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INTRODUCTION

The Great Doxology is the most developed form of doxological hymn as part of the daily
liturgical cycle of the Orthodox Church (nychthemeron). It is amongst the oldest sacred hymns,
chanted since ancient times down to the present day.' The circumstances of the transmission
of this text are known to those who have studied it and can be easily summarized as follows:
the first verse of the Doxology, the well-known “Aoéa év vyiotoic Ocw kat &t yne eipnvn, év
avOpamnoic evdoxia”,? is the hymn that was heard when Christ was born in Bethlehem, chanted
by a choir of angels. The hymn was completed later by “an unknown yet remarkable author of the
early Church” (“0mo dyvwotov uev nAny a&loAdyov ovyypadéwc tnc npatne ékkAnoiac”);?
Symeon of Thessalonica, one of the first scholars to have studied and commented on the hymn,
in his treatise I1epi ¢ Ociac mpooevxnc (On Divine Prayer), identifies in detail the interpolated
parts thereof:
‘Kvpte 6 ©eoc 0 duvoc tov Oeov,” amo tov Hoatov xai tov I1podpdov Aafovoa, did 10 maBoc kal Ty opayny,
"0 Yiog tov Iatpog,” dno tov EvayyeAiov mAovtovoa, ‘O alpwv Ty duaptiav 1o koopov, EAénoov nuac’’
O alpwv tac duaptiac 100 K00 oV, TPdcOesal Ty dénowv Nuwv,” &no 100 Hoalov éxovoa. " O kabnuevoc éx
oe&twv tov Iatpog, éAénoov fuag,” &mo tov Evayyediov” 10 8¢, [1pdcdelat, kat 10, EAénoov, &ro Tov Aafio.
Ot ov ei povoc dytoc, ov ei povoc Kvptog, Inoov Xpioté, eic 66&av Ocov [atpoc. Aunv.” ano Tov [lavAov’
‘Ka0’ éxaotny nuépav evAoynow oe, kal alvéow 10 Ovoud oov €ic Tov alwva kai €ic Tov alwva Tov alwvog’
amno tov Oeiov AaBid’ T Aotmd O¢ eDxNC Kat denoewc, Kal TpodPnTikd.*
Therefore, the hymn of the Great Doxology, as used in divine worship, consists almost entirely
of short expressions or verses from the Bible.

THE MUSICAL HISTORY OF THE HYMN

The Great Doxology, from the time its first appearance in the musical sources up to the present
day, has undergone a long evolutionary process corresponding to the broader evolution of
sacred music during the Byzantine and post-Byzantine era. Its musical setting is first recorded

1 J. Mearns, The Canticles of the Christian Church Eastern and Western in Early and Medieval Times, Cambridge 1914, 15.

2 Luke 2, 14.

3 Alex. S. Korakidis, Apyaiot duvor: 2. O dyyeAixoc vuvoc (Gloria) “Aééa év Dpiotoic Bew kal émi yne eipnvn...”,
Athens 1984, 45.

4 P. G. 155, 572D-573A.
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in the manuscript sources of the second half of the 14™ century. This is not a particularly
creative period as far as Doxology settings are concerned. This is an anonymous setting of the
hymn’s initial hemistich and of its conclusion which includes the Trisagion Hymn in second
chromatic mode.” From the 15" century we have two settings of the hymn, by Manuel Gazis
and John Plousiadenos respectively, both of them great melodists. The first setting in the form
that was to be followed by all later compositions (melodically sophisticated and stressing all the
verses) was composed in 1620 by Melchisedec of Rhaedestos. The melodic form of Melchisedec
was adopted by all illustrious composers of the 17" century, who created some incomparable
musical monuments in all the modes. The tendency of the 18™ century towards shorter chants is
also obvious in the settings of the Doxologies, resulting in shorter compositions. Later musical
masters tried to create a mixed kind of Doxology chant, the slow-short melody. During the
same period there were important changes in both the style and the technique of the setting,
shifting towards a freer treatment of rhythm and melody.

