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I am sure that psaltes and scholars of Byzantine musicology will rush to acquire time machines
once they are invented and built. Naturally, after that, the most visited time destination will be
the last two Byzantine centuries — the 14™ and 15" — when psaltic kalophony blossomed. On the
other hand, a second, deeper, thought dictates that such time machines already exist; they are
the musical manuscripts of the uninterrupted tradition of Byzantine and post-Byzantine psaltic
art.

The present study will transfer us to the era of kalophony and take us back through the post-
Byzantine centuries, using as a vehicle the manuscript tradition of the theotokion mathema
AvwOevoi mpogpntal. Aiming to understand the concepts of eponymity, tradition and innovation
as regards Byzantine compositions, in fact, I shall examine the adventures of the most widely-
disseminated Byzantine matheématarian compositions, which survive even today in liturgical
praxis.

Let me clarify first that I am referring to five different settings to music of an identical or
similar poetic text, appearing during the 14™ and 15" centuries, and recorded almost constantly
in the musical manuscripts of the post-Byzantine period. They are two compositions by St
Ioannes Koukouzelés — one in plagal second nenano and one in the grave mode’ — and three
by Ioannes Kladas; one in plagal second nenano, one in grave mode and a larger and more
elaborate one in first or plagal fourth mode. The first four of these compositions are accessible
through their transcription into the modern analytical Byzantine music notation, the so called

1 The greater part (pp. 399-534) of the doctoral dissertation of Vassiliki Goussi, H téxvn 11¢c mpoownoypadiac o1
BvCavtv) Movotkn: to mpoowmno tne Iavayiac (The Art of Portraying in Byzantine Chant: the Person of the Most Holy Virgin
Mary), Thessaloniki 2015 [http://ikee.lib.auth.gr/record/278326], deals to the composition of Ioannes Koukouzelés in grave
mode. There is also a short study by the present writer on this specific composition to be published in the forthcoming volume
MaOnuatapiov: Epunvevtikn mpooéyyion kal [LovotkoAoytkn omovdn.
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New Method. The latter has only been found in the original Round Middle Byzantine Notation.

The consensus of the musical manuscripts is that there are no more Byzantine compositions
of AvwOev ol mpopntar except for the five mentioned above. Significantly, during the post-
Byzantine period, four of these compositions (two in nenano and two in grave mode) are
contained in almost every Mathématarion, while the composition by Kladas, adapted to the
perisse Pipeic Aday, has been left behind and thrown into oblivion. In contrast, the composition
by Koukouzelés in the grave mode is probably the most disseminated and copied in numerous
manuscripts from the 15" — 19" centuries.

However, the very important codex Sinai 1262, copied by the last Byzantine protopsalteés,
Gregorios Bunes Alyates, from an older anthibolon by Moschianos® complicates what is clearly
indicated by the rest of the manuscript tradition. Between folios 172b and 176a of the Sinai
manuscript, eight settings of the mathéma AvwOev ol mpogpntar are contained, rather than five.
Surprisingly, none of the three compositions of Kladas are included. Moreover, study of these
compositions, contained in the codex Sinai 1262, demonstrates that six of them are different and
not recorded elsewhere. These are three anonymous in plagal second nenano mode, one in the
same mode by Koukouzeles and another in the first mode by Ioannes Glykys.

The following table shows the musical incipits of the compositions as well as the graphic
layout of the poetic texts, the interpolations of kratémata and the extent (i.e. the number of
double lines written in the manuscript):

The compositions found in codex Sinai 1262
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2 See the table and diagram at the end of this paper showing the dissemination per century of each of these compositions.
3 Concerning Moschianos see Gregorios Stathis, H dekanevracvAdapoc duvoypadia év 1 pvlavtiv pelomnotia,

Athens 1977, 105-106 and also Constantinos Karangounis, H napddoon kai éEnynon tov uédove twv Xepovfikwv Tne
pvCavtivic kal petafvlavtivic ueAomnotiac, Athens 2003, 227-228.
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The composition by Ioannés Glykys is especially interesting. If we trust what Grégorios Bunes
Alyates writes in codex Sinai 1262, then the prevailing impression that Ioannés Koukouzeles
was the first composer of both the poetic text and the melody of AvwOcv oi mpopntal, is
dissolved. What is very significant, in this case, is a fresco located in Ardenitsa Monastery
in Lushnja, Albania, which is work of the Zografoi brothers, Athanasios and Konstantinos,
from Korca, painted in 1744 and depicting the maistor saint holding a scroll with the text of
AvwOev ol podntar on it.* On the contrary, once again, the first inspiration and shaping of the
composition belongs to Koukouzelées’s teacher, Ioannés Glykys. There is also an anonymous,
extensive mathemata composition, which possibly could be have been made by Koukouzeles.
The rest of them seem to be logoi or prologoi (ie kratéemata) rather than mathémata. The
following comparative table, showing the “prophetic” nouns and epithets for the Theotokos
in the compositions of Glykys, Koukouzelés and the anonymous one from Sinai 1262, may be
considered to substantiate the hypothesis:

Glykys Koukouzeles Anonymous
OTALVOV OTALVOV OTALLVOV
oafdov oafdov apdov
mAGK AL MAGK
toamelav TeameCav toamnelov
Avxviav Avxviav Avxviav
KIPwtov KIPwTOV KBwTOV
Yédvoa Yéduoa YéPvoa
KA{paka KAlpaea KAlpaka
000¢ aAatéuntov Kai oKNvhyv
xovoovv Bupiatriglov MUANV &dL0devTOV
Ogdvov Tov Baoiréwg MaAdTiov
026vay TQu BagiNéqg
Q00 GAXTOUNTQY.
XQUogRy QLIUGTIIoWY.

