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THE ROLE OF MUSIC IN THE SPIRITUAL LIFE CONSIDERED
IN THE LIGHT OF THE ORTHODOX CHRISTIAN TRADITION

Abstract

The current study investigates the role and function that different types
of music (Church, secular, classical, popular, folk) may have in the life of
people, both secular and monastic. The Christian teaching preserved in
its most complete form in the Orthodox Church is the light in which the
viewpoints of a large number of theologians, historians, music theorists
and music practitioners are considered. Thus the approach adopted is
multi-disciplinary, whilst the angle from which it is operated is practico-
creative, i.e. through the conception of the world of the performer of
music and not of its composer or theoretician.

The motivation for this research was called out by the need of a
summary, of an overview bringing the sufficient amount of pre-existing
work on the relevant questions together.

Collecting, compressing and systemizing material essential to the chosen
topic led to discoveries of how music can contribute to our spiritual
growth but at the same time explains when and why it cannot.

Since spiritual life is considered in Christianity as the alpha and omega
of our existence examining the impact of music over humanity seems to
be of utmost importance for active Christians who are related to music.
The thesis bears particular significance for them as it engages with the
conflict between aesthetic beauty and religious piety within Christian
tradition. It highlights the value not only of Church music but also of
other type of music, with a stress on ‘classical’. The consideration of the
degrees of its importance for Orthodox Christians is the specific
contribution of this work leading to the conclusion that in its most
perfect examples the art of music is a manifestation of the Divine beauty

which can inspire man to achieve this beauty in his life.
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Preface and Acknowledgements

The subject of the divine presence! in human life is one of the most

intrinsic to the human soul.

Everyone, soon or later, arrives at the question about the origin and the __

meaning of our being. This path, fascinating, but laborious, confront us
with innumerable mysteries and enigmas.

Mysteries, as part of the Divine life2, are beyond reason and by definition
they are impossible to explain. Their unattainability fills men with awe
and humility. As for the enigmas3, one examines and decodes them.

Such an enigma is music itself. It is as enigmatic as mysterious and many
of its facets are beyond exploration. The unveiling of that which is
accessible to us can shed light on some important questions related to the
origin and function of musical art, its creators and inspirers as well as on
the place and role of this creation in the spiritual life of human beings.
The current thesis is not intending to examine a specific type of music,
genre, form or individual authors, neither to scrutinize the technicalities of
spiritual manifestation in different compositional methods and works, but
it is rather engaged with the phenomenon of music as an art in general
(Church music, classical, secular, popular, folk), with its manifestations
and influences; and these seen in the context of the Christian Theology

preserved in its most complete form in the Orthodox Church.

1 A basic term for defining “spirituality”. ‘The whole creation is filled with the
divine presence, a presence that has a purpose and an aim to be carried out
through man’s free acceptance of it’, says St. Maximus the Confessor. (After
Thunberg, Lars. Man and the Cosmos. And The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, p. 133) St. Symeon the New Theologian
emphasises that if a man does not sense the presence of divine grace within him,
then he must not consider himself ‘spiritual’. (Boosalis, Harry. Orthodox Spiritual Life
according to Saint Silouan the Athonite. STS Press, USA 2000, p. 42; See also St Symeon
the New Theologian. Ethical Treatises 5, p. 116)

? “Divine Life is unimaginable [inaccessible] for us, which is why we generally speak
of Divine Mysteries”. See Sophrony (Sakharov), Archimandrite. We Shall See Him As He
Is. Transl. by R. Edmonds, Essex, 1988, p. 103 (Cocbponuit, apx. Budemo Boza, kakx OH
ecmo. Essex, 1985, c. 100)

3 St. Maximus the Confessor calls the enigmas ‘cryptograms’ or ‘symbols’ the
encoding of which he consider to be man’s creative vocation: ‘the encoding of the
cryptogram of being which is accessible for the subtle spiritual eye but completely
closed for the unenlightened sensory sight’. See Teopenus npen. Makxcuma
Hcnoseonuxa. Kuura II. M.: “Maptuc”, 1994, c. 198, 125, quoted in Kunpuan (Keps),
apxuMm. Aumpononozus ce. I'puzopus ITanamet. Paris: YMKA-Press, 1950, c. 332

-

—
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There is a sufficient amount of pre-existing work, which explores one or
another aspect of the relevant questions but the motivation for this
research was brought up by the need of a summary, of an overview
bringing them all together.
By collecting, compressing and systemizing some of the material essential
to the chosen topic, it is hoped to investigate, though not in detail, how
music can contribute to our spiritual growth but at the same time to
become aware when and why it cannot.
Each of the separate chapters can become an object of separate study.
The tendency, however, is not to give a comprehensive answer and to solve
the most complex questions of interrelationships between Spirit (God) —
man — creativity — art — music, but to raise them and to give a perspective
enabling future scholars to answer, extend and deepen them.
The scarcity of personal spiritual experience leads inevitably to limitations
of the theological material within the range of Systematic Theology. In the
parts concerned with subjects of creativity and music, the individual
vision and appraisal, based on personal practice, observations and
reflections is more evident.
Even though the approach adopted in presenting the material is multi-
disciplinary based on the theoretical knowledge and viewpoints of different
musicologists, historians and theologians, the angle from which is
presented is rather practico-creative. This means that the subjects are
considered through the conception of the world of the performer of music
and not of its composer or theoretician.
On the whole only the shaping and structuring of the idea are original; the
materials for its development are drawn from sources of greater authority.
The originality therefore lies more in the synthesis rather than in a
detailed analysis. Thus the plural form, presenting the collective thoughts

' generated in this way, is preferred.
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This general overview of matters related to music, to inspiration and to the
creative power of God was led by the desire to share the enthusiasm and
the reverence before the magnitude of the created world and its Creator,

experienced through the sounds of the art of music.

For the encouragement and the practical help in fulfilling this strenuous
task I am deeply grateful to my spiritual father Archimandrite Symeon
whose gentle guidance and wisdom have been an unceasing source of
inspiration, and to my supervisors — the late Prof. Dr. Totju Koev, Prof.
John Howard and Dr. Mariyan Stoyadinov for their excellent advice and

suggestions.

I am also indeed very grateful to the editor of the text in English Sr.
Marina, who did an invaluable unrewarding job with selfless devotion but
also to Dr. Elena Georgieva and Neda Mirova who helped me with the

translation into English

I would like to thank Prof. Dr. Ivan Zhelev; my friends Assoc. Prof. Dr.
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colleagues who contributed with ideas and goodwill.
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and patience.
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“Every good gift and every perfect gift is
from above, and cometh down from
the Father of lights”
(James 1:17)

Introduction

The fundamental point from which the present study operates is the
conviction that “in the beginning was the Word” (John 1:1), i.e. that our
being has its origin in reason and we are created by the Logos and not by
blind elements.

In his letter to the Corinthians Apostle Paul writes that “the natural
(psychic)* man receiveth not the things of the Spirit of God: for they are
foolishness unto him” (1Cor. 2:14), where he probably refers to St. David’s
14% Psalm: “The fool hath said in his heart: there is no God” (Ps. 1:1).

The senses of the “natural” (psychic) man, who is limited by the vanity of
worldly goals, are blind to spiritual truths, he can not “know them,
because they are spiritually discerned” (1Cor. 2:14). He sees wisdom in
temporal things and the eternal he considers as foolish without even
assuming that “the foolishness of God is wiser than men” (1Cor. 1:25).

In the parable of the rich man and the beggar named Lazarus, the rich
man, after seeing in hell the dreadful doom he has received as a result of
his greed and hard-heartedness, asked Abraham to send Lazarus (who
after his death was carried by the angels to Abraham’s side) to his
brothers and to warn them to repent, so that they do not “also come into
this place of torment” (Lk. 16:28). But Abraham answered: “They have
Moses and the prophets”, if they hear not them, “neither will they be
persuaded, though one rose from the dead” (see Lk 16:19-31), because
“that which may be known of God ... God hath shewed it unto them”

(Rom. 1:19). This is an eloquent example that if one does not open his soul

* “Natural” man is the man of the soul or the psychic man in distinction to the
spiritual man. In English there is only one word for both - spiritual, which is not
precise and leads the translator of the Gospel to use “natural”. This term will be
constantly in use in this thesis and we will refer to the man of the soul either as
‘natural’ or ‘psychic’ (from the Greek ‘psyche’, that is, soul).
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to the blessed truths of Divine Revelation to let the “Word of Christ dwell”
in him “richly in all wisdom” (Col. 3:16), even if he witnesses a dead man
rise from the dead, he will still not be convinced of the truthful existence
of God. This highlights also that the miracles of the world are far less
miraculous® than the living words of the Scriptures, which are “a well of
water springing up into everlasting life”. (John 4:14)
The Holy Apostle Paul says that “faith is the substance of things hoped
for, the evidence of things not seen” (Heb. 11:1), which means that it
opens up a new spiritual dimension before us, through which he, who has
been blessed with it, is able to see realities, otherwise inaccessible to the
natural eye of “pure” reason. In other words, through faith, which comes
by meeting Christ as Son of God in which God’s love is revealed, one
becomes accessible to this love and to the grace of the Holy Spirit, Who,
through communion with Him, opens the senses for God’s wisdom.
Not the proud with worldly wisdom but “the pure in heart” “shall see God”
(Mt. 5:8), teaches Christ. But could we accredit ourselves with this
sublime gift of purity of heart?! ... Furthermore, these words refer to “the
world to come” (Hebr. 6:5) rather than to our earthly existence, since the
Holy Apostle John clearly says that “No man hath seen God at any time”
(1 Jn 4:12). But when Moses wished to see God he only heard the words:
“there shall no man see me and live” (Ex 33:20). And if a few righteous
men attain to the knowledge of God, they may get to know His Divine
energy and grace but not His essence.
According to the Russian philosopher V. Bychkov, ‘spiritual ontology in its
deepest foundation is inaccessible for human reason’. He indicates that a
culturology streaming out of Orthodox thinking might appear therefore
disputable, if not absurd, to the ‘new European aesthetic consciousness’.”
However, the long experience of cultural history reveals that such
concepts contain often more truth than assertions that appear irrefutable.
Thus we do not intend to indulge in matters which are beyond analysis

since many things can be measured but the most important cannot. Faith

> The adjective ‘miraculous’ is used everywhere in its religious meaning of
supranatural miracle.

¢ Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 80

7 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 57
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is one of the latter. It has to be practised since according to Metropolitan
Hierotheos ‘the terms define something and point out a path but they can
never replace the experience’.® Nonetheless we trust that the reader could
still engage with the text providing he/she is able to suspend disbelief and

take faith as given.

- - - ez P

%*

In the first chapter we look at some fundamental topics for the present ‘
research. In order to explore what is the role of music for the spiritual life
we have to establish what the terms “spiritual” and “spiritual life” mean.
This leads us inevitably to the notion of God and to what extent He is
knowable. Since our focus is the spiritual life we look more closely at God
as Spirit. Here we need to analyse also the terms “human spirit” and
“soul”. We attempt to explain the difference between the man of the soul
(“natural” man) and spiritual man which is essential for understanding

the nature of the spiritual life.

Later, in the second chapter, we engage with the two most relevant
subjects for a creative artist — ‘inspiration’ and ‘creativity’. We investigate
the ‘origin’ of these fascinating and life enhancing gifts and their

manifestation in the life of men.

The third chapter studies briefly the advent and development of music as

an art, and classifies categories essential for our topic.

The fourth chapter reviews the biblical and patristic views about music
and also those of different Christian philosophers and theoreticians. The
aim here is to establish the attitude towards music within these different
sources. We raise the controversial issue of the superiority in the
Christian church of vocal and monophonic music over the instrumental

and polyphonic.

8 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 98



11
The fifth chapter engages with music after its secularisation and the loss of
its integrity, i.e. after the establishment of polyphony as a chief means of
operating in musical art. Here we first analyse the character of the artistic

work and then look more specifically at the nature of composing and

different compositional approaches. We search for criteria which give us

some guidance and enable us to recognise which artistic approach is
beneficial.

In the last chapter we arrive at some conclusions based on the material of
the previous chapters. In its context we venture to establish the purpose
of music. We examine then what might be the spiritual role of music in

the secular life followed by an analysis of its role in the life of the ascetic.
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I. SPIRIT AND SPIRITUAL LIFE - A BRIEF
THEOLOGICAL REVIEW BASED ON ORTHODOX
TRIADOLOGY, PNEUMATOLOGY AND
ANTHROPOLOGY

The terms ‘spirit’, ‘spirituality’ and ‘spiritual’ are used so widely and are so
versatile that if we try to define them we are faced with unsurpassable
difficulties, unless we examine them in the light of a particular tradition:
the one which is preserved within the theology of the Eastern Orthodox
Church and to which we relate most closely.

The noun ‘spirituality’ (mvevpauxotnta) is derived from the adjective
‘spiritual’ (mveupauxog) and spiritual from ‘spirit’ (mveupa).

‘Spirit’ is the concept used to denote immaterial and incorporeal beings, as
well as the activity of the human mind (voiig), the latter having the
capacity to contemplate the immaterial. In the Holy Scriptures the word
‘spirit’ is used with numerous meanings. It can refer: to the ‘breath of life’
such as the beginning of simple, animal life (Eccl. 3:19) or to incorporeal
spirits in possession of mind; will and might (Ephes. 2:2 - demons; Hebr.
1:14 - angels); to human souls (Gen. 2:7, Eccl. 12:7) or to God’s spiritual
nature, with all its corresponding attributes (John 4:24); to the different
gifts?, acts and services of the Holy Spirit (Gen. 41:38; . 11:2-3; 2 Peter
1:21) or to the gifts of grace which grant new life to man and serve him for
his salvation and sanctification (John 3:5-8; 1 Cor. 2:12-14 etc). 10

In its most literal sense ‘pneuma’ (riveupa) signifies the Holy Spirit Who,
according to the Holy Scriptures, is a spiritual force that creates, awakens

and fortifies!! and is used by St. John the Apostle to define God!2.

9 According to the prophet Isaiah the main and most general gifts of the Holy Spirit
are seven: wisdom, understanding, counsel, might, knowledge, piety and fear of the
Lord (Isaiah 11:2-3). Note: in the KJV English translation of the Bible also the gift of
piety is translated as “fear of the Lord”: “the spirit of wisdom and understanding,
the spirit of counsel and might, the spirit of knowledge and of the fear of the LORD
[meaning piety]; And shall make him of quick understanding in the fear of the
LORD”,

10 According to ITenna IIpaeocraera Bubneiicka Evyuraonedus. Tom I, B. TspHOBO, 1993
11 onnwtll IIpasocnaersiil Bozocnoskuii SHyukioneduweckutl Cnoeapv. Mockea, 1992, c.
801

12 “God is Spirit” (John 4:24).
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Thus, in order to clarify these fundamental for the subject concepts, it is
necessary to examine the notion of God. This leads us inevitably to the

crucial question:

1. Is it possible to know God? (Triadology)

God is an absolute being and the essence of His being is beyond our
reach.

The Blessed Augustine gave the famous example of the child who tried to
gather the ocean into a seashell. This proved impossible, just as it is
impossible for man to contain God’s essence within the shell of his reason.
But is this essence knowable?

Two opposing views have formed around this question. The first defends
the thesis that God is completely knowable. It adopted the theory that he
who knows the name also knows the essence. The adherents of this belief
were the Gnostic-heretics of the 4th century, followers of Arius, and later
the philosopher-pantheists such as Hegel as well as the rationalists.

The second viewpoint defends the complete unknowability of God. Its
followers were the sceptics, and in more recent times the agnostics and
the positivists. They consider that religious knowledge is not empirical as
it is not based upon experience. They do not account for the possibility of
receiving knowledge through internal experience.13

Like Pontius Pilate (John 18:38), “science and philosophy set themselves
the question: What is truth?”, writes Archimandrite Sophrony. According
to him, Pilate - who did not even wait for Christ to answer — poses the
wrong question from the start, because the “Christian religious perception
always considers truth as ‘Who’. Scientists and philosophers not
infrequently look upon Christians as unsound day-dreamers, whereas
they themselves stand on firm ground and so label themselves positivists.
In a curious way they do not realise all the negativeness of truth as

‘What’. They do not understand that authentic Truth, absolute Truth, can

13 Mroarepor, . B., Homescku, Ha. K. IlpasocnasHo doemamuuecko 6ozocnosue. B.
TepHOBO, 1997, c. 32-33
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only be ‘Who’, never ‘What’, since truth is not some abstract formula,

some abstract idea but life itself.”14

a) apophatic and cataphatic theology

Polarity is also found in opinions concerning whether God should be
considered positively or negatively.

Even in antiquity mystics arrived at the conclusion that God cannot be
considered in the same way as other entities from life. They consider that
the concept of ‘being’ is inapplicable to Him because God in Himself,
surpasses everything ever created. Plato considers that ‘He surpasses all
beings’, whilst according to St. Athanasios the Great, God is
supersubstantial (Unepouciol) and we cannot refer to him as a being, since
creatures are also called beings.!5 Furthermore, St. Athanasios teaches
that the created out of nothingness cannot be likened to the eternal One
(Exod. 3:14 - “I am that I am”), and if it cannot be likened, ‘the creation,
that is man, cannot define the Creator’.16 This belief existed long before
Christ and several centuries BC developed into the so-called ‘apophatic’
movement. It permits that God be considered only negatively — i.e. what
God 1s not. 17 “The Mystical Theology”, work of Pseudo-Dionysius the
Areopagite (who lived between the 5t and 6t centuries) plays a crucial
part in the development of the negative (or also referred to as idealistic)
theology. He also differentiates between two courses in theology: on the
one hand the cataphatic - as a path to affirmation which leads to some
knowledge although limited, and therefore he deems it as imperfect, and
on the other hand the apophatic, which leads to complete lack of
knowledge (ayvooia) and is therefore perfect.18

For his part, St. Gregory the Theologian argues that to define God through

negating means not to define him at all. As a defender of the cataphatic

!4 Sophrony (Sakharov), Archimandrite. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds. Stavropegic Monastery of St. John the Baptist, Essex, 1991, pp. 111-112
(Copponntt, apx. (Caxapos). [Ipenodobuutii Cunyan Agonckuli. Essex, 1990, c. 48). See
also Cocponwuit, apx. Budemwv Boza, kax O ecmo. Essex, 1985, c. 191

15 [lroarepos, [. B., LoneBcku, Ua. K. IMpasocraeHo doemamuuecko 6ozocnosue, c. 35

16 Koes, T. [Ipasocnaenama espa e edunus Boz. Céoprux mamepuanu 3a xandudam-
cmydernmu no 6ozocnoeue, B. TepHOBO, 1992, ¢. 100

17 MeH, Aaekcauanp, npot. [Ipousxod Ha peaususma, c. 93

18 Aocku, B.H. Ouepk mucmuueckozo 6ozocnoeus, c. 20-36
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movement, he scrutinizes creation — and in particular man (it is for this
that the movement is also called anthropomorphic) — as a reflection of the
greatness and the might of the Creator. He infers that this leads, through
affirmation, to God. Since the creation is being considered by man-
persona, God is also perceived as persona. It is here that the apophatic
and caltéphativc”schobols of uthought meet, since both perceive God as
persona, and that as such He is the Creator.

What unites these tendencies further is that they are both based in God’s
Revelation. As the Revelation does not contradict itself, it follows that
there is no disparity between them and that in fact they complement each
other. Their object being identical, they consider it from different
viewpoints. In this way we arrive at a third resemblance: through
contributing to build a true definition of God they do not exhaust the idea

of Him.19
b) knowable and unknowable aspects of the Triune God _

To assume the possibility of a fully comprehensive knowledge of God
would imply the Unconditional to be contained within the conditional and
the limited to encompass the Absolute. 20

According to the patristic Triune teaching we distinguish essence (or
nature), energy (act or grace of God) and Persons (Hypostases) in God.
Essence is self-existing and autonomous as distinct from energy?!. Yet
neither the energy can be in ‘pure’ mode without essence, nor the essence

without energy but ‘not that the essence is from the energy but rather the

19 Koes, T. ‘IIpagocnasHama espa e edunus Boz. C6opruk mamepuaru 3a kaxoudam-
cmydenmu no 6ozocnosue, c. 101

20 TTonTomopos, Paxko, npor. 3a Bozonosxaruemo, 1994, c. 29

21 Energy in Orthodox theology means actualisation of the potentiality. It is the
process of realisation itself, not the result (the actual fulfilment). The one energy of
God, which belongs to the essence, is sent and communicated to the created beings
in the world through the Holy Spirit and is present and acts there as grace. This
means that it is given to the world from the Father through the Son in the Holy
Spirit but is equally energy and grace of the Father, of the Son, and of the Holy
Spirit. The grace is energy of God and for its part God’s energy is always graceful,
thus they are identical. However, it has to be noted that God’s energy is graceful in
an absolute theological meaning, whilst the grace always presupposes the creation
and thus we speak about it in the sense of economy. St. John of Damascus defines
the energy as the essential motion of God’s nature which consists of the Doer, Who
is able to act (the consubstantial Trinity), the action-energy and the work (God’s
grace in the individual men as gifts, charismas). See Crosiunos, Mapuss. Boxusma
6razodoam — 6ozocnoecko uscnedeane. I[lpakcuc, B. TepHOBO, 2007, c. 89, 90, 92, 96, 97
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energy i1s from the essence’.?2 They both constitute the uncreated,
indivisible divine nature of the Triune God in each of His hypostases.23
According to Fr. Sophrony the essence of God is ‘entirely unknowable,
impossible to name and to communicate even to rational beings’.2* No
creature is able to have knowledge of God’s essence, not_ even the

- e M e e e - ~

incorporeal forces; it ‘cannot be communicated’ and ‘it will forever remain

- . w——r - R ~

- ---.beyond the reach of all created beings: angels and men™5, -ie.- it is=~-~
absolutely incommunicable. In order to avoid any conceptualisation of the
essence, it was referred to as ‘supraessential’ (Umepouoidtng)?6 by the
Fathers. The Gospel clearly states that God is “dwelling in the light which
no man can approach unto” and that not only no man has seen Him but
“nor can see” (I Tim. 6:16).

Although his essence is beyond reach, God is partly knowable through his
acts and deeds in the world, i.e. He is accessible in His grace understood
as energy-action. 27 Thus, in the words of M. Stoyadinov, ‘the
unknowability and inaccessability of God-in-Himself-Alone does not™
remove the possibility of knowing and participation of God-in-His-action.

This makes the action of God an irrevocable condition for communion with

22 See CTo‘_s_VizxfzIﬁ_pl‘a";;MapHﬂH. Boxcusima 6aazodam — 6ozocnoecko uscnedeane. Ilpakcuc, B.
TepHOBO, 12007;%¢t 129-130, 95 and Hierotheos (Vlachos), Metropolitan of Nafpaktos.
Orthodox spirituality: a brief introduction, Levadia, Greece, 1992 (English transl. 1994), p.
4—6 .{!"( ol s s ~ ¢

23 Essence, kI-‘I.ypostasis and Energy do not exist separately (are not self-existing) and
thus in ontological perspective neither the essence can be separated from the
Hypostases, nor the energy from the essence, nor the energy from the Hypostases.
‘The essence and the hypostases of each Person are absolutely identical but also
completely different, and this is the main antinomy of the Trinitarian dogma’,
clarifies further Archimandrite Sophrony. This is to say that in God there co-exist
difference and oneness (Siakplolg kai évwolg). See Codponuit, apx. (Caxapos).
Poxoenue e Llapcmeo Henokonebumoe. Cs. W. IlpenreueHckuii Monacrups, Waz.
ITaanomuuk, MockBa, 2000, c. 64 and CrosauHOB, Mapusia. Booxxuama 6aazodam -
6ozocnoecko uscnedeare. llpakcuc, B. TepHOBO, 2007, c. 100

24 Codponmit, apx. (Caxapos). Poxdenue e ILlapcmeo Henokone6umoe. Cb. I1.
IIpenreyenckuii Monactups, Usa. [Tasomuuk, Mocksa, 2000, c. 66

25 Sophrony (Sakharov), Archimandrite. We Shall See Him As He Is. Transl. by R.
Edmonds, Essex, 1988, p. 120 (Codponwuii, apx. Budems Boza, xax On ecmo. Essex,
1985, c. 118)

26 Cocbponuit, apx. (CaxapoB). PoxxdeHue e Llapcmeo Henoxonebumoe. Cn. H.
Ilpenrevenckuit Monactups, Usn. [Tasnomuuk, MockBa, 2000, c. 66

27 CrosnuHOB, MapusH. EcmecmeeHo nosnarue u 6020n03HaHue @ NANAMUMCKOMO
6ozocnoeue. C6. Ars u Scientia npez Cpedrogekosuemo. U3z, Koia “Onpn”, Bpaua, 2006,
c. 19
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Him, a constant without which theological work becomes pointless and
the Christian life fruitless.”® Thus we talk of communicative energies.2°
John Romanides gives a very proficient explanation of the difference
between Essence (Being) and Energies (Act). He points out that God’s
essence (being) is not open to participation by man but open is “what is
connected with the essence”. God did not create the world from His
essence and the relationships of God are not according to essence, but
according to energy. What the Prophets and the Saints of the Church saw
is not God’s essence, but God’s uncreated glory and natural energy.3° The
energy is co-eternal with God’s essence (essential energy) and is
uncreated; it is one (because of the consubstantiality of God’s
Hypostases) and thus common, and also personal as it reveals itself only
through the Hypostases of the Holy Trinity, i.e. it is a personal, subjective
act.3! |
Divine energy is the activity of divine nature through which man
participates in and is united with God. It is not self-existing (as a separate
hypostasis) but enhypostatic, i.e. it is revealed to and “participated in by
man through the Hypostasis”, in other words, through the Incarnation of
Christ, Metropolitan Hierotheos explains.32

According to Fr. Sophrony God’s energy (act) is knowable because it is the
substance of the Life of God Himself, and is in turn accessible to rational
beings. It is the gift of grace and is most narrowly connected with our
nature in such a way that the uncreated does not become created or vice

versa. 33

¢) “natural” and “supranatural” Revelation3*

28 CrosanuHOB, Mapusin. EcmecmeeHo nosHamue u 6020Nn03HAMHUE & NANAMUMCKOMO
bozocnoeue. C6. Ars u Scientia npes Cpedroeerosuemo. Usn. Krviua “Onpu”, Bpaua, 2006,
c. 19

2 See CrosaunoB, Mapusin. Boxxuama 6nazodam — 6020c108cko usciedeane. IIpakcuc, B.
TwpHOBO, 2007, c. 113

%0 Romanides, John. An Outline of Orthodox Patristic Dogmatics. Orthodox Research
Institute, New Hampshire, 2004, pp. 5, 7

31 See CrosnuuoB, Mapusin. Boxxusama 6nazodam — 6020c108cKo uzcnedaane. IIpakcuc, B.
TwpHOBO, 2007, c. 129-130, 95

32 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994}, pp. 45, 46

33 Codponmit, apx. (CaxapoB). PoxdeHue e Llapcmeo Henokonebumoe. Cs. M.
Ilpenreyenckuit Monactups, U3n. Ilaaomuuk, Mocksa, 2000, c. 67

3% See Koes, Totio. IIpasocnasen Kamexusuc u ITocraque Ha usmounume nampuapcu 3a
npaeocsiagHama esipa, c. 14-15
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God ‘has not left us submerged in complete darkness’, writes St. John of
Damascus. ‘The awareness of His existence is naturally embedded in us.
The creatures themselves herald the greatness of God’s nature through

their eternal reproduction and governing.’3> B ) L

With these words St. John indicates the visible world as an intrinsic and
more accessible way to obtain knowledge of God. It is in this world that-
man discovers the traces of the invisible God, “for the invisible things of
Him from the creation of the world are clearly seen, being understood by
the things that are made, even His eternal power and Godhead” (Rom.
1:20).36 This is known as the “natural” Revelation. God reveals what is
possible and beneficial to know about Him37 through that which has been
created by Him. This incorporates not only the visible world with all its
attributes and natural laws, but also human history and mostly man
himself being the “image” of God. Thus “natural” revelation of God is
found as much in the external natural world as in man’s inner spirit. At
the same time as this evolves so does God’s revelation38. Artistic beauty
like natural beauty attests the existence of God and therefore has a divine
origin. The difference between them is that beauty in nature is not
produced by man whereas “the beauty of art is created by man, albeit
under divine inspiration”. This is because “the human mind is, in varying
degrees, itself divine” what is a logical consequence of man being created
in God’s own image.3° Describing inner revelation, the German poet

Friedrich Schiller says that ‘the most sublime in us comes from Above. 0

35 TamackuH, MoaH, cB. TouHo usioxeHue Ha npasocaasHama espa, c. 51

36 This truth is beautifully expressed in Blessed Augustine’s Confessions. When St.
Augustine asked the earth, the sea, the “creeping things that lived”, the heaven,
the moon, the stars and the sun what are they, he received a reply that they are
not “the God whom thou seekest”. On his request to tell him “something about
Him” they replied: “He made us”. He realised then that his “questioning was” his
“observing of them; and their beauty was their reply”. St. Augustine. Confessions.
Transl. by William Watts, Book 10, Chapter 6, p. 9 or Confessions, Book 10, Chapter 6 in
Selected Writings by Augustine of Hippo, USA, 1984, p. 126

37 lamackus, MoaH, cB. TouHo usioxeHue Ha npasocaiasHama eapa, c. 51

38 According to St. Athanasius the Great the grace received by man in the image of
God was sufficient in order to lead him to knowledge of God. CB. Atanacuit Beaukwn,
3a evruvweHuemo Ha Boza Cnoeo, 12, cnoped CTOSOUHOB, Mapusaxa. Ecmecmegero
no3HaHue u 6ozonosnaHue e nanamumcikomo 6ozocnoeue. C6. Ars u Scientia npes
Cpeodnogexosuemo. Usn. Keia “Oppu”, Bpaua, 2006, c. 21

39 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 49

40 Quotation according to 3anucku no anonoczemuxa, c. 122
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God is, above all, reflected in the saints. Contrary to people emancipated
by Him, and who in their desire to be ‘godlike’ autonomously from God fall
into the hands of sin,%! saints accomplish within themselves not only the
image but also God’s likeness. They manage to arrive at the gift of
perception, allowing them ir}sight into the essence of things and through

- T e m—

this they truly become ‘like gods’ (“he called them gods, unto whom the

. best recognise the signs and acts of God in the world.42

The “natural” Revelation does not so much lead to a knowledge of God but
i1s rather a reminding of God, a sign of His existence. When we consider
the world in its entirety but also in its parts it is impossible not to sense
the creative might of the Spirit Who has ordered the multitude of
creatures in such a suprawise manner, Who has organised their life and
activity and has granted the world all that it needs for its expedient
existence in harmony.

‘He revealed Himself to us, as far as we are able to comprehend Him’,
continues St. John of Damascus, firstly through the law and the
prophets, and later through His Only Begotten Son, our Lord God and
Saviour Jesus Christ.” That is to say that God has revealed Himself to us
not only through the creation, through His providence and through the
Divine Revelation, but mainly through Christ, who renews man created ‘in
His image’.4® The knowledge of which St. John speaks here is acquired
through the Holy Scriptures and referred to as the “supranatural”

Revelation because it conveys divine mysteries of God.

*!1 0. Nikolaeva clarifies that in man’s attempt to be “godlike” autonomously from
his Creator there is nothing creative or any desire to create anything “that has not
hitherto existed”. Rather it is the fruit of pride and envy which blind the mind and
through which the most gifted angel, “Lucifer, son of the morning!” (Isaiah 14:11-
12), fell and later seduced man. He who is proud and envious does not aim to create
anything but rather to make the created his own. See Hukoaaesa, Oaecs.
Cospemennas Kynmypa u Ilpaeocnasue. MockoBckoe Ilomsopbe CraTo-TpoULKOi
Cepruesoit Aaspel, 1999. l'iasa: Camana — nokposumens 6esdaprocmu / IIpesod Ha 6urez.
WUBanosa, A., Codusa, 2000, c. 175

42 HHKOAaeBa Onecsi. Coepemennas Kynmypa u Ilpaeocnasue. Mockosckoe Ilomsopbe
Cearo-Tpouuxkoit Cepruesoit Aaspbi, 1999. TaaBa: CnocobHocmb k meopuecmey Kax .~
6020nodobue /IIpeBon Ha 6Bar. “OMochop”, Codusi, 2000, c. 160 '
43 Koes, T. Bozonosnanue u BozoobueHue. C6opHuk mamepuanu 3a karoudam- cmydenmu
no 6ozocnoeue 1992, c. 127 u CrosauHoB, Mapuss. EcmecmeeHo nosHaHue u
6ozonosnanue & naramumckomo 6bozocnoeue. C6. Ars u Scientia npes Cpednoeexosuemo.
Hza. Kema “Oppu”, Bpaua, 2006, c. 21
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... word of God came” - Gen. 3:5, Jn. 10:34, 35). They have the capacity to-—=«=
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Within it the stages set out are: preparatory — the Old Testament, central —
the New Testament and the final eschatological stage — at the end of the
world. The Revelation of the New Testament is focused entirely on Christ
and also has three phases: in the initial part Christ imparts the Revelation
to His apostles; this is followed by the conveying of the Revelation by the
Apostles, which is carried out by the Church under the guidance of the
Holy Spirit and will be completed when human knowledge is replaced by

direct contemplation of God and his mysteries.44

d) conditions for knowledge of God

e The first and main condition necessary for knowledge of God is
Jaith. 1t is a kind of awareness which expresses certainty in the
existence of God, although this is not yet full knowledge. Knowledge
implies personal contact and communication which is realised most
fully through prayer.45

e Regardless of how much we study, we will not be able “to know the
Lord unless we live according to His commandments, for the Lord
is not made known through learning but by the Holy Spirit. Many
philosophers and scholars have arrived at a belief in the existence of
God but they have not come to know God. And we as monks apply
ourselves day and night to the study of the Lord’s command but not
all of us by a long way have come to know the Lord, although we
believe in Him. To believe that God exists is one thing, to know Him
another”. ... He who wants “to discover God with his mind, through
science and learning is in a state of beguilement”. ... “With the mere
mind we can only come to know the things of this earth, and then
only in part, while God and all that is of heaven are known through
the Holy Spirit”, writes St. Silouan the Athonite, an exceptional

ascetic of the 20th century.46

4¢ Koes, Torw. Ilpasocnasern Kamexusuc u ITocranue Ha usmouHume nampuapcu 3a
npasocaasHama espa, c. 13-15

45 Koes, T. Bozonosnanue u Bozoobwerue. COopHuK Mamepuanu 3a Kanoudam-cmydenmu
no 6ozocnogue, 1992, c. 132

% Sophrony (Sakharov), Archimandrite. Saint Silouan the Athonite. Essex, 1991, pp. 354,
445 (Codponnii, apx. (Caxapos). IIpenodobusiii Cunyar Agponckuii. Essex, 1990, c. 148,
184) -
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e The knowledge of God has a direct relation to our sin. As long as our
spiritual and moral existence has not been entirely damaged by sin,
knowledge of God is partially within our reach.4” If you want “to
know of the Lord’s love for us, hate sin and evil thoughts, and day
and night pray fervently. The Lord will then give you His grace and
you will know Him through the Holy Spirit”8, teaches St. Silouan,
for “the things of God knoweth no man, but the Spirit of God” (1
Cor. 2:11). St. Paul says that “we know in part, and we prophesy in
part. But when that which is perfect is come, then that which is in
part shall be done away” (1 Cor. 13:9-10). The reference here is to
eschatological time, when the entire universe is expected to change
into a “new heaven”, a “new earth” (Rev. 21:1; 2 Peter 3:13) and a
‘new creature” (2 Cor. 5:17, Gal. 6:15).49 This new reality can
already be perceived “in part”, “darkly” as “through a glass” (1 Cor.
13:12) into man’s soul, the degree of darkness depending on the
degree of sin within.

e On that account, other conditions necessary for religious knowledge
are the acquirement of a pure heart, virtuous life5° in accordance
with the Gospel, and humility. “The proud man would acquire
knowledge of things through his mind and his studying, but is it not
given to him to learn to know God, in that the Lord reveals Himself
only to the lowly in heart5!”, says St. Silouan.52

* His disciple Archimandrite Sophrony adds that the knowledge
accessible to man is fully attained in the Church. Like a student
who must follow the instructions and methods of his teacher in
order to become proficient at teaching, so he who wishes to become
proficient in the art of knowing God must follow the method of the
Church, which comes down to faith and compliance with the
commandments. ‘Faith’, says Fr. Sophrony, ‘is more profound than

reason. It calls us to reach the divine mysteries not through logical

47 TlonTonopoB, Panko, npor. 3a Bozonosnaxuemo, c. 30

48 Sophrony (Sakharov), Archimandrite. Saint Silouan the Athonite. Essex, 1991, p. 357
(Codpponuit, apx. (Caxapos). IIpenodobHuuli Curyan Agonckuil, c. 149)

49 Tlontromopos, Paako, npor. 3a BozonosHanuemo, c. 32

50 TlontrromopoB, Panko, nmpor. 3a Bozonosnanuemo, c. 33-46

51 With “lowly in heart” St. Silouan refers to the faithful and God-loving soul in
general, one being a condition for the other.

52 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Essex, 1991, pp. 354-255
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construction but by following the commandments (John. 8:32), the

core of which is the commandment of love.’53
e ‘God i1s known and contemplated through and in love, because He
Himself is love (1 John 4:8).* Knowledge is above all
‘communication in being, an active union between him who is
| knowing an;i —th'at which is being known ... To know means to
integrate the knowledge into one’s life and to make it immanent to
oneself.55 If love is really a “union” then the degree of knowledge
depends on the degree of love’s6, concludes Fr. Sophrony “and the

more perfect our love, the more perfect our knowledge”s”.

2. God as Spirit

a) notion of God

In the Old Testament God is perceived as One, all surpassing and all-
perfect Being.58

Here the concept of God is highly anthropomorphised, (i.e. qualities and
deeds akin to those of human beings are attributed to God). Although man
possesses abstract thinking he articulates even his most abstract
thoughts through human terms of expression due to the force of his
twofold nature. We come across the greatest difficulties here, as references
to the Absolute are made using relative terms. This anthropomorphism of
God is necessary in order to render the image of God more accessible to

man. Of course this does not mean that the nature of God can be

vy

53 Codponmit, apx. (Caxapos). Poxdenue e ILlapcmeo Henoxonebumoe. Cp. .
Ilpenreyenckuit MonacTups, U3n. [lanomHuk, Mocksa, 2000, c. 57-58

3¢ Codpponntt, apx. (Caxapos). Poxdenue e ILlapcmeo Henokonebumoe. Cs. M.
ITpenreyenckuit MonacTups, U3n. [asomuuk, Mocksa, 2000, c. 57-58

%5 ‘To know something means to have this in yourself. ... Only the free man knows
freedom, only the creator knows creative art, only the spirit knows the spiritual,
only the microcosmos knows macrocosmos’, aptly expresses Berdyaev. Bepases,
Hukoaait. Cmucovrem na meopuecmeomo. Cocdust, 1994 [Berdyaev, Nikolai. THE MEANING
OF THE CREATIVE ACT (1916)), c. 155

% Codponntt, apx. (Caxapos). Poxdenue e ILlapcmeo Henoxonebumoe. Csb. .
Ilpenreyenckuit Monactups, Usz. Ilasomuuk, Mocksa, 2000, c. 67

57 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Essex, 1991, p. 358
(Codbponnii, apx. (Caxapos). JIpenodobHeiii Cunyan Agorckudl, c. 149)

58 MMroarepos, . B., LloreBckwn, Ua. K. IlpagocnrasHo doemamuuecko 6ozocnosue, c. 36
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identified with that of man. God’s spirituality is absolute and as such
incomparable to that of man - the latter being only an image of the first.5°
The most precise definition of God is given in the New Testament by Christ
Himself. In the conversation with the woman of Samaria, he says that
“God is Spirit” (John 4:24). As such He is immaterial and has an inner
existence which is governed by mind, will and senses. This definition
determines that the goal of human life should be spiritual, namely
spiritual perfection.0
God’s spirituality is mentioned already in the Old Testament calling Him
“the Spirit of God” (Gen. 1:2; 41:38, etc.), “the Spirit of the Lord” (Is. 11:2),
“thy spirit is good” (Ps. 143:10), but the concept of the Spirit as a special
person is not clarified. It gets specified and developed only in the New
Testament. God is one in Essence and Triune in hypostases and the Holy
Spirit is the third Hypostasis. The “Absolute Being is Personal”. Because of
this, man’s relationship “with the Personal God” is also “first and foremost
personal”®! and active. The analogies in the Old Testament are taken from
physical nature, and those in the New Testament from spiritual nature. In
the New Testament God is not only an absolute Being but also the ideal of
moral perfection.62
There is a viewpoint according to which the concept of God’s infinity is
incompatible with the concept of God as a personal being. This stance is of
pantheistic origin, where infinity is understood in the sense of
universality, i.e. the totality of all things.63 This misconception disappears
when we consider that God is at the same time immanent6?, i.e. within
the universe, and transcendentsS, i.e. beyond it. Aristotle had already
developed this thesis in his ‘Metaphysics’. He considered that God is

immanent because he is present in all and moves all in the universe, but

% Koes, T. ‘Ceoticmeama Ha Boza'. C6opHurx mamepuaiu 3a Kandudam-cmydeHmu no
6oz0cno8ue, 1992, c. 108

60 [Mroarepos, [. B., Lonescku, Ua. K. IIpasocraeHo doemamuuecko 6ozocnosue, c. 36

61 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R. Edmonds,
Essex, 1988, p. 98 (Codpouunit, apx. Budems Boza, kax OH ecmp. Essex, 1985, c. 95). See
also ‘Concerning Man’s Personal Relationship with a Personal God’ in Sophrony
(Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary Edmonds.
Stavropegic Monastery of St. John the Baptist, Essex, 1991, pp. 111-114

62 MMroarepos, . B., Llorescku, Ua. K. Ilpasocnaero doemamuuecko 6ozocnosue, ¢c. 36-37

63 [Troarepos, . B., Llorescku, Ua. K. Ilpaeocnasro doemamuuecko 6ozocnoeue, c. 37

64 Intrinsic, permanently pervading the Universe. Oxford English Dictionary
[‘immanent’ when referring to God)

65 Situated beyond the boundaries of something.
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he i1s transcendent because while in the universe all is conditional,
transitory and imperfect, God is unconditional, unchanging and perfect.
Aristotle understood this as well in a spatial sense, since God also exists
outside the bounds of the universe.®® In this context we can understand
God not only as a Supra-being but also as Being beyond space and time,
since it is He Who has made all creatures, time and space.
Fr. Sophrony indicates that as Essence, Godly existence completely
transcends the creation, whilst as Energy (Action, Life), It comes into real
and full communication with rational beings and becomes immanent in
those who fully attain their salvation in this life (i.e. the saints). ‘As
“something given” [substance| It is incommunicable to the creation and
always remains a mystery, but as a “reality” (Action, Energy, Life) Godly
existence is communicable to the created “in the image and likeness”
(Gen. 1:26) reasonable beings, in all It’s entirety and infinity.67
Men are called to become “partakers of divine nature” (2 Pet. 1:4) not
in the essence which is inaccessible and non-participatory but in the
uncreated divine energies, which are identified with divine grace.5®
This is to say that in His essence God remains transcendent, inaccessible
and incommunicable to the created world. He is immanent in His energies
or actions, which are accessible to the knowledge of man.6 Through His
graceful energy ‘He communicates Himself and grants His divine life,
which sustains and sanctifies the whole creation’, explains Boosalis and
points out that this distinction is fundamental to the Orthodox teaching of
deification.’©
The immanence is wonderfully expressed in the prayer to the Holy Spirit,
“O heavenly King, the Comforter, Spirit of Truth, Who art in all places and
fillest all things...” and the transcendence in Solomon’s prayer during the

sanctification of the temple: “But will God indeed dwell on the earth?

66 Xybanuen, A. Aekyuu no xpucmusiHcka gpunocoghust

07 Codponnit, apx. (Caxapos). Poxdenue e Ilapcmeo Henorxonebumoe. Cp. M.
[Tpenrevenckuit MoHactups, Usn. [Masomunk, Mockea, 2000, c. 68

8 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 32

09 CrosjiunoB, MapustH. Boxusma 6razodam — 6ozocnoecko usciedsare. IIpakcuc, B.
ToepHOBO, 2007, C. 98

70 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 31
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Behold, the heaven and heaven of heavens”! cannot contain thee” (1 Kings

8:27).
b) attributes (1610uata)

With the enrichfnent and development of human thought and language
the linguistic form through which the truth about God is conveyed has
also been refined, although it remains human. The same is true of God’s
attributes. The idea of attributes, with which we define material objects,
through its multiplicity brings complexity to the essence of God - single,
simple and indivisible. This is due to the impossibility of finding a unique,
exhaustive source for the knowledge of God.

The One God in essence is perceived by religious consciousness with
many attributes, just as material objects, according to the Blessed
Augustine, reflect the sun’s light with many different colours.’2 St.
Gregory of Nyssa clarifies that ‘the attributes which we assign to God do
not express His essence, but only the human perception of His acts™3 or
with other words they are our names of His energies.

God’s essence is considered in both the East and West theology as an
independent being; but whilst for Western theologians God remains
unrevealed, for the Eastern Fathers ‘the inexpressible God’s essence
reveals and express itself in the energies, in the grace and in the many
names, with which we call God, whereas there is no name which can
comprehend God’s nature. St. Gregory Palamas (in Speech V against
Akindinus) says that the ‘common name God is used for God’s power, as
well as for the Hypostases and the Energy’. 74 He groups the energies into
four categories: substantial or creative - OUolono1dg (which gives substance
or existence to inanimate creation); life-giving - Zooroldg (possessed by all
living creatures - plants, animals, humans); reasonable - Aoyortoidg (of the
Tmage’; distinctive for man alone, which makes giving him reasoning

ability); and deifying - ®eortoog (of the ‘Likeness’; the highest, which is

71 1. e. the whole Universe

72 Koes, T. Ceolicmeama Ha Boza. CéopHux mamepuaiu 3a randudam-cmyoenmu no
6ozocnoeue, 1992, c. 109.

73 droarepos, [. B., LloneBcku, Ua. K. IIpasocnasHo doemamuuecko 6ozocnosue, c. 38

7% Quoted in CrosmuHOB, Mapusn. Boxusma 6nazodam — 60zocioecko uscnedeare.
ITpakcuc, B. TspuaoBO, 2007, c. 101, 122



26

given only to men, who are being saved, and angels, i.e. to Christians, who
are living members of Christ’s body working out their salvation and
likeness to God, and participating in His divine nature).”S Independently of
how many energies will be named and how will they be grouped, God’s
energy 1s one and remains simple and indivisible even when ‘it is
multiplied indivisibly in divisible objects’”6. This diversity of action causes,
according to St. John Chrysostom, different names to be given to God but
they by no means indicate variance in God’s essence’’. Thus, in the
words of St. Athanasius the Great, the Holy Trinity is ‘indivisible in
essence and one in action (in energy)78. In the Eastern Church the
consubstantiality and unity of action of the Holy Trinity is confessed and
therefore the divine energies could be called essential as well as
hypostatic. The energies are actually ‘God’s attributes in action or God
Himself every time in a different motion’ through which ‘God’s nature is
manifest and becomes accessible in its existence for knowledge and
communion’. 79

‘Thus the actions (energies) are the only manifestations through which we
build and formulate concepts of God and knowledge about His attributes
and names. From an ontological perspective we talk only about essence
and energies whilst the attributes, the names etc., are derivative from the
energies which reveal the essence.’ 80

We distinguish essential attributes (of God’s essence or nature, which as
well as the energy, is one in the three Hypostases), and hypostatic
attributes, specific only for the relevant Hypostasis. All attributes express
themselves hypostatically (personally), with the distinction that the

hypostatic attributes are revealed only through the specific Hypostasis,

7S Description after Zacharias (Zacharou);“Archimandrite. The hidden man of the heart.
Monastery “St. John the Baptist”,.Egsé)g;QOO?, p. 163

76 Cp. [amackuH, Moan. Touno usioxeHue Ha npaeocnasrama ssipa. 1, 14. Cocusa, 1996,
c. 77 cETE

77 CrosimuHOB, MapusH. Bosxxusma 6aazodam - 6ozocroecko uscaedeare. IIpaxcuc, B.
TepHOBO, 2007, Cc. 117, 116

78 Cs. Aranacuit Beauku. IMocnanue do Cepanuon I 28. Bix. CrosimuHOB, Mapusy.
Boxxuama 6nazodam — 6ozocnoecko uzcnedeare. Ilpakcuc, B. TepHOBO, 2007, ¢. 116

7 The Subject (God) Who performs the action manifests Himself through His
actions (energies) and through them is “imprinted” on the object of His action and
in this way He is “present” in it. The energy of God is homogeneous, i.e. God’s
action is determined by His very nature through which God is perceived as good
that He shares with the world. Bx. CrosausoB, Mapusin. Boxuama 6nazodam -
6ozocnoecko uscnedeare. llpakcuc, B. TepHOBO, 2007, C. 94

80 Comment by M. Stoyadinov
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whilst the essential are revealed through each of the three Persons
(Hypostases). 81
There are two main names given to God in the Holy Scriptures - “I am who
I am” (Exod. 3:14) and “God is Spirit” (Jn. 4:24). On the basis of these
names the attributes of God’s nature (i.e. the essential attributes) are
taken and grbﬁf)&i frgm_ .God’s -Revelation of Himself. The first group
applies .to God’s perfect, ever-existing substance and His absoluteness;
whilst the second refers to Him as a persona, as a spiritual being.
Related to God’s attributes as an absolute Being are his uniqueness,
eternity (John 14:24), permanence, immeasurability and omnipresence
(Rom. 8:9). God in His manifestation reveals Himself not only as essence
and energy but also as personal God.82 As such He ‘has the powers
which belong to the human spirit (mind, will and senses) but as infinite
Being he possesses it to an absolute extent3. He is omniscient (John
14:24) and suprawise - these being attributes of God’s mind; he is
absolutely free, All-holy, omnipotent (1 Cor. 12:7) and All-righteous,
according to his will, and according to God’s sense he is All-blessed and
Ever-loving. ‘
The Divine actions of creation (Job 33:4), renewal, remission of sins, etc.,
are examined also as attribﬁtes of God.
The hypostatic attributes of the Father are unbegotten and not-
proceeding, of the Son - begotten, and of the Holy Spirit ~ proceedings*
(John 15:26). ‘The act of birth (begettening) and the act of proceeding does
not limit in any way the freedom of the personal self-definition of the
Begotten and the One Who proceedes’, clarifies Fr. Sophrony. At the same
time the One Who bears does not precede the Begotten, neither the

Proceeder the One Who proceeds.85

81 See CrosimuHOB, MapusH. Boxusma 6nazodam — 6020c108CK0 U3CAed8aHeE. IIpakcuc, B.
TwspHOBO, 2007, c. 121

82 CrosmuHOB, MapusH. Boxusma 61azodam — 6020cn08cko uscnedeare. IIpakcuc, B.
TwpHOBO, 2007, c. 114

83 Mroarepos, [. B., Llonescku, Ua. K. ITpasocrasro doemamuuecko 6ozocnosue, c. 38

84 The personal attribute according to which the Holy Spirit is differentiated from
the Son and the Father is it’s proceeding (John 15:26 - “even the Spirit of truth,
which proceedeth from the Father”), in distinction to the Son Who is begotten
before the ages from the Father. Koes, Torio. IIpasocraser Kamexusuc u IHocranue na
usmouHume nampuapcu 3a npagocrasiama espa. CU Codpus, 1983, c. 80

85 ‘There is nothing that is first or last in the Trinity, bigger or smaller, but three
Persons (Hypostasis) equal in one essence (nature)’ - explains further Fr. Sophrony.
(Cobponnst (Caxapos), apxuMm. Poxdenue e ILlapcmeo Henokonebumoe. Cb. 1.
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Of decisive importance for our study are the divine creative energy and the
actions linked to the self-hypostatic attribute of proceeding such as

speaking through the prophets86, i.e. inspiration.

c) The Holy Spirit (pneumatological analysis)

The Holy Spirit is not a creature like other spirits (angels, demons, the
human spirit), but is God - equal and of one nature with the other two
Hypostases of the Uncreated God — Father and Son.

In the Orthodox tradition “the Spirit is known as a person and as a
personal grace”, “Who is offered to man and makes him spiritual”.87

The Spirit “is coeternal with the Father and the Son, and thus a personal
and divine source for deification”. He is also “the source of power and of

order” as well as of inspiration.88

e The coming of the Spirit in the world

“The Holy Ghost was not yet given, because that Jesus was not yet
glorified” (John 7:39), announces the Gospel. This indicates that the Holy
Spirit will be given only after Christ is glorified through His Resurrection
and Ascension.

In the Acts of the Apostles it is announced that just before His ascension
Christ reveals to his disciples that “ye shall receive power, after that the
Holy Ghost is come upon you: and ye shall be witnesses unto me ... unto
the uttermost part of the earth” (Acts 1:8). This descent takes place on the
Fiftieth day after Christ’s Resurrection: “And there appeared unto them

cloven tongues like as of fire, and it sat upon each of them. And they

IIpenreyenckust MonacTups, Usn. IasomuMK, MocKsa, 2000, c. 55, 54, 64) It is
necessary, however, to mention that in their theology the Cappadocians (St. Basil
the Great, St. Gregory the Theologian and St. Gregory of Nyssa) and the later
Fathers always stress the monarchy of the Father as beginning and source of the
hypostasis of the Son and the Spirit, without, of course, being Superior to them or
entering subordination.

8 See 2 Pet. 1:21

87 Mantzarides, Giorgios 1. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 9

88 Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press, USA,
1983, p. 16
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were all filled with the Holy Ghost ...” (Acts 2:3-4). Independently of the
fact that the beginning of the Church is marked precisely by this coming
of the Holy Spirit at Pentecost, ‘actually, two announcements of the Holy
Spirit can be differentiated in the Church’, indicates Lossky.89 When
Christ breathes the Spirit into his disciples immediately after his
fresurre(;,tion%, tlv'lérpriestly aﬁthority of binding and unbinding the sins of
the faithful is bestowed on the Apostles. According to St. Gregory of Nyssa
this is not a personal but a co-operate presence of the Holy Spirit for a
specific task, in relation to Christ, Who grants Him.9! Here the Holy Spirit
is granted equally to all and is communicated to the whole Church as one
body, but He does not have a personal relation with the separate persons
and does not communicate any personal holiness as in His second coming

on Pentecost.92

Descending upon all present in the form of “tongues like as of fire” (Acts
2:3), the Holy Spirit announces Himself to them, marking them with the
seal of the personal and unique relation of the Trinity, Who manifests His
presence in each individual. The manner in which this happens remains a
mystery of the kenosis?3. There is one essential difference between the
manifestation of the Spirit and the manifestation of the Son. Whilst in the
kenosis of the Son appears the Hypostasis and the Deity remains
concealed behind “the form of a servant” (Phil. 2:7), the Holy Spirit
manifests the energy of the common nature of the Trinity in His coming
but leaves His Hypostasis concealed under His Deity. He “is sent from the

Father through the Son”?* (in the name of the Son) but does not proceed

89 Aocku, Baamumup. Ouepk ebpxy mucmuueckomo 6ozocnosue Ha HMamounama yvpKea.
IlpeBox oT dpencku Kpymosa, E. Omodop, Codus, 2005, c. 165

% “Until the day in which he was taken up, after that he through the Holy Ghost
had given commandments unto the apostles whom he had chosen.” (Acts 1:2)

91 Cp. I'puroputt Hucwuitcku, In canticum hom. XV, PG, t. 44, col. 1116-1117. Bx. Aockuy,
Baamumup. Ouepk ebpxy mucmuueckomo 6ozocnosue Ha Hsmounama ybprsa. IlpeBox ot
dpencku Kpymona, E. Omocop, Codus, 2005, c. 156

92 Nocku, Baamumup. Ouepx ebpxy mucmuueckomo 6ozocrosue Ha HMamoumama ubpKea.
IIpesox or dpercku Kpymosa, E. Omodop, Codus, 2005, c. 166

9 Kévooig (Philip. 2:7 - Ekévwoe) - Engl. self-emptying; BG - CaMONOHH3ABaHe,
caMoymaAsiBaHe, CMHPEHHE; pYC. HCTOAHHE, yIpa3AEE€HHE, YHHYHIKCHHAE

9% “The Comforter, which is the Holy Ghost, whom the Father will send in my
name” (John 14:26). This means, according to Lossky, ‘to hold the name of the Son
and to be part of His Body so as to receive the Holy Spirit’. Aocky, Baagumup. Ouepi
8bpxY Mmucmuueckomo bozocnogue Ha Hsmounama yoprea. IlpeBon oT ppeHCKH Kpymoza,
E. Omodop, Codusi, 2005, c. 162
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from the Son, i.e. He “does not have his existence from the Son”.95
According to Lossky ‘whilst the Son gives the image, i.e. His Hypostasis, to
the whole of humanity’s nature, the Holy Spirit gives each person created
in the image of God an opportunity to enact the likeness in the common
nature through imparting to it His Divinity. Therefore, Lossky considers
that the action of Christ unites, whilst that of the Spirit diversifies.96

“The Spirit”, Meyendorff clarifies, “reveals Christ and grants adoption to
the Father. ... The action of the Spirit is in fact an introduction to the life
of the Trinity, which is love, reciprocity, communion, a union which does

not suppress personal diversity.” 97

¢ Contributions of the Spirit to the economy

Zizioulas®® gives an explicit and prolific classification of the specific
contributions of the Holy Spirit in the economy. He indicates as a first
fundamental particularity of Pneumatology, its eschatological character.
Whilst the specific role of the Son in the economy is to become history, the
role of the Spirit is exactly the opposite: “it is to liberate the Son and the
economy from the bondage of history”. The Spirit is beyond history and He
acts in history in order to bring into it the last days (the eschaton). Thus
He makes of Christ the “last Adam”, i.e. an eschatological being.

As next important contribution of the Holy Spirit Zizioulas mentions
communion. He highlights that “because of the involvement of the Holy
Spirit in the economy, Christ is not just an individual, not “one” but
“many”, a “corporate personality”.

Further functions attached to the particular work of the Spirit in Christian
theology are inspiration and sanctification whereby our attention here will

be particularly focused on the inspiration.

» The Holy Spirit as originator and core of the Church (ecclesia)

% Romanides, John. An OQutline of Orthodox Patristic Dogmatics. Orthodox Research
Institute, New Hampshire, 2004, p. 29

% Aockm, Baamumup. Ouepk ebpxy mucmuueckomo 6ozocnoeue Ha Hamounama uvpKea.
IIpeBon ot dpercku Kpymosa, E. Omodop, Codus, 2005, ¢. 165

97 Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press, USA,
1983, p. 24

8 For all bellow up to next paragraph see Zizioulas, John D. Being as Communion. St
VSP, USA, 2004 (1985 - 1st edition), pp. 130, 131, .

e
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The descent of the Holy Spirit is the ‘last act of the Revelation of God™9.
With this God lays the foundation of the Church and is inseparably
present in it (John 15:26).100

Zizioulas indicates that Orthodox ecclesiology has been determined by the
first two aspects of Pneumatology (see above), namely eschatology and
communion. He draws attention to the fact that these two aspects of
Pneumatology are not only necessary but constitutive of ecclesiology: the
Church is constituted in and through eschatology and communion. This
is to say that the Spirit is not something that “animates” a Church which
already exists adding dynamism to its essence but that Spirit makes the
Church be, thus Pneumatology is the very being and the very essence of
the Church.101 Hence “it is not the Church which, through the medium of
its institutions, bestows the Spirit, but it is the Spirit which validates

every aspect of Church life, including the institutions.” 102
e Character and role of the Church

According to Fr. Sophrony it is only within the Church that the wholeness
of man’s existence is realized. He thinks that the Church as the Holy
Trinity has at the same time an antinomic quality of identity and
dissimilarity. As in God’s Being there exist Nature (Essence), Hypostases
(Personae) and Energies (Actions), here we also distinguish the existence
of essence, hypostases (personae)l93 and energies (acts), which, according
to Fr. Sophrony, in the ultimate perfection of humanity are called to
become identical, and thus to achieve a complete unity in the Church (see
John 17:20-23).104

9% Codponn#t, apx. (Caxapos). Poxdenue e ILlapcmeo Henokonebumoe. Cn. .
Ilpenredenckuit MoHactups, Usa. Ilasomuuk, Mocksa, 2000, c. 51

100 [Tonnwul ITpagocnaensiit Bozocnoskuil SHyuKkioneduuecKkuil Cnosapb. Mocksa, 1992, c.
801

101 Zizioulas, John D. Being as Communion. St VSP, USA, 2004 (1985 — 1st edition), pp.
131, 132

102 Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press, USA,
1983, p. 28

103 Men possess a common nature in a multitude of human personae. Aocku,
Baagumup. Ouepk 8vpxy mucmuueckomo 6ozocnosue Ha Mamounama ubvprea. IIpeBox ot
¢ppencku Kpymona, E. Omodop, Cocusi, 2005, c. 164

104 Codpponmit, apx. (CaxapoB). PoxdeHue & Llapcmeo Henoxonebumoe. Cp. M.
IIpenrevenckuit Monactups, Usa. [TlasomHuk, Mocksa, 2000, c. 85
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The Holy Fathers see in the Church the new Christ, in His entirety, the
new Man, completely transformed by the Spirit.105 All members of the
Church are united in Christ in one body, and He becomes the Hypostasis
of this Body. And although this ‘sole body’ is one according to its renewed
nature, it is multiple in ‘personae’, i.e. he exists in many persons. The
action of the Son is related to human nature of which in His hypostasis He
is the head. Each of the persons are being addressed by Him in a unique
“personal” way adapted to each human being as to a hypostasis created in
the image of God.106 ‘Therefore the act of Christ and the act of the Spirit
are inseparable: Christ creates the unity of His mystical Body through the
Holy Spirit and the Holy Spirit is communicated to man through Christ.107
In other words the difference in the economy (act) of the Son and of the
Holy Spirit is only seeming, not real.108
Meyendorff points to the “kenotic” role of the Spirit in salvation (and also
in the internal life of the Trinity, which is always directed to the Other):
“the Word - not the Spirit — became flesh”, illustrates Meyendorff, but with
the assistance of the Spirit who came upon Mary; it is “the Spirit who,
within the Church, makes Christ eschatologically present in the midst of
His disciples”; the Holy Spirit ‘seals’ every Baptism and it is invoked at
every Eucharist “to make the bread and wine the body and blood of
Christ”, etc.109
Meyendorff points also out that “the role of the Church is not to impose
upon man a truth which he is incapable of perceiving otherwise, but to
restore him in the life of the Spirit, so that he himself might know the
Truth”.110

105 Clement of Alexandria. Protreptique, XI. PG, t. 8, col. 229 B. Citation of Clement of
Alexandria in Lossky, Vladimir. Ouepx ebpxy mucmuueckomo 6o0zociosue na Hamounama
uvpkea. IIpeson ot ppencku Kpymosa, E. Omodop, Cocdus, 2005, c. 163

106 Aocku, Baamumup. Ouepk €bpxy mucmuueckomo 6ozociosue Ha HMsmounama yvpKea.
ITpeson ot dpercku Kpymosa, E. Omodop, Cocus, 2005, c. 164

107 Aocku, Baamumup. Ouepk @bpxy mucmuueckomo 6ozocnoeue Ha Hamounama ubpKed.
ITpeson ot ppercku Kpymosa, E. Omodop, Codus, 2005, c. 165

108 Comment of M. Stoyadinov based on Zizioulas. We should add here that although
closely linked in their common action on earth, the Son and the Spirit remain
separate Hypostases independent of each other in this same action. Despite Their
oneness They never merge.

109 Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press, USA,
1983, pp. 25, 26

110 Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press, USA,
1983, pp. 28
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e The Spirit as a personal grace

The personal gift of the Spirit is the divine love which not only “unites the
three divine Persons” but “is also communicated to human persons”. This
communion is the “gift of adoption to the Father in Christ”, Meyendorff
explains.111

In the Church and in Baptism the Holy Spirit is present and is -
communicated to the faithful as grace which strengthens the newly
baptised, so that He can restore and raise fallen man by sanctifying him
and supporting him on the path to perfection. He directs Christians
towards higher spiritual service which would bring them closer to
deification and transform them into “new creature” (2 Cor. 5:17, Gal.
6:15), and by joining them in a mystery He delivers to them the wholeness
of the Godhead’.112

Uncreated grace, moreover, is differentiated from its Giver, i.e. from the
Hypostasis of the Holy Spirit, Who communicates it. ‘It is energy,
“proceeding out” of the one nature, the Godhead (Beodtng), which is
unspokenly distinguished from the essence and as it is communicated to
created beings, it deifies them. It is no longer an act which God’s will
generates in the soul and which affects the person as an external cause,
as it had been in the old Testament; now the very Divine life is revealed in
us in the Holy Spirit. ... In Him God’s will is not external to us: it
transmits the grace inwardly, and it reveals itself in our very persona, as
long as our human will remains in agreement with the Divine will and

interacts with it, attaining grace and making it ours’.113

The Holy Spirit is granted to the Church as a Gift from the Son, to baptise
and abide in the Church, to preserve it in truth and to guide it along the
paths of God’s virtue so that the Church can serve God in bringing Him

into the hearts of the faithful and to impart to them spiritual gifts and

111 “In the Holy Trinity, the Spirit unites and connects the Father and the Son. And
He also connects us with divine life.” Meyendorff, John. Catholicity and the Church. St.
Vladimir’s Seminary Press, USA, 1983, pp. 19, 20

112 Aocku, Baagumup. Ouepk ebpxy mucmuueckomo 6ozocrogue na Hamounama ubpkea.
IlpeBox or dpencku Kpymora, E. Omodop, Cocus, 2005, c. 167

113 Aocku, Baagumup. Ouepk ebpxy mucmuueckomo 6ozocrosue Ha Hamounama Ubpreda.
IlpeBon or dpencku Kpymona, E. Omodop, Cocus, 2005, ¢. 171
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virtues necessary for Christian life, so that Christ’s followers can ‘receive
strength’ and follow Him “unto the uttermost part of the earth” (Acts 1:8).
John Meyendorff explains that “the Spirit proceeds from the Father and
‘rests’ on the Son”, that is, the Spirit does not go further than the Trinity.
Thus the gifts of the Spirit are bestowed upon man always “in Christ” and

“are accessible only in Him”.114

Pentecost, which reveals to the faithful the presence of the Holy Spirit,
signifies, according to the mystical tradition of the Christian East ‘the end,.
the ultimate aim, and at the same time the beginning of spiritual life’.115
As the Holy Spirit descended onto the disciples in the form of tongues of
fire so He descends onto the newly baptised, through the mystery in the
Chrismation!16, which immediately follows holy Baptism. The Holy Spirit
acts in both of the mysteries. Therefore ‘the mystery of Baptism is not only
baptism of water, but a baptism of the Spirit”!7. The incorruptible and
deifying gift of the Holy Spirit in Baptism is also called ‘the grace of
baptism’. It is the basis of all Christian life and is not lost even if man
turns away from the purity of the faith.118 The baby who is baptised does
not yet have his own will but receives baptism through the will of his
relatives. Nonetheless the grace of the Holy Spirit, which is always
constant, abides in him despite his inability of self-awareness. However,
when he becomes a conscious being, his ability to perceive the grace, i.e.
to be in collaboration (ouvepyia), is dependent on his free decision and

thus the perception of the grace either increases or decreases.!19

114 Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press, USA,
1983, pp. 19, 20

115 Aockm, Baagumup. Ouepk evpxy mucmuueckomo 6ozocnosue Ha Mamounama ubpKea.
IIpeson or dppencku Kpymona, E. Omocop, Cocus, 2005, c. 168

116 Chrismation ‘is the external expression of the mystery of the participation of
the Holy Spirit. In the Latin tradition it is replaced by Confirmation. Jesus is the
Messiah, i.e. the Anointed. Our Chrismation is an extension of, and a sharing in,
the unction of Our Lord with the Holy Spirit, accomplished by the Father’. See
Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox Ascetical
and Mystical Tradition, London, 1961, pp. 62, 63

117 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 43

!18 According to Seraphim of Sarov, ‘it is not taken away even from heretics until
their death’. Aocku, Baagumup. Ouepk ebpxy mucmuueckomo 6ozocnogue na Hamounama
yvprea. IIpeBon ot dpercku Kpymosa, E. Omocop, Cocus, 2005, c. 169

119 As it has been said above, “the grace of baptism” is never retracted, but in
Staniloae’s words, ‘divine action does not sanctify without human acceptance.’
Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 24
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In order to achieve synergy man is called to develop this initial gift of the
Holy Spirit throughout his whole life. The spiritual life founded in Baptism
has therefore a dynamic character. St. Diadochos of Photike explains that
‘the grace of Baptism is established in the depths of the nous from the
moment of Baptism, concealing its presence from the awareness of the
mind. When the faithful begin to love God with their whole will, then in an
inexpressible way, this grace offers a portion of its good to the soul with
the awareness of the mind. Comparably with the progress of the soul the

grace of God reveals its goodness to the mind’. 120

The second birth that man receives through Baptism and the sacraments
of the Church is called spiritual birth or rebirth and indicates the
beginning of eternal life. The sacraments do not transform man but
initiate him!2! to restore the ‘image of God’ and to grow ceaselessly and
progress continually into the likeness of God.122

The Holy Spirit is the ‘Source of sanctification’, writes St. Basil the Great,
‘which does not dry up because of the multitude of the participators. ...In
His Entirety He is present in everyone and everywhere...When people enter
in communion with Him He does not cease to be whole, like the sun’s ray,
which gives joy to all in such a way that each one believes himself to be
the only one enjoying it. ... In the same way, the Spirit is present in every
one who accepts Him, as if He had been given to him alone. Despite this
He pours His entire grace on all, each participator rejoicing in it within the
measure of his own spiritual receptivity, as there is no measure for the
capacity of the Holy Spirit.’123

Together with the Father and the Son, the Holy Spirit acts in the universe
as life-giving.124 The actions of the Holy Spirit are extended most

rigorously upon man and not only give him life, but also help him to

120 St. Diadochos of Photike, On Spiritual Knowledge 77, Philokalia 1.279. Mentioned in
Mantzarides, Giorgios 1. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 11

121 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 13

122 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, pp. 29, 30

123 St. Basil the Great. Liber de Spirito Sancto, c. IX, § 22, PG, t. 32, col. 108 BC. Cited
after Aocku, Baagumup. Ouepk 8bpxy mucmuueckomo 60z0ciosue Ha Hsmounama ybpKea.
[IpeBon ot dpencku Kpymosa, E. Omodop, Codus, 2005, c. 164-165

124 Koes, Totio. IIpasocnasen Kamexusuc u [Tocranue Ha usmounume nampuapcu 3a
npasocnraeHama esipa. CU Codus, 1983, c. 81
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desire and understand what is good, and as he advances in virtue to

become more God-like.

3. Spirituality and spiritual life

(An anthropological view)

a) man as spirit-soul and body

‘Pneuma’ in the Scriptures denotes not only the Holy Spirit but also the
human spirit. According to the Holy Scripture man is a dichotomous being
combining in itself two elements — earthly (body) and heavenly (soul).125
Body is conventionally considered as material and the soul as incorporeal
nature, ‘an immortal and spiritual part of man’26 in which the immortal
image of God is imprinted through inbreathing (Gen. 2:7). After creating
the first man Adam from earth, God breathed in to him the breath of life
(Gen. 1:26-27, 2:7). According to some of the Fathers “the breath” is
identical with the soul, whilst for others God in-breathes His grace. 127 St.
Cyril of Alexandria holds that God created first the body and the soul and
then he ‘breathed in him the incorruptible life-giving spirit’, i.e. God’s
uncreated graceful energy, which exists in man as “breath of life”.128 Thus
grace is perceived as life-giving power of God whereby the Fathers call
grace also the actual action of ‘in-breathing’ to which, according to St.
John Chrysostom, man owes his spiritual nature. 129 Hence it becomes
clear that according to the Holy Fathers soul and grace are inseparably

connected.

125 See CrosnuuoB, MapusH. Boxusma 6aazooam — 6ozocnoacko uscnedeare. llpakcuc, B.
TovpHOBO, 2007, c. 148

126 [Tvana IpasocnasHa Bubneiicka Enyuxnonedus. Tom I, B. TspHOBO, 1993, . 256

127 CroanunoB, MapusH. Boxxusma 6aazodam - 6020cnoecko uscnedeare. Ilpakcuc, B.
TepHOBO, 2007, c. 150

128 Metropolitan Hierotheos also highlights this by explaining that the soul is not
the Spirit of God and not a part of Him but since the ‘in-breathing’ of God it has in
itself the energy of the Holy Spirit, Who created the soul, without Himself being the
soul. This highlights that “the soul cannot be examined autonomously but only in
connection with God”. Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox
spirituality: a brief introduction, Levadia, Greece, 1992 (English transl. 1994), p. 32
(27BG)

129 See CrosignHos, Mapusan. Boxusma 6nazodam — 6ozocnoecko uscredeare. Ilpakcuc, B.
TwpHOBO, 2007, c. 150, 151, 153 (CB. Kupua Asekcanapuiicku, I'nagupu, 2, PG 69, 20B;
Cgs. Hoan 3aaroycr, Beceda Ha ev3HeceHue, 4, PG52, 777)
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In this context ‘the breath of life’’30 can be considered as an act which
imparts spiritual, not physical, life to man since in Scriptures “the breath
of life” which makes man into ‘a living soul (nephes in Hebrew)’ means life

and also the attributes of the living creature and correspondingly those of

the human spirit (ruah in Hebrew), received during this ‘in-breathing’.

This consequently leads us to think that the term ‘ife’ initially refers to

. our spiritual, and not biological, existence; because the “in-breathed” = -

grace i1s ‘the true beginning of our existence’'3l. In the words of M.
Stoyadinov, ‘without the grace, which is implanted in man by his creation,
he would be non-existent’, since man exists realistically only in
communion with the ‘Source’ and ‘Fullness’ of life and as participator of

God’s grace he ceases to be affected by corruption.132

The soul, according to St. Macarius the Great, is not of Godly substance,
neither is it of the substance of deceitful darkness but it is an intelligent
being (noera), a magnificent resemblance and image of God where “the
wiles of the dark passions have penetrated” “because of her
transgressions”.133

The Fathers believe that the soul exists in itself and animates the body.!34
Just as God governs the world, so the soul governs the body. ... In other
words, the soul is not enclosed by the body, but it occupies the body to
which it is attached.135 According to St. Gregory of Nyssa the body is the
dwelling place of the soul and not that the soul is held by the body but it
is the soul which contains the body.13¢ The soul is joined to the body but

does not merge with it,137 whilst they are both united and ‘related as

130 Jewish ‘nismat hayim’ (Gen. 2:7)

- 131 Aocckuit, Ba. Zloemamuueckoe 6ozocnosue, c. 295. Bx. CrosauHoB, MapusH. Boxusma

6nazooam — 6ozocnoecko uscnedeane. lpakcuc, B. TepHoso, 2007, c. 152

132 See CrosaunoB, MapustH. Boxxusma 6arazodam — 6o0zocnoecko uscaedsare. Ilpakcuc, B.
TepHOBO, 2007, c. 154, 155

133 St. Macarius the Great, First Discourse, paragraph 7, quoted in Sophrony (Sakharov),
Arhim. Saint Silouan the Athonite. Transl. by Rosemary Edmonds, Essex, 1991, p. 144
(Codponntii, apx. (Caxapos). I[Ipenodobnuiii Cunyan Agorckuil. Essex, 1990, c. 60)

134 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
91

135 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 33

136 In the work of St Gregory of Nyssa — ‘On the Soul’. PG (Patrologia Graeca) 45, 217 .
Quotation in Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 33

137 St. Gregory of Nyssa clarifies that, ‘incorporeal life passes through everything
and nothing passes through it, hence its passing through everything is the
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hypostases!38. They coexist simultaneously without any confusion
whereby neither of them is man on its own.13° The body must become
spiritual since “the Word became flesh that He might change flesh to
spirit”.140 Jrenaeus of Lyons, who sees man as “composed of a body taken
from earth, and a soul which receives the Spirit from God”, says that ‘man
ceases to be carnal and becomes spiritual, because of his communion
with the Spirit’.141 The soul could be called ‘spiritual’ in so far as it is
permeated by the power of the Spirit’. ‘When it follows the spirit, it is
raised up by it, but if it sympathizes with the flesh, it falls into carnal
lusts’. Consequently, only the souls of the just are 'spiritual’; the souls of

the sinner become ‘carnal’ and ‘earthly’.142

It is interesting to notice that also the Hellenistic philosophers viewed the
‘spirit’ as the principle giving a general orientation to human activity.43
Plato, in whose view the soul was “the body’s mistress and governor”!44,
had already distinguished between the body (soma), the soul (psyche) and
the mind (nous). The nous is the rational element (logikon, rationabile)
within us, the highest part of the mind. It is often used as synonymous
with heart!4> (kardia) for, according to the Greeks, the heart represented

not the life of feelings, but a lofty life of intellect and reasonable will.146

unification, and the fact that nothing passes through it means that it is left
unmixed and unmerged’. Cs. Tpuropuit Hucuiickmn. 3a dywama CBCTOOTC‘{CCKO
HacaeacTBo, OModop, 2001, c. 145, 148 -7 -

138 TTpenn. MakcuM M3noBegHUK, HpOJloz KbM nomecmenume e nonemurxama cxosiuu (EPE,
Philokalia, 14E, 186, 94). LUur. mo CrosawHoB, MapusaH. Boxusma 6arazodam -—
6ozocnoecko uscnedsane. lIpakcuc, B. TepHOBO, 2007, c. 149

139 Bok. CroaaunoB, MapusiH. Boxusma 6nrazodam — 6ozocnoecko uscnedsane. Ipakcuc, B.
TspHOBO, 2007, C. 148

190 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
112

141 Irenaeus, Against Heresies 5, 20, 2, (Paris: Cerf, 1969), p. 260 and Ibid. 9, 2, p. 110,
quoted in Meyendorff, John. Catholicity and the Church. St. Vladimir’s Seminary Press,
USA, 1983, p. 21

192 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
97

143 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
29

144 From Timaeus of Plato, reprinted in Strunk, Oliver, editor. Source reading in music
history. W.W.Norton & Company Ltd, USA, 1978, p. 20

145 The heart is the centre, the base and the utter depth of the persona, the place
where man meets God, the dwelling place of divinity. The heart contains the
fulness of the spiritual life. See Boxecmeennas Aumypeus. CocraBurea Boarapckwuii,
Amurpuii. Cesamo-Tpouuyruli HonuHckuilli moHacmulp, Kuee, 2004, c. 93 and Spidlik,
Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p. 103

196 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 50
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In the letters of St. Paul the Apostle, where he writes of body (oona), soul
(puxr)) and spirit (mvelna) it seems as if he also refers to man’s nature as
threefold. Nevertheless with the suggestion “your whole spirit and soul
and body be preserved blameless... ” (1 Thessal. 5:23), he rather refers
to the soul and Ehe; spirit as higher and lower forms of the same intrinsic |

nature than as two different entities.147 This is clarified further with the

.-.- - words, Y. Howbeit that was not first which is spiritual, but that which is ~ =~

natural [of the soul]; and afterward that which is spiritual” (1 Cor.
15:46)148, if this reflection is understood as an indication that the spiritual
is achieved through the development of the soul. It is for this reason that
in the Holy Scripture soul and spirit are differentiated as two levels of the
human soul which have different ethical, rather than existential,
characteristics. In fact, the two terms - soul (nephes, psyche) and spirit
(ruah, pneuma) - are often opposed!49, but their use as synonyms is more
common and the view that during human life soul and spirit are united in
one essence, in the soul, which after the death of man will return to God,
Who gave it to him, predominates in Orthodox thinking (Eccl. 12:7).150 The
soul is the persona (hypostasis), with its reason; desire; and senses, whilst
the spirit is the internal depth of man and has mind; will; and strength.15!

