When you act like this, you will attain dispassion:
you may reach a heaven of the mind within the heart,
you will correctly consider the wiles of the demons

as pranks, as trifles;

you will trample underfoot the lion, the big dragon,

the horned snake, the basilisk, the asp.

To God alone you will devote your time and you will be close.

You will see God in the better devotion

and to God you will attach the image of God.
The mind, the spirit of the immaculate Word

you will not divide between God and the deceiver
but, with the Trinity you will join your trinity.

May the Trinity, today, in this life,

appear to be benevolent and utterly compassionate to you
towards the threefold sins of the tripartite time,

bringing prosperity to your plans,

guiding your steps,

accomplishing your beggings

and uniting (you) in the world to come with Christ’s forefathers

thanks to the prayers of my very holy father,
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ToD AaupoTUpTOpOpGOYAWTTOEPYATOU
Kol TUPTOAAUTPOUOPGOPYUATOTPSTOY
Kol ypvoohBopapyepoaTedomhérov
225 vol, M6y, TVEDUATL KOTEGTEUULEVO.
Ay, Gy, Gunv, yévorro kel TdALy.

Zriyor o9 K)iuaxos, diaxdoror eixoot xail 8do- Tod 0¢ xijmov, éxarrdy xal dvo-
Ouod dupdtepor Tptaxdarol eixoat xal Téoaapes.

222 hapmponupoopopdoyrwttoepidtov M In fine [téoonpes] M
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who is a practitioner of a radiant and fiery shaped tongue

and who has a fiery, radiant way of speaking,

and who is a plaiter of a golden crown with precious stones and pearls,
who is adorned with the mind, the word and the spiri.

Amen, amen, amen, may it happen again and again.

Verses of the Ladder: two hundyed twenty-two; those of the garden: one
hundred and two; total amount: three hundred twenty-four.
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Poem 3

Zriyor cvyypapévres mapd Tod povayod Twdvvov wepl i dvefervdyray
TadTYY THY Xdnaxe

Téhog khpaog odpavodpépov BifAov,
4d’ fc dmoTpéyovaty ol VuyoxTdvol,

U P
¢d’ M1V emiTpéyovaty ol ooproxTéVOL,

U P p
&d’ g xataBaivovay ol vooxtévol,

s
&d’ v avaPaivovar ol maboxtévor.
Bpotol pév oltot & mhéov Ot kol véeg
gmodonvteg Tig Aenpidog mdyog
g aTevijg Eowbev G yTpag i,
kool davévTes dg kevol kevod Blov,
Kol vol ket TadévTeg G dmnpuévot.
"Hvmep 8i8ov b outig Artatis, Todvyn,
6 T8’ &yelpag i MBotg ateppols Mdyotc,
6 TivOe THEag dyoty eDTEYVETTATWG,

LMN: ool Twdvvaig dvafaivew 6¢ ypddeic:

T¢) THjode Ypoudel, Suoyevel KokoTpéme,
T T edyevel 1OV Blov, dg Ot kel yévos,
yévoug Kopvnvod, oyuatos povotpémou
Kol KMjoewg 08 TG Ve YtpITwviuov-
&M yep dufiyovoy Eo Ty tg Aéyelg.

oiyor 13

7-8 cf.]. Clim. Scal. Par. (PG 88.108s, Il. 8—14) 8 émijg atevijg cf. Mt. 7:13-14;
g yijpag 8¢t ~ Theod. Prodr. Carm. Hist. (ed. Horandner 1974: poem. 24, v. 18) 12
cf. epigr. inc. Abty Khipa médvrey odpavodpduog (v. 33 DBBE (consulted 31.07.2018),
<www.dbbe.ugent.be/typ/2259>)

Codd. MNP (vv. 14-19) V (vv. 14-16) R (v. 14) Tit.: poveyot s.l. M | Twdvvov add.
in mg. M | Zriyot tob ypdlervog Ty mepotany Bilov mepl tav dvaBavévrwy tedTry Ty
T6v petarv kKhipaxe N 14 toig M 15 T00v0e M 19 20tiv M Nota in fine om. M
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Poem 3

Verses composed by John the monk, about those who ascend this ladder

LMN:

End of the book of the ladder which runs to heaven,

from which those who kill their soul run away,

towards which those who kill their flesh run,

from which those who kill their mind descend,

upon which those who kill their passions ascend.

The latter are mortal; but even more so they are minds

which slough off the thickness of the outer skin,

from the inside of a small hole, as a snake does with its old skin.
They appear new, free from the vain life

and they have been established as minds, as they have been lifted up.
You, John, allow through your prayers

— you who erected the ladder with words solid as stones,

you who set it up in the most skilful way —

your Johns to ascend it, according to your writings:

on the one hand, the low-born and sinner scribe of this book,

and on the other hand, the noble one, as for his life and his descent,
being from the family of the Komnenoi, being a monk,

and of a name that is full of grace.

Because otherwise it is impossible to ascend according to your statements.

19 verses

345



IS

IS

14

RENAAT MEESTERS - RACHELE RICCERI

GveutodioTwg dvafalvew ¢ ypddelg
¢ Tjode ypadel, paxevdd Ty Nucdvdpw
el Kumprovg 16 Ozod Bunmdde,

T¢ Tvde oM@ T) T80 KTNOoAUUEVY
Bnaevpdy i davdov, hg Oeod ydpy,
tog Tpdkevdy ye Yoy cwtypla.

uoveydy Ziuov dvaaivery wg ypddelg
kol 0@ Zvpéw, lepel avabin:
&G Yop Aurixevoy EaTv g Aéyelg.

uoveydy TaxwBov dvaBaiver dg ypddel.

15 (V): aveling cod.
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to ascend it unhindered, according to your writings,
the scribe of this book, Nikander, wearer of rags,
and Kyprian, the priest of God,

who has acquired this book with much desire

as an inviolable treasure, as the grace of God,

as an agent of the salvation of the soul.

Simon the monk to ascend it, according to your writings —
and also your Symeon, unworthy priest.

Because otherwise it is impossible to ascend according to your statements.

James the monk to ascend it, according to your writings.
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Poem 4
Apys Téw oriywy Tod Té)ovs

Todtwy &TaVTWY TV KAAGY, KAADY 06Te,
Tpuig movehi, maveBevéoTatov xpdToc,
uovég evaplBunre kol ddog wix,
drune, Tplodppe, Sbvoyug uio,
wio xtvnotg, &v vénue kel khéog
& Iéitep, ayévvnte kol movTokpd:Top,
& dag TaTpcdy, Yié, debid, obévog,
& Tvedpo Belov éx IMotpog mpovyuévoy,
Tikte kol $@g, dxti dBodwTdTy
Tpuig povédog xal povég éx Tpiddog,
dxtioTe, TavTéBovke, alumvola plo
T tpyacioy, Ty vhaxhy, THY oTdo
didov, cuvépyel xal foriBeL od Adtpy,
Spav Yéip Tig 003EY loybel ywplg o€bev.

T tpuuepés pov Tpiddt T7] TpimAdice
déouevooy, doddioov, 6¢ Bewplug
Tijg oig ayordly Kol uévy Aerrovpyia.

2 xpdrog cf. Greg. Naz. Carm. 1,1,3, v. 88 (ed. Moreschini — Sykes 1997: 14) 3 =
Greg. Naz. Carm. 11,3, vv. 7273 (ed. Moreschini — Sykes 1997: 14) 4 tpiodpipe
cf. Greg. Naz. Carm. 11,3, v. 74 (ed. Moreschini — Sykes 1997: 14) 5 &v vénue kot €héog
~ Greg. Naz. Carm.1,1,3,vv. 87-88 (ed. Moreschini — Sykes 1997: 14) 7 68évog cf. Greg.
Naz. Carm.1,1,3, vv. 87 (ed. Moreschini — Sykes 1997: 14) 10 ~ Greg. Naz. Carm. 11,3,
v. 60 (ed. Moreschini — Sykes 1997: 14) 14 = Joh. 15:5 15 To Tpepés pov cf. Greg.
Naz. Carm. 11,3, v. 87 (ed. Moreschini — Sykes 1997: 14)

Codd. N (vv. 1-25; 50-72; 26-49; 73—134), M (vV. 125-134) Tit. sec. L; 1ot def.
N 8 mpoiypévov N
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Poem 4
Beginning of the verses of the end

Giver of good things, of all these good things,
almighty Trinity, totally powerful strength,
countable unity and one nature,
indivisible, three in number, one might,
one activity, one thought and glory,
oh Father, ungenerated and ruler over everything,
oh Light from the Father, Son, right hand, power,
oh divine Spirit, coming forth from the Father,
sun and light, most unsullied beam.
Trinity out of a unity and unity out of a Trinity,
uncreated, having the same will, breathing together as one,
give action, protection and stability,
assist and help Your worshipper,
because no one can do anything without You.
Bind my tripartite being together with the triple Trinity,
put it safe, in order that my tripartite being devotes itself
to the only service of the contemplation of You.
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My Bavdrov Tdpes ov {odovpévyy,
Tig ’xndapiklg puakpds Grodnuing
gdnulog Te TR TeBepvaiiyxiov-
afheViny, Topway, dvouadnaio,
0dxpuTov, dhvTov, dmevbig Tdbog
avtitopobon 1§ 8épartt Tob TéNoUg
el Tolig Bohertc pdAovaa Talg evavtiong:
xetl oD Gépety Svvapuy dBovhwy Bdpog
olwv kehevelg T &v 8 Extépwy T, puéya.
Tohuwv hedjow Tév dxovoiny Téwg:

i Yo motaudy potv Bidong dptiwg,
KeLpdv Kaxetvawy Tpdodopov Skaelg ToTE.
M) 8%, pe mépmay dtiudpytov $épots,
Wit ad mohvaTévaxtov YkavBwuévoy,
uAT olv dyehivertoy g trmov 1 Eyots,
WAt od TehouwpodvTe wébeat mhtov.
Kévtpw pe viooe, wxpd moudele héyw.
M3 mhfrte 1) Sépartt, ui Bélhorg BéeL.
Tobg aod edéyyoug aBdpove, Tpude, Béhew.

H 1o Blov Bdhacon Tob perapmdpov
TEVTY dépoL pe, WiTe KoUdNY SAxddd,
WAl drepakyd] T@V dywyluwy Bdpet.

19-20 Ps. 119:5; 2 Cor. s:1-10; J. Chrys. Exp. in Ps. (PG s5.341, 1l 34-44) 25 =
Paraphr. 1 Greg. Naz. Carm. IL 1,50 (ed. Ricceri 2013: 241, Il. 5—7); cf. Greg. Naz. Carm.
IL1,50, v. 106 (ed. Ricceri 2013: 72) 28-29 cf. Ecclus. 4:23-26; Greg. Naz. Ep. 178.4
(ed. Gallay 1967); Greg. Naz. Carm. I1,1,83, vv. 21-22 (PG 37.1430) 30—45 ~ Paraphr.
1 Greg. Naz. Carm. IL 1,50 (ed. Ricceri 2013: 241, 11. 7-16); cf. Greg. Naz. Carm. IL 1,50,
vv. 107—-112 (ed. Ricceri 2013: 70-72) 36 cf. Ps. 6:2

20 7¢ N 26 éxtépwv N: éxatépwy con. Meesters; olwv kekedyg &y 8 xwv dépwv, uéya
con. De Groote 28 motapodv N 39 scholion ad dmepakysj: Ipdderau- pite Bp[...] add. in
mg. N
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Give a remembrance of death that never fades away,
the memory of the long journey of Kedar
and of the exile of the tabernacle,
while boring the spear of death right through
blindness, obtuseness and insensitivity,
right through passion without tears, without pain, without grief,
while hitting those things with hostile bolts;
and give the might to bear the weight of undesirable things
such as You command 1 ... T, Great One.
I will speak, with courage, even of involuntarily acts,
because one should not force the stream of the rivers completely,
one should give at the right time an account even of those things.
May you neither bear me entirely unpunished,
nor again full of groaning when I am pierced with thorns,
nor then have me as an unbridled horse,
nor moreover fully distressed because of passions.
Prick me with a spur, I mean with a bit of education,
do not strike me with a spear, do not hit me with an arrow.
O Trinity, I want your reproofs without anger.
May the sea of dark life
transport me in every way, neither as a light ship,
nor exceedingly grievous because of the weight of the loads.
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Kexdv xaradpévnatg, Hplotig képog:
drep xahdg mhoDe, vabg Ehadpl Tpoodépet:
&N 008E kehdv cupdopol YUKTIGSpOL
¢mopeLg ULODUEVOL TGV KUUATWY.
AvrimapdBolg dobéveroy iy Eyw,
avritahavtéotabuov eEdyolg Tiow.
Zmhhotov vToL voiv udy YoKTIA YWY,

vady odv adTdY Seibov wpaiouévoy-
GvTpavdyLov, ddpavi Bederyuévov,
dwTewdpopdov Epyaaar keTotio.
Tvor uéwny o T Baoihoony Eyw,

diAov &vdov Spuua g kopdiog:

g & tyvy, Opatpa, Taryidag, Aéyovs
Bnpdg xaxovpyov, Suouevods, shebpiov
Bohtig xabapais dotparyBélov ddovg
Sp@v, tpevvav, kataebpav, cxoT@y, Prémwy,
Tég kaxSTTOg TpLBSAag ExduyYdve,

&g 6 oohidg xabumroomelpwy 81,
Wooay ke fuav tolg dvaykalolg Blov
ob et udMaoTe, TUUALY OVK EYWV.

‘Oatig mevobpyws Ioywpdy ToldKLg

Soxav Te devyery, kévTpy pimtet Bavdrov,
KAETTNG Evapyc, WuydBnp dv & mhdvog,

45 ~ Greg. Naz. Carm. 11,50, v. 112 (ed. Ricceri 2013: 72) 46-51 ~ Greg.
Naz. Carm. 12,31, vv. 56 (PG 37.911) 46-47 cf. Jer. 7:11; Mt. 21:13 52—56 cf. Greg.
Naz. Carm. 1,2,31, vv. 19-20 (PG 88.912) 56-57 cf. Gen. 3:18 57 xaBvmooneipwy
cf. Mt. 13:25-26 58 = Greg. Naz. Carm. IL,1,1, vv. 50, 52 (ed. Tuilier etal. 2004: 6) 61
~ Greg. Naz. Carm. I1,1,1,v. 52 (ed. Tuilier et al. 2004: 6); 1 Cor. 15:54-56; Os. 13:14

54 scholion ad ¢dovg: Ipddetar [...]{ng add. in mg. N 56 tpiék (A supra linecam) N
57 xafumoomelpwy corr. Demoen: xaBumoomelp(ewv) N
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Disdain is evil, satiety is insolent:
such things are the consequence of a smooth sailing, of a light ship.
But nothing good are also the misfortunes that bring darkness,
imitating the vehemence of waves.
May You compensate the weakness that I have,
may You carry out the well-counterbalanced punishment.
Show that my mind, which is a cavern for who is lying in wait at night,
is Your beautified church itself.
Transform (my mind), which is shown to be dark as a cave and weak,
into an abode shaped with light.
In order that I have only You as a queen,
an immaterial foundation inside of the heart,
so that, when, because of clear bolts of the light of hurling lightings,
I see, investigate, observe, examine and look at
traces, snares, traps, ambushes
of a malicious, hostile, destructive wild beast,
I escape from the thistles of wickedness.
The sly snake, knowing no rest, does not stop at all
sowing secretly all around these thistles
and raging against us with the necessities of life.
Cunningly, he retires frequently
and pretends to flee, but he hits with the sting of death.
He is a manifest thief, a deceiver being a hunter of souls,
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eldeL xah® SoxoDvTL kpUmTel TOV 08hov-
TAOVTOY Té periAe ey ToryoD T@V oRepuUbTIY,
véBolg EavTdY KaeTok0TLEL TOlG TpdTOLG,
Ko TeL kohotdY ETTiAwpEVOY véBolg.
Q¢ dhebe Tig etvakiols ixBvory
dyxioTpoy eldap Epyeton kabeig Eyov
ol kol moBotvTeg TV Tpdg <Ag> {wiis xdpw
elhkvoay dnpbomtov, 8oy Téhog,
olTwg Zatay émelawy v kaxovpyia.
"EniMe dwtl mapamiioiov oxdTos,
66 Topopoloy exdavy] $ig TG oKdTEL.

