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Description of the Corpus and Present
Musical Practice

The following remarks pertain only to the music
of the Coptic Orthodox Church. Other Christian
churches in Egypt (Greek Orthodox, Coptic Catho-
lic, Protestant, etc.) have their own musical prac-
tices.

Coptic music, an expression of a proud and con-
stant faith, still lives today among the Copts as a
vestige of an age-old tradition. It is monodic, vocal,
and sung a cappella solely by men, with the excep-
tion of some responses assigned to the whole con-
gregation. Small hand cymbals and the triangle are
employed with specified pieces during certain ser-
vices (see Musical Instruments, below).

The Divine Liturgy and Offerings of Incense

The core of Coptic music lies in the Divine Litur-
gy (Arabic: quddas), whose texts are all meant to be
sung, excepting the Creed and the Dismissal. In the
liturgy the most familiar hymns and chants are
heard. It is basically a great music drama, consist-
ing of three parts: (1) the Preparation; (2) the Litur-
gy of the Word, also called the Liturgy of the Cate-
chumens, which comprises the PRAYER OF
THANKSGIVING, the scriptural readings, various inter-
cessions and responses, the recitation of the Creed,
and the Prayer of Peace; and (3) the anaphora, that
is, the eucharistic ritual (see EUCHARIST). The entire
service may require some three hours of singing,
and during Holy Week, the special services may last
six or seven hours.

Three liturgies (see History, below) have been
established in the Coptic church: (1) the Liturgy of
Saint Basil is celebrated throughout the year except
for the four major feasts of Nativity, Epiphany, Res-
urrection, and Pentecost; also, it is used daily in the
monasteries whether there is a fast day or not; (2)
the Liturgy of Saint Gregory is used today in the
celebration of the four major feasts mentioned
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above; its music is somewhat more ornate than that
of the Liturgy of St. Basil and has been character-
ized as the most beautiful because of its high emo-
tion; and (3) the Liturgy of Saint Cyril, also known
as the Liturgy of Saint Mark, the most Egyptian of
the three.

St. Basil. Transcription by Téth. In the transcriptions by Téth, notes with stem:
downward can be discerned only when recordings are played at a slow tempo. An
arrow pointing upward [ 1 ] over a note indicates a quarter-tone higher, whereas an
ointing downward [ | ] indicates a quarter-tone lower. All musical transcrip-
tions are made from recordings done at the HIGHER INSTITUTE OF COPTIC STUDIES under

sic. Salutation: Preface to the Anaphora from the Liturgy of

s turned

Unfortunately, most of the melodies of the Litur-
gy of Saint Cyril have been lost, and it can no
longer be performed in its entirety. The most re-
cent record of its performance is that of Patriarch
MACARIUS III (1942-1945), who used it regularly. Im-
mediately thereafter, there may have been a few
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Example of deacon’s music. Bidding: Kiss of Peace from the Liturgy of St. Basil.
Transcription by Téth.
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Example of antiphonal choral singing. The Forty-one Kyrie preceding the Procession of
the Host from the Liturgy of St. Basil. Transcription by Robertson. In the transcriptions
by Robertson, a plus sign [+] over a note indicates a quarter-tone higher, and a minus
sign [—] indicates a quarter-tone lower.
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Facing page and above: Example of choral unison singing. Strophe Six (“Through

the prayers of the saints . . .”
Basil. Transcription by Téth.

priests in Upper Egypt who remembered his man-
ner of celebrating the anaphora. Abina Pachomius
al-Muharraqi, vice-rector of the CLERICAL COLLEGE,
also performed it on various occasions. According
to BURMESTER, only two chants have survived: the
conclusion of the Commemoration of the Saints
(“Not that we are worthy, Master . . .”), and an ex-
tract from the Commemoration of the Faithful De-
parted (“And these and everyone, Lord . . .”).

The celebration of the liturgy is preceded by two
special services unique to the Coptic church, of
which one is observed in the morning just before
the liturgy and the other the previous evening. They
are known as the Morning (or Evening) Offering of
Incense (Arabic: Raf* Bukhir Bakir and Raf* Bukhar
‘Ashiyyah). Today, in actual practice, the Morning
Offering of Incense is often incorporated into the
liturgy itself. Like the liturgy, these two services are
cantillated. They include the well-known Hymn of
the Angels (Coptic: MAPEN20C NEM NIAFFEAOC . . .,
marenhos nem niangelos, “Let us sing praises with
the angels . ..”), the Prayer of Thanksgiving (Cop-
tic: MAPEN®EMaMOT . .., marenshep(e)hmot . . . ),
various prayers and responses, and other pre-
anaphoral material.