According to Pseudo-Macarius “God, who made your body, did not give it
life from its [His] very own nature nor from the body itself, nor from the
food, drink, clothing, and footwear that He give the body, but He arranged
it that your body, created naked, should be able to live by means of such

extrinsic things as food, drink, and clothing. ... In a similar way, it is so

197 Mroarepos, [. B., Lorescku, Ha. K. Ilpasocrasro doemamuuecko 6ozocnogue, c. 81

148 Similar references are also found in Hebr. 4:12; 1 Cor. 2:14; 15:44-45, where the
same meaning is evident.

149 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
92

150 [Tvana Ipasocnasna Bubneticka Enyurnonedus. Tom I, B. TepHOBO, 1993, c. 256

151 According to Metropolitan Kallistos “with his soul (psyche) man engages in
scientific or philosophical inquiry, analyzing the data of his sense-experience by
means of discursive reason. With his spirit (pneuma), which is sometimes termed
nous or spiritual intellect, he understands eternal truth about God or about the
logoi or inner essences of created things, not through deductive reasoning, but by
direct apprehension or spiritual perception - by a kind of intuition that St. Isaac
the Syrian calls ‘simple cognition’ (simple knowledge). The spirit or spiritual
intellect is thus distinct from man's reasoning powers and his aesthetic emotions,
and is superior to both of them”. Metr. Kallistos identifies here the soul with
reason, which is one of the energies given to the soul by God, and also he identifies
the nous with spirit, the former being one of the faculties of the spirit. Bishop
Kallistos (Ware). The Orthodox Way. St Vladimir’s Seminary Press, New York, 2003, p. 48
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with the human soul. It does not have by nature the divine light, even
though it has been created according to the image of God. For, indeed,
God ordered the soul in His economy of salvation according to His good
pleasure that it would enjoy eternal life. It would not be because of the
soul’s very own nature but because of His Divinity, of His very Spirit, of
His Light, that the soul would receive its spiritual meet and drink and
heavenly clothing which is truly the life of the soul”.152 This is summarised
by St. Ignatius Brjanchaninov who says that ‘the soul is the life of the
body ... whilst the spirit is the life of the soul’ and similarly Theophane the
Recluse calls the human spirit “the soul of the human soul”. 153
In the New Testament the term “spirit” (velpa) is used to signify the
human soul as the centre of human awareness and self- awareness (2
Cor. 2:13), as well as of the human persona (1 Cor. 16:18).154 It is through
this concept that the notion of the human spirit!55, which possesses its
‘own strength given by the Logos’56 and is capable of receiving the Holy
Spirit of God with His gracious actions and deifying energy, is expressed.
‘The great mystery of the Christian life’, says Spidlik, ‘is that of the many
relationships between man’s spirit and the Spirit of God. At times the two
seem so united that they seem to be one’.157 Even though “the two are so
intimately connected”, it is important to distinguish well the uncreated
‘Spirit’ of God and the created ‘spirit’ of man, underlines Metropolitan
Kallistos.158 Man apprehends God and enters into communion with Him
through his spirit, but the two never merge.
As God has essence and energy, so does the soul, having been made in the

image of God and we also speak of attributes which describe its different

152 Pseudo-Macarius. The fifty spiritual homilies and the great letter. Paulist Press, New
York, 1992, p. 43

153 Teodran (3aTBopHUK) Enuckon. Ymo scme 0yxoeHas JKU3Hb U KAK HA Hee HACMPOUMCSL.
Mocksa, 1897, c. 33 (IIpeBon Ha 6barapcku Ha usf. ET “Kupuna Mapunos”, 1997, c. 32)
154 Sometimes ‘soul’ is used to refer to an attribute of the character or a state of
the spirit (Acts 4:32) or simply to a person (Ezek. 27:13, Acts 2:41, Rev. 18:13).

155 “For what man knoweth the things of a man, save the spirit of man which is in
him? even so the things of God knoweth no man, but the Spirit of God” (1 Cor.
2:11).

156 Cs. Aranacuit Beauxu. Cnoeo npomue esuunuyume, 2 (BEIIEL 30, 32, 31). Llum. no
CrossmuuoB, Mapusasn. Boxusma 6razodam - 6ozocnoecko uscnedsare. Ilpakcuc, B.
TwspHOBO, 2007, c. 155

157 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986,
pp- 31-32

158 Bishop Kallistos (Ware). The Orthodox Way. St Vladimir’s Seminary Press, New York,
2003, p. 48
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energies. The specific attributes of the soul are its unity, spirituality,
eternity, the abilities of reason, free will and thengt’of speech.159 St.
Gregory Palamas teaches that man's soul has a Trihitarién nature: as God
is Trinity (Nous, Logos or Word, and Spirit), likewise tl';é‘r”e i1s the nous — a
higher part of the mind (which is the core of man's existence), the logos - .

reason (begotten by the nous), and the spirit (“man's noetic love”).160 The

. same is held by St. Maximus who states that ‘the mind, the reason, and =~

the spirit of man have to be conformed to their archetypes: the Great
Mind, Logos, and Spirit.161 ... The Father is the principle of unity, the Son
is the manifestation of the goodness of God, and the Spirit is the power of
unification’.162 St. Gregory of Sinai indicates that “When-the divine fathers
expound the doctrine of the supraessential, holy and supranatural Trinity,
they illustrate it by saying that the Father truly corresponds to the
intellect, the Son to the consciousness and the Holy Spirit to the spirit”.163
Blessed Augustine found a psychological analogy with the Triﬁity, which

he calls: “memory, intellect, will”164,
Fr. Sophrony adds that in the Fathers we discover also analogies with the
sun, which at the same time is a body, gives light and gives warmth.165
There is also an analogy with the triune character of the human strengths:
the mind (nous) is understood as an image of the Father, speech as an

image of the Son (Logos), and the breath of life (mveupa), which is the life

159 [Tonwwbiii IIpasocnagnustii Bozocnogkuii SHyuknoneduueckuii Croeaps. Mocksa, 1992, c.
806

160 After Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 32

161 Orthodox tradition makes a distinction between nous and reason. Reason is a
function in the brain, whereas the nous in its natural state is united with the heart.
Reason is engaged in earthly cares whereas the nous is engaged in the unceasing
remembrance of God. Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox
spirituality: a brief introduction, Levadia, Greece, 1992 (English transl. 1994), p. 37

162 Thunberg, Lars. Man and the Cosmos. The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, p. 47

163 St. Gregory considers that “in man there is intellect, consciousness and spirit”
and “each subsists in the others and in itself. Intellect expresses itself through
consciousness and consciousness is manifested through the spirit. In this way man
is a dim image of the ineffable and archetypal Trinity, disclosing even more the
divine image in which he is created”. The Philokalia. Faber and Faber, London, Vol. 4,
1995, p. 218 (Paragraph 31,32)

164 St. Augustine, De Trinitate 4, 30, quoted in Meyendorff, John. Catholicity and the
Church. St. Vladimir’s Seminary Press, USA, 1983, p. 19

165 Analogy made by St. Constantine (Cyril) the Philosopher when defending the
Triune nature of God.
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force, as an image of the Holy Spirit.166 In addition the soul has three
attributes as person (hypostasis). The nous, will and senses of the soul
reflect the Trinitarian nature of God as Person (Hypostasis), which also

consists of nous, will and senses.167

In Patristic teaching the soul is referred to as the spiritual element of,

man's existence; the nous is considered as the highest of the energies of
the soul together with the energy of will and of feelings and the heart
(where the human spirit receives the Holy Spirit) is seen as the centre of
all these energies or the essence of the soul.168

b) pneumatikos-psychikos

The Holy Spirit is the grace of the Triune God which is offered to man and
makes him spiritual. Therefore the person is spiritual who has received the
energy and the grace of the Holy Spirit and hence the Holy Spirit dwells in
him. The faithful are granted this through the Mysteries, by steadily
following the commandments of God and the constant remembrance of
God in prayer. Archimandrite Sophrony treats the commandments as the
self-expression of God, as His self-revelation and as such they are the
projection of the divine life of the Triune God onto the level of human
existence.169

Irenaeus of Lyons says that ‘all those who fear!”0 God and trust in his

Son's coming and who through faith establish the Spirit of God in their

166  Cocdponutt, apx. (Caxapos). PoxdeHue e ILlapcmeo Henokone6umoe. Cn. H.
ITpenreuyenckuii Monactrups, Usn. [Taaomuuk, Mocksa, 2000, c. 84

167 See sub-chapter Attributes (I, 2-b)

168 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 34 and Dictionary to the
Bulg. translation by Mariyan Stoyadinov, Praxis, 2005, pp. 116, 117

169 Sakharov, Nicholas. I love therefore I am: the theological legacy of archimandrite
Sophrony. St. Vladimir’s Press, New York, 2002, p. 120

170 There are three kinds of fear of God: the fear of the servant (slave), of the
hireling and of the son. Spiritual life normally begins with the fear of the servant
which comes from faith and is full of pain and suffering, passes through the fear of
the hireling (or of repentance) in which there is a ray of hope and reaches the fear
of the son, in which there is no more pain, but joy. Perfect love removes servile
fear and replaces it with filial fear that, according to Fr. Sophrony, raises man
above the bounds of life on earth. St. Silouan describes it in this way: “We must live
before God in fear and love. In fear, because He is the Lord; in fear lest we grieve
Him with an evil thought; in love, because the Lord is love”. (See Berdyaev, Nikolai.
THE DESTINY OF MAN (1931). London: G. Bles, 1937; New York: Scribner's, 1937, c. 79
and Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Essex, 1991, p. 178) Abba
Dorotheos uses this parable to explain the levels of mercy and good-doing. One
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hearts, shall be called spiritual because they have the graceful energy of
the Spirit of the Father who purifies man and raises him up to the life of
God’.171

St. Gregory Palamas explains that §ust as the man who has been endowed

with reason 1s called rational, so he who has been enriched with the Holy

Sp1r1t 1S called sp1r1tual’ 172 St. Gregory writes also that “the spiritual man

1s constituted by three things: the grace of God, a reasonable soul and an-

earthly body”. This indicates that even the body becomes spiritual when it
shares in the divine grace and that the whole man assimilates it, not just
his mind, or soul, or body.173

Howard Gardener describes as spiritual these people who inspire others to
undertake good works.174 However, it is not this ability which makes one
spiritual but is one of the characteristics of the spiritual person. When one
becomes spiritual he could be indeed an inspiration towards virtue for

others.

St. Paul the Apostle differentiates between pneumatikos (the spiritual man)
and psychikos (the man of the soul). He had distinguished between the
vital principle (psyche) and the thinking principle (pneuma) and opposed
the pneumatikos, or spiritual man, to the psychikos, or man of instincts
governed by his feelings, explains Fr. Lev Gillet.175 According to St. Paul
the person is spiritual (pneumatikos) who by grace has become son of

God, i.e. has the energy of the Holy Spirit, is His witness and is clearly

person “shows mercy so as to be delivered from the future hell” or “does good”
because he fears hell and thus “he is still in the state of the slave, since the slave
does not do the will of his master willingly but because he fears his punishment”.
Another person acts like the “hired servant” who does good or “does his master’s
will because he wants his master’s reward”. “The son does not do the father’s will
through fear or because he seeks a reward but to serve Him because he wants to
honour and comfort him. Therefore, we must show mercy in the same way for the
good itself”. Abba Dorotheos. Practical Teaching on the Christian Life. Transl. by C.
Scouteris. Athens, 2000, p. 221

171 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
30

172 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 19

173 This is to say that ‘the participation in God includes the whole human

\

structure’. See Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross; }

Orthdox Press, 1994, p. 9 and Fr. John Meyendorff (Moan Maiteanopd), Cs. I puzopui™
Ha_/lamaunpaeoczlaeuama Mucmuka, IyoauKyBaHo B cri. MupHa, 6p. 22, 2004, c. 65

174 Gardener, Howard. Extraordinary minds. USA, 1997, p. 132

175 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 50
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aware of the in-dwelling of the Triune God. The man of the soul
(psychikos) is he who has body and soul-spirit but has not acquired the
Holy Spirit, Who gives life to the soul. St. Paul calls the psychikos also
carnal, because in his acts he identifies himself only with his
“psychobiological” self (hypostasis) (see 1 Cor. 2:14-15, 3:1-3).176 With this
he does not define the soul as material but only points out that when it is
not sanctified by the Spirit it is governed more by the desires of the flesh.
Because of this the psychikos is a man with a less clear perception of the
spiritual. He is unable to see anything more than the tangible, whilst the
‘spiritual’ man (the pneumatikos) is illuminated by God and peers into the
innermost depth of himself. As he penetrates into the mysteries of the
spiritual world he becomes enlightened.l77 It is for this that St. Paul
teaches that, “ if ye live after the flesh, ye shall die: but if ye through the
Spirit do mortify the deeds of the body, ye shall live. = For as many as are
led by the Spirit of God, they are the sons of God. For ye have not received
the spirit of bondage again to fear; but ye have received the Spirit of
adoption, whereby we cry, Abba, Father. The Spirit itself beareth witness
with our spirit, that we are the children of God” (Rom. 8:13-16).178 In this
quotation it becomes evident that the human spirit is that which accepts
the Spirit of God, and that the person who has accepted Him is the son of
God by grace.

The spiritual man who participates in the energies of the Holy Spirit is
alive in God. Corporeal and psychikos-pneumatikos correspond to the
states of man in his forms of individual and hypostasis-persona, which
constitute the whole psycho-corporeal image of man, of the old and the
new man, internal and external.l79 Often ‘persona’ and ‘individual’ are
used almost as synonyms, but in a certain sense they even have a
contradictory meaning, points out Fr. Sophrony.180 This is because ‘the

individual is a naturalistic and sociological category whereas persona is a

176 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 17, 18 /BG -c. 13/

177 Kupos, [Jumutep. Yosekvm e copabomuux Ha Boza. YU Codust 1993, c. 212

178 Quoted in Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a
brief introduction, Levadia, Greece, 1992 (English transl. 1994}, p. 18

179 Kupos, Jumutsp. Tpume acnexma Ha emuxama /Axnmpononozus/, c. 60

180 Codpponmit, apx. (CaxapoB). Poxdenue e Llapcmeo Henokonebumoe. Cs. M.
IIpenredernckuit Monactups, U3a. ITasomuuk, Mocksa, 2000, c. 88
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spiritual and ethical category that is not born but is built up

spiritually’.181

c) spirituality and spiritual life according to the Orthodox Christian

tradition

‘The term ‘spirituality’ is unknown in the biblical and patristic tradition. It
derives from Western theology, and presents the ethico-religious life of the
faithful in opposition to the life of the worldly or of those without faith’ 182
According to Mantzarides this term is “an abstract concept” alien to
Orthodoxy as the Spirit is not some abstract idea but a Person. Also “the
spiritual man is not someone with many or beautiful ideas” but a person
who “shares in the grace of God” and “who is participant in divine life”.183
Therefore he suggests this term to be abandoned and to speak of ‘spiritual
life’ instead. However, it is impossible to completely exclude it but it will

be used here more in its broad, i.e. non-ecclesiastical meaning.
e The nature and goal of the spiritual life

In an ecclesiastical sense spirituality is not abstract but is a state of
spiritual man and an expression of his life and personal relationship with
the personal God, this being the basis of his spiritual existence. It is for
this that Orthodox spirituality is expressed through spiritual life.

Monk Lev Gillet as well as Fr. Pavel Florensky see ‘the basis of spiritual
life not as psychological, but as ontological. Therefore an accurate treatise
on spirituality is not the description of certain states of the soul, mystical
or otherwise, but the objective application of definite theological principles
to the individual soul. The redeéming action of God constitutes the alpha
and omega as well as the centre of Christian spiritual life’.184 This

represents in fact the general view of the Orthodox thought.

181 Bepnses, Hukonatt. Cmucenom na meopuecmeomo. Codusa, 1994 [Berdyaev, Nikolai.
THE MEANING OF THE CREATIVE ACT (1916)), c. 26

182 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 8

183 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 9

8¢ Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 23
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The spiritual life springs not from man but from God and it is not “a fruit
of intellectual or moral virtues” but “of the Holy Spirit”, Mantzarides
explains.185
Real Christian life of rational beings takes place in “spirit and in truth”
(John 4:23) and moves between the frontiers of hell and the kingdom,
;k;hen this frontiers are reached by the human spirit, underlines Fr.

Sophrony.186 . . . . ; . :

The goal of the Orthodox spiritual life is the union (henosis) of the person
‘'with God and deification (theosis)!87 that leads to salvation and to man
becoming, as Father Sophrony defines it, a microtheos!88. As God is
unending and He gives His Spirit with no limits (John 3:34) the union with
Him has no point from which progress can not be made. So perfection of
-the faithful has therefore no limits and is not only a goal but an unending
progression. 189 _

‘The world’, says Romanides, ‘is distinguished into material and spiritual.
The spiritual consists of the Angels, who were not immortal by nature but
became such through spiritual ascent to perfection’, as human beings also
do. This highlights the type of human immortality: man has been created
not immortal by nature but by vocation. Only the uncreated God is
immortal by nature. For man immortality means theosis.190 “And this is
life eternal, that they might know thee the only true God, and Jesus
Christ, whom thou hast sent. (Jn. 17:3).

Thus theosis is the vocation of man, the essence of his spiritual life. With

the use of the term ‘deification’ Clement of Alexandria in the 2nd century

185 Mantzarides, Giorgios 1. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 9

186 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R. Edmonds,
Essex, 1988, pp. 95, 100 (Codponuii, apx. Budemov Boza, kak OH ecmb. Essex, 1985, c.
92, 96)

187 The Greek term theosis - O¢won (divinization, deification) means, in the terms
of St. Gregory Palamas, the participation of the created man in the uncreated grace
of God. Theosis is identified and connected with the theoria (vision) of the
uncreated Light. It is called theosis in grace because it is attained through the
energy of the divine grace. It is a cooperation of God with man, since God is He
Who operates and man is he who co-operates.

188 Term of Berdyaev which was adopted by Fr. Sophrony as a basis of his own -

theological framework. See Oueprx evpxy 6ozocnoeckomo ¢hopmupare Ha omey
Cogporuii by Father Nikolai Sakharov
189'Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 21

190 Romanides, John. An Outline of Orthodox Patristic Dogmatlcs Orthodox Research

Institute, New Hampshire, 2004, pp. 9, 11
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AD first gave this doctrine an adequate expression: ‘the Word of God
became man in order that from man you may learn how to become god’.191
Irenaeus of Lyons in the same century, and possibly before Clement,
wrote: “The Word became what we are so that we might become what He

1s” and 51m11ar1y St. Anasthasius the Great affirmed later that: “He_[the_

7Word] was made man, so that we might be made god”.192 The theosis

(deification) of man begins with his creation in the image and likeness and™
is accomplished through the incarnation of Christ and man’s communion
with the Holy Spirit.193 After the fall man distanced himself from God but
the incarnation of the Son renewed human nature and opened again the
way to likeness to God and deification of man which is accompanied by
the grace of the Holy Spirit.194 St. Maximus states two things: There is in

man no natural power that can deify him, but there exists a reciprocal

relationship between God and man that permits him to become deified to =

the degree of which the effects of the Incarnation are conferred on him.195
Since the Incarnation, man has all the potential for spiritual growth and

full participation in God’s creative energies. 196

e Stages of spiritual life

191 Clement of Alexandria. Protreptique, (Tr. Exhortation to the Greeks 1. 8; ANF, vol. 2,

174). Quotation after Spidlik, Thomas. The Spirituality of the Chnstlan East Kalamazoo

Michigan, 1986, p. 46

192 See Irenaeus, Against Heresies 5, p. 14 and St. Athanasius, On the Incarnation 54, PG
25, col. 192B), quoted in Meyendorff, John. Catholicity and the Church. St. Vladimir’s
Seminary Press, USA, 1983, p. 21 (In a different translation of Sister Penelope Lawson,
of the Anglican Community of St. Mary the Virgin in Wantage, England (1944): “He,
indeed, assumed humanity that we might become God” and in Wikipedia: “God
became human so humans would become gods” (On the Incarnation, Chapter 8 - 54:3,
PG 25:192B).

This has been expressed since by many in slightly different wordings: Berdyaev in
his particular language wrote that ‘the ultimate human mystery is the birth of God
in man, and the ultimate Divine mystery is the birth of man in God’ (Bepases,
Hukoaast. Cmucosrom Ha meopuecmeomo, c. 41). Recently M. Stoyadinov named one of
his lectures for Christmas (2006) ‘God became man, so that man might become
God’ after the quotation of St. Athanasius (Lecture given on 18.12.06 in the “St.
Athanasius” Church in Varna, Bulgaria), etc.

193 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 149

194 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 9

195 Thunberg, Lars. Man and the Cosmos. The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, pp. 62, 64

196 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, p. 74
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. tradition - this is the other way round: praxis is the cause of theoria.200

48

In Patristic teaching the stages of spiritual life are characterized as
praxis!97 and theorial®8. Theoria is the vision of God and praxis is whatever
actions are necessary to lead to theoria.l9® This means that there is an
essential difference from Western thought for which theoria is speculative,
based on theory not on practice, dealing with logic theoretically, whereas
praxis 1s the application of these intellectual concepts. In the Patristic
Arhimandrite Sophrony writes that “drawn by the Spirit of God to prayer
for the whole world, to share in the Lord’s prayer in Gethsemane, we
suddenly behold in ourselves a divine miracle — a spiritual sun rises in us,
the name of which is persona?0l. It is the beginning in us of a new form of
being, already immortal”202,

In Fr. Florensky’s understanding “knowledge of the Truth is conceivable
only as a real union with it” which becomes possible through man’s -

deification and acquisition of love as divine energy, what is to say through - .

a transformation in man'’s intrinsic nature. 203

We distinguish three stages of spiritual progress that lead to man
becoming a ‘person’ (persona): Just as a person must successfully pass

through elementary, intermediate and higher levels of education in order

197 mpa§ne - act, practice. ‘Praxis, in its widest sense, is any work of salvation
where prayer is the central one. We can speak of negative ‘praxis’ when it is aimed
at overcoming obstacles (sins, the passions) and evil thoughts, and of a positive
‘praxis’ when it is directed at cultivating the virtues.’ After Spidlik, Thomas. The
Spirituality of the Christian East, Kalamazoo: Michigan, 1986, pp. 178, 179

198 @ewpia ~ contemplation, vision. ‘In contrast with prayer, contemplation is not °
necessary for salvation. But, as a general rule, assiduous and fervent prayer
becomes contemplative.” Monk of the Eastern Church. Orthodox Spirituality: An Outline -
of the Orthodox Ascetical and Mystical Tradition, London, 1961, p. 27 '
199 After St. Gregory the Theologian. Greek Fathers of the Church, Vol. 5, Thessaloniki,’
1977, p. 246

200 According to St. Gregory the Theologian. See Hierotheos (Vlachos), Metropolitan of
Nafpaktos. Orthodox spirituality: a brief introduction, Levadia, Greece, 1992 (English
transl. 1994), p. 61

201 Term widely used by Fr. Sophrony in his theological works to refer to spiritual
man. ‘Persona’ is the person who stripped off his old nature and has been deified
(see 2 Corinthians, Chapter 5).

202 Sophrony Sakharov, Arhimandrite. We Shall See Him As He Is. Transl. by Edmonds,
R. Essex, 1988, p. 195 (Codponuit, apx. Budems Boza, kax Ox ecmo. Essex, 1985/ Bnbar.
npesos, Omodop 2005, c. 241)

203 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 27 '
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to attain knowledge, so also he must go through three stages of spiritual
perfection’, Metropolitan Hierotheos says. 204
Already Plato had defined three distinct stages of spiritual progress -
purgative, illuminative, and unitive.205 St. Basil and Cassian discriminate
between beginners, proficients and the perfect. The Alexandrines speak of
the ‘eisagogikos’ (the beginner), who is mainly concerned with combating
the passions and replacing them by virtues {praxis); then the ‘mesos’ (man
in the middle stage), characteristic of whom are dispassion (apatheia) and
contemplation (theoria); and finally the ‘teleios’ (the perfect man), ‘who is
qualified for the true experiential knowledge of God (theologia)’.206 St.
Niketas Stethatos says that from ascetic practice we must ascend to the
natural theoria of creation and move on to the mystical theology of logos. 207
In his writings St. Symeon the New Theologian divides certain chapters
into practical, gnostic and theological.208
The general opinion of the spiritual masters is that progress is continuous
(prokope), from the small to the great. Grace is as a seed in the heart,
which grows gradually according to the measure of care put towards its
growing. The major symbol of the spiritual ladder is Jacob’s dream (Gen.
28:12-13).209

1) The first stage is praxis and in patristic tradition it is also called ethics
or asceticism.210 It is focused on purification of heart in the “warfare” for
godliness which is closely linked with repentance.?!! Thus at this stage a

person passes from impurity of the nous to its cleansing. Hence Christian

204 Hierotheos (Vlachos), Metropolitan- “of. Nafpaktos. Orthodox spinituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 46

205 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
70 A B

206 After Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 36

207 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 48

208 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 47

209 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986,
pp- 63, 64, 69

210 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 64, 65

211 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 49
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ethics (i.e. praxis) is man’s purification.?!?2 In the ascetical life ‘acquired’
virtues prevail, i.e. virtues resulting from a personal effort, accompanied
by the general grace which God grants to every act of good will.213

St. Maximus the Confessor names this step ‘doing’ (the active phase of

beginners) or practical philosophy (purification).  _ o el

On the way to knowledge of God man has to acquire knowledge of

himself?14. St Basil says that such knowledge ‘will guide you to the ™ ~

memory of God215. Philo insists that ‘self-knowledge should be moral, with
a view to self-improvement, and anagogical (uplifting), which is the point
of departure towards perfection’.216 Self-knowledge has the awareness of
the virtues and the vices as its object. The aim of the virtues is liberation
Jrom the passions. The passions are gradually overcome by the practice
of the virtues.

“God’s nature is to be free of need”, says Xenophon. “The more we reduce
our needs, the more we become like God.” This is why spiritual
watchfulness, non-possessiveness, the memory of death and etemity,
detachment?l7, apatheia?!8, and freedom from the tyranny of the instincts
are cultivated as great virtues in the spiritual life and they mark the way
to inner freedom. 219 There are no virtues without freedom and no truth
without virtues. “The truth shall make you free” (Jn 8:32), says St. John
and St. Paul emphasises that Christ who is the Truth makes man free

through his Spirit (2 Co 3:17). True freedom is when man’s deeds are

212 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 65

213 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 25

214 ‘Know thyself’ (gnothi seauton) are the words carved on the temple at Delphi
and transmitted by Socrates, which were extended by Christian thought. Even in
modern psychology Carl Gustav Jung sees making peace with God and submitting
oneself to the will of God as coming to oneself, accepting and reconciling with
oneself. See Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan,
1986, p. 87 and Storr, Anthony. Music and the Mind. London, 1992, p. 153

215 St. Basil, the Great. Homilia in illud, Attende tibi ipsi. PG 31: 213D

216 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
87

217 ‘John the Solitary distinguishes three degrees of detachment: 1) physical - the
abandonment of possessions; 2) psychic - the removal of passions; and 3) spiritual -
the surrender of one’s opinion. Man can practise the first two on earth but the
detachment from one’s opinion belongs to the life after resurrection’. After Spidlik,
Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, pp. 180-181
218 St. Gregory of Nyssa calls the attraction which draws the soul towards God
‘passionless passion’ (pathos apathes). See Spidlik, Thomas. The Spirituality of the
Christian East, Kalamazoo: Michigan, 1986, p. 274

219 See Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality:
orthodox pastoral reflections, Holy Cross Orthodox Press, USA, 1998, p. 82
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according to the will of God or as the Psalmist says: “I delight to do thy
will, O my God: yea, thy law is within my heart” (Psalms 40:8) and “Teach
me to do thy will; for though are my God” (Ps. 143:10). It is a spiritual
quality through which man is deified.?20

St. Maximus speaks of seven main virtues: faith, the fear of God,. self-_. _._.

restraint, patience, hope, dispassion and love22!, love being the highest

-which converges all the virtues??? in it and leads man toward dispassion; -

contemplation and knowledge of God. The virtues are attainable through

various endeavours, such as fasting, vigil, prayer, pious reading, and

- endurance of troubles.22 ‘Prayer, fasting, acts of love and compassion:

these are the ways in which the fallen bodily senses are starved and the

spiritual senses begin to stir and awaken’, writes Fr. A. Louth.224

2) In the next stage, theoria; the purified man attains the illumination of .
the nous - Adam's state before the Fall. A characteristic trait of this
second level is the knowledge of beings; the “theoria” of the causes of _
beings and participation in the Holy Spirit. St. Maximus the Confessor
calls it natural contemplation of the ‘logoi in creation’ (i.e. of nature),

natural theoria (illumination) or moral philosophy. 225

3) The mystical third stage, or in St. Maximus’s terminology - mystical
theology (theosis), is that of the perfected ones, who become the
theologians of the Church. St. Gregory Palamas describes theologians as
God-seers who have followed the “method” of the Church and have

220 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986,
pp- 99, 100

221 Love is called ‘the queen of virtues’ (see Spidlic, p. 299). It has been described as
the most painful, difficult and challenging spiritual endeavor the believer will ever
undertake (see St. Silouan, p. 2). Man, as created in the image and likeness of the
Holy Trinity feels an innate 'need’ to live for and to love others. Love is essential to
human personhood, and according to St. Silouan, it attracts the love of God. Since
‘God is Love’ one who possesses love possesses God’ (Boosalis, p. 178) and
correspondingly ‘to be a servant of God’ will mean ‘to be a servant of Love’ as the
singer B. Grebenstikov expresses. See also Cepruii (Ppibko), uepom. CoepemenHas
Kynemypa: camaHusm uau  bozouckamenocmeo? WspnareabcTBO  uM.CBT.Urnartus
CraBpomnoasckoro, Mocksa, 2002. I'masa: AHmunodst U NPABOCAABUE U POK-KYAbmypa?
(IIpeBon Ha OBar., c. 86]

222 See the hymn of love (charity) in St. Paul’s letter to the Corinthians (1 Cor. 13).
223 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, pp. 71, 73

224 Louth, Andrew. “Orthodoxy and Art”. Living Orthodoxy in the Modern World, ed. A.
Walker and C. Carras, London, 1996, p. 171

225 After Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, pp. 70, 7
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attained to perfect faith, to the illumination of the nous and to divinization
(theosis). As St. Gregory the Theologian puts it, theologians are those who
have reached theoria??6. They ascend to theosis, which constitutes man’s

communion and union with God and which (theosis) is identified with

salvation???. “The deified man then comes into communion with the ...

angelic powers; he approaches the uncreated Light; the depths of God are

revealed - to -him - through -the-Holy -Spirit;  and thus ~he beholds “the™ ™~

uncreated essential energy of God and acquires divine knowledge.”228 The
real work of theology is the healing of man. Theology therefore is the fruit
of man’s cure and the path that leads to the acquisition of the knowledge
of God.229 Theologians see in all things “the signs and scripture of God”
and thereby perceive the “unfolding light of Truth”, which enlightened
them both spiritually and physically. 230 Thus they are also called holy
(bearer of the Holy Spirit) or in Slavonic ‘svet’ (‘luminous’) meaning ‘bearer
of the Light’. St. Paul calls all Christians holy (2 Cor. 13:12) for every

Christian has a vocation to reach mystical knowledge and union with God. -
Faith as a gift of the Spirit (1 Cor. 12:3) and the virtues as participation in
Christ are regarded as a sure sign of God's presence in man.23! Above all
else a spiritual person is distinguished by the gift of diakrisis (the
discernment of spirits - to dioratikon charisma) as an expression of the
grace of the Spirit in man.?32 The charism of discernment (diorasis) is a

sign of the Spirit, which consists in knowledge of God (theology) and in the

226 Theoria is the vision of the glory of God. Thus it is identified with the vision of
the uncreated Light, of the uncreated Energy of God, and with the union of man
with God, with man's theosis. Thus, theoria, vision and theosis are closely
connected. Theoria has various degrees. There is illumination, vision of God and
constant vision (for hours, days, weeks, even months). Noetic prayer is the first
stage of theoria. Theoretical man is one who is at this stage. In patristic theology
the theoretical man is characterized as the shepherd of the sheep.

227 For the Church Fathers salvation is the acquisition of the grace of the Holy
Spirit. To be saved is to be sanctified and to participate in the life of God, to
'‘become a partaker of divine nature’ (See 2 Peter 1.4). This is the goal of Christian
life. After Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite.
STS Press, USA 2000, pp. 18, 27

228 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 50

229 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 25, 78, 79

230 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 34

231 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
75

232 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986,
pp. 77,78
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understanding of the secrets of the heart. It is ‘a spiritual perspicuity that
sees through flesh, through time, and through space (proorasis)’. It is
highly divine because only God is ‘kardiognostes’ (knows men’s hearts).
According to Origen a soul proves to be spiritual when it ‘begins to
distinguish between visions and it knows how to discern them all’ and it is
one of the marks of holiness.233 Nevertheless Nicolas Cabasilas warns that
the transformation of ‘the soul who lives in Christ the Exemplar and
concurs with sacramental grace, which is perfection in virtue and true
holiness, resides in the will and not in miracles or extraordinary gifts’234
The charismas make us aware of those who ‘bear witness’ (Rm. 8:16) but
they are seen more as signs of God’s approval of the life of great ascetics
rather than directly as personal holiness. St. Anthony the Great indicates
that miraculous deeds (charismas) are only gifts and ‘that it is our virtuous
and disciplined life that causes our names to be written in heaven’. 235
Christianity considers that the direct vision of God cannot be reached
without initiative on His part and without the grace given by Him. The
reception of this grace requires a moral perfection of the entire human
nature by ceaseless divine help. One has to prepare oneself in order to be
worthy for mystical union with the self-revealed God by keeping pure and
sincere.
Staniloae says that ‘the culminating state of the spiritual life is when the
believer is raised higher than the level of his own capacities, not by his
own efforts but by the work of the Holy Spirit’.236
‘The term mystical is often confused in modern language with obscure,
poetic, irrational, etc. Mystical life consists in the supreme reign of the gifts
of the Holy Spirit over the soul?3”7 and over human efforts. The
characteristic for the mystical life is that infused virtues are predominant
over virtues which have been acquired. In infused, as in acquired virtues,

human effort is blended with divine co-operation, but with an

233 After Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan,
1986, pp. 77, 78

234 After Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan,
1986, p. 74

235 The Life of Anthony, Ch. 15. After Spidlik, Thomas. The Spirituality of the Christian
East, Kalamazoo: Michigan, 1986, p. 74

236 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 22

237 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, pp. 25, 26
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overpowering prevalence of the divine element (the balance is more
preserved in acquired virtues). In the case of gifts, the instrumental
causality and the mode of operation are entirely divine. The Holy Spirit
intervenes directly in the soul. ... The soul then becomes more passive
than active, “an organ on which”, in the words of St. Gregory Nazianzen,
“the Holy Spirit blows and on which He plays”.”238 Thus unless it is infused
by the Holy Spirit gnosis (mystical knowledge or theoria) is not
recommended to the spiritual man. Spiritual directors consider it better ‘to
be unlettered (idiota), but to walk in union with God through charity23?9’,
than to have false gnosis which ‘makes man fall away from charity and
inspires him with a pretended perfection’. Therefore according to
Philoxenes of Mabbug, theoria is not necessarily ‘the same as holiness’.240
True holiness is associated mainly with perfect charity (agape).
Metropolitan Hierotheos also points out that since these stages of spiritual
perfection are not the result of human effort but rather of the energy of
God, they naturally develop in those people who co-operate?4! and respond
to the energy of divine grace. Thus deification of man depends on the
voluntary submission of man’s free will to the will of God.

The three categories in the Parable of the prodigal son (Luke 15, 11-32)
where the father has servants (slaves), hired servants and sons,
corresponds in fact to the three stages of the spiritual life: purification,
illumination and theosis. “Noetic prayer, operating within the heart
through the Holy Spirit, which is preceded by purification of the heart, is

closely related to sonship by grace”.242

e Further characteristics of spiritual life

Fr. Florensky regards spiritual life as a metaphysical triad of Truth,

Goodness and Beauty, which forms one principle. ‘Spiritual life centered

238 After Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 74

239 In the English translation of the Gospel the term “charity” is used for
translating the Greek term “agape”, i.e. perfect love.

290 After Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan,
1986, pp. 76, 77

231 The correct term is synergy - ‘working with’ or ‘working together’.

242 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992, (Enghsh transl. 1994), pp. 54, 56 (Bulg. transl., p. 56)
See also p. 42, footnote 170 here_ Tra oA

S
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on the subject of knowing is Truth, understood as the “direct action” of
the object of knowing , it is Good and as “an object of contemplation by a
third person, as radiating outside — it is Beauty”.243 As Blessed Augustine
(see p. 134) Florensky emphasises on the aesthetical aspect of spiritual
life, aesthetical and ethical being indivisible. When the Holy Spirit
desc—ends upon those who thirst to know the Truth, it is in the Holy Spirit

that they “contemplate the ineffable beauty of the divine essence”, seeing =~

in their heart the ‘intelligent light’ and they become spiritual and beautiful.
Florensky compares the light of Truth with the physical light. It is perfect
in 1tself, it is “beautiful beyond all fragmentation, beyond form; it is
beautiful in itself, and through itself makes beautiful all that appears”,
whereas ‘all else in the material world is beautiful not in itself, not
objectively but through a certain “intellectual satisfaction” it gives to man’.
In the light of Truth “the form of truth and the content of truth are one”. It
unifies the aesthetic and gnoseologic and the bearer of Truth and Truth

itself is perceived in it as beauty.244

The holy Fathers considered ascetism as the highest form of spiritual life
and named it “art, and more over, art per excellence, the art of arts”245,
Florensky points out that ‘the main fruit of this “contemplative knowledge”
is called ¢@ulokadia - love of beauty (kaAog?46 meaning both in Holy
Scriptures - beauty and goodness) to distinguish it from theoretical
knowledge — gplocogia (love of wisdom)’,247 and the transformed person is

called also “beautiful”?248,

293 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 28

244 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, pp. 30, 31

245 About the ‘art of arts’ see p. 215, footnote 983 here. Quoted in Bychkov, Victor.
The aesthetic Face of Being. Art in the theology of Pavel Florensky. SVSP, Crestwood, NY,
1993, p. 32

246 Beauty and goodness are intrinsically linked in the Holy Scripture. The Jewish
word “tov” (aw) or in Greek kaAov (beautiful, beauty) appears for the first time in
Genesis 1:4: “And God saw the light, that it was good ...”, i.e. it expresses an
equivalence between good and beautiful, later this connection becoming more
obvious in the word xaloxkayadia, derived from the merging of the words for beauty
and goodness. This clarification confirms the position of the Blessed Augustine
that the truly aesthetical must be truly ethical. (See pp. 206, 207)

247 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 32

248 Bepusaes, Hukonait. IIpednasHauenuemo Ha uwogeka. Cocusi, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 197
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According to Fr. Sophrony ‘any one actively pursuing the life in Christ will
suffer.249 In the spiritual life suffering is often self-inflicted and in most
cases is a result of pride. There is in fact no spiritual progress without
suffering and sorrow.250 “Every man who loves God suffers gladly”,
explains St. Mark, “and voluntary suffering is by nature the enemy of
sensual pleasure.”?5! St. Tikhon Zadonsky indicates that “union in
suffering leads to likeness in glory”.252 Through sharing in Christ’s
sufferings man is led to various virtues and ultimately towards his
deification.

Thus Fr. Lev Gillet writes that “Christian life is more than
Christocentrism: it is Christification” [i.e. to be crucified with Christ|. “The
Orthodox Church, like the ancient Church plunges the new Christian into
the water. The immersion means death with Christ; the emergence means
risen life in Him.” 253

St. Maria Skobtsova indicates that through the mystery of ‘the Eucharist —
thc most cherished grace of the Church’, Christ again and again nails
himself on the cross for the sins of the world. With His incarnation He
accepts flesh from the world, deifies it, gives it up for the salvation of the
world, and unites the world (man) again with this sacrificed flesh - for
man’s salvation and for his participation in this sacrifice. This ‘eternally
present and eternally repeated sacrifice’ is ‘Gospel in action’, with which
Christ not only saves the world but also transforms every man into
Himself, deifies him and ‘makes him part of His self-giving love to the
world.” It is truly communion with God, and at the same time
‘communion with man’ - repeating the great mystery of God’s incarnation
in which God meets man, mystery which takes place in the name of
sacrificial love for mankind. And this sacrificial, self-giving love is at the
centre of the life of the Church and therefore of the entire Christian life. As

bread and wine in the Eucharist are transformed into the body and blood

249 See Arhimandrite Sophrony. We Shall See Him as He Is, p. 88 and On Prayer, p. 59

250 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, pp. 81, 87

251 St. Mark the Ascetic, On Those Who Think that They are Made Righteous by Works 84.
The Philokalia, vol. 1, p. 132, quot. after Boosalis, Harry. Orthodox Spiritual Life according
to Saint Silouan the Athonite. STS Press, USA 2000, p. 93

252 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, pp. 6, 88-89

253 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 57
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of Christ, we likewise must surrender our hearts so that Christ can be
born and dwell within them, and that they be ‘transformed into the love of
Christ’; to renounce ourselves, to surrender our soul?34 for the sake of our
neighbour without looking for any reward in love, calls mother Maria.255
Metropolitan Hierotheos concludes_that the spiritual life is not an

anthropocentric (man-centered) condition but it is the experience of God's

~uncreated Light, i.e. God-centered. It is not philosophy or speculation, but -

participation in the grace of God. This is the main difference between

Orthodox spiritual life and the spiritualities of all other Christian

confessions, which are man-centered. “The difference appears primarily in

doctrinal teaching”?5 and in the method of treatment. In Orthodox
tradition nous?57 is distinguished from reason; the darkened nous is
treated as malady and the illumination of the nous as therapy. ‘The true
faith is therapeutic just as a true scientist is the doctor who knows how to
cure’ — says Metropolitan Hierotheos.

‘Neptic258 or hesychastic259 life (i.e. spiritual) is also social life par
excellence because it helps a person to reclaim the natural faculties of his
soul, i.e. to overcome his selfishness and replace it with pure and

unselfish love (agape) seeking the benefit of the others and the fulfillment

25¢ Mother Maria thinks that after the example of St. Paul, who says that he could
wish to be himself “accursed from Christ for my brethren” (Rom.9:3), man should
not be dear to himself but should sacrifice not only his material but also his
spiritual treasures. This means to lay down his soul for his friends (John 15:13)
and to join the ‘poor in spirit’. Because this ‘poverty in spirit’, according to the
words of Christ, is beatitude (Matth. 5:3 “Blessed are the poor in spirit”). Bx.
Maiika Mapusa (CkobioBa). Tunoee penuzuoseH xueom, c. 58, 59

255 Mattka Mapus (CkobuoBa). Tunoee penuzuozen xueom. IlpeBom WU. AsekcaHaposa.
Uzn. Omodop, Codusa, 2006, c. 62, 63, 64, 65

256 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 22

257 Nous (voiig) is the highest faculty of the soul, its purest part. It is also called
noetic energy (voepa évépyewa) and it is not identified with reason. In Patristic
teaching it indicates either the soul or the heart or even energy of the soul. See
Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief introduction,
Levadia, Greece, 1992, p. 19

258 Nepsis (watchfulness) - spiritual attentiveness, alertness.

259 Hesychasm (hesychia, nouxia - "stillness, rest, quiet” = holy silence) is an
eremitic tradition of prayer in Eastern Orthodox Christianity practised (nouxagw -
hesychazo: "to keep stillness") by the hesychast (fjouxaoctig). It is a method, which
necessitates stillness of the nous; the halting of the world, and the forgetting of
earthly things. It brings peace of the heart, stillness of the nous, freedom from the
thoughts-logismoi and from passions. Hesychia is the only way to achieve theosis.
The silence of the body helps to acquire silence of the nous. The hesychast is he,
who in a specific way aims to fix the nous in the heart. According to the dictionary
presented by Mariyan Stoyadinov to the book of Hierotheos (Vlachos), Metropolitan of
Nafpaktos. Orthodox spirituality: a brief introduction, Levadia, Greece, 1992 (Bulg.
translation by Mariyan Stoyadinov, 2005), p. 112
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of God’s will, and thus to function “according to nature” (i.e. as God
intended)’ 260, When a person’s heart is cleansed of the passions he
becomes more balanced and sociable because his selfishness gives way to
love for God and love for man. He loves now with a pure love without
expecting anything in return and independently of whether others love
‘him. There is no self-seeking in his actions. Thus, when selfish love is
changed into unselfish love, one speaks of the person as having become a
real human being.26! ‘Eros’, the specifically human way of loving, the
insatiable desire of the human heart, which seeks fulfillment turns into
‘agape ™62, the divine way of loving, the gift of the Spirit residing in the
heart through grace, as God is ‘agape’ himself.263 And it is this
transformation that leads to the healing of man264 and to his holiness,
then, according to St. Silouan, “the more perfect the love, the holier the

life”265.

d) spirituality outside the Church
e spirituality of desire

The Holy Scripture witnesses the acts of the Spirit of God not only during
and after the incarnation of the Logos but also before: ‘He is present in the
act of redemption, as in the act of Creation’.266 The Spirit of God calls to
life the primordial chaos (Gen:1:2), awakens for life the first man (Gen.
2:7), maintains existence and the prolongation of the world (Job 27:3,
33:4; Isaiah 42:1:6), guides the destiny of the individual man (Job 32:8)
and the destiny of the all of humanity (Haggai 2:5), He is a source of

260 See p. 46-48 (1st stage) and Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox
spirituality: a brief introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 58, 84
261 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 64

262 Agape is the source of giving, of sacrifice and is man’s participation in the love
of the three Persons of the Trinity. See more on ‘agape’ on p. 70, footnote 301 here.
263 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
298

264 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 64

265 Sophrony (Sakharov) Arhim. Saint Silouan the Athonite, Essex, 1991, pp. 75, 366
(Codbponuit, apx. (Caxapos). [Ipenodobretit Cunyan Agoncrkuii. Essex, 1990, c. 34, 153)
266 Aocku, Baagumup. Ouepk ebpxy mucmuueckomo 6ozocnosue nHa Mamounama UbpKea.
IIpeson ot dpercku Kpymosa, E. Omodop, Codusa, 2005, c. 156
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special gracious gifts (for example, Gen: 41:38; Exod. 31:3; Numbers
44:2), anoints kings, priests and prophets for their service (Exod.
11:23).267 The Spirit “Who has spoken through the prophets” ‘has not
been alien to God’s architecture in the world, where the common will of
the Holy Trinity acts’.268 Therefore the Holy Spirit has always been present
and acts in the world from the very moment of its creation. He has always
accompanied man, enlightening and guiding him to goodness through the
prophets, but His action ‘before the Church and out of the Church is not
the same as His presence in the Church after Pentecost’.269

When man is guided from the image towards the likeness, he is fulfilling
the purpose of his existence. Naturally, this fulfillment of man is achieved
through the sacramental and ascetic spiritual life of the Church.?70 The
fullness of man’s existence, i.e. that he becomes universal and achieves
perfect life, is realised wholly only in and through the Church, emphasises
Fr. Sophrony.27!

Outside the Church ethics and virtues are conducted mainly by the laws
of the conscience but the holiness and sanctification of man is only
achievable through personal living communion with the Holy Spirit as a
member of the body of Christ, i.e. of the Church. Thus in a strict sense we

can only speak of spiritual life within the Church.

Here arises the question: what happens with those people who are not
baptized and do not know about Christ? Is God’s Spirit present in them?

And are they open to his gracious suggestions?

The Holy Spirit, as is spoken in the prayer to Him, before and after the
incarnation of Christ, is “in all places and fills all things”, but He only
dwells in man with the agreement of his free will. St. Maximus sees all

that is created as created according to divine intention, the subject of

267 ITonnwtii [IpagocnaeHwiii Bozocroskuil Snyuknoneduueckuit Crosaps. Mocksa, 1992, c.
801

268 Nocku, Baagumup. Ouepk evpxy mucmuueckomo 6ozocrogue Ha HMamounama ywbpkea.
IIpesoa ot dpercku Kpymora, E. OMmodop, Codus, 2005, c. 156

269 Nocku, Baanumup. Ouepk ebpxy mucmuueckomo 6ozocnogue Ha Hamournama ybpkea.
IIpeson ot dpercku Kpymona, E. Omodop, Codus, 2005, c. 156

270 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, pp. 145, 146

271 Codponuit, apx. (CaxapoB). Poxdenue e Llapcmeo Henorxonebumoe. Cs. M.
Ilpenrevyenckuit Monactups, Uaa. Ilaaomuuk, Mocksa, 2000, c. 85, 86
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which is the personal Logos, who entered this world in history and became
man to fulfill the purpose of creation and of man as its microcosm. This
means that the whole creation is filled with the divine presence, a
presence that has a purpose and an aim to be carried out through man's
free acceptance of it.?72 In other words, God is present everywhere but our
bond with him and our spiritual life respectively rely on our willingness

and effort to receive Him in the name of Christ, i.e. as Christians.

Tertullian has famously said that ‘our soul is born Christian’. This being so,
it follows to assume that the idea of God and goodness273 is intrinsic to
man from the beginning, and that even if he does not find out about
Christ during his entire life he carries Him imprinted within and is able to
make his free choice choosing to follow goodness or evil.

In this sense we can speak of spirituality also outside the bounds of the
Church. Fr. Lev Gillet talks about “baptism of desire” associated with
people ‘who are longing for the Water of life, whether consciously or even
unconsciously’. These people could be ‘a heathen or an atheist who may
long for, or even possess, the reality of God without having a name for it,
or even while rejecting the name which they do not feel able to associate

with the reality’.274

Non-church people are deprived of the personal communion and
sanctification, which is received in the Holy mysteries, but this does not
mean that they are entirely excluded from the acts of the Spirit. Man can
invoke Him intuitively, without — as Fr. Lev Gillet mentions above -
knowing His name, without being familiar with the Church and its
teaching, without confessing Him rightly but with his whole being turning
and directing himself to Him and summoning Him. God then doubtlessly

responds, and if this is necessary for the salvation of this person, He will

272 Thunberg, Lars. Man and the Cosmos. The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, p. 133

273 With the idea of goodness we understand the notion of goodness not as a
cultural but as a universal concept, i.e. God’s commandments which are intrinsic to
the nature of the human soul as an inherent (natural) moral necessity. This natural
endowment can be warped by a given culture-tradition, for example as in the
sacrificial rites of savage man, or it can be developed by another.

274 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 43
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enlighten him to follow Him rightly. There are cases when God, as a result
of His providence, does not demand this.275
In this case man continues his spiritual communication with God as he
can. Then we also talk about spirituality, albeit in a different perspective.
From those to whom God has revealed Himself and has endowed wholly

with His grace, much will be required.27¢ From those to whom less has

275 In this context, the episode with the shepherd and the missioner is
enlightening (here it is presented in a paraphrase):

‘A Bishop-missioner, who was traveling around the world to preach about Christ,
sailed on one occasion to a brook, where he saw a shepherd jumping over it and
repeating to himself: “once for me and once for God”. Intrigued, the Bishop asked
him what this meant, and he answered that this was how he prayed. The Bishop
told him that this was not the right way and that he would teach him how to truly
pray. So he taught him the prayer “Our Father”. The shepherd began repeating
eagerly until he had memorized it and the missioner sailed away contently.
However, only a short time had passed when the Bishop noticed a silhouette
getting closer to his barge and with amazement recognized the shepherd who was
anxiously crying out, “Father, I have forgotten the prayer.” The Bishop then
answered him that he should carry on praying in the way that he was used to for
his prayer had been heard as it is.” Why did the Bishop answer in this way? The
strength of faith and love of the shepherd towards God had already been
demonstrated by the fact that he was immediately ready to listen to the Bishop and
took it upon himself to learn that correct prayer, so strong was his desire to serve
God truly. On seeing this God did not want to change the habits of the shepherd,
something which was greater than his capacities, and instead accepted his prayer
such as it was, proving this to the Bishop through a miracle (walking on water). In a
similar way God judges primitive people according to their primitive laws, or
according to the existing moral code in their societies, even if the latter is not
perfect or is different from the higher law of God. For if man is obedient to this
inferior law, he will also be obedient in the higher law: “ He that is faithful in
that which is least is faithful also in much” (Luke, 16:10, Mat.25:21). But if he has
not been faithful to the small, ‘who will entrust him the higher riches, the ideal and
true goodness?’ (See Tonkosas Bubnus, c. 694, 811) St. Paul elucidates in his Letter
to the Romans that non-Christians will give account of their deeds according to the
natural law of conscience as “the work of the law” is “written in their hearts, their
conscience also bearing witness, and their thoughts the mean while accusing or
else excusing one another” and that since “the Gentiles, which have not the law,
do by nature the things contained in the law, these, having not the law, are a law
unto themselves” (Rom. 2:14-15). Based on his interpretation of St. Paul is also
Metropolitan Anthony’s belief ‘that the pagans will be saved by keeping ‘the law
within their hearts’; the Jews by keeping the Law of Moses; the Christian by their
faithfulness to Christ’s teaching’ and that ‘it is not for human beings to put limits
on God’s will’ as ‘Christ died on the cross on behalf of all creation’. (Crow, Gillian.
Impressions of Metropolitan Anthony. London, 2005, p. 223)

276 “For unto whomsoever much is given, of him shall be much required: and to
whom men have committed much, of him they will ask the more” (Luke 12:48).

277 The responsibility of those who have known the law and have not obeyed it will
be greater than that of those who did not know it. “He that knew not [his lord’s
will], and did commit things worthy of stripes, shall be beaten with few stripes?”,
says Christ, but he that knew his lord’s will, and did not according to it, “shall be
beaten with many stripes” (Luke 12:47,46). The priest in the Judean Temple
entering the Holy of holies would first repent his sins and then for those
committed by the people through ignorance. But for him who has known and not
obeyed the law, the Scripture says that “it is a fearful thing to fall into the hands of
the living God” (Hebr. 10:31).
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When we speak of spirituality in its broadest sense we should mention the
practices of the Eastern religions. We have seen that there are distinctive
differences between Orthodox spirituality and that of other confessions.
The differences are even more fundamental with the “spirituality” of
Eastern religions, “which do not believe in the Theanthropic nature of
-Christ and the Holy Trinity. They are influenced by philosophical dialectic,
which in Orthodox theology has been surpassed by the Revelation of God.
These traditions are unaware of the notion of personhood and thus of the
hypostatic principle. And love, as a fundamental teaching is totally absent.
... There is no path leading their “disciples” to theosis-divinization of the
whole man”, Metropolitan Hierotheos explains.278

Nevertheless, in all these categories of intuitive or diverse searching for
God we can speak, up to a certain degree, of some sort of spiritual

experience, even though it cannot be categorized as spiritual life.

T 77 e demonic spirituality
In cases when man completely refutes all possibility of being enlightened
or touched by God’s Spirit, all efforts and achievements of the mind,
intellect and his capacities relate to the life of the soul, but they can also
be a manifestation of so-called ‘demonic spirituality’.

The chief characteristic of a life linked with demonic spirits is pride. The
passion of pride seduced even Lucifer, who was created as the most
glorious angel.?2’? ‘Pride sets one man against another and makes it
impossible to “love one another”280. Pride therefore separates men not only
from each other, but also from God’.28! Through pride man becomes his
own demon.282 Afflicted by it and by the emptiness in himself he enters

into ‘a constant search for external pleasures. He distorts and dooms

278 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 30, 31

279 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 71

280 “This is My commandment, that you love one another as I have loved you.”
(John 15:12)

281 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 81

282 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 113
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himself more and more in this way and becomes susceptible to any
wrongdoing and sin.”283 Thus Fr. Sophrony regards pride as “the source of
sin, comprising every aspect that evil can assume - conceit, ambition,
indifference, cruelty, disregard of the suffering of others; day-dreaming,
over fantasizing, a demented expression in the eye, in every other feature;
gloom, melancholy, despair, animosity; envy, an inferiority complex,
carnal desires; wearisome psychological disturbance, rebellious feelings,
fear of death or, on the contrary, wanting to put an end to life; and, lastly
and not seldom, utter madness. These are the indications of demonic
spirituality. But until they show up clearly they pass unnoticed for many”,

concludes Fr. Sophrony.284

283 ApxuManaput 3axapuac (3axapy), [Ipeobpasseawama cuna Ha mailHcmeomo usnoseo,
nybaukyBaHo B ci1. MupHa, 6p. 22, 2004, c. 76
284 Sophrony (Sakharov) Arhim. Saint Silouan the Athonite, Essex, 1991, pp. 203-204
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II. THE PLACE OF SPIRIT IN THE CREATIVE WORKS

OF MAN

A.Inspiration

Where does inspiration come from: this fascinating, all-engrossing feeling
that seizes our being and lifts it up to the ideal? This impulse that directs
the soul towards giving itself, wishing to motivate also others towards

something more meaningful - for good and the sharing of beauty...

1. Notion of inspiration:
a) etymology

The Greek word nvévotol comes from the verb nvéwn = breathe.

The Latin word ‘inspiratio’ from the verb ‘inspiro’ is compounded from the
preposition in and the verb spiro (breathe) and means breathe into; blow
upon, instill, implant, thus inspiratio is the act of breathing in, breath of
life, and it could also mean soul (without body), or filled with enthusiasm.
The German, French and English languages retain the Latin word and
enrich its meaning. Inspiration is used there in a sense of enlightening, of
impulse, of a sudden good idea, inducement, suggestion from without,285
whereas the American Englfsh ‘inspirit’, the Russian ‘@doxHyms’ and
Bulgarian ‘edvxHa’, mean directly to ‘breath in life’, to ‘animate’.

This palette of interpretations can be summarised in the meaning in
which ‘pnevstos-nvévstol’ (inspirit) appears for the first time in the Holy
Scriptures by description of the Divine creative action: God.“breathed”

into the nostrils of man the breath of life (spirit); and man became a living

285 In this sense Schumann considers ‘the spirit to be intrinsic to all new visions
[ideas]’. (“Allen neuen Erscheinungen ist Geist eigen”.) Schumann, R. Gessamelte
Schriften. Band I, Breitkopf & Hértel, Wiesbaden, 1985, S. 35
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soul (Gen. 2:7)286, Thus ‘inspiration’ can be defined as a condition in which
man is animated at God’s discretion from without for activity that quickens

the soul.
b) specifics

A distinction has to be made in modern usage between inspiration and
‘inspiration of God’ or ‘divine inspiration’.

As we have seen inspiration is a notion with a definite divine origin that
expresses ‘the supranatural action of God upon man’287. For Fr. Sophrony it
is ‘the presence of the strength of the Holy Spirit within us™8 and
according to St. Gregory Palamas it is ‘one of the energies of the Spirit, a
reflection of the uncreated Light of Christ, which “enlightens all”, each
person coming to the world™289.

Also the pagan ancient world believed that inspiration is “breathed in”
from without by the goddesses, protecting certain arts. Here we can see a
possible borrowing from the above-mentioned narration of the Creation
where the true God, Who ‘inspirits’ (breathes) “the breath of life” is
replaced by goddesses. Before proceeding with the exposition of their
works ancient poets would pray to the muses for help and inspiration.
That is how also Homer starts his ‘Iliad”

“Sing, Goddess, sing of the rage of Achilles, son of Peleus —

that murderous anger which condemned Achaeans”.299

But in the course of time the meaning of the term inspiration has changed.
It began to include more of the human factor: man could be inspired by
other men, by an event, by a mood. Gradually the word lost its divine
meaning becoming more and more materialised in its everyday use. It

went so far as the reason for inspiration to be sought in the person itself

286 “And the Lord God formed man of the dust of the ground, and breathed into his
nostrils the breath of life; and man became a living soul”.

287 Koes, Toti0; Bakaaos, I'eopru. Xpucmusarcku cnpasouruk. Cocust, 2001, c. 223 _
288 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R. Edmonds:-*
Essex, 1988, p. 119 (Codponuii, apx. Budemv Boza, kax On ecmb. Essex, 1985, ¢c. 117 -
“O BOOXHOBEHUH") B
289 After HukoaaeBa, Oaecs. Coepemennas Kynmypa u IIpagocnasue. MOCKOBCKOE , .
ITopsopre Caaro-Tpouuxoit CeprueBoit AaBpel, 1999/ IIpeeod Ha 6vnz. ViBaHOBa, A.
Cvepemenrama kyamypa u npagocnasuemo. Usg. “Omodop”, Cocdus, 2000, c. 191, 220

290 Peunuk Ha aumepamyprume mepmuru, c. 207/ Homer. The lliad. Engl. transl. by lan
Johnston, Malaspina University College, Canada, 2002
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and to be held as an entirely human quality. Besides this inspiration
began to be used also in a negative sense: man can be “inspired” as well to
evil deeds.291
In this way it finally arrived at a separation between the two terms so that
‘divine inspiration’ is used only for designating an action induced by the
influence of the Divine factor and where this factor prevails.
- In the Christian religion the term ‘divinely inspired’ is even more specific
and it applies exclusively to the divinely revealed Holy Scriptures. It
means also communication of grace. The Holy Spirit speaks through the
- prophets, i.e. they prophesied, thought and wrote down the Word of God
by the inspiration that they received from the Holy Spirit. 292
Archimandrite Sophrony writes that despite the fact that the artistic and
philosophical inspiration ‘is characteristic of our fallen nature’, it could
eventually be considered as a ‘gift of God but it neither gives at this stage
union with the Personal God, nor even intellectual vision of Him’. “Truly
holy inspiration, proceeding from the Father on High, does not impose -
itself. It must be obtained, like every other gift from God, by an urgent
[strenuous] effort of prayer (cf. Luke 11:9-11).” 293
Even though in our research the term ‘inspiration’ will be used mainly in
its spiritual meaning, our attention will be chiefly focused on artistic
inspiration and not on ‘truly holy inspiration’. Nevertheless in order to
explore the specifics of inspiration in artistic and musical work in greater
detail, we need to consider briefly what the ultimate book of inspiration,

the Bible, says about it.

291 Weisberg in his book of Creativity states that “much of what we believe about
creativity is not based on hard data but is more or less folklore” and that believing
that inspiration can have a divine source is rather old fashioned. Up to a certain
point we can agree with this view. Many phenomena connected with creativity have
been depicted in a rather superstitious and mythological colour. But in a similar
way one could be saying that much of what we believe about God is also old
fashioned, belonging to the folklore inheritance of our ancestors. However to prove
this is as hard as to prove that ‘inspiration’ is a purely biological phenomenon.
Thus there is a great danger of modern scientists narrowing their knowledge only
to empirical experiments and closing themselves off to any spiritual experience.
See Weisberg, Robert W. Creativity: genius and other myths. New York, 1986, pp. 1-3

292 ‘For the prophecy came not in old time by the will of man: but holy men of God
spake as they were moved by the Holy Ghost (2 Peter, 1:16-21)." Hierotheos
(Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief introduction, Levadia,
Greece, 1992 (English transl. 1994), p. 58

293 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R. Edmonds,
Essex, 1988, p. 119 (Codponuii, apx. Budems Boza, kakx OH ecmb. Essex, 1985, c. 117)
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2. The Holy Scriptures about inspiration. Inspiration of the

Holy Scriptures29+

In the Scriptures of both, Old and New Testament we find repeatedly
examples of divinely inspired activity.

God speaks through the mouth of Moses: “Now therefore go, and I will be
with thy mouth, and teach thee what thou shalt say.” (Exodus. 4:12) or
“And the LORD said unto Moses, Write thou these words: for after the
tenor of these words I have made a covenant with thee and with Israel”
(Exodus. 34:27). King David declares that: “The Spirit of the LORD spake
by me, and his word was in my tongue” (2 Samuel 23:2). In the book of
the prophet Hosea God Alone says that He has written statutes for Israel:
‘I have written to him the great things of my law” (Hosea 8:12). The
prophet Isaiah tells that God revealed His word to him in a vision: “the
word that Isaiah the son of Amoz saw concerning Judah and Jerusalem”
(Is. 2:1). Also prophet Ezekiel testifies: “The word of the LORD came unto
me, saying...” (Ezek. 6:1; 1:3, 7:1), and similarly prophet Micah speaks of
“the word of the LORD that came to Micah” (Micah 1:1).

Even more frequent are the examples in the New Testament. In the Gospel
according to St. Matthew we read how David ‘by inspiration’ and in the
Gospel according St. Mark ‘through the Holy Spirit’ calls Christ ‘Lord’,
even before His incarnation. 295 Here the link between inspiration and the
action of the Holy Spirit is obvious: David has been inspired by the Holy
Spirit and at His suggestion reveals the mystery of the divine sonship of
Christ.

Speaking of the prophetic word St. Peter explains that “the prophecy came
not in old time by the will of man: but holy men of God spake as they were
moved by the Holy Ghost” (2 Peter 1:21). That the Holy Spirit foretells
through the mouth of the prophets we read also in his First Letter (1 Peter
1:10-11) as well as in the Acts of the Apostles (Acts 1:16; 3:18, 21; 4:25).

294 This sub-chapter is developed mainly after Mapkoscku, UB. Bwveederue e CeeuieHomo
ITucarnue na Cmapus 3agem, c. 12-19

295 “How then doth David in spirit call him Lord” (Matthew 22:43) and “David
himself said by the Holy Ghost, The Lord said to my Lord, Sit thou on my right
hand, till I make thine enemies thy footstool” (Mark 12:36).
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Also St. Paul speaks of the ‘divinely inspired’ word: “God, who at sundry
times and in divers manners spake in time past unto the fathers by the
prophets, Hath in these last days spoken unto us by his Son, whom he
hath appointed heir of all things” (Hebr. 1:1-2) and in the Second Letter to
Timothy he uses even the very word ‘inspiration of God’ by affirming that:
“All scripture is given by inspiration of God (3edonvevotog) and is profitable
for doctrine ...” (2 Tim. 3:16). In the Latin Bible this word was initially
translated as ‘divinitus inspirata’ = enthused by Divine influence. But later
the adjective ‘divinitus’, unlike the Greek original, becomes relinquished
and only the noun ‘inspiratio’ remains in use. Yet, its meaning when
related to the Scriptures continues to mark the special impact of the Holy
Spirit upon the human spirit that results in man expressing divine
mysteries that have been implanted in him previously.
The examples of divine action in the souls of different divinely illuminated
people illustrate how God urges man to godly-wise activity. On that
account we describe this activity as ‘inspired by God’ as it reveals to man
his Creator and God’s providence by conveying supranatural religious
truths that lead man to meaningful life.
At this point it is necessary to approach some questions associated
directly with the topic of the ‘inspiration of God’ in the sacred books of the
Bible as this will to a certain extent relate to our research.29
That Scripture has been written under the ‘inspiration of God’ is a Church
teaching that is accepted almost unanimously but is interpreted
differently. Thus it is important to note that the Holy Scripture as a whole
comes from God but not every detail, letter, dot or comma in it is divinely
inspired. How is this possible?
The Holy books are created by the fusion of two factors: the Divine and the
human. The holy writers have not been a mechanical tool of the Holy
Spirit and they have not been deprived of their free will as God never
forces man and does not work through him without his consent.297 ‘The

inspiration from Above to a great extent depends on ourselves, writes Fr.

2% By juxtaposing the inspiration in writing the divinely revealed books, the
Scriptures, and the inspiration in creating musical art.

297 A fascinating example of this is that even for something so glorious as the
Incarnation, God has asked the Virgin Mary for her voluntary assent and so gave
her the chance to decide freely whether to become the Mother of God!
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Sophrony: are we going to open the door of our heart, on which the Holy
Spirit knocks, to let Him enter’?298 In a similar way the holy writers, left to
their individual creativity, included also a personal element in what they
wrote. This is clearly evident in the external form and style of the different
authors.

The free human activity of the writers manifests itself throughout the
entire Scripture. Its participation of course presupposes the entry of some
imperfections in Scripture since human nature is not perfect. Yet the
permitted purely human thoughts and feelings, discrepancies, differences,
do not contradict the ‘inspiration of God’. The work of the Holy writers is
perfect only to the extent needed for the divine tasks.299 Supranatural
Revelation is not needed for the description of purely historical events,
personal deeds, or secondary facts which are obviously actions of the
human spirit. Nonetheless, the essential part of the Holy Books consists of
truths and mysteries, instructions for faith, ethics, prophecies, that are
normally inaccessible to man, and which doubtlessly could not have been
voiced without the guiding action of the Holy Spirit. Thus the divinely
revealed element in Scripture prevails.

The ‘divinely revealed’ blends here with the ‘divinely inspired’ for God has
inspired His most worthy and devoted followers to transmit the Word of
God to their neighbours. Inspiration kindles the fire and Revelation

transforms it into a guiding star.

B. Creativity.
The creative ability of man as an expression

of his God-likeness?3°°

1. The eternal creative power of God

298 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R. Edmonds,
Essex, 1988, p. 120 (Codponuii, apx. Budems Boea, kax On ecmb. Essex, 1985, c. 118)
299 TlonHwbill npagocraersill 6020cn108CKULl SHYUKAONEOUUECK Ul clo8apy, c. 350-351

300 The whole sub-chapter is developed mainly according to Hioarepos, [. B., Llonescky,
Ha. K. Ilpagocragro doemamuuecko 6ozocnogue. B. TwvpHOBO, 1997
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"My Father worketh hitherto, and I work" (Jn. 5:17). But what do we
actually know about this vast and unceasing work? God is Creator by His
nature, therefore He is Creator even before creating the world out of
nothing, because the creation exists eternally in God’s mind as an
innermost thought and intention in conjunction with the mystery of man’s
wemme - — .salvation. God has His life in Himself - in the relationship and unity of His™
three Hypostases, living in perfect love (agape)3°! - and He reveals it first
and foremost by the actual creation of the world itself. 302 [t is a free
manifestation of the perfection, the blessed life and the glory of the
Personal Creator, and it also expresses of the indescribable love between
the Hypostases of the Holy Trinity Who are willing to transmit Their
blessings to other beings. ‘God is love; and love presupposes another
person’.303 This is the main motive for the Creation and not, as pantheists
thought, the need of self-expression, for love involves freedom which ..
-- - excludes any necessity. St. Gregory of Nyssa indicates that ‘The Maker of
man’s nature was not driven to create him by any necessity. Man is
called into being in order to be a partaker of the good things in God 304,
that is to say to participate in the life of God. 305
Prompted by love, God created the world aiming at the beatitude of those
created. This goal presupposes God’s Glory, not as praise but as the
intrinsic jubilation of the Creator and creation. ‘The beauty of the God-
created world 1s the manifestation of His divine love for the world’.306
Simultaneously God as an eternally active moral good becomes a goal for

the world.

301 ‘Greeks have four words for love: stergein, which designates the love of parents
to their children; eran, from each comes eros, tainted by associations with impure
ideas; pfilein, relationships between friends; and agapan, a term chosen in
Scripture to distinguish its meaning from the one with which ‘love’ was associated
by the pagan world.” See Spidlik, Thomas. The Spirituality of the Christian East,
Kalamazoo: Michigan, 1986, p. 297

302 Koeg, Torro. IIpasocnraeer Kamexusuc, c. 45

303 Thought based on Staniloe and Fr. Sopfrony in Boosalis, Harry. Orthodox Spiritual Life
according to Saint Silouan the Athonite. STS Press, USA 2000, p. 141

304 St. Gregory of Nyssa. Oratio catechetica 5.3-4; PG 45:22C

305 According to the teaching of Orthodox anthropology. Boosalis, Harry. Orthodox
Spiritual Life according to Saint Silouan the Athonite. STS Press, USA 2000, p. 27

306 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 28
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The act of creation is described by Moses as a continuous process of
progressive multiplication, the ascending order of which is analogous to
that of science.
Despite the apparent concordance between the biblical narration and the
scientific theory of evolution, the different mechanisms of the latter are

not of great significance from the religious viewpoint. Whether the origin of

life i1s a result of an instantaneous or gradual miracle; it is still a miracle -

which doubtless takes us to its source, to the divine Suprabeing.307
Besiaes this, it is worth noticing that the Bible is not a natural science but
a Divine teaching. The difference between them is that while science is
concerned with the study of the created, the Bible is turned towards the
Creator and His Revelation.

According to the description of Moses, the world had been created in six
“creative days”.308 He represents this in the form of a ‘cosmogony’, i.e. as a

teaching of the origin of the whole universe and not only of the earth

307 Men, AaekcaHIbp, npot. Ilpousxod Ha penuzusima, c. 111

308 God created “in the beginning”, i.e. when nothing existed, the “heaven” (the
invisible world of immaterial spirits or angels) and the “earth” (the visible, material
world). The biblical writer outlines two creative acts in the creation of the material
world: the creation of matter (of all potential forces of being) out of nothing and the
gradual development and materialization of these potentialities in six days or six
stages according to the laws implanted in them by the Creator. (See I'p. Hucuticku
ci. Koes, Torw. Punocogecku udeu e npasocnasrus Hzmok. Cogus, 1993, c. 62) The
setting into motion of the immobile first matter, which has been seen as a
condensed and supercompact substance, outside of which nothing existed, because
time and space had been kept inside, resulted in a cosmical explosion (See Mex,
Aaekcanawp, npot. Ilpousxod Ha peauzusma, c. 116) that brought forth light. In
consequence of the explosion, the first matter started to fall apart and the various
parts started to move in a well determined way, forming space, i.e. God created the
“firmament” (the air, the galaxies and the solar system that includes also our
planet). With the cooling off of the atmosphere saturated to the extreme with water
vapour, it released the vapour’s superfluity by transforming it into water that rains
on the earth. In this way water emerged under the “firmament”, i.e. under the air,
and water above the firmament - vapour. The Earth had become more and more
compressed and had been cooling progressively the space around itself. As a result,
while different parts of the planet’s surface rose, others sunk and started to gather
in the transformed water vapour. That is how the sea and the ocean emerged. There
had been already all the necessary conditions for the appearance of the plant-life.
After the vapour cleared away, the closest heavenly bodies - the Sun, the Moon and
the stars (formed earlier together with the Earth and the Solar system), became
visible. The already existing vegetation was a necessary condition for the
development of more superior organisms - animals. Not until God had prepared
everything, did He create man - His most superior creation - substantially different
from all creations prior because of his ability to speak and reflect. Man contains in
himself all the elements, forces and qualities of nature, and as a result, he
constitutes a small microcosm: “another second world - great in its smallness”
(St. Gregory of Nyssa). The synopsis of the creation of the world is based on [roarepos,
[. B., Honescku, Ha. K. IIpasocnaeHo doemamuuecko 6ozocnosue. B. TepHOBO, 1997 (III
u3gaHue - nepaboreHo u peaaKTHp’g__{{w Totio Koen), c. 76-80
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(‘geogony’). This biblical narration bears a resemblance to nearly all
ancient ‘cosmogonies’, which refer also to six stages of the creation of the
world. Unlike them though, it describes the creation as a history, a
formation and a process.309

One can only speculate about the actual length of each of these six
“creative days”. For a long time the poetic language of Genesis has been
taken rather literally but the Church Fathers (St. Basil the Great, Bl
Augustine, etc.) have criticized this approach. The Hebrew term “iom” (0¥
means not only ‘day’ but also ‘period of time’ in its broader sense. There is
not a word for ‘period’ or ‘age’ in Biblical Hebrew. The division into days is
for greater clarity and establishes the existence of the week in the Hebraic
liturgical calendar310. This, however, does not mean that the six days of
creation, 1.e. God’s days, are literally the same as our human six
weekdays. Again as mentioned, when taking into consideration that the
whole of Creation is a miracle in itself, the length of the various stages
ceases to be of great importance. Time for God has different dimensions
and the whole of eternity is for Him as a flash3!!, since He is beyond time
altogether. Furthermore, the nature of the process does not change
according to the speed at which it is accomplished.312

After he made man, God rested from His work, i.e. He ceased His creative
act but not in an absolute sense. Creative ability is an innate
characteristic of God and is not confined to the moment of creation. Even
though God does not create by His essence but by His will and energy313,
the divine creative act is not reduced to one “opening stage” 314, after
which, according to the deists, He becomes indifferent towards His
creation. The actual Hebrew verb “sabbath” stands also for “completing”,

“finishing a deed”. God as Everexisting is also Everacting. For Him there is

309 MeH, AaekcaHABp, IpoT. [Ipousxod Ha peauzuama. Codpus 1994, c. 107

310 Tllusapos, H. Bubaeiickuar paskas 3a cwTBOpsBaHeTo. COOPHUK Mmamepuanu 3a
Kandudam-cmyodeHmu no 6ozocnoeue. B. TepuoBO, 1992, c. 8

311 “One day is with the Lord as a thousand years, and a thousand years as one
day.” (2 Peter 3:8)

312 Men, AaeKcaHABD, IPOT. JIpousxod Ha penuzusma. Cobust 1994, c. 109

313 God’s energy is eternal but it becomes creating in the plan of the economy. God
creates through His eternal and immaterial energy and with His free loving will. In
this sense creation is not a product of God’s essence and thus it is not co-eternal
with God but it is a result of God’s love and grace. Comment by M. Stoyadinov

314 MeH, Aaekcasabp, NpoT. [Ipousxod Ha penuzusma, c. 111
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no difference between a single or multiple action3!5, between eternity and
instantaneousness, past and future. ‘God is ever active; He always has His
energy independently of the being or non-being of the world. His activity is
not conditioned by the creation because the creation sprang up
simultaneously with time whereas God is beyond time. In this sense the
creation out of nothing is not a constant action of God but is an action of
love’, M. Stoyadinov notes.316 This does not mean that God loses His
creative will and activity. On the seventh day God in the words of St. John
Chrysostom ‘stopped to produce and form non-being into being317, but He
did not stop to produce all together. Thus the rest on the seventh day and
everything else should not be interpreted literally, because tiredness and
the need of rest are not intrinsic to the nature of the Absolute Being: God
neither “slumbers, nor sleeps” (Ps. 121:4-EN).
The Holy Scriptures repeatedly testify that the existence of the world is
reliant on the Creator and is constantly nourished and “renewed” by his
creative power (“Thou renewest the face of the earth”, Ps. 104:29-30; Jn.
5:17). In the words of St. Paul “by Him were all things created, that are in
heaven, and in earth, visible and invisible ...; all things were created by
Him and for Him: And He is before all things, and in Him all things
consist” (Col. 1: 16-17). St. Paul displays here how the Creator relates to
the created, before and after creation. Hence, the concept of “continual
creation”318 which, as Metropolitan Kallistos explains, “is not an event in
the past, but a relationship in the present. If God did not continue to exert
his creative will at every moment, the universe would immediately lapse
into non-being; nothing could exist for a single second if God did not will it
to be”.319
Exactly because of God’s continuous living and loving relationship with
the world in order not to leave man to his ruin, God the Father sends God
the Logos to the world, Who is incarnated through the creative energy of
God the Spirit. 320

315 TTewnos, 1. Jeuzvm. Kom Punocopuama Ha penuzusma, c. 49-50

316 Comment of M. Stoyadinov

317 MeH, Asekcauawp, npoT. ITpousxod Ha penuzusma, (c. 111)

318 Men, AaekcaHOBP, NPOT. [Ipousxod Ha penuzusma, c. 111

319 Bishop Kallistos (Ware). The Orthodox Way. St Vladimir’s Seminary Press, New York,
2003, p. 45

320 See CrossimuHOB, MapusaHn. Boxxusama 6razodam — 6020¢108cK0 uscredsane. IIpakcuc, B.
TwpHOBO, 2007, C. 110
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Through His Providence God does not cease to work and care for His
creation preserving the life and strengths of His creatures; affirming the
good and confining the evil. God has forethought and provided for
everything, even to the most seemingly insignificant details, but the world
is not less independent32! because of that fact. God has given to His
creatures His laws, which are permanent and unchangeable. They are
means for the accomplishment of God’s will. That is the reason why His
will does not act directly on them (on the creatures), but only co-operates
with them.322 '

According to St. Gregory of Nyssa ‘God’s creative will is the only tower of

strength to creatures in their transitory existence. The world exists by
virtue of God’s suprawise power, which pervades everything and preserves
the being of all. Not only did God create the world but as All-powerful He
also keeps and protects it by His Omnipresence. He is in the world
without merging with it, as the soul gives life to body without being -

absorbed’323,

Father Sophrony points out that God’s plan for us is achieved in attaining
perfection through the union of our spirit with God. When this is
accomplished, it reaches, according to him, such a degree of completeness
that all our potentialities are fulfilled. Our life is transformed then into
“pure act” in likeness of God. Man becomes in God a “microtheos” and
thus he who has achieved this degree of unity becomes holy and
participates in God in all that He does. And as God rested from His work
on the seventh day, so should man seek to fulfil his divine vocation by

attaining the surety of God’s rest324. This rest is the ultimate perfection,

321 The creation always existed for God. The created world signifies that at the
moment of its creating it begins to exist also for itself. Bishop Kallistos (Ware). The
Orthodox Way. St Vladimir’s Seminary Press, New York, 2003, p. 45

322 MroarepoB, M. B., Llonescku, Ua. K. IIpasocnaeHno doamarnuuecko 6ozocnosue. Boe
Ilpomucnrumen, c. 88-90

323 I'p. Hucwniickm, presented in Koes, Torwo. dunocoghcku udeu @ npasocrasHus Hsmok, c.
61

324 St. Parthenius of Kiev called it also “blessed” rest, whilst the apostle Paul
exhorted men to endeavour to enter into the “rest” of God for he that is entered
there, “he also hath ceased from his own works” (Hebr. 4:11, 10). St. Maximus the
Confessor draws a parallel between spiritual growth and bodily growth, and also the
realization of perfection, i.e. rest (peace) of soul in the kingdom of Heaven with the
achievement of complete physical maturity. As the body needs food in order firstly
to grow, and after ceasing to grow in order to maintain its life, so is the soul
initially fed in order to flourish in virtues until it achieves complete maturity in



75
which is not something passive or dead, but is always alive. No one within
his earthly existence fulfils this vocation completely, explains Father R
Sophrony, but the process starts here, whilst its ‘all-perfect realization’ is
achieved only after departing this world.325
In conclusion we will refer to Mariyan Stoyadinov who indicates that
‘despite the fact that the creation is a result of the divine action in time,
the actual existence of this action (as power and energy) is pre-eternal as
well as the existence of the divine nature26, because ‘God’, in the words
of Joseph Vrieny327, ‘creates now, and whenever He wants, since He has
His creative power from eternity’328, This leads to the assumption that God
is Creator before the act of Creation as the creation exists from eternity in
God’s mind as an innermost thought (please note: not as realization)
together with the mystery of man’s salvation; as well as during and after
the act of Creation. Before the creation He is Creator in his intention,
during the actual creative act He is Creator in its completion, and after it -

in the process of looking after what He has created. y . -

2. The creative ability in man as God’s gift

According to the Church Fathers, man prolongs in the created order the
work of God.329 This suggests that human creative acts are a continuation
of the creative work of God in which man’s Godlikeness is expressed. ‘It is
more than coincidence’, wrote Fr. Aleksander Men, ‘that creative action is

of cosmological significance in Christianity. In it man continues to a

Christ. The soul then will find itself at a higher level than during the process of
growing and can taste directly the infinite beauty of the imperishable food. Owing
to this, i.e. according to its participation in God’s grace, the soul can fully
comprehend the eternal within it and itself become god, which, as already
explained, is the meaning of deification. See Codponwmii, apx. (Caxapos). PoxdeHue &
Llapcmeo Henoxkonebumoe. Ca. %8 IIpenreuenckuit Moractups, Usn. [laaomuuk, Mockea,
2000, c. 78

325 Codponmii, apx. (CaxapoB). Poxderue e Llapcmeo Henokxonebumoe. Cn. W.
IIpenreyenckuit Monacrups, Usn. [Tasomuuk, Mocksa, 2000, c. 76 77 .