"Q dewdtyrog iy Mdyol dmomtiel,
& oxeudtnTog fiv 08holg émethveL.
Zxdlov Tpodihug Homep 6 KNTOTE(VYG,
Butevij delvvory adtod oV méda-
od axav8dinBpa avta Phéval i oBévey
KMoeLg Slyeg eDpov adTol 1o,
&k TAV SvUywy TOV Movta Tic dpdoot-
alen Tepepdaivovat g Boelvyulas,
adTon Topadhodat Tig Teyvovpyio,
oD ToU TPy VUVOD L Tag picplotg.
Qg yap dmaoay 8oV edpwv- 8dig,
Thp- WG AvATTYG TOV TadWY THV Taprivay,
Bedeg- dpyiig dg Bupod xvesy Bédn,

63 =~ Greg. Naz. Carm. IL1,1, vv. s3—54 (ed. Tuilier et al. 2004: 6) 64-66 cf. Aesop.
Fab. (ed. Hausrath — Hunger 1957% nr. 103); Greg. Naz. Carm. 1,2,29, vv. 55-58 (PG
37.888) 68—73 =~ Greg. Naz. Carm. IL,1,1, vv. s6-60 (ed. Tuilier et al. 2004: 6) 84-97 =~
Greg. Naz. Carm. IL,1,55,vv. 3-4 (PG 37.1399—1400)

66 scholion ad é¢ntidwpévoy: [...Juévov add. in mg. N 69 #i¢ con. De Groote 70 scho-
lion ad téhog: [...]v add. in mg. N, fort. fdvatov 72 Tapamhjotog N*73 mapdpotog N*77
avtod N 84 10D Siefpéhov Tive dvbporte EvietkTikd TGV unyavovpyLdy adtod add. sub folio
N; ebpov N
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he hides deceit by what seems to be a beautiful appearance.
Being rich in all kinds of bad plans,
he adorns himself with false manners,
like the proverbial jackdaw with forged plumes.
Like as a fisher who lets a fish hook with food sink
for the fishes that live in the sea,
and they, full of desire for the grace that brings life,
draw an unforeseen, a wretched death,
so Satan wickedly comes upon us.
He comes as a darkness resembling light,
so that he appears as light that resembles darkness.
O what a terribleness he spits out in words,
o what a perversity he hides in deceit.
While clearly limping as the famed craftsman,
he points to his straight foot.
I am not able to see all his traps,
but I found a few proper names for them,
“(to recognise) the lion by his claws” as one would say.
They emphasize the nastiness,
they display the mischiefs,
they disclose the brutalities.
As he invented all kinds of pleasure: (he is called) snake,
fire: as he is an inflamer of the fleshly passions,
Beliar: as he moves the arrows of wrath and anger,
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xalo Tp@TOG dvoplay dg TAdowg,
Bdvartog: 6 aitiog Hulv BavdTwy,
YAoue LEYITTOV Gg §O0V TTéNAL, TUAN,
90 Tive Sedoprirg tg kaTamiy- Opdxwy,
B4p- &g xaf qudv dyplaivary Siédov,
V& iog oxoTedg Huépag dvtifetog,
g elomoiwy Adbpa & mhelw- Mdyog,
g Bavatay Stypata: Woowong kiwv,
95 ydog, Xdpvpote: 6 dmwhelog Témog,
Kl Bdoxovog: Tolg maoy tg $Bovay pudTny,
dovedg: oV ABeN tg dveup&v dmd Ty,
Tov vodv 6 Kdiv {photumadv 4dfxwe,
elg Ty mhatelay Edywy medidda
100 xhxeloe vexp@v Tov Ocob Belov BTy,
g u Buatag tég tpaciuiovg By,
g w Bbpata mpoodépy T Asométy
duowia, Oextd, kobopd, Tedtiuéva
Kol TvOe 8 Tt ellov dvtihapBdvy,
105 T edloyloy evdoyy] Tod Kuplov.
Iolog voyoel &V God@v hoyeumdpwy
dwtdg Beatig, EpydTyg duevdvamy,
Yuyiis TO déyyos umeplayv eudpdvas,
Yuyfic TO haumpdv &vTavahéy Tolg mévolg,
110 yevveudtyre Setkviwy &v mpaxtéols
ol Tpakw EvBev edhellwy cvvTéva,
vod aTpatnyds, dnpoywyds, iméTng

97-105 cf. Greg. Naz. Carm. IL,1,55, vv. 5-6; Gen. 4:1-8
88 scholion ad Bavdrwv:"Hyo[vv...] x1[...]o[...] N 91 6¢ &hov N*
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evil: as he was the first to conceive illegal action,
death: as he is the cause of death for us,
gap: as he is the great mouth, the gate of the underworld,
90 as he swallows down someone whom he spotted: dragon,
wild beast: as he is entirely full of wrath towards us,
night: as he is the shadowy counterpart of day,
as he mostly rushes in secretly: trap,
as he is the bites of death: raging dog,
95 chaos, Charybdis: as he is a place of ruin,
and an envier: as he is jealous in vain towards everyone,
murderer: as he killed Abel with deceit:
Cain, who unlawfully envied the mind of Abel,
took him to the broad plain
100 and there he killed the divine sacrificer of God,
in order that he would never sacrifice a pleasing sacrifice again,
in order that he would never again bring offerings to the Lord,
impeccable, welcome, pure, beloved (sacrifices),
in exchange for which he would receive something bigger,
105 he would bless the blessing of the Lord.
What kind of wise word-monger,
spectator of light, worker for the better,
encompassing sensibly the splendour of the soul,
reflecting in his labours the brilliance of the soul,
110 showing nobility in his deeds
and thence, in short, bringing honour to action,
what kind of commander, leader, driver of the mind
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76 Te TpdarvTes Aoklov mpwToaTéToV

16 T 08¢ ariTob ouyKekpupLEvOY O8Aw;
115 "H tig xatabprioete xpudiovg mdyas,

7 Tlg Swupyioete Tég movovpying

ég xafexdotny lotnow Enddpoc,

&g xeBexdoTny TolkhoTpSTWG TAEKEL

6 VEVTUATOTAQTUOTOUNXOVOTASKOG;

120 Ei ITodhog Hjuny, moypeayely foxnuévo,
od Ty oK1iy Ay dppododv dpxav Edvog,
vpévBorg Emanov 6 Ayiede Oepaityy,
gmel & dvarhxlg eip kol mapewpévos,
é&Bovhog, Bdpwy, &darg, Ywpig STAWY,

125 mumoy aBAypds, &Opavig, TETANyHévOg
YA@TTRY TpoTelve Tpdg ot THY dvakiny
aitodony adtob THY Topny émaginy.
‘Emitipnoov xahdpov ¢ Bnple
wol dedéetal pov Tod GUAAY VoIV 1] TpéTOY,

130 dmebdyaye Tijg dmdTng oD Plov
ol xortdrabov elg povig Tav dylwy
g &y Dy kéy oe oy Tolg dyyélolg,
alvE, povaotig Twdvvne adg Atpne
ol T xoixfig Kopvyii pilng khddog.

120 cf. 1 Cor. 9:24—27 122 Schol. in Il. 2.219 (ed. Heyne 1834); Q. Smyr. Posthom.
1.741-747 (ed. Vian 1963) 128 = Ps. 67:31

114 ovykexpauévoy N* 121 scholion ad €8vog: Ipddetar otidog 7 dpvro[v] add. in mg.
N 123 émeld N 125 qufdnypds M
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would understand both the hostility of the crooked chief
and his direct intentions, concealed in deceit?
Or who might perceive the hidden traps,
or who might distinguish the wicked evils,
which the bearer of trickery sets up every day,
which in various ways he devises every day,
the deviser of lies, forgeries and tricks?
If I were Paul, practiced in boxing,
whose shadow the leaders of the gentiles feared,
I would strike (him) with fists as Achilles stroke Thersites.
But since I am weak and slack,
inconsiderate, foolish, ignorant, without weapons,
completely feeble, impotent, defeated,
I expose my worthless tongue to You,
which asks the devil’s deserved cutting.
Rebuke the beast in the reeds
and it will be refrained from stripping off my mind or behaviour.
Withdraw me from the deceit of life
and place me in the abodes of the saints,
in order that I also praise You together with the angels,
L, the unmarried monk John, Your servant
and branch of the earthly Komnenian root.
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Zriyor éxatov Tpidxovre xal wévTe of v T TéLEL ToD MRS TOV TOLUEVEL AYoy
709 K)juerog. Kai 6uov, of tod xifmov, of Tov dia oriywy K)iuasxo, of év T
TéLeL ToD TpiaxorTod Abyov, xal of Tapdvres év T TéNer dydovéTt ToD Slov
BeBriov oTiyor TeTpaxdaior éBSounxovraots.

Adedgé wov, ui émdddy Tod eimeiv mepi duod Tod yeypapdtos TavTyY THY
BiBrov, Tov Bpayitaroy, ebxtixov Adyoy udvov, e Bovder xal ov Tov Ozov
wi émidadécda ood, yéypamran yap v 76 Bifdiw avtod- G uétpw petpeite
avriuetpyHjoetar Suiv’. Apopotoirar yap 6 Seiov Tais fudy dwdiseary.

Secunda nota ¢ pétpe petpeite avtipnetpyBijoetar duiv ~ Le. 6:38

Prima nota in fine &v ¢ ¢ TéAet Tod Tpds TOV mowévar N | of mapdvreg dhovétt M
Secunda nota in fine om. M
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One hundred thirty-five verses at the end of the treatise To the Shepherd
by Klimax. Together those of the garden, those of the metrical Ladder, those
at the end of the thirtieth step, and these final verses make, of course, for the
entire book four hundred and seventy eight verses.

My brother, do not forget to say at least the shortest word of prayer on be-
half of me, the scribe of this book, if you as well wish not to be forgotten by
God. Because in His book it is written: “with the same measure that you
use, it will be measured back to you7 For indeed the divine action cor-
responds to our disposition.

7 Translation of Lc. 6:38 quoted from The New King James Bible (1979).
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Appendix 1: Loci paralleli

Poem 1

tit. wapa wvedparog cf. Basil. Caes. Hom. 1 in Psal. (PG 29.219A); cf. 2
Tim. 3:16

xiimov voyrov cf. Cyrill. Alex. Comm. in I. (PG 70.1108, 1l. 18-45);
cf. Joseph. Rhakend., Epiz. (475.27) (ed. Michael Treu, ‘Der Philosopher
Joseph’, BZ, 8 (1899), 1-64 (pp. 39—42)); cf. Canones Jan. 27, In transl.
relig. S. Chrys. can. 37,0d. 2,1l 31-44 (ed. Alkistis Proiou and Giuseppe
Schird, Analecta hymnica graeca e codicibus eruta Italiae inferioris, 12 vols
(Rome: Universita di Roma, 1966-80), V (1971))

etyeafe dmep alfdwy = Jc. 5:16

6 @edg svyywpijoot got cf. Theod. Stud. Ep. 109, 1. 255 Ep. 167,1. 8 (Geor-
gios Fatouros, Theodori Studitae Epistulae, 2 vols, Corpus Fontium His-
toriae Byzantinae. Series Berolinensis 31 (Berlin: De Gruyter, 1992))

1—4 = J. Chrys. De eleemosyna (PG 60.707); cf. ]. Mosch. Prat. Spir. (PG
87/3.2852A)

5—6 cf. Prov. 24:13—14; Ps. 118:103; Bas. Caes. Hom. in princ. prov. (PG
31.413, 11 43-45)

16-28 cf. Athan. Exp. in Ps. (PG 27.62CD); Orig. Frag. in Ps. [Dub.],
Ps. 1:3 (ed. Jean Baptiste Pitra, Analecta sacra spicilegio Solesmensi parata,
8 vols (Paris: Tusculum, 1883-1884), II-1II); J. Chrys. De eleemosyna
(PG 60.707, 1l. 44—56)

19 Aévdpa ke cf. Mt. 12:33; Le. 6:43
26 yayypewvey ~ 2 Tim. 2:17
27 0épeblov cf. 2 Tim. 2:19; 1 Cor. 3:11

28 63 Méywv o mpaktée cf. Jc. 2:18~22; J. Clim. Scal. Par. (PG 88.633,
1. 16-18)

30 g\og cf. Apoph. Parr. (coll. alphab.) (PG 65.249,1l. 53-54)
33 apepipvey cf. J. Clim. Scal. Par. (PG 88.928, 1. 24-26); Mt. 6:26

33 &Piwv cf. Greg. Naz. O 4 (SC 309: 182, 1l. 8-10); 2 Tim. 2:4; Eust.
Thess. De emend. vit. monach. (ed. Karl Metzler, Eustathii Thessalonicen-
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sis De emendanda vita monachica, Corpus Fontium Historiae Byzanti-
nae. Series Berolinensis 45 (Berlin / New York: De Gruyter, 2006), par.
25,135 par. 42,1 11); 1 Cor. 4:11; Mc. 12:44

36 cf. J. Chrys. In Ps. 50 (PG 55.577, 1. 45); J. Damasc. Sacr. Parall. (PG
96.144, 1. 37); Ps.-J. Dam. Adv. iconocl. (PG 96.1356,1. 8)

37 ~ Poem. 1,v. 28; cf. Jc. 2:18—22

38 cf. Cant. 2:1

39 ~ Poem. 1, V. 4

40—41 = Ps. 140:2; cf. Rev. 8:4

42 cf. 2 Cor. 2:15; Eph. 5:2; Phil. 4:18

45-5s cf.]. Clim. Scal. Par. (PG 88.1153D~-1156A); Symbolon (PG
152.1102,L. 18); ~ Poem. 2, vv. 24—25;

49-55 cf.]. Chrys. De eleemosyna (PG 60.707, ll. 24-28); Je. 1:9-11;
cf.J. Clim. Scal. Par. (PG 88.1137, . 25-33); Greg. Naz. Or. 40 (PG
36.364, 1. 43-365,1.27)

s1 Tals Bolals Tatig Tupddporg cf. Greg. Nyss. Adv. Ar. et Sab. (ed. Frie-
drich Miiller, Gregorii Nysseni opera, 3 vols (Leiden: Brill, 1958), IIL1,
p. 84)

s2 cf. Eph. 5:29

54 ~ Joh. 3:8; cf. 1 Cor. 12:11

6o cf.]. Clim. Scal. Par. (PG 88.897,1l. 25-30)
62-63 cf. 1 Cor. 1:19

65—67 cf. Canones Dec. 28, In S. Steph. Thaum. can. 54, od. 7, 1l. 9-15
(ed. Athanasiou D. Kominis and Giuseppe Schird, Analecta hymnica
graeca e codicibus eruta Italiae inferioris, 12 vols (Rome: Universita di
Roma, 1966-80), IV (1976)); 1 Cor. 3:6

70 Tprogodeyydi cf. Symbolon (PG 152.1102, l. 18); Nil. Cabas. Oz s,
sect. 25, . 23 (ed. Théophile Kislas, Ni/ Cabasilas sur le Saint-Esprit
(Paris: Les Editions du Cerf, 2001))

73 axddng cf. J. Clim. Scal. Par. (PG 88.996,1.37)

74 xoaukny 8ddacoay ~ Poem. 2,v. 155
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83 yvaptopa cf. 2 Tim. 2:19

92 $epéyyvos cf. Hebr. 7:225 2 Cor. 1:22

94 cf. Greg. Naz. Carm. IL,1,55,v. 23 (PG 37.1401)

98 cf. 2 Cor. 1:22, 3:3; Hebr. 8:10; J. Clim. Scal. Par. (PG 88.632,1.38)

100 cf. Greg. Naz. Or. 7 (PG 35.776, ll. 12—22), Ep. 197.6 (ed. Paul
Gallay, Saint Grégoire de Nazianze. Lettres, 2 vols (Paris: les Belles let-
tres, 1964-1967), I1 (1967), p. 89); O 5 (PG 35.720,L. 6), O 25 (PG
35.1212,1. 14)

Poem 2

1-2,9-18 = Greg. Naz. Carm. I1,2,1,vv. 263272 (PG 37.1470-1471);
cf. Herod. Hist. 1.93, s.101; Cosm. Jerus. Comm. in S. Greg. Naz. Carm.
(ed. Giuseppe Lozza, Cosma di Gerusalemme. Commentario ai carmi di
Gregorio Nazianzeno (Naples: D’Auria, 2000) pp. 165-166)

1—4 cf. epigr. inc.”Hv tic motapds ¢ Kpolow ypvaoppdag (DBBE (con-
sulted 31.07.2018), <www.dbbe.ugent.be/occ/8032>)

2—5 cf. Strab. Geogr 13.4.5 (ed. August Meincke, Strabo: Geographi-
ca, 3 vols (Leipzig: Teubner, 1877-1913), III (1913)); Eustath. Thess.
Comm. ad Hom. Il. (ed. Marchinus van der Valk, Eustathii archiepiscopi
Thessalonicensis commentarii ad Homeri lliadem pertinentes, 4 vols (Lei-
den: Lugduni Batavorum, 1971-1987), 1 (1971), p. 577, Il. 14-16)

4 Vadapois fpeopévog cf. Mt. 7:26; J. Clim. Scal. Par. (PG 88.637, 1l
16-18)

6-8 = J. Chrys. In epist. ad Coloss. comm. (PG 62.350,1l. 18-24)
9—r10 cf. Herod. Hist. 3.102—105
14 AydRetan cf. ]. Clim. Scal. Par. (Sophr. 16.15; PG 88.928 Gr. 17, L.

22)

14-18 cf. epigr. inc. Eimep xatéyvws dtpexdq duaptddos, v. 11 (ed.
Bentein et al. 2009: 289)

20 mapéaye (...) Adyog cf. Ewxe Xpiotdg Greg. Naz. Carm. 11,2,1, vv.
271-272 (PG 37.1471)

23 cf. Rom. 7:25; 2 Cor. 7:1
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24 cf. Joh. 1:4; Ps. 118:105

25 cf. dag éx dwtég Symb. (PG 152.1102, . 18); Joh. 8:12; Nicet. toD
Mopwveing Or. 4 (ed. Nicola Festa, ‘Niceta di Maronea ¢ i suoi Dialoghi
sulla processione dello Spirito Sancto, Bessarione 16-18 (1912~1915),
16.93—107, 126—132, 266—273; 17.300—308; 18.61-75, 249—259 (p.
72)

27-28 cf. Mt. 24:35; 1 Joh. 2:17; 1 Cor. 7:31; Greg. Pal. Hom. 4 (sect.
12, 1. 18; ed. Panayiotes K. Chrestou, Ipyyoplov toi [ladayd drevre o
épya, 11 vols (Thessaloniki: IMatepcal Exdéaeig Tpnydprog 6 Iahapds,
1985) IX,"ENunveg Iatépeg tijc Exxinotog 72)

Gradus 1 cf. Orig. Fragm. in Ps. 1—150 [Dub.], Ps. 1:1-2 (ed. Jean Bap-
tiste Pitra, Analecta sacra spicilegio Solesmensi parata, 8 vols (Paris: Tus-
culum, 1883-1884), [I-1I1); J. Chrys. Exp. in Ps. (PG s5.340, L. 18—29)

tit. amotayfig xal dvaywprioews ~ Sophr. (1970: 13); PG 88.629; N
(fol. 9%); cf. Sophr. (1970: 185); PG 88.631; M (fol. 320)

34 cf.J. Clim. Scal. Par. (PG 88.636,1l. 7—16); Rev. 11:8

34 ¢£édvyeg ~ Poem 1,v. 74

34 ¢oxotiopévy cf. J. Clim. Scal. Par. (PG 88.1069, 1. 24-29)
34 36 cf. J. Clim. Scal. Par. (PG 88.633,1l. s4—55)

34, 36, 38 ~ Greg. Naz. Or. 1 (PG 35.397,1l. 9-12)

35 dumdbeay cf. J. Clim. Scal. Par. (PG 88.640, 1l. 2-6)

35 avdmavow onpxiov cf. Barsan. et J. Quaes. et resp. (Ep. 96, 1. 38; ed.
Frangois Neyt and Paula de Angelis-Noah, Barsanuphe et Jean de Gaza:
Correspondance, 2 vols (Paris: Sources chrétiennes 426/427)); J. Clim.
Scal. Par. (PG 88.653 Gr. 2,1l. 19—21); Jer. 17:16

37 76 capkikdv dpévnua cf. Rom. 8:5—9

37 1OV kevoy Biov ~ Poem. 3,v. 9

38 ct. Ex. 1:11, 5:14

Gradus 2

tit. cf. Sophr. (1970:20,185); PG (88.629,653); N (fol. 9*); M (fol. 320")
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41 cf. Gen. 19:15-26; Greg. Naz. Oz 40 (PG 36.384, 1l. 7-18); ]. Clim.
Scal. Par. (PG 88.653 Gr. 2,11 21-28; 657, 1. 42—43; 665, 1. 23—29); Lc.
9:62, 17:32—33; M. Philes Carm. 2.211, v. 130 (ed. Emmanuel Miller,
Manuelis Philae Carmina, 2 vols (Paris: Excusum in Typographeo im-
periali 1855-1857),1(1855), 388)