The texts and rubrics for the three liturgies and
the Offering of Incense are to be found in the EU-
CHOLOGION (Arabic: al-khalaji), which prescribes the
order of the various prayers, hymns, lections, versi-
cles, biddings, and responses. Today these are sung
in Greco-Coptic, Coptic, and Arabic. The texts are
written in the Bohairic dialect (in Upper Egypt the
Sahidic dialect may be heard), and are accompa-
nied by a line-by-line translation in Arabic, with the
rubrics all being in Arabic as well. The last section
of the Euchologion contains the texts of many
chants and hymns proper to the various liturgical

seasons.
The participants in the celebration of the liturgy
and Offering of Incense are:

) from the Response to Censing, from the Liturgy of St.

1. The officiant, that is, the priest (Arabic: al-
Kahin), and/or other high members of the clergy
who happen to be present and wish to participate.
It is the role of the officiant to offer the prayers
(Arabic: awshiyyah, pl. awashi), which may be recit-
ed silently or sung aloud, according to the tradi-
tional melodies adjusted to the festal and seasonal
requirements. These prayers are constructed on re-
curring psalmodic formulas, some beginning with
simple, unadorned statements, and others having
an extended melisma from the outset. Since they
become more and more elaborate as they continue,
and conclude with a formula comprised of the rich-
est of melismata, they may be rather lengthy. They
are intoned in free rhythm that generally follows
the textual accents and meters.

2. The DEACON (Arabic: al-shammas) whose duties
include relaying the biddings (Arabic: al-ubrasat,
from Greco-Coptic: fipoceyxH, derived from Greek
mpoaevy), proseukheé) of the officiant, reading the
lessons, and leading the set responses and singing
of the congregational hymns. Like the officiant, he
cantillates in free rhythm, and his melodic line may
be both rhapsodic and/or chanting. His melodies
are generally more rhythmic than those of the offi-
ciant, with duple and triple metres alternating ac-
cording to the textual accents. Vocalises and
melismata are common, but they in no way change
the basic structure of the melody.

Because the melodies of the officiant and deacon
are rendered solo, there is greater opportunity here
for improvisation and vocal embellishment than in
the choir pieces.

3. The choir and/or people (Arabic: al-sha‘b) sing
certain responses (Arabic: maraddat) and portions
of the hymns. In the early centuries, these sections
were assigned to the people as a whole, but as the
liturgy developed, they became so complicated that
those who were not musically inclined could not
sing them. Thus the choir of deacons, trained in
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Facing page and above: Example of choral vocalise. Beginning of the Trisagion
Hymn, as sung on Good Friday. Transcription by Robertson.

singing, replaced the congregation. In the larger
congregations this choir may number about twelve.
The deacons involved stand by the iconostasis at
right angles to the sanctuary in two lines facing
each other, with one line known as the bahri
(“northern”), and the other as the gibli (“‘south-
ern”). According to the rubrication of “B” or “Q”
marked in the margin of the text, the choir may
sing antiphonally, strophe about, or two strophes
about. The singers alternate according to the form
of the musical phrase. They may also sing in uni-
son.

Among many familiar choir pieces, three may be
cited: (1) the hymn “We worship the Father...”
(Coptic: TeNoywyT MPIoT, tenoudsht(e)m(e)phiot),
which is sung Wednesday through Saturday at the
beginning of the Morning Offering of Incense; (2)
the TRISAGION (“Holy God! Holy and Mighty! Holy
and Immortal! . ..”; Greco-Coptic: AFIOC O 060C:
ArIOC ICXYPOC: ATIOC AGANATOC . . ., agios o theos:
agios isshyros: agios athanatos . . . ), which, accord-
ing to legend, comes from a hymn sung by Nicode-
mus and Joseph at the Lord’s entombment; and 3)
the LORD’'S PRAYER (Coptic: X€ neNT . . ., je peni-
6t...), which is chanted on one note.

The melodies for the people and/or choir are
quite simple, with little embellishment. However,
certain hymns are complicated by some rudimenta-
ry, rthythmic ornamentation integral to the compo-
sition.

