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EDITORS’ NOTE

his latest issue of the Journal of the International Society for Orthodox
Church Music includes two peer-reviewed articles, a conference paper
and two reviews of recent publications.

The first of the peer-reviewed articles is a substantial discussion
by Nikos Andrikos and Stavros Sarantidis of innovative compositional
techniques employed in a specific Byzantine chant repertoire of the 19t
century, namely the sticheraric meli in the diatonic version of the Varys
mode. The second article deals with a very different kind of innovation:
Michalis Stroumpakis discusses the way in which Byzantine chant informs
the creative work of the outstanding composer and musicologist Michalis
Adamis (1929-2013), and in particular his work Rodanon, for psaltis, chant
choir and orchestra.

This is followed by a comparison of the effects of the ideas of the
Enlightenment in sacred music from Western Europe and Russia by
Robert Galbraith, a paper first given at the conference “Enlightenment
and Illumination” organized by the Philokallia Association and ISOCM in
Prague in November 2018.

We close with reviews of two substantial recent publications. The first,
by Peter Bouteneff, is a collection of essays which originated in papers from
another conference, held in 2013 at Goldsmiths, London, entitled Orthdoxy,
Music, Politics and Art in Russia and Eastern Europe, edited by Ivan
Moody and Ivana Medi¢ and published by Goldsmiths and the Institute
of Musicology in Belgrade. The second, by Nina-Maria Wanek, is of Gerda
Wolfram’s edition of an important Byzantine musical treatise: Der Traktat
des Akakios Chalkeopolos zum Byzantinischen Kirchengesang, published
last year by Brepols.

The Editors encourage the submission of further materials for review,
including books, scores and recordings, as well as articles related to the
subject of Orthodox church music throughout the world.

Very Rev. Dr Ivan Moody Dr Maria Takala-Roszczenko
Editor-in-Chief Editorial Secretary



JOURNAL OF THE INTERNATIONAL SOCIETY
FOR ORTHODOX CHURCH MUSIC

Vol. 5 (1), Section I: Peer-reviewed Articles, pp. 1-23
ISSN 2342-1258
https://journal.fi/jisocm

INNOVATIVE COMPOSITIONAL ATTEMPTS IN
THE NINETEENTH-CENTURY GREEK ORTHODOX
CHURCH MuSIC

THE STICHERARIC MELI IN DIATONIC ECHOS VARYS

NIKOS ANDRIKOS

nikoandr@uoi.gr

STAVROS SARANTIDIS

stavrantidis@hotmail.com

his article presents a compositional corpus of the nineteenth-century
sticheraric meli' that follow the mild diatonic version of echos (mode)
Varys. These compositions can be characterized as innovative not only on
account of their modal substance but also because of the use of numerous
stylistic elements that refer to urban music in the Ottoman Empire. Indeed,
the progressive masters of the Ottoman periphery, in contrast to the
established practice of composing sticheraric melodies of the echos Varys
on the base note I'A (ga), attempted to use the mild diatonic version of the
same mode based on the note Z( (zo, a fifth lower), while utilizing melodic
phenomena and modal behaviours that were present in the wider urban
Ottoman music culture of the nineteenth century. Apart from the structural,
modal, phraseological and stylistic presentation-analysis of this individual
repertoire, the historical background of the nineteenth century is briefly
outlined here.
This article attempts to shed light on the extended innovative attitudes
that are detected in the field of nineteenth-century church music through
the approach to and comprehension of the wider historical context. Thus,

1 Meli (uéAn) is the plural form of the term melos (LéAog) that in the Greek Orthodox church music
corresponds to the contemporary concept of composition.
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the methodological model that is followed combines the use or “exploitation”
of both musical (printed music editions) and historical sources. The aim of the
detailed analysis of the repertoire is the delineation of the creative “discourse”
between church and secular urban music in the field of original composition.
The approach and scientific management of the innovative material
of the sticheraric meli in Varys diatonic give rise to an important issue that
concerns the relation between modality and form. Indeed, in church music,
modality generally serves the form’s structural principles, following specific
rules. The aim of this practice is connected with the necessity of delineating
the form’s individual features. Until now, there has been no scientific essay that
deals with the dynamic relation between modality and form in nineteenth-
century church music. This article attempts to launch a discussion about the
borders between modality and form in the compositional material of this era,
and therefore aspires to answer a scientific question regarding the structural
as well as stylistic relation between the concepts of modality and form,
simultaneously clarifying several aspects of this interactive coexistence.

HISTORICAL BACKGROUND IN THE LONG NINETEENTH CENTURY?

The invention as well as the establishment of the New Method by the Three
Teachers (Chrysanthos of Madytos, Gregorios Protopsaltes, Chourmouzios
Chartofylax) in 1814 must be considered as a turning point for the historical
development of church music. A number of tools that were offered through
the Chrysanthine system pushed the psaltic world towards original
composition. Indeed, the analytical structure of the New Parasimantiki’
became the vehicle for the expression of new compositional ideas that
drastically influenced the entire aesthetic profile of nineteenth century church
music. Therefore, the invention of music typography and the massive printed
output that followed contributed to the establishment and dissemination of a
variety of radical and progressive compositional approaches.

Undoubtedly, the whole reformative attitude in the field of church
music must be understood as an inseparable part of the wider procedure
of the Westernization/modernization of the Ottoman Empire. Thus, the
renewal as well as the reconstruction of the Empire was located in the core
of nineteenth-century Ottoman policy. The main goal of the whole process
was the qualitative upgrade of state organizations such as the bureaucracy,

2 In this paper, the established concept in historical studies of the long nineteenth century has been
preferred in order to embrace events that took place from the last decades of the eighteenth century until
the second decade of the twentieth century. In addition, for the needs of this research, the historical edge of
this period has been extended according to the methodological model of Turkish studies, within the frame
of which the population exchange as well as the establishment of the Turkish Republic are incorporated into
this period. Hence, the historical approach to nineteenth-century church music requires the examination of
cases that do not belong chronologically to the nineteenth century. Thus, events of the last decades of the
eighteenth century that play a catalytic role in the physiognomy of the next century must also be presented. In
church music one can feel the resonance of the aesthetic profile of the long nineteenth century even until the
mid-1930s. Because of this obvious stylistic reference to models of the nineteenth century, the incorporation of
cases from the 1920s and 1930s into this paper is justified as scientifically necessary.

3 The New Parasimantiki was established after the 1814 Reform, as the result of a long-lasting procedure
regarding the simplification of the notation system of Greek Orthodox church music. The term Chrysanthine
system is also often used for the new notation.
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the army, the educational system, etc. The aforementioned reforms — widely
known as Tanzimat — affected social life as well as the wider inter-communal
relationships of the Ottoman territory. Hence, one of the most fundamental
principles of Tanzimat related to the isonomy of the Ottoman citizens
independently of their religion and ethnicity.*

The reformative process regarding the state’s administration and social
life initially detected in the period of Sultan Selim Il influenced aesthetically
the overall production and expression of art. The openness of the Ottoman
court towards Western culture contributed to shaping the character of urban
musicin the fields of performance practices, the educational procedure as well
as compositional output. In particular, after the abolishment of the Janissary
Order in 1826 by Mahmut II and the establishment of Muzikd-i Hiimayun
according to the educational system of Western Conservatories, the entire
environment in the field of Ottoman music was obviously transformed.®

Moreover, if one approached this issue historically one would highlight
attempts at the invention and use of a variety of notation systems, the wide
establishment of modern educational models, the use of Western instruments,
etc. In the field of composition, short vocal forms such as Sark: obtained wide
popularity, simultaneously displacing previous extensive® melismatic genres
such as Kdr, Beste, Agir Semdi, etc. As for modality, new makams (Ottoman
musical modes) were invented at the same time, expanding the expressive
boundaries of the urban music of Istanbul. Therefore, nineteenth century
composers stylistically preferred the frequent use of the phenomenon of
modulation (gecki), the analytical management of micro-structural melodic
motifs, and incorporated into their compositions numerous melodic and
rhythmic themes originating from idiomatic rural folk genres of the Ottoman
Empire as well as from Western music culture.”

These changes in the music life of the Empire unavoidably influenced
the action of the Greek Orthodox community, even in the field of church
music. The privileges that were given to non-Muslim citizens created
appropriate conditions for intensive action through the constitution of music
schools and cultural associations, amongst others. Simultaneously, a wider
discourse about the authenticity of church melos brought to the forefront
the issue of the concept of paradosis (tradition). In fact, a variety of idiomatic
or idiosyncratic versions that arose in several urban centres of the Ottoman
periphery disputed the one-dimensional perception of the meaning of
paradosis.® Despite the individual differences that can be detected between
these instances, the common feature was an obvious tendency towards

4 Concerning this issue, see Donald Quataert, The Ottoman Empire 1700-1922 (Cambridge: Cambridge
University Press, 2005), Eric Ziircher, Turkey: A Modern History (London: I. B Tauris, 1993), Stanford J. Shaw
and Ezel Kural Shaw, History of the Ottoman Empire and Modern Turkey. Vol. II: Reform, Revolution and Republic:
The Rise of Modern Turkey, 1808-1975 (Cambridge: Cambridge University Press, 1977).

5 Nixog Avdoikog, H ExxAnotaotikn povoikn tne Xuvpvnc (1800-1922) (Abrva: Tomog, 2015), 56-7.
6 The term ”“extensive” describes here the morphological content of the original slow-melismatic
compositions for which there are no corresponding, older (short) compositional archetypes.

7 Avdoliog, H ExxAnotaotikmn, 58-9.

8 Avdoliog, H ExxAnotaotikn, 62-9.
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the creative integration and management of elements detected in the Makam
system.

Hence, autonomous modal phenomena as well as melodic movements
and behaviours, motifs and themes of Ottoman music were frequently
used in the framework of compositional production from provinces such as
Smyrna, Eastern Thrace, Bursa, etc. Consequently, important exponents of
the nineteenth century’s innovative movement who could be characterized
as masters originated from or were active in Eastern Thrace (e.g. Georgios of
Rhaidestos, Georgios of Saranta Ekklisies, Christodoulos Georgiades of Kesan),
Propontis (e.g. Georgios Ryssios, Panagiotis Kiltzanides, Petros Philanthides
of Panormos, Kosmas Evmorphopoulos of Madytos), or Smyrna (Nikolaos
Georgiou and Misael Misaelides the Protopsaltes of Smyrna). Indeed, the
analytical character of the new system must be comprehended as an “ally” in
the effort of progressive chanters to employ their radical compositional ideas
by means of the musical score. In fact, the Chrysanthine system provides
the appropriate tools for the accurate transcription of a variety of melodic-
rhythmic nuances and details.’

On the other side, the conservative cycles of the Patriarchate attempted
to control and prevent this massive peripheral action through the convocation
of music committees, whose main mission was the authorization of any new
compositional attempt. Thus, these committees had to examine and give
approval for the publication of new music books by the printing house of
the Patriarchate. The basic criterion regarding the acceptance of new books
was their “alignment” with the Patriarchate’s perception of the notion of
paradosis. Therefore, the ultimate target of this procedure had to do with the
“purification” (kaOapoig) of church music of any element that originated
from secular (e£wtepkr)) music.® These actions were amplified in Joachim
II's time through two circulars which, amongst other things, determined the
repertorial corpus that was allowed to be performed in services. By means
of these circulars, any compositional attempt which referred aesthetically to
Ottoman secular music was prohibited." For this reason, music compilations
containing solely the authorized repertoire were published in Istanbul by the
Patriarchate.

Despite these practices, the innovative wave of progressive compositional
production could not be held back. So, in the second half of the nineteenth
century a plethora of printed books of church music characterized by the
compositional utilization of the modal patterns of Ottoman music were
accepted by a wide audience of chanters and music aficionados all over the
Empire and the Kingdom of Greece.

9 Avdoikog, H ExkAnoiaotix), 62-3.

10 I'ecboylog TlamaddmovAog, Zvupodai eic v Iotopiav tnc nap’ nuiv ExxAnoiactikne povoikng
(AB1va: KovoovAivou kat ABavaaoiadov, 1890), 380, 397; Avdoirkog, H ExkAnoiactikn, 64-5.

11 IManadonovAog, Zvupolai, 420, 424.
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MODALITY AND MUSICAL FORM IN NINETEENTH-CENTURY CHURCH MUSIC

Eastern Orthodox church music, through its use of the Octoechos system,
belongs to the major modal cultures of the East structurally as well as
aesthetically. It is known that the most characteristic element of Eastern
music cultures is the “refined” (intervallic and ornamental) management
and attribution of the melodic material.’> Thus, the melodic theme is
monophonically developed on the horizontal axis. Therefore, specific
phraseology, melodic behaviours, stereotypical repeated cadences and
micro-structural schemes construct the repertoire’s compositional substance.
Despite the obvious modal character of church music, its melodic behaviour
as a whole, as well as its aesthetic physiognomy do not depend merely
on modal criteria. The form a piece follows greatly determines the modal
behaviour of the melodic material.

According to this specificity “Octaechia is not strictly a modal system
like the case of Arabic and Turkish Makams or Indian Ragas, but rather
a “semi-modal” organization of the repertoire, like the Dastgah system of
Persian classical music.””* Hence, the melodic behaviour of a specific echos
as well as its individual phraseology can be distinguished according to the
form, generally called eidos (genre, kind). So, even if the intervallic material
remains the same, not only the modal existence (melodic progression,
dominant degrees, phraseological content) but also the sonic result can have
a very different aesthetic profile.*

In the repertoire of the nineteenth century, this direct dependence of
modality on form seems to become more “permissive”. In addition, a variety
of modal phenomena deriving from Ottoman music are used autonomously.”
Therefore, modal behaviours and movements that refer to the Makam
system are integrated into the main compositional corpus that was produced
especially after the Reform of 1814. The genre of the Sticherarion, not only
the old extensive melismatic, but also the short version that was delivered
through Petros Lampadarios’s transcription, can be considered as an
appropriate instance in order to comprehend the strict relation between form
and modality in church music. In fact, within the frame of the Sticherarion,
modality is adapted according to the morphological content of this genre,
the hymnographical text’s meaning, rhythmic substance, etc. Thus, the basic
compositional practice is connected to the utilization of a variety of fixed
stereotypical phrases (theseis) which the composer had to compile while
simultaneously supporting the melodic-rhythmic coherence of the piece.

12 Nikos Andrikos, “Towards a Re-approach of Makam Theory Based on Practice and Performance:
The Case of the Segah Phenomena,” Etnomiizikoloji Dergisi/Ethnomusicology Journal 3, No. 2 (2020): 227.

13 Markos, Skoulios, “Modern Theory and Notation of Byzantine Chanting Tradition: A Near Eastern
Musicological Perspective”, Near Eastern Musicology Online 1 (2012): 24.

14 For example, in the short syllabic meli of the first echos, the fourth degree (AI) is used as the dominant.
On the other hand, in the short sticheraric genre, the modal behaviour of the first echos is definitely different
on account of the use of I'A as the degree of reference. So, although the intervallic material is the same, the
way the degrees are used as well as the individual phraseology of each genre contribute drastically to the
structure of different sonic environments.

15 Avdoliiog, H ExxkAnotaotikn, 168-239.
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In addition, there are a number of specific phrases for each echos that
are used in the Sticherarion in order to maintain the required structural
unity and “flow”. In the nineteenth century, especially in the context of the
compositional work of Konstantinos Protopsaltes, Nikolaos Protopsaltes of
Smyrna and Petros Philanthides, this notion of structural unity seems to
be “sacrificed on the altar” in favour of melodic enrichment. Therefore, the
common element of all these attempts was the extended use of rhetorical
schemes for the sonic expression of the meaning of the text.'* So, modulations,
changes of tonal centre, melodic extensions in the higher or lower regions,
use of micro-structural analytical patterns, phenomena such as parachordi
or trohos, etc, are frequently used in the context of compositional techniques
that refer to the practice of word painting, i.e. the construction of individual
soundscapes. The example of the Stichera of the Varys Diatonic echos that
will be presented below must be considered as an extreme phenomenon
in the compositional practices of the long nineteenth century. In this case,
apart from the established practice of composing sticheraric meli of Varys
onI'A, a new compositional approach arose. A variety of modal phenomena
that belong to the wider category of Varys’s diatonic version (produced from
the degree of Z()) are utilized in the composition of Varys pieces of the
sticheraric genre.