ORIGINAL CRETAN COMPOSITIONS OF THE 17™ CENTURY

In the manuscript musical books of Cretan origin, written between the late 16" and the first half
of the 17™ century, there are some original settings of the hymn, using remarkable techniques
of musical elaboration, but also with obvious additions of different texts referring to the angels
at the end of the hymn. These are compositions by famous Cretan melodists such as Benediktos
Episkopopoulos, Dimitrios Tamias and, to a lesser extent, Kosmas Varanis. The most complete
version of the settings by these composers, together with the added poetical texts, is preserved
in the Athenian codex NLG 963, ff. 149a-153a and 335a-339b:

149a ‘H peyaAn dofoAoyia PpaAdopévn v taic dyQuMVEIRLS TV TE DECTIOTIKWV kal O eopnToQu@V
£€00TQV Kal ayiwv éogtalopévawv’ kal altn kabwg Tapa kUE Bevediktov EniokononovAov’
[xoc] mA. " AoEa-00&a év Dpiotoic Ocw kai émi ync eipnvn év avOpw-év avOpwmnolc evdokia
Yuvov- (¢. 149p) Duvovuév o, eDA0YOD-£DA0YODUEY OE, TTPOTKVVODUE-TIPOOKVVODUEY OFE,
EVXAPLOTODUEY 001, Ol TNV uEyaAny cov 6o&a —ve- 66Eav

150 Eita doyetal maAv 6 mpatog x000g 10, Kvpie BaoiAev, énovpavie kai kad’ EENG Ewg 16,
apatewor’ eita TAALY AQXETAL O TIEWTOG X0QOS TV ACHATWYV [1)X0¢ mA. '] vevavw Neave
Awoarte, padate, boLodoynoa-6oéoloynoate kal duvnoate-vUvNoaTe TOV DUVOV-Tov Duvov Tov
ayye- (¢. 1508) tov dyyedikév-dyyeAikév” dytoc

1508 Ayyeldot avouvovy to Adola év Diotoic Nueic O& ool Powpev’ 60&a oot, XpLoTé, N owtnpia mav
(P. 151ax) Twv, 60&a oot &ytoc 6 BOeog

151 Aveoy mpoodyel 1) voic twv ayyéAwv, Xploté Zwtnp, powoa 66&a oot, XpLoté, 1 cwtnpia
niavtwv, 66 (. 151P) Ea oot " dyolc]

1518 Adéa Tatpi kai Viwo xal dyio [vevuatt” Yol 1 tpipate Tpiddt, mpénet Tplodyog duvoc” &
(. 152ax) y1oc, dytoc, dytoc Koproc Zapawb, mAnpnc o oikoc trc 66&nc oov, Kvpte

152a Kaivov xal aet kat eic tove aiovac tov alw (¢. 152pB) vwv dunv” Aevte ) [Havayve Boowuev

OVUPOVWS, VY TNV TOD &Y YEAOV ™ xal -ve- xaipe eEDAOYNUEVT Kal POVN, XAIPE XAPAC 1)
nipo&evo (. 153a) oc ™ dytoc aBavatoc, éAénoov nuac

153a LovOeoic kv Anuntotov Ntapia kat mewrtopdaAtov Konng' [fxoc] mA. a' [Mapdatewov to
&Aedc oov Tolc ywvwokovol oe” dytog 0 Oeog

335a AofoAoyia peyaAn kal douatikov, moimpa kv Anunteiov o Ntapio kat TewToPAAToL’
[xoc] a' AdEa-00Ea-06Ea év v iotolc Oeq kel émi ¢ eipnvn v avOpwmoic evdokia
Alvovuév og, eDA0YODUEY OE, TPOOTKVVODUEY OE, O0EOAOYODUEY O€, EDXAPLOTODUEY OE, DLl THV
ueyaAny cov 66éav
Kvpie Baoidev, émovpave (. 335P) € Océ, [atep naviokpatop. Kvpie Yie povoyevéc, ITnoov
Xptoté xal dyov Ivedua

