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ABSTRACT

This paper aims to present the way in which the sticheron «XQuotov tov ieQdoxnv», written
in honour of St Athanasius the Great, in the plagal of the second mode, is set to music firstly
according to the old (non-kalophonic) compositional style and secondly according to the
kalophonic one. I shall then try to present the two compositions by contrasting and comparing
the two melodies, examining the main notes on which each melody (melos) is constructed. To
make this comparison more comprehensive I refer to the work of Chourmouzios' and to the
way in which these compositions are conveyed from the old notation system to that of the New
Method (exegesis).> Musicological analyses of various types follow this comparison, helping
the attempt to suggest an answer to the question as to whether we can refer to the kalophonic
compositional style and its practices by using a term such as ars nova or not.

INTRODUCTION: ARS NOVA IN THE EAST AND WEST

Kalophonia is the main compositional style that characterizes church music during the last period
of the Byzantine Empire, known as the Palaeologan renaissance (1261-1453).% This period spans
from 1261, the year in which Latin rule ended with the recapture of Constantinople by the
Emperor Michael VIII Palaiologos, until 1453, the year of the abolition of the Byzantine Empire
by the Ottoman Turks, who, headed by Muhammad II the conqueror, occuped Constantinople.
This period coincides partially with the famous ars nova of the West (c. 1315 - c. 1375)* and is

1 Chourmouzios the Chartophylax of the Great Church (fl. c. 1770-1840) was one of the three creators of the so-called
New Method, which was implemented during the years 1814-1815, see: I'onydotog Ztd0nc, Ta npwtoypada tnc éénynocwe
eic v Néav MéBQodov tnc Znuetoypadiag, A touog, Ta mpoAeyoueva, ‘Tooupa BuCavtiviic MovokoAoyiag, Athens 2016.

2 On the term exegesis and its meaning, see Mapia AAeE&vdoov, EEnyroeic kal petaypadéc tnc BuCavtivic Movoikrg,
ovvtoun eloaywyn otov npofAnuatiouo tovs, University Studio Press, Thessaloniki 2010, as well asI'o. ©. Zt&0ngc, H éEnynotc
¢ nadawac pulavtvic onuetoypadiac, ‘Togupa Bulavtiviic MovotkoAoyiag, MeAétal 2, Athens 1978.

3 More information on this period and its achievements can be found in the following sources: Charles Delvoye,
BuCavtivn) téxvn, ékdooelc Anp. Ianadniua, Athens 1991, 481-590. Twavvng KapaywxvvémovAog, To BuCavtivo kpatog,
€xdooelc Baviag, Thessaloniki 2001, 238-277. Steven Runciman, BvCavtivoc [ToAtiouoc, exdooeic T'aAatiag — Eoueiag, 1969.
Iotopia Tov EAAnvikod EOvovg, topoc @', Exdotucry AOnvav, Athens 1980, 116-213, 354-371, 390-393, 423-458.

4 Alison Bullock, “Ars Nova”, The Oxford Companion to Music, Ed. Alison Latham, Oxford Music Online, Oxford University
Press. Web. 2 Oct. 2014. http://www.oxfordmusiconline.com/
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especially characterized by modern scholars such as Edward Williams and Gregorios Stathes as
a similar Byzantine ars nova.” But what are the changes happening that introduce a new form of
art (at least in the field of music)?

In the West, and especially in France, musical life and creation was dominated by the figure
of the French theorist and composer Philippe de Vitry. It is well known that Vitry wrote in
about 1322 a treatise entitled Ars Nova (New Art), in which a sophisticated notation system is
presented. This system is based on the metric notation of Franco of Cologne; however, it creates
additional prerequisites for a more accurate depiction of complex rhythmic patterns, something
that was not possible before.® The principles laid down by Vitry found application mostly in
the compositional practices of the French composers of the time,” when the isorythmic motet
dominated, together with the cantilena forms such as rondo, ballad and virelai. Philippe de
Vitry and his contemporary Guillaume de Machaut clearly separate their art and their work in
general from the one of the 13" century composers, which they characterize as ars antiqua (old
art).®

In the East, the 14" century is characterized as the golden age of chanting,’ as the kalophonic
compositional style flourished through the work of enlightened as well as skilful composers,
such as St John Koukouzeles and his contemporaries Ioannes Glykys, Nikephoros Ethikos
and Xenos Korones, and through the work of subsequent composers such as Ioannes Kladas
and Manuel Chrysaphes.'” What is very interesting with these Eastern composers is that they
consider their work as a continuation of that of the past, so they make great efforts to preserve
the old and mostly anonymous repertoire. An excellent specimen of this work is the well-
known manuscript NLG 2458, the first dated Papadiki, a musical collection created by St John
Koukouzeles."

