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From the mid-15th century onwards, but especially during the last two 
centuries of Venetian rule in Crete, a unique repertory was developed 

probably in order to serve the specific needs of Liturgies and other offices, 
common to Catholics and Orthodox.1 The compositions included in this 
repertory thus merge Byzantine and Western elements, in the image of 
the meeting between these two cultures playing out in Crete during this 
period. This Latin influence could be identified on different levels, namely, 
in the liturgical texts, the morphology of the compositions, the modality 
and the notation. 

After the fall of Candia in 1669, a large number of Cretans took refuge 
in the Ionian Islands, where it seems that they transmitted this Italo-Cretan 
culture. The first information concerning the transfer of Cretan liturgical 
music from Crete to Zakynthos comes from an article by Spyridon de 
Viazes, published in 1909, aptly titled “Κρητική Ψαλμωδία εν Επτανήσω” 
[“Cretan psalmody in the Ionian Islands”].2 The author mentions in his 
study an archival document from the island of Zakynthos dating from 
1671, in which an anecdotal history concerning Cretan cantors has been 
preserved. According to this document some cantors from Crete arrived in 
Zakynthos just after 1669 were able to chant a “new music” similar to that 

1  The special Cretan repertory was highlighted by my colleague Manolis Giannopoulos in his PhD 
dissertation Ἡ Ἄνθηση τῆς Ψαλτικῆς Τέχνης στὴν Κρήτη (1566-1669), Institute of Byzantine Musicology, 
Studies 11 (Athens, 2004), 333-385. The compositions included are studied within the framework of 
the research project Le chant ecclésiastique en Crète vénitienne aux XVIe et XVIIe siècles: transferts culturels 
et façonnement des identités dans l’éspace méditerranéen à l’époque moderne carried out by the National and 
Kapodistrian University of Athens, the Ecole Pratique des Hautes Etudes and the Ecole Française d’Athènes.
2 Spyridon de Viazes, “Κρητική Ψαλμωδία εν Επτανήσω” [“Cretan psalmody in the Ionian 
Islands”] Πινακοθήκη [Pinakothiki] Θ΄ 98 (April 1909): 24-25; (May 1909): 48-49; (June-July 1909): 76-77; 
(August 1909): 92-93.
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of the Latin church, while other Cretan cantors chanted the “Greek music”. 
Still according to this document, the commissioners and the people of the 
church of St John the Forerunner invited the cantors of this “new music” to 
the Christmas Liturgy. A problem apparently arose when the Cretan cantors 
accepted the invitation but asked for triple the payment of one of the native 
singers, while they finally received double.3 The information preserved 
in this document is the first evidence of the transfer of liturgical music 
from Crete to the Ionian Islands, and specifically to Zakynthos, and also 
of the fact that this musical tradition very quickly began to serve the local 
churches. Another interesting point, that has probably been overlooked, is 
the comment of de Viazis about the “new music, as it was called at that 
time”, which could mean that the “new music”, similar to that of the Latin 
Church, was unknown at Zakynthos until the time the refugees from Crete 
arrived and began to spread it. 

Much later, almost two centuries after this event, in 1867, Panagiotes 
Gritsanes, a knowledgeable musician from Zakynthos, recounted in one of 
his articles the musical reality of his time in his native island. Panagiotes 
Gritsanes had studied music, generally referred to as Byzantine, the liturgical 
music of the Orthodox Church, in Zakynthos, and European music in Naples 
between 1865 and 1873, where he worked as a cantor of the local Greek 
church.4 In his article titled “Περὶ τῆς τῶν Ἰονίων Νήσων Ἐκκλησιαστικῆς 
Μουσικῆς” [“About the Church music of the Ionian Islands”] Gritsanes says 
that this particular liturgical music in comparison with the traditional one 
is usually called “Cretan” thanks to its origins, while he rightly relates that 
this ecclesiastical music was transferred from Crete to the Ionian Islands by 
refugees in the 17th century.5 According to him, the traditional performance 
of liturgical chant at his time is aptly described as performed in four voices, 
though polyphonic performance remains a possibility, as a monophonic 
style could be also chosen by the cantors involved.6