42—44 cf. J. Clim. Scal. Par. (PG 88.656, Il. 40—44; 657,1l. 22—31)
4s cf.J. Clim. Scal. Par. (PG 88.656,1l. 9—14); Mt. 19:21; Mc. 10:21
Gradus 3

tit. wepl Eevitelag cf. Sophr. (1970: 23, 185); PG (88.629, 644); N
(fol. 9*); M (fol. 320")

tit. mpoatpetixiis cf. . Clim. Scal. Par. (PG 88.664, 1. 42-665,1. 2)
46—47 cf.]. Clim. Scal. Par. (PG 88.664 Gr. 3,1l 12-13; 23-24)
48 cf.J. Clim. Scal. Par. (PG 88.665, 11. 38—40)

50 dyvwaTov, amdkpudov (...) Biov = J. Clim. Scal. Par. (PG 88.664 Gr.
3,11 s—10)

Gradus 4
tit. cf. Sophr. (1970:28,185), PG (88.629,728), N (fol. 9*), M (fol. 320")
s2 TV dvumotabiny ~ Poem. 2,v. 189

53 cf. Rom. 8:5—9; Max. Conf. Quaest. ad Thal. sect. 62,1. 233 (ed. Carl
Laga and Carlos Steel, Maximi confessoris quaestiones ad Thalassium,
2 vols (Turnhout: Brepols 1980 / 1990), Corpus Christianorum. Series
Graeca 7 & 22); id. Amb. ad Joan. sect. 30, par. 2, L. 5; sect. 56, par. 2, L.
13 (ed. Nicholas Constas, On Difficulties in the Church Fathers: The Am-
bigua, 2 vols (Cambridge, Mass.: Dumbarton Oaks Medieval Library,
2014)); Vit. Barl. et Joas. (ed. Robert Volk, Die Schriften des Johannes
von Damaskos: Historia animae utilis de Barlaam et Ioasaph (spuria),
7 vols (Berlin / New York: De Gruyter 2006), VI/2, sect. 38, 1. 89-90)

53 oapxae ~ Poem. 2, v. 37; Poem. 2, v. 143

54 éheyyov cf. ]. Clim. Scal. Par. (PG 88.681, I. 17-20; 704, . 28-32;
704, L. 45-705,1.3; 856, 1l. 25—27)

54 quveldnow cf. J. Clim. Scal. Par. (PG 88.68s, 1. 1-6; 705, 1. 23-29;
712, 1L 21-23)
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55—56 cf. J. Clim. Scal. Par. (PG 88.680, . 20-34); Macar. Macr. Enc.
in Gabr. archiep. Thess., ll. 216—220 (ed. Asterios Argyriou, ‘Maxapiov
To0 Maxpi] ovyypdupate, Bulavrve Kelueve xal Me)érar, 25 (1996),
101-120)

57 Tpéxers adfdwg ~ Poem. 2, vv. so—s1; cf.]. Clim. Scal. Par. (PG
88.713, Il 3-8; 852, Il. 16-24); 1 Cor. 9:26; Athan. De morb. et valet.
(ed. Dickamp 1938: 5,1 24-6,1. 4)

Gradus s

tit. cf. Sophr. (1970: 51,185); PG (88.629,764); N (fol. 9*); M (fol. 320")
58 cf. Marc. Eremit. De his qui put. se ex op. just. (par. 83, 1. 55 SC 445)
61-63 cf.]. Clim. Scal. Par. (PG 88.684,11. 33—35)

Gradus 6

tit. = Sophr. (1970: 59, 185); PG (88.629, 793); N (fol. 9*); cf. M
(fol. 320")

64—6s =~ J. Clim. Scal. Par. (PG 88.809, Il. 14—16); cf.J. Clim. Scal. Par.
(PG 88.793 Gr. 6,11. 3—5)

67 cf. Greg. Naz. Carm. 1,2,33, vv. 229-232 (PG 37.945); J. Dam. Sacr:
Parall. (PG 96.440, 1. 47)

67-69 cf. Mt. 24:43—44; Mc. 13:35; Le. 12:40; J. Clim. Scal. Par. (PG
88.793,1.35-796,L5)

Gradus 7
tit. cf. Sophr. (1970: 62,185); PG (88.629,801); N (fol. 9*); M (fol. 320")
70 Zréverg Bobiov cf. J. Clim. Scal. Par. (PG 88.809, 1. 45—52)

70—7s = J. Clim. Scal. Par. (PG 88.804, 1. 31-37); cf. J. Clim. Scal. Par.
(PG 88.805, 1l. 28—30)

Gradus 8
tit. cf. Sophr. (1970: 70, 185); PG (88.629,828); N (fol. 9*); M (fol. 320")

7677 = ]. Clim. Scal. Par. (PG 88.828 Gr. 8, Il. 3-6); cf. Manass. Arist.
et Call., fragm. 11, l. s—7 (ed. Otto Mazal, Der Roman des Konstanti-
nos Manasses: Uberlieferung, Rekonstruktion, Textausgabe der Fragmente
(Vienna, 1967) Wiener Byzantinistische Studien 4)
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78-79 cf. 1 Regn. 25

80-81 cf.J. Clim. Scal. Par. (PG 88.828, Il. 12—13; 832, Il. 30-34; 833,
1. 31-32)

Gradus 9
tit. cf. Sophr. (1970: 74, 185); PG (88.629,840); N (fol. 9*); M (fol. 320")

82 cf. Basil. Caes. Hom. in hexaem. (SC 26 bis: Hom. 8, sect. 1, Il. 53—
61); J. Chrys. In Mr. (PG 57.48, 1l. 46-49, 1. 3); id. In epist. II ad Thess.
(PG 62.483, Il. 20-33); id. Inn epist. II ad Cor. (PG 61.439, ll. 44—50);
id. De angust. port. et in or. dom. [Sp.] (PG s1.44, Il. 38-44); id. Eclog.
I-XLVIII ex divers. hom. [Sp.] (PG 63.27-35); id. De siccit. [Sp.] (PG
61.723, 1. 58); Theodor. Stud. Parv. Catach. (s, 1. 43; ed. Emmanuel P.
Auvray, Theodori Studitis Parva Catechesis (Paris: Lecoffre, 1891))

83 £v xwdlw Tov Mxov cf. Mt. 7:15

83 &vkéhmorg v cf. Aesop. (P 176); cf. J. Clim. Scal. Par. (PG 88.697,11.
5—6; 841, 1l. 47-49); J. Chrys. Ascet. fac. uti non deb. [Sp.] (PG 48.1057,
L. 17);id. In Act. apost. (PG 60.294, 1. s3—57; id. In epist. II ad Cor. (PG
61.587,1.31-37)

84 ~ J. Clim. Scal. Par. (Sophr. 9.13; PG 88.841, Il. s1-55); cf. J. Clim.
Scal. Par. (PG 88.976,11. 28—29)

Eddw oabpy oxddnxa cf. Theodoret. Comm. in Is. (SC 295: sect. 12,
1l. 389—390)
85-86 cf. Il 9.313; Od. 18.168; Porphyr. Quaest. Hom. lib. I (recensio V)
(sect. 95, L. 85 ed. Angelo R. Sodano, Porphyrii quaestionum Homeri-
carum liber I (Naples: Giannini, 1970); Eustath. Comm. ad Hom. I1. (ed.
Marchinus van der Valk, Eustathii archiepiscopi Thessalonicensis commen-
tarii ad Homeri lliadem pertinentes, 4 vols (Leiden: Lugduni Batavorum,
1971-1987),11(1976), p. 713, ll. 18—19); J. Clim. Scal. Par. (PG 88.845
Gr. 10,1l 16-17)

87 = J. Clim. Scal. Par. (Sophr. 9.2; PG 88.841,1l. 12-13)
Gradus 10

tit. = Sophr. (1970: 76, 185); PG (88.629, 854); M (fol. 37); N (fol. 9");
cf. M (fol. 320)

89 cf.]. Clim. Scal. Par. (PG 88.848,1l. 2—10)
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90 véBoig favylowg = J. Clim. Scal. Par. (PG 88.841,1L. 52—53)

90, 92 éxdaTavay (...) dydmne dmoxpioe ~ J. Clim. Scal. Par. (PG 88.845
Gr. 10, 8-9)

91 T dykahida, Ty pepida cf. Eudem. ITepi 245, pyr. fol. 3b, L. 13 (ed.
Niese, ‘Excerpta ex Eudemi codice Parisino n. 263 5, Philologus suppl., 15
(1922), 145-160); Phot. Lex. (A-A,lem. 179, 1. 4; ed. Christos Theodor-
idis, Photii patriarchae lexicon, 3 vols (Betlin: De Gruyter, 1982-2013),
1); Suda o, lem. 243 (ed. Ada Adler, Suidae lexicon, 4 vols (Leipzig: Teu-
bner, 1928),I); Etymol. Gud. (ed. Ed A. de Stefani, Etymologicum Gudi-
anum, fasc. 1. (Leipzig: Teubner, 1909), p. 13, L. 11); Ps.-Zon. Lexic. (ed.
Johann A. H. Tittmann, Iohannis Zonarae lexicon ex tribus codicibus
manuscriptis, 2 vols (Leipzig: Teubner 1808), p. 24, 1. 22)

91 T pepida Tod Abyou cf. Act. 8:21; Eus. Gener. ele. intr. (ed. Thomas
Gaisford, Eusebii Pamphili episcopi Caesariensis eclogae propheticae (Ox-
ford: E Typographeo Academico, 1842) p. 188, 1l. 17-20), id. Comm. in
Ps. (PG 24.32, 1. 17-27)

93 cf. J. Clim. Scal. Par. (PG 88.845 Gr. 10, . 17-25)
Gradus 11

tit. cf. Sophr. (1970: 78, 185); PG (88.852); N (fol. 9*)
94 Edtpdmelov cf. |. Clim. Scal. Par. (PG 88.852,1. 11)

94 Edtpdmelov, hapvpdy cf. Phot. Lex. (E-M, lem. 83; ed. Christos The-
odoridis, Photii patriarchae lexicon, 3 vols (Berlin: De Gruyter, 1982~
2013), 11 (1998); Suda, )\, lem. 106 (ed. Ada Adler, Suidae lexicon, 4 vols
(Leipzig: Teubner, 1933), III); Etymol. Gud. (ed. Frederic W. Sturz,
Erymologicum Graecae linguae Gudianum et alia grammaticorum scripta
e codicibus manuscriptis nunc primum edita (Leipzig: Weigel 1818), p.

362,1.7)

95 Aapéy, mpoanvés, 1OY =~ Apoll. Lexic. Hom. (ed. Immanuel Bekker,
Apollonii Sophistae lexicon Homericum (Berlin: Reimer, 1833), p. 107, L
5); Hesych. Lexic. (4-0) (\, lem. 340; ed. Kurt Latte, Hesychii Alexan-
drini lexicon (Copenhagen: Hauniae, 1953); Phot. Lexic. (E-M, A, lem.
101; ed. Christos Theodoridis, Photii patriarchae lexicon, 3 vols (Berlin:
De Gruyter, 1982-2013), II (1998); Suda, ), lem. 126 (ed. Ada Adler,
Suidae lexicon, 4 vols (Leipzig: Teubner, 1933), III); Ps.-Zon. Lexic. (ed.
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Johann A. H. Tittmann, Iohannis Zonarae lexicon ex tribus codicibus
manuscriptis, 2 vols (Leipzig: Teubner 1808), pp. 1288,1. 15-1289,1. 3)

96 cf. Deut. 6:4-9; Num. 15:38—40; Mt. 23:5; J. Chrys. In Mz. hom.
(PG 58.669, Il. 3-7; 1. 28-41); Athan. Ep. ad episc. Aeg. et Lib. (9.3, 1.
3—6; ed. Dirk U. Hansen, Karin Metzler and Kyriakos Savvidis, Atha-
nasius: Werke, Band I. Die dogmatischen Schriften, Erster Teil (Berlin /
New York: De Gruyter, 1996))

97-99 = schol. in J. Clim. Scal. Par. (Sophr. 1970: 77 n. 2); cf. J. Clim.
Scal. Par. (PG 88.848,11. 23-33)

Gradus 12

tit. = Sophr. (1970: 79, 185); PG (88.629, 853); N (fol. 9*); M (fol. 37);
cf. M (fol. 320")

100-101 cf. J. Clim. Scal. Par. (PG 88.853 Gr. 12,11, 3-5)

102 é¢yxpls, YMxaoua =~ Hesych. Lexic. (A-O) (e, lem. 264; ed. Kurt
Latte, Hesychii Alexandrini lexicon (Copenhagen: Hauniae, 1953));
Phot. Lexic. (E-M, ¢, lem. 59; ed. Christos Theodoridis, Photii patriar-
chae lexicon, 3 vols (Berlin: De Gruyter, 1982—2013), II (1998)); Suda,
¢, lem. 128 (ed. Ada Adler, Suidae lexicon, 4 vols (Leipzig: Teubner,
1928), I); Ps.-Zon. Lexic. (ed. Johann A. H. Tittmann, Iohannis Zon-
arac lexicon ex tribus codicibus manuscriptis, 2 vols (Leipzig: Teubner
1808), p. 600, L. 24); cf. Psell. Poem. 6,v. 319 (ed. Leendert G. Westerink,
Michaelis Pselli poemata (Stuttgart: Teubner, 1992)

102 amdty cf. . Clim. Scal. Par. (PG 88.864 Gr. 14, 1l. 12—-13)
102 éhog cf. Eph. 6:16; ~ Poem. 4, vv. 35, 86

104-105 cf. Jos. 2:1—14; Hebr. 11:30-31; Jc. 2:24-26; ]. Clim. Scal. Par.
(PG 88.856, 1. 27-43); Clem. Alex. Strom. 4.17.105.4, 1. 3 (ed. Otto
Stihlin, Ludwig Friichtel and Ursula Treu, Clemens Alexandrinus. Die
griechischen christlichen Schriftsteller der ersten Jahrbunderte. Vol. 3.
(Berlin: Akademie-Verlag, 1985*); Clem. Rom. Ep. I ad Cor. 12.1 (SC
167)

105 ~ J. Clim. Scal. Par. (PG 88.856,11. 42—43)

105 anoPAénwy cf. Cyr. Jer. Cat. ad illum. 2 (exemplar alterum) (PG
33.416, Il 9—14); Theod. Prodr. Epigr. in Vet. er Nov. Test. (Jos. 81, 1.
1—4; ed. Grigorios Papagiannis, Theodoros Prodromos - Jambische und
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hexametrische Tetrasticha auf die Haupterzaehlungen des Alten und Neu-
en Testaments, 2 vols (Wiesbaden: Beerenverlag, 1997))

Gradus 13

tit. = Sophr. (1970: 80, 185); PG (88.629, 857); N (fol. 9*); M (fol. 37);
cf. M (fol. 320").

109 cf. J. Clim. Scal. Par. (Sophr. 13.9; PG 88.860, II. 46-47)

110 cf. J. Clim. Scal. Par. (PG 88.861, L. 3—5; 861,1. 7)

Gradus 14

tit. cf. J. Clim. Scal. Par. (PG 88.865, 1. 35; 865, 1. 48—49; 869, 1l. 1-2)
112—117 cf. J. Clim. Scal. Par. (PG 88.865, 1l. 12—-32)

112 cf. Hesych. Lexic. (II-Q2) (m, lem. 2421, 24225 ed. Moriz W. C.
Schmidt, Hesychii Alexandyini lexicon (Halle: Ienaen, 1861-1862), IT1I-
IV); Phot. Lexic. (N-®) (w, lem. 906; ed. Christos Theodoridis, Photii
patriarchae lexicon, 3 vols (Berlin: De Gruyter, 2013), II); Suda, m, lem.
1679 (ed. Ada Adler, Suidae lexicon, 4 vols (Leipzig: Teubner, 1935),
IV); Ps.-Zonaras, Lexic. (ed. Johann A. H. Tittmann, Iohannis Zon-
arae lexicon ex tribus codicibus manuscriptis, 2 vols (Leipzig: Teubner
1808), p. 1555, L. 19); J. Clim. Scal. Par. (PG 88.868, 1l. 2—3, 17-18)

112-113 cf. ]. Chrys. Ad pop. Antioch. (hom. 6; PG 49.85, Il. 20-25);
Expos. in Ps. (PG s55.340,1l. 18—21)

116 éddov Aéyorg cf. J. Clim. Scal. Par. (PG 88.868,1l. 12-17)
117 cf. Num. 20:17; Deut. 5:32.

Gradus 15

tit. cf. Sophr. (1970: 86, 185); PG (88.880); N (fol. 9")

119 cwdpoatvy cf.J. Clim. Scal. Par. (PG 88.880, Il. 10-13); tit. PG
(88.880), Sophr. (1970: 86, 185), N (fol. 9")

120 gapktk@V preopdtwy cf. . Clim. Scal. Par. (PG 88.888,1. 22)

121 &¢baprocwpdtwas cf. . Clim. Scal. Par. (PG 88.888, Il. 17-19;
1148 Gr. 29,1l 13-15); tit. PG (88.880), Sophr. (1970: 185), N (fol. 9"),
M (fol. 320%); 1 Cor. 15:52
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121 &yvelag cf. tit. PG (88.629, 880), Sophr. (1970: 86, 185), N (fol. 9"),
M (fol. 320%); J. Clim. Scal. Par. (PG 88.880 Gr. 15, 1. 4-881,1.3)

122 cf.J. Clim. Scal. Par. (PG 88.884, Il. 3—5); Mt. 19:12; Eus. Hist.
eccl. 6.8.2—1 (SC 41); Clem. Alex. Strom. 3.6 (ed. Otto Stihlin, Ludwig
Frichtel and Ursula Treu, Clemens Alexandyinus. Die griechischen christ-
lichen Schrifisteller der ersten Jahrhunderte. Vol. 3. (Berlin: Akademie-
Verlag, 1985*)

122-123 BAadloy, Aeviticdv cf. Lev. 18, 21:16—20, 22:24; Deut. 23:2
Gradus 16

tit. = PG (88.629, 924); cf. Sophr. (1970: 98, 185); M (fol. 3%, 320"); N
(fol. 9")

124 ~ J. Clim. Scal. Par. (PG 88.896, Il. 25—29); cf.J. Clim. Scal. Par.
(PG 88.880 Gr. 15, Il. 4-7; 881, Il. 3-7; 901, I. 27-28); M. Glyc. Ann.
(ed. Immanuel Bekker, Michaelis Glycae annales. Corpus scriptorum his-
toriae Byzantinae, (Bonn: Weber, 1836), p. 213, 1. 4-6)

125 = J. Clim. Scal. Par. (PG 88.904, 1l. 6—9)

126 cf. Mt. 27:5; Christ. pat.,v. 327 (SC 149); J. Chrys. De paen. (serm.
2) [Sp.] (PG 60.699, ll. s7-58); J. Chrys. De jejunio (serm. 1-7) [Sp.]
(PG 60.717, Il. 72-74); Antioch. Pandect. script. sacr. Hom. 8 (PG
89.1457, ll. 15—-19); Philagath. Hom. 29.10, Il. 1—4 (ed. Giuseppe Rossi
Taibbi, ‘Filagato da Cerami Omelie per i vangeli domenicali e le feste di
tutto [anno), in Testi e Monumenti, 11 (1969), 1—244.)