To illustrate this consideration of continuity it is necessary to refer to the theoretical work
of Manuel Chrysaphes, “On the theory of the Art of Chanting” (Ilepi Twv évOewpovuévawv 11
WYadtikn Téxvn), whose critical edition was published by Dimitri Conomos.”? In this work,
Chrysaphes stresses repeatedly the element of imitation (mimesis) of the older by the younger
composers. We should bear in mind that the term “imitation” does not describe a sterile copying
process that excludes personal creativity, but rather a productive process in which the new is
mixed in a creative way with the old. Especially for Koukouzeles, Chrysaphes says that despite
the fact he was a great teacher, he “did not depart from the science of his predecessors. Therefore,
he followed in their footsteps and decided not to change anything which they had considered
and proved sound. Thus he made no innovations”."* About Ioannes Kladas, Chrysaphes tells us

subscriber/article/opr/t114/e415>.

5 See Edward V. Williams, John Koukouzeles” reform of Byzantine chanting for Great Vespers in the fourteenth century, Ph.D.
dissertation, Yale University 1968, p. 388, as well as I'0. ©. Zt&0n¢, Ot dvaypappatiopol kai ta padnuatae g fulovtivig
ueAorotiag, ‘Togvpua Bulavtiviic MovoucoAoylag, MeAétal 3, Athens 1994, 66.

6 See Anuntoloc I'dvvov, Iotopia tne Movoiknc, Zvvtoun Tevikn Emuokonnon, topog A" (Méxol tov 16° awdvay),
University Studio Press, Thessaloniki 1995, 202-205.

7 David Fallows, “Ars Nova”, Grove Music Online, Oxford Music Online, Oxford University Press. Web. 2 Oct. 2014.
<http://www.oxfordmusiconline.com/subscriber/article/grove/music/01360>.

8 Jaques de Liége uses the term ars antiqua in his work Speculum musicae (1321-1324), in which he defends 13™"-century
polyphonic music: see I'tdvvov, Iotopia tnc Movoxrc, 193.

9 See I'onyoong Avaotaoiov, Ta kpatiuata oty padtkn téxvn, ‘Togupua BuCavtiviig MovowkoAoyiag, MeAétai 12,
Athens 2005, 109.

10 For a more detailed chronological order of the aforementioned composers, see I'o. ®. LtaOng, Ta xetpdypapa
BuCavtivnc Movaikng, Ayiov Opog, Topog A', “Idgupa BuCavtiviic MovotkoAoyiag, Athens 1975, puo'.

11 In this Papadiki we can see that «ai véal ouvBéoelg eival ém@vupol kal at madawal dxotéAAovtat dux tov
XXQAKTNQOLOUOD TTaxAatdv», see LtdOng, Oi dvaypauuatiopol, 64.

12 Dimitri E. Conomos, The treatise of Manuel Chrysaphes, the Lampadarios: On the Theory of the Art of Chanting and on
Certain Erroneous Views That Some Hold About it, Corpus Scriptorum de Re Musica, Band II, Vienna: Osterreichische Akademie
der Wissenschaften, Kommission fiir Byzantinistik,1985.

13 Conomos 1985, 44.
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that “he imitated the earlier composers who excelled in the science”.'* We see, then, that despite
all progress in compositional or even notational level, the great masters of the East feel that they
are following a single tradition, which over time is renewed and evolving. So, they do not make
any kind of separation, such as that of composers and theorists of the West, mentioned earlier.

HESYCHASM, THE BASIS OF KALOPHONIA

As a purely liturgical form of art, Byzantine church music, and by extension kalophonic
compositional style, are inextricably connected to the teachings of the Eastern Orthodox Church.
Regarding theological matters, the 13™ and 14" centuries constituted a turbulent period because
of the heretical beliefs of Barlaam of Calabria, who taught that man cannot know God, and
even more, cannot be united with Him. Barlaam’s beliefs questioned the Orthodox practice of
hesychia (quietude) and brought turmoil to the monastic circles of the time. Monks, as hermits of
quietness, professed that a man of pure heart who practices the so-called “rxagdiaxn moooevxn”
(“prayer of the heart”), which uses the words “Kvgie Tnoov Xowoté, Yie Ocov, éAénoov ue”
(“Lord Jesus Christ, Son of God, have mercy on me”), can come to be united with God himself
and to be illuminated, in other words to experience the light of Tabor, regardless of any personal
education. Together with the monks was the inspired archbishop of Thessaloniki, St Gregory
Palamas (1296-1359). His teachings form the epitome of hesychastic Orthodox tradition, stating
that God exists in two ways: by His essence and by His divine and uncreated energies, such as
glory, grace, wisdom, peace, beauty (kallos) and so on. Man cannot know God in His essence.
But he can know Him and can be united to Him through His divine and uncreated energies.
Good faith ultimately triumphs.”” But what is the position of the kalophonic compositional
style in pursuit of hesychia (quietude)? How is kalophonia connected to hesychasm?