Seen through modern eyes and with the ideas of our era on copyright and the originality
of a musical piece, it may be difficult to understand how the older melodic material, is not at

4 Unfortunately, the study of ecclesiastical heirlooms and monuments in Albania is still at an early stage and the
relevant bibliography is hardly accessible. The existence of this fresco was suggested to me by Theodhor Peci, protopsaltes of
the Orthodox Cathedral in Tirana, and I found further information about it on the following sites: http://www.shqiperia.
com/arkeologjia/ardenica.php and https:// en.wikipedia.org /wiki /Ardenica_Monastery
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all avoided by younger composers, within the context of Byzantine composition; rather they
openly aim at transforming or rearranging it. Furthermore, it seems that the greatest virtue and
the pride of a Byzantine composer is to follow the path of his teachers.

Even in Byzantine kalophony of the 14™ and 15" centuries, when eponymity first appeared
in Byzantine music, a musical work seems to be emancipated from its creator and it is likely
to have many adventures over the course of time. Indeed, these adventures are declared often
by manuscript music terminology itself and henceforth they create a new level of eponymity.
In this light, I shall now examine the aforementioned five compositions of Koukouzeles and
Kladas, leaving apart that found in codex Sinai 1262.

METATHESIS, REMAKING, ADAPTATION AND EMBELLISHMENT

The remaking of an older composition, essentially the adaptation of the melodic material of an
older melos to another poetic text, is not a rare phenomenon, especially during the 15" century.
The mathema AvwOev oi popnTar by loannes Kladas in the first or plagal fourth mode, which
in several codices has been labeled “great”,” is the product of such a process of adaptation. Here

is the inscription under which Kladas’s work is usually found in the musical manuscripts:®

A0 10 PEAOG TV TEQLOTWY, HEAOG TO, €lg 10 Pieic Adau, petateOev kal kaAAwmo0év [mAatuvOev] év
Te XEWROVOIaG Kal péAeotkal oxTHact kat dDiwpaot, maga kKU Twavvov To0 Aapmadagiov, eig 10 AvwBev
oi mpodpnTar. Tayap €v ékelve TegevTiopata te kat teteviopata ouvetéOnoav kat cuvnepecOnoav mavy
EVTEXVWG Kal eVPLAG €lC TA TOV EYKWHiwV TG Bgotdkov yoapuata, ws 0pas. WaAAetal d¢ eig 10 TéAog
s AkoAovBing dixogov, ovx OHOD, AAA" EmteQ O de&L0g elmel, TODTO KAl O AQLOTEQOC ATIOKQLVETAL, KAl €1g
Tag peAétag Kal €ig ToUg MMAaTHOUG. MéAog kU Avdpovikov, &mo t0 Pipeic Addu. O de&idg dopéotikog
o0 de&1oD X0Qov, peAéta E0w dia Tovg dmMAACOUG )Xo mEwTog Avwlev oi tpodnTad.

[The melos of the perisseé Pipeic Addu has been transposed (adapted) to this melos AvwOev ol mpogpnTar and
has been embellished in gestures and melodies and formulas and idioms by loannés Lampadarios
[Kladas]. The teretisms and nenanisms of the original melos have been composed and adapted in an
artistic and clever way to the words of the praise to the Theotokos, as you can see. It is to be chanted at the
ending of the service by two choirs, not both together, but one by one. The original melos was composed by
Andronikos].

Some very interesting information arises from the above indication:

a) First information: “Metathesis”, i.e., the adaptation of an existing melos to another poetic
text is accompanied by a broader processing of the original melos. This processing is in other
words the “embellishment” or/and the “extension”” of the original melody and regards on:

- Gestures (i.e., adding or replacing the stereotypical melodic formulas, dictated by
specific combination of vocal and speechless-gesture signs, the so-called theseis according to
the definition of Manuel Chrysaphes).

-onmeloses (ie the change of the melodic contour)

-on “schemata”- figures (ie ornamental movements of the voice required by specific
signs) and

-onidioms (obviously of the mode, in other words the modal behaviour of the melos).

In addition, some other scribes describe this processing of the melody in less detail, referring
to parekvolai/interpolation, addition and embellishment of the original
melody.? (It should be noted that the meaning of the previous terms can be easily found in the
music theory treatises of the same period).

5 See codex Sinai 1313, f. 407r: “AvwBOev 10 peyaro: PpaAdetar d¢ dixopov, eic Nxov a'”.

6 Codex Varlaam (Meteora) 208, f. 339v. See also Gerda Wolfram, “The anthologion Athos Lavra E-108.”, Mysuxoaozuja
— Musicology 11 (2011), 32-33.