Gradus 17

tit. cf. Sophr. (1970: 100, 185); PG (88.629 Gr. 18; 932 Gr. 18); N
(fol. 9¥ Gr. 17); M (fol. 37 Gr. 18; fol. 320" Gr. 18); J. Chrys. In Mt. hom.
28 (PG s7.351,1l. 35-37), In Act. apost. hom. 26 (PG 60.199,1l. 18-23)

130 paxdprov dbog cf. Hippol. De consum. mund. [Sp.] 1,1l. 10—11 (ed.
Hans Achelis, Hippolyt's kleinere exegetische und homiletische Schriften.
Die griechischen christlichen Schrifisteller 1.2 (Leipzig: Teubner, 1897)

132 &Myels of. J. Clim. Scal. Par. (PG 88.932 Gr. 18, 1l. 7-11)
133-134 cf. J. Clim. Scal. Par. (PG 88.924,1l. 17-19; 933,1l. 3-4)
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Gradus 18

tit. cf. Sophr. (1970: 101 Gr. 18; 185 Gr. 18); PG (88.629 Gr. 19; 937
Gr. 19); N (fol. 9* Gr. 18); = M (fol. 3" Gr. 19); cf. M (fol. 320" Gr. 19)

138-139 ~ J. Clim. Scal. Par. (PG 88.940 Gr. 20,1l 13-14)
139 Tapactdoeat cf. J. Clim. Scal. Par. (PG 88.892,1. 31)
Gradus 19

tit. cf. Sophr. (1970: 102, 185 Gr. 19); PG (88.629, 940 Gr. 20); M
(fols 3%, 320"); N (fol. 9")

142 ~ J. Clim. Scal. Par. (PG 88.940 Gr. 20, 1. 27%)
143 ~ Poem. 2,vv. 37, 53

145-146 cf. Ps.-Clem. (epit. de gest. Petr. praemetaphr.) [Sp.] sect. 69, L.
5—6 (ed. Albert R. M. Dressel, Clementinorum epitomae duae (Leipzig:
Hinrichs, 1873%)); cf. Greg. Naz. Carm. I1,1,23,v. 17 (PG 37.1283)

Gradus 20

tit. cf. Sophr. (1970: 104, 185 Gr. 20); PG (88.629, 945 Gr. 21); N (f. 10*
Gr. 21); M (fols 3%, 320" Gr. 21)

148 wiotewg cf. J. Clim. Scal. Par. (PG 88.945 Gr. 21, 1. 6)
150 KoapokpdTopag okéTovg cf. Eph. 6:12

152—-153 =~ J. Clim. Scal. Par. (PG 88.945 Gr. 21, Il. 7-8); cf.id. (PG
88.945 Gr. 21, ll. 24—25); Ps.-Zon. Lex. (ed. Johann A. H. Tittmann,
Iohannis Zonarae lexicon ex tribus codicibus manuscriptis, 2 vols (Leip-
zig: Teubner 1808), p. 479, 1. 22)

Gradus 21

tit. = Sophr. (1970: 185); PG (88.629); N (fol. 10" Gr. 21); M (fol. 3*
Gr.22); cf. Sophr. (1970: 105 Gr. 21); PG (88.948 Gr. 22); M (fol. 320")

154 cf.J. Clim. Scal. Par. (PG 88.840 Gr. 9, Il. 3—5; 845C; 853; 860, l.

47-861,1l. 3—5,10;869,1. 45—47; 932,1l. 9—11; 945, 1l. s=7; 957 Gr. 22,
I. 51); cf. schol. 19 in J. Clim. Scal. Par. (PG 88.961, 1l. 48—53)

154-156 ~ M. Psell. Poemn. 21, vv. 1-3 (ed. Leendert G. Westerink,
Michaelis Pselli poemata (Stuttgart: Teubner, 1992)

8 Line 29 according to TLG.
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155 THY TOV kaxev Bddacoay ~ Poem. 1, vv. 73-74; cf. ]. Clim. Scal.
Par. (PG 88.636 Gr. 1, 1. 4)

156 dloutay, éatiay cf. M. Psell. Poem. 21, v. 3 (ed. Leendert G. West-
erink, Michaelis Pselli poemata (Stuttgart: Teubner, 1992); Phot. Lex.
(e, lem. 2025; ed. Christos Theodoridis, Photii patriarchae lexicon, 3 vols
(Berlin: De Gruyter, 1982—2013), II (1998)); Anonym. Lexic. Zvvay.
2é€. ypyo: (ed. Cunningham 2003: ¢, lem. 871); Suda, ¢, lem. 3212 (ed.
Ada Adler, Suidae lexicon, 4 vols (Leipzig: Teubner, 1928), I); Lex. Seg-
uer. Collect. verb. util. e diff: rhet. et sap. mult. (ed. Ludwig Bachmann,
Anecdota Graeca, 2 vols (Leipzig: Hinrichs, 1828-9),1(1828), p. 237, L.
25); Ps.-Zon. Lex. (ed. Johann A. H. Tittmann, Iohannis Zonarae lexi-
con ex tribus codicibus manuscriptis, 2 vols (Leipzig: Teubner 1808), p.

879,L 15)
157 vadyov cf. J. Clim. Scal. Par. (PG 88.949,1. 17)

157 atpédov cf. J. Clim. Scal. Par. (PG 88.949,1l. 13-14)

158 amatovpydy cf. Hesych. Lex. (4-0) («, lem. 5843, 1. 1;ed. Kurt
Latte, Hesychii Alexandyini lexicon (Copenhagen: Hauniae, 1953));
J. Clim. Scal. Par. (PG 88.681, 1l. 7-8)

158 T@v xahev avaupétwy cf. Neophyt. Incl. Lib. catech. 2.29, 1l. 49-51
(ed. Panayiotis S. Sotiroudis, ‘Biflog Tév xerrnyiioewy) in Ayiov Neopirov
109 Eyxdelorov Xvyypdupare. 11, ed. by Tsames, Oikonomou, Karabido-
poulos, Zacharopoulos (Paphos: Tepa Baothi kol Zrowpomytoxiy Movn
Aylov Neodttov, 1998), pp. 189-431)

158 cf. J. Clim. Scal. Par. (PG 88.949, 1l. 46—-54)
Gradus 22

tit. = Sophr. (1970: 185 Gr. 22); N (fol. 10" Gr. 22); cf. Sophr. (1970:
109 Gr. 22); PG (88.965 Gr. 23; 629 Gr. 23); M (fol. 37 Gr. 23)

160-165 = J. Clim. Scal. Par. (PG 88.965 Gr. 23, 1l. 4-12)

160 Ozot dpynorg cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23,11 4, 6-7);
Neophyt. Incl. IZzvyyvp. BiB. or. 14, 1. 64—67 (ed. Theodoros Giag-
kou and Niki Papatriantafyllou-Theodoridi, TIavnyvpws A, in Ayiov
Neopirov ot Eyxdeiorov Zvyypdupere. 111, ed. by Tsames, Oikono-
mou, Karabidopoulos, Zacharopoulos (Paphos: Teps Baothiki) ol
Zravpomnytaxy Movi) Aylov Neodttov, 1999) pp. 189—-431)
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160 4vBpwnwy $8évog cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23, 1. 5;
969, 1l 49-52)

161 ¢€ovdévwaig cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23,1. 5)

162 éxotdaens (...) mpddpopog cf. J. Clim. Scal. Par. (PG 88.965 Gr.
23,1.7)

163 myyn Bvpod cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23, 1. 8—9)
163 pile g Pracdnuiag cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23, L.

12).

163 cf. ]. Chrys. De verb. apost. Hab. eumd. Spir. (PG 51.283, 11. 43—
48); ~ Poem. 2, vv. 166-168

164 mxpdg dikaotig cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23, 1. 11);
J. Chrys. In Mz. (PG 57.411,1l. s0-51)

164 dmoxpioews 8bpa cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23, L. 9;
969 Gr. 23,11. 49—52)

165 othprype (...) Saupdvev cf. J. Clim. Scal. Par. (PG 88.965 Gr. 23,
L.9)

165 wopyos cf. J. Clim. Scal. Par. (PG 88.993, 1l. 49—50)

Gradus 23

tit. cf. Sophr. (1970: 112, 185); N (fol. 10"); PG (88.629, 965); M
(fol. 37)

166, 168 = J. Clim. Scal. Par. (PG 88.976, Il. 19—22); cf. J. Clim. Scal.
Par. (PG 88.977,11. 46—49); ~ Poem. 2, V. 163

166-167 ~ Poem. 1, vv. 7-8

167 xapTods dyprotovs cf. Sap. 4:3—5

167 kapmods (...) campodg cf. Mt. 7:16-20, 12:33; Lc. 6:43—44

169 ampemeig Aéyor cf. tit. in blasphem. in Sophr. (1970: 112); PG
(88.976, 1. 19—22)

169 kpvVg apaptipatos J. Clim. Scal. Par. (PG 88.976,1l. 24-27)

170-171 = J. Clim. Scal. Par. (PG 88.976,11. 45—48)
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Gradus 24
tit. cf. Sophr. (1970: 114); PG (88.629, 980); M (fol. 37)
174-176 ~ J. Clim. Scal. Par. (PG 88.981, 1l. 24-26, 33—42)

174 Gaynuostvyy daupoviady cf. J. Clim. Scal. Par. (PG 88.981, 1L
24-25)

174 0éAov cf. J. Clim. Scal. Par. (PG 88.981,1.36)

175 mévBovg paxpuoudy cf.J. Clim. Scal. Par. (Sophr. 24.17; PG
88.981,11.38-39)

175 wpékevov cvpmtwpdtwy cf. J. Clim. Scal. Par. (PG 88.96s, 1L
4-12;981,1. 40)

176 idoyvwudpvduov cf.J. Clim. Scal Par. PG (88.981, L. 39);
V. Nic. Med., sect. 1, 1. 25 (ed. Frangois Halkin, ‘La Vie de Saint Ni-
céphore fondateur de Médikion en Bithynie), Analecta Bollandiana,
78 (1960), 401-428)

Gradus 25

tit. = PG (88.629); M (fol. 37); cf. Sophr. (1970: 116, 185); PG (88.988);
N (10%); M (fol. 320")

178 ~ Mt. 11:29; J. Clim. Scal. Par. (PG 88.980, 1. 8—9; 989, 1. 7)
179 cf. J. Clim. Scal. Par. (PG 88.989,1l. 16-19)
180-182 =~ J. Clim. Scal. Par. (PG 88.992,11. 25-29)

181 $audp@, yehpvd cf. J. Clim. Scal. Par. (PG 88.992, L. 27; 1004, 1L
8-9)

182 pij {odovpéve cf. J. Clim. Scal. Par. (PG 88.993, 1. 5—7)
183 cf. J. Clim. Scal. Par. (PG 88.977,1l. 14-16)
Gradus 26

tit. cf. Sophr. (1970: 124, 137, 116, 185); PG (88.629, 1013, 1056,
1084); M (fols 37, 320" Gr. 26); N (fol. 10" Gr. 26)

184-185 =~ J. Clim. Scal. Par. (PG 88.1017, Il. 22—24); cf. J. Clim. Scal.
Par. (PG 88.1033,1l. 6-10)
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186 cf. J. Clim. Scal. Par. (PG 88.848, 1. 18—33, 46—67; 1024, Il. 8—171;
1033, 1L 1-2); Mt. 7:2; Lc. 6:3

187 eddwaxpite kpioet ~ Sophr. (1970: 137 tit. Gr. 26.2, 185 tit. Gr.
26.2-3); PG (88.1056 tit. Gr. 26.2); M (fol. 320" Gr. 26); N (fol. 10*
Gr. 26)

188 ~ Poem. 2, v. 179; cf. ]. Clim. Scal. Par. (PG 88.681, Il. 43—44; 997,
1l. 8-19)

189 ~ Poem. 2,v. 52
Gradus 27

tit. cf. Sophr. (1970: 149, 185); PG (88.1096 Gr. 27, 629 Gr. 27); N
(fol. 10" Gr. 27); J. Clim. Scal. Par. (PG 88.1097, Il. 11-13); M (fols 37,
320" Gr. 27)

190 ~ Poem. 3, vv. 2—5; cf. J. Clim. Scal. Par. (PG 88.1097, 1l. 18—26)
191-192 ~ J. Clim. Scal. Par: (PG 88.1100, Il o)

194-195 cf. J. Clim. Scal. Par. (PG 88.1100, Il. 35—40); 2 Cor. 12:2—5
Gradus 28

tit. cf. Sophr. (1970: 159, 185); PG (88.629, 1129 Gr. 28); M (fols 3,
320" Gr. 28); N (fol. 107 Gr. 28)

196 tpiag cf. J. Clim. Scal. Par. (PG 88.1117,1. 7-1129, 1. 15)
196 dvag cf. J. Clim. Scal. Par. (PG 88.1137,11. 8—10)

197 atdatg axhvijg cf. J. Clim. Scal. Par. (PG 88.656,1l. 55—56; 892, IL.
30-31; 940 Gr. 20,ll. 11-22; 941 Gr. 20, 1. 8—10; 1109, L. 30); ~ Poem.
2,VV. 138-139

197 owpatog kataxpitov cf. J. Clim. Scal. Par. (PG 88.1132 Gr. 28, 1L
7-9; 1136, 1. 8—10)

198 oTevaypds dAdntog ~ J. Clim. Scal. Par. (PG 88.1136, 1. 52); Rom.
8:26

198 ¢l Bpayds Méyog ~ amhii Poem. 2, v. 196; J. Clim. Scal. Par. (PG
88.1132,1l. 13-21); Lc. 18:13; 23:42

199 vodg dpvdaxi cf. J. Clim. Scal. Par. (PG 88.793 Gr. 6, |. 17; 869, 1L
14-16; 88.1132, 1. 22—-24)
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199 cuvoxi te kapdiag cf. J. Clim. Scal. Par. (PG 88.765, 1l. 30-32); 2
Cor. 2:4

200 TYEDRATOG KPAVYNY ~ aTEVayuds aAdiyros Poem. 2, v. 198; cf. Rom.
8:26; J. Clim. Scal. Par. (PG 88.1136,1l. 49—52)

200-201 cf. J. Clim. Scal. Par. (PG 88.1133,1l. 6-9); 1 Cor. 14:19

Gradus 29

tit. = PG (88.629); M (fol. 37); cf. Sophr. (1970: 165, 185 Gr. 29); PG
(88.1148 Gr. 29); M (fol. 320 Gr. 29); N (fol. 10" Gr. 29)

203-205 = J. Clim. Scal. Par. (PG 88.1148, 1l. 10-13)
204 &B%ppara cf. ]. Clim. Scal. Par. (PG 88.1100, 1L 13-15)

206—207 =~ J. Clim. Scal. Par. (PG 88.1001, l. 43-1004, L. 3); Ps. 90:13;
cf. Il 11.480-481; 1 Pt. 5:8

Gradus 30

tit. cf. J. Clim. Scal. Par. (PG 88.1129 Gr. 28,1l. 5-6; 1136,1l. 4-7; 1152,
I 12-17;1157,11. 35-38)

210 eixéva cf. Gen. 1:26; Porphyr. J Plot. (sect. 2, ll. 24-26; ed. Paul
Henry and Hans-Rudolf Schwyzer, Plotini opera. I (Leiden: Brill, 1951)

213 ~ Poem. 2,v. 210
213 Tpuadt tpdda ~ tprag Poem. 2, v. 196
Epilogus

216 tppepots xpévov cf. Sext. Empir. Adv. math. 10.197, I 1-2 (ed.
Hermann Mutschmann, Sexti Empirici opera. II (Leipzig: Teubner,

1914)

218 cf. Ps. 36:23; 39:4; 118:133; ~ Poem. 4, vv. 76—77; cf. Barocc. 141
Poem. 1,vv. 13—14

220 ~ wpoadyel; Poem. 2, v. 210
220 Xpiotonatpdow cf. Epiph. Hom. 2 in Sabbat. magn. (PG 43.452C)

222 hapmpomvpaopopdoylwttoepydrov cf. Christ. Pat., v. 2055 (SC
149); ~ Poem. 1, V. 46; cf. Pisid. Hexaem. (PG 92.1572,V. 1796)

223 TvpgolaunpopopdopnuatoTpémov ~ Poem. 2, v. 222
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224 ~ Poem. 2, vv. 15—18
225 voi, My, Tvedpatt ~ Poem. 2, v. 211

226 cf. epigr. inc. Twdvyng 6 xBapadds Todmixiny Enpoxdhitos, v. 22
(DBBE (consulted 31.07.2018), <www.dbbe.ugent.be/typ/3280>)

Poem 3

3 oapxoxtévor cf. J. Clim. Scal. Par. (PG 88.769, 11 s1-56)

7-8 cf.]. Clim. Scal. Par. (PG 88.900, Il. 19—27; 1085, 1. 8—14); Basil.
Caes. Enarr. in proph. Is. [Dub.] 1, ll. 10-19 (ed. Pietro Trevisan, San
Basilio. Commento al profeta Isaia. » vols (Turin: Societa editrice in-
ternazionale, 1939); Porphyr. ¥ Plot. 2, 1. 27-31 (ed. Paul Henry and
Hans-Rudolf Schwyzer, Plotini opera. I (Leiden: Brill, 1951))

8 émiig aTeviig cf. Mt. 7:13—14

8 ¢ yijpas g =~ Theod. Prodr. Carm. Hist. poem. 24, v. 18 (ed. Wolf-
ram Horandner, Theodoros Prodromos: Historische Gedichte. Wiener
Byzantinistische Studien 11 (Vienna: Osterreichische Akademie der
Wissenschaften, 1974)

9 ~ Poem. 2, v. 37; cf. Rom. 6:4; 1 Cor. 15:50—52; Col. 3:9-10

12 cf. epigr. inc. Abtn Khipak wédukey ovpavodpéuog (v. 33 DBBE (con-
sulted 31.07.2018), <www.dbbe.ugent.be/typ/2259>)

17 oyparos povotpémov cf. Theod. Prodr. Carm. Hist. poem. 39, v. 138;
poem. 79, v. 19 (ed. Wolfram Horandner, Theodoros Prodromos: His-
torische Gedichte. Wiener Byzantinistische Studien 11 (Vienna: Oster-
reichische Akademie der Wissenschaften, 1974)