Alexander Lingas, in his article “Hesychasm and psalmody,”'¢ tries to provide us with the
answers to these questions through the teachings of the hesychast Church Fathers. According
to Lingas, fathers such as Theoleptos of Philadelphia (1250-1322) and Gregory of Sinai (c. 1265-
1346), distinguish two forms in chanting: personal chanting and congregational chanting.
The first form is simple and gentle, consistent with personal exercise and quietness, while the
second is elaborate and magnificent, fitting lengthy religious services of monasteries (lauras)
and large city churches, which are established by the spread of the so-called neo-Sabbaitic
Typikon. Theoleptos of Philadelphia urges all Christians to participate in all-night vigils in
honour of the saints, carefully listening to the chanting, which will lead to the healing of their
souls and salvation itself. St. Gregory Palamas, convinced of the healing power of chanting,
devotes part of his homilies to the importance and also the necessity of the liturgical melos
(melody). Kalophonic chanting takes on flesh and blood through the work of another famous
hermit and master of the time, St John Koukouzeles (approximately 1270 - before 1341)."”

14 Conomos 1985, 46.

15 For a more detailed presentation of historical events, as well as for an accurate exposition of the teachings of both
Barlaam the Calabrian and St Gregory Palamas, see BeviCéAog Xototodopidng, Ot novxaotixés épidec kata 1o IA" audva,
exdooelg INapatnontrc, Thessaloniki 1993.

16 Alexander Lingas, “Hesychasm and psalmody”, in A. Bryer, M. Cunningham, eds., Mount Athos and Byzantine
Monasticism, London 1996, 155-168. Fr Nektarios Paris speaks extensively about the use and benefits of chanting, according
to the teachings of the Church Fathers, in his work To ékxAnoiaotiko qoua, Iatepikéc Oéoeis, 156-159 (Ph.D. dissertation,
Aristotle University of Thessaloniki, 1999).

17 Lraong, Oi avaypauuatiopol, 126-127.
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MANUEL CHRYSAPHES AND HIS PIECE “XPIZTOY TON IEPAPXHN”

As Spyridon Antonopoulos™ points out, one of the last great musicians of Byzantium and
simultaneously an exponent of the kalophonic compositional style was Manuel Dukas
Chrysaphes, the so-called Chrysaphes the Old. He was, as we are informed in his autograph
manuscript Iviron 975 (f. 173r)," Lampadarios of the “charitable royal clergy” and familiar to
the last two emperors of Byzantium, John VIII and Constantine XI the Paleologans. After the fall
of the Empire he travelled to Mystras and later on to Crete, where he spent his time composing
and at the same time teaching the musical tradition of Constantinople. He also made a trip to
Serbia, as is evident from his autograph manuscript Iviron 1120 (f. 167v).*

Manuel Chrysaphes’s work falls into three main categories: a) codicographical, from which
we are familiar with two autograph manuscripts of his, a Kalophonic Sticherarion (Iviron 975)
and a Papadiki (Iviron 1120), b) compositional: he composed numerous melodies in the papadic
genre and in the kalophonic style, among them the famous O O¢o¢ fjiAQocav é0vn in the plagal of
the fourth mode, which he composed in commemoration of the Fall of Constantinople (“eig tnv
avaAwowv g KwvotavtivovmoAews”), as noted in a later manuscript of the 18th century,”
and c) theoretical, which was the reference point for subsequent theorists and composers before
and after the implementation of the New Method (1814-1815). There is no complete list of
Chrysaphes’s works as yet. There have been two major efforts made, however, to catalogue his
known works, the first and more detailed in 1975 by Manoles Chatzigiakoumes* in his work
Musical Manuscripts under the Ottoman rule (1453-1832), and a second and briefer one in 1995
by the musicologist Gregory Stathes, as part of a tribute entitled Cycle of Greek Music, Byzantine
Composers, presented by the Athens Concert Hall in 1994-1995.%

From the famous compositions of this great musician I have chosen the kalophonic sticheron
“Xolwotov tov tepapxnV”’, a doxastikon in honour of St Athanasios the Great, belonging to the
hymnography for vespers of 2 May. It is a composition in the plagal of the second mode, written
on pages 373-374 of manuscript no 7 of the Holy Metropolis of Zakynthos. This manuscript is a
Kalophonic Sticherarion “written by master Manuel Chrysaphes” himself (“rtomn0¢v mapa tov
HatoTopog Tov Xpuoddov kvpiov MavounA”) as indicated at the beginning of the manuscript.*
In the following table (Table 1) may be seen the sticheron’s poetic text and its rendition in
English:

18 Spyridon Antonopoulos, “Manuel Chrysaphes and his Treatise: Reception History, a Work in Progress”, in Evi
Nika-Sampson, Giorgos Sakallieros, Maria Alexandru, Giorgos Kitsios, Emmanouel Giannopoulos, eds., Proceedings of
Crossroads | Greece as an intercultural pole of musical thought and creativity Conference, Thessaloniki 6-10 June 2011, School of
Music Studies, A.U.Th. / 1.M.S 2013, 153-155.