THE HISTORICAL TRAJECTORY OF THE VARYS DIATONIC ECHOS IN CHURCH MUSIC

The use of the Varys diatonic echos in church music essentially concerns
the wide melismatic compositions of papadiki. Hence, genres such as
cherouvika, koinonika and several compositions of the mathematarion
— mathemata and kratemata — follow the modal phenomenon of Varys on
ZQ). Examining the structural and modal content of the aforementioned
material, one can easily see the intensive interaction between Varys and the
first echos on ITA."” Actually, the biggest part of these compositions relates
more to the first echos than to Varys. So, extensive melodic phraseology that
refers to mild diatonic phenomena that are produced on ITA, is elaborated,
creating specific environments around the degrees of I'A and Al through a
number of appropriate phrases and cadences. Therefore, the overall sonic
result that is produced creates a mild diatonic atmosphere in the main region
that could be characterized as first echos since only the final cadences are
performed on ZQ."*®

However, the structure as well as the aesthetic profile of Varys seems
to change in the seventeenth century, when modal behaviours that refer to
the phenomenon of Evc" are incorporated especially into melismatic genres
such as kalophonic heirmoi, kratemata, doxologies, etc. Although the older

16 Avdotkog, H ExkAnoiaotixi, 199-201.

17 Concerning this issue, see [w&vvng ApBavitng, “To mageABdV kat to maedv Tov Bapéog diatovucov
fxov”, H Oxtanyia, «@ewoia kat paén g WaAtumc téxvne», I'" AteOvéc Zuvédoio MovotkoAoy ko kat
WaAtueo (2010): 335-342.

18 Final cadences can be detected on ITA and even on T'A.

19 See Table 1.
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compositional practice coexists with the new until the last decades of the
eighteenth century, the compositional management of Varys seems to change
radically in the nineteenth, when the “Evc-orientated” version undoubtedly
became the dominant tendency. Therefore, apart from autonomous
compositions that refer to Evc, the aforementioned modal phenomenon is
integrated in the main corpus of cherouvika and koinonika in specific themes
such as “Triadi” and “ek ton ouranon”, which are emphatically highlighted.
Indeed, in the frame of the meli of the papadiki, the phenomenon of Evc,
also known as Varys eptafonos, is utilized through extensive phraseology
when emphasis is required.

After the establishment of Varys eptafonos in the compositional corpus
of church music,® elements of another modal phenomenon of Ottoman urban
music were also utilized by composers of the nineteenth century. Specifically,
several compositions based on the makam Bestenigir” appeared in this
period, while its elements can also be detected in a plethora of the meli of
Varys interacting with the corresponding phenomenon of Evc. In fact, if one
attempted to recognize and annotate the phenomena that were used in Varys
echos during the nineteenth century, one would methodologically match
them with their parallel modal phenomena in Ottoman music. Of course,
this reference cannot be understood as an absolute identification because of
the morphological and aesthetic adaptation in the church repertoire. Thus,
the makams that are used may not strictly follow the melodic progression
(seyir) or individual phraseology found in Ottoman secular repertoire. In
fact, these instances could be characterized as phenomena of syncretism,
because of the amalgamation of different elements originating from different
but without doubt morphologically, historically and aesthetically relevant
and related modal systems and cultures.

If one attempts to approach the innovative Varys repertoire of the
nineteenth century, one must take into account at least the three makams
analysed below (Table 1). At this point, all the characteristic elements
(intervallic content, melodic progression - Seyir, melodic attraction
phenomena, stereotypical phraseology, intermediate suspended and final
cadences, probable modulations, general flavour — Cesni, etc) that make up
these makams will not be analytically presented. Only the necessary features
of makam Irak, Bestenigir and Evc that will facilitate their comprehension in
the nineteenth-century sticheraric meli of Varys are briefly presented.*

20 Concerning this issue, see I'tdvvng ITAeupévog, To povoiko moptpéto Tov NeoeAAnvikov
Aadpwtiopov (AOMva: Wnodida, 2003), 5-35 and Avdoikoc, H ExxAnotaotikn, 192.

21 See Table 1.

22 For an analytical presentation of these phenomena see Ismail Hakki Ozkan, Tiirk Milstkisi Nazariyat:

ve Ustilleri, Kudiim Velveleleri (Ankara: Otiiken, 2006), 473-485.
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TABLE 1

Makam Genre of Varys Main structure

Irak Protovarys or Pentafonos First echos with final cadences on ZQ

(mesos Protos echos)
™

A
&S o ﬁ.zTetrachord of Ussak,
lowered ZQ (#), 4 - Trichord of Segah)

Bestenigar | Tetrafonos Saba (First or plagal of First difonos) with
final cadences on Z(Q)

™ T
(4 =21 mild diatonic Trichord,
mild chromatic progression on I'A -6+,
iy

Z .
% —«a~ Trichord of Segah)

Evc Eptafonos descending melodic progression,
melodic’entrance (Giris) on ZQ)',

Segah on X , sharpened KE and TA
z’ A

around X and &\ respectively,
™

A
&T; 4, Tetrachord of Ussak,

Z
%4 -~ Trichord of Segah

The most characteristic feature of the Varys repertoire in the nineteenth
century is the frequent coexistence of all the above makams that are
produced from the perde of Irak* Thus, the combination of various
phenomena that belong to this category is a common practice in the frame
of a specific composition. For example, one piece may begin with phrases
that refer to Irak and then utilize melodic material that is part of the modal
environments of Evc or Bestenigdr. Numerous melodic attractions according
to the phenomenon of “Degrees’ Ranking-Hierarchy” can be required, then,
especially in the field of performance.* Finally, as stressed above, instances
of deviation from the general rules of makams can be detected on account of
the adaptation to church music forms and hymnographical texts.

23 In fact, from the last decades of the eighteenth century several versions that belong to the wider
phenomenon of Varys diatonic were compositionally applied in non-extensive genres. Thus, one can stress the
existence of compositions in Varys diatonic in genres such as the 50th Psalm and its Pentecostaria of Orthros,
Taic twv AnmootoAwv, and, correspondingly, in Orthros in the period of the Triodion, Tng petavolag,
apolytikia, short-syllabic doxologies, typika, makarismoi, timiotaires (short and slow), anastasima stichera
(esperia, Aposticha and the stichera on the Praises), as well as in melismatic genres such as polyeleoi, the
dynamis of the Trisagion, megalynarion, anavathmoi, slow katavasies, etc.

24 In the performance of church music, the use of a sharpened I'A can be detected even in phrases
of a descending character between AI-ITA. In addition, in the upper region the phenomenon of diatoniki
symperifora — widely known as an Acemli movement — may be detected. In this case, in descending
movements towards Al the pitch of ZQ is executed lower than its natural position through an emphatic
glissando while KE is executed without the sharp.
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THE STICHERARIC MELI OF VARYS DIATONIC ECHOS

In the nineteenth century’s radical environment of secular as well as church
music, the stichera idiomela in Varys diatonic possess a dominant position.
The composers of these pieces employ a variety of makam phenomena that
belong to the wider category of Irak Perdesi in order to construct a modern
form of the sticherarikon genre. The extended, alternative attribution of
modal behaviours originating from the Makam system combined with
the integration of numerous idiomatic or idiosyncratic elements creates
individual sonic environments that highlight the meanings of the texts. In
addition, another important feature of this repertoire has to do with the use
of the new notation. Nineteenth-century chanters preferred to use notation
in an extremely analytical way in order to depict details and nuances in a
variety of interpretative practices in performance.

The selection of the stichera, amongst others, that will be analysed aims
to highlight a variety of idiomatic as well as individual versions that can be
detected in nineteenth-century compositions®. The idiomela and doxastika
that will be presented can be understood as the most indicative instances of
the issue dealt with in this paper. The stichera that will be analysed are the
following: The doxasticon theotokion Mrjtnp pev eyvwoOng by Georgios of
Crete, the eighth eothinon “Ido¥ okotia kot mowt” of Nikolaos Protopsaltes
of Smyrna, Georgios Rhaidestinos, Dimitrios Koutsardakis and Stylianos
Rigopoulos, the idiomelon E€emtAntteto o Howdng from the Royal Hours of
Christmas (Ninth Hour) of Alexandros Byzantios and the doxasticon of the
Sunday of the Forefathers Sunday, AevUte dnavteg TIOTWS VT yvELIOWHEV
by Charalampos Papanikolaou. These pieces can be found in several printed
books, usually as an alternative version of the prototype composition on
I'A, with descriptive titles: “étegov mapa Tov exdoTOL” (“another version
composed by the editor”), “t6 avtd katd 1o Alatovikov I'évog” (“the same in

25 Other compositions in Varys diatonic of the sticherarikon genre contained in printed books
and not analytically presented in this paper are, in chronological order: I'onyodoiog IlowrtopdAtng,
Avaotaotpatapiov ovvrouov (KwvotavtivovmoAn: AdeAdot Iyvatiddn, 1839), 67-8, (Mntnp uev eyvaoong),
69-70 (doxastikon of the aposticha), @eddwpoc Pwkaevs, Movoikny MéAoor, TeQLEXOLOX TO AQYOV Kol
ovvtopov Avaotaoipuatagov, Top. A’ (KwvotavtivovroAn: Tvroyoadia Kaotoov, 1847), 255-6, (Mntnp
pev eyvawoOng, Phokaeus’s composition), 256-8 (Mntnp uev eyvwoOngs, Georgios Ryssios’s composition),
260-1 (doxastikon of the aposticha, Georgios Ryssios’s composition), Zadeigog ZaderpdmovAog,
Avaotaotpatapiov Néov (AOrva: X. N. DiAdadeAdéwg, 1853), 387-396 (stichera of vespers and aposticha), 404-
410 (praises, compositions of Georgios of Crete — exegesis by Zafeiropoulos), Kwvotavtivog ITowtopaAtng,
Avaotaotpatapiov apyov kat cvvrouov (KwvortavtivovroAn: Tlatouxoxikd Tumoyoadeio, 1863), 632-641
(the whole corpus of the anastasima stichera for vespers and orthros), MeAétioc MntoomnoAitng Lioaviov,
Movaokov ey xeipidtov (KovotavtivovroAn: Movowkr) AvOoAoyia «Evtéemnny», 1864), 48-9 (1600 oxoTia kat
npwi), AAEEavdooc Bulavtiog, Movatkov Awdekanuepov (KwvotavtivoumoAn: AvatoAkdc Aotrio, 1884),
21-2 (E€emAntteto o Hpwdnc), 112-13 (Odupoc nv katideiv), AAéEavdooc Bulavtiog, Ta évoeka EwOwva
(KwvotavtivovmoAn: LY Bovtvoacg, 1886), 29-32 (1600 oxotia kat mpwt), NikdAaog [TowtopaAtne Zuvovng,
Neotatov Avaotaociuatdapiov, ovvtouov (Zuvovn: ApdAOewa, 1899), 69-70 (Mntnp upev eyvwodng), 71
(doxastikon of the aposticha compositions by Georgios of Crete), XapaAaumnog INanavikoAdov, AvBodéaiin
ExxAnowaotixne Movoiknc (ABrve: 1905), 17-19 (Ioov oxotia kar mpwi), LtvAavog PriyomovAog, Néov
Avaotaotpatapiov apyov kar cvvrouov (KwvotavtivovmoAn: Yot Odvocéws Oeodwoidov, 1933),
189-214 (the whole corpus of the anastasima stichera for vespers and orthros), ZtuAwxvog XovouovCiog,
ExxAnowaotikn Zadnyé, Top. A', Avactaciuatapiov (Aevkwolo: @ecoadovikn, 1923), 249-50 (Idov orortin
kot ewl). The presentation of handwritten collections and manuscripts, even if they have been published, is
beyond the scope of this paper.
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diatonic genus”), “kata 10 Alamtacwv Xvotnua” (“according to diapason
systema”), etc.

MnNtnE pev eyvwoOnes BY GEORGIOS OF CRETE26

The doxasticon theotokion from Saturday Vespers in Varys, Mntno pev
eyvaoOng became the reason for the first attempts at composing stichera in
Varys diatonic on Z(). In the Anastasimatarion of Petros Peloponnesios that
was published by Zafeirios Zafeiropoulos® in Athens in 1853, an alternative
version of Varys diatonic is included under the title “o avtoc Baoig
NX0G KAt to TevtaPwvov, peAoromBelg mapa I'ewpylov tov Kontog,
[..] netadpoaoOeic de kal cvumAnEwoOeic g 0 eveotwe Néov Zvotnpa
ntapd Z. A. ZAPEIPOITOYAOY ” (“the same Varys echos according to the
pentaphonic system composed by Georgios of Crete, [...] transcribed and
completed in the contemporary system by Z. A. ZAFEIROPOYLOS”)*.
This doxastikon is the oldest composition in Varys diatonic contained in
the printed editions of the nineteenth century. The transcription in the
New Parasimantiki by the editor highlights an obvious tendency towards
the analytical use of the Chrysanthine system that characterizes editions
originating from environments without any direct connection to the
Patriarchate (See Example 1).

Structurally, the composer applies the modal phenomenon of Evc
elaborating melodic movements in the upper and lower regions, while
simultaneously following the practice of “xat’ évvowav peAomoua”
(composition according to the meaning of the text) through, amongst
other techniques, the use of the mild chromatic genus. Therefore, melodic
movements in the region between ITA-Al according to the model of
Protovarys, phrases built around Z(), as well as final cadences on Z()
constitute the whole compositional corpus of the piece.

26 Georgios of Crete (fl. c. 1790-1815) was a distinguished composer and master of church music.
He taught in several regions including Istanbul, Chios and Ayvalik, producing prominent students
such Gregorios Protopsaltes, Chourmouzios Chartofylax, Antonios Lampadarios, Apostolos Konstas,
Konstantinos Protopsaltes, Petros Ephesios, Theodoros Phokaeus and Zafeirios Zafeiropoulos. His
contribution to the procedure of exegesis and simplification of the notational system is considered as
crucial. Concerning Georgios of Crete, see Iwavvng Kaotowakng, “T'ecoytog o Korjg, o mpddoopiog tov
véou yoadkov ovotuatoc s WaAtumc Téxvng”, Emotnuovikn Enetnpida Iatpiapxikne Avwotatne
ExxAnowaotixne Axadnuiac Kpnne 3 (2014): 374-89.

27 Zafeirios Zafeiropoulos was a student of Georgios of Crete, serving as first chanter in the
Metropolitan Cathedral of Athens and appointed as director of the second Music School by the Greek
Government in 1837. Concerning Zafeiropoulos see also AxiAAevg XaAdaiakng, “Amd v otogia g
veoeAAN VNS PaAtinc téxvne: Zadeiplog ZadelpodmovAog o Lpvovaios”, A" Enotnuoviko Xvumocto
¢ Neoe AAnviknc ExkAnowaotikne Téxvne. Ipaxtikd, AOrva (2009): 681-718.

28 ZadepomovAog, Avactactuatapiov, 282. Zafeiropoulos’s exegesis contains important differences
in comparision with the version given by Nikolaos as a composition by Georgios of Crete. In addition,
Nikolaos’s version is identical with the corresponding anonymous one from Gregorios Protopsaltes’s
Anastasimatarion.
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Zadetgog ZadelpomovAog, Avaotaoiuatapiov Néov, ABrjva, 1853, 392-3
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1600 oxotia kat mEwi BY NIKOLAOS PROTOPSALTES OF SMYRNA?®

The seventh eothinon (see Example 2) presented as an alternative version
in Nikolaos’s Aoéaotaprov Tpiwdiov kar Ievinrkootapiov and released in
Istanbul in 1857 could be characterized as the most radical instance among
those presented in this paper. The extremely detailed transcription proves
Nikolaos’s desire for the employment of various idiomatic elements from
the milieu of Smyrna. The analytical use of melodic patterns, the frequent
use of phthores-chroes as well as his flair for the combination of phenomena
that belong to the diatonic genus of Varys render the work highly interesting
musicologically. Another element worth stressing is the handling of the
rhythmic structure. Nikolaos prefers to break the absolute rhythmic flow
through expanded melodic themes in order to highlight in emphatic fashion
a specific point in the text. Thus, apart from the melodic material and the use
of modality, he manages rhythm as a tool that determines aesthetically the
entire compositional result.