Poem 4

1cf.Jc 1:17
1-2 cf. Didym. Caec. De trin. [Sp.] (PG 39.764,11. 36-38)

2 xpdrog cf. Greg. Naz. Carm. 1,1,3, v. 88 (ed. Claudio Moreschini and
David A. Sykes, St Gregory of Nazianzus: Poemata Arcana (Oxford:
Clarendon Press, 1997), p. 14)

3 = Greg. Naz. Carm. 1,1,3, vv. 72—73 (ed. Moreschini — Sykes 1997:
14); cf. Greg. Naz. Carm. 11,3, v. 41 (ed. Moreschini — Sykes 1997: 12)
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4 tprodpiBue cf. Greg. Naz. Carm. 1,1,3, v. 74 (ed. Moreschini — Sykes
1997: 14)

s &v vénua kal khéog =~ Greg. Naz. Carm. 11,3, vv. 87-88 (ed. Mores-
chini - Sykes 1997: 14)

7 a8évog cf. Greg. Naz. Carm. 11,3, vv. 87 (ed. Moreschini — Sykes 1997:
14)

8 mponywévoy cf. Ephr. Hist. Chron., v. 1277 (ed. Odysseus Lampsides,
Ephraem Aenii Historia Chronica. Corpus Fontium Historiae Byzantin-
ae. Series Atheniensis 27 (Athens: Academiae Atheniensis, 1990); cf. e.g.
Leo VI Hom. 6, 1l. 71-72 (ed. Theodora Antonopoulou, Leonis VI Sa-
pientis Imperatoris Byzantini Homiliae. Corpus Christianorum. Series
Graeca 63 (Turnhout: Brepols, 2008))

9 ~ Poem. 1, vv. 45—55; cf. Greg. Naz. Or. 31 (par. 32, L. 1-6; ed. Joseph
Barbel, Gregor von Nazianz. Die fiinf theologischen Reden (Diisseldorf:
Patmos, 1963)); Symb. b éx dwtds (PG 152.1102, 1. 18)

10 ~ Greg. Naz. Carm. 1,1,3, v. 60 (ed. Moreschini — Sykes 1997: 14);
cf. Greg. Naz. Or. 25 (PG 35.1221, ll. 44-45); J. Clim. Scal. Par. (PG
88.992,1. 55-993, L. 3); Justinian. I Edict. rect. fid. (ed. Rosangela Alber-
tella, Mario Amelotti, Livia Migliardi, Drei dogmatische Schriften Iustin-
ians. Legum lustiniani imperatoris vocabularium. Subsidia 2., (Milan: A.
Giuffre, 1973), p. 130, 1. 16-17)

11 tavtéBovhe Nicet. Steth. Contr. Lat. et de process. spirit. sanct. (ed.
Anton Michel, Humbert und Kerullarios: Quellen und Studien zum
Schisma des XI Jahrbunderts. Quellen und Forschungen aus dem Gebi-
ete der Geschichte 23 (Paderborn: Verlag Ferdinand Schéningh) pp. 382,
Il. 12-15-383, L. 1); Nicol. Methon. Oz 7 (ed. Andronikos Demetra-
kopoulos, Exxdyaiactixy Biflodfxy. (Leipzig: Otto Bigand, 1866), I,
p- 374, Il 2=7); Joh. De sacr. imag. contr. Const. Cabal. (PG 95.312, 1.
14-19)

13 0% Adtpy ~ Poem. 4, v. 133

15 TS tpuepés pov cf. Greg. Naz. Carm. I,1,3, v. 87 (ed. Moreschini —
Sykes 1997: 14)

15-16 ~ Poem. 2 tit. Gr. 30; cf. 1 Joh. 5:7-8

19 xndapixiis Gen. 25:13; 1 Chron. 1:29; Greg. Nyss. De virg. 4.4, ll.
21-22 (SC 119); Jer. 2:10; Ez. 27:21
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19 paxpis amodnuing Greg. Nyss. [z 5. pasch. (PG 9.247,11. 1-10)
20 tafepvadyxiov cf. 2 Cor. s:1-10

19-20 Cant. 1:5; Ps. 119:5; J. Chrys. Exp. in Ps. (PG 55.341, 1l 34-44);
Euseb. Comm. in Ps. (PG 24.9,11. 35-39)

21 J. Clim. Scal. Par. (PG 88.1013, l. 46—-1016,1. 5)

25 ~ Paraphr. 1 Greg. Naz. Carm. IL1,50 (ed. Rachele Ricceri, Gregorio
Nazianzeno, carm. IL1, so. Introduzione, testo critico, traduzione e com-
mento (Ghent / Rome, 2013: 70), pp. 241, L. s-7); cf. Greg. Naz. Carm.
IL1,50, v. 106 (ed. Ricceri 2013); Paraphr. 2 Greg. Naz. Carm. IL1,50
(ed. Rachele Ricceri, Gregorio Nazianzeno, carm. IL1, so. Introduzione,
testo critico, traduzione e comment. PhD-dissertation (Ghent, 2013), p.
246,11 171 8)

28-29 cf. Ecclus. 4:23-26; Greg. Naz. Ep. 178.4 (ed. Paul Gallay, Sains
Grégoire de Nazianze. Lettres, 2 vols (Paris: les Belles lettres, 1964
1967)); Greg. Naz. Carm. 11,1,83, vv. 21-22 (PG 37.1430)

30—4s ~ Paraphr. 1 Greg. Naz. Carm. IL 1,50 (ed. Rachele Ricceri, Gre-
gorio Nazianzeno, carm. IL1, so. Introduzione, testo critico, traduzione
e comment. PhD-dissertation (Ghent, 2013), p. 241, ll. 7-16); cf. Greg.
Naz. Carm. 111,50, vv. 107-112 (ed. Ricceri 2013: 70-72); Paraphr.
2 Greg. Naz. Carm IL 1,50 (ed. Rachele Ricceri, Gregorio Nazianzeno,
carm. IL1, s0. Introduzione, testo critico, traduzione e comment. PhD-
dissertation (Ghent, 2013) p. 246, 1. 19-26)

31 fxavbwpévov cf. Epiphan. Panar. (PG 2.62, ll. 22-23); Greg.
Naz. Carm. 11,1,87, vv. 1-2 (PG 37.1433); Aster. Hom. 15.3, 1L
80-81 (ed. Cornelis Datema, ‘Les homélies XV et XVI d’Asterius
d’Amasée, Sacris erudiri, 23 (1978-1979), 69-86 (p. 71)); J. Chrys.
De paen. (PG 49.307,1. 55308, 1. 2); Gen. 3:17-18; Hebr. 6:8

34-3s cf. Joh. 19:34
36 cf. Ps. 6:2

37 cf. Greg. Nyss. Or. fun. in Melet. episc. (PG 9.455, 1l. 6-8); id. De
virg. 4.6,11.9-12 (SC 119)

40 BproTig xépog cf. Greg. Naz. Carm. 1,2,16, v. 15 (PG 37.779),
Carm.1,2,31,v. 25 (PG 37.912), Carm. I1,1,1,v. 40 (ed. André Tuili-
er, Guillaume Bady and Jean Bernardi, Saint Grégoire de Nazianze:
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Oeuvres Poétiques, Tome 1, 1 partie: Poemes Personnels II,1,1—-11
(Paris: Les Belles Lettres, 2004), p. 5)

45 ~ Greg. Naz. Carm. 111,50, v. 112 (ed. Rachele Ricceri, Gregorio
Nazianzeno, Carm. I1,1, 0. Introduzione, testo critico, traduzione e
comment. PhD-dissertation (Ghent, 2013), p. 72)

46-51 =~ Greg. Naz. Carm.1,2,31,vv. 5—6 (PG 37.911); cf. Joh. 2:19-21
46-47 ct.Jer. 7:11; Mt. 21:13; Mc. 11:17; Lc. 19:46
so Bacthaoay cf. J. Clim. Scal. Par. (PG 88.1160, ll. 36—40; Sophr.
1970: 169 n. 3)

so—56 cf. Greg. Naz. Carm. 11,1,83, vwv. 1-6 (PG 37.1428-1429)

s2-56 cf. Greg. Naz. Carm. 12,31, vv. 19—20 (PG 88.912)

56—57 cf. Gen. 3:18; J. Clim. Scal. Par. (PG 88.1109, Il. 7-13)

57 xabvmoomeipwy cf. Mt. 13:25-26

57,61 cf. Is. 27:1—4; Sap. 16:5

58 ~ Greg. Naz. Carm. IL1,1, vv. 50, 52 (ed. André Tuilier, Guillaume
Bady and Jean Bernardi, Saint Grégoire de Nazianze: Oeuvres Poétiques,
Tome 1, 1™ partie: Po¢mes Personnels II,1,1—11 (Paris: Les Belles Let-
tres, 2004), p. 6)

61 ~ Greg. Naz. Carm. 1L,1,1, v. 52 (ed. Tuilier etal. 2004: 6); 1 Cor.
15:54—56; Os. 13:14

62 khémtyg]. Clim. Scal. Par. (Sophr. 26.9)

63 ~ Greg. Naz. Carm. IL,1,1, vv. 53—54 (ed. André Tuilier, Guillaume
Bady and Jean Bernardi, Saint Grégoire de Nazianze: Oeuvres Poétigues,
Tome 1, 1° partie: Poémes Personnels II,1,1-11 (Paris: Les Belles Let-
tres, 2004), p. 6)

64—66 cf. Aesop. Fab. (ed. August Hausrath and Herbert Hunger, Cor-
pus fabularum Aesopicarum (Leipzig: Teubner, 1957%) I, nr. 103); Greg.
Naz. Carm. 1,2,29,vv. 55—58 (PG 37.888)

68-73 ~ Greg. Naz. Carm. IL,1,1, vv. 56-60 (ed. André Tuilier, Guil-
laume Bady and Jean Bernardi, Saint Grégoire de Nazianze: Oecuvres
Poétiques, Tome 1, 17 partie: Poemes Personnels II,1,1—11 (Paris: Les
Belles Lettres, 2004), p. 6)
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67—70 ct. ]. Clim. Scal. Par. (PG 88.889, 1. 7—9; 940 Gr. 20, L. 25—
941, L. 1); Quaest. et respons. sen. de tentat. (ed. Jean-Claude Guy,
‘Un dialogue monastique inédit}, Revue dascétique et de mystique, 33

(1957) 171-182 (p. 179 nr. 18))

72-73 cf. Greg. Naz. Carm. 11,1,83, vv. 7-8 (PG 37.1429); Greg.
Naz. Or 40.16 (PG 36.377,1. 43)

76-77 cf. Hebr. 12:11-13
84-97 ~ Greg. Naz. Carm. IL,1,55, vv. 3-4 (PG 37.1399-1400)

86 Behiug (...) BéMy cf. Etymol. magn. lem. Avdpids (Kallierges p. 101,
Il. 42—49; ed. Thomas Gaisford, Etymologicum magnum (Oxford:
Oxford University Press, 1848); Macar. Apocrit. sew Movoyev. (lib. 3,
Blondel p. 114, Il. 12—13; ed. Richard Goulet, Macarios de Magné-
sie: Le monogénes, 2 vols (Paris: J. Vrin, 2003)); Rom. Melod. Canz.
Hymn. 43, [Tpooip., vv. s—6 (SC 128); ]. Maur. Canon. Paracl. can. 7,
od. 1,1L. 19-24 (ed. Enrica Follieri, ‘Giovanni Mauropode metropol-
ita di Eucaita: Otto canoni paracletici a N. S. Gesu Cristo, Archivio
italiano per la storia della pieta, s (1967), 48—184); Eph. 6:16

87 cf. Just. Mart. Apol. 28.1, 1. 1-2 (ed. Edgar J. Goodspeed, Die il-
testen Apologeten (Gottingen: Vandenhoeck & Ruprecht, 1915)

94 cf. Georg. Mon. Chron. (ed. Carl de Boor, Georgii monachi
chronicon (Leipzig: Teuner, 1904), p. 667, . 1-3); M. Psell., Poem.
21,v. 19 (ed. Leendert G. Westerink, Michaelis Pselli poemara (Stutt-
gart: Teubner, 1992); Theod. Sync. Hom. de obsid. Avar. Const. (ed.
Leo Sternbach, Analecta Avarica, in Traduction et commentaire de
Uhomélie écrite probablement par Théodore le Syncelle sur le siége de
Constantinople en 626. Acta universitatis de Attila Jozsef nominatae.
Acta Antiqua et Archaeologica. Opuscula Byzantina 3, ed. by Ferenc
Makk (Szeged: Jate, 1975) XIX, 74-96 (p. 92, Il. 33-34)); Greg.
Nyss. De v. Mos. 2.276,1l. 1—5 (SC 1 bis); M. Phil. Carm. var. de nat.
hist. pars 1, v. 1362 (ed. Friedrich Diibner and E S. Lehrs, Manuelis
Philae versus iambici de proprietate animalium: Poetae bucolici et di-
dactici (Paris: Didot, 1862))

95 cf. Georg. Mon. Chron. (ed. Carl de Boor, Georgii monachi
chronicon (Leipzig: Teuner, 1904), p. 704, L. 15-70s, . 2); Georg.
Mon. Chron. brev. (PG 110.872, ll. 18-29); Georg. Cedren. Comp.
hist. (ed. Immanuel Bekker, Georgius Cedrenus Ioannis Scylitzae op-
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era. Vol. 1. Corpus scriptorum historiae Byzantinae (Bonn: Weber,
1838) p. 743, 1. 9-18)

97-105 cf. Greg. Naz. Carm. IL1,55,vv. 5—6 (PG 37.1399—1400); Gen.
4:1-8; J. Chrys. De paen. (PG 49.28s, 1l. 32—35); Georg. Sync. Eclog.
chron. (ed. Alden A. Mosshammer, Georgius Syncellus. Ecloga chrono-
graphica (Leipzig: Teubner 1984), p. 9, 1. 4)

103 duwua, dextd, kabapd Canones Jan. 14, In ss. Abb. in Sina et Raithu
interf. can. 23, od. 8, Il. 3-8 (ed. Alkistis Proiou and Giuseppe Schiro,
Analecta hymnica graeca e codicibus eruta Italiae inferioris, 12 vols
(Rome: Universita di Roma, 1966-80), V (1971))

105 cf. 1 Cor. 10:16

113 Aokiov cf. Etymol. magn. (Kallierges p. 569, ll. 46—50; ed. Thomas
Gaisford, Erymologicum magnum (Oxford: Oxford University Press,
1848); L. A. Cornut. De nat. deo. (ed. Karl H. Lang, Cornuti theolo-
giae Graecae compendium (Leipzig: Teubner, 1881), p. 67, Il 14-15);
Theod. Hexapt. Progymn. 2, 1. 8—9 (ed. Wolfram Hérandner, Die Pro-
gymnasmata des Theodoros Hexapterygos, in Byzantios, Festschrift H.
Hunger, ed. by Johannes Koder, Erich Trapp, Otto Kresten, Wolfram
Hérandner (Vienna: Osterreichische Akademie der Wissenschaften,

1984), pp. 150—158)

115 kpudiovg mdyeg cf. 4. P 6.192, v. 4 (ed. Hermann Beckby, Anholo-
gia Graeca, 2 vols (Munich: Ernst Heimeran Verlag, 1965), I)

120 cf. 1 Cor. 9:24-27
120-121 cf. Athan. Synops. script. sacr. [Sp.] (PG 28.424,1l. 34-37)

122 Schol. in Il. 2.219 (ed. Heyne 1834); Q. Smyr. Posthom. 1.741-747
(ed. Francis Vian, Quintus de Smyrne: La suite d’Homére. I (Paris: Les
Belles Lettres, 1963))

123 @vadkic ~ mavaekig Poem. 4, v. 2

126-127 cf. Greg. Naz. Carm. II,1,11, vv. 984-985 (ed. André Tuilier,
Guillaume Bady and Jean Bernardi, Saint Grégoire de Nazianze: Oenvres
Poétiques, Tome 1, 1 partie: Poemes Personnels II,1,1-11 (Paris: Les
Belles Lettres, 2004), p. 98)

128 = Ps. 67:31; cf. Ez. 29:1—3
129 cf. ]. Clim. Scal. Par. (Sophr. 15.78; PG 88.901 Gr. 15, 1l. 9-12)
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130 Tijg dmdryng Tod Biov cf. Greg. Nyss. In Can. can. (ed. Hermann
Langerbeck, Gregorii Nysseni opera, VI (Leiden: Brill, 1960), p. 316, 1L
1-6)

132 cf. Hymn. in S. Petr. Anachor. (s Jun., can. 2, od. 9, ll. 32—-33; ed.
Augusta Acconcia Longo — Giuseppe Schird, Analecta hymnica graeca
e codicibus eruta Italiae inferioris, 12 vols (Rome: Universita di Roma,
1966—80), X (1972))

Secunda nota @ pétpw petpeite dvtieTpyOoeTran dpiv = Le. 6:38;
of. Mt. 7:2

Appendix 2: Hapax legomena

dvtirohavtédoteduoy (Poem 4, v. 45)

avtpavdytov (Poem 4, v. 48)

4¢Baprocwpdtwatg (Poem 2, v. 121)

eiomdvwv (Poem 4,v. 93)

ioyvohentofpayéag (Poem 1,v. 23)
xabvmoomelpwy (Poem 4, v. 57)

1ndapixiic (Poem 4, v. 19)
hapmponvpoopopdoyrwttospydtov (Poem 2, v. 222)
Qoyiopopéctag (Poem 2, v. 39)

uehapmdpov (Poem 4, v. 37)

ueoéppomov (Poem 2, v. 118)

unyevomhavoupying (Poem 2, v. 205)

uoobiuy (Poem 2, v. 179)

waopyhodbévy (Poem 2, v. 179)

uynunudpog (Poem 2, v. 111)

vooktévol (Poem 3, V. 4)

nofocvykatabéoeg (Poem 2, v. 39)

npooetipete (Poem 2, v. 219)
nupoohapmpopopdopruatotpémov (Poem 2, v. 223)
Tefepvatryriov (Poem 4, v. 20)

dmepméowy (Poem 2,v. 129)

$roTpodwpiog (Poem 2,v. 131)

Xpioronatpdow (Poem 2, v. 220)
ypvoombopapyapootedomidov (Poem 2, v. 224)
Vevopatomhacpatounavomhéios (Poem 4, v. 119)
Yuydbnp (Poem 4, v. 62)
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Abstract

This contribution focuses on agroup of twelfth-century po-
ems on John Klimax. It provides the editio princeps of four po-
ems in dodecasyllables (totalling over 470 verses), preserved in
seven manuscripts. Although only one manuscript contains all
the four poems, the compositions occur in the same order with-
in the codices and have recurrent motives and cross-referenc-
es. Therefore, they can be considered as a poetic cycle.