3  Ibidem, “Κρητική Ψαλμωδία εν Επτανήσω”, Πινακοθήκη Θ΄ 98 (April 1909): 24: “Τινὲς ἐκ τῶν 
ἱεροψαλτῶν τούτων ἔψαλλον μίαν ἁρμονικὴν ψαλμωδίαν, ἡ ὁποία ἐνεθουσίασε τοὺς φιλαρμονικοὺς 
Ζακυνθίους. Λέγομεν Ζακυνθίους διότι ὑπάρχει σύγχρονος μαρτυρία πιστοποιοῦσα ὅτι τῇ 20 
Δεκεμβρίου τοῦ 1671 ἔτους, δῆλα δὴ τρία ἔτη μετὰ τὴν ἅλωσιν τῆς ἡρωϊκῆς ταύτης νήσου, εἰς δύο-
τρεῖς έκκλησίας τῆς Ζακύνθου, Κρῆτες ἱεροψάλται ἔψαλλον νέαν μουσικήν, ὁμοιάζουσαν μὲ τὴν τῶν 
Λατινικῶν ἐκκλησιῶν, ὅτι ἄλλοι ἐπίσης Κρῆτες ἔψαλλον ἑλληνικὴν μουσικὴν (musica greca) καὶ ὅτι 
οἱ ἐνορῖται τοῦ ἁγίου Ἰωάννου τοῦ Προδρόμου καὶ αὐτοὶ οἱ ἐπίτροποι ἤθελον κατὰ τὰ Χριστούγεννα 
τοὺς ψάλτας τῆς νέας μουσικῆς - ὡς τότε τὴν ἐκάλουν - ἀλλ’ οἱ ψάλται Κρῆτες ἤθελον τριπλασίαν 
πληρωμήν, διὸ οἱ σύντικοι ἐμεσολάβησαν ὅπως λάβωσι διπλασίαν πληρωμήν”.
4  For more biographical information about Panagiotes Gritsanes, see F. Kritikou, “Παναγιώτης 
Γριτσάνης. Ένας λόγιος μουσικός του 19ου αιώνα,” in Εθνικό και Καποδιστριακό Πανεπιστήμιο Αθηνών, 
Β΄ Επιστημονικό Συμπόσιο Νεοελληνικής Ψαλτικής Τέχνης, Βυζαντινό και Χριστιανικό Μουσείο, 26-27 
Νοεμβρίου 2010, Πρακτικά (Αθήνα, 2012), 799-814, with bibliography. 
5  P. Gristanes, “Περὶ τῆς τῶν Ἰονίων Νήσων Ἐκκλησιαστικῆς Μουσικῆς” [“About the Church 
music of the Ionian Islands”], Ἐθνικὸν Ἡμερολόγιον Σπ. Βρεττοῦ (Paris, 1868), 325-336, and specifically, 
326-331. 
6  Ibidem, 333: “Ἡ παρ’ ἡμῖν Κρητικὴ μουσικὴ πέφυκε μουσική τις μελῳδικὴ καὶ ἁρμονική· 
μελῳδικὴ μὲν ὡς ψαλλομένη μονοφώνως ἤτοι κατὰ μελῳδίαν, ὡς ἡ κωνσταντινουπολιτική· ἀρμονικὴ 
δὲ ὡς ἐκτελουμένη καὶ τετραφώνως ἤτοι κατὰ ἁρμονίαν, ἥτις ἐστὶ τέχνη τοῦ τέρπειν […]”. See, also, 333-
334: “Τὸ πρῶτον μέρος, ὅπερ καὶ ἀρχικὸν μέλος ὀνομάζεται, εἶναι ἡ βάσις τῆς μουσικῆς, ἡ ψαλμωδία 
δηλαδή, τὰ δὲ λοιπὰ τρία εἶναι τὰ τῆς ἁρμονίας μέρη, ἅτινα συμψαλλόμενα ἀποτελούσι τὴν μουσικὴν 
τετράφωνον, παραλειπομένων δὲ τούτων, καὶ μόνου τοῦ πρῶτου μέρους ψαλλομένου, καθίσταται ἡ 
μουσικὴ μονότονος καὶ μετρίως εὐάρεστος, ἕνεκα τῆς τοιαύτης ἀπογυμνώσεώς της”. 
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One piece of information considered decisive is that the four-voice 
liturgical music in Zakynthos, following its Cretan tradition, is not written in 
its entirety “because of the inappropriate [Byzantine] notation”. According 
to that only the voice characterized as “soprano” or “primo” is written, 
while the unwritten voices are performed “in a traditional way”.7 Panagiotes 
Gritsanes presents several pieces of evidence in this article concerning the 
relation and the difference of this music from the so-called Byzantine, which 
he qualifies “originating in Constantinople”. 