7 Codex Koutloumousiou 456, 463r.

8 Konstamonitou 86, f. 246r: “Tov Aapnadagiov [Tw. KAada] kat vorjpata kai mompuata, magekBoAat kai mopoocOéoeig

kat kaAAwmiopot. TO magdv HéAog Vi ATO TAC MEQLOTAGS T YAQ &v T Pideic Adap teteviopata kal teQeTiopata
€téOnoav kal énmom)Onoav na” avtov &ig 10 Avwbev ol moodpnTat, kabws 60as: PaAAetal d¢ év 1) MeydAn ExkAnoia év
TIAOALS TALS £0QTALS ATIAQALTITWS Kol €V OAT) ) mOAer 1)xog o' AvwOev oi podpnTar...”.
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Kladas, in general, often dares to embellish or adapt many compositions from the older
repertory. The following inscriptions from codex SAL 48, which was written around 1430 by
David Raidestenos, are indicative:

267r: “Metadoaon tob avtov [lTwavvov KAada] ano 10 Zoua Xpiotov 100 [Iwavvov] I'Avkéog: [fxoc] V'
T'evoaocOe..”
364r: “Eykcpov eig v vmegaylav Oeotdkov petatefev kat adto maga tov Aaumadagiov [lTwavvou
KAada] amo 1o koatnpa tov paiotogog [Iwavvov KovkouvléAn] 1o Aeydpevov ProAa kai Capaoar 11X0G
niA. 0" "Hv madat mpoeknpviav”.
368r: “Etepov €ykdptov kal avtov eig v Ocotokov, petateOev ano 1o Piupeic Adau eig 10 AvwOev ol
nipogntal oo to Aapnadagiov [Twavvov KAada] dixogov: [xog] a'”.
It seems, therefore, that Kladas had the necessary self-confidence and enjoyed the appreciation
required to make such “embellishments”. However, not all similar efforts were favourably
received. Although it is not directly relevant to my theme, the following inscription from codex
Sinai 1234, written by Ioannes Plousiadénos in 1469, is very interesting:

f. 88r: “Mathema to the same feast by maistor [loannés Koukouzelés], “deformed” by Manuel Argyros
as somebody says”. (And on the lower margin): “Note: “deformed” is written so that everybody see the
composer’s (Manuel Argyros) audacity in touching Koukouzelés’s composition”.?

b) Secondly: Kladas adapted the words of the praise of the Theotokos to the melodies of the
kratemata (also teretisms and nenanisms) in an “artistic and clever way”. The specific reference
to the melody adaptation of a kratéma shows that this is neither an obvious nor an easy process.
The difference in treatment between kratémata — especially teretisms — and the rest of the
papadic melodies is obvious even to outsiders.

c) Thirdly: The original composition was composed by Andronikos, who is presented as a
king in some other manuscripts. The absence of his name in the Athenian codex 2458 of the
year 1336 and its appearance in the musical manuscripts from the mid 14" century onwards
indicates that he is Andronikos III, who reigned between 1328 and 1341, and not his grandfather
Andronikos II, already dead since 1332.

Butin addition, in some other musical codices, Kampanis, who lived during the same period,
is presented as the composer of the original composition.

Codex Iberon 1006, written by David Raidestenos in 1431, gives more important information.
Patriarch Matthaios ordered Ioannes Kladas to adapt the words of the praise of the Theotokos
to the old composition of the perisse Pidpeic Adau."” This means that the work of Kladas took
place between years 1397 and 1410. It may be concluded in general that a simple monk as well
as an emperor could deal with psaltic art — especially kalophony — during the Byzantine era and
also that the ordering of musical works, particularly kalophonic compositions, was not a rare
phenomenon.

“...KAT"IXNOZX “EIIETAL..” / “...FOLLOWS STEP BY STEP...”

Ioannes Kladas set to music the mathema AvwOev ol mpodntat, using similar text, twice over,
one in nenano mode and another in grave mode. loannés Koukouzelés almost a century before
made the same modes choices for his own, very famous, compositions. Kladas certainly knew
the compositions of Koukouzeles, and thus the question arises: what gave Kladas the right
to create his own compositions next to the older ones made by the greatest maistor Ioannes
Koukouzeles?

Codex Konstamonitou 86, from the early 15" century, answers this question with the

9 “Etegov [uabnua] eig tnv adtrv €001V, ToL paiotoeog [Twavvov KovkovléAn], ¢ tveg Aéyovot ékakwmiodn
0¢ mapa MavounA tov Agyvov, fixoc B' Tnc avAov ovaiac...”

“Enpeiwon: moAAa 00V 00To¢ TOAPNEOC Tooeyyioat, évOa 6 Koukou(éAng ovvtéBetke: tva dE mavteg oot v avBadelay
avToL, EkakwrioOn meooyéyoamtal”.

10 “ AUt 1) megloon petemou)0n amno 1o Pigpeic Aday eig 10 AvwBev oi tpodnTar DO TOL Hakaitov kvEov Twavvou
oL Aapmadaor). Tovto d¢ mpooéta&ev avTOV MO OAL 0 AYLWTATOG TATOLAQXTS KUO MatBaios. WaAAetal d¢ tovtov
am’ agxnNe péxot TéAoc: 6me O de&LOC X0QOC elTteL TOVTO Kal O AQLOTEQOS ATtokQiveTal”.
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following indication: “The first composition is to be chanted by two choirs as one can see, but
the latter is kalophonic and soloistic and is composed by Ioannés Kladas who follows the older
composers step by step. It is considered to be very good by its composer”." It is very interesting
in this case that the scribe of the aforementioned codex conveys a statement by the composer,
Ioannés Kladas. This reminds us what Manuél Chrysaphes wrote about the setting to music of
the Oikoi of the Akathistos Hymn by Kladas, wherein “he follows the old masters step by step”
and one may easily understand why he “is not only ashamed so to do, but rather took pride
thereafter in not departing from the model provided by the efforts of the older composers”.'*

However, it remains to be seen what constitutes this melopoetic imitation, by comparing
Koukouzelés’s compositions to those of Kladas:

First, one may see that the initial musical phrases in the compositions of Kladas are
comparable with those of Koukouzeles. It is obvious therefore that Ioannés Kladas maintains
the basic melopoetic ideas of Koukouzelés but extends and varies them.