As has been stated, this choral singing is monod-
ic, and should any harmonic elements appear, they
are only occasional overlappings of the incipits of
one part with the finalis of another. Also, the unison
chant may not always be perfect, for some singers,
wishing to participate in the acts of praise but not
having good musical ears, do not listen to each
other. Such lack of precision may be rather preva-
lent today, for in many churches the people, led
and supported by the choir of deacons, are again
actively rendering the hymns and responses, once

again fulfilling the role originally assigned to them.
A very wide vibrato characterizes all the singing.

Although the melodies of the participants are dis-
tinctive, as described above, there are many traits
common to all. One of the most obvious character-
istics of Coptic music, and one that probably de-
rives from ancient times, is the prolongation of a
single vowel over many phrases of music that vary
in length and complication. This phenomenon may
take two forms identified by scholars as vocalise,
when the vowel is prolonged with a definite rhyth-
mic pulse, and melisma (pl. melismata), when the
vowel is prolonged in a free, undefined rhythm. A
melisma generally lasts from ten to twenty seconds,
but some vocalises may continue for a full minute.
Because of these many vocalises and melismata, a
study of the text alone does not always indicate the
form of the music.

The music may further show its independence
from the text in that musical and textual phrases do
not always correspond. For example, in the Liturgy
of Saint Basil, there is considerable enjambment in
the solos of the priest and in the hymns sung pre-
ceding the anaphora; in some hymns a musical ca-
dence may occur even in the middle of a word
(“Judas, Judas,” heard during Holy Week on Maun-
dy Thursday, is a case in point). In addition, the
music may distort the stress and length of the syl-
lables, especially if the text being sung is Greek.

Other traits are also prevalent. Melodies tend to
proceed diatonically, usually within a range of five
tones, with a characteristic progression of a half-
step, whole step, and half-step, both descending and
ascending. There may be intervals of thirds in the
melodic line, although the distinction between the
major and minor third is not always recognized as
clearly as in Western music; the augmented second
is rare; the diminished fourth occurs rather often.
Throughout, there are numerous microtones, and,
therefore, many intervals can never be accurately
reproduced on a keyboard instrument. Indeed, by
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Example of characteristic interval progressions. a. From the Hymn Shere Maria (‘‘Hail

Mary”), preparatory to the Liturgy of St. Basil.

b. Typical Cadence (from Psalm 150,

sung as a Communion Hymn). Transcriptions by Robertson.

means of these microtones, the implied tonal cen-
tre of a given tune may shift imperceptibly, some-
times by as much as a minor third or more.

Many scholars have felt that Coptic melodies
seem to unfold in spontaneous and endless improv-
isation. However, analyses reveal that this music
has been constructed according to definite forms,
three of which may be described. (1) Some songs
are made up of various brief phrases, which are
woven together so as to form clearly identifiable
sections (usually three or four) and repeated with
slight variation; the piece ends with a prescribed
cadential formula. Concerning these compositions,
Newlandsmith (see Musicologists, below) isolated
ten musical phrases which he termed “typical.” The
extended vocalises and melismata described above
are found most often in this kind of piece. (2) Other
melodies are composed of longer, individual phras-
es, complete in themselves, so that one or two such
phrases, repeated as strophes and/or refrains, are
sufficient for the construction of an entire hymn.
(3) Some songs are made up of melodic line and
rhythm that are simplified to fit the inflection and
rhythm of the text. Such melodies tend to be syllab-
ic and often have an ambitus of only two or three
tones.

Some important terms, which appear in liturgical
books and manuscripts to specify the music to be
sung with a given text, are the Coptic nxoc, adopt-
ed from Greek #yos (echos); the Coptic BO26M
(Bohem) or oyozeM (ouohem), meaning ‘re-
sponse”’; and the Arabic LAHN (pl. alhan). Ibn BirrT
(1106-1187), as quoted in Lisan al-‘Arab (compiled
by Ibn Manzar, 1232-1311), assigned to lahn six
meanings, among which are “song” and “psalm-