These poems are metrical paratexts (book epigrams) accompa-
nying Klimax’s works: Poem 1 (102 vv.), inc."Eyovow of Aewpdveg
&vBy mowkida, is a spiritual comparison between the Ladder and
a garden; Poem 2 (226 vv.), inc. Wjyporre ypvod toig Avdoig aipel
Adyog, is a praise of Klimax and a summary of the Ladder articu-
lated in six verses for each of the thirty steps; Poem 3 (19, 16 or
14 vv.), inc. Télog xhipaxog ovpavodpduov Biflov, isa laudatory
colophon that closes the Ladder; Poem 4 (134 vv.), inc. Tottwy
ATAVTWY TRV KaA@Y, keddy 86Tng, accompanies Klimax’s trea-

tise 70 the Shepherd and is a laudatio of the Trinity, ending as a
prayer.

In this paper we provide a general introduction to the cycle, an
overview of the manuscripts and of the poems, including a dis-
cussion on the authorship, a short metrical analysis, a critical edi-
tion and an English translation.
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A Twelfth-Century Cycle of Four Poems on
John Klimax:

A Brief Analysis

This paper provides a short commentary on the cycle of four poems on
John Klimax, edited in the preceding article. The main goal is to clarify
the structure of the poems and reveal their meaning by disclosing the
most noteworthy intertextual references. The contribution concludes
with a discussion of the important influence of Gregory of Nazianzus
on this cycle.!

Commentary

Poem 1

There are two main parts in this poem. Vv. 1-67 are an allegorical com-
parison of the book to a garden. The second part refers to the produc-
tion of the poem and the book: Klimax is invoked (vv. 73-78), the spir-
itual value of the book is stressed (vv. 79-89) and the poem is dedicated
to Klimax (vv. 9o—102).

The poem opens with a passage on flowers (vv. 1-6), based on the
opening lines of John Chrysostom’s I7epi éleyuocivye (PG 60.707).*
These verses serve as a literary introduction to the allegory that follows.
Vv. 7-14 describe the Ladder as a garden (explicit reference to John Kli-
max on v. 7). V. 15 is a hinge, after which the explanation of the meta-
phor follows (vv. 16-28): the garden (v. 7) is the book (v. 16), the moral

! For an extended commentary, focusing also on the syntactical peculiarities and

providing a detailed analysis of the many intertextual references present in the cycle, see
R. Meesters, The Afterlife of John Klimax in Byzantine Book Epigrams: Edition, Transla-
tion and Commentary of Two Poetic Cycles (Ghent: PhD dissertation, 2017). I also refer
to the list of Joci paralleli in Meesters and Ricceri in this volume (pp. 362-385).

2 Compare also with the opening of John Moschos' Pratum spirituale (PG

87/3.2852,1l. 1-24).

Middle and Late Byzantine Poetry: Texts and Contexts, ed. by Andreas Rhoby and Nikos
Zagklas, Studies in Byzantine History and Civilization, 14 (Turnhout, 2018), pp. 387-406
© BREPOLS & PUBLISHERS 10.1484/M.SBHC-EB.5.115592
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lessons (v. 19) are the trees (v. 9), and they are expressed by the actual
words of Klimax (v. 20), which are the branches of the trees. The leaves
(v. 10) are compared to faith (v. 24). Finally, the deeds, the result of Kli-
max’s lessons (v. 28), are the fruits of the trees (v. 8).

After a general description of the garden, depicted as a locus amoe-
nus, the poet focuses on the birds that populate it (vv. 29-37). The birds
metaphorically stand for monks. The repetition of ’Ev ¢ and of the read-
ing guide wetnvd (vv. 29, 32) arguably points to two types of monks.’ Vv.
29—31 refer to cenobitic monks as these birds are said to sleep in abodes /
monasteries (wovég v. 31). Perhaps, they are even better interpreted as
semi-eremitic monks. It could be argued that the marsh-meadow here
stands allegorically for the Church, as the Apophthegmata Patrum men-
tion that near Sketis there was a marsh-meadow (¢é\og), where churches
were built (PG 65.249, 1. 53—54). Besides, the nests of birds, referred to
inv. 31, are typically built only for a small number of birds and not for
dozens. The second group of solitary birds refers to hermits. It is also
possible that vv. 29—31 and vv. 32-36 stand for two aspects of monasti-
cism. This is possibly meant by (the obscure) v. 37: 1) Aéywv refers to the
contemplative aspect of monasticism (vv. 32—36); 2) mpaypdrwy refers
to its practical aspect (vv. 29-31). V. 30 mentions that the birds go to
the marsh-meadow, which, if interpreted as the Church, could stand for
the divine service.

The reference to monasticism can be envisaged also in vv. 38-44,
where the flowers of the garden are depicted. The flowers, already men-
tioned in vv. 1-6, stand for prayer, and together with fasting (v. 43) and
psalmody (v. 44) they are part of the monastic activities.

Vv. 45—55, the central section of the poem, contain an allusive refer-
ence to the Trinity, by means of the image of the sun. Two aspects of
sunlight in the garden are mentioned: the visible aspect, i.c. light (vv.
45—48) and the nourishing aspect, i.e. warmth (vv. 49—53). This second
aspect means that, although the sun shines brightly, it does not burn
the trees, but rather protects the fruits. The implication is that God the
Father acts in a similar manner, protecting those who live in the garden.
He collaborates with the Holy Spirit and the Logos (vv. s4-55).

A final metaphoric passage concerns the springs of the garden (vv.
56-59), standing for tears. The spring are announced by the water re-
ferred to in vv. 12—14. In v. 59, tears are said to grow the trees, which
are the moral lessons (v. 19). ITév8og (mourning) is described as a kind

3 On the reading guides, see Meesters and Ricceri in this volume (p. 295).
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of dialectical teacher, who takes and gives knowledge (vv. 60-64) and is
essential to reach virtues.

The last part of the poem is particularly interesting because it con-
textualizes the origin of the poems. In vv. 73-78, Klimax is addressed as
the author of the Ladder (cf. aov 16 mv&iov v. 72). After the list of formal
invocations, the informal ¢idtare (v. 79) indicates that the reader is ad-
dressed in vv. 79-89. In the last section (vv. 9o—102), the poem itself
(Abty (...) dekiwaig éx Aéywv vv. 90—91) is dedicated to Klimax (ool v.
90). Tap’ Hu@v probably refers to John Komnenos and John the writer as
the persons involved in the production of the poem.

Poem 2

This poem has a clear structure. It opens with a long prologue (vv. 1-33)
and continues with thirty groups of six verses each, one per step of the
Ladder (vv. 34-213). The poem is concluded by an epilogue (vv. 214~
226).

The Proem

The proem is an exhortation (cf. mapaiveat in the title) to the reader to
abandon all vain materiality and strive for God only. Klimax is an exam-
ple to follow, as climbing the ladder means to abandon the (transient)
world.

The first section of the proem (vv. 1-18) contains a series of four
exempla of false happiness based on earthly goods only and is the result
of a sophisticated intertwine of intertextual references. The main source
is clearly Gregory of Nazianzus, Carm. I1,2,1 vv. 264272, itself based
on famous passages from Herodotus (Hist. 1.93, s.101). The exempla of
the Lydians, the ants and the Egyptians are taken directly from Gregory.
Vv. 25, inspired by Strabo’s Geographica 13.4.5,* specify the example of
the Lydians by mentioning Kroisos. Vv. 6-8, on the golden beard of the
Persian king, are inspired by John Chrysostom (PG 62.350, 1. 18-24).

From vv. 14—18 a Priamel contrasts people who enjoy earthly wealth
to Klimax (oof v. 16). He cherishes something incorruptible (v. 18),
which is explained as Aéyog (v. 20). This word is ambiguous as it can
stand for word/Word, reason, or, when referring to Klimax as an author,

4

Or by Eustathios of Thessaloniki, who paraphrases the passage of Strabo in his
Commentarii ad Homeri lliadem (ed. M. van der Valk, Eustathii archiepiscopi Thessaloni-
censis commentarii ad Homeri lliadem pertinentes, 4 vols (Leiden: Lugduni Batavorum,
1971-1987),1(1971), p. 577, Il 14-16).
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perhaps even for literary skill. Néyog is the subject of the following lines,
until the end of the prologue. It is compared to a shining light which
brings knowledge of both the mortal and the immortal world (vv. 26—
28).5 The word has also a didactic value, as it helps in choosing what is
useful (vv. 31-33).

On a second level, we could say that vv. 27-28 also represent the
structure of the entire proem. V. 27, on the transient world, corresponds
to vv. 1—15 that represent the transient wealth of the earth, whereas v.
28, on the everlasting world, corresponds to vv. 16-33 that deal with the
immaterial world and the Word. Klimax, addressed in v. 16, enables the
transition of the material to the immaterial world. Possibly the prologue,
which has a pronounced Christological character, counts 33 verses to
symbolize Christ’s age when he died upon the cross.

Verse Summary

This summary of the Ladder (quite logically) contains several intertex-
tual references to Klimax’s spiritual guide. However, the poet did not
follow one method of transforming the Ladder into verses. The summa-
ry of some steps are close versifications of one specific passage from the
Ladder (e.g. steps 7 and 22).¢ Other summaries convey the same message
as the relevant steps, without echoing the exact words of Klimax (e.g.
steps 3 and 14). In some other cases, the poet provides additions to Kli-
max’s thoughts (e.g. steps 5 and 8).7

Step 1: A first logical step when ascending a ladder is renunciation
from the world.® In this step, and throughout the entire verse sum-
mary, the ideal ascender / reader of the Ladder is addressed in the sec-
ond person (e.g. £éduyeg v. 34). This step is divided into three distichs

> Cf.Joh. 8:12: &ye eiyt T dadg Tod Kbapov.

¢ In order to avoid confusion, I use ‘Gr. x’ when referring to a step in the Ladder,
and ‘step x’ when referring to a step in Poem 2.

7 Since there is a translation of the poems and list of Joci paralleli in the first article,

I opted not to discuss all steps. I will only discuss the most interesting cases.
8

This idea was already expressed by Origen, Fragmenta in Psalmos 1-150 [Dub.]
(commentary on Psalm 1:1-2; ed. Jean Baptiste Pitra, Analecta sacra spicilegio Solesmensi
parata, 8 vols (Paris: Tusculum, 1883-84), II-III). For other occurrences of the concept
of a ladder to Heaven, cf. R. Meesters, ‘Ascending the Ladder: Editio princeps of Four
Poems on the Ladder of John Klimakos (Bodleian Baroccianus 141)’, Greek, Roman and
Byzantine Studies, 6.3 (2016), 55671 (pp. 565-66); John Chryssavgis, John Climacus:
From the Egyptian Desert to the Sinaite Mountain (Aldershot: Ashgate, 2004), n. 81.
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(vv. 34=35, VV. 36—37, vv. 38—39). Each time the first verse introduces
a negative object (Alyvmtov v. 34, Papas v. 36, émotdrag v. 38), and
the second verse gives a further (metaphorical) explanation. Egypt, the
Pharaoh and the commanders call Exodus to mind.’ Klimax, as a new
Moses, has to lead us out of Egypt, which is not meant geographically
(cf. 00 Tomkijg in the title), but metaphorically, as it stands for a luxuri-
ous life in the world.

Step s: The mention of Novatian, a so-called antipope in Rome
(third century), is remarkable since he is not mentioned by Klimax. The
appearance of this heretic is probably triggered by the mention of the
heretic Origen at the end of G7: 5 (PG 88.781, 1. 47—51). The heresies of
Origen and Novatian are extremes at opposite sides. Whereas Novatian
denies forgiveness for the /apsi, Origen believes that eventually all will be
saved. The first refuses post-baptismal repentance; the latter uses God’s
clemency as an excuse not to repent.® The ideas of both lead to the con-
tempt of repentance, the topic of this step. By putting Novatian’s heresy
to shame, the ascender will escape from the persistent shame, which is
condemnation at the Judgement, by which all hidden thoughts / sins are
disclosed (vv. 62-63).

Step 6: Weeping occurs frequently in the Ladder as a sign of repent-
ance and mourning, often related to the remembrance of death and the
Judgement."* The notion that you always have to be ready for death, be-
cause you never know when it will come, is thematized in G~ 6 (PG
88.793, 1. 35-796, L. 5). Klimax points to the beneficial consequence of
this uncertainty: the need of constant repentance.

Step 8: The story of Abigail and Nabal (Samuel 1:25) is not men-
tioned in the Ladder. Here, it is alluded to because it is a clear example
of freedom of anger.

°  Egyptand the Pharaoh appear as a similar metaphor in G 1 (PG 88.633, 11 54—

55-636,L 1).

' On Novatian, see V. Hirschmann, Die Kirche der Reinen (Tibingen: Mohr
Siebeck, 2015), pp. 1~7; A. Coxe, Ante-Nicene Fathers: Hippolytus, Cyprian, Caius,
Novatian, Appendix (New York: Christian Literature Publishing Company, 1886),
V, 607-09. On Origen, see H. Crouzel, ‘Les condamnations subies par Origene et sa
doctrine; in Origeniana septima. Bibliotheca ephemeridum theologicarum Lovaniensinm
137, ed. by W. A. Bienert and U. Kiithneweg (Leuven: Peeters, 1999), pp. 311-15; J. W.
Trigg, Origen (Abingdon: Routledge, 1998), pp. 62-66.

" J. L. Zecher, The Role of Death in the Ladder of Divine Ascent and the Greek As-
cetic Tradition; The Symbolics of Death and the Construction of Christian Asceticism (Ox-
ford: Oxford University Press, 2015), p. 117; Chryssavgis, John Climacus, pp. 133-63.
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Step 9: This step is the perfection of step 8. You do not act like a
camel, which was a symbol of rancour in patristic literature. Vv. 83-84
contain three metaphors for rancour. The wolf is borrowed from Mat-
thew 7:15. The expression on the snake goes back to an Aesopic fable,
but is also mentioned in G~ 4 (PG 88.697, Il. 1~13). The metaphor of
the worm is directly based on a passage from G 9 (Sophr. 9.13)." Vv.
85—86 give an explanation of rancour and are reminiscent of //iad 9.3 13,
which became a popular expression. '+

Step 10: The ascender is sincere and refrains from slander. T¥v pepida
ToD Adyov stands for the power of speech, which is the gift from the
Lord. We should not waste this gift by slanderous words (vv. 90—91), nor
should we stain it by the simulation of love (vv. 92—93), i.c. by slandering
someone in order to point him to his sins. As explained in G7 10 (PG
88.84s, Il. 6-25), this kind of love is no real love, but only a simulation,
i.e. hypocrisy.

Step 11: The syntax of vv. 94—96 is opaque. Regarding the content,
odx (v. 90) should still be valid, otherwise it would be implied that the
ideal ascender commits the sin of talkativeness, which seems unlikely.
Talkativeness is described as broadening various words with fringes of
linen. This refers to the Pharisees who broaden their fringes out of vain-
glory.”s Vv. 97-99 are based on a scholion to Gr. 10 (Sophr. 1970: 77 n.
2). However, the poet did not succeed in preserving its meaning. The
passage in the scholion that corresponds to v. 98 runs: T& oixela ¢doog, kol
6 TRV BMwv axom@V (not caring for your own (sins), but paying attention
to those of others), which makes better sense.

Step 12: The reference to food (v. 102) comes quite unexpectedly and
would rather fit G7. 14 on gluttony.’® In vv. 103-105, it is said that you
can take Rahab as a model, but only when it is required by the situation,

12 Ed. B. E. Perry, Aesopica (Urbana / Chicago: University of Illinois Press, 1980%),
p- 390, nr. 176.
13

I prefer Sophronios’ reading of this passage. Cf. PG (88.841, Il. s1—55) for the
corresponding passage.

" For example, Michael Choniates, Epistulac (Ep. 69; ed. F. Kolovou, Michae-
lis Choniatae Epistulae. Corpus Fontium Historiae Byzantinae (Berlin / New York: De
Gruyter, 2001)) XL p. 94, L. 33: 43 Ti Erepat v xetBet évi dpeaty, érepa 88 BaleL.

1> Cf. Matt. 23:5. The fringes are ‘blue twisted threads at the four corners of a gar-
ment, a reminder to obey the commandments (Num. 15:38-40)’; M. D. Coogan, The
New Oxford Annotated Bible (Oxford: Oxford University Press), Matthew 23:5.

¢ In Gr. 11, glutrony is mentioned as one of the three possible sources of talkative-

ness (PG 88.852D). Since the beginning of step 12 states that talkativeness leads to lying,
gluttony indirectly leads to lying.
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and on the condition that you have love and compunction. She saved
Israclites, protected by God, by telling a lie (Joshua 2:1-14). At the end
of Gr. 12, Klimax criticizes people who use Rahab as an excuse to lie (PG
88.856, Il. 38—43). This does not mean that Rahab is a negative model,
on the contrary. Klimax says that if you are completely free from lying,
then you can lie as Rahab, ‘but only with fear and as occasion demands’.'”

Step 13: After three steps on the (ab)use of words, the poet wonders
how he should use the word in this step. In vv. 108-11, he answers his
own question. As he said before (cf. step 7), the ascender mourns.

Step 14: This step pleads for a balanced abstinence. On the one hand,
you should banish the languid life (i.c. the consequence of gluttony); on
the other hand, you should also chase away the life which darkens your
mind because of a too extreme fasting (which is a cause of despair).

Step 15: V. 122 is inspired by a passage from G7 15, based on Matt.
19:12 (PG 88.884,1l. 1-5), in which Klimax praises those who are ‘daily’
eunuchs by cutting off their bad thoughts as with a knife.'® 76 Aevitixév
&Eimpa likely refers to the rank of the Levites, a class of temple servants
(cf. 1 Chron. 6; Hebr. 7:11).

Step 16: The rhetorical question of vv. 124—26 implies that the battle
against fornication is harder than the one against avarice. ' Probably, the
first half of v. 127 is the explicit answer to the rhetorical question. It is
not completely clear to whom pédprupeg and mpatog adtdg refer. Perhaps
the first proclaimer of freedom from avarice is chastity, as the topic of
step 15 precedes that of step 16. Perhaps, the many witnesses are all holy
men who went before us.>

17" This and the following translations from the Ladder are taken from L. Moore,

Saint Jobn Climacus: The Ladder of Divine Ascent (Brookline: Holy Transfiguration
Monastery, 201 7.4).

'8 Until the eleventh century, eunuchs also held important functions as courtiers.