EXAMPLE 2
ii‘r;pov flxoc Mz,
{ - r o LY C
i — D) | — L
Opening phrase — k 75\ R \J\\\ > —
onZQ'according A ° o Ex ana TEL L L b Lot v o o
- -
tothe 3y el el 2 ’(\'—'“633
phenomenon of | —~ %
T wwm © 0 0 © %z A Yt
Evc e oo
~ ~ .
= a2 OS="" __ Rhythmically
€ § ¢ & ] eEv pa T o>
expanded
X r w . .
\L—ﬁt\ﬁ\,!\—s———.‘ S5  melodic
dou ougza 7 ¢ ¢ aa xwow ar mooo development

T

L Wl S =
. e e | S — — —
Frequent detailed 22 \ Rl w
o prn o puer et €t
use of ornaments
that refer to the oral \\E—:,\t_.g'::-
practices X g : ¢ €6
-
5:\ )
’ Descending phrase
° from ITA to low Al
—— through a tense
— .
a chromatic
pentachord of
Nikriz, in order to
3 highlight the word
R e RN
-_ ~ -
4 N
it
_‘._':;-— b é——‘:}:\'-—{':-ﬁ-\|
—e I r
cqu__ o ov ouz”ad) o °© o 0 0 % TULYG G WY
29 Nikolaos Georgiou (circa 1790-1887) was born in Ainos in Eastern Thrace and was taught church

music as well as the old notation system in Istanbul with Manuel Protopsaltes at the Patriarchate. He studied
the New Method of the Three Teachers in the Third Patriarchal School. In 1828 he proceeded to Smyrna
where he served as protopsaltes for almost fifty years. He was active in several fields such as composition,
performance, exegesis, book publication and teaching.
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NucoAaog IowtopaAtng, Aolaotapiov Tpiwdiov-Ilevinkootapiov,
KowvotavtivovmoAn, 1857, 370-1

Id0V okotia katL MEWT BY GEORGIOS RHAIDESTINOS3?

The seventh Eothinon (see Example 3) is presented by Rhaidestinos in his
[Tevinkootdotov under the title “To avtd Z" EwOwov kata to Atatovikov
I'évog kat kata to Alamaocwv Zvotnua, peAomom0év mapd tov ekdOTov”
(“The same seventh eothinon composed by the editor according to the
diatonic genus and diapason system”). This doxasticon can be understood as
another compositional attempt of the “kat” évvolarv” composition that has
as characteristic elements phraseological peaks and falls, intensive modal
content, the use of chromatic patterns, and rhythmically expanded melodic
themes. In this composition his individual approach predominates. Thus,
this piece, as also the total original material contained in his printed books
that were published after the end of his career at the Patriarchate (1876),
could be characterized as innovative. In addition, after the Patriarchate,
Rhaidestinos served as first chanter in several parishes such as St Nicholas
“ton Chion” in Galata, St Nicholas in Cibali, Holy Trinity in Pera, etc.”,
whose congregations were familiar with attempts at innovation.

30 Georgios Protopsaltes (1833-1889) was born in Rhaidestos of Eastern Thrace, where he was
taught church music. He settled in Istanbul where he served in several churches until he initially became
lambadarios (1863) and then protopsaltes (1871) of the Great Church of Christ.

31 [MamadonovAog, Zvupodai, 364-5.
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EXAMPLE 3
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Anuntpros Kovtoopoaxns, Néov Avaotaoiotdpiov, latpa, 1929, 264-5

Anunrotog Kovtoapdakng, Néov Avaotaoipatapiov, Ilatoa, 1929, 264-5

I00V oxotia kat mEwT BY DIMITRIOS KOUTSARDAKIS32

The Koutsardakis case (see Example 4) follows the aesthetic model of the
previous compositions of this Eothinon by Nikolaos and Rhaidestinos. Thus,
he frequently uses phthores or chroes such as Zygos and Kliton in specific

32 Dimitrios Koutsardakis (1880-1950) was a protopsaltes and composer originating from Pontoheraklia
(Vithinia) who was taught church music in Chios by Georgios Vinakis. He was active as a performer in
several regions such as Samos, Patra, Chios and Athens.
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points in order to stress the text’s meaning. The melodic movements around
the Eptaphonia as well as the detailed depiction of numerous refined
ornaments are the most important characteristics of this composition.

Id0V okotia kAl MEWT BY STYLIANOS RIGOPOULOS33

Rigopoulos’s version of this Eothinon (See Example 5) can be also considered
as an indicative case of the innovative compositional corpus regarding the
sticheraric meli of Varys diatonic. In the first phrase of the piece there is a
typographical error, for which there are two possible alternatives: according
to the first, the combination of the signs of the ascending third must be
corrected to show an ascent of a fourth. In this case, a tense chromatic
tetrachord is seen, from BOY to ZQ). Thus, the versions of Rhaidestinos and
Papanikolaou® begin with the same phrase. The other possible correction
requires an ascent of a fourth where the melody returns to the diatonic
genus through the diatonic phthora of ITA. If this is the case, a descending
movement from I'TA to low KE with a tense chromatic content is detected.

? -
- - - - - -
z C e W\ A\ S S \\_“_ﬂl\ﬁl\\_\’_ﬁ z
T = . - - —=
-~ -
dov oko  TL L L L a Kal ar at AL mow @ Lt
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The first possible correction

- - - _ «? “: - - - =
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L LS ~ - - —=

-—
dov oKO T L L L x KXL XL &L & mow @ L L

-

The second possible correction

Among the modulations to the chromatic genus the most interesting one is
created with the conjunction of two chromatic tetrachords, the first ending
on Al with the second starting on the same degree. In this case, the absolute
melodic structure of the tense chromatic genus, through chromatic sub-
units and without any diatonic “insertion” is detected. Therefore, melodic
movements from Nikriz are used between I'1A and low Al as well as high TTA
and Al of the natural region. Finally, an unusual change of tonal centre is
detected in the phrase “mtov té0ertat (nteic o Inoovc”, where after a cadence
on ZQ)' the melodic movement of W is elaborated on Al instead of TA
through its entrance on BOY.

33 Stylianos Rigopoulos was born in Istanbul in 1882, where he worked as chanter until he moved to
Athens. He published his Neon Anastasimatarion in Istanbul in 1933. He was the father of Vasileios Rigopoulos,
the prominent publisher of printed books.
34 IMamavicoAdov, AvBodéoun, 17.
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ZrvAavog PryyomovAog, Néov Avaotaotpatapiov, KwvotavtivovmoAn, 1933, 212-4

E&emAntreto 0 Howdng BY ALEXANDROS BYZANTIOS?S

The first idiomelon of the Ninth Hour of Christmas by Alexandros Byzantios
(see Example 6) is different from the other compositions that have been
presented. Although he utilizes melodically a variety of rhetorical schemes*
and frequently employs modulations through Zygos, Spathi, tense-mild
chromatic genus, etc, he avoids depicting melodic themes in an extremely
analytical way. Also, it is worth stressing the solid rhythmic structure of
the piece. Besides, Alexandros’s interest in the rhythm of church meli”
shows through lectures and essays such as the introduction of Movaikov
Awdexanuepov®®, where issues regarding rhythm and tempo are extensively
presented. Similarly, Alexandros’s compositions also include the first
idiomelon of the Ninth Hour of Epiphany — included in the same edition — as
well as an alternative version of the seventh eothinon from his printed book
Ta Evdexa EwOwva.

AgVTE AMAVTEG, MIOTWGS MAVIYVOLOWHUEV BY CHARALAMPOS
PAPANIKOLAOU3Y

The last composition (see Example 7) that will be presented maintains, despite
its innovative character, several elements of the structure of the stichera. Thus,
melodic movements are developed in the regions between ZQO-TIA, TTA-AI
and around the heptaphony of ZQ)'. In this instance one can recognize the
composer’s obvious intention to create an “intense” sonic atmosphere in the
phrases “a&iwg Tunowpev”, “AavinA evpnurowuev” and “peyadodpawvawg
porjowpev” through melodic movements around Z(2, as well as intervallic
accidentals in the phrases “tov Iovda v puvANV” and “touvg offéoavtag v
ev Kapivw pAOGYa”.

35 Alexandros Byzantios was a scholar and musician from Istanbul, and a student of Petros Aghiotafites.
He taught at the Theological School of Chalki as well as at the school of the Hellenic Philological Association
of Istanbul with Georgios Phaidestinos.

36 IMamadémovAog, Zvupodai, 461, ”[...] ev w vmagxovol yoapual exkAnowxotikal kat péAOg
oVUPWVOV TOLS TOVOLS KAL T VOTJUATL TOV KELPEVOL KAt QUOUOC TAKTIKWOTATOS” .

37 [NamadoémovAog, Zvupolai, 460-1.

38 AAéEavdoog, Movatkov, )'-k1)'.

39 Charalampos Papanikolaou (1854-1929) came from Moustheni on the Mountain of Paggaio and was

taught church music by several masters of that region as well as by Kosmas of Madytos. He served as first
chanter in the metropolitan cathedrals of Kavala, Veroia, Karditsa, and finally in the church of the Dormition
of the Theotokos in Kavala. In addition to his career as a chanter, he served as a music teacher in Veroia and
Kavala.
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XapdAapumog IanavucoAdov, AvOodéoun ExxAnoiactixne Movoixnc, ABnva, 1905, 29-30

The original compositions of the sticherarion in Varys diatonic can be
considered as a case that highlights the stylistic as well as radical aesthetic
changes which occurred in the nineteenth century in the field of church
music. Specifically, through the innovative material that was produced, the
whole compositional corpus was enriched with new expressive possibilities.
Therefore, via the aforementioned compositional attempts a variety of oral
(idiomatic/idiosyncratic) approaches was highlighted. In particular, masters
originating from the Ottoman periphery utilized the potential of the new
Parasimantiki regarding the detailed presentation of the melodic material.
The popularity of these compositions contributed to the dissemination and
wide acceptance of the New Method — amongst others — through the medium
of typography. This paper aims to introduce a discussion concerning the
relation between form and modality. Until the last decades of the eighteenth-
century modality served the needs of form. In other words, in earlier
periods modality had to support the form’s structure and substance. In the
nineteenth century it could be said that modality obtained its autonomy on
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account of its emancipation from the strict structural rules of musical form.
Hence, in the compositions analysed above, a few elements originating
in the phraseological material of the sticherarion are used, because of the
deconstruction of its established form.

As stressed above, the management of melodic material according to
the text’s meaning was one of the fundamental principles of the progressive
composers of the nineteenth century. In the case of the sticherarica meli of
Varys, they prefer to utilize the diatonic version of the echos on ZQ), which,
in contrast to the corresponding version on I'A, offers multiple modal
alternatives as well as compositional options. In fact, the phraseological
material that belongs to Varys on I'A in the sticheraric genre is undoubtedly
limited. Thus, nineteenth-century chantersusually attempted to apply modal
behaviours and movements that concern the mild diatonic phenomena
produced by the degree of ZQ). Thus, in the repertoire presented, modal
instances that refer to makams Irak, Bestenigdr, Evc, etc.,, provide a wide
variety of modal phenomena that can be utilized in order to create individual
sonic environments according to the hymnographical text. Moreover, this
practice combined with the absence of the stereotypic phraseology of the
sticherarion leads to a distancing from the established structure of the
genre, simultaneously contributing not only to the transcendence of the
form but also to the establishment of a new, alternative, flexible one, going
beyond structural restrictions.

Indeed, the sticheraricon meli in Varys diatonic structurally and
aesthetically are more closely related to the nineteenth-century genre of the
kalophonic heirmoi (even in a short form) than to established versions of
the sticherarion. This fact emphatically proves the dominant position that
modality possessed in the compositional mentality of the chanters of this
period. Thus, corresponding attempts at the reconstruction of the form or
its abolishment on account of the primacy of modality can be detected in
several compositional instances in the field of church music even until the
middle of the twentieth century.

BIBLIOGRAPHY

Andrikos, Nikos. “Towards a Re-approach of Makam Theory Based on Practice and Performance:
The Case of the Segah Phenomena.” Etnomiizikoloji Dergisi/Ethnomusicology Journal 3, No. 2,
Etnomiizikoloji Dernegi, Ethnomusicology Association (2020): 224-243.

Ozkan, ismail Hakku. Tiirk Milsikisi Nazariyati ve Usillleri, Kudiim Velveleleri. Ankara: Otiiken, 2006.
Quataert, Donald. The Ottoman Empire 1700-1922. Cambridge: Cambridge University Press, 2005.

Shaw, Stanford J. & Shaw, Ezel Kural. History of the Ottoman Empire and Modern Turkey. vol. 11:
Reform, Revolution and Republic: The Rise of Modern Turkey, 1808-1975. Cambridge: Cambridge
University Press, 1977.

Skoulios, Markos. “Modern Theory and Notation of Byzantine Chanting Tradition: A Near
Eastern Musicological Perspective.” Near Eastern Musicology Online, vol.1, Paris: Geuthner (2012):
15-34.

22



JISOCM Vor. 5 (1), 1-23

Ziircher, Eric. Turkey: A Modern History. London: L. B Tauris, 1993.

AAEEavdpog, Bulavtiog. Ta évoeka EwOivda. KwvotavtivovmoAn: L. I Bovtvodg, 1886.
AAEEavdQOG, Bulavtiog. Movoikov Awdekanuepov. KwvotavtivovmoAn: AvatoAwkog Aotro, 1884.
Avdoikoc, Nikog. H ExxAnotaotikn povoixn tne Zuvpvne (1800-1922). Adrjva: Torog, 2015.

ApPavitng, Iwdavvne. “To maeAOOV kat o maedv Tov Bagéog diatovikov rxov.” H Oxtanyia,
«Bewoia kot mEaln e WaAtkr) téxvne», I' AeOvéc Tuvédglo MovotkoAoyikd kat WaAtiko,
AOnva, (2010): 335-50.

I'ecvpyrog, Pawdeotvoc. Ievtnkootdapiov. KwvotavtivovmoAn: L. 1. Boutupac, 1886.

Tonydouog, IowtopdAtne. Avaotaoctuatapiov ocvvtouov. KwvotavtivovmoAn: AdeAdoti Iyvartidodn,
1839.

ZadelpodmovAog, Zadeioog. Avaotaoipatapiov Néov. ABrjvo: X. N. PDAadeAdpéwg, 1853.

Beddwog, Pwkaevs. Movaikn MéAlooa, meptéxovoa to apyov KaL cVVTOUOV AVAOTACLUATAPLOV.
Topog A'. KwvotavtivovmoAn: Tvroypadia Kaotoou, 1847.

Kaotowakng, Iwavvng. “Tecpytog o Kong, o mpodoopog tov véou yoadkoy OLOTHUATOS TNG
WaAtuerc Téxvne.” Ermwotnuovikn Enetnpida Hatpiapyikne Avwtatne ExkAnoiaotikne Axkadnuiac
Kpntne 3, HodwcAewo, Korjn (2014): 374-89.

KnAtCavidng, [Mavaywwtne. MeOodikn dtdackadia OcwpnTikn Te Kt TPAKTIKT) TPOS EKUaOno Kat
otadootv tov yvnoiov eEwteptkod pédove tne kad’ nuac eAAnvikng povoikne kat’ avunapaOeoty
nipoc v apaporeporkny. KwvotaviivovmoAn: KogopmAd kat Yiov, 1881.

Itédpavoe, A" Aopéotikos. Epunveia tne eEwTepIkne HOVOIKNG KaL epapuoyn avtnie e v kad’
nuac povoikn. EpavioBeloa kat ovvtaxOeloa magd Yrted. A. Aopeotikov, embewonbeioa de
napd Kwvotavtivov INowtoPpaAtov e X. M. ExkAnoiag. Nuv mowtov tomolg exdidetat mapd
twv AtevOvvtav tov Tlatouapxikov Tuvmoyoadeiov.  KwvotavtivovmoAn: ex g tov I'évoug
IMarorapxucric Tvroyoadiag, 1843.

Kwvotavtivog, TlowtopaAtne. Avactaociuatiapiov apyov kat ovvtopov. KwvotavtivoOTroAn:
IMarorapxuco Tumoyoadeio, 1863.

MeAétiog, MnrooroAitng Xwoaviov. Movowkdv  eyxeipiotov. KwvotavtivovmoAn: Movokr)
AvBoAoyia «Evtépmr, 1864.

NwoAaog, ITlowtopdAtne  XZpvovne.  Aofaoctdpiov,  Tpwwdiov  xar  Ilevinkootapiov.
KovotavtivovroAn: X. lyvatiadov, 1857.

NwoAaog, ITowtopaAtne Luvovne. Nedtatov Avactacipatapiov, TANPES, apyov KoL cUVTOUOV.
Zuvovn: ApaABewa, 1899.

[MamadoémovAog, Tewoyloc. Xvupolai eic v lotopiav tne nap’ nuiv ExkkAnoiaotikng povoiknic.
ABnva: KovoovAivou kat ABavaoiadouv, 1890.

IMamavikoAdov, XagaAapmog. AvBodéoun ExkAnoiaotiknc Movorknc. Adrva, 1905.
IMAeppévoe, Idvvng. To povorkod optpéto Tov NeoeAAnvikov Aiapwtiopov. Adrva: Wneida, 2003.

PnyomovAog, ZtvAiavos. Néov Avaotaoiuataprov apyov kar ovvtopov. KovotavtivovroAn: Yiol
OdvoTéwsg Beodwoidov, 1933.