odizing” or “intoning.” Western scholars have
translated lahn as “tone,” “air,” and/or “melody,”
but none of these words conveys its full meaning.
Although the term may have some affinities with
the Arabic magam and the Byzantine echos, in Cop-
tic music it refers basically to a certain melody or
melody-type which is readily recognized by the peo-
ple and known by a specific, often descriptive
name, such as lahn alhuzn (“...of grief”), lahn
alfarah (. ..of joy"), lahn al-tajniz (“...for the
dead”), al-lahn al-ma‘raf (“familiar”), ete. Writing
in the fourteenth century, IBN KABAR named some
twenty-six alhan, most of which are still known
today. Some, designated sanawiyyah (annual), are
sung throughout the year, whereas others may be
reserved for one occasion only. The same text may
be sung to different alhan, and conversely, the
same lahn may have different texts. Furthermore,
the same lahn may have three forms: short (qasir),
abridged (mukhtasar), and long (tawil). Among
many beautiful alhan, the sorrowful lahn Idribi may
be cited as one of the most eloquent. Performed on
Good Friday, during the Sixth Hour, it expresses
vividly the tragedy of the Crucifixion. Its text being
the Psalm versicle preceding the Gospel lection, it
is also called Magmar Idribi (Psalm Idribi). This
name may derive from the ancient village Atribi,
which once stood near present-day Suhaj, or it may
stem from Coptic €Tepzugl (one causing grief). An-
other lahn whose name shows the antiquity of its
music is Lahn Sinjari, named after SINJAR, an an-
cient village near Rosetta.

The two melody types most frequently named are
Adam and Batos (Arabic: ADAM and WATUS). Hymns
labeled Adam are to be sung Sunday through Tues-
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Example of composition type 1. Beginning of the Hymn Shere Maria (“Hail Mary”),
preparatory to the Liturgy of St. Basil. Transcription by Robertson.
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Example of composition type 2. From the Hymn Golgotha, sung during the Twelfth
Hour on Good Friday. Transcription by Robertson.
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Example of composition type 3. Near the ending of Psalm 150, sung as a Communion

Hymn. Transcription by Robertson.

day, and also on certain specified days, while
hymns labeled Batos are reserved for Wednesday
through Saturday, for the evening service, and for
Holy Week. The two names derive from the Theo-
tokia for Kiyahk (see below), in which Adam is the
first word of the Theotokia for Monday, aaaM
E€A164901 ; NEM KA2N2HT . . . [sic] (Adam ediefoi : nem
kahnhét . . . , “When Adam became of contrite spir-
it ...”), and Batos is the first word of the Theotok-
ia for Thursday, MIBATOC €TA MOYCHC @ Niy
€pod . .. (pibatos eta mousés : nau erof . .., “The
bush which Moses saw . . .""). Although they are dis-
tinct from each other in verse structure, length, and
mood, their music differs little in contemporary
practice, and both may be heard in the same serv-
ice.

The foregoing descriptions of the music and ter-
minology used in the services of the Divine Liturgy
and Offering of Incense also apply to the rest of the
corpus, discussed below.

The Canonical Hours

A great wealth of Coptic hymnology may be
heard in the canonical hours, which are prayers
performed by lay people in the city churches and
by monks in the monasteries. There are seven: First
Hour, or Morning Prayer; Third Hour; Sixth Hour;
Ninth Hour; Eleventh Hour, or Hour of Sunset;
Hour of Sleep, with its three Nocturns; and Mid-
night Hour. In the monasteries, the Prayer of the
Veil (Arabic: salat al-sitar) is added. The book con-
taining these prayers is the Book of the Hours or

HOROLOGION (Coptic: maama, piajpia, from axn, ajp,
“Hour”; Arabic: al-ajbiyyah, or salawat al-sawa‘i).

The canonical hours consist of the reading of the
Psalms assigned for each hour, followed by the can-
tillation of the Gospel, two short hymns written in
strophic form, known as troparia (Greek: 7pomépiov,
troparion, pl. 7pomépia, tropéria), plus two more
troparia called Theotokia, which are an invocation
to the Virgin Mary (see below). The froparia and
Theotokia are separated from one another by the
Lesser Doxology, which is also cantillated. Then
follow the Kyrie, the Prayer of Absolution, and
throughout, responses to each part. Although
troparia and Theotokia are also heard in the canoni-
cal offices of the Greek Orthodox church, their or-
der of performance is different from that of the
Copts. The Greek and Coptic melodies differ as
well.