19 For the contents of this manuscript and its dating, see I'o. ®. Lt&a0ng, Ta xetpdypapa BvCavtiviic Movoikng, Aytov
‘Opog, Topog I', “Toovpa Bulavtiviic MovowoAoyiag, Athens 1993, 759-778.

20 For the contents of this manuscript and its dating, see T'0. ®. Lt&0ng, Ta xetpdypapa BvCavtiviic Movoikng, Aytov
‘Opog, Topog A', “Tdogupa Bulavtiviig MovoucoAoyiag, Athens 2015, 304-334.

21 See MavoAne K. Xatlnywkovpns, Mvnueia kar Zoppeixta ExkAnowaotixnc Movowknc. Exdbotixéc Xetpéc - Keipeva
kar ZyoAwaopol (1999-2010), Kévroov Epevvav kat Exdoéoewv, Athens 2011, 367-370.

22 Idem, Movoika Xetpoypada Tovprokpatiac (1453-1832), Topog mowrtog, Athens 1975, 392-404.

23 I'o. ®©. XtaOng, «MavounA Xovoadne 6 Aapmaddorog», KvkAog EAAnvikic Movoikijc, BvCavtivoi MeAovpyoi,
Mévyapo Movokric ABnvawv, TTeplodog 1994-1995, 34-38.
24 For a general description of the manuscript see MixanA Adaung, «KatdAoyog tov xewpoyoddwv tg BipAtoOrkng

IMavaywwtov Tottodvn amokepévng vov &v ) Teoax MntoomoAel ZaxkvvOov», Entetnoic ‘Etaugeiog Bulavtivov Zmovdwv
35, 1966, 324-325, where the manuscript is dated between 16" - 17" centuries. Maria Alexandru is of the opinion that
Zakynthos 7 is a manuscript of the second half of the 15" century. From her point of view this dating is justified firstly
by the very high quality of the manuscript (highly calligraphic with decoration in golden ink) and secondly by the list of
names of composers, in which all generations of kalophonic composers from the second half of the 13" century to the second
half of the 15" century are represented: see Mapiax AAeEavdoov, IaAawypapia BvCavtivic Movoiknc, Movoikodoyikéc
Kat kaAAtexvikéc avalntioerc, EAANvika Axadnuaikd HAexktoovika Zvyyodupata kot BonOjuata, https://repository.
kallipos.gr/handle/11419/6487, image 11.44, 645 and idem, “Tov otoatiotV TOV KAAGV”, Eva KAAOPWVIKO AQLOTOVQYN O
péoo Ao O povotkoAoyo dpako, in Kwvotavtivog Zkagpovtoog, ed., MaOnuatapiov: Epunvevtikn xkat Movatkodoyixn
Xrovdn, leod Movr) Qoomot, Athens 2017 (forthcoming).
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Table 1. The poetic text of the sticheron® and its rendition in English.

in the May Menaion

“Xototov tov Tegagxnv, buvnowpev  “Let us all praise hierarch of Christ and in the manuscript
&navteg ABavaoiov- 6t Ageiov T Athanasius, for he abolished all of Ambrosmn.us A139,%
ddayuaTa mavta KatNEYNOE, Kal Areios’ teachings, and he strongly as shown in the left
™ Ayiag Totadog 10 KQATOG, €ig preached the might of the Holy column  of Table 2,
: N - o . the latter being of
TAVTA TOV KOOUOV TOAVWGS Trinity through the whole universe, .
: B} s . . . the major sources of
KatayyéAAdel, éva @eov év ToLol one God in three persons undivided, ] ;
; L o . . the Old Sticherarion
TEOCWTIOLG AUEQLOTOV, W KAL to whom he intercedes in favour of all

written in middle
Byzantine notation
and provides us
with the non-
kalophonic setting of the sticheron “Xpiotov Tov tega@xnVv”. At a glance we can easily observe
that the same text slightly increases in length in the kalophonic composition of Manuel
Chrysaphes, as shown in the central column of Table 2 and then it increases further in the
New Method transcription of Chourmouzios, as shown in the right column of the same table.
This happens by: a) repeating certain syllables, b) creating pseudo-syllables by adding the
letter n?” to some vowels of certain words, and c) repeating whole words or phrases, and thus
creating anagrams. What is extremely interesting is that in Chrysaphes’s setting, the last phrase
of the text is left out,?® probably because it as intended to be supplied by the choir according
to the old style of sticheraric composition. This same phrase is also absent in Chourmouzios’s
transcription.”

nEeaPevel UEE MUV, TV év miotet  of us who faithfully celebrate his

TEAOUVIWYV TNV HvRunv avtov” memory”

COMPARING THE SETTINGS OF THE STICHERON

A comparison between the old non-kalophonic and the kalophonic setting of the sticheron,
as they appear in the middle Byzantine notation manuscripts under consideration and also
in Chourmouzios’s transcriptions, requires the use of the following sources/manuscripts: a)
for the old non-kalophonic setting: i) Sticherarium Ambrosianum A139 and ii) MPT 709,% the
third tome of Chourmouzios’s four-volume Palaion Sticherarion, in which the exegesis of the
non-kalophonic melody can be found (f. 61r-v); b) for the kalophonic melos: i) Ms Zakynthos
7, a Kalophonic Sticherarion, and ii) MPT 730,* the fourth tome of the Chourmouzios’s seven-
volume Mathematarion, in which the exegesis of the kalophonic melody is written (f. 334r -
338v).

