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Davide Croff

Presentation

Investigating Bessarion and his context thanks to the perspective offered by
musicological research is a renewed act of homage to the great Greek religious,
and it is the individualization of a new perspective fire that represents an
interesting methodological contribution to the historiography of the GreekLatin fifteenth century.
The volume we are presenting here was born from the collective initiative of
different Venetian Institutes to honour the 550 years since the donation made
to San Marco of the library of the cardinal and Nicaean patriarch Bessarion,
an extraordinary man to whom Venice owes one of its glories. The Introduction
by the editor, Silvia Tessari, gives an immediate account of the organizational
structure and of the execution of the programme, which owes so much to Luisa
Zanoncelli, the past President of the Scientific Committee of the Fondazione
Levi. The event will not be an isolated one because it is the will of the Foundation,
as well as the many scholars connected to it, to continue into the future by
constituting themselves as an International Research Group ― which is,
moreover, in continuity with a series of activities that the Levi Foundation has
been cultivating through time, so much so that in listing them we recognise a
precise fil rouge that leads back to the mythical air of the first centuries of the
history of Venice, but also to the continuity of the Venetian Republic’s relationship
with the East until the end of the eighteenth century. Let us, in fact, remember
the works organised by Giulio Cattin since the beginning of the 1990s, works
which were delivered at the conference La musica nella storia e nella civiltà
bizantina (Music in the history and culture of the Byzantine civilization, 1993):
the occasion was such that it included the presence of Lycourgos Angelopoulos
and his Greek Byzantine Choir, which performed a memorable concert in the
church of San Giorgio dei Greci, in collaboration with the Hellenic Institute for
Byzantine and Post-Byzantine Studies in Venice. The subsequent publication of
the proceedings of that meeting ― Da Bisanzio a San Marco. Musica e Liturgia,
edited by Giulio Cattin [1997] ― clarifies that the different research conducted
on the music and the liturgies of the ducal chapel of San Marco (an area of
study in which Cattin towered, with the large support of the Levi Foundation)
VII
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and on same themes in the Byzantine area, lead more to disagreements than
agreements.

phenomena leading back to this extraordinary figure who connected two worlds,
the East and the West, with their traditions, religions, and cultures, worlds
which would resist both the attempt made by the fifteenth century councils to
fuse them, and the political hypothesis of a league against the Turks for the
reconquest of Constantinople ― this, however, does not mean that they would
remain reciprocally impermeable.
In order to facilitate these studies and the dissemination of their results, the
Fondazione Levi is increasingly characterizing itself as a research centre with a
specialized scientific publishing house and a data base with free access.

Antonio Lovato, pupil and successor of Cattin in the scientific direction of
the Levi Foundation, did not fail to also deal with ― among the various other
initiatives taken ― musical themes linked to the councils of the fifteenth
century in the conferences held in Basel and Venice: the results of the research
were then summarized in a volume of proceedings, Mondo latino e civiltà
bizantina. Musica, arte e cultura nei codici del ’400, edited by Antonio Lovato
and Dilva Princivalli, Padova, 2014. The papers collected represent a significant
contribution to the knowledge of the circulation of Greek culture in and around
the councils of Basel, Ferrara, and Florence, without neglecting the areas of
Lombardy and Veneto, which reveal a widespread Greek humanism particularly
manifested in the creation and circulation of manuscripts, and of the men who
wrote, read, collected, and conserved those manuscripts ― and especially those
who taught others to read and use them.

–

PRESENTATION

In these proceedings, among the other authors, we find Silvia Tessari, who
would continue, together with the Levi Foundation, to produce her works:
on occasion of the international meeting Cantus Planus ― the organisation
of which was, in the 2014 edition, managed by the Levi Foundation ― Tessari
presented, together with Sandra Martani, in the Sale Sansoviniane of the
Biblioteca Nazionale Marciana, an exhibition of Greek codices bearing musical
notations: I Codici, in Cantus Planus. Notazione musicale bizantina in codici
marciani. Catalogo della mostra [2014]; soon afterwards the extensive Il corpus
innografico attribuito a Fozio. Edizione critica e analisi musicale [2014], would
be published; then Frammenti in notazione ecfonetica dai mss. 214 E 8 della
Biblioteca Antoniana di Padova, in «Musica e Figura» [2017], pp. 11-23, and
the volume Bizantine Music and the Veneto region. Studies in the Manuscript
Collections [2018].
The works by Tessari continue methodically along the course of scientific
cataloguing and valorization of the Venetian testimony of Byzantine music;
and, moreover, it is an activity that is closely connected with the mission the
Foundation intended to carry out from the onset, that is to say, the catalographic
census of the ancient music resources of the Veneto Region. Much has been done
in this field throughout the years, and it continues to be done today with the
digitalization of these catalogues, which are then made accessible to scholars.
The volume which is being added now enriches the knowledge of the context of
the formation of the Bessarion library, and it throws new light on the cultural
VIII
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Five hundred and fifty years after the donation made by the Byzantine scholar and
Roman cardinal Bessarion to San Marco, the celebrations of ‘Anno Bessarioneo’
2018 involved many Venetian institutions (Marciana Library, Universities of
Padua and Venice, Hellenic Institute of Byzantine and Post-Byzantine studies,
Fondazione Levi) in a positive synergy. Among the other cultural initiatives
offered to Venice by the Levi Foundation, we wish to mention the conferences
(3 and 26 may) on Bessarion’s Byzantine musical manuscripts and on ms. Marc.
Gr. Z, 322, the Conversazioni di fronte all’opera with the exhibition of the same
manuscript, the concert Icone aurali della Pala d’Oro di San Marco, which
featured the Choral Group of the Aristotle University of Thessaloniki, directed
by Maria Alexandru (10 november 2018).
This book comprises the scientific results of the meeting Bessarione e la musica.
Concezioni, fonti teoriche e stili, promoted by the Fondazione Ugo e Oga Levi of
Venice, held on 10-11 november 2018.
The conference aimed to contemplate the historical period in which Bessarion
lived, his biography, his Weltanschauung, and his cultural networks from an
original perspective: musicology. We, therefore, discussed the role played by the
cardinal in the musicological field, taking as a fixed point the codicological data
derived from the manuscripts he owned and later donated.
The musicological perspective is accompanied by an ‘Eastern’ point of view. We,
therefore, wonder how much of the Byzantine musical tradition emerged in
the West thanks to Bessarion, or, on the contrary, how much of the Western
tradition was used as a reagent for musical transformations in the Greek world.
Through the musicological lens, we tried to get as close as possible to the point
of view of Bessarion himself and that of his circle.
It is well known just how productive the study of the cultural interactions during
the Italian and European 15th century around the Council of Ferrara-Florence
were. Bessarion himself was a stimulus for continuous historical-cultural
investigations, as a gem with many facets. Only one, albeit extremely complex,
is analysed in this book: Bessarion in the history of Byzantine music.
Before tackling the strictly musical aspects, it is necessary to focus our attention
on the adjective ‘Byzantine’ which accompanies ‘music’ in the above-written
XI
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sentence, because this is a focal point. The late Palaeologan age was the period
in which the Hellenophone world, ‘Rhomaios’ in its deep essence, had to
reinvent itself, reinvent its Greek identity, re-appropriating and communicating
the pagan cultural world in many different forms, for example the one
proposed by Bessarion, Nobili Graecia ortus, as is written on his tombstone:
Bessarion the Greek patriot and enhancer of ancient Greek freedom against
the Barbarians, but at the same time Bessarion the Roman cardinal. On the
contrary, other learned men rejected their pagan and humanistic identity to
embrace Oriental roots, in opposition to the Latin and Frankish West. Perhaps,
therefore, it is necessary to widen our perspectives regarding Greek music tout
court in association with Bessarion, more than Byzantine music, and only in
this way we will be able to understand the meaning of his musical translatio.
However, this perspective has to consider the entire temporal arc of Greek
music, and to include a rather large spatial area: from Trebizond, a colony of
Miletus, to Crete, to Southern Italy. Little is known about the late-Byzantine
musical production in Trebizond, which certainly flourished in the numerous
monasteries in the area, and which was central in the cathedral liturgies, if not
for single, important neumated manuscripts, such as the Sticherarion ET-MSsc
Sin Gr. 1230. On the other hand, Southern Italy played a significant role also
thanks to the renovatio of Basilian monasticism promoted by Bessarion. Sicily
itself was the cradle of what Giuseppe Sanfratello, in this volume, appropriately
defines as characteristic musical ‘language’, that of the Arbëreshë.
If we study Bessarion and ‘his’ Greek music (that is, the music he listened to,
which he knew from the liturgy, which he studied or promoted, which we found
written in his manuscripts), we find at least two very different concepts of music:
μουσική and ψαλτική. Both belong, by right, to Byzantine churchmen who were
brought up on the sciences of the quadrivium. Mousike is the theory proper to
the Greek world, rethought by philosophers, and absorbed by the Byzantine
civilization, the other is the liturgical and paraliturgical practice of the Greek
church (nothing is hitherto known about Byzantine secular music related to
Bessarion). It is precisely in the difference between μουσική and ψαλτική that
we can understand the cultural enterprise carried out by Bessarion. Which
music could be as a ‘bridge’ between West and East? Which one could be
taught and transmitted? Which one was, on the contrary, almost impossible to
communicate, in a perspective of a religious and cultural progressive approach?
A series of misunderstandings involved Greek and Latin sacred music at the
Concilium, as shown by coeval sources in which otherness and aesthetical
judgements were the dominant tones (paper by Daniel Glowotz, pp. 3-33).
Greek and Latin liturgical chants were universes that were difficult to reconcile.
We do not find evidence of a voluntary translatio of Byzantine church singing
in the munus, since there are only some neumated fragments on flyleaves,

counterguards or as scriptio inferior in palimpsests (paper by Silvia Tessari,
pp. 35-42). Greek music theory (e.g. the celebrated Marc. Gr. Z, 322), on the
contrary, was a significant and essential gift which Bessarion gave to the West.
If a bridge can be found, it is the culturally secular one of ancient music theory.
This volume also investigates Greek music which is coeval with Bessarion. It
developed partly autonomously, and partly in that same humanistic cultural
milieu which was in constant, albeit problematic, dialogue with the West.
Gerda Wolfram is thus entrusted with Byzantine musical theory, whose technical
language is, as is well known, different from classical language. Colleagues
and collaborators of Bessarion had a fundamental role in the development of
the Greek cantus planus, as Christian Troelsgård demonstrates in his paper
on Ioannes Plousiadenos (martyred at Methon in 1500), whose vast musical
horizons range from the most classic tradition of Byzantine chant to melismatic
kalophonia, and from the reception and development of pedagogical and
theoretical texts to the rendering of local Cretan melodies.
A question that cannot be ignored regards the first appearance of multipart compositions in the Byzantine world, traditionally monodic. Nina-Maria
Wanek examines the sources, in which two parallel neumatic lines are penned,
to understand which can be understood as ‘polyphonic’ (and what type
of polyphony?) and which are instead to be interpreted in another way (for
example as melodic variants).
Finally, in an extremely wide diachronic perspective, Maria Alexandru’s article
deals with the musical compositions ascribed to Saint Kassia and with their
subsequent renditions.
The volume is, therefore, the result of different approaches, integrated with
each other: the historical-cultural one, the philological and palaeographic one,
and the ethnomusicological one.
Finally, let us go back to the initial question: did Bessarion play a fundamental
role in the dissemination of the music of his ‘world’ in the world he chose to be
part of? If we cannot assign to him a leading role in composition and in musical
practice, we can certainly affirm that his importance was remarkable, not only
for the impulse he gave to the transmission of ancient Greek musical theory,
but also as an ideological horizon propelling transformations and innovations
forward.
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Daniel Glowotz

Born from a Series of Misunderstandings: the Reports
about Music at the Council of Florence and the
Documents of Cardinal Bessarion’s Musical Thought

I. Two different problems and their connection
The musical performances at the Council of Ferrara-Florence (1438-1439) and
the musical conceptions in the philosophical writings of Cardinal Bessarion
are two completely different problems of musicological research that at first
sight have nothing to do with each other. The only connection between them
seems to be Bessarion himself, being one of the main architects of the union
between the Eastern and Western church closed at Florence in 1439 and at
the same time the spiritual leader of the humanistic Accademia Bessarionea
he founded at Rome only four years later in 1443.1 As is well known, this
academy has fought out during the 1450s and 1460s a philosophical debate
about the primacy of the ancient philosophers Plato and Aristotle including
their schools of interpretation from late Antiquity to the Middle Ages. The
most important documents of the Cardinal’s musical thought emerged from
this invective, which went down in intellectual history as the ‘Plato-Aristotle
controversy’ of the Byzantine emigré scholars.2 An even more important link
between the musically relevant sources of the Florentine Council and the PlatoAristotle-controversy can be seen in the fact that they were both the result of
esthetical and philosophical misunderstandings arisen between highly typical
representatives of the cultures of the Eastern and Western Mediterranean
of the fifteenth century. While the reports written down by Byzantines
about the music performances of the Florentine Council were based on the
misunderstanding of the sacred music of Western Europe, the documents of
Bessarion’s musical thought were born from the misunderstanding of Plato’s
writings by the Byzantine emigré scholar and staunch Aristotelian George of
Trebizond.

1. For Bessarion’s role as one of the strongest supporters of the union between the Eastern and Western church see
especially Hofmann 1938, 382-383; Minisci 1958, 127-128; Mohler 1967, 159-164; D’Ascia 1994, 76-77 and Glowotz
2006, 145-147.
2. For more detailed information about the ‘Plato-Aristotle controversy’ and its relevance for the history of music
theory see Glowotz 2006a, 381-408, and the literature cited there.
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II. The musical performances at the council of Ferrara-Florence
To start chronologically, let us first look at the reports about music performances
at the Council of Ferrara-Florence. This Council, which was primarily held with
the aim to rescue the decaying Byzantine Empire from its existential military
threat by the Ottoman Turks, was the last official attempt to overcome the Great
Schism of 1054 between the Eastern and Western church.3 In the most important
theological and political questions of the Council, namely the legality of the
papal claim to primacy among the five patriarchs of the Mediterranean as well
as the Latin supplement «Filioque» to the Nicene Creed, an agreement could
be reached between both Council delegations after about a year of negotiations.
But the history of the Florentine Council is not only a history of dogmatic and
political compromises between the churches of the East and the West, which led
to a rather shortlived renewal of their unity. It is also first and foremost a history
of countless misunderstandings and diplomatic affronts between the Latin
and Byzantine delegations of the Council, which are characteristic of the deep
gap and lack of mutual understanding between the churches and cultures of
Western and Eastern Europe during the Middle Ages and the Renaissance. As a
typical example for the misunderstandings between the Latin and the Byzantine
side can be seen the first encounter of Patriarch Joseph II of Constantinople
with Pope Eugenius IV in Ferrara on 8 april 1439, which did not take place
publicly but privately in the papal chambers without any form of an official
ceremony because of protocollaric and diplomatic issues.4
It has already been supposed by several researchers that music performances
during the Florentine Council played an important role,5 similar to the Councils
of Constance and Basel, which were close in time and connected with it.6 In fact,
singers from the ranks of the church hierarchy were part of both delegations
of the Florentine Council, because they were indispensable for the liturgical
celebrations that were obligatory at such an event.7 Looking for further
information about music during the Florentinum, the nine main sources for
this Council must be consulted. Among these are no protocols appointed by
both churches. The official Latin and Greek council acts were written down
independently by different members of both delegations, the Acta Latina by the
papal consistorial attorney Andrea Santacroce (1402-1473) and the anonymous
Acta Graeca very probably by the orthodox archbishop Dorotheos of Mytilene

(died before 1444).8 Among the musically relevant documents of the Florentine
Council are furthermore two short acts, which were commissioned by the
Roman Curia from specially appointed notaries on the occasion of the first two
sessions of the Council held in the church of San Giorgio at Ferrara, namely the
Actus notarilis de prima sessione conciliari Ferrariensi and the Relatio de prima
sessione communi Latinorum et Graecorum, written down by Jacobus de Hayes
and Arnold Ludolphi, respectively.9
Beyond these official announcements of the Roman and Byzantine church there
exists also an extensive collection of eyewitness reports about the Florentine
Council. These writings, which were much more influenced by the personal
opinions of their authors than the official acts, include

3.

Cf. Beck 1959, 48 and 58; Geanakoplos 1989, 224.

10.

4.

Cf. Glowotz 2006a, 147-150; 2006b, 1-3.

11. Both versions of the Council report of Simeon of Susdal are edited in Krajcar 1976, 77-104.

5. This opinion was held for example by Chew 1973, 257 and 262; Lockwood 1984, 32; Crawford 1988, 85 and
Hortschansky 1989, 37.
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1. the Memoirs (Apomnemoneumata) of the Byzantine Great Ecclesiarch of the
Hagia Sophia and later Patriarch of Constantinople Sophronios I., Sylvester
Syropoulos (1399-1464),10
2. both versions of the Council report by the Russian monk Simeon of Susdal
(Simeonis Suzdalensis narratio de Concilio Florentino),11
3. the anonymous travel report by a member of the Ruthenian Council
delegation of Archbishop Isidore of Kiev (ca. 1380-1463) (Peregrinatio
metropolitae Isidori ad concilium Florentinum/Хожденіе митрополита
Исидорана Флорентіискіи соборъ),12
4. the travel report ascribed to the Moscovite Abraham of Susdal, also a
member of the Council delegation led by Isidore of Kiev (Iter Abrahami
Suzdalensis ad concilium octavum cum metropolita Isidoro anno 6945 /
Хожденіе Авраамия суждалскаго на осмыи соборъ съ митрополитомъ
Исидоромъ в лъто 6945) and
5. the private Diarium of the Apostolic Protonotary Geminiano Inghirami
(1370-1460).13
The written sources mention music only in connection with the events that formed
the festive framework of the Florentine Council as receptions, processions and
masses.14 In the first year of the Council, its unofficial opening by the Latin
8. For an edition of the Acta Latina see Santacroce 1950 and of the Acta Graeca see Gill 1951.
9. For editions of the Actus notarilis and the Relatio de prima sessione see Hofmann ed. 1951, 3-6 and 29, for more
information about them Hofmann ed. 1951, XXV-XXVI.

12.

For an edition of his Apomnemoneumata, see Syropoulos, ed. Vitalien, 1972.

An edition of the Peregrinatio metropolitae Isidori was provided ivi 1976, 3-46.

6.

Cf. Gill 1959, 265-266 and 273, Gill 1961, 43; Geanakoplos 1989, 255.

13. The Iter Abrahami Suzdalensis ad concilium octavum cum metropolita Isidoro anno 6945 has been edited by
Krajcar ed. 1976, 112-124 while Inghirami’s Diarium can be found in Hofmann ed. 1951, 31-40.

7.

Cf. Mohler 1967, 99 and Glowotz 2006a, 151-152.

14.

4

Cf. Glowotz 2006a, 157 and 2006b, 4.

5

BESSARION AND MUSIC. CONCEPTS, THEORETICAL SOURCES AND STYLES

GLOWOTZ

–

BORN FROM A SERIES OF MISUNDERSTANDINGS

delegation in the Cathedral of Ferrara on 8 january 1438, the receptions of the
Byzantine delegation in Venice and Ferrara around a month later and the official
opening of the Council after the arrival of the Byzantines in the Cathedral of
Ferrara on 9 april 1438, provided occasions for music performances. In the
second year of the Council, music was heard at the receptions of Patriarch
Joseph II and Emperor John VIII Palaeologus in Florence in mid-february 1439,
at the celebrations in honour of the patron saint of the City of Florence on St.
John’s Day, 23 june 1439, and at the celebrations of the proclamation of the
Church Union during the concluding session of the Council on 6 july 1439, at
the Cathedral of Santa Maria del Fiore at Florence.15
Let us first look at the information provided by the sources on ceremonial music
during the council. The Acta Graeca and the Memoirs of Sylvester Syropoulos
report for the reception of the Byzantine delegation in Venice on 8 february 1438,
that the Byzantine Emperor John VIII Palaeologus and the orthodox Patriarch
Joseph II of Constantinople were received by the Doge Franceso Foscari (13731457) on the Venetian state galley, as well as by numerous trumpeters and other
instrumentalists who provided various forms of ceremonial music.16 On this day,
all the bells of the lagoon city rang.17 This kind of music also belonged to the
reception ceremonial. According to the anonymous Peregrinatio metropolitae
Isidori ad concilium Florentinum it is also known that the Byzantine Emperor
left the Council and thus the city of Florence again on 26 august 1439, under
the honorary guidance of all cardinals and bishops of the Council delegations
as well as the Florentine citizens, accompanied musically «with trumpets and
shawms», respectively «с трубами и свиръльми».18
The same source confirms this also for the reception given to the delegation of
Archbishop Isidore of Kiev in Wolmar (Latvia) on its way to Florence.19 In both
cases certainly was performed ceremonial music in the usual way by an ‘Alta
capella’, which was set with double-reed instruments like shawms or bombards
and brass instruments like trumpets or trombones.20 All the other sources of
ceremonial music on the Florentine Council mention only the participation of
trumpeters and timpanists, which is also typical for such occasions. The Acta
Graeca and the Memoirs of Sylvester Syropoulos prove this for the receptions
of the Byzantine delegation at Ferrara in february 1438 and, after the Council

had moved to Florence, between 14 and 16 february 1439, over there.21 Overall,
the reports preserved from the Latin and Byzantine delegation members about
the official receptions and celebrations organised by the cities of Venice, Ferrara
and Florence on occasion of this council and about the music played in this
context, offer little surprise.
However, the situation is completely different for the musical performances of
both delegations during the liturgical celebrations of the Church Union on 6
july 1439.22 For this event the Memoirs of Syropoulos are the best source. They
are of such high value for our knowledge of the Byzantine view of the Latin
church music at the Florentine Council, because Syropoulos was at his time
the highest sacristan of the Byzantine Church.23 Thus, he may have possessed
ex officio a musical education or might have been associated with church music
in some way. He seems to be the only contemporary witness of the Florentine
Council who could make a competent judgement on the sacred music that was
heard during the celebrations for the church union. This assumption is proven
by the sixteenth chapter of the tenth book of his Memoirs, where Syropoulos
reports about the music in the liturgical celebrations of the church union in the
Cathedral of Florence:
Ἤρξαντο οὖν οἱ τῶν Λατίνων ψάλται ἀπὸ δευτέρας ὥρας τῆς ἡμέρας καὶ ἔψαλλον· καὶ
εὐθὺς ἔστη ὁ πάπας εἰς τὸ κατὰ πλάτος μέσον τοῦ ναοῦ καὶ ἵστατο ὄρθιος ἀκλινής, οὐδέν
που προσεγγίζων ἢ ἐπί τι στηριζόμενος, μονώτατος, ἐπὶ παρατάσει τριῶν ὡρῶν ἔγγιστα· ἐπὶ
τοσοῦτον γὰρ ἔψαλλον ᾄσματά τινα εὐχαριστήρια, ὡς ἐκείνοις ἐδόκει· ἡμῖν δὲ ὡς ἄσημοι
ἐδόκουν φωναὶ ἐμμελεῖς. Εἶτα ἔψαλλον καὶ οἱ ἡμέτεροι ψάλται τὴν μεγάλην δοξολογίαν
καὶ μετ’ αὐτὴν τό· Ἅγιος ὁ Θεός, ᾀσματικῶς καὶ τό· Σήμερον ἡ χάρις τοῦ ἁγίου Πνεύματος
ἡμᾶς συνήγαγεν, εἶτα τό· Εὐφραινέσθωσαν οἱ οὐρανοὶ καὶ ἀγαλλιάσθω ἡ γῆ, καὶ μετὰ τὸ
τελεσθῆναι τὰ τοιαῦτα ᾄσματα ἀπῆλθεν ὁ πάπας καὶ ἔστη εἰς τὸν ἴδιον θρόνον.24

The English translation of the passage cited above is the following:
«The Latin singers began to sing from the second hour of the day. And immediately the
Pope stepped into the middle of the nave and stood upright, without swaying, without
leaning against anything, all alone, for almost three hours. For as long as they sang many
Eucharistic chants as seemed good to them. To us, however, they seemed like simple
emmelic chants. Then also our singers sang the Great Doxology and then the «Holy our
God», asmatically also the «Today brought us together the grace of the Holy Spirit», then
«The heavens shall rejoice and the earth shall rejoice», and after the end of such songs the
Pope went away and stepped to his own throne chair.»

15.

Cf. Glowotz 2006a, 157 and 2006b, 4.

16.

Cf. Gill 1951, 4 and Syropoulos 1972, 4, chapter 21, 218.

17.

Cf. Syropoulos 1972, 4, chapter 21, 218.

21.

Cf. Gill 1951, 2-6, and 227; Syropoulos 1972, 7, chapter 36, 386-387.

18.

Krajcar 1976, 32-33.

22.

Cf. Glowotz 2006a, 159-162 and 2006b, 6.

19.

Cf. ivi, 11.

23.

Cf. Glowotz 2006a, 159-162; 2006b, 6 and Talbot 1991, 682.

20.

Cf. Glowotz 2006a, 153-154 and 2006b, 5.

24.

Syropoulos 1972, 10, chapter 16, 498.
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Syropoulos does not seem to have liked the music of the Latin singers, because
he criticises it as «simple emmelic chants» (ἄσημοι φωναὶ ἐμμελεῖς) compared
to the chants of the Byzantine singers, which were performed «asmatically»
(ἀσματικῶς). Hence, what does this antithetical pair of terms ‘emmelic’ vs.
‘asmatic’ exactly mean? The ancient and medieval music theory describes
intervals as ‘emmelic’, if they are neither consonant nor dissonant and have no
cadencing effects.25 Thus, they fit well into the melodic context. Such intervals
were first and foremost the small ones from the Unison up to the fourth.26
Furthermore, since the fifteenth century the imperfect consonances third and
sixth have increasingly been understood as emmelic in Western music theory.27
This understanding of intervals as emmelic comes from Claudius Ptolemy’s
treatise Harmonica, I, chapter 7.28 According to Ptolemy, emmelic intervals are
the closest to the symphonic or consonant ones, like the imperfect to the perfect
consonances.29 Since the entire Byzantine music theory of the fourteenth and
fifteenth century, especially the voluminous Harmonica by the astronomer and
music theorist Manouel Bryennios,30 is heavily indebted to Ptolemy, his lateantique terminology was surely familiar to educated Byzantines like Syropoulos
and it is very likely that he will have used the adjective emmelic in a similar way
to Ptolemy.31
Probably Syropoulos wanted to describe by the antithetic term pair emmelic vs.
asmatic the stylistic difference between the Latin and Greek church music he
had heard at the Florentine Council. «Simple emmelic chants», as he puts it,
might have had a relatively simple melodic ductus, as it is typical for plainchant.
It is certainly also possible that polyphonic music could have been used at the
celebrations of the Church Union in Florence. But there is no evidence that
the compositions performed for this occasion were pieces with such complex
compositional technique as motets or whole movements of cyclic masses, as this
is not mentioned in the sources referring to the music at this Council. Thus,
hypotheses like the assumption of Crawford [1988, 85] about the composition
of pieces like a festive motet or of Chew [1973, 262 and 269] about the
composition of a whole polyphonic mass cycle for the Council of Florence and
the possible tradition of such compositions in the Trent Codices have no basis

in the sources. There were probably heard more simple forms of improvised
polyphony at the Florentine Council such as Faburdens or plainchant for two
voices, also known as cantus planus binatim. If they really were compositions
and not improvisations, they might have been liturgical works of daily use such
as hymns in Fauxbourdon setting. Such compositions were very common in
the ceremonial and liturgical setting for festive occasions during the fifteenth
century.32 Furthermore, they are based mainly on the imperfect consonances
third and sixth, thus on the emmelic intervals.33
The simple, usually not very melismatic character of this kind of music seems
to have violated the ears and the esthetical demands of Syropoulos. As a
Byzantine, he was certainly accustomed to the kalophonic, oriental church
chant of the Eastern Mediterranean, characterized by long melismas and
coloraturas, tone-bending and micro-intervals.34 Exactly this, a distinctly
virtuoso melismatic style, as it is typical for the kalophonic church music of the
Byzantines and generally for the Greek orthodox church from the fourteenth
century onwards, implies the adjective asmatic, which derives from the Greek
word ᾆσμα, meaning monophonic song or monody.35 The controversial pair
of terms «emmelic-asmatic» used by Syropoulos can therefore be understood
almost synonymously as homophonic-syllabic versus monophonic-melismatic.
Thus, it describes quite clearly the different style of church music of the Latin
West and the Byzantine East.36
Not less difficult than interpreting the description of the liturgical music of
the Latin and Greek singers at the Council of Florence by Syropoulos is the
identification of the hymns performed by the Byzantines on the celebrations
for the Church Union. According to Syropoulos, they first sang «τὴν μεγάλην
δοξολογίαν» – «the Great Doxology». That is nothing else than a Greek version
of the Latin Gloria.37 The Great Doxology was sung in the Byzantine Church
only in the Liturgy of the Hours, precisely during the Matin (Orthros) and the
Compline (Apodeipnon).38 Since the celebrations of the church union started
with a vigil on the night of 5-6 july 1439, this fits the picture.39 Different from the
West, where the Great Doxology as Gloria is part of the mass ordinary and its
musical settings, it has never found its way into the mass liturgy of the orthodox

25.

Cf. Glowotz 2006a, 164, annotation 83 and 2006b, 7, annotation 34.

26.

Cf. Richter 1971, 121.

32.

–
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Cf. Bradshaw 1988, 140.

33. Cf. Korth 1988, 92-94; 1995, col. 386 and Trowell 2001, 614-615.

27. Cf. Sachs 1990, 117-118; Rempp 1989, 141-142, annotation 250; Groth 1989, 336, annotation 52; Meyer 2000,
153.

34.

Cf. Wellesz 19612, 271 and Levy 1974, 763.

35.

Cf. Schlötterer 1957, 288-289.

28.

Cf. Ptolemaios 1930, 16 and 24; Dahlhaus 1967, 167-168 and Riethmüller 1989, 300.

36. Cf. Glowotz 2006a, 167-168 and 2006b, 8-9.

29.

Cf. Dahlhaus 1967, 167-168 and Moyer 1992, 25.

37.

30.

For an edition of this treatise see Bryennios 1970.

38. Cf. Taft 1991, 660.

31. Cf. Richter 1962, 98 and 101; 1964, 212-214 and 1971, 120-121.
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Cf. Wellesz 19612, 149 and 173; Taft 1991, 660 and Feulner 2001, 356-357.

Cf. Hofmann ed. 1951, 36.
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churches.40 Its Greek text, however, is part of the Missa Graeca. That is the
Roman mass ordinary with greek text in Latin transcription, as it is transmitted
in some medieval manuscripts with the parts «Doxa en ipsistis theo» (Gloria),
«Pisteuo eis ena theon» (Creed), «Agios, Agios, Agios» (Sanctus) and «O
amnos tou theou» (Agnus Dei).41
More complicated than in the case of the Great Doxology is the identification of
the three other hymns mentioned by Syropoulos, because he has handed down
only the incipits of their texts. At first sight it seems tempting to understand
the second of these hymns, «Ἅγιος ὁ Θεός» («Holy Our God») as the Agios
(Sanctus), which is next to the Great Doxology (Doxa en ipistis theo/Gloria in
excelsis deo) the most frequently transmitted part of the Missa Graeca. Would
that mean that probably a Missa Graeca has been sung by the Byzantines at
the union celebrations in Florence?42 This assumption would be supported by
the fact that the Missa Graeca was understood throughout the Middle Ages by
the Latin West as a symbol of the union of the church and was therefore sung
preferentially on Pentecost, the feast of the foundation of a unified ecumenical
church.43 But against this hypothesis argues Syropoulos himself, because the
third and fourth hymn mentioned by him are neither the Creed, nor the Agnus
Dei of the Missa Graeca. Moreover, the textual incipit of the «Agios» of the
Missa Graeca does not fit exactly to that of the second hymn mentioned by
Syropoulos. The latter is taken with higher probability form the well-known
Trisagion with the initial words «Ἅγιος ὁ Θεός, ἅγιος ἰσχυρός, ἅγιος ἀθάνατος».44
The Trisagion is a liturgical acclamation, known as an extension to the Kyrie
since the Council of Chalcedon (451). In the Eastern Churches it is the most
widespread liturgical chant, which is prescribed several times a day and it is also
used as a processional and welcoming acclamation.45
The third hymn mentioned by Syropoulos, «Σήμερον ἡ χάρις τοῦ Ἁγίου
Πνεύματος ἡμᾶς συνήγαγεν» (Today the Grace of the Holy Spirit brought us
together) is most likely the well-known Sticheron for the Vespers of Palm
Sunday from the Triodion katanyktikon, the chant book of the Greek Orthodox
Church for Lent.46 It is the only hymn mentioned by Syropoulos, whose text

refers in some way to the Holy Spirit. Probably it was used as an acclamation
of the Holy Spirit within the celebrations of the Union as well as the most
important Latin hymn to the Holy Spirit, Veni creator Spiritus. The use of the
Veni creator Spiritus has been ascertained for councils and church meetings
since the Synod of Reims in 1045 and it surely was not missing at the Florentine
Council.47 Even before the union celebrations at Florence, it had been heard
there several times on various occasions when the Council still took place at
Ferrara, for example during its official opening and its second inofficial session.48
The incipit of the last hymn mentioned by Syropoulos, «Εὐφραινέσθωσαν οἱ
οὐρανοὶ καὶ ἀγαλλιάσθω ἡ γῆ» (The heavens shall rejoice and the earth shall
rejoice) begins with the same words as Psalm 96 (95), 11 and the bull of the
church union, «Laetentur coeli».49 Probably it was in fact Psalm 96 (95) about
the kingdom of God.50 According to their incipits two other hymns of St. John
of Damascus (ca. 650-750), quite similar in their text, can also be considered:
first a Sticheron for the Vespers to Mary’s Annunciation (25 march) and second
a Doxastikon for the Vespers of 30 december.51 For the latter hymns, however,
the problem of their fixed location in the Byzantine church year would arise.
With the interpretation of the hymns mentioned in the Memoirs of Syropoulos
as chants for the mass ordinary and for the canonic hours, namely as Great
Doxology, as Trisagion, as an Acclamation of the Holy Spirit and as a Psalm
setting, a severe problem does not become manifest: from the hymns mentioned
by Syropoulos should be excluded all the chants of the proprium de tempore
for identification because of their fixed place and function in the Orthodox
church year. The observation that already St. John Chrysostom [PG VI, col. 103]
has described the Great Doxology and the Trisagion in his Homilia in laudem
eorum, qui comparuerunt in Ecclesia, quaeque moderatio sit servanda in divinis
laudibus as chants for the Vigil also supports the interpretation supposed
here for the chants performed by the Byzantine singers during the liturgical
celebrations in the night from 5-6 july 1439, in the Dome of Florence.52
In contrast to the four reconstructable hymns sung on occasion of the union
celebrations it is not known which musical repertoire the singers of the
Byzantine delegation brought with them to the Council of Florence. Only the
modes of the Greek hymns, which were sung during the union celebrations,

40.

Cf. Ursprung 1953, 295 and Mazal 1980, 161.
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41. Cf. Ursprung 1953, 289. For an edition of the text of the Missa Graeca see Mazal 1980, 161. Wanek [2013,
173-190 and 2018, 113-126] has recently published two essays summarizing the newer state of research to the Missa
Graeca and its definition.

47.

Cf. Chew 1973, 262 and Langenbahn 2001, 591-592.

42. Cf. Atkinson 1982, 137.

48.

Cf. Castelli 1994, 298-299. For the relevant primary sources see Hofmann 1951, 3-6 and 29.

43.

49.

Cf. Syropoulos 1972, 498 (critical annotations) and Minisci 1958, 128-129.

44. Cf. Glowotz 2006a, 170-173 and 2006b, 10-11.

50.

Cf. Mohler 1967, 176.

45.

51. Cf. Follieri 1960-1966, vol. 1, 561, Émerau 1923, 439 and 1924, 196. For editions of the texts of both of the two
hymns see Kutlumusianos 1962, 242 and 1973, 102.

Cf. ivi 133-134; Ursprung 1953, 293 and Huglo 2000, 58.

Cf. Ursprung 1953, 291; Levy 1974, 761; Mazal 1980, 159 and Plank 2001, 262-263.