Interestingly, the influence of the eunuch diminished during the Komnenian period
and they were pushed out of the most important functions; cf. ODB s.v. eunuchs; see
also C. Messis, Les eunuques a Byzance, entre réalité et imaginaire. Dossiers Byzantins 14
(Paris: Centre d’Etudes Byzantines, Néo-Helléniques et Sud-Est Européennes, Ecole des
Hautes Erudes en Sciences Sociales, 2014), pp. 291 and 367.

1 Love of money is associated with strangling in the patristic and theological tradi-
tion. The origin of this link is found in Judas who hung himself after accepting the pieces
of silver (Matthew 27:5).

20 If the first proclaimer refers to one person in particular, one could think of John

the Baptist. He is a forerunner (mpédpopog) of Christ (Matt. 3:1-2) and is related to
adhepyvpla since he lived his life in asceticism (Mk. 1:6). Another option is Christ.
Supernaturally conceived in the virgin Mary, He is the first to be born from a chaste
conception (step 15). Moreover, Christ proclaims d¢thapyvpio (Matt. 19:21).
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Step 17: Contrary to the title of this step, the summary seems rather
to continue the topic of the previous step. The generosity of the ascender
(step 17) is the consequence of his victory over avarice (step 16). Com-
pare with G7. 17 of PG (Iepl dxtnuootvng). Nevertheless, aioOyotg tév
ywouévwy is present in this summary; in this case, however, the poet,
and not the ascender, is a model of the respective virtue. Ok Ryvénoa
implies that the poet does not suffer from insensibility. Also ¢pvdoxprved
underlines his understanding. Finally, also v. 135 refers to (&v)aoOnaio.
It points to the fact that the notion of generosity, as described in vv.
132-34, escapes the notion of many (i.e. the non-ideal ascenders). In
this way, the poet deliberately intertwines the topics of G 16 and Gr.
17, again showing the steps of the Ladder as a continuum, and not as
separate obstacles.

Step 18: G7 18 is not confined to psalmody only, but also (and more
extensively) discusses sleep and prayer. In this summary, psalmody is pre-
sented as the main topic. Tapactdoeot Eévaug (v. 139) refers to the mo-
nastic practice to stand up all night in prayer. xopdaxiouée, a rare word,
refers to the dancing of the xépdef, which is a dance of the old Comedy
(LSJ). The x8poeé is the opposite of serious prayer and psalmody. In Byz-
antium, the dance was known as a part of street festivals and was also
associated with the licentious Slavic culture.*'

Step 19: The summary of this step probably means that yow, the
ascender, become a mystery by the purity caused by the practice of
éypvmvie. By climbing higher on the ladder, the ascender comes closer to
God. Hence, as the image of God on earth, he can become a mystery too.

Step 21: Amep could refer to the negative elements of the previous
step in general (vv. 150—-152). Then it is said that the demons conceive a
viper-like offspring. Another option would be that it refers to the topic
of this step in general, as if the title would be & mept xevodobing. The
last child in the list of viper-like offspring (vv. 158—159) indeed refers to
vainglory. @ xahetran (by which she is called) can be interpreted as by her
name. xevo-80kio shows her nature by her name.

Step 22: Vainglory (step 21) leads to the denial of God** and the envy
of men, i.. to pride (step 22) (v. 160). The denial of God has to be un-

derstood as the denial of God’s help, and not as an atheistic statement.

! Johannes Koder, ‘Kordax, der Tanz der Slaven) in Ethnoslavica. Festschrift Ger-
hard Neweklowsky zum 65. Geburtstag. Wiener Slavistischer Almanach, Sonderband 65
(Vienna: Slawistischer Almanach, 2006), p. 119.

2 Cf.PG 88.965 Gr. 23, 1l. 4—7.
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Step 24: Wickedness is strengthened as a consequence of not con-
fessing your sins (Evtedfev = vv. 170—-71). After a list of evils, the poet
asks for a remedy (v. 177). The answer, a list of cures, will be given in the
summary of the next step.

Step 26: Vv. 184-85 are versification of a particular sentence of Gr.
26 (PG 88.1017, . 22—24): Odrog bpog, Aéyog Te Kol Vépog TvevpdTmy
kel cwudTwy v oopxi edoebac Tekelovpévwy. From this passage, it is clear
that the poet probably meant Aéyog as 4 rule and not as a step of the Lad-
der. However, the ambiguity remains. Vv. 186-89 present the content of
the law: non-judgment, discernment, hatred against evil, and obedience.

Step 27: Vv. 194—195 are based on Gr. 27 (PG 88.1100, ll. 35—40),
where it is said that Paul was able to ‘penetrate to the very depth of the
mysteries’ because ‘he was caught up into Paradise, as into stillness.>
This revelation enabled Paul to preach and to travel from city to city in
order to convert pagans (vv. 194-95).

Step 28:"Hv seems to resume g (v. 194), which is fevyia (v. 193).
In this way, the connection between the steps is stressed again. A triad
and a pair, standing for aspects of prayer, are said to establish stillness.
The triad, I think, is otdo, orevayuds and Adyos (vv. 197-198). The
pair then is dpvdaxij and cvvoyi (v. 199). Vv. 196—99 are based on the
vocabulary of the Ladder. atdaig dxhvig, for example, refers to ‘stand-
ing in prayer’.** cwpatog xatakpitov points to the fact that you should
consider yourself standing trial before God as before a judge.*

Step 30: The title of this step differs from that of PG (88.1154) and
Sophr.: I'lepl Tod guvdéopov Tjg vapétov Tpiddog v dpeTuis, stressing the
union of the three Christian virtues: hope, faith and love.** Indeed the
summary of G7. 30 in Poem 2 focuses on the union of man with God,
which is also a topic of G 30 (PG 88.1157, ll. 35-38). You will unite
with Him by attaching the image of the Lord (i.c. yox, as a human be-
ing) to the Lord. In the summary of Gr. 3o, this idea appears twice: v.
210: Qe Tpocdyeig Tod Oeod Tiy eixéva and v. 213: T1j 6¢ Tprdd Tpréda

»  Contrast IT Corinthians 12:2—s5, where Paul explicitly mentions that he is not

the one who was caught up into Paradise. However, it is commonly accepted that Paul
made this distinction because of humility, in order not to credit himself of his divine
prophecy. Cf. M. J. Harris, The Second Epistle to the Corinthians: A Commentary on the
Greek Text (Grand Rapids: William B. Eerdmans Publishing Company, 2005: 846-47);
G. A. Buttrick and others, The Interpreter’s Bible (New York / Nashville: Abingdon
Press, 1953), X, p. 406.

24

For example, PG 88.1109, l. 30.

»  For example, PG 88.1132, 1. 7-9.

26

Discussed at the beginning of Gr 30 (PG 88.1153, 1. 4~1156, 1. 9).

395



RENAAT MEESTERS

ouvaydyors. Here, tpidda (v. 213) refers to the tripartite human being,
namely mind, body and soul. These three parts are also implied in v. 15
of Poem 4.

It is no coincidence that the Trinity appears in the last verse of this
summary of the Ladder. This reminds of love, the Queen (who isa King),
that is found at the top of the Ladder (PG 88.1160,1. 36-1161, 1. 15).

Epilogue:"H (v. 214) clearly refers back to Tptédt (v. 213). In order
not to disturb the reader, the title was placed in the margin in M and
N, and in our edition. The holy father (v. 221) who intercedes for the
reader of the Ladder is probably Klimax himself. The hapax legomena of
vv. 222-23 refer to his rhetorical qualities, or maybe to his literary skills
in general.

Poem 3

The third poem of the cycle takes the form of a colophon.*” The end of
the Ladder is announced (v. 1) from the point of view of its readers (vv.
2—5). The mafoxtévor (v. 5) are the same as the caproxtévor (v. 3). Their
most important feature is that they are minds (véeg v. 6) that strive for
renewal. It might be significant that soul (Yvy#), body (cdp§) and mind
(voig) are mentioned in three of these compounds. The author seems to
stress that of this human triad the mind is the greatest. Thanks to the
ascetic exercises provided by the reading of Klimax’s work, the ascenders
have abandoned their old life, are renewed and lifted up (vv. 7-10).

There follows an invocation to Klimax, who is asked to grant the
scribe and/or the patron to ascend the ladder. From v. 14 onwards the
manuscripts provide different closings. Clearly, the version of MNL,
preserving the names of both Johns (i.e. John the writer and John Kom-
nenos), is the original one. The versions of P, R and V provide later adap-
tions and updates. In MNL, the first John is John the writer (v. 15), who
is humbly described as a sinner.** John Komnenos, by contrast, is praised
for his noble descent (vv. 16-18).>

2 For an extended discussion of Poem 3 and its different versions, see Meesters,

The Afterlife of John Klimax, and R. Ricceri and R. Meesters, A Metrical Colophon on
John Klimax’ Ladder of Divine Ascent, in Medieval Texts on Byzantine Art and Aestetics
vol. 3. From Alexios I Komnenos to the Rise of Hesychasm (1081 — c. 1330), ed. by C. Barber
and F. Spingou (Cambridge: Cambridge University Press, forthcoming).

28

On the typical self-denying way in which the ‘Schreibermonche’ portrayed
themselves, see C. Wendel, ‘Die tarewvéty des griechischen Schreibermonches, Byzan-
tinische Zeitschrift, 43 (1950), 259—-66.

»  Moreover, Komnenos is called yapircvopog (v.18), which PGL translates as

named after grace, adding ‘i.e. with a name derived from Hebr. 1" The Hebrew name i,

396



A TWELFTH-CENTURY CYCLE OF FOUR POEMS ON JOHN KLIMAX

Furthermore, it is worth mentioning that there is a book epigram on
Klimax which displays remarkable similarities to Poem 3:%°

AbTn 1Mpaé Tédukey odpavodpdpog:
Khpal ¢’ Ay xwpobot ol Belot vée,
#v g MBoig Ayerpag &v oteppoig Aéyors.

'This is the ladder that runs to heaven:
aladder on which divine minds proceed,
which you erected with words solid as stones.

It is hard to tell which one of both texts came first and possibly influ-
enced the other one. Although the oldest manuscripts in which this
book epigram was preserved, the Batoped. 348 and the Timiou Staurou
93, date to the thirteenth century, it is not impossible that the epigram
was composed carlier. The date of composition of book epigrams is no-
toriously hard to pin down.*' One should indeed take both options into
consideration. The first verse of both poems is quite similar. The con-
cept of minds ascending the ladder appears in both poems. Verse 3 of
the book epigram closely resembles v. 12 of Poem 3. The book epigram
could be an abridged version of Poem 3 or Poem 3 could be an expanded
version of the book epigram.

Poem 4

As the title of the poem suggests, it is preserved at the end of the manu-
scripts (see p.293). The note in prose at the end indeed mentions that
the poem follows upon the treatise 7o the Shepherd. However, there is
no further link with this text. The final poem of the cycle is a long prayer
to the Trinity. The Trinitatian motive, however, seems recurrent in the

which is the origin of the Greek name Twdvvyg, incorporates indeed 1, which means
grace or charm (xdpig). Cf. L. Kochler and W. Baumgartner, The Hebrew and Aramaic
Lexicon of the Old Testament. Subsequently revised by W, Baumgartner and J. J. Stamm
with Assistance from B. Hartmann — Z. Ben-Hayyim — E. Y. Kutscher — P. Reymoncd.
Translated and edited under the Supervision of M. E. J. Richardson. (Leiden: Brill, 1996),
S.v. 1, 1.

3 Preserved in Jerusalem Timiou Staurou 93 fol. 164 (thirteenth century);

M. Athos Batoped. 348 (thirteenth century), at the end of the manuscript; Monac. gr.
114 fol. 182" (first half fourteenth century). Cf. DBBE (consulted 15.03.2018), <www.
dbbe.ugent.be/typ/2259>. Translation by the author.

3t Cf. Marc D. Lauxtermann, Byzantine Poetry from Pisides to Geometres: Texts and

Contexts, 2 vols (Vienna: Verlag der Osterreichischen Akademie der Wissenschaften,
2003-), I, pp. 198—200; F. Bernard and K. Demoen, Book Epigrams, in Brill's Compan-
ion to Byzantine Poetry, ed. by W. Hérandner, A. Rhoby and N. Zagklas (Leiden: Brill,
forthcoming).
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cycle. The theme appears in some crucial passages, i.c. in the central sec-
tion of Poem 1 and the end of Poem 2, as a sort of preparation to Poem
4, where the Trinity is a central topic.

Although containing some digressions, the poem’s structure is logi-
cally built up. It opens with an invocation of the Trinity (vv. 1—11). Four
requests are formulated: 1) request for help (vv. 12-14); 2) request to
unite with the Trinity (vv. 15-17); 3) request for the remembrance of
death and balance (vv. 18—45);°* 4) request for enlightenment (vv. 46—
49). In the following section, the narrator motivates his requests by ex-
plaining their goal in two final clauses: 1) in order to have the Trinity in
the heart (vv. so—51); 2) in order to recognize the tricks of the devil (vv.
52—59). Thereafter follows a digression on the devil. First the hypocrisy
of the devil (vv. 60-73) is discussed; then his epithets (vv. 74-105). Two
rhetorical questions follow on who might see through the devil’s tricks
(vv. 106-19). If the narrator were Paul, he would be able to slay the devil
(vv. 120—-122). However, he is not Paul, but he is weak (vv. 123-25).
Hence, he can only conclude his prayer with some final requests, ask-
ing the devil’s cutting and his own salvation (vv. 126-32). Only in the
last verses, the name of the poetic I, John Komnenos, is revealed (vv.
133-34).

Invocation of the Trinity (vv. 1-11): V. 1 is quite strange as an open-
ing verse. In N, it appears as the last line on fol. 417", accompanied by the

title in the right margin. This is probably the reason why it was not men-
tioned as the incipit of the poem in the catalogue.>* A palacographical
detail makes this opening verse even more suspect: the first letter of this
verse was written in black first and was later overwritten in red by the
same hand. Moreover, the repetition of xad@v is quite remarkable and
does not sound elegant. In both N and L, there is a dot between the two
occurrences of kaA@v. Besides, it is not clear what Todtwv refers to. Per-
haps there was a constituent, comparable to 8éta, ** appearing on a hypo-
thetical preceding verse. There are yet two other arguments in favour of
this hypothesis. Firstly, we find three pairs of three verses in vv. 3—11 (vv.

32 Possibly, the problematic v. 26 blurs our view on the structure of the surrounding

verses.

3 Archimandrite Vladimir and Xénia Grichine, Description systématique des man-

uscrits de la Bibliothéque Synodale Patriarchale de Moscow. Tome I1I, grec 181 4 grec 241
(Paris, 1995), p. 239. The appearance of Poem 4 in L is even unnoticed in the catalogues.

¥ 3éta, both in N and L, is abbreviated as 86°. Regarding the many vocatives in vv.

3—11,wWe opted to interpret it as a vocative.
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3—5 +VVv. 6-8 + vv. 9—11).> An extra verse at the beginning could form
a fourth group of three verses together with vv. 12, which would be a
stylistic improvement. Secondly, the note in prose at the end mentions
135 verses, which is one verse more than the 134 preserved in N.

Four requests to the Trinity (vv. 12—49): After praying for support in
general (first request: vv. 12—14), the servant asks the Trinity to bind his
three parts (T® Tpipepés pov) rogether with the triple Trinity (second re-
quest vv. 15—17). Turpin explains that ascetics perceived mind, body and
soul as a triad.*¢ By wishing to bind one’s own tripartite being together
with the Trinity, one wishes a unification with the Trinity itself.>”

After the second request (to unite with the Trinity), the third request
(on the remembrance of death) does not come as a surprise. Vv. 19—20,
constructed as a chiasm, provide an explanation of death. dmodwuing
and éxdnpiag can mean both exile and death (PGL). xndapixiig and
tafBepvadyxiov are hapax legomena. xndapiciig derives from Kvddp,
which has three meanings: 1) Kedar in Hebrew is 71p, which derives
from 1p (20 become dark);*® 2) Kedar is the second son of Ismaél (Gen.
25:13; 1 Chron. 1:29); 3) it is the name of a nomadic Arabic tribe that
flourished from the eighth to fourth centuries B.C. In Jer. 2:10, it is met-
aphorically used to refer to the east. TaBepvadiyxiov, just as kndapixig, is
an adjective derived from a noun, i7 casu the Latin tabernaculum.>

Why are Kedar and the tabernacle mentioned in the context of exile
and/or death? I think that vv. 19—20 metaphorically stand for the al-
ienation of man from God; especially, the alienation of the human body
from God. In Greek, the word for tabernacle is oxnv#, which metaphori-
cally refers to the body (PGL). A clear example is found in IT Corinthians
s:1—10, where the human body is compared to an earthly tent, an image
of the heavenly tent by which it should be covered. Paul stresses that the

3 Also in the next part of the poem, groups of three verses can be discerned (cer-

tainly vv. 12—14 and vv. 15-17, and perhaps even further on).
36

K. Turpin, ‘Asceticism [lemmal; in Encyclopedia of Christian Education, ed. by
G. T. Kurian and M. A. Lamport (Lanham / Boulder / New York / London: Maryland
Rowman & Littlefield, 2015), L, p. 79.

7 The union of man with God already appeared in Poem 2 (vv. 210, 213 and title

of step 30). In the Ladder, it appears in Gr. 30 (PG 88.1157, 1. 35-38) and at the begin-
ning of G7. 28 (PG 88.1129, 1l. 5-6).

3% Kochler and Baumgartner, s.v. 11p. Cf. Gregory of Nyssa, De virginitate (4.4,

Il 21-22; SC 119): To yétp oxdrog 7] Efpaiow dwvi] “xndip” dvoudlecbour mapé tav
codav uepabipcapey.
¥ rafepvadryxiov is then not the only Latin loan in the cycle. See dpiwy (Poem 2

v. 12), which derives from horreum. Cf. PGL s.v. éptov.
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body ascends to heaven and is not left behind. Also Kedar, as it refers
to a nomadic tribe, appears frequently in the Old Testament related to
tents. A close parallel is found in Psalm 119:5: ofuot, 811 # maporkin pov
Euocpvvln, xateokivwon uett oV oxnvoudtwy Kndep. It seems that Ke-
dar metaphorically stands for the sinful world in which man is alienated
from God. Interestingly, John Chrystom in his commentary on Psalm
119 refers to I Corinthians s:1-10 (PG 55.341, Il. 34-44). He explains
that these biblical passages are a metaphor for life itself, i.c. the aliena-
tion of man from God because of life. Probably, vv. 19—20 have a similar
implication. The remembrance of death implies the remembrance of life.
Life is banishment from God. Death is the journey home.