Despite the fact that Gritsanes is not usually considered a reliable 
source of information and even though it is chronologically distant from the 
17th century, his commentary should be taken more seriously as it describes 
the living reality of his time. Moreover, his music teacher, Theodoros 
Kourkoumeles-Kothres was a student of Petros Katsaites, who was the 
scribe of the manuscript 14 of the Gritsanes collection, a Sticherarion by 
Dimitrios Tamias, written in 1776. This relation directly connects Gritsanes 
with the older tradition of the Cretan repertory. Moreover, always according 
to Gritsanes, Kothres learned “the Cretan and the Constantinopolitan 
music according to the old method” but soon after 1814 and the reform of 
the notation learned also the so-called New Analytical Notation and then 
started to teach it and to transcribe older Cretan compositions. Consequently, 
Kothres should be considered as directly related to the musical tradition of 
the Cretan refugees and his student Panagiotis Gritsanis should be regarded 
through him as a serious and trustworthy source of information.8

Then and until today several researchers have studied the liturgical 
music of the Ionian Islands and the results of their research have been 
published in a considerable number of books and articles.9 However, the 
7  Ibidem, 334-335: “Ἀλλ’ ἐπειδὴ δὲν ἐπιτρέπεται ἡμῖν ἐνταῦθα πλατύτερον νὰ διευκρινίσωμεν 
τίνι τρόπῳ συνδυάζονται αἱ τέσσαρες φωναὶ πρὸς ἐπίτευξιν τῆς τοιαύτης ἁρμονίας, ἀρκείσθω μόνον 
νὰ εἴπωμεν ὅτι ἡ μουσικὴ αὕτη ὡς πρὸς τὸ θεωρητικὸν αὐτῆς μέρος φαίνεται ἐλλειπής, διότι γράφεται, 
ἕνεκα τοῦ ἀκαταλλήλου τῆς σημειογραφίας, τὸ ἓν ἐκ τῶν τεσσάρων μερῶν αὐτῆς, ἤτοι τὸ ἀρχικὸν 
μέλος, il Soprano, τὰ δὲ ἕτερα ἐκτελοῦνται κατὰ πρακτικὴν παράδοσιν”.
8  The information comes from a Gritsanes’s study published after his death in Ἐφημερὶς Ζακύνθου 
Ἐλπὶς between 2/9/1907 and 17/2/1908. On this, see Kritikou, “Παναγιώτης Γριτσάνης,” 806-808. 
9  See the following: M. Dragoumes, ”Η δυτικίζουσα εκκλησιαστική μουσική μας στην Κρήτη 
και στα Επτάνησα,” Λαογραφία 31 (1976-1978): 272-293. Idem, ”Πρόσφατες έρευνες στη Ζάκυνθο για 
την Εκκλησιαστική της Μουσική,” in Δελτίον της Ιονίου Ακαδημίας, 2 (Corfu, 1986), 270-280. Idem, 
”Μια περίπτωση επιβίωσης βυζαντινών μελωδικών στοιχείων σ’ ένα πασχαλινό τροπάριο από τη 
Ζάκυνθο,” in Byzantine Chant: Tradition and Reform, v. 2 (Athens, 1997), 87-95. Idem, Η μουσική παράδοση 
της Ζακυνθινής Εκκλησίας (Athens, 2000). E. G. Kalogeropoulos, Το περί της Ελληνικής Εκκλησιαστικής 
Μουσικής ζήτημα κατά τον 19ο αι. (1844-1900), PhD dissertation, National and Kapodistrian Univerity 
of Athens, 2000. I. D. Kapandrites, ”Περί εκκλησιαστικής μουσικής και ιδίως περί ζακυνθίου ύφους,” 
Αι Μούσαι (1913), 480, 2-3, 481-482, 7-9, 483, 4, 484, 6, 485, 4, 486, 6, 487, 4. N. Lountzes, Η Ζάκυνθος μετά 
μουσικής. Εκκλησιαστική και Κοσμική Μουσική (Λαϊκή) (Athens, 2003). E. Makris, ”Η παραδοσιακή 
εκκλησιαστική μουσική των Επτανήσων. Συνολική ιστορική προσέγγιση,” Μουσικός Λόγος 8 (Winter 
2009): 45-70. Idem, ”Άγνωστα τεκμήρια της ζακυνθινής ψαλτικής,” ΕΚΕΕΛ 29 (1999-2003): 105-130. Idem, 
“Οκταηχία και πολυφωνία στην Κρητοεπτανησιακή ψαλτική παράδοση. Η περίπτωση του ’Χριστός 
ανέστη’,” in Επιστημονική Επετηρίδα Ανωτάτης Εκκλησιαστικής Ακαδημίας Ηρακλείου Κρήτης, v. Β΄ 
(Iraklio, 2012), 595-602. Idem, “Η σημειογραφία της Νέας Μεθόδου στην Επτανησιακή ψαλτική,” in 
Πρακτικά Συνεδρίου ‘Η Ένωση της Επτανήσου με την Ελλάδα, 1864-2004, Βουλή των Ελλήνων - Ακαδημία 
Αθηνών, v. 2 (Athens, 2006), 313-330. S. Motsenigos, ”Η βυζαντινή προέλευσις της επτανησιακής 
μουσικής, Πρακτικά Τρίτου Πανιονίου Συνεδρίου (23-29 September 1965), v. 2 (Athens, 1969), 304-310. A. 
Papademetriou, ”Περί της εν Επτανήσω ιδιορρύθμου βυζαντινής μουσικής, της καλουμένης κρητικής,” 
IIe Congres International des Etudes Byzantines (Athènes 1930) (Athènes, 1932), 268-269. K. Romanou, ”Ένα 
αρχείο “Κρητικής μουσικής” στη Φιλαρμονική Εταιρεία Κερκύρας,” Μουσικολογία 12-13 (2000): 175-
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main problem that still remains and prevents us from deepening this research 
and knowing the influence that the Cretan repertory received from the 17th 
to the 19th century, when Gritsanes wrote his articles, is the absence of related 
manuscripts. Even though this story is relatively well known, the study of this 
tradition remains quite difficult on account of the absence of musical sources, 
very often destroyed by earthquakes or fires which occurred in the Ionian 
Islands. What remains is the current musical practice or archival documents 
which, however, are not sufficient sources for this study. The very “special” 
Cretan tradition when arriving in its new territory was revived by accepting 
other local influences. What is generally known today as the “special style” of 
religious music in the Ionian Islands is actually born from the meeting of this 
Cretan repertory with local musical tendencies.