25 See Mnvaiov Maiov, mepiéxov dnacav Tty avikovoav avtw AxolovBiav, dopbwbév 10 Tplv vro BapBolouaiov
KovtAovpoveiavov tov Tuppiov xat tap’ avtod avénOév 11 Tov TvTtikoD tpocOnkn kata Ty dtatay tne Ayiac tov XptoTov
MeyaAnc ExxAnoliac, nc 1 éyypadw ddeia dvabewpnev kat dxpifac émidiopbwOev éxdideTar vov VMO THC ATOOTOALKNC
Awaxoviac, "Exdooic ArtootoAwng Awakoviag g ‘EAAGdoc, Athens 1992, 16.

26 Lidia Perria and Jergen Raasted, eds., Sticherarium Ambrosianum, MMB 11, Pars Principalis, Munksgaard, Copenhagen
1992, f. 107r-v.

27 The symbols ¢ and ? are commonly used to mean the letter n in creating pseudo-syllables. Other letters used in
creating pseudo-syllables are t (t) and h (x).

28 Ms Zakynthos 7, 374.

29 Ms 730 of the Metochion of the Holy Sepulchre (MPT), f. 338v. Perhaps Chourmouzios had this specific manuscript

at his disposal when transcribing the kalophonic melodies from the old notation system to that of the New Method. This
hypothesis seems justifiable, especially if we take into account the brief note on the inner cover of the manuscript stating that
it belonged to Daniel the Precentor and after his death in 1789 to Iakovos the Precentor.

30 For the contents of this manuscript and its dating, see I'onydotog L1a0ng, Ta npwtoypada tnc éEnynocwe eic tnv
Néav MéBodov tnc Enueoypadiac, B' téuoc, O katadoyoc, Toguua Bulavtiviic MovotkoAoyiag, Athens 2016, 261-290.
31 For the contents of this manuscript and its dating, see I'onydotog L1a0ng, Ta npwtoypada tnc éEnynocwe eic tny

Néav MéBodov tnc Enueoypadiac, B' téuoc, O katadoyoc, Toguua Bulavtiviic MovotkoAoyiag, Athens 2016, 152-159.
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‘Tejon
ur sawm) £ pajeadar st (1Y pue # YiIm paurquuod) 12 a[qejAs-opnasd sty[
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AYYL
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"Te30} ur sawn Of pajeadan st 11 dfqeriAs-opnasd sy, 4
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AYOLU

‘A020103110 S10LMO00L 10101 AZ AO3@ VA3
13yY-2X/2AA0202-3 A 0200 SMA0OL
AOTLOO AQL VLAV 513

502005 01 50QO], S0IAY Sl 103
30UAd-li203-(105

ayov 20UAS-lizox-Linost

02001 VL1AVQQ V1 10713dY/-130Y 120
-AOLOVAVQY 53LAVLY

AYYL
azrlmo-liarignXx-bana
‘AlX0w03], A0L Q010-1dX /10X 12/12-10X

-UOTPNPOIIU]-

‘ao2qo alimban aliz amraqoy3zr1zoo1u A2 A0

‘acomlt 0310 1203g0301 103 O

‘00101031110 S10LMO00L 10101 A3 AQ3@ VA3
13YY3AA0203 Sman0L

AOTLOO AQL VLAV 513

502003 01 50QO ], S04y Sl 103

20LuA0LLN
01401 VLAVQQ V1 10120y 120
-AOIOVAVQY 531AVLY

azrlmoliarg
‘AlX0w03], A0L Q01010

Table 2. The
poetic text of the

sticheron as it
appears in the
sources studied.
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Merely by looking at the two manuscripts in middle Byzantine notation, one can tell the
difference in the size of the two melodies. The non-kalophonic melos is shorter by far than the
kalophonic one. But this is not the only difference between the two melodies. If one takes a closer
look and follows the way each melody unfolds, one discovers quite a number of differences
in both structure and modality (Table 3). However, in order to obtain a clearer image of the

differences between these two styles one has to consult Chourmouzios’s transcriptions in the
New Method.

