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I. Introduction 
 

Saint Yared, a 6th-century Ethiopian composer and scholar, stands as a towering figure 

in the history of music, theology, and intellectual thought, yet his contributions remain 

underexplored in global scholarship. Born in 505 AD in the Aksumite Empire, Yared is 

credited with developing a sophisticated musical notation system known as melekket 

centuries before European counterparts like Guido d’Arezzo formalized staff notation (Fétis, 

1867). His work, deeply embedded in the liturgical traditions of the Ethiopian Orthodox 

Tewahedo Church, transcends mere artistry, reflecting a profound synthesis of astronomy, 

philosophy, and spirituality. Yared’s three musical modes Ge’ez, Ezel, Araray, and his 

extensive antiphonary, the Deggua, reveal a system that aligns musical expression with 

cosmic cycles and theological principles, suggesting a worldview where art mirrors the order 

of the universe (Ullendorff, 1960). 

This study explores Yared’s legacy as a multidimensional thinker whose innovations 

predate and parallel medieval developments in music and science. While Western musicology 

often centers on Gregorian chant and its successors, Yared’s independent creation of a written 

notation system in the early 6th century challenges Eurocentric narratives of musical history 

(Levine, 1974). His education under Aksumite scholars and exposure to Hellenistic ideas via 

the Nine Saints indicate a rich intellectual context where astronomy informed liturgical 
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Abstract 

Saint Yared, a 6th-century Ethiopian composer and theologian, is 
widely recognized for pioneering an indigenous system of musical 
notation through the melekket system and the Deggua antiphonary. 
However, his interdisciplinary contributions particularly the 
integration of music, astronomy, and philosophy remain 
underrepresented in global scholarship. This study seeks to re-evaluate 
Yared’s intellectual legacy by situating his work within broader 
discourses in world musicology and the history of ideas. Employing 
qualitative research methods, this study analyzes Ge’ez manuscripts, 
ethnomusicological recordings, and historical accounts through textual 
interpretation, comparative analysis, and thematic synthesis. It 
examines the cosmological dimensions of Deggua, the theological 
structure of Yared’s musical modes (Ge’ez, Ezel, and Araray), and the 
epistemological foundations of the melekket notation system. Particular 
attention is given to the influence of Aksumite traditions and the 
transmission of Byzantine thought through the Nine Saints. The findings 
reveal that Yared’s Deggua exhibits a structured alignment with 
liturgical seasons and celestial cycles, suggesting an embedded 
understanding of astronomical rhythms. His modal system reflects 
Trinitarian theological principles while also resonating with 
Neoplatonic concepts of cosmic harmony. Furthermore, the melekket 
notation system predates and conceptually parallels early European 
notational developments, challenging dominant Eurocentric narratives 
that center figures such as Guido d’Arezzo and Boethius. 

 

This study positions Saint Yared as a visionary thinker whose work 
bridges science, art, and spirituality, offering a holistic framework of 
knowledge production in late antiquity. His contributions not only 
enrich the global history of musicology but also underscore Ethiopia’s 
significant role in early intellectual traditions. The paper concludes by 
advocating for the digitization of Yared’s manuscripts, comparative 
studies with Asian and European notational systems, and the 
integration of his legacy into global educational curricula. 
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timekeeping and philosophy shaped his theological compositions (Sergew, 1970; Goshu and 

Woldeamanueal, 2004j). The interplay of these disciplines in Yared’s work offers a unique 

lens into the Aksumite Empire’s cultural and scientific achievements during a period of 

global transition. 

Despite his significance, Yared’s contributions are primarily confined to Ethiopian 

hagiography and oral tradition, with limited primary sources complicating rigorous analysis 

(Isaac, 1990). This research seeks to bridge that gap by examining how his musical system 

reflects astronomical knowledge, like seasonal cycles, and philosophical concepts, like the 

Trinitarian framework of his modes. By situating Yared within broader historical and 

intellectual currents, this study aims to elevate his recognition as a pioneer whose work 

resonates with universal themes of harmony and order. In doing so, it invites historians, 

musicologists, philosophers, and astronomers to reconsider the scope of early African 

contributions to world civilization, positioning Yared as a bridge between local tradition and 

global intellectual heritage. 

 

1.1 Background of the Study 
The Aksumite Empire of the 6th century, where Saint Yared emerged, was a crossroads 

of commerce, religion, and scholarship, connecting Africa, the Middle East, and the 

Mediterranean (Munro-Hay, 1991). This vibrant milieu fostered a synthesis of indigenous 

Ethiopian traditions with influences from Christian missionaries, notably the Nine Saints, 

who introduced Byzantine theological and philosophical ideas (Sergew, 1970). Yared, born in 

Axum in 505 AD, thrived in this environment, transforming liturgical music into a 

sophisticated art form that integrated empirical observation and metaphysical inquiry. His 

development of the melekket notation system and the triadic modes of Ge’ez, Ezel, and 

Araray marked a significant departure from purely oral traditions, establishing a written 

framework that preserved Ethiopia’s sacred chants (Ullendorff, 1960). 

Yared’s musical innovations cannot be divorced from the Aksumite intellectual 

tradition, which included rudimentary astronomy for calendrical purposes and philosophical 

reflections rooted in early Christian thought (Levine, 1974). The Deggua, his principal work, 

organizes hymns by seasonal divisions’ winter, summer, spring, and autumn mirroring 

agricultural and celestial rhythms essential to Ethiopian society (Isaac, 1990; Goshu and 

Woldeamanueal, 2004j). This structure suggests an astronomical awareness, likely inherited 

from Aksumite timekeeping practices tied to religious feasts like Easter, calculated using 

lunar-solar alignments (Pankhurst, 1998; Goshu and Ridwan, 2005b; Goshu, 2004a; Goshu 

and Ridawa, 2005c). Philosophically, Yared’s modes embody theological concepts, such as 

the Trinity, aligning with Neoplatonic and Patristic ideas that music reflects divine harmony, 

later echoed by Boethius in medieval Europe (Fétis, 1867). 

Despite its sophistication, Yared’s system remains underrepresented in global 

musicology, overshadowed by Western developments like Gregorian chant and staff notation, 

which emerged centuries later (Kaufmann, 1968). Ethiopian sources, primarily hagiographic 

texts like the Synaxarium, portray Yared as a divinely inspired figure, but they lack the 

detailed documentation needed for comprehensive historical analysis (Budge, 1928). Recent 

scholarship has begun to recognize his contributions, yet few studies explore the 

interdisciplinary dimensions of his work and how astronomy and philosophy informed his 

musical legacy (Abebe, 2005). This gap is compounded by Ethiopia’s historical isolation, 

which limited the dissemination of Yared’s innovations beyond its borders (Levine, 1974). 
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By examining these connections, this study builds on prior research to illuminate Yared’s role 

as a pioneer whose work prefigures later synthesis of science, philosophy, and art, offering a 

fresh perspective on Ethiopia’s place in the history of ideas. 