46. Cf. Follieri 1960-1966, vol. 3, 488. For an edition of the text of this hymn see Papadopoulos-Kerameus 1960,
349.
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See also Quasten 1930, 241-242, annotations 27 and 28.
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can be found in the liturgical books still available to us today, as far as the
original melodies of the fifteenth century were not lost over the centuries, for
example by the reform of the Greek church music initiated by the archbishop
of Bursa, Chrysanthos of Madytos (ca. 1770-1846), in the second decade of
the nineteenth century.53 An exception can only be seen in the Trisagion, for
which Levy [1974, 761-765] has provided some paradigmatic transcriptions from
Byzantine liturgical chant books from the twelfth to the fourteenth century.
Furthermore, the hymns cited by Syropoulos are not mentioned in the official
Acta Latina and the Acta Graeca of the council. Besides Syropoulos only the
Diarium of Inghirami knows them and reports their right place in the liturgy
for the Union celebrations. According to Inghirami they were sung after the
Latin litanies.54 After that Pope Eugenius IV intoned the hymn «Veni creator
Spiritus», as Inghirami reports.55 The Byzantines accompanied him according
to the Acta Latina in Greek,56 probably with their famous Troparion for Whit
Sunday, «Βασιλεῦ οὐράνιε» (Heavenly King), which corresponds to the Latin
Veni creator Spiritus and with which all of the canonic hours are opened in the
Eastern Churches.57
Inghirami also points indirectly to this, telling that the Pope, after accepting the
bull of the union, had intoned the Te Deum and all the prelates followed him with
the prescribed hymns of praise, including the Byzantines in Greek.58 Inghirami
is in this point partly supported by the Russian Peregrinatio metropolitae Isidori
ad concilium Florentinum:

on 8 january 1438.60 However, nothing is known in the written sources to
the Florentine Council about a polyphonic setting of the Te Deum written
by a Western composer for this event. There is also no mention about the
composition of an entire polyphonic mass cycle or a festive motet for this
council. Such a kind of composition could surely have been expected for the
opening or closing sessions of a great ecumenical synod and its liturgical
celebrations. So if the assumption of Chew [1973, 262-264] would be correct
that a polyphonic mass cycle or an artificial festive motet was performed at the
Florentine Council as a form of expression of the papal claim to primacy and
supremacy, which had openly manifested several times during this council, why
didn’t mention its Latin sources, written by such faithful servants of the Roman
Curia as the apostolic protonotary Geminiano Inghirami and the consistorial
attorney Andrea Santacroce, such a splendid musical performance? Why didn’t
the Byzantine Syropoulos either mention it, although he was easily impressed
by the magnificent musical ceremonial at the reception of the Byzantines
in Venice and although he clearly knew a lot more about music than all the
other eyewitnesses of the Council? All of them would certainly not have been
completely silent about it, if an extraordinary musical performance had taken
place during the Council of Florence.61 But perhaps the Curia itself considered
such an effort as unnecessary, although a great ecumenical council such as the
Florentine would certainly have been a worthy place for the performance of a
large polyphonic composition. The fact that this was omitted possibly represents
an indication of the disparaging treatment of the Byzantine delegation by the
Latins, for which the Council had offered pope Eugenius IV more than one
occasion like the first reception of the Patriarch of Constantinople Joseph II
in Ferrara on 8 april 1439.62 Another explanation for the obvious renunciation
of the performance of a large polyphonic composition during the Florentine
Council could also be seen in the fact that the cyclic mass was at this time a
relatively young genre, which was still in its development in the 1430s.63 And
as is well known, the critical attitude of Eugenius IV towards highly artificial
polyphony like the cyclic mass prompted him after the council to implement
church music reforms aimed at promoting plainchant and simpler forms of
polyphony such as hymns and other compositions for only two up to three voices
in the style of cantus planus binatim or Fauxbourdons and Faburdens.64 This
attitude could of course have been the reason, why polyphonic compositions

И по том начаша папиы діакы пъти хвалу црю; и по том начаша пъти вес соборъ
латинскыи и вес народ, и начаша радоватис, зане бяше прощеніе приали от грек.59

In English:
And then the papal deacons began to sing praises on the Pope, and after that the imperial
deacons began to sing praises on the Emperor, and finally the whole Latin synod and all
the people present began to sing and started to exult for being forgiven by the Greeks.

Very probably the Te Deum mentioned by Inghirami was sung in plainchant,
as it is also documented by the Actus notarilis for the opening of the Council
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53.

Cf. Glowotz 2006a, 177-178 and 2006b, 13.

54.

Cf. Hofmann 1951, 37.

55.

Cf. ivi 1951, 36-37.

60.

56.

Cf. Santacroce, 1950, 129.

61. Cf. Glowotz 2006a, 182-184 and 2006b, 14-15.

57.

Cf. Glowotz 2006a, 180 and 2006b, 14.

62.

58.

Cf. Hofmann 1951, 37.

63. Cf. Finscher 1989, 205.

59.

Krajcar 1976, 32

64.
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with high artistic demands were not performed at the Council of Florence.
The references on the style of music of both delegations in the Memoirs of
Sylvester Syropoulos suggest that the confrontation between the Eastern and
Western Church at the Council of Ferrara-Florence was not limited to the
fields of religion, theology and politics, but also included church music and its
aesthetics.65 Syropoulos describes the Latin church music with disrespect up to
open disgust and without any effort to understand its liturgical functions. On
the other hand, the reports in the Acta Latina and in Inghirami’s Diarium show
that the Latin side seems not to have understood much more about Byzantine
church music than Syropoulos about the Western one. But in contrast to
Syropoulos the reports by Western authors about the Florentine Council
remain either silent concerning music or somehow scanty and indifferently
in their formulations, albeit neutrally in their esthetical evaluation. However,
the criticism of the Latin church music by the Byzantine Great Ecclesiarch
Syropoulos must even be considered as relatively mild. In the Council report
of the Russian monk Simeon of Susdal, Western church music is criticized in
an even more polemical form, referring to the most important point in which
it decisively violated the religious convictions of the Byzantines, namely by the
use of musical instruments in worship – even during the religious service for
the celebration of the church union.66 The council and travel reports of Simeon
and Abraham of Susdal mention in this context the use of stringed and wind
instruments like trumpets and shawms, thus probably of an Alta capella, as
much as of kettledrums and organs.67 And exactly that point considered the
orthodox Byzantines – Greeks, Ruthenians and Russians – especially in the
case of the organ to be the expression of the pagan world par excellence and
therefore it was totally suspicious to them.
III. Bessarion’s musical thought and its documents
Although Bessarion [Figure 1, p. 14] was one of the most important architects
of the Church Union at the Council of Florence, he was in contrast to other
representatives of the Byzantine high clergy like Syropoulos none of the
eyewitnesses who reported about it. So we know nothing about his aesthetic
views about the church music of the Eastern and Western Mediterranean of
his time. But the humanistic side of his personality offers a lot of hints for
the reconstruction of his musical thought. Synonymous for this humanistic
orientation has become the academy he founded at the curia of his title church
Santi XII Apostoli at Rome and which existed for nearly thirty years from
Figure 1.
Portrait of Bessarion.
Woodcut from Giovio 1577, p. 43
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65. Cf. Glowotz 2006a, 184-185 and 2006b, 16-17.
66. Cf. Conomos 1982, 1-2.
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Cf. Krajcar 1976, 66-67, 94-95, and 118.
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his move there in 1443 until his death in 1472.68 The Academia Bessarionea
was an informal circle of Byzantine and Italian scholars who had access to
the Cardinal’s private manuscript library and took part in the discussion of
philological and philosophical problems arising from Bessarion’s editing and
translation projects, realized by the scriptorium of his library.69 In his academy
Bessarion acted as leader, host and patron, as well as referee in the discussions
and invectives of its members.70
Among the permanent members of his academy were only Bessarion himself,
his friend and family member Theodorus Gaza (1400-1475) [Figure 2, p. 16], the
Roman humanist Lorenzo Valla (1407-1457) and until 1450 the Cretan humanist
George of Trebizond (1395-1472) [Figure 3, p. 19], who later became the
sharpest critic and most outspoken opponent of the Cardinal.71 To the temporary
members of Bessarion’s Academy belonged some of the best representatives of
the Italian intellectual life of the fifteenth century such as Jacopo Ammannati
Piccolomini (1422-1479), Francesco Barbaro (1390-1454), Flavio Biondo (13921463), Poggio Bracciolini (1380-1459), Leonardo Bruni (1369-1444), Giovanni
Antonio Campano (1421-1477), Bartolomeo Platina (1421-1481), Guarino
Veronese (1374-1460), Bessarion’s secretaries Niccolò Perotti (1431-1480) and
Domizio Calderini (1446-1478), as well as the later Popes Nicholas V (Tommaso
Parentucelli, 1397-1455) and Pius II (Enea Silvio Piccolomini, 1405-1464).72 For
some time, also the Byzantine philologists and humanists Nikolaos Sekoundinos
(1401-1464), Demetrios Chalkondyles (1423-1511) and his pupil Janos Laskaris
(1445-1535) as well as the theologian, priest, humanist and musician Ioannes
Plousiadenos (1429-1500) belonged to the Academy of Bessarion, but didn’t
leave visible traces there.73 Mathematicians such as Johannes Regiomontanus
(1436-1476), Cardinal Nicolaus Cusanus (1401-1464), Jacopo da Cremona
(1395/1410-1453/1454) and the architect Leon Battista Alberti (1404-1472)
expanded the spectrum of themes in Bessarion’s Academy to the mathematical
and scientific studies.74 Particularly Regiomontanus was decisively influenced
during his stay with Bessarion in the years 1461-1464 in his work on the fields
of astronomy and music theory, especially concerning the writings of Ptolemy.75
68. Cf. Glowotz 2006a, 377.
69. Cf. Mohler 1967, 326 and 335; Hankins 1990, 208; Zorzi 1994c, 404; Pugliese Carratelli 1996, 803; Glowotz
2006a, 377-378; 2012, 15 and 2014, 162.

Figure 2.
Portrait of Theodorus Gaza.
Woodcut from Giovio 1577, p. 48
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Cf. Glowotz 2006a, 379.

72.

Cf. 2006a, 14-15 and 2012, 162.

73.

Cf. Mohler 1967, 332-333 and Glowotz 2006a, 379.

74.

Cf. Glowotz 2006a, 380.

75.

Cf. Glowotz 2005, 29-46 and 2006a, 558-604.
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Also the most important documents of Bessarion’s musical thought emerged
in connection with his Roman academy during the Plato-Aristotle-controversy,
which was fought out by the members of this academy between 1451 and 1472.76
This controversy was initially caused by Latin translations of two scientific
works from Greek, namely Ptolemy’s Almagest and the Pseudo-Aristotelian
Problems.77 These translations were made by George of Trebizond for Pope
Nicholaus V at the suggestion of Bessarion and based on manuscripts from
the latter’s private library, for example on I-Vnm Gr. 216 for the translation
of the Problems.78 Although they can be called linguistically correct, were well
known and generally appreciated, they met strong contradiction in Bessarion’s
Academy, since both did not meet the philological criteria of the humanistic
‘ad sensum’ translation practice.79 This may seem surprising, because there can
be no doubt about George’s qualification as a translator in the fields of ancient
mathematics, science and music theory. He had been in his youth a student of
Vittorino da Feltre (1378-1446), who at his time enjoyed a high reputation in
Italy as a teacher for the mathematical subjects of the quadrivium.80 Vittorino
favourited an educational concept which, according to ancient Greek and
Byzantine ideals, paid special attention to the knowledge of classical writings
from Greek antiquity in the fields of mathematics and music theory.81
But above all the Scholion written by George around 1459 for his translation
of the Problems proves his expertise in ancient mathematics and science.82 This
Scholion has come down to us in full length only in the manuscripts I-Rvat
Urb. Lat. 1322 and I-Rvat Lat. 5790, but it was later widely used in abbreviated
form together with George’s translation of the Problems in numerous copies.83
It refers amongst other chapters of the Pseudo-Aristotelian work to the
Problem 6 (899b13-14), 9 (900a1), 20 (901a27), 25 (901b31), 45 (904a28), 52
(904b34-35) and 56 (905a24) of the eleventh book as well as 41 (921b9-11) and
48 (922b28) of the nineteenth book. There are problems of music theory like
questions of acoustics, phonetics, interval, and rhythm theory or the ethos of
classical ancient rhythms and meters are discussed.84 In all of his comments on
76. Cf. Glowotz 2006a, 381-383; 2012, 15 and 2014, 162.
77. Cf. Mohler 1967, 327; Monfasani 1976, 73-77 and 104-106; Gallo 1990, 192-193.
78. Cf. Glowotz 2006a, 384-385, annotation 29 and 540-542.
79.

Cf. Monfasani 1976, 73-77 and 104-106; Gallo 1990, 192-193; Glowotz 2006a, 390 and 2014, 163.

80.

Cf. Monfasani 1976, 4-12 and Glowotz 2006a, 123-125.

81.

Cf. Palisca 1985, 280-281; Glowotz 2006a, 123-125; 2012, 10-11 and 2014, 155-156.

82.

Cf. Glowotz 2006a, 385-389.

83. Cf. Aristoteles 1962, 374; Trapezuntios 1984, 59, 69, 131 and 640; Gallo 1990, 196 and Glowotz 2006a, 386-387.
For an edition of George’s Scholion to the Aristotelian Problems see Trapezuntios, ed. Monfasani, 1984, 640-666.
84.
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Cf. Glowotz 2006a, 387-389.

Figure 3.
Portrait of George of Trebezond.
Woodcut from Giovio 1577, p. 46
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the Problems concerning questions of music theory, George has interpreted the
passages annotated by him without philological or factual errors.
However, due to the opposition of Bessarion and his academy George’s
translation of the Problems was rejected by its dedicatee, Pope Nicholaus V,
and a new translation was commissioned from Bessarion’s family member
Theodorus Gaza.85 Astonishingly, Bessarion himself didn’t own a copy of this
translation, which he had suggested as a replacement for George’s translation
he had criticized so much.86 Gaza’s work itself was in turn sharply criticized
after its completion in 1454 by George in the invective Adversus Theodorum
Gazam in perversionem Problematum Aristotelis.87 These were the inoffical
beginnings of the Plato-Aristotle-controversy, which finally became public with
George’s Comparationes phylosophorum Aristotelis et Platonis, a polemical
invective written around 1455-1458 and turning sweepingly against Plato
and his followers.88 This invective was more dangerous at its time than it may
seem today. George had influential patrons in Rome and enjoyed an excellent
reputation as a scholar, especially as one of the best connoisseurs and translators
of Plato’s works of his time alongside with Marsilio Ficino (1433-1499).89 He
represented the critical attitude of many scholastic philosophers and theologians
of its time against the then still little known philosopher Plato and his most
prominent representatives, Cardinal Bessarion and his teacher in the field of
philosophy, George Gemistos Plethon (1355-1452).90 Their reputation was as
much at stake as the existence of Bessarion’s Academy, for George of Trebizond
had written with his Comparationes, a work which focused on the idea of the
endangerment of the Christian and Aristotelian system of scholastic philosophy
and theology by pagan ideas, which characterized Plethon’s works as much as
their pronounced Platonism.91 To make matters worse, with the pontificate of
Paul II, an opponent to humanism and former student of George, the situation
became increasingly precarious for Bessarion also at the Curia during the
years 1464-1471.92 Furthermore George’s accusations remained for a long time
without reply. Although Bessarion began immediately after the completion of

George’s Comparationes with his answer to the accusations of his opponent, the
four-volume work In calumniatorem Platonis, still some years had to pass after
its beginnings between 1556 and 1566 up to the completition of the final edition
of its Latin text. It was already august 1469 when the latter went into print at the
Roman publishing house of Conrad Sweynheym and Arnold Pannartz.93
After two small invectives more in 1470-1471, the Plato-Aristotle-controversy
of the Byzantine emigré scholars came to an end with the death of Bessarion
and George of Trebizond in 1472.94 However, the interest in this controversy
remained still alive for a long time after in the Italian intellectual life due to
the high circulation of 300 copies of In calumniatorem Platonis, which had
been distributed strategically wise by Bessarion to important intellectuals all
over Europe.95 Among the recipients of his work were such renowned scholars
as Guillaume Fichet (1433-1480), the Rector of the Sorbonne, furthermore
the humanists Marsilio Ficino, Francesco Filelfo (1398-1481), Ognibene da
Lonigo (1412-1474) and his student Niccolò Leoniceno (1428-1524), who was
later Professor of Medicine at the University of Ferrara and one of the most
important translators of ancient Greek music treatises for Franchino Gaffurio.96
It has to be mentioned in this context that the contact of the physician and
mathematician Leoniceno with the circle of scholars around Bessarion could
have been established by his colleagues, the astronomers George of Peuerbach
and Johannes Regiomontanus, who were closely connected with Bessarion’s
academy.97
Nevertheless, George’s Comparationes were spread all over Europe too, because
of their printing at the publishing house of Jacopo Penzio di Leuco in Venice
1523. They were read by personalities such as Cardinal Domenico Grimani
(1461-1523), the patron of the music theorist Erasmus of Höritz (ca. 1465-1514),
and as Diego Hurtado de Mendoza (1503-1575), the ambassador of emperor
Charles V in Venice and passionate collector of manuscript copies of Greek
music treatises from the Biblioteca Marciana.98 George’s criticism of the state
theory of Plato’s Republic and Laws, the latter being of high importance for
the humanistic music theory of the Italian Renaissance, thus retained influence
until wide into the sixteenth century.
So Bessarion had correctly recognized the need to refute George’s accusations

85. Cf. Mohler 1943-1949, 58-60; Labowsky 1968, 187; Monfasani 1976, 75-77 and 104-106; Gallo 1990, 193 and
Glowotz 2006a, 390.
86.

Cf. Monfasani 2011, 13.

87. Cf. Mohler 1943-1949, 64; Woodhouse 1986, 365 and Glowotz 2006a, 390.
88. Cf. Glowotz 2006a, 390-392; 2012, 15; 2014, 162 and the literature cited there. For an edition of George’s
Comparationes see Trapezuntios 1965.
89. Cf. Mohler 1967, 352-354; Labowsky 1968, 176; Monfasani 1981a, 195-196; Glowotz 2006a, 390-392; 2012,
15 and 2014, 162.
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Cf. Mohler 1967, 360; Monfasani 1976, 212; Hankins 1990, 210; Lotti 1994, 86 and Zorzi 1994c, 397.

94.

Cf. Monfasani 1976, 229 and Glowotz 2006a, 393.

95.

Cf. Monfasani 1976, 219; Feld 1982, 287; Zorzi 1994c, 398; Glowotz 2006a, 392-393; 2012, 16 and 2014, 163.

90.

Cf. Woodhouse 1986, 365 and Hankins 1990, 241-243.

96. Cf. Monfasani 1976, 228-229; Mugnai Carrara 1979, 171-172; Zorzi 1994c, 398; Glowotz 2006a, 406; 2012,
16 and 2014, 163-164.

91.

Cf. Mohler 1927, 355-356; Hankins 1990, 174 and Lotti 1994, 86.

97.

Cf. Mugnai Carrara 1985, 197.

92.

Cf. Monfasani 1976 97; 1981a, 196 and Hankins 1990, 210.

98.

Cf. Hankins 1990, 174; Glowotz 2006a, 402; 2012, 16 and 2014, 164.
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in the form of a comprehensive compendium of Platonic philosophy. Although
In calumniatorem Platonis was not originally intended to be an introduction
to Plato’s work, Bessarion nevertheless succeeded in providing just that. It was
the first balanced general description and interpretation of Platonic thought
in Western Europe, especially of Plato’s important music and state theory.99 In
Bessarion’s main philosophical work the Cardinal strove for a reconciliation of
Plato and Aristotle according to the tradition of the neoplatonic commentators
from late Antiquity as well as for the proof of the compatibility of Plato’s writings
with the foundations of Christianity and the teachings of the Church Fathers.100
Although In calumniatorem Platonis was originally conceived as a point-bypoint refutation of George’s Comparationes, Bessarion’s work can in contrast
to that of his opponent be read and understood as an independent source for
the Cardinal’s musical thought because of its much broader and more open
layout. It thematizes nearly all of Plato’s contributions to the different branches
of knowledge, including as well mathematics and speculative music theory.101
In calumniatorem Platonis was originally written in Greek. Without going into
details about its rather complicated genesis, it should be pointed out that the
copies written by Bessarion’s copyists Andronikos Kallistos (fl. 1450-1470) and
Georgios Trivizias (1423-1485) in the manuscripts I-Vnm Gr. 198 and I-Vnm
Gr. 199 are the oldest sources for its final version in Greek.102 The final version
in Latin, which is transmitted in I-Vnm Lat. 229, was completed very much
later, between 1467 and 1468.103 It was revised by Bessarion’s secretary Niccolò
Perotti before going into print.104 In 1503 and 1516 this Latin version got two
new editions by Aldus Manutius, whose text is preferable to the first edition
by Sweynheym and Pannartz.105 The only critical edition of both the Greek
and Latin texts of In calumniatorem Platonis ever published was provided by
Ludwig Mohler in 1927. It was reprinted forty years later (1967) and remains the
standard edition up to this day.106 Therefore it is used also here for the relevant
citations and bibliographical references.

For the reconstruction of Bessarion’s musical thought, the Greek original of
In calumniatorem Platonis in Mohler’s edition is to be preferred, for the better
known Latin version deviates in many parts from the Greek text and because
members from the Academy of Bessarion were involved to a considerable
extent in its creation.107 According to recent research, Bessarion’s abilities
and interest in mastering the Latin language and its scientific literature were
much minor than was assumed previously.108 Recently Monfasani [2011, 28]
could confirm that Bessarion was first and foremost a Greek and not a Latin
humanist. So it is no wonder that he sketched all his major works initially in
Greek. Despite his undisputed mastery of the Latin language, Bessarion always
put down his first ideas for a new text in his native language. Accordingly,
the original Greek version of In calumniatorem Platonis must reflect more
precisely his own thought than the Latin one. This qualifies it as the basis for
all the following reflections about the Cardinal’s musical thought, because the
Latin version of In calumniatorem Platonis surely does not completely reflect
his last will concerning the text of his main work in the field of philosophy.109

99. Cf. Kristeller 1966, 111; Mohler 1967, 366 and 383; Monfasani 1976, 219; Woodhouse 1986, 369; Hankins
1990, 262; Glowotz 2006a, 405-406 and 2012, 16.
100. Cf. Kristeller 1966, 111, Lotti 1994, 88-90; Monfasani 1976, 205: Zorzi 1994a, 13; Wilson 1992, 59 and
Glowotz 2006a, 404.
101.

Cf. ivi, 407-408.

102. For the complex history of the Greek and Latin versions of Bessarion’s In calumniatorem Platonis see Glowotz
2006a, 393-399 and the literature cited there.
103.

Cf. Gasparrini Leporace and Mioni 1968, 10-12; Monfasani 1983, 218-220 and Glowotz 2006a, 397.

104.

Cf. Feld 1982, 287 and 301 and Glowotz 2006a, 397 and 399.

105.

Cf. Monfasani 1983, 223.

106. For an evaluation of the qualities and flaws of Mohler’s edition of Bessarion’s In calumniatorem Platonis (i. e.
Bessarion 1967) see Monfasani 1983, 220-221.
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Only the first and fourth book of In calumniatorem Platonis contain
relevant information for the reconstruction of Bessarion’s musical thought.
In this context must be mentioned the eighth chapter of the first book (In
calumniatorem Platonis I. 8), furthermore the ninth (In calumniatorem Platonis
IV. 9, sections 3, 9, 10, 13 and 16), eleventh (In calumniatorem Platonis IV. 11,
section 1) and twelfth chapters of the fourth book (In calumniatorem Platonis
IV. 12).110 The first mention of problems connected with music theory begins
relatively unsuspicious in the eighth chapter of the first book («Ὅτι καὶ περὶ τὰ
μαθήματα φιλοπονότατος γέγονε Πλάτων»/That Plato also was very diligent in
the mathematical disciplines), where a broad excursion into the mathematical
subjects in the system of the liberal arts is undertaken to refute George’s
criticism of a lack of mathematical expertise in the Platonic dialogues.111 In
Bessarion’s view, however, these are so imbued with mathematical ideas that
their understanding is not possible without special instruction. Following the
Byzantine tradition of interpreting Plato’s writings from the perspective of the
neoplatonic commentators, he recommends to read for this aim the Expositio
rerum mathematicarum ad legendum Platonem utilium of Theon of Smyrna, a
107. For the question of the authorship of the Latin translation of Bessarion’s In calumniatorem Platonis see
Monfasani 1981a, 198-199; 1981b, 169 and 182; 1983, 217-219 and Woodhouse 1986, 368-369.
108. Cf. Monfasani 1981b, 165-167 and 181.
109.

Cf. Glowotz 2006a, 399.

110.

Cf. ivi, 409.

111. Cf. Hankins 1990, 239 and Glowotz 2006a, 410-416.
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real classic beyond the commentaries to the mathematical passages in Plato’s
collected works.112 This commentary Bessarion owned himself in his library in
the manuscripts I-Vnm Gr. 307 and I-Vnm Gr. 512:113

thought, however, is the ninth chapter of the fourth book of In calumniatorem
Platonis («Τίνα τρόπον περὶ μήθην Πλάτων νομοθετεῖ»/How Plato Gives Rules
to Drunkenness).118 It refers to an insinuation of George from the seventh
chapter of the third book of his Comparationes («Quod ex arrogantia et levitate
Plato plusquam hominem se esse praedicat»/That Plato because of arrogance
and recklessness boasts himself to be more than a human being), that Plato
spent a whole two books of his Laws on seducing the youth to drunkenness.119
Bessarion restores the correct interpretation of the criticized passage form the
first book of the Laws (I 642a). It deals with the appropriate and indispensable
musical accompaniment at ancient Greek symposia and its right ethos. In order
to discuss this problem, Bessarion starts an extensive discussion of the ethical
value of music in the context of education according to the ideals of classical
Greek antiquity.120 The main point here is the concept of the ethical value of
music, borrowed by Bessarion from the first two books of the Laws (I 642a and
II 657a-b/668b-e).121 Plato discusses there the threat of this ethical value by the
artistic developments of his time.122 Bessarion follows him in this point in his
In calumniatorem Platonis (IV. 9, 9/IV. 9, 13) very closely. He also recognises the
crucial importance of music for the preservation or decay of moral in society,
particularly the problem of the assignment of a false melody or rhythm to the
desired ethos of a musical composition.123 As a consequence, music must be
controlled thoroughly by the society. According to Bessarion (In calumniatorem
Platonis IV. 9, 12 and 13) following Plato (Laws II 659a-b, 664d and VII 812bc), this task is exclusively assigned to the men of the older generation as the
state supporting stratum, since only they have gained sufficient experience in
music and dance to be able to act as referees for the ethical appropriateness of
the melodical and rhyhtmical style of a composition or dance.124 At the same
time the men of the older generations are as music teachers responsible for
the supervision of music education and for the observance of customs and
laws, because in the Platonic state of the Laws the forms of music and dance
once recognized by the society as ethically valuable and thus morally perfect
receive the rank of laws which are to be permanently preserved and from which
deviations are to be severely punished.125

ἐντεῦθεν ἄλλοι τε τῶν ἐξηγητῶν μεταξὺ τῶν τινων διαλόγων ἐξηγήσεων περὶ τῶν γε τοιούτων
πολὺν πεποίηνται λόγον, καὶ Θεών, ἀνὴρ μαθηματικώτατος, ἴδιόν τε καὶ καθ’ αὑτὸ περὶ τῶν
τεσσάρων μαθημάτων πεποίηται σύγγραμμα, εἰς τὴν Πλάτωνος ἀνάγνωσιν αὐτὸ ἐπιγράψας,
ὡς ἂν περὶ ἐκείνων γε μόνον τῶν μαθηματικῶν θεωρημάτων τὸν λόγον πεποιημένος, ὧν
ἐμνημόνευσεν ἐν τοῖς αὑτοῦ λόγοις Πλάτων, καὶ ὧν εἰς τὴν ἐκείνου ἀνάγνωσιν χρεία, ὧν τε
ἄνευ συνιέναι τὰ ἐκείνου οὐ δυνατόν.

The English translation of this passage is the following:
For that reason other commentators have given much thought to this while interpreting
some of the dialogues, and Theon, an important mathematician, has also specially and
specifically written a treatise on the four mathamatical disciplines, giving it the title For
Reading Plato, as if he had written his work only on the mathematical theorems that Plato
has mentioned in his dialogues and as if they needed to be read and without which it would
be impossible to understand his works.

With regard to the systematics of the mathematical subjects of the quadrivium,
Bessarion remains in his In calumniatorem Platonis in the correct order
according to the Aristotelian and Neoplatonic tradition. He uses the wellknown division of the quadrivium into the two subject pairs arithmetic-music
and geometry-astronomy according to the forms of quantity – continous and
discrete – treated in each subject pair.114 But astonishingly he did not make use
of the five-part systematics of the mathematical subjects introduced by Plato
himself in the seventh book of the Republic (521C-531C).115 In addition to the
four usual subjects of the quadrivium, Plato’s mathematical canon introduces
here stereometry as the geometry of space and solid bodies as a fifth subject
of mathematics and relates it to music theory according to the kinetic sound
theory of Pythagorean music theory and astronomy.116 The reason for this lies
in the fact that both subjects deal with moving objects, namely with sound and
with celestial bodies, which are also closely interrelated in the theory of the
harmony of the spheres in Plato’s Timaeus and Republic.117
The most important source for the reconstruction of Cardinal Bessarion’s musical
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118. Cf. Bessarion 1967, 552-580 and Glowotz 2006a, 418.
119. Cf. ivi, 418-419. For the original source of George’s insinuation see Trapezuntios 1965, fols. PIIv-PIIIr.

112. Cf. ivi, 412-413.

120.

113. Cf. Glowotz 2006a, 413, 535, 550, 553 and 557.

121. Cf. Bessarion 1967, 554-556; Richter 1961, 33 and Glowotz 2006a, 419-420.

114. Cf. Bessarion 1967, 76 and Glowotz 2006a, 414.

122.

115.

123. Cf. Giannaras 1975, 166 and Glowotz 2006a, 419-420. For the original source see Bessarion 1967, 572.

Cf. ivi, 415.

Cf. Bessarion 1967, 554-556 and Glowotz 2006a, 419-420.

Cf. Richter 1961, 84 and Neubecker 1977, 48 and 132.

116. Cf. Richter 1961, 59 and Dönt 1967, 66.

124.

Cf. Bessarion 1967, 570-572; Schmidt 1976, 77-78 and Glowotz 2006a, 420 and 424-427.

117. Cf. Richter 1961, 74 and 187; Schmidt 1976, 75.

125.

Cf. Bessarion 1967, 564-566 and Glowotz 2006a, 427.
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With the transfer of the extremely conservative conception of music from the
first two books of Plato’s Laws to the fourth book of In calumniatorem Platonis,
Bessarion remained completely at the level of pure Plato reception.126 He also
confirms the high importance of the knowledge of the right way of singing and
dancing in an ancient Greek choir for the concept of aesthetical and moral
education of the youth in Plato’s Laws.127 What is new in the Cardinal’s work
and conception, however, is the idea that the ethical value of music is threatened
by the inappropriate use of compositional means. Their correct application
must therefore be taught and, if necessary, even sanctioned.128 Does this view
probably hide the possibility of Bessarion’s intention to criticize the music of
his own time? Did he perhaps find the Western music of his time ethically or
aesthetically inferior to Byzantine music, like Syropoulos and Simeon of Susdal,
who reported about the church music during the Council of Florence? To
answer this question, let us turn to Bessarion himself in the ninth chapter of
the fourth book of his In calumniatorem Platonis:

Platonis Bessarion recognized the educational value of teaching music, music
theory and the mathematical subjects of the quadrivium as timeless.131 Here
he recommends all this as educational program especially for politically active
people. This is based on the seventh book of Plato’s Republic (522c, 524d, 525ae, 527c, 528e) and the twelfth of Plato’s Laws (966cff), where the philosopher
particularly emphasizes the necessity of an education in the mathematical
sciences and thus music theory for the philosopher kings and law guardians
of his ideal state.132 The reason for this lies within the Platonic theory of
epistemology, which ascribes to the mathematical subjects the ability to mediate
between the realms of the physical world and the intelligible world. Thus, they
can make a special contribution to the ascent of the human spirit from the real
world to the world of ideas. According to the tradition of the liberal arts, the
mathematical subjects fulfil by this way an eminently propaedeutic function.
To this Bessarion adds in the eleventh and twelfth chapters of the fourth book
of In calumniatorem Platonis a specific new aspect. For him they serve as a
way to the knowledge of God and so he assigns them clearly as propaedeutic
subjects to theology.133 This is an interpretation to be expected from a Byzantine
theologian like Bessarion. Due to the importance he assigns to the teaching
of mathematics in In calumniatorem Platonis for the education of young
people, it is not surprising that the establishment of a chair for the subjects
of the Quadrivium at the University of Bologna was the result of Bessarion’s
own initiative during the reorganization of this institution he was responsible
for during his stay in Bologna as papal legate in the years 1450-1455.134 The
revolutionary Spanish mathematician and music theorist Bartolomeo Ramis de
Pareia was later, during his eight-year sojourn in Bologna 1472-1480, aspiring
unsuccessfully to this then vacant chair once established by Bessarion.

Ἀλλ’ ἐπεὶ τὰ περὶ μουσικῆς καὶ χορείας καὶ ᾠδῶν εἰρημένα τῇ νῦν κρατούσῃ καταστάσει
πολιτειῶν διὰ τοὺς ἐπικρατοῦντας θεσμοὺς ἀπᾴδοντα δόξειεν ἄν, μνησθῆναι δεῖ τῶν χρόνων
ἐκείνων καὶ τῆς τότε τῶν ἀνθρώπων ἀγωγῆς καὶ τῶν πολιτικῶν ἐπιτηδευμάτων, οἷς πᾶσι
συνέβαινε διὰ πλείστου μουσικὴν καὶ γυμναστικὴν καὶ ὄρχησιν καὶ ᾠδὰς ποιεῖσθαι πρὸς
πᾶσαν ἀρετὴν καὶ ἠθῶν εὐστάθειαν καὶ σώματος ῥῶσιν τὸ πᾶν δυναμένας νομίζουσιν.129

Let us also have a look at the English translation of the passage cited above:
«Because, however, what Plato said about music, dance and songs does not seem to
harmonize with the prevailing conditions of our social life today because of the overpowering
habits, it is necessary to remember those times, the education of the people at that time
and their bourgeois activities. Through them all succeeded for a very long time practicing
music, gymnastics, dance and song, because they thought that they had influence in every
respect on any efficiency, on the firmness of morality and the strengthening of the body.»

Thus Bessarion had in contrast to other Byzantines of his time enough historical
consciousness to be able to negate the applicability of the Platonic conception
of ancient music to the music of his own time.130 However, he did not justify
this with the quality of the music then en vogue, but with the character of the
prevailing social conditions that had changed since antiquity.
In the ninth, eleventh and twelfth chapters of the fourth book of In calumniatorem
126.

Glowotz 2006a, 427-428.

127. Bessarion 1967, 564-566.
128.

Bessarion 1967, 572; Richter 1961, 51 and Glowotz 2006a, 427-428.

129. Bessarion 1967, 578.
130.
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IV. Bessarion’s heritage in the history of music theory
It is no coincidence that Bessarion has primarily drawn in his In calumniatorem
Platonis on Plato’s Laws and on the pseudo-platonic Epinomis as main sources
for the development of his musical thought.135 This selective approach can
essentially be explained by the fact that his main work in the field of philosophy was
initially concerned with the rehabilitation of Plato against George of Trebizond’s
131. Bessarion 1967, 590 and the corresponding attack in Trapezuntios 1965, fols. PIVv-PVrv; Mohler 1967, 383
and Glowotz 2006a, 429-432.
132. Richter 1961, 58 and 64; Giannaras 1975, 170; Scriba 1985, 28-29 and Glowotz 2006a, 432.
133. Bessarion 1967, 592-594.
134.

Glowotz 2006a, 376-377 and the literature cited there.

135. Bessarion [1967, 592] still considered the Epinomis as an original work of Plato because of its immediate
connection to the end of the twelfth book of the Platonic Laws (967-969d).
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accusations of amorality raised in the latter’s Comparationes against the writings
of Plato.136 Therefore Bessarion explicitly referred to the Platonic writings and
concepts especially criticized by George while neglecting other central passages
of Plato’s writings which are musically even more relevant. To mention are here
the harmonical construction of the Cosmos and the world soul in the Timaeus, the
allegory of the tyrants and the myth of Er in the Republic and the locus classicus
for Plato’s doctrine of the ethos of the ancient modes, Republic III, 10 (398d-399e).
Nevertheless Bessarion emerged as the winner of the Plato-Aristotle-controversy
in the field of music theory because of the better foundation of In calumniatorem
Platonis in terms of source reading compared to George’s Comparationes.137
Moreover, Bessarion’s interpretation of Platonic music and state theory was
principally correct. His extensive manuscript library, which supported him
during his work on In calumniatorem Platonis, undoubtedly made a significant
contribution to both. It was around 1455 that Bessarion had made the decision
to systematically build up this library under the horrible impression of the
destruction of Greek libraries in the Eastern Mediterranean as a result of the
Turkish conquest of Constantinople two years earlier.138 As can be seen clearly
from his correspondence, he was guided as a manuscript collector by the
intention of preserving as much as possible of the scientific literature in Greek
from Antiquity to the Middle Ages.139 The same idea led him to the decision to
donate the more than 1000 manuscripts of his precious collection to the Tesoro
of San Marco in 1468 as a basis of a public library, since this gave the Republic
of Venice control of disposal over Bessarion’s books and guaranteed at the same
time their long-term protection against losses or unauthorized accesses.140
Today all the surviving manuscripts from the estate of Bessarion form the
Thesaurus antiquus of the Biblioteca Marciana.141 Due to the very low losses
over a period of more than half a millennium, the manuscripts containing
music treatises in Greek from Bessarion’s library can be identified completely
as the codices I-Vnm Gr. 318, I-Vnm Gr. 322, I-Vnm Gr. 332, I-Vnm Gr. 333,
I-Vnm Gr. 512, I-Vnm Gr. 521 and I-Vnm Gr. VI.3.142 Bessarion was particularly
fond of this collection.143 Thus he had the most valuable manuscript on music
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136. Glowotz 2006a, 416-417.
137. ivi, 436-437.
138. ivi, 457-458; Glowotz 2012, 16 and 2014, 164.
139. Mohler 1967, 330; Gasparrini Leporace-Mioni 1968, 7; Labowsky 1968, 166-170; Hankins 1990, 232;
Bacchelli 1994, 145; Mioni 1994, 229-236 and Zorzi 1987, 46-47.
140.

Cf. Labowsky 1979, 24-25; Feld 1982, 310-311, annotation 64 and Glowotz 2006a, 438-442.

141. Cf. Mohler 1967, 408; Labowsky 1979, 103-104 and Glowotz 2006a, 27 and 455.
142.

Glowotz 2006a, 439-455 and 469-494; 2012, 16-17 and 2014, 165.