Table 3. Structural and modal course of the kalophonic and non-kalophonic versions of the sticheron

Kolon Poetic text

Kolon
No | No
| 1-9 AT, Introduction (xm-'fl.-n}m = T —
" n9 - n3 _;_;/H e
1 | ‘jxl;nn'mﬁ 1w 1{’(_!1.1@5:;1}‘.‘. LITL Ta AT 10-14 | Xpaorob mov Tegdgxmnv, 31 rpvrxuipviowpey iy W
2 dnavrec ABawioo 5 15-17 | dmavres ABavadmon-
a1 Apeiow 11-3 1819 |6 Agei-Ageiov ﬁ“:.
4 Tt SdAYUOTE TOAVTE KATHEYTOE, 20:22 | i Deiny oo m‘wm;‘l K TIRQYTICE, Al K TgyTIoE, "5<"'° -
5 | kal e Avias Toutdos 16 KoaTos, 11:} 2324 Jual e Ayiac Tpudbos 1o kpatoc,
3 £lg vt Tow siapuoy I i £lg e Tine kiopov
7 TRAVERS KTy yEAAEL ,% 26 TREVES KETEyrl-kanay A, _""\"'LL
B Fuvin Beow By 1o A0 Tow Ayl guotoy, 728 | fun Beov Ev Touoi rtwrfmuw.npiumw, ALY % Ga- “1:5
280-31 | v Beow Ev T TIQOMGRTTOW (U d (UTTOY, ﬁh%
3248 | kralema TOTO, TEQUREL, (TVE, TEQMQELL, TOTD, TOMQEL, lci'ﬂ\'f?.l%'trgw:p
49 Evin Ehedv £V TOUIL TTQOOWITTONG A QUTToN,
9 w wal ngeofrion
10 UREQ TGy,
11 TOV EV MITEL TEADUWTEN TV VIV o,

By comparing Chourmouzios’s transcriptions one obtains the following data, which are
displayed in Table 4:

a) On the duration: in the case of the non-kalophonic melody, when the poetic text is set to
music, the ratio of 8 beats per syllable is the most commonly used. Another usual ratio is also
4 or 16 beats per syllable. Of course, there are other ratios ranging from 1 beat minimum up to
48 beats maximum for one syllable of the poetic text. In the case of the kalophonic melody the
ratio 8 beats per syllable is still the most commonly used, together with the ratio 4 or 16 beats
per syllable. Syllables extending to more than 20 or even 30 beats greatly increase, while the
range of ratios fluctuates from 1 beat minimum to 638 beats maximum (this number refers to
the opening syllable, which has a melodic procedure similar to a kratema). A common point in
both melodies is that the syllables with the largest proportion in beats are the accented syllables,
the closing syllables of the various kola and the syllables where the melody and the poetic text
at the same time meet their peak. The total duration of the non-kalophonic melody is 798 beats,
while the kalophonic melody extends to 3446 beats.

b) On the ambitus: apart from the beats used by each melody per syllable, an important role
in devising the melody is played by the range of tones used per syllable. In the Old Sticherarion
the melody moves generally within the limits of a third or a fourth within a kolon; less often
does it move within larger intervals (from a fifth to a seventh). The total range of the melody
reaches the interval of a tenth. In the kalophonic style the intervals of the fifth and the sixth
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predominate within a kolon, while the total range of the melody reaches the interval of a fifteenth
(two octaves).

c) On modality: in terms of modality one can observe that the non-kalophonic melody,
other than the plagal of the second mode, uses the authentic second mode, as well as a mixed
scale that combines the plagal of the second mode with the authentic fourth mode (hagia). In
the kalophonic melody we can see more modal changes (modulations). There, apart from the
plagal of the second mode, the authentic second mode and the mixed scale mentioned above,
a great part of the melody is set in the diatonic genre, mostly in the plagal of the fourth mode,
together with some phrases set in legetos and some others set in the authentic first mode. The
following palette will help elucidate the way in which different colours are used in Table 5 to
describe the modal changes of the two melodies, kalophonic and non-kalophonic.

Table 4. Colour palette, defining the colours used to describe modal changes in Table 5.

Plagal of the 2" mode

2nd quthentic mode

Mixed scale

Plagal of the 4 mode

Table 5. Data collected according to Chourmouzios’s transcriptions

Poetic text | Xpr- | oTod | TOV | i- | & | pap- | MY, | - | pvi- | om- | HEV | LYY
- beats/ambitus/mode
£ [MPT 709
j MPT 730 170/8va | 8/3rd  [37/7th [34/6th
Poetic text VTEG ol- ov
« beats/ambitus/mode
£ |MPT 709
|2 |MPT 730
Poetic text 0- Tl - pei- [
- beats/ambitus/mode
£ [MPT 709
|2 [MPT 730
Poetic text | T | o1- | doay- | pno- | T | na- | vTo | KO- | mp- |yn- | og | TV
< beats/ambitus/mode
£ |mPT 709 -
_§ MPT 730 10/5th | 16/8va [58/7th | 8/3rd [20/6th [25/8va
Poetic text KO- mp- Y- oE
- beats/ambitus/mode
S [MPT 709 - - - -
;2 MPT 730 16/5th | 67/7th [8/3rd | 68/6th
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K