Since the hours are not dependent on priestly
direction, in the towns and cities, the musical parts
of each hour are led by the cantor (see Cantors,
below). Formerly, in the monasteries, the monks,
not being musically educated, could not intone the
hours; moreover, during the early years of their
development, the monastic communities rejected
singing and chanting as not conducive to the rever-
ence and piety required of their strict discipline.
Today, however, many of the monks are former
deacons well acquainted with the melodies of the
church rites, and they cantillate the hymnic por-
tions of the hours as prescribed. In general, the
hours are in Arabic only, but in some monasteries,
the monks are beginning to recite them in Coptic.



MUSIC, COPTIC: Description of the Corpus and Present Musical Practice 1725

The Service of Psalmodia

In addition to the canonical hours, there is a
special choral service known as Psalmodia (Greek:
VYaiudia, Psalmodia, Arabic: al-absalmudiyyah or
al-tasbihah) (see PSALMODIA), which is performed
immediately before the Evening Offering of In-
cense, at the conclusion of the Prayers of the Mid-
night Hour, and between the Office of Morning
Prayer and the Morning Offering of Incense. In the
monasteries, Psalmodia is performed daily, but in
the city churches, it has become customary to per-
form it only on Sunday eve, that is, Saturday night.

The texts and order of the prayers, the hymns,

hymns to be sung for Advent, that is, during the
month of Kiyahk. In both books, the basic hymn
forms of this service are given as follows:

1. The hos (Coptic: 2wc, derived from Egyptian
h-s+j, “to sing, to praise” (Arabic: ks, pl. hasat), are
four special songs of praise. Burmester refers to
them as odes. They comprise two biblical canticles
(see Canticles, below) from the Old Testament (Hos
One and Hos Three) and two Psalm selections (Hos
Two and Hos Four). They are strophic, with their
strophes following the versification given in the
Coptic biblical text. Unrhymed, they are sung to a
definite rhythmic pattern, in duple meter. They are
Hos One, Song of Moses (Ex. 15:1-21, Coptic: TOT€

and the lections are to be found in the book, al-Ab- A490C . . ., tote afhos . . ., “Then sang Moses . . .”);
salmudiyyah al-Sanawiyyah. Also, a special book, Hos Two, Psalm 136 (Coptic: OywNz &BOA . ..,
al-Absalmudiyyah  al-Kiyahkiyyah, contains the oudnh évol . . ., “Give thanks unto the Lord,”) with
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Extract from Hos Two. Strophes two and three with Refrain from Hos Two (Psalm 136),
from the Service of Psalmodia. Transcription by Téth.
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an Alleluia refrain in each strophe; Hos Three, the
Song of the Three Holy Children (Apocrypha, Dn.
1-67; Coptic REMAPOOYT . . ., (e)k(e)smardout . . .,
“Blessed art Thou, O Lord”), and Hés Four, Psalm
148 (Coptic: ¢MOY &nOT &BOA . . . (e)smou epchois
evol...), Psalm 149 (Coptic: x® MIOT...god
(e)m(e)pchois . . . ), and Psalm 150 (Coptic: Moy
&t . . . (e)smou e(e)phnouti . . . ); all three Psalms
of Hos Four may be translated as “Praise ye the
Lord . ...” In addition, two other hos are sung for
the feasts of Nativity and Resurrection, each con-
sisting of a cento of Psalm verses.

Deriving from the ancient synagogal rites, the hos
are very old. Indeed, according to Anton
BAUMSTARK, Hos One and Hos Three were the first
canticles to be used in the Christian liturgy. A frag-
ment of papyrus, brought from the Fayyam by W.
A. F. PETRIE, published by W. E. cRuM, and identified
as a leaf from an ancient Egyptian office book, con-
tains pieces of these two hymns. Further, part of the

Ostracon showing text of Hos Three (“The Three Holy
Children”). Courtesy Coptic Museum, Cairo. Photo by
S. K. Brown.

Greek text of Hos Three has been found on an
ostracon dating probably from the fifth century.
From Hés Three has grown the canticle known in
the West as Benedicite. Descriptions of the four hos
dating from the fourteenth century, early twentieth
century, and mid-twentieth century all concur, a
fact that confirms the unchanged tradition of their
usage. Each hos is framed by its proper PSALL
LOBSH, and TARH (see below).