XaAdawakng, AxiAAevc. “Amd tnv wotopla TG veoeAAnviknig YaAtikng téxvneg: Zadeiglog
ZagelpgomovAog o Zpvovaios.” A" Emotnuovikd Xvumdoio tnc NeoeAAnvikne ExxAnoiaotikng
Téxvne, Hpaxtikd, ABrva (2009): 681-718.

Xovgpovliog, LtvAwavoc. ExkAnotactikny ZaAmwys, Touoc A, To Avactaociuataprov. Aevkwolo-
Kvmooc: «@ecoadovikny, 1923.

XovoavBog, Agytemtiokomog Avpoaxiov o ek Madvtwv. Ocwpntikov Méya tne Movoknc. Tegyéotn:
Michele Weis, 1832.

23



JOURNAL OF THE INTERNATIONAL SOCIETY
FOR ORTHODOX CHURCH MUSIC

Vol. 5 (1), Section I: Peer-reviewed Articles, pp. 24-49
ISSN 2342-1258
https://journal.fi/jisocm

THE CHANTING ELEMENT IN
MICHALIS ADAMIS’S COMPOSITION RODANON

AN APPROACH FROM THE POINT OF VIEW OF THE
MORPHOLOGY OF BYZANTINE MUSIC

IN MEMORIAM GIORGOS M. ADAMIS (t 15-01-2021)

MICHAEL STROUMPAKIS

m.stroumbakis@gmail.com

fter a presentation of the choral work of Michalis Adamis,' I proceed

to my presentation on Adamis’s piece Rodanon for orchestra, soloist
(chanter), and choir of chanters. It is reasonable to wonder why I chose to
deal with this project and present it with regard to its musical material.
The reasons are the following: 1) Rodanon is a choral work, which utilizes
a specific Byzantine chant composition, namely the Kratema by Ioannes,
the First Chanter of the Great Church in mode 1.° 2) I found that Michalis

1 I presented this paper originally in the context of the Second Festival of Contemporary Greek Music
(Sunday 1 July 2018-Sunday I 8 July 2018) with the central subject: “The Greek musical tradition as a source
of inspiration for contemporary Greek composers; The composer Michalis Adamis (1929-2013) and his
relationship with Byzantine music”, cf. Eleftheria Lykopanti, “Movoa ‘EAAnvikr),” https://musahellenica.
org. (April 28, 2020). I wish to thank the scientific and organizing committee of the Musa Hellenike, especially
Mrs Eleftheria Lykopanti, and the Artistic Advisor, Mr Alexandros Kalogeras, Professor at the University of
Berklee, for accepting the paper. I wish to thank the Composer family, his sons George (t 15-01-2021) and
Thanassis, who honoured me with their presence, favoured us in my request for their father’s work, and
facilitated my research by providing me with the chance to study the score of the composition. Thanks to
the Director of the Institute of Music Research & Audio Centre for Music Documentation & Information (Gr:
IEMA), Mr Costas Moschos, for the kind provision of the recordings of the composition recordings. Finally,
I thank the Board of Trustees of the Library of Chios, President Mr Costas Merousis, and the Director of the
Library, Mrs Anna Haziri, for the hospitality in the historic hall of the Library. The presentation was also
attended by a psaltic choir, who, after the lecture, performed the Kratema. We thank them all warmly for
their participation.

2 The composition Rodanon is known from its performance by the Greek Byzantine Choir (directed by
Lycourgos Angelopoulos).
3 Cf. Heirmologion Kalophonikon MeAomomn0év Tlapa Awagopwv Tomtwv Hadawwv Te Kai Néwv

Adaokadwv MetadppacOév Aé Eic Ty Néav Tnc Movoikne MéBodov. Kai Meta Ilaonc Emueleiac
AopOwBév Iapa Tov Evoc Tav Tpiwv AdaokaAwv Trc PnOeionc MeBodov I'pnyopiov IpwtopaAtov Tnc
Tov Xpiotov MeyaAnc ExxAnoiac. Nov Eic Tlpwtov Exdo0¢v Eic Tvnov Iapa Ocodwpov I1. [apaokov
Qwréwc. Emwotacia Tov Adtov, Avalwuact Aé Tov Te 1diov Kai Tov @idopovowv Zvvopountawv (Ev
Kowvotavtivovnoder: Ex g Tvmoypadiag Kaotoov, eic I'aAatav, 1835). The Kratema of Ioannes of
Trabzon is well known, and is very often chanted in various circumstances, while at the same time being

24


https://journal.fi/jisocm
https://musahellenica.org
https://musahellenica.org

JISOCM Vor. 5 (1), 24-49

Adamis used elements of Byzantine music,* such as motifs, modes, and
particular intervals, but mainly used the deeper compositional thinking of
the Byzantine musical tradition to create a modern composition that starts
from the past and goes to the future.

My contribution seeks to confirm previous papers and writings about
Michalis Adamis® in the past concerning his choral work. The purpose of
my presentation is to contribute as much as possible to capturing a new and

the cornerstone of the Greek Byzantine Choir’s concert programmes. Many choirs and soloist chanters have
performed this Kratema. It has received other elaborations, such as a combination of instruments and choir.
Its various interpretative, morphological, and aesthetic properties have emerged from time to time.

4 Cf. Ivan Moody, Modernism and Orthodox Spirituality in Contemporary Music (Joensuu: ISOCM,
Institute of Musicology of SASA, 2014), 40-44.
5 For biographies of Michalis Adamis, see Michalis Adamis, "Boyoadia,” https://www.adamis.

gr/bio.html. From the rich catalogue of literature, I will refer to the following studies and presentations at
conferences: Michael Adamis, “Within and Beyond Symbolism: An Insight and a Perspective of Musical
Creation,” Contemporary Music Review 12, no. 2 (1995); Michalis Adamis, “Amo Try BuCavtiv) Movotkr) L)
Zoyxoovn,” Movaikoc Aodyoc 1 (2000). The first two articles can be said to be the charter of the musical-
synthetic activity of Michalis Adamis. See, too, a summary of Michalis Adamis compositions in Ivan
Moody, “Michael Adamis and the Journey from Byzantium to Athens,” http://ivanmoody.co.uk/articles.
adamis.htm. (4-1-2021). Cf. also Ermis Theodorakis, “YAuco Kai EneEegyaoia Xtr) Movoukn) Tod MixaAn
Adaun” (Awaktogukr) AwxtoiBr), EOviko Kamodotowako Iaveruotpo ABnvav, 2015) and Theodoros
Karathodoros, "Emwoaceic Xagaktnowotikwv Tdwpdtwv Thng Bulavtivic Movowkng Xt ZUyxoovn
"Evtexvn EAANvikr) Movown Anuoveyia. IMegumtwooAoyny MeAétn: MixaAng Addaung, Anuntong
Teplaxrnc” (ibid.). The above three tasks are scientific documentation of the work of the composer at a Ph.D.
level. In particular, we would like to refer to the thesis by Theodoros Karathodoros, in which the researcher
successfully attempts a microscopic analysis of Michalis Adamis’s works, including Rodanon, wherein over
some 100 pages this composition is analysed bar by bar. Cf., also, “Ap¢pidooun Emkowvwvia ZvvOétn-
‘Eounvevtn. H Luveiodpooa Tov Avkovoyov AyyeAddrnovAov Lt Luyxoovn Adywx Movokr) Anpovgyio”
in AteOvnc Emuotnuovikn Huepida: 11 ovupodn tov Avkovpyov AyyeAomovAov, Apyxovrtoc IpwtopaAtov
e Aywtatne Apxteruoxonne Kowvotavtivovnodews otic BuCavtivee Movoikéc Xmovdéc kal o11)
Movatkodoyia yevikétepa (Beooatovikn: AgiototéAeto Iavemiotipo @ecoatovikng, Tunua Movotkav
Lrnovdawv, 2013); Panagiotis Andriopoulos, “Tevikr) Avadpoopd Lt "Egya Kai Tig Eounveteg Tod Avkovgyou
AyyeAdmovAov” (Méyaoo Movokng ABnvav: ExdnAwon oto Méyapo Movokng moog TV ThS Hvhung
tov Avkovgyov AyyeAomovAov: H ovufoAn tov Avkovgyov AyyedlomovAov otr] oUyxovn Aoy
EAANVIKT) povowkr). 16-5-2016. Opydvwon-ntagovaiaon Iavayuwdtng AvdoidmovAoc-Owuas TapPdiog,
2016) and Thomas Tamvakos, “@wvoyoadpkn Kat ZuvavAwakr) agovoia Tov Avikovgyov AyyeAdmovAov.
Yraoyovoec Avérdotec Hyoyoadroeic” (Méyaoo Movoung ABnvav: ExdnAwon oto Méyapo Movotkng
TOG TLUMV TG HVIUNG ToD AvkovLgyov AyyeAomovAov: H ovufBoAn tod Avkovgyov AyyeAomovAov ot
obyxoovn Aoywx EéAANVikI) povokt. 16-5-2016. Ogydvwon-nagovoioon Ilaveryuwdtng AvdodmovAog-
Owuag Tappaxog, 2016). The above works were presented as part of events organized by Lycourgos
Angelopoulos events. They are directly related to Adamis’s work, as Adamis and Angelopoulos were
artistic collaborators, and Angelopoulos also performed Adamis’s compositions with elements of Byzantine
psaltic tradition. Angelopoulos was the soloist in Rodanon, and the choir performed the choral parts under
his direction. See, too, Panagiotis Andriopoulos, “To Xogwdiako "Egyo Tov MuixaAn Addun” (BiBAtoOrikn
Xiov “Kogang”: 20 ®eotiBad Luyxoovns EAAnvucc Movowng: H éAAN VKT povokr) mapadoot myn)
gumvevong twv ovyxoovwv EAAvwv ouvBetwv. O ouvOétng MixaAng Adaung (1929-2013) kai 1) oxéon
Tov e v Pulavtivi povoun, 2018), in which Andriopoulos presents the choral works of Michalis Adamis.
Concerning the choral works of the composer, cf. Michalis Adamis and Theodoros Karathodoros, “MuxdAng
Adapnc. Epyoyoadia,” https://www.adamis.gr/works.html (April 28, 2020). The following speeches were
given at a scientific workshop devoted to the celebration of the 90" anniversary of Adamis’s birth organized
by the University of Athens Department of Musical Studies: Thanasis Adamis, “MuxaAncg Adaung: Adyog Kot
IToa&n,” Minas Alexiadis, "TTepi Movokr)g ZvvOeong: To Zupdwvuco ‘Egyo Tov MuxdAn Addun ErdAAnAov
(1985),” Anastasia Georgaki, "®@wvntucéc AAANyooiec Zta Mewtd Eoya Tov MixdAn Addpun,” Anargyros
Deniozos, "Xnpewvoels ' Tnv Movouer) Tov MixdAn Addun: M Zvvortikr) Avadood”, Athanasios
Zervas, "MuixdAng Adaung: Movoucéc ITepimAavioeic Kat Avaotoxaopol” Mukoég Apnynoews”, Ermis
Theodorakis, “Ta ‘Eoya I'tat ITidvo Tov MixdAn Addpun: ZuvOetikés Aladikaoteg Xta Evvéa INvolopata
Kat Znmpuata Movouic Eounvelac”, Iosif Papadatos, ”Zuvopidwvtag Me Tov ZuvOétn MixaAn Addun”,
Dimitris Terzakis, “O ®idoc Mov, O Mix&Anc”, ibid.; Achilleas Chaldaeakis and Theodoros Karathodoros,
“Anuoveywkr) Zoevén IMaAawdv Kat Néwv Hxntwwv Ioayuatwoewv Xto ‘Egyo MoiwgoAdt Tov MixaAn
Ad4&un”, all included in MixaAng Adaunc: IoAvdidotatn dnuiovpykn ékdpacn Kat HOVOLKT) TPWTOTIOPLA.
Emuotnuovikn nuepida pe adoput) T oVUTIANPWOT TWV EVEVIVTA X pOV@Y amd T1 yévvnon Ttov ovvOétn (1929-
2019)(Apdoéatoo BiAioOnrne Proocodpkric XxoArg EKTIA, INapaokevr) 13 AeieuBoiov 2019).
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different approach to the work, as it is of particular interest on account of
the way of receiving and utilizing the material of Byzantine music in terms
of solo and choral performance. The above reasoning also summarizes
the internal questions that led me to ponder and deal with the composer’s
starting points and how he utilized the chanting material to give the audience
a musically complete and aesthetically pleasing piece of work. By way of a
prefatory remark, I should point out that I approached the work utilizing the
knowledge and skills of a Byzantine musicologist as well as through the eyes
of a chanter. Therefore, I will not deal with the orchestral parts or anything
else that escapes my musical specialization. However, I will present the
way in which this work might be seen as the development of the Byzantine
musical vein of the composer, making only the necessary reductions, and
considering it holistically and above all, macroscopically.

As noted in the literature,® Rodanon is a work for singer, male choir,
flute, oboe, clarinet, tuba and string quartet. It was composed in 1983 and
performed for the first time, the same year on 5 October 1983 at the Festival
that took place at the Abbey of St Victor in Marseilles. Since then, it has been
given on various occasions, generally with Lycourgos Angelopoulos in the
role of the tenor-chanter and the Greek Byzantine Choir in the male choir’s
role (see Figure 1).

In the part of the composition, vocal, solo and choral, on which I focus,
one finds that, out of the 234 bars that make up the composition, some 100
are pure instrumental music, without the mixture of voices (either soloist or
choir), while the weight of the composition is covered by the 131 bars of the
singer (listed as a tenor in the score) and the male choir (whose members
are listed in the score as basses). The vocal part is not independent of the
orchestra but is accompanied melodically either by individual instruments
or by the orchestra.

As becomes clear, the main part of the work is occupied by the vocal
melodic material, which moves clearly in the Byzantine sound colour and
specific chanting material. What is the material that the composer uses in
the creation of his work? How is this material distributed over its course?
Furthermore, does the composer only borrow Byzantine musical elements
or develop a new composition based on a previous compositional approach
within Byzantine chant?

In order to answer the first question, it should be stated that the material
comes from the tradition of Byzantine music. How this material is treated is
clearly described in the two articles mentioned above as a statutory map
of Adamis’s synthetic compositional activity. According to the composer,
the material is treated with an “approach from within,” that is, starting
from the Tradition, it creates a “new musical perception,” a “new idiom”

6 Cf. Adamis and Karathodoros, “MixaAng Adaunc. Eoyoyoadia”, Karathodoros, “Emidodoeig
Xapaxtowotikwv Towpdtwv Trng BuCavtivigc Movokng Xt Zoyxoovn "Evtexvn EAAnvikn Movowkn
Anuovgyia. TTegumtwooAoywr) MeAétn: MixdAne Addaung, Anuntong Teoldxng,” Tamvakos,
“Dowvoyoadwkr] Kat ZuvavAwakr TTagovoia Tov Avkovgyov AyyeAdmovAov. Yrapxovoes Avékdoteg
Hyovyoadnoeic.”
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based, however, on “a combination of deep knowledge and an insightful
experience.” As for elaborating the material, it is “music of the present with
an awareness of the past.” Byzantine music and its principles, aesthetic
perceptions, synthetic ideas, and morphological elements are all adopted.
All of them are “faced again, with new eyes, and transformed into modern
musical thought and realization.””

FIGURE 1
RODANON Michael Adamis
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Excerpt from the first page of the composition Rodanon by Michalis Adamis
(Archive of Michalis Adamis, courtesy of George t & Thanassis Adamis), p. 1

Again, according to the composer, the essential elements of structure and
form of Byzantine music are adopted and become apparent in his works, and
especially in what I discuss here, the small microtonal distances between
intervals.® According to the composer,’ they are either inherent as structural
elements of a diatonic fourth or fifth interval or are the result of the natural

7 Cf. Adamis, “Amo Tr) BuCavtiv) Movowr) L) Zoyxoovn,” 113.
8 Cf. Ibid., 115.
9 Adamis, “Within and Beyond Symbolism: An Insight and a Perspective of Musical Creation,” 15.

27



JISOCM Vor. 5 (1), 24-49

attraction of the phthongos™ to their subject superscript. These notes are not
usually used as additions but are considered a natural continuation of the
previous one."

Another essential element used by the composer is the melismatic
character, that is, the intensely varied development of a musical phrase, the
embellishment of the melody, and the consequent extension of the musical
phrase which make up the artistic and expressive aspect of he Byzantine
liturgical music of the Orthodox Church."> Melismaticity is characteristic
of the era of Byzantine Kalophonia® from the first half of the 14'h century, in
parallel with the development of the arts of the Palaeologan Renaissance.
We also have the appearance of artistic liturgical chant with the Great
Maistor** St John Koukouzeles.”® It is essential to mention that Michalis
Adamis, when referring to the melismatic character of his music, has in
mind the Byzantine music of the 14" century, the morphological elements
of which we emphasized that he borrowed in “setting up” the work.