3358 Kvo Twavvou tob ITAovowadnvos, woatov mavy’ [fxoc] a' Kopre-Kvpie 0 Oedc, 6 duvoc tov
Ocov, 0 Yioc tov [latpdc, 0 ai (. 336a) pwv TV duaptiav To0 koouov  EAénoov nuac, 6 aipwv

5 For a more detailed account of the tradition of the first musical settings of the Great Doxology and the conclusions
arrived at, see my article: “H mowtodpavéowon tod péAovg e MeyaAng AofoAoyiag oTic Xelpdyoades mnyés tov ' al.”,
in ZupoAr) ot Mvrjun I'ewpylov 1. Apagytavakr (1936-2003), Athens 2013, 110-128.
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TAC dpapTiag Tov KOO OV

336 To¥ avtov [Twavvov I[MAovoadnvov] [Nxos] a' I1pocdeEar Ty dénow Nuawv mpécdeéat
(P. 336p3) 0 kaOnuevoc év de&ia Tov Ilatpdg, kal éAénoov nuag
336 [[Hyoc] o' Ott ov ei puovoc dytog, ov i poévoc Kvproc, ov ei povoc tipatoc, Inoov Xpioté ovv 1w

ayiw Ivevuat, eic 60Eav Ocov Iatpoc (¢. 337a) dunv

337a Kvo Anunrotov [Tapia]” [fxoc] a' Ne Awate, padate, boforoynoate-doLoroynoate kal
vuvnoate-vuvioate TOV DUVov-tov Duvov Tov dyye-tov adyyeAukov- (¢. 3370B) dyyeAkov

3373 To¥ avtov [Anunteiov Tapia] [xos] a' Ayyelot avouvovy to Aoéa év DpioToic nueic O¢ ool
Bowpev' 60&a oot, XpLoTé, 1 owtnpia naviwv, 60&a oot

- To¥ avtov [Anunteilov Tapia]” [xoc] a' Aiveow mpooayet 1 pvoic twv ayyéAwv, (. 338a)

Xpiote Zwtnp, powoa’ 60&a oot, 1] cwtnpia mavtwy, 60&a oot

338a Tov avtov [Anunteiov Tauia]  [fxog a'] Xot 11 Tpipatw Tpiddl, mpémel TpLodytoc Duvoc-
TpLody1oc Duvoc-Tpiodytoc buvos  dytog, dytog, & (¢. 3380) yioc Kvproc Xafaw, nAnpnc o
oixoc tn¢ 60&nc oov, Kvpte

3383 To¥ avtov [Anunteiov Tapia]” [fxoc] a' Aevte 11 [avayvew Bonowuev- foowuev-fonowey
OVUPOVWS, vy TNV TOD dyyéAov’ xaipe-xaipe evAoynuévn kal uovn, xaipe (¢. 339a) yapag
TPO&EVOC

339 To¥ avtov [Anuntoiov Tapia] [fxoc] mA. a' Aytoc 0 Oeoc
To avto PaAAetal éx toitov’ elta 16, Adéa [fxoc] mA. a’ Adéa [atpi

33943 Kaivov xai dei” Ne dyloc aBavatoc
[Hxoc] mA. &' ABova-dytoc 6 Ocog

MORPHOLOGICAL AND COMPOSITIONAL REMARKS

In what follows I shall comment on the fundamental morphological traits of the poems relative
to the hymn under study, set by Benediktos Episkopopoulos and Dimitrios Tamias.

First I shall discuss the composition of Benediktos. This famous protopapas (first priest)
from Rethymnon set the Doxoloxy chanted “év taic dypvmviaic twv te deomotTikwv xal
Oeounropixkav éoptawv kal ayiwv éoptalouévwv” in chromatic second plagal mode. There
is an obvious compositional sophistication in some words of the first two verses which are
enlarged by elongation of their syllables. The melos of the verses is imposed by means of
the musical position of the Paracletic. The synonyms that form the second verse, with their
overlapping meanings, are partially repeated, thus creating more extended musical periods.
The rich semantic field of the word “60&av” forces Benediktos to repeat the phrase “ueyaAny
oov 6o&av”, with a different musical setting at that, as well as with a progressive melodic climax.