Indeed, the cases of musical manuscripts of Ionian origin, considered 
almost as unique cases, are truly rare and valuable, often preserved in libraries 
outside the Islands. One of these manuscripts, preserved today in the Library 
of the Monastery of Saint Catherine in Sinai, is the subject of this paper. At 
first glance, Sinai 2230 gives the impression of being an Anthology of Various 
Compositions written by several scribes at the beginning of the 19th century 
in the New Analytical Notation.10 This manuscript preserves compositions 
from Zakynthos, which testify to their Cretan origin in many ways. Its rarity 
and importance lie in the fact of its provenance but also in the compositions 
included, which, while preserving its essential Cretan characteristics, present 
new traits of local influence. 

The first 26 folios (ff. 1r-26v) contain compositions of the 18th century, 
fairly well-known, written by two different scribes. Then, on f. 26v, the first 
composition from Zakynthos is written by a third scribe, named at the end 
of the composition on f. 27v: Τὸ ὅπισθεν Μεγαλυνάριον ἐμελοποιήθη παρὰ 
Χρυσάνθου Μ. Mπαλασκόνη Ζακυνθίου [the previous Megalynarion was 
composed by Chrysanthos M. Balaskones from Zakynthos].11 Several pieces 
from the Eirmologion and a few from the Papadike are written on ff. 28r-38v 
from the first scribe. Then a part of the Treatise of the New Method is preserved 
on ff. 39r-43v. The pieces of Zakynthos start again on f. 44r where the chants 
of the Liturgy begin. Immediately, the origin of the compositions is clearly 
mentioned, as the Offertories written on ff. 44v-50v bear the title Χερουβικὸν 
ψαλλόμενον μὲ τὸ ζακύνθιον ὕφος; [Offertory sung according to the style of 