326 CrosgnuuoB, Mapusan. Boxxusma 6jlazodam - 6ozocnoec;co Uscnedeare. IIpakcuc, B.
TepHOBO, 2007, c. 112

327 Famous preacher in 15 century.

328 Mocud Bpuennit, Cnoeo 3a 6oxxecmeernama emepzus (Ta Eupebévia, B’ o. 101). Quot.
in CrosguuoB, Mapusan. Boxusma 6nazooam - 6ozocnoecko uscnedsare. Ilpakcuc, B.
TwpHOBO, 2007, c. 112

329 Spidlik, Thomas The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
61
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certain extent, God’s act of creation. This is no longer the “Water” or the
“Earth” with their wild and instinctive life but a conscious creature that
creates its own “second cosmos” while participating at the same time in
God’s act of creation’330,
With the creation of man, when “a child is born into the world” (Cf. John
16:21), we are called upon to participate in the creation of the world by
our Creator; to rule over “all the earth”, to cultivate it and preserve it (Gen.
1:26, 2:15).
Genesis 2:19 shows Adam confronted (by God) with his first creative task:
to give names to the animals (“and brought them unto Adam to see what he
would call them: and whatsoever Adam called every living creature, that
was the name thereof. And Adam gave names to all ...” - Gen. 2:19-20).
This ability of linguistic creativity is, according to St. Basil of Seleucia, the
strongest evidence of the creative gift of man.33! Moreover, the creation,
according to Berdyaev, is in reality the human response to God’s appeal,
participation in God’s work.332
The creative ability can be seen as a type of “natural’ revelation. It cannot
have the authority of the divine revelation, i.e. the Holy Bible, but it can,
at least to a certain extent, help us to realize the greatness of the One Who
not dnly created man, but also breathed into him the impulse for creativity
that inspires him to set this impulse into motion and to transform it into
creation. Nikolai Berdyaev, the philosopher of creativity, draws attention
to the fact that ‘creative work is possible because the world was created
and has a Creator’. He notices that the act of creation itself is a complex
activity as it includes three components: freedom, gifts and the created
world which offers the material and in which the act of creation takes

place (‘by virtue of a free action’).333

330 MeH, AaekcaHasp, NPoT. [Ipousxod Ha peaueusma, Codpus 1994, c. 152

331 Huronaesa, Oaeca. Coepemennas Kynmypa u Ilpasocnasue. Mockosckoe Ioasopse
Cesaro-Tpounkoit Cepruesoit AaBpel, 1999, T'aaBa: CnocobHocmbs kK meopuecmeo Kax ... .
6ozonodobue /IIpesod Ha 6baz. UBaHoBa, A., Codusa, 2000, c. 158 RN
332 BepasieB, Hukonat. [lpednasnauenuemo Ha uoeexa. Cocus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 106

333 See BepasieB, Hukoaalt. [IpednasHauenuemo Ha uogexa. Cocus, 1994 [Berdyaev,
Nikolai. THE DESTINY OF MAN (1931)), c. 17

P
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If we consider the creative ability as God’s gift it follows that it is filled
with the graceful energy which permeates all God’s gifts.33%4 ‘The creative
energy that makes the painter feel a humble disciple, writes O. Nikolaeva,
outgrows his empirical person and provides not only a source of
knowledge about the world but also about himself. ... Every creative action

contains a seed of eternity, “logos” that relates to the Supreme Logos’.335

Father Sophrony points out that God has called us to participate in His
act of creation of “immortal gods”336 and as “the Son can do nothing of
himself, but what he seeth the Father do” (John 5: 19), likewise does the
man.337 In that sense Berdyaev’s and Florensky’s concept of creative
artistic work as theurgy, i.e. an act of participation in God’s work, could
be adopted.338

a) image and likeness

According to the holy testimony of the Book of Genesis, man is created in
God’s “image” (katU’ eikova) and “likeness” (kat’ (')u'oimow) (Gen. 1:26-27).
St. Basil the Great wrote that ‘by the initial act of creation we are born
after the image of God but by our own will we attain life in God’s
likeness™339. This denotes that the “image” is what is given unconditionally,

the original gift of the graceful energies of God which is a constant and

334 See in a different context the explanation of M. Stoyadinov that God’s ‘gifts
reveal themselves in the created world as one grace’. CrosauuoB, Mapusau. Boxxusma
6razodam — 6ozocnoscko uscnedsane. Ilpakcuc, B. TeprOBO, 2007, ¢. 120

335 See HuxkonaeBa, Oaecs. Cosepemennas Kynmypa u IIpasocraeue. MocKoBCKoe
IMogsopre Caro-Tpouukoit Cepruesoit Aaspsl, 1999, INaea: Baazodams u edoxHoseHUEe
u fap Teopuecmea (emecmo nocnecnos) /Ipeeod Ha 6bne. Usanosa, A., Codus, 2000, c.
220

3% As Godlike, man is called upon to become a god, not by virtue of his nature but
by grace. God in all His fullness has lived only in Christ in the flesh, i.e. God dwelt
in Christ as a man, but all other people are given “fullness in [through] Christ” (Col.
2:9). St. Maximus the Confessor explains the nature of theosis saying that ‘when by
virtue of love a corrupt nature combines with the incorruptible, man will be given
the fullness by God’s grace, becoming everything that is God except the identity by
essence’. See Codponuit, apx. (Caxapos). Poxderue ¢ Llapcmeo Henokxonebumoe. Cs. M.
ITpenrevenckuit MoracTups, U3z, ITaaomuuk, Mocksa, 2000, c. 88-89

337 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R. Edmonds,
Essex, 1988, pp. 101, 102 (Codponuii, apx. Budemsb Boza, kak OH ecmb. Essex, 1985, c.
98)

338 See p. 175 here (Florensky) and Bepasges, Hukoaait. Cmucwasm Ha meopuecmaomo.
Codousa, 1994 [Berdyaev, Nikolai. THE MEANING OF THE CREATIVE ACT (19 16)/], c. 130
339 [lutaTtuTe ca no Ileres, UB. O6pasvm u nodobuemo Boxue Y uoseka ¢ ceemoomeuecko
oceemaerue. Bapa u xusom. 1994, c. 59
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unchangeable side of the human soul, whilst the “likeness” is a task of
attaining and preserving the gifts of the Holy Spirit through His grace and
by man’s personal effort.340 The image lies in man’s innate spiritual nature
(of the soul and body) with its powers and attributes. Since God is Person,

also man as His image is persona which presupposes a truly personal _..
“ corhmunication. The ‘likeness’ consists in the development and
improvement of his spiritual powers on the way towards the Prototype.341—
‘Since the moment of his creation man possesses what is “in the image”
but by himself alone he has to become “in the likeness”, adds St. Basil.342
As ‘personae’ we are beings created potentially, not actually,343 which
means that “the image is potentially the likeness, the likeness is the image
in operation”.344
St. Maximus, too, says that the image of God was given to man from the
beginning and that the likeness has to be acquired through a spiritual
process.345 Man was not originally created in a state of completed
perfection. He was, however, endowed with the unique freedom to choose
either to live in pursuit of achieving his full potential, or else to digress
toward the desecration and defacement of his true dignity as man. ‘Image’
therefore may be seen also as the potential inherent in man for
sanctification, while ‘likeness’ refers to its perfection.34¢6 Mantzarides
emphasises that even though ‘likeness to God constitutes the goal of

human existence, it is not imposed on man by force, but is left to his own

340 In the words of M. Stoyadinov ‘the participation of the grace in man enacts the
image of God, whilst the participation of man in grace realizes God-likeness’. The
grace is simultaneously ‘part of the image (as a gift) and it is condition for
achieving Godlikeness (as an active power)’. See Koes, Totio. I[lpagocraser Kamexusuc
u Ilocnanue Ha usmournume nampuapcu 3a npagocrasHama espa. CU Codus, 1983, c. 50;
KoeB, Totwo; BakasnoB, I'eopru. XpucmusiHcku cnpaeounux. Codmus, 2001, c. 81 u
Croanuuos, MapuaH. Boxusma 6nazodam - 6ozocnoecko uscnedsare. Ilpakcuc, B.
TepHOBO, 2007, c. 157, 158

341 Tonxosas Bubnus, c. 12, (c. 19 in 2001 Edition). Also according to the Luminary of
Caesarea, “the image” refers to man’s nature, and the “likeness” refers to his
calling and his mission. Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in
the Orthodox Tradition. Levadia, Greece, 1998, p. 148

342 Citation is after Us. Ileres. Iloc. ¢p4., c. 61

343 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by Edmonds, R.
Essex, 1988, p. 195f quoted in Hierotheos (Vlachos), Metropolitan of Nafpaktos. The
Person in the Orthodox Tradition. Levadia, Greece, 1998, p. 96

344 Quotation in Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the
Orthodox Tradition. Levadia, Greece, 1998, p. 149

345 Thunberg, Lars. Man and the Cosmos. The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, p. 61,

346 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 29
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free will and disposition’. “By submitting himself freely to God’s will and
being constantly guided by His grace, man can cultivate and develop the
gift of the image”3*7. According to Fr. Sophrony, by the Gospel
commandments man is summoned to overcome the limitation of the
individual and to actualize his personal likeness to God, as ‘persona’.348
This means “that the revelation of God as Person, which is a gift of divine
grace, also manifests the createdness of the human person” and “that
man can become a person in action, i.e. he can attain the likeness by
keeping the commandments of Christ”. In addition “man must transcend
the limits of the individual, because the individual, which constitutes a
biological being, cannot attain the likeness, which means that man must
change from an individual and become a person (persona)”.349

The Alexandrian school considered that the image of God is equal in men
and women because the soul that reflects the image is incorporeal,

undifferentiated and therefore neither male nor female.350

e Creative ability

St. Gregory of Nyssa has examined the concept of “image” from the
psychological point of view and came to the conclusion that it expresses
the fullness of all the perfections of the human spirit. These perfections
are divided into two categories. The first category includes those which
have been given to man’s nature by his very creation without rendering
any service for them. For instance, reason, free will, creative ability and all
other attributes of the soul that altogether form God’s image in man. The
second category includes those connected with the likeness as an

aspiration after moral perfection; they can be achieved freely only through

347 Mantzarides, Georgios. The Deification of Man, Crestwood, 1984, pp. 9, 22, quoted in
Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS Press,
USA 2000, p. 29. See also Mantzarides, Giorgios I. Orthodox Spiritual Life, p. 9

348 Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by Edmonds, R.
Essex, 1988, p. 195f

349 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 96

350 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p-
112
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man’s personal efforts in synergy with God, i.e. in co-operation with God’s
energy.351

‘Were we created in God’s image, as it is written’, says St. Basil the Great,
‘our nature also would be the same™52. St. Gregory the Theologian adds
that the human soul as created in God’s image, would obviously be
endowed with all God’s qualities, even if only to a certain extent.353 St.
Gregory of Nyssa expresses the same opinion using the following example:
‘As we can see in a piece of glass, when it happens to reflect a sun’s ray,
the whole circle of the sun not in its proper size but in accordance with
the size of the glass reflecting the circle, likewise the images of the
ineffable attributes of God shine in the self-emptying (kenosis) of our
nature...” 354, Whereas St. Maximus the Confessor writes that ‘God, who
created human nature and endowed man with being and will, has
combined that same will with creative ability, which aim is to fulfil what is
required’355,

According to St. Gregory Palamas the man’s gift of creativity is what
makes him most resemble the Creator. Although man does not create from
nothing, i.e. from absolute non- being, he is still able to create things,
which have never existed before.356 In a similar way Schoenberg describes
that “a creator has a vision of something which has not existed before this
vision”.357 Also Levinson says that ‘art is creative in a strict sense’ it is “a
God-like activity in which the artist brings into being what did not exist

beforehand much as a demiurge forms a world out of inchoate matter”358

351 Tleres, UB. Obpazvm u nodobuemo Boxxue y uoeexa 8 ceemoomeuecko oceemneHue.
Bsapa u sxueom. 1994, c. 64

352 Tleres, UB. Obpasbm u nodobuemo Boxue y uoeeKka & ceemoomeuecko oceemieHue.
Bsapa u xxueom. 1994, c. 60

353 Tleres, UB. O6pasvm u nodobuemo Boxkue Yy uoeeKa € C8emMOOMeUecKo 0C8enmeHUE.
Bapa u »xueom. 1994, c. 62

354 Tleres, UB. Obpaszvm u nodobuemo Boxxue y uoeeKka & c8emoomevecko oceemneHue.
Bsipa u okusom. 1994, c. 64

355 Teoperus npen. Maxcuma Hcnoeednura. Kuura 1. Mocksa: “Mapruc”, 1994, c. 123

3% Kunpuan (Keps), apxum. Anumpononozus ce. I'puzopus ITanamot Paris: YMKA-Press,
1950, c. 369 no Hukoaaesa, Oaecss. Cospemennas Kyamypa u Ipasocnasue. MockoBckoe
ITogsopre Crsito-Tpounukoit Cepruesoit AaBpbl, 1999, TaaBa: CnocobHocms kK meopuecmeo
Kak 6ozonodobue /IlpeBon Ha 6bar. UBaHoBa, A., Codus, 2000, c. 156

357 From Composition with Twelve Tones by Arnold Schoenberg, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p- 1355

358 Levinson, J., ‘What a musical work is’, Journal of Philosophy, 77 (1980), pp. 8-9,
quoted in Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 46
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and Berdyaev indicates that ‘the creative act is always a growth, an

addition, a creation of something new, not yet known to the world™59.

As God’s image is implanted in the very essence of human nature, it does
not have individuality, but is common to all human beings at all times. On
the other hand, likeness is personal responsibility and varies according to
the person.360 Since creative ability is part of the image, it means, it is also
common to all human beings; however, its development depends on

personal interests and individual effort.

b) purpose and vocation

‘God’s image could be comprehended correctly when it is perceived as
human potential, as an innate gift36!, and as man’s nomination as
steward of the earth (Gen. 1:26, 28)’. ‘To the newly created man was given
the opportunity to dominate the cosmic forces. He was offered the
exceptional ability to have knowledge not only about nature, but also
about the Incorruptible being becoming co-existent of the Creator Himself’,
says Father Sophrony.362 God’s creative act is causative, as it determines
man’s creative ability. We create according to the abilities God has
implanted in us and with strength analogous to their vigour.363 In reality
the idea of vocation is religious, ‘and the following of one’s vocation is a
religious duty. Those who do not follow their vocation and who bury their
gifts in the ground (Matth. 25:25) commit a grave sin against God’, wrote
Berdyaev.364 But even when developing our gifts it is important to consider
that they are not for us alone but for the benefits of others. O. Nikolaeva

draws a parallel between the creative ability and the free will. They are

359 According to Berdyaev, one of the errors of the theory of evolution and
materialism is that (in their opinion) nothing in the world is created but is
redistributed without growth and increase in the world, i.e. they deny the ‘creative
character of the growth’. See BepmaeB, Hukoaail. Cmucwenvm Ha meopuecmaeomo.
Codpust, 1994 [Berdyaev, Nikolai. THE MEANING OF THE CREATIVE ACT (1916)], c. 141
360 Tleres, UB. Obpasvm u nodobuemo Boxue y uosekxa & ceemoomeuecko oceemaeHue.
Bapa u xueom. 1994, c. 65

361 Kupos, [dumurep. Xpucmusucka emuxa, mom I /Punocgpus Ha mopana/. Codusi,
1996, c. 238

362 CocdpoHnuit, apx. (Caxapos). PoxdeHue @ Llapcmeo Henoxonebumoe. Cp. M.
[Tpenreyenckuit Monacteips, U3n. Ilaaomuuk, Mocksa, . 2000, ¢ 98-99

363 Kupos, [JuMutwep. XpucmusHvcka emuxa, mom I / Qunocpua Ha mopana/. Codus,
1996, c. 238 T

364 Bepasies, H. Cmucwvavm nHa meopuecmeomo, c. 169
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both offered as a gift without being chosen freely, i.e. without our consent

or dissent, but we are given a choice to decide how we would like to make

use of our gift. We are free not to use or develop our gifts, but not to

~

with the creative act, as it ceases to be creativity if it is subordinated to

discard them. Hence, we face here the question of obedience. And even

though thmkers such as Berdyaev365 consider obedience incompatible

. obedience, according to O. Nikolaeva, there is only one alternative: to be ===

obedient to our Creator or to His ‘envious adversary’. By developing our
God-given gifts, we are obedient to gracious Providence, whereas by
ignoring and squandering them we obey the destructive influences
inimical to man.366

Berdyaev distinguishes three levels in the act of creativity:367

o Creating material goods with wutilitarian purpose

v

(construction work, craftsmanship);

. Creating artistic values and

'« Creating sanctity (perfect life)368.

365 Berdyaev does not find any indication of creativity in the Holy Scripture and
concludes that if the Gospel would justify the act of creativity it would belittle and
debase its great value. He corroborates this somewhat absurd opinion, by insisting
on the fact that creativity is beyond justification, because it is the innate ability of
human nature. Therefore, the gift of creativity has a divine virtue as one of the
most striking examples of Godlikeness. According to Berdyaev, the creative act is
‘a result of the Godlike freedom of man, of revealing in him the Creator’s image’. It
is in the Spirit, in the ‘prophetic Spirit’ and the °‘life in the Spirit is free and
creative’. ‘The world is being created not only by God the Father, but also by God
the Son and it can be completed only in God the Spirit by virtue of man’s creative
action in the Spirit’. At the same time the degree of this completion is relative and
does not have an actual end, it has only limits (as for example, the creation of
living creatures which pertains only to God). Berdyaev believes that the cosmos is
not given but assigned, i.e. its creation continues. This idea concurs with the view
of the Church Fathers about God’s image as something given and likeness as
something assigned. The creation of the likeness is man’s very creative task.
Moreover, Berdyaev even maintains that not creativity does ‘need justification, but
life must be justified by the acts of creation’. Bxx. Bepasen, Hukonait. CMuceaom Ha
meopuecmgomo. Codusi, 1994 [Berdyaev, Nikolai. THE MEANING OF THE CREATIVE ACT
(1916)], c. 106, 107, 116, 140, 144

366 Hukonaesa, Oaecs. Cospemernnas Kynmypa u Ilpasocnaeue. Mockosckoe ITomBopbe
Cearo-Tpouuko#t Cepruesoit AaBpel, 1999, TI'aaBa: [Ipomueopeuum sau cmupeHue
meopuecmey? [IIpegod Ha 6bne. BaHoBa, A., Codmus, 2000, c. 173

367 Classtfication after BepasieB, Hukoaait. Cmucenvm Ha meopuecmeomo. Cocdus, 1994
[Berdyaev, Nikolai. THE MEANING OF THE CREATIVE ACT (1916) trans. by Donald A.
Lowrie. London: V. Gollanz, 1955; New York, 1955], seec. 214

38 The creating of perfect life which to correspond to God’s providence is
considered as man’s chief creative task. This naturally leads to sanctity. Bx.
HukosaeBa, Oaecsi. Cospemennas Kyamypa u Ilpasocnasue. Mockosckoe Ilogsopbe
Caaro-Tpounxkoi CeprueBoit Aaspsel, 1999, 'raBa: TaJlaHZ dap Boxuii [ IIpegod Ha 6b.re.
HBaHoBa, A., Codusa, 2000, c. 163
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Florensky also speaks of three forms of human activity: practical -
producing things or “tool-machines” in a broad sense; theoretical —
producing theories; and liturgical (God-serving) - producing “holy
things”.369 It is interesting that this corresponds exactly to the stages of
spiritual progression: praxis-theoria-theosis.
The difference is that in the spiritual life all stages of praxis-theoria-
theosis are necessary whilst in creative activity the first two are not
indispensable for all, whereas all are called upon to create sanctity.
As God’s creature, being in God’s image and Spirit, one is called to co-
operate with God. Mantzarides indicates that human co-operation is most
needed for the grace of the sacraments to bear fruit. Without this co-
operation, it remains ineffective in man. Therefore, the faithful are called
to invest all their strength and to co-operate with the grace of God for their
renewal and deification.370 Similarly St. Maximus the Confessor points to
the reciprocity between God and man as a central fact that should become
manifest on the existential level through a double movement: God’s
movement toward man in the Incarnation and man’s movement toward
God in the imitative process of deification (divinization). Likeness, for St.
Maximus, it is to be found on the existential level.371
This, transferred to artistic creativity will mean: God’s movement towards
man in inspiration and man’s movement towards God in the created
work.372
Whilst becoming Godlike, man has to be creative in his care of the earth
and not to exploit it in an aggressive and unreasonable way. It is vitally
important that he establishes a unity between creative development and
maintaining of the creation. It presupposes that man considers the order
imposed by God and all the laws He has given. That way man’s creative

activity will be constructive and not destructive3’3, a way towards

369 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 45

370 Mantzarides, Giorgios 1. Orthodox Spiritual Life. Brookline: Holy Cross Orthdox Press,
1994, p. 12

371 Thunberg, Lars. Man and the Cosmos. The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, pp. 62, 64

372 This is explained into more detail in Chapter VI, 1 on p. 219 (see J. Cameron).

373 Kupos, Jumursp. Xpucmusucka emuxa, mom I /Punocgus Ha mopana/. Codus,
1996, c. 238 '
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Godlikeness, and not a way of denying God. This is true for all forms of
human creativity, including the artistic one.

The holy Apostle Paul called himself and also the other apostles of Christ
God’s co-workers374 (“cuvepyoi” - 1 Cor. 3:9). He expressly emphasies the
fact that one plants, another waters, but God gives the increase (1 Cor.
3:6). God entrusts people with different vocations but if the individual
talent is not conformed to the absolute principles of the Original Creator,
what is planted will not increase. Thus the whole creative process,
connected with the world’s progression towards God and its liberation

from corruption, will become meaningless.

c) talent and geniuss7s

Paradisiacal reality was given to man not only to take pleasure in, but also
to develop it.376 Hence, he was offered the ability to cultivate and elevate
the paradise. By his sin man deprived himself of all the blessings he had
received from God in full. However, the memory and the longing towards
divine beauty and harmony remained. They can be found in the human
striving after God and the desire for perfection.

Despite man’s loss of his gifts and goods in their initial wholeness, he still
preserved the spiritual qualities of the soul, though not in full. In the
parable of the talents (Mt. 25:14-30) Christ teaches us how to treat even
the smallest gift we are given: to make an effort to develop and multiply
that with which we have been entrusted. The talent is a responsibility and
we must look after it. And the greater the talent the more effort is needed
for its increase.

God has given us different talents. The Apostle Paul fervently speaks of
the spiritual gifts and advises people to use what they are gifted with, so

that “the manifestation of the Spirit is given to every man to profit withal”

374 For more details see KupoB, [1. Yosexvm e copabomuux Ha Boza. 1993, c. 227-230

375 Here only the spiritual aspect of talent and genius will be considered. A socio-
psychological critique and scientific analysis of these concepts, based on the
recent achievements of the social psychology, can be found in the Fifth volume of
the International series in experimental social psychology edited by Albert, Robert S.
Genius and Eminence. Pergamon Press, 1983; in Chapter 5 in Weisberg, Robert W.
Creativity: genius and other myths. New York, 1986 and Storr, Anthony. The School of
Genius. Andre Deutsch, 1988

376 Komencku, SIu Amoc. Benuxama dudaxmura. Codusa, 1957, c. 38
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(1 Cor. 12:7). The greatest spiritual gift is prayer. The Spirit works directly
in the person who is praying, whilst through the talent He manifests
Himself indirectly. The Apostle does not mention the gift of creativity377,
since it is originally set in us during the creation “in the image” (man is a
creator by virtue of him being in the image of God), but he explains the

| gifts, received by the first Christians through the Holy Spirit in Baptism.

In the Letter to Romans (12:3-8) Apostle Paul extends the scope of the =~

gifts and teaches that everyone should remain in the ministry he has been
given.

‘Let everyone work in the place, accorded to him by God in order to obtain
the Holy Spirit and God will do the rest’ — says Fr. Sophrony.378 It is a
general principle. Man should search for his vocation, i.e. his specific
individual gift and fulfill it for the common good.379 This is the real

purpose of the creative artistic gift.380

Beethoven confesses that: From my earliest childhood my zeal to serve
our poor suffering humanity in any way whatsoever by means of my art
had made no compromise with any lower motive: except the feeling of
inward happiness which always attends such actions™8!. When you
receive a gift from above ‘it is your duty to share it with others’ admits
Schumann, whilst Hindemith adds that ‘this gift will not be like the alms
passed on to the beggar; it will be the sharing of a man’s every possession

with a friend’.382

377 In fact, Berdyaev thinks that ‘St. Paul’s teaching about the different gifts is a
teaching of man’s creative vocation’. Since talents come from God they are
intended for creative realization. BepusieB, Hukonait. IIpednasnaueHuemo Ha uogexa.
Codusa, 1994 [Berdyaev, Nikolai. THE DESTINY OF MAN (1931)}, c. 171

378 Motto to Cocponuit, apx. (Caxapos). JyxosHvie becedvl. Carucs, Caukr-IleTepbypr,
1997

379 Albert in his article of Exceptional Creativity and Achievement indicates that
usually “creative persons exhibit an explicit sense of responsibility to both their
careers (or interests) and to others”, i.e. he considers this as a natural need and
practice of highly gifted persons. Albert, Robert S. Genius and Eminence. Pergamon
Press, 1983, p. 29

380 Galton adduces three gifts, all of which he believed to be prerequisites for great
achievement. These he named ‘ability’, ‘zeal’, and a ‘capacity for hard work’. Storr,
Anthony. The Dynamics of Creation. London, 1992, p. 199

381 Anderson, Emily (ed). The Letters of Beethoven. Macmillan, London, 1961, p. 334

382 After Harvey, Jonathan. Music and Inspiration. London, 1999, pp. 90, 82
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The supreme manifestation of the creative gift is the gift of genius. Here
can be sensed mostly its supranatural source. The genius creates on the
border between being and Suprabeing, thus attaining realities that are
inaccessible to common people. By drawing parallels between the talent
and genius Berdyaev ascribes moderation and measure to the talent and
boundlessness to the genius.383 He writes that the creative work of a

genius is not a “worldly” activity, but “spiritual”.384

Onians describes how the Latin word ‘genius’ derived from what the
Greeks thought of inspiration: ‘The genius was, I suggest, in origin the
Roman analogue to the wuxrn as here explained, the life-spirit active in
procreation, dissociated from and external to the conscious self that is
central in the chest. This will explain many facts not hitherto accounted
for. The genius was believed to assume the form of a snake, as was the
yuxn. The ywuxr) was believed to be in the head.” To ‘have’ or ‘not to have’
genius meant to ‘possess or not possess a native source of inspiration
beyond ordinary intelligence’.385

Robert Albert expresses the opinion that one of the features of a genius is
his exceptional labour and dedication. In his articles on genius Albert
repeatedly insists on the fact that, apart from the extraordinary degree of
originality and high intelligence of the genius, “a complex pattern of deep
commitment and long work hours is equally essential.”38 He defines the
genius as a person “who produces, over a long period of time, a large body
of work that has a significant influence on many persons for many years;
requiring these people, as well as the individual in question, to come to
terms with a different set of attitudes, ideas, viewpoints, or techniques
before all can have a sense of resolution and closure.”387 This does not
mean that a highly talented man or genius exhibits only the works of
genius. “No artist produces only masterpieces” — underlines the American

psychologist R. Weisberg.388 ‘Genius might have extraordinary skills in

383 BepasieB, H. Cmucwaem Ha meopuecmeaomo, c. 172

384 BepasieB, H. Cmucenvm na meopuecmeomo, c. 169

385 Onians, R.B. The Origins of European Thought. Cambridge Uni Press, 1954, p. 129,
quoted in Storr, Anthony. The Dynamics of Creation. London, 1992, p. 212

386 Albert, Robert S. Genius and Eminence. Pergamon Press, 1983, p. 23

387 Albert, Robert S. Genius and Eminence. Pergamon Press, 1983, p. 61

388 Weisberg, Robert W. Creativity: genius and other myths. New York, 1986, p. 86
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solving certain problems but not in solving all problems, which means
there will be cases when “genius” may produce merely ordinary works’.389
It is interesting also to know that creativity is not necessarily linked to
high IQ and that children who possess high creativity might have low 1Q
or vice versa.3?0 In any case, in contemporary educational thinking, the
reliability of IQ as a concept has been thoroughly discredited.391

Storr turns attention also to the fact that to some degree there is a certain
similarity between creative genius and mentally ill people: ‘Unconventional
thought processes of a similar kind can be demonstrated in both the
mentally ill and the creative.” There are many attempts to search for
genius in the insane. Liability to depression and the threat of its
recurrence can prevent productivity but it can also act as a spur to
creativity.392 But while the mentally ill are threatened by confusion and
disorder, the creative meet the challenge by creating new order in their
works and thus master the threat (Schumann, H. Wolf, Korsakov,
Rachmaninov, Tchaikovsky). With some artists like Dostoyevsky and Van
Gogh, vivid forms of perception, secondary to pathology (due to “temporal
lobe epilepsy” syndrome), may help to create unusually powerful artistic
work.393  However, ‘clinical experience demonstrates that art as an
aesthetic — and therefore as a social - phenomenon is linked to the
intactness of the ego and that is exactly what the insane people lack’.3%4
According to Storr neurotic problems could be resolved in creative ways
and creativity is one of the best techniques to solve internal problems. Thus
‘there is a good reason to believe that mental illness interferes with
creativity’ and that creative ability can even serve as a defence against
neurotic and psychotic symptoms.395 “It is the experience of inspiration -
says Storr - the feeling of being controlled by, rather than controlling,
which links creativity (falsely) with neurosis and psychosis. ... Inspiration
and madness have in common only the fact that the ego is influenced by

something emanating from a source beyond its ken, and what artists

389 Weisberg, Robert W. Creativity: genius and other myths. New York, 1986, p. 146
390 Storr, Anthony. The Dynamics of Creation. London, 1992, p. 193

391 Remark by Prof. John Howard

392 Storr, Anthony. Music and the Mind. London, 1992, p. 104

393 Gardener, Howard. Extraordinary minds. USA, 1997, p. 134

394 Storr, Anthony. The Dynamics of Creation. London, 1992, p. 214

395 Storr, Anthony. The Dynamics of Creation. London, 1992, pp. 185, 188-9, 203, 209
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actually do is very far from being mad. Indeed, when artists become
insane, they generally either cease production altogether or else show
deterioration in their work”.396

Gardener speaks of “fruitful asynchronies”, by which he means that deficit
in one cognitive or affective field could be compensated with gifts and
strengths in another area, or in other words to transform frustration into
opportunities, negative and distractive energy into the " positive and ~°

creative one.397

In general, Weisberg questions the correctness of the term ‘geniué’, which,
according to him, is not a permanent feature either of a certain person, or
of a given masterpiece. It depends on a variety of factors, such as period,
place, audience, public opinion. “Being a genius” does not involve
“possessing genius” — he denotes.398 Berdyaev also takes notice of the fact
that the terms ‘genius’ and ‘possessing genius’ are not identical. He
regards the ‘possession of genius’ as a quality of the personality, ‘ability
for inner creative actions’ and not necessarily possessing a gift for outer
realisation of creative products, art, masterpieces. The saint for instance
could possess genius in his growth in perfection, man could possess
genius in the love, in the self-offering, in the care for others, even in
suffering.3%? On the other hand he considers as genius a person who
combines the nature of a genius with a talent for creating actual creative
works. The difference is that the productive work is tangible, whereas the

work of a saint, or of love, or of care, is not tangible.400

d) summary

396 Storr, Anthony. The Dynamics of Creation. London, 1992, pp. 211, 212-213

397 Gardener, Howard. Extraordinary minds. USA, 1997, p. 134

398 “Any attempt to locate genius in either the artist or the work alone is doomed to
failure, therefore, because genius is the interaction between a work of art and the
sensibility of an audience. Genius is not a personal characteristic ...”, believes
Weisberg. Weisberg, Robert W. Creativity: genius and other myths. New York, 1986, p. 86
399 BepasieB, Hukoaait. [Ipednasnauenuemo Ha uogexa. Cobus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)), c. 174, 175

400 This, of course, could be a topic with many opinions ‘for’ and ‘against’ but since
it is not of sufficient importance for our research we shall leave it to those who
want to explore it more closely. Weisberg, Robert W. Creativity: genius and other
myths. New York, 1986, p. 87
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There is an intertwining of the human and Divine principle in the creative
artist which is analogous to that of the Holy writers of the Scriptures. As
the latter were not just mechanical tools of the Holy Spirit but preserved
their free will and left on their author’s specifications added in the text
some personal characteristics, likewise the creative artist can combine in
his work the Divine illumination with his personal style, views and
experience.40! The genius creator does not always achieve an ideal
amalgam of these two factors which is a prerequisite for creating
masterpieces that could be considered as divine. As we shall see below an
author can achieve a masterpiece that will not necessarily project divinity.
Storr emphasises that only the great artists create an image which
transcends the personal, and which seems to portray the ‘divine’
element.402

Berdyaev sees ‘a tragic conflict between creative work and personal
perfection’ because he believes that the creator of ‘perfect work’ cannot
simultaneously be the creator of a ‘perfect life’ and that whoever creates
great work cannot at the same time create the perfection in himself.403 For
Berdyaev genius and sanctity almost exclude each other. Such an idea
can easily lead to antinomy, i.e. applying a different moral measure to
certain people, the genius in particular, which is not acceptable for real
Christian ethics. Not coincidently Robert Schumann notes that ‘the moral
laws are also those of art*%4 and that the life of the creative artist has to
be in harmony with his works.405 The ethical law is valid for all and the
requirements for the more gifted are actually higher because the talents
are given “to every man according to his several ability” (Mt. 25:15).
Therefore “unto whomsoever much is given, of him shall be much
required: and to whom men have committed much, of him they will ask
the more” (Luke 12:48). Such is also the meaning of the verse “many be

called, but few chosen” (Mt. 20:16) which can be applied to both, religious

401 [Tonnwiii ITpasocnaenstil Bozocnoexuil Snyurioneduueckutl Cnosapo. Mocksa, 1992, c.
350-351

402 Storr, Anthony. Music and the Mind. London, 1992, p. 134

403 See BepnsieB, Hukoaail. [IpedHasnaueHuemo Ha uoe&exa. Codusa, 1994 [Berdyaev,
Nikolai. THE DESTINY OF MAN (1931), c. 175 u Bepasies, Huxoaait. Cmucersm Ha
meopuecmeomo. Cocus, 1994 [Berdyaev, Nikolai. THE MEANING OF THE CREATIVE ACT
(1916)), TaaBa: Teopuecmeo u ackesa. I'enuanrocm u cessmocm, c. 168

404 “Dje Gesetze der Moral sind auch die der Kunst”. Schumann, R. Gessamelte
Schriften, B. IV, S. 303

405 Schumann, R. Gessamelte Schriften, B. IV, S. 303 and B. 1, S. 29
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and secular life. Many are gifted, i.e. called, but few make the effort to
develop their talent so that it bears fruits. In this way they not only do not
build up anything but destroy that which they have received as a gift.

Coming back to the question of the relationship between the artistic
creative gift and th_e’eithics of the artistic creator we shall mention that __
créators .of artistic values as can happen to clergymen, may receive divine
—1llumination or grace independently of their personal moral qualities."The ™
genius as with other people is affected by nature damaged by sin but this
does not exclude the possibility that through him can be revealed the
perfection of the One Whose image he carries. As electricity is able to pass
through a rusted wire likewise the Divine energy can penetrate into the
soul enslaved by sin.#%6 The demonism of the creator could be reflected in
his work but by this the work need not become demonical; a fight between
the divine and the evil that reflects the author’s division of soul could be
taking place but the former may prevail.407
‘Great art transcends its creator™0 and ‘ascends above the reality#09. Here
it is important to mention that God nonetheless does not impose His grace
against the will of man.#10 If man completely withdraws from God, He does
not deprive him of his talent but He leaves him alone with it by
withdrawing His grace.4ll That is to say, that such a creative artist
preserves his ability to create works of genius but without grace.412 This

could in some cases explain the periods of sterility and lack of inspiration.

406 Comparison of Nikolai Gamalov

407 An example of this could be Tolstoy in the literature or Beethoven in the music,
two geniuses in whose creative work the longing for the Divine prevails over the
demonical inclinations of their characters.

408 Storr, Anthony. Music and the Mind. London, 1992, p. 121. See reference to this also
on p. 89 here (Storr emphasises...)

409 BepnsieB, Hukoaaii. [IpednasHaueruemo Ha uwogexka. Cobus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 189

410 As mentioned on p. 66 “truly holy inspiration, proceeding from the Father on
High, does not impose itself. It must be obtained, like every other gift from God, by
an urgent [strenuous] effort of prayer” (see Luke 11:9-10). Here Fr. Sophrony talks
about the religious inspiration but the same could be assumed to be valid for the
artistic one. Sophrony (Sakharov), Arhim. We Shall See Him As He Is. Transl. by R.
Edmonds, Essex, 1988, p. 119 (Codponuii, apx. Budems Boza, kak On ecmb. Essex,
1985, c. 117)

411 Despite the wide-spread opinion of Galton and Freud “that genius and creative
behaviour are primarily biological phenomena” (see Albert, Robert S. Genius and
Eminence. Pergamon Press, 1983, p. 58) we represent the belief that there is a Reason
behind any biological phenomena. Therefore we are more inclined to think that
without divine touch a truly beneficial piece of art cannot be created.

412 Here we talk of the grace as a creative impulse, not of the “grace of Baptism”
which it is never taken away.
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According to St. Basil the Great ‘there is no gift given to the creation in
which the Holy Spirit does not participate’.413 Many creators of works of
genius realised this fact and therefore have conceived their talent as a gift
from God.#1% The creative ability, the genius or “every good gift and every ;,

perfect gift is” according to Apostle James “from above, and cometh down

o e g S mxTm ati

- -from the Father of lights™ (James 1:17)!-—~== e
With the fulfilment of our abilities we are only “unprofitable servants” as
“we have done that which was our duty to do” (Lk. 17:10). Guido of Arezzo
‘underlines this as well by saying that “our actions are truly good.only
when we ascribe to the Creator all that we are able to accomplish”.415 This
i1s of immense importance for consideration by both the creative artist and
his admirers, (in order) not to ‘worship and serve the creature more than

S the Creator’ (Rom. 1:25). “We are created as signs that point to our
Creator”#16 and in the wording of St. John Damascene we should ‘not

<= worship matter but the Creator of matterl?. This means that: the rf -

admiration of the artistic creator and his works should be directed to the

Prototype#18, i.e. the Original Creator, as “neither is he that planteth any

413 Nocku, Baagumup. Ouepk ebpxy mucmuueckomo 6ozocnosue Ha Hamounama ybpkea.
IIpeBox ot cpencku Kpymona, E. Omodop, Codus, 2005, c. 162

414 Haydn for instance was well aware of his exceptional talent; but he treated it as
a gift from God: “I get up early, and as soon as I have dressed I go down on my
knees and pray to God and the blessed Virgin that I may have another successful
day.” [See Storr, Anthony. Music and the Mind. London, 1992, p. 115] Bach also
regarded his talent as coming from God in order to praise Him and he did it with
the most humble opinion about himself saying in one of his Cantatas: “Ich bin auf
Erde ein Gast und driickt mich sehr der Siinden Last”. He did not see any further
value in his great work and cared neither for the fame of his composition nor for
himself. Also Stravinsky regarded his talent as God-given and regularly prayed for
strength. [See Storr, Anthony. Music and the Mind. London, 1992, p. 182] Even Britten
who was not a particularly religious man made the remark that he thought of all his
music as glorifying God. [Harvey, Jonathan. In Quest of Spirit. University of California
Press, 1999, p. 7]

415 Epistle Concerning an Unknown Chant by Guido of Arezzo, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p- 214

416 Louth, Andrew. “Orthodoxy and Art”. Living Orthodoxy in the Modern World. Edit. A.
Walker and C. Carras, London, 1996, p. 177

417 Words said by St. John Damascene in the defence of divine images: ‘I do not
worship matter, I worship the creator of matter, who because of me became matter
and consented to live in matter and through matter worked my salvation, and I will
not cease from venerating matter through which my salvation was worked.’
Quotation in Louth, Andrew. ‘Orthodoxy and Art’. Living Orthodoxy in the Modern World.
Edit. A. Walker and C. Carras, London, 1996, p. 164

418 Here the decrees of the 7t Council of 787 about the honour of icons could be
followed: “the honour paid to the image goes over to the prototype”.
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thing, neither he that watereth; but God that giveth the increase”! (1 Cor.
3:7)419 ‘ ' '

3. The Divine action upon the creative soul = . -

The Primal Creator breathed into man “the breath of life” (Gen. 2:7), which
means that the human spirit by its very nature is a supranatural
substance and is in real metaphysical contact with God, it lives and exists
through Him.420 . K -

God reveals Himself as a supreme Act of creativity.42! Basil of Seleucia
refers to man as a “living image of the Creator”, who has the ability to
create, “to build houses, boats, beds, tables, taking pleasure in his own
work, thus imitating his Creator”#?2. In this sense, any human activity
that contributes with purposeful constructive change to the existing world
can be described as creative. “Any solution which is novel for an
individual, regardless of how many other individuals arrive at the same
solution, is creative” states Weisberg similarly, even though his views are

based on different ground to ours.423

With the act of “in-breathing” man has received all the qualities of the
Inspirer, though diminished, as ‘created in image’ and hence secondary to
God,*?* and has been endowed with the initial yearning towards creative
action. Although the original gift has been reduced after the Fall, God
continues to inspire people to creative work by virtue of which they can

regain the Lost Paradise.

419 Robert Schumann points to this as well, saying that: “Alles mufl die Natur [Gott]
zu Grundlage haben: wenn auch die jungere, weiter strebende Schwester, die Kunst,
hoher hinauf in geistige Sphire treibt, die Grundlage hat sie doch von der idlteren
Schwester - denn gibe es ohne Natur wahre Kunst, ochne Gott eine Welt? und doch
wird diese [die Kunst] mehr angestaunt und der Gott oft dariiber vergessen!”
Schumann, R. Gessamelte Schriften. Band 111, Breitkopf & Hartel, Wiesbaden, 1985, S.
179-180

420 TlorrromopoB, Pagko, npor. 3a Bozonosnaruemo, c. 8

421 MeH, AaekcaHabp, npoT. [Ipousxod Ha peauzusma, c. 132

422 TletreB, U. Bapa u sxueom, c. 66-67

423 Weisberg, Robert W. Creativity: genius and other myths. New York, 1986, p. 4

424 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 96 and Sophrony (Sakharov), Arhim. We Shall See Him As He
Is. Transl. by R. Edmonds, Essex, 1988, p. 195f
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St. Augustine is of the opinion that the act of creativity lies in the mind. As
God focuses all ideas in His Mind, also man, in miniature, creates ideas in
his mind, describing their realization as “art”’. According to St. Augustine,
the creation of something is the shaping of the material, which transforms
it from a potentiality into a reality or ‘realized potentiality’.425

St. John Chrysostom for his part exclaims: ‘How great is the merit of the
soull Through it man builds, sails across seas, cultivates fields, creates
different crafts and arts, tames beasts. But most importantly — the soul
knows God Who has created it and is able to distinguish between good

and evil26,

Here a question arises: where actually does the creative process take
place? And in what way does God influence human nature during that
process?

In ancient Greek philosophy mind (nous) is considered to be man’s highest
faculty, being a synonym of the immortal soul. According to the New
Testament, mind guides not only man’s thinking, but also his acts.#27 In
St. Paul’s Epistles*?8, mind (voig), from which emanates the impulse for
spiritual activity, is not a completely independent creator of thoughts; it is
connected in a creative manner with God, receives God’s will and
manifests itself in accordance with or against it.429 According to St. Paul
the nous cannot by itself determine human actions which are guided by
God’s Providence. Since its darkening after the Fall the nous directs these
acts only as a co-worker with God’s mind. Its chief duty is to be a tool for
spiritual progress and to help humanity on its way to divinization.43¢ On
the other hand, the soul, according to the biblical and Hellenic
understanding, is a dwelling of the Supranatural Spirit and also a source
and creator of spirito-moral life. Apostle Paul refers to “spirit, soul, body”
(I Cor. 15:46) but as we already mentioned most of the Church Fathers

treat the human spirit as the highest aspect of the soul and therefore

425 Baues, Wopman. Teonozusma, dunocopusima u U3IKYCmMeomo & meopuecmeomo Ha
b6raxxeHu AgzycmuH Kamo kAU KbM HE2080MAo0 MY3uKosHaHue, c. 34, 23

426 Tonkoeast Bubnus, c. 13

427 See Mark 5:15; 12:33; Luke 8:35

428 See Col. 2:18, 1 Cor. 1:10, 2 Thess. 2:2, Rom. 14:5

429 Kupos, JumMutep. Joeexvm e copabomruk Ha Boza. YU Codusa 1993, c. 195

430 Kupos, lumutsp. Yoeexwvm e copabomuux Ha Boza. YU Codusa 1993, c..196
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adopt the twofold scheme of man as an unity of body and soul.43! The
human soul (yuxn) is considered also to be an intermediary between body
and spirit, providing a basis for true spirituality.432 It is a conscious
substance by virtue of which man is connected with the organic world (his
body) on one side, and on the other side with his highest faculty - with the

spirit. In the life of the human spirit (the spiritual life) there is a gradual

transition from an individual form of existence into the hypostatically-=" -

personal form of being in the eternal God.433

From this review we can conclude that the nous is a cognitivo—créa"tive
function of the soul, which is inspired by God without God being really
present in it. The soul contains the nous as a particular ability, as a
creative spirit, as a basic organ of the consciousness, of thought and
knowledge (without being identified with the reason). Obviously, the
process of creation is inconceivable without the two other functions of the
soul: will, by virtue of which the idea is brought into action, and heart,
which is the centre of man’s inner life, the meeting place with God where
one receives the divine influence. Mind (nous), will and feelings are three
hypostases of the soul, which reflect the Triune nature of its Creator.434
Therefore, the gift of creativity in the light of the aforesaid could be
assumed to reside in the soul whilst the perception of divine inspirations
takes place on the level of the human spirit. By inspiring it the Holy Spirit
does not replace it; He only assists it in its function of organizing the order
of the soul.#35 Hence, the human spirit is not a passive tool of divine
influence, but preserves and actively exhibits its strengths and the
abilities of the soul.

As the unity of divine and human substance in Christ, man-creator

experiences the unity of divine inspiration and man’s free personal

431 Bishop Kallistos considers the threefold scheme of body, soul and spirit “as
more precise and more illuminating, particularly in our own age when the soul and
the spirit are often confused” and modern man has “lost touch with the truest and
highest aspect of himself” being in most cases not even aware that he “possess a
spiritual intellect”. In reality both schemes are acceptable though we incline more
towards the twofold model. See Bishop Kallistos (Ware). The Orthodox Way. St
Vladimir’s Seminary Press, New York, 2003, p. 48

432 Kupos, [Jumutsp. Bweedenue e xpucmusHckama anmpononozus, c¢. 138-139

433 Cocbponutii, apx. O monumee. Paris, 1991, c. 35

43¢ Kupos, [Aumurep. Yoeekvm e cvpabomHux wHa bBoza, c. 192; Bozocnoscka
eHyuxaonedus, c. 177

435 Kupos, [umMutep. Joeerxvm e copabomHuk Ha Boza. YU Codus 1993, c. 211
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participation, as was mentioned before.#3¢ Therefore, God’s Spirit and
man’s spirit co-operate together in the divinely inspired creator.
Simultaneously man’s creative acts (whether consciously or
subconsciously) are always inevitably connected with God. This has been
the belief of the great creators who like Goethe considered that ‘each
creation of a great masterpiece, each significant perception, each major
thought, which has beneficial results, does not depend on one’s own
willing and power, but far surpasses any earthly force*37.
God Himself points at this saying that “as the branch cannot bear fruit of
itself, except it abide in the vine; no more can ye, except ye abide in me. I
am the vine, ye are the branches: He that abideth in me, and I in him, the
same bringeth forth much fruit: for without me ye can do nothing” (Jn.
15:4-5).

436 See p. 88 in Chapter I1.2, d) summary (There is an intertwining ...)
437 Citation after EBTumMut#t, apx. Bspa u pasym. Anonoz. cmamuu, Pyce, 1940, c. 15-39
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III. MUSIC

‘Music is the most wonderful revelation of God38 - exclaims Goethe. “In
the very highest degree” “it occupies a place far above all understanding,
and its influence has an absolute power which no one can explain. That is
why religious worship finds it indispensable; it is one of the chief means of

exercising a miraculous influence upon men”.439

Arts as they are known can be divided into two main categories:

. static — which makes use of external sensory forms in fixed
spatial dimensions, three-dimensional images, (oil-painting,
graphic arts, architecture, sculpture) and

o dynamic (talking) — which function by means of movements,
speech and sound (dance, mimic art, poetry, rhetoric,
music).

Music is the most dynamic art, the most independent of the external
sensory nature. The German conductor Bruno Walter says that “if verbal
language and its development have to be considered one of the most
admirable achievements of the human spirit, then we must admire, in the

creation of musical language, a prodigious feat of the human soul”.440

1. Etymology and origin of music

‘There is no culture discovered so far that lacks music#4! — writes A. Storr

and according to John Blacking#*2 all people are musical, whereas the

438 [IItopk, Kapa. HMcmopusa myseiku, c. 6

439 Eckermann, J.P. Gespriche mit Goethe, S. 375. See English transl. in Goethe.
Conversations and encounters. Edited and translated by D. Luke and R. Pick, London,
1966, p. 230

430 An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New
York, 1978, p. 152

441 Storr, Anthony. Music and the Mind. London, 1992, p. 1

442 Blacking arrives at the conclusion that musicality is a universal, species-specific
characteristic and that at “the level of deep structures in music there are elements
that are common to the human psyche”. See his findings based on Venda music in
Blacking, John. How musical is man. USA (University of Washington Press), 1973,
quotations on pp. 116 and 109
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French researcher Combarieu emphasises the fact that “in all known
civilizations music has been believed to have a divine origin. Everywhere it
has been considered not as a creation of man, but as the work of a
supernatural being. There is nothing similar in the history of art or
drawing”443.
That music was of significant importance for the religious consciousness
of ancient peoples we can conclude by the fact that they endued sound
with a transcendental character. It is immaterial and therefore can be
taken as a symbol of something unattainable, which is beyond our reach.
Sound has often been seen as an integral part of the creation of the
world.44* According to some of the “philosophic concepts deriving from
Persian and Hinduistic cosmogonies the Universe has been created from
an acoustical substance”, whilst the Egyptians considered that their “god
Thot*45> had created the world not by thought or action but by his voice
alone.”446
Ancient Greek mythology maintains even more explicitly the belief in the
divine origin of music, which can be deduced from the etymology of the
word “music”. The concept of music (novowkr)447 derives from the muses
(notvioai), goddesses of song and later on of music (the flute player Euterpe
- of instrumental music, the sacred hymn writer Polyhymnia — of vocal
music), of poetry, of arts and of all spiritual activities.
The Muses were named dno 1ol poobat (from inquiring’), because “they
inquired into the power of songs” and “the modulation of the voice” and it
was fabled by the poets that they were the daughters of Jove and Memory
since the only way not to let the sounds to perish was to be remembered,
“for they cannot be written down”.448 St. Augustine indicates that hence

“this discipline, which addresses itself to the intellect and to the sense

443 Combarieu, J. La musique et la magie, Paris, 1909, p. 113. Llur. no Alvin, J. Music
Therapy, p. 11

444 Music und Religion, S. 7

445 Egyptian god of the moon and of wisdom.

446 Alvin, J. Music therapy, p. 7

447 The word ‘music’ comes from the Greek uouvoikr), meaning all the arts of the
nine Muses for which they were sources for inspiration. Menuhin, Y., Davis, C. The
Music of Man. Methuen, New York, 1979, p. 40

448 Obviously musical notation was not yet known in Isidore’s time. See the
Etymologies, book 3/15 by Isidore of Seville (c. 560/564-636), p. 149 and
Fundamentals of Sacred and Secular Learning, V.1, by Cassiodorus, presented in
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, p. 144
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alike”, received the name ‘Music’.442 Muses?® were venerated as
inspirational spring nymphs on equal terms with the god Dionysius and
the singer Orpheus. Epic poets request inspiration from them in the
prologues of their works.451 They are both the stimulus of the work and

the audlence to Wthh it is d1rected 452

- . —— - et T e B R

Ancient Greeks named Movowkr the whole complex of arts and all activities -- -
protected by the muses. To narrow and specify its meaning the term
‘music’ was denoted as pouvoikrn téxvn, i.e. ‘musical art’#33.

Studying music, its theory, aesthetics and performance skills, was an
obligatory discipline in the public education of the Greek polis. 454

In ancient Hellas also the word véuo¢*s5 (law, rule) denotes music or the
complex of rules which refer to an extended composition.

Furthermore, Greek poetry provides ample evidence of the -great
importance of music for the customs and culture of ancient Greeks. For
them music and poetry were inseparable. Recited poems were chanted,
and sometimes joined to dance.456 Recitations of the poetry of Homer were
originally accompanied by the lyre457. The word ‘melody’ originates from
the greek word ‘uedog - melos’ which indicates both lyric poetry and the
music to which a poem is set.458

Homer and Hesiod, masters of the so called ‘musical epos’ were believed to
be inspired by the songs of the muses. Not only did Hesiod appreciate

their “beautiful” and “divine” voices, but also listened carefully to the

449 St. Augustine, De ordine, 2.14, quoted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 149

430 ‘Apollo, son of Zeus, was the leader of the Muses and as well as being master
athlete and warrior he was a master musician, too. The Hymn of Apollo is one of
the few fragments of early Greek music which has come to us, because it has been
written down on a stone at Delphi.’ Menuhin, Y., Davis, C. The Music of Man. Methuen,
New York, 1979, p. 38

451 Barakaues, 'eopru. Anmuura mumonozus c. 105

452 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 105

453 [IaaToH. Juanosu. Tom II, c. 630

4% Pozenuman, K. Hemopus Ha mysuxama. Tom 1, c. 34

455 ‘Nomos’ also means music, as well as logic, representing the moral, social and
political laws of the state. Menuhin, Y., Davis, C. The Music of Man. Methuen,-New
York, 1979, p. 40

46 Menubhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 37 ‘ L.
457 According to Greek mythology the lyre had been invented by Apollos son
Hermes, who has fastened gut strings onto the shell of a turtle, which he had
killed, and offered to Apollo the new instrument, to appease his anger. Menuhin, Y.,
Davis, C. The Music of Man. Methuen, New York, 1979, p. 39

458 After Storr, Anthony. Music and the Mind. London, 1992 p. 14
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content of their songs. The goddesses are entrusted to sing about the past,
the future, their life, about the supreme god Zeus, about people and
Giants; therefore, their songs have a higher goal — to please Zeus. That
draws attention to another function of music - to serve.45?
The awareness of ancient man of the relationship between music and the
divine can be seen in music theory. The most ancient examples have been
found in China. : —— : - -
Later some great achievements were reached by the Egyptians before the
Greeks. The basic principles of Egyptian theory had a mystico-symbolic
character. Religion made possible the discovery of the concept of the
tetrachord+69, which corresponds to the four seasons, and the seven-step
scale, largely improved later by Pythagoras, which was analogous with the
seven heavenly bodies.461
The Assyrians had a similar theory of music which was based on the belief
in numeral proportions that are characteristic of natural phenomena and
was connected with the astrological teaching that heavenly bodies guide
their lives.462
The ancient Babylonians and Greeks believed that sound can be
imperceptible to the human ear even though it exists as a natural element
of the Cosmos. They called that imperceptible sound produced by the
movement of the heavenly bodies the “harmony of the spheres” and it was
believed that the “very universe is held together by a certain harmony of
sounds and the heavens themselves are made to revolve by the
modulation of harmony” 463. This theory of a sounding cosmogony+* was

developed in the philosophy of Pythagoras*6S and Plato. Rhythm and

459 Music und Religion, S. 15

460 A series of four notes contained within the limits of a perfect fourth.

461 paHoB, 5. Hcmopusa Ha mysukxama, c. 16

462 PogeHwunan, K. Hemopusa Ha mysukama, T. 1, c. 18

463 See the Etymologies, book 3/17 by Isidore of Seville (c. 560/564-636), presented
in Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 150

464 Later Schelling bases on this idea his philosophy of art which is very close to
what Beethoven did in practice in the ‘Ode of Joy’, where music is represented as
an ‘artistic form in which the real unity in pure mode becomes a symbol’. According
to KpecreBa, Hesa. Mysurxanxo-meopemuunu uzcnedearus. Tom III, Codus, 2003, c. 203
465‘The Greeks made some of the first and most critical theoretical discoveries
about music. Pythagoras whose work gave scientific basis for the later musical
theory in the West, established the connection between music and mathematics’
(Menuhin) comparing music with number. See llleaunr. Punocogus Ha uskycmeomo,
Codust 1980, c. 170-180 and Menuhin, Y., Davis, C. The Music of Man. Methuen, New
York, 1979, p. 36
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harmony manifest the “forms of the eternal” —says Schelling. And as far as
eternal things or Ideas reveal themselves in the heavenly bodies, the forms
of music as forms of Ideas are also forms of being and of the life of
heavenly bodies. Therefore, ‘music is nothing else but the perceived
rhythm and harmony of the visible Universe itself’.466
Not only non-Christian religions but also the Christian religion of
Revelation give reason to establish a relationship between the nature of
the sound and the nature of God. St. John the Theologian professes: “In
the beginning was the Word, and the Word was with God, and the Word
was God” (Jn. 1:1). Word is joined to sound, therefore sound is intrinsic to
the Word.
Ancient man believed in the possibility of divine music, the “harmony of
the spheres”, to be heard by people inspired by God. This conviction can
also be found in Christian Byzantium where the prototype of religious
melodies was seen in the angels’ songs of praise, which are inaudible to
the ordinary ear but perceptible to hymnographers (hymn-writers) inspired
by God.#67
In the book ‘Scivias™68 by Hildegard von Bingen46® we find a similar
concept. She describes her vision of the angelic world where the heavenly
spirits, with their beautiful voices and different music instruments glorify |
the marvelous action of God in the souls of the Saints, and exclaims that:
‘This is the most wonderful eulogy when those spirits search for God in
the depth of sanctity and exult in the joy of salvation’.470
Even though ‘there is no agreement about the origins of music*7!, this
brief synopsis of the different ancient beliefs reveals an irrefutable
unanimity in the conviction that music has a supranatural source.
Thus two somewhat similar opinions remained of interest in the history of
music up to our time, even if their immediate religious aspect is often

underestimated: the first acknowledges music as a symbol of the

466 [lleaunr. dunocogpus Ha usrkycmeomo, Cocus 1980, c. 170-180

467 Alvin, J. Music therapy, p. 8

468 "Know the Way" was completed in 1151.

469 Abbess of the convent “St. Rupert” (Rupertsberg, founded in 1150)

470 Die Mustk der Engel. Untersuchungen zur Musikanschauung des Mittelalters, S. 55
471 Storr, Anthony. Music and the Mind. London, 1992, p. 3
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transcendental and the second presents it as a human reflection on an

unattainable concept.472

2. Historical antiquity of music g

~It would be interesting to also draw attention to the antiquity of musical = -
activitiy.

There are many different theories of how music developed. Some suggest
that it developed from the sounds of other species, other from the lulling
of infants, third from ‘bird-song™73.

Later some philosophers have been credited with the discoveries of the
ringing sound of hammers (Pythagoras), and the tinkling sound of gold
(Asclepiades), etc.474 -

C. Davis points to “anthropological evidence that music4’5 came before
speech. Early human skeletal remains reveal signs that the use of voice to
produce speech goes back some eighty thousand years, while chanting is
suggested to have began half a million years earlier”.476 He believes that
music does not reproduce the world outside and around us but music is

first and foremost about us, it is our identity.477

%72 Music und Religion, S. 8

473 Storr cites a number of authors who express the opinion that ‘bird-song’ cannot
be the origin of human music and quite logically not as music requires an
intellectual activity. (See Storr, Anthony. Music and the Mind. London, 1992, pp. 4-6)
However, it depends on the angle of perception. For the composer it can only be
source of music, whilst for the listener it is possible to be treated as music.

474 Storr, Anthony. Music and the Mind. London, 1992, pp. 4-6 and Ars Musica of
Aegidius of Zamora, presented in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 247

475 Note: not as art but as sound, i.e. just as physical parentage of music. ‘Music has
only tenuous links with the world of nature as nature’s sounds with the exception
of the bird songs and some other calls between animals are irregular noises rather
than the sustained notes of definable pitch which go to form music’ and also ‘the
sounds (referred to as tones) of which Western music is composed are separable
units with constant auditory waveforms, which can be repeated and reproduced’.
(See Storr, Anthony. Music and the Mind. London, 1992, p. 3) Stravinsky points out
that only by organizing tonal elements can they become music and ‘that such
organization presupposes a conscious human act’ and intention. (Stravinsky, Igor.
Poetics of Music. New York: Vintage Books, 1947, pp. 23-4) There are, however,
musicians up to the present day including John Cage, who would refuse to
acknowledge that there are sounds which do not belong to music. See Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 1301

476 Menuhin, Y. and Davis, C. The Music of Man, p. 7

477 Menuhin, Y. and Davis, C. The Music of Man, p. 7
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Even though “one popular Victorian notion was that music gradually
developed from adult speech”78, more records suggest that speech
developed from the so called ‘sound-language’. It has been a kind of
primitive conversing with sounds where “the meaning of a syllable
depends on the pitch at which it is uttered. Thus such a language is itself
musical”.479 Also Darwin supposes that music preceded speech and arose
as an elaboration of mating calls#80 and likewise Jean-Jacques Rousseau
maintains that musical sounds accompanied or preceded speech.
Rousseau argues that not hunger or thirst (or necessities, fear, signalling
of danger, etc.) drew from men their first vocal utterances but love, hatred,
pity and anger thus “all voices speak under the influence of passion”. He
writes that “at first there was no music but melody and no other melody
than the varied sounds of speech” and cites the Greek historian Starbo,
who says that “to speak and to sing were formerly one”.48! “Primitive men
sang to one another in order to express their feelings before they came to
speak to one another in order to express their thoughts”, Rousseau
believes.#82 Even though he had no evidence to support this suggestion it
seems quite logical since music has the ability to make complex
connections in a more economical and expressive way than language.483

Stumpf and Revesz developed another theory, namely that the singing
voice has greater carrying power than the speaking voice. Storr agrees that
musical sounds were used by pre-literate people for communication at a
distance as well as wind instruments have been invented for their carrying
power for signalling but he draws attention to the fact that
‘communication using musical sounds is not itself music and there is no
direct evidence that such signals became transmuted into music.”484

More likely it is “that sound-language is the older element from which

478 Storr, Anthony. Music and the Mind. London, 1992, p. 10

479 The New Oxford History of Music. Vol. I, p. 6

480 Storr, Anthony. Music and the Mind. London, 1992, p. 10

%1 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 945

2 Cranston, M. Jean-Jacques (Rousseau). London: Allen Lane, 1983, pp. 289-90

483 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 41

484 Storr, Anthony. Music and the Mind. London, 1992, pp. 10, 11, 12
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developed both speech and song, speech striving towards free rhythm and
music towards a more regulated one”.485
By investigating the views of different philosophers and scholars Storr
arrives at the conclusion that language and music should have been
originally more closely joined and FhatAr’r}}Jsiﬁc could hgv_e_been deriving

from an emotional, subjective need for communication which is prior to

the need of exchanging ideas and information.48¢ He sees the origin of -

music lost in obscurity but is convinced that from its earliest beginnings
music must have “played an essential part in social interaction”.487
Current knowledge of primitive societies gives enough evidence that their
music ‘was not as primitive as formerly supposed’.488 ‘Existence of some
instruments such as flutes made of bone attest usage of a sophisticated
fingering system making possible the existence of musical scales and
hence of primitive melodies long before the last great Ice Age’.489

Of all the senses of the organisms hearing developed last.4%0 Yet, they
could “hear”, that is to say they could feel and react to vibrations, to this
very important component of sound.49! It is worth noticing that vibrations
are the very qualities, which relate sound to the light.492 The above
mentioned data lead to the historical assumption that sound, with its
different pitch and intensity, had existed long before organisms began to

actually hear it and even before the appearance of the organic world. Since

485 The New Oxford History of Music. Vol. 1, p. 7

486 Storr, Anthony. Music and the Mind. London, 1992, p. 16

487 In primeval societies the individual was not an isolated, single entity. He was an
inseparable part of the family and the family of the society. Music has had an
important part in all collective activities (rituals, ceremonies, work, religious
worship, etc). Therefore Storr points out that for most of its history music was
predominantly a group activity’. See Storr, Anthony. Music and the Mind. London,
1992, pp. 17-23

488 Menuhin, Y. and Davis, C. The Music of Man, p. 9

489 The oldest traces of specific tools for music making come from excavations in
Siberia, and have been dated back some thirty-five thousand years. [Please note
that the word civilization can be applied firstly to the activity of people in Babylon,
Sumer and Egypt after the Paleolithic Age.] Menuhin, Y. and Davis, C. The Music of
Man, pp. 8, 14

490 At the dawn of life on this planet when living creatures existed only in the sea,
there was no hearing, only sensitivity to light, touch and the presence of food. On
the scale of evolution, hearing was the last sense to develop fully, after the arrival
of a primitive brain. Cells and plankton live without a brain, but primitive
amphibians did already have one. The incredible sensitivity of the human year
contributes to the complex interplay between hearing and our emotions. Menuhin,
Y. and Davis, C. The Music of Man, pp. 17, 18, 19

491 Owing to vibrations a deaf person from birth can perceive an idea of sound, its
pitch, volume and duration and can learn to play certain musical instruments.

492 Menuhin, Y. and Davis, C. The Music of Man, pp. 18, 35, 36
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it has something in common with one of the most ancient phenomena of

creation - light, it can be assumed that sound is inherent to the Universe.

. 3. Categories of music: _

a) according to the content S e

A name which probably integrates all possible music is “folk”; not in the
meaning usually associated with it, rather than in a sense that music is
deeply concerned with human feelings and experiences in society and it is

an activity from and for humans (folk).493

The ‘folk’ music in this meaning is represented by two central categories:
religious and secular. They cover all possible artisticomusical actions of
man and each has many sub-branches. To religious music belongs the
sacred and cult music of all times and nations, whilst secular music does
not have a religious function.

We will briefly look at how these two categories developed and related in
the different civilizations.

Music has been an indivisible part of the everyday life of primitive people.
It is believed that they sang much more spontaneously than civilised man
and therefore their repertoire must have been rather varied. Most of their
songs involve improvisation having an accidental or practical character.
They reflect their whole life. Music has been “the seat of secret forces of
spirits which can be evoked by song in order to give man a power which is
either higher than himself or which allows him to rediscover his deepest
self. This is true for ‘religious’ and ‘secular’ music aliké, for no distinction
between the two kinds exists for primitive man, whose whole thinking is
essentially religious”.494

If we move further to different civilizations we will discover that music in

China also had primary importance in the customs of people. “Its essence

493 Blacking, John. How musical is man. USA (University of Washington Press), 1973, p.
vi
494 The New Oxford History of Music. Vol. I, p. 42
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was conceived to be not sound but transcendent power” and this view of
the nature of music survives to a considerable extent even to this day.49°
Ritual music has been regarded “as an effective regulator of the harmony
of the Universe in general and of the State in particular”.496 Chinese music
was a tool to govern the hearts of people. It is said in China that when
there is music in the home there is also affection between its members,
and when music is played in public there is harmony among the people.497
In China we find also forms of secular music - folklore and operatic.

In India music is directly linked with philosophy and religion and is of
cosmic importance. “By sound the letter is formed, by letters the syllable,
by syllables the word, by words this daily life. Hence this human world is
dependent on sound.” For Indian people religious music is unmanifested
sound “for liberation”, “not for enjoyment”. “Sound, however, when
manifested in the world, serves for enjoyment, but also to break the cycle
of existence”. The unmanifested sound ‘was identical with the divine
creative principle of the Universe, not only in its transcendental but also
in its immanent aspect, the one that dwells in one’s heart’. Finding the
right connection between the latter aspect of the unmanifested sound and
the manifested sound remained a task for the individual, in order to be
brought into true contact with the divine creative principle of the Universe
itself, which leads to the desired liberation. The means to this end was
music, and preferably vocal music, which by its primary nature was pure
(unmanifested) sound’, whilst instrumental music “is described as a
manifestation of sound”. The third component included in music was
dance that depends on both “vocal and instrumental music, so that music
as a whole is dependent on sound”.498

In Mesopotamia “the temple was the centre of the intellectual and
cultural life of the day”, which reflected in the rich variety of ritual music -
liturgies, psalms, hymns, prayers, songs, and others.499 Whilst the

purpose of secular music is eloquent from the akkadian500 word for

495 The New Oxford History of Music. Vol. I, p. 86

496 The New Oxford History of Music. Vol. I, p. 88

497 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p- 30

498 All about India is according to The New Oxford History of Music: Vol. I, pp. 196, 197,
198 : :

499 The New Oxford History of Music. Vol. I, p. 231

500 Mesopotamia was the earliest civilization as far as our knowledge goes. In the
4000 years B.C. there existed already a very advanced society. The upper part of



106
music, nigutu - fjoy’, ‘merry-making’. “In some instances music was
considered as part of education”.501
The music of Syria it is thought to be characterized by inspired lyrics of
its melodies, which seemingly have become one of the foundations of
Byzantine Church music as well as of liturgical chant in Western
Europe.>02 Syrién music was circulated by the Phoenicians, who were
well known for their intensively emotional and sensuous art. Their music
in general appears to have had a worldlier character even though they also
used music for religious purposes such as glorifying their god Baal. That
is the reason why ancient Greek philosophers, who strove after higher
purity of style and morals, denounced this music rigorously.503
Assyro-Babylonians had a distinct class of priests called “zamaru”
(chanters) whose principal occupation was music.504 The traditional art of
Babylon was the so-called “passioni” dedicated to the gods Marduk and
Tamuz. Similar to the Egyptian mysteries they include scenes of country
life, of lyrics and lamentations which show the close relationship between
religious art and everyday life. Both the cultic music of the church and the
court music are characterized by splendour and a decorative, ornamental
character. Babylonians believed that by music men can appease the gods.
High society in Assyria loved to vary their luxurious life with music. It had
attracted in the 27d millenium BC a great number of singers and virtuoso
instrumentalists from the entire East and they created a multi-colorful
culture.505
For the ancient Egyptians the “modulated sound itself was an arcanum.
The name for sound was herw (lit. ‘voice’), and the word had an esoteric
import in the cults”.506 From the rituals, liturgies, hymns, and
lamentations which have reached us “we are able to grasp the enormous

significance of the solemn temple services. ... Music in the temples

South Mesopotamia or Babylonia was later called Akkad and the lower - Sumer. The
New Oxford History of Music. Vol. I, p. 228

501 The New Oxford History of Music. Vol. I, p. 236

502 Pozenimman, K. Hemopusa Ha mysuxama. 1.1, c. 17

503 Pozeniuuan, K. Hecmopus na mysuxama. 1.1, c. 17

504 Koaes, II., ceem. Mysuxama e penuzuosHus xueom Ha uogerxa, Ci. Hyx. Kyatypa,
1949, ku. 5, ¢. 20

505 Pozenunan, K. Hemopusa Ha mysuxama. 1.1, ¢c. 17-18

06 The New Oxford History of Music. Vol. I, p. 258
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continued to be of the utmost importance even throughout the Greek and
the Roman periods”.507

Egyptians did not draw an essential difference between religious and
secular music and thus used one name for all music - hy, which meant
joy’, ‘gladness’.508

The Jewish nation was endowed not only with an apparently God-revealed
religion but also with an incredible musicality, which is preserved to the
present day. Music has been an integral part of worship which made the
best use of monophonic and choral chants, predominantly psalms and
hymns, as well as of musical instruments. Music has played an important
part also in public life. The highlight of music and poetic art were the
psalms of King David. They are a unique expression of the close

relationship and reciprocity between music and religion.

From what was said above it can be concluded that music as an art has
developed under the direct influence of religion and that both, music and
religion were interconnected from remote antiquity. Similarly religious and
secular music were not mutually exclusive but were often interrelated.

Also for the Greeks, whose view of life was thoroughly represented in the
‘Iliad” and the “Odyssey”, poetry and music respectively are closely
interrelated with religion. In fact in ancient Greece music acquired a
public significance and in Sparta gained a purely military importance. ‘It
dominated even the religious, aesthetic, moral and scientific life’ but at the
same time it had been an organic whole with them. The ancient “wisdom”
of the Greeks was transmitted especially into music.509 Plato considered
“wise man” to be ‘similar to the musician, since he has his soul organized
by harmonia’51® The word for an educated, distinguished man was “a

musical man”!! and Athenaeus describes that among Arcadian boys it

507 The New Oxford History of Music. Vol. 1, pp. 259, 261

508 The New Oxford History of Music. Vol. I, p. 262

509 About the link between “wise” and “musical” in the understanding of ancient
Greeks see Sophists at Dinner of Athenaeus reprinted- in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 92

510 See Against the Musicians of Sextus Empiricus (physician and philosopher of the
2»d4 century), reprinted in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 98

511 This expression comes from Socrates who believed that “he who best blends
gymnastics with music and applies them most suitably to the soul is the man
whom we should most rightly pronounce to be the most musical and harmonious”,
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was “deemed a disgrace” “to decline to sing”5!2. Music and poetry were
one; recited poems were chanted, and sometimes joined to the dance.513
Already at the time of archaic period musical art had been given a wide
scope of development. The close relationship with poetry led to the point
that the poet-tragedians in the Golden Age of Greek culture (Aeschylus,
Sophocles, Eurypides) composed on their own the music for their plays.
. Even more immediate was the relationship between music and- lyric- -
poetry, which was named after the lyre, an instrument that lyrical poets
used to accompany their poems. While the Aeolian lyric is personal, the
Dorian is heroic and both are named after the homonymous modes.
Devotion to music reached its peak in the temple of Apollo. The various
competitions in gymnastics and art would also be accompanied by music.
At the same time the folk music together with various folk festivals and
also the orgiastic music in honour of Dionysius had spread widely
throughout the Greek world. These festivals had a rather licentious
character and aimed mostly at sensual pleasure.5!4
Athenaeus says that “in olden times the feeling for nobility was always
maintained in music, and all its elements skilfully retained the orderly
beauty appropriate to them.” He indicates that popularity of music with
the masses was considered then as “a sign of bad art”.515 Thus in the
classical period the genres in music were strictly separated and differed
from each other, but gradually they became closer and started to merge,
the “devotion to principle ceased” and “debased fashions in music came to
light” 516, This was strongly. criticized by Plato (428-347 B.C.): “Our music
was once divided into its proper forms. Prayers were one form of ode,

surnamed ‘hymns’; opposed to this was another form ‘dirges’, another

“far rather than the one who composes [tunes] the strings one with another”.
Strunk explains that music, as both an art and a science, occupied a prominent
place in everyday life not only because of its social value but also “because it
embodied larger universal principles and served as a vehicle for higher
understanding”. From the Republic of Plato reprinted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 19 and 5

512 From the Sophists at Dinner of Athenaeus reprinted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 92, 87, 86
513 Menuhin, Y. and Davis, C. The Music of Man, p. 38

514 The New Oxford History of Music, Vol. I, p. 395

515 See Sophists at Dinner of Athenaeus reprinted in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 92

516 From the Sophists at Dinner of Athenaeus reprinted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 92
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called ‘paeans®™!7, another ‘dithyrambs>18 ... But later, an unmusical
anarchy was led by poets who had natural talent, but were ignorant of the
law of music. Over-intoxicated with love of pleasure, they mixed their
drinks-dirges with hymns, peans with dithyrambs ... Through foolishness
they deceived themselves into thinking that there was no right or wrong
way in music - that it was to be judged good or bad by the pleasure it
gave.”519

This quotation from the Laws of Plato is of great importance if one is to
understand correctly the various kinds of Greek music and the changes
occurring in it. It manifests the typical and repetitively conservative
attitude in history toward changes and innovations in art. However, it is
clear that without innovation development would not be possible. But if
the attitude of the Greek philosopher towards the changes in style was
rather extreme, on the contrary it had a universal character when it comes
to the impact of music, because indeed, nothing can be good that

degrades and destroys the personality.

When Rome defeated Greece, it borrowed Greek art (music, along with its
architecture and sculpture) but the importance of music diminished
greatly.520

After the fall of the Roman Empire the Christian church tobk over the
influence over Western culture.

Initially the Church did not encourage the development of music as an art
and was categorically opposed to any use of musical instruments even
outside the Christian church because of its association with heathen
beliefs and its immorality. Church music gradually started to build up and
to establish its traditions initially in Byzantine music. In the Christian era
music reverted to the original unity of religious and secular as found in
ancient civilizations.

Later the development of music focused mainly in Europe which was

gradually fully christianized and thus a religious motive became central

517 Festive, warlike song, later - triumphant song.

518 Eulogistic [laudatory], festive song which is one form of ancient Greek choral
lyrics with popular character sung in honour of Dionisius.

519 The New Oxford History of Music, Vol. I, p. 395

520 Menuhin, Y. and Davis, C. The Music of Man, p. 43
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also for the secular music. But it was another thousand years before the
music known as classical began to take shape.5?!

The autonomising of classical music as an independent art gradually
brought it out of the temples and moved it into palaces and courts, and
later into the concert halls. Thus it started to convey not only religious
feelings, but also worldly excitement.

These two main topics in music manifest two, sometimes antagonistic and
sometimes harmonious sides, of one nature: the religious zeal towards
God but also attachment to the world, the reverence for the Eternal but also

the joy of the transient. Both strive for beauty and raise the soul to it.

It is essential to notice that spiritual quality is not necessarily a
distinguishing feature of music with a religious subject. It can be present
in secular music and absent in religious, i.e. music with a non-religious
subject can be devotional, “illuminated by the artist’s genius and
inspiration” or by his own religious disposition, as in the secular cantatas
of Bach®?? and his instrumental work.523 Other composers also have
produced quasi secular art which was, in the true sense, sacred.