The composer omits the setting of the remaining verses, as his main concern is to notate the
music of the extra-psalmic verses interpolated by him after “Ilapateivov T0 éAeoc oov...”; these
are clearly referred to as canticles (“douata”) in the manuscript’s inscription. Furthermore,
the morphological and melodical structure of these verses shows a partially kalophonic
expression, since the term “doua” has here connotations of melisma and sophistication. This
elaborated musical technique applied to the interpolated verses, especially in a traditional
hymn unaltered throughout the centuries both textually and melodically, is justified by the use
of Benediktos’s composition, intended to be chanted “év taic dypvnviaic twv te deomotikwy
kal Ocountopikwv éoptwv xai ayiwv éoptalouévav”. At the very beginning, the composer
places a brief introductory melodic period in order to achieve familiarity with the mode; this
period essentially marks the position of the second plagal mode. Subsequently, in an endeavour
to fill liturgical time and emphasize the messages he intends to convey to believers, he resorts
to the repetition of some words, especially in the first verse, thus developing more extended
musical periods, whereas in a few cases (namely on the words “padate”, “xaipe”, “&yioc”) he
interpolates the consonant v between vowels for euphonic reasons.

The second composition, written by Dimitrios Tamias, first chanter (protopsaltis) of Chandax,
follows the same method as Benediktos. As a disciple of Benediktos, Dimitrios continued
the chanting tradition of his master, thus confirming the observations of Manuel Chrysafis
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concerning the imitation of older melodists by younger ones who follow their trail.® In his own
composition, Dimitrios uses the first diatonic mode. His intention is to create a sophisticated
melody and in order to achieve this goal he follows, as a general rule, his master’s technique.
To be more precise, he doubles words through repetition, using different melismatic forms to
avoid monotony, resorts to transient sound alternations to achieve melodic variety and sets the
phrase “tpiodytoc Duvoc” three times in order to glorify all three persons of the Holy Trinity.