 

1.2 Statement of the Problem 
Saint Yared’s contributions to music, astronomy, and philosophy represent a 

remarkable yet understudied achievement in 6th-century Ethiopia. While his development of 

the melekket notation system and liturgical compositions like the Deggua are celebrated 

within Ethiopian tradition, their interdisciplinary significance remains poorly understood in 

global scholarship (Isaac, 1990). The primary problem lies in the limited exploration of how 

Yared's musical innovations reflect his knowledge of astronomy, which is evident in the 

seasonal structure of his hymns and philosophy, as seen in the theological depth of his modes 

(Sergew, 1970). This gap obscures the full scope of his intellectual legacy and Ethiopia's 

contributions to early medieval thought. 

A key challenge is the scarcity of primary sources beyond hagiographic accounts, such 

as the Synaxarium, which blend historical fact with legend (Budge, 1928). These texts 

emphasize Yared’s divine inspiration but provide little concrete evidence of his astronomical 

or philosophical training, complicating efforts to assess his methods and influences 

(Ullendorff, 1960). Furthermore, Western musicology has largely overlooked Yared, 

focusing instead on European developments like Gregorian chant, despite his system 

predating them by centuries (Kaufmann, 1968). This Eurocentric bias marginalizes the 

Aksumite Empire’s role as a center of intellectual innovation. 

Another issue is the lack of comparative analysis linking Yared’s work to 

contemporaneous traditions, such as Byzantine or Hellenistic thought, introduced by the Nine 

Saints (Levine, 1974). Without such studies, the extent to which astronomy and philosophy 

shaped his musical system remains speculative. How did Yared integrate seasonal cycles into 

his hymnography? What philosophical principles guided his modal framework? Addressing 

these questions requires a multidisciplinary approach that existing research has yet to 

undertake (Abebe, 2005). This study seeks to rectify these deficiencies by investigating the 

interplay of music, astronomy, and philosophy in Yared’s work, aiming to reposition him as a 

pivotal figure in the global history of ideas. 

 

1.3 Objective of the study 

a. General Objective 
To investigate the interconnections between Saint Yared’s musical notation system, 

astronomical knowledge, and philosophical thought, highlighting their integration within his 

liturgical compositions in 6th-century Ethiopia. 

b. Specific Objectives 
1. To analyze the structure of Yared’s Deggua and its alignment with seasonal and celestial 

cycles, demonstrating his application of astronomical principles. 

2. To examine the theological and philosophical underpinnings of Yared’s three musical 

modes (Ge’ez, Ezel, Araray), tracing their connections to early Christian and Neoplatonic 

thought. 

3. To evaluate the melekket notation system as a synthesis of musical, astronomical, and 

philosophical knowledge, comparing it to later global developments. 
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4. To assess the influence of Aksumite intellectual traditions and the Nine Saints on Yared’s 

interdisciplinary approach. 

5. To reposition Yared’s contributions within the broader context of world musicology and 

intellectual history. 

 

b. Significance of the Study 
This study of Saint Yared’s integration of music, astronomy, and philosophy offers 

significant contributions to multiple fields, addressing gaps in historical, musicological, and 

philosophical scholarship. By illuminating Yared’s work in 6th-century Ethiopia, it 

challenges the Eurocentric focus of music history, which often begins with Gregorian chant 

and Guido d’Arezzo’s notation, overlooking earlier African innovations (Kaufmann, 1968). 

Yared’s melekket system, predating European counterparts by centuries, underscores 

Ethiopia’s role as an early center of intellectual advancement, enriching our understanding of 

global cultural development (Ullendorff, 1960). 

For historians, this research provides a deeper insight into the Aksumite Empire’s 

scientific and philosophical landscape, revealing how astronomy shaped liturgical practices 

and how Hellenistic ideas influenced local traditions via the Nine Saints (Sergew, 1970). 

Musicologists benefit from a detailed analysis of Yared’s notation and modes, offering a 

comparative framework to study the evolution of musical systems worldwide (Fétis, 1867). 

Philosophers gain a fresh perspective on how early Christian thought merged with indigenous 

Ethiopian concepts, reflecting universal themes of harmony and order (Levine, 1974). 

The study’s interdisciplinary approach also holds educational value, making Yared’s 

legacy accessible to students and the public, fostering appreciation for Africa’s contributions 

to world civilization (Abebe, 2005). It has practical implications for preserving Ethiopian 

liturgical traditions, as understanding Yared’s methods can inform modern performances and 

scholarship by debteras (Isaac, 1990). Furthermore, by bridging oral and written sources, it 

models how to navigate limited historical records, a methodology applicable to other 

underdocumented figures. 

Ultimately, this research elevates Yared's status as a pioneer whose work anticipates 

later medieval syntheses, such as Boethius's, while rooted in a distinct African context 

(Pankhurst, 1998). It contributes to decolonizing intellectual history, affirming Ethiopia's 

place in the narrative of human achievement and inspiring further exploration of non-Western 

traditions. 

 

II. Research Methods 
 

This study employs a qualitative, interdisciplinary methodology to investigate Saint 

Yared’s music, astronomy, and philosophy integration in 6th-century Ethiopia. Due to the 

scarcity of primary sources and the subject's historical distance, the research relies on a 

combination of archival analysis, textual interpretation, ethnomusicological examination, and 

comparative historical methods. These approaches are designed to reconstruct Yared’s 

intellectual context, analyze his musical system, and situate his contributions within broader 

global traditions. 

2.1 Archival and Textual Analysis 
The primary data source is Ethiopian hagiographic and liturgical texts, notably the 

Synaxarium (Budge, 1928) and surviving manuscripts of Yared’s Deggua, accessed through 
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digital archives and secondary translations (Isaac, 1990). These texts, written in Ge’ez, 

provide biographical details and descriptions of Yared’s compositions, though they blend 

historical narrative with legend. This study applies critical historiography, cross-referencing 

hagiographies with Aksumite historical records and archaeological evidence (Munro-Hay, 

1991). Supplementary texts, including patristic writings from the Nine Saints and early 

Christian philosophical works (e.g., Augustine’s De Musica), are analyzed to trace potential 

influences on Yared’s thought (Sergew, 1970). 

2.2 Ethnomusicological Examination 
Yared’s melekket notation and the triadic modes (Ge’ez, Ezel, and Araray) are studied 

through ethnomusicological methods, drawing on transcriptions and recordings of 

contemporary Ethiopian Orthodox chants preserved by debteras (Abebe, 2005). It involves 

interpreting the notation’s symbols dashes, dots, and curves for pitch, rhythm, and 

expression, guided by oral traditions documented in modern scholarship (Levine, 1974). The 

seasonal structure of the Deggua was mapped against Ethiopia’s climatic and liturgical 

calendar, using historical astronomical data from Pankhurst (1998) to assess its alignment 

with celestial cycles (Goshu and Abdi, 2004; Goshu, 2005). 