Together with the remembrance of death, the narrator asks for the
destruction of his insensibility (vv. 21-24) and for perseverance (v. 25).
Apparently, v. 25 is a versification of a Byzantine paraphrase (henceforth
Paraphrase 1) of Gregory of Nazianzus Carmen 111,50, v. 106.* Intrigu-
ingly, vv. 30—4s5 closely correspond to the paraphrase of vv. 107-112 of the
same poem. This means that the reworking of Paraphrase 1 is interrupted
by vv. 26-29.# It is perhaps no coincidence that the first verse of this inter-
ruption gives an incomprehensible text and has only 11 syllables.* Since
we were not able to find a convincing conjecture for éxtépwvy, we placed
cruces. However, I cautiously suggest éxatépwv. This could fit in with vv.
30—45, where the request for measure is made by praying to be saved from
two extreme opposites. Maybe éxatépwv could point to these two extremes.

Another conjecture for v. 26 was proposed by Marc De Groote: olwv
kehevys &v & Exv dépwv, uéya, which we would translate as ‘such as You
command, while you bear them willingly, You, Great One. This would
refer to Christ who, willingly, suffered for our sins. In this verse, how-
ever, the Binnenschlufs separates xekedy from v, which seems unlikely.
Therefore we opted not to accept this conjecture.

The image of the stream of a river, which stands for the confession of
sins (vv. 27-29), is clearly borrowed from Ecclus. 4:23-26: i) xwhdoyg
Aoyov &v xap@ ypelog: (...) uh) Prélov potv Totapod. Hence, T@v dxovainv,

40

In her PhD-dissertation Ricceri published two Byzantine paraphrases of Car-
men 11,1,50. Only the first one is directly relevant for our cycle. Cf. Rachele Ricceri,
Gregorio Nazianzeno, carm. 1L1, so. Introduzione, testo critico, traduzione e commento
(Ghent / Rome, 2013), pp. 237-47.

" On the paraphrase and the influence of Gregory on the cycle, see below

(pp- 402-406).
# Maybe it is also significant that v. 26 is the first verse on fol. 418" in N (i.e.

fol. 418" according to our reconstruction).
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echoing &foddwv (v. 25), may correspond to the sins mentioned in Ec-
clus. 4:26. Regarding the content, the Trinity cannot be the subject of
Budoyg (v. 28) and dwaetg (v. 29): the Trinity would take the place of the
sinner in Ecclus. If these verses are not a real interpolation, they can per-
haps be understood as a side-note. The expression of v. 28 also appears in
Gregory of Nazianzus, Epistula 178.4:* T 6 i) pidleabo podv motauod,
kel 1) mopouior kehever. ** Although there is, at first sight, no direct link
with Poem 4, it might be relevant that the expression gained the status of
a proverb. yap (v. 28) might point to the proverbial use of the expression
here. Vv. 28-29 are then an encouragement in general to v. 27.

In vv. 30-4s, the narrator utters his request for balance, based on
Paraphrase 1. The two extremes that are to be avoided are levity (vv. 30,
32) and despondency (vv. 31, 33). The passage on the metaphor of the
ships repeats this message. The light ship (v. 38) stands for levity and is
explained in vv. 40-41. The heavy ship (v. 39) stands for despondency
and is explained in vv. 42—-43. Again, corresponding to vv. 34—36, the
narrator asks for a fair punishment (vv. 44-45).

Two final clauses (vv. so=59): In v. 58, the devil is said to rage against
us with the necessities of life. This refers to the fact that some actions are
necessary to remain alive, such as eating and sleeping, but they are a slip-
pery slope leading to excess and sin.

Digression on the devil (vv. 60-105): ¥Avtotéyvng (v. 76) is a Ho-
meric epithet of Hephaistos. Just as the god forged works of art in his
smithy, the devil shapes forgeries. In vv. 78—80, the narrator humbly ad-
mits that, since he is not able to see all tricks of the devil, he is only able
to name a limited number of them. This, however, is sufficient to charac-
terize the devil himself (v. 80).# Probably, edpov (v. 79) refers to the heu-
ristics of the poet. The list of names that follow is indeed a list he found
in Gregory of Nazianzus’ Carm. IL,1,55 vv. 3—4 (PG 37. 1399): Kk,
8L, wop, Bein, kain, udpe, ydoua, Spdxwv, ip, / NUE, Ay, Moow, ydoc,
Baaxave, avdpodéve. Except for Ky, each noun of this passage, is
elaborated in one verse of our poem. Vv. 97—-105 correspond to vv. s-6
of Carm. IL,1,55. Gregory tells that the murderer (évdpodéve) brought
death to the forefathers (mpwtoyévoio). In Poem 4, 4v8poddve is clearly
interpreted as Cain, who has become an instrument of the devil.

# Ed. Paul Gallay, Saint Grégoire de Nazianze. Lettres, 2 vols (Paris: les Belles let-

tres, 1964—67).
#  Compare also with Gregory, Carm. 11,1,83 vv. 21-22 (PG 37.1430).
45

LSJ (s.v. vvé): ‘¢ 8viywv héova (sc. Texpaipeadar) to judge by the claws, i.c. by a
slight but characteristic mark’.
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Two rhetorical questions (vv. 106—19): On v. 113, the devil appears
as Aokiog, which is an epithet for Apollo (LSJ), related to the adjective
No&8¢ (slanting and hence also metaphorically ambiguous LS]). Here it is
used again to refer to the hypocritical character of the devil.

Closing (vv. 120-34): The following passage seems to give a possible
answer to the rhetorical questions: Paul could see through the tricks of
the devil. After the irrealis, the narrator returns to reality and stresses his
own weakness — a fopos of humility. It reminds of the humility at the be-
ginning of the prayer (cf. v. 14). The ring composition of dvadxig (v. 123),
contrasting wavetAky (v. 2), announces the end of the poem. The narrator
offers his unworthy tongue, metonymically standing for his supplication /
poem, to the Lord. Moreover, he asks the devil’s cutting (topiv v. 127),
which might be understood as his castration (cf. Montanari s.v. 7ous).

The Presence of Gregory of Nazianzus in the Cycle

The cycle is full of intertextual references, which are sometimes crucial
to fully understand the composition. In addition to frequent biblical
allusions and the obvious presence of Klimax in the verse summary in
Poem 2, it is impossible to fail to notice the influence of Gregory of Na-
zianzus (especially in Poems 2 and 4), whose presence is an argument in
favour of the unity of the cycle.

Gregory of Nazianzus’ Presence in Poem 2

Gregory’s poems play an important role in the prologue to Poem 2. Vv.
1—15 are based on Carm. 11,2,1. However, as mentioned above, vv. 2—5
are based on Strabo, and vv. 6-8 in fact go back to Chrysostom. This is
an indication that the author did not strictly follow Gregory’s poems.
Moreover, it seems that vv. 34, 36 and 38 are based on a passage from
Gregory’s Or. 1, indicating that the author was familiar with the Theolo-
gian’s prose works as well.

Carm.11,2,1 is entitled TTpdg ENWiviov mrepl Tév povay@v mpotpemticdy
and is a request to Hellenios ‘to grant freedom from taxation to a par-
ticular group of monks.* This poem is also, just as the Ladder, a praise
of the monastic life (e.g. Carm. IL,2,1 vv. 53-84). There is yet another

% D. A. Sykes, ‘Reflections on Gregory Nazianzen’s Poemata quae spectant ad alios),

in Papers of the 1983 Oxford Patristics Conference. Studia Patristica. Vol. 18 (3), ed. by
E. A. Livingstone (Leuven: Peeters 1984), s51-56 (p. 551).
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connection between Gregory’s poem and the Ladder. In vv. 171-188, 2
certain Theognios ascends the ladder that was once seen by Jacob.

Gregory of Nazianzus’ presence in Poem 4

Why is a poem that is part of a cycle on John Klimax built out of refer-
ences to the poems of Gregory of Nazianzus? We have to be well aware
of Gregory’s popularity in Byzantium and of his influence on its literary
production in general and on poetry in particular.#” The Byzantines asso-
ciated Gregory with his theological work; hence his epithet 6 ®eoAdyog. **
He was especially important for the fixation of the dogma’s on the Trinity,
which found their way to the Acts of the Council of Chalcedon in 451.%
Also his poems were used for theological purposes. For example, the so-
called Doctrina Patrum, a dogmatic florilegium from the eighth century,
assembles several verses from different poems by Gregory, a.o. Carm.
L1,1 (on the Father) and Carm. 1,2 (on the Son).>° Similarly, Poem 4,
addressing the Trinity, contains several borrowings from Gregory.
Curiously, Poem 4 does not only borrow from Gregory, but also of para-
phrases of his works. In fact, Poem 4 contains the first known case of a para-
phrase of one of Gregory’s poems that was transformed again into poetry: a
transition from elegiacs, to prose, to dodecasyllables. This does not necessar-
ily mean that it is the only case. The Homeric language of Gregory’s poems
required commentaries and paraphrases in order to remain understandable
for their readers. As a result, several anonymous paraphrases are preserved

4 For a discussion of Gregory’s influence on the literary production, see Christos

Simelidis, Selected Poems of Gregory of Nazianzus (Géttingen: Vandenhoeck & Ruprecht:
2009), pp- 57-79. Cf. Nigel G. Wilson, Scholars of Byzantium, (London: Medieval Acade-
my Of Ameri, 1996), p. 23; H. Hunger, Die hochsprachliche profane Literatur der Byzantiner
(Munich: Beck’sche Verlagsbuchhandlung, 1978), IL, p. 159; Andreas Rhoby, ‘Aspekte des
Fortlebens des Gregor von Nazianz in byzantinischer und postbyzantinischer Zeit, in Zhea-
tron. Rhetorische Kultur in Spitantike und Mittelalter. Millennium-Studien zu Kultur und
Geschichte des ersten Jahrtausends n. Chr., ed. by M. Griinbart (Berlin / New York: De
Gruyter, 2007), XIIL, pp. 409-17. See also Kristoffel Demoen and Emilie M. van Opstall,
‘One for the Road: John Geometres, Reader and Imitator of Gregory Nazianzen’s Poems) in
A. Schmidt (ed.), Studia Nazianzenica II. Turnhout 2010, 223—48; Nikos Zagklas, “Theo-
dore Prodromos and the Use of the Poetic Work of Gregory of Nazianzus: Appropriation in
the Service of Self-representation) Byzantine and Modern Greek Studies, 40 (2016), 223-42.

n the implications and evolution of this title, see Rhoby, Gregor von Nazianz,
% On the impl d evol f this title, see Rhoby, Gregor von N.

p- 410.
¥ Cf. A. Louth, St Gregory the Theologian and Byzantine Theology, in Re-reading
Gregory of Nazianzus. Essays on History, Theology, and Culture,ed.by C.A. Beeley
(Washington, D.C.: Catholic University of America Press, 2012), 252-66, (p. 252);
B. E. Daley, Gregory of Nazianzus (London / New York: Routledge, 2006), pp. 41-42.

30 Tuilier, Bady and Bernardi, Saint Grégoire CLX-CLXL
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in the manuscripts. Simelidis also points to the importance of paraphrases
for didactic purposes.s* They are not only useful for present day editors of
Gregory’s poems, but they also give an indication of the popularity, circula-
tion, and reception of the poems.s* Unfortunately, most paraphrases are not
yet published, nor discussed. Therefore it is almost impossible to guarantee
completeness in the list of intertextual references to these paraphrases.

Below, I provide a rough overview of the intertextual references to
Gregory in Poem 4:%*

2—10 = Carm.1,1,3 vv. 43, 60, 72—73, 87-88

25 = Carm. IL,1,50 v. 106 (Paraphr. 1)

30-45 ~ Carm. IL,1,50 vv. 107-12 (Paraphr. 1) 40 9Bpiatijs xépog
cf. Caorm. 12,16 v. 15, Carm. 1,2,31 v. 25, Carm. IL,1,1 v. 40 45 = Carm.
IL1,50vv. 112

46-51 = Carm.1,2,31 vv. 5—6

52—56 cf. Carm.1,2,31 vv. 19—20

58 = Carm. IL,1,1 vv. 50, 52

61 = Carm. IL,1,1v. 52

63 = Carm. IL,1,1 vv. 53—54

64-66 cf. Carm.1,2,29 vv. 55—58 (+ Aesopic fable)

68-73 ~ Carm. 11,1,1 vv. 56—6072—73 cf. Carm.11,1,83 vv. 7—-8

84-97 = Carm. Il,1,55 vv. 3—4

97-105 cf. Carm. 1L,1,55 vv. 56 (+ Gen. 4:1-8)

126—127 cf. Carm. 11,1,11 vv. 98485

From this list it is clear that Gregory of Nazianzus was a main source for
this poem. When we look to the way in which Gregory’s poems are used,
we see — at least as far as we can see — that the author did not use them
consistently. **

51

Simelidis, Selected Poems of Gregory of Nazianzus, pp. 75—79.

52

Ricceri, p. 233; Palla, pp. 128-29.

>3 For a discussion of the position of these Gregorian poems in Werhahn’s poem

groups, see PhD-dissertation Meesters (2017). Werhahn classified Gregory’s poetic
oeuvre into 20 poem groups, based on the more or less fixed order in which the poems
occur in the manuscripts. Cf. W. Hollger, Die handschrifiliche Uberlieferung der Gedichte
Gregors von Nazianz, 1: Die Gedichtgruppen XX und XI. Studien zur Geschichte und
Kultur des Altertums. Neue Folge, 2. Reihe: Forschungen zu Gregor van Nazianz. Vol. 3
(Paderborn: F. Schéningh, 1985), pp. 17—34. Especially groups V and VIII seem to be
relevant for our cycle.

> Compare with the poet’s diverse approaches of summarizing the Ladder in the

main part of Poem 2 (see above Verse Summary p. 390).
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In the case of the opening passage, only vv. 3 and 5 echo particular
words of Gregory. However, the entire opening of Poem 4 (vv. 2-10)
breathes out the Gregorian concept of the Trinity as it appears in Carmz.
L,1,3. Onv. 10, the opening is concluded by an expression that was clear-
ly borrowed from Gregory.*s Vv. 25, 30—45 are one long close transfor-
mation into dodecasyllables, not of Carm. I1,1,50 vv. 106-12 itself, but
of the corresponding passage in Paraphrase 1. Vv. 4651 of Poem 4 are
clearly inspired by Carm. L,2,31 vv. s=6 (v. 6 of Carm. 1,2,31 being a
direct source of v. 51 of Poem 4). Moreover, vv. 46—51 are also inspired
by Jeremiah 7:11 / Matthew 21:13 and do not slavishly follow Gregory.
The entire passage of vv. $8-73 is clearly inspired by Carm. IL1,1 vv.
so—62. However, near the beginning of this passage, only the words of
vv. 58, 61 and 63 have clear correspondent words in Gregory’s poem.
Vv. 68—73, by contrast, present six verses in a row that consist of verbal
borrowings from Carm. IL,1,1. In vv. 84—97, the poet applies yet another
strategy of using Gregory’s poems. These 14 verses are an elaboration of
only two verses of Carm. I1,1,55 (vv. 3—4). The next verses, vv. 98—105,
can be seen as an interpretation of the next two verses of Carm. IL,1,55
(vv. 5-6).

Evaluation of Gregory’s influence on Poem 4

The fact that Poem 4 opens with an invocation of the Trinity might be a
first possible reason why a reference to Carm. 11,3 follows.

Carm. 1L,1,50 and Poem 4 deal with the same topics. In Carm.
IL,1,50, the topic is Gregory’s illness (cf. the title: Ei¢ tiy végov). Moreo-
ver, the last verse of Carm. I1,1,50, v. 118, reflects Gregory’s awareness of
his approaching death. In Poem 4, vv. 25, 30—45 are similarly placed in
the context of remembrance of death (Mv#juxv avdrov v. 18). It can also
be noted that both texts function as a prayer. Of course, in the corpus
Nazianzenum such themes are not exclusively present in Carm. IL,1,50.

The verses of Carm. 1,2,31, being part of one of Gregory’s gnomic
poems, are taken more easily out of their context.** It might be telling
that the first verses of this poem deal with the ship/body-metaphor -

55 Carm. 11,3 v. 60 (ed. Moreschini — Sykes 1997: 14): &« povédog Tpudg éott, kol

éx Tpuddog povi avbig. Cf. Caroline Macé, ‘Les citations de Grégoire de Nazianze dans
VEdictum Rectae Fidei de Justinien, JOB, s2 (2002): 89-93; J. L. Zecher, “The Angelic
Life in Desert and Ladder: John Climacus’ Re-Formulation of Ascetic Spirituality) Jour-
nal of Early Christian Studies, 21.1 (2013), 111-36, (pp. 115 n. 11).

¢ Vv. 127-28 of Carm. 1,2,32, another gnomic poem, are indeed frequently used

as a book epigram. Cf. DBBE (consulted 15.03.2018), <www.dbbe.ugent.be/typ/350>.
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although it is widespread — which also appears in vv. 37-41 of Poem 4.
Also the expression dBpiotig kdpog appears some verses further on in
Carm.1,2,31 (v. 25), and was borrowed in v. 40 of Poem 4. Verse 62, the
last verse of Carm. 1,2,31, also stresses the importance of the service of
the Trinity, just as in v. 17 of Poem 4. But again, this topic is by no means
exclusively found in Carm. 1,2,31.

Carm.1L,1,1 was one of Gregory’s most popular poems; it could eas-
ily serve as an introduction to the Saint’s life. The passage referred to in
Poem 4 fits because of its reference to the devil.

Carm.11,1,55 is a short poem of only 24 vv. that is accompanied by
the title Arotpon) Tob movnpod, kal Tod Xpiotod énikinoig in the PG
(37.1399). This title correctly describes the content of this poem which
makes it a logical source of inspiration for Poem 4 that deals with the
same theme.

Finally, the question remains: why does the poet use Paraphrase 1
and not Carm. I1,1,50 itself? As may be clear from v. 45, the author of
Poem 4 did know Gregory’s poem.’” Most probably, it is easier to trans-
form a paraphrase in prose into dodecasyllabic verses, than it would be
to start from an elegiac form. Clearly, the author had access to Gregory’s
poem and to Paraphrase 1, probably preserved together in one manu-
script. It seems that he was not aware of Paraphrase 2, which confirms
the observation by Ricceri that both paraphrases had a separate manu-
script tradition.** In general, the traces of Paraphrase 1 in Poem 4 are in-
teresting in themselves. They are an indication of how these paraphrases
were used in Byzantium and they are a curious instance of the reception
of Gregory’s poems.

Abstract

This article provides a short commentary on the cycle of four po-
ems on John Klimax, edited in the preceding article. The main
goal is to clarify the structure of the poems and shed light on
their meaning by discussing the most noteworthy intertextual
references. The contribution concludes with a discussion of the
important influence of Gregory of Nazianzus on this cycle.

57 tiow seems to be taken directly from Carm. IL1,50 v. 112, and not from Para-
phrase 1.

% Riccerd, p. 233.
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