Mendl is convinced that there is divinity to be found in the secular
madrigals of the early Italian and English composers, in the instrumental
music of all ages, in opera and even in “light” or popular music. On the
other hand there are so many sacred compositions especially since the
Renaissance which lack true spiritual quality. For instance Mendl
comments on this in some of the liturgical work of O. Lassus.524

According to Mendl “music cannot be divided into sacred and secular, in
anything like watertight compartments”.525 ‘Divine’, ‘sacred’, or ‘spiritual’

characteristics in the broad meaning of these words, could be evinced in

521 Menuhin, Y. and Davis, C. The Music of Man, p. 43

522 Johann Sebastian Bach (1685-1750)

523 Bach indicated in several books with instrumental music that his music is
written “In Praise of the Almighty’s will” (Céthen Organbook), “In Nomine Jesu”
(Little Clavier Book composed for his son Wilhelm Friedemann) and that the figured
bass (in rules of accompaniment) as all music should aim utterly towards the glory
of God and the recreation of the soul [exact quotation on p. 217 — “The end...”, Chapter
6.1 and see also p. 273 - The dedication of Bach’s Céthen...]. This shows that even in “a
technical device such as the figured bass” he “illustrates his conception” and also
in his instrumental works which do not have any liturgical aim. Mendl, R.W.S. The
Divine Quest in Music. London, 1957, p. 59 and Gamalova, Devorina, Bach and his
theological vision (article), London, 2005, p. 15

524 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 49, 51, 52, 55

52> Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 6



111
both secular and religious art. In this sense sacred and secular music are
not completely independent from each other, even in ‘classical’ music.
History testifies that religious music spiritualizes the seculars?¢ and
conversely, that secular music enriches the religious with new forms of
composition, techniques and technologies whereas both relate to God, “for

of him, and through him, and to him, are all things” (Rom. 11:36):

b) according to the source of inspiration

Every human activity can be motivated by good and not good-will, coming
respectively from the Holy Spirit or from “the rulers of the darkness”
(Ephes. 6:12).

Music initially had been considered as a gift coming solely from God
and then returning to Him, a gift that contributed to the health and
happiness of people, but it gradually received another interpretation:
namely that music just as other divine gifts can be used against man
by the Satan who “was a murderer from the beginning” (Jn. 8:44).
There had been evidence for this kind of action long before Christian times
expressed in countless legends and historical records:

Well known is the German saga of the Lorelei whose songs provoked an
irresistible melancholy and led fishers to drown in the Rhine - or
Odysseus telling of the songs of the sirens which so strongly enraptured
the sailors that they could not resist their appeal and were wrecked on the
rocks.527

A similar example is the story of the “strange man” who with an
irresistible tune played on his flute made the rats follow him and drown
them in the river and so he freed the town of this plague. However, he
later used even “a more enticing tune” to hypnotize and drown the

ungrateful inhabitants of that town.528

526 Here we regard as secular mainly the Western classical music.

527 Alvin, Juliette. Music Therapy, pp. 12-13

528 This is known as the legend of the Pied Piper all over Europe. Quoted in Alvin,
Juliette. Music Therapy, p. 13
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The Chinese believed that “a single sound had the power of influencing
other souls for good or il17.529

The Greeks on the other hand (in the period of 9 to 2 century BC) not only
theorized the mathematical proportions in music, but also speculated over
the psychological impact of certain musical structures. For instance, the
Dorian mode had been preferred over the others as heroic and trustworthy
for the free man, while Phrygian and Lydian were seen as feminine and
excitative.530 According to Plato certain scalesS3! had a bad influence on
people as they cultivated sensuality and a dissolute life. He also
disapproved of instrumental music, because ‘through the lack of words it is
difficult to learn what it contains and whether it follows something

deserving’.532

First Christians were often warned by the Church Fathers “that music was
not only a spiritual, elevating experience, but that it could also be evil
because of its roots in pagan rites”.533

Martin Luther, who “was an accomplished musician” considered music as
“a true gift of God” but at the same time was aware “that Satan could use
the divine gift towards his own evil ends”. Thus he tried to ‘christianize’
popular tunes and in this way to weed out the pagan associations.534

‘The Prince of this world’, believes Fr. Gillet, ‘is not devoid of an apparent
beauty and nobleness. He is dangerous not so much because of his
appeals to the flesh as by the pride and despair which he can suggest
under the forms of philosophy, art, culture and so on.’535

Even in our time there are still some places such as Africa where specific
music is used which is not at all deprived of beauty and charm but has
the function to bring people into trance and make them susceptible to the
influence of “spirits”. People can therefore easily become possessed by

these demonical powers. The sure sign of it is that they start

529 The New Oxford History of Music, Vol. I, p. 87

530 Mysuxanen mepmMuHONL0ZUUEH PEUHUK, C. 95

531 He examines it in his work “Timeus” and thus they are called ‘scales of Timeus’.
See IlaaToH. Juanosu, Tom III

532 Quot. in BaHoB, SIHKO. HMcmopus Ha mysukama, c. 19

533 Alvin, Juliette. Music Therapy, p. 13

534 Alvin, Juliette. Music Therapy, p. 14

535 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 45
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“prophesizing” perhaps under the same influence that may make for
example the members of the Pentecostal church speaking in tongues.
Thus Christian consciousness has always been guided by the apostolic
warning to “try the spirits whether they are of God” (1 John 4:1-2). Here
St. John the Theologian advises Christians to maintain the purity of
Christ’s teaching and warns them against false prophets, against those
who do the acts of “this world”, incited by the “false spirit”, i.e. “the prince
of this world” - Satan (John 12:31; 14:30; 16:11). This is true for all
human activities and in particular for the creative one, which is most
susceptible to external influences.

Music speaks directly to the heart. It is a kind of sermon in sounds and it
also can be preached by false ‘prophets’. Therefore, music can manifest
divine as well as demonic aspects, whilst true art can only be considered

to be the one prompted by the Spirit.



114
IV. BIBLICAL AND CHRISTIAN THOUGHT ABOUT

MUSIC

1. The Scriptures about music536

Among all books which exist there could hardly be named another that
has called forth more durable interest than the Bible. Its religious songs
did not stop being sung in the worship of all the centuries since they were
written. The texts of many of these songs as well as of different biblical
stories are a never-failing source of inspiration for the composers of all
epochs. These topics resonate also in the folk songs of many countries.
The Bible does not provide detailed explanations either of the nature of
music or of practical instructions for its performance. However, its
references to music allow us to arrive at some conclusions indirectly.
Throughout many centuries in the development of the Hebrew nation from
the earliest days of Hebrew tribal life through the periods of the
occupation of Palestine, the monarchy, the exile, and the post-exile
community respectively, “music, and especially song, played an important
part both in the secular and in the religious life of the Hebrew people”.
This testifies “to the high order of the nation’s intellectual gifts and to its
emotional and aesthetic sensitivity”.537 In both the Old and New
Testaments music is treated as sacred.538

As in many religions, the Jews considered music as a kind of langud;;e
particularly appropriate to communion with God, “for it was a manner of
communication completely out of the ordinary interchange between human
beings”.539

The Old Testament provides many references to music as an

accompaniment to the praise of God.

536 The whole subchapter has been considered according to The New Oxford History of
Music, Vol. I, ‘Music in the Bible’, pp. 283-312

537 The New Oxford History of Music, Vol. I, p. 284

538 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p.- 27

539 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 8
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The first reference goes right back before the flood with the mentioning of
Lamech’s and Ada’s son Jubal (wrongly referred to by some Church
theoreticians, such as Isidore and Aegidius of Zamora, as Tubal) who “was
the father of all such as handle the harp and organ” (Gen. 4:21), thus
considered by Isidore as the inventor of music.540
One of the first songs immortalized in the biblical text is the rejoicing and
thanksgiving canticle of Moses. He sings to God after the miraculous
escape from Egyptian slavery when Egypt had been struck by the ten
plagues and his people had safely crossed through the Red sea into the
desert whilst Pharaoh and his soldiers had been drowned (“Then sang
Moses and the children of Israel this song unto the Lord, and spake, saying,
I will sing unto the LORD, for he hath triumphed gloriously. ... The Lord is
my strength and song, and he is become my salvation ... and I will exalt
him” - Exod. 15:1, 2). According to Niceta of RemesianaS4!, Moses was the
first to establish choruses teaching men and women in separate groups to
sing this triumphal canticle to God, whilst the prophetess Miriam, the
sister of Moses and Aaron, went before them. This song has been taken
over by Miriam and all the women accompanying “with timbrels and with
dances” which resembles some kind of responsorial singing (Exod. 15:19-
21). Another thanksgiving song was sung by the Jews rescued from thirst
in the desert (“Then Israel sang this song, Spring up, O well; sing ye unto it”
- Numbers 21:17). Again Moses himself sang an awe-struck song full of
reverent fear when he was dying (Deut. 31:19-32:44).
Exceptional poetic mastery distinguishes the triumphal song of Deborah
and Barak (“Then sang Deborah and Barak the son of Abinoam on that
day, saying, Praise ye the LORD for the avenging of Israel, when the people
willingly offered themselves. Hear, O ye kings; give ear, O ye princes; I,
even I, will sing unto the LORD; I will sing praise to the LORD God of Israel”
- Judges 5:1-3).
The lyrical songs which express the individual exploits of the heroes flow

in a short and simple form, as for example in the verse where the victory

340 See Isidore’s Ethymologies and Ars Musica by Aegidius of Zamora, presented in
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, pp. 153, 246-248

541 See On the Benefit of Psalmody by Bishop Niceta of Remesiana (c. 370-c. 414),
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 129
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of Samson is praised (Judges 15:16) or in the song with which Saul is
greeted on his return (“And it came to pass as they came, when David was
returned from the slaughter of the Philistine, that the women came out of all
cities of Israel, singing and dancing, to meet king Saul, with tabrets, with
joy, and with instruments of musick. And the women answered one
another as they played, and said, Saul hath slain his thousands, and David
his ten thousands” - 1 Sam. 18:6, 7). Here as well as in the previous
examples musical instruments are mentioned. They were equally used in
the everyday life as well as for religious purposes and the Books of Moses
give much evidence for this. God Himself instructed that instruments were
to be used: “And the LORD spake unto Moses, saying, Make thee two
trumpets of silver; of a whole piece shalt thou make them: that thou mayest
use them for the calling of the assembly, and for the journeying of the
camps. And when they shall blow with them, all the assembly shall
assemble themselves to thee at the door of the tabernacle of the
congregation.  And if they blow but with one trumpet, then the princes,
which are heads of the thousands of Israel, shall gather themselves unto
thee. When ye blow an alarm, then the camps that lie on the east parts
shall go forward. When ye blow an alarm the second time, then the camps
that lie on the south side shall take their journey: they shall blow an alarm
for their journeys. But when the congregation is to be gathered together, ye
shall blow, but ye shall not sound an alarm. And the sons of Aaron, the
priests, shall blow with the trumpets; and they shall be to you for an
ordinance for ever throughout your generations. And if ye go to war in your
land against the enemy that oppresseth you, then ye shall blow an alarm
with the trumpets; and ye shall be remembered before the LORD your God,
and ye shall be saved from your enemies. Also in the day of your gladness,
and in your solemn days, and in the beginnings of your months, ye shall
blow with the trumpets over your burnt offerings, and over the sacrifices of
your peace offerings; that they may be to you for a memorial before your
God” (Numbers 10:1-10).

The trumpet in particular was an instrument connected with war and
battles: “And Moses sent them to the war, a thousand of every tribe, them
and Phinehas the son of Eleazar the priest, to the war, with the holy

instruments, and the trumpets to blow in his hand” (Numbers 31:6) or: “If
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the trumpet give an uncertain sound, who shall prepare himself to the

battle?” (1 Cor. 14:8).
To the war songs were added those of weeping as well as the funeral songs

(“Ye daughters of Israel, weep over Saul” or “And all the people wept again

over him - 2 Sam 1:19-27; 3:33-34). After the settling of the Jews in the

Promised Land songs about the concerns and the joys of the agrarian

.work _have .emerged (“Now will I-sing to-my wellbeloved a-song of my ==

beloved touching his vineyard” - Is. 5:1, 16:10; Jerem. 25:30, etc). At the
time of the monarchy music played a well defined role. The young David
“played with his hand™4? for King Saul who was possessed by an evil
spirit (1 Sam. 19:9).

Music achieved a central position not only in the palace but also in the
temple. We can distinguish three types of prayerful songs in the biblical
psalms: praising, beseeching and thanksgiving. These three forms are
preserved in the Christian Church and continue to exist up to this day.
It is assumed that at the beginning only the priests sung and the
participation of the worshippers was limited only to the joining in the
singing of “Amen” and “Hallelujah” (or Halleluyah, or Alleluia), which is
part of the “Hallel”®*3 prayers. Later a choir was required in front of the
Temple whose members had to confess their faith before they entered:
Choir I “Lift up your heads, O ye gates; even lift them up, ye everlasting
doors; and the King of glory shall come in.

Choir II: Who is this King of glory?

Choir I: The LORD of hosts, he is the King of glory” (Ps. 24:9-10).

Music was so closely related to the Temple that people felt the need to
express their joy in coming to the holy place with songs, instrumental

playing and dances: “Sing unto the LORD” (Ps. 96:2), “make a joyful noise

542 “And it came to pass on the morrow, that the evil spirit from God came upon
Saul, and he prophesied in the midst of the house: and David played with his
hand, as at other times: and there was a javelin in Saul’s hand. And Saul cast
the javelin; for he said, I will smite David even to the wall with it. And David
avoided out of his presence twice. And Saul was afraid of David, because the
LORD was with him, and was departed from Saul’ (1 Sam 18:10-12).

543 Hallel consists of six Psalms (113-118), which are said as a unit, on joyous
occasions. It is usually chanted aloud as part of Shacharit (the morning prayer
service) following the Shacharit’s Shemoneh Esreh (“The Eighteen” the main
prayer). It is also recited during the evening prayers the first night of Passover. See
Wikipedia on-line and Toskoeoe Esarnzenue, 1993, c. 495



118

unto Him with psalms” (Ps. 95:2), “Praise the Lord upon the harp: sing to
the harp of thanksgiving. With trumpets also, and shawms: O shew
yourselves joyful before the Lord the King” (Psalm 98:5-6) or “Sing unto the
LORD a new song, and his praise in the congregation of saints. Let Israel
rejoice in him that made him: let the children of Zion be joyful in their King.

Let them praise his name in the dance: let them sing praises unto him
with the timbrel and harp” (Ps. 149:1-3) and “Praise him with the sound of
the trumpet: praise him with the psaltery and harp.  Praise him with the
timbrel and dance: praise him with stringed instruments and organs.

Praise him upon the loud cymbals: praise him upon the high sounding
cymbals” (150:3-5).
The music of the kings reached its summit in the collection of psalms
written by King David, which have remained at the centre of worship until
now. With poetical and instrumental mastery he healed and elevated the
souls of his contemporaries. David was not only a skilled poet,
instrumentalist and singer but even an inventor of new instruments (“and
four thousand praised the LORD with the instruments which I made, said
David” - 1 Chron. 23:5; “and invent to themselves instruments of musick,
like David” - Amos 6:5).
It is interesting to explore the approach of the prophets to music. Initially
music was used for additional prophetic inspiration. The Scriptures
describe that the prophets accompanied prophesying with instruments
(“and it shall come to pass, when thou art come thither to the city, that thou
shalt meet a company of prophets coming down from the high place with a
psaltery, and a tabret, and a pipe, and a harp, before them; and they shall
prophesy” - 1 Sam. 10:5). Similarly Elisha asks to bring him a minstrel,
“and it came to pass, when the minstrel played, that the hand of the LORD
came upon him. And he said ...” (2 Kings 3:15-16).
Later this attitude changes. There is no biblical reference to the use of
music for inspiration by the later prophets but prophet Amos in one of his
prophesies warns that God will accept neither the “burnt offering” nor the
“peace offerings” (Amos 5:22), nor the songs or the sounds of the viols
(“take thou away from me the noise of thy songs; for I will not hear the
melody of thy viols” - Amos 5:23), from those “who tumn judgment to

wormwood, and leave off righteousness in the earth” (Amos 5:7). This
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attests to an already ethical approach to all rituals that accompany
worship including music. They are God-pleasing only if they fulfil

God’s righteousness.

These examples are sufficient to understand the measure of importance
and the power with which music has been esteemed. We see it as a gift
once given to human beings, which is returned by them as an
expression of gratitude, offering and love to God. We see also that such
music is accepted only if it comes from a righteous heart and not from
those who perform the deeds of their “father the devil” (Jn. 8:44). Similar
criticism can be found in the words of the prophet Isaiah when he talks
about secular music to his people: “Woe unto them that rise up early in the
morning, that they may follow strong drink; that continue until night, till
wine inflame them! And the harp, and the viol, the tabret, and pipe, and
wine, are in their feasts: but they regard not the work of the LORD, neither
consider the operation of his hands” (Is. 5:11-12). Here is mentioned again
that music, which does not consider the high spiritual principles, ends in

grief.

With the fall into Babylonian captivity the whole life of the Jews modifies.
The extent of the suffering of the enslaved people speaks for itself in the
fact that the songs of Zion fell silent. A gifted poet expresses grief because
of the exile and its reflection upon the musical life in moving strophes:

“‘By the rivers of Babylon, there we sat down, yea, we wept, when we
remembered Zion. We hanged our harps upon the willows in the midst
thereof.

For there they that carried us away captive required of us a song; and they
that wasted us required of us mirth, saying, Sing us one of the songs of
Zion.

How shall we sing the LORD’S song in a strange land?” (Ps. 137:1-4)

After the captivity, music seems to have an even greater role and
participation in worship than before. Vocal and instrumental music is
performed now by the guilds of professional musicians, which are

considered as successors of Levi and his sons, the first professionals
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“whom David set over the service of song in the house of the Lord” (1 Chron.
6:1-32; 15:16-24; 16:41-42; 2 Chron. 20-19). Gradually the order of
worship is set and with this the duties of the musicians in it:54¢ “And he
set the Levites in the house of the LORD with cymbals, with psalteries, and
with harps, according to the commandment of David, and of Gad the king’s
seer, and Nathan the prophet: for so was the commandment of the LORD by
his prophets. And the Levites stood with the instruments of David, and the
priests with the trumpets. And Hezekiah commanded to offer the burnt
offering>*> upon the altar. And when the burnt offering began, the song of
the LORD began also with the trumpets, and with the instruments ordained
by David king of Israel” (2 Chron. 29:25-30). Here it is clearly suggested
that it is not only pleasing to God that music accompanies the
worship but that He alone has given instruction for this. From these
quotations the extent of participation of various instruments in worship is
also obvious. That they were part of the worship from very early times we
have seen already in the books of Moses (see above), whilst in the books of
Kings we have many descriptions of how they were used: “the Levites
which were the singers ... having cymbals and psalteries and harps, stood
at the east end of the altar, and with them an hundred and twenty priests
sounding with trumpets: It came even to pass, as the trumpeters and
singers were as one, to make one sound to be heard in praising and
thanking the Lord; and when they lifted up their voice with the trumpets
and cymbals and instruments of music, and praised the Lord ... for the
glory of the Lord had filled the house of God” (2 Cron. 5:12-14). Interesting
in this quotation, concerning the dedication of the temple by Solomon, is
the mentioning of the fact that the “trumpeters and singers were as one”,
which clearly expresses the possibility of God to be praised with the voice
as well as with instruments and that both domains can build a unity in
their praise and be “as one” making “one sound” (something entirely

rejected in the early Christian Church).

44 “Within organized Liturgy the place of music was always high, for one special
group of the Levites, the tribe of priests, was assigned the task of providing music
for the Temple, the original centre of the Jewish faith.” Seay, Albert. Music in the
Medieval World. New Jersey, USA, 1975, 1965, p. 8

545 Handing over of all offerings to fire. I[Toanwii IIpasocnaswwvil Bozocnoskuii
SHyurnoneduueckuti Cnoeaps, c. 576
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After the establishment of the order of worship it becomes inevitable to
extend the musical part to both daily and festal services. The establishing
of professional guilds for music provided favourable conditions for
performance as well as for composition of Jewish music. A characteristic
of the lyrics created after the captivity, which are included in the Book of
Psalms, is that it expresses much more the personal religious feelings
rather than those of the whole religious community.5%6 The most
substantial example for secular musical poetry is the love lyrics of
Solomon’s Book “Song of Songs”, which is included in the Old Testament

because of its allegorical symbolism.

After the successful invasion of Alexander the Great (4th century BC)
Palestine was introduced for the first time to the music and the
instruments of the ancient Greeks some of which are mentioned by the
prophet (“cornet, flute, harp, sackbut, psaltery, and dulcimer” - Daniel
3:5,7,10,15). But soon afterwards a hostile attitude developed to the Greek
instruments, especially after the destruction of the Second Temple, when
instrumental music was banned even for religious purposes as an
expression of national mourning. This new tendency was continued in the
Synagogues, starting as private places for meetings for worship during the
Babylon exile and which exist to this day. Music there was only vocal also
as an opposition to the pagan rites. Instrumental music continued to be
ruled out in the synagogue in Christ’s time and also later, despite the fact
that music was then flourishing in Jewish society.

A. Seay explains that “with the definitive disappearance of the Temple (70
A.D.), the synagogue became the centre of Jewish religious observance. As
such, it was that source of liturgy most known to the early Christian and
hence served as something of a model for their own practices. ... The
synagogue services of the early Christian era were generally organized
around readings from the Scriptures, a sermon, the singing of psalms, the
saying of prayers, and the performance of songs of praise. In all of these,
except the sermon, music played an important role as accompaniment to

the word, for music had long been a traditional way to set apart the

546 See Ps. 15, 22, 23, 41-42, 116
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religious act and its texts from the everyday; the extraordinary nature of

the service to God required extraordinary means” .57

Christ represented more the worship and practice of the Synagogue, while
St. John the Baptist, who had a priestly origin, was closer to the musical
tradition of the Temple. It is not known to what extent vocal music, or
more precisely — the psalm-singing, has been used during their life but
according to Frederick Farar®#® ‘there is no doubt that the child Jesus has
learned from Joseph and Maria to read “Shema Israel”>9 (“Hear, O Israel”
- Deuter. 6:4) and “Halle]” (meaning [Let us] “praise” - Ps. 113-118). ... It
is known that when pilgrims approached Jerusalem for the Pascha they
sung together the Gradual Psalms. Jesus certainly sung these Psalms
also. After the Last Supper Jesus and His disciples “sung a hymn” of
praise and “went out into the mount of Olives” (Math. 26:30, Mark 14:26),
which elucidates the use of vocal music and display Christ’s approval.550
The praising song “Hallel” transfers the tradition of psalm-singing from the
Jewish ceremonial meals to those of Christians.55! Besides this, in the
first chapters of the Gospel we can outline three hymns, which later
became central for Christian worship: The “Magnificat” of the Mother of
God (Lk. 1:46-55), prophet Zachariah’s “Benedictus” (Lk. 1:67-79) and
Simeon’s “Nunc dimittis” (Lk. 2:29-35).552

Bishop Niceta of Remesiana explains that the rejection of all things that
are considered as carnal (such as circumcision, sacrifices, musical
instruments) in the New Testament led one to think that even the ministry
of psalmody was also forbidden but in fact “praise in song” is actually a

spiritual practice which together with faith, piety, prayer, and chastity,

247 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 9

518 Dr. of Theology

>19 The ‘shema’, a counterpart of the Credo in many ways, and the ‘kedushah’, a
sanctification, much like the triple “Holy, Holy, Holy” of the later Sanctus were of
particular importance for Christian purposes. Seay, Albert. Music in the Medieval
World. New Jersey, USA, 1975, 1965, p. 10

950 Quot. according to 3anucku 1o anoareruka, c. 182, 235

1 McKinnon, James. Music in Early Christian Literature. Cambridge University Press,
1987, p. 13

°32 McKinnon, James. Music in Early Christian Literature. Cambridge University Press,
1987, p. 12
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has rather increased than diminished.553 Thus the practice of psalm-
singing continues among the first Christians after the completion of
Christ’s earthly mission. In the Acts of the Apostles we read that
Christians were every day in the temple and praised God presumably also
with singing (Acts 2:46-47). We see similar praise in the prison where
Apostle Paul and Silas were kept: “And at midnight Paul and Silas prayed,
and sang®5* praises unto God” (Acts 16:25). “As Jews, the Apostles had
been accustomed to a certain succession of liturgical acts; after their
conversion their major goal was not the construction of a completely new
order of services but rather the addition of purely Christian elements to an
already existing Jewish framework” — explains Seay.555 Mendl adds that
‘early Christians inherited the Hebrew use of music and received also the
specific dedication of art to the worship of God’.556
Immediate evidence of musical talent as God’s gift we find in St. Paul’s
First letter to the Corinthians: “when ye come together, every one of you
hath a psalm, hath a doctrine, hath a tongue, hath a revelation, hath an
interpretation. Let all things be done unto edifying” (1 Cor. 14:26). Each
person has something from the Spirit of God and everyone must be
pleased with their individual gift, whether great or small, because “all
these worketh that one and the selfsame Spirit” (1 Cor. 12:11).
St. Paul not only requires spiritual endeavour but also intellectual activity,
inclusively in psalm-singing: “T will pray with the spirit, and I will pray with
the understanding also: I will sing with the spirit, and I will sing with the
understanding also” 1 Cor. 14:15). Man should add his own intellectual
effort to the gift given in order that other people might benefit from it. The
different gifts complement each other and thus every person needs his
neighbour. At the same time the Apostle advises everyone to “covet
eamestly the best gifts”, (1 Cor. 12:31) to develop his gift, to use it for
good, “unto edifying” (1 Cor. 14:26), and to seek the spiritual. The greatest
gift could be then attained - the gift of love (1 Cor. 13 chapter).557

353 See On the Benefit of Psalmody by Bishop Niceta of Remesiana (c. 370-c. 414),
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 130

554 [Npooeuxouevot tuvov

555 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 7

556 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p- 27

557 Tonkoeoe Esarzenue. 1993, c. 175, 179
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For mutual edification the Apostle Paul recommends to the Ephesians to
“be filled with the Spirit” by “speaking” to themselves “in psalms and
hymns and spiritual songs (odes), singing and making melody” in their
“heart to the Lord” (Eph. 5: 18-19). This is to say that the singing of
spiritual songs, spiritual music, enhances man’s ability to acquire God’s
Spirit. This advice is important also because it highlights the role of
music not only for every Christian but also for the professional
musician. We find it also in the Letter to the Colossians: “Let the word of
Christ dwell in you richly in all wisdom,; teaching and admonishing one
another in psalms and hymns and spiritual songs, singing with grace in
your hearts to the Lord. And whatsoever ye do in word or deed, do
all in the name of the Lord Jesus, giving thanks to God and the
Father by Him” (Col. 3:16-17). In these words are brought together the

entire “Creed” (Credo) of the musician and of his art.

There are two categories of Davidic psalms - psalms and hymns and there
is an exegetical distinction between them which tends to confuse modern
commentators. ‘To sing psalms is a human deed but to sing spiritual
songs is a deed of angels’, explains the Blessed Theophylact of Bulgaria
(1055 - after 1107).558

Human songs aim to give delight and joy but they are deeds of the soul.559
The spiritual songs the Apostle Paul mentions last as something more
perfect.

All that has been said so far can be applied entirely to the secular as well
as to the religious art of music and it gives a direction to it: whether
human or angelic but to be Spirit-filled and to be completed from the
heart in the name of God.560 And also, whether we sing or heal, or teach,
whatever we do in the name of God is to be a cause of thanksgiving. And to

do it with attention in the heart since attention requires effort and the

558 deodmuaaxrT, 6a., apxuenuckona Boarapckoro. TonkoeaHue Ha NOCAGHHUSL C8. an.
Ilaena, c. 432

5% Singing and music respectively lighten the labour, brighten the soul and so
make the effort less noticeable. It is interesting that the Apostle James suggests
music only for the merry (“Is any merry? let him sing psalms” - James 5:13), whilst to
the suffering he advises prayer (‘Is any among you afflicted? let him pray’ - James
5:13).

560 deocduaakT, 6a., apxuenuckona 6Goarapckoro. TonkoeaHue HA NOCAQHHUS C8. an.
ITasna, c. 358, 432
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complete mobilization of spiritual strengths.

The above-mentioned instruction of the Apostle Paul in the Letter to the
Colossians (Col. 3:16-17) is filled also with sacramental meaning which
applies to the way of worship of the first Christians who accompanied the
sacraments of Baptism and Eucharist with songs.

More enlightenment regarding worship is received from the Revelation of
St. John the Theologian. The order of worship is described in the Rev. 5:8-
14. It starts and ends with the prostrations of the Elders (“four and twenty
elders fell down before the Lamb”) and includes a “new song” sung by
them, glorifying the “slain” Lamb, saying “Worthy is the Lamb”, every one
of them “having harps, and golden vials full of odours, which are the
prayers of saints” (Rev. 5:8). And the service ends with a united prayer
when “every creature which is in heaven, and on the earth, and under the
earth, and such as are in the sea, and all that are in them, heard I saying,
Blessing, and honour, and glory, and power, be unto him that sitteth upon
the throne, and unto the Lamb for ever and ever. And the four beasts said,
Amen. And the four and twenty elders fell down and worshipped him that
liveth for ever and ever” (Rev. 5:13-14). Here we find an analogy with the
order of worship described by Jesus, the son of Sirach (Sir. 50:11-21), but
the songs are of a new type expressing the glory of the Lamb: “Thou art
worthy to take the book, and to open the seals thereof: for thou wast slain,
and hast redeemed us to God by thy blood out of every kindred, and
tongue, and people, and nation;, And hast made us unto our God kings and
priests: and we shall reign on the earth” (Rev. 5:9-10). Also in Rev. 19:1-7
we have an illustration of the veneration in Heaven. The worship consists
of the exclamations of the “people in heaven” “Alleluia; Salvation, and
glory, and honour, and power, unto the Lord our God” and the response of
the twenty four Elders and the four beasts with “Amen; Alleluia!” (Rev.
19:1-7). Seemingly here the Christian “Alleluia” is used sung in a

responsorialP®l way as it was the Jewish custom with the Paschal Hallel

561 The three methods used in performance in the synagogue - antiphonal, in which
two halves of a choir sing psalm verses in alternation with a refrain (antiphon);
responsorial, in which one or more soloists, priests and deacons respectively,
alternate with the choir (congregation) in singing psalm verses and a refrain
(respond), called nméwadua; and direct, in which the cantors sing verses without a
refrain - became three main forms of psalmody in Christian practice. See Seay,
Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 12 and Wellesz,
Egon. A History of Byzantine Music and Hymnography, pp. 34-35



126
psalms (Ps. 113-118). The hymn follows the traditional model to thank
God for the deliverance of the world (Rev. 19:1-7), but replace the
association of the paschal meal with “the marriage supper” (Rev. 19:9) of
the Lamb and adapting it in this way to the Eucharistic context. Similar
Eucharistic moments could be found in the Trisagion hymn: “Holy, holy,

holy, Lord God Almighty, which was, and is, and is to come” (Rev. 4:8).

Because “Christianity arose in the Near East, the birthplace of Judaism
and later of Islam, the early Christian chants drew on the highly decorated
vocal tradition of the Jewish and Arab peoples”. The songs of the Jewish
cantors had a direct influence on early Christian song and “ornamented
cantorial melodies were absorbed almost without change into the
Christian ritual”. The ornate cantorial style is designed specifically for the
solo voice, but Christian worship was dominated more by the “slower-
moving unison singing of many voices”.562 This form of chant
predominated in Christian worship for more than thousand years, and is
still heard in the Catholic and Anglican churches as plainsong and in its

more ornate form in the Orthodox Church as Bysantine chant.

The earliest Christian service began with the remnants of the synagogue
ritual, known as the Synaxis or Liturgy of the Catechumens (Learners),
which was followed by the Eucharist or Liturgy of the Faithful. The central
part of it is the Eucharist, where the Lamb (Christ) is sacrificed and the
faithful receive communion in the body and blood of Christ. This part, in
which the specific commands of Christ are obeyed, is a purely Christian

addition which has no connection with the Jewish past.563

2. Christian thought about music from early times to its

emancipation from the Church

a) the attitude of the Church and Church Fathers to music in the

first millennium after Christ

562 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp- 45, 46, 47
563 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 12
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In examining the biblical testimonies concerning music we have not
mentioned an important event: when Herod’s birthday was kept, the
daughter of his wife Herodias “danced before them, and pleased Herod’
(Mt. 14:6) , whereupon he promised to give her whatsoever she would
ask, unto the half of his kingdom. Salome, prompted by her mother,
demanded the head of St. John the Baptist, who had been hated by
Herod’s family, as he had exposed their vicious life (Lk. 3:19-20; Mk. 6:21-
28). This ignominious dance of the corrupted girl provoked patristic
condemnation of dance in general. Such an attitude is fully
understandable. From 2nd to 4th century, Christians lived in the centre of a
highly developed pagan civilization, and thus they had been constantly
tempted to take part in theatrical performances, dances and processions
which they witnessed.56¢4 This circumstance explains the constant
warning of Christian writers against the “demon’s spectacles”s65, ‘that
destroy the decency of the family life’566.

It 1s interesting to note that the Church’s attitude towards theatrical
performances was also shared by a highly educated pagan society.
Emperor Julian, who attempted to reform the pagan religion, issued an
edict (363 AD) forbidding the pagan high priests to attend “these licentious
theatrical shows”. “Indeed”, he says, “if it were possible to expel such
shows completely from the theatres and give back a pure stage to
Dionysus, I should certainly have attempted zealously to carry this out;
but since I thought that this was impossible ... I do expect, however, that
[at least] priestsS67 should withdraw themselves from the obscenity of the
theatres and leave them to the crowd”. 568

Thus Julian saw the same dangers for the morality of the people as the

Church did. But Christians had another very essential reason to

64 Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 79

565 St. John Chrysostom calls so the theatrical shows which at that time were
shocking with their “barbarian” licentiousness. 3AaToyCT Hoamn, cB. Twunkyearue Ha
Eeanzenuemo cnoped Mames. Becena 7, ct. 7

566 3aaToyct, MoaH, CB. Tonxyearue Ha EeaHzenuemo cnoped Mames. Becena 68, cr. 4

567 The pagan priests

568 Cf. Iuliani Imperatoris epistulae et leges, Paris, 1922, p. 27, quoted in Wellesz, Egon. A
History of Byzantine Music and Hymnography, p. 84
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anathemize everything connected with public shows: such displays were
dedicated to pagan gods.56°
These factors compelled the Church to take up an antagonistic attitude to
scenic performances and every type of public display.37? Similar too was

the fate of musical instruments. Their use in pagan religious rituals and

B e R e e

other secular celebrations of an immoral nature led to their categorical
e == == rejection from the worship of the Early Christian Church and even outside: «==--

1t.571 As a result the social position of professional musicians in the early

days of the Eastern Empire572 (2-4th century AD) was no better than that

of actors and mimes. Both heathen and Christian writers “looked down

upon them with equal contempt”.573

In the works of some early fathers in the East such as Clementine of
« Alexandria (150?-2157), Origen (184?-253) and Eusebius (265?-3407?) can - *

be seen some beginnings of the assimilation of the Classical past. In the
West the situation has been more complicated. Although the universal
character of the Roman Empire favoured the spread of Christianity, its
size ‘brought on difficulties of a political and social nature that affected
strongly the closeness between East and West’ and eventually caused in
the 4t century their complete division.574

After 313 when Constantine the Great announced toleration of

Christianity in the Edict of Milan legalizing Christian worship and when in

569 ‘Because of the pagan connotations (with roots lying in pagan rites) and worldly
aura that went with this medium the Church, like the Jews of the synagogues,
restricted the means of expression only to vocal music’. “Many early Church
Fathers felt, as did many Jews, that God could be worshipped only through the
human voice”. Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965,
p- 12

570 Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 84

571 St. Basil the Great describes the playing of lyre and harp and also the dances as
idle arts whose end is death. Mentioned in B sawuma Ha uenromwvdpuemo. Uzn. “Cs.
BMmuk. 3. 3orpad”, AtoH, 2004, c. 68-69

572 The future Bysantine Empire

573 St. John Chrisostom. Homili in Ps. 41, P.G. lv, ¢ 157, cited in Wellesz, Egon. A History
of Byzantine Music and Hymnography, p. 95

574 Disintegration was a natural consequence of the weakening of the Roman
Empire, which was caused by the barbarian pressures from the North, continual
economic crises and the failure of legitimacy as a principle in the choice of
emperors. As a result in the 374-4th centuries the East and West broke into separate
areas. With this split the West lost almost all contact with the traditions of the
East, including the Greek language and acquaintance with Greek philosophy which
therefore had to be made through Latin intermediaries. The outcome of this was
that by the seventh century, no Greek works were directly known to the West and
few were available at all. Seay, Albert. Music in the Medieval World. New Jersey, USA,
1975, 1965, pp. 16, 17
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391 Christianity became the state religion, the Christian Church gained a
leading position in the Roman Empire. The primary function of music and
musicians during the Middle Ages57> was therefore one of service to the
Church. “Although much music did exist for secular purposes and many
musicians satisfied_ __the ngeds of secular _audignces, the Church and its

musical opportunities remained the central preoccupation”, states Seay.576

~Music was regarded by the- Neo-Platonists Plotinus and Porphyry (3rd ---

century AD) “as an approach to the Divine through a condition of ecstasy
or enthusiasm”, which according to Philo of Alexandria does not give
pleasure to the senses but according to St. John the Chrysostom should

lift up the souls of men towards God, rather than entertain them.577

What then is the Holy Fathers’ actual concept of music?578
According to St. Basil the Great “a psalm is tranquillity of soul and the
arbitration of peace; it settles one’s tumultuous and seething thoughts. It
mollifies the soul’s wrath and chastens its recalcitrance. A psalm creates
friendships, unites the separated and reconciles those at enmity. Who can
still consider one to be a foe with whom one utters the same prayer to
God! Thus psalmody provides the greatest of all goods - charity (love), by
devising (giving) in its common song a certain bond of unity, and by joining
together the people into concord of a single chorus.”579 These words of St.
Basil the Great depict most precisely the patristic understanding of music.
It is blissful and salvational but only when it is an expression of

Sfaith and piety, when God is present in it and it is directed to Him.

575 The era from the fall of the Western Roman Empire (or by some scholars, before
that) in the 5th century to the beginning of the Early Modern Period in the 16th
century, marked by the rise of nation-states, the division of Christianity in the
Reformation, the rise of humanism in the Italian Renaissance, and the beginnings
of European overseas expansion which allowed for the Columbian Exchange. See
History of Europe: The Middle Ages - Britannica Online Encyclopedia.

576 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 2

577 After Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 27

578 Christian authors wrote about music most often in the genre of psalm
commentary using the allegorical method of exegesis and were mainly concerned
with the spiritual meaning of the text rather than the literal or historical one.
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, p. 114

379 From Homily on the First Psalm by St. Basil the Great, presented in McKinnon,
James. Music in Early Christian Literature, p. 66/131. See also translation in Strunk,
Oliver, editor. Source reading in, music history. W.W.Norton & Company Ltd, USA, 1978,
p. 122/2 ST
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Its melodies are then not acting viciously, but beneficial, as when the
psalm-singer ‘David soothed the king in his madness’ and with which the
Old Testament musicians praised God “as one” (2 Chron. 5:13).580 That is
why music is confined by the Fathers mainly to church singing for “what
is more blessed than to imitate the chorus of angels here on earth... For
the consolation of hymns favours the soul with a state of happiness and
freedom from care”.58!

The same saint considers music as a helper of the apprehension of the
Word of God: “What did the Holy Spirit do when he saw that the human
race was not led easily to virtue, and that due to our penchant for
pleasure we give little heed to an upright life? He mixed the sweetness
of melody [peAodia, coming from mel, meaning honey] with doctrine so
that we would absorb unawares the benefit of the words through the
gentleness and ease of hearing [of the sound].”582 For “what is learned
unwillingly does not naturally remain, but things which are received with
pleasure and love fix themselves more firmly in our minds”.583

The explanation of St. John Chrysostom, who gives the following
description of the role of music in worship whilst referring to the Old
Testament praxis of using music for additional prophetical inspiration (1
Sam. 10:5, 2 Kings 3:15-16), is similar: “When God saw that most men
were slothful, that they came unwillingly to spiritual readings, and that
they found the effort involved to be distasteful, wishing to make the labour
more grateful (agreeable) and to allay its tedium, he blended melody with
prophecy in order that, delighted by the modulation of the chant, all might
raise sacred hymns to Him with great eagerness. For nothing so uplifts the
mind, giving it wings and freeing it from the earth, releasing it from the
prison of the body, affecting it with love of wisdom, and causing it to scorn

all things pertaining to this life, as modulated melody and the divine chant

580 See CB. B. Beaukwn, presented in McKinnon, James. Music in Early Christian Literature,
p. 69/140

581 Cp. B. Beaukn, McKinnon, James. Music in Early Christian Literature, c. 68/13

582 From Homily on the First Psalm by St. Basil the Great Cs. B. Beauku, McKinnon,
James. Music in Early Christian Literature, p. 65/130 and Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 121/1 (see also p.
151 about ‘melody’) and also Boxecmeewnas Aumypeus. CocraButea Boarapckui,
Omutpuit. Ceamo-Tpouyrkuili HoruHckuil moHacmbip, Kues, 2004, c. 475

83From Homily on the First Psalm by St. Basil the Great, presented in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p.
122/2 . )

- .-



131

composed of number (in rhythm)”584. In other words music with its main
components — melody and rhythm - stimulates and eases spiritual effort.

St. John considers the delight that musical art offers as natural, yet he
sees exactly in it the danger of demonic influence. He strongly blames the
songs used for licentious entertainment that intoxicate the soul and dim
the reason and considers as “a sign of ultimate insensibility and of a
dissolute soul, to make a theatre of one’s house and to give oneself up to
such songs. And what drunkenness accomplishes by obscuring, the same
does music as it slackens the taughtness of the mind, enfeebles the vigour
of the spirit, and leads it to greater licentiousness”85. In the chapter on
symposia in the Expositio in Psalmum 41 he contrasts pagan drinking-
parties attracting “heathen demons” with meals in a real Christian
environment to whose songs comes the Spirit: “Since this sort of pleasure
1s natural to our soul, and lest the demons introduce licentious songs and
upset everything, God erected the barrier of the psalms, so that they
would be a matter of both pleasure and profit. ... Since what is wanton
and contrary to the law in these songs settles in the various parts of the
soul, rendering it weak and soft. But from the spiritual psalms can come
considerable pleasure, much that is useful, much that is holy, and the
foundation of all philosophy, as these texts cleanse the soul and the Holy
Spirit flies swiftly to the soul who sings such songs.”58 St. Chrysostom
indicates here that God is not depriving us of the delight of music but
sets up its spiritualizing as its ideal, so that the spiritual but not the
carnal becomes its subject. Yet, whilst encouraging the use of all
melodiousness in honour and praise of God, the Fathers vigorously reject
all that could shadow the image of God in man’s soul: “let erotic songs be
far removed from here; let hymns to God be our songs”, teaches St.

Clement of Alexandria.587 The same Saint, referring to the New Testament,

584 From Exposition of Psalm 41 by St. John Chrysostom, presented in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 123;
in McKinnon, J. Music in Early Christian Literature, p. 80/164 and in BoxecmeeHHas
Aumypeus. CocraBurea Boarapckuit, Amurpuit. Cesimo-Tpouykuli HoHUHCKUL MOHACMbLp,
Kuees, 2004, c. 476

585 Cp. U. 3aaroycr, nur. no McKinnon, J. Music in Early Christian Literature, p. 84/177
586 From Exposition of Psalm 41 by St. John Chrysostom, presented in McKinnon, J.
Music in Early Christian Literature, p. 80/165 and in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 124. See also
Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 95

587 McKinnon, J. Music in Early Christian Literature, c. 34/55
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explains that only the more “austere” and “temperate harmonies
(Gpnoviag) are to be admitted”. Those that are “weak”, “effeminate” or
“pliant” “are to be driven as far as possible from our robust minds. These
through their sinuous strains instruct one in weakness and lead to
ribaldry, but the grave and temperate melodies bid farewell to the

arrogance of drunkenness”.588 Thus melodies using chromatic intervals for

. instance should not be employed.589 - — . .~ . Lo i eis o e

Music in the Church as an art affecting the soul had to be employed only
for truly devotional purposes and its sensuous, carnal element had to be
resisted.>90 Therefore the Church Fathers and their followers ‘felt bound to
resist the intrusion of secular music into worship’.59! “These people [the
pagans| make their house a theatre; you must make your dwelling a
church”, advises St. John Chrysostom, “for nobody would fail to call a
gathering a church, where there are psalms, and prayers, the dances
(xopeia) of the prophets, and God-loving thoughts in the singers.” 592 Thus
he clarifies which music is beneficial in the church.

b) philosophical approach to music in the Middle Ages

Music in Medieval times held an essential position not only as a necessary
and major constituent of the daily liturgical round and for its unique role
in the educational system of the time but also in philosophy and
theology.593 This period embraces the time from the Early Church Fathers
(4th century) and the Latin Middle ages to the 14th century scholastics.

588 Quot. in McKinnon, J. Music in Early Christian Literature, p. 34/55 and Wellesz, Egon.
A History of Byzantine Music and Hymnography, p. 93

589 Clement of Alexandria. Paedagogus (ii.4), i. 184. Reference in Wellesz, Egon. A History
of Byzantine Music and Hymnography, p. 93

590 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 27

591 Mendl thinks that today we ‘may find it difficult to sympathise with this austere
attitude but without it, plainchant would not have retained its simple, devout
beauty, with its non-metrical or dance rhythms but those of speech and its
monodic melody untrammelled by any accompaniment of other voices or
instruments’. Mendl, R.-W.S. The Divine Quest in Music. London, 1957, p. 28. The same
is valid of Byzantine singing.

592 From Exposition of Psalm 41 [Homili in Ps. xlii P.G. lv, ¢ 157] by St. John
Chrysostom, presented in Wellesz, Egon. A History of Byzantine Music and
Hymnography, p. 95; McKinnon, James. Music in Early Christian Literature, c. 80/167
and Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 125

593 Music was unique among the arts for its participation in medieval education, “in
which its physical manifestations were utilized as the basis of metaphysical
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McKinnon relates that “musica in Late Antiquity was not so much the
everyday product of singing and playing that we call music today as it was
the academic enterprise that we call music theory”. This theory was much
more abstract than the one of recent times and “was the product of
sophisticated mathematical calculations and the ingenious manipulations

of tonal symmetries”.5%4

Nicomachus of Gerasa in the 2nd century AD and the Neo-Pythagoreans,
whom he represented, treated music and its acoustical laws as theological
and metaphysical symbols. For them music was not an end in itself but a
means of religious experience.595

In spite of their various theological views, Early Christian writers
unanimously treat music not from an aesthetical point of view, but from
an ethical perspective. This concept and attitude towards musical art is
closely associated with ideas about music of the Greek philosophers (Plato
and his followers, Pythagoreans, Empedocleans, and later amongst Neo-
Pythagoreans and Neoplatonists) and also with the views of the Greek
theorists of music.59 Their ideal is close to that of Christians in the tasks
which music must fulfill: to create harmony between body and soul,5%7 to
temper the passions,>98 to foster grace and dignity in manners,59° to elevate

the soul.600

Gradually, the ascetic or ethical standpoint in the Apostle Paul’s doctrine,
interpreted by St. Chrysostom as an instruction to communicate through

“psalms and hymns and spiritual songs” (Col. 3 :16), rather than in

extensions”. Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p.
2

394 Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 114

595 After Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 27

59 Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 96

97 Athanasius of Alexandria, Epistula ad Marcellinum, 27; Cf. Plato, Rep. III. 401 D;
Ptolemy, Harmonica, II1.7, &c., cited in Wellesz, Egon. A History of Byzantine Music and
Hymnography, p. 97

%8 Basil the Great, Hom. in Ps. I, P.G. XXIX, c. 212 B; Cf. Ptolemy, Harmonica, 111.7;
lamblichus, V.Pythag., c. 114, &c., cited in Wellesz, Egon. A History ..., p. 97

599 Clement of Alexandria, Stromateis, VILII, P.G.IX. 312; Cf. Plato, Rep. III. 398 c;
Aristotle, Pol. VIIL. 5, 1339%, &c., cited in Wellesz, Egon. A History ..., p. 97

600 Chrysostom, Expos. in Ps. 41, P.G. IV, c. 156; Cf. Cf. Plato, Laws, II. 659E; Aristotle,
Pol. VIIL.7, cited in Wellesz, Egon. A History ..., p. 97
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drunkenness and immoderacy, was substituted with the Neo-Platonic one,
which aims at the flawless performance of the chants. '
St. Augustine (354-430) confessed that he feels more pleasure when ‘the
melodies animating the word of God are sung by a beautiful voice in a

perfect way’69! Hence, he draws attention not only to the ethical

g
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perspective, but also to the aesthetic, as they were interwoven for him.

..The separation of art as the science of the beautiful (ars disciplina) and

science of ethics is only possible as a philosophical reflection.692 This
enriched vision led to an extension of the significance of music at the end
of the 4th century and to its greater involvement in Church liturgy both in
the East and in the West.603

St. Augustine thinks that the human art is an aspiration for the empirical
understanding of the “art of the Almighty Artist’6%4, and that the greatest
human art is “to be more skillful than the tempter himself’695. He wrote the
first completed Christian treatise about music ~ “De Musica”.6% It deals
with the rhythmic and metrical aspect of its subject, which is governed by
time and number and in the intended second part he planned to engage
with the tonal aspect, i.e. to examine harmony as the science of intervals,

which, connected with melody, were the means for providing “charmon?” -

601 St. Augustine. Confess. X. 3, presented by Wellesz, Egon. A History of Byzantine Music
and Hymnography, p. 97

602 I, Baues, Iloc. cBy., c. 45

603 Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 97

“By the fourth century the pattern of the Eastern Liturgy and the Roman Mass as
we know it today was fairly well stabilized except in matters of detail. ... With the
rapid growth of special feasts for certain occasions, for saints, etc., new musical
requirements arose, for each day so added had to be differentiated not only by a
specific liturgical content but by a more or less individual musical approach.” “A
constant effort was made to extend the liturgical organization throughout the year,
with a goal of providing special forms and formulae for every day and feast.” The
energies of musicians were chiefly occupied by this task for many centuries.
Therefore conditions of performances have gradually changed aiming at the above
mentioned perfection of singing which required the presence of professional
singers. “Although the organization of the full church year was nearly complete by
the 7th and 8th centuries ... a process of growth may be seen even today, for with
each new saint a more or less individual service is provided.” Seay, Albert. Music in
the Medieval World. New Jersey, USA, 1975, 1965, p. 14

604 Ba. AsryctuH (MnoHcku, 3a ucmuxckama penuzus, MockBa, 1997, ra. XXXIX mo
Basues, H.

605 Ba. Aeryctun (UmoHckwm), 3a ucmunckama penuzus, MockBa, 1997, ra. XXXIX mo
Baues, H.

606 James McKinnon explains that even though St. Augustine used Christian
examples by making his point about rhythm, the treatise “as a whole remains more
a representative of the classical tradition than an exemplar of the Christian view of
music”. In Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 114
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joy.607 He adopted Aristotle’s view of time as the measure of movement,
and like Plotinus he considered that movement can be objective (outward)
— the disposition of things in space, and subjective (inward) — movement
which is realized in time itself. Beauty is a result of the right “modulation”,
because the external ordering of space attaches beauty to the visible world
and'the internalv order‘ing of time imparts beauty to the soul.

According to St. Augustine, the movement in music is higher than that-
within plastic arts, because it is freer, i.e. it is active in itself (proactive).608
St. Augustine combines poetics and music in one and thus solves the
problem of the relationship between contemplation and movement.699 This
“poeticized” music becomes fundamental in the system of artes liberales510
and St. Augustine introduces music in this system for the first time.
According to him each art has its own theory, since it was impossible to
develop a universal and overall theory about all arts.6!! Furthermore, he
separates hearing and performance, which are connected with the body,
soul and memory, from music, which, as a science refers mainly to
intellectual activity. Therefore, the act of performance as an activity of
senses and memory, cannot be the subject of true music.612 Based on
Neoplatonic thinking - where the ideas were considered as the reality and
the manifestation of it as shadows of those ideas - in Late Antiquity

“theoretical constructs themselves were the musical reality”.613

607 According to Baues, Y. Iloc. cpy., ¢. 1-2

608 Music according to Florensky has “boundless” “freedom in organizing artistic
space”, even greater than in poetry. Bychkov, Victor. The aesthetic Face of Being. Art in
the theology of Pavel Florensky. SVSP, Crestwood, NY, 1993, pp. 49, 50. See also
Beethoven’s quote on p. 180 here.

609 According to Baues, Y. Ioc. cey., c. 2-3

610 The basic approach to the liberal arts was divided in medieval times into two
levels, the first the trivium or artes triviales (grammar, rhetoric, and dialectic) and
the second the quadrivium or artes reales (arithmetic, geometry, music, and
astronomy). The term “liberal” meant subjects either suitable for the education of a
free man or studies designed to free him from the domination of the senses. Seay,
Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, pp. 15, 17

610 Cr1, Banes, M. IToc. ¢ByY., c. 2

611 Cr. Bames, M. IToc. cpy., c. 2

612 Most of the theoretical treatises of this time explain music as one of the
mathematical disciplines of the liberal arts. Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 113 and Baues, M. Ioc. ChY.,
c. 3-4

613 “Good theory was the product of sophisticated mathematical calculation and the
ingenious manipulation of tonal symmetries.” See Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 114
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According to St. Augustine, music is one of our best assistants on the way
to the ‘place of the most blissful peace’ (beatissimae securitatis locus)6!4,
but music when it is understood as a science (musica speculative), not as
a practical activity (musica practica).%'5 Therefore, it is defined by the
philosopher as the science of the “good modulation”. L
A. Seay explains the fun;:tion of music in musica speculativa as one not
- “derived from its use as a sounding art [like musica practica] but from its
metaphysical possibilities, in which it could act as a speculum or “mirror”
of the universe, a means whereby one might comprehend the harmony of
God’s creation”.616 These two branches of medieval music could not exist
without each other. The definition of music as “the knowledge of numbers
related to sound” clearly indicates the interdependence of the cantor
(musician-performer) and musicus (musician-philosopher).6l7 “As a
theoretical science, music in its physical manifestations had to take into
account the mathematical and metaphysical explanations ...and
connotations brought to it by its place as a liberal art”, explains Seay.618
The ‘technical advances by the cantores had to be related to the
philosophical system as developed by the speculatores’ (philosophers or
musicus). This is to say that the cantor and musicus could achieve the
medieval ideal only by coordination of their efforts. The cantor had to
provide “sufficient technical possibilities to intrigue the performer and
composer”, whilst the ‘musicus’ should aim that the music composed and

performed had the theological and philosophical foundations that allow

614 Augustine, St. De musica VI, introductio

615 Music theory has been divided into two main categories, musica speculativa and
musica pratica which form the foundation of almost every music treatise for over
2000 years, at least until the eighteenth century when a new historicist
methodology appeared during the French Enlightenment termed by Laborde
musica historica. (Jean-Benjamin de Laborde, a composer, writer, fermier-général,
and student of Jean-Philippe Rameau, wrote his “Essai sur la musique ancienne et
moderne” at the end of the eighteenth century to present all the information on
musical subjects that he had discovered. He treats certain topics as speculative,
others as practical, and still others as historical, but most of the material blends
the three approaches in various ways, allowing Laborde the freedom of a flexible
methodology.)

616 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 2

617 This is already notable by the Neo-platonist Aristides (3-4 AD) who divided music
into the theoretical part which discerns the technical rules and the main
categories of music, sub-divided into the ‘natural’ and ‘technical’ (harmonic,
rhythmic and metric), and the practical which operates in accord with these rules
and thus is also called ‘educational’. From On Music of Aristides Quintilianus,
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, pp. 49, 50

618 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 3
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“for the appropriate metaphysical deductions”.61® The true ‘musicus’
(nouokog) 620 was considered to be the one who knew the why, not only
the how as the ‘cantores’ did. The latter produced or enjoyed music as an
aural delight but the musicus knew the ratios producing that delight. Or

as Boethius defines it, “that person is a musician [musicus] who
7pos.s-esses the faculty of judging — according to speculation and reason
. that is suitable to music - of modes and rhythms, of these- classes of— -

melodies and their combinations”.621

The most widespread theoretical treatise on music in the Middle ages
became De Institutione Musica of the Roman writer and statesman
Boethius (c. 480 - c. 524-6), written under Greek influence after the split
between East and West into separate regions, which started in 34 and was
made permanent by the end of 4th century.

In his philosophical approach to music he has followed the same
Neoplatonism as that of St. Augustine but his work attempted to reconcile
the Neoplatonic with Aristotelian elements, combining them with some
Pythagorean concepts. Even though he was a Christian theologian he did
not engage with the ecclesiastical music of his time but treated musica “as
a world unto itself”, “a thing of the mind”, “a microcosm within the system
of classical education”.622

Boethius’s main idea is the concept that music is number made audible.
Not just music, everything is beautiful because of its dependence on
number. Hence, all things that are beautiful are subject to the power of

number and can be explained by it. The most beautiful thing is God, and

619 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 3

620 Music was considered already by Greek writers as both an art and a science and
a musician (povowkog) was one who understood both its scientific and practical
forms. Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company
Ltd, USA, 1978, pp. 3, 10

621 From Fundamentals of Music of Boethius, translation reprinted in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 142-
143. According to another translation “the musician is he to whom belongs the
ability to judge”. See Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975,
1965, p. 21

622 Boethius together with Cassiodorus and Isidore were transitional authors who
lived during the “twilight of Classical Antiquity” and strived to compile a summary
of classical music theory, entirely without a reference to the music of their own
day. Nonetheless they “provided their medieval successor with a theoretical
vocabulary” which would have been suitable to the music of their own time. See
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, pp. 114, 115
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the world is a reflection of God’s beauty, just as man’s beauty is a
reflection of that of the world. [“The microcosmos in the macrocosmos can
duplicate on a small scale the power of number”.623] Thus Boethius
divides music into three groups:
1) Musica instrumentalis is at the lowest level. It includes music which is
sounding - vocal and instrumental. “Those intervals whose ratios were
simplest (the octave, the perfect fifth, and the perfect fourth) were labelled
as consonances, all others as dissonances.” Boethius made comments on
musical instruments of his time saying that “music was chaste and
modest so long as it was played on simpler instruments, but since it has
come to be performed in a protracted and confusing manner, it has lost its
grave and virtuous manner, descending virtually to depravity, and
preserving only a trace of its ancient beauty”.624
2) Musica humana or ‘human music’ placed on the second level, “humana
being interpreted both physically and spiritually. In the first sense,
reference is made to the external symmetry of the human body, the
balance of its members and their placement; the beauty of the internal
organs and their arrangement; the harmony between their functioning and
man’s well-being. In the second sense, we look at the harmonious relation
between the body and the soul, a harmony seen in the health of the body
and the functions of the soul-intelligence, love, etc. These relationships
are a form of music, for they are, like music, founded on the same
numerical laws.”
3) Musica mundana (music of the universe) or, as it is usually called, “the
music of the spheres” is considered as the highest level where harmony is
standing “as the foundation of all the world about us, not only that on
earth but also that of the stars and planets, and of heaven itself. It is the
regular succession of the seasons, the months, and years; the movements
of the heavens; the varying combinations of the four elements (fire, earth,
air, and water); and, as a purely Christian addition to Boethius’s original
definition, the music heard around the throne of God, when the angels

sing, Holy, Holy, Holy’. Musica mundana like musica humana “has

623 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 20

624 Boethius explains that “this is why Plato prescribes that boys should not be
trained in all modes, but only in those which are strong and simple”. From
Fundamentals of Music of Boethius, reprinted in Strunk, Oliver, editor. Source reading
in music history. W.W.Norton & Company Ltd, USA, 1978, p. 139
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proportion as a governor and therefore is subject to interpretation as
music. The movement of the planets was thought by many medieval
philosophers to produce sound which was unheard because of a lack of
sensitivity in men’s ears. It was also suggested that sound was not just a
part of musica mundana but its very nature”.625

Another major philospher of music J. S. Erigena (810-886) speaks of two
broad categories of music, musica naturalis and musica artificialis.
Natural music is that which is not made by instruments or by man but
comes from the divine, i.e. it includes the music of the spheres, the
harmony and the soul. It is analogous to Boethius’s musica mundana and
musica humana. The second category, artificial music, is that created by
man, a manifestation in tangible sound of that which is intangible in
natural music. One must begin with the corporeal or artificial, in order to
gain a comprehension of that which cannot be sensed, i.e. the divine or
natural. Or as stated by Calvin M. Bower: “The first principle of natural
music was the tone, the mode; and all music developed from and
according to this principle and ultimately returned to it. The modes were
present in music sung to the praise of God, and music sung in divine praise
on earth was a reflection of the divine praises eternally sung in the celestial
realm” 626

Later, in the 9t century we can observe the beginning of the merger of
musica (musica speculative) and cantus (musica practica). The Carolingian
music theorists applied the basic concepts and vocabulary of classical
Greek music theory, as derived from Boethius, to their contemporary
music - Gregorian chant. Initially “they rationalized music vertically in
developing a theory of music space - the system of eight ecclesiastical
modes placed on a grid of intervals derived from mathematical ratios. And
in later centuries, with the emergence of polyphonic music, they
rationalized music horizontally with the development of increasingly

complex ways of measuring musical duration.”627 This new theory was

625 The section on Boethius is after Seay, Albert. Music in the Medieval World. New
Jersey, USA, 1975, 1965, pp. 16, 19, 20

626 In his article ‘Natural and Artificial Music: The Origins and Development of an
Aesthetic Concept’ (Musica Disciplina, 1971). Quotated in Seay, Albert. Music in the
Medieval World. New Jersey, USA, 1975, 1965, p. 21

627 In the 9t: century the Musica enchiriadis of an anonymous Carolingian theorist
is the earliest surviving witness of Western polyphonic music. Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 117
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developed and applied to the teaching of chant by Guido d’Arezzo and his
monastic contemporaries in Italy, most notably with the introducing of the
music staff and the innovation of the solmization syllables. It led
gradually to the development of the scholastic rhythmic systems of 13th

and 14% century Paris, such as the modal rhythm (Discantus position
| vulgaris), which is the first rhythmic system used in Western polyphonic
-music, followed by Franco’s Ars mensural rhythm (Ars cantus mensuralis)

and then by the refinements of the 14th century Ars Nova.628

¢) plainchant (Byzantine and Gregorian62®

St. Paul’s advice “that ye may with one mind and one mouth glorify
God” (Rm. 15:6) is of utmost importance for early Christian music.
Referring to this the early Fathers appealed for monophonic and monodic

chant, expressing the unity of the society within the Church.

e Byzantine chant

628 Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, pp. 117, 218

629 Plainchant is called “the official monophonic unison chant, originally
unaccompanied, of the Christian liturgies. The term refers particularly to the chant
repertories with Latin texts. i.e. those of the major Western Christian liturgies
(Ambrosian, Gallican, Mozarabic, Gregorian and Old Roman) and in a more
restricted sense to the repertory of Gregorian chant, the official chant of the
Roman Catholic Church. The origins of Christian liturgical chant lie in Jewish
synagogue practice and in pagan music at early church centres (Jerusalem,
Antioch, Rome and Constantinople). By the 4th century there were distinct
families of Eastern and Western (Latin) rites, each with its own liturgy and music.
As political and liturgical unification began under Carolingian rule in the mid-8th
century, all the local Latin musical rites except the Ambrosian were suppressed in
favour of the Gregorian. Notation appears nowhere before the 9th century, precise
pitch representation being found only a century or two later. Of the Latin rites,
only the Gregorian, Old Roman and Ambrosian survive complete. Each plainchant
family has its distinctive modal idioms; in some repertories (Gregorian-Old Roman,
Byzantine, Slavonic, Coptic) the modes are assigned numbers or names. The
Byzantine modal theory “Oktoechos” developed with a symmetrical arrangement of
eight modes and was adopted by the Gregorian repertory in the late 8th century.
These use four final pitches (D, E, F and G), with sub-forms in a higher range
(authentic) and lower range (plagal) for each final. Certain modes are preferred for
certain liturgical categories, liturgical seasons or particular feasts. In the Gregorian
tradition tonaries from the 9th century onwards listed melodies by mode, imposing
the modal system only after the repertory had been fixed. The forms or the chant
repertory can be divided into psalmodic (antiphonal, responsorial, and direct) and
non-psalmodic.” The Grove Concise Dictionary of Music, edited by Stanley Sadie,
Macmillan Press Ltd., London, p. 584
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Such was the Orthodox Church chant in the Hellenistic period. With the
triumph of Christianity in 4t century immense opportunities for
influencing the culture within the (Roman) Empire opened up before the
followers of the new ideology. This stimulated the formation and
development of Byzantine art, as well as of Byzantine chant, which
incorporates the main types of religious chanting from early Orthodox
Christianity. These were: the vocal recitative, which has limited artistic
value and corresponds to the dispassionate spirit, characteristic of
Christian ascetism; more dynamic and expressive is the psalmodic chant
and the most perfect artistic models are the troparia.

Byzantine music ‘has pre-Christian origins in Greek music, and is based
on modes and chords described by Pythagoras. The main language of the
early Christian Church was Greek, and the common music forms of the
Roman Empire were also Greek. A liturgical music form developed over the
first few centuries of Christianity following the traditions of the Jewish
synagogue chant and psalmody. The new material was using Greek music
theory to create a musical form that was beautiful and appropriate to the
praise and worship of God the Holy Trinity. This new musical form was
called Byzantine. Like its ancient Greek predecessor, it is characterized by
eight modes that are sub-divided into three genres of expression:
Enharmonic, Chromatic and Diatonic. Each mode is associated with the
prayer being offered or the text being sung: grave (as in Holy Week); sad or
lamentable (as in Christ’s passion); or joyous (such as the Resurrection or
major feasts). The eight scales do not correspond directly to the major and
minor scales of Western music, and are characterized by many more
semitones, or sub-divisions within a scale. This gives Byzantine music its
haunting and somewhat foreign sound, but also allows it to convey very
accurately different emotions or feelings’, explains Benjamin Williams.630
Gradually folk singing, which reaches its zenith in the work of the famous
melods (the melodists), enters into Byzantine churches. Their favourite
genre was the hymn. It is considered as “the finest and most characteristic

example of medieval Byzantine music631. Initially, hymnology developed

630 Williams, Benjamin D. Liturgical Worship in the Eastern Church. Liturgica.com,
22.8.2007, See Eastern Orthodox Liturgics

831 Grout, Donald Jay. A History of Western Music. London, 1960, 1962, p- 21 and also p.
20 in the 6th Edition, 2001
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outside the liturgy, but because of its high artistic merits it started
increasingly to make its own way into Orthodox ritual.632 Hymns
originated from the troparia (short responses between verses of the
psalms). Its music was based on melodies or melody-types probably taken
over from Syria or Palestine.633 “O Gladsome Light”, sung every evening at
Vespers, to which St. Justin the Martyr referred in 150 AD, is the earliest
hymn known to us. During the period of the fourth to sixth centuries, the
shape of the Eastern Divine Liturgy was finalised under the guidance of
liturgists such as St. John Chrysostom. At this time also ‘the major
formative changes’ occurred, ‘most of which resulted in liturgical
components that corresponded to the Church’s developing theological
understanding. Among them were the hymn “Only-Begotten Son”; the
addition of the Nicean-Constantinopolitan Creed (countering heresies),
and “The Trisagion Hymn” reflecting the currently defined Trinitarian
theology.’34 Besides the creation of a sophisticated form of chant and very
extensive liturgical material for all the services of the Church year
throughout the first millennium AD, masterful forms such as the
Kontakion (6% AD) and Kanon%35 (8-10th AD) were created. They developed
out of the troparia and gradually became independent hymns. Also many
other hymns were composed and added to the Divine Liturgy, such as the
Cherubic Hymn.

Among the eminent Church hymnographers are St. Ephrem of Syria, who
was zealous in preserving the original traditions in hymn chanting; St.
Romanos the Melodist (5% century), creator of about 1000 hymns
(kontakia and ikoi), who himself also composed their melodies; St. Andrew
of Crete (c. 640 - c. 740), who was the creator of a new genre of hymn -

the canon, and who composed the Great Canon of repentance; and

632 Pozenmman, K. Hemopus na mysukama. Yacr I, c. 59-61

633 Grout, Donald Jay. A History of Western Music. London, 1960, 1962, p. 21 and also p.
20 in the 6th Edition, 2001

63¢ Williams, Benjamin D. Liturgical Worship in the Eastern Church. Liturgica.com,
22.8.2007, See Eastern Orthodox Liturgics

635 “A kanon consisted usually of eight divisions (called odes}, each of several
strophes. Each of the eight odes of a kanon was sung to its own melody, which
remained the same for every stanza of the ode. Each ode corresponded to a specific
Biblical canticle.” Grout, Donald Jay. A History of Western Music. London, 1960, 1962,
p- 21 and also p. 20 in the 6t Edition, 2001
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especially, St. John of Damascus (7-8 century).63¢ He created the famous
“Octoechos”, where he systematized and summarized the musical practice
of hymnography. He also composed many of the festive troparia and

paschal songs.

Byzantine art by its essence is beneficial for the soul and has a didactic

task. The author, following the cardinal Christian virtue of humility,

- presents himself as the most unworthy of men but at the same time he is -

convinced that the Holy Spirit or God’s angel “leads” his hand, i.e. the

medieval Byzantine artist is confident that his art is inspired by God.637

The Byzantine church music continued to have some influence in the
West until the schism in 1054 and the canticlest38 of the Byzantine
Church are still in use in the liturgy of the Roman Catholic Church.
Byzantine chant is also the ancestor of music of modern Greek, Russian
and other Eastern Orthodox churches.639

e Gregorian chant

636 ITamponozus. CU Cocusa, 1986, c. 466-7, 460

637 Koes, ToTio; Bakasos, 'eopru. BveedeHue @ XpucmusaHcmeomo, c. 72

‘The task of the church artist or musician is not self-expression or creation that
reflects individual and personal feelings, attitudes, and principles, but "the
comprehension and reproduction of heavenly songs, the re-creation of divine
images that were transmitted by means of ancient religious archetypes"
[Vladyshevskaia, Tatiana, op. Cit., 18]. These songs are not his, they do not belong to
him. They have been revealed to him and he transmits this revelation to the
collective body of the church. This explains why the names of the composers
during the early Byzantine and Slavic periods remain anonymous; their works are
not their self-creations which they personally own, but are the inspired revelations
which they transmit to all of humanity. The artist submits his will to the will of
God in order to be able to receive and to transmit the divine revelation.’ (Lecture by
Professor David Drillock, Eastern Orthodox Liturgics: Chant Development, St. Valdimir's
Theological Seminary. Reprinted from by permission from: Jacob's Well, Fall-Winter
1998-99 in the web page of liturgia.com. See Polyphony) This understanding continues
to exist to a certain extent with later Western musicians, especially amongst those
who were monks, but they no longer hide their names. Guido d’Arezzo in his
Epistle Concerning an Unknown Chant calls his teaching of singing “a favour
divinely bestowed to me, the most unworthy of men” and that he was moved to do
this “by a divinely inspired charity [love]” so that his pupils and future generations
“learn with greatest ease the ecclesiastical melodies which I and all my
predecessors learned only with the greatest difficulty”. Presented in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p.- 215
638 “Canticles are certain lyrical portions of the Bible, similar to hymns or psalms,
which are sung in Church services at special times.” Grout, Donald Jay. A History of
Western Music. London, 1960, 1962, p. 21

639 Grout, Donald Jay. A History of Western Music. London, 1960, 1962, p.- 21
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The singing in the Western (Catholic) Church is also monodic and the
Western plainsong®4? originated from the first centuries A.D. -
Following the example of the Eastern Church St. Ambrosius of Milan
introduced in the 4% century antiphonal singing in the Western Church.

B

In that way the so called Ambrosian chant came into being.
In the peri;;i between the 4t to 6t centuries many different liturgical
forms arose in various areas, having the same general plan but with = -
individual characteristics in details. The Old Roman chant primarily -
existing in Rome as an oral tradition, seen today in 11% century
manuscripts, seems to have given way to Gregorian chant only in the
thirteenth century. Other minor chant variants have existed from time to
time, showing many influences; certain ones reflect the impact of
Byzantine practice, coming from the Eastern Church.641

The legend describes Gregorian chant as an invention of Pope Gregory the
Great but historical record does not support this speculation. Traditional
scholars point to evidence that in the 6th century AD (between 590 and
604) Pope Gregory I (the Great) did much to encourage the compilation,
organization and development of existing liturgical music, including some
reforms of the liturgy, but he was not alone responsible for its origin.
There is also no proof of the assertion that he ordered the suppression of
previous chant styles, such as the Ambrosian or Mozarabic. Scholars
believe that Gregorian chant arose from a later Carolingian synthesis of
Roman and Gallican chant. For several centuries, different plainchant
styles existed concurrently, and standardization of Gregorian chant was
not completed until the 12% century. Gregorian chant is a variety of
Plainsong and developed mainly in the Frankish lands of Western and
Central Europe during the 9t and 10t centuries and is the central

tradition of Western plainchant. It is believed that it originated in folk-

640 ‘Plainsong (also known as plainchant) is the name given to the body of
traditional songs used in the liturgies of the Roman Catholic Church. The liturgies
of the Eastern Orthodox Church, which in many ways are similar, are generally not
classified as plainsong, though their musical form is nearly as old as Christendom
itself. Plainsong is also commonly used in the Anglican churches.’ (Wikipedia, the
Jfree Encyclopedia, under ‘plain-chant’)

Menuhin describes plainsong as “a free melodic chanting of sacred texts, intense
yet devotional and serene, drawing on the natural stress of language for its rhythm
and on the length of a human breath for its phrasing”. Menuhin, Y., Davis, C. The
Music of Man. Methuen, New York, 1979, p. 47

641 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, pp. 25, 44
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song, and is a form of monophonic, unaccompanied sacred song of the
Roman Catholic Church in free rather than measured rhythm.%42 The final
stabilization of Gregorian plainchant into fixed melodies came only with
the growth of more or less precise notational techniques.®43 Plainchant
represents the first revival of musical notation after knowledge of the
-ancient-Greﬁék sy;tem was lost. Plainsong notation differs from the modern
_system in having only four lines to the staff and a system of note-shapes—~= -
called neumes.544

The founder of Christian Church history, Eusebius (IV century A.D.) tells
how “more sweetly pleasing to God than any musical instrument would be
the symphony of the people of God, by which, in every church of God, with
kindred spirit and single disposition, with one mind and unanimity of faith
and piety, we raise melody in unison in our psalmody”645. And St. John
Chrysostom adds that “indeed there must always be but one voice in the
church, as there is but one body” 646. Thus monody was the only way of
making music in the Church both in the East and in the West, up to the

9th century.647

It is not precisely known ‘at what stage men discovered the pleasing
effects of performing notes of different pitch’, says Mendl, ‘but it started
naturally with the division of men’s voices into tenor and bass which was

easier for them as they could then sing the same chant at the pitch that

642 See Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 28 and Wikipedia, the
free Encyclopedia, under ‘plain-chant’ and ‘Gregorian chant’

643 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 25

644 The oldest Medieval forms of neumes in the West were shorthand signs used for
sacred texts in the Western Church (8-11 century AD) which symbolised, though
rather indefinitely, the ascending and descending of the melodic line. They did not
specify any rhythmical relations. Western neumes were usually only seen by the
precentor, or leader of the choir, who translated them into gestures for the singers.
Later in the 11t century Guido d’Arezzo developed new technologies for teaching,
such as staff notation and solfeggio (the "do[ut]-re-mi" scale or ‘solfamization’,
whose syllables are taken from the initial syllables of each of the first six musical
phrases of the first stanza of the hymn, Ut queant laxis). The use of neumes in
Byzantine chants began in the 7t century and continues to the present day in its
latest refined and simplified version from 1881. Byzantine neumes were a real
notation as they indicated the intervallic relation and the rhythm. Neumes were
developed mainly in the monasteries. Mysuxanen mepmuHonozuuer peurux. Codus,
1979; Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp. 69, 71;
Wikipedia, the free Encyclopedia, under ‘Gregorian chant’ and ‘Guido d’Arezzo’; and Early
Christian Liturgics from http://www.liturgica.com

645 Quoted in McKinnon, James. Music in Early Christian Literature, pp. 97-98/206

846 Quoted in McKinnon, James. Music in Early Christian Literature, p. 86/184

647 Mysurxanen mepmuronozuuer peurux. Cocpust, 1979, c. 197
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suited them. Thus the earliest polyphony (organum) started with
reproducing the Gregorian melody an interval below’.648 The solo voice in
both Byzantine and Gregorian chant was usually duplicated in unison or
octave. Later considerable modifications were added to the old Byzantine
melodies. These included the use of chromatics in the basic melodic
patterns -aﬁd the employment of the ison, one pitch or sound sustained
throughout a musical phrase to support the modal identity of the melodic-

line, which forms in this way different intervals with the moving voice.
d) the process of secularization. Polyphony

The increasing unification of the Western Church resulted in more
attempts to remove divergences in liturgical practice, with the aim to
conform to Roman procedures. In spite of great opposition the task was -
accomplished in the West by the 11t century. Certain variations of the old
praxis continued to exist but even they disappeared with the Council of
Trent in the middle of the 16t century when polyphonic music was
officially acknowledged as a medium of worship.649 Describing the process
C. Davis explains that “the change began imperceptibly, at first with
voices in unison at the octave. ... Then a third voice was added, singing at
the interval of a fifth above the lower voice. ... It was not so great a leap
from this simple harmony to the idea of starting in unison, moving apart
to the fourth or fifth, and coming together again. Yet, even that process
took some two hundred years. The practice was referred to as organum6s°,

a term borrowed from the Latin meaning the entire body of music-making

648 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 29

649 See Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 26

630 In his treatise Ars cantus mensurabilis Franco of Cologne describes organum in
its proper sense as “organum duplum” or “purum” and in its common sense as
“ecclesiastical chant measured by time”. “Music wholly mensurable is discant” and
“partly mensurable is organum”. (Presented in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 228) The perfect fourth in
organum is the primary interval, with the major and minor thirds and the major
second as other possibilities; the perfect fifth and the minor second are not
permitted, as they are felt by Guido to be harsh. So is also the forbidden tritone,
called by medieval musicians the “devil in music”. The composer’s aim was not to
add simply a voice as a secondary musical line against which to set off the beauty
of the given chant but rather to provide a second melody of the same quality and
artistic meaning as the fundamental chant, i.e. as the vox principalis. Seay, Albert.
Music in the Medieval World. New Jersey, USA, 1975, pp- 82, 83, 88
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resources, Instruments and voices.”®5! Organum was at first an
improvised harmonization of Gregorian chant, whilst plainsong was still
taught as a single line. At this time in 1054 the Church itself split in two:

the Eastern Orthodox, based in Constantinople and the Roman Catholic

in Rome.%52 This division marks more or less the split in the integrity __
of music,- it;o. Secular music never ceased to exist but with the rise of
-Christianity and the. Christian Church its importance was reduced to a——-
minimum. The main function and purpose of music for nearly a thousand
years has been the service of God and the Church. This is now only
preserved in the Eastern Orthodox Church which continued also the
practice of unison plainsong.