The initial phrase of the theotokion mathema A wullev of mpogvira: by loannes Koukouzeles and loannes Kladas in comparison
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12 Dimitri Conomos, The Treatise of Manuel Chrysaphes the Lampadarios, Wien 1985, 44-45: “Tav olkwv d€ ye mEWTOG
momnTc 0 Avewtng Umnofe kat devtegog 6 T'Avkvg, Tov Avetnv pHipovpevos: émetta toltog 6 HOwog ovopalopevog,
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xewol, Epn AxaBotog momBeloa ma” éHov Twavvov Aapunadagiov Tod KAada, pplovpévn katd to duvatov v maAaioy
Axda01oTov. kat 00K NOXUVETO YOAPwV 0UTWE, €l U HAAAOV Kal E0eHVOVETO kal TOIG AOLTIOLG OoTeQ EVOpoOEéTeL dix TOD
Kot aUTOV UModelyatog ToL TV MaAatoTépwv (Aov HNdoAwS é&iotacBal, pundé KALVOTOUELY TL TaQX Tot kaOdmal
doEavta kKaA@g €xev avTolg”.
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b. He also acts similarly at the endings of the compositions, wher he is interested in reminding

the listener of the corresponding compositions by Koukouzelés, but he also, very carefully,
creates his own slightly wider melodic lines.

THE ENDINGS OF THE COMPOSITIONS IN NENANO MODE
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Itis characteristic, moreover, that Kladas uses phrases of poetic textidentical to the corresponding
compositions of Koukouzeles at the beginnings and at the endings of his own compositions:

Pl. 4 mode beginning: AvwOev ol podpntal & mpokaTHyyeLAav, kKopn

ending;: Xe mpokatnyyetday, kopn
Grave mode beginning:  AvwOev oi mpodntal o& mpokatnyyetray, kopn
ending;: [Z¢ mpokatnyyeidav] AvwOev ol mpodntat.
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c. The beginnings and the endings of Kladas’s compositions demonstrate his overall
melopoetic method. Kladas presents two wider, and in some ways more complete, compositions
than Koukouzeles. This can be clearly seen in the elaboration of the poetic text. Kladas uses
as a basis the poetic text of the corresponding mathemata of Koukouzelés and after he has
already set to music all the names of the Theotokos then he displays them completed with the
appropriate adjective, also adding more prophetic designations for the Theotokos, known from
the Akathistos Hymn and other relevant hymnographic poems. The following table shows the
names and epithets of the Theotokos in the mathemata of Koukouzelées in comparison with
those of Kladas. All the differences are indicated with bold letters:

Grave Mode Nenano Mode

Koukouzeles Kladas Koukouzeles Kladas
otduvov, oTduvov, oTtdpvov, otapvoy,
oafdov, af3dov, oapdov, oapdov,

TAAKA, TIAGKQ, TIAAKQ, toamelav,
KIBwTOV, Avxviav, toamelav, Avxviav,
Avxviav, KIBwTOV, Avxviav, KIBwTOV,
TodmeCav, 600¢ dAatounToV, KIPwTtov, 000G &AaTOUNTOV,
600¢ 000C KATAOTKLOV, Yépuoa, 0Q0C KATACKLOV,
aAatopnTov, oKNVY, KAlpaka, oKNVH,
XQuoovv TOANV AdLOdEVTOV 000G MUANV &d1ddevTOV
Ovpatnolov, KEKAELOUEVTV, aiatounTov, KekAelopévny,
oKnVn, TTAAKTIOV, XoLOOoLV TUANV éMOVEAVIOV,
TOANV BOoovov tov PaciAéwe, Quuatroloy, KAlpakxa
adivdevtoy, Batov akatadAekTtov, Opdbvov tov TOUOV YEYQAUHUEVOV,
TIAAKXTIOV, OTAUVOV HAvvVa BaoAéwe Batov dxatddpAekTov,
KAlpaka, dégovoav, OTAMVOV Havva Gpégovoav,
Opovov ToD moKov dgoooPpooV, mokov dgoogodogov,
BaoAéwg vePEAT koUPNY, vedEAT koL PTY,

Yépvoav, dwrevnv Aaumndda,
KAlvny, MAAATIOV,

KkaB€doav tov peydiov
PaoiAéwg

0p6vov ToD peydAov
PacAéwg,

xovoovv Oupatrigloy,
Yépuvoav,

KAlvny,

KaB€dpav Tov faciréws Tov
HeyYaAov

And of course, the main parts of Kladas’s compositions are newly created and obviously
different from those by Koukouzeles:
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All the foregoing demonstrates that kalophony is more than an “Ars Nova”. It must be regarded
as a great but peaceful revolution against the traditional character and the anonymity of the
psaltic art. The composers of the 14" century asked and took “the portion of the property that
fell to them”, which is translated into their new creations. But they did not journey “to a far
country” as the prodigal son of the Gospel did." Instead, they cultured the fertile fatherland, in
a less adventurous way perhaps than in the parable.