2. The Theotokia: As mentioned above, the
Theotokia are hymns dedicated to the Virgin Mary.
There is one set for each day of the week, with each
set presenting one aspect of Old Testament typolo-
gy as it applies to Mary, the Mother of God (Greek:
% deordmos, he theotokos). The Theotokia for Satur-
day, Monday, and Thursday have nine sets of hymns
each; those for Tuesday, Wednesday, and Friday
have seven; the Sunday Theotokia (performed Sat-
urday night) has eighteen. The strophes for all the
sets of these seven Theotokia are nonrhyming qua-
trains, whose textual accents prescribe the rhyth-
mic and melodic formulae. Each set has a common
refrain of one to three strophes that acts as a link to
unite the set. Along with each Theotokia, there are
interpolations, which enlarge upon the text (Coptic:
soA, Bol; Greek: épunreia, herméneia, “interpreta-
tion”’), and every set ends with a paraphrase called
lobsh (see below). In actual practice, not all the sets
of hymns in a Theotokia are performed in a single
Psalmodia service because one hymn may suffice to
represent the complete set.

There is a special collection of Theotokia meant
to be performed only during the month of Kiyahk
for Advent. De Lacy O’Leary has determined that
although many of their texts resemble those of the
Greek Orthodox church—especially those Greek
hymns attributed to Saint John Damascene and Ar-
senius the Monk (see ARSENIUS OF SCETIS AND TURAH,
SAINT)—the Coptic Theotokia are not translations,
but, rather, original poems composed on the Greek
model. De Lacy O’Leary’s translation and editions
of the Theotokia for Kiyahk provide ample material
for analyzing the texts and comparing manuscripts.
A succinct summary of their contents has been out-
lined by both Martha Roy and Ilona Borsai (see
Musicologists, below). As was mentioned above,
two of these Theotokia have given their names to
the melody types most commonly used throughout
the liturgy and offices, namely, Adam and Batos.

Legend attributes the texts of the Theotokia to
both Saint Athanasius (see ATHANASIUS I, APOSTOLIC
SAINT), and Saint EPHRAEM SYRUS while ascribing the
melodies to a saintly and virtuous man, a potter by
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trade, who became a monk in the desert of Scetis.
Euringer has identified him as Simeon the Potter of
Geshir (a village in the land of Antioch); he is also
known as a poet and protégé of the hymnist Jacob
of Sarugh, who died in 521. This date indicates that
the Coptic Theotokia were composed in the early
part of the sixth century.

Mallon, however, asserts that these works are of
neither the same author nor the same period. He
would date them no earlier than the fifth century,
but before the Arab conquest of Egypt (642-643).
In the fourteenth century, Aba al-Barakat wrote
that the Theotokia for Kiyakh were not used in
Upper Egypt, but were passed around among the
churches of Misr, Cairo, and the northern part of
the country.

3. The lobsh (Coptic: aweg, 16bsh, “crown,” “con-
summation”; Arabic: lubsh and/or tafsir, pl. TAFASIR,
“explanation, interpretation”) immediately follows
a hos or a Theotokia; it is a nonbiblical text on a
biblical theme. In hymn form, consisting of four-
line strophes and usually unrhymed, the lobsh is
recited rather than sung. However, its title
designates the appropriate lahn, either Adam or
Batos, which would seem to indicate that at one
time it was sung.

4. The Psalis (Coptic: yaat, Psali; Arabic: ABSALIY-
YAH, or madih, pl. mada’ih, “‘praise, laudation”) are
metrical hymns that accompany either a Theotokia
or hos. Muyser and YASSA ‘ABD AL-MASIH have pub-
lished detailed editions of certain Psalis, using man-
uscripts dating from the fourteenth and eighteenth
centuries. Their articles serve to demonstrate the
high level of technique in handling Coptic rhymes
and rhythms attained by Psali authors. Every Psali
has from twenty-six to forty-six strophes, each of
which is a rhymed quatrain; the rhyming schemes
may vary. The strophes are often arranged in acros-
tic order according to the Coptic or Greek alphabet
by the first letter of each strophe. Some are even in
double acrostic, and others in reverse acrostic.
Such patterns serve as mnemonic devices, enabling
the singers to perform the hymns in their entirety
with no omissions.

One feature which makes the Psalis very popular
is the refrain, an element rarely found in the ritual
pieces of the liturgies and canonical hours, or in
the 4os and Theotokia of the service of Psalmodia.
Usually the refrain is made by repeating only the
fourth line of the strophe, but sometimes both the
third and fourth lines are repeated.