With the introduction of polyphony the basic function of plainchant,
(Gregorian chant respectively), had been altered in the Western Church. It
was no longer the centre of musical interest, but as a basic unchanging
melody (cantus firmus), was only the starting point and foundation for the
new contrapuntal structures; and thus it became a driving force in~
medieval and Renaissance polyphony.653

The style of plainchant was earlier completely detached from the secular
rhythms of dancing and from the simple ‘tonic-dominant relationship’
distinctive for lively secular pieces.65¢ But when sacred monophony failed
to continue its expansion because the steady development of polyphony
appealed more to the artistic talents of professional church composers and
performers, they turned to the new technique providing the liturgy with a
new polyphonic embellishment, replacing or supplementing older

monophony.®5> This left the composing of new monophonic works within

651 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp- 51, 52

652 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p- 53

653 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 93

654 Blacking, John. How musical is man. USA (University of Washington Press), 1973, p.
74

655 In the beginning of this process separating sacred and secular (non-liturgical)
monophony proved to be very difficult. Secular musical life at the time was
dominated by two movements: of the troubadours (musician-poets in Southern
France from around the middle of the 11t* century, associated with the language
known as Provencal) and of the trouvéres (in Northern France from the middle of
12tk century, who used the “langue d’oc”, a variation at the root of modern French).
The trovatori in North Italy generally followed their troubadour masters closely and
took over not only their techniques but also their subject matter. (A typical
example of the music of the early troubadours is the medieval collection of poems
and music ‘Carmina Burana’, written down around 1300, containing examples
from the previous two centuries). This tradition was adopted by the Minnesingers
in Germany and in the other parts of Europe during the late twelfth century who
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the Church mainly to the less trained, to those who were not able to work
with the new complexities. In the 12t and 13t centuries this was the
secular musician-poet working in the vernacular, who had a little of the
musical background common to the church-trained which reflects the
increasingly amateur status of monophony. As a result the Catholic
Church was compelled to use secular productions when it needed
monophony for particular purposes. - - -

All this resulted in the gradual secularization of the Middle Ages.656 The
evolution of creating polyphony, which led also to the creation of harmony,
probably was linked with the need to be heard as individuals rather than
as a mass.%57 “The individualism that lies behind the notion of artistic
creativity” is considered by Fr. Andrew Louth to be “at the heart of

secularization”.658

After monophony failed to maintain its high artistic position it
consequently dropped in philosophical importance. ‘With the rise of
polyphony came also the first great crisis for medieval theory. Up to 13
century, the musicus (philosopher) managed to assimilate the advances in
technique made by the practitioner and to maintain his domination. With
the decline of the position of the Church and the rise of the secular to a
position of importance in the 14th century, the ability of the philosopher to

adjust himself to practical developments and to adapt them to the

also followed closely their teachers, the Meistersingers, and took their poetic
characteristics and even their melodies. Later Minnesingers showed greater
individuality. But with the rise of polyphony secular monophony gradually
disappeared like the decline of monophony in the Church. Understanding the
superiority of polyphony, the secular composer endeavoured to carry over the new
technique also into secular areas. Secular monophony never completely vanished
but being of lower artistic significance it remained a manner of musical
expression at lower levels of society. The folk song survived but it was no longer
taken as worthy of professional attention and elevation. Seay, Albert. Music in the
Medieval World. New Jersey, USA, 1975, 1965, pp. 61, 63, 67, 71, 72

656 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, p. 71

657 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 51

658 The Church Fathers “speak of the cosmos as a harmony both protologically
(with respect to its first condition) and eschatologically (with respect to its final
condition). In between there is brokenness, but it is a brokenness that is being
healed and restored. The heart of this restoration is the healing of the image of God
in men and women. As the image is restored, so the first and last harmony of the
world is revealed, which we call paradise. One of the effects of the fall is
fragmentation. From being persons living for one another, we become individuals,
isolated from each other. As individuals, we see the world as centred on me”. This
(“fragmentariness”) is “founded on falsehood, because no created being is really the
centre of the world”. Louth, Andrew. “Orthodoxy and Art”. Living Orthodoxy in the
Modern World. Edit. A. Walker and C. Carras, London, 1996, pp. 168, 169, 170
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theoretical system began to wane. Justification on theological grounds for
technical procedures became steadily less possible and the composer
began to work out his problems solely on the grounds of technical
requirements, with no regard for anything except the practical solution of
the problem at hand. No longer was it necessary that practical procedures
be reinforced by scholastic reasoning for acceptance; the successful
employment of technique or the offer of practical directions was sufficient
justification in itself.%59 Already Guido d’Arezzo (c. 995-1050) in his
treatises remarks that he is omitting many things useful to the
philosopher but of little importance for the singer.66© The main goal
became the correct performance of music and the attention paid to
philosophical meaning was decreasing.66!

Erigena is the first philosopher to speak of polyphony as a speculative
element. In his De divisione naturae (Concerning the division of nature)
from about 876 he gives a sketchy description of organum as a technique
and also remarks that polyphony suggests the otherwise inexpressible
beauty of the universe. Musical harmony in terms of polyphony is thus
representative of cosmic harmony, the music of the spheres, or musica
mundana. Its beauty is the direct result of the contrast of various
proportions in simultaneous sounds, not in consecutive order as in
monophony. This beauty, perceptible by reason alone, is superior to that
which comes from the simple sensual pleasure aroused by the physical
impact of the sounds. The overall concept extends basically the theory of
Boethius but with the addition of polyphony. 662

“With the passing of time and the growing importance of polyphony as the
major musical technique”, explains Seay, “there was more and more
tendency to regard monophony as an introductory branch of music, useful
to teach fundamentals such as intervals and simple notations. Polyphony
was a second stage, of greater importance in both musical and

philosophical meanings.” It was a technique of obvious practical worth

659 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 4

660 «... in this not following Boethius, whose treatise is useful to philosophers but
not to singers”. From Epistle Concerning an Unknown Chant by Guido of Arezzo,
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 218

661 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 22

662 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, pp. 71, 81
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that “demonstrated the meaning of speculative music better than did
monophony and thus stood at a higher level. Whereas Guido had given
considerable space to directions for composing simple monophony, 13t-
century theorists used the same space on directions for improvising
simple polyphony”.663 A summary of the viewpoint at the close of Middle
-Ages ié presented b}; Ugolino of Orivieto (1375?-1455?) who states that,
“although there is delight in plainchant or nuda musica (the name itself
suggests a classification) for both the ear and the mind, it is not of the
same high degree as in counterpoint. In monophonic music, one does not
hear the many intervals in proportion as they resound in polyphony, but
only one note after another. Counterpoint allows the reason to judge those
elements that cannot be found in monophony, consonance and
dissonance”.664

In the mid-twelfth century when “the basic understanding of the relation
of the newly composed material to its plainchant foundation had been
firmly established” the first truly universal musical leadership emerged.665
Notre Dame in Paris®66 (12-13 century) became a centre for Western
music and France itself became the focus of medieval European cultural
life.567 The rhythmic elements of polyphony were not clearly defined but

the musicians of Paris and Notre Dame fulfilled this task and towards the

663 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, pp. 71, 72

664 Reproduced by Seay, Albert. Music in the Medieval World. New Jersey, USA,-1975, p.
89 e

665 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, pp. 93, 96

666 The rise of a school of composition centred in Paris, at the Cathedral of Notre
Dame in particular, is the beginning of the domination of musical style and
technique by representatives of one area. Seay, Albert. Music in the Medieval World.
New Jersey, USA, 1975, 1965, p. 96

667 ‘The Music of Leonin and Perotin at Notre Dame between 1150 and 1236 and
their practice of organum produced harmonies, which may sound strange to our
ears; the concept of harmony as we know it had not yet emerged. For the first time
three and four separate voices could be combined in parts which were not
improvised, but the product of a single creative artist.” “In this music the only
regularly tolerated intervals were the octave, fifth and fourth. Thirds and seconds
were admitted as momentary disturbances brought about by the independent
movement of the voices. In organum for three or four voices, each part seems to
have been added: separately above a cantus firmus or set chant usually taken from
plainsong. It was more important that the added voices agreed fully with the
cantus firmus than with one another. ... The rules for music established at Notre
Dame may have banished all but the purest intervals, yet at the same time another
sound was being heard, that of voices moving in parallel thirds. To the strict
French ecclesiastical mind, such harmonies were barbarous, a sure path to the
devil - they may have originated with popular songs and were thus associated with
the carnal and sensual.” Menuhin, Y., Davis, C. The Music of Man. Methuen, New York,
1979, pp. 55, 53, 58
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end of the twelfth century polyphony became a major force within the
music of the church.%68 However, as a means for creating music for the
church, polyphony was officially accepted much later as a result of the art
of Dufay, Dunstable, Josquin du Prez in the 15 century and Palestrina in
the 16 century. They enriched the Catholic liturgy immensely and
consecrated their art to church worship through the medium of
polyphony.669 Palestrina (1524-1594), who was entrusted by the Vatican
(Pope Gregory XIII) with the task of reforming the music of the church
(revision of the Roman Gradual and Antiphoner), and his Spanish
contemporary Vittoria, whose motets are penetrated with deeply religious
feeling, represent already the period of the Renaissance. However, as
Mendl correctly notices it is more “a matter of chronology than of
character”.670 Mendl holds the music of Palestrina as the most intensely
religious music ever written. Palestrina’s belief is noticeable even in his
secular madrigals, which in a way enriched the ‘quality of his liturgical
compositions with a warmth of human emotion’ reflecting the serene faith
of a deeply devotional man. Comparing him with Bach Mendl describes
Palestrina’s music as one that diffuses “a celestial, yet human radiance”
whilst in Bach there is “a strong sense of mystery”.67!

While other civilizations do have music with a multitude of individual lines
sounding at the same time, which usually relies upon the improvisatory
skills of the performers, the music of the West is characterised by the
simultaneous performance of many individual melodic lines, all generally
under the control of the composer. In these other cultures there is not
the easy possibility of duplication of performance. Western polyphonic
music began from this point, but in order for it to be successfully

improvised, the performer had to be aware of both practical and

668 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 93

669 By the time of Dufay and Dunstable, also the system of putting notes on paper
had finally become dependable and towards the end of 16th century the first
madrigals were printed. See Menuhin, Y., Davis, C. The Music of Man. Methuen, New
York, 1979, pp. 69, 73

670 The aim of this revision was to bring the choir books into agreement with the
liturgical revision already made official by the Council of Trent as well as to ‘rid the
plainsong of superabundant melismas, awkward melodic intervals, ect, or of the
“barbarisms, obscurities, contrarities, and superfluities” to which Gregory XIII
alluded’. Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 30. See also Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
pp- 374, 375

671 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp- 29, 30
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philosophical requirements. The music resulting from uncontrolled
improvisation might have sensual beauty of sound but be completely
lacking in all that would delight the mind. Thus true polyphony in the
highest of senses could not be improvised and the composer gradually
grew into a commanding position over the performer.672 Notation came to
support this role and it resulted also from the need of many to work
e emsamme.tOgether.673 . The - development = of notation-~(of -——scores~-=especially);=== -
introduction of tempo markings, the technique of orchestration, etc.,
increased the domination of the creator (composer) over the reproducer
(performer) and the division between them widened.674 -
Music, which together with the other mathematical arts (arithmetic,
geometry and astronomy) had a prominent position in relation to the
humanities (grammar, rhetoric, history and ethics), in the Renaissance
started to be much more affiliated with them.575 During this period ‘music
gradually became less incidental and court choirs and instrumental
. groups became the rule. Musician was no longer considered an artisan
but an honoured artist.’676
Music gets increasingly more secular. In the works of the more typical
Renaissance composers such as Orlandus Lassus the split between sacred
and secular music can be sensed more evidently. Lassus devoted his art to
the Catholic Counter-Reformation only in the midst of his career “and
even then he employed secular melodies for his liturgical works”, indicates
Mendl.677
The composing of carols was also a midway between sacred and secular
art. A substantial change in composing sacred music arrived with the
Reformation. Similar to the manner in which first Christians transformed

pagan melodies Luther tried to use popular melodies by applying

672 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, pp. 76, 81

673 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 73

674 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 79

675 See more about this in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, pp. 282, 283

676 During the Renaissance the musician “was an honoured artist”. The “cultural
explosion” of painting, sculpture, drama, literature, architecture and music was
hardly noticed by the majority of people, who could not afford such products. “But
printed music could travel as the minstrels once had done, becoming part of even
the humblest home.” Menuhin, Y., Davis, C. The Music of Man. Methuen, New York,
1979, p. 76

677 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p- 30
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Christian texts to them, transforming them for religious purposes.678‘ The
Reformed Church still included in its services plainchant and motets in
the old style. Yet, converting in the Lutheran liturgy the instrumental
continuo part which was optional in the motet into obligatory in the
“chorale concertato” increased the importance of instrumental music

significantly. The music of Schiitz combined the older polyphonic style

- -— .--with the merits of the new dramatic character that was gradually entering = - -

into Western religious music and thereby anticipating the art of Bach and
Handel.
The essence of the music of Monteverdi5'79, ‘who was another great
composer of church music, Mendl describes as devotional even where both
music and words are secular in character as in “Nigra sum” of the
Vespers. Mendl sees such works as Monteverdi’s Vespers or later Verdi’s
Requiem which were mainly, even if not completely, devotional in
character, as “midway between the completely liturgical music of
- Palestrina, Byrd®8 and the entire religious creation of Bach on the one
hand and the distinctly operatic, secular-flavoured Stabat Mater of Rossini
on the other”.681
Another substantial creator of liturgical art who should be mentioned here
is the composer of “exquisite” instrumental works Fr. Couperin (1668-
1733. The influence of the brunettes (French pastoral songs) not only in

his instrumental but even in his church compositions “is an example of

678 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp- 30, 31

679 Claudio Monteverdi in his search for expressive means or “resemblance of
emotion” discovered new musical styles and wrote that “until the present, music
has been imperfect” because it was lacking the “agitated” or “angry” genus and
having only the other two “affections of our mind” - the “moderate” and the “soft”
(which is associated with humility). Monteverdi mentions that “the very nature of
our voice indicates this in having high, low, and middle registers”. See Monteverdi’s
Preface to his Madrigali guerrieri, et amorosi (Madrigals Warlike and Amorous),
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, pp. 665, 666

680 William Byrd (1543-1623) was a foremost polyphonist. He devoted himself
especially to Latin sacred works which seem to answer best his religious
convictions (he remained Catholic in Anglican England). In the Foreword to his
collection of Mass Proper settings Gradualia he emphasised the responsibility of
the composers of liturgical work, saying that: “even among the artisans it is
shameful in a craftsman to make a rude piece of some precious material, so indeed
to sacred words in which the praises of God and of the Heavenly host are sung,
none but some celestial harmony (so far as our power avail) will be proper”. See the
Dedications and foreword to Gradualia by William Byrd, presented in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 303,
378

681 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 30, 31
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the transformation of music of secular origin into art which is devotional
not only in its purpose but in its actual character”.682

Instead of the desired return to the pureness of faith of the ancient
Christian Church the Reformation increased the secularization which also
moved music further away from the Church.%83 “It might be an
overstatement to say that polyphony had destroyed the function of music
within the Church”, writes Seay, “but it may be suggested that with its rise
the process had begun”.684

The Russian theologian, philosopher and art historian Fr. Pavel Florensky
considers medieval art (Orthodox in particular) as coming close to
revealing the metaphysical foundations of being, whereas the art of the
‘Modern Age’ in the West, beginning with the Renaissance has stopped,
according to him, at the external forms of the world, at ‘naturalistic’
images. The main reason for this Florensky sees ‘in the secularization of
culture - its liberation from the Church and from God. The Renaissance
man became fascinated with the passing world, with himself, with the
sensual and unstable envelope of being’.685 Only in moments of special
inspiration, believes Florensky, can the modern poet speak “in intelligible
language of that which has become unintelligible to us - the life of our own

soul, along with the whole of creation”.686

Christian thought perceived multi-voiced music (since many voices may
not build up a homogenous sound) as a disintegration of unity, and
polyphony as a transition from music contemplating the spiritual to music

of the soul, which expresses human passions.587 It is worth mentioning

682 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 54. In the same way
instrumental music could be devotional in essence and vocal music even when
religious in purpose could be secular in character. Thus not instruments or voice
matter but the way in which they are used.

683 The worst consequences of the Reformation involving the dissolution of
monasteries together with their choirs and organists resulted in mass destruction
of music as happened in England. Musicians there such as the organist Merbecke
went so far as to denounce all church music as “vanity”. Mendl, R.W.S. The Divine
Quest in Music. London, 1957, pp. 32, 33

684 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 93

685 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 53

686 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 71

687 It is interesting that even some of the reformers of the Catholic Church, such as
Jean Calvin and his followers, banned polyphony from church, since only
monophonic singing assured the “proper attentiveness to the liturgical world’.
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here the true meaning of the term passion. According to its etymological
characteristic passion is a synonym of suffering. Although the meaning of
these two words differs in contemporary language, the spiritual meaning
that the passion is a suffering688 is still preserved. Hence the week of
Christ’s suffering is called “passion” in most languages and Christian
denominations (“holy” in England).68° Christ, Who has taken on Himself
the sins -(passions) of-the- whole  of humanity;~has subjected Himself ==
voluntarily to suffering and being without sin has thus overcome both sin
and the passions respectively.

In such works as Bach’s St. Matthew Passion5% and Goldberg Variations,
one can observe the overcoming of passions with passions, i.e. of suffering
through suffering, as Christ overcomes death by death.691 As the Saviour
had to die in order to rise from the death, to offer ‘instead of our sin-
producing passions His life-giving passion (suffering)%9? and thus to
overcome death, so Bach through his musical co-suffering in the passions
of Christ attains the highest elevation of the spirit above the suffering, i.e.

above the passions by which he transforms it.

See Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 364

688 Fr. Sophrony explains that the passions as manifestation of sin bring suffering
to man, which can be overcome only by overcoming the sin. He indicates that the
attracting power of the passions consists in the promise for pleasure, the suffering
as a destruction is a result of the passionate pleasures. If in the passionate
movement there was not an enjoyable moment but it started immediately with the
suffering it will not succeed in bending the human will. The spiritual man, who
through the grace of God revolts at any sinful motion in himself, apprehends the
passions as suffering and death: “Passion qua suffering and death can be identified
instantly only by the spiritual person who has known the life-giving action of the
divine grace that begets a repulsion in the soul, a ‘hatred’ for all sinful pressures
within her.” See Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by
Rosemary Edmonds. Stavropegic Monastery of St. John the Baptist, Essex, 1991, p. 151
(Codbponnii, apx. (Caxapos). Ilpenodobruiii Cunyan Agorckuil. Essex, 1990, c. 62)

089 Passion Week (also known as Holy Week) is the time from Palm Sunday through
Easter Sunday (Resurrection Sunday), so named because of the passion with which
Jesus willingly went to the cross in order to pay for the sins of His people. Passion
Week is described in Matthew, chapters 21-27; Mark, chapters 11-15; Luke,
chapters 19-23; and John, chapters 12-19. Passion Week begins with the triumphal
entry on Palm Sunday on the back of a colt as prophesied in Zachariah, 9:9. Please
note that in some Christian confessions such as traditional Roman Catholicism and
Anglicanism, Passion Week is the week beginning at the Fifth Sunday in Lent, or
Passion Sunday. It immediately precedes Holy Week. See
www.gotquestions.org/Passion-Week.html and en.wikipedia.org/wiki/Passion_Week

690 Passion or suffering (of Christ) according to St. Matthew

91 According to Wilfrid Mellers in his book Bach and the Dance of God, London, 1980
692 Maxim the Confessor. Quoted in Boxxecmeennasa Aumypzus. CocraBurea Boarapckuii,
Amurpuid. Cesimo-Tpouykuil Honunckuil monacmetp, Kuee, 2004, c. (461)
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At that point however the paths of musical art in the Eastern and Western
Church were completely separated, as they already had been separated

dogmatically in 1054.
For a long time polyphony was not accepted by the Eastern Church. On
~ the one hand the achievements of musical art were ‘frozen’ and prevented
o from» being further developed, but on the other in this way the simplicity
ws. —=_.—and -purity of liturgy, -which remained free from secular elements ‘and= -
emotional tension was preserved. The liturgical worship of the Eastern
Orthodox Church retains the uniformity of its form, and a high degree of
correspondence to the form that was in practice throughout the Christian
Church in the sixth century. While the liturgical form did undergo change
in the fourth and fifth centuries to reflect the theological maturity of the
faith, music still retains a high degree of similarity to early Christian

practice. The Eastern Orthodox Church has experienced no Reformation

neither of its theological foundation nor of its music.693

- - - Multi-voiced music enters the Orthodox Church only with the emergence |
of the art of the Russian Church, which became the second main church
music tradition alongside the Byzantine. “There are also unique liturgical
music forms in the Armenian, Georgian and Coptic Orthodox Churches,
but the majority of Orthodox Christians follow either the Byzantine or
Russian forms. ... The Russian musical tradition began with the
introduction of Byzantine music brought by Greek missionaries in 988
AD. The earliest forms of Russian liturgical music were Znamenny and
Kievan Chant, both of which are quite Byzantine sounding. Bulgarian
chant is late-Byzantine in style, and quite unique.”694 The type of liturgical

music which is generally considered as ‘Russian’95 began its development

093 Williams, Benjamin D. Liturgical Worship in the Eastern Church. See liturgica.com,
22.8.2007, under Eastern Orthodox Liturgics’

69¢ Williams, Benjamin D. See liturgia.com under ‘Eastern Orthodox Liturgics’

695 A new style of polyphonic church music, developed in the Ukraine and
Byelorussia under the influence of Polish religious vocal music, was adopted in the
Orthodox churches of south-western Russia in the seventeenth century called
partesny singing (from the Latin partes, meaning parts). Its development in
northern Russia was greatly promoted by Patriarch Nikon who encouraged its use
in churches, cathedrals, and monasteries in Novgorod and Moscow. The publication
of the Musical Grammar of the Kievan musician who studied in Poland Nikolai
Diletsky contributed greatly to the spread of partesny singing throughout Russia.
Diletsky taught composition of Western-style polyphonic music in Smolensk and
Moscow. He presented two musical styles in his grammar, the kontsert and the
kant. The chief stylistic features of the ‘kontsert’ were continuous alternation of
musical motives, canonic imitation, contrasting passages of solo voices
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in the seventeenth century as simple polyphony under the influence of
Polish religious vocal music. “It was further enhanced under Peter the
Great, who brought to Russia many Western European cultural influences

— among them musical styles.”®96 This led to a certain reduction in the

spiritual value of the music written to the sacred texts as music became _

rather a purpose on its own and failed to emphasise the meaning of the

. ...words. This period -in- the -history- of Russian church music is best ="

summarised by Metropolitan Eugene of Kiev in a speech in 1799: “Besides
this famous Russian choral director (Bortniansky®97), the works of many
foreign Kapellmeister have in our time been adopted as compositions of
the Greek-Russian Church, for example, Galuppi, (teacher of
Bortniansky), Kerzellis, Dimmler and the eminent Sarti. But even so, the
truth must be stated that either because of their unawareness of the
power and the expressiveness of the texts of our church poetry, or

because of a prejudice only for the laws of their music, they have

(concertino) with full choir (tutti) and a clear tonic-dominant harmonic
relationship. The intensive welcoming of Western influences, culture, and
traditions begun with Peter the Great, and with the move of the Russian capitol
from Moscow to St. Petersburg a vast cultural transformation of the Russian mode
of life started, which had important consequences for the development of Russian
church music. Many Italian composers were employed by the Imperial court in
order to teach the Russians the elements and techniques of their skills. Galuppi
was the first to introduce to the Russian Orthodox Liturgy the singing of a special
musical composition, in the form of the sacred concerto, during the priest’s
communion. Although some of these concerti were composed on the texts of the
prescribed Communion Hymns, many had no relationship whatsoever with the
liturgical celebration. The works of these Italian composers were adorned with all
of those vocal devices which gave the greatest possibilities for a vocal soloist to
display his or her beautiful, voluminous, and cultivated voice. The religious idea
was promoted but it lacked the required correspondence of text to music. “All of
the sacred works of the foreign kapellmeisters,” wrote the Archpriest Dmitry
Razumovsky in “Church Singing in Russia” [Tserkovnoe Penie v Rosii], “were
acknowledged in their time and even now are recognized as truly artistic and
classical in a musical sense. Yet not one of these works proved to be perfect and
edifying in a church sense, because in each work the music predominates over the
text, most often not at all expressing its meaning.” Lecture by Professor Drillock,
David, Eastern Orthodox Liturgics: Chant Development. St. Vladimir’s Theological
Seminary. Reprinted from by permission from: Jacob's Well, Fall-Winter 1998-99 in the
web page of liturgia.com. See Polyphony.

696 Williams, Benjamin D. See liturgia.com under ‘Eastern Orthodox Liturgics’

697 The first Russian composers influenced by this “Italianate” style were students
of the Italian maestri and produced hundreds of compositions in the same
Italianate style for use in the church services. Many of these works have survived
and can be still heard in the cathedrals and city churches throughout Russia today.
Bortniansky was the most renowned in eighteenth century Russian music. He was
highly acclaimed by musicologists and the Court for his prolific compositional
activity. Lecture by Professor Drillock, David, Eastern Orthodox Liturgics: Chant
Development. St. Vladimir’s Theological Seminary. Reprinted from by permission from:
Jacob's Well, Fall-Winter 1998-99 in the web page of liturgia.com. See Polyphony.
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often disregarded the sanctity of the place and subject of their
compositions, so that, generally speaking, it is not the music which is
adapted to the sacred words, but instead the words are merely added
to the music and often in a contrived manner. Apparently, they

wanted more to impress their audience with concert-like euphony.

| than to touch the hearts with pious melody, and often during such

compositions the church resembles more an Italian opera than the =

house of worthy prayer to the Almighty.”698

Russian liturgical music uses the same musical theory as Western music
and thus sounds more accessible to the Western ear.699 Most Russian
liturgical music is in the major scale (some in the minor), with the typical
tonal intervals. The introduction of German, French and Italian music
traditions had a lasting influence on Russian church music and elevated it
to the levels of the polyphony and harmony known today. Much of the
Slavonic-speaking Orthodox Churches (Serbian, Bulgarian, etc.) follows
partially the Russian church music tradition. It was brought also to North
America (Alaska and the West coast) in the nineteenth century by Russian
missionaries.700 |

Russian church music is a compromise between Western and Eastern
church music trying to fuse the technical advances of Western music with
the pious attitude of the Eastern Church. However polyphony and
harmony remain at a relatively simple level. Musical instruments
continued to be disallowed as part of the worship and the Greek Church

which kept the tradition of the Byzantine chant has never welcomed and

698 It would not be exaggerated to apply this statement to the style of Church
singing at the current time both in the Greek and Russian traditions. Prayerful
singing is often abandoned for spectacular performance, disregarding the actual
purpose of singing in the Church. Thus secularisation, in a way, did not by-pass the
Orthodox Church either. Only very few places manage to keep the true singing of
worship. Actual speech published in Preobrazhensky, Anton, Po Tserkovnomy Peniiu
[Church Singing] and reproduced in a Lecture by Professor Drillock, David. Eastern
Orthodox Liturgics: Chant Development. St. Vladimir’s Theological Seminary. Reprinted
from by permission from: Jacob's Well, Fall-Winter 1998-99 in the web page of
liturgia.com. See Polyphony.

699 Here we should pay attention to the importance of performance. Some
Byzantine chants sung by Greek monks for instance could sound as prayerful
revelation but others can be intolerable when sung in a loud and forced voice
without awe and any understanding of the spiritual message of the text.

700 Williams, Benjamin D. Liturgical Worship in the Eastern Church. See liturgica.com,
22.8.2007, under ‘Eastern Orthodox Liturgic’

—p—
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adopted harmony. Their singing remains single-voiced with, at the most,
an ison line added.”0!
Such conservatism is characteristic of the Eastern Church both towards
dogmatics and towards art (iconography, architecture, music, etc). In its

endeavour to preserve all in its initial purity and authenticity _the

Orthodox tradition assigns models in art which also become dogmatic.702

....-They.could be reproduced but not essentially modified. It is like a triangle, -~

the point of which is the God-given, and the two other angles represent
what is man-given and the rules within which artists must operate.
Having the rules, which give a certain framework, has the virtue of
continuity: whereas the world is changing around us, the Church, art and
music respectively are not changing. The content dictates in principal the
form and since the content (the tradition - dogmas and rules - in the
Orthodox Church) is not changing so the form also cannot change. In fact
any innovation could divert the attention from the prayer to the art, which
is spiritually not beneficial. Music is subservient in the Church and its role
is to enhance the concentration of prayer not to distract it. Hence rules in
the Church are a necessity. Having its restriction, however, invention
becomes very difficult and, even though not impossible, it reduces the

chances of development, “arresting”793 in general musical evolution so that

701 This does not mean that there are no exceptions. The choir of “Agia Sophia” in
London for instance is a contemporary example of combining Byzantine chant with
some harmonised chants.

702 The concept that has served as the root for the development of both music and
icon painting in the church and has much to offer us today in understanding the
function of the artist in its life and work, strongly emphasises that the artist, the
iconographer or the composer does not work in a vacuum. There are patterns,
models, prototypes that serve as the foundation for the creative process. These
models are the collected treasury of the church and the prototypes which serve as
the artistic canon or rule. According to Fr. Pavel Florensky “the more lasting and
firm” is the canon, “the more deeply and purely it expressed general human
spiritual need; the canonical is that which belongs to the church; that which
belongs to the church is collective, and the collective belongs to all humanity”.
Florensky, Pavel, Iconostatis (Crestwood NY, St. Vladimir's Seminary Press, 1996), p. 87.
This translation in Vladyshevskaia, Tatiana, “On the Links Between Music and Icon
Painting in Medieval Rus” in Christianity and the Arts in Russia, edited by William C.
Brumfield and Milos M. Velimirovic (Cambridge, Cambridge University Press, 1991), p.
19.

703 Expression of Stravinsky when referring to evolution of vocal polyphony which
“has been arrested for a long time”. He represents there the opinion that song
which aims at “the expression of meaning of the discourse, it leaves the realm of
music and has nothing more in common with it”. Stravinsky, Igor. Poetics of Music.
Harvard University Press, 1994, pp. 42, 43
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only exceptional genius can create unique things within the limit of these
boundaries.704
Technical and musical advances could be beneficial only when the
function of music to serve the text directed to God is observed. Hegel
(1770-1831) claims that a work of fine art [music has already joined fine

arts by then] is truly.art in the freedom which it gains when it ‘cuts itself

- free from any servitude in order to raise itself to the truth which it fulfils—

independently and comfortably with its own ends alone’.795 Hence, despite
the fact that the Church has “welcomed and cultivated vocal art” the
development of music as art in a strict sense, i.e. as an art in itself, is not
possible in the Church because it contradicts with the essence of the
worship attracting the attention to itself.

However this is not to say that the emancipated music, which liberates its
form from the rules set by the Church and from its service as an
accompaniment and assistant of the worship, breaks away from God
completely even though its susceptibility to do so had increaséd as “the
development of the notion of fine art was dependent upon the cessation of
a religiously based society” 796. The new romantic aesthetics emerging in
the late 18 century had to reconcile “the demand that music ‘mean itself’
with the demand that music have spiritual and metaphysical meaning”,
notes L. Goehr, and this has been achieved by Schelling (1775-1854) with
the notion of “pure form” enabling the meaning of music to be

transcendent and universal at the same time as purely musical.”07

704 The connection between Church and composers was very close in the Western
Medieval time, significant of which is the fact that composers needed patronage
from the Church. The Church prescribed them rules which they had to follow since
breaking of these boundaries could connect them with ungodly things. A good
example for creating great art within such boundaries and patronage is Palestrina,
even though he worked for the Catholic Church where rules were less rigid but not
dissimilar to the Orthodox. He was given principles by which to operate such as not
to use curves and melismas, or variety of harmony, and to control the pitch range,
so that the music is mainly syllabic and the words can be heard. It is impressive
that nonetheless he managed to create wonderful music within these rules. Like
some other great composers such as Bach, Haydn and Mozart he was capable of
mastery within his own domain. Commentary of Prof. John Howard

705 Reynolds, Discourses on Art (New York), XIII. 207; Hegel, Aesthetics, 7, quoted in
Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 158

706 Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 157

707 Schelling describes music as “pure form, liberated from any object or matter. To
this extent, music is the art that is least limited by physical considerations in that
it represents pure motion as such, abstracted from any object and borne on
invisible, almost spiritual wings”. Quoted in Goehr, Lydia. The Imaginary Museum of
Musical Works. Oxford, 1992, p. 156
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Fr. Sophrony suggests that if for some reason “the Church was to be
bereft of all her books” Sacred tradition would restore them and they
would be written again by holy men “not word for word, perhaps - the
verbal form might be different — but in essence the new Scriptures would
be the expression of that same ‘faith which was once delivered unto the
saints’ (Jude, verse 3). They will be the expression of the one and only
Holy Spirit continuously active in the Church, her foundation and her very
substance”.”’08 With other words the message will remain the same even if
the form, style and language would be different. This is to say that the
essential inspiration is God’s work whilst the actuality of it, i.e. the form709
and content, is man’s role. The form and content are variable but the
essence (the action of the Spirit in the form of inspiration which
establishes the dogmas and the rules) is not. Thus, it is important to
retain the essence in its purity whilst the form presupposes some freedom
of development.

This bears significance also for music [the essence could actually take the
form of any artistic or literary work]. In fact, the development of the form
1s assumed by itself because it must continuously aspire to match the
height of the essence. And since the art which is inspired by God does not
have a limit in its elevation and expression of grace, it can be assumed that
its form or shape also does not have such a limit. But this is more valid for
art considered as a separate entity, which stands alone and is not an aid
for something, even in the cases where the transcendent remains its
principal concern, as in work by Palestrina, Byrd, Bach, etc.

In this sense, Western art, despite its apparent detachment from the
Church, underwent an exclusively fruitful development. It reached an
exceptional perfection of form and content, a suitable illustration of which

could be the music of J. S. Bach, which according to Debussy is “the

708 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. :Transl. by Rosemary
Edmonds. Stavropegic Monastery of St. John the Baptist, Essex, 1991, pp. 87-88

709 Here form means nature, both musical ideas and:musical techniques, not so
much structure. e
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essence of all music’719, Bach lived in a time when the language of tonality
was fully developed and this unity of content and form was still possible.
Music through the Medieval period, into the Renaissance and arguably
even including the Baroque, and Bach in particular, constitutes a thread
which found its function in reflecting the sense of Eternity7!l. It is
expressing the sense of oneness rather than relying on contrast in musical
terms; it has unity as its theme. Each movement or section reflects only
one musical character. Thus, in the Baroque for instance, different keys
are used more for colour than for contrast and there is usually no use of
sudden contrast or extreme change in texture and tempo, and according
to John Howard “the glue that holds it all together is often
counterpoint”.712
In Bach’s creative work we hear how many personalities, absolute in their
individuality, join their heterogeneous and often contrasting voices in a
divine oneness which is the more valuable because it unites this
diversity.713
Albert Schweitzer refers to the use of recurring ‘motives’ that imitate
waves, the motion of clouds, steps (of Jesus or different people), the devil
(depicted usually by a twisting motive), or emotions such as grief (e.g.
sighs), joy, terror, exhaustion, tumult, or mysticism and suffering (using
chromatic idioms). These motives appear not only in Bach’s choral works
but also in his instrumental music and they enable him to impart a
dramatic character to his compositions. It is based on the contrast in
opposing good and evil, on the dramatic fight between them, on the
suffering of the whole of humanity under sin and the suffering of Christ
Himself to liberate humanity from sin. Hence the drama in Bach’s music

and in the music of his time is not external, in structure, but internal.

710 See First (1902) from Three Articles for Music Journals by Claude Debussy,
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 1431

711 The continuous line in Bach’s music for example is imparting this feeling of the
Eternal.

712 Prof. Howard describes that there is one note but you hear many notes
surrounding it, and although you hear many, it is also united so that we can hear
one. There is a fitting example in Thomas Tallis’s motet “Spem in Alium”, where 40
different parts sound as one. Indications of Prof. John Howard in a conversation on
13.5.2008 in London College of Music

713 J. Harvey remarks that “unification needs contrasts with which to articulate
itself”. Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 67
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This demonstrates that music associated with drama is not necessarily
secular, and that ‘operatic’ or ‘theatrical’ elements such as in the singing
style could be successfully employed in it without depriving it of its
devotional quality.714

Comparing the music of the Orthodox tradition, Byzantine in particular, in
its rather frozen manner with polyphonic music one can argue that they
are different in detail (in content and approach) but similar in essence as
they both have integrity and oneness. To illustrate this thought John
Howard uses Stravinsky’s example - in reference to Webern - of the
diamond which when looked at from different angles has different facets
but is really the same thing.715

Lydia Goehr when talking about “romantic” transcendence and the
“aesthetization of fine art” (reaching its peak around 1800) explains that
in the 18t century “music had a two-pronged emancipation: first from the
service to particularized, extra-musical goals; second from its dependence
on words. Words, unable to transcend semantic specificity or particular
cognitive content, could not constitute a universal medium as pure
sound”. Yet, the transcendent move, which has freed music of “the
constrains of social functions determined by church and court and from
the service to a text” “had not freed music from its obligation to be

meaningful in extra-musical, spiritual and metaphysical ways”.716

As a result of thorough analysis and scrutiny of the nature of polyphonic
music various contemporary musicologists engage in explaining that its
estrangement from the spiritual is only ostensible. They take the effort to
uncover the spiritual that is revealed in the counterpoint in more detail.
However, this music might uplift the spirit and inspire one to prayer but
not necessarily allow one to pray whilst listening to it. By becoming not

only a means for elevating the souls to the Divine but an object in itself,

714 As already mentioned in Monteverdi’s Vespers for instance there is no difference
in the style of his operatic and-his religious music.

715 Indications of Prof. John Howard in a conversation on 12.2.2008 in London College of
Music .

716 Lydia Goehr speaks of two claims of the new “romantic aesthetics”: the first
“concerns the transcendent move from the worldly and particular to the spiritual
and universal; the second concerns the formalist move which brought meaning
from music’s outside into its inside”. Goehr, Lydia. The Imaginary Museum of Musical
Works. Oxford, 1992, pp. 153, 156
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by turning from the “extra-musical” to the “purely musical”’17, it ceases to
belong entirely to the spirit. With its ability to create aesthetic delight
which could divert the attention from the eternal and divine to the
transitory and terrestrial, it crosses over to the realm of the soul. Thus
even if achieving a highest degree of unity between content and form it is
not always consolidated with the essence. In view of the fact that it
oversteps the traditions of the Eastern Church, moving gradually out of= -
the Church all together, and also, because of the complexity and the
specifics of the counterpoint, its detailed analysis is outside the scope of

this study.718

e) musical instruments in the Christian church before and after the

division in 1024. The rise of ‘pure’ music

As already mentioned early Church Fathers strongly opposed the.use of
instruments within the liturgy and the church ceremonies, “regarding
them as too much a part of pagan culture. As such, they had no place
within Christian life and were to be shunned by every believer.”719

There was a tradition to refuse baptism to those playing the avlos and
flute, and the 31st Apostolic rule prescribes suspension from communion
for seven weeks of anagnostis (dvayvworng)20, who learns to play the
guitar; if he nonetheless continues his studies he would be
excommunicated from the Church.

The Church Fathers had to fight against the negative influence of
instrumel;ltal music in the first centuries of Christianity because the.
Hellenic influence had been still very powerful and hence an obstacle for
establishing the ideals of Christianity. In the Greco-Roman world poetry

accentuated and contributed to the misuse of religion. Homer’s poems

717 Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 156

718 Very valuable in this connection are the musico-theoretical studies of the
eminent Bulgarian musicologist Prof. Dr. Neva Krasteva. They impress not only
with the exceptional erudition, creative power of the analyses and originality of
vision but especially with the zeal in disclosing the spiritual in the art of music.
Despite the obvious interest towards the occultism of Rudolf Steiner - one of the
numerous ideological illnesses which sprang up on the basis of Christianity in the
20th century - these articles represent an inestimable treasure in Bulgarian musical
theory. See KprcreBa, HeBa. Mysukanno-meopemuunu uscredsarus. Tom I-111, Codus,
2002-2003

719 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 73

720 Reader in the Church
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were as important for the Greeks as the Bible for Hebrew people. However,
Plato considers this poet as a destroyer of religion and morals and does
not accept him in his “ideal Republic”.
Evidence of the lower instincts served by art are the multiple monuments
on the streets of Pompei. Temples of Pompei were transformed into places
of debauchery and festivals of gods into wild orgies.”2! In mystery-cults
the rites of the initiation was accompanied by dances and percussion; the
ecstatic rituals were assisted by the sound of cymbals, drums and
Phrygian flutes, whilst the drums, horns, clappers, flutes and cymbals
were “mainly used in the orgiastic rite”. By describing a ceremony in
honour of the pagan priestess Sybille, Lucian bears testimony to the
incredible power of this kind of music, even on people attending the

ceremony out of sheer curiosity bringing the susceptible into a trance.722

St. Clement of Alexandria opposes in his Paedagogus [Pedagogic] the
participation of instrumentalists in festivals.

St. Basil the Great considers as shameless the dances of “licentious
women”, whilst Pseudo-Basil associates even the playing of a lyre by a
young woman, with immorality.723

St. Gregory of Nazianzus makes an appeal to “take up hymns rather than
tympana, psalmody rather than shameful dances and songs, meditation
rather than debauchery. And if you have to dance, as one who attends
festivals and loves to celebrate, then dance; but not the dance of the
shameful Herodias, which resulted in the death of the Baptist, but rather

that of David as the Ark was brought to its resting place”.724

The fight against instruments?25 was aggravated by the fact that Old
Testament Jews not only used instruments in worship but even employed

professional instrumentalists at the temple, who “were to set forward the

721 According to 3anucku no anosozemuxa, c. 129

722 Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 92

723 McKinnon, J. Music in Early Christian Literature, p. 70/142, 143

2% Quoted in McKinnon, J. Music in Early Christian Literature, p. 71/145

725 In spite of Biblical reference to the trumpet, cymbals, and others instruments,
their relation to Greek and Roman society was such as to inspire mistrust.’ Seay,
Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p-73
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‘work of the house of the Lord” (1 Chron. 23:4-5)726 and to praise the Lord
with the instruments which David made: “Praise ye the LORD ... Praise
him with the sound of the trumpet: praise him with the psaltery and harp.
Praise him with the timbrel and dance: praise him with stringed instruments
and organs. Praise him upon the loud cymbals: praise.him upon ti_le: ”ilgh ‘

sounding cymbals” (Ps. 150:1, 3-5).

e = --- The Holy Fathers justify their.use because of the immaturity of the Jewish -

nation. St. John Chrysostom explains that just as God “accepted sacrifices
while not needing sacrifices”, “so too does He accept hymns while not
needing our praise, but rather because He desires our salvation”’?27 and
“just as He allowed sacrifices, so too did He permit instruments, making
concession to their [human] weakness”.728 When commenting on the
above-mentioned Psalm 150, Theodoret of Cyrus sheds more light on this
thought: “The Levites employed these instruments long ago as they
hymned God in His holy Temple, not because God enjoyed their sound but
because He accepted the intention of those involved. ... He allowed these
things to happen because he wished to free them (the Levites) from the
error of idols. For since they were fond of play and laughter, and all these
things took place in the temples of the idols, He permitted them and
thereby enticed them, thus avoiding the greater evil by allowing the lesser,

and teaching perfect things through the imperfect.”729

From what has been said it could be presumed that the Church Fathers
did not so much oppose the instruments themselves but rather their
misuse. By comparing the harmony of the world and its Creator with the
lyre and with the performing musician, St. Athanasius, without probably
aiming at it, gives a positive description of the art of the musician-

instrumentalist: “Just as when one hears from afar a lyre, made up of

726 “And he set the Levites in the house of the LORD with cymbals, with psalteries,
and with harps, according to the commandment of David, and of Gad the king’s
seer, and Nathan the prophet: for so was the commandment of the LORD by his
prophets. And the Levites stood with the instruments of David, and the priests
with the trumpets. And Hezekiah commanded to offer the burnt offering upon the
altar. And when the burnt offering began, the song of the LORD began also with
the trumpets, and with the instruments ordained by David king of Israel” (2
Chron. 29:25-30).

727 Quoted in McKinnon, J. Music in Early Christian Literature, p. 79/ 162

728 Quoted in McKinnon, J. Music in Early Christian Literature, p. 83/173

729 Quoted in McKinnon, James. Music in Early Christian Literature, p. 106 /229
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many different strings, and wonders at their harmonious symphony ...;
and one concludes ... that the lyre neither operates by itself nor is played
by many, but rather that there is one musician who by his art blends the
sound of each string into a harmonious symphony — even though one fails

to see him - so too, since there is an entirely harmonious order in the

- -

world abs a whole ... it follows that we know there is one leader and king of
all reaction, not many, who illuminates and moves everything with his
own light”730. In a similar way St. John Chrysostom poetically compares
the soul with musical instruments calling us to ‘become a flute, to become
a cithara of the Holy Spirit ... to prepare us for Him in the way the musical
instruments are tuned. Let Him touch with the plectrum?3! [the strings

of] our souls’.732

According to James McKinnon, scholar of the music of the early Christian
era, instruments were considered as an evil in themselves and the Fathers
did not differ between the actual instruments and their misuse.
Nonetheless he indicates that the polemic against instruments has been
not a liturgical issue but a matter of morals which explains its
continuity.”33 Yet, considered historically, the change in the attitude
towards the instruments from positive in the Old Testament practice to
negative in the first centuries after Christ, has been caused precisely by
the above-mentioned misuse and by association with the vicious practice
of pagan society, and “the debauched life of Rome”.

Musical instruments have been unanimously regarded by the different

cultures as one of the greatest and most miraculous of human

730 St. Athanasius of Alexandria. Quoted in McKinnon, James. Music in Early Christian
Literature, p. 55/107

731 A small flat tool of bone or plastic with which the strings of some string and lute
instruments are plucked or strumed: mandoline, guitar, etc.

732 BoxecmeenHas Aumypeus. CocraBurea Boarapckuit, Omutpuii. Casaro-Tpouuxuii
HWonunckuit moHacteip, Kues, 2004

Similar quotation we find in Exposition of Psalm 41 by St. John Chrysostom, where
St. John says that there is “no need for the cithara, or for stretched strings, or for
the plectrum and technique, or for any musical instrument” in “God’s sacred
choir”, “but, if you like, you may yourself become a cithara by mortifying the
members of the flesh and making a full harmony of mind and body”. Presented in
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, p. 126

733 See Wellesz, Egon. A History of Byzantine Music and Hymnography, p. 85 and
McKinnon, J. The meaning of the patristic polemic against musical instruments, p. 72
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inventions.”’34 Instruments in ancient time were very often referred to,
both in the Jewish and in pagan societies, as linked with heavenly and
earthly harmony, e.g. the ancient cithara had seven strings because the
heavens sound with seven motions and the ancient called it “fidicula and
fidicen, because the strings are in good accord with each other, as befits
men amongst whom there is trust (fides)”. Also the name of the strings
(chordae) is derived from cor (heart), because the striking of it is like the
beating of the heart.735 However, in early Christian times musical
instruments had lost their mystery and were no longer considered suitable
for praising God. Only the voice was approved to have the “purity and
nobility worthy of God's ear”.73¢ Therefore music in the early Christian
Church is exclusively vocal. And even though “some exceptions were
made, from time to time, such as a certain acceptance of the lute and
kithara because of their relation to King David”, “these were always
understood to be special cases”.”37 Thus instrumental music played no
part in the life of the Christian Church throughout the period up to the 8th
century.
Musical instruments never returned to worship in the East and Eastern
Orthodox churches exclude them from worship up to this day. However
the West took a different attitude and gradually welcomed back
instrumental music.
“With the split of East and West and the continual influx of barbarians
ignorant of the music of the past, the matter of forbidding instruments
became simpler”, explains Seay. “Most of those [instruments] under
suspicion had disappeared and those in use had no connotational
problems. ... By the tenth century, instruments were an acknowledged
part of musical practice in the Catholic Church and, to judge from our
sources, had standard symbolic meanings.”738
The first and most useful instrument for Church purposes which came

back to use in the West was the organ. Its association with Roman combat

734 Y. Menuhin calls the creation of musical instruments “one of the great human
miracles”. Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 8

735 See the Etymologies, book 3/22 by Isidore of Seville (c. 560/564-636), presented
in Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 153

736 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 47

737 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 73

738 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p- 73
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and open arena entertainments caused its rejection and when it returned
back to favour in the 8t century it was only “a clumsy instrument which
no one would connect with earlier barbarous events”.”39 The Romans then
had developed a form of organ called the ‘hydraulis’, from its reliance on
water pressure, but the medieval organ or positive’ was supplied with air _
from a bellows, mx;vo;ked ‘by either hand or feet.740 Towards the 10th century
the organ was the most useful of all instruments in the Western Church. -
After this time also other different instruments developed in the West.741
The compositions of Giovanni Gabrieli (1557-1612) in the second half of
the 16th century saw already the use of the technique of thorough-bass,
in which the bottom line in the written score is fitted out with numerical
signs indicating the harmonies to be filled in above on the keyboard. He
had a precise concept of instrumental writing which had its effect on
Monteverdi and his successors. Modulation from key to key was suited to
the nature of this instrumental writing, and we already find in this music
suspended dissonance?42 which was to find its fulfilment in instrumental

music. At this time “instruments were about to become the chief source of

739 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 47

740 Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 73

741 One aspect of the music of the Middle Ages of which we have knowledge is the
evolution of the instruments. To mention just a few: single and double reeds; the
Arab rebab which become the rebec, vielle and fidula; the harp which became so
popular that Ireland made it a national symbol; the Persian lute, deriving its name
and shape from the Arabic word Al'ud, meaning wood; the psaltery (also Persian)
was a plucked zither; the ancient herdsman’s bagpipe the parentage of which is
even untraceable. (Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979,
p. 61) In a description of a concert from the 14tk century, 31 different instruments
and more than 50 players are listed as part of the orchestra. Initially instruments
were used only heterophonically. Their participation in the musical structure was
restricted to duplicating in accompaniment the line of the singer, with occasional
ornamentation. The earliest independent instrumental pieces in the present
sources come from late 13th-century English manuscripts and are dances for one
instrument. Also some polyphonic music for instruments has been preserved, the
most important being two codices of keyboard music from the fourteenth century.
(Seay, Albert. Music in the Medieval World. New Jersey, USA, 1975, 1965, p. 76)

742 A feature which was to be of vital importance to the history of Western music for
the next three centuries. The appoggiatura, a deliberately planned dissonance,
revolving around a note and demanding to be resolved, is the beginning of
modulation, which became later an important feature of Romantic music. The
suspended dissonance is often used by composers of madrigals, motets and
cantatas to lay stress on such dramatic words as “I die of love” or “His piteous
wounds” and is considered as “one as the West’s most idiomatic contributions to
the art of music”. Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979,
pp- 83, 84

-
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energy for the masterpieces of Western music for the next three hundred
years”.743

From the 16t century onwards and especially with the beginning of Italian
opera in the 17t century whose instrumental overtures were the
predecessors of the symphonies, instrumental music gradually acquired
an importance equal to that of vocal music. Opera, through the
contribution of Claudio Monteverdi, is considered to be ‘the bridge
between the past and the future’. Its advent was prepared by the Catholic
Mass which had already become a dramatic theatrical performance and
the gap between both was not wide. With the addition of the popular
music of troubadours, madrigals and pantomimes, and with the rapid
development of the counterpoint all prerequisites for the rise of a new
genre were there. Its appearance marked the beginning of the era of
Baroque music that gave life to musical drama and to the instrumental or
so called “pure music”.744 This was a beginning of a time fascinated with
numbers and measurements and Menuhin draws a parallel between the
creation of the clock (being the most precise and simplest numerical
mechanical instrument)] and the development of harmony and
counterpoint as a formulation “of rhythmic and harmonic legislation”
where the voices of ‘instruments and men “could be sounded
individually”, “without creating cacophony”, but forming at the same time
harmony and unity.74°

‘The modern orchestra was formed in the opera house, along with the
classic quartet of strings (violins, viola, cello, bass). Gradually this
ensemble started to perform music independently, not as an
accompaniment but for its own sake’ and so, almost simultaneously with
the opera, two new instrumental forms of “pure music” came to life from
Italy: the sonata and the concerto. ‘The early concerts of “pure music” took
place either in the church or in private salons and therefore two form of
sonatas were designed for each - sonata da chiesa (church sonata) and
sonata da camera (chamber sonata) which gave parentage to our present

sonata, symphony, quartet and concerto.”746

743 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp. 83, 84

744 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp. 89, 93, 94
745 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 87

746 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp. 95, 96
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From a historical point of view the period of the Reformation was most
important for the Western world precisely because of the rise of
instrumental music independently of the voice. From the dances and suite
of dances of an earlier age this music has rapidly advanced into the
instrumental canzone (usually homophonic), ricercar’4? (polyphonic), its
successor the fantasy and the toccata.”48
According to Storr, for long the “early musical instruments were [just]
melodic imitators of the human voice; and it took centuries to establish
music as a series of sounds unrelated to the voice and detached from any
verbal association”.
The belief that instruments can express every variety of human emotion is
a relatively modern idea. Today we refer to instruments more as eloquent
rather than inarticulate but even as late as the 19t century instruments
were still considered as lacking the expressive power of the voice.749
Because words define its content, we know what we are expected to feel.
Thus ‘one consequence of the separation of music from words is to render
the meaning of music equivocal”5? and ‘indefinite’”>!, a concern of Plato
(mentioned above) and later of the Church Fathers. But exactly this
absence of words imparting to instrumental music a “transcendental”
character, “the very idea that instrumental music lacked both referential

significance as well as concrete and significant content””52, becomes later

717 Menuhin describes how ‘the emotional disembodiment of the Gregorian chant or
plainsong, neither happy nor sad, has evolved to a wonderfully expressive and
elaborate consequence in the music of the Renaissance organist and composer
Cabezon (b.1510) who invented the form differencia (theme with variations) and
developed the ricercare, a precursor of the fugue. “This music is not subject to the
pulses, rhythms, and the sensual emotions of the body. It is deeply spiritual, and
its cadences follow the demand of the word. The old cantus firmus is now the
theme, remembered in the mind. Decoration after decoration in multiple voices
may follow, with unison at the octave at the end of every section. It is truly music
of the spirit’, believes Menuhin, “not yet held within so strict a harmonic or
rhythmic framework as we find later in Bach, but, nonetheless, standing on the
bridge between the single voice and its later elaboration in the counterpoint of the
baroque”. Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp. 78,
80

748 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 32, 33

749 See Storr, Anthony. Music and the Mind. London, 1992, p. 66

750 Storr, Anthony. Music and the Mind. London, 1992, p. 67

751 ‘Through the lack of words it is difficult to learn what it contains and whether it
follows something deserving’. Quotation after Usauos, 5. Hemopus Ha mysuxama, c. 19
752 “The suggestion that music carried transcendent meaning led soon enough to
the view that instrumental music did more than point to the transcendent. It also
embodied it. This claim made sense precisely for the reason which had been used
to reject instrumental music in earlier times.” Goehr, Lydia. The Imaginary Museum
of Musical Works. Oxford, 1992, pp. 153, 154
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(with the emancipation of music from the extra-musical, with the
emergence of fine art and of romantic aesthetic) the turning point for
restoring its worth. Because, according to the German thinker Herder,
through its wordlessness it ascends above earthly matters and liberates
itself from the chains which attach it to the material world. Released in
this way from the corporeal it passes over to the spiritual, enabled to
animate the reverence and the conversation of the soul with God. Out of
the lack of any physical reference and plastic forms - distance from all
that can make music visual, durable, observable - features that for long
have been regarded as a disadvantage, there Herder discovers its strength
as it brings one near to that which is infinite and immaterial. According to
him instrumental music withdraws from the visible to reveal a higher
reality — of the invisible and the spiritual. Thus through the “language” of
wordless music Heaven and the heart enter into a holy and inmost
communion.”?53
“Indeterminate on a concrete level, it was deemed utterly meaningful on a
transcendent one. Precisely in its indeterminacy was it able to capture the
very essence of emotion, soul, humanity, and nature in their most general
forms”, clarifies Lydia Goehr.754
Wellek and Warren are convinced that “the greatest music stands in no
need of words””55 and evidence of this are the numerous instrumental
compositions of the great composers that are imbued with a profoundly
spiritual character.
“And just as music for voices had been both, sacred and secular, so
instrumental music might evince a spiritual quality or not, according
to its intrinsic nature” asserts Mend! and illustrates this by saying that
music like the instrumental masterpieces of Beethoven is as “godlike” as
his Missa Solemnis or the supreme liturgical work of J. S. Bach.756 This
leads him to believe that all music, except that directly imitative of
external sounds, is independent of any direct associations, which supports
the conviction of many other musicians that music in itself is neutral

Even in vocal music where the words can provide us with some guidance

753 According to Musik und Religion, S. 94-95

75% Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 155

755 Quot. from their Theory of Literature (1956) in An Encyclopedia of Quotations about
Music. Compiled and edited by Shapiro, N. New York, 1978, p. 152

756 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 33, 50
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towards the composer’s intention, it is difficult to establish the degree to
which it is sacred in character but so more subtle it is to discover this in
instrumental music the meaning of which is “inextricably wrapt up in the
music itself”.757 Mattheson, however, exhibits a different belief, namely
that instrumental music can express all “of the emotions of the heart” and
the skilful composer can do this “in a way that the auditor might fully
grasp and clearly comprehend the impetus, the sense, the meaning, and
the expression, as well as all the pertaining divisions and caesuras, as if
they were an actual narration”.758 Also Mendelssohn confesses that
because people find music to be too ambiguous they prefer to have words
since they “are understood by everyone”. But for him “these, too, seem to
be so ambiguous, so indefinite, in comparison with good [instrumental]
music, which fills one’s soul with a thousand better things than words.
What the music I love expresses to me are thoughts not too indefinite for
words, but rather too definite”.75° But if we attempt to expand this subject
further we would, to use Mattheson’s expression, “far exceed the

limitations set for us”.760

757 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 33

758 From the famous treatise The Complete Music Director by Johann Mattheson
(1681-1764), presented in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 698

759 In a Letter by Felix Mendelssohn to M.A. Souchay (from 15.10.1842), presented in
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, p. 1201

760 See The Complete Music Director by Johann Mattheson (1681-1764), presented in
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, p. 703
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V. ARTISTIC-MUSICAL CREATION AS AN ART

1. The nature of artistic work

- - - -

To the question ‘Do we create something new or has everything already

béen created and we only materialize it?’, St.” Augustine replies that the

man-creator only shapes the shapeless, that which is liable to be shaped,
but he does not create being from non-being, which is proper only to the
First Creator.”¢l Furthermore, man creates in time and as a result he
cannot create everything at once. Hence, the conception is not always
followed by fulfillment and even if it is, the realization is never a perfect
mirror of the idea, i.e. there is no complete coincidence between
conception and fulfillment.”62 Thus no matter how unique our creative
work 1is, it is not absolute. St. Augustine even talks about “how we delude
ourselves” rather than “how we create” emphasising that in so far as
delusion lies at the heart of misconception and enlightenment at the heart
of knowledge, so the mind, through enlightenment, will see more clearly,

thus creating more authentic images.

761 Bames, Wopman. Teonoeusma, cpunocogpusma u U3Kycmeomo & meopuecmsomo Ha
braxeHu AgzycmuH Kamo KU KoM HEe2080Mao MYysukosHaHue, c. 23

762 AprycTuH, 6a. H3noeedu, XI ra.,V,7, in Baues, Y. Iloc. cpy, c. 25

This is excellently expressed also by Schoenberg when he talks about
‘comprehensibility’ being the aim of arts, and especially music and also ‘twelve
notes’ compositions: “a creator has the power to bring his vision to life, the power
to realize it. In fact, the concept of creator and creation should be formed in
harmony with the Divine Model: inspiration and perfection, wish and fulfilment,
will and accomplishment coincide spontaneously and simultaneously. In Divine
creation there were no details to be carried out later; ‘There was Light’ at once and
in its ultimate perfection. Alas, human creators, if they be granted a vision, must
travel the long path between vision and accomplishment; a hard road where, driven
out of Paradise, even geniuses must reap their harvest in the sweet of their brows.
Alas, it is one thing to envision in a creative instant of inspiration and it is another
thing to materialize one’s vision by painstakingly connecting details until they fuse
into a kind of organism. Alas, suppose it becomes an organism, a homunculus or a
robot, and possesses some of the spontaneity of a vision; it remains yet another
thing to organize this form so that it becomes a comprehensible message ‘to whom
it may concern’.” From Composition with Twelve Tones by Arnold Schoenberg,
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, pp. 1355-1356
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But from where does the soul receive this ability of mind to attain
enlightenment, “this power, if You have not given it”?763 The same is true
for the musical work.

Fr. Pavel Florensky speaks of the art of ascent, which he regards as
naturalism, “an empty semblance of everyday life” giving a “false image of
reality” — creating an illusory copy of visible reality. And he also speaks of
images of descent — symbolism76%, which is an experience of the mystical
life and “embodies otherworldly experience in real images, thus turning
that which it presents into the highest reality”. For Florensky art is the
“closest example” to theurgy (feovpyia) — “the art of God-work”.765 It does
not only possess ‘self-worth’ but also points to a certain other reality, “a
new reality” not in the sense of reflection but as an affirmation of the
ontologism in art. This he sees as ‘true realism’, identical with
symbolism.766 Therefore symbolic art for him is the most profound art. All
kinds of art have in common certain ways of organizing space, such as
metre, rhythm, melody; but are also different especially in principles of
spatiality. Therefore he regards painting and graphic art as arts in the
fullest sense whereas music and poetry stand closer to science and
philosophy; whilst sculpture, architecture and theatre relate to
technology. The whole of culture is for him “the activity of organizing
space”. Music according to him has the greatest freedom in organizing
artistic space; “like algebra, it gives formulae that are capable of being
filled with an almost infinite diversity of contents”.767 He distinguishes
also two types (‘zones’) of culture: ‘the contemplative-creative’ that is
‘characterized by an inward attitude towards life’ and ‘is rooted in deep-
seated, spiritual foundations of being, manifesting itself in experience
beyond reason’. The second he calls ‘predatory-mechanical’ culture, which

possesses an external attitude orientated more towards the material world

763 ABryctuH, 6a. H3nogedu, XI,V,7, in Baues, . IToc. cby, c. 24

764 Symbol for Florensky is “a being that is greater than itself”’; it is “commingled
with the energy of another essence, more worthy in a given respect, and which
thereby carries this other essence in itself”. See Bychkov, Victor. The aesthetic Face of
Being. Art in the theology of Pavel Florensky. SVSP, Crestwood, NY, 1993, p. 70

765 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, pp. 42, 44

766 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 56

767 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, pp. 49, 50
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and the earthly life of men, and its “scientific” experience is grounded in
rational thinking and schemes. To each type of culture, according to
Florensky, corresponds a type of thinking, of philosophizing — the first is
more ontological, of the essence (homoousian) and second - of similar
essence (homoiousian) is more psychological.7%® The purpose of the
‘homoousian’ (ontological) art is not the creation of similarities, of copying
the reality, but its synthesizing, the creation of “symbols of reality” that
unite “the temporal and the eternal, value and accident, the incorruptible
and the perishing”.769

Nikolai Berdyaev also writes about the ascent and descent but in a
different way. He considers creative work to be the principal,
distinguishing feature of man that allows him to slip through from this to
the other world. He looks at creative work as an overcoming of the “world”
in evangelical sense, as liberation from the “chains” of necessity. “World”
1s a fallen being (of “the prince of this world”770), a fall out from the Divine
world but the creative values of art are not “worldly” and the act of
creation transcends it.”7! [saac Passi explains that, according to Berdyaev,
every creative act inherently possesses the tendency to ascent which is
subjectivity and the tendency to descent which is objectivity. Ascent is the
inherent primary act of creation, the creative idea which appears as an
inner “spiritual burning” but is not yet art. “Art”, the “artistic craft” is
“secondary”, it is the descent, the realization of the idea, “the outer act of
creation, subjected to laws and conventions” which, according to
Berdyaev, is already the process of “cooling” where the “creative fire just
smoulders”.772

“Only through constant struggle with the material” can the creator

transform “a piece of marble into a complete sculpture, words of common

768 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 58

769 As examples of such art Florensky cites the art of ancient Egypt, Classical
Greece, of the European middle ages, ancient Russia, and to some extent the new
art of the twenty century. See Bychkov, Victor. The aesthetic Face of Being. Art in the
theology of Pavel Florensky. SVSP, Crestwood, NY, 1993, pp. 59, 60, 66

770 See John 12:31; 14:30; 16:11

""'Bepasie, Hukonat. Cmucovavm na meopuecmgomo. Cocdus, 1994 [Berdyaev, Nikolai.
THE MEANING OF THE CREATIVE ACT (1916)), c. 161

772 Bepnsies, Hukoaalt. I[IpednasnaueHuemo Ha uoseka. Cocus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 116



177
speech into divine verses, sounding reality into musical melodies””73.
Berdyaev sees in this the dialectical particularity of the creative act: it is a
kind of forming which always limits but at the same time is a ‘flight into
infinity, going through symbolization beyond the limitations, beyond the
form, i1.e. it is simultaneously immanent and transcendent.’7¢ That,
according to him, explains also the tragedy of the creative artist, since, as
mentioned above (see p. 174), even the most accomplished works can
never fully realize the idea and ‘the aim of every act of creation is infinitely
greater than its fulfillment”75. The creative artist experiences a constant
longing for the ideal, which he can never fully attain. On the other hand,
this 1s the stimulus for upholding the creative impulse, which ‘drives him
to new creative quests”76. Should the creator realize a complete
accordance between idea and fulfillment, advances (in art) would be
inconceivable. This could be possible only beyond the time when man
becomes one with the Ideal. In the temporary earthly life just the longing
and the zeal towards the Eternal remains. Nonetheless, the creator can
find a partial consolation in the process of creation, when he most visibly
feels illuminated and assisted from Above and when he himself “falls into

astonishment” at the creative idea revealed to him.777

In the creative process one unites with the universal spiritual being of the
world and his God-like nature manifests itself with unusual power.778 It
evinces itself not only in creative intuition, which is at the heart of the
formative process of artistic conceptions, but especially in the originality of
the artist who is a genius. Originality does not imitate but itself becomes a
model.”7? And even though it is not absolute, it has the ability to create

something fundamentally new that had never existed in the same way

773 BepasieB, Hukoaail. Cmucenrom nHa meopuecmeomo. Codpus, 1994 [Berdyaev, Nikolai.
THE MEANING OF THE CREATIVE ACT (1916)], c. 21

774 ‘Because creative work is a flight, ascending above existing matter, above
reality, for the creation of something not existing before, but on the other hand
creativity deals with material (no matter how crude), which is taken in principle
from the reality’. Bxk. Ilacu, U. [Ipedzoeop xpM CMUCBABM HA MEOpUECMEOmo Ha
Bepases, c. 20, 21

775 Ilacu, U. IIpedzogop kM CmucwbIbm Ha meopuecmeomo Ha Bepases, c. 21 u Bepases,
Huxkoaain. [Ipednasnaueruemo Ha uogexka. Cocusi, 1994 [Berdyaev, Nikolai. THE DESTINY
OF MAN (1931)), c. 116, 174

776 MeH, AaeKCaHIBP, NPoT. [Ipousxod Ha peauzusma. Codbus, 1994, c. 152

777 After MeH, Aaekcarasp, NpoT. JIpousxod Ha peauzuama. Codus, 1994, c. 151

778 Reflection of the French psychologist Joly quoted by Men, A. IToc. cpy., c. 152

779 Tlacw, U. IIpedzoeop kM CMucbabm Ha meopuecmeomo Ha Bepasies, c. 20-21, c. 18
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before. 780 This is particularly true of musical art, which cannot rely upon
any tangible images but only to an extent can be influenced by models
from previous musical practice, such as quoting and using musical
themes of other composers or from the composer’s own work as well as
from folk tunes and opher pre-existing tunes. Whilst painting is considered

to be closer to nature “music is more dependent on human art”, explains

e thiS ROUSSEAWLT8Y s i i o e i S

We can distinguish three compositional stages in musical creation:

1) stimuli or inspiration; 2) internal process, ideas which can be derived

from life, literature (Berlioz - Symphony Fantastique, Debussy — La Mer,

Liszt — Faust), other forms of art, etc., and its structuring; 3) semiotic —

the music does not stand alone, it is referring to something, i.e. is
symbolic. “The sounds of a melody do not affect us merely as sounds, but

as signs of our affections, of our feelings”, Rousseau highlights; they
o “excite in us emotions which they express whose image we recognize in

them?”.782

In spite of the uniqueness of every artistic work and its creation and also
of the fact that artistic intuition is not subjected to the power of the mind
but creates “under the auspices of the Spirit"783, different creative
processes have certain similarities and common principles. The social
function of creative work, the fact that it is created by man and for man,
its reliance on historical experience as well as on the existing techniques

and technology of art, the fact that the creative activity presupposes a

780 God was joined in his creative work by the creative activities of man. Of course
the nature of work of the latter is different from that of God in its very essence.
God’s creative work is absolute whilst that of man is limited. God achieves absolute
match between creative idea and realization which is not possible for man as a
relative being determined by time, space and matter. Ilacu, WU. IIpedz06op KBM
Cmuconrom Ha meopuecmgomo Ha Bepases, c. 20-21, c. 16. See also beginning of this
chapter as well as Chapter I.1.b, p. 15 (To assume...) and Ch. II, p. 80 (St. Gregory the
Theologian adds...)

781 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 953

782 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 950

783 Kanpuucku, B. Knuza no Ocmemuxe ons mysurxarmos. Mocksa 1983/ Codust 1985, c.
188
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“particular kind of work of the psyche, which mobilizes all the powers of

the consciousness along with those of the subconsciousness, these are all
specifics of every creative process. Besides these objective factors, it is also
common that it (the creative process) gets filtered through the spectrum of

the individuality of the creative artist and through the uniqueness_of his

personality, through his experience and abilities.784

The psychology of creative work considers artistic perception to be also a
creative activity. The creation of artistic work is regarded as a process of

encoding and its artistic perception as decoding.785

Artistico-creative work is notable for the active and constant participation
of the imagination, of the feelings and of reason.

The mind sets the task, reflects on the idea and selects the artistic means
of expression for its realization.’8 Abstract-logical thinking is active
throughout the creative process of conception and perception and only its
intensity in the different stages of the process varies.’87 It also evaluates
intellectually the work which has been created.

Nevertheless, it is the imaginative thinking or the imagination as well as
the intuition, closely interwoven with emotions that have usually the
leading role in spirito-creative activity.’88 The strongly emotional character
of the artistico-creative process is perceived as an inspiration. One of the
most crucial features of the emotional experience is that it is beyond the
control of the will and the consciousness. This explains the spontaneity of
the most creative moment in artistic work: the birth of the conception, of
the “whole before the parts”, which involves excitement and inspiration

that cannot be planned or forced.78°

784 Knuea no Ocmemuke 0as mysuxanmoe. Mocksa 1983, ¢. 189

785 JIcuxonozus Ha meopuecmeomo, Codpusa 1981, c. 10

786 Storr makes an interesting statement, that in order to use his brain to the full,
man has to remain as a child. “For children are far more flexible, malleable and
adaptable” and their flexibility and curiosity increase their ability to continue
learning. (Storr, Anthony. The Dynamics of Creation. London, 1992, p. 164) This with a
reference to the Gospel: “Verily I say unto you, Whosoever shall not receive the
kingdom of God as a little child shall in no wise enter therein” (Luke 18:17; Math.
18:3-4), explains that man not only should aim to retain the purity and humility of
heart but also the simplicity and openness of mind.

787 [Icuxonozus Ha meopuecmeomo, c. 132

788 KHnuza no Scmemuke 0N MY3ukanmos, c. 192

789 [Tcuxosozusi Ha meopuecmeomo, c. 131
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According to O. Nikolaeva, inspiration is a ‘teleological impulse that urges
the artist to create’.790 It consists of a sort of animation and revival of the
soul which, provided that it is beneficial, endows the artist with creative
insight.

Creative work is first and foremost the imagination of something and the
emergence of the image, of the conception or idea of this thing. Hegel
defines imagination as an organ of artistic activity and artistic delight.79!
Artistic imagination brings into realization the universal in the particular.
A rich imagination presupposes a highly developed observation and
memory. The unique conjunction of all these various abilities and their
harmonious functioning within the same person generate artistic talent.
When all the qualities, which are indispensable for a master piece of
artistic creation, can be found in one artist at their highest degree, we talk
about genius. It is a phenomenon, which is neither pathological nor an
accident, but a miraculous gift, ‘an incomprehensible self-manifestation of

the Spirit”792, the peak of which can be observed in musical art.793

2. The specifics and nature of creative musical work and its

creator (composer) after the secularization of the art

In his letters Beethoven writes that whilst painting relates to well-defined
outlines of a picture and poetry is slightly freer in its contemplations, only
music is truly capable of tearing the spirit away from sensuousness and of
uplifting it to other ideal spheres; it is a truly divine art, of which there is

no higher.794

790 Hukoaaesa, Oneca. Coepemennas Kyamypa u Ilpaeocrasue. Mockosckoe ITomBopse
Cesaro-Tpounukoit Cepruesoii Aaspsr, 1999/IIpesod Ha 6vsz. UBaHoBa, A., Codus, 2000,
c. 191

791 JIcuxonozust Ha meopuecmeomo, c. 128-129

792 Bepases, H. IlpednasHaueruemo Ha uogeka, c. (189)

793 For more detail on talent and genius see Chapter II, B, 2.c, p. 84

794 According to Pomer Poaan. BemxoeeH. MockBa 1957, c. 29, 288, 302
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Ferruccio Busoni speaks also of this freedom of music, and that “even the
poetic world lags behind it in incorporeality”. “It provides the most extreme
heights perceptible to humans — what other art does that?”, he asks.79%

The eminent Bulgarian musician and publicist Academician Andrey
Stoyanov notes that ‘in painting, architecture and literature the artistic
creation appears as a reflection - close or distant, direct or broken - of
events, facts, conditions, manifestations of life or nature. It is not so in
music. Neither in nature, nor in life is there anything with which it can be
compared, that can be used as a model for the composer... The possible
explanations that might be offered refer only to the form, i.e. the external

features of the work.’796

The belief that music exists to express the ineffable, what we know but
cannot say, is shared by many. This is what music has in common with
worship as human experience of God is at its core also ineffable. The
psychologist John Sloboda talks of structural ineffability, which is evident
when we feel that a particular musical event is Tight’ but cannot
necessarily explain why. He mentions also ineffabilities of feeling and
nuance, the latter being opposite to structural ineffability. “Structural
ineffability occurs because, however powerful our mental telescopes we
can never quite get it focussed on the biggest picture. Nuance ineffability
occurs because our mental microscopes can never reach the smallest level
of magnification. ...There are strong arguments for supposing that much
musical experience challenges us to go to the limits of our ability to pass
easy judgement. We are constantly tripped up over one or another form of
ineffability”.797

Music is regarded as the most abstract of the arts.’98 “Absence of
external association makes music unique amongst the arts.””99 It is often

compared with mathematics. Yet it is less abstract than mathematics as it

795 See Sketch of a New Esthetic of Music by Ferruccio Busoni, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 1322

796 CrosiHOB, AHApel. enusam e mysukama. Codus, 1942, c. 72

797 Sloboda, John. Exploring the musical mind. Oxford Uni Press, New York, 2005, pp.
153, 351, 354

798 See Storr, Anthony. Music and the Mind. London, 1992, p. 112

799 Storr, Anthony. Music and the Mind. London, 1992, p. 3
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affects not only the intellect but also the feelings, thus ‘music can
stimulate mass emotion, while mathematics cannot’.890 Mathematics
represents ordering in general, not in particular. Music is felt to be more
“personally significant than mathematics” but “the ordering process, the
concern with abstract relations” is similar.801

However, in Schopenhauer’s view the function of the arts is not to depict
particular instances of reality, but to represent the universals which lie
behind the particular.802 Wagner asserts also that ‘what music expresses
1s eternal, infinite and ideal’; it expresses passion, longing and love in
themselves, not of a particular individual.893 And this is one of the most
significant abilities of musical art. It cannot, like art, portray objects and
phenomena directly and in particular but rather reflects their general,
universal character. Music restores the unity between mind and body,
being both intellectual and emotional. It has the ability to separate and
unify contrasts which Goethe describes as the life of nature.804 Such a
vision of fundamental unity in musi¢c Schenker also had, saying that he
comprehends the musical work as arising “solely out of the core of the
Ursatz”.805 Depicting unity Beethoven said that “music gives the mind a
relation to the [eternal] Harmony. Any single, separate idea has in it the
feeling of the Harmony, which is Unity”.806

According to Schopenhauer music is not a copy of the Ideas as it is in the
other arts, but it is a copy of the very spiritual essence (“of the will itself’),
“the objectivity of which are the Ideas. For this reason, the effect of music
is so very much more powerful and penetrating than is that of the other

arts, for these others speak only of the shadow, but music of the

800 Hardy, G.H. A Mathematician’s Apology. Cambridge University Press, 1940, p. 26

801 Storr, Anthony. Music and the Mind. London, 1992, p. 183

802 Storr, Anthony. Music and the Mind. London, 1992, pp. 134, 135

803 According to Storr, Anthony. Music and the Mind. London, 1992, pp. 145, 146

804 Goethe says that “to separate the unified, to unite the separated, is the life of
nature. This is the eternal . . . inhaling and exhaling of the world in which we live,
breathe and exist.” J. W. von Goethe, Gedenkausgabe der Werke. Briefe und Gesprdche,
Zurich, 1949, 16:199. Quoted in Harvey, Jonathan. In Quest of Spirit. University of
California Press, 1999, p. 25

805 Heinrich Schenker, Das Meisterwerk in der Musik: Ein Jahrbuch (Hildesheim: G.
Olms, 1974), 2:41, quoted in Harvey, Jonathan. In Quest of Spirit. University of California
Press, 1999, p. 25

806 Beethoven, Briefe und Gesprdche, ed. M. Hirlimann, Zurich: Atlantis Verlag, 1946, p-
146. Quoted in Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999,
p.- 26
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essence”.807 It speaks directly to us: it bypasses the Ideas.808 The essence
of man lies in his constant pursuit to take part in the universal and
fundamental life of being, to ascend to its eternal melody, eternal harmony
and eternal rhythm. Hence, according to Schopenhauer, it is music which
more than any other art conveys the innermost essence of man and
expresses the inner spirit, as its main elements are those towards which
man aspires most — melody, harmony and rhythm.809 But Schopenhauer
1s wrong when he refers to music in general and does not take into
consideration the difference between creative works from different
historical periods, between mediocre works and works of genius, between
the serious and popular.810 His assertion could only be related to great
musical work. Furthermore, although music conveys “essences”, these are
not the essence of God, which is inexpressible but of man perhaps
reflecting some divine energies. Despite this music would be never able to
realize them in full.

Storr for his part comments that music can hardly be regarded as the
immediate objectification and copy of the inner life or Will since the
construction of the melodic, rhythmic and harmonic patterns especially of
Western music ‘requires considerable artifice’. Music is using sounds
which are not found in nature and by this “may certainly be expressing
the inner life in a metaphorical fashion; but its composition requires as
much conceptual thought as poetry”, if not more.811

In the highest examples of musical art, however, music can fulfil the ideal
of Schopenhauer and Wagner by reaching the universals beyond the
particular. This is usually presented in compositions springing from the
last period of a composer’s life such as Bach’s Musical Offering and the
Art of Fugue of which the Bach scholar M. Boyd says that “it exists in a
world far removed from the musica humana of our own, where music,

mathematics and philosophy are one”812,

807 Schopenhauer, Arthur. The World as Will and Representation, Volume I, New York,
1966, p. 257

808 Storr, Anthony. Music and the Mind. London, 1992, p. 140

809 [llonenxayep, npencraseH oT Tomac Mau, 1940, c. 126

810 Crosinos, Anapeit. Maeusma nHa mysuxama. Cocus, 1932, c. 25

811 Storr, Anthony. Music and the Mind. London, 1992, pp. 145, 146

812 Boyd, Malcolm. BACH. London: Dent, 1983, p. 208
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a) inspiration in music

Whitehead holds both music and mathematics as the ‘most original
creations of the human spirit’.813 Here we arrive at the question: “Are the
patterns of music and mathematics human inventions, or are they
discoveries of some pre-existing order?”814 and can creativity, to use
Galton expression, “depend upon such irrational forces as inspiration”815?
Storr mentions that even a ‘militant disbeliever’, like G.H. Hardy believed
that ‘mathematical reality’ exists independently of physical reality and
that mathematical theorems are not so much creations as discoveries. 816
Yet, Storr himself doubts that musical reality exists outside the mind that
creates. He explains that both, the unconscious and conscious part of the
mind are constantly processing and storing information which in the
process can produce new patterns and combinations. As these new
patterns appear spontaneously, many people regard them as divinely
inspired. According to Storr this means that even though solutions of
problems, the so called ‘new Gestalts’, come to people spontaneously, the
ground for them has been in most cases prepared by conscious effort.
“The inspirational quality of a sudden solution gives them special
significance which, for a believer, seems to emanate from the Deity”.817
Saying so, Storr exhibits his belief in the human brain8!® as a source of
the greatest creative achievements. Yet, he agrees that these achievements
are not entirely voluntary constructions but that “the brain operates in
mysterious ways which are not under voluntary control” and that “great
music invariably has something beyond the personal because it depends

upon an inner ordering process which is largely unconscious and

813 Storr, Anthony. Music and the Mind. London, 1992, p. 178

814 Storr, Anthony. Music and the Mind. London, 1992, p. 180

815 Cited in Storr, Anthony. The Dynamics of Creation. London, 1992, p. 205

816 After Storr, Anthony. Music and the Mind. London, 1992, p. 180 (Hardy, G.H. A
Mathematician’s Apology. Cambridge University Press, 1940, p. 70)

817 Storr, Anthony. Music and the Mind. London, 1992, p. 181

818 The mind is that which interprets, forms, creates the world and the brains are
the world. See Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999,
p. 24
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therefore not deliberately willed by the composer. This ordering process is
something to be wooed, encouraged, waited for, or prayed for”.819

Mendl also takes notice of the different degrees of artistic creation and
explains that even when divinely inspired they remain products of the
imperfect human mind, reminding us that only Christ’s “mind was wholly
divine”.820

Menuhin is convinced that “man invents almost nothing”, “he discovers,
drawing on the experience of the world outside and within himself” but on
the other hand he also says that “however it may change, music remains
man’s invention.”82!  Indeed, a musical composition is perhaps more
invention than discovery and composing is “a craft (rather than an
unconscious creative act)”822 which to a great extent can be learned but
the gift and the impulse for its creation points to an origin beyond our
reach. Thus what we describe as inspiration is not the material product of
the new reality but the stimulus and the will for inventing and creating, the
spark that enlightens the mind and that helps it to find the solution desired,

the solution itself being partially based on stored information.