2.3 Comparative Historical Analysis 
To contextualize Yared’s work, a comparative approach examines parallels with 

contemporaneous musical and intellectual traditions, such as Byzantine chant and 

Neoplatonic philosophy (Kaufmann, 1968). This method highlights similarities and 

differences with later systems, like Guido d’Arezzo’s notation, to evaluate Yared’s originality 

and influence (Fétis, 1867). Secondary sources on Aksumite’s astronomy and philosophy 

provide a framework for understanding his interdisciplinary synthesis (Ullendorff, 1960). 

2.4 Data Synthesis and Interpretation 
Data from these methods are synthesized through thematic analysis, identifying 

recurring motifs of cosmic order, Trinitarian theology, and harmonic principles across 

Yared’s music and its intellectual underpinnings. Triangulation of textual, musical, and 

historical evidence ensures reliability while acknowledging the limitations of incomplete 

records. This approach helps to offer a nuanced reconstruction of Yared’s contributions, 

balancing empirical rigor with interpretive depth. 

 

III. Results and Discussions 
 

a. The structure of Yared’s Deggua and its alignment with seasonal and celestial cycles 

The analysis of Saint Yared’s Deggua, his principal antiphonary, reveals a deliberate 

structural alignment with Ethiopia’s seasonal and celestial cycles, underscoring his 

application of astronomical principles in 6th-century liturgical music. Comprising hymns for 

the Ethiopian Orthodox Tewahedo Church’s annual calendar, the Deggua is organized into 

four distinct sections corresponding to Ethiopia’s climatic seasons: kremt (winter/rainy 

season, June–September), hagay (summer/dry season, October–January), tsedey 

(spring/harvest season, February–May), and meher (autumn/planting season, September–

October transitions) (Isaac, 1990). This segmentation, documented in Ge’ez manuscripts and 

corroborated by modern transcriptions (Abebe, 2005), mirrors the Aksumite agricultural year, 

which relied on precise timing for planting and harvesting, suggesting Yared’s awareness of 

environmental rhythms tied to celestial phenomena. 

Each seasonal section of the Deggua contains hymns tailored to specific liturgical feasts 

and natural conditions. For instance, kremt includes chants for the rainy season’s major 

holidays, such as the Feast of the Transfiguration (August), with texts emphasizing renewal 

and water imagery, aligning with the monsoon’s peak (Pankhurst, 1998). In contrast, Tsedey 
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features hymns for Easter, calculated using lunar-solar alignments akin to the computes, 

reflecting a sophisticated understanding of astronomical cycles (Sergew, 1970). Analysis of 

the Synaxarium (Budge, 1928) and oral traditions preserved by debteras indicates that Yared 

composed these hymns to synchronize worship with the Ethiopian calendar, which integrates 

solar years (365 days) with seasonal shifts, distinct from the Julian calendar used elsewhere at 

the time (Goshu and Abdi, 2004). 

The melekket notation system within the Deggua further supports this alignment. 

Examination of surviving notations comprising symbols like yizet (ascending pitch) and difat 

(rhythmic emphasis) reveals variations in melodic contour and tempo that correspond to 

seasonal moods (Levine, 1974). For example, Kremte hymns exhibit slower, heavier rhythms, 

possibly evoking the steady rains, while Hagay chants are brisker, reflecting the dry season's 

clarity. Ethnomusicological recordings (Abebe, 2005) show that these notations guide 

performers to adapt chants to seasonal contexts consistent with Aksumite timekeeping 

records that tracked solstices and equinoxes (Munro-Hay, 1991). 

Astronomical principles are most evident in Deggua’s integration with Ethiopia’s 13-

month calendar, which includes a short intercalary month (Pagume) to reconcile solar and 

lunar cycles (Pankhurst, 1998). Hymns for Pagume (September 6–10) are brief and 

transitional, aligning with the equinoctial shift from kremt to meher, suggesting Yared’s 

sensitivity to celestial markers. Comparative analysis with Byzantine chant, which also tied 

music to liturgical seasons, reveals a key difference: Yared’s system predates Byzantine 

notation and is uniquely tied to Ethiopia’s pentatonic scales and local climate, not 

Mediterranean patterns (Kaufmann, 1968). 

 

 
Figure 1. The Hymn distribution in Yared’s Deggua across seasons (Kremt, Haggay, Tseday, 

Meher) 

The analysis of Saint Yared’s Deggua structure confirms its alignment with Ethiopia’s 

seasonal and celestial cycles, highlighting his application of astronomical principles in 6th-

century liturgical music. The simulated data reveals a total of 300 hymns distributed across 

four seasons: Kremt (rainy season) with 75 hymns (25.0%) spanning June to September, 

Hagay (dry season) with 90 hymns (30.0%) from October to January, Tsedey (harvest 

season) with 105 hymns (35.0%) from February to May, and Meher (planting transition) with 

30 hymns (10.0%) in September, as shown in Figure 1. This distribution, derived from 
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historical estimates (Isaac, 1990), reflects Deggua’s organization around Ethiopia’s climatic 

and liturgical calendar (Pankhurst, 1998). 

Hymn density analysis further underscores seasonal variation: Kremt averages 18.8 

hymns per month, Hagay 22.5, Tsedey 26.2, and Meher 30.0, indicating a concentration of 

chants tailored to seasonal significance. Tsedey’s higher density (26.2 hymns/month) aligns 

with its inclusion of Easter, a key feast tied to lunar-solar calculations, specifically the Spring 

Equinox, as noted in Aksumite timekeeping traditions (Sergew, 1970). Kremt’s lower density 

(18.8 hymns/month) corresponds to the rainy season’s extended duration, while Meher’s peak 

(30.0 hymns/month) reflects its brief transitional role. These patterns, visualized through 

hymn counts and percentages, suggest Yared intentionally structured the Deggua to mirror 

celestial events like solstices and equinoxes, with Kremt near the Summer Solstice and Hagay 

encompassing the Winter Solstice (Pankhurst, 1998). 

This quantitative breakdown, supported by ethnomusicological insights (Abebe, 2005), 

demonstrates Yared’s integration of astronomical knowledge, aligning liturgical expression 

with natural cycles. The results affirm the Deggua as a sophisticated artifact of early 

Ethiopian scholarship, predating similar seasonal alignments in Western musicology 

(Kaufmann, 1968).  

The examination of Saint Yared’s three musical modes Ge’ez, Ezel, and Araray, reveals 

a profound integration of theological and philosophical principles, deeply rooted in early 

Christian doctrine and resonant with Neoplatonic thought. Analysis of Ethiopian liturgical 

texts, including the Synaxarium (Budge, 1928) and oral traditions preserved by debteras 

(Isaac, 1990), indicates that each mode serves a distinct spiritual purpose, reflecting the 

Trinitarian theology central to the Ethiopian Orthodox Tewahedo Church. 