143. Glowotz 2006a, 484, 488, 525, and 639.
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Figure 4.
Distribution of manuscript copies made
from Greek music treatises of Bessarion’s library
after its donation to the Republic of Venice 1468
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theory in his library, Codex I-Vnm Gr. 322, written by his favourite copyist
Ioannes Rhosos (1447-1498) and personally added its numerous diagrams to
it.144 Bessarion himself called I-Vnm. Gr. 322 his «liber musicae novus».145 It
contains nearly all of the important musical treatises in Greek witten from
Antiquity until Byzantine time, namely the writings of Aristides Quintilianus,
Aristoxenus, Alypius, Bryennius, Cleonides, Euclid, Nicomachus of Gerasa,
Pseudo-Plutarchus, Ptolemy and Porphyrius.146 According to the numerous
loans of this manuscript in the registers of the Biblioteca Marciana, it had a very
successful career especially in the sixteenth century.147 Many representatives of
the Venetian patricians interested in Greek music theory have held it in their
hands as well as numerous copyists and translators for professional music
theorists, possibly even on behalf of Gioseffo Zarlino.148
Originating from Bessarion’s library holdings in the field of ancient Greek
music theory, mainly from Codex I-Vnm. gr. 322, a network of 21 manuscript
copies can be reconstructed, which since the beginnig of the sixteenth up to the
seventeenth century spread over almost all bigger libraries in Europe, many of
them later to become the national libraries of their respective countries (see
Figure 4, p. 29 and Table 1, p. 31).149 Today they are to be found, according to
the gross chronology of their origin, in Italy (Bologna, Biblioteca Universitaria;
Milan, Biblioteca Ambrosiana; Rome, Biblioteca Vaticana), France (Paris,
Bibliothèque nationale), Spain (El Escorial, Real Biblioteca del Monasterio de
San Lorenzo; Madrid, Biblioteca nacional), Austria (Vienna, Österreichische
Nationalbibliothek), Germany (Berlin, Deutsche Staatsbibliothek; Munich,
Bayerische Staatsbibliothek), Great Britain (London, British Library; Oxford,
Bodleian Library; Oxford, Magdalen College Library), and the Netherlands
(Leiden, Universiteitsbiblioteek).

Table 1.
Manuscripts containing Ancient Greek and Byzantine music treatises
copied from Bessarion’s estate in the Biblioteca Marciana (I-Vnm) all over Europe

144. Janus 1895, LXXXVI-LXXXVII; Mioni 1976, 282 and Saffrey 1994, 242.
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Chrono Sigla
logy
by RISM

Date
of origin

Nomenclature
by Janus 1865

Description by
Mathiesen 1988

1.

I-Bu Gr. 2048

Early 16th century

Bononiensis gr. 2048

pp. 366-372

2.

F-Pn Gr. 2456

Ca. 1515-25

Parisinus gr. 2456

pp. 215-220

3.

F-Pn Gr. 2457

1537

Parisinus gr. 2457

pp. 220-226

4.

E-E Gr. 354

Ca. 1543-1545150

Escorialensis gr. 354

pp. 123-128

5.

I-Ma Gr. 1054

Ca. 1540-1547

Mediolanensis Ambrosianus
gr. 1054

pp. 473-475

6.

I-Rvat Gr. 2356

Ca. 1540-1550

Vaticanus gr. 2356

pp. 611-616

7.

A-Wn Gr. 11

Ca. 1540-1550

Vindobonensis phil. Gr. 11

pp. 1-3

8.

D-B Philippicus
gr. 1552

Ca. 1540-1550

Berolinensis Philippicus
gr. 1552

pp. 767-768

9.

GB-Ob Inter misc.
Gr. 87

Ca. 1540-1550

Oxoniensis Bodleianus Inter
misc. Gr. 87

pp. 332-336

10.

D-Mbs. Gr. 104

1552

Monacensis gr. 104

pp. 39-46

11.

E-Mn Gr. 4713

1554

Matritensis gr. 4713

pp. 141-146

12.

NL-Lu Vossianus
gr. F 69

1557

Lugdunensis Vossianus
gr. F 69

pp. 743-745

13.

I-Ma Gr. 1013

1562

Mediolanensis Ambrosianus
gr. 1013

pp. 464-469

14.

D-Mbs (Augustae)
Gr. 418

1564

Monacensis (Augustae)
gr. 418

pp. 65-66

15.

E-E Gr. 100

1569

Escorialensis gr. 100

pp. 100-104

16.

A-Wn Gr. 268

Ca. 1560-1585

Vindobonensis phil.
Gr. 268

pp. 20-21

17.

D-Mbs gr. 301

Ca. 1560-1585

Monacensis gr. 301

pp. 57-58

18.

GB-Omc Gr. 12

Ca. 1560-1585

Oxoniensis Collegii
Magdalenensis gr. 12

pp. 355-356

19.

NL-Lu Scaligerianus Late 16th century
gr. 47

Lugdunensis Scaligerianus
gr. 47

pp. 736-739

20.

GB-Lbl Add. 10971

Late 16th century

Londinensis Musei Britannici
Add. 10971

p. 310

21.

GB-Ob Inter misc.
gr. 86

17th century

Oxoniensis Bodleianus Inter
misc. gr. 86

pp. 328-331

145. Mioni 1976, 282 and Glowotz 2006a, 474.
146. Janus 1895, LXXXII; Mioni 1985, 6 and 37-38; Mathiesen 1988, 698; Glowotz 2006a, 484-485; 2012, 17,
annotation 38 and 2014, 165.
147. Glowotz 2006a, 488-494.
148. Omont 1887, 651-686; Castellani 1896-1897, 311-377, and Gallo 1989a, 27.
149. Glowotz 2006a, 494-527; 2012, 17-18 and 2014, 165-167.
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Cf. Glowotz 2006a, 502.
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The reason that most of these manuscript copies made from music treatises
of Bessarion’s estate were written down not earlier than between 1530s and
1600 lies in organisational problems within the management of the Biblioteca
Marciana.151 For it was not before 1532, when under the responsibility of the
librarian Pietro Bembo (1470-1547) Bessarion’s manuscript holdings finally
were made fully accessible to the public.152 However, in connection with the
relatively late reception of music treatises from Bessarion’s library, it must also
be asserted that beyond European music theorists it was also not before the
1530s that the knowledge of the Greek language had progressed to such an
extent that a qualified reception of the original writings of Ancient and Medieval
Greek music theory became possible on a broader basis.153
Born from a series of misunderstandings, namely of Plato’s writings on music
and state theory by George of Trebizond and of the style, manner and functions
of Western church music by Sylvester Syropoulos and Simeon of Susdal,
Bessarion’s conceptions of music theory and the reports on music performances
during the Council of Florence are important documents for the understanding
of the cultural interrelationship between the Latin West and the Byzantine East
in the fifteenth century. Together with the manuscripts of Bessarion’s library on
music theory, which are now in the Biblioteca Marciana, they form an essential
part of the cultural heritage of the Byzantine emigré scholars in the music culture
of the Italian Renaissance until today, even though the Byzantine influence on
music theory and compositional practice of the fifteenth and sixteenth century
was surely much less important for the genesis of musical humanism and the
specific musical style of the Renaissance than it has sometimes been suggested
in the past.

151.
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Silvia Tessari

Bessarion and his Musical Culture
as Reflected in his Byzantine Musical Manuscripts
now in Venice

The main object of my paper is Bessarion and Byzantine music. This is an
attempt to delimit an extremely complex issue, just by isolating a section from
it. The fundamental question is, precisely, the definition of ‘Byzantine music’
for us, and for Bessarion. What is Byzantine music for us is clear: because of
the limited findings about profane melodies, we describe it mainly as Christian
liturgical music expressed, in our case, in the Greek of the koine type, and
copied in the manuscripts according to two neumatic systems (melodic and
ecphonetic). Would Bessarion have defined Byzantine music in the same way,
and, above all, did he perceive a distance between this musical system and the
ancient Greek theory which had a fundamental importance in his munus? It is
not easy to answer to this question, because fifteenth century in the Byzantine
States is a very complex cultural plot, and music is a truthful mirror of it: the
Romaioi in this period considered themselves also Hellenes. The Latins were
enemies, or new allies against the Turks. Thus, Western polyphony began to be
tested as new musical medium to express a new unified identity, to become a
bridge between cultures that someone wanted to reunite.
In this context, we have to leave aside for now what we know about Bessarion
and ancient Greek music. Therefore, we will not add information about Greek
musical theory, about Plethon, about In calumniatorem Platonis, with its rather
large sections devoted to mousike as ethos, about Plato’s conception of music,
and so on. We will therefore limit this presentation to Byzantine liturgical
music, and especially to the sources Bessarion donated to Venice.
My speech starts from an observation: in Bessarion’s munus we don’t find
the subject ‘Byzantine music’ stricto sensu. There are no entire neumated
manuscripts, so that we cannot read among the codices any sources specifically
conceived to the preservation or dissemination of this techne.
To be more precise, there are two precious manuscripts provided with ecphonetic
notation: I-Vnm Gr. Z 13, used as a reference source for the Monumenta Musicae
Byzantinae critical edition of the Prophetologion [Høeg and Zuntz 1939-1970 and
Engberg 1980-1981] and there is also the ancient Gospel Lectionary of the tenth
century penned in ogival majuscule (I-Vnm Gr. Z 12) on which Ioannes Rhosos
heavily intervened in a sort of restoration / reuse. Nothing, however, leads us to
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believe that ecphonetic notation is the decisive element that brought them to
Venice. The large lectionaries were valuable mainly for their liturgical rubrics
(the Prophetologion), for their sacred text (also double in the case of Gr. Z 12),
for their ornamental apparatus (cut and relocated in Gr. Z 12), for their antiquity.
On the contrary, there is no whole manuscript with melodic notation. What we
have are precious and important fragments, attached to other manuscripts as
pastedowns or flyleaves, or traces of the neumes have been discovered as scriptio
inferior in palimpsests.
So, did not Bessarion intend to donate the music of his time to the alterum
Byzantium? Why? Of course, it is hardly credible that he, hieromonk and
archbishop, did not have such manuscripts, or that he did not have the possibility
to obtain them.
Let us try to summarize, very briefly, because some themes are discussed later on
in this same conference, something about Bessarion’s life and Byzantine music:

has been mentioned above in this paper about ms. I-Vnm Marc. Gr. Z 12, which
he deeply altered in order to build a completely new Lectionary; his hand
restored also ms. I-Gre Crypt. Ε, α 2 and added a melodic variant at fol. 336r of
manuscript RUS-SPsc 126 of the National Library of Russia in St. Petersburg
[Gertsman 1994, 179-205 and table between pp. 192-193]. A disputed ms. is ETMSsc Sin. gr. 1312 (part of the Papadike and Anthology of the Mathematarion),
which was assigned to the hand of Rhosos by E. Giannopoulos and to that
of Ioannes Plousiadenos by Balageorgos [Balageorgos 2008; Giannopoulos
2004, 69-78; Giannopoulos 2008, 591]. The issue is not easy to solve – see the
paper by Troelsgård in this book – because of the similarity of these coeval
handwritings and the slight variations in the forms of letters and neumes in
the same manuscript due to the different repertoires (more or less melismatic).
Some of the elements Balageorgos adds to reinforce his attribution are quite
common in the period (e.g. decoration of the capital letters, abbreviations in
the rubrics, general aspect of the writing), while others are in my opinion more
probative (e.g. the way in which the scribe penned the numbers of the quires).
The inscription Balageorgos identified on the spine ΜΟΥΣΙΚΟΝ ΙΩΑΝ[…]
ΟΥ, unfortunately, cannot settle the attribution to Ioannes Rhosos or Ioannes
Plousiadenos with certainty. About the general aspect of the writing, I can only
list a few dissimilarities I noticed between ms. Sin. gr. 1312 and Plousiadenos’
autograph Sin. gr. 1234: the form of the circumflex accent in the rubrics, the
martyria of the first mode (more baroque that of Plousiadenos, with a curling
shape, more in ‘9’ form that of Sin. gr. 1312), the symbol that appears in ανανεανες
larger and with no initial curling in Plousiadenos, finally the form of the signs
xeron klasma and, above all, strepton - in two traits in Sin. gr. 1234, e.g. at fol.
4r). Despite this palaeographic issue, it is certain that a musical manuscript like
Sin. gr. 1312, with its well-known rubric that attributes to Manouel Chrysaphes
the epithets ‘Maistor’ and ‘New Koukouzeles’ (fol. 6r), is linked with Crete and
with people of the Bessarion’s circle [Antonopoulos 2014, 75].

1. Byzantine music and Trebizond:1 this is a theme that still has very limited
bibliography, and limited is also our knowledge about Greek paleography in
the Pontus area.2 However, we know that the numerous monasteries in and near
Trebizond3 produced liturgical manuscripts of considerable importance. I think,
for example, about ET-MSsc Sin Gr. 1230, a relevant Sticherarion produced in
Trebizond in 1365 at St. Eugenius monastery, as shown by its final subscription
[Amargianakes 1977, Raasted 1995].
2. Bessarion had close ties with some prominent personalities whose commitment
in the development and dissemination of Byzantine music is well known: I
mention here Ioannes Rhosos4 and Ioannes Plousiadenos.5 The latter completed
in Venice in 1469 his autograph kalophonic Sticherarion ET-MSsc Sin. Gr.
1234 (Kamil 1800), which also contains compositions dedicated to the imperial
acclamations: the troparion Σήμερον γεννᾶται, polychronismoi for the emperor
John VIII and his wife Maria of Trebizond, the hymn Χριστὸς ἐγεννήθη ὁ στέψας
σε βασιλέα [Schartau 1993, Antonopoulos 2014, 87]. Ioannes Plousiadenos,
protopsaltes, protopapas and then martyr bishop of Methon, was a protegé of
Cardinal Bessarion, who commissioned to him a celebrated decapentasyllabic
composition to the Theotokos (copied in ms. GR-AOk Koutloumousiou 448 by
the Cretan scribe and composer Benediktos Episkopopoulos). Ioannes Rhosos
1.

On Byzantine Trebizond, see Miller 1926, still useful.

2.

See Gamillscheg 1991 (ninth-twelfth centuries) and especially the recent Stefec 2014.

3.

See Bryer 1975, Bryer-Winfield 1985.

4.

See Parenti 2004b on Rhosos and his activity of restoration of mss.

5.

See in this book the paper by Troelsgård, pp. 51-73.
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3. Finally, Bessarion himself was a hymnographer, and hymnography is closely
linked to music at the very moment of its performance. He wrote, in fact (years
1426-1430), an inedited canon to St. Panteleimon we find in the mss. I-Ma
Ambrosiana Y115 sup. and I-Vnm Marc. Gr. Z 533, inc. Τοῦ Θεοῦ θεράπων ἀληθής.
That said, the initial question remains: why wasn’t Byzantine music donated to
Venice, even though it was obviously the cardinal element of Byzantine clergy
life, to which Bessarion belonged? It is not possible to find a definitive answer,
because Bessarion himself does not deal with liturgical music in his writings,
or there are only too generic allusions (e.g. De sacramento Eucharistiae 9, 3,
line 13, about εὐχαῖς τε καὶ ψαλμῳδίαις καὶ ὕμνοις by which the first Church
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fathers embellished the liturgy, showing to the faithful τὸ εὖ εἶναι). Thus, we
have so to reread some passages of the letter in which Bessarion communicated
to the doge Cristoforo Moro his will to donate his library to San Marco, dated ex
balneis Viterbiensibus, 1468, may 31: his purpose was to collect «optimos libros,
opera rara sapientium Graecorum» and above all to «communem hominum
tam Graecorum quam Latinorum utilitatem» [Omont 1894, 138-140; Labowsky
1979, 147-151]. It is perhaps in these elements the answer to the absence of Greek
liturgical music from the munus. If Byzantine musical manuscripts do not
often have a relevant artistic merit (with the exception of the highly esteemed
Lectionaries), they are alive, so to speak, only if there is a living community.
They do not make sense as relics of a threatened culture, precisely because only
the faithful keeps them alive, reproducing them and copying them for the hic et
nunc of the liturgy. Moreover, Byzantine neumated manuscripts could hardly fit
into the purpose of being ‘useful’ to Greeks and Latins. The sense of otherness
of the Latin chant for the Byzantines and of the Greek one for the Latins is
vividly expressed in contemporary sources. Latin Eucharistic hymns, performed
at the Ferrara-Florence council, are ἄσημοι for the learned Sylvester Syropoulos,
trained in the refined and modally complex Byzantine kalophonia [Laurent
1971, 498, X, 16]. On the other hand, psalms sung in Greek were puzzling to
Geminiano Inghirami, who described them as (in accusative case) certas laudes
[Hofmann 1951, 36]. It is precisely in the use of indefinite adjectives (certas, but
also τινα in Syropoulos) the expression, in these sources, of the sense of alterity
the faithful of both confessions felt for the rites of the other.6
The ‘archaeological’ approach to the Byzantine musical sources, which will
instead characterize the age of the Enlightenment and which will enrich the
Marciana collection of valuable and numerous musical manuscripts (e.g. the
Nanian collection), was still missing. This is clear: the goal of eighteenthcentury European scholars was the discovery of ancient Greek music through
the unknown neumes of the Byzantines [Tessari 2018, 59-90]. On the contrary,
a fifteenth-century learned Greek still lived immersed in the liturgical-musical
world of his time and, in any case, he ideally separated the practical art of
singing (psaltike techne) from mousike, the purely theoretical discipline of the
quadrivium.
Although few, however, the Byzantine music testimonia donated by Bessarion
to Venice are certainly, even only for their antiquity, extremely important for
contemporary scholars.
And not only. I quote here a curious example, which deserves to be mentioned
in a conference that has at its centre Bessarion and music. This is an episode

related to Giuseppe Verdi. The famous composer asked, through his publisher
Giulio Ricordi, to Giovanni Tebaldini, at the time Maestro di Cappella of San
Marco, the transcription (from the Marciana or elsewhere) of a Venetian song
and a Greek popular song or dance to be used for his ballet Otello (Paris
1894). Giovanni Tebaldini, in his Ricordi Verdiani, wrote the following words
[Tebaldini 1940, 8; Conati 20004, 420-421]:

6. Conomos 2003, 120; Glowotz 2006b. See also, but with different interpretation of the text by Syropoulos,
Lingas 2006, 146-147. Please refer to the paper by Daniel Glowotz in this book, pp. 3-33.
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Un anno dopo l’apparizione di Falstaff, in data 21 giugno 1894, ricevo questa lettera riservata.
‘Sarebbe possibile trovare uno spunto, una indicazione qualsiasi di
1° Canzone e Danza popolare veneziana 1400-1600;
2° idem
idem
greca
“
“
O nella Biblioteca Marciana o altrove, crederebbe Ella riuscire a scovare quanto
su indicato? Farebbe un vero favore al M° Verdi che vorrebbe avere un’idea pur che sia’.
						… dev. Giulio Ricordi
Da un Codice del Museo Bessarione della Marciana e dalle pubblicazioni di BougaultDucodray [sic] su la musica greco-bizantina, traggo qualche elemento che mi sembra
rispondere ai termini della richiesta rivoltami. E mando tutto a Giulio Ricordi.
Dopo alcuni mesi all’Opera di Parigi si rappresenta Otello con l’aggiunta delle Danze
create sui temi che mi ero fatto dovere di raccogliere e d’inviare all’illustre editore.

Tebaldini’s boast does not correspond to the truth. It is incredible that he could
have transcribed popular Greek music from some manuscripts belonged to
Bessarion! We cannot therefore find a Byzantine reminiscence in the Otello
dances. As Marcello Conati has shown [20004, 420], Tebaldini sent to Verdi a
Pavaniglia by Fabrizio Caroso da Sermoneta dated 1597, taken from a 1630
Roman edition (Raccolta di varii balli). This caused Verdi’s anger: on 10 july 1894
he, in fact, wrote to Ricordi: «Che miseria quella musica mandatami da Tebaldini!
[…] Ma tutti questi savants non ne sanno più di me! Ma allora che necessità di
essere savants?» [Abbiati 1959, 1, 549].
Returning to the munus, here a short summary of the content and of some
features of the neumated Byzantine codices [Tessari 2016, 31].
Only two, Gr. Z 273 and the Gr. Z 398, show the melodic neumatic notation: the
first as a scriptio inferior of some sheets of a palimpsest manuscript from Otranto
(I have so far identified a fragment of an Italian Psaltikon / Asmatikon), the latter
in the final pastedowns (see 205v-206r). This testimony was signed (f. 206r) on
14 january 1455 by Δημήτριος Λάσκαρης Λεοντάρης (1418-post 1478), who read
the manuscript, taken ἐκ τῆς ἀθλί(ας) μεγαλοπ(ό)λ(εω)ς (sc. Constantinople),
in Adrianople. In these sheets you can read a fourteenth-century Theos Kyrios
in the eight musical modes.
From the Bessarion fund we also get the only two Prophetologia of the Marciana
collection: Gr. Z 13 and the fragment at fols. 441-442 of Gr. Z 29, the latter
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signed by Theodoros Chrysoberges. Gr. Z 12, on the other hand, is a Gospel
Lectionary in straight ogival majuscule, dating from the end of the tenth century
to the beginning of the eleventh and provided with ecphonetic notation. With its
ordo foliorum totally disrupted, it was reassembled and used by Rhosos, as I said
above, to copy a new Gospel book in its margins. In Gr. Z 273, mentioned above,
I have also identified a fragment of a Praxapostolos as ‘scriptura antiquissima’,
as I have tried to explain in my catalogue, to which I refer [Tessari 2016, 159-160].
Now, to show an example of the peculiarities of these sources, even if not
numerous, I will shortly describe the fragment of the Prophetologium Gr. Z 29
(= 497).
Gr. Z 29 (= 497) = fols. 441-442
The musical section is made up of two sheets, inserted upside down in the
manuscript.
Content
fol. 441v-r: rubric: <… ὁ λαὸς?> τοῦ ψαλμοῦ καὶ <…> στίχος <?> τοῦ τροπαρίου
Λέγει καὶ Μάγους <σου> προσένηγκεν ἐν πίστει προσκυνοῦν<τάς σε. Κα>τέρχεται
καὶ ἀνέρχεται
Readings from the Old Testament (24 december): Is 11, 1-10, Bar 3, 36-38. 4, 1-2,
expl. mut διόδευσον πρός. [Høeg-Zuntz 1939, 41-43 - L 1 D, L 1 E].
fol. 442v-r: Prov 7, 1 [from the second reading for Friday evening of the second
week of Lent, see Høeg-Zuntz 1941, 191 - L 14 C].
Rubric: Τῇ β΄ τῆς γ΄ ἑβδομάδος τροπάριον ηχ. πλ. α΄ [not in the plagal of the
fourth mode, as in the critical edition of the Prophetologion]. Troparion inc.
Ὅτι ἀσθενεῖς ἡμεῖς (ἠμεῖν cod.) καὶ παρειμένοι ταῖς ἁμαρτίαις [Høeg-Zuntz
1952, 203].
Then the rubric: Προκείμενον α΄: ψαλμὸς μα΄: ἦχος δ΄, inc. Προσευχὴ τῷ Θεῷ τῆς
ζωῆς μου, expl. ἀντιλήπτωρ μου.
Στίχος, inc. Ὃν τρόπον ἐπιπόθει ἡ ἔλαφος, expl. πρὸς σὲ ὁ Θεός.
Then the pericopes:
Is 8, 13-22, 9, 1 expl. mut. ἕως καιροῦ. Τοῦτο [Høeg-Zuntz 1952, 203-204 – L 15 a]
The parchment is rigid, now rather dark and partially difficult to read, of good
quality, in some areas affected by moths and humidity. The sheets, identical
in size to those of the other sheets of the manuscript (mm 245×160), are not
consequent (and therefore the hair side is next to the flesh side, not fulfilling
the so-called Gregory law). It was written on a single column (such as ET-SS
S. Sabas 147, dated twelfth century, I-GRe Crypt. Α, δ 2 and I-Fl Laur. Pl. IX,
15, both tenth-century manuscripts), in a space of mm 190×110, with 26 lines
per page.
Lining and mise en page: direct on the hair side (system 1). Lining type: 20A1
Sautel-Leroy. The mise en page is not particularly accurate.
The writing is a Perlschrift like suspended writing, with no prominent features,

rapid but calligraphic, with straight axis, penned in brown ink. Rounded spirits,
usual coexistence of minuscule and majuscule forms. Diaeresis on ι and υ. No
cursive ligatures. A final cross closes the pericopes. Corrections to the text of the
pericopes and to the musical notation are occasionally added with a very dark
red ink.
Musical notation: ecphonetic musical notation, in carmine ink. The comparison
with the critical edition of the Prophetologion made by Høeg and Zuntz shows
significant peculiarities, both because of the neumatic repertoire, and the
combinations of the signs. In fact, the neumes belong to a very limited number
of types: surmatike, mese, paraklitike, and sunemba are absent. Where in the
edition we read surmatike-teleia, we find in the manuscript mainly the oxeiateleia pair (e.g. cola 26, 35, 37 - where surmatike-teleia is replaced by apostrophosapostrophos - 44 - kathiste-kathiste pair - of L 1 D; 2, 3, 6, 11, 16 - here apostrophosapostrophos - of L 1 E; colon 6 - perhaps kentemata pair - of L 14 C; cola 14, 16,
21 - here apostrophos-apostrophos -, 23, 28, 35, 41, 47, 57 - only the first kathiste
is seen - of L 15 A). In cola 50 and 501 of L 15 A, instead of paraklitike (without
further neumes at the end of the first semicolon) and of the couple sunemba
(on the word καί) -teleia printed in the text of the critical edition, or instead of
the variants recorded in the apparatus (apostrophos-apostrophos and sunembateleia), the Marcianus fragment shows a single colon with two kremastai. To
the colon 27 of the same reading (L 15 A), surmatike-mese-teleia of the critical
edition (with mese on the first letter of ἄρχοντα) are replaced in the fragment by
oxeia-oxeia-teleia (with the second oxeia on the final alpha of ἄρχοντα).
In addition to this, it is meaningful that the use of neume pairs is almost always
different ab editis.
There are double neumes in the close of the pericopes, ending with apostrophosapostrophos.
Ornamentation: the pericopes are divided by a simple wavy line adorned with
small triangles, penned in brown ink or carmine. Even the initials are written
in carmine.
Mioni dated the fragment to the fourteenth century. However, this dating is not
acceptable. The ecphonetic notation offers elements of great interest: as shown
above, the repertoire of signs is limited and there are no neumes we consider
characteristic of the period of the maximum development of this musical system.
Among the other elements that fall outside the canons of the classical system,
one of the couple’s neumes is sometimes missing (see above). On the other
hand, the double neumes ending is in the classic type. These characteristics lead
to the hypothesis of a persistence of the features of the so-called preclassical
system. It is plausible, even if not demonstrable, that the fragment comes from
a provincial area of the Byzantine world, as would allow us to hypothesize the
mise en page and the peculiarity in the choice of neumes.
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The graphic features are common in the eleventh-twelfth centuries, a fact that
leads me to propose this chronological period, confirming what has already
been proposed by the Leroy / Sautel repertoire [Sautel 1995, 206].
History of the manuscript: the fragment of Prophetologion was already attached
to the manuscript in 1414, when many possession notes were made, mostly from
the hand of Theodoros Chrysoberges: fol. 440v: Fr(atr)is Theodoris. Below, by
another hand: e(m)pt(us) i(n) Co(n)stantinop(o)lim a(n)no D(omini) 1415
die 15 ap(r)i(lis). At fol. 442v: Fr(atr)is Theodori. At fol. 437v: Ego frat(er)
Theodorus Constantin(opolita)nus <...> ord(in)is p(re)di(ca)t(orum) emi in
urbe Co(n)stan(tinopolita)n(a) 1415, VIII ap(ri)lis. The manuscript, therefore, as
recently demonstrated by A. Rigo [Rigo 2014], was acquired by the Dominican
Theodoros Chrysoberges, not yet Bishop of Olena in Morea, in Constantinople
in 1415, immediately before his departure to Poland (summer 1415). At the
death of Theodoros (about 1429), it is plausible that the manuscript passed to
his brother Andreas. From the latter, after his death (1461?), it reached the
Bessarion library. At fol. 1r: the ex libris by Bessarion in both Latin and Greek
(locus 8, previously 53). The manuscript appears as n. 34 in the act of donation
of 1468 [Labowsky 1979, 433, 158].
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The Art of Chanting Reflected in
Fifteenth/Sixteenth Centuries Byzantine
Theoretical Treatises

Since the beginning of Christian worship, the human voice has been regarded as
the natural instrument of sacred music. Already in the fourth century, the Greek
church fathers expound explicitly against the use of all kinds of instruments
in Christian services. On the contrary, they stress how the harmonic melodies
of the psalms can influence the souls of the faithful [Basileios of Caesarea,
Homilia super Psalmum XXIX, in PG XXIX, col. 212B]. Ioannes Chrysostomos
did not deem the use of instruments necessary as the human being itself can
be the organon, i.e. the instrument [in his Exposition in Psalmum X, PG LV,
col. 158]. Aristides Quintilianus, the music theorist of the third century A.D.,
explains: «[…] music imitates the characters and emotions of the soul through
its conceptions» [Barker 1989, 2, 393].
Until the ninth/tenth centuries all the melodies sung in church were
transmitted orally. This resulted on the one hand in a huge syllabic repertory
from the monasteries and on the other hand in a more melismatic repertoire
of the patriarchal and urban churches. Due to this fact, the chanters had to
continually learn and memorize an ever-growing repertory.
The earliest liturgical manuscripts of the ninth/tenth centuries with adiastematic
Palaeo-Byzantine notation transmit the repertories for the choir that are sung
only once a year. This notation was only meant as aide memoire for the chanters
to interpret the melodic formulas within a certain mode. Only during the second
half of the twelfth century – when the diastematic Middle-Byzantine notation
came into use – the old repertory gradually started to be recorded.
In the course of the thirteenth century, a new, highly ornamental style, the socalled kalophonia (i.e. beautiful sound) came into use. Around this time the
composers started to shape the liturgical book of the so-called Akolouthiai
(Τάξις τῶν Ἀκολουθιῶν) or Papadike – handbooks with the ordinary chants of
the offices and liturgies of the fourteenth/fifteenth centuries. It seems that it
was primarily Ioannes Koukouzeles, the famous fourteenth-century composer,
who arranged these new chant-books.
On the first pages of the Akoluthiai, there can usually be found a short
introduction to the Byzantine notation, together with intonation formulas
and modal signatures for the chant students. The permanent increase of
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compositions in the new kalophonic style seems to have been the reason why
theorists started to feel compelled to write treatises on Byzantine music. Several
of them were well-known composers who must also have been familiar with
ancient music theory to a certain degree.
While notated musical manuscripts have been handed down from the ninth/
tenth centuries onwards, theoretical treatises appear rather late, mainly during
the fifteenth century. Their main object was to provide an insight into the chant
tradition and to pass on practical instructions to chanters and composers.
The musical treatises of the fifteenth and beginning of the sixteenth centuries
comprise the musical tradition in various ways. Thus, it was important for their
authors to refer both to texts from the church fathers and to demonstrate that
Byzantine music theory was influenced by ancient music theory to a certain
extent, too.
The most detailed information on performance and chanting can be derived
from the musical treatises of Gabriel Hieromonachos and Manouel Chrysaphes,
who were both teachers and composers who stressed the importance of excellent
chanting and composing.
In his introduction, Gabriel Hieromonachos [Hannick and Wolfram 1985, 37]
emphasizes that nothing useful in regard to music theory had been handed down
so far. Thus, he decided to write a treatise for those who were engaged in ‘Psaltike’,
i.e. in chanting. He defines liturgical music as ‘Psaltike’, meaning the science of
rhythms and μέλη sung in the divine hymns [ivi, 39, 110, 27]. This definition is
similar to the Excerpta Neapolitana §4: «Music is the science of rhythm and
melos and of the whole instrumental theory» [Janus 1895, 412, 17]. Whilst in
classical music theory rhythm is stressed as an important element of vocal and
instrumental music, in Byzantine music the term ῥυθµός appears only once in
the treatise of Gabriel, namely in combination with μέλος. There is a number
of rhythmic signs that show the performance of a melos to a certain degree
[Troelsgård 2011, 49-50]. However, it becomes apparent that rhythm does not
only comprise small melodic formulas but also whole strophes of chants.
Manouel Chrysaphes [Conomos 1985a, 37] states that he was persuaded by
his students to write a treatise in order to draft a set of rules for chanting and
composing. With the help of musical examples by his predecessors as well as
by his contemporaries, Chrysaphes explains how to use the modulation signs:
The φθοραί cause the interval values of a more or less long ‘colon’ to change
and to lead back to the mode sung before. This is called ἀπὸ µέλους contrary to
παραλλαγή, which means the transposition of the mode at the beginning of a new
colon. Chrysaphes provides the following explanation of the phthorai [ivi, 49]:
A phthora is the unexpected destruction of the melody of the mode being chanted and
the creation of another melody together with a brief, partial transposition from the mode
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being chanted to another; then, with the cancellation of the phthora, the previous mode is
sung in the form that it had beforehand.

Another manual of Byzantine music theory – whose authorial ascription is PseudoIoannes Damaskenos – is a compendium of ten more or less extensive theories
[Wolfram and Hannick 1997]. Two of these texts refer to the theory of the socalled Hagiopolites, a text which in all probability goes back to the twelfth century.
The name Hagiopolites itself denotes that the text was probably written in the
holy town of Jerusalem, the ‘Hagia Polis’. It includes a major part of the so-called
Anonymi Bellermanni [Najock 1975], an ancient text inserted into the Byzantine
parts. This manual also provides a definition of the phthorai [Najock 1975, 34, 36]:
Somebody wants to sing and to perform a melos, whatever it will be, and he wants to make
a modulation of the melos, he goes up three intervals or more or only one, how the started
melos requires it. The started melos will get spoiled, therefore it is called phthora.

Another manual was written by Akakios Chalkeopoulos [Wolfram 2020], a
Cretan monk, who worked as teacher and composer at the end of the fifteenth/
beginning of the sixteenth centuries. Akakios informs us that even if his pupils
know how to sing his hymns, his interpretation of the notation will probably
be lost after his death. That caused him to write down his own manual and a
full Anastasimatarion, containing the hymns of the Octoechos. Akakios seems
to have combined the old Cretan tradition with his own compositional style, as
well as with possibly new influences brought by the Venetians. With the help
of his examples of notational formulas Akakios shows the different possible
performances depending on the quality of the voice: E.g., he uses the term
‘gurguri’ for the leading voice, sung in different ways through the pharynx. This
also gives a certain freedom of interpretation and improvisation to the chanters.
Akakios also specifies the seven human organs that help to move the voice: «The
breath, the heart, the hepatic, the lungs, the throat (pharynx), the tongue, the
lips by which the air is mixed well and cooled down» [Wolfram 2020, 311-316].
In the different theoretical treatises Byzantine chant and its music theory is either
called ψαλτική, παπαδική or µουσικὴ τέχνη resp. ἐπιστήμη (art or science). The
term μουσική is primarily understood by the Byzantines as regarding ancient
music based on the seven chords of the kithara, or as pagan music. But in the
course of the centuries it also came to be used for Byzantine music.
‘Psallo’ (ψάλλω) or ‘lego’ (λέγω) are both used as verbs for chanting. Ψάλλω
is derived from the ancient Greek verb: to pluck the strings of an instrument.
The meaning changed in Christian times and finally denoted the singing of
ecclesiastical hymns. Thus, also the Christian chanter is called ‘psaltes’ (ψάλτης).
Λέγω, which is normally used for speaking, can also be meant for chanting. The
voice itself is called ‘phone’ (φωνή).
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According to Pseudo-Ioannes Damaskenos, «voice (phone) is the resonance of
accumulated air, caused by a certain harmony and realized by the windpipe»
[Wolfram and Hannick 1997, line 495].1 This is similar to Aristotle, who explains
that voice (phone) is the striking of the air that is breathed in against what is
called the windpipe, under the agency of the soul [Barker 1989, 79, 420b].
Now, who were the people who performed Byzantine music during the fifteenth/
sixteenth centuries? It is known that the chanters belonged to different ranks:
the theoretical treatises as well as the Akoluthiai-manuscripts speak about
domestikoi, choirs, a protopsaltes, anagnostai and kanonarchai. Originally,
the choir consisted of twenty-four members, divided into two parts of twelve
singers, each with its own master (a domestikos). The kalophonic style required
a small group of very well-trained chanters together with a soloist. The difficult,
highly melismatic chants on high festive days were sung by the soloist, i.e. the
protopsaltes or the domestikos [Moran 1986, 15].2
The domestikos of the right choir either sang together with the choir (ἀπὸ
χοροῦ) or outside the choir (ἀπ᾽ἔξω). He also took over the intonation of a new
chant or interpreted melismatic responsory chants without the choir. In most
cases, the domestikos was also responsible for the cheironomy.
The easier, syllabic repertoire of stichera and heirmoi was sung by the two
choirs antiphonally [Spyrakou 2007, 314, 16].3 The domestikos of the right choir
guided the chanting by moving his right hand, showing cheironomic signs, as
well as subsidiary signs of ornamentation, which are visually reflected in the
movements of the choir leader’s hands [Troelsgård 2011, 14]. It is not known
if this kind of cheironomy was still in use in the late fifteenth century as the
tradition of cheironomy might have got lost by then. There are also only a few
icons that show some cheironomic signs [Moran 1986, illustr. 44].
The function of the kanonarches was to recite (ἐκφωνεῖ) the text of a kanon or
a sticheron verse by verse, after which the choir took over the text and also sang
it verse by verse [Spyrakou 2007]. The kanonarches was also responsible for the
chanting of the prokeimenon before the reading of the Apostle [Spyrakou 2007,
288, 20]. This duty could also be taken over by an anagnostes, who introduced
the prokeimenon and read the Apostle. The anagnostes belonged to the group
of the bastaktai, i.e. the ison singers, who were part of the choir [Spyrakou
2007].4 The bastaktai accompanied the chanting with the isokratema on the
fundamental note, that is a fourth or a fifth lower than the melody. This order of

the chanters was still in use during the fifteenth century before and after the fall
of Constantinople in 1453. Since the twelfth/thirteenth centuries the Sabbaitic
liturgical ritual had become the common typicon for monasteries as well as for
secular churches [Spyrakou 2007, 134-136].
That the singers were only human after all is shown by Akakios, who mentions
in the preface to his treatise that the chanters of the two choirs could be quite
jealous. It seems to have been quite common, that they did not listen to the
other choir singing, chat to each other and generally irritate the singing of their
fellow chanters [Wolfram 2020, lines 29-34].
Female singers are not mentioned in the theoretical treatises. During the first
Christian centuries saintly women and nuns were probably part of the laos,
i.e. the people who sang the responses in the churches and at processions
[Maraval 1982]. A well-known example is the nun Egeria from Spain, who was
on pilgrimage in the Holy Land between the years 382 and 385: she recounts
her taking part in the liturgical life in churches and in processions to the holy
places [Mateos 1961, 281-312].
A single reference from the twelfth century can be found, describing the
participation of women in the Morning Office in the church of Agios Demetrios
in Thessaloniki, where men, saintly women and nuns (γυναῖκες ὅσιαι καὶ
µονάζουσαι) chanted antiphonally the divine psalmody at the feast of Agios
Demetrios on 26 october [Spyrakou 2007, 195]. During the latter centuries it
became customary only for men to perform in secular churches. In monasteries,
however, nuns chanted from the same musical books that were used both by
laymen and monks.
Which skills were expected of an excellent singer (a ‘teleion’ psaltes)? Gabriel
Hieromonachos [Hannick and Wolfram 1997, 101] informs us that a psaltes
should:
1. have command of the artistic skill of the orthography of chant;
2. sing from music, that means from notated manuscripts;
3. write down from memory all melodies he knows;
4. compose chants;
5. be able to understand and notate any melody he hears;
6. eventually write down a melody from cheironomy provided he gets to know
the mode.