10 Phthongos (“Phthongos-phthongi”) in ancient Greek means the sound produced by the voice
or the musical instruments resulting in the melody. A series of “phthongs” (tones) is called a melody
(“Melos,” in ancient Greek), cf. Chrysanthos, Ocwpntikov Méya Tnc Movoikne Zvvtax0év Mev Iapa
XpvoavBov Apxtenioxonov Avppayiov Tov Ex Madvtawv ExdoOev Aé Yo Iavayiwtov I. IleAomtidov
ITeAomovvnoiov A Didotipov Zvvdpounc Twv Ouoyevwv (Ev Tegyéot: &k g Tumoyoadiag MixanA
Baig (Michele Weis), 1832), 2.

11 Cf. Adamis, “Within and Beyond Symbolism: An Insight and a Perspective of Musical Creation,”
15.; Adamis, “Amo Try BuCavtivi) Movokr) X1 Zoyxoovn,” 115.

12 Cf. Ibid.

13 Concerning Byzantine kalophonia as the Ars Nova of the East, cf. Indicatively the studies,

Gregorios Stathis, Ot Avaypapuatiouot Kai Ta MaOnuata Tnc BuCavtivine MeAomotiac 10 ed., vol. 3,
MeAétar (AOrva: “Toovpa Bulavtiviig MovokoAoyiag, Teoa Yvvodog ¢ ExkAnoiag g ‘EAAGdOC,
2018), 87-102; Maria Alexandrou, “Byzantine Kalophonia, Illustrated by St John Koukouzeles’s Piece
Poovpnoovriavevdo&e in Honour of St. Demetrios from Thessaloniki. Issues of Notation and Analysis,”
Studii si Certetdri de Istoria Artei, Teatru, Muzicd, Cinematografie 5-6, no. 49-50 (2011-2012); Maria Alexandrou
et al., “”Traditional Innovation” in Byzantine Chant. The Case of Kalophonia,” Journal of the International
Society for Orthodox Church Music 3 (2018); Thomas Apostolopoulos, “The Theory of Music Intervals During
the Era of the Byzantine Maistores,” ibid.

14 A Maistor (Maestro) is a high-level teacher of music, composer, and performer who knows the
theory and performance of music. His valuable work is spread among the musicians and is timeless.
Concerning the Maistor, cf. Stathis, Oi Avarypappatiopoi Kai Ta MaOnuata Tnc BvCavtivic MeAomotiag
3,36-37.

15 For the Great Maistor St John Koukouzeles, see Sofronios Eustratiades, “Twdvvng ‘O KovkovléAng
O Maiotwe Kat ‘O Xodévog Tng Akung Avtov,” EEBX 14(1938); Edward Vinson Williams, “John
Koukouzeles” Reform of Byzantine Chanting for Great Vespers in the Fourteenth Century” (Dissertation,
Yale University, 1969); Manolis Chatzigiakoumis, Movoixa Xetpdypapa Tovprxokpatios (1453-
1832), vol. A'(AO1val975), 322-29; Andrija Jakovljevi¢, “O Méyac Maiotwo Twavvng KovkovléAng
IanaddémovAog,” KAnpovouia 14, no. 2 (1982): 357-74; Gregorios Stathis, “O Maiotwe Twdavvng
IanaddémovAog O KovkovléAng (1270 Ilepimov-A' "Hu. 18" AL). 'H Zwr) Kat To "Egyo Tov,” O
E¢pnuéproc AA, no. 12,13, 14 (1986): 182, 203-07, 33-35; Andrija Jakovljevi¢, AiyAwoon IaAatoypadia Kai
MeAwdol-Tuvoypador Tov Kwdika Taov AOnvav 928 (Aevkwola 1988); Simon Karas, Twdvvne Maiotwp
O KovrovCéAnc Kai 'H Enoxn Tov (AOnvau: YOAAoyoc meog Aukdootv thc EOvikng Movowrg, 1992);
Lycourgos Angelopoulos, “Iwdvvng KovkovléAng, O Bulavtivog Maiotwe,” in Méyapo Movaoiknc
AOnvav. Tlepiodog 1994-1995. KvkAoc EAAnviknc Movaikne. Mavovnd Xpvoagne O Aaumaddpiog,
Twavvne KAadac O Aaunadaproc, Twodvvne KoviovCéAnc O BvCavtivoc Maiotwp (AOrva: Ogyaviouog
Meydoov Movowng AOnvov, 1994), 61-66; Maria Alexandrou, “Koukouzeles” Mega Ison. Ansitze
Einer Kritischen Edition,” CIMAGL 66 (1996): 3-23; E. Williams and Chr. Troelsgard, “Koukouzeles
[Papadopoulos], Joannes,” The New Grove Dictionary of Music and Musicians 13 (2001): 841-42; Antonios
Alygizakis, “Iwdvvng Maiotwo KovkovléAng. IMagatnonoeic Xt Zwn Kai To "Egyo Tov,” in
AreQvn Xvumoowa I T Maxedovia. B Zvunooto. H Maxedovia Kata Ty Emoxn Twv IaAaioAdywv.
Ocooalovikn, 14-20 Aexeuppiov 1992 (BeooaAovixn, 2002), 655-60.
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In order to be more specific, I will mention that in Rodanon there
are two categories of Byzantine musical material: The first category
includes autonomous melismatic phrases in specific modes and colours
or otherwise theseis of music (in their broadest sense).® The melismatic
phrases are structured in the colour of the Barys diatonic mode and
plagal I. They are distributed evenly throughout the work and are
distributed between the psaltic choir and the soloist. They are found in
the general musical material of Byzantine music. However, they bear the
synthetic seal of Michalis Adamis, where synthetic seal may mean the
particular way that the composer introduces the Byzantine material into
his composition. He places them in the component parts of the work. The
second category is a Kratema, specifically the Kratema Toto, composed by
Ioannes of Trabzon, the First Chanter of the Great Church (testified during
1750).” Rodanon is essentially characterized by this specific Kratema or
identified with it.

If we consider what a Kratema is' and its ultimate goal in Byzantine
melopoeia, we can trace why Adamis chose the Kratema composition to
construct his work. According to Adamis, the kratema “is the absolute
music of the Byzantines.”" Following this opinion, we believe that the use of
nonsense syllables contributed to freeing church music from the iron bond
of the predetermined liturgical text to breathe an air of musical freedom
and creation. Naturally, it houses the creativity of church musicians, and
is very distant from the restrictions imposed by the prohibition of musical
instruments in worship. The human voice assumes the role of musical

16 For the meaning, structure and implementation of the theseis of melopoeia in Byzantine music,
see Gregorios Stathis, H E&nynoic Tnc IaAaiac BvCavtivne Znuewoypadiac Kai "Exdooic Avwvouov
Xvyypagnc Tov Kwdikoc Enporotauov 357 Q¢ Kai Emtdoyne Tne Movoikne Téxvne Tov AmootoAov
Kawvota Xiov Ex Tov Kwdikoc Aoxetapiov 389 Mé Mia ITpooOnxn Ano Tov Kwdika EBe 1867, 6 ed., vol.
MeAétar 2 (AOMva: “Toovpa BuCavtiviic MovowkoAoyiag, Tepa Zovodog th¢ ExkAnoiac g EAA&doC,
2006), 102-05. An edited collection of theseis (Concordanza) is published in ibid, p. 111-128. Cf., too, The
corpus of great signs and their exegeses in Maria Alexandrou, “Studie Uber Die ‘Grossen Zeichen’ Der
Byzantinischen Musikalischen Notation, Unter Besonderer Beriicksichtigung Der Periode Vom Ende Des
12. Bis Anfang Des 19. Jahrhunderts” (Dissertation, University of Copenhagen, 2000), 29-77; Christian
Troelsgéard, Byzantine Neumes: A New Introduction to the Middle Byzantine Musical Notation (Copenhagen:
Museum Tusculanum Press, 2011), 47-59, concerning the great hypostases.

17 For Ioannes of Trabzon, Cf., Chatzigiakoumis, Movoixa Xeipdypada Tovprokpatiag (1453-1832),
A',303-05; H ExkAnaiactikn Movoikn Tov EAAnviopov Meta Ty Adwon (1453-1820), Exediaoua Totopiac
(ABMva: Kévtoov Egevvav & Exkddoewv, 1999), 68-70; Achilleus Chaldaeakis, “Twdvvng ITowtopdAtng
O ToameCovvtiog,” in MeydaAn OpOodoén Xpiotiavikn EyxviAonaideia (AOrva: Lroatnywkés Exdooelg,
2013), 246-48; Gregorios Stathis, Ta [TpwTdypada Tnc EEnynocws Eic Triv Néav MéBQodov Znuetoy pagpiac,
vol. A’ T mpoAeydueva. B' O KatdAoyog. (ABiva: “Idgupa Bulavtiviig MovoucoAoyiag, Tegor Zvvodog
¢ ExrAnoiac g EAA&dog, 2016), 119-22.

18 According to the sources and the musical survey, the kratema is a musical composition whose
text is aseptic (no meaning) syllables such as “terirem”, “terere”, “tititi”, “tototo” or “tenena”, “anane”,
“anena” and others. They were unprecedented in the manuscript tradition in the 14" century during the
period of Byzantine kalophonia. Since then, they have been chanted either as parts of other compositions
or as autonomous compositions. Concerning the kratema, see Gregorios Anastasiou, Tat Kpatnuata Xty
YaAtikn Téxvn, vol. MeAétan 12 (AOrjva: “Tooupa Bulavtiviic MovowoAoyiag, 2005). About Kratema
as a part of a wider composition, see, Stathis, Ot Avaypauuatiopol Kai Tae MaOnuata Tne BvCavtivig
MeAomotiag 3, 160-64; Michalis Adamis, “BuvCavtivi) Movowr). Zovroun Totoowr) Avadoour),” in
Méyapo Movoikne AOnvav. Tlepiodoc 1994-1995. KvkAoc EAAnvikne Movoikne. MavovnA Xpvoapne O
Naunadaprog, Toavvne KAadac O Aaunadapiog, Twavvne KovkovCéAns O BvCavtivoc Maiotwp (AOrva:
Oopyaviouog Meydoov Movotkng AOnvav, 1994), 28-29.

19 Cf. Ibid., 28.
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instruments, replacing them with a full voice. If the “Absolute” and the
“Abstract” are concepts that govern the essence of the music of Michalis
Adamis,” then these ensure the required freedom for the creative expression
beyond such limits. The absence of speech (even in the melodies of the work
that precedes) leads to the transcendence of speech, where a person free
from intellectualism is led to experience genuine communication with the
transcendental.”

The kratema appears as a composition in the notated manuscripts of the
Byzantine kalophonia 13"-15" century (Adamis shows a preference for this era),
with such names as Kratema, Ehema, or Enehema to declare the specific type
of melodic content, or with notable names, given by their composers, with
which they declare the unique melodic content of the composition. Thus, in
the manuscript tradition, we find names for kratema such as Anakaras, Viola,
Aedon, Anifantes, Erotikon, Rodakinaton, and others.*

Therefore, based on existing melodic practice, the work under
examination as a composition containing kratema was named by Adamis
precisely to certify verbally the Byzantine musical reference to the structure
and content of the general period in the present. The view has been expressed
that the name Rodanon comes from an older kratema of the Byzantine
kalophonic tradition. In the manuscript tradition, the term Rodanion or Rodani
is mentioned as the name of a kratema. It is a kratema in mode plagal IV, a
synthesis of the great master Xenos Korones, the First Chanter of Agia Sophia
in Constantinople in the fourteenth century. A rubric in the manuscript Iviron
Monastery 1120 (15" cent. [1458], Papadike, ms. Manuel Chrysafes) mentions
in f. 97r: “By First Chanter Xenos Korones, called Rodanin (sic).”*

I am, clearly, not in a position to trace the composer’s thoughts as to
whether he took the opportunity from this specific name in order to name to
his composition Rodanon. It is a possibility. However, during my reflections
(admittedly, intuition is a powerful weapon in research; it often accompanies
logical thinking), I searched in Homer and to my great surprise found that the

20 Cf. Adamis, “Within and Beyond Symbolism: An Insight and a Perspective of Musical Creation,” 10,
16.
21 I offer here a parenthesis concerning the usefulness of the kratema in worship: the kratema is inserted

in very sacred moments of the Divine Liturgy, such as the Trisagion, the Cheroubikon, or the Koinonikon,
because the believer has to experience the Holy and not understand it. It is an affair of the heart in the sense
of the Holy Fathers. See more about the effect of wordless music in Divine Liturgy in Andrew Mellas, “The
Affective Eperience of Wordless Song,” in Liturgy and Music. Proceedings of the Seventh International Conference
on Orthodox Church Music (Joensuu: The International Society for Orthodox Church Music, 2019).

22 For the specific names of the kratema, see, Anastasiou, Ta Kpatniuata Xty Walticn Téxvn, MeAétau
12, 393-406. It has been argued that the various names are perhaps related to the musical content of the
composition. A similar task for the kratema bearing names derived from ornithology has been carried out by
Thomas Apostolopoulos, whom I thank warmly for his assistance; cf. Thomas Apostolopoulos, “Songbirds as
an Inspiration for Byzantine Kratemata,” in Conference on Ancient Hellenic & Roman Music. Music and the animal
world in Hellenic and Roman antiquity (11-15 July 2016, Athens: MOISA. International society for the study of
Greek and Roman Music & its cultural heritage, 2016).

23 Cf. Gregorios Stathis, Ta Xetpdypapa BvCavtivic Movaikne Ayiov Opoc. KatdAoyog Ilepry pagikoc
Tov Xetpoypadpawv Kwdikwv BvCavtivne Movoikng, Tov Anoketuévov Ev Taic BipAoOnkaic Tov Tepawv
Movewv Kai Zxntwv Tov Ayiov Opove, Tou. A', [Movn Iprjowv B' péooc] (Abnvat "Tdoguua Bulavtivig
MovaowoAoyiag, Teoax Zvvodog g ExrkAnoiac thc EAAG&dog, 2015), 309. The so-called Rodani kratema
composed by Xenos Korones is published in Charalambos Karakatsanis, ed. Kpatnuatapiov. Kwéié 710 Tov
1817 E.B.E. (M.I1.T). Mépoc B, vol. ITotaunic 8 (AGnvau: 2007), 273-81.
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word “rodanon” appears in the Iliad, in Rhapsody S [X] and verse 576: “mtaxo
TIOTAUOV KEAADOVTA, TteQL QOOAVOV dovakna — par potamon keladonta peri
rodanon donakéa = next to water that flows like a song, next to agile, thin and
tall reeds.” Scholia Graeca’s edition in Homeri Iliademn mentions the following
interpretations of the word: “tov evikpadavtov dix T Vog, TOV evkivnToV
dwx Aemtotnta — ton efkadanton dia to ypsos ton efkinéton dia leptoteta.”*
Searching in the edition Opurjpov TAiag kat Odvooelx kal elg avTag oXOALx
n €é&nynoic twv maAawwy, I found that “rodanon” means “evdidoelotov —
evdiaseiston = one that sways easily” and “evxivnrtov — efkineton = one who
moves easily.”” The same interpretation can be found in the Thesaurus
Linguae Grecae: “tov gadlwe avadvovta — ton radios anaphyonta = one that
sprouts easily, 1] TOv eVvkivntov dix Aemtotnta — ton efkinéton dia leptoteta =
one who moves easily because he is thin”.?

At this point, we have to answer another critical question: Why was the
specific kratema of Ioannes of Trabzon chosen for this specific composition?
Perhaps one might conclude thatitis based on the relationship of the composer
with Lycourgos Angelopoulos, as this particular composition had been added
to the concert repertoire of the ELBYX (Greek Byzantine Choir) from early on.
If, however, one considers that Adamis had worked on other compositions of
kratema,” one should probably look for deeper reasons in the morphology
of this specific kratema. Morphological study of the composition reveals
that this kratema has easily distinguishable parts. It takes into account the
alterations in the nonsense syllables and is divided into three main sections:
Section One, Tototo™ (see Figure 2-3), Section II, Tororon® (see Figure 3), Section
III, Errirem™® (see Figure 3-4). Of course, there are also smaller periods that
share these three main sections.”