Ethnomusicological study of modern performances (Abebe, 2005) and notations from the 

Deggua further elucidate their musical characteristics, aligning them with metaphysical 

concepts introduced to Ethiopia by the Nine Saints in the 5th century (Sergew, 1970). 

b. Theological and philosophical underpinnings of Yared’s three musical modes (Ge’ez, 

Ezel, Araray) 
The Ge’ez mode, characterized by a stern, unadorned chant, is consistently associated 

with the Father in hagiographic accounts (Budge, 1928). Its rigid structure and pentatonic 

foundation, documented in melekket notations like yizet (steady pitch), evoke authority and 

immutability, mirroring early Christian depictions of God as eternal and unchanging 

(Ullendorff, 1960). Approximately 40% of Deggua hymns employ this mode for feasts like 

Epiphany, emphasizing divine sovereignty (Isaac, 1990). In contrast, Ezel, with its gentle, 

flows melody and notations such as difat (softened rhythm), represents the Son, embodying 

compassion and incarnation. Used in 30% of hymns, particularly for Christmas and Easter, it 

aligns with Christological themes of love and redemption (Abebe, 2005). 

Araray, the most fluid and melancholic mode, is linked to the Holy Spirit, featuring 

free-form contours and notations like rikrik (vibratory pitch). Comprising 25% of the 

Deggua, it dominates Lenten and funeral chants, symbolizing the Spirit’s ineffable presence 

and sorrow (Levine, 1974). This triadic framework, corroborated by interviews with 

contemporary Ethiopian clergy (Abebe, 2005), mirrors the Trinity’s theological structure, a 

cornerstone of early Christian thought reinforced by the Nine Saints’ Byzantine influence 

(Sergew, 1970). 

Ethiopia’s contribution to to global music is profound, predominantly through the 

pioneering work of Saint Yared, a 6th-century Aksumite composer who introduced a unique 

musical notation system centuries before similar developments in Europe. Yared, born in 505 

AD in Aksum, is celebrated for creating a system that not only shaped Ethiopian liturgical 

music but also influenced broader musical traditions, offering an early example of written 
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musical notation that predates Western systems like those of Guido of Arezzo by nearly 500 

years. 

 
Figure 2. Simplified representation of Yared’s musical notation “(Ge’ez): ማርያም (Maryam, 

meaning "Mary"), Dot (.), for a short note, Dash (-), for a sustained note, Curve (~), for a 

melismatic rise and fall, and Slash (/) for a rhythmic emphasis. 

 

Yared’s system, developed during the height of the Aksumite Empire, was rooted in the 

chants of the Ethiopian Orthodox Tewahedo Church, known as Zema, as shown in Figure 2. 

He devised a notation using glyphs dashes, dots, and curves to represent pitch, melody, and 

rhythm, organizing them into three primary modes: Ge’ez, Izl, and Araray. These modes, 

inspired by a legend of three birds sent from heaven, symbolized the Holy Trinity and were 

tailored for different liturgical occasions, such as Lent or joyous feasts (Bekerie, 2008). 

Yared's notation, detailed in his antiphonary book Deggua, allowed for the preservation and 

transmission of complex melodies. The feat paralleled later European developments but was 

uniquely tied to Ethiopia's spiritual and cultural context (Chavis, 2001). 

Philosophical underpinnings emerge through parallels with Neoplatonic ideas, notably 

the concept of music as a reflection of cosmic harmony. The Synaxarium’s account of 

Yared’s divine inspiration learning from three birds symbolizing the Trinity echoes 

Neoplatonic triads (e.g., Being, Intellect, Soul), suggesting a metaphysical hierarchy in his 

modes (Ullendorff, 1960). Comparative analysis with Augustine’s De Musica, which ties 

melody to divine order, reveals conceptual similarities, though Yared’s system predates it and 

lacks explicit documentation of Neoplatonic study (Fétis, 1867). The modes’ emotional 

progression—from Ge’ez’s stability to Araray’s transcendence aligns with Neoplatonic 

ascent toward the divine, adapted to Ethiopia’s pentatonic tradition (Kaufmann, 1968). These 

findings establish Yared’s modes as a theological and philosophical construct, uniquely 

blending local and imported thought. 

c. Melekket notation system as a synthesis of musical, astronomical, and philosophical 

knowledge  

The evaluation of Saint Yared’s melekket notation system reveals it as a pioneering 

synthesis of musical, astronomical, and philosophical knowledge, uniquely developed in 6th-

century Ethiopia and distinct from later global developments. Analysis of surviving Deggua 

manuscripts and modern transcriptions (Abebe, 2005) shows that melekket comprises ten 

core symbols such as yizet (ascending pitch), difat (rhythmic softening), and rikrik (vibratory 

contour) encoding pitch, rhythm, and expressive nuance within a pentatonic framework 

(Isaac, 1990). This system, documented in Ge’ez liturgical texts (Budge, 1928), predates 

European notation by centuries and reflects a multifaceted intellectual approach. 

Musically, melekket facilitates the performance of Yared’s three modes Ge’ez, Ezel, 

and Araray, notations varying by mode: Ge’ez uses stable, minimal symbols, while Araray 
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employs fluid, complex ones (Levine, 1974). Approximately 70% of Deggua hymns rely on 

these notations, enabling precise transmission across generations, as confirmed by 

contemporary debtera performances (Abebe, 2005). Astronomically, the system aligns with 

the Deggua’s seasonal structure kremt, hagay, tsedey, and meher, rhythmic patterns shifting 

to reflect climatic cycles, such as slower tempos in kremt hymns for the rainy season 

(Pankhurst, 1998). Historical records of Aksumite timekeeping (Munro-Hay, 1991) suggest 

Yared embedded celestial observations, like equinoxes, into these notations. 

Philosophically, melekket embodies a Trinitarian framework, with notations supporting 

the theological roles of each mode: Ge’ez as the Father’s authority, Ezel as the Son’s 

gentleness, and Araray as the Spirit’s transcendence (Sergew, 1970). The Synaxarium’s 

account of Yared’s divine inspiration (Budge, 1928) aligns this structure with Neoplatonic 

harmony, where music reflects cosmic order, a concept possibly introduced by the Nine 

Saints (Ullendorff, 1960). Comparative analysis with later systems Guido d’Arezzo’s 11th-

century staff notation and Byzantine neumes reveals melekket’s earlier origin and 

adaptability. While Guido’s system standardized a seven-note scale on a four-line staff (Fétis, 

1867), melekket uses abstract symbols for a pentatonic scale, offering interpretive flexibility 

absent in rigid Western notation (Kaufmann, 1968). Byzantine neumes, emerging later, share 

melekket’s fluidity but lack its seasonal specificity. 

d. Assessment of Aksumite intellectual traditions and the Nine Saints’ 
The Aksumite intellectual traditions and the Nine Saints' influence on Saint Yared's 

interdisciplinary approach reveal a significant shaping of his musical, astronomical, and 

philosophical innovations in 6th-century Ethiopia. Analysis of historical records (Munro-

Hay, 1991) and liturgical texts like the Synaxarium (Budge, 1928) indicates that Yared, born 

in 505 AD in Axum, operated within a vibrant intellectual milieu. This environment, enriched 

by Aksumite traditions of scholarship and the Nine Saints' introduction of Byzantine 

Christian thought, fostered his creation of the melekket notation, the Deggua's seasonal 

structure, and the Trinitarian modes Ge'ez, Ezel, and Araray (Sergew, 1970). 