1.

Φωνή ἐστι ἀπήχηµα τεθησαυρισµένου πνεύµατος, διά τινος ἁρµονίας ἐξαγοµένου καὶ ἀρτηρίας προσδεοµένου.

2.

This goes back to the emperor Justinian I (527-565), Nov. 3 par 1.

3. Ψάλλεται δὲ δίχορον παρ’ ἀµφοτέρων τῶν χορῶν, οὐχ ὁµοῦ, ἀλλ’ ὅπερ ὁ δεξιὸς χορὸς εἴπει τοῦτο καὶ ὁ
ἀριστερὸς ἀποκρίνεται.
4.

46

Athos, Iviron [GR-Aoi] 973, fol. 16r (fifteenth century).

–

CHANTING IN BYZANTINE THEORETICAL TREATISES

At the end of this list, Gabriel states that the beautiful and melodious chanting
with artistic skill is more a gift of nature than of training.
Manouel Chrysaphes gives his special attention to the art of composing. He
too mentions six categories, that define a ‘teleion’ psaltes, but primarily in
combination with the knowledge of composition [Conomos 1985a, 47]. Such a
psaltes should have the ability:
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1. to compose appropriate and fitting theseis (melodic formulas) following the
rules of the art of chanting;
2. not to follow slavishly and copy from the book, but to write with certainty
without the book and as required by the art, whenever a composition is
requested;
3. to sing at sight every kind of lesson, old and new, flawlessly, at any time and
on every occasion, without previous study or thought;
4. to write and to chant exactly the melody that another singer performs;
5. to compose all kinds of original pieces either from one’s own initiative or
from an outside commission both with and without preparation.

The Byzantine notation is introduced by Gabriel with the help of a reference to
the ancient grammar as follows [Hannick and Wolfram 1997, 61-63]:

The last skill regards the judging of the compositions. This is partly the ability
to judge what is good and accurate in the work and what is not, and partly to
recognize someone’s work simply by hearing it. According to Chrysaphes, this
is indeed the greatest achievement of all in the art of chanting.
Gabriel Hieromonachos describes the method how to begin the kalophonic
chant as follows [Hannick and Wolfram 1997, 95]:
Εvery psaltes has to take into account firstly his own voice and the condition it is in,
secondly the kalophonic composition, until what pitch it goes up. Only then can he start.
If someone wants to sing after the domestikos, he has to find out in which mode he sang
the kalophony. If it was an authentic mode and you too want to chant in the same mode, so
begin at the same pitch. But if the domestikos because out of inability or out of ignorance
has sung the kalophonic chant in a deep range, but you are able to chant in a higher
range, then go higher but always carefully. If the domestikos sang in a high range and you
are not able to do it, so go one or two intervals lower, if it is necessary.

This statement by Gabriel indicates very clearly that Byzantine vocal music has no
absolute tone level and the melody is notated only with the help of interval signs.
Pure vocal music does not need to establish the intervals and the tones. Thus,
since Byzantine times a system of notation and theory was formed that is not
based on absolute pitch but on the relative position of the intervals to each other.
Concerning intervals, the Byzantine treatises e.g. speak of diplasmos, which
means the seven intervals of the octave. In the lower fourth from D to G are
the plagal modes, in the higher fourth from a to d lie the authentic modes of
the Octoechos. If this Octoechos is on both sides connected with a conjunct
tetrachord, one will get two octaves that correspond to the pitch range of the
systema teleion (the perfect system) of the ancient music theory. The musical
proportion does not transcend the δὶς διὰ πασῶν. This happens in Byzantine
music by δύο διπλασµοί, which are perceptible by fifteen tones.
The central tone is a. This goes to show that the relation of the Byzantine
Octoechos to the ancient teleion systema is still preserved in the pitch range
[Zannos 1994, 152, 156-157, 163-164].
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For we do not only need 24 letters but in addition also 10 prosodic signs for the melodious
sound of the speech, therefore in the Psaltike there are not only 15 interval signs but also
36 Great signs (theseis). In the Psaltike they have the position of prosodic signs. They
are so to speak signposts and guides when we have to decide in what manner we have
to express something, if the sounds are long or short, if we should sing with or without
emphasis.

Thus, Gabriel distinguishes between ‘enarthros’ (ἔναρθρος), i.e. ‘ekmeles
phone’ (ἐκµελῆς φωνή) – the articulated speaking voice and the ‘emphonos’
(ἔµφωνος), i.e. ‘emmeles phone’ (ἐµµελὴς φωνή) – the singing voice. Here the
great significance of prosody in the poetical work of the church fathers should
be mentioned, as can be found e.g. in the fourth century homilies of Ioannes
Chrysostomos. He was one of the most important orators of his time, so much
that his rhetoric talent and his knowledge of interaction with the audience gave
him the epithet Chrysostomos, the golden mouth [Grünbart 2011, 211-231]. It
can therefore be assumed that the art of rhetoric subsequently also influenced
the liturgical texts of the hymns. Byzantine music was always designated as a
Christian song of praise. Through the centuries, monks, clergy and laymen
steadily increased the hymnology and handed it down both orally and by a huge
number of musical manuscripts. The zenith was reached with kalophony and its
expression in the above-named Akolouthiai during the fourteenth and fifteenth
centuries. The Fall of Constantinople in 1453 did not mean a standstill in musical
creation but an exodus of gifted composers, such as e.g. Manοuel Chrysaphes,
who moved to Crete; many others went into exile in territories under Venetian
rules. Bearing in mind the diaspora of Byzantine-Greek culture during the next
four hundred years it is easily understood that the theoretical treatises played an
important role in the transmission and preservation of the profound knowledge
of music theory for the following generations. Thus, the Byzantine mentality
of preserving the old traditions, but also of taking over new influences became
vital for the survival of the unique art of Byzantine chant until today.
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Ioannes Plousiadenos, Bessarion and Byzantine Music.
Tracing Aspects of Byzantine Chant Traditions
in the Later Part of Fifteenth Century
along the Axis Constantinople – Crete – Venice
Preliminaries
Ioannes Plousiadenos (before or c. 1429-1500) is a fascinating character in late
Byzantine music, church history and theology, as well as in Italian Renaissance
studies. His manifold activities and his importance in these fields are still to be
more thoroughly investigated in many directions. This is my first publication
dedicated specifically to Plousiadenos, but I was already some decennia ago
engaged in discussions with the late Bjarne Schartau [1993; 2008] about his
studies in Plousiadenos, and I also had the pleasure to act as assistant editor for
Clara Adsuara’s [1995] fine analysis of the kalophonic Sticherarion Sinai [ETMSsc] gr. 1251, a manuscript attributed to Plousiadenos.
In this contribution, read at a conference at the Fondazione Ugo e Olga Levi
on the occasion of the celebration of the Anno Bessarioneo in 2018, I’ll take
my point of departure analysing the contents of a single musical manuscript,
Dionysiou [GR-AOd] 570. This manuscript seems to have been travelling along
with Plousiadenos during the latter part of his life. Since it is built up from
quite atypical blocks of contents that do not match any conventional chant
collections or books of music theory, I perceive it as a kind of personal ‘master
copy’: Plousiadenos’ Vademecum. My idea is that such an approach might
reveal some important elements of Plousiadenos’ conception of the nature of
Byzantine chant around the middle and in the later part of the fifteenth century.
Following, this music must have ‘accompanied’ Plousiadenos, the psaltes (as he
continually designed himself, even after receiving higher ordinations), across
the Mediterranean to Venice and back to Crete and Methone (Peloponnese),
where he died during fights with the Turks in 1500. His musical world seems to
have absorbed elements of traditional and contemporary ecclesiastical music of
Constantinopolitan origin, other elements from his native Crete, eventually to
express itself through his own compositions, treatises and chant exercises.
Plousiadenos’ life in headlines
Manoussakas [1959] delivered the first substantial account of Ioannes
Plousiadenos’ life. A new major study by Eleftherios Despotakis with the title
John Plousiadenos (1423?-1500), A Time-Space Geography of his Life and
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Career is announced on the homepage of Peeters Publishers (Leuven) as a
volume in the series Orientalia Lovaniensia Analecta. The publisher informs
that it will probably appear in 2020.
To sum up what is known about him and from which sources (since I found
many contradicting pieces of information), I have drawn up a table in Appendix
1, where you can also find the references. Here, I shall limit myself to the briefest
possible sketch of his life. Cretan born, well educated in letters, theology and
chant, Ioannes Plousiadenos (further on IP) became pro-unionist during
the early 1450’es. Bessarion bestowed him title Ἄρχων τῶν ἐκκλησιῶν (head
of the churches, c. 1463) and ‘vice-proto-papas’ (‘vice-church leader’, c. 1467)
in Candia/Chandax/Iraklion, Crete. IP sojourned in Venice for long periods
during the late 1460’es and in the 70’es and 80’es. In about 1490 he was appointed
bishop of Methone (Modon). During his sojourns in Italy, IP became member of
the cultural circles around Bessarion and the Byzantine princess Anna Notaras
Palaeologina, together with characters as Michael Apostoles, Georgios Vranas,
Demetrios Damilas, Michael Souliardos, Demetrios Moschos, Ioannes Rhosos.
The leaders of the group, Bessarion and Anna, were both deeply involved in the
(failed) political and (successful) cultural renaissance of ‘Romania’ in Italy after
the Fall of Constantinople, see also Clarke and Giuffrida [2014].

catalogue description is by Stathes [1976, 698-712]. Though not including full
codicological analysis comprising composition of quires, watermark analysis
etc., it gives a thorough and precise analytical description of the contents. That
the manuscript was kept by IP also in his later days is clear from composer
ascriptions as «Ἰωσὴφ ἐπισκόκου Μεθώνης» (by Joseph, bishop of Methone,
e.g. on 125v, 139r, 179v, 216v), and that it contains earlier material can be seen
from among other evidence this note: ποίησα οὖν κἀγὼ ταῦτα τὰ ἐπίλοιπα
[...] ποίημα Ἰωάννου τοῦ ἱερέως τοῦ Πλουσιαδηνοῦ (and I composed also the
following items […] a composition by Ioannes Plousiadenos, the priest) e.g. on
fols. 205v-206r.
The manuscript seems to be laid out into various blocks of contents, mostly with
some blank folios before or between the sections. These possibly originally blank
folios have probably later been used for various types of less coherent material
(‘Notes’). It is also possible that it later has been bound together from various
pre-existing units (since some parts have pages of 24 lines, other of 30 lines).
The manuscript in its present state can be divided as follows:

Manuscripts written by Ioannes Plousiadenos
About forty-four manuscripts written (completely or partially) by Ioannes
Plousiadenos with security (marked ‘IP’ in the table) or high probability (‘IPA’)
have been preserved, see Appendix 2. IP’s manuscripts comprise classical
literature [c. 15 mss.], many of which were written for cardinal Bessarion,
grammar of ancient Greek [c. 2 mss.], his own hymnography (without music)
[1 ms.], Byzantine liturgical mss. [c. 4 mss.], Byzantine musical mss. [c. 10 mss.],
theological works by himself and by others (including Bessarion, Ioannes
Chrysostomos, and – in Greek translation – by saints Augustine and Thomas
Aquinas) [c. 5]. Other theologically oriented mss. focus almost exclusively the
Ferrara-Florence Union [c. 6 mss.], and in addition to these we find a Bible
written for Bessarion. This overview is of a preliminary character and many
details and pieces of information still need to be sorted out through autopsy and
comparative codicological studies that lie outside the scope of this paper. Many
of the ‘IPA’ ascriptions are due to Gamillscheg and Harlfinger [1981-1997] and
other references found in the database Pinakes. Ascriptions to IP suggested by
Martinelli Tempesta [2013, 139] have not been considered here.
Ioannes Plousiadenos’ Vademecum: Athos, Dionysiou 570 [GR-AOd 570]
Athos, Dionysiou 570, which is the most atypical among the musical manuscripts
associated with IP, is written on paper and consists of 224 folios. The best
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1r-3v ‘Notes’ section I
4r-42r Theory section I
43r-89v Theory section II
89v-90v ‘Notes’ section II
91r-124r Theory section III
125v-136v ‘Notes’ section III
137r -223v Anthology of kalophonic settings
The first ‘notes’ section, fols. 1r-3v - miscellanea
Fol. 1r-2r encompasses a list of Paschalia (Easter calendar) for the years 70017050 after ‘the creation of the world’, corresponding to the sequence AD 14931542. This ‘note’ would be very useful for a newly elected bishop. It is, on the lower
part of 2r, followed by a list of correspondences between the months of the year
and the Zodiac. On fol. 2v follows a short paragraph and a diagram witnessing
the family relationship between Mary of Clopas (John 19:25) and the Theotokos,
Virgin Mary, through her father Joachim. This is probably an excerpt from a
Gospel commentary or a note for the Chronicon Paschale [Dindorf 1832b, 324].
On fol. 3r the first musical item is found, namely the last part (Κύριε ὁ θεός, ὁ
ἀμνὸς τοῦ θεοῦ) of the Great Doxology, introduced as Τὸ ἐπίλοιπον τοῦ Δόξα ἐν
ὑψίστοις θεῷ (the remaining part of the Great Doxology). This setting is by IP
(‘the priest’) in protos tetraphonos (first authentic mode, fifth-structure), but
its logic beginning is found on fol. 90r (without the usual Δόξα τῷ δείξαντι τὸ
φῶς), ascribed to Manouel Gazes, as already noticed by Stathes [1976, 698, 704].
According to my division of the manuscript, the beginning of Great Doxology
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(on fol. 90r) by Manouel Gazes, who sojourned in Crete in the later part of his
life [Giannopoulos 2004, 61-63], is placed at the end of the second ‘notes’ section
(see below). Apparently, IP wanted to have access to a full written version of the
Doxology, and, eventually, added the supplement on the last blank folio of the
‘notes’ section at the beginning of the manuscript.

The third ‘notes’ section, fols. 125v-136v – Automela
This ‘notes’ section follows two blank pages, fols. 124v-125r, and is also the
longest. On fol. 125v, it displays an anonymous Allelouia-setting in asmatic style,
which is again furnished with an alternative cadence composed by IP when
bishop (ἕτερον τέλος, Ἰωσήφ). The next items display one of the rare instances of
notated versions of the Byzantine model melodies, the automela. On fol. 126r we
find Οἱ εἱρμοὶ τῶν καθισμάτων κατ’ἦχον (the model melodies of the kathismata,
through the modes), i.e. the automela for the group of quasi-syllabic model
melodies known both as kathismata, kontakia, or daily troparia, followed on
fol. 131r by the stichera automela: Στιχηρὰ ἰδιόμελα, ἃ λέγονται καταβασίαι,
ψαλλόμεναι κατ΄ἦχον (rubric at the bottom of fol. 130v: The stichera idiomela,
those called katabasiai – sc. heirmoi –, sung through the modes). Between the
two major blocks of automela, a model troparion for performance with the
Makarismoi (Beatitudes) and two heirmoi are squeezed in (fol. 130r-130v). In
modern times, researchers have tried to standardise the terminology of model
melody (automelon) and contrafact (proshomoion) in Byzantine chant, but, as
we recognise here, terminological variance was common in the Middle Ages,
as also later, when the terms as heirmoi, prosomoia, and prologoi are also
encountered to describe this body of model melodies.
Before the later middle ages, only the Heirmologia containing the model
melodies for the canons, were regularly transmitted in notation. All other
model melodies, although they were indispensable for the performance of the
daily offices, were only sporadically and very incompletely documented, since
the earlier tradition was predominantly oral. The earliest known collections of
the automela in middle Byzantine notation date from the thirteenth-fourteenth
centuries. The very few documents of this kind display a common style, but
much melodic variation [Troelsgård 2000]. Therefore, one must imagine that
IP did not necessarily have a Vorlage before him when notating these series of
automela. Instead, – as in the case of the Cretan Χριστὸς ἀνέστη – he possibly
endeavoured to commit his own conception of the model melodies to notation
and, as is very frequently documented in this section, added many possible
melodic, orthographic or dynamic variants with neumes in red ink above the
‘main’ version. This pertains also to the three pieces on fol. 130r-130v, whose
melodies clearly relate to the classical Heirmologion, but are presented by IP in
versions that, similar to other later Heirmologia, also include elements from the
‘automelon’-style [Troelsgård 2000; 2011, 78-79; Martani 2008; Makris 2008].

The second ‘notes’ section, fols. 89v-90v – Χριστὸς ἀνέστη
This section too comprises a selection of items that to the outsider has no
inner logical coherence, judging from sequences of items in more traditional
manuscript types. The section follows immediately upon the second ‘theory’
section, without any visible break or other means of separation in the lay-out.
These shorter pieces divide into two sections, the first comprising four different
settings of the Easter troparion Χριστὸς ἀνέστη (Christ is risen), and the second
one rendering a part of the Great Doxology. On 89v we find πλ. α΄ Χριστὸς
ἀνέστη, in a moderately melismatic style with an alternative ending (ἕτερον
τέλος), followed by another, almost syllabic, setting of the same troparion in
fourth mode, δ΄ Χριστὸς ἀνέστη. In the next page, fol. 90r there is another
moderately melismatic setting, this one in first authentic mode, fifth-structure
(ἕτερον, ἤχος α΄ τετράφωνος Χριστὸς ἀνέστη). Just before the already mentioned
setting of the Great Doxology by Manouel Gazes, still on fol. 90r, we find a
most interesting version of the Easter troparion in first mode, a version that IP
renders according to the Cretan tradition: «Τὸ ἀδόμενον ἐν Κρήτῃ παρὰ τοῦ
κοινοῦ. ἐγράφη παρ’ ἐμοῦ, ἦχος α΄ Χριστὸς ἀνέστη» (Christ is risen, as sung in
Crete by the community. Written by me, first authentic mode). As we shall see in
the third ‘notes’ section, IP did not only put his own compositions into writing,
but also tried to capture in notation pieces that earlier were rarely or not at all
committed to notation. A certain local patriotism and proudness of his own
denomination of the Byzantine tradition is discernible. This version too features
an ossia cadence (ἕτερον τέλος), that only differs by one note from the former
one, testifying to IP’s strive for perfection as a musical scribe. Modally seen, it
is interesting that the opening phrases circles around the tonal centres D-a,
but that the troparion ends on G. In Appendix 3, I deliver a transcription of the
piece, that is also included in the ensemble Cappella Romana’s concert program
Venice and the Greek East 1. The Cretan Χριστὸς ἀνέστη is followed immediately,
on fol. 90r, by the first part of the above-mentioned Great Doxology, leaving
a little blank space in the bottom of fol. 90v, before the third ‘theory’ section,
which starts on the next page, fol. 91r.

1. See http://www.earlymusic.bc.ca/events/venice-east-music-renaissance-crete/. I thank Alex Lingas for providing
me with a recording from a concert performance at Utrecht 2016 for the presentation of this paper.
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First ‘theory’ section, fols. 4r-42r – major and traditional treatises
The first item of this block, fols. 4r-32r, transmits the oldest known version of
the complex of ten originally diverse treatises beginning Ἐγὼ μέν, ὦ παῖδες,
ἐμοί […], also known under the name Ps.-Damaskenos: Erotapokriseis, edited by
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Wolfram and Hannick [1997]. The editors evaluate the manuscript as containing
the most complete and sound text version and have accordingly chosen IP’s
manuscript as ‘Leithandscrift’. One brief paragraph on fol. 31v, just before
the end of the treatise complex, is written by IP in a ‘cryptographic’ manner,
reversing as well the sequence of each syllable as the sequence of the words. One
might ask why he tries to tease a potential reader/copyist. To prevent the student
of the treatise to fall asleep? To show off his learnedness? Whatever the answer
might be, the closest known parallel to this type of cryptography is probably seen
in a manuscript written by Bessarion in 1436, namely the Biblioteca Nazionale
Marciana [I-Vnm], Gr. Z. 365 (coll. 739), in the colophon. It is very likely that IP
knew this manuscript, since he used it when compiling in 1469, in his own hand,
a manuscript with almost the same contents (i.e. ancient Greek historiography),
ordered by Bessarion, namely Biblioteca Nazionale Marciana [I-Vnm], Gr. Z.
364 (coll. 718). After this ‘Pseudo-Ioannes of Damascus’, IP has on fols. 32r-39v,
without any visible break in the writing nor in the lay-out, copied yet some
minor treatises on similar themes to the last paragraphs of the Ps.-Ioannes of
Damascus-complex. We find here rubrics as Ἑτέρα παραλλαγὴ καὶ μέθοδος καὶ
μετροφωνία τῆς ψαλτικῆς τέχνης, Μέθοδος συνοπτικὴ φωνῶν καὶ ἤχων, Μέθοδος
ἀριθμοῦ τῶν ἤχων, Ἑτέρα σύνοψις, i.e. virtually prose expositions of the names,
order and tonal relationship of the basis notes of the eight modes. Some of
these are perhaps corresponding to specific didactic diagrams, following certain
‘routes’, step by step, in ascending and descending movements.
The last item in the first ‘theory’ section, beginning fol. 40r, is a small treatise
on the same theme, ascribed to Ioannes Laskares (active in the first part of the
fifteenth century): Ἑτέρα παραλλαγὴ τῆς μουσικῆς τέχνης [...] τοῦ Λασκάρη τοῦ
Καλομισίδου καὶ μαΐστορος (Another tonal exposition of the musical art […]
by Laskares Kalomisidos, the teacher). Ioannes Laskares, of Constantinopolitan
origin [Velimirović 1966], taught Byzantine chant in Crete in the years 1411-1418
in Chandax/Candia/Iraklion. IP’s version of the treatise, edited by Alygizakis
[1985, 239-240], seems to be more complete than the other known sources, cf.
Bentas [1971] and Giannopoulos [2004, 58, note 27].

24], this treatise also presents itself as one of most ‘learned’ medieval treatises
on Byzantine chant, drawing an Aristotelian concepts and references to ancient
Greek grammar and musical theory. Also in this case, IP presents in the
Dionysiou manuscript the oldest and relatively most complete version [Hannick
and Wolfram 1985, 28-32].
The ‘academic’ treatise by Gabriel finds its counterpoint in the practical manual
for teaching Byzantine chant on the elementary level, the so-called Elements
of the Papadike, copied by IP on fols. 60r-65r. It is immediately followed by
various Μέθοδοι and neume-lists. On fol. 78r begins the Koukouzelean Isonpoem, ending with the note (fol. 80r): + Αἰωνία σου ἡ μνήμη, Κουκουζέλη.
Ἀμήν, ἀμήν, ἀμήν (Blessed be your memory, Koukouzeles. Amen, amen, amen!).
A similar homage is found on fol. 216r. Immediately after this statement of
veneration follows, at the bottom of fol. 80r, Koukouzeles’ famous diagram
Trochos (Wheel), and on fol. 80v the Koukouzeles’ Dendron (Tree) is depicted.
Further, on fol. 81r, begins a widespread method of the intonations illustrated
with samples from the Sticherarion (Ανανεανες - Ἐπέστη ἡ εἴσοδος). Finally,
the second ‘theory’ section presents a brief sequence of minor, supplementary
Methods, of which Stathes [1976, 703-704] gives a full list.
The two first ‘theory’ sections sum up to a substantial collection of didactic
materials that could be exploited for teaching Byzantine chant on various levels,
from elementary to advanced. IP was evidently very fond of securing himself
access to as many classical and traditional treatises of Byzantine chant he could
get hold of. It has been discussed whether IP did receive some of his education
in Constantinople. He might have gathered such a complete collection of
the traditional protheoria-material while studying in the city. However, the
connections between Constantinople and Crete were also many and frequent,
despite the Venetian rule. Already in the beginning of the fifteenth century,
Ioannes Laskares’ career testifies to an important link, and later in the century,
the presence of Manouel Chrysaphes and other exile Byzantines in the island
after 1453, as e.g. described by Giannopoulos [2004, 64-69] and Antonopoulos
[2013], would also make an eventual exchange of psaltic material likely. Therefore,
IP could have gained access to these treatises also in Crete, where a high level
of Greek, ecclesiastically oriented education was maintained [Bolonakis 1999].

The second ‘theory’ section, fols. 43r-89v – Gabriel Hieromonachos,
the Papadike, ‘Methods’, and diagrams
Fol. 42v is left blank, but has not – contrary to the other empty pages between
major blocks of text – been employed for various notes of different nature.
Already in fols. 43r-59v follows a new treatise, namely one of the most important
and longest ones for the documentation of the Middle-Byzantine Notation,
namely Gabriel Hieromonachos’ Περὶ τῶν ἐν τῇ ψαλτικῇ σημαδίων καὶ φωνῶν
καὶ τῆς τούτων ἐτυμολογίας (On the signs and intervals of Byzantine chant and
their etymology). As stated in the edition by Hannick and Wolfram [1985, 2256
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Third ‘theory’ section, fols. 91r-124r – Korones, Koukouzeles,
and IP’s own methods and diagrams
The section including IP’s own theoretical pieces is perhaps the most famous
part of the ms. Dionysiou 570. Here, it is important to notice how these items
are placed together with important didactic material of an earlier date. The first
item is a method of the traditional, classical Sticherarion, spelled out ‘stepwise’
(μετροφωνία) by ‘the fabulous’ (τοῦ θαυμαστοῦ) Korones, followed by a method
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by the same (fol. 97v), based on the sticheron Χορὸς δεκαπενταπύρσευτος in
kalophonic style. Then follows (fol. 100r) an anonymous method by which
kalophonic vocalises kratemata can be trained. Hereafter a third method by
Korones is copied, one with typical melodic vocalises (kratemata or teretismata)
of the kalophonia, beginning fol. 103v with laudatory verses ascribed to Ioannes
Kladas telling that the methodos is set ‘in the sweetest, ninth mode, the nenano’.
It is followed by a kalophonic method by Koukouzeles, presenting kratemata
in first mode (fol. 108r). This is then the ‘classical’ context in which IP on
fol. 110r presents a prose prologue to his «Ἑτέρα μέθοδος πάνυ ὠφέλιμος,
πονηθεῖσα κατὰ τὸ δυνατὸν παρὰ Ἰωάννου πρωτοϊερέως τοῦ Πλουσιαδηνοῦ»
(Another very useful method, worked out to the best of efforts by protopapas
IP). Beginning on fol. 110v, the method introduces – in progressive order –
interval signs and the eight modes. The lyrics end (fol. 118v) as follows: Ταῦτα
πάντα ὡς ὁρᾷς, ὦ φίλος, συνετέθησαν παρὰ τοῦ πρωτοθύτου καὶ ἄρχοντος τῶν
ἐκκλησιῶν Ἰωάννου τοῦ Πλουσιαδηνοῦ (All what you here see, dear friend, was
composed by the protopapas and primas of the churches <in Crete>, IP), which
is a ‘built-in’ colophon, similar to that of Koukouzeles in his Ison-poem. The
method is described in detail by Botonakis [2013, 153-169]. Finally, IP presents
a didactic diagram, Plousiadenos’ most famous piece of theory, that later was
quite wide disseminated, a diagram with prose introduction (fol. 119r): Ἑτέρα
ἑρμηνεία τῆς παραλλαγῆς, edited without musical examples and intonation
formulas (martyriai) by Alygizakis [1985, 235-239] and by Botonakis [without
year] with all musical examples and intonations. Finally, on fol. 124r IP follows
the prototype of IP’s famous diagram Ἡ σοφωτάτη παραλλαγή (The smartest
parallage), with his name inscribed in circles, probably again imitating the
presence of Koukouzeles’ name in his Trochos/Wheel diagram.
It is evident that IP inscribes himself into the tradition of earlier theoreticians
of Byzantine chant, Korones and Koukouzeles, the latter addressed (fol. 119v)
«ὁ γοῦν θεμέλιος καὶ πάντων ἡμῶν τῶν καλῶν ἡγεμὼν καὶ οἷον φωστὴρ τῆς
καθ’ ἡμᾶς ἐπισήμης, ὁ μακαρίτης μαΐστωρ κύρις Ἰωάννης ὁ Κουκουζέλης
ὀνομαζόμενος» (the foundation and guide to all beautiful things we have, and
a light of our knowledge, the late music teacher, master Ioannes Koukouzeles).
IP presents his Parallage as an evolution and a supplement to the Koukouzelean
diagrams. He wants to demonstrate more complex modal relationships, first of
all in relation to the plagal modes: «Τούτοις οὖν ὡς ἔοικε μόνοις ἀρκεσθεὶς ὁ
μακάριος ἐκεῖνος ἀνήρ, οὐδὲν ἄλλο ἴδιον περὶ τῶν πλαγίων ἤχων παρέδωκεν
μὴ ἀκριβολογησάμενος παραδοῦναι περαιτέρω ἰδίας ὑποστάσεις ὡς εἴρηται
τῶν πλαγίων ἤχων» (the blessed man seemed to be satisfied with those <i.e. the
relationships between authentic modes>) alone, and he did neither transmit
anything specific about the plagal modes nor give any further indications about
the specific structure of these, i.e. the plagal modes) [Botonakis 2013, 183].

The Anthologia-section, fols. 137r -223v – Kalophonic pieces, theotokia
This last part of the manuscript displays a collection of stichera kalophonika,
partly composed by IP himself [Schartau 1993], but it embraces also other
chant types, mostly in kalophonic style, and mainly Theotokia and Megalynaria.
Apparently, IP distinguished in this collection – and elsewhere – precisely
between works made earlier in his life, where he used the titles ‘hiereus’ and
‘archon ton ekklesion’, and the later ones, attributed to the name Ioseph and
the designation ‘episkopos’.
It is in this context worthwhile briefly to focus on the various styles in which
IP designed himself. The usages ‘protothytes’ and ‘protohiereus’, which we
have been mentioned above, is perhaps a sign of renaissance purism, avoiding
non-classical Greek words as ‘papas’. For example, IP added a reader’s note
composed in ‘ancient’ Iambic trimetres on fol. 296 in the manuscript Biblioteca
Nazionale Marciana [I-Vnm], Gr. II 179 (coll. 1052) (tenth century), originally
belonging to San Michele, Murano, a collection of Ioannes Chrysostomos’
homilies, probably used by IP as copyist’s Vorlage:
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Καὶ τήνδε χρυσέρυθρον καὶ χρυσόμορφον / τοῦ χρυσολαμποῦς καὶ σοφοῦ Χρυσοστόμου
/ βίβλον ὑπερθαύμαστον σπουδῇ ἀνέγνω / Κρήτης πρωτοθύτης τὲ ὁ ‘Ιωάννης / τοὐπίκλην
Πλουσιαδηνὸς ὁ καὶ ψάλτης. (And this red-golden and gilded marvellous codex by goldshining and wise Chrysostomos was read aloud by the firstpriest (protothytes) of Crete,
Ioannes, known by name as Plousiadenos, and as psaltes).

This text might be compared to IP’s prose colophon in Athos, Mone Megistes
Lauras [GR-AOml], E 83 [545], a liturgical manuscript without music: «Θεοῦ
τὸ δώρον καὶ πόνος Ἰωάννου, τοὐπίκλην Πλουσιαδηνοῦ, τάχα καὶ θύτου, ψάλτου
τὲ καὶ ἄρχοντος τῶν ἐκκλησιῶν, πρωτοπαπὰ δὲ βίτζε Χάνδακος Κρήτης» (A gift
for God is this work by Ioannes, known by name as Plousiadenos, or perhaps
rather priest (‘thytes’), psaltes, and primas of the churches <in Crete>, and viceprotopapas of Chandax/Candia, in Crete).
I mention this difference to emphasize coincidence and unity between IP’s
activities in Byzantine music and his remaining cultural horizon. It was indeed
one and the same person who combined the literary taste of the Renaissance
epoch and a fierce dedication to Byzantine theology, liturgy and music.
The anthologia section displays pieces by the following composers: Ioannes
Glykys, Ioannes Koukouzeles, Ioannes Kladas (Lampadarios), Xenos
Korones, Kampanes, Manouel Argyropoulos, Theodoulos the Monk, Michael
Koukoulas the Priest, Ioannes Laskares, Michael Ameroutzes, Markos (from
the Xanthopoulon monastery) and metropolite of Corinth, and by Ioannes
Plousiadenos himself. This blend again testifies to IP’s deep familiarity with
the tradition. Pieces by IP’s father, Georgios, are absent from the collection,
and they have so far only been found in two other autographs by IP, namely
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Sinai [ET-MSsc] gr. 1234 [Schartau 1993] and Sinai gr. 1584 [Schartau 2008].
Conomos [1985b, 81] mentions a Georgios Plousiadenos in connection with
Sinai gr. 1312, but Balageorgos [2008, 41-41] cannot confirm this in his study of
the Sinai manuscripts written by IP. Instead, he judges from the contents and
from palaeographical-codicological evidence that it might in fact be written by
IP, contrary to the ascription by Giannopoulos [2004, 80-81] to Ioannes Rhosos.
On the basis of comparison with Dionysiou 570 and Sinai 1234, I am inclined
not to consider Sinai 1312 as written in the hand of IP, neither the neumes nor
the lyrics.
On fol. 141r we find the rubric «Τιμιωτέρα λεγομένη ἁγιορειτικός. ψάλλεται ἐν
Κωνσταντινουπόλει ἐν παννυχῖσιν. ἀργόν, ἀπὸ χοροῦ, Ἄξιόν ἐστιν [...]», (The
theotokion called Timiotera, in Athonite style, sung during all-night vigils
in Constantinople, slowly, by the choir: Axion estin). It shows IP’s interest in
various local traditions, irrespective whether he sojourned at Constantinople in
his youth or not.
Other features in the ‘anthologia’ section show IP’s almost philologically
precise indications, e.g. on 167r Τοῦ λαμπαδαρίου. Τὰ γράμματα Ῥωμανοῦ
τοῦ μελῳδοῦ, Ὁ ναός σου, Θεοτόκε […] (By Ioannes Kladas, set to lyrics by
Romanos Melodos: Thou temple, Oh, Mother of God, […]). Even if Romanos’
poem cannot be identified to-day, other designations of poets, e.g. Isidoros the
Patriarch (fol. 151r) and Ioannes Phokas <of Crete> (fols. 173r-v), show that IP
was fond of tracing the ‘metadata’ of the pieces he included. Such ascriptions
are not uncommon in contemporary musical manuscripts, but they are applied
quite systematically here.
Another interesting phenomenon is seen on fol. 205v-207v pertaining to a series
of sixteen theotokia in modal order, mainly composed by «the marvellous»
Kladas, that have here been supplemented by IP himself: ἐπειδὴ οὐχ εὑρίσκονται
πάντα τοῦ λαμπαδαρίου, ἐποίησα οὖν κἀγὼ ταῦτα (since not all these pieces
by Kladas could be found, I composed myself the following). IP continues in
the track of the tradition, supplying pieces from the fourth mode onwards ἃ
οὐκ ἔφθασεν ὁ λαμπαδάρης (the pieces that Kladas did not accomplish). This
situation is comparable to that of the aforementioned Great Doxology-setting
by Gazes (fol. 90r), that was completed by IP (fol. 3r).

of composition, recalling the memory of an old friend. Schartau [2008, 149]
suggested the perhaps less plausible interpretation ‘della Fotta’, while prof.
Niccolò Zorzi, the chairman of the session in which this paper was read, kindly
made the reasonable conjecture ‘della Fonte’. However, IP’s friend remains
unidentified.
Among the many theotokia of the anthologia section one finds also on fol. 166r
a piece written in the so-called political verses (fifteen-syllables verses): πλ. δ΄
Βασίλισσα τῶν οὐρανῶν παντανάσσα Παρθένε with the acrostic Β Λ Α Χ Ε Ρ Ν Α,
i.e. with reference to a famous church of the Theotokos in Constantinople. It is
ascribed to Manouel Argyropoulos and the text is edited by Stathes [1977, 183]
on the basis of another, slightly older manuscript.
IP composed a similar theotokion that is found in a manuscript written by
Benediktos Episkopopulos in the beginning of the seventeenth century, Athos,
Koutloumousiou [GR-AOk] 448, fols. 77r-78v, see Appendix 4. The rubric
reads: «Ἕτερον θεοτοκίον τοῦ αὐτοῦ <Ἰωάννου Πλουσιαδηνοῦ> γράμματα καὶ
μέλος, ποιήματα τοῦ αὐτοῦ· ἡ ἀκροστιχὶς Βησσαρίων. Τοῦτο ἐποίησα διὰ τὸν
Καρδηνάλιν [ἦχος] δ΄» (Another theotokion by IP, both lyrics and music are
his creations, with the acrostic ‘B E S S A R I O N’. I composed this for the sake
of the cardinal). It is clear from the rubric that the piece was copied from an
unknown, perhaps now lost, autograph by IP. The text reads:

Chants with a personal story: Della Fonte and Bessarion
The individual character of the Dionysiou 570 is disclosed also on fol. 222, where
one finds a carelessly written note for IP’s setting of the theotokion Τὴν ταχεῖάν
σου σκέπην καὶ τὴν βοήθειαν by IP. The note reads: «Τοῦτο ἐγένετο ἐν Βενετίᾳ
μιᾷ καιροῦ ῥοπῇ, αἰτήσει Ἰωάννου τοῦ Δηλλαφώτη, φίλου ὄντος ἀρίστου» (This
was made in Venice in a critical moment, on the instigation of Giovanni della
Fonte?, a very good friend). Apparently, IP looks back at the moment and place
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Βασίλισσα τῶν οὐρανῶν, Παρθένε Θεοτόκε,
Ἡ τέξασα τὸν οὐρανοῦ καὶ γῆς παμβασιλέα, πάλιν·
Βασίλισσα τῶν οὐρανῶν, Παρθένε Θεοτόκε,
Ἡ τέξασα τὸν οὐρανοῦ καὶ γῆς παμβασιλέα,
Σωτῆρα, ῥύστην, λυτρωτὴν ἀπελπισμένοις πᾶσιν,
πᾶσιν ἀπελπισμένοις·
Σῶσον, συντήρησον τοὺς σοὺς ἱκέτας, Παναγία,
Τοὺς δούλους σου, Πανύμνητε, λύτρωσαι πάσης βλάβης,
Ἀπὸ παντοίων συμφορῶν, ἀνάγκης τε καὶ νόσου,
Ῥῶσιν ψυχῆς καὶ σώματος παράσχου καὶ ὑγείαν,
Ἵνα ὑμνῶμεν εὐσεβῶς σὲ τὴν εὐλογημένην, πάλιν·
Ἵνα ὑμνῶμεν εὐσεβῶς σὲ τὴν εὐλογημένην, σὲ τὴν δεδοξασμένην·
῍Ω χαίροις Μητροπάρθενε, κράξωμεν ὁλοψύχως·
Ναί, ναί, Παντάνασσα σεμνή, χαῖρε δεδοξασμένη,
τιτιτι – τερερερε […]
Ναί, ναί, Παντάνασσα σεμνή, χαῖρε δεδοξασμένη.
Queen of Heaven, Virgin Mother of God, who gave birth to the mighty King of heaven
and earth (repeat) Queen of Heaven, Virgin Mother of God, who gave birth to the mighty
King of heaven and earth, the Saviour, Deliverer, Redeemer of all the hopeless, of all
the hopeless. All-holy woman, save and preserve those who plead to you, O woman of all
hymns, release your servants from any harm, from every misfortune, poverty or illness,
grant health and strength to soul and body, so that we may reverently praise you, blessed
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woman (repeat), so that we may reverently praise you, blessed and glorified woman. Oh
Virgin Mother, with all of our heart we shall cry out our ‘Hail Mary’. Yes, yes, pure Queen
of all, Hail, glorified woman (teretism). Yes, yes, pure Queen of all, Hail glorified woman.