188. P. Chiotes, Ιστορικά απομνημονεύματα Επτανήσου, v. 6, (Zakynthos, 1887), 377-378. K. A. Psachos, ”Το 
δημώδες άσμα εν Ζακύνθω,” Μουσική Ζωη ́, 6 (1931): 121-123.
10  See, Sinai 2230, Anthology, 19th c. (beginning). For the description of the manuscript, see Flora 
Kritikou, Τὰ χειρόγραφα Βυζαντινῆς Μουσικῆς. Σινᾶ  ΙΙΙ (forthcoming). 
11  Sinai 2230 f. 26v Εἰς τὴν Κοίμησιν τῆς Θεοτόκου· ἦχος δ΄ Ἄγγελοι τὴν Κοίμησιν τῆς παρθένου. The 
piece presents particularities concerning not the text in this case but rather the notation. The research for the 
name Χρύσανθος Μ. Μπαλασκόνης led to the finding of the relevant name Χ. Χαϊκάλης Μπαλασκόνης, 
who appears as the composer of a Tuesday Communion in Sinai 1420 f. 77v Κοινωνικὸν Κρητικὸν παρὰ Χ: 
Χαϊκάλη Μπαλασκόνη· ἦχος πλ. δ΄ Νη Εἰς μνημόσυνον αἰώνιον ἔσται δίκαιος. Though the names are not 
completely identical the relation between them is obvious. Furthermore, the same composition is also written 
in Sinai 2230 f. 58r, this time anonymous, and it presents all the “particular” characteristics of the settings 
described in this paper. It is also important that the Communion in Sinai 1420 is untitled as “Κρητικόν”. About 
the manuscript Sinai 1420, see, F. Kritikou & D. Balageorgos, Τὰ χειρόγραφα Βυζαντινῆς Μουσικῆς. Σινᾶ II, 
Institute of Byzantine Musicology (Athens, 2021), 30-33.
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Zakynthos] in first and fourth modes.12 It is not evident whether the “style of 
Zakynthos” refers to the morphology of the composition or to a possibility 
of a four-voice performance, which, however, is not mentioned anywhere. 
Indeed, the Offertories are divided into parts, as if to be sung alternately by 
two choirs. This separation of the Offertories into parts is characteristic of 
the Cretan Offertories, which had probably already begun in Crete towards 
the end of the 15th century, if a testimony by Akakios Chalkeopoulos is true. 
Akakios, in a manuscript preserved today in the National Library of Greece 
under the number 917, in f. 135r, wrote an Offertory arranged by the Cretans 
giving the following information: “Χερουβικόν, ποίημα Ἀγάθωνος μοναχοῦ, 
ἀδελφοῦ τοῦ Κορώνη, λέγεται δυσικόν, ψάλλεται δὲ δίχορον παρὰ τῶν νέων 
[…]” [“Offertory composed by Agathon the monk, brother of Korones, which 
is called dyssikon and is sung as dichoron by the new [composers]”.13 This 
quite different morphology from the traditional Byzantine one was found 
exclusively in Crete until the second half of the 17th century in hundreds of 
new or older adapted offertories, while in the whole of Byzantine and post-
Byzantine tradition the offertories are not separated into parts.14 The fact 
that the special morphology of the Cretan Offertories is found in the related 
compositions of Zakynthos, clearly proves the relationship between the two 
islands and traditions. 