Another unusual aspect of the Psalis is that, ex-
cept for a few paraphrases reserved for Kiyahk,

these are the only pieces of Coptic music whose
authors are identified in the texts. The writer’s
name may be found embedded in a strophe, with a
plea for mercy and pardon from sin, and with men-
tion of him as “the poor servant” or “a poor sin-
ner.” In the paraphrases, the author’s name may be
given in acrostic form as the first letter of each
strophe of the hymn, or as the initial letter of each
of a set of hymns arranged seriatim.

Most Psalis are to be sung either to the melody-
type Adam or Batos, depending on the day of the
week, and are thus designated as Psali Adam or
Psali Batos. However, certain ones specify the title
of another familiar Psali or hymn to whose melody
they may be sung. These melodies are rhythmic and
syllabic, that is, the notes match the texts with little
trace of melisma or improvisation; their range usu-
ally covers four, or at most, five tones; they swing
along in quasi-parlando style, and emphasis on tex-
tual and melodic accents makes them easy to sing,
all of which encourages congregational participa-
tion. The very simplicity of these hymns leads the
listener to speculate that herein lies the oldest core
of ancient Egyptian melody.

A few Psalis are written in both Coptic and
Greek, some in both Coptic and Arabic, and others
in Arabic alone. Only one manuscript entirely in
Greek has been discovered (Church of Saint
Barbara, Old Cairo, History 8, 1385). Most Psalis,
however, are in the Bohairic dialect, and the date
of their composition is unknown. It is probable that
some are no earlier than the thirteenth century. On
the other hand, certain Psalis in the Sahidic dialect
have been assigned to the ninth and tenth centuries
(Morgan Collection, vol. XIII). These latter are in
acrostic order, according to the letters of the alpha-
bet, and they are unrhymed.

5. The TARH (pl. furihat) usually denotes a para-
phrase used to explain a preceding kos, Theotokia,
or Gospel reading. It differs from the lobsh or psali
in that it is introduced with two unrhymed strophes
in Coptic, which are followed by an Arabic prose
text. In general, it is recited, not sung. Sometimes
the same hymn is termed both Psali (Coptic) and
tarh (Arabic), but, technically speaking, it may be
considered a tarh when it follows the Coptic hymn
of the Gospel lections. A tarh dating from the ninth
century has been edited by Maria CRAMER. Written
in Sahidic for Palm Sunday, it was supposed to be
sung. Abu al-Barakat referred to the tarh as a hymn,
which further testifies to its once musical character.

6. The doxologies are hymns of praise sung dur-
ing the service of Psalmodia in honor of the season,
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the Service of Psalmodia. Transcription by Téth.

the Virgin Mary, the angels, the apostles, the saint
of a particular church, or other Coptic saints, as
time may allow. Their texts are similar in structure
to those of the Psali and tarh, having short strophes
of four lines each and concluding with the last
strophe of the Theotokia for the day. ‘Abd al-Masih
has published detailed studies of the doxologies.
In addition to the foregoing, other special hymns
are sung by the Copts in commemoration of their
saints and martyrs. These are to be found in the
DIFNAR or Antiphonarium (Greek: d&vridwvipio,
antiphonarion, from &vrnpwréw, antiphonéo, “to an-
swer, to reply”’), a book containing biographies of
the Coptic saints written in hymnic form. This vol-
ume also includes hymns for the fasts and feasts.
The texts are arranged in strophes of rhymed quat-
rains, and two hymns are given for the same saint,
their use being dependent on the day of the week,

that is, one for the days of Adam, and another for
the days of Batos. Because these hymns are quite
long, only two or three strophes may be sung dur-
ing the service of Psalmodia to commemorate the
saint of the day. Further, if the SYNAXARION is read
as a commemoration, the singing of the difnar
hymn may be omitted completely.

The compilation of the difnar is ascribed to the
seventieth patriarch, GABRIEL 1l (1131-1145). How-
ever, the oldest known manuscript with difnar ma-
terial dates from 893 (Morgan Library, New York,
manuscript 575). Another unpublished difnar from
the fourteenth century, found in the library of the
Monastery of St. Antony (see DAYR ANBA ANTUNIYUS),
has been described by A. Piankoff and photo-
graphed by T. Whittemore.