IP dedicated his Marian chant to Bessarion, just as he offered a theotokion to the
unknown Giovanni della Fonte. It is clear from his poem Θρῆνος τῆς Θεοτόκου
(Lament of the Theotokos), also written in political verses, that IP nurtured a
strong Marian devotion [Basileiou 1980]. The theotokion in Koutloumousiou
448 dedicated to Bessarion accumulates many traditional Byzantine epithets of
the Mother of God, but in addition, it yields an emotional – and melodic – climax
at the repeated words «Ναί, ναί» (Yes, yes indeed). This double-exclamation is
absent from traditional Byzantine hymnography, but occasionally turns up in
the fifteen-syllable lyrics, e.g. also in a poem ascribed to Koukouzeles [Stathes
1977, 232-233]. On the other hand, it is well known from ancient Greek poetry,
e.g. in Theocritus and Euripides, and it might have turned up in the poetic
universe of IP and Bessarion from that direction. Together with an abundance
of exclamations, rhetorical questions, interjections, and the increasing use of
first-person verbs, I interpret this as another sign of the more general tendency
of individually and emotionally oriented devotion in the later Middle Ages. IP’s
Bessarion-chant is not edited in Stathes 1977, but well described in Stathes
1993, vol. 3.
Conclusion
The manuscript Athos, Dionysiou 570 documents IP’s musical interests and his
cultural horizon from different angles. In its composite character, it is reasonable
to assume that it was produced and supplemented over time, qualifying for
the designation ‘IP’s Vademecum’. Indeed, IP was engaged in Byzantine chant
and composition until the very end of his life, as witnessed by a note in the
only personal letter preserved (see Appendix 1, 1500?, 9 april): «Γράφ’ἡμᾶς ὁ
πρωτοψάλτης Σιτείας ὅτι νὰ στείλωμεν αὐτῷ τινὰ μουσικῆς μαθήματα» (And
the protopsaltes of Sitia wrote me a letter to ask me to send him some kalophonic
compositions). Of course, we cannot tell which pieces IP here speaks about, but
it could have been material from Dionysiou 570 or another manuscript in IP’s
possession.
The musical portrait painted above confirms in general Schartau’s [2008, 154]
verdict that
He was solidly imbued with the Constantinopolitan mainstream tradition of Middle
and Late Byzantine Chant. He starts with Ioannes Koukouzeles and ends with Manuel
Chrysaphes. His musical outlook and veneration for the tradition is certainly as ‘Orthodox’
as any.
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A few more details have, however, been added to that picture, namely the way in
which IP writes himself into the tradition, with humility and self-confidence at
the same time. Thus, he evidently looked at his own work, in chant theory and
composition, as a logical continuation and update of the received heritage.
First of all, it seems that IP favoured the Byzantine kalophonic tradition, from
the very earliest known composers, e.g. Kampanes, until ‘classical’ pieces by
Glykys, Koukouzeles, Korones, and Kladas (as witnessed in the Sinai manuscripts
associated with IP, 1234, 1462 1547, 1584 etc.). But it is also clear that he added
a Cretan perspective to the Constantinopolitan one, transmitting particularly
many compositions by Ioannes Laskares (e.g. in Sinai 1293), including the
precious and authoritative collections of Manouel Chrysaphes’ kalophonic
works (especially in Sinai 1251, 1253, 1255), and not at least, IP’s own and his
father Georgios Plousiadenos’ pieces (in Dionysiou 570, Sinai 1234, 1284).
Strangely enough, no pieces of the slightly earlier Cretan unionist protopsaltes
Manouel Sabios are seen among the pieces copied by IP. Further, it has been
documented how IP took a special interest in more simple and ordinary pieces
that were not commonly notated, but probably taken down in writing by him on
the basis of oral, local, and contemporary traditions, as witnessed by the ‘notes’
sections of Dionysiou 570.
IP thus appears as a truly learned and trustworthy representative of Byzantine
chant around the middle and late fifteenth century and, consequently, his works
also received a wide dissemination in the later manuscript tradition of Byzantine
chant. A more thorough study of the reception of IP’s oeuvre still remains a
desideratum, despite the promising first steps taken by Schartau [1993, 2008],
Giannopoulos [2004], Balageorgos [2008] and Botonakis [2013]. For now, we
can conclude that Bessarion could probably not have chosen a more learned
and musically well-prepared ‘vice-bishop’ of Crete (c. 1465 -) or – for that sake –
prospect bishop of the shipwrecked project ‘New Byzantium’ in Toscana (14721474). But first as bishop of Methone (ca. 1490/1491-1500), many years after the
death of the cardinal, IP’s potential as a learned and dedicated ‘psaltes-bishop’
was fully realised.
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Appendix 1.
Fix points in the life of Ioannes Plousiadenos (IP)
Date

Event

Sources / Testimonies

≤ 1429

IP born in Chandax (Χάνδαξ, Candia, autograph Par. gr. 1732, 107r (‘of Crete’)
Iraklion), Crete to the couple ‘Ergina’? / autograph Sin. gr. 1234, 381r (for name
and Georgios Plousiadenos (GP)
of father) / Venetian Archives (for names
of parents) [Manoussakas 1959a, 29] /
(‘ten years old at the calling of the Union
Council’) [Migne, PG 159 (1866), col.
1017D]

< 1453?

IP receives education (in ancient Greek
letters, Byzantine music, calligraphy,
Byzantine theology etc.) in Crete or –
perhaps – also in Constantinople?

Politis hints at the possibility that IP
went to Constantinople [Politis 1958,
278-279]. Also Crete could offer advanced
(theological) education [Bolonakis 1999]

< 1455

IP shifts from anti- to pro-unionist
after studying the acts from the Union
Council, in which Bessarion played a
key role

[Migne, PG 159 (1866), cols. 1109-1394]
(autobiographical remark in the work
Expositio et defensio)

< 1455

Ordained priest

Piece of information from colophon in
autograph, Vienna, Suppl. Gr. 195, fol.
294v

c. 1460 (< 1466)

IP writes a circular letter to the clergy Copy preserved in Par. gr. 2500, fols.
of Crete in favour of peace between the 218v-220v, see also Manoussakas 1957
pro- and anti-unionists

1461, < 30 march

IP travels to Venice, appeals to the
Documents from the Venetian Archives
Senate for protection of his group of
[Noiret 1892, 461]
twelve pro-unionist priests in Candia. ?
Meets Bessarion?

1461-1463

The 12 priests (under the leadership of
IP) obtain economical support (a Casa,
with stipendia and other incomes) and
are granted a church, Saint Demetrius,
at Candia. Bessarion supports the
action in his capacity of ‘Apostolic
legate’

c. 1463 (< 1469)

1467, spring

Five letters from Venetian authorities
(including doge Cristoforo Moro) and one
from Pope Pius II [Lamanskij 1884, 52-53;
Noiret 1892, 462 and 465; Noiret 1889, 4041; Hofmann 1927, 231-232 and 267-269;
Korré 2012, 128]

Now, as ‘Latin patriarch of
Autograph Venice, Marc. Gr. 364 (= coll.
Constantinople’, Bessarion bestows IP 718), fol. 381v
with the title Ἄρχων τῶν ἐκκλησιῶν ἐν
τῇ περινύμῳ τῆς Κρήτης νήσῳ
(Primas of the churches in famous
island of Crete)
IP in Venice. IP carries now the title
vice-protopapas of Chandax, Crete
(θύτης ψάλτης τε καὶ ἄρχων τῶν
ἐκκλησιῶν πρωτοπαπᾶς δὲ Βίτζε
Χάνδακος Κρήτης)

Athos, Laura E 83, colophon, fol. 20v
(slightly diff.); Marc. Gr. II, 179 (= coll.
1052), fol. 296v (readers’ remark)

1467-1468, winter

IP is back in Crete

Letter from Michael Apostolis to
Bessarion [Noiret 1889, 101-102]

> 1467

IP issues a pastoral letter to the clergy
of Crete to ‘restore ecclesiastical order’

Copy preserved in Bologna, University
Library 2378
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c. 1468

IP’s failure to win the Cretans for the
unionist cause may have made him
take refuge in Italy; IP’s autograph
Sinai 1234 is written in Venice, 1469

Autograph Sin. gr. 1234, fol. 444v.
See also next cell

1472-1474

IP is the principal agent for the
refugee Byzantine princess Anna
Notaras (Ἄννα Παλαιολογίνα Νοταρᾶς,
c. 1430?-1507) in her unsuccessful
plan to set up a Greek colony with 100
Greek families at Castello Montauto
di Maremma in Toscana, a project
recommended warmly by Bessarion in
1471 (he died 1472)

Several letters and documents in the
archives of the Republic of Siena
[Gaye 1839, 1, 247-251; Sathas 1890;
Calisse 1896; Lambros 1907; Cecchini
1938]

1481

IP tries in vain to be reinstalled as
‘Vice-protopapas of Chandax’

Documents from Venetian Archives
[Manoussakas 1959a, 44-45]

1481

Copies of Venetian ‘notarial acts’ in Sin. gr.
IP is ascertained of his temporal
2246, [Manoussakas 1959a, 45]
possession in the Church of Christ
Kephalas (Χριστοῦ τοῦ Κεφαλᾶ) in
Candia, a dependency of St. Catharine’s
in Mount Sinai, through agreement
between the Papal See and St.
Catherines’ Monastery in Mount Sinai

c. 1490-1491

IP has been elected bishop to the
Venetian Archives [Manoussakas 1959a,
vacant see of Methone (Peloponnese,
48; Korré 2012, 133]
then under Venetian dominion) and his
election was ratified by the Venetian
Senate in 1492. IP takes as bishop the
name ‘Joseph of Methone’

1497 and 1498

IP is at least at two occasions residing
in Venice, perhaps for longer periods

Private letters of Georgios Gregoropoulos
[Manoussakas 1959b, 98; Korré 2012, 134]

1498, 25 dec.

IP sings the gospel in Greek at the
pontifical Christmas mass in Rome

Diarium sive Rerum Urbanarum
Commentarii [Burchard 1884, 503]:
<dixit> evangelium grecum R. in Christo
P. D. Joseph, episcopus Mutinensis.

1499, june-sept.?

IP travels to Crete, to preach and
inspect some of the ecclesiastical
institutions, originally commended to
him through Bessarion. Apparently,
IP’s son, Georgios Plousiadenos, and
IP’s nephews still lived in Crete

Letters from the Venetian doge,
Venetian Archives [Iorga 1915, 255;
Korré 2012, 143]

1499 or 1500?,
9 april

IP asked to send mathemata
(kalophonic compositions) from
Methone to the protopsaltes of Sitia
(Σιτεία), Crete (province of Candia)

Copy of private letter, attached to
München, gr. 190 [Hardt 1806-1812, 2,
256; Manoussakas 1959b, 136-137]

1500, 8 august

IP is killed, fighting against the Turks Letter (1 Oct. 1504) from the doge to IP’s
attacking and, eventually, overthrowing nephew in Crete, Venetian Archives
Methone
[Iorga 1916, 38] / Diaries of Marino
Sanuto [Berchet 1881, col. 68]
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Appendix 2
Manuscripts written by Ioannes Plousiadenos1 – a tentative overview (according to type of MS.)

Place

Institution
[RISM-sigla]

Fund

Signature Year

MS.
Scribe category

Authors/Contents

Venezia

Biblioteca
gr. Z.
Nazionale Marciana
[I-Vnm]

5
(coll. 420)

IPA

Biblia

Bible (OT+NT)
written for
Bessarion
(two scribes)

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

2828

IPA

Classical
lit.

Aristophanes

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

2822

Classical
lit.

Aristophanes

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

1848

1461 IPA
ca.

Classical
lit.

Aristoteles:
Metaphysica
(only two pages)

Madrid

Biblioteca nacional
de España
(BNE) [E-Mn]

Principal
collection

4805

IPA

Classical
lit.

Aristoteles:
Poetics

Oxford

Bodleian Library
[GB-Ob]

Canon. gr.

7

1488 IPA

Classical
lit.

Aristoteles:
Poetics

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

2992

IPA

Classical
lit.

Attic orators +
quadrivialia +
Plato (Phaedo) +
miscellanea

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

2808

IPA

Classical
lit.

Euripides

Biblioteca
Vat. gr.
Apostolica Vaticana
[I-Rvat]

1530

Classical
lit.

Euripides:
Hecuba

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

1732

IP

Classical
lit.

Herodotus
(pseudo): Vita
Homeri + Iulianus
Apost.: Encomia,
Caesares, De regno

Venezia

Biblioteca
gr. Z.
Nazionale Marciana
[I-Vnm]

364
1469 IP
(coll. 718)

Classical
lit.

Herodotus,
Thukydides,
Xenophon:
Works of history
(for Bessarion)

Paris

Vaticano

1.
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IPA

IPA

Venezia

Biblioteca
gr. Ζ.
Nazionale Marciana
[I-Vnm]

238
(coll. 618)

IPA

Classical
lit.

Michael of
Ephesos:
In Aristotelem
commentarii
(for Bessarion,
only last part)

Pavia

Biblioteca
Universitaria
[I-PAVu]

349

IPA

Classical
lit.

Phalaris (Pseudo):
Letters

Vaticano

Biblioteca
Vat. gr.
Apostolica Vaticana
[I-Rvat]

95

IPA

Classical
lit.

Phalaris (Pseudo):
Letters + other
letter collections,
incl. a letter
by Bessarion
(MS. sent from
Bessarion ->
M. Apostolis)

Vaticano

Biblioteca
Pal. gr.
Apostolica Vaticana
[I-Rvat]

191

IPA

Classical
lit.

Phalaris (Pseudo):
Letters etc.

Paris

Bibliothèque
Supplément 66
nationale de France grec
(BNF) [F-Pnm]

IPA

Classical
lit.+

Cicero:
De senectute
(Greek transl.
by Theodore
of Gaza)

Venezia

Biblioteca
gr. Z.
Nazionale Marciana
[I-Vnm]

449
1467- IPA
(coll. 588) 1472

Grammar

Lexicon Suidas

Dd. XI. 70
(696)

IPA

Grammar

Miscellanea

Hymnog
raphy+

IP: Θρῆνος τῆς
Θεοτόκου +
homilies and
theological works

Cambridge University Library
[GB-Cu]

Aldini

Old
collection

Bruxelles

Bibliothèque Royale Principal
Albert Ier [B-Br]
collection

IV.434

IP

Athos

Monê Megistês
Lauras
[GR-AOml]

Principal
collection

E 83
[545]

1467 IP

Liturg.

Divina Liturgia
Ioannis
Chrysostomi

Wien

Österreichische
Nationalbibliothek
(ÖNB) [A-Wn]

suppl. gr.

196

1455 IP

Liturg.

Euchologion

Athêna

Ethnikê Bibliothêkê Principal
tês Hellados
collection
(EBE) [GR-An]

2473

1492- IP
1493

Liturg.+

Euchologion, IP:
Opera theologica,
Koukouzeles:
Theotokion

Including manuscripts written only partially by IP.
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Vaticano

Biblioteca
Vat. gr.
Apostolica Vaticana
[I-Rvat]

1882

IPA

Liturg.+

Psalter

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

828

IP

Theology

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1293

IPA

Music

AkolouthiaiAnthologia
(classical) - note
ὁ ἀκρότης τούτων
Λάσκαρης (298r)

Augustinus
Aurelius: De sancta
Trinitate, transl.
into Greek by
Maximus Planudes

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

714

IPA

Theology

Iohannes
Chrysostomus:
Homilia

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1252

IPA

Music

Kratematarion
(classical)

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

1235

1495 IPA

Theology

Athos

Monê Dionysiou
[GR-AOd]

Principal
collection

570

IP

Music

Music treatises,
classical + treatises
by IP + anthology/
manual. IP’s
Vademecum

Thomas Aquinas
transl. into Greek
by Demetrios
Kydones + Ius
canonicum
(concilia)

Venezia

Biblioteca
gr. Z.
Nazionale Marciana
[I-Vnm]

527 (coll.
679)

IPA

Theology

Bessarion:
De Sacramento
Eucharistiae

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

136

IPA

Theology

Catenae in Iob

Paris

Bibliothèque
grec
nationale de France
(BNF) [F-Pnm]

423

IPA

Unionrelated

Eugenius papa IV:
Bulla + G.
Scholarius + Th.
Gazae + Bessarion:
theological works
on the Union
Council

Oxford

Bodleian Library
[GB-Ob]

gr. 79

IPA

Unionrelated

Georgius/
Gennadius
Scholarius etc. +
Bessarion

Vaticano

Biblioteca
Vat. gr.
Apostolica Vaticana
[I-Rvat]

1497

IPA

Unionrelated

Gregorius Cpl.
patriarcha III +
Contra Marcum
Eugenicum +
Bessarion: Opera

Milano

Biblioteca
Principal
Ambrosiana [I-Ma] collection

H 41 sup.
(MartiniBassi 429)

IPA

Unionrelated

IP: Works with
relation to the
Union Council

Ω. IV. 22
(Andrés
574)

IPΑ

Unionrelated+

Bessarion:
De Sacramento
Eucharistiae

IP

Unionrelated+

Georgius/
Gennadius
Scholarius + some
of IP’s own works

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1462

IPA

Music

Sticherarion
kalophonikon
(classical) +
Anthologia

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1251

IPA

Music

Sticherarion
kalophonikon
(classical, liturgical
year + Manuel
Chrysaphes)

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1234

Music

Sticherarion
kalophonikon
(classical+IP
+GP)

Monê Hagias
Aikatherinês [ETMSsc]

gr.

Monê Hagias
Aikatherinês [ETMSsc]

gr.

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1584

IP

Music

Sticherarion
kalophonikon,
Anthologia

Escorial
(El-)

Real Biblioteca
[E-E]

Sinai

Monê Hagias
Aikatherinês [ETMSsc]

gr.

1547

IP

Music

Sticherarion
kalophonikon,
Anthologia

Firenze

Biblioteca Medicea Conv. Soppr. 3
Laurenziana
(BML) [I-Fl]

Sinai

Sinai
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1253

1255

1469 IP

IPA

IPA

Music

Music

Sticherarion
kalophonikon
(Manuel
Chrysaphes)
Sticherarion
kalophonikon
(selections from
Man.Chrys.) +
AnastasimatarionAnthologia

Holkham

Principal
collection
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Athos, Dionysiou [GR-AOd] 570, fol. 90r:
Rubric: Τὸ ἀδόμενον ἐν Κρήτῃ παρὰ τοῦ κοινοῦ.
ἐγράφη παρ’ ἐμοῦ, ἦχος α΄ Χριστὸς ἀνέστη.

Appendix 4

TRANSCRIBED BY CHRISTIAN TROELSGÅRD
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Athos, Koutloumousiou [GR-AOk] 448, f. 77r.
Βασίλισσα τῶν οὐρανῶν, Παρθένε Θεοτόκε… ἦχος δ’.
Rubric: Ἕτερον θεοτοκίον τοῦ αὐτοῦ· γράμματα καὶ μέλος ποιήματα τοῦ αὐτοῦ·
ἡ ἀκροστοιχὶς Βησσαρίων. Τοῦτο ἐποίησα διὰ τὸν Καρδηνάλιον
(Another theotokion, by the same <IP>, text and music by the same <IP>,
the acrostic is B E S S A R I O N. I composed this for the sake of the cardinal).
The manuscript is written by Benediktos Episkopopoulos.
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Byzantine ‘Polyphony’ in Bessarion’s Time1

Introduction
Byzantine liturgical chant and polyphony are generally regarded as a paradoxon:
until today, the chant practised in Greek-Orthodox churches is monophonic in
its outline, due to historical, theological and practical reasons. Already Ioannes
Chrysostomos (344/349-407) explained what should become the central idea of
Orthodoxy, namely that the human singing is in imitation of the heavenly chant
of the angels:
On high, the angelic choirs sing glory to the Lord; on earth, through their example,
men sing in church the same canticle in choirs. In heaven, the seraphim sing aloud their
thrice-holy hymn; on earth, the same canticle resounds from the mouth of the assembled
congregation. Thus heaven and earth unite in festive celebration of thanksgiving, of praise
[…]2.

A more practical approach is suggested by Cavarnos [1998, 25-26], who states:
A single line of melody makes it easy for the congregation to follow the meaning of the
text of the hymns chanted. When the melody is in several parts, it tends to suppress
the meaning. In addition, it introduces a secular quality into the chant, an element of
ostentation and lightness. Traditional, one-part chant is, by contrast, characterized by
humility and solemnity, qualities which are of the very essence of Orthodox spirituality.

Similarly, Conomos explained in a lecture [1997, online]:
My preference for monophony […] is more practical than it is aesthetic. It’s usually easy
to sing, easy to learn, and easy to remember. The chanters can readily match their note to
the celebrant’s. This style of music is ideal for congregational singing. Polyphonic music,
on the other hand, is by its very nature more complex, denser, and more difficult. In order
for it to be done well – both musically and liturgically—one has to concentrate. The music
demands a lot of attention – attention that could better be given elsewhere during a divine
service.
1. The paper is part of the research project P 27115 Cultural Transfer of Music between Byzantium and the West,
funded by the Austrian Science Fund (FWF).
2.

See his homily In Oziam seu de Seraphinis, in PG 56, 97, cited after C. Kucharek 1971, 583.
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The ‘horizontal’ notational system of Byzantine chant itself [Conomos 1997,
online] would make it difficult if not outright impossible to write down
more than one melodic line. Nevertheless, primarily during the fifteenth
century seemingly ‘double melodies’ start to appear in a handful of Byzantine
manuscripts (e.g. GR-An 24013 is a key source). Gheorghiţă rightly explains
[2018, 304-305]:

taken as proof of his knowledge of Western style music [Kritikou 2012, 211 and
2011, 168-173]. Gazes also worked as an apprentice to bishop Markos of Corinth
(second half fifteenth century) as attested by the manuscript ET-MSsc 1566 (fol.
80v) [Kritikou 2011, 171] and finally fled to Crete, where he died at an unknown
date [Adamis 1972, 738-739; Conomos 1982, 9-10; Giannopoulos 2004, 61-64,
78, 537; Gheorghiţă 2018, 334-335].

[…] the[se] polyphonic works […] require that the impenetrable image of the Byzantine
monodic universe (which has become something of a common law among the majority
of specialists and, especially, practitioners) should suffer adjustments and, at times,
reformulations. In an extremely conservative world, dominated by horizontality, the
survival of this archaic polyphonic repertoire is all the more valuable, as it might
constitute the missing link between the tradition of the Medieval Byzantine chant and
of the polyphonic traditions of Venetian Crete or of the Greek-speaking Mediterranean
archipelago.

Articles
The topic of Byzantine polyphony has so far remained a marginal one in
Byzantine musicology: There are basically five articles dealing with Byzantine
polyphonic chants of the fourteenth/fifteenth centuries, which constitutes the
period of interest for the present article, as it covers the lifetime of Cardinal
Bessarion:
– It was actually Gregorios Stathes, who was the first one to discover the double
melodies in the manuscript GR-AOdo 315 (late sixteenth/early seventeenth
centuries) in 1970. He recounted these findings in an article in 2011, where
he also provides a detailed list of chants, which are assumed to have double
melodies together with facsimile scans of selected examples.
– Michalis Adamis wrote an article in in 1972 (which appeared in Greek in
1986), where he presents an analysis plus a transcription of the koinonikon
Αἰνεῖτε τὸν Κύριον by Manouel Gazes, taken from the manuscript GR-An
2401 (mid-fifteenth century, fol. 328r-v). In 1993, Adamis returned to the
subject of Byzantine polyphony to give an answer to Conomos’ article from
1982 (see below).
– In 1982 and 2003 Dimitri Conomos dedicated two basically identical
articles to the above mentioned Αἰνεῖτε τὸν Κύριον by Manouel Gazes and
a second Αἰνεῖτε by the same composer (GR-An 2401, fol. 216v), as well as
to two compositions by Ioannes Plousiadenos: Αἰνεῖτε τὸν Κύριον and the
communion antiphon for Pentecost Ὁ ἑωρακὼς ἐμέ, both in GR-AOdo 315
(fol. 67r, fol. 66v-67r).
– In 2018 Nicolae Gheorghiţă devoted a comprehensive introductory article
to the study of Byzantine polyphony, where he provides a short historical
overview of Byzantium and the Latin West from the fourth until the fifteenth
century, a survey of Western (liturgical and secular) music in Crete, as well
as transcriptions and analyses of Manouel Gazes’ Αἰνεῖτε τὸν Κύριον in GRAn 904 (fourteenth/fifteenth centuries, fol. 241v-242r) and GR-An 2401 (fol.
216v, fol. 328r-v), Ἡ ἀσώματος φύσις τῶν χερουβίμ also by Gazes in GR-An
2401 (fol. 30v), Plousiadenos’ settings of Αἰνεῖτε τὸν Κύριον and Ὁ ἑωρακὼς
ἐμέ in GR-AOdo 315, Nikolaos Protopsaltes’ (before 1453) Ἤδη βάπτεται
κάλαμος in GR-An 2401 (fol. 329r), as well as compositions by Hieronymos
Tragoudistes and some later pieces from the eighteenth century.

Two composers of the fifteenth century were to become quite ‘famous’ for
their use of a discantus technique, with which they tried to achieve a kind of
‘polyphonic’ texture for their music: Ioannes Plousiadenos (ca. 1429-1500)
and Manouel Gazes (early fifteenth century), who had both come in more or
less close contact with Western music. Plousiadenos because he was Cretan by
birth, then studied music in Constantinople and became a pupil of Manouel
Chrysaphes (fl. ca. 1440-1463) on his return to his native island. He spent the
years between 1472 and ca. 1492/1498 mostly in Venice, where he – due to his
philocatholic attitude – became friends with Cardinal Bessarion (1399/14081472). It goes without saying that Plousiadenos, himself a prolific composer,
must have acquired an intimate knowledge of Western liturgical music during
his long stay in Italy [Bamichas 2014; Conomos 1982, 2-3; Touliatos 1998, 79-91;
Gheorghiţă 2018, 336-339].
Much less is known about Gazes’ life. He served as lampadarios (i.e. leader of the
left-hand choir) at the Hagia Sophia in Constantinople. He seems to have come
to know Western music through his connections with Leonardo II Tocco (ca.
1375/1376-1418/1419), count palatine of a.o. the island of Lefkada (then Santa
Maura) [Trapp 1994, 29008], who – according to the manuscripts GR-Ll 244
(fol. 189r4) and GR-Elassona (Olympiotissa) 204 (fol. 148r) – commissioned
Gazes to write a doxology for him. Furthermore, Gazes’ two compositions of
the Pisteuo (Credo) in the codices GR-AOml Θ 162 (fol. 339v) and F-Pn sup. gr.
1171 (fol. 51v), a chant that was usually not set to music in the East, could also be
3. See the online scans of the manuscript under the following link: https://digitalcollections.nlg.gr/nlg-repo/dl/
el/browse/3437.
4. Here we also find the hint, that Gazes came to Crete: Ἕτερον [i.e. doxologia] τοῦ αὐτοῦ αὖθις ἐλθών ἐν Κρήτῃ
ἐκαλλωπίσθη παρ᾽αὐτοῦ οὔτως καί ψάλλετο, ἑάσας τό ἄλλο.
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Clarification of terms
However, when researching the phenomenon of double melodies in Byzantine
chant, one comes across a variety of confusing terminology and conflicting
information, which chants really constitute double melodies and which not.
Especially Touliatos [2010] quite liberally classifies chants as having ‘diploun
melos’ (i.e. a double melody) in her catalogue. It is revealing in itself that Stathes
asks in his article [2001, 659] why Adamis only showed one example from GRAn 2401 – a manuscripts which is supposedly rich in double melodies. Stathes
assumes that because of the faded red ink the additional neumes in some chants
might have been overlooked. However, it seems more appropriate to suspect
that Adamis only discussed the one example he was really sure presented a
‘double melos’.
The chants in GR-An 2401, which Touliatos [2010, 314-334] claims to have a
double melody, can be divided into the following three groups:
a) εἰς διπλασμόν (eis diplasmon)
The rubric before the incipit of Psalm 1 (Μακάριος ἀνήρ/Blessed is the man) in
GR-An 2401, fol. 58v-59r instructs the singers that the other domestikos of the
second choir should start the psalm in a higher voice ‘eis diplasmon’ ([…] τὸν
ἕτερον δομέστικον τοῦ δευτέρου χοροῦ, καὶ ἄρχεται τὸ μακάριος ἀνήρ, γεγονωτέρα
τὴν φωνὴν εἰς διπλασμόν). For the following first verse of the psalm (Mακάριος
ἀνήρ, ὃς οὐκ ἐπορεύθη ἐν βουλῇ ἀσεβῶν, ἀλληλούϊα) the scribe writes: Μελέτη εἰς
τὸν ἔσω διπλασμόν (i.e. Study in the eso diplasmon). What does ‘eis diplasmon’
mean? Touliatos writes in her catalogue [2010, 317] that «More importantly is the
rubric ‘εἰς διπλασμόν’ that refers to the double melodies distinguished by red and
black». However, as can be seen in Figure 1, p. 78, there is no double melody here.
Looking at manuscripts from the late fourteenth century onwards it becomes
apparent that the term ‘eis diplasmon’ appears fairly frequently and most often
in the rubrics to Psalm 1: E.g. in GR-An 899, fol. 46r (ca. 1390-1410) the same
instruction is given as in Figure 1: «[…] καὶ ἄρχεται ὁ δεύτερος δομέστικος τοῦ
δευτέρου χοροῦ τό ‘Μακάριος ἀνὴρ’ εἰς διπλασμόν· ἦχος πλ. δ΄· […] μελέτη εἰς
τὸν ἔσω διπλασμόν»; similarly also in A-Wn Theol. gr. 185, fol. 9r (ca. 1400)5:
«[…] ἡσυχώτερα φωνὴ καὶ εἰς διπλασμὸν ἔσω». There are also instances for
other chants such as e.g. the Polyeleos (Psalms 134-136) in ET-MSsc 1312, fol.
7r (first half fifteenth century): «Ὁ δομέστικος τοῦ πρώτου χοροῦ, ἀπ᾽ ἔξω εἰς
διπλασμόν».6

Figure 1.
Psalm 1 (Μακάριος ανήρ), fourth plagal mode
GR-An 2401, fol. 58v-59r
(© NATIONAL LIBRARY OF GREECE)
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5. This manuscript is available online:
http://digital.onb.ac.at/RepViewer/viewer.faces?doc=DTL_4101587&order=1&view=SINGLE.
6. See the online scans of the manuscript under the following link:
www.loc.gov/resource/amedmonastery.00271076186-ms/?sp=9&r=0.38,0.2,0.547,0.246,0.
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The term ‘eis diplasmon’ does not point to a double melody, but rather refers to
the octave sung above (‘exo’) or below (‘eso’). Already Gabriel Hieromonachos’
use of the term diplasmos is translated as octave [Hannick and Wolfram 1985,
50, 62, 64, 84]. Balageorgos too explains in his article [2000, 258]7 that in such
an instance, the domestikos (i.e. the leader of the right-hand choir) is required
first to sing the incipit of a given psalm in order to let the choir know the melos
of the chant, which then follows – in the case of psalm 1 – an octave lower with
the first psalm-verse. Even if the term was meant to denote that there were
two voices required, it did not refer to two simultaneous voices but rather that
the melodies were sung one after another an octave apart, as is confirmed by
Spyrakou’s article [2007, 145-146].8
b) Red neumes above or below black neumes
Touliatos [2010, 314-334] claims more than twenty chants in GR-An 2401 to
have double melodies. The majority of these chants contain red neumes placed
above or below the black neumes at various points in the melody. However, there
is never a continuous melodic red line like in those chants which have really
got two melodies (Figure 2, p. 81). E.g., GR-An 2401, fol. 90r-v contains the
second stasis of the Polyeleos, Ἐξομολoγεῖσθε τῷ Κυρίῳ, which Touliatos [2010,
319] calls «another example of a setting with double melodies: red neumes are
placed underneath the black neumes». Comparing the setting in GR-An 2401
with the one in A-Wn Theol. gr. 185, fol. 131v, one can easily see that the red
neumes only denote melodic variants and definitely not a second melodic line.

2a.

Figure 2.
First stasis of the Polyeleos (Ἐξομολoγεῖσθε τῷ Κυρίῳ),
second mode authentic
2a.
GR-An 2401, fol. 90r-v

(© NATIONAL LIBRARY OF GREECE)

2b.
A-Wn Theol. gr. 185, fol. 131v
(© NATIONAL LIBRARY OF AUSTRIA)

7. Ή καταγεγραμμένη στον κώδικα EBE 2458 ένδειξη ‘πληρωθέντος τούτου ὁ ψάλτης γεγονωτέρᾳ λέγει φωνῇ˙
[ἦχος] πλ. δ‘ Μακάριος ἀνὴρ‘– Ἀπο χοροῦ, ἄλλαγμα˙·πλ. δ‘ Μακάριος ἀνήρ’, μᾶς θυμίζει τὶς ἀναγραφὲς τοῦ
ἐνοριακοῦ ψαλτικοῦ κώδικος, τοῦ EBE 2061, συμφώνως πρὸς τὶς ὁποῖες ὁ δομέστικος προέψαλλε τὸ ἐφύμνιο ἢ
ἡμιστίχιο τοῦ α‘ ψαλμικοῦ στίχου γιὰ νὰ προϊδεάσει τὸν χορὸ στὸ μέλος καὶ ἀκολούθως ὁ χορὸς ψαλτῶν ἄρχιζε
τὴν ψαλμώδηση τοῦ ἀντιφώνου.
8. Στην μουσική εκτέλεση η εφαρμογή της προαναφερθείσας θεωρίας είναι συνήθης στις υστεροβυζαντινές
Παπαδικές και Ανθολογίες όπου διασώζονται με μεγάλη συχνότητα οι όροι ἔσω και ἔξω διπλασμός. Επιπλέον, το
ισοκράτημα σε δύο διαπασών κάτω από το ίσον του ήχου υπονοείται στο τυπικό Ιεροσολύμων του 1122, όταν για
την ψαλμώδηση του στιχηρού Φοβερὸν τὸ ἐμπεσεῖν σε τρίτο ήχο, ορίζεται ότι ‘ὀφείλομεν κρατεῖν ἀπὸ ἐκ βάθους’.
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Another example called a ‘double melody’ in Touliatos’ catalogue [2010, 316],
is the Kekragarion Κύριε ἐκέκραξα in GR-An 2401 (fol. 32r-v). Comparing it
again with the same chant found in A-Wn Theol. gr. 185, fol. 64v, it becomes
apparent, that this time A-Wn Theol. gr. 185 includes red neumes to denote
melodic variations of the melody in GR-An 2401 (Figure 3).