13 Luke 15:12,13.
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“..KA@QI TPA®ETAI KATWAAAETAL...” / “...AS IT IS WRITTEN AND CHANTED”

Of course, the notational transmission of a Byzantine kalophonic composition appears in
different versions according to the period of notation. However, sometimes one may see
variations in notated versions of the same composition during the same notational period. And
obviously, these variations must be reflected in different styles of chanting.

This fact calls to mind the cases of Cretan composers of the 16™-17" centuries, who were
accustomed to transmitting classical Byzantine compositions in their own notational versions
and, consequently, their own fashion. The inscription relating to the mathema AvwOev oi
nipopntarby Koukouzelésin grave mode, from the Cretan codex Mayer 12053, held at the Sydney
Jones Library of Liverpool University, written by Gerasimos Yalinas in year 1662, is eloquent
testimony: (f. 283v ) “One other theotokion, a poem by the maistor Ioannes Koukouzeles as [it
is written and chanted] by Demetrios Tamias; grave mode, AvwO¢v ol tpopnTar” .

This provides a very good opportunity to study the general phenomenon of the notational
recasting of Byzantine compositions by the Cretan composers, but unfortunately space does
not permit this here.”” Moreover, it is clear that the subject will be illuminated sufficiently by the
contribution of Dimitris Balageorgos to the present collection of essays.'*

“...KAT”’EEHTHXIN...” / “...IN EXEGESIS....” (TRANSCRIPTION)

It is remarkable that the composition of Koukouzeles in grave mode is regarded as the most
disseminated and essentially the only one of the total five compositions of the mathéma
AvwOev ol tpodntat to have survived in the contemporary psaltic repertory. And furthermore,
it should be noted that this particular composition is contained in all almost the Papadikes and
Anthologies and of course in the Matheémataria until the 19" century, and has been printed in
numerous musical editions since then.

In the context of its extraordinarily rich manuscript tradition, Koukouzelés’s composition
remained notated in its original Round Middle Byzantine Notation until the middle of the 18*
century. A few insignificant notational variations in some cases and the removal of the first
repeated phrase AvwOev ol tpodpntal o¢ mpoxatnyyetday kopn - naAw- can be observed in
some manuscripts."”

Dif ferent writings in the Middle Byzantine Notation
) lr:_.___-:t_:_r.r:’_._ qlr._._ T ey \—-'.L ~a.
| a v De ! Ty & Tai a
;";'\ S S S SEN S -ih“\ \ :i“‘b
—] Vo 'Jr ! e J-) n T o
14 “Etegov Beotokiov, moinpa Twdavvov KovkovléAn kat paiotopog, kabBwe [yoadetar kat PpaA-Aetar maoa]
Anuntoiov Tapiar fxog Pagvs, AvwOev oi tpodpnTar”.
15 See also in Emmanueél Giannopoulos’ dissertation, H dvOnon tnc WaAtikne Téxvne otny Kpntn, Athens 2004, 416-435

the relevant unit in the fourth capital of the second part, entitled: “2. ITaAawx péAn, ‘ka@wg yoadovtal kal PaAAovrar maod’
twv Kontwv”.

16 “From the Cretan chanting tradition of the 16" - 17" centuries: A radical and original musical setting of the Great
Doxology”, see pages XXXX
17 See the relevant table in Constantinos Psachos, H Ilapacnuavtikn tnc BuCavtivnc Movoiknc, Athens 19782, 244,

where four different notational versions of the initial phrase AvwOev oi mpopntar oé npoxatiyyeiday are presented.
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Later on, the composition is found written in the transitional exegematic notation by the two
Peters, the master Peloponnesian (+ 1778) and his student Vyzantios (11778)."® In addition, a
certain Savvas' — otherwise unknown — appears as the transcribe of the composition in codex
Xeropotamou 385, f. 206r, writing it down in the pre-New Method transitional exegematic
notation. Also, Antonios Lampadarios® provides his own exegetic work, found in the

acquisitions of Constantinos Psachos’s library.*

Here is a table based on the older one compiled by Konstantinos Psachos and presenting the

various notational versions of the phrase AvwOev oi mpopntat.

The exegeseis in Transitional Exegetic Notation

Original notation:
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Exegesis by Petros Vyzantios (almost similar to the previous )
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18 Autograph codex Esphigmenou 93, written in 1789, 126-132. See also Manolés Chatzigiakoumes, Xewpdyoada
‘ExkAnowxotikng Movowkng 1453-1820, op.cit., 110 and Constantinos Psachos, op.cit., 83.
19 See Gregorios Stathis, Tat Xetpdyoada Bulavtiviic Movowkn - Aylov ‘Ogog, vol. A, Athens 1975, 298.
20 Constantinos Psachos, op.cit., 243.
21 BKW folder 3/ leaf. 62, f. 1v.
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Exegesis by Antonios Lampadarios
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Finally, the composition was transcribed into the notational system of the New Method by both
teacher-exegetes, Gregorios Protopsaltées (11821) and Chourmouzios Chartophylax (11840). The
protographs of these exégeseis can be found in the Anthology, codex EBE-MIIT 706, f. 370r,
and in the envelope E of Gregorios’s Archive in Psachos’s library, f. 111v, respectively. The
exéegesis of Gregorios, however, is the most widespread and well known through its printed
publication, in the third volume of Mousiké Pandekte,” (pp. 5-14) as well as in the first volume
of Tameion Anthologias,” where is recorded with some small notational variations. It should be
said that the later edition is intentionally mentioned here first because it is faithfully copied
from the autograph of Grégorios. The exegesis printed in the earlier Tauciov AvBoAdoyiac
is undoubtedly also Gregorios’s work, but nevertheless some notational differences exist,
probably on account of the intervention of the editor, Chourmouzios.
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22 Mavdéxtn e lepag ékxAnoiaotikne duvwdiac Tov 6Aov éviavtov, éxooOcioa Do Twdvvov Aaurnadapiov kai
Xrepavov A" Aoueotixov tnc tov Xprotov MeyaAns ExkAnoiac, topog 3, megré xwv tax péylota padniuata g te anadung
kat tob Mabnuatagiov, év Kovotavtivounodet awve' [1851].