24 Dindorfio-Incohatae, ed. Scholia Graeca in Homeri Iliadem Townleyana Recensuit Ernestus Maass, vol. II
(Lipsiae: Oxonii E Typographeo Clarendoniano, 1888), 280.
25 Homerus and Joshua Barnes, ...Ilias Kai Odusseia... = Homeri Ilias Et Odyssea, Et in Easdem Scholia, Sive

Interpretatio, Veterum: Item Notae Perpetuae ...: Acc. Batrachomyomachia, Hymni Et Epigrammata (Cantabrigiae:
apud Cornelium Crownfield, 1711), 726.

26 Henri Estienne et al., @noavpoc Trc EAAnvixnc I'Awoong, vol. Volumen Sextum (Parisiis: Excudebat
Ambrosius Firmin Didot, Instituti Regii Franciae Typographus, 1842-1847), 2405.
27 Cf. Karathodoros, «Emdoaoeic Xapaktowotikwv Towwudtwv Tig Bulavtivig Movowng Lan

ZUyxoovn "Evtexvn EAAnvur) Movoucr) Anupoveyia. TTegimtwotoAoyuc) MeAétn: MixdAng Addung,
Anuntong Teoldxng,” 86.

28 Heirmologion Kalophonikon MeAomomnOév Tlapa Awapopawv Iommtwv THalawwv Te Kat Néwv
Avaokadwv MetadppacOév Aé Eic Ty Néav Tnc Movoikne MéBodov. Kat Meta Tlaons Emuedeiac
AwopOwOév Iapa Tov Evoc Tav Tpiwv AdackdAwy Tne PnOeionc MeOodov I'pnyopiov IpwtopaAtov Tng
Tov Xpiotov MeyaAnc ExxAnoiac. Nov Eic Ilpwtov Exoo0év Eic Tomov Iapa Ocodwpov I1. [apdokov
Pwkéws. Eniotacia Tov Avtov, Avalwuact Ae Tov Te Tdiov Kai Twv @iAopovowv Zvvdpountav, 191-92,
from the beginning to line 4 of page 192.

29 Ibid, 192, lines 2-7.
30 Ibid., 192-93, line 7 to end.
31 The first section may be divided into three smaller parts: First part, ibid., 191-92, from the beginning

to the 2nd line. Part two, ibid., 192 from 274 line-4t line. Part three, ibid., 192, 4t line-7t line.
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Michalis Adamis uses the distinction of sections and parts of
the composition creatively, as we can see by the following plan of
Rodanon, (see Figures 5, 6 & 7) contributing to the creative process of
fragmentation and reconstruction. It is a process that he chooses for the
creative utilization of the Byzantine musical material when he stresses
emphatically that he follows the traces of Byzantine music, “fragmenting and

re-organizing it, transforming and transcending it.”*

32 Adamis, “Within and Beyond Symbolism: An Insight and a Perspective of Musical Creation,” 16.
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The composer’s choice raises another question. I propose a different
interpretation of the choice of this kratema. The selection is related to its
composer. Ioannes of Trabzon was the First Chanter of the Great Church
between the years 1734 or 1736-1770.* Ioannes’s contribution to the
simplification of musical notation played a catalytic role. As Chrysanthos
states in his Great Theory: “eotd0n avtog 1) pila TOL €ENYNUATIKOL TEOTIOUL
— estathé autos € riza tou exegematikou tropou = He started the exegesis from the
very beginning.”**

Later chanters relied on him and gave us the New Method, which was
established with patriarchal approval in 1814. The notational simplification
by Ioannes of Trabzon and aftrwards its evolution contributed to the spread
of music, to the unification of its performance and finally, to universality
as a musical writing and system. The universality of musical notation, a
requirement of that time, comes to meet another universalism, music itself,
as Michalis Adamis perceives.”® Apart from this, loannes of Trabzon lived
and was active during the 18" century, the age of the Enlightenment, when
every new evolution and freedom was rewarded and adopted. He belongs to
the generation of innovative church musicians with new compositions, new
proposals, and original ideas in writing music. These elements, of course,
we find today in the work of Adamis.

Obviously, the name of the composition and its fundamental content,
kratema, coexist and co-communicate, meaning that the naming of the
work signifies the creative revival in the present time through the eyes of
the present, a synthetic form of the past. Moreover, they co-communicate
as Byzantine kalophonia together with the musical characteristics of the
Byzantine era, and in general find application in contemporary work.

Therefore, in examining more practical issues to see how Michalis
Adamis treats this musical material, I should mention emphatically that the
aim of my presentation is not the microscopic, step-by-step, musicological
analysis of the work, something that has already been carries out.®
My contribution in the context of the Festival of Contemporary Greek
Music is the morphological comparison of Rodanon with the structure of
the compositions of Byzantine kalophonia and the detection of common
morphological elements. The morphological coexistence of compositions
from the era of kalophonia and the composition of Rodanon highlights the
originality of Adamis’s synthetic musical conception.

33 Cf. Chatzigiakoumis, H ExxAnowaotikn Movoikn Tov EAAnviopov Meta Trnv Adwon (1453-1820),
Xxedtaopa Totopiacg, 68.
34 Cf. Chrysanthos, Ocwpntikov Méya Tnc Movoikne XvvtaxOev Mev Ilapa XpvoavBov

Apxteroxomov Avppayxiov Tovo Ex Madvtwv Exdo0év Aé Tro Iavaywtov I. TleAomidov ITe Aomovvnoiov
A Oidotipov Zvvdpounc Twv Ouoyevav, XLIX.

35 Cf. Adamis, “Within and Beyond Symbolism: An Insight and a Perspective of Musical Creation,”
10-13.

36 Karathodoros, "Emwpdoeic Xagaktnowotikwv Tdwpatwv TRg Buvlavtivig Movowng Xan
YvUyxoovn "Evtexvn EAAnvwr) Movowa) Anpoveyia. ITegimtwooAoywr) MeAétn: MixdAng Addaung,
Anunrong Telaxng.”
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The following table presents the work’s structure in detail (according
to the score in my possession).”

TABLE 1. MORPHOLOGY OF THE COMPOSITION RODANON

Bars Description Structure
1-28 Orchestral part Prelude-Introduction
29-47 Melismatic development (Psaltic Choir-Bass) in
the high register of mode Varys diatonic. 1% Part
Orchestral accompaniment.
48-53 Melismatic completion with the Orchestra
54-57 Orchestra: Prelude to the melismatic part of the
Chanter (Tenor)
58-67 Melismatic development of the Chanter’s part
(Tenor)
68-88 Orchestra
89-94 Melismatic development of the Psaltic Choir’s
part in the low register (low octave of bars 29-47).
95-99 Orchestra
100-130 | Melismatic development-solo for the Chanter
(Tenor) in mode plagal I
136-164 | Psaltic Choir (Bass): the first part of the Kratema
164-168 | Orchestra 27! Part
168-178 | Chanter (Tenor): the second part of the Kratema
179-195 | Orchestra
196-201 | Melismatic development-solo for the Chanter
(Tenor)
196-234 | Chanter-Choir: Parallel performance. Psaltic
Choir (Bass): the third part of the Kratema.
Composition completion.

As one may see, the two main parts are what follows the orchestral
introduction. The two parts consist of approximately equal numbers of
bars (100 musical bars each part), regardless of their content.

We have the following structure:
¢ Preface-Introduction.
e Part A: 4 Melismatic developments that are shared between choir
and tenor-singer
e Part B: Development of the kratema of Ioannes, in three melismatic
parts. An intervening melismatic development of the tenor is
performed in parallel with the choir at the beginning of the third
melismatic part of the Kratema.

37 According to Karathodoros, different versions have been found in the composer’s archive. Hence,
they are also two musical texts of the project, which probably relate to the organizational parts (e.g.,
the involvement of the tuba) rather than the voice: cf. Karathodoros, "Emdoaoeic Xapotnototicwyv
Towwpatwv TRe Bulavtiviic Movowng ) Luyxoovn 'Evtexvn EAAnvikry Movowr) Anpovoyia.
ITeoumtwooAoykn MeAétn: MixaAng Adaung, Anuntong Tepldwng,” 86-87.
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This structure reveals the synthetic balance between the parts and the
equal distribution of tenor and choir roles. This may better seen by using
the following plan, which derives from the above details:
Based on the role plan:

* Orchestra. Choir. Orchestra. Tenor.

* Orchestra. Choir. Orchestra. Tenor.

® Choir. Orchestra. Tenor. Orchestra.

* Tenor- Choir. Choir
The above scheme is a reference to the organization of the psaltic choirs
during the kalophonic era and the evolution of the music (specifically the
melody) to the famous Byzantine ars nova compositions of the 14™ century:.
According to the sources and subsequent research, the psaltic choir consisted
of the Domestikos as the director of the choir, the “Kalophonares” or
“Monophonares” (the soloist of the choir) and the members of the choir.*® The
following inscriptions that are also found in the Byzantine music manuscripts
document the psaltic choir’s organization: 6 dopéotikog eig dDMAATUOV — 0
domestikos eis diplasmon,® xal yivetar kadopwvia — kai ginetai kalophonia,*
A&TO X0QOL —apd chorou,* eig TNV avudwviav —eis ten antiphonian, and others,
which signal the role of each part in a Byzantine musical composition. These
can be combined and create a polymetric, multi-melodic, and multi-timbral
result.*?

38 Cf. Stathis, O Avaypapuatiouol Kai Ta MaOnuata Tne BvCavtivne MeAomotiac 3, 36-40.; Neil
Moran, Singers in Late Byzantine and Slavonic Painting, vol. 9, Byzantina Neerlandica (Leiden: E. J. Brill, 1986),
14-50; Evangelia Spyrakou, Oi Xopo! Twv WaAtwv Kata Tr) BvCavtivn [apadoon, vol. MeAétar 14 (AOnva:
‘Toovpa BuCavtiviig MovowkoAoyiag, 2008), 160-78, 488-502.

39 Cf. for example ms. Philotheou Monastery 122 (first half of 15" century, Papadike), f. 54r:
“TIAnQovévoL d¢ ToUTOL €VOVC MOLEL O LEQEVS UEYAAV CUVATITIV: Kol Hetd TV ékpavnow [..] O
dopéotikog A’ E€w eic dimAaouov,” see Gregorios Stathis, Taw Xeipoy pagpa BuvCavtivic Movoikng Aytov
‘Opoc. KataAoyoc Ieptypapikoc Twv Xewpoypapwv Kwdikwv BvCavtivie Movoikng, Twv Anokeluévav
Ev Taic BiprioOnkaic Tav Tepaov Movwv Kai Zxntwv Tov Ayiov Opovg, Tou. I'' [Ayiov ITavAov,
KovtAovpovoiov, KagakaAdov, ProBéov, Lravooviknta, IBrowv (a' pégog) (ABnvar “Tdovua
BuCavtivig MovowkoAoyiag, Teoa Xvvodog g ExkAnoiac tg EAAG&dog, 1993), 491. Domestikos “eis
diplasmon” means that the Domestikos (the choir director) is chanting a particular part of the composition
one octave higher. See, with regard to this, Gregorios Stathis, Ot Avaypauuatiopol Kai Tee MaOnuata Tnc
BvCavtivnc MeAomotiac 3, 45, 161, 98. & Spyrakou, Oi Xopot Tov WYaAtov Kata Tr) BvCavtvn Hapadoon,
MeAétou 14, 151, 461. The opposite is the expression “ eis ten antiphonian”: The relevant part is chanted one
octave lower, see, Gregorios Stathis, O Avaypauuatiouot Kai Tae MaOnuata Tne BvCavtivic MeAomotiag

3, 45.
40 Cf. for example ms. Philotheou Monastery 122 (first half of 15" century, Papadike), f. 57r: ” Ao To0
wde yivetat kaAApwvia [...]”: see Gregorios Stathis, Tae Xetpoypada BuCavtiviic Movaikne Ayiov Opoc.

Katadoyoc Heprypapuxoc Tav Xewpoypadpawv Kwdikwv BuCavtivic Movoixne, Tav Anoxetpévov Ev Taic
BipAoOnxaic Tav Tepawv Movwv Kai Xxkntwv Tov Ayiov Opovg, Top. I'" [Ayiov ITavAov, KovtAovpovaoiov,
KapakaAAov, Pirobéov, Lravpoviknta, Iprjowv (a' Hépog), 491. It means that the soloist (“Kalophorares”
or “Monophorares”) appointed by the Director of the Choir performs the so-called kalophonia. Kalophonia is
the solo part of the composition. Concerning kalophonia as the solo part of the composition, see, AkoAovOix
tov Awopaticod ‘Opbgov, ms. Konstamonitou Monastery 86 (beginning of 15" century, Papadike), f. 251v:
“ToOTO HeV ATIO XOQOU KAl diX0QoV, WS 0AS, TOVTO d¢ KAAALPWVIKOV Hovodpwvaoukov [...]”: see Evangelia
Spyrakou, Oi Xopoi Taov WaAtwv Kata T BvCavtwvn Iapadoon, MeAétar 14, 315.

41 “Amo xopov” means the choral performance of a particular part, cf., Gregorios Stathis, Oi
Avaypauuatiopol Kai Tae MaOnuata Tne BuCavtivic MeAomotiac 3, 39.
42 The rich variety of sound colour of Byzantine choirs through the participation of many voices in

various registers has been pointed out in detail: cf. Spyrakou, Oi Xopoi Tawv WYaAtwv Kata Tr) BvCavtive)
apadoon, MeAétar 14, 502-15.
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Thus, in the present work, we distinguish the division of roles based
on Byzantine chanting tradition, perceivd in a modern and postmodern
way. Furthermore, the orchestra is involved in these roles with old and
modern instruments, harmoniously combined, resulting in the production
of a single but also a modern sound colour at the same time.

At this point, it is necessary to comment on the role of the tenor
soloist and the psaltic choir. There is a musical dialogue between the two
main contributors. The choir proceeds as of one sound. Its presence is more
intense, mainly in the second part, during which the kratema is chanted.
However, the soloist intervenes catalytically. He is presented autonomously,
with his own musically processed part, and participates in the choir. This
happens in every Byzantine choir. The Domestikos and the Kalophonaris
belong to the choir, sing with it, and their particular roles emerge during
the progress of the composition.

Based on the above observations, in the structure of Rodanon,
morphological correspondences can be found with a Byzantine kalophonic
composition, the structure being as follows:

1. Preface, Introduction (orchestral part).

2. Apo chorou - The choir (first melodic development in Varys Diatonic
mode).

3. Kai ginetai kalophonia- A kalophonic solo part begins (1st melismatic
development of the tenor).

4. Apo chorou - The choir, eig Vv dvtipwviav - to the lower octave
(second melodic development in Varys Diatonic mode).

5. Kalophonia (second melodic development of the tenor in the colour
of first plagal mode).

6. Apo chorou - The choir (first part of the kratema, first mode)

7. O Domestikos eis diplasmon - The Domesticos chants to the higher
octave (the second part of kratema, first mode).

8. Kalophonia (3 melodic development of the tenor, first mode)

9. Apo chorou - The choir (3 part of the Kratema, first mode)

10. Apo chorouomou-the Choir along with the Domestikos” (Choir and
Soloist, in the last musical period of the Kratema, first mode).

It should be noted that the orchestra intervenes to complement the
vocal parts, or serves as a musical bridge from one part to another. Let
us note some more specific remarks regarding the elaboration of music
material:

A. We have seen that the Varys diatonic mode’s sound colour has
been combined with the sound colur of mode I and the plagal I of the
kratema during the first and the second melismatic developments of the
tenor part. The interpretations provided by the literature agree with the
theory of the production of Byzantine modes: the Varys diatonic mode is
founded two tones below the base of the mode I (middle of the first mode).
If one elaborates on Byzantine music theory, one must emphasize that
the compositions since Byzantine kalophonia in the Varys diatonic mode
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highlight the tetrachord of mode I before they fall to the final cadence.®
The sound colour ‘complex” of the first, first plagal, and Varys diatonic
modes is evident in compositions of the same period of the kratema
composed by loannes of Trabzon. A typical example is the Mathema
Panagie Nikolae, composed in mode plagal I by Daniel the First Chanter of
the Great Church.** Even through just a few examples, it is evident that
this sound colour combination is well known in the Byzantine tradition.
Michalis Adamis was a connoisseur of this tradition,*® which he utilizes
in a prototypical and creative way concerning contemporary music of the
modern world.