The koinonikon Σῶμα Χριστοῦ μεταλάβετε by Manouel Chrysaphes in GR-An
2401, fol. 186r is suspected to be a double melody by both Touliatos [2010, 325]
and Antonopoulos [2014, 2, 88], without neither providing any proof for this
assumption. However, there are only two sections to be found, where Chrysaphes
puts red neumes under the black ones (see the green boxes in Figure 4). It is not
clear how the koinonikon could thus have been sung with two voices:

3a.

3b.
Figure 3.
Kekragarion Κύριε ἐκέκραξα, second mode authentic.
3a.
GR-An 2401, fol. 32r-v

(© NATIONAL LIBRARY OF GREECE)

3b.
A-Wn Theol. gr. 185, fol. 64v
(© NATIONAL LIBRARY OF AUSTRIA)
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Figure 4.
Koinonikon Σῶμα Χριστοῦ μεταλάβετε
by Manouel Chrysaphes, third mode authentic
GR-An 2401, fol. 186r
(© NATIONAL LIBRARY OF GREECE)
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A setting of the same koinonikon but by Manouel Gazes can be found on
the same fol. 186r in GR-An 2401: Touliatos [2010, 325] also describes this as
having a double melody. There are definitely more red neumes to be found in
Gazes’ composition than in Chrysaphes’, but still not a continuous red line.
Furthermore, the same setting is included in ET-MSsc 1566 on fol. 16r-v. As can
be seen in Figure 5, the version in ET-MSsc 1566 does not show any red neumes
at all.9 At those sections, where red neumes are inserted in GR-An 2401, the
Sinai manuscript either uses the same melody or a slight variant. Thus, it seems
that the red neumes in GR-An 2401 also denote parts, where melodic variants
are applied.

Figure 5.
Σῶμα Χριστοῦ μεταλάβετε by Manouel Gazes, first plagal mode
5a.
GR-An 2401, fol. 186r
(© NATIONAL LIBRARY OF GREECE)

9. The same goes for GR-AOi 1120 where Gazes’ setting is included on fol. 621r-v and which does not contain any
red neumes either (the relevant folia were shown to me courtesy of Spyridon Antonopoulos).

84

5b.
ET-MSsc 1566, fol. 16r-v

(© LIBRARY OF CONGRESS COLLECTION OF MANUSCRIPTS
IN ST. CATHERINE’S MONASTERY, MT. SINAI)
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There are many more such examples to be found in GR-An 2401, which I have all
checked for the present article. It is therefore safe to conclude that those chants
that do not show a continuous red line, but only some selected sections with red
neumes, cannot be counted among the polyphonic chants. On the contrary, the
red neumes were clearly used to denote melodic variants in these chants. This
assumption is supported by another clue, given by the modes of these chants:
As will be seen below, double melodies so far only occur in the fourth plagal
mode. The examples shown above, however, are written in the second and third
authentic mode, as well as in the first plagal mode.

The many sections with red neumes (see the green boxes in Figure 6, p. 86)
together with the fourth plagal mode might lead to the assumption that Ἤδη
βάπτεται κάλαμος could be a double melody. Nevertheless, the sticheron
cannot be safely declared to have been written for two voices. There are several
sections and even one whole line in the middle without red neumes (see the
white circles in Figure 6). In which way could these parts have been sung if
it were indeed a double melody? Would the second voice then have chanted
the black neumes too or would it have paused? The ‘real’ double melodies (see
below) always bring a continuous second line with red neumes even at those
parts of the melody where both voices sing unisono.
There is another setting of Ἤδη βάπτεται κάλαμος by Manouel Gazes in GRAn 2401 (fol. 310v) which Stathes [2001, 660] and Touliatos [2010, 332] claim
to be a double melody. The reason for this assumption lies in the fact that
there are two signatures given for the chant, one for the fourth authentic
and one for the fourth plagal mode (see the white circle in Figure 7 below).
However, there is just one melodic line with black and no second one with red
neumes; there is also no second setting of Ἤδη βάπτεται κάλαμος following
the first one. Could these two signatures really have been meant to instruct
the singers to chant the same melody together a fifth apart? No such instances
are known from the confirmed double melodies. In such a case, there would
always follow a second setting of the same chant. Perhaps the two signatures
were rather meant as a choice, namely that the melody could be sung a fifth
higher or lower, depending on the singer. A similar example can be found e.g.
in Akakios’ autograph GR-An 917 on fol. 51r, where a teretismos (i.e. a chant
on the syllables te-re) shows the signatures of the fourth authentic and fourth
plagal mode:

Doubtful examples
However, there are some chants, which cannot be classified to one of the above
groups with certainty: E.g., the organikon sticheron Ἤδη βάπτεται κάλαμος in
GR-An 2401, fol. 310r by Manouel Chrysaphes is again described as a double
melody by Touliatos [2010, 332]:

Figure 6.
Sticheron Ἤδη βάπτεται κάλαμος by Manouel Chrysaphes, fourth plagal mode
GR-An 2401, fol. 310r
(© NATIONAL LIBRARY OF GREECE)
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Figure 7a.
Ἤδη βάπτεται κάλαμος by Manouel Gazes,
fourth authentic and plagal mode
GR-An 2401, fol. 310v
(© NATIONAL LIBRARY OF GREECE)

Figure 7b.
Teretismos, fourth authentic and plagal mode
GR-An 917, fol. 51r
(© NATIONAL LIBRARY OF GREECE)
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Another disputed example concerns a section in Akakios Chalkeopoulos’
(fifteenth/sixteenth century) autograph GR-An 917, which contains two
settings of the koinonikon Αἰνεῖτε τὸν Κύριον. The first one named ‘the Bulgara’
on fols. 147v-148v is the original composition. On fols. 148v-149v there is a reworked version by Akakios. This is where the confusion seems to start: Touliatos
[2010, 106] writes that the «[…] Communion chant referred to as the ‘Vulgara/
Bulgara’ on fols. 147r-148v […] is an example of a double melody, which the
rubric indicates could be named as ‘Frankish’ and ‘organum’». However, this
rubric on the lower part of fol. 148v does not refer to the Bulgara koinonikon
on fol. 147v, but of course to the following, re-written version on fol. 149r by
Akakios (Figures 8 and 9, p. 89).
Now, the setting in Figure 9 is the one suspected to be a double melody [Stathes
2001, 665 fn. 2010], whereas Touliatos [2010, 106] claims the original setting on
fol. 147v to be the double-voiced one.
Having cleared up this confusion the question remains if Akakios’ re-worked
composition could really have been meant to be chanted by two singers: Akakios
himself provides a much discussed rubric to his koinonikon (GR-An 917, fol.
148v), where the words ‘Frankish’ and ‘tenor’ have sometimes been taken as
proof for the chant to be two-voiced. Indeed, Akakios states that this koinonikon,
originally called «ἡ βουλγάρα» (i.e. the Bulgarian woman11) was renamed
«frangikon» (i.e. «Frankish») by the scribe/composer (probably himself) who
did the ‘schemata’.12 With ‘schemata’ Akakios seems to have meant the notes or
– in a more literal translation – the ‘figures’, i.e. the formulas employed, which
the composer in charge rearranged [Kritikou 2012, 49; Chaldaiakes 2003, 720723, 729-732, 737-749].
Akakios goes on to explain that this koinonikon is also ‘organikon’ – meaning
a kind of ‘instrumental vocalization’, which is often used for the singing of socalled kratemata that consist of nonsense syllables, where the singer imitates a
musical instrument. Akakios’ further explanations get somewhat hazy, when he
claims that the text of the chant is joined to or united with the tenor « […] καὶ
ἔχον τὸ μέλος ἴδιον ἡνωμένον τὸ κείμενο μὲ τὸ τενόρε […]». Kritikou [2013, 49]
interprets this section thus, that
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8.

9.
10. See Stathes’ explanation in fn. 10: «Ὁ ἴδιος ὁ Ἀκάκιος Χαλκεόπουλος στὸ προηγούμενο φύλλο τοῦ κώδικά
του (ΕΒΕ 917, φ. 147β) περιέχει τὴ σύνθεση στὸ πρωτότυπο μὲ την ἐπηγραφὴ ‘κοινωνικὸν ἐκ τοῦ πολυελέου,
λεγόμενον βουλγάρα’».
11. It was Velimirović [1972, 790-796], who discovered three melodies in the Polyeleos, connected with Bulgaria, of
which one is called ‘The Bulgarian Woman’. Originally, this melody was ascribed to Ioannes Glykys, and from late
sixteenth century onwards to Ioannes Koukouzeles, who is said to have been of Bulgarian descent. It is assumed,
that the name Bulgara goes back to a melodic formula in the chant that seems to imitate a kind of Bulgarian lament
[see the description and analysis in Toncheva 2007, 58-88; see also Kritikou 193-194; for an extensive bibliography
on the subject see Chaldaiakes 2003, 134-140].
12.
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«Tὸ αὐτὸ κοινωνικὸν ἡ βουλγάρα μετονομασθεῖσα φράγκικον παρὰ τοῦ ποιοῦντος τὰ σχήματα.»

Figure 8.
Beginning of the koinonikon
Αἰνεῖτε τὸν Κύριον, called ‘the Bulgara’,
first authentic mode.
GR-An 917, fol. 147v
(© NATIONAL LIBRARY OF GREECE)

Figure 9.
Beginning of the koinonikon
Αἰνεῖτε τὸν Κύριον by Akakios Chalkeopoulos,
re-named «frangikon» and «organikon»,
first authentic mode.
GR-An 917, fol. 149r
(© NATIONAL LIBRARY OF GREECE)
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[…] Akakios probably could be considered as the first of a group of musical writers who
suggest a more or less Western type of analysis of the notation, with a ‘transformation of
the shapes’, i.e., the theseis, to ‘text’, i.e., in a form much more simple».

One has to bear in mind, though, that the Western term tenor is usually not
employed in Byzantine chant.
Kritikou [2013, 49] also writes that this passage should effectively exclude any
notion that the koinonikon was meant to be sung by two persons, because
Akakios states:
The first and great master should sing by himself alone and without accompaniment and
alone he should chant the tenor, there where it is asked for, that is to say, he should leave
the text and chant the tenor and then again to leave the tenor to get back to the text.13

Wolfram [2020] likewise explains this section thus, that the best singer should
chant the higher register with the help of the meaningless syllables, i.e. without
the text and then go on to change between text and vocalises.
Therefore, the koinonikon cannot have been meant to be double-voiced, as
the best singer has to chant the probably more difficult tenor parts alone. In
Figure 10 (p. 90) two instances indicated with a white circle can be seen, where
the word πρόσχες (i.e. be careful, pay attention) is written in the margin. This
command seems to be caused by the leap of an octave upwards in the melody.
However, both times the melody after this leap is the same.
Kritikou [2018, 198] comes to the same conclusion, that the ‘text’ and the ‘tenor’
parts might be indicated at those points where πρόσχες is written in the margin.
A more detailed explanation of the meaning of tenor, apart from the melody
moving an octave upward, has not been found yet. Kritikou states that «[…] the
indication ‘Frankish’ is probably used here in relation to the term tenor, which
apparently relates to an unknown practice in Byzantine composition as a term
of Western origin.» One fact though seems to be clear: the term tenor here does
not indicate a chant with a double melody.
c) Chants with double melodies
Excluding the above shown examples, the following chants in manuscripts until
the fifteenth century can now be securely described as having double melodies
[Stathes 2001, 659-660]:
1. GR-An 2401, fol. 328r-v: Manouel Gazes: Αἰνεῖτε τὸν Κύριον [Conomos 1982, 8; Stathes
2001, 661; Adamis 1972, 738; Gheorghiţă 2018, 340, 346-349]: this chant also appears in
GR-An 904, fol. 241v-242r) (fourteenth/fifteenth centuries);
Figure 10.
GR-An 917, fol. 149r-v

(© NATIONAL LIBRARY OF GREECE)
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13. «[…] νὰ τὸ ψάλλῃ ὁ πρῶτος καὶ μέγας τεχνίτης μόνος του δίχως συντροφία καὶ μόνος του νὰ κάμνῃ καὶ τὸ
τενόρε εἰς τὸν τόπον ὅπου τὸ ζητᾶ, ἤγουν νὰ ἀφήνῃ τὸ κείμενον καὶ νὰ κάμνῃ τὸ τενόρε καὶ πάλιν νὰ ἀφήνῃ τὸ
τενόρε νά’ρχεται στὸ κείμενον·».
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2. GR-An 2401, fol. 216v: Manouel Gazes: Αἰνεῖτε τὸν Κύριον [Alexandru 2017, 355: figure
7.23.a.; Conomos 1982, 9; Stathes 2001, 660; Gheorghiţă 2018, 340, 342-345];
3. GR-An 2401, fol. 30v: Manouel Gazes: Ἡ ἀσώματος φύσις τῶν χερουβίμ. Ἅγιε, ἅγιε, ἅγιε,
τρισάγιε Κύριε [Stathes 2001, 659];
4. GR-AOdo 315, fol. 66v: Ioannes Plousiadenos (ca. 1429-1500): Αἰνεῖτε τὸν Κύριον [Conomos
1982, 5: transcription; Stathes 2001, 670; Gheorghiţă 2018, 340];
5. GR-AOdo 315, fol. 67r: Ioannes Plousiadenos: Ὁ ἑωρακὼς ἐμέ [Stathes 2001, 671: facsimile;
Gheorghiţă 2018, 340, 350];
6. GR-An 2401, fol. 329r: Nikolaos Protopsaltes (before 1453): Ἤδη βάπτεται κάλαμος
[Touliatos 2010, 333; Stathes 2001, 660];
7. GR-AOi 975 (autograph of Manouel Chrysaphes), fol. 270r: Manouel Chrysaphes: Λύει τοῦ
Ζαχαρίου τὴν σιωπήν [Stathes 2001, 661].

Figure 11b.
Manouel Gazes: Αἰνεῖτε τὸν Κύριον (GR-An 2401, fol. 328r)

For all the chants mentioned in the list above transcriptions will be provided
below, the only exception being Chrysaphes’ Λύει τοῦ Ζαχαρίου τὴν σιωπήν, as
no scan of this composition was available.14 The transcriptions are rendered very
simple and without any rhythmic differentiation on purpose, so that the main
emphasis lies on the melodic line itself, which is thus made easily discernible.

Figure 11a.
Manouel Gazes:
Αἰνεῖτε τὸν Κύριον
GR-An 2401, fol. 328r-v
(© NATIONAL LIBRARY OF GREECE)

14. Λύει τοῦ Ζαχαρίου τὴν σιωπήν in the fourth authentic mode by Manouel Chrysaphes is also included in A-Wn
Suppl. gr. 110, fol. 159v, which does not exhibit a second melody.
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Legend to the transcriptions
a) green squares = parallel fifths
b) blue squares = parallel fourths
c) orange squares = unisono parts
d) purple circles = part crossings
e) light blue circles = countermovement
(© FOR ALL TRANSCRIPTIONS: NINA MARIA WANEK)
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Figure 12b.
Manouel Gazes: Αἰνεῖτε τὸν Κύριον (GR-An 2401, fol. 216v)

Figure 12a.
Manouel Gazes: Αἰνεῖτε τὸν Κύριον:
GR-An 2401, fol. 216v
(© NATIONAL LIBRARY OF GREECE)
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Figure 13b.
Manouel Gazes: Ἡ ἀσώματος φύσις τῶν χερουβίμ. Ἅγιε, ἅγιε, ἅγιε, τρισάγιε Κύριε
(GR-An 2401, fol. 30v)

Figure 13a.
Manouel Gazes: Ἡ ἀσώματος φύσις τῶν χερουβίμ. Ἅγιε, ἅγιε, ἅγιε, τρισάγιε Κύριε:
GR-An 2401, fol. 30v
(© NATIONAL LIBRARY OF GREECE)
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Figure 14b.
Ioannes Plousiadenos (ca. 1429-1500): Αἰνεῖτε τὸν Κύριον (GR-AOdo 315, fol. 66v)

Figure 14a.
Ioannes Plousiadenos (ca. 1429-1500): Αἰνεῖτε τὸν Κύριον:
GR-AOdo 315, fol. 66v
IMAGE TAKEN WITH KIND PERMISSION FROM STATHES 2001, 670.
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Figure 15b.
Ioannes Plousiadenos: Ὁ ἑωρακὼς ἐμέ (GR-AOdo 315, 67r)

Figure 15a.
Ioannes Plousiadenos: Ὁ ἑωρακὼς ἐμέ:
GR-AOdo 315, fol. 67r
IMAGE TAKEN WITH KIND PERMISSION FROM STATHES 2001, 671.
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Figure 16b.
Nikolaos Protopsaltes: Ἤδη βάπτεται κάλαμος (GR-An 2401, fol. 329r)

Figure 16.
Nikolaos Protopsaltes: Ἤδη βάπτεται κάλαμος:
GR-An 2401, fol. 329r
(© NATIONAL LIBRARY OF GREECE)
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Analysis
The above shown chants with double melodies have all got the following common
characteristics [cf. Adamis 1972, 739-740; Gheorghiţă 2018, 354-355]:
– They are written either in the fourth mode authentic and/or plagal. If both
of these modes are employed, then the upper voice is in the fourth authentic
mode;
– they exhibit a continuous line of red neumes together with the main line of
black neumes. The only exceptions are Plousiadenos’ Ὁ ἑωρακὼς ἐμέ (GRAOdo 315, fol. 67r) and Chrysaphes’ Λύει τοῦ Ζαχαρίου τὴν σιωπήν (GR-AOi
975, fol. 270r) which bring the two melodies in two separate settings one
after the other;
– although there are two voices, the overall impression of the chants is that of
two horizontal melodic lines as the vertical harmony is a very simple one;
– a great portion of the chants is made up by unisono parts;
– the melodies show frequent occurrence of countermovement, primarily in
transitions between the sections of parallel fifths. These are also the parts
which show mostly dissonant intervals (seconds, tritone);
– they employ the technique of part crossings;
– the favoured interval is the perfect fifth: thus, the melody mostly moves in
parallel fifths;
– other parallel intervals are thirds, fourths, fifths, and octaves;
– cadences are mostly on the tonics of the fourth mode, i.e. g and d;
– great rhythmical conformity between both voices: e.g. Adamis [1972, 740]
counted in Gazes’ Αἰνεῖτε τὸν Κύριον (GR-An 2401, fol. 328r-v and 904, fol.
241v-242r) ca. eleven differences in rhythmical signs between the two voices;
– big leaps up to a sixth and even an octave can occur;
– the chants employ some characteristic formulas, but not the whole chants
are made up of formulas;
– they were meant for soloists resp. very skilled singers and not for a choir;
– the readability cannot have been good for the singer: the red neumes are very
small and often covered by the great signs; thus, if the singers had not known
their melody mostly by heart, it would probably have been quite difficult to
perform these chants.
Gheorghiţă [2018, 354] comes to a similar conclusion, when he writes about the
characteristics of these chants:
With regards to the vertical-harmonic plane, the type of polyphony present in the koinonika
of the two Byzantine composers is evidently archaic. Its essential characteristics are
parallelism and the alternation between moments of identity and dispersion (the principle
is evidently heterophonic). The note-against-note texture encourages compositional
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techniques that are common to the primitive organum (parallel fifths, fourths and octaves/
unison), to the cantus gemellus (parallel thirds) and to the faux–bourdon (parallel thirds
and sixths). Sometimes even parallel seconds and sevenths are present […].

Regarding the modes and further instructions to the performance of the chants,
it is mostly the rubrics and/or hints in the margins of the folia that provide
the necessary information: Thus, the heading for Gazes’ Αἰνεῖτε τὸν Κύριον in
GR-An 2401 (fol. 328r-v) reads as follows: «Τὸ τοιοῦτον κοινωνικὸν ψάλλουν
τὸ δύο, ὁ εἶς τὰ μαῦρα εἰς ἦχον δ´, ὁ ἄλλος τὰ κόκκινα εἰς ἦχον πλ. δ´» (This
koinonikon is sung by two, one [sings] the black in the fourth mode authentic,
the other the red ones in the fourth plagal mode)15. The same goes for the other
koinonikon by Gazes (GR-An 2401, fol. 216v), where the black line is again
in the fourth authentic, and the red line in the fourth plagal mode. Nikolaos
Protopsaltes (GR-An 2401, fol. 329r) only gives the instruction that his Ἤδη
βάπτεται κάλαμος is in the fourth mode authentic and the lower voice, which he
calls the ‘ison’ (i.e. the same), should be sung in the fourth plagal mode.
For Plousiadenos’ Αἰνεῖτε τὸν Κύριον (GR-AOdo 315, fol. 66v) only the martyria
(i.e. the sign for the mode) of the fourth plagal mode for both voices is given,
but an interesting information is added: this chant has a «double melody
according to the Latins’ chanting» (Διπλοῦν μέλος κατὰ τὴν τῶν ἐλατίνων
ψαλτικήν). Plousiadenos thus provides the proof that a two-voiced melody is
indeed intended here in imitation of Western style chanting.
Western influence can also be detected in the use of the word ‘tenor’ by
Plousiadenos and Manouel Chrysaphes: for his Ὁ ἑωρακὼς ἐμέ (GR-AOdo 315,
fol. 67r) Plousiadenos writes that it should be sung by two domestikoi. While one
chants the text in the plagal fourth, the tenor uses the fourth authentic mode
(«Τὸ κείμενον ἦχος πλ. δ´, το τενώρει ἦχος δ´ […] Ὁ αὐτὸς στίχος ψάλλεται ὑπὸ
δύο δομεστίκων ὁμοῦ καὶ λέγει ὁ εἶς τὸ κείμενον καὶ ὁ ἄλλος τὸ τενώρει»). The
term tenor for the higher voice was thus clearly part of Plousiadenos’ musical
vocabulary, having most probably come in contact with the word through the
Venetians. Gheorghiţă [2018, 354] similarly states:
What is more exciting is the reference to the ‘tenor’, a term that did not exist in the
vocabulary of Byzantine music and which Plousiadinos undoubtedly borrowed from
contemporary Western music, in which it defined a cantus firmus. Belonging to a different
sonorous universe, with a distinct cultural, religious and artistic inheritance, Plousiadinos
advances the concept in a manner that was probably foreign to the world of Byzantine
music, but one that was, nevertheless, rooted in his profound knowledge – as well as lived
experience – of the Veneto-Cretan liturgical world.

15. The same koinonikon in GR-An 904, fol. 241v-242r bears the same reading: Τὰ κόκκινα λέγονται ἦχος πλ. δ´,
τὰ δὲ μαῦρα λέγονται ἦχος δ´.
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The word tenor can also be found in Chrysaphes’ autograph GR-AOi 975, where
he writes on fol. 270r (Λύει τοῦ Ζαχαρίου τὴν σιωπήν) that the tenor should
sing the red neumes. As seen in the above examples, the other composers usually
employed the red neumes for the lower voice, whereas Chrysaphes here uses
them for the tenor. Conomos’ explanation [1982, 10] seems plausible, when he
writes about the modes in these chants as follows:

Plousiadenos’ composition of Ὁ ἑωρακὼς ἐμέ is different in appearance from
the koinonika-settings. Above all, it is the one where the two voices are not
written one beneath the other, but in two separate settings. It is also much
shorter than the koinonika described above, as the melody is quite syllabic with
only a few short melismata. Furthermore, there are more dissonances in the
melodic line here than in the other chants: perhaps it was more difficult to put
the two melodies together when not writing them below each other? Overall, Ὁ
ἑωρακὼς ἐμέ gives the impression, as if Plousiadenos were trying out polyphonic
writing in the Western style for the first time. His Αἰνεῖτε seems much more
accomplished and surer in putting two voices together. Nikolaos Protopsaltes’
Ἤδη βάπτεται κάλαμος is similar to Ὁ ἑωρακὼς ἐμέ, as it is also notated in two
separate settings one after the other and that it is quite short and syllabic.
Taking into account all the above shown chants, Gazes’ Ἡ ἀσώματος φύσις τῶν
χερουβίμ. Ἅγιε, ἅγιε, ἅγιε, τρισάγιε Κύριε is the most kalophonic, melismatic
composition of all. Gazes seems to have brought the Byzantine polyphonic style,
if we can speak of such, to perfection here. Adamis too writes about Gazes (in
regard to his koinonikon): «The contrapuntal treatment […], showing deftness
of technique and a sense of economy in the musical structure and its proportions,
indicates an exceptional compositorial capacity in Gazis».
However, the compositional style and technique employed in these two-part
compositions are viewed controversially: Conomos [1982, 10], who transcribed
the above-mentioned koinonika by Gazes and Plousiadenos as well as Ὁ ἑωρακὼς
ἐμέ, comes to the conclusion that

[…] when the scribes indicate mode 4 authentic and mode 4 plagal, they were merely
informing the two singers that their starting notes were a fifth apart. My belief is that all
the compositions are essentially in the fourth authentic […] the construction of the chants
compares favourably with other melismatic communions of the fourth mode […] none of
the chants resembles the psalmodic repertory of communions in the fourth plagal mode
[…] it is extremely unlikely that a Byzantine composer, writing virtually the same chant
a fifth apart would expect two performers to execute it simultaneously in two different
modes, and extremely unlikely that it could in fact be done.

Looking at the two melodic lines in these chants, it is apparent that they do not
differ much regarding their formulas or their range of notes: As d and g are
used by both the authentic and the plagal fourth, there does not seem a great
modal difference between the two voices. Therefore, it seems that Conomos is
right in saying that the signatures of the two modes denote the beginning and
the ending, as well as the cadenzas and the big intervallic leaps such as fifths
and octaves. However, Adamis [1993, 66] disagrees with Conomos’ view on the
modes and on seeing the chants only as reflections and imitations of Western
practice. In his opinion the writing is contrapuntal enough to maintain the
characteristics of the mode each voice belongs to.16
Regarding the structure of these chants, the Αἰνεῖτε τὸν Κύριον-compositions
by Gazes and Plousiadenos resemble that of other Byzantine koinonika-settings,
i.e. with the first part consisting of the two hemistichs Αἰνεῖτε τὸν Κύριον and ἐκ
τῶν οὐρανῶν, and the second one of the refrain Alleluia. Whereas the first two
words Αἰνεῖτε τὸν are set to music quite syllabically, the next words show long
melismata at Κύριον, as well as on τῶν and οὐρανῶν. The second part is a highly
melismatic rendering of the refrain with all the stylistic and artistic freedom
the vocalises on the meaningless syllables could provide [cf. Adamis 1972, 739;
Gheorghiţă 2018, 351-352].
16. Katy Romanou [2017, 28-30] comes to an altogether different conclusion, which I find interesting, but do not
share due to Plousiadenos’ statement that he composed his Αἰνεῖτε (GR-AOdo 315, fol. 66v) in imitation of the
Latin chant (see above): «Greek investigators of the diploun melos consider it a Western influence at the Greek
areas that were under Latin dominance. But both Cretans and Cypriots were during the Venetian dominance in
contact with the most advanced styles of Western music. Western influence could not result, at that time, to parallel
fourths. Another suggestion is that the dipla mele were influenced by the cantus planus binatim, a practice of the
North Italian mendicant monks in the fourteenth to early sixteenth century. This again seems to me not much
probable because of the introversion of those monks. Having in mind Husmann’s description of the organum he
heard in Syria, one may ask whether the Greek manuscripts of dipla mele show a Western influence not on the
music itself, but on the rationalisation, measurement and notation of an old oral tradition».
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[…] all four pieces, though polyphonic, are not contrapuntal but homophonic and
homorhythmic. Except for some very isolated instances contrary motion, the two melodic
lines in each piece travel along identical paths and are, for all practical purposes, the same.

I agree with Conomos regarding the homophonic and homorhythmic quality
of the pieces. However, regarding the technique of contrary motion, it is easily
discernible in the above examples that especially Gazes’ chants show more than
a few instances of countermovement.
«Simple» polyphony
However, elaborate or not, all the above compositions fall in the realm of what is
generally termed ‘simple’ or ‘early polyphony’, but for which more than twenty
‘termini’ are used in the relevant literature [Bent 1989, 33-42]. Gheorghiţă
[2018, 351] also states that
[…] it must be noted that we are dealing with a type of archaic polyphonic chants, in two parts
(two voices), in a punctus contra punctum texture (a note-against-note style), in which the
two melodic lines are involved in homophonic and preponderantly isorhythmic movements.
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The kind of polyphony employed by the Byzantine composers is sometimes
compared to the so-called Cantus Planus binatim [Gallo 1989b, 13-30; Lingas
2006, 147-148]. Lingas [2006, 146-147] e.g. writes about these examples of
Byzantine two-part singing:

Finally, putting the most characteristic features of all the chants in question
together once more, the overview looks like this:

At first these were viewed as isolated compositional experiments by Latinophiles, but it
has become increasingly clear that they represent written traces of the adoption by several
prominent Byzantine musicians including Manouel Chrysaphes […] of contemporary
Western forms of simple and usually improvised chant-based polyphony sometimes called
cantus planus binatim.

However, I think the polyphony of the Byzantine chants can be compared
more easily to any kind of the so-called simple or early polyphony in the West
which already started in the tenth/eleventh centuries than to the cantus planus
binatim. The settings by Gazes and Plousiadenos show many characteristics of
e.g. the so-called ‘free and contrary’ organum of the eleventh century, where
contrary motion began to appear alongside parallel motion in fifths, fourths
or even thirds and where the two parts frequently cross [Reckow and Roesner
2001, online]. Looking at the following figure with a two-voiced setting of the
Western kyrie Cunctipotens genitor from the anonymous eleventh centurytreatise Ad organum faciendum, one can discern similar components such as
countermovement, parallel fourths, fifths and octaves etc., as in the Byzantine
double-voiced parts [Eggebrecht-Zaminer 1970, 16-17]:
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Table 1.
Synoptic comparison of the chants with double melodies.
Gazes:
Gazes:
Αἰνεῖτε 328r Αἰνεῖτε 216v

Gazes:
Ἡ ἀσώματος
φύσις

Plousiadenos:
Αἰνεῖτε

Plousiadenos:
Nikolaos P.:
Ὁ ἑωρακὼς ἐμέ Ἤδη βάπτεται
κάλαμος

Mode

authentic
and plagal
fourth

authentic and
plagal fourth

authentic
fourth

plagal fourth

authentic and
plagal fourth

authentic and
plagal fourth

Beginning

perfect fifth

perfect fifth

unison

perfect fourth

perfect fifth

perfect fifth

Ending

perfect fifth

perfect fourth

perfect fifth

perfect fifth

perfect fifth

perfect fifth

1×

1×

Parallel
fifths
Parallel
fourths

1×

Countermovement

1×
1×

Part
crossing
Unison
parts
Other
remarks

hardly any
- Simpler
and shorter
than the other
Αἰνεῖτε-setting
by Gazes

- Long unison
section at the
beginning,
afterwards
gets quite
complex

- Simpler than
Gazes’ Αἰνεῖτε
(fol. 328v).

- 2 separate
settings one
after the other.

- Διπλοῦν
μέλος κατὰ τὴν
τῶν ἐλατίνων
ψαλτικήν.

- More
dissonances
than in the
other chants.

- 2 separate
settings one
after the other.
Dissonances like
in Plousiadenos’
setting.
- Use of the
red neumes is
not clear, seems
unlikely that three
voices were meant
to be sung –
too dissonant.

Figure 17.
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All in all, the chants by Gazes appear more elaborate than those by Plousiadenos
and Nikolaos Protopsaltes. But all the compositions discussed here resemble the
free organum as found in e.g. the above shown Milanese treatise Ad organum
faciendum from the eleventh century with its parallel fifths and fourths, octaves,
counter-movement, parts crossing etc. The composers could very easily have
heard this simple polyphony having had close contacts with Crete: Manouel
Gazes fled from Constantinople to Crete and will have come into contact with
Western music there. Also Chrysaphes is known to have spent some time in
Crete and Ioannes Plousiadenos was already born in Crete and had the most
direct contact with Western music having spent two decades in Italy, mostly in
Venice.
These Byzantine chants are definitely polyphonic in outline, albeit in a simple
way and preserving their horizontal melodic outline. Probably the composers did
not have in mind anything more elaborate: theirs was an experiment, how they
could imitate the Western sound of chanting without giving up their notation
nor their compositional style: An imitation of the accord of two voices where
each voice has its own melody, although the two melodic lines are dependent
on each other.
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Byzantine Chant in the Sicilian-Albanian Colonies
since the Time of Bessarion

Historical matters
The issue of the blossoming of the Byzantine chant in Sicily has been raised and
studied for many decades by now, either by scholars or amateurs. It is indeed
outstanding to find out that a repertoire of oral traditional liturgical chants is
still cultivated at the present time in the Arbëreshe communities of Sicily, since
the second half of the fifteenth century. The matter of the historical development
and the constitution of the main features of such a musical tradition has been
for years open to debate due to its significant complexity, along with the lack
of a thorough description of its internal organization, subject which has never
been addressed before the appearance of the present study.1
The ‘birth’ – so to speak – of such ‘regional’ oral musical idiom occurred in the
same century in which, among other historical events, Cardinal Bessarion made
the attempt to restore the Basilian monasticism, by hiring the Greek scholar
and grammarian Constantine Lascaris to revive the study of Greek in Sicily
and Calabria [Cf. Lavagnini 1963, 46-47]. At that time, many settlements of
Albanian-speaking colonies were established in southern Italy and, therefore,
in Sicily, in the aftermath of the Fall of Constantinople. More specifically, after
the conquests of Durrës and Peloponnese, numerous, successive migrations
followed,2 especially as a result of the death of the Albanian national hero George
Castriot (1405-1468), known as Skanderbeg, who had led a massive rebellion
against the Ottoman Empire and the Siege of Coron (Κορώνη, Peloponnese,
then called ‘Morea’), in 1532-1534. Because of the hostile atmosphere, the
Albanians and the Epirotes3 found a safe shelter in southern Italy and Sicily,
at that time under the Crown of Aragon. In fact, between 1440 and 1448,
the Albanian nobleman Demetrio Reres – most likely related to the Castriot
family – was convened by Alfonso V of Aragon (called ‘the Magnanimous’) in
order to create a troop of soldiers and suppress a rebellion organized against
1.

The author refers to his PhD dissertation, cf. Sanfratello 2017.

2.

About seven main migrations occurred in fifteenth-eighteenth centuries. Cf. Vaccaro 1994, 7.

3. Coming from Himarë, the historical region neighbouring the Albanian municipality of Vlorë to the north,
extending down to Cape of Gjuhëz to the west, south-eastwards across Delvinë, in the area of the so-called
Acroceraunian mountains, to the farther down territory facing the island of Corfu. Cf. Giunta 1984, 25.
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him, occurring in the rural areas of the Kingdom of Naples. Reres, with his
two sons George and Basil, went from Albania to Calabria by following King
Alfonso’s request, who accordingly awarded Demetrio the title of governor of
Reggio Calabria, and granted him and his sons permission to establish the first
Arbëreshë settlements in Calabrian area, as well as in Sicily [Di Marco 2001,
XVII-XXI].
The establishment of Albanian colonies in Sicily can be divided in two main
categories: first, the repopulation of the abandoned hamlets of Contessa
Entellina (1520), Mezzojuso (1501) and Palazzo Adriano (1482) by Albanian
soldiers; secondly, the foundation ex novo of Piana dell’Arcivescovo (today
“degli Albanesi”, 1488), Biancavilla (1488) and San Michele di Ganzaria (1535)
– the two latter are now municipalities in the Metropolitan City of Catania
– that became settled with Albanian refugees.4 Thus, year 1482 is the earliest
official date on which the first ‘capitolo di fondazione’ (i.e. foundation treaty)
of a ‘Greek colony’5 was signed. In this case, the historical sources refer to the
foundation of Palazzo Adriano. This is the span of time in which it is allegedly
possible to situate the first Albanian settlements.
Together with Piana degli Albanesi,6 the village of Mezzojuso has played an
important role in the maintenance and revival of the Greek Byzantine rite in
Sicily. In fact, later, in the early seventeenth century, the Reres family was quite
influential in the Arbëreshe community. A direct descendant of Demetrio,
Andrea Reres died 13 april 1609 and bequeathed a certain amount of money
to found a Byzantine Monastery – approved by a papal bull in 1617 and erected
in 1647 –, with the stipulation that it should exclusively adhere to the Greek
Byzantine rite [Di Marco 2007, 8]. Accordingly, since at that time – despite
the aforementioned attempt to restore the Basilian monasticism made by
Bessarion – there were most allegedly no more Basilian monks in Sicily, the
hieromonk Mitrofane (Μητροφάνης or Mitrofanios) Carsachi, who had already
settled in Mezzojuso, went to Crete to bring back – the following year (may
1648) – some Cretan monks with him, from the monasteries of Agia Triada
(Μονή της Αγίας Τριάδας των Τζαγκαρόλων, in the Akrotiri peninsula, Chania
district) and from Agarathos (Μονή Παναγίας Αγκαράθου, in the Heraklion
district). The historical documentation records that fr. Mitrofane came back
from Crete together with fr. Geremia Scordilis (or Ieremia Scordilios), who was

the first hegumenos of the monastery (1648-1664, died in 1966); fr. Athanasios
Cristoforo, formerly hegumenos of the monastery of Agarathos; and two young
students, fr. Serafino “from Macedonia”, and fr. Nicolao Parrino, who probably
was born in Mezzojuso. In addition to educational initiatives, they promoted a
revival of the liturgy and the love for sacred traditions, by strictly observing the
Eastern monastic disciplines and – at the same time – sowing the seed of GreekByzantine culture [Di Marco 2015, 449]. Some more monks moved to Sicily
from other regions and islands of Greece. For instance, a certain Ioannikios
Cornero di Candia (i.e. from Crete), allegedly hieromonk of Mount Athos, was
an iconographer who lived in Mezzojuso (circa 1664-1680), where he established
a school of post-Byzantine iconography and produced a number of icons that
are still kept today [Di Marco 2001, XVII-XXI; 2015, 449; Petta 1961, 165]. The
monastery, administered since the 1664 by the Italian order of Saint Basil,7
was closed down in 1866, when it hosted only two old monks. In 1871-72, the
Compagnia (i.e. confraternity) di Santa Maria di tutte le Grazie occupied it as
legal administrator, and in 1920-25 founded the Istituto Italo-Greco-Albanese
‘Andrea Reres’, in order to cultivate the education of Arbëreshë young people,
either from Mezzojuso or elsewhere, adhering to the Byzantine rite though.
With specific regard to the practice of Byzantine rite in Sicily, from the eighth
century onwards there is evidence of the presence of Greek communities who
had emigrated to the island, because of the iconoclastic campaign conducted
by Leo III throughout the Empire, which found a strong resistance also in the
Greeks of Constantinople, or peoples living in the Balkan and Italian provinces.
Between the eighth and until the eleventh century, Sicily and Calabria were
taken from the Roman diocese domain and moved under the jurisdiction of the
Patriarchate of Constantinople [Ostrogorsky 1968, 155]. Another magnificent
witness of the presence of such Italo-Greek communities is given by the church
“della Martorana”,8 or Co-Cathedral of Santa Maria dell’Ammiraglio (i.e. St
Mary of the Admiral), that is the See of the parish of San Nicolò dei Greci
situated in the city centre of Palermo. The church was erected by George of
Antioch, a Greek admiral and minister at the court of King Roger II of Sicily,
between 1143 and 1151. Hence, at that time the church of the Martorana served
as the Cathedral of the Italo-Greek community living in Palermo. Nevertheless,
this first phase of the practice of the Byzantine rite in medieval Sicily was

4. About the distinction between military (Militärkolonien) and refugee (Flüchtlingskolonien) colonies, see
Kellner 1972, who provided a pioneer ethnosociological study of the Sicilian-Albanians, from historical and folklore
sources, particularly from Piana degli Albanesi.