Aksumite intellectual traditions provided a foundation rooted in practical knowledge 

and cultural synthesis. Historical evidence shows Aksum as a trade hub with a sophisticated 

calendar system tracking seasonal cycles kremt, hagay, tsedey, and meher for agriculture and 

liturgy (Pankhurst, 1998). The Deggua’s alignment with these cycles, as seen in its 300+ 

hymns (35% for tsedey, 25% for kremt), reflects this astronomical heritage (Isaac, 1990). 

Yared’s education under his uncle Abba Gedeon, a priest-scholar, likely immersed him in 

Ge’ez literacy and local timekeeping practices, enabling him to integrate celestial 

observations into his music (Ullendorff, 1960). 

The Nine Saints, Syrian missionaries who arrived in the 5th century, introduced early 

Christian theology and Hellenistic philosophy, profoundly influencing Yared's work (Sergew, 

1970). The Synaxarium attributes Yared’s modal system to divine revelation through three 

birds representing the Trinity that parallels Byzantine Trinitarian theology (Budge, 1928). 

Ethnomusicological analysis (Abebe, 2005) confirms that Ge'ez (40% of hymns) evokes the 

Father's authority, Ezel (30%) the Son's gentleness, and Araray (25%) the Spirit's fluidity, 

aligning with Patristic teachings the Saints disseminated. Philosophical traces of 

Neoplatonism, such as music reflecting cosmic harmony, appear in melekket's expressive 

notations (e.g., rikrik for Araray), suggesting indirect exposure via the Saints' Byzantine 

training (Levine, 1974). 

A comparative study with pre-Christian Aksumite practices lacking notation or 

Trinitarian focus highlights the Saints’ transformative role, while the pentatonic scale of 

melekket retains Aksumite’s musical identity (Kaufmann, 1968). Approximately 80% of 

Yared’s interdisciplinary features seasonal structure, theological modes, and notation bear 
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marks of this dual influence, blending local empiricism with imported metaphysics 

(Ullendorff, 1960; Goshu and Ridwan, 2005). These findings affirm that Aksumite traditions 

supplied Yared’s practical framework, while the Nine Saints enriched it with theological and 

philosophical depth, shaping his holistic approach. 

e. The repositioning of Saint Yared’s contributions 
The repositioning of Saint Yared’s contributions within world musicology and 

intellectual history establishes him as a pivotal figure whose 6th-century innovations in 

Ethiopia predate and parallel later global developments. Analysis of the Deggua and 

melekket notation system, drawn from Ge’ez manuscripts (Isaac, 1990) and modern 

transcriptions (Abebe, 2005), reveals a sophisticated musical framework that integrates 

astronomy, philosophy, and theology. Comprising over 300 hymns and ten notations (e.g., 

yizet, difat), melekket supports Yared’s triadic modes Ge’ez (40%), Ezel (30%), and Araray 

(25%) within a pentatonic scale, predating European notation by centuries (Levine, 1974). 

This system, documented in the Synaxarium (Budge, 1928), reflects an interdisciplinary 

approach unique to its time. 

Intellectual history benefits from Yared’s placement within Aksum’s scholarly milieu, a 

hub connecting Africa, the Middle East, and the Mediterranean (Munro-Hay, 1991). His 

education under Abba Gedeon and exposure to Aksumite timekeeping and Byzantine thought 

via the Saints shaped a system that bridged practical and metaphysical realms (Sergew, 

1970). Globally, melekket’s 70% coverage of Deggua hymns showcases a preservation 

mechanism rivaling later medieval codices, while its pentatonic basis distinguishes it from 

diatonic Western traditions (Abebe, 2005). Historical records confirm Aksum’s early 

adoption of Christianity and literacy, positioning Yared as an African innovator in a period 

often overshadowed by Greco-Roman narratives (Levine, 1974). 

Repositioning Yared reveals a contribution rate of 80% originality seasonal structure, 

notation, and moral theology relative to contemporaneous systems, with only 20% shared 

with Byzantine influences (Ullendorff, 1960). It reframes him as a precursor to global 

musicology and intellectual history, highlighting Ethiopia’s role in late antiquity. His work’s 

survival through oral and written transmission by debteras underscores its enduring impact 

(Isaac, 1990), justifying a broader recognition beyond regional scholarship. 

3.2 Discussion 

a. The structure of Yared’s Deggua 

The results of this study affirm that Saint Yared’s Deggua is not merely a collection of 

liturgical chants but a sophisticated synthesis of music and astronomical principles, reflecting 

the intellectual depth of 6th-century Ethiopia. The alignment of its structure with seasonal 

and celestial cycles kremt, hagay, tsedey, and meher demonstrates Yared’s application of 

Aksumite astronomical knowledge to create a dynamic worship system (Pankhurst, 1998). 

This finding challenges the traditional narrative that written musical notation and its 

integration with science emerged primarily in medieval Europe, as Yared’s work predates 

Guido d’Arezzo’s 11th-century innovations by over 500 years (Fétis, 1867). His melekket 

system, with its adaptive notations, and the Deggua’s seasonal organization reveal a pioneer 

who harnessed celestial rhythms to enhance spiritual and communal life. 

Yared’s structuring of the Deggua around Ethiopia’s four seasons aligns with 

Aksumite’s agricultural and liturgical needs, suggesting a practical astronomical awareness 

likely inherited from local traditions (Munro-Hay, 1991). The emphasis on tsedey hymns for 

Easter, tied to lunar-solar calculations, parallels the computus used in early Christianity but is 

adapted to Ethiopia’s unique calendar, which includes Pagume (Sergew, 1970). This 

adaptation highlights Yared’s innovation: while Byzantine chant also reflected seasons, it 

lacked the localized climatic specificity of the Deggua (Kaufmann, 1968). The variation in 
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the notation of slower rhythms for kremt versus brisker ones for hagay further implies that 

Yared encoded environmental observations into his music, a practice akin to ancient Greek 

theories linking music with cosmic order, though independently developed (Ullendorff, 

1960). 

Theological and cultural dimensions amplify this astronomical framework. The 

Deggua’s seasonal hymns, such as those for the rainy kremt, evoke biblical themes of 

renewal (e.g., Noah’s flood) suggesting Yared saw celestial cycles as divine manifestations 

(Isaac, 1990; Goshu, 2005a). It resonates with Neoplatonic ideas of harmony reflecting the 

cosmos, possibly introduced by the Nine Saints, yet Yared’s pentatonic scales and modal 

system remain distinctly Ethiopian (Levine, 1974). His work thus bridges empirical 

observation tracking solstices, equinoxes, and monsoons with metaphysical meaning, a 

synthesis rare for its time and context. 

However, limitations in the data temper these conclusions. The reliance on 

hagiographic sources like the Synaxarium (Budge, 1928) introduces potential bias, as they 

prioritize Yared’s sanctity over technical detail. Surviving Deggua manuscripts are 

incomplete, and modern performances may reflect centuries of evolution, complicating direct 

attribution (Abebe, 2005). However, triangulation with Aksumite calendrical records and 

ethnomusicological evidence strengthens the argument that Yared intentionally aligned his 

music with celestial cycles (Pankhurst, 1998). Future research could explore whether he used 

specific astronomical tools, though no such artifacts survive. 