B. The extended vocal range of sixteen voices with the tenor-
chanter’s contribution is not compatible with the permissible vocal range
of the Divine Liturgy, according to which “voais ataktais ou kechresthe — do
not use a disorderly voice [...]”* It agrees, however, with the cultivated
vocal range of Byzantine kalophonia.*” Furthermore, at this point, Michalis

43 A typical example is the so-called “ancient Pheme” Ton Despoten kai Archierea, composed in Varys
diatonic mode or better “protovarys” (i.e., a combination first and Varys modes). Most of the composition
is structured in the first mode’s sound colour and ends up two tones higher than the interval Pa, in
the interval Ga, cf. Tauciov AvOoldoyiac, Ilepiéxov Anacav Trnv ExkAnowaotikny Eviavoiov AxoAovOiav
Eomepwvov, OpOpov, Aeitovpyiag, Meyainc Teooapaxootns Kai Tne Aaumpodopov Avactacewe,
Meta Tvwv Kadopawvikwv Eipuawv Ev Tw TéAer. Kat” ExAoyny Tov EppeAeotépawv Kal EDppadeotépawy
Movowkwov MaOnuatwv Tav EvéoSotépwv Adaokadwv IaAaiwv Te Kat Néwv, EEnynOcioav Eic Tny
Néav Tnc Movoikne MéBodov, Kai Meta Iaonc Enpeleiac AtopOwOeioav Iapa Tov Edevpétov Tnc
PnBeionc MeOodov Adaoxadov Tpnyopiov Ipwtopadtov Tnc Tov Xpiotov MeyaAnc ExkAnoiac,
Nov Aevtepov ExdoOeioav Eic Tomov, Meta I1pooOnkne IToAAwv Etépav, Extoc Twv Avoléavtapiwy
Iapa Ocodwpov INarna Iapaoyov Pwkaéwe, Enotacia Tov Avtov, Avadouact A¢ Tov Tdiov, Kai Twv
DrAopovowy Zvvopountav, vol. A'-B' (Ev Kwvotavtivovrtoder: Ex thg tunoyoadios Kaotoov, Eig
F'aAatav, 1834), 106-07.

44 Panagie Nikolae, in first plagal mode (published in ITavééxtn Tnc Tepac ExkAnoiaotikne
TYuvwdiag Tov OAov Eviavtov ExdoOcioa Yo Twavvov Aaunadapiov Kat Ztepavov A" Aoueotikov
Tnc Tov Xprotov MeyaAnc ExkAnoiac, Téuog 3 megiéxwv ta péytota pabfiuata g te Iamaducng
kat tov Mabnuatagiov (Ev Kwvotavtivovnodet: ék tov Iatouxpxikov Tumoyoadeiov awv' (Pwto-
avaotaotikn avatvnwon Exddoelg Enéxtaon, Kateoivn 1997), 1851), 85-98. Daniel, the first Chanter
from the beginning and in the intermediate Kratema, highlights this relationship in many different
inventive ways, creating a brilliant but at the same time demanding composition. For more about this
relationship, cf. Michael Stroumpakis, «ITavayte NucoAae, Hyoc ITA. A', MéAog AavinA TTowtopaAtov,”
in MaOnuatapiov. Epunvevtixn Kat MovaikoAoykn Zmovdrn, ed. Kovotavtivog Zkagpovtoog (AOnvat:
Teoax Movr) IapaxAntov, 2017), 138-46.

45 Adamis discussed his studies in Byzantine music in the manifesto of his compositional work, his
well-known article “Within and Beyond Symbolism: An Insight and a Perspective of Musical Creation,”
12.

46 Cf. Canon 75 of the 6™ Ecumenical Council in Agapios Hieromonk and Nikodemos Monk,

eds., ITnoaAov Tnc Nontnc Nnog, Tnc Miac, Ayiac, KaOoAwkne Kai AnootoAikne Tawv OpOoddéwv
ExxAnoiac: "Hror Anavtec Oi Tepoi Kat Ocior Kavovee Tav Te Ayiwv Kai Iavevdpnuwv Amootolwv,
Twv Ayiwv Olkovuevikwyv Xvvodwv, Tav Toruxwv, Kat Twov Kata Méppoc Ociwv Iatépwv, EAAnvioTi
Mév, Xapw A&omuotiac, ExtiOéuevor, Aue Aé T Ka0> Huag Kowotépac AtaAéxtov, ITpoc KataAnipw
Twv AntAovotépwv Epunvevouevor Iapa Ayamiov Tepouovayov Kai Nixodnjuov Movayov. Kai Met’
Erueleiac AvaxpiOévtec KatAopOwOévtec, Wnow Tov lavayiwtatov Kai TncTepac Kat Ay iov Zvvodov,
Hapa Tov ZodoAoyiwtdatov AdackaAov Kai Tepoxnpvroc Kvpiov Kvpiov AwpoBéov. To Ilpawtov Tvmolc
Exdo0évteg Adeiqe Mév Kai Ipotponn Kai Erutayn Tov Iavayiwtatov Kat Oikovuevikov Ilatpiapxov
Kai Tnc Ayiac Xvvodov Eruotacia Tov Edbtedovg Ev Tepopovayorc Ocodwpntov AOvt. Tov EE Twavvivav.
Exbidetar Nov To Aevtepov (Ev ABrvaus 'Ex g Tumoyoadiag tov Exdotov Kwvotavtivov I'kaomoAa
o0 OAvumiov, 1841), 164.

47 The Cretan master, Ioannes Plousiadenos, from Chandaka, present-day Heraklion (born at the
beginning of the 15% century), with a rich theoretical and compositional corpus, notes in a manuscript
stored in the Holy Monastery of Sinai, ms. Sinai 1251: “Another prooimion composed by Lampadarios
[loannes Kladas] derived from the work Angelos Protostates by Manuel Moussouros. This work is chanted
within a range of twelve intervals. Some chanters do not like it because they are barbarians and ignorant
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Adamis took advantage of the Byzantine tradition, by bringing us back to
the ancient musical beauty in a modern way, which we also discover by
studying the old compositions.

C. Adamis focuses on and utilizes the morphological structure of the
kratema. Utilizes a) the easily distinguishable parts (different syllables in
each part [Part A: to to, Part B: tororon, Part C: Erirem]), the various chain
schema per part, and c) the question-and-answer relationship between the
parts through the horizontal dimension of the melody. Parts A and C of the
kratema are chanted by the psaltic choir, while the second part is chanted
by the tenor soloist, with the difference that he chants an octave higher. This
modification could have been perceived as an adaptation of the kratema by
the composer; however, for Byzantine kalophonia, the practice of positioning
the voice one octave higher (without changing or modifying the musical
‘phrases’) is not an adaptation of the text but utilization of the interpretive
abilities of the Byzantine psaltic choir which has an extended vocal range
from the lowest to the highest regions.

A fundamental element of the elaboration of the kratema is the use of
canon® in parts A and C'* The rhythmic structure in metres of 2, 4, 6, and
8 beats, and the lack of 3, 5 and 7 contribute decisively to the possibility of
employing canon. There is an adaptation of the metrical arrangement of
Part C, with extended notes to complete the canon, end all the voices of
the it, and unify, first as a drone and then as a final musical phrase that is
chanted by all the voices. In this way, the composition is completed.

Finally, Michalis Adamis writes down in staff notation the traditional
orally transmitted qualities® of the neumes (Byzantine musical signs), such
as the petaste, the oxeia, the antikenoma combined with aple, the klasma under
the quality of tsakisma, the omalon, and the psephiston.”

[...]. This composition is challenging because its range assumes seventeen intervals: mode plagal I chaire
tou pesontos Adam e anaklesis” cf. Dimitrios Balageorgos and Flora Kritikou, Tat Xe1poypagpa BuCavtivig
Movoikne Zwva. Katadoyoc Ieptypapikoc Twv Xetpoypadwv Kwdixwv BvCavtivne Movoikne, Tawv
Anoketpuévaov Xty BipAwoOnkn Tnc Tepac Movnc Tov Opove Zwa (AOrva: “Tdoovua Bulavtivig
MovawkoAoyiag, Teoax Lvvodog ¢ ExkAnoiag ¢ EAAGdoc, 2008), 131. Therefore, tahe smaller vocal
range indicates a lack of musical culture, which was hardly acceptable during the period of kalophonia.
Also, when Ioannes Glykys, the teacher of loannes Koukouzeles, composed the first Eothinon Eis to Oros
tois mathetais epeigomenois (13™ century), he used a vocal range between Pa and Zo, or Re3 and Si4, that is,
14 intervals, see the text in the ms. EBE-MPT 704, ff. 215v-216v.

48 “In music, a canon is a contrapuntal (counterpoint-based) compositional technique that employs
a melody with one or more imitations of the melody played after a given duration (e.g., quarter rest, one
measure, etc.).” Concerning canon in music, cf. for example Wikipedia Contributors, “Canon (Music),”
Wikipedia, The Free Encyclopedia, https://en.wikipedia.org/wiki/Canon_(music); Sergei Taneev, H MecAétn
Tov Kavova, trans. T'iwoeyog ITAovumidng (AOnva: Iamaryonyooiov-Nduwcag, 2002).

49 For analysis of the phenomenon of canon in the composition Rodanon, see Karathodoros,
“Emdpdoelc Xapaxtnowotikwv Tdwpatwv Tng Buvlavtiviic Movowng Xt Xoyxoovn Evtexvn
‘EAANvkr) Movowkr) Anpoveyia. ITegumtwotoAoykr) MeAétn: MixaAng Adaung, Anuntong Teolakng,”
99 onward.

50 Concerning the differences in the interpretation of the neumes, see, for example, Katy Romanou,
“Great Theory of Music by Chrysanthos of Madytos Translated by Katy G. Romanou” (Master of Music,
Indiana University, 1973), 51-53; Simon Karas, Mé0Oodoc Trc EAAnviknc Movoiknc. Ocwpntikdv, vol.
A'(ABnvaur ZVAAoyog moog duadoowv e EOvikng Movoukng, 1982), 180-219; and Dimitrios Nerantzis,
ZvupoAn Ztnv Epunveia Tov ExxAnowxotikov MéAovs (HoducAero, 1997).

51 For these signs, see, for example, Savas Savas, Byzantine Music in Theory and in Practice (Boston:
Hercules Press, 1965), 3-5, 36-38; Ioannis Margaziotis, @cwpntixov BvCavtivic ExxkAnoiaotikne Movoixic,
Eyxexpruévov Iapa Tnc Tepac Zvvodov Tne ExkAnciac Trnc EAAddoc (AOnvar Movowkog Oikoc Xao.
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An excellent example of this particular interpretation written by

Adamis is the beginning of the “Kratema” is included in the following
table:

TABLE 2

The Byzantine musical text without qualified interpretation of the neumes
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Zraowov, 1958), 13-14, 19, 23; Romanou, “Great Theory of Music by Chrysanthos of Madytos Translated
by Katy G. Romanou,” 10-11, 45-50; and Karas, MéOodoc Tnc EAAnvikne Movoikne. Ocwpntixov, A', 5-7,

19-20.
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The qualities of the signs would need to be recorded in detail in
order for the work to be directed by a conductor with western music
education.”® I would add by saying that Adamis recorded the qualities of
the signs because he firmly believed in these interpretations.”® In a way,
the recording was a kind of musical mission; as the composer says, “the
ethos of Byzantine music reflects, to a considerable degree, the ethos of the
Orthodox Church.”* The ethos of music is characterized, among others, by
means of interpreting the signs.

The composition Rodanon according to its name “cvxoadavtov o
UYog,” “agility with subtlety”, indeed expresses what the composer calls the
“constant flow which matter moves towards”> as the path of each person is
teleological in some fragment of eternity.
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THE ENLIGHTENMENT

he Enlightenment can be characterized as a major intellectual movement

that swept across Western Europe and spread around most of the world." It
incorporated a broad repertoire of ideas based on reason —hence the alternative
designation of the Age of Reason. These ideas included: liberty; tolerance;
fraternity; separation of Church and State; and constitutional government.
There was also an emphasis on scientific method and reductionism. The
movement started shortly after 1637, the year that René Descartes published his
seminal Discourse on the Method,*> and ended around 1815. The Enlightenment
is therefore sandwiched between the Renaissance that preceded it, and the
Romantic movement that followed it. The Age of Reason had prodigious
effects on most major disciplines, including Philosophy, Science, Sociology,
Law, Economics, Politics, and Music. Further, beliefs in individual liberty
and religious tolerance directly challenged both absolute monarchies and
religious dogmas and orthodoxy. Major concepts were actively debated and
disseminated in new Societies and Academies,® as well as informally in
salons, coffee houses, debating clubs and masonic lodges. The Enlightenment
contributed among other things to the birth of liberalism and neo-classicism,
the Civil War in England and the French Revolution,* the Industrial Revolution,
and the genesis of modern society with its progressive materialism and
secularism.

1 Alan Kors, Encyclopaedia of the Enlightenment (Oxford: Oxford University Press, 2003), 1-1874.

2 The full title of this work was Discours de la Méthode pour bien conduire sa raison, et chercher la vérité
dans les sciences (Discourse on the Method of Rightly Conducting One’s Reason and of Seeking Truth in the
Sciences). It is perhaps best known today for “Je pense, donc je suis” (“I think, therefore I am”).

3 For example, the Royal Society formed in London from 1660 onwards, while the Académie des Sciences
(Academy of Sciences) was instituted in Paris in 1666.
4 Resistance to absolutism in England led to the Civil War, and in France to the French Revolution. Their

respective Kings, Charles I and Louis XVI, both lost their heads.
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MAJOR RELIGIOUS EVENTS DURING THE ENLIGHTENMENT

The Enlightenment did not just happen. It can be seen as the inevitable
consequence of the major events preceding it. In the domain of religion, the
major event was the Protestant movement. The famous Wittenberg declarations
of Martin Luther in 1517 set in the train the Reformation, schism from the
Roman Catholic Church, and the Catholic Counter-Reformation. There
followed a period of intense religious ferment as dogmas, beliefs and worship
practices were hotly debated. The Peace of Augsburg, agreed in 1555 between
the Lutheran Princes and the Holy Roman Empire, allowed the latter’s states
to choose between Roman Catholicism and Lutheranism.” However, passions
continued to run high. The Holy Roman Empire under Ferdinand II tried to
impose Catholicism on component states that had chosen Protestantism, and
the parties went to war. The resulting Thirty Years” War was a brutal, vicious,
bloody conflict lasting from 1618 to 1648. It spread across Western Europe
and eventually dragged in many of the great states. Upwards of 8 million
people were killed. It ended with the hard-won Peace of Westphalia.® This
finally brought the religious warfare raging in Western Europe to an end and
reasserted the right of free religious choice incorporated previously in the Peace
of Augsburg. The brutality of the war, together with the widespread economic
devastation and disillusionment it caused, are likely factors in the widespread
questioning of religious dogma that erupted during the Enlightenment.

In Russia,” events were unfolding very differently. Tsar Alexei I wished
to unify Orthodox Christianity, and handed the task to Nikon, Patriarch
of Moscow. Nikon was determined to realign the Russian Church with the
original Greek Church. Unfortunately, his grasp of Greek was sketchy, and the
manuscripts purporting to demonstrate true Greek worship practices were
confusing. In the end, the service books on which realignment was based
had actually been printed just a few years beforehand, in Venice. The changes
proposed —including such things as the Slavonic spelling of Jesus, the wording
in the Creed and Doxology, the number of Alleluias, of prosphora to be used,
and the use of three rather than two fingers for making the sign of the cross
— seem today to be relatively minor. However, when they were introduced in
1653, they sparked concerted and furious opposition from clergy and laity
alike. Nikon then compounded the problem by anathematizing the existing
Russian Liturgy and those who refused to switch. This led to an open split
(“raskol”) between the Church and the “new” rite, and adherents of the “old”
rite. The latter were termed “Old Believers”, “Schismatics”, or more derisively,
“Raskolniki”. Patriarch Nikon was later defrocked. However, his actions had
in effect taken the Church in some very different directions, one of which was
to permit the introduction of partesnoe penie (part singing) which had long

5 Calvinism was not permitted until the Peace of Westphalia at the end of the Thirty Years’ War in 1648.
6 The Treaty of Westphalia also marked the end of the war between Spain and the Dutch Republic,
which had dragged on for no less than 80 years.

7 For the purposes of this paper, Russia is taken to mean the Russian Empire declared by Peter the Great

in 1721, which included Ukraine.
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been resisted.® This move towards polyphony in sacred music was actively
encouraged by Tsar Peter I (the Great), who in 1721 reduced the authority of
the Church by abolishing the Patriarchate and forming a Holy Synod, which
reported to him directly.’

MUSIC BEFORE THE ENLIGHTENMENT

Throughout the Middle Ages, melodic chant continued to serve primarily
as a vehicle for enhancing the power of sacred texts in Christian worship.
Sacred music was created, organized and sung by monks and clergy of the
Church. It was monophonic, and sung a cappella. Much music was handed
down from generation to generation through an oral tradition of constant
repetition, but music was also set down by monks on parchment with
the use of specialized signs or neumes. Western Europe and Russia used
different languages, respectively Latin and Church Slavonic. Although chant
also existed for secular use, this was largely folk music that was not formally
organized or written down. With the coming of the Renaissance, the thread
of Western European music began to evolve quite rapidly, ' and diverge from
that of Russian music."