2/- 8/4th | 8/3rd | 16/5th
Poetic text é- va Oe- ov

Poetic text | Katl | g | a- | yi- | ag | TOL- | Q- | dog | O |Kgo’c-| TOG
o beats/ambitus/mode
§ |MPT 709
_,\_2 MPT 730 8/6th 2/- | 2/2nd | 24/5th | 2/2nd | 2/2nd | 54/7th | 8/4th | 6/3rd [ 39/6th | 31/6th
Poetic text ] eig I Q- l via | OV l KO- lopov
© beats/ambitus/mode
& [mPT709 [ 22nd [12/5th | 2 | 2/2nd [ 16/7th [10/6th |
_\2 MPT 730 6/3rd | 20/5th | 16/4th | 4/3rd | 32/6th | 10/6th
Poetic text T00- | vwg | xka- Toy- YEA- AeL
~ Xopovot mowTor/ambitus/mode
5§ [MPT 709
| C |MPT 730 2/- | 25/7th | 7/4th | 4/3rd | 100/6th | 10/3rd
Poetic text €- va Oe- ov
3 beats/ambitus/mode
§ [mPT709 [ 27nd | 2 J2pnd | 83rd |
| 2 [MPT 730 24/7th | 10/6th |8/4th |22/4th
Poetic text év TOL- ol mQO- Ow- |n01g| a- | Jé- | ol- |0’cov, |'rw’()\w
=2 beats/ambitus/mode
5 |MPT 709 | -
S [MPT 730 B |

beats/ambitus/mode
g MPT 709 - - - -
| & |MPT 730
Poetic text &v TOl- ol mQO- ow- | ToLg | a- | pé- | ol- |GTOV, kratema
- beats/ambitus/mode
$ |MPT 709
| & |MPT 730 779/12th
Poetic text | €- ov
= beats/ambitus/mode
.‘?; MPT 709 - - - -
| & |MPT 730
Poetic text | év | TQL- | ol | TQO- | ow- | molg | a- | ué- | oL- | agTov,
= beats/ambitus/mode
g MPT 709 - - - - - - - - - -
| & |MPT 730
Poetic text @ kai | moe- [ ofev- €L
. beats/ambitus/mode
§ [MPT 709
g |MPT 730 - - - - -
S
Poetic text U- | meQ | - | pwv,
e beats/ambitus/mode
§ |MPT 709
|2 |MPT 730 - - - -
Poetic text TV év mi- oTeL Te- | Aov- |v"twv| ™V | pvn- | unv | av- |’tOf).
= beats/ambitus/mode
§ |MPT 709
|2 _|MPT 730 - - - - - - - - - - - -
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On studying the above table carefully, one can observe that modal changes occurring in the
course of the kalophonic sticheron in Chourmouzios’s transcription have to do on the one hand
with modulations from one mode to another, and on the other with the transposition of some
of these modes. This happens especially with the plagal of the second mode, that is to say,
the original mode in which the sticheron is composed. In the following images, we can see a
couple of cases, where the initial mode of the composition is transposed, causing a series of
alterations on the original pitches: a) during the kratema (kola 32-40) the plagal of the second

mode is transposed a fourth higher:

Image 1. Plagal of the second Plagal of the second mode on its theoretical base
mode transposed a fourth _
higher.® |
 —— - o - a
= — b No*®
O T— : —
7 be 7 T - T A . 'yt 4
0ol Zy & ¥ rLhd £ 3 Xy =2
1 20 |4yl 42 || 2o g 42 | & 20 |g| #2
g 3 3e 45 alF <% LfF &
»."{ ] E r; 3"
Plagal of the second mode e 1w lalis
transposed a fourth higher - TR T a
) 9 y %1 |:-.|
} - —'#h i
_f S—— _I.-'_ --*g 0.‘ ] = —_*q_f_.__
E?—_{;T;—_—th_—e—" e = =
3 ‘3 . N ——1
O
Ni=pseudoDi

b) again during the kratema (kola 41-45) the same mode is transposed a second lower:

Image 2. Plagal of the
second mode transposed
a second lower.

Plagal of the second mode on its theoretical base

o
! : b fgo—°
— g * 1
et
3 4 LA Xz yu g
| | ol e |
ﬂ 20 ["1' AL |6 20 |4 H_I
;: ; - £ ; 3:‘ l:!. 3_ ;’-’ <”-,

- - L SR S —

T = = . o
o _ﬁ__o_b_.—L— e—
fut

Ga=pseudoDi

L]

H‘-.l
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32 For the alteration signs used in images 2-5, see Mapilat AAeEavdoov, ITaAaoypapia BvCavtiviic Movoixijc, Table
I1.3.8, 865.
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DIFFERENCES AND SIMILARITIES

Returning to the middle Byzantine notation manuscripts, besides the many differences that one
can find between the old non-kalophonic and the kalophonic sticheron “Xgiotov tov tepdoxnv”,
there are some similarities that can demonstrate further points: the first is that some lines of
the Old Sticherarion live on in the Kalophonic Sticherarion. The second is that composers of
the kalophonic idiom were familiar with the older non-kalophonic version of the Sticherarion,
which they very probably used in non-solemn services. St John Koukouzeles himself was not
only a master of the kalophonic style, but a reviewer of the Old Sticherarion at the same time
(ms NLG 884).* According to Stathes, Manuel Chrysaphes also, worked on the revision and
embellishment of old sticheraric melodies,* about a hundred years later.