TEXTUAL ADDITIONS

The technique of melodic sophistication and melismatic elaboration is sustained by extending
the text through the addition to, or interpolation in, a pre-existing psalm of another text, either
borrowed from a different hymn or created ad hoc by the composer. According to musicological
research, this phenomenon is encountered in the setting of the so-called great Anoixantaria,
the Polyeleoi, the Megalynaria and some Encomia Theotokia’ and is one of the fundamental
characteristics of kalophonia, developed in the late 13" century by the eminent composers of
the time. The extra-psalmic text refers to a specific religious feast that the composers wish to
emphasize. What is frequently observed is a formal “legalization” of the whole composition
through its inclusion in the order of the feast for which it has been composed, and its acceptance
as an indissociable part of the service for that feast. There are even a few cases® in which this
added part is incorporated into the Typika and transmitted together with formal instructions
for the celebration of a specific service. A very interesting and telling example is provided by
the configuration that will be discussed below: it is recorded in a Typikon of Simonos Petras
Monastery (1566) and regulates the celebration of the service of Matins of the Feast of the
Archangels:
...Elta 6 moAvéAeog, peta d¢ TOV moAVEéAEoV avtiPwvov g ExAoyng, YaApog oy’ EVAOYeL, 1) Ypuxr pov,
tov Kvorov, Kvgte 6 Oedg pov” PdAAopev de eig TV €KAOYNV Kal T EYKWULX TO TOXOWKA, dTteQ elot
Tavta Vuvol el avtipwva v Acwpdtwv Adla v Dpiotolg Oe@ kal €Tl yNg elorvn év avOpwToLg, dic.
Avyiog, drylog, dylog el 0 Oeoc avtokEATog, dic. Aylog, &ylog, dylog Koolog Xafawb, mAneng 6 ovoavog
Kat 1 yN ¢ d0&ng avtov, dic (Amep Aéyovtal ék devtégov). Aedte mavtes aopa HéAPwHev XoLoT@
Q@ O NUAOV. AAANAoVIa. Zol T TAVTwV TTomTH mMEémeL atvog, DUvog mEémel, dofa Kal HeyaAwaovvn
elg mavtag tovg aiwvag. Yot 1) opwtw Towadt npémel Toloaytog buvos. Aylog, &ylog, &ytog Koplog
ZaBawb, mANene 6 oikog ¢ d0ENG oov, Kvgle. AyyeAol avipvouy 10 Ad&a €v DioTols, Npeig d¢ ool
powpev’ 06Ea ool Xpoté, 1 owtnoia maviwy, dofa oot AgxdyyeAoy dyyeAor, Opovol, kKVPLOTNTES, T
XE€QOLPIH Kal oepadip, doédoate tov Kbglov, Aéyovtec” AAAnAovia. Ada, Atveowv Towodyov 1) pvoig
TV avOpwnwv, Xoloté Lwtne, fowoa’ dofa oot XQLoTé, 1] cwtneia mdvtwy, d6&a ool Kat (vov), Aevdte
™) [avdyvow porjowpev oupPvVws Gawviv TV ToL adyYEAov” Xalpe, eDAOYNHEVT KAl HOVT XALQE, XAQKS
1 medevoe. ITAngovpévwy d¢ TV avtipwvwy, kaBopa kat avayvwolc...”
This typical configuration, which I use here to corroborate the above thesis, is in almost complete
correspondence with the description of the order and mode of chanting of the Great Doxology
recorded in the musical manuscript NLG 963: by correlating the these two cases, I intend to
provide a solution to the question of why these radical and original settings were created in the
first place.
The Typikon of the Simonos Petras Monastery records what is chanted after the Polyeleos.
This consists of selected verses from Psalm 103 and of five Trinitarian Encomia, which are short

extra-psalmic texts written especially for the celebration of the Feast of the Archangels. At the

6 Dimitri E. Conomos, The treatise of Manuel Chrysaphes the Lambadarios: On the theory of the art of chanting and on certain
erroneous views that some hold about it (Mount Athos, Iviron Monastery MS 1120 [July, 1458]) (Corpus Scriptorum de re Musica II),
Vienna 1985, 40-46.

7 On the addition of text in transmitted papadic compositions, see Gr. Th. Stathis, Ot dvaypappatiopotl kol T
paOquata g Pulavtivig peAomoiag, Athens 1979, 69-70, 137, and, especially, Achilleas Chaldeakes, O moAvéAeog otrv
pulavTivi) kat petapuloavtiviy peAomotia, Athens 2003, 553 ff.

8 Cf. the Typikon of the Library of Paris 388 (year 1573), in Al. Dmitrievskij, Opisanie liturgitseskich rukopisej, vol. III,
Hildesheim 1965, 341.
9 Al. Dmitrievskij, Opisanie liturgitseskich rukopisej, vol. III, Hildesheim 1965, 333.
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end of the selection, there are two poems (a Triadikon and a Theotokion), chanted after the verses
of the lesser Doxology. On the other hand, the musical codex NLG 963 includes two settings of
the Great Doxology, composed by two Cretan musicians, to which are added five extra-psalmic
texts, the so-called “canticles” (“douata”, according to the manuscript’s inscription). The first
three are transmitted with a double refrain (ephymnion) — the doxological invocation Ad&a oot
Xpioté, n owtnpia navtwy, 60&a oot, and part of the Trisagion (dytoc 0 Ococ for the first text,
dytoc Toxvpoc for the second one and dyioc AOavartoc for the third one) — whereas the other
two, the Trinitarian chant and the Theotokion, appear under the verses of the lesser Doxology.