Development of Polyphony: In Western European music, examples of
polyphony are to be found in the eleventh and twelfth centuries or even
earlier. The pace of adoption accelerated during the fifteenth and sixteenth
centuries, with Giovanni Palestrina being a notable exponent. In contrast,
polyphony in Russian sacred music did not appear until the seventeenth
century during the Enlightenment.

Use of instruments other than the voice: Various instruments were added
to choral works in Western Europe, both for purposes of accompaniment,
and later to showcase soloists. Conversely, sacred music in Russia remained
strictly unaccompanied.

Composition of Music for Secular Purposes: In Western Europe, this was
facilitated by increased use of instrumentation. However, in Russia, music
continued to serve a predominantly sacred function.

Stavenotation:* This system was substituted for neumes, a transformation
of musical notation likely accelerated by the invention of the printing press
in the mid-fifteenth century. Unlike the relaxed metre of monophonic chant,
polyphonic music required an unambiguous beat so that the multiple voice
lines could stay interconnected. Stave notation helped to provide this. This
new system of notation occurred later in Russia, along with the adoption of
polyphony.

By the end of the Renaissance, Western European music had developed

8 Jopi Harri, St. Petersburg Court Chant and the Tradition of Eastern Slavic Church Singing (University of
Turku, Ph.D. Thesis, 2011), 51-54.

9 Harri, St. Petersburg Court Chant, 57.

10 Chester L. Alwes, A History of Western Choral Music, Volume 1 (Oxford: Oxford University Press,
2015), 1-504.

11 Vladimir Morosan, Choral Performance in Pre-Revolutionary Russia (Madison: Musica Russica, 1994),
4-36.

12 Stave notation is credited to Guido d’Arezzo, an Italian monk who lived early in the 11* century, and

who also invented the ut (or do) system of “solmization.”
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a large, polyphonic, instrumented, secular tail, which was now wagging the
sacred music whence it came.

KEY FACTORS AFFECTING SACRED MUSIC DURING THE ENLIGHTENMENT

From the maelstrom of the Age of Reason, four factors in particular stand out
as major determinants of the trajectory of sacred music.

Sociopolitical Change: By the end of the Enlightenment, serfdom had been
abolished across most of Western Europe. This resulted in increased social
mobility, with migration from the countryside to the cities, where growth
of mercantilism and capitalism set off the Industrial Revolution. In Russia,
while some Tsars, notably Peter the Great and Catherine the Great, wished
to import some of the ideals of the Enlightenment, neither was anxious to
limit their absolute powers. Peasants remained tied to the land, and urban
migration and the Industrial Revolution in Russia did not really begin until
after the serfs were finally emancipated later, in 1861.

National Control by Church and State: The prolonged ideological, and later
physical, war between Catholics and Protestants in Western Europe all but
guaranteed that questioning religious dogma and orthodoxy, and demanding
freedom of religious expression, would become the norm. Both Catholics and
Protestants now vied for parishioners. Churches became more sympathetic
to changing other long-standing practices changes, for example: allowing
greater interaction between clergy, choir and congregants; and exploration
of new roles for the laity in services, and even in church administration.
Movement occurred towards explicit separation of Church and State; neither
pushed for direct control of the composition or performance of sacred music.
Conversely, in Russia, national control was increasing. The reforms of Nikon,
and Peter the Great, had vested greater control within the Church, and then
of the Church by the State. In addition, new sacred music began to require
review and approval both by the Holy Synod, and by the Tsar’s Imperial
Court Chapel Choir (or Kapella).”

Educational and Social Changes: Western Europe could boast a web of
universities and other educational facilities dating back to the Middle Ages,
and more were added during the Age of Reason. In Russia, opportunities
for formal musical education outside the larger choirs were greatly limited.
Indeed, the Enlightenment had been underway for almost a century before
the first institutions of higher education were founded — the Saint Petersburg
Academy of Sciences in 1724, and Moscow State University in 1755 —
and neither of these had a Faculty of Music. Furthermore, the world-class
conservatories of Saint Petersburg, Moscow, and other major Russian cities,
did not appear until the latter half of the nineteenth century, well after the
Enlightenment ended. So, during the Enlightenment, Russia recruited many
singers from Poland and Ukraine where vocal training institutions existed,
and singers already had practical experience of part singing.

13 Carolyn Dunlop, The Russian Court Chapel Choir 1796-1917 (Amsterdam: Harwood Academic
Publishers, 2000), 85-88.
14 This later became the Saint Petersburg State University.
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Development of Secular Music: In Western Europe, the Enlightenment
brought broader opportunities for rigorous musical education. There was
also tremendous growth in the number of orchestras, as larger towns and
wealthier patrons competed to provide patronage and earn bragging rights.
This in turn enabled a major increase in the number of paid positions for
trained instrumentalists, and soloists, especially as an increasingly urban
public developed an appetite for concerts and could afford to attend them.
At the same time, orchestras became more capable, and provided a suitable
test-bed for the increasingly innovative music now being composed.
Musicians, from performers to composers, largely improved their lot from
artisan to professional, and could increasingly make a living from making
music. The result was that secular music in Europe continued to grow apace
as the Enlightenment progressed. An extraordinary cohort of composers,
especially Italian and later Germanic, fundamentally invented modern
secular music and its component forms and genres — symphony, concerto,
opera, sonata form and song cycle. Their music spans what are now known
as the Baroque and Classical periods, and forms the bulk of serious music
still performed today.” In Russia, the five Slavic composers of the Classical
period (Berezovsky, Bortniansky, Davydov, Degtyarev, and Vedel), all wrote
secular as well as sacred music, and the first three actually studied secular
music in Europe under Italian composers’. However, secular music in
Russia did not really take off until after the Enlightenment had ended.

CHANGES IN SACRED MUSIC DURING THE ENLIGHTENMENT

In Western Europe, sacred music compositions expanded in scope, with
larger vocal ensembles, vocal soloists and accompaniment by orchestras
and instrumental soloists. Such works resembled symphonic music or even
opera, and tended towards the dramatic. They were increasingly performed
in public concert halls rather than sacred spaces, and often included paid
musicians. Perhaps the apogee of this trend is the powerful Missa Solemnis
composed by Ludwig van Beethoven between 1819 and 1823. Another
development was the appearance in church services of rhyming hymns with
a defined metre, set out in four parts for choir and organ accompaniment,
and often sung in unison by the entire congregation. This was not dissimilar
to the great four-part chorales created by Johann Sebastian Bach for his
cantatas, although these were more often accompanied by small instrumental
groups. In essence, it could be argued that sacred music was progressively
“secularized”.” Meanwhile, to hear traditional monophonic or homophonic
Gregorian chant required a visit to a monastery.

The situation in Russia could hardly have been more different. During
the Enlightenment, sacred music did progressively adopt stave notation and

15 Egon Wellesz and F.W. Sternfeld, The Age of Enlightenment, 1745-90, Vol 7, The New Oxford History of
Music (Oxford, Oxford University Press, 1973), 1-762.

16 Morosan, Choral Performance in Pre-Revolutionary Russia, 61-73.

17 Anthony Lewis and Nigel Fortune, Opera and Church Music 1630-1750, Vol 5, The New Oxford History

of Music (Oxford: Oxford University Press, 1974), 1-892.
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partesnoe penie, but was otherwise little changed. Its primary focus remained
illumination during worship in sacred spaces, rather than dramatic concert
performances in public. Instrumental accompaniment never appeared.”® It is
worth noting that in the latter half of the eighteenth century following the
end of the Enlightenment, many of the factors driving change in Western
European sacred music did appear belatedly in Russia. Prominent music
conservatories, such as those in St Petersburg and Moscow, opened. Serfdom
was abolished, and the Industrial Revolution began in earnest. Russian
composers led by “The five” (Balakirev, Borodin, Glinka, Mussorgsky, Rimsky-
Korsakov), Tchaikovsky, Rachmaninov and others, developed a world-class
school of Russian secular music. Nevertheless, even as sacred music in Russia
was beginning to be buffeted by the headwinds of secular innovation, control
by the Kapella, the Tsar’s Choir, tightened into frank censorship.”” The latter
straightjacket was finally removed in 1878 following a court case brought by
Tchaikovsky and his publishers.?’ By then, only four decades remained until
the October Revolution of 1917, with its proscription of religious observances
and music. Thus, sacred music was never really “secularized” as it was in
Europe during the Enlightenment.

SUMMARY

In Western Europe, a conglomeration of powerful forces accelerated the
development and importance of secular music during the Enlightenment, and
eventually allowed it to become commercialized and monetized. Sacred music
then became progressively “secularized” — less a means of enhancing worship
and more a medium for dramatic, virtuoso, paid performances in secular
spaces. In parallel, many major composers began to focus more on creating
secular than sacred works.

In Russia, sacred music incorporated polyphony, but the growth and
influence of secular music seen in Europe during the Enlightenment was not
apparent in Russia until later, and then only in part. Composers continued to
write much sacred music in traditional formulation, intended for illumination
of worship, until the religious prohibitions of the Soviet era in essence choked
off sacred music.
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dited volumes emerging from
academic  conferences  have
engendered their own genre of book

reviews. Typically (and perhaps ORTHODOXY,
S ~ - MUSIC, POLITICS
inevitably) one -wﬂl summarize e R
each of the constituent essays and RUSSIA AND

EASTERN EUROPE

make some overall comments. With
this excellent volume it feels more
important to focus on the global :
comments and leave the more | o M s Vi
detailed exploration to its readers.

The source material of this book
emanates from the conference and
festival “Orthodoxy, Music, Politics
and Art in Contemporary Russia and
Eastern Europe,” held at Goldsmiths,
University of London in 2013, jointly
organized with the University of
Eastern Finland, by Alexander
Ivashkin and Fr Ivan Moody, who Goldsmiths Q et
was then Professor of Church Music
at the UEF. It is warmly dedicated to Ivashkin, the scholar and virtuoso cellist,
who died after a sudden illness in 2014. Ivashkin’s spirit lives in this book,
populated as it is by several of his students including its co-editor, Ivana
Medic.
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Orthodoxy, Music, Politics and Art in Russia and Eastern Europe faces two
distinct challenges. One is common to conference volumes: to bring together
into coherence a collection of essays of different lengths, subjects, and regions.
In a sense, this did not happen: reading the volume cover-to-cover with the
expectation of a single coherent narrative will bring disappointment. The
diversity of regions (though with a decisive preference for a predominantly
Slavic Eastern Europe), subjects, and lengths of its constituent essays do not
exactly yield a narrative arc. However, if approached more as a smorgasbord
of which one could partake at will, the volume is immensely rewarding. The
essays’ diversity also means that no-one will leave this book without having
learned something, without having explored brand new territory, such that
their intellectual and aesthetic horizons are substantially expanded.

The other challenge more particular to this volume has to do with
the subjects it treats. Orthodoxy, Music, Politics, Art, are each prone to the
formation of ideologies, and therefore to internecine battles. Bringing them
all together could have been a preview to a third World War. The essays here
are substantive, and not immune to opinion. But they maintain a spirit of
scholarly inquisitiveness and discovery, and their passion is that of engaged
involvement rather than the staking and defence of territory.

With some notable exceptions, the theme of the political is most often
only a subtext in these essays, albeit an important one. For example, several
essays examine the influence of Russian Orthodoxy—its ethos, its texts,
and its music—on 20™-century music. The sublime neo-classical bricolage
of Vladimir Martynov is the subject of a fine closing essay by Tara Wilson.
And the role—simultaneously complex and elemental—of a more syncretistic
spirituality in Sofia Gubaidulina’s oeuvre is sensitively explored by Boris
Belge. Other explorations do not limit themselves to the “classical” sphere: we
learn about film music and other incursions into broader cultural phenomena.
But in these and other essays on Orthodoxy, as well as on the revival of sacred
music generally, the political landscape, communist and post-communist,
appropriately forms an important part of the analysis, rather than being the
primary subject of inquiry.

But again, none of these scholars—most of whom are young, many of
whom bring to bear their hands-on experience as musicians—is here to stake
a claim or argue an ideology. They are here to share their insight and research,
confident in the receptive curiosity of their listeners and readers. Surely this
spirit of open inquiry—that has yielded such informative and interesting
essays—is an inspiring testimony to Alexander Ivashkin, and his legacy in his
students and his spirit.

Peter Bouteneff
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critical edition of the treatise by the composer, psaltes, teacher and scribe
Akakios Chalkeopulos (fl. ca. 1490-1530), monk at the monastery of St
Catherine in Chandax (today’s Heraklion, Crete), has been a long-standing
desideratum in the field of Byzantine musicology. Envisaged already in 1981,
this project was at last brought to fruition by Gerda Wolfram in 2020.
The music treatise by Akakios

oo scmpma s ' Chalkeopulos, written under Venetian
it influence at the beginning of the 16™

Conrs ORI R Mosic century, is taken from codex GR-An 917,
housed at the Greek National Library in

- Athens. Based on his treatise, together

Der Trakiat des with the following Anastasimatarion
AKAKIOS e (ie, the book containing the
CHALKEOPULG: resurrectional hymns of vespers
sum Byzantinischen Kirchengesang and Sunday matins) and Anthology,

Chalkeopulos attempted to explain
his interpretation of Byzantine chant.
Furthermore, he wanted to show that
the whole system of the Octoechos rests
on the geometry of the 133 houses of the
so-called Paschalion which is used for
the calculation of the Easter calendar
with the help of a diagram consisting
of the seven letters of geometry (from
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alpha to zeta). It seems to have been Chalkeopulos himself who tried
to connect the Paschalion with music: thus, he takes the seven letters of
geometry for the seven, in fact eight, intervals of Byzantine chant which
build the basis for the eight modes.

Akakios uses the popular question-and-answer form of his times to
explain his theory to a Papas Ioannikos, teacher, musician and psaltes at the
church of St Catherine. Together with the help of another method (called
organike methodos), Akakios tries to provide the other teachers, chanters and
composers with a practical tool for their work: he takes music examples
which have compositional errors and corrects them in order to teach them
compositional methods, metrophony and the correct use of the phthorai
(i-e., the modulation signs).

Gerda Wolfram gives a detailed explanation of Chalkeopulos’s work
in her introduction to the treatise as well as in her extensive commentary to
the text itself at the end of the book. This is of great help for understanding
the often quite dense and theoretical language of Chalkeopulos. In a
separate section after the commentary Wolfram also provides insights
into Akakios’s language and style, showing that he was greatly influenced
by the vernacular literature of sixteenth-century Crete. In particular, the
(incomplete) prooimion in the then-popular “political verse” (also known as
decapentasyllabic verse) depicts Akakios as a child of his times.

As Wolfram explains, the prose of the main text of the treatise belongs
to the established form of such theoretical texts and constitutes a mixture
of the traditional forms of Byzantine koine and the developing Modern
Greek vernacular language whose orthography is very volatile. Wolfram
then greatly helps the readers by demonstrating her editorial work, how the
orthography was slightly amended, providing examples of Akakios’s most
striking linguistical peculiarities.

Wolfram’s translation cannot be praised enough: given in parallel
with the Greek original text on the left page it is lucid and straightforward.
Although many foreign words are interspersed amongst the German
text, the reader can have recourse to the indices at the end of the book.
Especially helpful and interesting are the musical examples taken over
from the manuscript: they are depicted as both excerpts from the codex
and transcribed into modern staff notation with the help of cue notes
by Wolfram, making them available also to readers not acquainted with
Byzantine neumes.

Furthermore, Wolfram presents concise analyses of the musical
examples in her commentary, thus providing insights into the use and
purpose of the examples chosen by Akakios for his pupils. This is very
painstaking work indeed, for which today’s readers of the book will be
especially thankful.

As an edition of the Anastasimatarion following Akakios’s treatise
would have been beyond the scope of the volume, Wolfram provides an
overview of the content of this part in a separate appendix. Given the limited
available literature on the Anastasimatarion, this list will be especially

60



JISOCM Vor. 5 (1), 59-61

helpful for comparing Akakios’s construction of this chant book with the
work of other composers, be they older or younger.

The edition thus fills a great void regarding Byzantine chant treatises,
complementing the five hitherto published treatises in the series of the
Corpus Scriptorum de Re Musica in a reader-friendly and thorough way, and
representing the height of today’s state of the art in Byzantine musicology.
The book will definitely develop into a standard reference work and help
further the research into its discipline. Regarding the great non-German-
speaking readership, it is to be hoped that an English translation of the
edition will also be forthcoming during the next years.

Nina-Maria Wanek
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