The same scribe continues with a section of chants for the Liturgy 
written on ff. 56r-64v. Another particularity of Cretan origin is to be found in 
f. 60r, namely the verses to be sung at the beginning of the Liturgy according 
to the Cretan manuscripts although they remain without title in manuscript 
Sinai 2230.15 These verses are set in music by different Cretan composers and 
they appear in all Cretan Anthologies at the beginning of the section of the 
Liturgy chants.16 The texts are Ἐν τῷ ναῷ ἑστῶτες τῆς δόξης σου ἐν οὐρανῷ 
ἑστᾶναι νομίζομεν· Θεοτόκε, πύλη ἐπουράνιε, ἄνοιξον ἡμῖν τήν θύραν τοῦ 
ἐλέους σου, Τότε ἀνοίσουσιν ἐπὶ τὸ θυσιαστήριόν σου μόσχους, Εὐλόγησον 
Δέσποτα, Δόξα σοι, Κύριε, δόξα σοι, Εἰς πολλὰ ἔτη, Δέσποτα. Most of them 
belong to the last section recited by the priest at the end of Orthros and 
before the beginning of the Liturgy. Additionally, there are two more verses, 
which come from the “secret” dialogue, not heard by the faithful, that takes 
place between the priest and the deacon precisely during the chanting of the 
12  Sinai 2230 f. 44r Χερουβικὸν ψαλλόμενον μὲ τὸ ζακύνθιον ὕφος· ἦχος α΄ ἐκ τοῦ Κε Οἱ τὰ χερουβίμ. 
f. 48r: Χερουβικὸν ψαλλόμενον μὲ τὸ ζακύνθιον ὕφος· ἦχος δ΄ Δι Οἱ τὰ χερουβίμ.
13  NLG 917 f. 135r.
14 The case of the Asmatikon cheruvikon has to be mentioned here, although it belongs to another 
tradition.
15  Sinai 2230 f. 60r Ἦχος Δι (sic) ἐκ τοῦ Νη Ἐν τῷ ναῷ ἑστῶτες; f. 61v [Ἦχος] Νη (sic) Τότε ἀνοίσουσιν 
ἐπὶ τὸ θυσιαστήριόν σου μόσχους· Εὐλόγησον Δέσποτα. 
16  About the texts see, Ἱερατικόν. Αἱ θείαι Λειτουργίαι Ἰωάννου τοῦ Χρυσοστόμου, Βασιλείου τοῦ 
Μεγάλου καὶ τῶν Προηγιασμένων μετὰ τῆς τυπικῆς αὐτῶν διατάξεως καὶ τινων ἀπαραιτήτων ἱερῶν 
ἀκολουθιῶν, τάξεων καὶ εὐχῶν, Ἔκδοσις Ἀποστολικῆς Διακονίας τῆς Ἐκκλησίας τῆς Ἑλλάδος (Ἀθῆναι,  
1987), 63. The section of the chants destined to be sung at the beginning of the Liturgy is to be found in 
almost all the Cretan Anthologies of the 16th and 17th c. The title usually preceding these compositions 
is: Ἀρχὴ σὺν Θεῷ ἁγίῳ τῆς θείας Λειτουργίας τοῦ ἐν ἁγίοις πατρὸς ἡμῶν Ἰωάννου ἀρχιεπισκόπου 
Κωνσταντινουπόλεως τοῦ Χρυσοστόμου, as in Sinai 1442 f. 4r. According to the sources Venediktos 
Episkopopoulos was the first to compose them, while he was followed by his pupil Dimitrios Tamias, and 
also Aloissios Vikimanos, Ignatios Frielos, Kosmas Varanes and Andreas Morotzanetos. See Giannopoulos, 
Ἄνθηση, 365-368.
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Offertory. The deacon asks the priest to bless him and the priest responds 
Πνεῦμα ἅγιον ἐπελεύσεται ἐπὶ σε, καὶ δύναμις τοῦ Ὑψίστου ἐπισκιάσει σοι, 
while the deacon answers Αὐτὸ τὸ Πνεῦμα συλλειτουργήσει ἡμῖν πᾶσας τὰς 
ἡμέρας τῆς ζωῆς ἡμῶν.17 Τhe section of the chants which are destined to be 
sung at the beginning of the Cretan Liturgy written in the Sinai manuscript 
2230 offers further evidence of the diffusion of the Cretan repertory in the 
Ionian Islands.

Various chants are written in ff. 65r-74v by different scribes, while the 
next composition of Cretan origin is to be found in f. 75r. It is one of the 
verses used as a kind of Communion by the Cretans and usually bearing 
the title “Εἰς τὸ μετὰ φόβου” [(to be chanted) during the Communion].18 
The verse Οὖτος ὁ ἄρτος ὁ ἐκ τοῦ οὐρανοῦ καταβάς· ἐάν τις φάγῃ ἐκ 
τούτου τοῦ ἄρτου ζήσεται εἰς τὸν αἰῶνα comes from the Gospel of John 6, 
51 and even though its use in the Cretan repertory is known it remained 
untitled in Sinai 2230.19 The case is quite complicated as it seems rather 
unlikely that these verses replaced the usual Communions in Crete, on 
the one hand because the latter, older and new compositions, are copied in 
all the relevant manuscripts, and on the other hand because the brevity of 
the compositions “Εἰς τὸ μετὰ φόβου” does not allow such a hypothesis. 
Furthermore, these verses are usually written together with traditional 
Byzantine communions in the Cretan manuscripts. The proof, however, 
that these sorts of settings do not replace the usual Communions comes 
again from Akakios Chalkeopoulos, who noted in his manuscript NLG 917 
in the lower margin of the f. 149v “Τό, Ὁ ἑωρακὼς ἐμέ, ἐστιν γεγραμμένον 
εὶς τὸ τέλος τοῦ τετραδίου, συνοπτικόν· νὰ τὸ ἀρχίζῃς εἰς τὴν φωνὴν τοῦ 
κοινωνικοῦ”.20 Through Akakios’s note it becomes clear that these brief 
settings do not replace the usual Communion chants but follow them, 
either actually during the Communion or immediately after. It should also 
be mentioned that Akakios’s note on f. 149v follows the end of his famous 
“Frankish” and organikon Sunday Communion Αἰνεῖτε τὸν Κύριον. The 
note has been written after the end of the Communion for the convenience 
of the soloist, who seems to have expected to find it written just after, while 
Akakios wrote it some folios later.