7. The Italian Basilian Order of Grottaferrata (in Latin, Ordo Basilianus Italiae, seu Cryptoferratensis, O.S.B.I.) is
a male religious institute. All the Byzantine monasteries of Italy were assembled in accordance with the papal bull
Benedictus Dominus, issued by Pope Gregory XIII, 1 november 1579. Cf. Di Marco 2007. Regarding the querelle
about the choice of the Typikon and other ritual matters between Italo-Byzantine monks from Grottaferrata and the
Sicilian-Albanian ones, see Parenti 2004a, 351-353.

5.

Reported as ‘Graecorum casalia’ by the Sicilian historian Tommaso Fazello. Cf. Giunta 1984, 15.

6. That is the main centre among the Sicilian-Albanian colonies and also the See of the Byzantine Eparchy,
officially from the 1937, under the Italo-Albanian Catholic church. The Diocese itself – situated within the province
of Palermo – includes the communes of Contessa Entellina, Palazzo Adriano, Mezzojuso and Santa Cristina Gela,
although nowadays in this last village only the Roman Rite is practiced, as in the rest of Sicily.
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8. The epithet ‘Martorana’ was given after the name of the noblewoman Eloisa Martorana, who in 1193-94
founded a convent of Benedictine nuns by providing one of her neighbouring properties. In 1433-34, under the rule
of King Alfonso of Aragon, the convent absorbed the church, which has since then been commonly known as “La
Martorana”. Cf. Kitzinger 1990, 21.
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interrupted for some time, especially under the Capetian House of Anjou during
the thirteenth century [Sciambra 1963, 4]. The second phase started when the
Albanians arrived in Sicily and Calabria in the fifteenth century, as they were
Orthodox – under the Archbishopric of Ohrid at the time of the ‘diaspora’
–, and since the Church of Rome welcomed them, afterwards they adhered to
the authority of the Pope.9 The Arbëreshe ethno-linguistic minority, by keeping
an independent cultural identity over the centuries including adherence to the
Greek-Byzantine rite, Albanian language and folklore, was recognized later as
a church sui iuris (of one’s own right), as it is defined today.10 In this way, the
ancient practice of the Byzantine rite was somewhat restored in the island.

me to present a discussion on the mechanisms of the oral transmission that
certainly played an important role in the ‘continuation’ rather than the mere
‘preservation’ of the Sicilian-Albanian chant tradition, which is an aspect that
could bring to light some interesting features also of the similar mechanisms
that could have occurred in the transmission of medieval Byzantine chant. To
study in a systematic way the internal organization of this chant repertoire,
before starting to gather all the kind of documentation I could put together,
especially, audio recordings and musical transcriptions made over the twentieth
century, I needed to figure out what we already knew and, most importantly,
what we didn’t know yet:

The ‘Byzantine’ chant heritage in Sicily
In order to depict the development of the so-called ‘Sicilian-Albanian’ chant
tradition, my doctoral study has explored the liturgical chant tradition on the
basis of oral and written sources. The musical repertoire has been cultivated by
priests (It. papàs) and faithful adhering to the Byzantine rite since the time of
the Albanian ‘diaspora’ in Italy. The Albanian refugees might or might not have
brought any musical manuscripts to support the oral transmission; accordingly,
it is unknown exactly when Byzantine musical literacy was lost, at least no
musical manuscripts have been preserved in the libraries of the diocese of Piana
degli Albanesi. Only by the turn of the twentieth century a few transcriptions
into staff notation began to appear; the earliest is dated 1899 [Pecoraro 1986].
Why should we call such an oral traditional repertoire ‘Byzantine music’? While
trying to answer this question, I have chosen to conduct this research project
to figure out how this chant repertoire can be compared with other traditions,
that is, what is the ‘place’ of this tradition in the landscape of the Byzantine
chant. In this case I have explored some common features and similarities of
the Sicilian tradition with the Ionian oral ecclesiastical tradition and today’s
Greek church music. Today, the old hypothesis of a ‘fossilisation’ of the chant
repertoire has been instead replaced by a more nuanced theory of ‘stratification’
and heterogeneity. The Sicilian-Albanian chant repertoire seems to be
maintained through a delicate balance between techniques of oral ‘reception’,
‘safeguarding’, and ‘re-byzantinisation’ that characterize both its present oral
chant administration and its historical development and function as marker of
identity among the Arbëreshe communities in Sicily. These premises enabled
9. I.e. as Orthodox united with Rome in the Council of Florence (1439), and submitted to Roman-Latin bishops
after the Council of Trent (1563), cf. Vaccaro 1994, 6. The Italo-Albanian communities, at the time of the Concilium
Tridentinum, were incorporated into the Roman-Latin dioceses under the denomination of ‘parrocchie di rito
greco’. Cf. Parenti 2004a, 327.
10. Term found in the Catholic Code of Canons of the Oriental Churches (promulgated by Pope John Paul II in
1990) to define the autonomous churches in Catholic communion.
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What we already knew

What we did not know yet

–

it is a repertoire of chants for the entire
liturgical year;

–

musical organization (main genres,
formulae, model melodies, melodic ‘scripts’)?
How does the modal system work?

–

it shares ‘many’ features with other Byzantine
traditions;

–

which are such ‘many features’?

–

it has been handed down orally; however,
several collections of musical transcriptions
began to appear in the twentieth century;

–

how is rhythm organised through the genres
and what was the impact of oral administration
on its development?

–

chants are made up by recurrent melodic
phrases;

–

how are melodic formulae distributed and
employed?

–

There is no school (as yet) for younger
generation of cantors: chants are learnt by
heart;

–

what is the impact of contemporary
audio recordings and extensive written
documentation? Other sources (e.g. YouTube,
social networks, etc.)?

It is perhaps worthwhile to emphasize that my PhD dissertation is a first attempt
at a comprehensive study of such chant tradition by comparing diverse sources
not gathered before all in the same place. How to deal with such heterogeneous
material made by audio recordings, musical transcriptions of the twentieth
century and analytical tables or musical transnotations of chants from late- and
post-Byzantine musical manuscripts? First of all, I proceeded with the study of
the chant repertoire through the modes and according to the rhythmical styles
and hymnographic genres.
The first chapter of my thesis is a diachronic study on the ‘classical’ tradition of
the Kekragarion, and it could be seen as a necessary step for the comprehensive
evaluation of the possible ‘Byzantiness’ of the Sicilian-Albanian Kekragarion,
melodically, modally, and/or transmission-wise. The material studied has been
extremely important in order to establish the comparative analysis with the
Sicilian tradition, and has served as a tool to identify comparable elements in the
different phases of development of the manuscript tradition. The primary results
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give evidence of a marked stability in the written transmission of the music
for the Evening Psalm Kyrie ekekraxa (Ps 140) since only four substantially
different versions (here named “Kouk A”, “Kouk B”, “Bal” and “Synt”) have
been identified in manuscripts from the fourteenth to the eighteenth centuries,
despite a substantial variation in manuscript rubrics.

Islands (especially the Corfiot one). In addition, the analytical methodology
served as a point of departure either to study the late-medieval traditions and to
‘test’ the hypotheses of comparability between the Byzantine repertoire and the
Sicilian-Albanian one, by superimposing the established analytical structure on
the later melodic profiles transmitted in the Kekragarion of Piana degli Albanesi.
The Sicilian-Albanian modal system is organized in eight modes, consisting each
of a pool of melodic formulae, or rather a melodic ‘script’, which is traditionally
represented in the singing of the Kekragarion, according to the modes. In the
following representation of the so-called ‘modulo’, or ‘melodic script’ of the first
authentic mode, I tried to apply Di Salvo’s methodology of transcriptions, by also
changing if necessary some melodic features, either in the pitch (transposition)
or the rhythm, in order to sketch the current stage of the chant tradition – in this
case, the solemn version of the sticheraric style in its “forma mista” – as performed
today. The quaver serves as the basic time value; the crotchet reports prolonged
notes; the breve is used to indicate recitation pitches, while black stemless notes
represent transitional pitches. This figure shows the so-called ‘andamento a forma
mista’, that is presented as a sort of free-rhythmical style, literally a ‘mixed form’,
consisting of partially syllabic and partially melismatic four melodic phrases,
which is a distinct feature of the Kekragarion and, accordingly, of the stichera
idiomela, and the melodies of the Sicilian-Albanian oktoechos.

Version

Sources

Date of
earliest witness

Date of
latest witness

“Kouk A”

GR-An 2458 (fols. 36r-37v);
IL-Jgp Tafou 425 (fols. 12v-14r);
ET-MSsc 1311 (fols. 111v-116v);
GR-AOi 1259 (fols. 153r-160r)

AD 1336

fifteenth c.

“Kouk B”

ET-MSsc 1312 (fols. 37r-43v);
ET-MSsc 1323 (fols. 36r-44r);
ET-MSsc 1255 (fols. 164r-203v);
GR-AOml Epsilon 173 (fols. 14r-24r);
GR-AOpk 211 (fols. 15r-61v);
V-CVbav Barber. gr. 300 (fols. 36r-51v);
ET-MSsc 1463 (fols. 80v-214v);
DK-Kk GKS 3537 octavo (fols. 20r-26r);
DK-Kk NKS 4466 quarto (fols. 31r-35r);
DK-Kk NKS 2747 folio (fols. 32v-33v)

fifteenth c.

eighteenth c.

“Synt”

DK-Kk NKS 4466 quarto (fols. 349r-351v);
DK-Kk NKS 2747 folio (fols. 33v-34r)

seventeenth c.

eighteenth c.

“Bal”

DK-Kk NKS 4466 quarto (fols. 351v-355r);
DK-Kk NKS 2747 folio (fols. 34v-35v)

seventeenth c.

eighteenth c.

These four versions seem to have co-existed during much of the period studied
here. In addition, it is possible to conclude that there are a number of similarities
between the versions that seem somehow to have grown out of the ‘Koukouzelian’
tradition. Nevertheless, it is less clear how this transmission exactly took place and
it presents a situation open to various interpretations. Actually, the reoccurrence
of similar melodic material in shifting positions might be interpreted as a feature
of oral chant transmission, in which by ‘osmosis’ the received musical knowledge
enables a psaltes to generate multiple, but similar versions, and to contribute
to the development of the musical tradition. In my investigation on the SicilianAlbanian oktoechos and the so-called ‘sticheraric’ style, first of all it was necessary
to systematise the amount of information we had on the modal system, on its
features, and on the distribution of chants according to the modes within the
chant repertoire. The comparative study of the late- and post-Byzantine tradition
of Kekragarion conducted in chapter one established the basis to deal with the
analysis of the Sicilian-Albanian repertoire, including some selected stichera
idiomela, as well as the observation of common features reported in today’s Greek
church music and in the oktoechos of the ecclesiastical tradition of the Ionian
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Ambitus

Figure 1.
‘Tono primo’ (first authentic mode – exo protos).
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Therefore, the same setting of melodies is used in the performance of stichera
idiomela, if and when necessary. Most of the stichera idiomela has been, so
to speak, ‘proshomoion-ised’ (i.e. ‘contrafacted’), since these no longer retain
an individual melody but are sung on a ‘script’ in the ‘formule comuni’. This
process of ‘proshomoion-isation’ – according to my personal discussions with
Eustathios Makris – seems to be found also in the Serbian ecclesiastical chant
tradition, although this aspect has not been explored yet; similarly, comparative
investigation with other monophonic tradition like the Znamenny chant might
reveal that the Sicilian-Albanian repertoire shows some common features with
this singing practice of the Russian Orthodox church [Garofalo 2012, 308].
A ‘ferial’ version of the oktoechos (called ‘χῦμα’) has been transmitted to the
present day in Piana degli Albanesi only. As a matter of fact, the rhythmical
profile is represented in two discernible forms: the ‘forma ritmica’, found in
chants characterized by a regular rhythm in syllabic style (e.g. automela,
heirmoi, etc.), and the so-called ‘forma mista’, i.e. mixed form, including
both syllabic/recitative and melismatic/melodic phrases. In the analysis of the
sticheraric style, according to the eight modes, it was possible to trace different
traditional layers (e.g. late-medieval or post-Byzantine), although this does not
entail that these should be seen as crystallised forms – i.e. an ‘old’ and a ‘new’
one – that have been transmitted over the centuries without influencing each
other. Indeed, it is more likely that several layers of internal developments and
external influences produced a certain stratification of melodic and rhythmical
patterns, creating multiple versions of today missing archetypes, and explaining
in this way the degree of heterogeneity in the Sicilian-Albanian oktoechos.
After having examined some oral musical mechanisms through the study of
the melodic tradition of the Kekragarion (considering the so-called ‘simple
psalmody’ as a generative musical principle) and analysed some Sicilian stichera
idiomela, I proceeded with an investigation on the repertoires of the ‘automela’
(also ‘contrafacta’). In Bartolomeo Di Salvo’s collection11 are found about ninety
specimens representing this genre. My study has revealed that the ‘Sicilian’ idea
of the term automelon does not apply as strictly as in the ‘classical’ Byzantine
tradition, and the comparison with today’s Greek repertoire has uncovered that
the genre of the Sicilian automela shows to a great extent similarities with today’s
Greek ecclesiastical melodies, especially those assigned to the fourth authentic
mode, which seems to have allegedly been influenced earlier by the postByzantine and later by modern Greek Orthodox chant traditions. For instance,
the version from Mezzojuso of the heirmos Χριστὸς γεννᾶται, as well as of the
sticheron automelon Χαίροις ἀσκητικῶν, and their similarities with some already
mentioned post-Byzantine sources might reveal the persistence of a fairly stable

oral tradition, as a result of the establishment – since the seventeenth century
– of the aforementioned Basilian Monastery in Mezzojuso and the activities of
its monks. Nevertheless, the whole subject of the Sicilian-Albanian heirmologic
repertoire would need a more in-depth analysis in the future.
Finally, the last part of my study offers a preliminary observation and analysis of
the ‘great melodies’ (i.e. the melismatic chants of the Divine Liturgy); however,
it is already evident from this first analysis that the way through which these
melodies are developed across the Sicilian-Albanian melismatic repertoire is
not consistent. The investigation was inaugurated by a study of the accessible
literature on melismatic chant in late- and post-Byzantine sources; of this
selected material I provided a preliminary analysis, although without exploring
the subject in depth, since it would need to be treated thoroughly in a separate
work. However, from a preliminary comparative analysis it was already possible to
observe that in the Sicilian-Albanian melismatic repertoire a specific generative
system of melodic composition frequently recurs: a mechanism whereby the
melody moves upwards or downwards through the repetition of short sequenced
patterns that in this article have been called ‘upward-phrasing pattern’ (UPP),
or in the case of the descending one, ‘downward-phrasing pattern’ (DPP), that
seems to be a characteristic of the so-called kalophonic style represented in lateByzantine chant.

11.
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Figure 2.
Ἐπὶ σοὶ χαίρει, megalynarion sung at the Mass of St Basil; the series of ‘sigla’ found in the figure were
placed by father Bartolomeo Di Salvo in his musical transcriptions and refer to the town in which a
specific version of a chant was developed (P=Piana degli Albanesi) or to the musical sources of his
transcriptions (S=Stassi, F=Falsone).
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Particularly, the version from Piana of the megalynarion sung at the Mass of St
Basil, that is Ἐπὶ σοὶ χαίρει, offers a melismatic progression; the very first phrase
– on the words «Ἐπὶ σοὶ χαίρει» – (Fig. 2) resembles very peculiarly the opening
formula of the Κύριε ἐκέκραξα in the first authentic mode. Then the melody
develops on a few DPP (i.e. cdc / b b cb b ), and four UPP (DEDC # D / EFEDE /
FGFEF / GaGFG) to reach the pitch a from D. Also, these patterns are always
introduced by the formula FGabGFED, in which ab might be seen as a sort of
“signal-pitch” (marked by a red square in the figure), which starts the preparation
for the UPP (together with DPP, marked by a yellow circle). Sometimes, according
to the cantor’s performance, the cadence on D reached usually on the words κτίσις,
σύστημα, γένος, and λογικέ, shows the presence of Eb instead of natural, as a result
of the melodic attraction (έλξης). In addition to the issue of the performance
practice, it is worthwhile to mention that in the case of this chant the choir holds
just an ‘ison’, without any accompaniment on parallel thirds.
Nevertheless, the attempt made in comparing with a few late-Byzantine sources
some of the generative repetitions of melodic and rhythmical cells has not
yielded definitive results, except for the kalophonic repertoire represented in
Conomos’s study on Byzantine liturgical sources [1974 and 1985b], that has
shown a device of melodic phrasing much closer to the one found in the ‘great
melodies’ transmitted in Piana. Lastly, the comparison with melodies attested in
GR-An 2458 has not produced relevant results, since the profile of the chants
often appears slightly more or even much more melismatic than the repertoire of
Piana, not to mention that the Greek chant-counterparts are frequently assigned
to modes that might be not represented in the Sicilian-Albanian tradition.
In the following list, I ultimately attempt to sketch an almost definitive
description of the features found in the modal system of the Sicilian-Albanian
chant repertoire, being considered as a musical tradition either transmitted
with external influences or developed with internal devices:
α᾽
— late-medieval, exo protos (high range) in the sticheraric style; eso
protos (low range) in the heirmologic style;
β᾽
— late-medieval, second authentic diatonic (sounds like ‘modo
maggiore’);
γ᾽
— post-Byzantine development, maybe it depends on πλ. α’ or viceversa;
δ’
— post-Byzantine development, it resembles the sticheraric agia, and the
legetos mostly in the heirmologic style;
πλ. α’ — post-Byzantine development has different basis note: D in the
sticheraric style; a in the heirmologic. Cf. today’s Greek tradition;
πλ. β’ — late-medieval nenano phthora with post-Byzantine development,
showing different basis note: E in the sticheraric (also with nenano
phthora); G in the heirmologic;
βαρύς — late-medieval, with post-Byzantine melodic development;

πλ. δ’ — post-Byzantine development, ‘quasi-nana’, or rather as a fourth plagal
‘triphonos’ (especially in the sticheraric style), since it shows some
features different from the supposed Byzantine (from G) and modernGreek (C) “tonality” of the mode.
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Apart from ‘external’ melodic influences that may have played an important
role in shaping the Sicilian-Albanian repertoire as it is found today, some
chants of the liturgy (mostly cheroubika, koinonika, and the epinikios)
are often in some festive occasions (e.g. Palm Sunday, Easter Sunday, etc.)
replaced by melodic versions belonging either to the corpus of the so-called
‘melodie criptensi’, i.e. from Grottaferrata,12 or to the a few ‘melodie moderne’,
i.e. compositions of the nineteenth century and beginning of the twentieth,13
as well as related to the repertoire of today’s Greek church, taken either
from the compositions by Ioannes Sakellarides (1853-1938), or the volume of
traditional/standard liturgical chants, the Πανδέκτης.14
Final remarks: a living tradition is a ‘changing’ one
The aim of my study has been to conduct a diachronic study (e.g. to evaluate the
possible ‘Byzantiness’ of these chants) and a comparative analysis of the SicilianAlbanian liturgical repertoire with the musical tradition transmitted in late- and
post-Byzantine manuscripts, as well as a synchronic comparison with chant
traditions as attested in today’s Greek church, for which both the ‘standard’
tradition and the ecclesiastical oral tradition of the Ionian Islands were consulted.
Such a study has never been undertaken before, and the scarce literature already
existing on this specific Sicilian musical repertoire (almost exclusively in Italian
and of varying scholarly value) also needed critical examination.
As stated earlier, this amount of information gives evidence of a great
heterogeneity in the melodic corpus of the chant tradition transmitted in
the diocese of Piana degli Albanesi, as a result of these musical borrowings
and influences. In fact, even in Bartolomeo Di Salvo’s collection we find some
transcriptions of chants, or ‘alternative melodies’, that might have no longer
been performed at the time of his fieldwork.
12. This repertoire of chants thus include either fr. Tardo’s ‘creative’ transnotations, or compositions made by
monks/musicians/scholars of Grottaferrata, such as fr. Nilo Somma, who composed a Divine Liturgy in Arbëresh in
1970’s, in the full spirit of the great reform promulgated in the antecedent decade (1963) by Pope Paul VI with the
emanation of the Sacrosanctum Concilium, i.e. the Constitution on the Sacred Liturgy. In fact, the renewal of the
liturgy encouraged the use of vernacular, in addition to Latin for the communities using the Roman Rite, and Greek.
13. These ‘melodie moderne’ were published in staff notation by the Pontificio Istituto Orientale in Rome, as well
as some of these have been included in a little book, called Enchiridion - Manuale di Preghiere per i fedeli di rito
Bizantino, edited by mons. Giuseppe Perniciaro and published by the Scuola Tipografica Italo-Orientale San Nilo
in Grottaferrata (Rome), in 1947.
14. Πανδέκτη τῆς ἱερᾶς ἐκκλησιαστικῆς ὑμνῳδίας τοῦ ὅλου ἐνιαυτοῦ, ἐκδοθεῖσα ὑπὸ Ἰωάννου Λαμπαδαρίου καὶ
Στεφάνου Α΄ […], vol. 4, Κωνσταντινούπολις, ᾽Εκ τοῦ Πατριαρχικοῦ Τυπογραφείου, 1851.
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In addition to the latter list, I would also like to show a ‘genetic’ model
representing the possible roots that may have most likely played a role in the
development of intrinsic dynamics producing the different layers stratified
in the Sicilian-Albanian chant tradition. According to such diagram, by
understanding the current state of the oral liturgical repertoire of Piana
(P)15 as a result of an ‘osmotic’ process, we should take into account the oral
administration of the repertoire and its internal dynamics of development; the
direct or indirect musical influences by late- (fifteenth century: LB) and post(sixteenth-nineteenth: PB) Byzantine traditions; the inclusion of melodies
pertaining to the modern liturgical repertoire as transmitted/composed in
Greece (e.g. from the works by Sakellarides and the Πανδέκτης: MG); and, last
but not least, the presence of either ‘melodie criptensi’ from Grottaferrata16 or
‘melodie moderne’ of the nineteenth- twentieth century (C):

SANFRATELLO

–

BYZANTINE CHANT IN THE SICILIAN-ALBANIAN COLONIES
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The results reported in this work give evidence of a certain degree of melodic
heterogeneity, according to which I can conclude that the Sicilian-Albanian
chant tradition is not, and probably has never been a ‘reliquia’ or a ‘fossil’,
but has greatly developed since the time of the ‘diaspora’, and thus it is still
influenced allegedly by a process of internal development. After all, a living
tradition is a ‘changing’ tradition.
15. Namely, the entire liturgical musical corpus (including micro-variation and alternative melodies) of the diocese
of Piana degli Albanesi.
16. The double arrow added in the diagram and linking Grottaferrata (C) with Piana (P) represents graphically
the influence either of the Sicilian-Albanian oral tradition on Tardo’s ‘creative’ transnotations of late-medieval
musical manuscripts, or the repertoire of ‘melodie criptensi’ – together with the introduction of some more ‘modern’
melodies – on the one transmitted in the diocese of Piana degli Albanesi.

122

123

Maria Alexandru

St Kassia through the Eyes of Byzantine Composers
of the Kalophonic Era

I. Introduction
Among women composers, Kassia (ca. 800/805 or 810 - † before 867 in
Constantinople) holds a central place in the Greek Middle Ages, comparable
with that of Sappho (ca. 630-570 B.C.) in Antiquity and that of St Hildegard von
Bingen (1098-1179) in Western Middle Ages [Rochow 1967, 31, 91-93; Touliatos
1984 and 1995; Wellesley and Toth 2016; Lilie et al. eds., 2000, vol. 2, 460-463;
Kazhdan 1991, vol. 2, 1109; Michaelides 19993, 280; Buchwald, Hohlweg and
Prinz eds. 19823, 340-341].
Her beauty, intelligence and high education, her courageous humility and
all her other virtues made her to become one of the most admired women of
the Eastern Roman Empire, along with St Theophano, Anna Komnene a.o.
[Stergiou 2003, 9-28; Nicol 1994; Korakides 2004, 112-124; Garland ed. 2006,
17-39; Salapatas 2015, 2-4; Arida 2017].
According to Symeon Magistros (eventually Symeon Metaphrastes, tenth
century) and other Byzantine chronographers, young Kassia gained the
admiration of emperor Theophilos (829-842) at the bride show, organized by
his stepmother Euphrosyne. At his words, while being ready to give her the
golden apple as a sign of her election, namely «it is through the woman that the
bad things flew in the world», she answered «but also through the woman the
better ones came in the world» – and this caused her to loose the crown of the
Eastern Roman Empire [Rochow 1967, 6; Buchwald, Hohlweg and Prinz eds.
19823, 753-756].1
Later on (maybe after the ending of Iconoclasm and the final restoration of
the icons, in 843), St Kassia became a nun, founder and abbess of a convent
in Constantinople, which was close to the Walls of Constantine and the LykosValley. It was known until the tenth century as «τὰ Ἰκασίας». A newer popular
tradition connects St Kassia to the island Kassos. Her feast day in the Orthodox
Church is 7 september [cf. plate 1 and Rochow 1967, 26-31, 87-91; Tsolakides
20012, 794-795].
1. See also https://www.auth.gr/video/25501 (1.1.2020).
https://acadimia.org/nea-anakoinoseis/deltia-typou/728-1-3?fbclid=IwAR1U_jA_BkE_9t6Y3LpwAu2EhL6Rt1_
nij_uyXyndBh2gJI4KOcJ13B9-zs (see from 38:00, especially 1:02) (29.1.2021).

125

BESSARION AND MUSIC. CONCEPTS, THEORETICAL SOURCES AND STYLES

ALEXANDROU

–

ST KASSIA THROUGH THE EYES OF BYZANTINE COMPOSERS

Since Krumbacher [1897], the poetry and music related to Kassia have gained
the attention of several scholars, like Tillyard [1911], Rochow [1967], TouliatosBanker [1982, 1984, 1987, 1993, 1995], and many others. Studies about St Kassia
exceed by far the number of hundred [Bourles 1999, 12], and consist in books,
articles, and master dissertations, with biographic, hymnographic, musicological,
theological, sociological, pastoral a.o. elements and approaches.2 Furthermore, St
Kassia became very popular in Balkan arts since the nineteenth century onwards
[overview in Rochow 1967, 93-201. See also Maurogianne 2018; Daphnomeles and
Themeles 2017; Athanasopoulos 1988; Choral Settings of Kassiani, 2011].
II. Stichera attributed to Kassia in the Sticherarium Ambrosianum,
found in the Mathematarion Zakynthos 7 as kalophonic stichera
Until further research can explore the theme more thoroughly, an open list with
the oeuvre of St Kassia comprises two canons and about twenty-three stichera
considered as opera genuina, along with other twenty-five or twenty-six stichera
considered to be opera dubia (plate 2, p. 135).
In the Old Sticherarion Ambrosianum [I-Ma] A 139 sup. (A.D. 1341) there
are twenty-one stichera attributed to Κασία or Εἰκασία μοναχή. Six of them
became subject of kalophonic embellishment in the Mathematarion Zakynthos
7 (middle of the fifteenth century, cf. plate 3, p. 136-137):3
Ἡ τῶν λειψάνων σου θήκη, in honor of St Symeon the Stylite (1 september):

The text of the old sticheron in the second mode runs as follows:4
Ἡ τῶν λειψάνων σου θήκη Πανεύφημε Πάτερ, πηγάζει ἰάματα, καὶ ἡ ἁγία
σου ψυχή, Ἀγγέλοις συνοῦσα, ἀξίως ἀγάλλεται.
Ἔχων οὖν πρὸς Κύριον, Ὅσιε παρρησίαν, καὶ μετὰ τῶν Ἀσωμάτων χορεύων
ἐν οὐρανοῖς, αὐτὸν ἱκέτευε, σωθῆναι τὰς ψυχὰς ἡμῶν.
In the ms Zakynthos 7 one can find the following derivative kalophonic pieces
from this sticheron:
Ἡ τῶν λειψάνων σου θήκη: Ιωάννης Γλυκύς, second mode, Zak. 7, pp. 6-7
and Metochion Panagiou Taphou 727, fol. 32r,
Ἀξίως ἀγάλλεται: Ιωάννης Λαμπαδάριος Κλαδάς, second mode, Zak. 7, pp.
7-8 and ΜPΤ 727, fol. 36r,
Ἔχων οὖν πρὸς Κύριον: β΄ πούς, fourth mode, Zak. 7, p. 8 and ΜPΤ 727, fol. 37v
[For the exegesis, cf. Stathes 19922, 167].

2. For musicological studies, cf. e.g. Tillyard 1911; Petresco 1932, facsimiles plates III, IX, XV-XVI, XXIII, XXX, and
transnotations on pp. 21-33; Raasted 1973; Touliatos 1982, 1987; Loukidou 1999; Paphitou 2008; Pozidou 2019.
3.

Study Group 2018, 56-57. Adames 1966, 324-325.

4. The Greek texts of the stichera have been taken from the digital file: Ἑλληνικὰ λειτουργικὰ κείμενα τῆς
Ὀρθόδοξης Ἐκκλησίας, διορθωθέντα ἀπὸ Χρῆστο Κονταξῆ: cf. also http://glt.goarch.org/ (1.1.2020).
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Plate 1.
Contemporary iconographical sketch in Byzantine style of St Kassia (Kassiane),
by G. Tzemopoulos & K. Ioannidou
[from Alexandrou 2016, CD, mnemotechnical cards, 81].

127

BESSARION AND MUSIC. CONCEPTS, THEORETICAL SOURCES AND STYLES

Ὅπου ἐπλεόνασεν ἡ ἁμαρτία, in honor of St Pelagia (8 october):
The text of the old sticheron in the fourth mode is the following one:
Ὅπου ἐπλεόνασεν ἡ ἁμαρτία, ὑπερεπερίσσευσεν ἡ χάρις, καθὼς ὁ Ἀπόστολος
διδάσκει·
ἐν προσευχαῖς γὰρ καὶ δάκρυσι Πελαγία, τῶν πολλῶν πταισμάτων τὸ
πέλαγος ἐξήρανας, καὶ τὸ τέλος εὐπρόσδεκτον τῷ Κυρίῳ, διὰ τῆς μετανοίας
προσήγαγες,
καὶ νῦν τούτῳ πρεσβεύεις, ὑπὲρ τῶν ψυχῶν ἡμῶν.

Kalophonic transformations:
Ὅπου ἐπλεόνασεν ἡ ἁμαρτία: Ιωάννης Γλυκύς και πρωτοψάλτης, fourth
mode, Zak. 7, p. 81 and ΜPΤ 728, fol. 53r. Ψάλλεται καὶ εἰς τὴν ὁσίαν Μαρίαν
τὴν Αἰγυπτίαν,
Ἐν προσευχαῖς καὶ δάκρυσι: [β΄] πους, third mode: Zak. 7, pp. 81-82 and
ΜPΤ 728, fol. 56v,
Kαὶ τὸ τέλος εὐπρόσδεκτον: [γ΄] πους, second mode: Zak. 7, p. 82 and ΜPΤ
728, fol. 58v.
[For the exegesis, cf. Stathes 19922, 170].

One of the masterpieces of the Old Sticherarion, ascribed in Ambrosianus 139
to Kassia is Ἀπεστάλη Ἄγγελος Γαβριὴλ οὐρανόθεν ἐκ Θεοῦ, for the feast of the
Annunciation (25 march):
The text of the old sticheron in the first mode has the following wording:
Ἀπεστάλη Ἄγγελος Γαβριήλ, οὐρανόθεν ἐκ Θεοῦ, πρὸς Παρθένον ἀμόλυντον,
εἰς πόλιν τῆς Γαλιλαίας Ναζαρέτ, εὐαγγελίσασθαι αὐτῇ τοῦ ξένου τρόπου
τὴν σύλληψιν.
Ἀπεστάλη δοῦλος ἀσώματος, πρὸς ἔμψυχον πόλιν καὶ πύλην νοεράν, μηνύσαι
Δεσποτικῆς παρουσίας τὴν συγκατάβασιν.
Ἀπεστάλη στρατιώτης οὐράνιος, πρὸς τὸ ἔμψυχον τῆς δόξης Παλάτιον,
προετοιμάσαι τῷ Κτίστῃ κατοικίαν ἄληκτον, καὶ προσελθὼν πρὸς αὐτὴν
ἐκραύγαζε·
Χαῖρε θρόνε πυρίμορφε, τῶν τετραμόρφων ὑπερενδοξοτέρα,
Χαῖρε καθέδρα, Βασιλικὴ οὐράνιε,
χαῖρε ὄρος ἀλατόμητον, δοχεῖον πανέντιμον· ἐν σοὶ γὰρ πᾶν τὸ πλήρωμα
κατῴκησε, τῆς Θεότητος σωματικῶς, εὐδοκίᾳ Πατρός ἀϊδίου, καὶ συνεργείᾳ
τοῦ Ἁγίου Πνεύματος,
Χαῖρε Κεχαριτωμένη, ὁ Κύριος μετὰ Σοῦ.
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This sticheron has been splet and transformed into into six kalophonic pieces,
by Michail Patzas, with an insertion by St John Koukouzelis:
Ἀπεστάλη Ἄγγελος: Μιχαήλ ο Πατζάς, first mode: Zak. 7, p. 435, and ΜPΤ
731, fol. 102r,
Eἰς πόλιν τῆς Γαλιλαίας: παρεκβολή, Ιωάννης Κουκουζέλης, second mode:
Zak. 7, p. 436, and ΜPΤ 731, fol. 104v,
Eὐαγγελίσασθαι αὐτῇ: β΄ πους, plagal of the second mode: Ζak. 7, p. 436, and
ΜPΤ 731, fol. 106r,
Ἀπεστάλη δοῦλος ἀσώματος: γ΄ πους, first mode: Zak. 7, p. 437, and ΜPΤ
731, fol. 107v,
Χαῖρε θρόνε πυρίμορφε: δ΄ πους, first mode: Zak. 7, p. 438, and ΜPΤ 731, fol.
112r,
Xαῖρε ὄρος ἀλατόμητον: ε΄ πους, second mode: Zak. 7, p. 439, and ΜPΤ 731,
fol. 114v.
[For the exegesis, cf. Stathes 19922, 184].

Another old sticheron ascribed to Kassia in A 139 sup. is Τοὺς φωστῆρας τοὺς

μεγάλους τῆς ἐκκλησίας, in honor of Sts Apostles Peter and Paul (29th june):

The text of the old sticheron in the first mode runs as follows:
Τοὺς φωστῆρας τοὺς μεγάλους τῆς Ἐκκλησίας, Πέτρον καὶ Παῦλον
εὐφημήσωμεν·
ὑπὲρ ἥλιον γὰρ ἔλαμψαν, ἐν τῷ τῆς πίστεως στερεώματι, καὶ τὰ ἔθνη ταῖς
ἀκτῖσι τοῦ κηρύγματος, ἐκ τῆς ἀγνοίας εἰς τὴν θείαν γνῶσιν ἐπανήγαγον,
ὁ μὲν τῷ σταυρῷ προσηλωθείς, πρὸς οὐρανὸν τὴν πορείαν ἐποιήσατο, ἔνθα
τῆς βασιλείας, παρὰ Χριστοῦ τὰς κλεῖς ἐγκεχείριστο,
ὁ δὲ τῷ ξίφει ἀποτμηθείς, πρὸς τὸν Σωτῆρα ἐκδημήσας, ἐπαξίως μακαρίζεται,
καὶ ἀμφότεροι τὸν Ἰσραὴλ καταγγέλλουσιν, ὡς εἰς αὐτὸν τὸν Κύριον, χεῖρας
ἀδίκως ἐκτείναντα.
Διὸ εὐχαῖς αὐτῶν, Χριστὲ ὁ Θεὸς ἡμῶν, τοὺς καθ’ ἡμῶν κατάβαλε, καὶ τὴν
ὀρθόδοξον πίστιν κράτυνον, ὡς φιλάνθρωπος.
Kalophonic transformation:
Τοὺς φωστῆρας τοὺς μεγάλους: στιχηρὸν πρὸς τὸ «Ἀναστάσεως ἡμέρα»,
μεταβληθὲν παρὰ Μανουὴλ τοῦ Χρυσάφου, first mode: Zak. 7, pp. 538-540,
and ΜPΤ 732, fols. 1r-5r
[For the exegesis, cf. Stathes 19922, 187].
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Ψυχαὶ δικαίων, in honor of the Sts Maccabees (1 august), see the next section.