23 Tapceiov AvOodoyiac, eptéxov dnaoay Ty ékkAnoiactikny éviavotov dxolovOiav éomepivov, 6pOpov, Aettovpyiac,
MeyaAnc TeooapakooTnc kal T0¢ Aaunpodopov Avactaoews, UeTd Tvwv KaAdopwvikwv (sic) elpuwv v tw TéAel, kat’
EkAoyny TV éuuereoTtépwy Kal e0PpadecTépwY povOIKWY HaOnuatwy Tev évoolotépwy didackdAwy madaiwv Te Kal
véwv, éEnynBceioav eic v véav tnc povoikne péBodov xal petd naonc érnupedeiac dopOwbeioav mapd Tov EPevpeTov
¢ pnBeionc peodov ddaokarov Xovpuovliov Xaptopvdaxoc tnc 100 Xptotov MeyaAnc ExxAnoiac, émotacia 6& Tov
idiov vov mpwtov ékdoOeioav eic Tomov, dvalwuact Tov Todk ¢ Kdotpo, topoc mowtog, ¢€v Kwvotavtivovmddel, ék thg
tomoypadiag Kaotgov eig Tadatav, awkd'. 1824.
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TAMEION ANTHOLOGIAS
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It should be made clear that exegeésis is not a simple process of transcription from one notational
system to another. It is, rather, an internal process occurring in the framework of the same,
united and indivisible, notation. And this is the reason why it largely involves the interpretive
expression of the exegetes, each clearly differing from the other. And this is the reason why in
codex Xeropotamou 385 one can find the exégesis of Savvas a few folios after the exégesis of
Peter Peloponnésios on the same composition. In the same vein it can be understood also why
Peter Vyzantios demonstrates a new exégesis instead of that of his teacher, Peter Peloponnésios,
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satisfying the request of his own students. Furthermore, it can be understood why the “thinner
exéegesis” of Chourmouzios is found beside the already analytical exégesis in the New Method
of Greégorios Protopsaltés in codex Docheiariou 1240.%

In any case, the study of the different exegeseis reveals that differentiation between them
constitutes the result: (a) of different musical orthography, (b) of different interpretations of the
original notation, (c) of the lower or higher definition of the musical meaning.

“...LYNTMH®EN...” / “ABRIDGED”

This wonderful composition by Koukouzelés, from the distant Byzantine Palaiologan period
has never so far stopped being chanted, and never ceased to be included in music manuscripts
and printed music publications, and has never stopped being taught in music schools.
However, in the case of the requirement of the modern era for shortening the time of worship,
some teachers took care to transmit this composition in an abridged version. Konstantinos
Protopsaltes,” Nikolaos Protopsaltés of Smyrna* and Markos Vasileiou” made the most
memorable abridgement of the mathéma AvwOev ol mpodnTar. However, the abridgement of
Konstantinos Protopsaltés is regarded as the most widely used®.

The operation of Konstantinos essentially consists in cutting all repetitions extant in the
composition of Koukouzeles, and in the severance of the first kratema.

Konstantinos, however, distances himself from the composition of Koukouzelés in the
remaining kratéma, which is found at the end of the composition. He recreates it in an absolutely
free way such that this part is regarded as an “epibole”® rather than an “abridgement”.
Nikolaos Protopsaltés of Smyrna presents, in turn, his own melopoetic proposal regarding the
kratema and the ending of the mathéma. Instead, the abbreviation of the Markos Vassileiou,
shows throughout great commitment to the original melody of Koukouzeles. Note that the
abridgement of Konstantinos Protopsaltés was adapted by Nektarios [Vlachos] Prodromités in
Romanian.*

24 Codex Docheiariou 1240,

- 0. 3: “[...] Twavvov tov KovkovléAn: ¢Enynon éx tov maAaiov magd kv ITétgov [...] ITeAomovvnaoiov: fxoc Pagug,
AvwOev ol moopntar..”.

- 0. 12: “EENyn0n d¢ mapa kLE Xovppovliov XagtodpvAarog, Aemtotéga eENynots: Nxos Pavg, Tov deomdTny — AvawOev
oL podpnTat...”.