The instruction concerning the manner of chanting the added Trinitarian encomia together
with the concluding doxastic texts for the Feast of the Archangels displays an almost perfect
correspondence with musical practice as recorded in older manuscript sources. In the Athenian
codex 2046, from the year 1453, the composition is introduced using the following characteristic
formula: “étepov dvtipwvov YpaAdouevov, eic Ty Lovaly tov Acwudtwy, monbév, mapa
T0D dopeotikov kvpov Nikngopov tov HOukov kal étépawv’ nxoc tA. f7.1° Examination of this
compositionis revealing: to selected psalmic verses are added, in place of refrains, the exact same
poetical texts provided by the aforementioned instruction in the Typikon, the only divergence
being the absence of the verse “Aiwoarte, padate, bSoodoynoate kait duvnoate Tov DUVOV TOV
dyyeAkov” melodized by the Cretans. Yet another remarkable point is the following instruction
of the codicographer to the future chanters of the composition, written in the lower margin of f.
132a: “agxayyeAoL &dyyeAot &yyeAoL DUVIOATE: ALVOVOL 0€ OTOATIAL TWV AYYEAWV: DeVTE TI)
TIAVAYVE: TAVTA €VEN 0TS €V T Aatove moAveAéw:”. This indication shows that the copyist,
in order to avoid writing out the musical setting a second, urges chanters to search for it in the
same codex, but within the Latrinos Polyeleos.!!

Study of this musical manuscript in question leads to some interesting conclusions:

The addition of the extra-psalmic poetical texts to the antiphon chanted at the Feast of the
Archangel as well as its musical setting are related to an excellent composer of the second half
of the 13" century, Nikephoros Ethikos;

In the so-called Latrinos Polyeleos, and more precisely in its first stasis, Psalm 131, the setting
of a psalmic verse and of the refrain dAAnAovia coexists with the setting of a psalmic verse
with the addition of extra-psalmic texts in the place of the refrain: these texts refer to major
feasts related to Christ, the Mother of God, the Angels and great Saints. The composer chooses
the text corresponding to the feast either from the inexhaustible hymnographic tradition or
from the biblical texts, though sometimes he may write a new text to replace the common
refrain dAAnAovia and stress this text melodically in order to emphasize the feast'. This new
technique is best represented by the renowned composer loannis Koukouzelis to whom we
owe the addition and the musical setting of the above-mentioned extra-psalmic poems in the
Latrinos Polyeleos;

The composition by Nikephoros Ethikos is set in second plagal mode, while the texts added
to the verses of the Latrinos Polyeleos are set by Koukouzelis in the first mode.

A more thorough examination of the above tradition reveals that:

The section of the Latrinos Polyeleos under discussion is added in some manuscripts with
the indication “dAAdyuata dopatica”?, which can be easily interpreted using the melodic
technique and general morphological structure of this part in comparison to the other verses of

10 NLG 2406, ff. 131a-132a.

11 The above mentioned poems, which have been added as refrains to some verses of the 131th Psalm, all set to music
by Ioannis Koukouzelis, are anthologized in codex NLG 2406 as follows: EVAoyrjoate tov Kbglov' doxdyyeAoy, dyyeAot (f.
95b), AyyeAor bpvjoarte (f. 96a), Aivovoi oe otoatial Twv dyyéAwv (f. 96a), EbAoynoate tov Kbolov' devte ) mavayve (f.
95b).

12 For a thorough discussion of the subject, see Achilleas Chaldeakes, O moAvéAeoc ot v Bulavtiv) kat petaulavTivi)
peAomotia, Athens 2003.
13 See the codices NLG 2401, f. 89a, and NLG 906, f. 100a.
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the Latrinos Polyeleos set in the same way. Furthermore, it is obvious that the use of the term
“douata” by the Cretan composers in order to describe the melodized extra-psalmic texts of
the Great Doxology aims at defining and justifying this very technique;

This technique, which was established and spread during the 13" and 14" centuries, was also
used by later composers who imitated the older masters, such as Benediktos Episkopopoulos
and, to a lesser extent, Dimitrios Tamias, whose settings of verses of the aforementioned
Polyeleos are quite remarkable'.