17  Sinai 2230 f. 62r [Ἦχος] γ΄ [Νη] Πνεῦμα ἅγιον ἐπελεύσεται ἐπί σοι καὶ δύναμις Ὑψίστου 
ἐπισκιάσει σοι - Αὐτὸ τὸ Πνεῦμα συλλειτουργήσει σοι πάσας τὰς ἡμέρας τῆς ζωῆς σου; f. 62v [Ἦχος] Νη 
(sic) Δόξα σοι Κύριε, δόξα σοι· Εἰς πολλὰ ἔτη, Δέσποτα. See, Ἱερατικόν, 173.
18  Chronologically, Manuel Gazes in the mid-15th century seems to be the first to have set these 
to music, followed by Angelos Grigorios, Theodoros Rodakinos, Akakios Chalkeopoulos, Antonios and 
Venediktos Episkopopoulos, Dimitrios Tamias, Kosmas Varanes, Ignatios Frielos, Aloissios Vikimanos, 
Andreas Morotzanetos and Konstantinos the priest. Concerning the Cretan Communions, see, F. Kritikou, 
“Les manuscrits musicaux post-byzantins d’origine crétoise comme témoins des échanges culturels entre 
Vénitiens et Grecs (XVIe-XVIIe s.),” Livres et confessions chrétiennes orientales. Une histoire connectée entre 
l’Empire ottoman, le monde slave et l’Occident (XVIe-XVIIIe siècles), Rome, Ecole française de Rome, 15-16 Décembre 
2016 [forthcoming.]
19  Sinai 2230 f. 75r Ἐκ τοῦ Νη Οὖτος ὁ ἄρτος ὁ ἐκ τοῦ οὐρανοῦ καταβάς· ἐάν τις φάγῃ ἐκ τούτου τοῦ 
ἄρτου ζήσεται εἰς τὸν αἰῶνα. The verse Ego sum panis vivus qui de caelo descendi: si quis manducaverit ex hoc 
pane vivet in aeternum (John 6, 51) has been testified as an Antiphon in first mode for the feast of the Corporis 
Christi already in 14th century Latin sources. See more about that in, https://gregorien.info/chant/id/2805/0/
en, http://cantusindex.org/id/002594 and https://cantus.uwaterloo.ca/id/002594
20  See, NLG 917 f. 149v.

https://gregorien.info/chant/id/2805/0/en
https://gregorien.info/chant/id/2805/0/en
http://cantusindex.org/id/002594
https://cantus.uwaterloo.ca/id/002594
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The proof, therefore, of the transition of Cretan liturgical chant to 
the Ionian Islands, and particularly in Zakynthos, is offered by the chants 
included in this manuscript. The compositions reflecting this relation either 
by the texts or by their morphology are the Offertories divided into parts, the 
verses sung at the beginning of the Liturgy and the Communion verse from 
the Gospel. In conclusion, it can be seen that all the chants which clearly 
come from the repertory of the Cretans hardly fit into the known repertory 
corresponding to the Liturgy and they are precisely the ones which bear 
witness of the transfer of the particular Cretan liturgical repertory in the 
Ionian Islands.