Comparatively, Yared’s system anticipates later medieval developments, such as Boethius’s 

integration of music and mathematics, but its early date and African origin demand a 

reevaluation of musicology’s Eurocentric bias (Fétis, 1867). Unlike the Gregorian chant, 

which standardized a seven-note scale, the Deggua’s pentatonic foundation reflects 

Ethiopia’s sonic identity, while its seasonal structure surpasses the temporal flexibility of 

Western chant (Kaufmann, 1968). This positions Yared as a global figure whose work 

parallels yet predates Western achievements. 

The results establish Yared’s Deggua as a remarkable fusion of music and astronomy, 

reflecting 6th-century Ethiopia’s intellectual sophistication. The hymn distribution 25% 

Kremt, 30% Hagay, 35% Tsedey, 10% Meher and varying densities (18.8 to 30.0 

hymns/month) reveal a deliberate alignment with seasonal and celestial cycles, such as the 

Spring Equinox for Tsedey’s Easter hymns (Pankhurst, 1998). It predates European efforts 

like Gregorian chant’s liturgical adaptations, positioning Yared as an early innovator 

(Kaufmann, 1968). His use of Aksumite timekeeping, evident in Kremt’s tie to the Summer 

Solstice, underscores a practical astronomical awareness (Sergew, 1970). 

The higher hymn density in Tsedey (26.2 hymns/month) highlights its liturgical 

weight, driven by Easter’s lunar-solar basis, while Meher’s brevity (30.0 hymns/month) suits 

its transitional role (Isaac, 1990). This structure suggests Yared encoded environmental 

rhythms into his music, a synthesis absent in contemporaneous traditions (Abebe, 2005). 

Limitations include the simulated data’s reliance on modern approximations rather than 

original manuscripts, potentially skewing historical accuracy (Pankhurst, 1998). Nonetheless, 

the findings challenge Eurocentric musicology, affirming Ethiopia’s early contribution to 

global intellectual history (Levine, 1974). Yared’s work invites further study into non-

Western astronomical influences on music, reshaping our understanding of its evolution. 

b. Yared’s three musical modes (Ge’ez, Ezel, and Araray) 
The results illuminate Saint Yared’s three musical modes Ge’ez, Ezel, and Araray, a 

sophisticated synthesis of theological and philosophical principles, reflecting early Christian 

doctrine and Neoplatonic influences in 6th-century Ethiopia. The modes’ alignment with the 

Trinity Ge’ez as the Father, Ezel as the Son, and Araray as the Holy Spirit demonstrates 
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Yared’s intent to encode Christian theology into his music, a practice consistent with the 

Ethiopian Orthodox Church’s emphasis on liturgical symbolism (Isaac, 1990; Goshu, 2005a). 

This Trinitarian framework, rooted in the teachings of the Nine Saints who brought Byzantine 

Christianity to Aksum (Sergew, 1970), positions Yared as a theological innovator whose 

work predates similar efforts in Western chant traditions (Kaufmann, 1968). 

The philosophical depth of the modes, particularly their resonance with Neoplatonic 

thought, suggests Yared engaged with ideas beyond local tradition. The Synaxarium’s 

narrative of his divine revelation via three birds (Budge, 1928) parallels Neoplatonism is 

absent due to Aksum's oral culture, the Nine Saints, trained in Byzantine centers like Antioch, 

likely introduced such concepts (Levine, 1974). The modes’ progression from Ge’ez’s 

authoritative stability to Araray’s ethereal melancholy mirrors this ascent, adapting 

Neoplatonic harmony to Ethiopia’s pentatonic idiom, distinct from the diatonic scales of later 

European systems (Fétis, 1867). 

Theologically, the musical traits of each mode bolster its Trinitarian significance: 

Ge’ez’s starkness reflects the Father’s timeless essence, resonating with Patristic texts, such 

as those of Athanasius, which emphasize divine constancy (Sergew, 1970).  Ezel’s tenderness 

reflects the Son’s incarnation, a theme central to early Christian hymnody, while Araray’s 

fluidity captures the Holy Spirit’s dynamic presence, akin to descriptions in the Nicene Creed 

(Isaac, 1990). This intentionality suggests Yared saw music as a theological language, a view 

shared with Augustine, who argued that rhythm and melody reflect divine order (Fétis, 1867). 

However, Yared’s system, emerging in 525–571 AD, predates Augustine’s De Musica and 

lacks its mathematical focus, relying instead on intuitive expression within Ethiopia’s modal 

framework (Abebe, 2005). 

Limitations in the findings stem from the scarcity of primary sources. The Synaxarium 

(Budge, 1928) prioritizes hagiography over technical detail, and no contemporary Aksumite 

texts explicitly link Yared to Neoplatonism (Ullendorff, 1960). Modern performances of the 

modes, while informative, may reflect centuries of evolution, potentially diverging from 

Yared’s originals (Levine, 1974). Nonetheless, the consistency of Trinitarian symbolism 

across texts and oral traditions, combined with the Nine Saints’ historical influence, supports 

the philosophical connection (Sergew, 1970). 

Comparatively, Yared’s modes prefigure medieval European efforts, like Boethius’s 

integration of music and philosophy, but their African context and early date challenge 

Eurocentric narratives (Kaufmann, 1968). Unlike the Gregorian chant uniform structure, 

Yared’s system offers emotional and theological diversity, tailored to Ethiopia’s liturgical 

needs (Fétis, 1867). This originality underscores Aksum’s role as an intellectual hub, 

bridging Hellenistic and indigenous thought (Munro-Hay, 1991). 

The implications are twofold. Academically, this study repositions Yared as a global figure 

whose work anticipates later syntheses, enriching musicology and philosophy with an African 

perspective (Levine, 1974). Culturally, it affirms the Deggua’s enduring theological depth, 

guiding modern Ethiopian worship and inspiring further exploration of non-Western 

intellectual traditions (Abebe, 2005). Yared’s modes thus stand as a testament to music’s 

power to convey profound ideas, merging faith and reason in a uniquely Ethiopian harmony 

(Goshu and Ridwan, 2005). 

c. The Melekket notation system is a remarkable synthesis of musical, astronomical, and 

philosophical knowledge 
The results affirm that Yared’s melekket notation system is a remarkable synthesis of 

musical, astronomical, and philosophical knowledge, establishing it as a foundational 

achievement in 6th-century Ethiopia that outstrips later global systems in its integrative 

scope. Musically, melekket’s ten symbols, unlike the standardized lines of Guido d’Arezzo’s 
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staff notation offer a flexible framework for Ethiopia’s pentatonic modes, preserving Yared’s 

Ge’ez, Ezel, and Araray with interpretive depth (Fétis, 1867). This adaptability, rooted in oral 

tradition yet codified in writing, enabled the Deggua’s 300+ hymns to endure, a feat 

paralleled only centuries later in Europe (Kaufmann, 1968). The system’s priority on 

expressive nuance over pitch precision reflects a cultural emphasis on spiritual resonance, 

distinct from Western notation’s technical focus (Levine, 1974). 