Roger Sessions links the impulse to create music to the earliest instincts
of breathing, a comparison that recalls the original etymology of
‘inspiration’. 823

- The contemporary English composer J. Harvey writes that “for many
musicians, inspiration is an experience that has proved very difficult to
describe, but relatively easy to identify”. He points to three main meanings
of musical inspiration: it is physical, as “an intake of breath”; it is spiritual
since it is associated with the divine, akin to a moment of religious
revelation; and it is sudden, unexpected and mysterious.824 Carlos Chivez
defines musical inspiration as “a state of spirit, a state of mind, and - why
not? - a state of ecstasy, in which all the mental, psychic and spiritual

forces of the individual concur intensely for a single purpose, that of

819 Storr, Anthony. Music and the Mind. London, 1992, p. 187

820 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 48, 49

821 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp- 8, 43

822 Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 738

823 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 7

824 Harvey, Jonathan. Music and Inspiration. London, 1999, pp. X, XIII, XIV
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creating, composing or investigating in a total concentration of faculties in
a given direction. We do not call all cases of concentration inspiration, but
all cases of inspiration involve concentration”.825

Harvey draws attention to the need for conscious preparation for
unconscious inspiration, which he divides into two categories: ‘conscious
activity of the composer and activity that is not consciously related to any
compositional purpose’.826 Dukas took a similar point of view, suggesting
that ‘it is necessary to know a great deal, and then to make music from
that which one does not know’. Many composers have believed that if such
preliminary study is neglected, inspiration will not arise.827 Ned Rodem
says that if the composer’s ‘craft is not ready to construct a suitable
lodging for the eventual visit of Inspiration, Inspiration will turn around
and leave.’828 Stravinsky thinks that ‘inspiration is found as a driving force
in every kind of human activity. But that force is only brought into action
by an effort, and that effort is work®29 hence inspiration is a
“manifestation” which is for Stravinsky “chronologically secondary”830,
This is probably not quite so. What these composers refer to is not so
much the inspiration but the creative gift that bears fruits only when work
is added. Inspiration can arise also without preparation but the artist will
not have the tools to fulfil adequately the idea that has been inspired.
Ravel considers it to be an error “that leads people to think that the
artistic instinct is directed by the will. ... In art, craftsmanship in the
absolute sense of the word cannot exist. In the harmonious proportion of
the work, in the elegance of its unfolding, inspiration plays an almost
unlimited role”.83! This is to say that in the creative work where we have
an inspirational and a technical element, (unlike Stravinsky’s belief)
inspiration precedes the technical aspect. Nonetheless it will be wrong to
think that the Spirit creates the works of men and that they therefore

come to them whole and completed, even though in the case of some

825 Chivez, Carlos. Musical Thought. Cambridge, Mass., Harvard University Press, 1961,

p. 30, quoted in Harvey, Jonathan. Music and Inspiration. London, 1999, p. 31

826 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 15

827 According to Harvey, Jonathan. Music and Inspiration. London, 1999, pp. 16, 76

828 Quoted in Fisk, Josiah (ed). Composers on Music: Eight Centuries of Writing. Boston,

NEU Press, 1997, pp. 410-11

829 Quoted in Harvey, Jonathan. Music and Inspiration. London, 1999, p. 76

830 Stravinsky, Igor. Poetics of Music. New York: Vintage Books, 1947, p. 50

831 Harvey, Jonathan. In Quest of Spirit. University of Cahfornla Press 1999, p. 20
..,..........w,..
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composers such as Mozart or Schumann it may look so. The Spirit gives

the impulse, stimulation, the capability to concentrate and to create,

whilst the work grows in the mind.832 But in order to convert initial

impulse into musical form and valuable composition one has to acquire a

very good ‘technique’ and solid knowledge in addition to hard work.833

With other words hard work is not a condition for the arrival of inspiration
— - —==—. but rather for the fulfillment of the ideas inspired. Such an experience of -~

composition is described by many composers such as Hindemith, Wagner

and Schoenberg themselves. Well known is Tchaikovsky’s expression that

‘inspiration is a guest that does not willingly visit the lazy’®34. One mark of

the truly great composers is exactly this ability to completely integrate

inspiration and technique,835 because inspiration graces only seeds fallen

on good soil (Mk 4:8) and the good soil is found in the selflessness and

self-denial of hard work which burns up the ‘demonic evil of human

nature’ and converts it into ‘different being’836.

The need for inspiration has been expressed by composers of very different
periods and styles. Schoenberg wrote: “There are times when I am unable
to write a single example of simple counterpoint in two voices, such as I

ask sophomores to do in my classes. And, in order to write a good example

832 See p. 40 (Even though “the two are so intimately connected”...) and p. 94 (From this
review we can conclude...) where it has been highlighted that the Holy Spirit inspires
the human spirit but it does not replace it; He only assists it in the organizing of
the soul. Kupos, Jlumutrsp. Yogexvm e copabomrur Ha Boza. YU Codust 1993, ¢. 211

833 Here we are referring to Weisberg who argues that “artistic creativity is a skill
that must be learned” (after Weisberg, p. 134). He illustrates how the complete
Beethoven Ninth Symphony for example did not come to him as a whole but the
parts came “from sketches for separate work” (after Weisberg, p. 130). His notebooks
indicate that the ‘organic nature’ of his work was result of his efforts to unify
separate ideas. In his study The complete problem solver John Hayes (Hayes, J.R.
The complete problem solver. Philadelphia, 1981) provides strong evidence for the
importance of training for the composer. Analysing the compositions of Mozart he
found that even a composer like him who started to compose at four needed
training before achieving high quality. On examining what is available in recordings
of Mozart he found that just 5% of the recordings come from his first ten years of
composing career. Therefore he concluded that these compositions are of lower
quality (after Weisberg, pp. 134-5). Weisberg emphasises that “creative genius is
totally committed to work” and “these individuals spend much more time working
than ordinary individuals do” (p. 144). Weisberg, Robert W. Creativity: genius and other
myths. New York, 1986, pp. 130, 134, 135, 144, 145

834 See quote on http:/ /en.wikiquote.org/wiki/Pyotr_Ilyich_Tchaikovsky

835 Harvey, Jonathan. Music and Inspiration. London, 1999, pp. 73, 74, 72

836 Bepnaer, H. Cuucvnem ma meopuecmeomo, c. 162
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of this sort, I must receive the co-operation of inspiration”.837 The co-
operation of inspiration and of the human brain he describes with a
rhetorical question: “Has the Lord granted to a [musical] thinker a brain of
unusual power? Or did the Lord silently assist him now and then with a
bit of his own thinking? From my own experience I know that [thematic
unity] can be a subconsciously received gift from the Supreme
Commander”.838 Wagner complained that he lacks routine, and ‘if ideas do
not come to me of themselves, I cannot make them.’ Dvorak took a similar
point of view: ‘you imagine composing as altogether too easy a matter; it is
only possible to start when we feel enthusiasm839’,

According to Harvey feelings of sterility experienced by the composer are
as painful as those of the mystics since, as already mentioned, this is
perceived as a loss of grace. Yet, Honneger explains that sterility, just like

inspiration, is a temporary experience.840

Harvey talks about two types of transcendental or mystical experience. The
first he describes as “the sudden, transforming opening to a new
dimension - very emotional, very powerful” and the second almost as the
opposite: “it is to become very still. ... You have a great sense of calmness
and lightness and you are full of creative ideas, solutions to problems, and
various vivid, clear mental notions. It is said to be the womb of all

creativity”.841

Storr explains that creative people not only acknowledge the necessity of
something “which cannot be willed, and which we may call inspiration”,
but they actually demonstrate “that the exercise of will may be inimical to
the appearance of new ideas”. There is “an element of passivity, or
dependence, even of humility in the creative process” and it is surprising

to find this element “in the man of notable ego-strength, who is used to

837 Schoenberg, Arnold. Style and Idea. New York, trans. D. Newlin, London, Williams
and Norgate, 1951, p. 166. Quoted in Harvey, Jonathan. Music and Inspiration. London,
1999, p. 8

838 Schoenberg, Arnold. Style and Idea. New York, trans. D. Newlin, London, Williams
and Norgate, 1951, pp. 71, 109. Quoted in Harvey, Jonathan. Music and Inspiration.
London, 1999, p. 154

839 The other word for inspiration. Citations after Harvey, Jonathan. Music and
Inspiration. London, 1999, pp. 7, 8

840 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 12

841 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 66
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relying upon his will. For new ideas and creative inspiration cannot be
conjured up voluntarily: they come to people; and although it is possible
to arrange life so that they are more likely to make their appearance, there

can be no guarantee that they will do so”.842

Harvey observes a general consensus among composers that unconscious
inspiration is both a necessary part of the creative process and an
infallible guide when compositional decisions have to be made’.843 Or as
Schumann expresses: “Nothing right can be accomplished in art without

enthusiasm [inspiration]”.844

b) structural and emotional abilities of music; ontological and

psychological time based on similarity and variety

By attempting to understand the nature of music we must take into
account that the parts of the brain concerned with its emotional effect are
different from those concerned with the appreciation of the structure.
“Experiments on the reaction of the brain show that the right hemisphere
responds to music and the left to speech.”845

They are two attitudes for appreciating music: the first is linked with
extraversion (predominately emotional reception of music, which can get
the listener so emotionally involved that critical judgement becomes
impossible) and the second with introversion (more rational and abstract,
which can make it difficult to appreciate the emotional impact of
music).846

There always has been uncertainty of what exactly music expresses but
disputes about it started to be important only with the rise of music’s
independence or of the so-called ‘absolute’ music. The ‘formalists’, as
already mentioned before [Chapter Four|, consider that music is an

entirely antonomous art; that works of music do not have a meaning

842 Storr, Anthony. The Dynamics of Creation. London, 1992, p. 200

843 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 14

844 “Ohne Enthusiasmus wird nichts Rechtes in der Musik zu Wege gebracht”.
Schumann, R. Gesammelte Schriften. Bd. 1V, S. 303. See translation on
http:/ /people.famouswhy.com/robert_schumann

845 Storr, Anthony. Music and the Mind. London, 1992, p. 36

846 Storr, Anthony. Music and the Mind. London, 1992, p. 39
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outside themselves; and that the listener’s experience in hearing a work of
music is entirely the result of his appreciation of its structure.84?7 They
considered music “intelligible not because it refers to something outside
itself, but because it has an internal, structural coherence”.848 Music
structures time and for some musicians that is music’s most essential

function.84? Stravinsky distinguishes two modes of time called by him

.-~ -‘psychological -time’-and -‘ontological time’.-The first-is time, “which varies- —---

according to the inner disposition of the subject and to the events that
come to affect his consciousness”50 and the second is time as it is
measured and is less concerned with personal feelings.85! In Stravinsky’s
wording “the music that adheres to psychological time likes to proceed
with contrast’.852 The technique of contrast which “produces an immediate
effect” is “an element of variety, but divides our attention”853 and can give
=+ a wrong sense of time, e.g. if the listener gets emotionally involved time -
seems to pass faster for him. “Music that is based on ontological time” on
the other hand “is generally dominated by the principle of similarity”.
Stravinsky explains that “to these two principles which dominate the
creative process correspond the fundamental concepts of variety and
unity”.85% According to him similarity which “is born of a striving for unity”
“satisfies us only in the long run”, whilst “variety is valid only as a means
of attaining similarity”. Because variety and contrast surround us
everywhere no effort is needed to detect it, whilst “similarity is hidden; it
must be sought out, and it is found out only after the most exhaustive
efforts”.855 The “need to seek variety is perfectly legitimate”, he says “but

we should not forget that the One precedes the Many”8%6. However

847  Stravinsky, Igor and Craft, Robert. Expositions and Development. London:
Faber&Faber, 1962, pp. 101-3

848 Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 155

849 The rhythmic organization of time is rooted in nature (change of day and night,
of seasons, etc.) as well as in the body (breathing, walking, heartbeat, etc.) Some
scholars consider that “to study rhythm is to study all of music. Rhythm both
organizes, and is itself organized by all the elements which create and shape the
musical process.” Cooper, G. and Meyer, L. B. The Rhythmic structure of music. Chicago,
1960, p.1, cited in Storr, Anthony. Music and the Mind. London, 1992, p. 33 (see also p.
184)

850 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 30

851 See Storr, Anthony. Music and the Mind. London, 1992, p. 185

852 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 31

853 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 32

854 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 31

855 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 32

856 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 32



191
Stravinsky says that “mere common sense, as well as supreme wisdom,
invite us to affirm both the one [the One, the ontological, the similarity]
and the other [the Many, the psychological, the variety]” and “the
coexistence of both is constantly necessary”.857
Of the psychological and ontological aspects of music spoke also the
philosopher of art Pavel Florensky.858
Messiaen, to whom composing was ‘a matter of revealing the divine order’, -
related to the ‘real’ or ‘ontological’ time and his music was therefore not
‘concerned with progression towards a goal’.859
The “somewhat static music” of Bruckner, who was known for his
religious devotion, “has been compared with walking round a
cathedral”.860 Admittedly not all religious music that “seems revelatory” is
static. Haydn’s music for instance is a garish example of liveliness that
moves strongly towards a goal.861
Stravinsky who represents the formalist view that ‘music expresses itself
bringing “meaning from music’s outside to its inside” 862, considers each
new piece as a new reality “beyond what can be called the composer’s
feelings”, which music cannot express.863 The same view is shared by
Hindemith who does not deny that “music induces emotion in the
audience” but considers the emotions aroused by music as not real and
goes as far as to see the composer as a skilful manipulator who moves the
audiences into experiencing false emotions, just as Hitler did with his

speeches.84 He did not take into consideration that because music exists

857 Stravinsky, Igor. Poetics of Music. Harvard University Press, 1994, p. 32

858 From early childhood Florensky showed unusual receptiveness to certain
phenomena of art and above all to the auditory, music and poetry. He considered
the works of Mozart and Beethoven to be the standard of true musicality. He
especially loved singing and was most attracted not by the words or not even by
the melody but by the “manifestly irrational”, which rose up before him “like an
enigmatic hieroglyph of a mysterious world”. ‘What he valued in music was not
psychological, but something deeper, more ontological’. In general art for Florensky
is not at all psychological, but ontological, revealing the prototype. He saw the
process of creating an icon for example as a repetition of the major “steps of divine
creation” and therefore called iconography “visual ontology”. See Bychkov, Victor.
The aesthetic Face of Being. Art in the theology of Pavel Florensky. SVSP, Crestwood, NY,
1993, pp. 20, 21, 44, 90

859 Storr, Anthony. Music and the Mind. London, 1992, pp. 185-186

860 Storr, Anthony. Music and the Mind. London, 1992, p. 186

861 Storr, Anthony. Music and the Mind. London, 1992, p. 186

862 Goehr, Lydia. The Imaginary Museum of Musical Works. Oxford, 1992, p. 153

863 Stravinsky, Igor and Craft, Robert. Expositions and Development. London:
Faber&Faber, 1962, pp. 101-3 Ce
864 Storr, Anthony. Music and the Mind. London, 1992, pp. 74, 76 e

- R
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in time it appears to be in constant motion and thus has the ability to
express more aptly the richness and diversity of human emotions, their
motion and nuances.865 Also Stravinsky failed to realise that composers
who are more concerned with the drama of personal feelings also search
for unity; the unity of the opposites expressed in the resolution of

contrasting themes.866

- _“Music is born of feeling to appeal to feeling. ...~ It is the product of human—--

experience even if it transcends experience by crystallizing feeling”.867

The emotional power of music is often experienced already in early
childhood and for many musicians it had a profound effect on their
motivation for future involvement with music.868

According to Menuhin the wonder of music is that it organizes our feelings
into a logical order. For him the structure of music is part of the structure
of nature, of vibrations and overtones, and he sees the Western creation of
the “tempered scale” as a manifestation of man’s artistic will, “adjusting
nature to meet aesthetical and practical needs”. Western harmony has the
sense of tension and relaxation in our emotional cycle which is built into it
directly “in the alteration between the major and minor. The bright major
chord is the first and the only pure one we encounter in natural
overtones” and is generally regarded as ‘happy’. The dark or ‘sad’ minor
chord Menuhin considers as the loss of the purity of the middle note, like
sadness is the loss of the peace with oneself, which wants to rise and
unite with its natural series by becoming major.86° This rather bésic
association of the major and minor third as ‘happy’ and ‘sad’ can
admittedly only be adopted in referring to its isolated use. Once included

in the musical structure it could have a whole variety of nuances often

865 Storr, Anthony. Music and the Mind. London, 1992, p. 79, 88 and Mysuxanen
mepmuHono2uueH peururx. Codus, 1979, c. 359

866 Storr, Anthony. Music and the Mind. London, 1992, pp. 185, 186

867 Thought of Julius Portnoy in The Philosopher and Music (1954), quoted in An
Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New York,
1978, p. 197. That is why ‘even absolute music may have originally been inspired by
some external stimulus’ (a person, an emotional experience, an event, etc), but
according to Storr ‘if the music is good enough, we don’t need to know what that
stimulus was’, especially when considering that the actual enthusiasm (inspiration)
comes from Spirit. Storr, Anthony. Music and the Mind. London, 1992, p. 81

868 Similar findings are reported in studies on ‘strong emotions to music’ by
Gabrielsson and Lindstrom, 1993, quoted in Sloboda, John. Exploring the musical mind.
Oxford Uni Press, New York, 2005, pp. 168, 169

869 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, pp. 28, 31, 32
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expressing exactly the opposite feeling of these descriptions.870 Despite
this it is to a great extent a cultural concept.87!
John Sloboda indicates that music’s strong emotional impact on listeners

evokes not only inner, psychical feelings and personal associations872 but

also ‘physical concomitants of emotion’ such as tears, shivers, etc.873 As

already mentioned music organises time and by imposing order it ensures

‘that -the -peak of the emotions is aroused more or less at the-same -

moment.874 That this happens is proved by many experiments. As result of
these Waterman suggests that the listener’s reactions are stable and
locatable within specific portions of the musical structure. Tears for
example are associated with melodic or harmonic sequences,
appoggiaturas and suspensions, and downward harmonic movement
through the circle of fifths. Shivers are associated with enharmonic
changes and other harmonic, textural, or dynamic discontinuities. A
racing heart is associated with syncopation, and other forms of accentual
anticipation. Sloboda considers these responses and effects as ‘pre-
aesthetic’ because they “were insensitive to style, and examples of all
these effective structures were found in both classical and pop music”.875

Mendl sees within Western tradition a kind of consensus between

870 Also Busoni refers to this explaining that “we have created two seven-note
scales, the major and the minor” and “have taught and learned to hear them as
opposite; and they gradually acquired a symbolic meaning” of “satisfaction and
dissatisfaction, joy and sadness, light and shade”. But he considers it strange to
experience these as opposite since “they both have the same face, at times lighter
and at times more serious; and a small stroke of the pen is sufficient to transform
one into the other”. See Sketch of a New Esthetic of Music by Ferruccio Busoni,
presented in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 1324

871 Remark of Prof. John Howard

872 Actually according to Mendl music does not rely on association. Mendl, R W.S.
The Divine Quest in Music. London, 1957, p. 51

873 Sloboda, John. Exploring the musical mind. Oxford Uni Press, New York, 2005, p. 168
874 Music has a tendency to coordinate at least the shape of the rise and fall of
emotional response in a body of people. We are all likely to feel most strongly at
the same point, even if the precise colour of our feelings differ from one to another,
analyses Sloboda. Such coordination becomes even more focused when we are
engaged together in making music. We are contributing in it to a larger whole, so
that our small individual contribution becomes more significant and becomes
amplified. Sloboda, John. Exploring the musical mind. Oxford Uni Press, New York, 2005,
p. 358

875 Waterman (1996) played to a variety of listeners the same musical extracts (in
individual testing sessions) and asked them to indicate by pressing a button
whenever they ‘felt something’. He found significant agreement between listeners
in location of button presses. There was also within-listener agreement when the
same pieces were played one year later. Sloboda, John. Exploring the musical mind.
Oxford Uni Press, New York, 2005, pp. 169, 170
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composers as to which musical devices are used to present particular
emotions. Except the already mentioned major third associated with joy
and the minor third with grief, the augmented fourth for example was
called by medieval theorists “diabolus in musica” and because of its
flawed sound it is often used by composers to depict demons, hell,
horror’, etc.876

Even though the emotions evoked in the different individuals may vary
Storr considers it as not important. “What matters is the general state of
arousal and its simultaneity”, he says, and its capacity to intensify group
feeling and solidarity which makes music so powerful.877

For Storr one of the reasons why music affects us so deeply is its ability to
structure our auditory experience and thus to make sense out of it. That
1s why perception of structure is essential to musical appreciation.878 But
he emphasises also that the appreciation of the expressive ability of music
1s equally important. Thus Storr shows surprise that there should be any
dispute between formalists and expressionists since it seems obvious that
appreciation of both f‘form’ and ‘emotional significance’ cannot be
separated. ‘If a listener comes to know a work of music well, he is
responding to it as a whole. Form and content in music as body and soul
in humans are indivisible if either are to live’, concludes Storr.879 Blacking
extends this description by saying that responses to structure depend not
only on the current emotional state of the listener but also on his cultural

background.880

876 Storr, Anthony. Music and the Mind. London, 1992, pp. 73, 74

877 Music continues “promoting social solidarity” to this day. Making music
together is an irreplaceable way of achieving closeness. Members of small chamber
groups develop an intimacy which they claim as unmatched by any other
relationship. It brings also the members of the audience closer together since by
listening to the same piece they share in similar general emotions. Storr, Anthony.
Music and the Mind. London, 1992, pp. 30, 31, 108

878 Storr, Anthony. Music and the Mind. London, 1992, pp. 104, 179

879 Storr, Anthony. Music and the Mind. London, 1992, p. 79, 88

880 Blacking, John. How musical is man. USA (University of Washington Press), 1973, pp.
20-21
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c) specific features of the artistic approach to creation in different -

composers

The structure of the artisticocreative process encompasses two
interrelated aspects: spirito-creative, creating jChCi ide_gl _grti.stic model anc} o
-materio-creéltive,* Q&;};icﬁ-is-thé objéctification of this model in order to |
. - -.... Create the material artistic object. Both remain a mystery when it comes to-=----
the inner process as the human mind cannot grasp in what manner the
musical idea appears in the composer’s mind; how the complex multi-
textural harmony of the score starts to sound in it and how the genius can
comprehend the whole from beginning to end even before touching the
manuscript paper. And if the poet is hearing only one phrase where the
words come consecutively, the composer of polyphonic music hears two,
- . three, four and more voices simultaneously, and that not in a chaotic way
but in an inconceivable harmony. The whole process is so astonishing
that any attempt to embrace the miracle of musical and especially
compositional talent by means of reason is only a pitiful effort to

comprehend the Infinity.

It is worth noting the account W. A. Mozart gives about his own creative
process: ‘When I am in a good mood ideas come to me in crowds. Those I
like 1 keep... And then small details come unto me of which a good meal
can be made, according to the requirements of the counterpoint or the
sound of the instruments... It enkindles me and everything goes so well
that the composition is fully complete in my head. No matter how long it is
I can embrace it instantly in my mind as if I am looking at a beautiful
painting... I cannot forget easily something that has come into being that
way and this is, probably, the most beautiful gift God gave me... Then,
when I sit to write it down, all I have to do is to pull out from my brain’s
“pocket” everything gathered there in this manner. And the writing is
usually done quickly without any changes, or fairly rarely. It renders

everything settled in my mind.”8! That is why Mozart could be interrupted

881 Quot. after CrosinoB, Auapeit. I'enuam e mysurxama. Cocus, 1942,Cocdust 1942, ¢.78

A similar quotation is cited of a letter by Mozart on p. 17 of Weisberg, Robert W.
Creativity: genius and other myths. New York, 1986: “When I feel well and in a good
humour, or when I am taking a drive or walking after a good meal, or in the night
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during the process of writing and he could talk about the most banal
subjects without his work being distracted. He even is known to have said,
‘I continue to compose because that fatigues me less than resting”.882 He
did not need the physical writing as the whole structure of the
composition came to him naturally within the Classical style hence he
could by-pass the sketching process. For Mozart as for many composers,
-music-- to -use the expression of English composer and musicologist John -
Howard - sounds as “a continuous tape in the composer’s head”.883
Also Bach, Schubert and Schumann were able to write with such an ease,
and possessed a similar universal way of thinking — they shaped all in
their heads. Schumann advised young composers to build in advance the
whole work in their mind and only after they had completely moulded it
there to try it on the instrument: “If your music springs from your soul,
take it; in this way it will effect others, too.”884
In the case of Bach his musico-technical competence was on such a high
level, he was composing and improvising fugues®8S with such an ease that
it is difficult to. tell which part is inspiration and which is technical
mastery.886 Because, as we already noted, mastery, even if based on

God’s gift, results from tremendously tenacious and single-minded work.

Whilst composing is a creative work par excellence, which is premeditated
and has a plan the improvisation is very much dependant on immediate
decision of unprepared spontaniousity, i.e. intuition on the spot, and its
level of mastery is according to the abilities of the improviser. Hence a
major distinction between composing and improvising is the key difference
that the composer spends time fashioning the music and it is a ‘step-time’
activity. Improvisation on the other hand happens irreversibly in time, i.e.

even though some hints of the performance could be pre-planned, most of

when I cannot sleep, thoughts crowd into my mind as easily as you could wish.
Whence and how do they come? I do not know and had nothing to do with it.
Those which please me, I keep in my head and hum them; ... Once I have my
theme, other melody comes, linking itself to the first one, in accordance to the
needs of the composition as a whole.”

882 Quoted in Gardener, Howard. Extraordinary minds. USA, 1997, p. 64

883 Comment of Prof. John Howard made on 11.1.2008.

884 Schumann, R. Gesammelte Schriften, B. 4, S. 302

885 Fugue (Ger. Fuge; It. fuga): polyphony is the most sophisticated multi-voiced
music and the fugue is the supreme imitative polyphonic texture. It is very
disciplined and as a structure “almost writes itself” [John Howard].

886 CrosinoB, AHapeit. ['enusm e mysuxama. Cocusa, 1942, c. 76
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it is spontaneous and unique which cannot be re-shaped or re-worked.
Once it is over it cannot be repeated exactly in the same fashion ever
again and it is destined to be forgotten.
Even though it is spontaneous by nature man cannot rely there
completely on inspiration, because inspiration, as we have already seen, is
beyond the human will. Thus improvisation is an expression of skill and
ability, which depend to a great extent on the technical preparation of the
improviser (i.e. achieving high technical mastery of the instrument, as a
necessary pre-condition for the technical ease of improvisation, since low
technical abilities reduce its possibilities). In this aspect this form of
creative work is similar to the work of the interpreter. Like the improviser
the performer needs a tremendous technical dexterity and preparation
before being capable of doing justice to the composer and he is also not
able to revise his performance once he has finished (though he has at
least the chance to do so in another performance of the same work). |
However, Blacking holds that one cannot learn to improvise, even though
he does not mean that improvisation is random.887 Of course, we cannot
generalize in this way. Improvisation is partly learned like anything else.
In fact, technical grounding can be acquired partly through the medium of
improvisation.
Thus the true answer may lie in the fact that improvising is normally a
combination of the performer’s decision according to the stylistic frame,

1.€. in the stylistic context [it needs to be within the limits of the chosen

style).

Coming back to Bach’s music what is obvious there is that it entirely
conveys his inner life, his genuine devotion, prayer and active
participation in Christ’s suffering. Bach had deeply co-suffered with Christ
with a grieving awareness of man’s sinfulness whilst composing the C-

minor Mass (Hohe Messe in Cm) and the Passions,888 to which even

887 Blacking, John. How musical is man. USA (University of Washington Press), 1973, p.
100

888 “Diese Musik kam aus Sebastians innersten Herzen: er schrieb sie in schwerem
Leiden, denn nie konnte er Christi Wunden und seines Kreuzestodes gedenken,
ohne selbst zu leiden und die Sindhaftigkeit der Kreatur zu empfinden”. Even
though this quotation is from the fictious Autobiography of A. M. Bach written by
the English writer Esther Meynell in 1930, knowing the music to which is referred
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Nietzsche rendered homage: “This week I have listened three times to the
‘St. Matthew’s passion’89, composed by the heavenly Bach with the same
feeling of great admiration. Whoever has forgotten Christianity can indeed
hear it there as a Gospel.”890
“The music of J. S. Bach”, depicts Menuhin poetically, “expresses our

higher ethics, our strongest morality, our noblest sentiments”. 891

Rather different was the creative process of Beethoven. Owing to the
numerous sketch-books we can follow the various stages of the internal
creative process of the composer and at least catch a glimpse of this
miraculous laboratory. He did not follow every call of inspiration; he would
diligently make notes of every idea of his creative imagination but would
select only the most expedient. Form and content did not appear to him as
a single inspiration as in the case of Mozart or Schumann.8%2 He was
compelled to make numerous attempts at reshaping his musical ideas
before they assumed their final form. His sketch-books are full of various
outlined themes that later became different compositions, while others
remained completely unused. ‘The reason for this’, explains John Howard,
lies in his innovative approach. He did not see the form fixed but heard
new possibilities and searched for new solutions.®93 Thus the way in
which Beethoven worked was highly strenuous - he tried, changed,
rejected and tenaciously looked for that which would satisfy him. His
compositions were lengthily premeditated and were preceded by labor
“almost unparalleled elsewhere in music”.894 Beethoven’s notebooks reveal
some moments of his creative process, yet, according to Academician
Stoyanov, ‘they cast a poor light on the entire process of creation’9. How
can we imagine, for instance, that the impressive complex structure of the
Ninth symphony, in the fourth movement of which the sophisticated

orchestral texture is combined with the text of Schiller’s “Ode to joy” and

to, there should be no doubt of its authenticity. [Meynell, Esther]. Die kleine Chronik
der Anna Magdalena Bach, Leipzig, 1935, S. 261, 263

889 “Matthaus passion”, i.e. ‘Christ’s passion according to Matthew’.

890 Quot. according to llankos, npot. ®p. Huywe u xpucmusHcmeomo, ci. [IyX. KyaTypa,
KH. 3-4, 1948, c. 1-15 o

891 Menuhin, Y., Davis, C. The Music of Man. Methuen, Néw York, 1979, pp. 1-2

892 Storr, Anthony. The Dynamics of Creation. London, 1992, p. 198

893 Comment of Prof. John Howard in May 2008.

894 Rosen, Charles. The Classical style. Faber and F aber, London, 1971, p. 386

895 CrosiHOB, AHApel. ['enuam e mysuxama. Cocusi, 1942, ¢.79
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is distributed among the eight voices in soloists and choir, was accessible
to the inner hearing of a person utterly disturbed by tinnitus and
deafness: without having the opportunity to hear his composition in
reality. But nonetheless he called into being one of the most significant in
its creative achievement work of genius, ‘uniting mankind within a
magnificent musical embrace®9. This is an inaccessible mystery and a

——titanic triumph of the spirit! - - .- -... . e

Yet again the creative process of Chopin was much more different. He
worked with extraordinary demands on himself, which made him rewrite
again and again the same bar. George Sand tells that sometimes he
worked on one musical page for six weeks but at the end he would write it
in the way he first drafted it.897 This is an example of a process where the
creative artist was forced to choose the spontaneously aroused idea
instead of his own elaboration.

We see how different the creative approach of various composers can be,
but equally enigmatic and impervious to real analysis.

For certain type of musical works we could agree with Eduard Hanslick898
that they do not have any other content but musical. But for the others,
‘where the composer has reflected something much more than a bright
idea or the ability of genius to combine tones in beautiful forms, the
enigma about the origin of musical creations stands out in all its

complexity’.899

In program music and that of the impressionists in particular, one can
distinguish, though relatively, an imitation of a given natural phenomenon

(wind, rain, stream, waves, rainstorm, singing of the birds), but even this

896 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 124

897 Quoted in Ilypraaec, Tu apo. Aucm. Hlonen. Usn. “Mysuka”, Codus, 1986, c. 253

898 Eduard Hanslick (1825-1904) was one of the first professional music critics.
Whilst disagreeing with the then-current notion that the primary function of music
is to represent emotions, he is not denying that music arouses feelings and that
much music can be characterized by analogies with our emotional life. He is trying,
however, to explain that these feelings are coming through technical means and
not directly from the soul of the composer. He considers the artist to be
“inscrutable” but not the “artwork”. Strunk, Oliver, editor. Source reading in music
history. W.W.Norton & Company Ltd, USA, 1978, p. 1202

899 CrosinoB, AHnpeit. I'enusam e mysuxama. Codusi, 1942, c. 76
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imitation relates to the musical spirit of the composition by means of
which the author animates natural sounds. That “music should not
slavishly imitate nature but evoke its fluidity, freedom and mystery” was a
principal aesthetic position for the composer of “La Mer”, Debussy.?00 If

music was only a simple imitation of ‘real-life sounds’, it would not have

any artistic value and would be a “mimicking of surface
_characteristics”01, ____ . e e h i =
Wagner introduces the ‘Leitmotif’ technique in his operas, i.e. a given
image, idea or inner state takes a certain sound characteristic, which is
reiterated many times during the work, always reminding of its prototype.
But even in operas like those of Wagner where speech has a primordial
role, music can do without stage acting.902 The listeners can receive
sufficient aesthetical delight even without it, i.e., they can experience the
music in itself and “this is what remains essential for them”. 903 Mozart,
when talking of Italian opera, indicates this ability of good music to please
even in spite of “miserable libretti” because “there the music reigns
supreme and when one listens to it all else is forgotten”.904

According to Mendl music is not normally imitative but it has its own,
independent language that can express a wide range of feelings, whether
religious or not. It does not individualize in the particular way a poem can,
but expresses in a more “general form, peculiar to itself”.905 Also
Academician Stoyanov draws attention to the fact that the language of
music is different from speech and uses an entirely different alphabet and
means of expression and that no one has ever managed to explain the

music in its own language - by music.9%6 Storr writes that we need a new

900Along with Maurice Ravel, Debussy is considered one of the most prominent
figures working within the field of impressionistic style. See Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 1431 and
Wikipedia on Debussy

901 Sloboda, John. Exploring the musical mind. Oxford Uni Press, New York, 2005, p. 167
902 Text is a dimension of the music because it has its own sound and rhythm which
can contribute to the music in addition of the importance of its meaning. However
it is arguable to what extent the real meaning of the text is perceivable by the
listener when it is sung since it often gets lost either through extended melismatic
phrases on one and the same syllables, or through unclear diction of the singer,
etc. Comment of John Howard

903 CrosinoB, AgApei. I'enuam e mysukama. Cocdusa, 1942, c. 85

904 Mozart, W.A., Letters to His Father, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 969

905 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 51

906 CrosinoB, AHapeit. Mazusma na mysuxama. Cocus, 1932, c. 25
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language to describe music so as to be able to be understood by the
modern listener.997 Perhaps Debussy was right in saying that “we should
constantly be reminding ourselves that the beauty of a work of art [of
music] is something that will always remain mysterious; that is to say one
can never find out exactly ‘how it is done’... By its very nature music is

more likely to contain something of the magical than any other art”.908
d) composer’s mission

Schumann considers a composer to be not at all an ordinary craftsman,
serving the entertainment and pleasures of the crowd, but to be God’s
messenger, entrusted with the most responsible mission, as he was given
much (Lk. 12:48). He says: ‘From the moment, that a composer starts to
create, he becomes a noble being, a servant of God, clairvoyant and
prophetic. His thoughts and feelings come from God’s mercy as a gift, his
work is a longing, which springs from God’s power’. 909

Bruckner, like the chant-writers of the Byzantine Church, considers his
role in composing as a “weak human achievement”10 and thanks God,
Who has given him the gift for all that he has created.9!! Whereas
Stravinsky spoke of himself: “I am the vessel through which Le Sacre
passed” which leads to the notion of authorial absence: “this is not me” or
the author is possessed by a voice that is not his own.912

Divinely inspired composers, according to Andrey Stoyanov, eavesdrop on
the music of the inner, hidden and deep life of the universe - we can even
say, of the blissful harmony between the persons of its Triune Originator ~
and this is the only thorough music.913 Or as Goethe poetically depicts it:

‘When [ listen to Bach, it is as if the eternal harmony engages in

907 Storr, Anthony. Music and the Mind. London, 1992, p. 78

908 Three Articles for Music Journals, III (1913) by Claude Debussy, presented in
Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA,
1978, p. 1434

909 Quoted in Religion in Geschichte und Gegenwart. 2 Aufl, Bd. 4, S. 295

910 Bruckner, Anton. Dokumente und Studien. Graz, 1980, S. 265

911 Bruckner, Anton. Dokumente und Studien. Graz, 1980, S. 265

°12 Stravinsky and Craft, 1962, p. 169, quoted in Harvey, Jonathan. In Quest of Spirit.
University of California Press, 1999, pp. 18, 19

913 CrosinoB, AHApe#. Mazusma Ha mysuxama. Codus, 1932, c. 25, 24
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conversation with itself, as it would have been in the bosom of God before
the creation of the world™14.
Yet even those divinely inspired artists could not reflect in a perfect
fashion what they hear inside their mind, just as, all the more, the music
manuscript is unable to convey the plenitude of the prototype.
The composer, explains Andrey Stoyanov, is forced “to cripple his precious
offspring right from their birth, from the moment when they pass over
from his consciousness into the material world of constraints and
inevitable conventions”.?15 Therefore, like St. Augustine, Stoyanov
concludes that ‘the composer does actually not create. He only listens in
and writes down what he manages to apprehend’.916
Hence, musical work cannot avoid the limitation of the flesh. Yet, it has
different degrees and when the thickness and limitation outgrow the
“weight of the lower levels” they proceed to the category of spirit.917
‘We are deaf to the music of the essence’, continues Andrey Stoyanov, it is
as ‘sleeping’ music. But there are minutes “in the life of rare fortunate
men when their inner hearing is on the verge of awakening as if in a
moment they would be carried away on the waves of never ending music
...”218 It seems at this time of inspiration the composer manages without
effort to cross that threshold and as though to anticipate the solution of
those difficult enigmas. And the more perfect is his inner hearing, the
more precisely he perceives the echo of the divine harmony in his soul.
Would some until now “non-existent” genius, wonders A. Stoyanov, ever
manage to convey in tones the prototype of musical work in its real and
perfect form?919
Perhaps the attainment of the perfect harmony and of the perfect
prototype would only be possible when man restores the broken harmony
and perfection within himself, thus casting aside the old Adam in order
that the “living soul” may become a living “spirit” (1Cor. 15:45). At this
stage the creative act consists in the awakening and fulfillment of the

overheard in the range available for human hearing.

914 Cited in IllTopk, Kapa. Hemopus myseixu. Mocksa, 1918, c. 7

915 Crosinos, Auapeit. Mazusma na mysukama. Cocus, 1932, c. 25, 22-23

916 See above. CtosiHOB, Anapeil. Mazusma Ha mysukama. Codust, 1932, c. 25, 24
917 Crosinos, Aapeit. Mazusma nHa mysukama. Cocus, 1932, c. 25, 24

918 CrosinoB, Auape#t. Mazusma Ha mysuxama. Cocus, 1932, c. 25, 24

919 Crosinos, Aunpeit. Mazusma na mysuxkama. Cocus, 1932, c. 25, 27
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e) the relation between the creative work and private life of the

composer

The creative work and the daily life of the composer manifest in most of
the cases different and at first glance even contradictory sides of his
personality. ‘In his creative work is reflected the deepest and the most
essential part of his nature, and at the same time the most bright and
dignified™29, but this does not exclude the possibility of his daily life being
rather ordinary and even uncongenial. Mendl mentions this fact by
noticing that there are many cases in the history of art when artists who
lead not an exemplary private life have created art of great quality: “they
rise above the worst side of their natures and put the best of themselves
into their artistic creations”.921 Storr is convinced that only great artists
create an image which transcends the personal, and which seems to
portray the ‘divine’ element.922 Great music transcends the individual who
created it, he explains.

Also for some composers such as Berg ‘a complex personal life seems an
essential component of creativity’.923

‘Some aspects of the composer’s personality inevitably manifest
themselves in his music; but the object of listening is to get to know the
music, not to get to know the composer’ which is to say that ‘musical ways
comes first!’, concludes Storr.924

Academician Stoyanov is convinced, however, that despite all, between the
life and the creative work of the composer there exists harmony, but life in
its innermost depth, where he is a true son of God, there lies the true

motherland of his “musical offspring”.925

J) performing art and creative perception

920 CrosHoB, Anapeil. ['eHuam e mysuxama, c. 86

921 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 49
922 Storr, Anthony. Music and the Mind. London, 1992, p. 134

923 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 69
924 Storr, Anthony. Music and the Mind. London, 1992, p. 121

925 CrosiHos, AHapeit. Nenuam e mysurxama, c. 87
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To complete the topic discussed above we should also mention the art of
performance as an integral part of the musico-creative process without
which musical works would remain lifeless musical symbols. The specific
of the musical language is twofold - graphic and acoustic.
The performer has the artistic task to translate the work from its graphic
form into acoustic sound thus revealing ‘by different means of expression
its 1deological-emotional content®26. ‘What the composer’s inspiration
looses through notation, his interpreter should restore by his own
[inspiration]’, explains Busoni.®27
The artistic nature of the performance consists in the so-called variant
multiplicity of perception. l.e., the composition in its perception passes
firstly through the artistic conception of the performer(s) and then through
the creative perception of the listeners.
Integrated in essence, the content of the work is split into an infinite
number of displays in the psyche of its consumers (performers and
listeners), being reflected in the personal experience of each of them.928
These three main groups which are indispensable for the realization of the
musical work constitute an integral (triune) creative process where each
one of them brings his own creative contribution. Thus in the art of music
we speak of an artist-creator, an artist-performer and an artist-listener.
The uniqueness of artistic perception is determined by the uniqueness of
each person. Emotions expressed in the music are not necessarily those
aroused in the listener. Two people listening to the same piece of music
may not always experience the same emotion, any more than the same
person may do so on different hearings. But what the available data do
strongly suggest is that if these moment-specific emotions are felt at all,
then they are felt at the same points in the music by all listeners.929
Not only the different performers, but even the same performer cannot
perform one composition twice in the same way. The same is true for the
listener: each hearing of a given work reveals something new, which
passed unnoticed the time before, constituting his creative listening. In

order to fulfill his creative task the listener should try, according to

926 CrosinoB, Annpeit. My3sukanana unmepnpemayus, 1961, c. 209

927 Presented in Harvey, Jonathan. Music and Inspiration. London 1999, p. 65

928 Knuea no Scmemuke 05 My3uxanmos, c. 194

929 Sloboda, John. Exploring the musical mind. Oxford Uni P_Eess, ﬁey York, 2005, p. 356
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Stockhausen, to participate “in the collective, by being utterly
concentrated”. He recommends to achieve the state where to be not just
“conscious of the music” but “to be conscious as the music”, i.e. to be the
music.230

The performer is a mediator between the composer and the listener, in the
same way the composer is a mediator93! between the divine harmony and
the man. As the conception of a work never can be fulfilled in its fullness
by the man-creator so also the interpretation can never completely match
the composer’s idea. Nonetheless, in sidereal moments the performer can
be blessed to feel the blissful proximity of the perfection, [proximity] of the
“greatest Master of music”932, which [perfection] was contemplated in a
similarly sidereal moment by the composer of the work performed and
ideally to transmit this reality to the listener, making him a part of it. This
1s the most blissful communion of the spirit of the man-creator and of the
Primal Creator, the most sublime rising of the soul towards Beauty. The
artist fulfills then the legacy of Schumann: ‘It is music’s lofty mission to

shed light on the depths of the human heart’.933

3. Criteria for musical creativity with beneficial effect

The musical gift comes from God: it is the talent God offers to His
servants. But what they do with it, how they develop it and in which
direction depends also on the man himself. God helps to cultivate this
talent towards the sublime and the humane but only with the voluntary
co-operation of man, or else it would be a violation of his free will.

We have certain moral criteria, which the Holy Scriptures };rescribe, whilst
a moral example in everything is Christ Himself.

But what will be the criteria to distinguish “divine” from “demonic” in art?

930 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 21

93! Stockhausen shares that he is “not communicating anything personally. I am
just making music which makes it possible to make contact with the supra-natural
world”. Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 21
932 ‘The great Master of music is above. In comparison with Him we are all midgets’
(1824) - words of Beethoven cited in Posaan, Pomen. Bemxoeen. Mockea 1957, c. 303-
315. Reference by Ilenos, 1. Cunama Ha mysuxama, c. 108

933 English translation after An Encyclopedia of Quotations about Music. Compiled and
edited by Shapiro, N. New York, 1978, p. 198 (Bvarapcku npesox no CTOSIHOB, AHppeii.
Mazuama na mysuxama. Codust, 1932, c. 25, c. 34)
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Many scientists and artists thought like Schumann?4 that the true, the
valuable and great art is that filled with inspired enthusiasm, i.e. with
divine energy and hence beneficial.
But what is this objectively true art?
In terms of aesthetics true art is that which is beautiful: “outside beauty
there is no art”935. But what is beautiful?
Various philosophical systems offer different opinions. Some think that
beauty is a reflection of the beauty in the real world, others - of the beauty
of the mind, a third - of the beauty of the soul, whilst the materialistic
aesthetics of Marx and Lenin decided that the beautiful is the veracious,
1.e. the art reflecting truthfully the surrounding reality.936
St. Augustine defined as beautiful that which is good, and as good that
which is beautiful and he lived to contemplate this beauty?37, the beauty
through which is found our rest in God.938
Beauty is often regarded as an attribute of God.939 It exists objectively,
outside our minds and Mendl regards it therefore as “neither materialistic
nor human”. He believes that beauty in art as in nature “is itself evidence
of the existence of God”.940 C. Joad writes that “goodness, beauty and
truth are the three ways in which God reveals Himself to man” with
particular reference to the beauty of music as an example of the divinity of
beauty.?*! Rev. Varsanuphius of Optina indicates that “fine works of art
please us not only with the beauty of their outer form but particularly with
the beauty of their inner content, a beauty which is contemplative and

1deal”.942

934 Referring to the above mentioned quotation: “Ohne Enthusiasmus wird nichts
Rechtes in der Musik zu Wege gebracht”. Schumann, R. Gesammelte Schriften. Bd. IV,
S. 303.

935 KHuea no Scmemuxe 01 mMysurxanmos, c. 51

936 Knuza no Ocmemuke 019 mMysuxaHmos, ¢. 52

937 Uan. XI,XXII,28 mo Bares, Y.

938 According to Baues, M., c. 36

939 Florensky, George Villiers (Mend]l, p. 46}, a.o.

940 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 42, 51

941 According to Mendl, R.-W.S. The Divine Quest in Music. London, 1957, pp. 51

942 Quoted in Cepruit (Ppibko), mepoMm. CoepemeHHas KYAbMYpa: CAMAHUIM UU
b6ozouckamenvcmeo? W3naTeapbCcTBO KM.CBT.UrHaTtust CraBponoasckoro, Mocksa, 2002.
I'naea: Aecmnuya na Hebeca. ABTop: nepeit B. Ceprees /IIpegod na 6wnz., c. 105
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Also Dostoyevsky affirms that ‘beauty will save the world’, but at the same
time qualifies it as ‘something fearsome and dangerous. Fearsome because
it is unattainable, something that cannot be defined™43.
Analysing Dostoyevsky’s view, Archimandrite Symeon of Essex concludes
that ‘beauty moves us and touches the part within us where we are most
vulnerable and where we do not reign ourselves. Beauty can be then
fearsome indeed because, if it is not God-sent, it may seduce us. Art
serving this kind of beauty follows an aesthetical ideal which is captured
from the fallen world. It becomes an end in itself and feeds the human
passions, which enslave man and distance him from God.’ 944
Beauty and good are inseparably interwoven in the Holy Scriptures. The
Hebrew word “tov” (3mw) or kadov in Greek appears for the first time in
Genesis 1:4: “And God saw the light, that it was good ...”, i.e. identifying
the beautiful with the good, which connection becomes later even clearer
in the Greek term kadokayadia®4S, deriving from the conjunction of the
word beauty (kaddv) and goodness (ayadia), as the Greeks believed that
the beautiful and the good are indivisible.
This clarification bears testimony to St. Augustine’s idea that truly
aesthetical should be in itself truly ethical. True art, the sacred in
particular, aspires to preserve the remembrance of the original beauty of
Eden.?%6 Beauty is an expression precisely of this unclouded divine
harmony, balance and proportion, reflections of which can be found in
great, truly spiritual and sublime art.
Therefore, truly beautiful, truly valuable is the art bearing divine energy
which is also respectively beneficial.
But how can we distinguish which art is penetrated by the divine in order to

establish which is beneficial?

943 Quotation after Bepases, H. Mupocosepuarue Jocmoesckazo. Ilpara, 1923

944 CuMmeoH, apx. [yxoernocme u kpacoma. Essex, 1992, c. 4-5

945 The Greek had a single word - kalokagathia (kalokaya3ia), which identify both
the beautiful and the good (kalos - beautiful and agathos - good). Compare also
with the Russian word “xopom (khorosh)” = beautiful, good. Menuhin, Y., Davis, C.
The Music of Man. Methuen, New York, 1979, p. 37 and Monk of the Eastern Church.
Orthodox Spirituality: An Outline of the Orthodox Ascetical and Mystical Tradition. London,
1961, p. 12

946 CumeoHn, apx. JyxoeHocme u kpacoma. Essex, 1992, ¢. 5
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“How shall we avoid the danger of mistaking our own subconscious for the
voice of the Lord?”, asks Fr. Gillet.947 How to distinguish creative
inspiration from the ‘self-stimulation of the psyche’ and the seducing
‘demonic energies™48 that can deceive even the creative artist himself?

* God has indicated: “Ye shall know them by their fruits” (Mt. 7:16-
20, 12:33). “A good man out of the good treasure of his heart
bringeth forth that which is good; and an evil man out of the evil
treasure of his heart bringeth forth that which is evil: for of the
abundance of the heart his mouth speaketh” (Lk. 6:43-45).

But in what way could this be applied to musical compositions? Is it
possible to “draw the line between the music which manifests divine
inspiration and that which does not”949?

G. Santayana warns that what usually ‘most people relish is hardly music;
it is rather, a drowsy reverie relieved by nervous thrills®50. Therefore for
distinguishing the good from evil, the valuable from the unworthy in
music it is necessary to develop in man a certain ability for artistic and
musical judgment.

In every literary work there are positive and negative characters (subjects).
If the author with his creative idea affirms evil, it is clear that not God has
“suggested” to him this intention. Music is far more abstract than
literature and thus it is much more difficult to detect the source of
inspiration. However, to a certain extent the nature of the inspiration can
be determined by the effect of the piece of music. Does it elevate the
emotions or provoke violence and basic instincts. It is not rare also that
positive and negative effects will be intertwined. Music for instance
expresses actual (“when people come together to create, perform or listen

to musical works”) and virtual solidarity (“when a composer brings

%47 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition. London, 1961

948 HuxonaeBa, Onaecsi. Cospemennas Kyamypa u IIpaeocnasue. Mockosckoe IlogBopne
CasaTo-Tpouukoit Cepruesoit AaBpel, 1999, Taasa: Baazodams u edoxHoseHue / Ilpeeod Ha
6vs2. VBanoBa, A. CvepemenHama kyamypa u npasocrasuemo. Vam. “Omodop”, Codus,
2000, c. 191 o

949 See Mendl, R.-W.S. The Divine Quest in Music. London, 1957, p. 6

950 George Santayana, Reason in Art (1905), quoted in An Encyclopedia of Quotations
about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 253
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together patterns of sound that express some social experience”) 951 and
can also develop a great sense of it, but solidarity could be used for evil as
well as for good purposes.952
“Each of us has an influence on others and if we influence others in the
Spirit of Christ, we will enter in the creative energy of the unbegotten

God... If the words I say generate love, help my brother to overcome

.—.-something evil, then the whole of.life transforms into a-creative work...?,

explains Fr. Sophrony.953

Music can convey a hypnotic effect: it can inspire for good deeds or impel
to evil, it can heal or destroy. 954 The most vulnerable part of the creative
artist is in fact his imagination. According to Fr. Sophrony, who was a
promising visual artist before choosing the monastic life, imagination is a

“world of mirages. It is common to man and the fallen demons” and hence,

it can be a promoter “of demonic energy”.955 This opinion is not~-

unanimously accepted by all. Berdyaev, for instance, thinks that God
- created the world through imagination and therefore it has for Him an
“absolute ontological power”. According to Berdyaev, imagination is
necessary even in the moral life (“moral imagination”, as he calls it),
because one cannot create a better life if he cannot imagine it first. For
Berdyaev, ‘the actual term better life, which we should seek, results from
the creative imagination’.956
In the view of Fr. Andrew Louth “the imaginative vision of a great artist
might remind us of a lost harmony”, ‘of the lost paradise to be

regained’.957

951 Blacking considers human creativity to be “a collective effort that is expressed ~
in the behaviour of individuals”. See Blacking, John. How musical is man. USA
(University of Washington Press), 1973, p. 104

952 Sloboda, John. Exploring the musical mind. Oxford Uni Press, New York 2005 p 358
953 Hasronuna, A. A. Hckyccmeo u monumea. ([lo Marepuasam HaCAemm C'rapua
Codponus Caxaposa), 1984, c. 5

94 Compare Mozart for example, whose music evidently has healing qualltles and
the modern ‘hard rock’, the destructive influence of which is also well known.

955 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds. Essex, 1991, p. 158 (Codponust, apx. (Caxapos). IIpenodobHuiii Cunyam
Adgponckuti, c. 66)

s

956 Bepnsies, H. IIpednasnaueruemo Ha uogexa, c. 115, 189, 190 [Berdyaev, Nikolai. THE

DESTINY OF MAN (1931). Trans. by N. Duddington; London G. Bles, 1937; New York:
Scribner’s, 1937]

957 “The imaginative vision of a great artist might remind us of a lost harmony, of
values - like love - that seem fugitive even within the small circle of those who are
close to us and irrelevant in the wider world. Such an imaginative vision might
properly be called ‘creative’, for there is no world - real or ideal - of which it could

I
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It is clear that there is no one way to resolve the issue of imagination. The
imagination operates in various dimensions and at different levels and
both, its rejection or its overestimation are extremes which cannot be
comprehensive. We can, however, speak of beneficial and of deceitful or

‘evil’ imagination. o

- Caen o - - .- - -

The beneficial one ‘imagines the world better than it really is’, it rises

--above the reality.958 The evil one consists in-evil thoughts (logismoi) -and —-

aspirations. That is why imagination is the Achilles’ heel of the artist. He
can easily be deceived by it and to take as inspired and beautiful (as it is
with beauty itself) even those images of his imagination that are suggested
by “the rulers of the darkness of this world”959 (Eph. 6:12).

In Stravinsky’s view the function of the creative artist is to “sift the
elements he receives” from the “fantasia” because “human activity must
impose limits upon itself. The more art is controlled, limited, worked over,
the more it is free”.960 In his opinion if he was permitted everything he
would be lost “in the abyss of liberty”. Thus he new the limits but at the
same time he managed ceaselessly and beneficially to extend them.961 |
Berdyaev considers creative imagination to be always beneficial, because,
according to him, only beneficial imagination can be creative. True
creativity cannot be evil owing to its original divine nature and should it
be evil it will cease to be creative. Even though Berdyaev talks also of “evil”

creative work, he actually identifies with it work of a non-creative nature.

be a copy. Unless, that is, God exists, and there is a paradise we have lost, and a
paradise to be regained. If that is so - and that is what we try to believe - then
artistic creativity should perhaps be approached in a different way. Concentration
on artistic creativity leads to a focusing on the creative act.” Louth, Andrew.
“Orthodoxy and Art”. Living Orthodoxy in the Modern World. Edit. A. Walker and C.
Carras, London, 1996, p. 169

958 BepasieB, H. Ilpednasnauenuemo Ha uoeexa, c. 115, 189 [Berdyaev, Nikolai. THE
DESTINY OF MAN (1931). Trans. by N. Duddington; London: G. Bles, 1937; New York:
Scribner’s, 1937]

959 I.e. the demons

960 Stravinsky is convinced that “the more constraints one imposes, the more one
frees one’s self from the chains that shackle the spirit” and quotes Baudelaire who
considers the rhetorics and prosodics not to be “arbitrarily invented tyrannies, but
a collection of rules demanded by the very organization of the spiritual being”,
which not only not prevent originality from “manifesting itself” but rather “have
aided” its flowering. See Stravinsky, Igor. Poetics of Music. Harvard University Press,
1994, p. 65

%1 Nadia Boulanger who quotes Stravinsky presents her belief in an interview given
in the 1970s that a great work “is made out of a combination of obedience and
liberty. Such a work satisfies the mind together with that curious thing which is
artistic emotion”. From A mentor by Nadia Boulanger, presented in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 1489

.
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As already mentioned (see p. 90) work can be composed by a genius but
lack grace. It may sound enchantingly beautiful but precisely through this
captivating element the listener could be led into the power of the dark
forces. Truly great art does not enslave but on the contrary, it opens a rich
and wide horizon and inspires man to creative activities, giving him high
aesthetical delight and leading him to overawed admiration before the
perfection of the Inspirer. Of such a kind of truly creative work Berdyaev
says that it cannot be demonic. According to him, the devil does not have
power to create; all he does is to steal from God and to distort it.962 As
mentioned before, demonism might be found in the artist’s personality
that also reflects in his work, but ‘the great creation, its creative value and
the creative enthusiasm that inspired it cannot be of a demonic nature’
(see p. 90). The demonism of the man-creator burns out in this
enthusiasm and transforms itself into being free from the “world”. ‘The act
of creation shows self-revelation and self-worth, not knowing an external
judgment above itself?63. Talent takes action in spite of the demonic forces
and the creative gift is more powerful than darkened human nature.

‘The power of the devil is inherently illusive.”6% He cannot be an inspirer,
because the term “inspire” (“breath”) itself, as we have already seen, comes
from God and means giving life (soul), breathing the “breath of life” (Gen.
2:7) whilst the devil can only bring death. He can incite but not inspire; he
can pretend that he creates but does not really do s0.965 He can in the
words of O. Nikolaeva only be an ‘imitator’, ‘plagiarist’ and that is the
reason why he protects mediocrity by parodying what has been already
created by God and in accordance with Him; but the creating of something
new is out of his reach.96 Evil always “proceeds by means of deceit,
camouflaging itself as good” with seemingly positive intentions. But “good

is not attained by evil means and the end does not justify the means”

962 BepasieB, Hukoaait. Cuucvsnom Ha meopuecmgomo, ¢. 162-163

93 That is to say a human judgement. Not man but only God can judge the essence
of the creative act. Bepasie, Hukoaait. Cmucvrem Ha meopuecmeomo, c. 162-163

964 Cepruit (PpI6KO), HepoM. CogpemeHHas KYAbmypa: CamaHusm U 6020uckamensemeo?
HsnaTeabcTBO M. CBT. UrHatua CraBponoabckoro, Mocksa, 2002. Thasa: AHmunodst au
npasocnasue u poxk-kynremypa? [Ilpeson Ha 6bar. CbepemeHHama Kyamypa — CamaHusbm
unu myvpceHe Ha Boza? Aton, 2003, c. 69

965 Bepasie, Hukoaait. CMucwaom Ha mgopuecmeomo, c. 163

966 Hukonaesa, Oaecsa. Coepemennas Kynmypa u Ilpasocrasue. MockoBckoe ITonBopre
Casaro-Tponuxoi Ceprueso#t Aaspsl, 1999, l'iaBa: Camana - nokpogumens 6esdaprocmu
/IIpesod Ha 6vnz. VBanoBa, A. CvepemerHama Kyamypa u npasocrasuemo. Wan.
“Omodpop”, Codus, 2000, c. 176
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because good which is “not obtained by good means is not good”.967 Truly

creative work is always constructive whilst the devil is a destroyer!

The effects of music can be summarized into three categories: biological,
aesthetical and ethical, and each one of them can be positive and negative.
o Provisionall}: it could be assumed that musical composition which heals

+ w-w..-~the_body-.and- soul and- simultaneously- gives- an ennobling -artistic=-=-=
delight®6® is written under God’s motivation thus being beneficial. The
proportion between these actions could be, however, different. In some
works the spiritual element could predominate at the expense of
oversimplified artistic value as in the liturgical music of the Eastern
Church. In others, the artistic mastery and the spiritual quality are at the
same level as in the religious music of Bach. Whilst in a thirds, the artistic
value stands out as for instance in the secular ‘pure’ art of music.

It should be mentioned here that sometimes the same author even within

the same work can convey both divinely inspired and purely human
experiences. Even Holy Scripture, as already seen, that comes from God,

has not been mechanically transmitted to the holy writers. Furthermore,

an artistic work may convey “evil passions and voluptuous impulses for

the purpose of contrasting them with the more spiritual qualities” but the
“divinity of beauty”, as Mendl calls it, still may “dominate the composition

as a whole”.969 Or the work might be “contrasting on the surface but
identical in substance”70. In fact, in his book The Nature of Art Arthur
Little arrives at the conclusion that immoral art cannot be excused

because it portrays the truth. To depict sin and evil or to portray bad

characters can be only justified as “a means of evincing the power of

%7 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Essex, 1991, p. 117
(Codponutt, apx. (Caxapos). IlpenodobHeiii Cunyan Agorckuii. Essex, 1990, c. 51)

968 In his ‘Ethics of creative work’ Berdyaev distinguishes two types of pleasure:
one which is connected with carnality and is a reminder of the first sin, always
containing poison. The other is a remembrance or anticipation of paradise, with
detachment from the chains of sinfulness - it does not contain carnality and is
connected with love. The sublimation or the transformation of the passions means
liberation from lust and affirmation of the free creative energy. See Bepnsaes.
Ilpednasraueruemo Ha uogeka, c. 186

269 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p- 51

970 Expression of Rudolph Réti quoted in Blacking, John. How musical is man. USA
(University of Washington Press), 1973, p. 102
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the soul and its natural reaction against evil, thus contributing to the

further and greater experience of nobility” and goodness. 97!

e One other criterion of great significance is history.

As the collective consciousness can make fewer errors in terms of moral )

judgments, so collective historical judgment can be more reliable when it
comes to assess whether an artistic work is an art and to what extent it-
can be considered as great and beneficial. Great music transcends time
and culture.®7?2 Oblivion is the hardest judgment of time. Even though
there are cases when some of the greatest masterpieces have been
forgotten for a long time before being rediscovered as the works of Bach?973,
this criterion remains more objective than the subjective opinions of

individual persons.

In conclusion, it should be remarked that the terms “demonic” and
“divine” have to be used with great caution. Although we have a natural
sense of distinguishing good from evil and even if we have developed a
certain ability for objective judgment, our heart can still be so darkened by
sin that we might exchange their places (of good and evil). It is enough to
recall the stories of the publican and the Pharisee974, of the repenting
malefactor?7s, of the woman caught in adultery976, all these people who
according to our narrow human judgments have to be condemned. That is
why Berdyaev warns (see above) that creative work should not be subject
to exterior [human] judgment. O. Nikolaeva also points out that in order

‘to draw a distinction between these conditions, one needs the spiritual

971 Musical pictures of the devil in Bach or of moral evil in Hindel for example are
used for contrasting nobility with evil. Quot. according to Mendl, R.W.S. The Divine
Quest in Music. London, 1957, p. 63

972 See Blacking, John. How musical is man. USA (University of Washington Press),
1973, p. 108

973 They had not been performed for nearly 100 years before being discovered by
Mendelssohn.

97 The Pharisee thanked God that he was not sinful as the publican whilst that
same publican “smote unto his breast, saying, God be merciful to me a sinner”
(Luke 18:10-14). God preferred the prayer of the repenting sinner to the one of the
proud ‘righteous’ man.

975 Crucified together with Christ he repented in the last minutes of his life and was
forgiven (Luke 23:39-43).

976 Taken in adultery this woman should have been stoned according to the law of
Moses. Turning to the consciences of her accusers Christ asked the first stone to be
thrown by who ever considers himself sinless but they all went. He forgave the
woman in order to provide her a chance to repent and rectify her life (Jn. 8: 1-11).



214
gift of discerning the spirits, even if the results of one or the other
“inspiration” are clear enough’.977 Besides this it is not unusual that good
art can be used for ‘evil ends™®78, and it is not necessarily true to say that
the misused art work is evil in itself.
Because music is happening in time we always have to scrutinize a work
as a whole even when we want just to evaluate whether it is a well
composed piece. A good piece of work has to be integrated and have
completeness in its structure, a clear point and goal and be all-
encompassing by the time it finishes. Thus one needs also to keep an open
mind. It is particularly important to have such an approach when we get
acquainted with new works.
We must be even more careful when we are to decide whether a work is
beneficial. The devil is a skilful liar and can deceive even the “very elect”979
on account of which God ordered even his angels not to “gather up” the
“tares” until the harvest (Mt 13: 24-30), that is, till the Judgment day,
when “every man’s work shall be made manifest; ... and the fire shall try
every man’s work of what sort it is” (1 Cor. 3:13).
Therefore, in spite of certain general criteria according to which we can
suggest how far a given musical composition is beneficial or not, the last

judgment belongs to God.

977 Hukonaesa, Oaecs. Coepemennas Kyamypa u Ipaeocnasue. MoCKOBCKoOe IlonBopre
Cearo-Tpounxoit Cepruesoit Aasper, 1999, Taasa: Baazodams u edoxHoserue / I[peeod Ha
6vsz. ViBaHoBa, A. Cvepemennama kyamypa u npasocrasuemo. Usn. “Omocop”, Codpus,
2000, c. 191

978 See p. 112 where it is mentioned about Martin Luther’s awareness “that Satan
could use the divine gift towards his own evil ends”. Alvin, Juliette. Music Therapy, p.
14

979 About the topic of the “elect” see the paragraph “purpose and vocation” here
(Chapter II, B, 2.b) and also Math. 24:4, 24.
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VI. THE ROLE OF MUSICAL ART IN THE SPIRITUAL LIFE

From all that has been said, it is clear that the spiritual life, the
transformation of psychical man into the spiritual by attaining deification,
is and should be the most important goal in his life. All are called ‘to grow
in the Divine life’ by following “the path which leads to the likeness of
God”.980 The most significant act of human creation consists in creating
the Will of God.?8! The climax of human creativity is considered to be the
“noetic deed”, i.e. “noetic prayer”®2, which springs from the feeling of
repentance and longing for God and is fulfilled in hesychastic dispassion,
in other words, dispassionate silence, where the mind joins the heart. It is
not by chance that this art is called, as mentioned before, ‘the science of
sciences and art of arts83 and also ‘artistry’, the prayer — ‘artistic’ and the
Hesychasts — ‘artists of the intelligent?$? [noetic] deed’.985 This is actually

the real work of theology98® which leads to the healing of man, to

980 See Mantennopd, U. Busanmuticko 6ozocnoeue ..., ¢. 177 (uum. e Crosunos, MapusH.
Bosxuama 6nrazooam ..., c. 157) and Hierotheos (Vlachos), Metropolitan of Nafpaktos.
Orthodox spirituality: a brief introduction, Levadia, Greece, 1992 (English transl. 1994), p.
99

91 I.e. ‘to create his own life in accordance with God’s Providence’. HukosaeBa,
Oaecs. Cospemennas Kyamypa u [Ipagocnasue. MockoBckoe [logsopee CsTo-Tponnkoil
Ceprueroii Aaspel, 1999, I'naBa: Tanaxwm — [lap Bosuii / Tlpeeod na 6brz. UBanoBa, A.
Ceepemenrama rxyamypa u npasocnasuemo. U3, “Omochop”, Cocus, 2000, c. 163

52 When talking of St. Silouan’s love for the ‘artistry silence’ [in the translation of R.
Edmonds: “silence of the intellect’] Fr. Sophrony simultaneously warns, that the
ascetic art of the ‘artistic noetic prayer’ [in the translation of R. Edmonds: “the art of
mental prayer”] “must neither be exaggerated nor denied” [undervalued]. Sophrony
(Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary Edmonds.
Stavropegic Monastery of St. John the Baptist, Essex, 1991, pp. 180-181 (Cocdponuii,
apx. (Caxapos). [Ipenodobnuui Cunyan Agorceruii. Essex, 1990, c. 79)

983 According to St. Hesychios the priest of Jerusalem “the science of sciences and
art of arts is the mastery of evil thoughts [logismos]”, according to other Fathers in
the Philokalia it is the prayer (St. Gregory of Sinai says that “noetic prayer is
superior to all other activities” and St. Makarios of Egypt considers prayer as
“greater than other work” “prayer rightly combined with understanding is
superior to every virtue and commandment”), whilst according to St. Symeon the
New Theologian - this is the spiritual life itself. See The Philokalia. Faber and Faber,
London, Vol. I, 1979, p. 183 (§ 121); Vol. 4, 1995, p. 282; Vol. 3, 1984, pp, 292, 298 and
Apxnm. Cepacdum. Onmurnckume cmapyu. 1991, c. 194 [See also pp. 55, 264/1261 here]
%% Some translators in English use the term “intelligent” (e.g. intelligent prayer,
intelligent light, etc.), which is not correct. Noetic prayer is a deed from the nous
(the upper part of the mind) and not of the reason or intellect.

95 Hukonaesa, Oaecsa. Coepemennass Kynmypa u Ilpasocnasue. MoCKOBCKOe ITogBopse
Cpato-Tpouuxoit Cepruesoit Aasper, 1999, Taasa: IIpomueopeuum au cMupeHue
meopuecmey? [I[Ipegod Ha 6baz. UBanoBa, A., Cocusa, 2000, c. 172

950 St. Silouan the Athonite says that: “If you are theologian, your prayer is pure. If
your prayer is pure, then you are a theologian” and “He whose prayer is pure is a
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deification and contemplation of the “ineffable light” and hence to divine
knowledge.
Musical art in this perspective is of secondary importance. Even when the
composer follows the model of deification in his life and work, in its root
secular art remains psychic (of the soul). And if the spiritualization of
man, i.e. the knowledge of God, is a condition for his immortality and for
communion with the immaterial, deifying Grace, music is not such
condition. It may stimulate man’s psychic and partly his spiritual growth
but it is not something indispensable for his sanctification.98?7 On the
contrary, in some moments and certain forms of human life it can even
become a hindrance to spiritual growth, which will be discussed below.
Hence the role of the spiritual in all areas of human life is far more
fundamental than that of music. The impact of music, because it affects
directly the most vulnerable part of the soul — the emotional one, proves to
be very powerful but not always beneficial, whilst there is no time when
the action of the Spirit could be non-beneficial. It acts on the level of the
highest sphere of human substance, i.e. of the human spirit, which is
much more stable than the emotional part of the soul.
The Spirit impels man towards the beneficial work of his sanctification
and of healing of the soul. Then, according to St. Seraphim of Sarov,
whoever has healed himself, helps thousands of those around him to be

saved?88 j.e. to be healed.

Spirituality and music are intrinsically interwoven and are interrelated on
so many different levels that it is impossible to grasp the whole richness

and complexity of their interrelationship.

theologian”. Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Essex, 1991, pp.
138, 142 (Codponutit, apx. (Caxapos). IIpenodobruiii Cunyarn Agporckuii. Essex, 1990, c.
56) A )

97 St. Varsanuphius of Optina indicates‘that man can achieve spiritual integrity
without music but it is not possible to realize it without the Church. See /yxoeno
Hacnedue. Becedu Ha npen. cmapey Bapcanygpuii OnmuHcku ¢ Hezosu dyxoeHU ueda.
Atomn, 2005, c. 17, 18

988 See 1 Tim. 4:16: “Take heed unto thyself and unto the doctrine ... for in doing
this thou shalt both save thyself, and them that hear thee” and ApXUMaHOPHUT
Cepacpum. Ce. Cepagpum Caposcku. Codusi, 1992, c. 129 (‘Padocm mos, mons me,
npudobuti muper Oyx, u mozaea Xunsou OYulUu uie ce cnacsam okono meée)
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It is important to note that as the spiritual and psychic occupy two
different realms, they affect each other, but without merging.98% In spite of
the prior position of spirituality towards music, they move within an
original circle where spirituality is the prime mover. Music is enthused by
the Spirit and thus created it elevates the human spirit to its Inspirer.

But would this permit us to talk about a possible contribution of musical
art to the spiritual life and if yes, what does music contribute towards it
and to its main task — union with God and salvation (union as a complete
match between the divine and human will, and salvation as selfless

striving to devote one’s life to God and one’s neighbour)?.

1. The purpose of music

Before investigating the role of music for spiritual progress we shall briefly
look at how the great masters of the musical art have understood the

purpose of music.

Unique in its conciseness and significance is the definition Johann
Sebastian Bach: “The end or final cause of all music, and also of thorough-
bass, is the glory of God and the permissible enjoyment of the spirit.
Wherever this is disregarded, there is no longer actual music but a devilish
bawling and singsong”. 990

A similar view is expressed by John Playford who believes that “the first
and chief use of music is for the praise of God, whose gift it is. The second
use is for the solace of men ... as a temporary blessing to recreate and

cheer men after long study and weary labor” 991,

%9  See Cepruit (Poibko), wuepom. CoepemeHHas KYAbMYpa: CAMAHUIM UIU
6ozouckamenscmeo? WsmaTeabcTBO UM.CBT.UrHaTus CraBpomnoasckoro, Mocksa, 2002.
IIpeducnosue / TIpeson Ha 6ear. CbepemenHama KYAMypa — CAMaHu3bm Wil MbpceHe Ha
Boza? Aton, 2003, c. 14

990 Bach’s text, transmitted by two anonymous pupils in a manuscript dated 1738, is a free
paraphrase of Friedrich Erhard Niedt’s Musikalische Handleitung, Erster Teil (Hamburg,
1700), Chap. 2. Quotation in Dreyfus, Laurence. Bach’s Continuo Group. Players and
Practices in His Vocal Works. Cambridge, 1987, p. 2

991 After An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N.
New York, 1978, p. 258
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One of the most precise expressions of music’s purpose has been given by
Igor Stravinsky. In his lectures at Harvard he affirmed that “the profound
meaning of music and its essential aim ... is to promote communion: a

union of man with his fellow man and with the Supreme Being”.992

As mentioned before, Church Fathers were aware of the ability of

psalmody to project “a certain bond of unity”, joining people together into

“concord of a single chorus”.993. This notion of unity proves to be intrinsic+—-

not only for church singing but also to music and musical activities in
general. Rousseau explains that music “does more to relate man to man,
and always gives us some idea of our kind”.9%¢ Blacking sees music’s
function as socio-cultural: “because music is humanly organized sound, it
expresses aspects of the experience of individuals in society”. It relates
people more closely to experiences which came to have meaning in their
social life. He points out that music prepares man to love, which is “the
basis of our existence as human beings”.995 Sergei Prokofiev considered
the duty of the composer to be “to serve his fellow men” and “to beautify
human life”.996 Also Christopher Small exhibits a socio-cultural
understanding of “music’s primary meanings” and tasks proposing that

they “are not individual at all but social”.997

992 Stravinsky, Igor. Poetics of Music. New York: Vintage Books, 1947, p. 21

It is important to mention that music can promote communion between people but
can not develop a community since solidarity can be used for good and for evil.
For effective communal worship for example music can only be used “where there
is already an existing community ... where trust and ‘good works’ underpin
relationships”, explains Sloboda. Sloboda, John. Exploring the musical mind. Oxford
Uni Press, New York, 2005, p. 358

993 From Homily on the First Psalm by St. Basil the Great, presented in McKinnon,
James. Music in Early Christian Literature, p. 66/131. See Chapter IV, p. 120 (“..the
trumpeters and singers were as one, to make one sound” — 2 Chron. 5:12:14) and also
translation in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 122/2)

994 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 953

995 Blacking describes musical creativity as a result of “composers’ attitudes to the
separation of people in societies which should have been fully cooperative”. He
notes that “many formal changes in European music” reflected “the attempts by
composers to make people more aware of social disharmony and inequality”
wishing for a harmonious and integrated society. Blacking, John. How musical is
man. USA (University of Washington Press), 1973, pp. 89, 99, 101, 103

996 See Autobiography by Sergei Prokofiev, quoted in An Encyclopedia of Quotations
about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 237

997 Music’s first function for him is “action” which implies that “musicking” is “an
activity in which all those present are involved” and “everyone bears some
responsibility” for the quality and the success of the performance, hence all are
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For many composers the idea of unity is not only aesthetic preference but
a moral imperative. They share the ancient idea that the universe is
regulated by musical laws, i.e., in the words of Stravinsky, ‘a universe
whose laws of construction and operation are complemented by a spiritual
reflection in musical organisms’.998

For Harvey for instance, music, like heaven must obey its own laws; and
the most fundamental of these is the law of unity. He sees music’s own
internal unity as “both a necessary ingredient for, and a symbol of, music’s
ability to bring unity to the world”.999

In this fashion the above-mentioned composers and thinkers convey the

moral aim and specific features of true music.

We have seen that Old Testament people have treated music as something
given by the grace of God and they in turn develop it and offer it back to
Him thus expressing their gratitude. J. Cameron describes this in saying
that “creativity is God’s gift to us. Using our creativity is our gift back to
God”1009  Music created in accordance with this principle is of utmost
importance for the spiritualization of man. It generates harmony and union
among people and between man and God forming a reciprocal relationship
between them.

The beneficial impact of such music has been noticed in various
civilizations. Many thinkers, writers and composers have written about its
healing effects. Thus St. Thomas Aquinas places music in the first rank
among the “seven liberal arts” and defines it as the most noble of all
modern sciences. 1001

Even Freud and Jung, who were not musical and lacked aesthetic
appreciation, recognized that the arts and aesthetic experience can make
life more tolerable, though the idea that they might contribute to its

meaning was alien to them. This, however, has been appreciated by other

doing it together. Small, Christopher. Musicking. Wesleyan University Press, 1998, pp.
8,9, 10

998 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 142

999 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 142

1000 Cameron, Julia. The artist way. UK, 1994, p. 3. See also p. 83 (God’s movement...)
and Chapter IV, p. 119 [in bolt))

1001 Koaes, 11., cBeut. Mysuka u HpagcmgeHocm, c. 22
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thinkers such as Nietzsche and Schopenhauer who considered the arts
and particularly music as supremely important and shared the view of
ancient Greeks that music has a powerful effect on human beings, both

good and evil. They believed that music was one of the arts, which so

sharpened our sense of participation in life that it gave meaning to it and

made it worth living.1002 ‘But whereas Schopenhauer conceived art as

.- being - a -refuge - from - the -dissatisfactions - of life into -contemplation; -

Nietzsche viewed it as something capable of reconciling us with life rather
than detaching us from it.”1003 By his analyses of Nietzsche, Storr arrives
at the conclusion that music may be one way of bridging the division
brought about by conceptual thought which demands separation of

thinking and feeling, of object from subject, of mind from body.1004

Towards the end of his life Haydn - made a remarkable statement- -

describing the role of music within his own experience: ‘Often when I was
wrestling with obstacles of every kind, when my physical and mental
strengths alike were running low and it was hard for me to persevere in the
path in which I set my feet, a secret feeling within me whispered: There are
so few happy and contented people here below, sorrow and anxiety pursue
them everywhere; perhaps your work may, some day, become a source
from which the care-worn, or the man burdened with affairs may draw a

few moments’ rest and refreshment’.1005

There is a belief that ‘music possesses a unique, mysterious capacity to
speak of what lies beyond the everyday’ and J. Harvey indicates that the

ability of music to communicate to mankind ‘a sense of ideal order’%, i.e.