In addition, one might point to the imitation of the Constantinopolitan tradition in setting
the chanted heirmoi' by Episkopopoulos and Tamias, but also to the influence of the Byzantine
musical tradition of the Akathist Hymn on the corresponding setting by Episkopopoulos, who
did not hesitate to admit that “énnxodovOer kai ov kateppover Tac éxeivwv [Tov nalaiwv
dtoaokdAwv] pebodovc e

THE CASE OF THE GREAT DOXOLOGY

The evaluation of the aforementioned data leads me to the following conclusions regarding the
original setting of the Great Doxology by the Cretan composers:

* The two compositions display an innovative textual form which is not encountered
elsewhere in the manuscript tradition of the hymn;

¢ the addition, for the first and last time in the hymn’s history, of an extra-psalmic part, is
in fact an imitation of the practice of adding extra-psalmic texts to the Polyeleos by the
most renowned Byzantine melodists;

¢ the poetical texts interpolated in the Great Doxology are in fact loans from the antiphon
of the Domestikos Nikephoros Ethikos “cic v Zovalww tov Acwuatwv”, with the
exception of the Theotokion chanted after the second verse of the lesser Doxology “Aevte
11 navayvw, ponowuev ovupwovwc”, which comes from the “dAAdyuata dopatika” of
the Latrinos Polyeleos composed by Koukouzelis;

* musical communication between Turkish-occupied Constantinople and Venetian-
occupied Crete remained unbroken, and younger melodists were proud to imitate
Byzantine compositions;

¢ the description of the added poems as “douata”, beyond the imitation of the melodizing
techniques of the Polyeleos, is a token of the adoption of the terminology used by
Byzantine composers for artistical and kalophonically elaborate compositions;

¢ first Benediktos and, later, his disciple Dimitrios, reformed the Great Doxology, by
ending it with short poems referring to the glorification of God by the angels, in exactly
the same way as in the first verse;

¢ the probable reason for the addition of extra-psalmic text and for the more melismatic
elaboration thereof is the need to extend the duration of the chanting of the Great
Doxology with a view to adapting it to the requirements of vigils “twv te deomoTikwy
Kal Ocountopikwy E0ptwv kal ayiwv éoptalopevwv”;

* in addition to the adoption of the poetical texts used by Ethikos in the antiphon,
Benediktos chose to set his composition in the same mode used by the former, the hard
chromatic second plagal. On the other hand, Dimitrios, in order to convey a celebratory
tone and a triumphal conclusion to the service of Matins, sets his own composition in the
magnificent first mode, imitating in this the technique used by Koukouzelis to melodize
the texts added to the verses of the Latrinos Polyeleos.

14 On the regular addition of extra-psalmic texts to polyeleos compositions by Cretan melodists, see Achilleas
Chaldeakes, op. cit., 561-567.

15 See, for example, the Codex Sinaiticus 1452, f. 153a ff.

16 Koutloumoussiou 448, f. 2a.
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My intention in the present paper was to show a forgotten image of liturgical and chanting
practice in 16™-17" century Crete, as created by two important Cretan composers. This is an
original image in which the traditional chanting components of the Byzantine psaltic art are
combined with elements that are obviously new, resulting from these composers’ talent. Followed
by many other excellent melodists, they made their own contribution to the evolution of the
psaltic art, leaving their legacy to future generations as we are reminded by the inscription that
accompanies their compositions in the manuscripts: “xaOwc ypadovrar kai PpaAlovrar mapa
twv kpntwv povoikawv”. Their original creations on hymn texts both known and unknown,
their settings in modes and styles that transcend traditional compositional techniques, the new
melodizing elements added by them, all greatly contributed to the evolution of tha psaltic artin
a period during which historical conditions had led to a new reality, resulting in the stagnation
of the Byzantine musical tradition. I also believe that their works constitute an attempt to
adapt to the new liturgical needs of their time rather than a radical attempt at introducing and
imposing new liturgical customs and chanting practices.
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