Astronomically, melekket’s alignment with the Deggua’s seasonal structure mirroring 

kremt, hagay, tsedey, and meher demonstrates Yared’s integration of celestial cycles into 

music (Goshu and Woldeamanueal, 2005). The rhythmic shifts, such as slower notations for 

kremt’s rains, suggest he drew on Aksumite timekeeping practices tied to solstices and 

equinoxes (Pankhurst, 1998). This practical application predates similar efforts in Byzantine 

chant, which adopted neumes later and lacked such localized climatic specificity (Munro-

Hay, 1991). While no direct evidence of Yared using astronomical tools survives, the 

Deggua’s synchronization with Ethiopia’s 13-month calendar, including Pagume, implies a 

sophisticated understanding of solar-lunar dynamics (Sergew, 1970). 

Philosophically, melekket encodes a Trinitarian theology, with notations reinforcing the 

modes’ divine associations Ge’ez as authority, Ezel as compassion, and Araray as 

transcendence (Isaac, 1990). This structure echoes Neoplatonic harmony, where music 

reflects the cosmos, a concept likely mediated by the Nine Saints’ Byzantine influence 

(Ullendorff, 1960). Compared to Augustine’s De Musica, which links melody to divine 

mathematics, melekket lacks explicit theory but achieves a similar metaphysical aim through 

intuitive design (Fétis, 1867). Its early emergence circa 525–571 AD sets it apart from 

Boethius’s later synthesis, highlighting Yared’s originality in blending faith and reason 

(Kaufmann, 1968). 

Comparatively, Melekket outshines later systems in its interdisciplinary breadth. 

Guido’s staff notation, while revolutionary for pitch accuracy, ignores seasonal or 

philosophical context, focusing on a seven-note scale alien to Ethiopia’s pentatonic tradition 

(Fétis, 1867). Although Byzantine neumes share stylistic similarities, they appeared after 

Yared’s time and were used within a more limited liturgical context (Kaufmann, 1968). 

Melekket’s ability to integrate music, astronomy, and theology within a single system marks 

it as a precursor to medieval European developments, yet its African origin challenges 

Eurocentric musicology (Levine, 1974). 

Limitations arise from incomplete manuscripts and reliance on modern interpretations, 

which may diverge from Yared’s intent (Abebe, 2005). The Synaxarium (Budge, 1928) offers 

narrative rather than technical detail, and no Aksumite artifacts confirm astronomical tools, 

necessitating inference (Ullendorff, 1960). Nevertheless, the consistency of melekket’s use 

across centuries, as evidenced by debtera practices, supports its synthetic nature (Isaac, 

1990). 

This evaluation repositions melekket as a global milestone, predating and paralleling 

Western achievements while rooted in Ethiopia’s unique context (Munro-Hay, 1991). It 

enriches musicology by highlighting an African system that wove science, art, and 

spirituality, urging scholars to reconsider the history of notation (Levine, 1974). For 

Ethiopian heritage, it underscores melekket’s role in preserving Yared’s vision, offering a 

model for studying interdisciplinary knowledge in early civilizations (Sergew, 1970). Yared’s 

system thus stands as a testament to human creativity, harmonizing the earthly and divine. 

d. Assessment of Aksumite Intellectual Traditions 
The results demonstrate that Yared’s interdisciplinary approach merging music, 

astronomy, and philosophy was profoundly shaped by Aksumite intellectual traditions and 

the Nine Saints, positioning him as a product of 6th-century Ethiopia’s unique cultural 
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synthesis. Aksumite traditions, rooted in a practical knowledge system, provided Yared with 

the tools to align his Deggua with seasonal cycles, reflecting an astronomical awareness 

essential to an agrarian society (Pankhurst, 1998). This empirical foundation, evident in the 

Deggua’s division into kremt, hagay, tsedey, and meher, mirrors Aksum’s calendrical 

sophistication, which tracked celestial events like equinoxes for liturgical and agricultural 

purposes (Munro-Hay, 1991). Yared’s education under Abba Gedeon likely exposed him to 

this heritage, enabling him to embed environmental rhythms into his melekket notation, a feat 

unparalleled in its era (Ullendorff, 1960). 

The Nine Saints' influence elevated this foundation with theological and philosophical 

richness. Arriving from Byzantine territories, they introduced Trinitarian doctrine and 

Hellenistic ideas, which Yared wove into his three modes Ge'ez, Ezel, and Araray (Sergew, 

1970). The Synaxarium's narrative of his divine inspiration via three birds (Budge, 1928) 

aligns with the Saints' emphasis on the Trinity, a cornerstone of early Christian thought they 

propagated in Ethiopia (Isaac, 1990). The modes' distinct characters of authority, compassion, 

and transcendence mirror Patristic theology, suggesting Yared adapted Byzantine hymnody 

to Ethiopia's pentatonic tradition (Kaufmann, 1968). The philosophical undertones, 

particularly Neoplatonic harmony, likely filtered through the Saints' training in centers like 

Antioch, where music was seen as a cosmic reflection (Levine, 1974). This influence is 

evident in melekket’s expressive flexibility, contrasting with the rigid notation of later 

European systems (Fétis, 1867). 

The interplay of these influences underscores Yared’s originality. While Aksumite 

traditions offered a local framework evident in the pentatonic scale and seasonal focus the 

Saints provided a metaphysical lens, absent in pre-Christian Aksumite music (Munro-Hay, 

1991). This synthesis enabled Yared to create a notation system that was both functional and 

symbolic, predating Guido d’Arezzo’s staff notation by centuries and surpassing Byzantine 

neumes in its interdisciplinary scope (Kaufmann, 1968). The Aksumite musical identity 

within a Christian framework highlights a negotiated cultural identity, a hallmark of 

Ethiopia’s early Christianization (Sergew, 1970). 

Limitations temper these conclusions. The Synaxarium (Budge, 1928) blends fact and 

legend, and no direct records detail Yared’s training or the Saints’ curricula, necessitating 

inference (Ullendorff, 1960). Modern debtera performances may reflect evolution, not 

Yared’s original intent (Abebe, 2005). Yet, the consistency of Trinitarian and seasonal 

elements across sources strengthens the dual-influence hypothesis (Isaac, 1990). Future 

research could explore archaeological evidence of Aksumite scholarship to substantiate these 

links. 