The modal signatures 

Another aspect which seems to bring the Cretan repertory together with 
the one of Zakynthos is the question of modality and its function in these 
specific compositions. The repertory developed in Crete during the last 
two centuries of the Venetian occupation presents a number of elements 
quite different from those of known Byzantine modality. A number of 
indications detected in the Cretan repertory lead to the hypothesis that a 
variation of the modal system could be possible, even though the subject 
is really complicated. Given the traditional chanting style in the Ionian 
Islands, a possible polyphonic performance of the compositions included 
in manuscript Sinai 2230 should be taken into account, though there is no 
relevant mention. Some modal particularities identified in Sinai 2230 and 
related to the indications of the modes at the beginning of the compositions 
could lead to further study. Thus, in several cases there is no modal signature 
in the beginning of the compositions, while only an indication of the 
introductory note is given. Such cases have been identified in f. 60v where 
the peculiar indication “ἦχος Δι ἐκ τοῦ Νη” is noted, probably replacing 
the very common “modal” indication in the Cretan manuscripts “ἦχος δ”. 
Equally, in f. 61v the indication “Νη” joined to an interval sign of an ascent 
octave is noted, probably replacing the usual modal signature of the fourth 
plagal mode. The same indication is identified before Δόξα σοι, Κύριε, δόξα 
σοι· Εὐλόγησον Δέσποτα in f. 62v. An analogous case is to be found on f. 62r 
before the beginning of the verses Πνεῦμα ἅγιον ἐπελεύσεται ἐπὶ σοι and 
Αὐτὸ τὸ Πνεῦμα συλλειτουργήσει σοι where the modal indication is replaced 
by the signature of Νή. Peculiar modal indication precedes also an Offertory 
in f. 63r where only Γα joined to the signature of the third mode (νανα) is 
mentioned. On f. 75r the verse Οὖτος ὁ ἄρτος ὁ ἐκ τοῦ οὐρανοῦ καταβὰς is 
preceded by the simple indication “ἐκ τοῦ Νη”, without further instructions. 
In several occasions also only the signature Νη (letter ν and signature sign) 
is given as an initial modal indication.21

This particularity in terms of the initial modal indication of the 
composition consists of an important deviation of the traditional modal 
concept and it is strongly reminiscent of the “special” Cretan repertory 
21  See, Sinai 2230, ff. 65v, 66r-v, 67r-v, 68r.
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written in earlier manuscripts. Even though it is difficult to evaluate only 
on the basis of a single witness, it could indicate a Western influence, in the 
framework of which the indication of the starting note and not the modal 
signature, could be considered as functioning as a kind of key and not as 
the indication of the mode which should be followed.

        

     

Figures 1a-d. Sinai 2230 ff. 60r-62v

An adapted version of the notation

It is clearly seen that the notation used for the Cretan repertory is occasionally 
adapted in order to write quite different compositions. However, the notation 
used in manuscript Sinai 2230 is not the one found in Cretan manuscripts 
but the analytical one of the 19th century, though it is presented quite 
differently in various aspects. Several misspelled points are detected in 
Sinai 2230, which are analogous to those found in the Cretan manuscripts. 
A deviation from the rules of the so called New Method concerns the note 
values and the use of the tempo signs. It seems that the gorgon can be used 
in consecutive interval signs and it does not influence two signs, i.e. the 
interval sign on which it is set and the previous one turning both from 
quarter to eighths. Similar problems are also created by the signs digorgon 
and trigorgon. Apart from the fact that the use of these signs is completely 
misspelled, their use on continuous interval signs creates the impression 
that they are used in a “more Western” way, meaning that they have 
probably acquired properties that reflect the influence of staff notation. 
This means that eventually they could be used in these compositions to 
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record notes values of less than a quarter without respecting the rules of the 
Analytical Notation. In this way the gorgon probably describes eighths each 
time it is used but not necessarily in pairs according to the rule, while the 
trigorgon seems to describe sixteenths, regardless of the fact that it does not 
affect more signs. In the same context, one can find a strange sign written in 
red ink and apparently used as a sign of expression, which, however, cannot 
be recognized. Its use is probably equivalent to that of the omalon, which is 
not used elsewhere.

Figure 2. Sinai 2230 f. 53r

Figure 3. Sinai 2230 f. 54r

Figure 4. Sinai 2230 f. 59r

Conclusions

The study of the so-called Ionian musical style should be based on the few 
musical manuscripts which have been proven to come from the Ionian 
Islands, such as manuscript Sinai 2230. The correlation between them, the 
Cretan repertory and the living tradition could provide the necessary starting 
point for study and enrichment of the data. The relationship between the 
two repertories seems to be direct, but the issue of the polyphony of the 
Ionian Islands, which is considered to be a characteristic local style, and 
its relationship with the original repertory, is an interesting subject that 
needs more extensive research and should definitely be combined with the 
development of the Cretan repertory during the 16th-17th centuries.
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