1002 Storr, Anthony. Music and the Mind. London, 1992, pp- 150, 155

1003 Storr, Anthony. Music and the Mind. London, 1992, p. 157

1004 Storr, Anthony. Music and the Mind. London, 1992, p. 165

1005 See Hughes, Rosemary. Haydn. London: Dent, 1970, p. 193 and H. C. Robins
Landon. The Collected Correspondence and London Notebooks of Joseph Haydn. London,
1959, p. 209

1006 In Stravinsky’s view music is particularly well equipped to create a vision of an
ideal order. “It is only by achieving this ideal order - apparently mystical to the
outsider, but concrete and practical to the composer who seeks it - that music can
free itself from the everyday, producing in the listener the unique emotion” which
is a perfect, abstract form that is not involved with expressing emotions or the
composer’s own personality. (After Harvey, Jonathan. Music and Inspiration. London,
1999, p. 135, 137-8) Harvey doubts whether is possible to create ‘abstract music,
which is just itself and nothing else’ as the mind is too active. (Harvey, Jonathan. In
Quest of Spinit. University of California Press, 1999, p. 11)
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ideas that lie beyond everyday life and to “transform the everyday world,
by revealing the paradise that exists both beyond and within” is for many
its most important characteristic.1007 Schumann spoke of music being ‘the
language in which one can converse with the beyond’.1008 For Liszt music
does not simply tantalize the listener with glimpses of the beyond: it has

the power to take him there and ‘shares in an immaterial, incorporeal,

spiritual life’. Hindemith, too,- suggests- that music, -at- its- best- can-=--

transform the world, and its human inhabitants with it. Beethoven was
convinced that ‘only art and science can raise men to the level of gods’;
while for Schoenberg ‘music conveys a .prophetic message revealing a
higher form of life towards which mankind evolves’.1009

Michael Tippett saw composing as a great responsibility that tries “to
transfigure the everyday by a touch of the everlasting”1019, Harvey explains
that for him “music’s most significant social function has been to speak
truths that are too profound to be satisfactorily expressed in words”.1011
Mahler declared that all his works ‘are an anticipation of the life to come’.
Busoni, Hindemith and Liszt shared a belief that music, in its most ideal
form, can convey an idea of paradise which could be described as
music’s ultimate goal.!012 Harvey concludes that “each of these
composers, in a slightly different way, expresses the idea that music can
communicate with whatever is beyond everyday life: the gods, the other
world, the higher life, and some even suggested that music can convey an
image of that ‘beyond’, of that paradise. ... Paradise in music is an
inclusive ideal; it has appealed to composers without clear religious
convictions, as well as to those for whom religious faith is the central fact

in their life”.1013

1007 Harvey, Jonathan. Music and Inspiration. London, 1999, pp. 128, 151, 159

1008 Quoted in Harvey, Jonathan. Music and Inspiration. London, 1999, p. 151

1009 After Harvey, Jonathan. Music and Inspiration. London, 1999, pp. 151, 153

1010 Quoted in Harvey, Jonathan. Music and Inspiration. London, 1999, p- 125

1011 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 128

1012 After Harvey, Jonathan. Music and Inspiration. London, 1999, pp. 154, 153

1013 Harvey sees in the idea of paradise clear associations with Christianity. He
makes also an interesting distinction by considering the language used by these
three composers as spiritual rather than religious, what strictly speaking is not
correct as a non-religious man can be spiritual only in the wide sense which we
described above. (Harvey, Jonathan. Music and Inspiration. London, 1999, p. 151, 152,
153) Harvey realizes this himself writing that “not only might the category
spiritual be said to be subjective, it might also be said to be excessively broad”.
Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p-7
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But for the fulfillment of this noble function of the musical art a good
performance and a perceptive listener are indispensable.
‘An adequate impact of music requires a perfection of the composition, a
perfection of musical interpretation and a higher receptivity, which can

attain the level of the first two’1014, emphasises Academician Stoyanov.

2. The role of music in the secular life

Into this category fall all people, believers or non-believers, who live in the
world, even those who lead to a certain extent an ascetic life, since being
in the world they are in a way dependent on it; they take part - willingly or
unwillingly - in the values which it offers.1015

‘Where necessary, it might not be difficult for the Christiah who is already
familiar with the Church and its values, to renounce various enjoyments,
as for instance music or other arts; but for those who are searching and
have not yet found the Church this could be a serious problem, because
art and music are part of their lives.” According to Fr. Sergius, ‘secular
culture and music in themselves are neither good nor evil; in fact, they are
natural (‘of the soul’). They become good or evil according to man’s free
will, which can transform culture into an instrument for the
stimulation of passions or to glorify the beautiful creation of God.’1016
But although culture is not an absolute value by itself it still bears witness

to the existence of an ideal reality.1017

1014 CrostnoB, AHApeil. Masusama Ha mysuxkama, c. 140

1015 A prosaic example could be the radio and video in public transport. Passengers
hear it regardless of their preference. If the programme running has an aesthetic
value, it can have a beneficial impact on the listener or vice versa. In this sense the
art of music has a certain place in everybody’s life throughout the world.

1016 Fr. Sergius pays attention to the difference between the church and the secular
culture of which we already spoke: ‘Orthodox culture is generated by pious people
with the participation of the Holy Spirit and is guarded by Him. It reflects the
celestial beauty and it can by no means be compared with the masterpieces of the
secular culture. The spiritual culture and the one of the soul (or natural culture)
are two different areas. They always have existed without intermingling but by
influencing each other.’ Cepruii (Ps16k0), nepom. CoBpeMeHHAs KyabTypa: CATAHHU3M HAK
GorouckareabcTBO? H3mareabcTBO uM.CBT.UrHaTus CraBponoasckoro, Mocksa, 2002.
ITpeducnosue [ IIpeeod Ha 6wz, c. 11, 13-14

1017 Huxonaesa, Onecs. Coepemennas Kyamypa u Ipasocrasue. MockoBCKoe ITonBopre
Casiro-Tpounukoit Cepruesoit AaBps1, 1999, Jap Teopuecmea (emecmo nocnecnos)/ Ipegod
Ha 6bsi2. UBarOBa, A., Codus, 2000, c. 220
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We have already pointed to some of the aims and functions of musical art.

Now we will look at the different effects of it and hence at its role.

a) healing power

Music heals not only the soul, but also the body.

Aegidius of Zamora explains that “the Most High rightly allows demons to
inhabit bodies because of man’s inclination to numerous vices,
nevertheless when soothing melody moves the body to the opposite
inclination, say from depression to joy, the evil spirit departs” as “demons
cannot endure harmony”.1018

An example of this is how David relieved Saul’s pain with his songs and
subdued the evil spirit that worked within him (“And it came to pass, when
the evil spirit from God was upon Saul, that David took an harp, and played
with his hand: so Saul was refreshed, and was well, and the evil spirit
departed from him” - 1 Sam. 16:14-23).

Pythagoras soothed with his songs a young man who wanted to set on fire
to his rival’s house.1019

The legendary singer Orpheus allegedly tamed wild beasts with his songs
and skilful playing of a lyre, enchanted forests, moved rocks, muted the
seducing voices of the sirens and even touched the heart of harsh gods in
the realm of “immaterial shadows”.1020

These stories — true or legendary — are only among the most popular of
endless examples about the beneficial effects of the art of music over all
that lives in nature.

It is not by chance that ancient Greeks attributed to Apollo both the gift of
healing and singing. “In general”’, writes Sextus Empiricus, “music is
heard not only from people wﬁo are rejoicing, but also in hymns, feasts,

and sacrifices to the gods. Because of this it turns the heart toward the

1018 In Ars Musica of Aegidius of Zamora, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 248-249

1019 See full story on p. 228 here, footnote 1047. Fundamentals of Music of Boethius,
reprinted in Strunk, Oliver, editor. Source reading in music history. W.W.Norton &
Company Ltd, USA, 1978, p. 139 and UBaHoB, 5. Hcmopus Ha mysurxama, c. 10

1020 Anmuuna mumonozus, c. 117 and Etymologies, book 3/22 by Isidore of Seville (c.
560/564-636), presented in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 154
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desire for good things. But it is also a consolation to those who are grief-
stricken; for this reason, the auloi playing a melody for those who are
mourning are the lighteners of their grief’.1921 Similarly Plutarch attests
that music was not only used for military purposes, but also as a remedy
against illnesses, because it has the ability to strengthen and mobilize the
immune system of the organism.1022

Real beneficial music acts positively even to non-thinking creatures such
as plants and animals.1023 Aegidius of Zamora writes about the
observations of “learned men” that “melody gives pleasure” not only to
birds and to animals (“which walks”) but also “to what [ever] swims, that
1s [to] fish”, and especially dolphins.1024

Cassiodorus tells how “music extenuates fears, furies, appeaseth cruelty,
abateth heaviness, and to such as are wakeful it causeth quiet rest; it
cures all irksomeness and heaviness of soul”.1025 This lumination of the
art and ability to reduce the burden of everyday live is aptly expressed by
Schiller who finds that ‘earnest is the life, merry is the art’.1026 Thus
Robert Burton explains that even though “many men are melancholy by
hearing music” it is “a pleasing melancholy” and to those who “are
discontent, in woe, fear, sorrow, or deject, it is a most present remedy”1027,
Also Mather points out that “the delightfulness of music has a natural
power to lessify melancholy passions”1028, ‘Suffering encountered in art is
healing’, believes Harvey, and reveals that “suffering and healing” has

been his own “most common source of inspiration” 1029

1021 See Against the Musicians of Sextus Empiricus (physician and philosopher of
the 274 century) reprinted in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 99

1022 TIayrapx. O Mysbike, ta. 44, c. 81. Lur. no: [. Ileros. Cunama Ha mysuxama, c. 90
1023 It is suggested for instance that with the right music cows and sheep give more
milk and plants grow faster.

1024 ITn Ars Musica of Aegidius of Zamora, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 250

1025 An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New
York, 1978, p. 182

1026 “Ernst ist das Leben, heiter ist die Kunst”. Quoted in An Encyclopedia of
Quotations about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 182

1027 After An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N.
New York, 1978, p. 182

1028 Mather, 1. Remarkable Providence, Quot. in An Encyclopedia of Quotations about
Music, p. 187

1029 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 162
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Music therapy, highly developed in the recent years, can provide
spectacular results. “Music is effective because it is a nonverbal form of
communication, it is a natural reinforcer, it is immediate in time and
provides motivation for practicing non-musical skills. Most importantly, it
1s a successful medium because almost everyone responds positively to at
least some kind of music.”1030 The right music remedies the circulation of
— = - -——-the blood and the:function of the heart, relieves the pain-of mentally ill—=""
patients, improves the brain activity of people with mental damage,
stimulates and regulates the movements of those suffering from physical
dysfunctions. Music can alter a person’s mood, even of people suffering
depression. It can appease anger, irritation, worries.
Music therapy is widely used in the treatment of the physically disabled
and the mentally ill. P. Nordoff and Cl. Robins, pioneers of its practising,
demonstrate in their book that music can have an important role even in
the treatment of severely handicapped children.1031 [t is considered as
“the unique application of music to enhance personal lives by creating
positive changes in human behaviour. It is an allied health profession
utilizing music as a tool to encourage development in social/emotional,
cognitive/learning, and perceptual-motor areas”. Music therapy proves
also to be very “useful with autistic children owing in part to the
nonverbal, non threatening nature of the medium” of music and it “is

particularly effective in the development and remediation of speech”.1032

It has been mentioned that the right hemisphere of the brain responds to

music and the left to speech. Although the two are not completely separate

1030 See Dr. Staum, Myra J., RMT-BC Director and Professor of Music Therapy Willamette
University and Salem, Oregon. MUSIC THERAPY AND LANGUAGE FOR THE AUTISTIC
CHILD, published on http:/ /www.autism.org/music.html

1031 Storr, Anthony. The Dynamics of Creation. London, 1992, p. 186. Also in our own
experience mentally ill people suffering anxiety, aggression and confusion can get
totally transfigured, calm, peaceful and even in some cases they can regain for a
short while their sanity when suitable music is played to them. [Observations of D.
Gamalova in concerts given by her to mentally ill people]

1032 Autistic children show unusual sensitivities to music. “Some have perfect
pitch, while many have been noted to play instruments with exceptional
musicality. ... Since autistic children sometimes sing when they may not speak,
music therapists and music educators can work systematically on speech through
vocal music activities.” See MUSIC THERAPY AND LANGUAGE FOR THE AUTISTIC
CHILD, Written by Myra J. Staum, Ph.D., RMT-BC Director and Professor of Music
Therapy Willamette University, Salem, Oregon on http://www.autism.org/ music. html
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1n this function, 1033 j.e. exclusive and independent of each other, there is a
tendency to explain with it the ability of people who have lost their speech
or even worse their memory or sanity to still play the musical instrument
they played before the trauma, to improvise and in some cases even to

compose music.1034 o e

- Listening -to music restores;-refreshes,-and heals.1035 For the effects of=- -
songs in everyday life and during work St. John Chrysostom says that “to
such an extent, indeed, our nature delighted by chants and songs that
even infants at the breast, if they be weeping or afflicted, are by reason of
it lulled to slumber”.1036 People sing during their work to reduce its
burden “for the mind suffers hardship and difficulties more easily when it
hears songs and chants”1037,

-‘Music plays a more important part in adaptation to life than is generally
realized. [t began as a way of enhancing and co-ordinating group feelings.
Storr believes that listening and participating in music can restore a
person to himself,1038 whilst the poet J. Logan considers music as “the
medicine of the mind”.1039 This healing power of music is concealed
perhaps in its ability to unify. The greater the conflicts it successfully
unifies, the more spiritual the music, believes Harvey, for whom ‘paradise

is virtually synonymous with unity’1040. Because of the healing qualities of

1033 Storr, Anthony. Music and the Mind. London, 1992, p. 36

1034 E.g. Nietzsche after becoming insane could no longer handle words but was still
able to improvise on the piano. According to Storr, Anthony. Music and the Mind.
London, 1992, p. 156

1035 Storr, Anthony. Music and the Mind. London, 1992, p. 122

1036 From Exposition of Psalm 41 by St. John Chrysostom, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,

p. 124 and 3aaroycr, Hoan, cB. Teoperus. T. V, kH. 1, 1899, c. 151. Quotation after
ITenos, . Cunama na mysukama, c. 90

1037 From Exposition of Psalm 41 by St. John Chrysostom, presented in Strunk;
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA; 1978,' m
p. 124 and 3aaroycr, HoaHn, cB. Teopenusa. 1. V, kH. 1, 1899, c¢. 151. Quotation after .
Ilenos, [. Cunama Ha mysuxama, c. 90

1038 Today, according to Storr, it is often a means of recovering personal feelings )
from which we have become alienated. People need to recapture their subjectivity -
that has been excluded during long working hours. Storr, Anthony. Music and the
Mind. London, 1992, pp. 122, 123

1039 John Logan in Danish Ode (c. 1788). Quot. after An Encyclopedia of Quotations about
Music. Compiled and edited by Shapiro, N. New York, 1978, p. 255

1040 Evidence of the calming effect of such music, “of how the brain semispheres
synchronize, of how the more peaceful brain waves flood the brain”, etc, “has been
reported from EEG (electroencephalograph) monitoring of the listener”. Harvey,
Jonathan. In Quest of Spirit. University of California Press, 1999, pp. 52, 50-1
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music, the gift of its creation and interpretation can fall into the category of

the gift of healing, which St. Paul ranks among spiritual gifts (1Cor 12:9).

b) educative role (sociocultural and aesthetic mission)

Music according to Boethius “has the power either to improve or to
corrupt (debase) our character’194l. j.e.-‘to ennoble- or- degrade our
behaviour’.1042 Thus there is an excessive need for musical education. The
violin teacher Suzuki proclaims that he wants “to make good citizens. If
a child hears music from the day of his birth, and learns to play it himself,
he develops sensitivity, discipline and endurance. He gets a beautiful
heart” 1043, -

Plato would only admit art in his Republic if it had an ethical purpose. He
required such contents, form and style of poetry that “would produce

honest, brave and steadfast characters in the children to whom it was

- taught. Beauty, harmony and rhythm in nature correspond to, and

resulted in, grace and harmony of the soul and by constant association
with beautiful things the souls of children would be unconsciously shaped
to the beauty of reason”.1044

In view of its strong emotional effect and ability to penetrate into the most
intimate essence of the human soul beneficial music has an immense
educative significance. It cultivates the sense of the good and the

beautiful, elevates the spirit to the eternal being and is genuinely valuable.

Taking into consideration its great educative and healing potential and

being aware of the “many wonders it has performed on the affections of

1041 Boethius. De Institutione Musica (VI century), I, i. Quoted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 666 and in
Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 55

1042 Quotation of Boethius in An Encyclopedia of Quotations about Music. Compiled and
edited by Shapiro, N. New York, 1978, p. 241

1043 Quotation of Shinichi Suzuki (1973) after An Encyclopedia of Quotations about Music.
Compiled and edited by Shapiro, N. New York, 1978, p. 253

1044 Aristotle in Politics describes similarly that owing to a certain affinity which we
seem to have with the ‘harmoniai’ and rhythms “many wise men say that the soul
is a ‘harmonia’ or that it has ‘harmonia’”’. See Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 29-30 and Mendl, R.W.S. The
Divine Quest in Music. London, 1957, p. 26
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the body and mind”1045 ancient peoples included music in their
educational systems.
Plato, Aristotle and their contemporaries saw music as a powerful
instrument for education. They proposed that the right type of music can
bring order and harmony though they could not always agree on which

music was ‘beneficial’ and which ‘harmful’. Plato wanted to exclude from

. his Ideal State music, which was sorrowful, plaintive or that associated - -

with indolence and drinking. That left only the Phrygian and Dorian
modes as tolerable: “These two harmonies I ask you to leave; the strain of
necessity and the strain of freedom, the strain of the unfortunate and the
strain of fortune, the strain of courage, and the strain of temperance;
these, I say, leave.”1046 The one imitates the tones “of a brave man who is
engaged in warfare or in any enforced business”; the other imitates “a man
engaged in works of peace”.1047

Pythagoras used music not only to chase away bad spirits but also for
purely aesthetico-educative purposes. Assuming that the whole structure
of soul and body is united by musical harmony the Pythagoreans studied
well the actions of the different modes and used to choose the suitable
melodies for different purposes.l048 Boethius later points out the
importance of training the mind to comprehend what is inherent by
nature and in this way to find delight by learning what pitch ratios render
melodies to be internally consistent.1049

‘The primary role of music in ancient Greece was to build character and
health’.1050 ‘Plato saw two principles of human nature, the spirited (“the

high-spirited”) and the philosophical (“the love of knowledge”), which are

1035 From Fundamentals of Music of Boethius, reprinted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 139

1046 Plato. The Republic of Plato. Third Edition, transl. by B. Jowett. Oxford: Clarendon
Press, 1888, Book III, pp. 84-5, quotation after Storr, Anthony. Music and the Mind.
London, 1992, p. 41

1047 From the Republic of Plato reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 11

1048 The already-mentioned young man (see p. 223 - Pythagoras soothed...),
intoxicated by the sound of the Phrygian mode, wanted to set fire to the house.
Pythagoras succeeded to calm and restore him to self-control by changing the mode
to a spondaic melody. See Fundamentals of Music of Boethius, reprinted in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 139. See on this also Storr, Anthony. Music and the Mind. London, 1992, p. 41

1049 See Fundamentals of Music of Boethius, reprinted in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 139

1050 Menuhin, Y. and Davis, C. The Music of Man, p. 39
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served by gymnastics and music respectively’ and taught that ‘a proper
balance between the physical and mental was needed’1051: “simplicity in
music begets sobriety in the souls, and in gymnastic training it begets
health in bodies”1052,

By emphasising its spiritual nature Plato declared that music should
precede and dominate gymnastics, because the soul should form the body,
not vice versa:1953 “for I, for my part, do not believe that a sound body by
its excellence makes the soul good, but on the contrary that a good soul by
its virtue renders the body the best that is possible”1054,

Plato was convinced that “education in music is most sovereign, because
more than anything else rhythm and ‘harmonia’ find their way to the
inmost soul and take strongest hold upon it, bringing with them and
imparting grace, if one is rightly trained, and otherwise the contrary”.1055
Also “one who was properly educated in music ... would praise beautiful
things and take delight in them and receive them into his soul to foster its
growth and become himself beautiful and good” and “the ugly he would
rightly disapprove”.1056 In Timeus he says that “all audible sound is given
us for the sake of harmony, which has motions akin to the orbits in our
soul, and which, as anyone who makes intelligent use of the arts knows,
is not to be used, as is commonly thought, to give irrational pleasure, but
as heaven-sent ally in reducing to order and harmony any disharmony in
the revolutions within us. Rhythm, again, was given us from the same
heavenly source to help us in the same way; for most of us lack measure

and grace”. 1057

1051 A “harmonious adjustment of these two principles by the proper degree of
tension and relaxation”. From the Republic of Plato reprinted in Strunk, Oliver,
editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 18
See also Storr, Anthony. Music and the Mind. London, 1992, pp. 43, 44

1052 From the Republic of Plato reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 17

1053 According to Menuhin, Y. and Davis, C. The Music of Man, p. 39

105¢ From the Republic: of Plato reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 16

1055 From the Republic of Plato reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 14 and Storr, Anthony. Music
and the Mind. London, 1992, p. 126

1056 From the Republic of Plato reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 14

1057 Plato. Timaeus and Critias. Transl. by Desmond Lee. London, 1977, p. 65. Quoted in
Storr, Anthony. Music and the Mind. London, 1992, p. 44
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In the “Laws” he requires any citizen of his “ideal republic” to be well-
educated in music, because through the proficiency in harmony the soul
itself becomes harmonic; through rhythm it gets accustomed to finding
measure in everything and enchanted by melodies, it finds pleasure in them
and gets attracted to the contemplation of beauty.1058 o .
Later also the state adopts this requirement and musical education
i . DeCOmes a public responsibility 1059, - .. o . o L
Aristotle divides music into three types: popular, which means artistic
music that brings aesthetical pleasure; excitative or warlike music, which
incites bravery; and soothing, which calms the passions and ennobles the
soul.1060 He spoke of music as “a form of education in which boys should
be trained not because it is useful or necessary but as being liberal and
noble” or as “a form of pastime” “in leisure” that people “think proper for
- free men”.1061 Music he considered as a form that “has the power of -+
producing a certain effect on the ethos of the soul” and of “accustoming
men to rejoice rightly”.1062  According to him education should be guided
by “three canons” - “moderation, possibility, and suitability” and
education by habit must come before education by reason, as training of
the body must come before training of the mind.!963 He underlines that
learning “is a painful process” and does not go with amusement, therefore

we “must not make amusement the object of education of the young” 1064

Hence Aristotle raises the question whether music serves “for education or

1058 “The teachers of the lyre take ... care that their young disciple is temperate and
gets into no mischief; and when they have taught him the use of the lyre, they
introduce him to the poems of other excellent poets, who are the lyric poets; and
these they set to music, and make their harmonies and rhythms quite familiar to
the children, in order that they may learn to be more gentle, and harmonious, and
rhythmical, and so more fitted for speech and action; for the life of man in every
part has need of harmony and rhythm”. Quotation in Plato’s Laws after An
Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New York,
1978, p. 251

1059 TTenos, [. Cunama Ha mysurxama, c. 92-93

1060 ipaHoB, 5IHK0. HMcmopus Ha mysuxama, c. 19

1061 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 25

1062 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, pp. 26, 29

1063 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, pp. 34, 26

1064 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 26
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amusement or entertainment” "and concludes that “it appears to
participate in them all”.1065
Aristotle developed also a theory of musical influence on feelings and
morale. He recommended only the most ethical harmoniai and mele for
education, and the practical and divinely suffused ones for listening to o
when otheré aré perforrﬁing.1066 The Lydian mode he recommends for its
... -power to combine orderliness with educative influence.- He considered the - —--
Phrygian mode as too orgiastic, “violently exciting and affective” and
thought that Socrates “did not do well” to permit it along with the
Dorian.1067 ‘Men are inclined to be mournful and solemn when they listen
to that which is called Mixo-Lydian; but they are in a more relaxed frame
of mind when they listen to others, for example the looser modes. A
particularly equable feeling, midway between these, is produced, I think,
only by the Dorian mode, while the Phrygian puts men into a frenzy of
excitement’.1068 Also the Greek rhetorian Athenaeus (c. 200 AD) points out
to these qualities of the Dorian mode, calling it a harmonia that “exhibits
the quality of manly vigour, of magnificent bearing, not relaxed or merry,
but sober and intense, neither varied nor complicated”. He mentions that
in ancient times music was an incitement to bravery and according to him
music “trains character, and tames the hot-tempered and those whose

opinions clash”.1069

Music promotes order in muscular movement and also within the mind.
When referring to the pleasure we gain from unorganized natural sounds

Stravinsky, who holds in general that “music is given to us to create

1065 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 27

1066 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 33

1067 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, pp. 33, 34

1068 Aristotle. The Politics. Transl. by T.A. Sinclair. London: Pemguin, 1981, Book VIII,
Sect. V, p. 466. See the same in different translation in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 29

Only the Church and Orthodox in particular preserve today prescriptions of what is
suitable and what not for the spiritual gain of the soul in this strict sense. There
are still some consideration of what music is suitable in the work with small
children and especially in music therapy. Of course teachers are trying to develop
musical taste and understanding of beauty in those who choose to take lessons in
classical music (playing or singing) but it happens in rather unspecified way.

1069 From the Sophists at Dinner of Athenaeus, reprinted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 87, 90, 86
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order”1070 says: “over and beyond this passive enjoyment, we shall
discover music, music that will make us participate actively in the

working of a mind that orders, gives life, and creates”.1071

Another great power of music is its ability to educate the emotions. John
Blacking sees the education of the emotions and development of the
senses through the arts as very essential “both for balanced action and
effective use of the intellect”.1072 The widespread notion that “violent and
base passions are not appropriate subjects for music” and that “the art
should edify, not introduce degraded motions into the soul”, became in the
eighteen century for instance “a staple of the new aesthetics”.1073

Here we should mention that when the Church Fathers opposed musical
education (for reasons already explained before), they criticized mainly the
engagement with the non-beneficial passionate musical activities, (the one
which even Aristoxenus described as “prostituted music”1074), and
naturally advised Christians not to let their children to be taught and
corrupted by these melodies.

Truly beneficial art, however, is capable of transforming the passions!07s,
and by uplifting our fallen nature towards its natural sinless state it can

provide a healthy balance in the core of our being.1076

Making music is a worthwhile human activity in itself. Music is a special
form of behaviour and it is difficult to engage in it without some co-
operation. It is also a cultural issue. Due to a different cultural
background the same music might be stimulus and a great experience for
one person and very little or none to another. “The songs most beautiful to

»

us”, says Rousseau, “will only moderately move those to whom they are

1070 Quotation in An Encyclopedia of Quotations about Music. Compiled and edited by
Shapiro, N. New York, 1978, p. 28

1071 Stravinsky, Igor. Poetics of Music. New York: Vintage Books, 1947, p. 24. See also
Storr, Anthony. Music and the Mind. London, 1992, p. 106

1072 Blacking, John. ‘A Commonsense View of all Music’. Cambridge University Press,
1987, p. 118 See also Storr, Anthony. Music and the Mind. London, 1992, p. 106

1073 Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, p. 743

1074 From the Sophists at Dinner of Athenaeus, reprinted in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 92

1075 Nietzsche and Freud for instance believed that repression of the passions is
dangerous and leads to crime and other evils. Thus they considered that negative
passions need to be transformed not suppressed.

1076 Storr, Anthony. Music and the Mind. London, 1992, p. 162
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quite unfamiliar. It is a tongue for which one needs a dictionary.” And
since “to the uncultured ear our consonances are merely noise”
“development of sensitivity and taste for it” is essential, which “requires
long exposure”.1077 We are free to dislike also great art but in order to
make this choice for us we need to have the equipment to assess and
evaluate the work’s qualities objectively and yet dislike it. Thus in order to
—-————- --gppreciate. music-and its value adequately and to become “a good judge”- —-

the listener needs to be musically educated.

Playing a musical instrument often is the best introduction to knowledge

and love of music. It is indispensable even if not all children who play one

will become musicians. Already Aristotle raised the question of whether

the young should “learn music by singing and playing themselves”. He

considered some instruments such as the auloi (flutes) or kitharas, not

appropriate for -education and encouraged only the use of “such

instruments as will make them attentive pupils”.1978 Even though he, in

fact, arrived at a rejection of “professional education in the instruments

and in performance” he explained that it “is impossible, or difficult, to

become a good judge of performances if one has not taken part in

them?”.1079

Those who receive a musical education are better integrated in every way

when they reach maturity and are more likely to be happy and effective

than those deprived of musical education, asserts Storr.1080 Music has

also a good effect upon studying other subjects because it develops the

mind more intensively, and also helps concentration and co-ordination.

But most important, the soul of a child, who has become familiar with

music in a living connection through the study of an instrument, is

different. It has been enriched with an experience which uplifts and

1077 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, pp. 948, 949

1078 “Moreover”, wrote Aristotle, “the aulos is not an ethical but rather an exciting
instrument, so that it ought to be used for occasions of the kind at which
attendance has the effect of purification rather than instruction. And let us add
that aulos-music happens to possess the additional property telling against its use
in education that playing it prevents the employment of speech.” From the Politics
of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 31

1079 From the Politics of Aristotle, reprinted in Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, pp. 30, 32

1080 Storr, Anthony. Music and the Mind. London, 1992, p- 124
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ennobles in a way which passive acquaintance with music can not
provide!

Thus it is of immense importance for those responsible for education to
consider the educative significance of, and hence the need for, music in
modern soclety. “Today, when education i1s becoming increasingly
utilitarian, directed toward obtaining gainful employment rather than
enriching personal experience, ... the idea that music is so powerful,
that it can actually affect both the individual and the state for good or ill
has disappeared”, warns Storr. “In a culture dominated by the visual and
the verbal, the significance of music is perplexing, and is therefore
underestimated.”1981 According to Storr, music is seldom taken seriously
by those politicians and educationalists who are not themselves musically
educated. They do not consider the wisdom and the experience of the
great thinkers of the past such as Plato and Aristotle who were fully aware
of the incredible power of music, which can move our hearts in one way or
another, for good and for evil.1982 In his book The Closing of the American
Mind where Alan Bloom attacks American education he expresses also his
anxiety about the effect of rock music upon students and that rock music
has banished any interest in any other kind of music.1983 This initially
American tendency of underestimating the role and the importance of
music and especially of beneficial music became lately rather infectious in
many other countries around the world.

Music has lost its significance as a tool for developing a healthy and noble
soul in people. Also the reasons for choosing music as a profession often
rest on false ground. Music cannot and should not be valued according to

the transitory, perishable and vain profits it might eventually give to those

1081 Storr, Anthony. Music and the Mind. London, 1992, p. xii

1082 Storr, Anthony. Music and the Mind. London, 1992, p. 48. See p. 209 (but
solidarity...) and p. 218, footnote 992 in Chapter 5 here where we point at the
ability of music to develop a sense of solidarity which can be used for good or for
evil ends.

1083 An example of the ability of certain music to overwhelm people and to deprive
them of sober judgment over good and evil could be that of Wagner. He is
recognized as being able to overwhelm people most strongly emotionally. It is
interesting that he was adored by Hitler whose speeches had the same effect on his
audience. (Hitler’s speeches considered intellectually [which is not the case with
Wagner’s music of course] were of no value but emotionally they were
overwhelming. He apparently used a declamatory style superimposed upon near
quotations from biblical text and used language as it would be used in a religious
ritual, explains Storr.) See Storr, Anthony. Music and the Mind. London, 1992, pp. 45-
48
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who achieve mastery, not even taking into account the spiritual benefits
which can be gained. The guiding factor can only be love, and this is the
actual stimulus which makes genuine communion with the art of music
possible. Or as Plato puts it:
“For surely the end and the consummation of all musical things is

the love of the beautiful” 1084

c) ethical significance

The development of an aesthetical sense of beauty and of the sublime in
music contributes towards the forming of the moral character of man. He
becomes alien to evil and ugliness. Berdyaev points out that everything
that generates higher values has a moral significance. Therefore he
considers the creative act as- a path toward moral and religious
perfection.1085

Musical education is regarded as the ‘handmaid’ of a religious one,
because music elevates the soul to the higher Good since, according to
Plato, ‘we cannot contemplate the perfect harmony in creation without
being active participants of the Reason which created it and by imitating
these regular movements we are learning to correct the irregularity of our

own’1086

‘We are called to bring everything to goodness as God does’, says Fr.
Sergius.1087 Every human activity is beneficial when turned to the good
and to the praise of the Creator. Thus the art of music, when used with
faith and zeal for good, for ‘revealing the best features in man’088 and

musical instruments, when they play beneficial music, can have an

1084 In Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company
Ltd, USA, 1978, p. 16

1085 Bepnaes, Hukonait. IIpednasHauenuemo Ha uosexa. Cocdus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)]

1086 Quotation according to Koaes, llanko, ceemw. Mysuka u HpaecmeeHocm. Cn. [lyx.
KyaTypa, 1949, ku.1, c. 23

1087 Cepruit (Pp16Ko), mepoM. CoBpeMeHHasi KyABTypa: CATAHM3M HAHM GOTOMCKATEABCTBO?
UznareabctBo uM.cBT.MrHatus CraBpomnoasckoro, MockBa, 2002. Taasa: Teopuecmeo —
dap Bosxxuii /TlpeBon Ha 6'par., c. 49

1088 Cepruii (Pri6ko), mepoM. CoBpeMeHHas KyAbTypa: CaTAHHU3M HAH GOrOMCKATEABCTBO?
HspareabcTBo umM.cBT.Urnatus CraBpomosasckoro, MockBa, 2002. Imasa: Anmunodst au
npaeocnasue u pok-kynemypa? /IlpeBon Ha 6®ar., ¢c. 56
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immense positive influence on man by transforming him and inspiring
him for work in accordance with God.

Also Hindemith took notice of this moral function of musical art.
Summarising the doctrine of Blessed Augustinel089 he declared that:
“Music has to be converted into moral power. We receive its sounds and
forms, but they remain meaningless unless we include them in our own
mental activity and use their fermenting quality to turn our souls towards
everything noble, superhuman, and ideal”.109 In his book ‘A Composer’s
World’, Hindemith “opposed the theory that music is simply
entertainment”. He admits that “music of all possible degrees ought to be
provided” but simultaneously warns that “works, in which the composer’s
moral effort cannot be perceived ... may not impress us as a work of art”.
Music for him serves an end beyond itself and according to Vaughan
Williams should not be utilitarian.1091 When Lord Kinnoul congratulated
Handel for the noble “entertainment” he provided the audience with in his
Messiah the composer exclaimed: “My Lord, I should be sorry if I only

entertained them; I wished to make them better”.1092

The opinion that music cannot be bound to morality also exists. It can be
accepted though only in a sense that music is to abstract an art to be able
to edify directly but its function remains close to this because of its ability
to lift up the spirit and consequently to inspire high ethics and morality,
which can then, as Hindemith wishes, convert it into “moral power”.

Of the fact that music can have influence on the morals of people but be
not necessarily ‘edifying’ Mendl also takes notice. People do not expect to
be ‘edified’ in the direct sense of the term but to find “a spiritual quality in
that which they regard as the finest music”, he says.1093 He remarks also
that music can have a moral effect that it is not necessarily connected to
its artistic value. A hymn, for example, which inspires the worshipper to

become better, might be rather banal. Nonetheless Mendl believes that on

1089 Augustine, St. De musica. Chapter VI/Augustine, St. De musica. A synopsis by
Knight, W. F. Jackson. London, 1949

1090 Hindemith, Paul. A Composer’s World. Cambridge, Harvard Uniersity Press, 1952, p.
5. Quoted in Harvey, Jonathan. Music and Inspiration. London, 1999, p. 118

1091 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 55, 56

1092 Quotation according to Mendl, R.-W.S. The Divine Quest in Music. London, 1957, p. 63
1093 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 55
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the whole the “religious appeal of music is linked to its artistic merit”. If a
religious piece of music for instance is to be a valuable music it has to be
devotional in character, and conversely, if a composition is intended to
raise religious feelings but does not do so, it is an artistic failure on the
part of the composer. It is not enough for a piece of music to offer rich
expressiveness and “consummate craftsmanship”. The great works of
music communicate nobility and are able to enrich the listener
spiritually.1094 This leads us to the assumption that divine influence is
proportional to the greatness of achievement in the work of art, i.e. the
higher the artistic achievement the stronger the collaboration with divine

assistance in the form of creative gift and inspiration.
d) the role of music to spiritual evolution

It 1s impossible to determine exactly the impact music has on the psychic
life of man’, believes Andrey Stoyanov. ‘It is certain that it cultivates
manners and promotes the development of a sense of beauty, harmony
and style in life. Ancient Greeks believed that music balances the soul,
teaches it to retain tranquility in grief and joy and prepares it for brave
and beneficial deeds. Music certainly intensifies our sensitivity and makes
us more exacting towards life. The genuine musician, reared in the noble
harmonies of Bach and Beethoven cannot but feel, often with pain, the
sharp incompatibility between his own views, tastes, dreams and the real
world around him. Life can never come up with the ideal patterns in his
soul.’1095

Beethoven mentions repeatedly in his letters the need for creating such an
‘ideal word’ through music: “For you, poor Beethoven, no happiness can
come from outside. You must create everything for yourself in your own
heart; and only in the world of ideals can you find friends.” He also talks
there about the need to “continue to raise yourself higher and higher into
the divine realm of art. For there is no more undisturbed, more unalloyed

or pure pleasure than that which comes from such an experience”.1096

1094 Mendl, R.W.S. The Divine Quest in Music. London, 1957, pp. 55, 56

1095 CrosiHOB, AHApel. Mazuama Ha mysukama, c. 8-9

1096 Anderson, Emily (ed). The Letters of Beethoven. London, Macmillan, 1961, pp. 804,
254. Quot. in Harvey, Jonathan. Music and Inspiration. London, 1999, p. 146
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To his rhetorical question ‘What is the relation of art to spiritual evolution?’
Harvey answers that ‘of course, it is often a prerequisite of great art that it
uplifts in some way. In the presence of what we respond to as “great art”
we experience a loss of self, a loss of the observer. And that sort of
transcendence of the narrow ego may be called, even in the case of
“depressing” or tragic art, the uplift of the spirit, or participation
mystique.’1097

Storr says that his involvement with the music of the great composers has
deepened his appreciation of life,!098 and Mendl is convinced that “the
music that we value most is not a mere embellishment of life, but a
spiritual enrichment of it”.1099 “Indeed Music when rightly ordered”, says
J. Collier, “cannot be preferred too much. For it re-creates and exalts the
mind at the same time. It composes the passions, affords a strong
pleasure, and excites a nobleness of thought.”1100

It is not by chance that Miguel de Servantes says in Don Quixote that
“where there is music, there can’t be mischief’!10! which in the words of
the folk saying is expressed as: “He who sings cannot think evil”.

It is also notable that music (and furthermore instrumental music) was
used by the biblical prophets to inspire them to prophesy, the implication
being that music can facilitate prophetic profundity in relation to the
human soul. The great masterpieces of musical art bring out our latent
spiritual powers and bring us nearer to spiritual realities, the existence of

which we have not even suspected.

“Music touches our feelings more deeply than most words and makes us
respond with our whole being”, poetically expresses Menuhin. “Just as the
involuntary heartbeat produces life’s first rhythm, so music gives back to
us the pulse of life”.1102 Andrey Stoyanov leaves it to psychology to

examine more precisely the changes the human soul bears under the

1097 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 36

1098 Storr, Anthony. Music and the Mind. London, 1992, p. 126

1099 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 56

1100 Quotation of Jeremy Collier in An Essay of Musick (1702) after An Encyclopedia of
Quotations about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 242

1101 Quotation after An Encyclopedia of Quotations about Music. Compiled and edited by
Shapiro, N. New York, 1978, p. 182

102 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p. 1



239

influence of music, ‘an extremely difficult task, since music mirrors an
infinite variety of musical experiences’103. The great musical theorist H.
Schenker wrote that “in its linear progressions and comparable tonal
events, music mirrors the human soul in all its metamorphoses and
moods”!104 thus Rousseau calls it “the voice of the soul”.1105 According to
Liszt and von Sayn-Wittgenstein it is an art which “would remain
incomplete” if “it were unable to offer each movement of the soul a
sympathetic sound”.1106 Mattheson refers to the same in saying that if the
composer “is moved in a nobler manner and also desires to move others
with harmony, then he must know how to express sincerely all of the
emotions of the heart merely through the selected sounds themselves and
their skilful combination”.1197 This suggests that music mirrors not only
the nobleness of soul, its beauty and ‘longing for heights’, but also
‘negative feelings and passions’.

Hence, as we saw in the previous chapters, music can also have
destructive effects. We have already mentioned that Berdyaev talks about
“evil creativity”. He thinks that creative work reveals best the destiny of
man before the Fall and that in a way it is “beyond good and evil”. But
because of sinful human nature under the influence of sin it “became

crippled and distorted”.1108

The noble forces of all times rebel against the distortions of the genuine
image of musical art, i.e. against the ‘devilish bawling’ to which Bach
refers.1109 [t is extrinsic to original human nature which mirrors the
image of God.

The multiplication and diffusion of musical parodies have always been a

symptom of the spiritual degradation of society. We have seen the extent

1103 CroaHoB, AHApei. Mazuama na mysuxama, c. 9

1104 Schenker, Heinrich. Free Composition. Quoted in Storr, A. Music and the Mind, p. 174
1105 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 953

1106 See the essay on Berlioz and His “Harold” Symphony by Liszt and C. von Sayn-
Wittgenstein, presented in Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 1162

1107 Quotation from The Complete Music Director by Mattheson, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 698

1108 BepnsieB, Hukonait. [Ipedrasnauenuemo Ha uwosexa. Cocus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 176

1109 Thus Plato would only admit art in his Republic if it had an ethical purpose.
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to which they were characteristic of decaying Roman civilization and how
alien they were to the luminous spirit of Christianity. In the contemporary
world where we can observe a growing spiritual downfall, these
phenomena burst forth with an incredible speed and “craftiness”. Global
secularization, - it could be even called demonization -, of contemporary
culture, which by trying to substitute man for God twists and debase his
views and needs, darkens his value system and leads to its gradual
disintegration, affects all areas of art. Luckily ‘decadent and tasteless art
dies quickly, because it comprises no value in itself’.1110

Because of its ability to convey strong emotional states and to
communicate the emotional intensity of human experiences, a number of
thinkers saw music as dangerous (“music promotes an acute sensibility
more powerful than passion itself. Music is a danger ...”1111) and even
immoral (“music will express any emotion, base and lofty. She is
absolutely unmoral ...”1112). Other thinkers represent just the opposite
opinion arguing that “music is the only of the arts that cannot be
prostituted to a base use”!113 and that it is the “only sensual pleasure
without vice”!114 (admittedly, if the condition of “the permissible enjoyment
of the spirit”!115 is kept).

Perhaps Calvin, despite his theological errors, explained this most acutely,
saying that God “presents to us all possible means in order to occupy us
in that spiritual joy” (to rejoice in God by means of the Holy Scriptures)
and to “withdraw us from the enticements of the flesh and the world”.
Calvin labels music to be “either the first or the principal” thing “proper to
recreate man and give him pleasure”. But he warns that we should be

“careful not to abuse it” and convert it “to our condemnation when it has

1110 Koaes, anko, cem. Mysurxa u HpascmeeHocm. Cr. [lyx. Kyatypa, 1949, ku.1, c. 23-
24

11 Quotation of Odilon Redon after An Encyclopedia of Quotations about Music. Compiled
and edited by Shapiro, N. New York, 1978, p. 197

112 Quotation of George Bernard Show in Music in London (1931) after An Encyclopedia of
Quotations about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 198

1113 From A Thousand and One Epigrams (1900) by Elbert Hubbard, quoted in An
Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New York,
1978, p. 242

1119 Quot. of Samuel Johnson (c. 1776) after An Encyclopedia of Quotations about Music.
Compiled and edited by Shapiro, N. New York, 1978, p. 242

115 According to Bach’s definition. See the beginning of this chapter.
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been dedicated to our profit and welfare”.1116 Also Fr. Sergius draws the
attention to this need for balance. ‘Man has to find first beauty in general,
the beautiful in the actual world’, he says, ‘and then through knowledge of
temporal beauty, that includes also art!1l7, to attain the Source of eternal
beauty’.1118 ‘Culture’, he continues, ‘can be ennobled and it can even

gradually elevate man from what is of the soul to the spiritual. But

- everything needs to have certain limits’l119,-to have measure. For a -person--- -

who has some experience in the spiritual life art, including music, ceases
to have a predominant importance. The spiritual pursuit then becomes of
a paramount significance for him whilst the deeds of the soul, including
art, give away. This does not mean that man has to renounce the latter
completely but rather not to become obsessed transforming art into an
idol and not to spend time to the detriment of the spiritual pursuit. In
other "words, it is beneficial for a believer’s recreation to include
involvement in pursuits of the soul (such as music and other arts) but
without becoming too attached to them. The damage resides not in finding

pleasure in art but in being surfeited with that pleasure.1120

Academician Stoyanov believes that in music evil becomes transfigured
and devoid of its “poisonous sting” converting ‘as by a miracle’ into
‘goodness and beauty’. According to him, ‘genuine music precludes any
evil and ugliness’. Hence it ‘is really one of the most effective means to
eliminate evil and ugliness from life’.1121

Perhaps most precise is the description of Fr. Sergius who agrees with

Archbishop John (Shahovski 11993) that art can be a step towards

1116 From The Geneva Psalter by Jean Calvin, presented in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 366

1117 Romantic theorists considered art as beautiful because “it could transport us to
higher, aesthetic realm”. Goehr, Lydia. The Imaginary Museum of Musical Works.
Oxford, 1992, p. 152

1118 Cepruit (PpI6KO), nepoMm. CoBpeMeHHas KyAbTypa: CaTAHHU3M HAM OOTrOHCKATEABCTBO?
HspareasctBo mM. cBT. Mrumarmsi CraBpomoabckoro, MocksBa, 2002 /IIpesoa Ha OBAT.
CvepemeHHama Kyamypa — camaHussm win mopceHe Ha Boza? Aton, 2003, c. 21

1119 Cepruit (PribKO), nepoM. CoBpeEMEHHAsS KyABTYpPA: CATAHU3M HAHM DOrOHCKATEALCTBO?
WspareabctBOo uM. cBT. Mruatma CraBpomoabsckoro, Mocksa, 2002 /IIpeBom Ha 6bar.
Covgpemennama Kyamypa — camaHusbm Uau muvpcere Ha Boza? Aton, 2003, c. 41

1120 Cepruit (Pribko), nepom. CoBpeMeHHasl KyAbTypa:. CaTAHHU3M HAHM GOrOMCKATEABCTBO?
HszpareascTBO M. cBT. UrHatus CraBpomoabckoro, Mocksa, 2002 /Ilpesox Ha Obar.
CrvepemerHama Kyamypa — camaHusbm unu moepcere Ha Boza? Aton, 2003, c. 34

1121 CrostHOB, AHApel. Mazuama Ha mysuxama, c. 10
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knowledge of God!122 and that gradually through that which is of the soul
(in this case the art), the spiritual can be realized; or according to the
Apostle’s words, “it is sown a natural body; it is raised a spiritual body”
(1Cor. 15:44).
This longing for the highest spiritual goals, in which art appears as a form

of searching for God, is brilliantly expressed by the Russian composer

Glinka in a conversation with St. Ignatius of Stavropol: ‘From my childhood - = -

my soul was attracted with love towards the refined. I felt how it was
glonfying with heavenly song Someone great, something higher, uncertain
for me. I devoted myself to the study of the arts, I dedicated all my life to
this. As you can see I am now old but I have not reached my goal. That
higher reality before Which my heart was standing in awe, Which my heart
was glorifying, is still far away from me. My heart continues to see It as if
behind a transparent cloud or transparent curtains;, it continues
mysteriously to glonrify It, mysteriously even for myself, and I am starting to
realize that my heart would be satisfied only when its object of

contemplation becomes God.’1123

A. Stoyanov sees music as ‘an infinitely long ladder of experiences of the
soul, the bottom end of which dwells in the dark depths of the instinct
whilst the highest reaches the sidereal heights of divine intuition’.1124 In

this intuition he perceives ‘a foretaste of the future’, for which ‘it educates

1122 Gogol saw art as a step towards religion, a step towards knowledge of God and
Fr. Sergius considers that even rock music of the time of Soviet Russia in which a
search for God could be sensed, has played an important role as a step to
Orthodoxy in the life of Russian youth. See Cepruii (Pribko), uepom. CogpemeHnHasn
Kynemypa: camaHusm uau  bozouckamenvcmeo? UspareascTBO  MM.CBT.HUraarust
Craspomnoasckoro, Mocksa, 2002. I'asa: AHmunodslL U npasocaaeue U poKk-Kyaomypa?
(He moxxeT ApeBO 3A0€ IPHHOCHUTH ITAOABI H06pEIe) /[Ipeeod Ha Gbaz., c. 87

1123 “Jlyma mMos1 ¢ AeTCTBa 00bATA AI0GOBBIO K H3TIMIHOMY. SI HyBCTBOBaA, KAaK OHa
BOCHEBaAa KAaKylO-TO AHBHYIO HeCHP KOMy-TO BEAHKOMY, YeMYy-TO BBICOKOMY,
BOCIEBaAa HEOMPEAEACHHO AAl MEHH camoro. 5l mpemascs H3y4eHHIO XYyAOMECTB,
NOCBATHA HM BCIO KH3HE Mol0. Kak BHAHImE, A yiKe XOCTHI 3PEABIX AE€T, HO He
AOCTHT cBoeili mean. 3To BBICOKOE, mpea KOTOPBIM Gaaroroseao moe cepaune, Koro
OHO BOCHIEBAaAO, €Ine BAAAH OT MeHsa. Cepanme mMoe nmpoaoaikaeT BHAETH €ro, Kak Onl
3a MpPO3pavYHBIM O0DAAKOM HAH OPO3PAaYHOI0 3aBECOI0, NPOAOAMAET TAHHCTBEHHO,
TAHHCTBEHHO ZAfl CAMOr0 MeHf, BOCOeBaTh Ero: 1 HayHHaI0 NOHEMATH, YTO TOrAa
TOABKO YAOBAETBODHTCHA MOe cepAlle, KOrAa €ro npeamMerom coxeaaercsa bBor.”
Quote in CraBponoasckuit, UrmaTuii cB. "XpucmuaHcKkuil nacmoips U XpUCMUAHUH-
xyooxHuk"."Borocaosckue Tpyarl" Ne 32, Mocksa, 1996, cited by Cepruii (Pei6Ko0), nepom.
Cospemennass Kyabmypa: camaHusm uau  6ozouckamenscmeo?  U3maTeabcTBO
uMm.cBT.Mruatuss CraBponoabckoro, MockBa, 2002 /IIpeBox Ha 6war. Cwepemennama
Kyamypa — camaHussm unu movpcere Ha Boea? Aton, 2003, c. 40

1124 CroanoB, Aunpeit. Mazuama Ha mysuxama, c. 167
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and prepares us spiritually’, it ‘prepares us for that more spiritual and
more sublime life to which we aspire to be called in the most luminous
moments of our life’.1125 Qut there, ‘on the highest steps of the ladder’
sound the ‘all-pure harmonies’ of the great masters of truly artistic and

beneficial music.1126 Such music generates not only a sense of that which

1s aesthetically beautiful, but also of that which is good and noble. It

ourselves hidden ‘latent forces, which cut away the prose of everyday life
in order to direct our steps towards another, more worthy being’ and to

evoke our original goodness reminding us of ‘our common high origin’. 1127

The language of creative music could express the bright and sublime
features of human souls, which unites them. It is common!128 for all
people and ‘makes people equal ... at the height of the most intimate and
universal spiritual ideals common to all mankind’!29, ‘Music speaks the
common language in which the soul is quickened freely and indefinitely

and feels as being in its homeland there’, Schumann also writes.1130

1125 CrosuoB, AHApeil. Mazuama Ha mysuxama, c. 171

1126 CrosHOB, AHApell. Mazusma na mysuxama, c. 167

1127 CrosiHOB, AHApPei. Masusma Ha mysukama, c. 177

1122 When we speak of music as a universal language we must take into
consideration the opinion of Storr who writes that it is not correct to regard music
as a universal language even though it can unite people from different cultures and
backgrounds. In his view ‘language does not emanate from the Earth, but from the
human brain. So does music. The universality of music depends upon the basic
characteristics of the human mind; especially upon the need to impose order upon
our experience. Different cultures produce different musical systems just as they
produce different languages and different political systems. Languages are ways of
ordering words; political systems - society; musical systems - sounds.’” Therefore
universal is ‘the human propensity to create order’ believes Storr but “the various
types of music are predominantly cultural artefacts rather than natural
phenomena”. According to Storr communication between souls is only possible if
both share the same culture and hence the same understanding and kind of music.
Thus listeners of masterpieces of the cultures, which are familiar to them, are
usually sharing similar experiences even if the music is without words. (After Storr,
Anthony. Music and the Mind. London, 1992, pp. 50, 64, 70, 71) Storr and Blacking are
convinced that musical education that includes music from other cultures can
break our insularity. Music in their opinion “can become a universal language when
individuals are acquainted with all forms of artistic musical expression, and
through the transformation of individuals it becomes a ‘vehicle for world peace
and the unification of mankind”. (Blacking, John. ‘A Commonsense View of all Music’.
Cambridge University Press, 1987, p. 149, quoted in Storr, Music and the Mind, p.- 51)

1129 Tlenos, Aumutep. Cunama Ha mysuxkama, c. 97

1130 “Musik redet die allgemeine Sprache, durch welche die Seele frei, unbestimmt
angeregt wird; aber sie fiihlt sich in ihrer Heimat.” Schumann, R. Gessamelte
Schriften. Band I, Breitkopf & Héartel, Wiesbaden, 1985, S. 31
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Deryck Cooke defines musical art to be ‘the supreme expression of
universal emotions, in an entirely personal way, by the great
composers’l13l. Storr adds that according to him what moves the listener
is not the evocation of those emotions but ‘the way in which the composer
transforms universal emotions into art’.!132 When referring to the enduring
popularity of Mozart’s compositions, “not only in the West but in every
society to which they have been introduced”, Gardener indicates that “they
are as universal as any form of art is likely to be”.1133  Hence the
conclusion that great art potentially can find a path and reach everyone
who comes across it.

‘Words are mediators between human minds, and tones — between
hearts’l134, says Andrey Stoyanov. ‘Under the influence of music human
souls become transfigured often beyond recognition. They achieve at least
for a few happy minutes that notable equality and brotherhood many
utopians have longed for’'135, such as we experience in the significant
“Ode to Joy”. During these minutes they realize the entire vanity of
cveryday preoccupations and become filled with a longing for goodness,
with sympathy and compassion towards fellowmen, with awe before the
Supreme.

Therefore music can exalt not only earthly longings, but also religious
fecling. It receives its formation under the influence of religion and is
closely bound up with it.1136 “Music is love”, exclaims Eduard Hanslick; “it
springs from religion and leads to religion”.1137 Without being itself a

religion it proves to be the most appropriate medium for conveying

1131 Cooke, Deryck. The Language of Music. London: Oxford University Press, 1959, p. 33
1132 Music causes increased arousal in the interested listener and there is a closer
relation between hearing and emotional arousal than between seeing and emotional
arousal which Storr explains by the fact that we start to hear (in the womb) much
before we can see. Storr, Anthony. Music and the Mind. London, 1992, pp- 25, 26, 74
1133 Quoted in Gardener, Howard. Extraordinary minds. USA, 1997, pp. 67-68

1134 Croganor, Anjipeit. Mazuama Ha Mmy3urxamd, c. 165

1135 Crosnos, AHApe#. Mazusima na mysuxama, c. 181

1136 Cassiodorus in his treatise Fundamentals of Sacred and Secular Learning
takes notice of the many references to musical instruments, songs and other
musical activities in the Bible, mentioning the common patristic allegory between
the decachord of the Ten Commandments and the psaltery of ten strings (“Praise
the Lord with harp: sing unto him with the psaltery and an instrument of ten
strings” - Ps. 33:2), between the very Psalter and the musical instrument after
which it is named, etc. Presented in Strunk, Oliver, editor. Source reading in music
history. W.W.Norton & Company Ltd, USA, 1978, p. 144

1137 Quotation after An Encyclopedia of Quotations about Music. Compiled and edited by
Shapiro, N. New York, 1978, p. 256



245
religious emotions. It can express religious feelings connected with
“prayers, religious calm and serenity, and also all the emotions, which in
themselves are consonant with the divine aspect of man’s nature’, even if
they are not necessarily religious.1138
“Music and religion are intimately related... The deepest emotions require
for their civilized expression the most emotional of arts”, says Will Durant
whilst Albert Schweitzer considers that “all true and deeply-felt music,
whether secular or sacred, has its home on the heights where art and
religion dwell”. 1139
Many great artists were aware of the interconnection between music and
religion. The universe itself appeared to them as a heavenly harmony that
mirrors the absolute Divine harmony;!140 as an enormous orchestra with
countless instruments; as an ‘undying music of the universe’ to which
God 1is listening in its ‘plenitude, absolute beauty and perfection’, but
which man just catches in a fragmentary manner.1141
Beethoven thought that music represents the highest level of revelation,
higher than all [secular] wisdom and philosophy, and that whoever can
understand his music, ‘will rise above sorrows that break the spirit of
others’l142, because the religious significance of music is the most
powerful means to overcome earthly misfortune.1143
Bach shared Luther’s opinion that music is the ‘best solace’, which
‘refreshes and sets at peace the heart’ and his work is the profoundest
proof of it.1144 Luther himself qualifies music as the second best after
theology in saying that “music is the art of the prophets, the only art that
can calm the agitations of the soul; it is one of the most magnificent and

delightful presents God has given us”1145,

1138 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 51

1139 Quotation from The Story of Civilization (1935-37) by Will Durant in An Encyclopedia
of Quotations about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 256.
See also p. 258 for Schweitzer.

1140 TTenoB, Jumutsp. Cunama Ha mysuxama, c. 105

1141 CrosgHOB, AHApe#. Mazusma Ha mysukama, c. 171

1142 Quot. according to IlenoB, Jumutsp. Cunama Ha mysuxama, c. 108

1143 TTlenoB, Jumutsp. Cunama Ha mysuxama, c. 109

1144 According to the book of Esther Meynell, Die kleine Chronik der Anna Magdalena Bach,
Leipzig, 1935, S. 282

1145 After An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N.
New York, 1978, pp. 186, 257
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By noticing the interrelation between music and religion historians
conclude that they are in principle inseparable: ‘Ultimately, every art is
religious... Its main aim was and is to reveal and extend the bond (and
such is the meaning of the word religion — bond!) between the external
world of the senses and the inner spiritual world.’!146 Therefore Beethoven
called music a “mediator” between the sensory and the spiritual life. But it
is also the connecting link between the sensory and the Suprasensory.
The experience of God as a present reality transforms into a personal
spiritual communion. Hence music might be considered as an
antechamber of the supreme art — prayer.1147 Spiritual contemplation in
the great masterpieces of musical art approaches the sublime experience
we can find in religious mystics, when man forgets himself or, as Harvey
expresses it, when one ‘experiences loss of self’'1148 contemplating the glory

of the experienced object.1149

Of all arts music is the closest to Eternity. It takes us to the foot of the
Divine.

Hence, according to Prof. Penov, ‘the most profound religious experiences
are best expressed in music and the most profound musical works are the
religious, or those filled with a religious spirit’'150, which praise not only

the “handywork” (Ps. 19:1)1151 but also the Creator Himself.

3. The role of music in the ascetic (ethical) life

By investigating the topic of the spiritual life we have examined briefly
asceticism, which is the first step in spiritual growth. Now we are going to
look at the nature of ascetism more closely in order to trace what role
music may have in this spiritual exploit. Again, it will be considered in the

tradition of the Orthodox Christian Church.

1146 TlItopk, Kapa. Hcmopus Myswixku, Mocksa, 1918, c. 7

1147 See p. 242, footnote 1122 (Gogol saw art ... )

1198 See p. 238 here (we experience a loss of self...) and Harvey, Jonathan. In Quest of
Spirit. University of California Press, 1999, p. 36

1149 After Aexyuu no ncuxonozus Ha peauzusma

150 Jlernos, Jumutep. Cunama Ha mysuxama, c. 112

1151 “The heavens declare the glory of God; and the firmament sheweth his
handywork” (Ps. 19:1) [BG - Ilc. 18:2].
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a) the nature of ascetism

Ascetism can be traced back to the dawn of human history and can be
found to a certain extent in all existing religions, which ‘indicates that it
manifests some truly profound aspects of the human spirit’!52, Berdyaev
refers to askesis (to spiritual effort) as a necessary formative background
to every religious and mystical experience. It is neither the aim, nor the
content of the religious experience, but only its methodology. Hence
askesis is a technique, a paedagogical exercise for spiritual
awakening, renewal and striving to achieve perfect love!!53. It deals
with the discipline and effort that bring man to the first step of the ascent
to perfection, which is concerned with the process of purification of the
heart; it is the active part of spiritual progress, the self-discipline and
cooperation that God requires of man.!!5* Only he who has cleansed his
mind through dispassion can go on to knowledge or contemplation.1155
Therefore the central task of Orthodox ascetism is ‘to come back from a
corrupt to a pure state of mind’ through repentance which leads to the
integrity of human nature, created after the pattern of Christ’s nature.
That is what the word “repentance” (metanoia) literally means - “change of
mind”.1156 Baptism in the early Church was preceded by asceticism and
followed by an ascetic life, by man’s effort to keep the commandments of
Christ. By asceticism of the person therefore, is meant primarily the
transformation of man, which comes about through the keeping of the
commandments of Christ.1157 Thus ascetism is the surmounting of ‘this

world’ and enlightenment of a different world.1158

1152 Matika Mapua (Ckobuora). Tunose penuzuozer »KUGOM. IIpeBox M. AsexkcaHpopopa.
Hsna. “Omodop”, Codhua, 2006, c. 38

1153 Fr. Sophrony defines this perfect love as the “uncreated life-force of
unoriginate Divinity”. Sophrony, Arhimandrite. On Prayer, Essex, 1996, p. 63

1154 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 22

1155 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 69

1156 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 50

1157 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 145

1158 Bepnses, Hukoaailt. Cuucwnrom Ha meopuecmeomo. Cocus, 1994 [Berdyaev, Nikolai.
THE MEANING OF THE CREATIVE ACT (1916)), c. 159, 160
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The word ‘ascetism’!159 was introduced by Clement of Alexandria and
Origen but already St. Paul used the image of ancient physical exercises to
describe the effort made by the Christian to reach perfection (2 Tim. 2:5).
Gradually it gained monastic colouring. Monasteries were called asketiria,
places for physical training and the askitis (the ascetic) is the monk who

strives to obtain perfection by observing all the discipline of restraint

through the cleansing from -the passions. He mortifies the passions and - -

develops good habits that lead to perfection. Christian perfection requires

prolonged and varied efforts though it is never completely attained.!160

Metropolitan Hierotheous refers to three important states which the
Fathers call purification of the heart:

“Firstly, purification of the heart is the cure of the soul’s faculties!16! so
as to function in accordance with nature and above nature - not contrary
to nature. Secondly, purification is man’s deliverance from pleasure and
pain, i.e. his liberation from the oppression exerted by pleasure and
pain.”1162 According to the Holy Fathers human nature shows its
weakness by its lack of firmness. This instability is manifested by the ease
with which it is attracted by pleasure and defeated by pain. Divine power
helped Christ to conquer the love of pleasure and the fear of death in His
nature, thus making it steadfast.1163

“Thirdly, purification is the cleansing of the heart from the various

‘thoughts-logismoi’1164. They are called logismoi because they must dwell

1159 Askeo - ‘to exercise’, askesis - ‘training’ and asketes - ‘one who practises’.
Homer used the term to describe an artistical or technical work. It was applied to
1) physical exercise (that of athletes and soldiers); 2) exercise of the mind and will;
and 3) cultic and religious practices. Isokrates (436-338 BC, Greek rhetorician) calls
the ‘pious practices’ in Egypt askeseis. Spidlik, Thomas. The Spirituality of the
Christian East, Kalamazoo: Michigan, 1986, p. 179

1160 St. Silouan writes how keeping the commandment to truly love God ‘with all
one’s heart, and all one’s soul and all one’s mind’ is in fact impossible. Sophrony
(Sakharov) Arhim. Saint Silouan the Athonite, Essex, 1991, p. 438; English translation in
Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS Press,
USA 2000, p. 118

1161 The soul’s faculties are the intelligent (reasoning), the appetitive (desire) and
the irascible (affective). See footnotes 1187 on p. 252 and 1208 on p. 255

1162 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 63

1163 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 26

1164 The thoughts which are connected with images as well as with the various
stimulations originating from the senses and the imagination. The thoughts-
logismoi evolve to sin through the stages of desire, action and passion. They are
called logismoi because they act in the reason (logiki, in Greek). It can be said that
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in the reason and not within the heart.”!165 This means that if a person is
not sufficiently attentive when a “logismos” comes, ‘it then becomes a
desire which wants to be fulfilled. The logismos proceeds from the
intelligent faculty of the soul to the passible (the appetitive and the
incentive) faculty. Being realized and developing into a passion the
logismos enters into the heart and remains all powerful there.’ 1166
According to Origen, asceticism is to make the nous (the higher part of the
mind) dominant over the whole man: the entire soul must become nous.
Man has therefore to achieve a strict and permanent control of the
imagination, which is required for the custody of the heart, because a
passionate man who is acted upon (pati, passio) no longer controls his
being.1167 Therefore one of the main tasks in the spiritual life is to be
always attentive and to catch the logismoi before they develop and become
too difficult to control. Intrusive thoughts can enter the heart under an
illusionary “sugar-coat”, presenting them as harmless and even as
something productive and beneficial.1168 Thus Elder Sophrony advises to
reject any kind of thoughts-logismoi and that in the hour of prayer we
must not listen even to good thoughts because if we do, other ideas will
occur and we “will not continue undistracted”. It is essential’ — he says -
‘to reject intrusive thoughts!169 as nothing can compensate for the loss of
pure prayer’.1170

The practice of the one-word-prayer (monologistos)!!7! is the main
technique used for defeating logismos. It provokes indescribable conflict

with ‘cosmic powers’. 1172

the term ‘fixation’ conveys to a large extent the same meaning. Hierotheos
(Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief introduction, Levadia,
Greece, 1992 (English transl. 1994), pp. 56, 63

1165 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 63

1166 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 63

1167 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, pp. 51, 52

1168 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 58

1169 ‘According to St. Mark the Ascetic, when a thought stays in one’s mind it
indicates an attachment to it.” Boosalis, Harry. Orthodox Spiritual Life according to
Saint Silouan the Athonite. STS Press, USA 2000, p. 75

1170 Sophrony (Sakharov) Arhim. Saint Silouan the Athonite. Essex, 1991, pp. 136, 137,
142-143, 168

1171 Monologistos or one-word-prayer (povoAoyioty) is called the Jesus prayer “Lord
Jesus Christ, have mercy on me”. This prayer in the East and also the psalm-verse
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‘The believer needs to scrutinize every thought before allowing it to linger
in his heart’.1173 As he progresses further in prayer, he learns to cut off
and reject all mental images, impressions and outside influences.!174 St.
Silouan mentions how in the more advanced stages of spiritual life God
Himself ‘trains’ the soul to have good and productive thoughts, leaving no

room for any thought whatsoever other than prayerful contemplation of

the heart. When all logismoi are repelled and the heart is cleansed, only
one-word-prayer (the Jesus Prayer) prevails. Thus, the simple
remembrance within the heart helps retain unceasing prayer while reason
accommodates the simple logismos, that is, the plain concept of a thing

disengaged from passion.!177

- As we have seen in the description of the stages of spiritual progress in

the first chapter, asceticism corresponds to praxis and mysticism to
theoria. The second step, illumination, can be seen as a transition: a level
where mystical knowledge meets asceticism.1178 The man in the practical
phase is called praktikos (worker, doer), the one in contemplative
theoretikos (seer).1179 It was mentioned that the purpose of the active
phase is liberation from the passions, from all that is evil, and acquiring

dispassion (apatheiall80). According to St. Gregory Palamas, praxis is

“Deus, in adjutorium meum intende” in the West “both come from the Desert”
where the Desert Fathers used it unceasingly in their “heroic fights against the
powers of evil”. Monk of the Eastern Church. Orthodox Spirituality: An Outline of the
Orthodox Ascetical and Mystical Tradition, London, 1961, p- 14

1172 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, pp. 63, 66

1173 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 73

1174 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 66

175 Sophrony (Sakharov) Arhim. Saint Silouan the Athonite. Essex, 1991, p. 153

1176 “According to the Fathers, the logismoi are either simple or complex. A simple
logismos is not obsessive, whereas a complex thought is linked with passion and a
concept.” Explanation after Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox
spirituality: a brief introduction, Levadia, Greece, 1992 (English transl. 1994), p. 83

1177 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 63, 64

1178 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 72

1179 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 69

1180 The term ‘apatheia’ (ana®cia) was introduced by Evagrius in his Praktikos. He
says that ‘apatheia has a child called agape [love]’ who opens the door to the deep
knowledge of the created universe. According to him when reaching perfect
dispassion men become like the angels. Dispassion and insensibility in spite of the
synonymous etymology are diametrically opposed. St. Isaac of Syria defines

4 -
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equated with hesychasm. He calls hesychasm (holy silence) the ascetic
method to free the nous - which is the only organ allowing man to
recognize God - from reasoning, the surrounding world and the passions,
and to enter the heart. By uniting in grace with the heart the nous is then

lifted up to the vision of God.1!8!

- ke SR

Through praxis, i.e. holy silence (sacred hesychia) “we are liberated from

The hesychastic silence “of the Orthodox monk springs organically from
deep repentance and his longing to keep the commandments of Christ”1183
and only then can it lead to revival and the restoration of God’s image in
man. Abba Isaac the Syrian compares those who perform miracles and
signs in the world with those who practise hesychia, and he finds the
latter superior to the former.1184 Presenting the Mother of God as the
model hesychast St. Gregory Palamas explains that man’s goal to attain
theosis, i.e. communion and union with God is accomplished by his effort
to mortify his reasoning, his senses, his imagination and vain glory, and to

focus his nous within his heart, and through his heart for the nous to

‘apatheia’ as ‘An Inner Force Capable of Resisting the Passions’. It consists
therefore not in not feeling the passions, but in not welcoming them. It is not an
end in itself but the restoration of the image of God after removing the alien
element, the passion, which has darkened its beauty. The proof of ‘apatheia’ comes
when the mind ‘remains in a state of tranquility in the presence of the images it
has during sleep’. (See Spidlik, Thomas. The Spirituality of the Christian East,
Kalamazoo: Michigan, 1986, pp. 273, 274, 275, 276, 277) The Desert Fathers
considered dispassion the supreme ideal. Apatheia is not a kind of anasthesia of
the feelings but the fruit of love and charity. It is the state of a soul in which love
for God and men rules and burns away the self-centered passions. (Monk of the
Eastern Church. Orthodox Spirituality: An Outline of the Orthodox Ascetical and Mystical
Tradition, London, 1961, p. 15) Also Fr. Sophrony explains that the Orthodox ascetic
sees “passionlessness not as cold indifference, not as the putting off of an illusory
existence; not as a contemplation on the other side of good and evil, but as life in
the Holy Spirit”. ... “Passionlessness is the light of new life inspiring in man new
feelings and thoughts, a new light of eternal understanding”. Sophrony (Sakharov),
Arhim. Saint Silouan the Athonite. Transl. by Rosemary Edmonds, Essex, 1991, p. 177
(Codbponuii, apx. (Caxapos). IIpenodobubiii Cunyar Agorckuii. Essex, 1990, c. 77, 78)
1180 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 91

1181 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 91

1182 St. Gregory Palamas. Greek Fathers of the church (in Greek). Thessaloniki, 1986, Vol.
11, p. 328

1183 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds, Essex, 1991, p. 178 (Codponmnit, apx. (Caxapos). [Ipenodo6ubiii Cunyan
Aghorckuil. Essex, 1990, c. 78)

1184 Hierotheos (Vlachos), Metropolitan of Nafpaktos. The Person in the Orthodox Tradition.
Levadia, Greece, 1998, p. 108
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ascends toward God.!185 The practice of the sacraments and asceticism,
concurrently, is indispensable.1186

‘The exploit of hesychasm and the dispassion attained in it is not a mere
mortification of the passionate power of the soul (i.e. the desirable and the
irascible)!187) but its transfiguration. It is liberation of the best energies in
man, simplification of the mind, purification from all that is external,
sensual, sinful and fragmentary in order for the soul to regain the
simplicity of the One.”l188 There are two deaths: by sin and of sin, explains
Staniloae. Ascetism is a life-giving mortification!18® as it gradually
eliminates the poison that leads to corruption and the sickness that kills
our nature. It is the gradual slaying of sin and all tendencies toward it.
Christian askesis does not mean to reject the body, pleasure or matter —
“rather it fights with carnal lusts for the transfiguration of the flesh and
its final deification”!190. In other words true Christian askesis aims not
literarily to kill the desires but to reorient them toward their ultimate
fulfilment and transform them into desire for God and for communion
with Him.1191 Ascesis therefore is the art, which renders man’s body, soul

and spirit receptive to the Spirit of God.1192 The “emptiness” of the mind

1185 All asceticism in the Church aims at man’s theosis (divinization), at his
communion with the Triune God, at attaining Godlike life. This is the most creative
task of the Church and is accomplished when the energy of the soul (nous) returns
to its essence or centre (the heart) and ascends to God. For unity with God to be
attained, the unity of the soul, through the grace of God, must precede it.
Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief introduction,
Levadia, Greece, 1992 (English transl. 1994), p. 35

1186 See Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 72

1187 A person’s soul as far as the passions are concerned is divided into three
faculties which correspond to the nous, will and senses: the intelligent (reasoning),
the appetitive (desire) and the irascible (affective). The latter two constitute the
passionate part of the soul. When all these three powers are reversed and directed
to God the soul is said to be in a dispassionate state. See footnotes 1161 on p. 248,
1208 on p. 255 and Dictionary to Bulgarian translation of Hierotheos (Vlachos),
Metropolitan of Nafpaktos. Orthodox spirituality: a brief introduction, Levadia, Greece,
1992 /Bulg. Translation and Dictionary by M. Stoyadinov, Praxis, 2005, p. 110

1188 Hukonaesa, Oaeca. Cospemennasi Kyamypa u Ipaeocnasue. Mockosckoe [logBopse
Cearo-Tpounxoii Cepruesoit Aaspbl, 1999, Taasa: Tananm — dap Boskuii/ IIpesod Ha
6vne. UBanosa, A., Codmus, 2000, c. 163

1189 Sometimes the terms mortificare in Latin and nekrosate in Greek are used.

1190 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 34

1191 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, p. 76

1192 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, p. 76
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offered to God, represents in a positive way a thirst exclusively for Him.1193
“Our experience of the fallen world through our bodily senses is one end of
a spectrum that reaches at its other to an experience of paradise through
senses that have been transfigured”, Fr. Louth explains.l!9% Hence
asceticism 1s not a matter of rejecting this or that earthly pleasure but of a

living expression of love, and surrendering selfishness in the interest of

another-—-of-a family;community, society, or the whole-world.1195-This=-—-
points also to the non-abstract character of love. ‘Love can only be
directed towards a living creature, a person’, indicates Berdyaev, ‘and
higher than the love to man is only the love to God, Who is also a

Person’. 1196

Man’s main instrument in acquiring union with God is the will and not
the intellect or the feelings. But the human will remains powerless if it is-
not upheld by the grace of God.1197 According to Fr. Sophrony ‘true prayer
1s communication with the Holy Spirit Who prays Alone in us, because
without His help we “can do nothing” (John 15:5), nor keep God’s
commandments. The Holy Spirit gives us to know God and raise our spirit
towards contemplation of the eternity. Prayer descending from the Highest
Grace surpasses our earthly nature. Hence, our body, which is unable to
rise to the realm of the spirit, resists this grace; the intellect also resists it,
as it is incapable of sustaining the infinity, and full of doubts it turns
away from everything that goes beyond its understanding; also the social
milieu resists it, since its goals are totally opposed to those of prayer; but

most of all it is resisted by demonic forces.’1198

1193 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, pp. 24, 25

1194 “Fallen man experiences a fallen world in terms of externals: the world is
something outside him, to be possessed, used and dominated. At the other end of
the spectrum is an experience of the world as no longer external and alienated, as
no longer exploited for my pleasure, but instead as a source of delight.” Louth,
Andrew. “Orthodoxy and Art”. Living Orthodoxy in the Modern World, ed. A. Walker and C.
Carras, London, 1996, p. 171

1195 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, p. 100

1196 Bepnsies, Hukoaait. IIpednasnauenuemo Ha uoseka. Codusa, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 150, 151

1197 Monk of the Eastern Church. Orthodox Spirituality: An Outline of the Orthodox
Ascetical and Mystical Tradition, London, 1961, p. 23.

1198 Cogpponutii, apx. O morumee. Paris, 1991, ¢. 10-11, 31, 33
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St. John of Damascus explains that man has received the ability freely to
choose the good against evil, but that the accomplishment of the good

depends on divine co-operation.1199

Fr. Sophrony talks about two poles between which the being of “every

reasonable created being oscillates”: the first is “love towards God to the

-- point of self-hatred”1200 and the second —-“love of self to hatred of God”.120!

When man sets himself above his neighbour he partakes in the pride that

is the cause of the fall. Conceit and self-absorption result in hatred of
God. “In order to abide in the love of God”, explains Fr. Sophrony, it is
essential that both, anger and hatred reach their “maximum intensity” in
the ascetic, but being directed against the sin within me and not “against
the evil active” in my brother. This is a key factor in our approach to the
ascetic life.- By overcoming the evil within, the individual defeats universal

cosmic evil. “The entire force of resistance to cosmic evil is concentrated in

the deep heart of the Christian, though outwardly - as the Lord enjoined -

he ‘resists not evil’ (Mt. 5:39).”1202

Starting, according to the Gospel (Luke 14:26, 33) by forsaking all that he
has (in the material, intellectual or spiritual aspect), the Christian!203
(ascetic) completes this process with a desire to lay down his soul for
Christ and “for his friends and enemies”, i.e. he thus attains the sacrificial
love of Christ. Therefore, in comparison with ordinary human life the

Christian life seems paradoxical: by separating from everything, by

1199 After Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan,
1986, p. 102

1200 This ‘hatred’ is turned not against the self as the image of God, which is in
contradiction to the commandment of love, but against sinful passions which “can
be identified instantly only by the spiritual person who has known the life-giving
action of divine grace that begets a repulsion in the soul, a ‘hatred’ for all sinful
pressures within her”. See Sophrony (Sakharov), Arhim. Saint Silouan the Athonite.
Transl. by Rosemary Edmonds, Essex, 1991, p. 150 (Bx. Codponuii, apx. (Caxapos).
Ipenooobruuii Cunyan Agorckuil. Essex, 1990, c. 62)

1201 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds, Essex, 1991, p. 216 (Codporuit, apx. (Caxapos). IIpenodobHuiii Cunyam
Adgporckuii. Essex, 1990, c. 96)

1202 See Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds, Essex, 1991, pp. 218-219, 234-235 (Codponuit, apx. (Caxapos). IIpenodobHbiii
Cunyan Agoncruii. Essex, 1990, c. 96, 102)

1203 Here Fr. Sophrony speaks predominantely of the ascetical Christian life. Such
complete renunciation is possible only for the monk-ascetic. That is the reason
why he can achieve greater and more universal love than the Christians living in
the world.
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rejecting and “hating” every (worldly) thing, the Christian is given the gift
of eternal spiritual love of everything by God.1204
Mantzarides also discuses this paradox and explains that “man’s self-

offering to the grace of God does not constitute a denial of life, but an

~ affirmation of its general transformation which God effects. This does not

mean contempt for joy, but a search for the true joy, which cannot be

-~ taken away.-.~=Therefore~the fruit of the-Holy Spirit,-that is, the fruit of--:---

the presence of God in man, is not self-exclusion, grief, trouble, faint-

heartedness and the like, but love, joy, peace, patience, etc. (cf. Gal 5.22).