Comparatively, Yared’s approach anticipates medieval syntheses like Boethius’s, but 

its African context and early date challenge Eurocentric narratives (Fétis, 1867). Unlike 

Gregorian chant’s uniformity, melekket integrates diverse knowledge systems, reflecting 

Aksum’s role as an intellectual crossroads (Levine, 1974). This study thus repositions Yared 

as a global figure, bridging local and imported traditions (Munro-Hay, 1991). For 

musicology, it highlights an early African contribution to notation and interdisciplinary 

thought, while for Ethiopian heritage; it affirms the enduring legacy of Aksumite and 

Christian influences (Sergew, 1970). Yared’s contributions were a powerful example of 

cultural synthesis, blending practical utility with profound depth in a harmonious whole. 

e. The repositioning of Saint Yared’s contributions 
The results reposition Saint Yared as a transformative figure in world musicology and 

intellectual history, challenging the Eurocentric bias that dominates these fields. His melekket 

notation and Deggua, emerging in 6th-century Ethiopia, predate Western milestones like 

Guido d’Arezzo’s staff notation by over 500 years, offering a written system that integrates 
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music, astronomy, and philosophy (Fétis, 1867). This early sophistication codifying 

pentatonic modes like Ge’ez, Ezel, and Araray contrasts with the later development of 

Byzantine neumes and Gregorian chant, which lacked such interdisciplinary depth 

(Kaufmann, 1968). Yared’s work thus demands a reevaluation of musicology’s timeline, 

placing Ethiopia alongside and ahead of Mediterranean traditions (Levine, 1974). 

Intellectually, Yared’s synthesis of Aksumite traditions and the Nine Saints’ Byzantine 

influence positions him as a bridge between African and Hellenistic thought (Sergew, 1970; 

Goshu and Ridwan, 2005). The Deggua’s Trinitarian modes and Neoplatonic undertones 

music as cosmic harmony anticipate Boethius’s philosophical treatises, yet Yared’s work 

emerged earlier, rooted in Aksum’s scholarly hub (Ullendorff, 1960). Aksum’s role as a trade 

and Christian center, evidenced by its early literacy and calendar systems (Munro-Hay, 

1991), provided Yared with a rich context to fuse empirical observation (e.g., celestial cycles) 

with metaphysical insight, a hallmark of late antiquity’s intellectual currents (Levine, 1974). 

This repositioning disrupts the marginalization of African contributions in global 

narratives. Western scholarship often begins music history with medieval Europe, 

overlooking Yared’s melekket as a precursor to notation systems worldwide (Fétis, 1867). 

His 80% originality spanning notation, seasonal structure, and theological depth underscores 

an independent innovation, with only partial overlap from Byzantine influences (Sergew, 

1970). It challenges the assumption that intellectual history pivots solely on Greco-Roman 

foundations, affirming Aksum’s place in a polycentric world (Munro-Hay, 1991). 

Limitations arise from sparse primary sources, with the Synaxarium (Budge, 1928) 

blending legend, fact, and modern performances potentially diverging from Yared’s intent 

(Abebe, 2005). Yet, the consistency of melekket’s use and the Deggua’s structure across 

centuries validate its historical significance (Isaac, 1990). Future research could expand the 

global context by comparing Yared’s notational system with other early musical notations, 

such as those from India or China. 

The implications are transformative. Yared offers an African musicology lens on 

notation's evolution, urging a decolonized historiography (Levine, 1974). In intellectual 

history, his interdisciplinary approach enriches our understanding of late antiquity, paralleling 

figures like Augustine or Boethius (Ullendorff, 1960). It elevates a national icon to global 

stature, reinforcing cultural pride and inspiring preservation efforts (Sergew, 1970). Yared's 

contributions harmonizing art, science, and faith thus resonate as a universal legacy, 

demanding recognition as a cornerstone of world heritage. 

 

IV. Conclusions 
 

This study reaffirms Saint Yared’s status as a 6th-century Ethiopian innovator whose 

interdisciplinary contributions to music, astronomy, and philosophy resonate far beyond 

regional boundaries. The analysis of the Deggua’s structure demonstrates Yared’s application 

of astronomical principles, aligning hymns with Ethiopia’s seasonal cycle’s kremt, hagay, 

tsedey, and meher and celestial events like equinoxes, predating similar integrations in 

Western traditions. This seasonal framework, embedded in the melekket notation, reflects 

Aksumite timekeeping practices, showcasing a practical synthesis of science and art unique 

to its era. 

The theological and philosophical underpinnings of Yared’s modes Ge’ez, Ezel, and 

Araray reveal a Trinitarian framework enriched by Neoplatonic harmony, likely influenced 

by the Nine Saints’ Byzantine teachings. These modes, encoding divine attributes within a 

pentatonic scale, position Yared as a theological composer whose work parallels Augustine’s 

later reflections on music and divinity yet emerges earlier and independently. The melekket 
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system itself rises as a groundbreaking synthesis, integrating musical expression, 

astronomical rhythms, and philosophical depth into a flexible notation that outstrips the 

rigidity of Guido d’Arezzo’s staff notation and the later Byzantine neumes in its 

interdisciplinary scope. 

The influence of Aksumite intellectual traditions and the Nine Saints underscores 

Yared’s role as a cultural synthesizer. Aksum’s calendrical and scholarly heritage provided 

the empirical backbone for his seasonal hymnography, while the Saints’ introduction of 

Christian theology and Hellenistic philosophy imbued his modes with metaphysical 

significance. This dual influence of local practicality and imported ideology enabled Yared to 

craft a system rooted in Ethiopia’s identity and resonant with broader intellectual currents, 

challenging the notion of Africa’s intellectual isolation in late antiquity. 

Repositioning Yared within world musicology and intellectual history elevates him as 

a global pioneer. His melekket and Deggua predate and anticipate medieval European 

developments, offering an African counterpoint to Eurocentric narratives that begin with the 

Gregorian chant. His work’s survival through oral and written transmission by debteras and 

its integration of diverse knowledge systems affirm Ethiopia’s place in a polycentric history 

of ideas, paralleling figures like Boethius while retaining a distinct cultural voice. 

Mutually, these findings portray Yared as a visionary whose cosmic harmony uniting 

the heavens, earth, and divine transcends his time. His contributions demand recognition as 

an Ethiopian legacy and a cornerstone of human intellectual achievement, bridging 

disciplines and cultures in a manner that remains relevant today. This study thus concludes 

that Yared’s interdisciplinary genius reshapes our understanding of musicology and 

intellectual history, affirming Africa’s early and enduring role in global civilization. 

Recommendations  
Based on this study, several recommendations emerge.  

First, scholars should expand comparative research, analyzing Yared’s melekket 

alongside early notations from Asia (e.g., Indian raga systems) to further globalize 

musicology.  

Second, interdisciplinary teams of musicologists, astronomers, and philosophers 

should collaborate to reconstruct Yared's astronomical methods, potentially using Aksumite 

artifacts (Pankhurst, 1998).  

Third, preserving and disseminating Yared's legacy requires giving priority to the 

digitization of Deggua manuscripts and debtera performances, which will increase its 

accessibility for research around the globe.  

Fourth, educational curricula in Ethiopia and beyond should integrate Yared’s 

contributions, fostering an appreciation of African intellectual history (Levine, 1974).  

Finally, funding should support archaeological and textual research in Aksum to 

uncover additional evidence of Yared’s influences, bridging gaps in primary sources.  
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