Mention should also be made of the numerous
ritual books that contain further repertoire to be



sung for particular liturgical occasions such as the
rite of holy BAPTISM and the rite for MARRIAGE.
Each of these many rituals has its own book detail-
ing the specifics of the rite, which of course include
the use of music. Other rituals with their special
books containing hymns for the specific occasions
are those for the feasts and fasts of the liturgical
calendar, such as the ritual for the feast of the
Nativity, for the feast of Epiphany, for the feast of
the Resurrection, for the feast of Pentecost, for the
fast of Holy Week, the fast of the Virgin Mary, and
others too numerous to mention here (see FEASTS,
MAJOR; FEASTS, MINOR; FASTING).

There is one other book very important in the
description of the corpus, The Services of the Dea-
con (Arabic: Khidmat al-Shammas), which was as-
sembled by Abana Takla and first published in
1859. This work was compiled from the various
books and collections of hymns already in existence
in order to assist the deacon, who, along with the
cantor, has the responsibility for the proper selec-
tion and order of the hymns and responses for each
liturgy and office. This book outlines the hymns and
responses in Coptic and Arabic for the liturgies and
canonical offices throughout the year—according
to the various seasons and the calendar of feasts
and fasts—and for the various rites such as wed-
dings, funerals, baptisms, and so on.

Its rubrics are all in Arabic, but the hymns and
responses are in both Coptic and Arabic. Musical
terms are employed in directing the singers. The
name of the lahn for each hymn and response is
specified, and the rubric for the use of instruments
(Arabic: bi-al-nagis, “with cymbals”) is also indicat-
ed where necessary. Since its first printing, The
Services of the Deacon has appeared in four edi-
tions.

RAGHEB MOFTAH
MARIAN ROBERTSON
MARTHA ROY
MARGIT TOTH

Canticles

In addition to the Psalms, some of the early
Christian churches adopted into their system of ca-
nonical offices certain Old Testament praises and
prayers which are known today as canticles. The
Coptic church recognizes twenty-one in all, eight-
een from the Old Testament and three from the
New Testament. Two of the Old Testament canti-
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cles are also sung as hos during the office of Psal-
modia (Hos One, the Song of Moses, and Hos Three,
the Song of the Three Holy Children). The three
from the New Testament are embedded as Gospel
lections in six of the hymns of the Sunday Theotok-
ia for Kiyakh (see Description of the Corpus and
Present Musical Practice above). These are: the
Song of Mary (Lk. 1:46-55, known in the West as
the Magnificat); the Song of Simeon (Lk. 2: 29-32,
known as the Nunc Dimittis); and the Prayer
of Zacharias (Lk. 2: 69-79, known as the Benedic-
tus).

The full set of canticles is performed at the vigil
service on the night of Good Friday (the eve of
Saturday). For this service, the officiant and his dea-
cons are seated around a low table upon which are
placed three lighted candles, and they read the Bib-
lical prayers and hymns, each deacon taking his
turn at reading one canticle. The Song of Moses
and the Song of the Three Holy Children are per-
formed in Coptic. All the rest are recited in Arabic.
The full set includes:

OLD TESTAMENT (LXX)
Song of Moses (Ex. 15:1-21).
Second Song of Moses (Dt. 32:1-43).
Prayer of Hannah (I Sm. 2: 1-11).
Prayer of Habakkuk (Hb. 3:2-19).
Prayer of Jonah (Jon. 2: 2-10).
Prayer of Hezekiah (Is. 38: 10-20).

APOCRYPHA
. Prayer of Manasses (Man. 1-15).
OLD TESTAMENT (LXX)
. Prayer of Isaiah (1) (Is. 26: 9-20).
Praise of Isaiah (2) (Is. 25: 1-12).
10. Praise of Isaiah (3) (Is. 26: 1-9).
11. Praise of Jeremiah (Lam. 5:16-22).
APOCRYPHA
12. Praise of Baruch (Bar. 2:11-16).
OLD TESTAMENT (LXX)
13. Praise of Elijah (I Kgs. 18:26-39).
14. Prayer of David (II Kgs. 29:10-13).
15. Prayer of King Solomon (I Kgs. 8:22-30).
16. Prayer of Daniel (Dn. 9:4-19).
17. Vision of Daniel (Dn. 3:1-23).
APOCRYPHA
18. Song of the Three Holy Children (Dn. 1-67).
NEW TESTAMENT
19. Song of Mary (Lk. 1:46-55).
20. Song of Simeon (Lk. 2: 29-32).
21. Prayer of Zachariah (Lk. 1:68-79).
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