" Of course, this seems paradoxical to worldly minded man.”1205

Thus asceticism is fulfilled not solely through negation as its object is not
only the mortifying and cleansing of the passions, but also through

affirmation by the simultaneous acquiring of the virtues.!206 Therefore St.

- Athanasius qualifies the ascetic life as the ‘path of virtue’.1207 In place of

the passions!?08, asceticism plants the virtues, which presuppose a truly

~ strengthened nature.1209

Divinization (deification) should be carried out concurrently on the 1ex;el of
earthly existence through an incarnation of divine virtues in man.!210 The
actual process of purification leads to the acquisition of spiritual
virtues.1211 Man’s virtues are cultivated by his participation in the virtue

of God. This assumes the denial of the obstacles which spring from self-

1204 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds, Essex, 1991, p. 235 (Codponnii, apx. (Caxapos). [Ipenodobruiii Cunyau
Adgponckuil. Essex, 1990, c. 102)

1205 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 13

1206 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, p. 27

1207 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
288

1208 In ascetic theology passions (nafog) are defined as the movement of the soul
contrary to nature. They are “not outside forces, which enter us and must thus be
uprooted. Passions are rather energies of the soul, which have been distorted and
need to be transformed”. They are known as: “intelligent (reasoning), the appetitive
(desire) and the irascible (affective)” and “must be directed toward God. When they
turn away from Him and from others [fellow men] they become known as passions.”
After Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 84

1209 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 34

1210 Thunberg, Lars. Man and the Cosmos. The Vision of St. Maximus the Confessor. St.
Vladimir’s Seminary Press, New York, 1985, p. 64

1211 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 34
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lovel212 on the way to renewal in Christ. Self-love (philautia) “engages man

in the satisfaction of his senses, which lead him from the use of the world
to abuse of it and passion”.1213 Saint Maximus the Confessor defines it as
“impassioned, mindless love for one’s body”12!4 The Christian ‘does not
only aim to return from abuse to use, but extends himself to the
developrr{ent of passion for the divine’. “The intense longing (eros) for sin is
-~ -——= -—Changed into an-intense longing - for God.”!215- The-ascetic rejects- the-
passions and self-love in order to receive God in their place.l216 Freeing ‘
himself from self-love, man becomes an acceptable vessel of the grace of
God and can maintain Christ “living and working” within him, and so,' his
good works are in reality works of the grace of God. Progress in these
works is essentially progress in participation in the grace of God, and
progress in the grace of God keeps pace with progress in humility and
overcoming self-love.1217 Thus, according to St. Silouan, the experience of
grace is proportional to one’s humility.12!8 [t might seem paradoxical but
humility is considered by the Fathers as one of the most powerful forces in
spiritual warfare. God is humility and thus humility leads man towards
theosis and makes him divine.1219

Therefore the chief principal of asceticism is the move towards ‘self-
emptying’ (kenosis)!220, ie. humility because he who ‘humbles himself,
shall be lifted up’ (Jam. 4:10).1221

1212 “The masters of spiritual life clearly distinguished between inordinate self-love
(philautia), which is carnal, and true love of self, which is spiritual.’ Spidlik, Thomas.
The Spintuality of the Christian East, Kalamazoo: Michigan, 1986, p. 67

1213 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 108

1214 See Saint Maximos Confessor, Text on Love 3.8, Pkiiokalia 2, 84

1215 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 108

1216 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, pp. 24, 25

1217 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 107

1218 Sophrony (Sakharov) Arhim. Saint Silouan the Athonite, Essex, 1991, p. 433

1219 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, pp. 41, 105, 116

1220 The term ‘self-emptying’ (kenosis — Philip. 2:7; Bulg. mnoHu3siBaHe,
camoymaassiBaHe, CMHPeEHUE; Rus. ucrouanue, ynpasaHeHue, yuuyuxenue) describes the
act of cleansing one-self from the passions and from the logismoi. By emptying
ourselves from any worldly attachment we open space in us for the grace of God.
See p. 29, footnote 93

1221 Sophrony, Arhimandrite. On Prayer, St. Vladimir’s Seminary Press, USA, 1998, pPp-
24, 25 (Codpounit, apx. O monrumee. Paris, 1991, c. 26) [See James 4:10, 1 Peter 5:6 —
“Humble yourselves therefore under the mighty hand of God, that he may exalt you
in due time”; Philip. 2:7 —~ “But made himself of no reputation ...”]
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St. Silouan speaks of humility and love (always in this order) as the
greatest virtues of man. He sees self-denial and setting the needs (whether
material or spiritual) of others above one’s self as the chief requirement in
the conquer of pride.l222 This self-emptying perfect love, which is not
turned to itself but is happy seeing others in glory, shining “as the sun”
(Math. 13:43)1223 is the spiritual love which marks the passage from the

active phase into the contemplative.

The love of God leads us towards our neighbour and the love of our
neighbour leads us towards God (1 John 3.17).1224 In the commandment
“Thou shalt love thy neighbor as thyself” (Matt. 22.39, 19.19, Mark 12.31,
Lev. 19.18) God reveals the truth that one’s ‘neighbor’ is organically linked
to one’s own being and forms an integral component of the human
person.!?25 Thus true ascetism is measured according to the degree of

self-denying sacrificial love for God and man.1226

As already mentioned (in Chapter One) ascetism in the Orthodox tradition
means also ethics. Christian asceticism or ethic is not a “pharisaical
outward behaviour”!227 but a road illumined by reason, faith, prayer and
the help of God.1228 By praying for all mankind!229, the believer comés to
realize his true potential as a persona (person-hypostasis) created in the

image and likeness of God.1230
b) ascetic practices

Ascetism in the contemporary Christian tradition could be viewed as:

1222 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 115

1223 Cocpponuii, apx. (CaxapoB). Poxdernue e ILlapcmeo Henokone6umoe. Cs. M.
Ilpenredenckuit MoHacTeips, U3n. [TasoMuuk, MockgBa, 2000, c. 100

1224 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, p. 100

1225 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, pp. 148, 178, 141, 146

1226 Matika Mapus (Ckobuosa). Tunoee penuzuoszen xueom. Ilpesox M. AnexcaHpgposa.
Hsn. “Omodop”, Codusa, 2006, c. 56

1227 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 65

1228 Staniloae, Dimitru. Orthodox Spirituality, STS Press, USA, 2002, pp. 28, 29

1229 Fr. Sophrony refers to such prayer as ‘hypostatic prayer’.

1230 Sophrony (Sakharov) Arhim. Saint Silouan the Athonite, Essex, 1991, p. 192
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e partial renunciation of the world — ascetism in the world

This is the ascetism which has as its fundament the commandment given
to Adam and Eve for self-restraint from the fruits of the tree for knowing
good and evil.1231 [t includes pious Christians who live alone or with their
spouses 1n the world. Here we can classify the less organized form of
asceticism which is based on overcoming patiently the difficulties and the

hardship of daily life.

. complete renunciation of the self and the world -

monasticism

In this category belong the monastics. There are different degrees of
renunciation amongst the monks and the most strict is that of the
hermits!232 and in the Russian tradition also of the schemniks1233. To a
certain degree it corresponds to the practice of the anachorites in early
monasticism (cells randomly spread in caves, rocks, woods). The
coenobium practice (living in community) was introduced later but is the

more common today.
1) Ascetism in the world
In our day ‘salvation of soul’ has been separated too much from

‘perfection’ but the great masters of the spiritual life pointed more to

similarities rather than to the differences. ‘The Scriptures knew nothing of

1231 Commentary of Mariyan Stoyadinov

1232 Called also desert monks, because they move in the most desert and
uninhabited places where even nature is totally live-free and monotonous. Hermits
lead utterly detached lives, free from all external impressions and activities in
order to focus themselves more deeply on the inner man; nothing from outside
should interrupt the concentration of their constant prayer and the contemplation
of God’s light. In this way they reach more profound spiritual knowledge.

1233 The schemnik lives as hermits do, at a distance but not completely detached
from the monastic community, and unlike hermits he takes part in some liturgical
life within the community. About the nature of schemnik’s life Parthenios of Kiev
received a revelation from the Mother of God who said to him: ‘The monk who
wears the schema is a man who prays for the whole world’. See Sophrony (Sakharov)
Arhim. Saint Silouan the Athonite, Essex, 1991, p. 493
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such a division’ - wrote St. John Chrysostom - ‘but they all wanted to lead
the ascetic live, even if they are married’.1234
Thus Christians are not divided into monastics and lay people or single
and married; but they are separated into those who have the Holy Spirit
within and those who do not.1235 St. Chrysostom teaches that all
commandments of the Gospel - except for that of marriage - are to be
- shared by -all men. For-the- first Christians there- was no distinction-=-
between married and single people, they all lived ascetically and had
profound experiences of the spiritual life, attaining the illumination of the
nous and constant prayer.1236 Therefore Orthodox spirituality as practised -
in the Ancient Christian Church is accessible to all people. It is possible
for all people to experience it by upholding Christ's commandments under
the guidance of a spiritual father'237. There are no privileged or non-
privileged people and no exceptions on the journey from the image of God
to His likenes’, i.e. toward theosis.1238 “For as many of you as have been
baptized into Christ have put on Christ” (Gal. 3, 27), teaches the Apostle.
Thus, ascetism is for everyone. The main task of monasticism — fasting,
prayer and vigil for the love of God and neighbour — applies equally to every
baptized person. All ascetic self-discipline is an act of vigilance to

keep us from spiritual sleep.1239

2) Monasticism

1234 See Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan,
1986, pp. 287, 288

1235 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 91, 96

1236 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 91

1237 Spiritual father or elder, staretz (yépovtag) within the Orthodox tradition is a
clergy man in the world or in the monastery who through God’s grace guides the
novice (potaxtixog) on the way to spiritual wholeness through purification of the
heart, illumination of the nous and deification (@éwon). The idea of pater
pneumatikos (spiritual father or elder), who is the ‘director of conscience’,
developed in the Desert. See Monk of the Eastern Church. Orthodox Spirituality: An
Outline of the Orthodox Ascetical and Mystical Tradition, London, 1961, p. 15

1238 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 91, 96, 95

1239 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality.: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, pp. 75, 77
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The spiritual life is laborious: it requires great effort and pains (kopos).1240
Fr. Sophrony says that if the acquisition of scientific erudition
presupposes long and intensive work, prayer demands incomparably
greater efforts. No matter how ardent the faith of a Christian, the task to
“change our vile body, that it may be fashioned like unto his (Christ’s)
glorious Body” (Phil. 3:21) requires long ascesis of fasting and repentant
-prayer.124l - Thus--profound-- asceticism;~—where-=the=- person--chooses~
martyrdom!24? for God and dedicates their whole life to achieving the ‘art
of arts’, to receive Christ in the fullness of ‘grace upon grace’, presupposes
an immense concentration of spiritual strengths. The fact that this type of
ascetism is called ‘labour’ (Rus. ‘trud’) or ‘exploit’ (Rus. ‘podvig) is not
fortuitous. The ascetic (Rus. ‘podvizhnik’) humbles himself, abandoning
everything which is dear to him to keep the commandments.!243 He
strains and mobilizes all his spiritual and physical strengths to fight the
evil in him.
As he is careful about every movement of his nous, the danger of
hesitation or slackening is much greater than with the one careless about
his inner life. Every distraction of the concentration on prayer can be fatal
for the ascetic. He has to be in the state of constant watchfulness
(nepsisl?#4). Just as a fighter can lose his life because of one wrong

movement or the distraction of attention, so does the ascetic.

1240 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
177

1241 Sophrony, Arhimandrite. On Prayer, St. Vladimir’s Seminary Press, USA, 1998, pp.
10, 21 (Cocponuntit, apx. O morumee. Paris, 1991, c. 9, 21)

1242 ‘According to Origen and Tertulian, the life of the Christian ought to be a
preparation for martyrdom.’ The theme of martyrdom has never been absent from
the Orthodox Church. St. Tikhon Zadonsky (1724-1783) taught that “union in
suffering leads to likeness in glory”. See Monk of the Eastern Church. Orthodox
Spirituality: An Outline of the Orthodox Ascetical and Mystical Tradition, London, 1961, pp.
6, 88-89

1243 See Mt. 16:24-25, Lk. 14:33 and Sophrony, Arhimandrite. On Prayer, St. Vladimir’s
Seminary Press, USA, 1998, p. 25 (Codponuit, apx. O mosumee. Paris, 1991, c. 26)

1244 Watchfulness (nepsis) is spiritual attentiveness, spiritual alertness; it is the
readiness of the nous to reject any alluring thought. Watchfulness and prayer are
the two spiritual weapons which constitute “philosophy (1 Aoocodia) in Christ”.
(Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), pp. 78, 79) To satisfy our
endless desires, we are compelled to seek new form of pleasure. We pursue new
varieties of excitement to arouse our passions. ... But instead of satisfaction, we
feel emptiness. We become enslaved rather than free. To protect ourselves from
such a fate, the saints advise nepsis (watchfulness). (Timiadis, Emilianos
(Metropolitan). Towards Authentic Christian Spirituality: orthodox pastoral reflections, Holy
Cross Orthodox Press, USA, 1998, p. 82)
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Due to persecution in the early history of Christianity, unfavourable
conditions for the spreading of the faith had created suitable prerequisites
for the ascetic life. With the proclamation of Christianity as an official
religion in 313 AD the zeal of early Christians was weakened and those
who had decided to follow their way of life found it helpful to retreat far

away from the temptation of the secular life and in desert places to devote

—their lives to religious contemplation (hesychasm).-In this way in the 4th- —-

century monasticism was founded.1245

‘The union of asceticism and mysticism is the doctrinal foundation of all

forms of monasticism’.1246
Mantzarides describes monasticism as ‘a spiritual service in the life of the
Church which became necessary with the secularization of its members.
With monasticism as an escort and councillor, the faithful of the world
manage to overcome the obstacles of secular life, to fight against the"
forgetfulness of and contempt for the will of God which the secular mind
cultivates and to live the spiritual life as living members of the Church of
Christ. The monk who dies to the world and devotes himself to asceticism
and prayer is pursuing nothing more than what every faithful person who
lives in the world ought to pursue. But since the world often forgets God,
the monk leaves the world and its concerns and turns without distraction
to the recollection of God and to communion with the Holy Spirit.’ 1247
Monasticism provides the ideal environment for prayer and for achieving

the vocation of humanity — deification.1248 Thus ‘orthodox monasticism is

1245 Its roots are to be found actually in the movement of the ‘Nazarites’ among the
Jews and in St. John the Baptist, who lead a life of fasting and prayer (see Mt. 3:4,
Mk 1:6; Lk. 5:33; 7:33). The first trustworthy data for the appearance of monks
afterwards is from 3¢ century but there are not yet organised in communities and
approved by the Christian Church. Later in the 4t century monasticism becomes
an alternative of official State Christianity and according to M. Stoyadinov without
the contribution of St. Basil the Great it could have degenerated into an extra-
ecclesiastical movement. (Comment of Mariyan Stoyadinov) St. Basil the Great
together with St. Gregory Nazianzen, who shared his ideals, undertook the
theoretical justification of monasticism and wrote his ‘longer and shorter monastic
rules’ most of which are kept into practice up to this day. (See KoeB, ToTo; Bakasos,
Feopru. Xpucmusncku cnpasournur. Codus, 2001, c. 165)

1246 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.
180

1247 Mantzarides, Giorgios I. Orthodox Spiritual Life, Brookline: Holy Cross Orthdox Press,
1994, p. 14

1248 See Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite.
STS Press, USA 2000, p. 189 and CodpoHuiti, apx. (Caxapos). PoxdeHue e Llapcmeo
Henoxonebumoe. Cs. Y. Ilpenreuenckuit Monacteips, U3a. [1aroMHUK, Mocksa, 2000, c.
113 -
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not oriented to productive works, but to works of self-emptying (kenosis)’.
Its chief aim is to combat self-love, which is characterized as the “mother
of the passions”1249,
However, ‘in leaving the world, the monk does not become shut up in
himself’, says V. Bychkov. ‘He abandons the false consumer life, so that
transfigured ‘spiritually and physically through the ascetic life, he may

return as a bearer of the true values.’1250

Fr. Sophrony divides the monastic life into three phases: struggle against
basic carnal passions, followed by struggle against irritability and, finally,

against pride.1251

St. Silouan sees the main purpose of monasticism in the prayer for the
salvation of all mankind: “A monk is someone who prays for the whole
world, who weeps for the whole world; and in this lies his main work”.1252
Hence the monk is called to devote his entire life to serving mankind
through his holy ministry of prayer consisting of both liturgical prayer and
his own private prayers.1253 “Thanks to monks, prayer continues
unceasingly on earth, and the whole world profits, for through prayer the
world continues to exist.”1254

The monk’s love is directed more to his “neighbour’s soul than to his
corporal needs”; to pray for someone monks “considered worth more than
to ministering to him in sickness”.1255 Man detaches himself from all that
is temporal and attaches himself to the eternal God. This is detachment

from the world for the sake of the world.1256

1299 See Saint Maximus Confessor, Text on Love 2.8, Pkiiokalia 2, 66

1250 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 34

1251 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary” &%

&
N,

Edmonds.  Stavropegic Monastery of St. John the Baptist, Essex, 1991, p. 210 i
(Codpponunit, apx. (Caxapos). IIpenodobubiii Cunyarn Agonckuii. Essex, 1990, c. 92) . R
1252 See Sophrony (Sakharov) Arhim. Saint Silouan the Athonite, Essex, 1991, pp. 407, _‘{h
408

1253 Boosalis, Harry. Orthodox Spiritual Life according to .Saint Silouan the Athonite. STS
Press, USA 2000, p. 188

1254 Boosalis, Harry. Orthodox Spiritual Life according to Saint Silouan the Athonite. STS
Press, USA 2000, p. 189

1255 Spidlik, Thomas. The Spirituality of the Christian East, Kalamazoo: Michigan, 1986, p.

67

1256 Timiadis, Emilianos (Metropolitan). Towards Authentic Christian Spirituality: orthodox
pastoral reflections, Holy Cross Orthodox Press, USA, 1998, pp. 78, 97

F o DFL
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St. Ignatius Brjanchaninov says that ‘monasticism is a gift of the Holy
Spirit’ and as a ‘perfect example of the life in God’ it is necessary for the
Church. Without this ‘perfection’, not only salvation will be lost in the

Church, but also the faith itself.1257

c) similarities between the ascetic and the musico-creative life

Music interacts with ascesis on several levels. Analogies could be already
derived from the ethymological meaning of the word ascetism (askeo — ‘to
exercise’, askesis - ‘training’ and asketes — ‘one who practises’). Hence the
similarities between these two forms of life should be sought not so much
in their nature and results, but mostly in their methods. The main
resemblance consists in the so-called ascetic discipline that is as
important for the musician as for the ascetic.

The art of music requires long and hard work in its creation and
mastering. Thus the creative person is usually very tenacious, able to
tolerate a lot of tension and endure hardship.

“The difficulties of the art draw forth the whole energies of the soul.”1258
The constant concentration, long exercises, surmounting of numerous
privations, self-denial and the complete devotion to mastering the
necessary skills for the creation of high art lead to an extraordinary self-
discipline that is a good precondition for the ascetic life. In fact the
musician is compelled to a certain extent to lead such a life even if he is
not aware of this.

In the artist’s soul there is always a trace of ascesis and the greater the
artist the brighter the fire of the religious mysticism burns in him’, asserts

St. Varsanuphius of Optina.1259

1257 According to CodpoHnuii, apx. (Caxapos). Poxdernue ¢ Llapcmeo Henokonebumoe. CB.
. IIpenreyenckuit Monacteips, Uan. ITasomuuk, Mocksa, 2000, ¢c. 113

1238 Quotation of Jean Paul Richter in Levana (1807) after An Encyclopedia of Quotations
about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 252

1259 But St. Varsanuphius says also that ‘poets and artists who are satisfied only
with the enthusiasm derived from art are like people who came to the Palace of the
King but did not enter in it even though they have been invited’. Quoted in Cepruit
(Perbko), wuepom. Cospemennas Kyaemypa: camaHusm uau 6020UCKAMENs>Cmeo?
HspnareabctBo mMM.cBT.UrHatua CraBpomoabckoro, Mocksa, 2002. nasa: AecmHuya Ha
Hebeca. ABrop: uepeil B. Ceprees /IIpegod na 6wre., c. 105
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Intensive and unsparing work as an essential virtue plays an important
part in attaining the heights of musical art. In this process the musician
overcomes many of the weaknesses and flaws of “fallen” man. He learns
the invaluable art of patience. Art and music are ‘two forms of life which
require the whole man’, admits Fr. Sophrony, ‘but through art the
awareness of Eternity is not as deep as in prayer’.1260 [t is clear that if the
efforts for mastering the musical art move towards the mastering of the
“art of arts”1261, the professional musician will have a good basis for the
ascetic life and for success in it. Accustomed to long exercises and
concentration the performer will be more prepared to adapt and to develop
in himself diligence for lengthy and focused prayer. On the other hand, a
person with an ascetical predisposition overcomes more easily the tension
and the privations which are an integral part of the artist’s life.
Philosophers such as Nietzsche refer to the artist’s need of spiritual
discipline because protracted obedience in one direction from which
emerges something transfiguring such as ‘virtue, art, music, dance,
reason, spirituality’ makes life worth living, 1262

The gift of creativity purifies man as it requires a great effort and self-
denial. Even though the creativity of the artist is strictly individual, in the
creative act his personality disappears, and he forgets about himself being
completely devoted to his creation, sacrificing himself for it.1263 The
creative act of the re-creator of himself is also totally individual. By
sacrificing everything and enduring the pain of the whole of humanity, by
overcoming the sin in himself, he attains the heights of this most
responsible creativity. Thus ‘the creative way’ in the words of Berdyaev, is
‘sacrificial and full with suffering’, ‘demanding as much denial of the world

and its “goods” as monasticism’; therefore, it is itself ‘askesis and self-

1260 aproHnHa, A. A. Herkyeemeo u monumsa, c. 3

1261 Term explained on p. 215, footnote 983 (According to St. Hesychios the priest of
Jerusalem “the science of sciences and art of arts is the mastery of evil thoughts
[logismos]”, according to other Fathers in the Philokalia it is the prayer, whilst
according to St. Symeon the New Theologian — this is the spiritual life itself. See
The Philokalia. Faber and Faber, London, Vol. I, 1979, p. 183 (paragraph 121); Vol. 4,
1995, p. 282; Vol. 3, 1984, pp, 292, 298 and Apxumanaput Cepacdum. Onmunckume
cmapyu. 1991, c. 194)

1262 Storr, Anthony. Music and the Mind. London, 1992, p. 154

1203 Bepasien, Hukonalt. IIpedrasnauenuemo Ha uoeexa. Cocbus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931))], c. 19
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denial but of a different character’.1264 In fact both, the creation of artistic
values and the creation of holy life are creative work but they differ in
their goals and results. One of them creates a new reality or realizes the
possible perfection for man outside himself, the other concentrates on the
inner life and perfects the life within.1265

Simultaneously, the sacrificial suffering in the creative act is purposeful

and “it is never depressive”. ~This is equally true for the-creative pathway= ==~

" of both, the artist and the ascetic. The true ascetic as well as the true

artist is alien to pessimism and depression, which are signs of selfishness
and faint-heartedness. Denying himself he finds himself in God; keeping
his mind in the hell of the awareness of the universal sinfulness and his .
own personal sin, he does not despair, confiding himself entirely to God’s
love.1266 In this way the ascetic overcomes the danger of letting his
repentance change into despair. And here lies another similarity between
askesis and the act of creativity: they both are forms of overcoming the
world, although in a different way. The struggle against passion is
inevitable in this process and Berdyaev sees in the creative ecstasy the
defeat of the “weight of the world” in which [ecstasy] sin, evil and the
demoniac nature of man burn out and become ‘another form of being’,
‘another superior nature’.1267 According to him the creative activity of a
creatively sublime spirit directed to God is contemplation. ‘Contemplation
of God Who is Love can be understood only as love’ and since love ‘s
always creativity’ contemplation is the ‘creative response to God’s
appeal’.1268 Berdyaev also argues that many of the passions, including the

sexual,!269 are capable of sublimation, of spiritual transformation that gets

1264 Bepnaes, Hukoaa#t. Cmucvem na meopuecmeomo. Cocbus, 1994 [Berdyaev, Nikolai.
THE MEANING OF THE CREATIVE ACT (1916)), c. 37, 174
1265 Berdyaev argues that even morality ought to be creative: “Man should act

‘individually and solve his worldly and moral problems in an individual way, to show

creativity in his moral acts”, to “solve them with moral ingenuity” and “not to
allow himself to act as a moral automaton”. See BepaseB, Huxkoaaii.
IIpednasnauenuemo Ha uoeexa. Codusi, 1994 [Berdyaev, Nikolai. THE DESTINY OF MAN
(1931)], c. 178

1266 Here we are referring to the key words of St. Silouan the Athonite: “Keep your
mind in hell and despair not”. Sophrony (Sakharov), Arhim. Saint Silouan the Athonite.
Transl. by Rosemary Edmonds, Essex, 1991, p. 460. Cf. p. 430

1267 See BepmsieB, Hukoaait. Cmucenvm na meopuecmeomo. Codus, 1994 [Berdyaev,
Nikolai. THE MEANING OF THE CREATIVE ACT (1916)], c. 164, 160, 162, 163

1268 Bepasies, Huxonait. Ilpednasnaueruemo Ha uosexa. Cocusa, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 199

1269 According to Berdyaev, “the moral task of a life is not to weaken and destroy
sexual energy but to sublimate it and transform it into creative energy”. Bepasies,
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it free from lust; thus “sublimated passions” may become a source of

positive creativity.1270

Both the creator of values and the creator of a holy life not only sacrifice
themselves, but also do not spare themselves. The creator of values gives

through his creative works the best of himself to man and to God and the

- creator of a holy life gives through prayer the best of himself in the reverse

order - to God and then to man. Both, creation of values,!271 and prayer,

surpasses time, goes beyond it and its limitations into eternity.

A certain similarity could also be found in some of the aims of ascesis and
of the art of music. Many thinkers and musicians such as Schopenhauer,
Freud, and Wagner have seen the ideal of art to be in obtaining a
tensionless state rather than one of arousal and excitement. Emotions are

not pleasures to be sought, but intruders to be banished. According to

Storr a profound pessimism underlies these ideas. The wish to abolish’

willing and striving he sees as life-denying.1272 This is partly correct if the
tensionless state is an aim in itself not connected with the desire of

cleansing us from sinful passions.1273

Similarity can also be seen between the methods of external actualization
of prayer and musical performance. The multiple repeating of one and the
same musical work by its studies and later by its performing resembles
externally the mechanism of multiple repetition of one and the same
prayer. But like services, Which although repeating every year the same

liturgical cycle, are never conducted by priests and chanters in absolutely

Huxkoaaii. [Ipednasnauenuemo Ha wogeka. Cocusi, 1994 [Berdyaev, Nikolai. THE DESTINY
OF MAN (1931)], c. 107

1270 Bepasies, Hukonait. IIpednasuauenuemo Ha uogexa. Cocdus, 1994 [Berdyaev, Nikolai.
THE DESTINY OF MAN (1931)], c. 183, 184, 186

1271 The true creative work is according to Berdyaev neither turned to the old, nor
to the new but to the eternal. See Bepases, Huxoaail. I[IpednasHaueruemo Ha uoseKa.
Codpusi, 1994 [Berdyaev, Nikolai. THE DESTINY OF MAN (1931)], c. 194, 198

1272 Storr, Anthony. Music and the Mind. London, 1992, pp. 138, 139

1273 Some philosophers such as Nietzsche thought that the Christian religion by
negating tragedy is the negating of life not realising that the negation of sin is
affirmation of life with a real quality. It does not exclude tragedy completely even
in the life to come as long as there could be people ending up in eternal darkness.
The longing for contrast and dramatic fights between opposites is the result of our
corrupted mind which does not long for a stable harmony but rather for a harmony
born of the reconciliation of conflict.
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the same way, each time adding together with the parishioners a new
experience in worship, also the performer and listener find again and

again new meaning in the performance of the same piece of music.1274

To summarize we will quote Mother Maria who asserts that ‘religious life is
always ascetic, because it requires sacrifices in the name of higher
spiritual values; by its nature the life devoted to creation is also ascetic, as

it requires sacrifices in the name of higher creative values’.1275
d) the place of music in the ascetic life of the monk

What is the place of music in the ascetic life of the monk? Is there any
place at all? When approaching a monastery the first thing we usually
notice is the magnificent architecture. Then the frescos and the icons, the
chants, the beautiful libraries and the numerous books. Fr. A. Louth
indicates that “music, poetry and architecture have all found a welcoming
home within Eastern Christianity”. 1276

For Fr. Pavel Florensky beauty and aesthetics of God’s creation lie at the
root of askesis. Indeed, culture has an important function in monasteries;
moreover, monasteries have been for a long time the paramount seat of
culture and art as well as a centre for spiritual leadership. Why? How does
it happen? The answer is many-sided but the essential is that everything
in the monastery, whether literature or art, is directed toward the praise of
God. Thus, both art and music play a laudatory and sanctifying role. The
icon turns the soul to the Archetype; the chant tunes the soul to
veneration and awe; spiritual literature intensifies our thirst for
communion with God.

We arrive here at the question of the relative limitations of the forms and

types of art and music, used in monasteries. Completely excluded is the

1274 The same individual may find that the same piece of music arouses different
emotions on different occasions, even though he knows the work thoroughly. See
Storr, Anthony. Music and the Mind. London, 1992, p. 68

1275 Maiika Mapus (Ckobuosa). Tunoee penuzuozen xugom. Ilpesox U. AnekcaHapoBa.
Uzn. “Omodop”, Codusa, 2006, c. 38

1276 Louth, Andrew. “Orthodoxy and Art”. Living Orthodoxy in the Modern World. Edit. A.
Walker and C. Carras, London, 1996, p. 163
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so-called art of the soul!?77, ie. all works of art — even the most
magnificent -, which are thought to influence not the spirit, but the soul
and body leading to sensuality and “voluptuous” pleasure!?78, firing the
imagination. Of these St. John Chrysostom writes that “what drunkenness
accomplishes by obscuring [the mind], the same does music as it slackens
[its soberness|, enfeebles the vigour of the spirit, and leads it to greater
licentiousness”. 1279 Such music can have demoralizing effects, it can
shake spiritual strength and reduce the alertness, which is suitable
foundation for the captivation of the thoughts (logismoi) and alienating it
from God’s grace. The creative artist and performer of musical works need
to have a vital imagination.1280 The creative process is similar to this of
‘obsessed’ with a ‘thought-logismos’. As the ‘thought-logismos’ captivates
the mind - stimulates and takes possession of it -, so the creative idea
seizes the mind and guides it and the creative person, retrieving from the
external, becomes obsessed with it. The main difference is in the impact
on the artist. While the sinful ‘thought-logismos’ has a destructive effect,
demolishing and degrading the person, the creative idea has a
constructive role, which proves to be enriching. However, in a strictly
ascetical sense, both are connected with ‘coming out’ of oneself and
entering into an imaginative world the return from which cannot be
without spiritual loss. In the ascetic life, imagination (pavtaoia), which is

such an important factor for the creation and interpretation!28! of musical

1277 See Fr. Sergius’s remark about the difference between spiritual and natural
culture on p. 222, footnote 1016

1278 Berdyaev draws a distinction between two types of pleasure: ‘the first bears a
resemblance to original sin and is poisonous, the second bears a resemblance to
Paradise’. To illustrate this he compares these two types of pleasure in their
physiological aspect and contrasts the pleasure ‘connected with lust’ (for example,
‘from satisfied sexual passion or from food’) to the pleasure we obtain from the
breathing of ‘fresh mountain or sea air or the fragrance of the forests and fields’, in
which there is ‘no lust’, but rather a recollection of paradise. In a spiritual sense he
demonstrates this in contrasting satisfied ambition or greed to the pleasure from
creative work or the lustless love for another person. Byx. Bepmnger, Huxoaaii.
Ilpedrasnauenuemo Ha voserxa. Codus, 1994 [Berdyaev, Nikolai. THE DESTINY OF MAN
(1931)], c. 186

1279 Cp. W. Baatoycr, mur. o McKinnon, J. Music in Early Christian Literature, p. 84/177
1280 This, in the opinion of Mattheson and many others, is even more valid for
instrumental music for which “much more art and a more powerful imagination is
required”. See The Complete Music Director by Mattheson, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 698

1281 ‘As an interpreter’, writes Menuhin, ‘I am aware how much we must continually
compensate for our servitude; how essential is to have a lively imagination, an
intuitive and sensitive intelligence. Otherwise, the notes entrusted to paper take a
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works, 1s seen as the so called “coats of skins” (Gen. 3:21) that wraps the
noetic (intelligible) part of the soul and darkens the mind. It is a
consequence of the Fall and promoter of sin. Therefore the main goal of
the ascetic is to purify his mind from all imaginative ideas and his effort is
directed to the liberation of the mind from their activity, because they can
often, even unnoticed, cause impurity without consent of the will, and
thus are harmful for the monk.1282 It is difficult to control the imagination
and once it gets under control it ceases in fact to be imagination. It
conceals a great danger of loosing the watchfulness of the mind, which is
at the root of a truly spiritual life. Hence, imagination related to art is in
most cases not beneficial for the monk.
Metropolitan Hierotheos explains that the person who is a bearer of
Orthodox spirituality is inwardly integrated and does not succumb to the
tyranny of ‘thoughts-logismoi’1253 which can create dreadful psychological
problems, driving a person even to insanity.128¢ Despite the good belicfs
that “music was created for the consummation of concord in human
nature, not as the cause of voluptuousness”!285 that music is the
“blossoming” or the “perfume” of the “flower” of “virtue”!286 and that

“music cannot punish - only bless”!287, many even amongst the

greater importance than the very music they are intended to convey.” Menuhin, Y.,
Davis, C. The Music of Man. Methuen, New York, 1979, p. 76

1282 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (Bulg. translation by Mariyan Stoyadinov, 2005), p.
111

283 By logismoi here is meant not “just simple thoughts but those rational
suggestions associated with images and stimulations brought on by sight or hearing
or by both together. Logismoi, therefore, are images and stimulations with an
intrinsic suggestion. ... Through their power of suggestion logismoi can evolve into
sin. ‘Coupling’ is man’s conversing with the logismos, yet still hesitating whether
or not to act upon it. ‘Assent’ is a step beyond mere coupling. Man resolves now to
act upon the specific logismos. Desire towards the sinful action comes in the
process followed eventually by the commitment of sin. Repeated acts of sin create
passion. At the stage of coupling, the logismos aspires to incite pleasure so as to
captivate the nous and consequently, to enslave the person.” Explanation after
Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief introduction,
Levadia, Greece, 1992 (English transl. 1994), pp. 82-83

1281 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 82

1285 Quotation of Huai-nan Tzu in 2t century BC after An Encyclopedia of Quotations
about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 243

1286 Expressions by Confucius in 6t century B.C. and Le Ty-Kim in 7th century
quoted after An Encyclopedia of Quotations about Music. Compiled and edited by
Shapiro, N. New York, 1978, pp. 242, 243

1287 Expressions by Artur Schnabel in Music and Line of Most Resistance (1942), quoted
after An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New
York, 1978, p. 243
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masterpieces of music could provoke in man such alluring thoughts-
logismoi that enslave the person. Music stimulates emotions and can
excite feelings that can divert man’s mind from God.1288 Besides this the

creative process can be also provoked by unsatisfied passion or attraction.

In this sense the passion transforms into a creative impulse that

sublimates the bodily urges into a spiritual impulse, but it can still show

signs of-unsurmounted flesh. - e

These are some of the principal reasons why the secular or so-called art of
the soul, including the so-called ‘serious’ or art-music, i.e. classical music
does not prove to be helpful to the spiritual growth of the monk, as is
often the case with lay peoplel?89, but rather an obstacle if not a

danger!290. This form of art is incompatible with ascetism and is not to be

commended as a part of the monastic life. Ascetism is constant prayer -

from which grows true virtue; prayer demands full concentration and
purification of the mind from all external thoughts.

Virtue consists in not thinking about the world’, writes St. Isaac the
Syrian.!291 Hence only that which enhances the zeal for virtue is
beneficial.

Furthermore, the monk does not need external stimuli, were they even as
sublime as music. He liberates himself from everything related to the

external world in order to concentrate on the life within.

On the highest level of mystical enlightenment the deified God-seer may
reach the music of the Divine silence, inexpressible and unattainable for

the natural man.1292

1288 According to Fr. Sergius every fascination that distracts the prayer and which
touched a passion and provoked impure thoughts is not beneficial; and conversely:
that which is not removing our attention from prayer is not harmful as long as
one has the skill to discern these conditions. Cepruit (Pribko), nepom. CospemerHas
Kyavmypa: camaHusm uau  bozouckamenoscmeo? U3naTeabcTBO  MM.CBT.UrHarusi
CraBponoabckoro, MockBa, 2002 /IIpesod Ha 6baz., c. 53

1289 Many priests and godly men expressed the view that one needs to take a rest
from spiritual works and recommend listening to music as a form of rest, but this
advice concerns mainly the Christians living in the world. Moreover, the greater
the value of a musical composition the greater the spiritual effort required for its
adequate comprehension.

1290 See p. 240 (“Music is a danger ...”)

1291 Quoted in CeeTute TBOpEeHHUs Ha Halust otel ABBa VMcaak Cupnen, ITodsuskHuuecku
cnosa, c. 10
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e) the significance of the Christian ethics (ascetics) for the art of

music

“The theme of the relationship between religion, or morality and music
recurs constantly throughout history” - says Mendl. According to A.

- Macbeath- “morality is-in origin-independent of religion”1293,-Indeed for:-- —
heathen and pagan societies there was not necessarily a connection
between ethics and religion. It was only later that religion and ethics
became linked together as among the Greeks for example.1294 To our
contemporary understanding the conscience is an attribute of the soul
and it reflects the divine law of ethics (even if one does not believe in God’s
existence). It is received the very same moment man is endowed with soul.

- The degree of progress depends partially on the cultural level of the
different societies where the individual happens to be brought up but also
on his personal choice — to follow or not the voice of his conscience, i.e. of
God. This indicates that culture has a certain role in ethics. Here it is
important to clarify that culture includes religion and that the level of
culture is measured not by the level of wealth, as some people might
think, but by the level of spiritual development of the population. From
this it can be clearly seen that the development of (spiritual) culture is
crucially important for the spiritual growth of people and in order to provide
them with an adequate cultural form worthy of the natural gift of ethics
they receive at birth. In this sense ethics and culture are indivisible as

was the beautiful and the good for the ancient Greeks (kalokagathia)1295.

1292 This is, in the words of Christina G. Rossetti, a “silence more musical than any
song”. (Quotation in An Encyclopedia of Quotations about Music. Compiled and edited by
Shapiro, N. New York, 1978, p. 335) For John Cage (1912-1993) for example sounds
forms an unbroken continuity encompassing also complete silence, whilst in the
rhymes of the priest-poet Gerard Manley Hopkins (1844-1886) we find it as: “Elected
Stlence, sing to me And beat upon my whorléd ear, Pipe me to pastures still and be The
music that I care to hear.” Hopkins suggest in this poem that denying the senses
(each stanza addresses one of the senses: music, speech, etc.) can lead to deeper,
spiritual experiences. See Strunk, Oliver, editor. Source reading in music history.
W.W.Norton & Company Ltd, USA, 1978, p. 1301 and The Habit of Perfection from The
Poems of Gerard Manley Hopkins, 4t edition, Oxford University Press, 1967, 1970, p. 31
1293 Macbeath, A. Experiments of Living. Guilford Lectures 1948-9. See Mendl, R.W.S. The
Divine Quest in Music. London, 1957, p. 26

1294 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p- 26

1295 See Chapter V, p. 207, footnote 945 here
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We have already seen how art and music in particular could act as a
moral power!?96; to ennoble the person and hence enhance the ethical
values in us. We shall explore now what is the meaning of ethics for the
composing, performing and receiving of musical art.
“The healed and healthy person also cultivates all other cultural values”,
writes Metropolitan Hierotheos. “Our Church’s Saints left us an eminent
cultural legacy in addition to their deep faith and devotion - an offspring of
their own sanctified personality: magnificent churches, monastic
institutions, renowned in their time as well as in ours, iconography not
easily reproduced by contemporaries, superb hymnography of exquisite
literary value, in addition to their deep devotion; music appreciated by the
great musicologists of our times. The person who is spiritually healthy
produces ‘healthy’ works - the fruits of his own regeneration.”1297
Florensky has seen the beauty of art in general as an expression, a bearer,
a symbol of the spiritual principle, God being “the Highest Beauty,
through communion with Whom everything becomes beautiful”. The
aesthetic for him was indistinguishable from the subject of theology.
Everything is beautiful in a person when he turns towards God.1298
The cultivation of spiritual qualities in a creator of cultural values is in
this sense fundamental for the quality of his creative work. In a spiritual
sense the quality of a piece of music can be evaluated, as we examined
above, by its effect. Thus a man who was touched even for a moment by
the grace of the Spirit bears a different kind of responsibility as a creator
or performer. It is not accidental that Haydn knelt on the floor in ardent
prayer every time he was about to compose.!299 He wrote that his purpose
was to heighten ‘the sacred emotions of the heart of the listener, and to
put him in a frame of mind where he is most susceptible to the kindness
and Omnipotence of the Creator’, whilst Schubert’s aim was to move

‘people to love ... lifting them to God’.1300

1296 See quotation of Hindemith on p. 236 (Music has to be converted into moral power...)
1297 Hierotheos (Vlachos), Metropolitan of Nafpaktos. Orthodox spirituality: a brief
introduction, Levadia, Greece, 1992 (English transl. 1994), p. 88

1298 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, pp. 21, 23, 26

1299 “I get up early, and as soon as I have dressed I go down on my knees and pray
to God and the blessed Virgin that I may have another successful day.” Quoted in
Hughes, Rosemary. Haydn. London: Dent, 1970, p. 47

1300 Harvey, Jonathan. Music and Inspiration. London, 1999, p. 120
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The dedication of Bach’s Céthen Organbook says much about his creative
philosophy: “Dem héchsten Gott allein zu Ehren, Dem Né&chsten draus
sich zu belehren” (“In Praise of the Almighty’s will/And for my Neighbour’s
Greater Skill”).1301 His art is created in God’s honour and to help his
neighbour by sharing with him his God-given knowledge: In this way he

fulfils the two chief commandments of the Gospel: “Love the Lord with all

.thy heart.....and thy neighbour as thyself” (Mark,-12:30-31).-And that is-——-

why his music touches us so deeply as it is music of love for God, love for
art and love for human kind!

Liszt used a metaphor of “that mysterious Jacob’s Ladder with which art
links heaven and earth”, and insisted that it was the artist’s duty to climb
the ladder in order to bring higher things into life on earth.1302

These people considered themselves as mediators and felt the great

responsibility for the ethical value of their creations. -

The performer also takes spiritual responsibility. First and foremost, he
ought to possess the most important spiritual quality of self-denial. He
has to free himself not from his individuality, but from his selfishness. He
is a mediator and servant of the art, his principal task being to make the
work and hence its composer “intelligible”1303, and thus his personality

has to be subjected to the music that he is performing.1304 The humility

1301 Marissen, Michael. The theological character of J.S.Bach’s Musical Offering, Bach
Studies 2, Uni Press Cambridge, 1995, p. 104

Both Haydn and Bach dedicated their scores to God Alone: Soli Deo Gloria. Also
many other composers revealed that they create for the Glory of God. William Byrd
for example repeatedly writes in his letters phrases like “to the Glory of God the
Greatest and the Best” but also “for the pleasure of all who properly cultivate the
Muses”. (See the Dedications and foreword to Gradualia by William Byrd, presented
in Strunk, Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd,
USA, 1978, pp. 380, 381) Palestrina in his Dedication of the Second Book of Masses,
which he revised, wrote: “I have worked out these masses with the greatest
possible care, to do honour to the worship of God, to which this gift, as small as it
may be, is offered and accommodated”. (See Strunk, Oliver, editor. Source reading in
music history. W.W.Norton & Company Ltd, USA, 1978, p. 374)

1302 The metaphor of Jacob's Ladder was of great importance to Schoenberg, too.
See Harvey, Jonathan. Music and Inspiration. London, 1999, p. 145

1303 This used to be one of the requirements of the Society for Private Music
Performances in Vienna founded by Schoenberg in 1918. See A statement of Aims
written by Alban Berg, presented in Strunk, Oliver, editor. Source reading in music
history. W.W.Norton & Company Ltd, USA, 1978, p. 1462

1304 According to Samuel Butler (1612-80) “the best music should be played as the
best men and women should be dressed - neither so well or so ill as to attract
attention to itself”, which applied to performance will mean not to attract
attention to the performer but rather to the music performed. Quotation in An
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and awareness of his subordinate role is a distinctive feature of great
artists, especially of those who aspire to certain spiritual values. The
performer feels the audience ndt only as a partner, but also as a judge.
The artist-musician gives the best of himself, of his abilities, and feels
great responsibility. For him the performance is like a confession and to a
certain extent even a holy ritual, through which he endeavours to be
worthy of his vocation - the recreation of the musical thought of the
composer and consequently of the spiritual message of the Inspirer. The
performer treats the art that he performs with awe and respect as a sacred
treasure, which he ought to preserve and transmit in a pure form. In order
to evoke noble ideas and feelings in his audience, the artist should
embody them himself. In that sense his role makes him similar to a priest.
And even though electricity, as mentioned before, can run through a
rusty wire, man’s vocation, all the more that of the artist as a mediator of
beauty is to be ‘beautiful’ himself (in the spiritual sense - kalokagathia).
When the performer reaches the state of detachment from any external
and internal stimuli, i.e. from his own passions and his ‘ego’ and also from
any negative passionate energy that might be reflected in the work by its
composer, he is able to re-create the composition in its innermost
integrity. He can then achieve in his interpretation a state of detached

‘passion’ through which to transmit pure beauty.

As “a form of communication” and “in a common cultural context specific
musical sequences can evoke feelings that are fearful, apprehensive,
passionate, patriotic, religious, spooky, and so on”, writes Blacking!305
which is to say that different human passions (such as anger, melancholy,
despair, lust, sensuality, etc) also find expression in musical art, which
after causing suffering to the person concerned take form in sounds,
liberating the author from the dense energy of their impact. Despite this
the language of melody, as Rousseau underlines, “has a hundred times

the vigour of speech itself” and “this is what gives the music its power of

Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N. New York,
1978, p. 344

1305 Blacking, John. How musical is man. USA (University of Washington Press}), 1973, p.
8
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representation and the song its power over sensitive hearts.”1306 Hence if it
expresses passion the negativity of which is not transformed through the
filter of art, it can be transmitted to the listener, provoking in him the
same feelings.

Even though this question is to a certain extent subjective - what the

composers express might be differént from what the interpreter transmits
—oeee-—and the listener.receives!307.-. the individual frame of -mind matters.1308 ...
What is the state of the soul, in the process of creating, interpreting or
receiving music and what is the spiritual disposition of the participator in
principle? “Unto the pure all things are pure”!309 and if a given passion is
not intrinsic to the man involved in the musical process, it is less likely
that it could find a harbour in his soul. And the purer the frame of soul
the more spiritual is the creativity that results from these three
- . Interrelated instances. Even if the composer sometimes during his work
has been subjected to his bodily senses, if they are not transfigured
through his creative genius, they can be transformed in the purity of -
interpretation. If they do not both refer to a higher spiritual need, it is still
possible that they can be transformed by the comprehension of the
listener. That is why the frame of the soul of the listener is as important
as that of the creator and performer. Not only, as already mentioned, the
performer but also the observer, i.e. the participator, “must adopt a

special attitude of mind” and, as required by Plato, detach himself from

1306 From Essay on the Origin of Languages, Which Treats of Melody and Musical
Imitation by Jean-Jacques Rousseau, presented in Strunk, Oliver, editor. Source
reading in music history. W.W.Norton & Company Ltd, USA, 1978, p- 949

1307 ‘A listener’s response to a particular piece of music is governed by his
subjective state of mind at the time; and some part of his experience is likely to be
derived from the projection of his own emotions rather than being solely a direct
consequence of the music.’ Storr, Anthony. Music and the Mind. London, 1992, p. 70
1308 Abba Dorotheos tells a story about three monks and the thoughts they received
by seeing a man waiting in the night, which clearly discloses their inner frame of
mind. The first thought that “he is waiting for somebody to go and commit
fornication”; the second thought that “he is a robber”; and the third thought that
“he has invited a friend” to “go and pray together”. Abba Dorotheos. Practical
Teaching on the Christian Life. Transl. by C. Scouteris. Athens, 2000, p. 255
(ITperrogobroro Aeea [opodes. Jyuienonesnsie noyueHus u nocaraqus. OnTuHA IIyCTBIHB,
1991, c. 178)

1309 “Unto the pure all things are pure: but unto them that are defiled and
unbelieving is nothing pure; but even their mind and conscience is defiled. They
profess that they know God; but in their works they deny him, being abominable,
and disobedient, and unto every good work reprobate.” (Titus 1: 15-16)
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personal concerns and appreciate art in a contemplative way, free of
personal needs.1310

St. Silouan speaks about the force of the habit: “Both soul and mind can
acquire habits and a man will act according to the habits he has formed. If
he makes sin a habit, he will constantly be drawn towards sin, and in
this, devils will further him; but if he acquires good habits, God will help
him by His Grace”.1311 Of the power of self-compulsion that eventually
leads to a habit speaks also Abba Dorotheos who tells how at first he
found studying irksome but by forcing himself to perseverance his work
turned into such a habit that he did no longer know what he ate or drank
or how he slept.1312 Therefore the developing of the spiritual senses and
habits has a crucial role in achieving a higher form of artistic and musical

experience respectively.

Spirituality helps the composer, the creator of art, to become a “true
artist” which according to Pavel Florensky is to strive not for ‘subjective
self-expression, for perpetuating his individuality’ but to desire “the
objectively beautiful, that is, the artistically embodied truth”.1313 Of this
objectivity as a revelation of spiritual realities makes us aware Fr. Andrew
Louth in suggesting that “at its deepest the question of art is concerned
with the spiritual senses, both for the artist himself and for the
understanding and appreciation of art. If so, it would lead us to look for a
much greater sense of objectivity in art. ... Our attention would be drawn
away from the subjectivity of the artistic experience (for both artist and
admirer) and focus on the world disclosed by the artist”.1314 The
aesthetical then transforms into a spiritual experience.

Florensky points to the practice of cult as the main human activity,

because it is orientated towards uniting the artificially separated spiritual

1310 See Storr, Anthony. Music and the Mind. London, 1992, p. 136

1311 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary o
Edmonds. Stavropegic Monastery of St. John the Baptist, Essex, 1991, p. 468 ¢/
(Cocbponmit, apx. (Caxapos). [IpenodobHeiii Cunyan Agporckuii. Essex, 1990, c. 192) © =7 T
1312 Abba Dorotheos. Practical Teaching on the Christian Life. Transl. by C. Scouteriéfw
Athens, 2000, pp. 169-170 [[Ipenono6roro ABBa [dopodes. JyuienonesHbie noyuenus u
nocnanus. OnTuHa nycteids, 1991, c. 115] [Boar. npeson: LvprosHu croeaq, Aron, 2007,

c. 115-1186)

1313 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 88

1314 Louth, Andrew. “Orthodoxy and Art”. Living Orthodoxy in the Modern World. Edit. A.
Walker and C. Carras, London, 1996, p. 171
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and material world. Thus he considers ‘church art’, which comprises a
whole range of arts to be ‘the highest synthesis of heterogeneous artistic
activities’, and true artistry is the “unity of style and content”, which he
sees in the iconography.13!5 He remarks also that ‘only saints could be
iconographers, for to them alone are disclosed the heavenly visions that
should be embodied in an icon’.1316 Strictly speaking the same applies to
the creation of truly spiritual music. Mendl emphasises that “no truly
religious work of art can be created without sincere faith, and man’s faith is
largely shown in his conduct’ and “this remains true in spite of the extent to
which some artists rise above themselves in their creative work”.1317
Furthermore, even in icon painting only a very few iconographers
“possessed the spiritual experience of saints”. “More often they were
guided by the experience of the holy fathers who lacked the gift of
iconography.”1318

A similar process can be observed with the creation of church chanting,
which is therefore called spiritual music, not by chance. However, it is not
impossible that also music of the soul can be made spiritual. The model is
the same: composers of that kind of music also need spiritual guidance
from those who have already mastered “the art of arts”1319, These creators
can achieve in this way the ability to philosophize!320 or more exactly to
theologize in sound as the iconographers, who according to Florensky
philosophized in color, because they bore witness to the spiritual word.1321

This is then the revelation of the Truth in musical sounds.

Here the spiritual and ethical responsibility of music educators and

assessors ought to be mentioned.

115 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 72

%16 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, pp. 66, 83

1317 Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 57

1318 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 83

1319 Examples of such collaboration in our time are the composers Arvo Pirt, John
Tavener, Sofia Gubaidulina, a.o.

1320 ‘Since ancient times the “witness of the spiritual word” was called philosophy
regardless of the form in which it was realised.’ After Bychkov, Victor. The aesthetic
Face of Being. Art in the theology of Pavel Florensky. SVSP, Crestwood, NY, 1993, p. 84

1321 Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel Florensky.
SVSP, Crestwood, NY, 1993, p. 84
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The leading device in teaching music and even more in assessing the
achievements of the young should be love and only on its foundation a
true professionalism can be built. Support and encouragement is needed
for “the poorly endowed”. “The gifted may need no more than
encouragement”, says Storr. “It is those who are not so gifted who need
help and teaching”. Harsh judgment and failing could only destroy a
dedicated student. Even if their ability is not as high as desired one can
clearly distinguish between a negligent and a diligent student. To punish a
hard-working student for lack of genius is clearly a sign of our demonised
values and standards where ‘love’, ‘care’, ‘enthusiasm’ have been replaced
by wrong understanding of ‘professionalism’ which is anyway subjective,
and is ready to discourage, demolish and ruin young people.

The hunt for ‘professionalism’ often transforms into cruelty, arrogance and
pride, i.e. into highly anti-Christian features. Christian ethics could
replace this shocking tendency with goodwill and a constructive fairness.
The educator’s task is to plant spiritual values into those educated such
as love and understanding of art, love for the audience and for colleagues,
and in general, the ability to share the values of musical art, to have
enthusiasm and to enthuse through a true understanding and

appreciation of the spiritual merits of musical art.

The faithful person aims at achieving unity with God because of love for
him and for his fellow-man and seeks because of this to be pure in order
to bring joy and not grief [to others]. There is no self-interest in this faith
and it does not depend on God’s promises of eternal life and salvation. The
religious creative artist has a similar motive: he devotes himself to his
creative work entirely because of his love for it and for his audience. Thus,
he seeks to purify his soul from all ugliness and triteness by putting into

his composition or performance all the nobility and brightness of his soul. |
The reason for this aspiration of the spiritual man, or of the creative artist
respectively, is dictated by love for God and for human kind for whom he

works and creates and not for any personal advantage.!322 For him art

1322 An example for this is Bach again who regarded his talent as coming from God.
He did not see any further value in his great work and cared neither for the fame of
his composition nor of himself, dedicating all to God Alone: Soli Deo Gloria.
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cannot be a goal by itself, but is an expression of this love. And love, as we

know, is selfless, devoted and purifying.
e) spiritual music

According to St. John Chrysostom we create a spiritual melody “when the
flesh does not lust against the spirit, but yields to its commands, and
perseveres along the path that is noble and admirable”1323,

In a more technical way similar thought is presented by Menuhin who
calls deeply spiritual the music that is not subject to the pulses, rhythms,
and the sensual emotions of the body.1324

Truly spiritual music provides not pleasure for the senses but a delight
to the mind, lifts up in this way the soul and brings joy to the heart.
Beethoven insists that ‘music should fire one’s mind rather than stir one’s
emotions’ but actually as George Szell puts it: “Music is indivisible. The
dualism of feeling and thinking must be resolved to a state of unity in

which one thinks with the heart and feels with the brain [mind]’1325,

Even though it will remain a rather general classification we will refer to
Church music (chant in particular) as spiritual in the narrow sense and to
non-ecclesiastical masterpieces promoting the sense of Eternity as

spiritual in a broader spectrum.
e Spiritual in the narrow sense - Church music (chant)

The art intrinsically connected with asceticism is iconography, liturgical

music and patristic literature.

1323 From Exposition of Psalm 41 by St. John Chrysostom, presented in McKinnon, J.
Music in Early Christian Literature, p. 81/169 and Strunk, Oliver, editor. Source reading
in music history. W.W.Norton & Company Ltd, USA, 1978, p. 126

1324 Menuhin, Y., Davis, C. The Music of Man. Methuen, New York, 1979, p- 80

1325 After An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N.
New York, 1978, p. 199
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Here, on earth, Church chant!326 remains the only constant musical
presence in ascetic Orthodox dwellings. It is of great significance for
worship, both in Churches in the world and also in monasteries.
According to Holy Scripture, chanting in church started in the heavenly
realm of angels as angelic praise (Job 38:7); it continues in the churches
(on earth) and will not cease to sound in eternity (Rev. 15:3). It constitutes
the main emotional and rational basis of the liturgy and has a structural
role in it, evoking “dialogue” and “co-being” with God. It is considered to
be the core of the liturgy that provides the worshipper’s mind and heart
with prayerful “oxygen”. Liturgical chanting is apprehended as a universal
language common to all mankind through which man communicates with
God in prayer enabling man to express the ineffable and to reflect on the
primordial foundations of being in order to bring the believers together in
a new spiritual reality. The link between church chanting and eternal
values beyond time, (finding expression in the anonymity and collective
approach to this form of creativity), enhances aesthetic values and opens
them up for all historical periods. It represents a kind of melodious
sermon, an icon of sound of the liturgy, which supports the revelation of
the spiritual nature of the Gospel and doctrine of the Church. The miracle
of chanting, as in secular music for the layman, lies in the fact that a
person who ‘has never been thinking about the everlasting and thus has
never had any concept of infinity in the light of the limited, or the limited
in the light of the interminable, while listening to music suddenly starts to
feel the unity and complete inseparability of both’327. In the process of
listening to the chants participators and auditors receive the energy of the
composer and performer and thus experience indirectly the reality that the
composer reveals. Whereas in secular musical art the artistic qualities
of the composer are of great importance, in liturgical music the

spiritual qualities are decisive.

1326 The whole paragraph about Church chant is developed according to Deacon
Dmitry Bolgarsky and his article ‘The significance of church singing in the
Orthodox worship’. See Boarapckuit, Amurtpuii. 3Hauerue UEPKOBHO20 NEHUSl 8
Ilpasocnastom 6Gozocayrxenuu B Boxkecmsennas Aumypzus. CocraBHTea Boarapckuii,
Amurpuii. Cearo-Tpounxuii Honunckuit moracteip, Kues, 2004, ¢, 519-525

1327 NoceB, A.D. OcHogHOlUl eonpoc gunocopuu Mysviku. Dunocogpus, mucponozus,
kyasmypa. Mockea, 1991, ¢. 329
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According to the Church Fathers, the significance of liturgical chanting
refers to the maintenance of the flame of the Holy Spirit in man on his
ascent towards God; it also aims at creating a specific frame of mind by
means of the expressiveness of the chant which to enable man to
comprehend the grace of God. Dionysius the Areopagite sees the liturgical
chant only as a pale imitation of the chanting of the heavenly creatures
(angels, archangels, seraphims, etc.). “Archetype” is inimitable and
reaches man only as a distant echo, whilst according to Maximus the
Confessor image leads to the archetype as it possesses a uniform energy
with it. It is believed that liturgical music elevates the mind and soul to
the divine archetype by means of the imagery of the sound. Thus, the
chanter is penetrated by the energy of the archetype and having
surpassed the world of sin he moves towards the inspired disposition of
the composer in which he found himself when he composed the hymn.

Inner single-mindedness, directing us towards the ideals of the “angelic”
and the “divine”, is a traditional feature of liturgical chanting. The
chanting links the earthly with the heavenly Church, which participates in
the liturgy together with its heavenly citizens. “The spiritual sweetness of
the divine chanting ... expresses the joy of divine blessings, which elevate
the soul to a pure and worthy love of God and inspires deep aversion for

sin”, says St. Maximus about the symbolism of chanting.1328

According to St. Simeon the New Theologian, there are three degrees of
prayer and correspondingly three levels of attention that show the
dynamic of human spiritual growth. The first level of prayer, absent-
minded and filled with images corresponds to the prophano-naturalistic
type of compositions with polyphony in space-linear perspective; generally
speaking, it represents the multiple complexity of the world and its
cataclysms. To the second level, when the praying person ‘collects all his
thoughts to prevent them from wandering around the vain things of this
world’, corresponds the allegorical type. To the third, when the ascetic

‘sets his mind in his heart’, corresponds the sacral-symbolical type,

1328 According to Boxecmsennas Aumypaus. CocraBurea Boarapckuii, dmvmutpuit. Cearo-
Tponukuit MonmHckuit MmoHacTeip, Kues, 2004, c. 364
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which can be found especially during the Middle Ages and afterwards in
the 8-tone system.
The highly developed system of division of this genre into stichiria,
troparion, prokimenon and irmologion chants, each of them using eight
voices, making together 32 types, provides a wide range of liturgical |

-

material. As for the believers, it provides the direct opportunity for

- ===s-=s= -~ gpiritual enrichment through the emotional and figurative comprehension - --=-

of the truths and dogmas of the Christian faith.

The synthesis of the arts enacted in the worship creates a unique
atmosphere, which helps those who pray to establish the link between
earthly and eternal being, elevates and makes them a part of the world of
supreme harmony, beauty and true light. Each one of them is meant to
manifest the immaterial in the material, “setting into form”1329 ideas and
creative thoughts through colours or musical sounds. Hence, chanting, in-
this bond between the material and spiritual world, appears as the most
dynamic mediator by means of the constant actualization of the eternal

values of the faith.

The sacredness of church music!330 is able to evoke awe and feelings of
devotion.!33! “The church knew what the psalmist knew: Music praises
God”, points out Igor Stravinsky. “Music is well or better able to praise
Him than the building of the church and all its decoration; it is the

Church’s greatest ornament.”1332

Church chanting is guided by the idea of movement — each key liturgical

moment reveals the dynamic of human movement towards the Light,

1329 Bosxecrmeennas Aumypeus. CocraButea Boarapckwit, Omurtpuit. Cesmo-Tpouykuil
Honunckuii mornacmolp, Kues, 2004, c. 21

1330 Goethe made a remarkable comment on seeing “the sacredness of church
music” and “the joyfulness and the frolicsomeness of folksongs” as “the two
pivots” around which “true music” revolves and from which “it will ever have the
inevitable effect: devotion and dance”. After An Encyclopedia of Quotations about
Music. Compiled and edited by Shapiro, N. New York, 1978, p. 256

1331 “Music was as vital as the church edifice itself, more deeply stirring than all the
glory of glass and stone. Many a stoic soul, doubting of the creed, was melted by
the music, and fell on his knees before the mystery that no words could speak”,
wrote Will Durrant in The Story of Civilization (1935-37). After An Encyclopedia of
Quotations about Music. Compiled and edited by Shapiro, N. New York, 1978, p. 256

1332 Stravinsky was dedicated Orthodox Christian of the Russian church. Quotation
from Conversations with Igor Stravinsky (1958) after An Encyclopedia of Quotations about
Music. Compiled and edited by Shapiro, N. New York, 1978, p. 259
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increases the pulsation, the presence of the Spirit. The melody, harmony,
rhythm, all the elements in the choral music (nuances, ensemble, etc.) are
subjected to one purpose - to prayer, to the manifestation of the
sacraments. The music, and especially chanting, the human voice with its
natural immateriality can best convey the sense of Great Mystery and to
“inflame the hearts” of the prayerful “to praise God with more vehement
and ardent zeal”, asserts Bolgarsky.1333 Genuine church chanting is a
constant remembrance of God. Only man is able to remember God and to
live with that memory, which is full of the dynamic of the soul’s
movement, with zeal and effort; hence, church music plays an important

role for the sustaining of that memory.

The relatively monotonous character of the liturgical chant material is
surmounted by the significant intensity of the hymnographic content of
the Church texts. The music in the church services tunes the soul for
prayer and uplifts the spirit to God. The beauty of the services symbolizes
God’s beauty and the beauty that each one should attain, i.e. to regain
God’s image. True Church music has a subservient role and thus it is
not an art in the usual sense. Art-music becomes too much an

individual or separate object diverting the mind from the worship to itself.

If the ceremonial form of the worship serves to involve the praying
participants in its action, chanting aims at deepening their attention
leading them by means of chanted word to a spiritual understanding of
the service. St. John Chrysostom explains that the Apostle Paul’s advise to
sing and make melody in our heart to the Lord (Eph. 5:18-19) means to
“be filled with the Spirit”, whilst ‘in our heart’ means with understanding,
l1.e. “the mind to hear the tongue” instead of wandering in all directions

inattentive.1334 In this way a gradual modifying of the hardness of the

1333 From The Geneva Psalter by Jean Calvin, presented in Strunk, Oliver, editor.
Source reading in music history. W.W.Norton & Company Ltd, USA, 1978, p. 365

133¢ From Exposition of Psalm 41 by St. John Chrysostom, presented in Strunk,
Oliver, editor. Source reading in music history. W.W .Norton & Company Ltd, USA, 1978,
p- 124

Niceta of Remesiana highlights this further in saying that “a psalm is sung not only
“in spirit”, that is, with the sound of the voice, but also in “mind” (1 Cor. 15:15), so
that we think of what we sing”. He indicates also that by this “our voices ought not
to be dissonant, but concordant”, blended in “a harmonious chorus”. See On the
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heart is achieved, filling the soul with the graceful gifts of love, peace and
joy or in the words of St. Basil the Great “a psalm is the voice of the
Church. It gladdens feast days, it creates the grief which is in accord with
God’s will, for a psalm brings a tear even to a heart of stone”.1335 In
patristic literature this frame of mind is named “oyful sadness”. St.
Ignatius Branchjaninov in his reflections on the nature of church music
explains this antinomy by saying that the “joy provoked by the hope of our
salvation is necessarily linked in us with the sad awareness of our
imprisonment in sin”!336; this determines the main profile of canonical

church music.

‘With the infiltration of the religious world of faith, the emotional world of
the believer is transformed. In contact with the divine energy the spiritual
disposition of man changes. By uniting with the Holy Spirit he becomes
more calm, balanced, peaceful and simultaneously full of joy, light and
responsiveness. This particularity leaves a profound impression on the
nature of the chanting in the Church services.’!337 Liturgical music is
prayer in sound, which is guided first and foremost by the desire of the
worshipper for prayerful communication with the Spirit and thus is far
from any ostentation, sensuality and emotional agitation.

In the Liturgical Reference book it is stated also that: ‘Music and chanting
are exempt of any aridity, monotony and tastelessness. With chanting
both the performer and the listener present their gift of gratitude to God.
One reveals the most intimate “hiding places” of his soul and offer his
talent as a gift to God. The ideal combination of external emotional
perceptions and internal feeling is when the singing preserves the balance
between them that we find in monastic chanting. The whole structure of

monastic life instils selflessness, humility and Divine love and thus the

Benefit of Psalmody by Bishop Niceta of Remesiana (c. 370-c. 414), presented in
Strunk, Oliver, editor. Source reading in music history. USA, 1978, p. 131

1335 From Homily on the First Psalm by St. Basil the Great, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p- 122/2

1336 BpanganuHoB, Urnarnii cB. O epecu u paskoau. Ilpagocnagroe umerie No 5-6. Hanm.
Mockorckotii [larpuapxuu, 1992, c. 8

1337 Boskecmeennast Aumypeus. CocraButea Boarapckmii, Huurpnit. Cesamo-Tpouuruil
HonuHexuii moHacmetp, Kues, 2004, c. 525
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Holy Spirit Alone sings in the heart of those who follow these virtues.’1338
St. John Chrysostom describes this as voiceless singing when “the mind
resounds inwardly. For we sing, not to men, but to God, Who can hear our

hearts and enter into the silences of our minds”.1339

e Spiritual in the broad sense — contemporary examples in classical

music

Except the numerous masterpieces springing from different periods of the
development of the Western historical classical music it is worth
mentioning some more contemporary examples of art-music presented by
Jonathan Harvey in his book In Quest of Spirit.

For him the spiritual element in music is the experience of transcendence.
There are two contrasting elements: stillness and movement, emptiness
and fullness, unity and variety, the One and the Many. “Stillness in
‘spiritual’ music could be seen”, according to him, “as a vessel for energy”.
Harvey believes that this stillness can be found in all great music but
points to certain forms such as classical variations, chaconnes and
passacaglias, which simultaneously “foreground the element of repetition”
with “variety and transformative ingenuity”, where the composers make us
more aware of its presence. He considers some minimalism of recent times
to be partly a reminder of old Plainsong with its technique based on
repetition and very little variety which, in the less successful examples,
could lead to repetition without unification since unification needs contrast
with which to articulate itself.1340 Minimalism in fact does not lack contrast
completely but the changes happen more subtlely, explains John Howard.

Harvey talks about the stasis of pedal notes used by different composers,
“where the Many and the One are pointed separately (the static in the
bass, the mobile in the upper parts)” and about modality, “where the One
permeates the Many without being separated from it”. He explains that the

pentatonic modes conceptually “live on the ambiguous edge, complex

1338 Boxecmeennas Aumypzus. CocraBurea Boarapckuii, Omurpuit. Cesmo-Tpouyruil
Honrunckuii moracmolp, Kues, 2004, c. 532

1339 From Exposition of Psalm 41 by St. John Chrysostom, presented in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 126 . .

1340 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 67
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enough to allow for extended musical development, simple enough to give
an impression of stasis, of not developing — an impression of living in the
hand of God, which is precisely the purpose of Gregorian chant, for which
pentatonicism often forms a backbone”.1341

Before coming to the pentatonic proper, Harvey points to the citation of
the old church modes, in “works by composers ranging from Beethoven to
Arvo Part”. He says that “referring to an age of faith in itself conveys a
spiritual message, of course; but in the Heiliger Dankgesang of
Beethoven’s Quartet op. 132, and even more in most of Part’s music, the
lengthy stasis, especially the prolongation of flattened sevenths, creates a
strong sense of undisturbed timelessness”. This is “further emphasised by
extremely minor variation, great length, and pervasive silence” in a work
like Part’s Passio Domini nostri secundum Johannem (1982) which “itself
comes very close to mystical practice. Part clips off each phrase just before
it becomes expressive and subjective”.1342

Harvey finds “the same extreme negation of self-expression” in ‘John
Tavener’s use of Orthodox chant, both as a reference and as a stasis’.
“Both Part and Tavener are concerned with prayer, which, perhaps
rightly, they consider more important than music. It is a balancing act
between utter selflessness, on the one hand, and expression that is a
renewal of tradition, on the other”, Harvey notes further. He analyses then
that “when a mode divides the octave symmetrically, it ceases to have the
goal orientation of the diatonic system and becomes a musical expression
of suspension in space. Here music is not symbolizing; it is itself a form of
prayer, a means of experiencing unity”. A good example for this is “the
best-known type of pentatonic mode, which divides the octave
symmetrically into tone, minor third, tone, minor third, tone”.1343 Harvey
explains that atonality is a liberating innovation where the bass, which
developed concurrently with tonality (starting its development around
1600), became unimportant or semi-functional. Hence the composers
could “rediscover the harmonic series in the form of spectralism”. He gives
numerous examples using the symmetrical (bassless) pentatonic mode

starting with Schubert and cites more recent music by Debussy, Mahler,

1341 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 70
1342 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, pp. 70-71
1343 Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, p. 71
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Schoenberg (Verkldrte Nacht), Berg (Violin Concerto), Faure (In Paradisum
from the Requiem — here the timeless suspension is not just suggested but
is on the surface), etc. Harvey continues his journey mentioning the
symmetrical modes used by Messiaen, whose concept of time is
considered as “profoundly spiritual”. He believed that ‘nonretrogradable
rhythms (palindromes, repeating backwards what we have just heard
forwards) compress time into a nondirectional time capsule, using the
iconography of eternity. Webern also loved “palindromes and symmetrical
structures, poised directionless in space, only in his case they are
dodecaphonic rather than modal. Strict serial technique has at its heart
an emphasis on cancelling the arrow of time and direction in space, with
its retrogrades and inversions of the series, respectively. Despite some
metaphysical remarks by Schoenberg, for whom prayer became
paramount and pure order without colour seemed an inexpressible ideal

. it was Webern’s music that drew out the floating, timeless quality of

serialism most clearly”, indicates Harvey.1344

f) conclusion

Many are those who share the sincere belief of Luther that “music is the
greatest gift God has given us: It is divine and therefore Satan is its
enemy, for with its aid many dire temptations are overcome” and that “the
devil does not stay where music is”1345. Despite the great amount of truth
in this assertion Orthodox ascetics!346 avoid all that can divert the
attention from prayer even if some activities, as in the case of music
(especially church music), are capable of evoking religious feelings. Then,
as Storr correctly notices, “Church leaders have doubted whether the
feelings which music arouses are genuinely religious. Music’s power to fan
the flame of piety may be more apparent than real; more concerned with

enhancing group feeling within the congregation than with promoting

1344 For more on this topic it is useful to see the whole chapter Stasis and Silence of
Harvey, Jonathan. In Quest of Spirit. University of California Press, 1999, pp. 65-85

1345 After An Encyclopedia of Quotations about Music. Compiled and edited by Shapiro, N.
New York, 1978, p. 257

%% In the conclusion we are considering the Orthodox ascetics in general, not only
the monastic one.
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individual’s relation to God”.1347 Music can evoke love and faith in God but
it can also divert the heart from the thought of God and can weaken the
willpower in persisting in a life of purity and whole-hearted devotion. This
1s wonderfully expressed in St. Augustine’s “Confessions”. “So [ waver
between the danger that lies in gratifying the sense and the benefits

which, as I know can accrue from singing. Without committing myself to

-an irrevocable opinion, I am inclined to approve of the custom of singing - ---

in church, in order that by indulging the ears weaker spirits may be
inspired with feelings of devotion. Yet when I find the singing itself more
moving than the truth which it conveys, I confess that this is a grievous
sin, and at those times I would prefer not to hear the singer.”1348

Seven hundred years later Bernard of Clairvaux (XII century) writing of
such a form, pure from secular elements as plainchant gave expression to
the same conflict between aesthetic beauty and religious emotion: “Let the -
chant be full of gravity; let it be neither worldly, nor too rude and poor...
Let it be sweet, yet without levity, and, whilst it pleases the ear, let it move
the heart. It should alleviate sadness and calm the angry spirit. It should
not contradict the sense of the words, but rather enhance it.”1349

That is why Orthodox Church has preserved the tradition of music “a
capella”, which excludes the use of musical instruments in the services.
And even though the reasons for that exclusion on the part of the early
Church, as mentioned earlier, are not topical anymore, Church leaders are
still convinced that music in the Christian services has to be connected

only with the word, as its purpose is to express and intensify the specific

1347 Storr, Anthony. Music and the Mind. London, 1992, p. 22

1348 Saint Augustine. Confessions. Transl. by Pine-Coffin. Penguin, 1961, Book 10,
Chapter 33, p. 239 (See same quotation but in a different translation in Strunk,
Oliver, editor. Source reading in music history. W.W.Norton & Company Ltd, USA, 1978,
p. 133; in Selected Writings by Augustine of Hippo, USA, 1984, pp. 149-150 and in
Mendl, R.-W.S. The Divine Quest in Music. London, 1957, p. 28: “So often as I call to
mind the tears I shed at the hearing of Thy Church songs, in the beginning of my
recovered faith, yea, and at this very time, whenas I am moved not with the singing
but with the thing sung (when namely they are set off with a clear and suitable
modulation), I then acknowledge the great use of this institution. Thus float I
between peril and pleasure, and an approved profitable custom: inclined the more
(though herein I pronounce no irrevocable opinion) to allow of the old usage of
singing in the Church; that so by the delight taken in at the ears, the weaker minds
be roused up into some feeling of devotion. And yet again, so oft as it befalls me to
be moved with the voice rather than with the ditty, I confess myself to have
grievously offended: at which time I wish rather not to have heard the music.” St.
Augustine. Confessions. Translated by William Watts, Loeb Classical Library, Book 10
Chapter 33, p. 165)

1349 After Mendl, R.W.S. The Divine Quest in Music. London, 1957, p. 28
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meaning of the liturgical word. Christianity is a religion of the Word. It
possesses great creative power. Chanting, i.e. music, is incorporated
only to assist in revealing by means of melody the true essence of the
word and to create the appropriate emotional mood for its
comprehension. ‘We use only one instrument — the word of peace’, says
Clement of Alexandria.1350

Hence, music in the life of an ascetic is present only as much as it is able
to increase the zeal for prayer and provide structure, rhythm and harmony
in it, raising the soul towards the mind, connecting it with the heart and
immersing it in contemplation of the Uncreated light and beauty. Such
music!35! is a delight for the mind and respectively the heart. It does not
affect the carnal part of the soul, but, on the contrary, by raising it up and
purifying it, it enhances the concentration during prayer instead of
distracting it.

Of course for some monks, who have completely mastered unceasing
prayer, neither the music, nor the possession of a musical instrument,
neither wealth, nor closeness of the opposite sex can divert them from God
as according to St. Silouan the Athonite “riches do not harm to the man in
whom dwells the Holy Spirit, because his soul is entirely wrapped in God,
and transformed because of God and has forgotten riches and fine array”.
Thus “even living in the midst of women” they keep “the Holy Spirit,
Whose sweetness surpasses carnal love”.1352 Elder Macarius of Optina has
been a good violinist before entering the monastery and is known to have
had a violin in his cell and Elders Varsanuphius (Barsanuphius) of Optina
(1845-1913) and Shiarhimandrit Amvrosiy Balabanovski (a disciple of the
Optina Elders, 11978) both played the harmonium. In this way could be
understood the presence of musical instruments in the Revelation of St.
John the Theologian (Rev. 4:8-9; 8:2; 15:2-3; etc). In the world of spiritual
perfection where one has overcome the passions, the art of music is
transformed with its whole richness of expressive and technical potentials

from an art of the soul to the spiritual and becomes an eulogy and

1350 According to Boxxecmeennas Aumypeus.. CocraBures Boarapckuit, JImurpuit. Cesimo-
Tpouurutt HonuHckuil monacmutp, Kues, 2004, c. 460

1351 Here the spiritual music is inferred.

1992 Sophrony (Sakharov), Arhim. Saint Silouan the Athonite. Transl. by Rosemary
Edmonds. Stavropegic Monastery of St. John the Baptist, Essex, 1991, pp. 476-477
(Cobponnii, apx. (Caxapos). [Ipenodobretii Cunyan Agorcruil. Essex, 1990, c. 195)
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expression of spiritual joy. It would then be unnecessary to avoid various
genres, such as instrumental music, and to be restricted only to the form
of church chant. By losing its passionate character the art of music will no

longer disturb but be harmonious to blessed peace.

*kk

In its most perfect examples the art of music is a manifestation of the

-+ - == = Divine beauty and inspires man to achieve this beauty in his life. It rouses-- —
the zeal for attainment of the highest values and for likeness to the
Highest Beauty!353. It also kindles ‘love for the One Who' has created the
tones themselves, the immense music of nature, man and the whole
world’135% and prepares him for the great event when in the “new earth”

and the “new heaven” (Rev. 21:1) the souls which “had gotten the victory
over the beast”1355 (Rev. 15:2) will play and sing:

“Great and marvellous are thy works, Lord God Almighty; just and true are

thy ways, thou King of saints”! (Rev. 15:3)

1353 See p. 272 here where it is mentioned that P. Florensky sees the beauty of art
in general as ‘an expression, a bearer, a symbol of the spiritual principle’, God being
“the Highest Beauty, through communion with Whom everything becomes
beautiful”. (See Bychkov, Victor. The aesthetic Face of Being. Art in the theology of Pavel
Florensky. SVSP, Crestwood, NY, 1993, pp. 23, 26)

1354 Hocud, MuTp. Pazmuuinierus 3a mysuxama, Cn. JyxoBHa Kyarypa, kH. 12, 1958, ¢. 3
1355 I.e. the Anti-Christ, the devil and the sin. In the Revelation of St. John not only
the Anti-Christ but also the devil is depicted as beast (Rev. 20:2).
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