25 Movokov EyxdéAmiov mepiéxov 10 Ocwpnrixdv, Avactacipatapiov, Aofaotika kal dnacav v ExxAnoiaotikny
éviavatov axodovOiav, Eomepvov, OpOpov, Acitovpyiac, MeyaAnc Teooapaxootne xal tnc Aaumpodopov Avactdoews
peta tvwv Kadopawvikwv Eipuav év 1o tédel, wc kal diadopa avéxdota Madnuata. Exdidotar 10 mp@Tov €ic Té10VS OVO0 ...
oopOwlev vro AdeEavdpov O. Dwkaéws. Ev @ecgoatovikn ék tov Tumoyoadeiov « H Mawedoviar @avou kat BaoiAeiddn.
1869, 275.

26 Néov Taueiov povoikns AvOoldoyiac, mepiéxov dnaocav tnv éviavoiov daxodovOiav éomepwvov, dpOpov xal
Aettovpyiac, T pooOnKn dpioTwy TV dvekdOTwY eloéTL padnuatwy tov detuviotwy didackdAwv MavovnA xat I'pnyopiov
twv Ipwtopaltwv xai XovpuovCiov Xaptopvlakos, ékdidetar 1jdn 0 npwtov, HeTd TOAAWY vewoTl pedomonOéviwy
paOnuatwv, o NikoAdov IlpwtopdAtov Zuvpvne, ovvdpoun ¢idotipw tov éx Xmaptne tnc IMiowdeiac ¢iAopovoov
Xapadaumove 1. Pwtiddov, Téuoc B', &v Zuvovr, €k tov tvmoyeadeiov NucoAdov IowtopdAtov, 1864, 388.

27 Néov povotkov &y xeipidlov meptéxov éx Twv dokipwy ExkAnolaoTik@y padnuatwy td@ uailov dvayxaia €ic tnv
TaKTIKnY éviavotov dkoAovOiav éomeptvov, 0pOpov kal Aeitovpyiac kal idiwe ta parAdueva év tn M. tov Xprotov ExkAnoia.
‘Exdooig mowtn Adeia Tov vroveyeiov g Anp. Exnadevoewe. Ev KwvotavtivountdoAet 1884, 325.

28 See also Fr Konstantinos Terzopoulos, op.cit., 353.

29 Concerning the meaning of “epibole” see in Gregorios Stathis, Introduction to Kalophony, Byzantine Ars Nova; The
Anagrammatismoi and the Mathémata of Byzantine Chant, translated and revisted by Konstantinos Terzopoulos, Bern 2014, 88-91.
30 See codices Hagiou Pavlou 432, ms of Nektarios Prodromités from year 1882, f. 269r and Hagiou Paylou 502, ms of

Nektarios Prodromités from the year 1907, 265.
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Others have also dealt with the abridgement of this specific composition of Koukouzeles
— Stephanos Xeropotaménos,® loasaf Dionysiatés,* Grigentios Zografités*® and two more
anonymous authors, according to information from Matthaios Vatopaidinos® — but their works
never enjoyed any great dissemination. It is worth mentioning, however, that the abridgements
of Stephanos and Ioasaf were originally written in the notation system used before the New
Method. Ioasaf, in fact, transcribed his own work into the New Method later.

EPILOGUE

When found in the area of the psaltic performance and especially the worship praxis, the time
machine that has been used in our previous stroll through the era of kalophony is transformed
into a vehicle that can carry us to the existing utopia of the psaltic art. In other words, it carries
us into the Psaltic Eden. In the middle of this paradise, there is a huge tree, which is soaked
with the sweat of the older and newer composers and art-masters and it is full of the fruits
of their works. The new branches and shoots of this tree are not always identical to the older
ones, but nevertheless they are consubstantial with them. Blessed are those who contribute to
increasing and renewal of this tree of tradition and tasting its fruits. And conversely, expelled
from Paradise, those who plant other trees and taste alien fruits without having authority.

31 See codex of Hagiou Pavlou 26, ca 1800, 184 and codex Gr. Liturg. E. 4 (S. C. 36615) of Bodleian library in Oxford, ca
1805, f. 172v.
32 See codex Dionysiou 645, ms of Ioasaf Dionysiates, p. 17: “To mapov Oeotokiov, fitot AvwOev ol tpodnTatl, ovveTunion

&lg 10 maAaov pev, éEnynon d¢ eic v Néav MéBodov tnc Movoikng, tva PadAAnTat kai wg pddnua, kal pdAota eig v
toameCav, OTav Tavyvls DX XoS Paove: AvwOev of mpopnTar”.

33 Codex Hagiou Pavlou 217, 1.

34 See codex Gregoriou 18, ms Matthaios Vatopaidinos from the year 1843.

- p. 601: “[...] Twavvov tov KovkovléAn: fxos Paois Zw AvwOev ol mpopnrTat...”

- p. 617: “’Etegov 100 avto, PaAAetat 6tav évoveTal 6 AQXLEQEVS, é0UVTOUN O d¢ TaRA TIVOC AVWVUHOL 1)X0S Baovs Zw
AvwOev ol podnTar...”.

- p. 627: “"Etegov ToL adTov, EVOUOLEVOL AQXLEQEWS, E0VVTOUTOT) D& TAEd TIVOG AAAOL dvwvirou: T1X0¢ Bave: AvawOev oi
npognTar...”.