To illustrate this point I shall will give two examples that demonstrate the connection and
simultaneously the difference between the Old Sticherarion and the kalophonic style. The first
example comes from the very beginning of the sticheron, where the word “Xoiwotov” is set to
music in a similar way in the middle Byzantine notation manuscripts (A139 & Zakynthos 7).
In fact, the only difference between the two manuscripts is the great sign for the kratema added
in Zakynthos 7. If we collate the manuscripts in the middle Byzantine notation together with
their transcriptions in the New Method, it becomes obvious that the procedure of exegesis
works somewhat differently, depending on the style (kalophonic or non-kalophonic). Indeed,
these two almost identical lines are transcribed in the New Method by the same hand, that of
Chourmouzios, in a slightly different way, as is shown in Image 3. It is possible that this diversity
in transcription echoes different chanting practices that apply to different compositional genres,
such as the Old Sticherarion and the kalophonic style of melopoeia. Subsequently, different styles
generate differently constructed melodies and, contrariwise, differently constructed melodies
belong to different compositional styles, which are clearly reflected in the exegetical procedure.

Image 3. Collation of sources on the word “Xototov”

AN c—w —_—
n -t XD o <
A139 ﬂg s !
(£107x) [O% = =
/ ~b -
o 3 2 O — -
MPT - : e
709 (i;w“ JE ! J o L !
(£.61r) g ' WV T
\_ :1 “ J o M NN —
ZAK?7 IB ¥
.373) 104 ¥, = Lo
(B =S —|=="~=28
MPT g —— 1 = -
2 ) e 7 .
730 é;%bﬁ —1— J J }:‘ i )J) 7
(£.335r) IV, |
ik /€ - LI+ | 81 f
33 Jorgen Raasted, “Koukouzeles’ Revision of the Sticherarion and Sinai gr. 12307, in J. Szendrei and D. Hiley, eds.,
Laborare fraters in unum. Festschrift Liszlé Dobszay zum 60. Geburtstag, Spolia Berolinensia 7, Hildesheim 1995, 261-277.
34 See L1a0ng, “MavounA Xovoadng 6 Aaumadagloc”, KokAoc EAAnviknc Movaikic, 37-38.
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The second example can be found in the word “dmnavtec”, where once more the middle
Byzantine notation sources are very close, while Chourmouzios’s transcriptions are again
slightly different (Image 4). Of course, this phenomenon has to do with the different way
in which the same or similar melodic formulas of the middle Byzantine notation system are
transcribed in that of the New Method by Chourmouzios, who, let us not forget, was a master
of the old notation system and one of the inventors of the New Method.

Image 4. Collation of sources on the word “d&mnavtec”
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CONCLUSION

In closing, I would like to say that indeed the kalophonic compositional style differs from
that of the Old Sticherarion. Having its roots deep in the hesychastic theology of St Gregory
Palamas, Kalofonikon melos leads the chanting art of its era through the work of enlightened
as well as skilful composers, such as St John Koukouzeles, Manouel Chrysaphes and others,
towards its zenith.* Its composers produce elaborate and extended melodies, with a festive
character, which is borne out by the fact that kalophonic stichera are composed for the most
significant feasts of the church calendar.’ This very refined melodic development is achieved
by the extensive use of the great signs that characterize kalophonic formulas. The poetic text is
extended by using anagrams, in order not to lose its coherence and conceptual continuity. Part
of the lengthy melody is covered by one or more kratemata, depending on the structure of the
piece (mathema).

The above characteristics of kalophonia were gradually established in the period following
the recovery of Constantinople (1261) from the Franks. I would say once more that it was a period
of a general intellectual flowering, during which special impetus was given to the development
of church music. The stylistic features of kalofonikon melos justify, according to Edward Williams
and others, among them myself, its characterization as novel and the characterization of the
relevant compositional style as a Byzantine ars nova. Finally, I should underline that kalophonia
appears as a new form of an already-extant art, not in rupture with the past, but, as shown by
the sayings of its creators, as an inseparable continuity with and development of it.

35 See Egon Wellesz, A History of Byzantine Music and Hymnography, 2nd edition revised and enlarged, Oxford: Clarendon
Press 1962, vi.
36 See Jorgen Raasted, “Length and festivity, On some prolongation techniques in Byzantine Chant”, in Eva Louise

Lillie & Nils Holger Petersen, eds., Liturgy and the Arts in the Middle Ages, Studies in Honour of C. Clifford Flanigan, Museum
Tusculanum Press, University of Copenhagen 1996, 75-84. 132