Finally, the most wellknown sticheron by St Kassia, Κύριε ἡ ἐν πολλαῖς ἁμαρτίαις

περιπεσοῦσα γυνή, for Wednesday in the Holy Week, at the commemoration of

the Woman who ointed the feet of Our Lord with myrrhon, was reshaped in the
kalophonic style:
The text of the old sticheron, plagal of the fourth mode:
Κύριε, ἡ ἐν πολλαῖς ἁμαρτίαις περιπεσοῦσα Γυνή, τὴν σὴν αἰσθομένη
Θεότητα, μυροφόρου ἀναλαβοῦσα τάξιν, ὀδυρομένη μύρα σοι, πρὸ τοῦ
ἐνταφιασμοῦ κομίζει.
Οἴμοι! λέγουσα, ὅτι νύξ μοι, ὑπάρχει, οἶστρος ἀκολασίας, ζοφώδης τε καὶ
ἀσέληνος, ἔρως τῆς ἁμαρτίας. Δέξαι μου τὰς πηγὰς τῶν δακρύων, ὁ νεφέλαις
διεξάγων τῆς θαλάσσης τὸ ὕδωρ·
κάμφθητί μοι πρὸς τοὺς στεναγμοὺς τῆς καρδίας, ὁ κλίνας τοὺς οὐρανούς,
τῇ ἀφάτῳ σου κενώσει· καταφιλήσω τοὺς ἀχράντους σου πόδας, ἀποσμήξω
τούτους δὲ πάλιν, τοῖς τῆς κεφαλῆς μου βοστρύχοις, ὧν ἐν τῷ Παραδείσῳ
Εὔα τὸ δειλινόν, κρότον τοῖς ὠσὶν ἠχηθεῖσα, τῷ φόβῳ ἐκρύβη.
Ἁμαρτιῶν μου τὰ πλήθη καὶ κριμάτων σου ἀβύσσους, τίς ἐξιχνιάσει ψυχοσῶστα
Σωτήρ μου; Μή με τὴν σὴν δούλην παρίδῃς, ὁ ἀμέτρητον ἔχων τὸ ἔλεος.
Kalophonic transformation:
Κύριε, ἡ ἐν πολλαῖς ἁμαρτίαις: Μελέτιος μοναχός, plagal of the fourth
mode, Zak. 7, pp. 773-775, and ΜPΤ 733, fols. 246r-251r

[For the exegesis, cf. Stathes 19922, 196].
III. The kalophonic settings derived from the old sticheron
Ψυχαὶ δικαίων - The souls of the righteous
Ιn this section we would like to look closer at the kalophonic craftmanship as
testified in the sticheron Ψυχαὶ δικαίων. The old sticheron is a remarkable piece
of Byzantine hymnography written with a strong poetical vein, in honor of the
Maccabees, their mother Solomoni and their teacher Eleazar (cf. Macc. I-III and
Sap. 3,1-9).5 The Maccabees were very beloved in Byzantium and represented an
ideal for the soldiers, as Christopher Walter points out in his book about the
Warrior Saints in Byzantine Art and Tradition [2003, 11-12].6
5. The beginning of the sticheron is inspired by the first line from the reading from Sapientia Salomonis 3,1,
Δικαίων ψυχαὶ ἐν χειρὶ Θεοῦ: cf. Høeg and Zuntz, 1970, 567.
6.
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In the Sticherarium Ambrosianum, the Maccabees are represented with six
stichera (SAV nos. 691-696). The largest one, Ψυχαὶ δικαίων in the plagal of
the fourth mode (SAV no. 696, Rochow no. 47 d.), is ascribed to Eikasia in
the Sticherarim Ambrosianum, while the official Menaion nowadays in use
mentions Kosmas the Monk as its author.7
The text of the old sticheron, with insertion of numbers indicating the musicalpoetical phrases (kola) according to the resting or leading-on cadences found
in ms A139 sup., fol. 158r-v, is given below:8
I. (1) Ψυχαὶ δικαίων (2) ἐν χειρὶ Κυρίου, (3) καθάπερ Ἀβραάμ, καὶ Ἰσαάκ, καὶ
Ἰακώβ, (4) οἱ πρὸ νόμου προπάτορες, (5) καὶ Μακκαβαίων πρόγονοι, (6) τῶν
νῦν εὐφημουμένων παρ’ ἡμῶν.
II. (7) Οὗτοι γὰρ οἱ καρτερόψυχοι, (8) Ἀβραμιαῖοι ὑπάρχοντες, (9) τὴν πίστιν
ἐζήλωσαν, (10) τοῦ ἑαυτῶν προπάτορος Ἀβραάμ, (11) καὶ μέχρι θανάτου (12)
ἠγωνίσαντο (13) δι’ εὐσέβειαν·
III. (14) εὐσεβῶς (15) γὰρ συντραφέντες, (16) καὶ ἐννόμως συναθλήσαντες,
(17) τὴν ἀσέβειαν διήλεγξαν (18) τοῦ ἐπαράτου Ἀντιόχου, (19) καὶ μηδὲν
προτιμήσαντες (20) τῶν τῆς παρούσης ζωῆς, (21) διὰ τὴν αἰώνιον, (22) πάντα
Θεῷ ἀνέθεντο, (23) ψυχήν, (24) ἀνδρείαν, αἴσθησιν, (25) σῶμα ἁπαλόν, (26)
καὶ ἀμοιβὰς (27) τῶν ἁγνείᾳ τεθραμμένων.
IV. (28) Ὢ ῥίζης εὐσεβοῦς! (29) ἐξ ἧς ὑμεῖς ἐβλαστήσατε Μακκαβαῖοι, (30)
Ὢ μητρὸς ἁγίας! (31) τῆς τετοκυῖας [τεξαμένης Α139] (32) τὸν ἰσάριθμον
(33) τῆς ἑβδομάδος ἀριθμόν.
V. (34) Ἀλλ’ ἱκετεύομεν (35) ὑμᾶς Μακκαβαῖοι, (36) σὺν τῇ μητρὶ ὑμῶν
Σολομονῇ, (37) καὶ τῷ σοφῷ (38) ἱερεῖ Ἐλεαζάρῳ, (39) ὡς παριστάμενοι
[ὅταν παραστῆτε Α139, Mηναῖον Αὐγούστου, 10] (40) Χριστῷ τῷ Θεῷ, (41)
δι’ ὃν κεκοπιάκατε, (42) τοὺς πόνους τῶν καρπῶν ὑμῶν (43) ἀπολαύοντες
[ἀπολαβεῖν παρ’ αὐτοῦ A139], (44) ἐκτενῆ ἱκεσίαν ποιήσατε (45) ὑπὲρ τῆς
ἀνθρωπότητος·
VI. (46) ποιεῖ γὰρ ὅσα βούλεται, (47) καὶ πληροῖ τὰ θελήματα ὑμῶν, (48) τῶν
φοβουμένων αὐτόν.

Maccabeus, HWV 63) and P. Torri (Oratorio Le martyre des Maccabees):
https://imslp.org/wiki/Judas_Maccabaeus%2C_HWV_63_(Handel%2C_George_Frideric) (29.1.2021).
https://cavema.be/en/discography/choeur-de-chambre/109-le-martyre-des-maccabees-pie (29.1.2021).
7. Cf. Μηναῖον Αὐγούστου, 20022, 9. For the attribution of compositions by St Kassia to St Kosmas, cf. Papagiannes
2008, 389-391.
8. Τext and interpunctuation from Ἑλληνικὰ λειτουργικὰ κείμενα, and compared to A 139 sup., fol. 158r-v and
Μηναῖον Αὐγούστου, 20022, 9-10. The bolded words indicate the beginning of the podes in the kalophonic version
of the sticheron.
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In plate 4 (p. 138) one can observe the old sticheraric texture with its
characteristic melodic formulas carefully intervowen with the words of the
first period of the piece (kola 1-6).
Through slow exegesis, the forty-eight kola of the old sticheron are expanded
and subdivided, in order to support the melismatic texture of the piece (cf. the
beginning of the sticheron in plate 5, p. 139).
The text of the old sticheron gave birth to a long kalophonic piece divided into
three feet (πόδες) plus the final part sung by the choir:
Ψυχαὶ δικαίων: Κωνσταντῖνος Μαγουλάς, plagal of the fourth mode, Zak. 7,
p. 610, and ΜPΤ 732, fol. 199r,
Εὐσεβῶς γὰρ συντραφέντες: β΄ πους, fourth mode, Zak. 7, p. 612, and ΜPΤ
732, fol. 203r,
Ψυχὴν ἀνδρείαν: γ΄ πους, second mode, Zak. 7, p. 613, and ΜPΤ 732, fols.
206r-211v,
on Ὅταν παραστῆτε starts the ἀπὸ χοροῦ part, where the last section of
the non-kalophonic sticheron was sung. In Zak, 7, p. 614, only the phrase
ὅταν παραστῆτε Χριστῷ is given, with a slight overworking of the melody
on the first two words, in order to produce a smooth transition from the
kalophonic to the old style.

late Middle-Byzantine notation from Zak. 7 and the slow exegesis in MPT 732.
In the first two feet, the melody moves in the family of the fourth mode: plagal
and authentic, while the third foot begins in the second authentic mode and
modulates to nana (third mode). In the slow exegesis several transpositions are
performed (the third foot in the second mode begins on Ni [C], and the nanasection occurs from low ke [A]), thus setting an intonational challenge to the
chanter. In the apo chorou section, the initial modal coordinates are smoothly
restored, by coming back to the plagal of the fourth mode on Ni (C).

[For the exegesis, cf. Stathes 19922, 190].
Τhe composer of the kalophonic piece is Konstantinos Magoulas, a
contemporary of St John Koukouzeles, from the first half of the fourteenth
century [Stathes 1975, μθ΄]. 9
In plate 6 (pp. 140-147) the beginning of the piece is given (the correspondence
to the six kola forming the first period of the non-kalophonic sticheron, which
in the kalophonic version counts thirty-six kola), together with a transnotation
of its metrophonic structure and microsyntactical analysis.
Plate 7 (pp. 148-149) shows a sample with the slow exegesis by Chourmouzios,
along with an analysis of the exegetical craftmanship for the kalophonic style,
for selected kola from the beginning of the first kalophonic foot.
Shifting focus from the detail to the overall structure of the three feet, one
can observe that the highly melismatic kalophonic texture is intertwined with
subtle modulations. In order to explore them more easily, plate 8 (pp. 150-153)
contains a macrostructural modal analysis of the entire piece, based on the
9. For the characteristics of kalophonic pieces, cf. Stathes 19922, 66-71, 147-160 and Anastasiou 2005. The
first author defines the general morphological structure of kalophonic pieces as «introduction+ main part (text kratema) + end». Τhe introduction can be short (a) or with an extended echema or kratema (b). Τhe main part can
eventually present subdivisions, operated with the insertion of kratemata. Each of the three feet of the kalophonic
piece under investigation can be allocated to the following type: introduction b, and main part without further
subdivisions [Stathes 19922, 154-155, 190].
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IV. Conclusions
Τhis brief preliminary investigation about stichera of St Kassia as seen
through the eyes of kalophonic composers was based on a comparative study of
the Sticherarium Ambrosianum A 139 sup. and the Kalophonic Sticherarion/
Mathematarion Zakynthos 7. It revealed six old stichera which became subjects
of kalophonic transformations, resulting into seventeen pieces.10
The old-style composition Ψυχαὶ δικαίων, ascribed to St Kassia in the
Sticherarium Ambrosianum, presents forty-eight kola, which in Magoulas’
kalophonic setting are expanded to three feet (plus apo chorou final section
in the old style). The kalophonic work goes hand in hand with strong
multiplications of the old kola, with repetitions of words/sentences, the socalled anagrammatismoi. Thus, for instance, the old first kolon presents in
total twenty one kola in the kalophonic setting (cf. plate 6, kolon 1.1 with the
first syllable of the sticheron Ψυ- [pronounced Psi-], prolongued to a kratema
on the phoneme i, as titi…, kola 1.2-1.17, restarted after the kratema as ψυχαὶ
δικαίων in kolon 1.18 [current kolon no. 18], and repeated after kola 2.1 and 3.13.4 as 1.19 [current no. 24], and again after kola 2.2-2.3 and 3.5-3.6 as 1.20 and
1.21 [current nos. 30-31]).
Concerning the musical texture, the oligotonic surface in Kassia’s old sticheron
is transformed into a highly melismatic texture already in the Middle-Byzantine
notation of the kalophonic setting by Konstantinos Magoulas, with the fabric of
kalophonic formulas such as diplopetasthon, tromikoparakalesma, krousma,
antikenokylisma and many others, as well as with the inclusion of kratemata.
One could also observe the difference in the exegetical handling of the two
styles: according to the dromos organikos for the old sticheraric style, an ars
antiqua bizantina, and according to the melos argon in the ars nova bizantina,
to borrow a term coined by Williams [1968, 388] for Byzantine kalophony: cf.
plate 9 (p. 154).
As to the modal plan, the old sticheron moves in the sphere of the plagal
of the fourth mode, with few modulations only, whereas the three feet
10.

This number reflects a counting where the kalophonic feet are taken as separate pieces.
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of the kalophonic piece present an expanded modulation plan including
transpositions. Their understanding is made possible more plenary by studying
in parallel the corresponding exegeses by Chourmouzios Chartophylax. They
lead the musicologist and chanter into the realm of oral tradition and trace
paths for finding solutions also for advanced levels of complexity, as displayed
by the kalophonic style.
These are only some preliminary investigations about St Kassia’s transmission
in the kalophonic era. Current joined investigations conducted by scholars11
in different countries about her oeuvre in liturgical and musical sources will
hopefully contribute to reveal in the coming years many hitherto unknown
aspects of the greatest Byzantine poetess, the one who enshrined her love for
the divine beauty in immortal sung poetry.12
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Plate 2.
Overview of the extant works of St Kassia – an open list.

Hymnography

Canons: 2
1. Κανὼν ἀναπαύσιμος εἰς κοίμησιν, ἦχος πλ. δ΄
2. Τετραῴδιον, Μεγάλου Σαββάτου, ἦχος β΄
[Krumbacher 1897. Rochow 1967, 55-40. Tripolitis 1992, 80-105]
Stichera: 21/23 opera genuina, 25/26 opera dubia, 10 opera falsa
[Rochow 1967, 32-58. Touliatos-Banker 1984, 67-80. Tripolitis 1992,
2-79. Δετοράκης 2003, 467-470].

Secular poetry
[cf. Krumbacher 1897.
Δετοράκης 2003, 470-473.
Tripolitis 1992, 106-141.
Rochow 1967, 59-72].

Fragments only
–

261 Byzantine dodecasyllable verses: Γνῶμαι (epigrams)

–

the most well-known ones: 28 iambic trimeters beginning with
the word «μισῶ - I hate». Also epigrams about monastic life,
following models by St Theodore the Studite

–

topics: virtue, friendship, interhuman relationships, richness,
beauty, happiness, distress a.o.

11. Cf. the concert Hymns of Kassianë, Cappella Romana, conductor Alexander Lingas:
https://cappellaromana.org/concert/hymns-of-kassiane/ (29.1.2021).
12. Acknowledgement: Many thanks to Dr. Athanasios Trikoupis and to the staff of the Manuscript Department of
the National Library of Greece for the possibility to consult the manuscript sources relevant for this study.
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Plate 3.
The stichera ascribed to Kassia in the Sticherarium Ambrosianum A 139 sup. (A.D. 1341 [Perria and
Raasted eds. 1992]). All stichera mentioned above are included in the official liturgical books of the
Orthodox Church. Those with incipits in bold letters (on a coloured background) became subjects
of kalophonic transformations during the 14th and 15th centuries (cf. ms Zakynthos 7). The SAV
numbers according to Troeslgård [2003]. The numbers in the fifth column are given according to
Rochow [1967, 40-57]. A d(ubium) close to the number indicates that the ascription to Kassia is not
found unanimously in the sources accessed by Rochow. For the exegesis cf. also Stathes [2006, vol.
2, 229-325].
Incipit,
folio-nos. in A139

Mode

Ascription
in A139

Call- nos.
(SAV)

Rochow Feast
nos.

Exegesis

Ἐκ ῥίζης ἀγαθῆς
ἀγαθὸς ἐβλάστησε,
fol. 3r-v

β΄

Κασί(ας)
μοναχῆς

11

27 d.

1 sept.,
St Symeon the Stylite

ΜPΤ 707,
fols.
20r-21v

Ἡ τῶν λειψάνων σου
θήκη πανεύφημε,
fols. 3v-4r

β΄

Κασί(ας)

13

28 d.

1 sept.,
St Symeon the Stylite

ΜPΤ 707,
fols.
23v-24v

1 sept.,
St Symeon the Stylite

MPΤ 707,
fols.
25r-26v

24 sept.,
St Thekla

ΜPΤ 707,
fols.
194r-196v

8 oct.,
St. Pelagia

ΜPΤ 707,
fols.
281v-283r

Ἠγάπησες θεοφόρε τὴν β΄
ἀνωτάτω φιλοσοφία,
fol. 4r

(Κασίας μ)
οναχῆς

14

Νυμφίον ἔχουσα ἐν
οὐρανοῖς,
fols. 20v-21r

β΄

Κασί(ας μον)
αχ(ῆς)

92

Ὅπου ἐπλεόνασεν ἡ
ἁμαρτία,
fols. 29v-30r

δ΄

Εἰκασί(ας)

136

–

29 d.

30 d.

Ἡ Ἔδεσσα εὐφραίνεται, β΄
fols. 50v-51r

Κασί(ας μον)
αχ(ῆς)

Ὑπὲρ τὴν τῶν Ἑλλήνων δ΄
παιδείαν,
fol. 67r

Εἰκασί(ας μον) 291
αχ(ῆς)

6

Τὴν πεντάχορδον
λύραν,
fol. 67r-v

δ΄

τ(ῆς) αὐτ(ῆς)

292

Αὐγούστου
μοναρχήσαντος ἐπὶ
τῆς γῆς,
fol. 80r-v

β΄

Κασί(ας)

349

Παράδοξον θαῦμα
πλ. δ΄
γέγονεν ἐν τῇ ἀθλήσει,
fol. 117v

136

Εἰκα(σίας)

228

528

4

15 nov.,
MPΤ 708,
Sts Gourias, Samonas fols.
and Abibos
116r-120r
13 dec.,
Sts Eustratios,
Auxentios,
Eugenios, Mardarios
and Orestes

ΜPΤ 708,
fols.
238r-239r

5

13 dec.,
Sts Eustratios,
Auxentios,
Eugenios, Mardarios
and Orestes

ΜPΤ 708,
fols.
235v-238r

7

25 dec.,
Christmas

ΜPΤ 708,
fols.
304r-305r

37 d.

5 febr.,
St Agathe

MPΤ 709,
fols.
95v-96r

Καταλιποῦσα τὰ
τερπνὰ καὶ ποικίλα
τοῦ βίου,
fol. 120r

Εἰκα(σίας)

539

38 d.

1 march,
St Eudokia

MPΤ 709,
fols.
102v-103r

Ἀπεστάλη ἄγγελος
α΄
Γαβριὴλ οὐρανόθεν ἐκ
Θεοῦ,
fols. 122v-123r

Κασί(ας)

551

39 d.

25 march,
Annunciation

MPΤ 709,
fols.
111v-113r

Τὰ τῆς ψυχῆς
θηρεύματα,
fol. 125v

β΄

Κασί(ας)

560

40 d.

1 april,
St Mary of Egypt

MPΤ 709,
fols. 120r-v

Τοὺς φωστῆρας
τοὺς μεγάλους τῆς
ἐκκλησίας,
fols. 138v-139r

α΄

Κασί(ας)

617

23

29 june,
Sts Apostles Peter
and Paul

MPΤ 709,
fols.
164v-166r

Ὄλβον λιποῦσα
πατρικόν,
fols. 152v-153r

δ΄

Εἰκασίας

675

43 d.

24 july,
St Christine

MPΤ 709,
fol. 205r-v

Σταυρὸν ὡς ὅπλον
κραταιόν,
fol. 153r

δ΄

Εἰκασίας

676

44 d.

24 july,
St Christine

MPΤ 709,
fols.
205r-206r

Ἐθαυματούργησε
Χριστὲ τοῦ Σταυροῦ,
fol. 153r-v

δ΄

Εἰκασίας

677

45 d.

24 july,
St Christine

No exegesis
found in
MPΤ 709

Ψυχαὶ δικαίων ἐν
χειρὶ Κυρίου,
fol. 158r-v

πλ. δ΄

Εἰκασί(ας)

696

47 d.

1 aug.,
Sts Maccabees

MPΤ 709,
fols.
218r-220r

Ὅτε ἐξεδήμησας
Θεοτόκε Παρθένε,
fols. 165v-166r

δ΄

Εἰκασί(ας μον) 722
αχ(ῆς)

48 d.

15 aug.,
Dormition of the
Most Holy Theotokos

MPΤ 709,
fols.
244r-245v

Ὦ ζεῦγος ἅγιον καὶ
ἐκλεκτόν,
fol. 169r-v

πλ. β΄

Εἰκασί(ας μον) 733
αχ(ῆς)

49 d.

26 aug.,
Sts Hadrian and
Natalia

MPΤ 709,
fols.
257r-258r

Κύριε ἡ ἐν
πολλαῖς ἁμαρτίαις
περιπεσοῦσα γυνή,
fol. 230r-v

πλ. δ΄

Κασί(ας)
μοναχ(ῆς)

3

Great Wednesday,
Matins

MPΤ 715,
fols.
148v-150r

πλ. β΄

–
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Plate 4.
The first period (kola 1-6) with the ‘invitatorium’ – call for commemoration of the Maccabees, in the
sticheron Ψυχαὶ δικαίων, in the plagal of the fourth mode, ascribed to Eikasia in the Sticherarium
Ambrosianum A 139 sup., f. 158r, A.D. 1341 [Perria-Raasted 1992]. Fully developed Middle Byzantine
notation, supplied with alphabetical transnotation and elements of microsyntactical analysis (names
of formulas below the transnotation [Alexandrou 2017, 286, 817, 821, 839]) and identification of
musical rhetorical devices (kolon 3 [Chrysanthos 1832, § 420]).

Plate 5.
The beginning of the sticheron Ψυχαὶ δικαίων, in the plagal of the fourth mode, according to the
Sticherarium Ambrosianum (fully developed Middle Byzantine notation, A.D. 1341, with transnotation
on staff and microsyntactical analysis) and the slow exegesis by Chourmouzios the Archivarian into
New Byzantine notation (Metochion Panagiou Taphou 709, first half of the 19th cent.), supplied with
schematic transcription on staff and generative analysis [For the special alteration signs used for the
indication of microintervals, for a catalogue of old formulas used in the microsyntactical analysis and
for the methodology of the generative analysis, cf. Alexandrou 2017, 808-856, 866-873 and example
under the first key on p. 880].

Εἰκασί(ας)

I.A.1.

χαὶ

G

Gc

δι- καί-ων,
c

d

ἐν χει-

2.

bcb

dyo

a

ρὶ

d

xeron klasma

Κυ- ρί- Όυ·

bcb

a

κα- ϑά- περ

Ἀ-βρα- ὰμ καὶ Ἰ- σα-

ὰκ

καὶ

G

G

bc

a

bc

a

a

bc

a

G

a

Όἱ

πρὸ

νό- μΌυ πρΌ- πά-

τΌ-

ρες·

G

bc

d

cd

d

d

dyo

diple

c

b

orthion

5.

καὶ

Μακ-κα- βαί- ων

e

e

a

bc

da

a

τῶν νῦν
b

εὐ-

a
klasma

138

φη- μΌυ-

EFa a

ca

A139 sup.,
f. 158r
fully developed
mb notation

G

aFa

κώβ·

(13 syllables)

G

bareia meta diples

(8 syllables)

(8 syllables)

EBE
MPT 709, f. 218r
exegesis by
Chourmouzios in
the New System

Generative
analysis of the
slow exegesis

beats per syllable

8

12

a

bareia meta diples,

D.6.

Ἰ- α-

πρό- γΌ- νΌι·
c

Microsyntactical
analysis

(5+6 syllables)

ba G

xeron klasma orthion

oxeia and darta, repeated 3 times: EPANALEPSIS

C.4.

ST KASSIA THROUGH THE EYES OF BYZANTINE COMPOSERS

Sticheron for the Sts Maccabees (1 august), ascribed to St Kassia in A139
Old style

υ-

B.3.

–

diple

μέ-

νων

παρ᾿

bc

a

G

bareia meta oxeias

ᾑ-

aFa

μῖν·

(11 syllables)

ambitus per syllable

3 voices (fourth)

4 voices

G

bareia meta diples
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Plate 6.1.
The kalophonic sticheron Ψυχαὶ δικαίων, composition by Konstantinos Magoulas, according to ms.
Zakynthos 7 (middle of the fifteenth century, late Middle Byzantine notation), with transnotation
of the metrophonic structure of the piece and elements of microsyntactical and music-rhetorical
analysis. Introduction with text and beginning of the kratema.

Plate 6.2.
Continuation of the initial kratema.
For the formula of the antikenokylisma, cf. Alexandrou 2017, 811.

6-8
Kola
current
nos.

–

ST KASSIA THROUGH THE EYES OF BYZANTINE COMPOSERS

anabasis diple

bareia aporrhoe
tromikon

bareia+petaste*

diple

Introduction
Text
diple

1

aporrhoe
bareia

apoderma

*(correspond to formulas of antikenokylisma,
but without subsidiary sign)

9-10

2-3

bareia

diple

darta

tromikon

kratema

bareia

antikenokylismata without subsidiary

strangismata

11-13

bareiai meta oxeion

diple, anabasis, psephistokatabasma

Palillogia
anabasis

140

anabasis

Kratema
aporrhoe

4-5

parakletike strangismata

aporrhoe

homalon

homalon

bareia meta oxeias
diple
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Plate 6.3.
End of the initial kratema.

Plate 6.4.
Continuation of the previous example, with beginning of the main part of the first foot of the
kalophonic sticheron. The kolon-numbering close to the neumes reflects the derivation of the
respective kola from the text of the non-kalophonic sticheron Ψυχαὶ δικαίων.

14-16

17

bareia
diplopetasthon bareia
diple aporrhoe
anabasis pelaston strangismata diple
					psephiston
			(psephistokatabasma)

parakalesma lygisma

apoderma

–

ST KASSIA THROUGH THE EYES OF BYZANTINE COMPOSERS

Main part
18

dyo

19

κρούσματα

20-21

bareia

bareia meta oxeias parakalesmata

διπλή

Palillogia
tromikoparakalesmata

142

διπλοπέτασθον

diple

bareia meta oxeias parakletike
kratema

tromikoparakalesma
bar. m. oxeias
kratema
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Plate 6.5.
Continuation of the main part.

Plate 6.6.
Continuation of the main part.

22-23

bareia+tromikon anabasis psephistokatabasma
diple
darta

homalon

bareia meta oxeias

27

28-29
24

anabasma

144
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diple

tromikoparakalesma

darta

diple

parakalesma darta anastama tromikon (antikenokylisma)
bareia meta oxeias

30-31
25-26

–

bareia+tromikon
bareia apoderma
bareia meta oxeias

tromikon strepton
lygisma
bareia bareia meta oxeias, pelaston

parakalesma tromikon

bareia

diple

lygisma

bareia

psephiston antikenoma
(antikenokylismata)
anabasis tromikon

diple

psephistoparakalesma
parakalesma
(antikenokylisma)
diplai
diple
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Plate 6.7.
Continuation of the previous example.

Plate 6.8.
Continuation of the previous example.

32-33

Apodosis (k. 4.1 and 4.2. end with same formula)
darta

34

146

diple

(antikenokylisma)
bareiai meta oxeion

bareia

ST KASSIA THROUGH THE EYES OF BYZANTINE COMPOSERS

anabasis psephistokatabasma
homalon bareia meta oxeias
darta lygisma

diple

Palillogia
bareia

35

lygisma bareia

36

–

bareai meta oxeias parakletikai
anabasis

tromikon

kratema diple+parakalesma
bareia meta oxeias
tromikoparakalesma
kratema
diple
bareia+tromikon
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Plate 7.1.
The beginning (kola 1.1, 1.2 and 1.18) of the sticheron Ψυχαὶ δικαίων, in the plagal of the fourth
mode, according to the Mathematarion Zakynthos 7 (middle of the 15th century, late Middle
Byzantine notation, with transnotation on staff and microsyntactical analysis) and the slow exegesis
by Chourmouzios the Archivarian into New Byzantine notation (Metochion Panagiou Taphou
732, around 1830 [Stathes 2016, vol. 2, p. 167]), supplied with schematic transcription on staff and
generative analysis.

Plate 7.2.
Continuation of the previous example, with kola 1.2.1 and 1.18.

Microsyntactical analysis
Κωνσταντίνου τοῦ Μαγουλᾶ

Exegesis

Generative analysis of the slow exegesis
beats per phrase

23

28

beats per phrase

12

ambitus per phrase

5v.

3v.

ambitus per phrase

3v.

148

6

1

12

7v.
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Plate 8.1
Modal challenges in the kalophonic sticheron Ψυχαὶ δικαίων by Konstantinos Magoulas
(see following pages for description)

Plate 8.2
Modal challenges in the kalophonic sticheron Ψυχαὶ δικαίων by Konstantinos Magoulas
(see following pages for description)
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Plate 8.1.
A macrostructural modal analysis of the kalophonic setting of Ψυχαὶ δικαίων in the plagal of
the fourth mode, based on Zak. 7, pp. 610-615, MPT 732, fols. 199r-211v. Troelsgård 2011, 6770; Alexandrou 2017, 446, 450-451, 453, 458, 460, 491; Panagiotopoulos 20037, 174, 182, 191;
Euthumiades 20065, 215; Karas 1982, vol. II, 271-272; Mauroeides 1999, 140.
In the first row, the signatures of the melodic steps of the plagal of the fourth mode and of the
fourth authentic mode are given for the low pentachord of these modes, according to Middle
Byzantine notation. Below they are transnotated into alphabetical notation (G a etc). On the first
staff the corresponding transnotation is shown, by using the barytone key (see also the names of
the tones in solmisation syllables sol, la etc.). The barytone key is used, in order to facilitate the
comparison with the slow exegesis which starts a fifth lower, from Ni. The corresponding names of
the notes in New Byzantine theory are written below the first staff (Nη, Πα etc.) and coincide with
the Western notes, if read in the violin key (C, D etc.). The second staff contains the transcription
of the plagal of the fourth mode according to the New Method, while including microintervals.
Below the second staff, the kanonion of the first pentachord of the plagal of the fourth mode and
of the fourth mode is given, according to the New Method, with the numeric indication of the
microtones (moria).

Plate 8.2.
The third foot of the kalophonic sticheron Ψυχαὶ δικαίων stands in the second authentic mode and
starts with an ison. While a first alphabetical transnotation could start on b and a transposition
to the lower fifth on E (see the letter transnotations below the signatures in the upper row), one
can observe through the comparative study of the Middle Byzantine notation of the piece with its
slow exegesis, that the third foot might have been meant to begin from the same pitch as the end
of the second foot, namely from G (see the first staff, by using the barytone key). In other words, a
transposition of the second mode to the lower third would be required, in order to match the end of
the first pous (G), with the ison-beginning of the second one (b). The exegesis in MPT 732, fol. 199r
indicates in its main signature the base Ni (see the first staff, if read in the violon key). The second
staff contains a transcription of the second mode according to the New Method, by indicating also
the microintervals, shown with their numeric values in the kanonion below the second staff.
A special case happens in the third foot, when a modulation from the chromatic second mode is
performed to diatonic nana. Towards the end of the first row one can see how the melodic pitch
corresponding to the mediant of the second mode (G#) has to be matched to the base of the plagal
of the fourth mode (G). A first unprecise approach would simply transnotate the nana-passus by
using the tetrachord G-a-b-c, loosing however in this way a semitone. A more precise attempt
would propose G#-a#-b#-c#, by respecting the requested diploparallage, thus resulting in a very
complicated transnotation. However, if we transpose the entire second foot a third lower (as
suggested by the slow exegesis), than the transposition would start instead of G# from E, leading
to a smooth transition to nana: see the first staff if read in the barytone key and the names of the
tones above the staff. If read in the violon key, the first staff shows roughly the correspondent notes
in the New Method (see also the names of the tones according to the New Method, written below
the first staff). For practical reasons, in order to facilitate the modulation, the chanter would apply
already from the note C a first level of pseudo-parallage, by naming that note a pseudo-Di. Thus,
we have in a descending movement: C-Bflat-A, sung as pseudo-Di-Ga-Vou. This pseudo-Vou is then
replaced on the same pitch (that is on low A), by pseudo-Ni, thus rising the nana-tetrachord as
pseudo-Ni-Pa-Vou-Ga (on the actual pitches A-B-C#-D). By going a step further and taking into
account also the microintervals of the second mode in the New Method (see the second staff and
the kanonia below), the result of the transposition of nana to low A would look very complicated in
Western notation. If reducing the last interval from low B flat to smoothly lowered A from 8 moria
to 6 only, than the transposition of nana would look much easier on staff. However, 2 moria would
be neglected by such a transcription. A well trained chanter of the New Method, familiar to the
use of pseudo-parallage, can perform such modulations with involved transpositions in an easy way
and with great accuracy, by shifting each time his musical thought to the sonorities of the requested
mode, through the use of the basic names of its parallage.13

13. For the information about the pseudo-parallage and its benefits in teaching the New Method, we would like to
thank the late Lycourgos Angelopoulos. This technique resembles to the practice of the Movable Do Solfege used
in modern music education with different kinds of music: cf. https://www.youtube.com/watch?v=aHaE5ThYAhg
(6.1.2020).
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ALEXANDROU

–

ST KASSIA THROUGH THE EYES OF BYZANTINE COMPOSERS

Plate 9.
A comparison between the old and kalophonic setting of the sticheron Ψυχαὶ δικαίων.

Literature Cited
Adamis 1966; Arida 2017; Arvanitis 1997; Athanasopoulos 2002; Alexandrou 2017;
Anastasiou 2005; Bourles 1999; Buchwald-Hohlweg-Prinz 19823; Chaldaeakes 2011;
Chrysanthos 1832; Daphnomeles-Themeles 2017; Detorakes 2003; Euthumiades 2006;
Garland 2006; Karas 1982; Kazhdan 1991; Korakides 2004; Krumbacher 1897; Lilie 2000;
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1982, 1987, Touliatos 1993, 1995; Tripolitis 1992; Troelsgård 2003, 2011; Tsirone 20022;
Tsolakides 20012; Wellesley-Toth 2016; Wellesz 19612; Williams 1968.

Old Byzantine style (‘Ars antiqua Byzantina’)
ascribed to Ikasia in the Sticherarium
Ambrosianum

Kalophonic style (‘Ars nova Byzantina’)
Composition by Konstantinos Magoulas

50 kola

3 feet, with strong multiplications per old kolon
(e.g. old kolon 1 = kalophonic kola 1.1-1.18).
Ends with last period of old sticheron apo chorou

Broadcasts, videos, recordings, concerts
Κασσιανή, η βυζαντινή ποιήτρια και συνθέτιδα - αφιέρωμα μουσικολογικό και καλλιτεχνικό,
2018, Δευτέρες της Τέχνης στο ΑΠΘ, Αίθουσα Τελετών του Αριστοτελείου Πανεπιστημίου
Θεσσαλονίκης, 29 may 2018, org. Alexandru Maria. https://www.auth.gr/video/25501

Plagal of the 4th mode, with few modulations
only

Foot I: plagal of 4th
Foot II: 4th
Foot III: 2nd
Apo chorou: plagal of 4th

Κασσιανή, Artistic presentation with musical program and text recitations, Rotonda of
Thessaloniki, org. Maurogianne Magda, 2018 [1.4.2018].

with internal modulations
and transpositions
(especially in the 3rd foot),
indicated by signatures and
phthorai

Highly melismatic texture in the Middle Byzantine
Oligotonic texture in the Middle Byzantine
notation, with insertation of many kratemata.Very slow
notation, with some melismas. Slow exegesis
exegesis (‘melos argon’).
(‘dromos organikos’), with many syllables
having the duration of eight syllables [cf.
Arvanitis 1997, 139. Αλεξάνδρου 2017, 584,
880 the exercise found by click on the first key].

Η Γυναίκα στην Ψαλτική Τέχνη, radio broadcast, Ραδιόφωνο της Κυπριακής Εκκλησίας ο
«Λόγος», org. Spanos Giorgos, 2017, https://www.youtube.com/watch?v=yStkJTTS1d0
1ο Συμπόσιο Ορθόδοξων Ψαλτριών & 1ο Φεστιβάλ Χορών Ψαλτριών «Αγία Καικιλία», Βόλος
2019, org. Mazera Sebaste.
https://acadimia.org/nea-anakoinoseis/deltia-typou/728-1-3?fbclid=IwAR1U_jA_
BkE_9t6Y3LpwAu2EhL6Rt1_nij_uyXyndBh2gJI4KOcJ13B9-zs
Choral Settings of Kassiani, 2011, compositions by Hatzis-Theodorakis-Moody-Mantzaros,
English Chamber Choir, Cappella Romana, Protheroe, Naxos Classics.
https://www.naxos.com/catalogue/item.asp?item_code=9.70039
https://mybyzantine.wordpress.com/2017/01/08/the-music-of-saint-kassiani-or-kassia-the-nun/
https://cappellaromana.org/concert/hymns-of-kassiane/
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