79



JISOCM Vor. 3 (2018), 64-80

phiylax

]

]

iy

=15 by Gragorios Protopsalte

15 by Patros Byzantio
exsgests by Chourmouzios Charto

=

Year

exegesis by Peiro: Pelopommeasios
exegasls by Anfomos Lampadanios

abridzement
axegas
exegasis by Savvas

exage

$%
Fa=
FEmE

AB081) £FL LAW-39T /e (3181) L16T T8I A1181)

£ wewy (o (1Z81) 6981 TET ACORT) L W2 /&TEF Med #L1T Med &(0081) 97

neg /#+s10 Won( (S8 1) §1 T Wb CE U200 /e (ZTT) IFE T20T ATOSL)
GOE 9K Juu 19€ 19 88T X /WALIS1) T F5d fanesl® 1 E 3 5d /weHCT 171 3

Sd ST 5d 091 5d /EFT 5 /e (6081) #8 5 /HE1 5d /2 £3 T30 8661 A1 /(6781 9601
A7 /o {0T81) 0801 AL A0S 9TIT A1 /(S TSI #T11 A1 /0£0T A1 fuwE [OL A1 /200
SH /085 SH/CLE SH /e [LE SH /=96 SH /86 SH/SPE SH /LI SH THF] Wmg

€0 54 /6ET1 A1

|

med (L1
Fag (gpil)
i€ W5 91r
W 09c
SH /€
SHACILT)
GELL S

/3T1
med 271 305
WErL1) 26 3M5
ET FNS9LF
WY 1095 SH
/055 SH ASTILT)
66T mmg

JLTT 308 (ErLl)
CC JH5 /LT

308 /(0 91 WIN
095 SH/0EE
SHASILT) 6621
TRULS QO [ teurs

fael63L1) €6 UdsT Ab6LD)

CITT TET AT6LT) €09 Ld-TET AT6L1) 976 TET A68L1) 018 LdW-TET ATELD)
B1ZT IET A0LLT) OFFT TAT ALPL1) €78 TET ACPLL) €TL LdW-THT ACkLI)
OTTT TET A(9€LT) TTTT T /C86 1ed ((PELT) T06 108d jueTL T WX AE9L1) 051
TIY frrOFTT 0200 /TLE RO /65E P00 /=0CE W20 /SEE Y20 /q5e (5£81)
ETF "BX JuwntsLSE 19X /o T8E 19N MG6SLI) 08E BN /ELE X (8CLT) OLE 19
[a89E BN (99% WX (S0€ WX 9% WX /.(18L1) 0EE WX ABOLT) £7€ BX /alTE
Y NIPLT) OZE WX [+ T1E "B /5L0€ X /08T X /LT BN /L9T "B /LT]
328 A0EL1 =) 66 F18 ((EELTD CC 3208 (4L 1) TC JAIS /6T FNS (HFD P OTH
R TOT W ATLLT) T6 WIN/09 W fant 11 4 ¢ 35d /11 5d A9ILT) 09 5d /T1
5d /66 5d /1L 5d /=eEL 5 /6€ 5d /CF 5 /ST 20 "D /560 TIT 9P5TH /68C1 AL /ELET A
ZITT ATASTLT) S61T AL/BF1T ALJLFIL ALAELT AT/611 AL A9PLT) 8111 A1
fe€601 AT /1601 AL /8E0T "AT /OTOT "ML /610T 'AL/#€9 SH /-T€9 SH /979 SH /919
SH /«F19 SH /»«t09 SH /«t6¢ SH /065 SH /LLE SH /FLS SH /09 SH /08¢ SH
feal¥C SH /==30€ SH/BCH] OIS /pCF] WU 3FP] 1RUIS OFF] 1BUIS [GTF] WIS
ATET S S TE et (CT1L1) 66T 1 RIS /GETT TeMS QLT ] WS /997 UG

w81

JLCE T2 9601 A1 /00T A

JERTI ms

L{3°11]
£€ O /9601
“A] /ERT[ Wy

iegor)
€€ J0/L8T1
ALESCT RS

ATest)

006 IAT AT891) T *L {0891) L+6 TAT (0891} 9 weuy {£991) 0867 8T
MBSO T PP (071D 97 SemeT JLCE GO /RTE BN [LLT WX I6TT PPN /D1
W 86 S /ESOTT PANIY JESTT "AL/LET A1 /HET1 AL /TETT "AL/GTTI A1 /8271
ALPTTL AL SITTL ALBGIT AT /L6111 A1/1611 ALJLBIL "AT/BLTT A1/MLTT AL
FISTT "A1/9601 “AT/ET01 AL ASO9T) LOOT AT AOSOT) £¥C A1 #79 SH /ERTI WwIg

1§ W LI

ATJEREL Tous

[E1E Y2eg

i) E1€ 12eg

SOl kg

FE1E 200 /69T 9% /00T K /SPT WA /0L 5d FLTI AL /BETT AL AETTT AT

/OEET WA JLGFT 1R 95k

TR0 jOECT 1ep, /98 100 ECt)
QOFT IV /TOFT WV /¥06 TV /TIT
TRA (S0T PRA AL P /U0ERT) B
TVS L7537 /(SCFT) OTLT AL '9001 A1

Q001 A1

93
WU Q001 AT

ALeet)
79z1 rewig

€91 #0987 83 NSk 1) 90¥T IEI /1 1D OF /9001 AL ALEFT) TSI wWE

apou (gp 1 1o) psag

Sepey

apat
DHWETST

SEpEly

APOT AAEL)
SERE]

SPoul OmWEnan
SH[RTNOY 0N

SPOUI AAEID)
SARTROYnOY

JEaD

80



