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Some Uninterpreted to the New Method and
Unpublished Compositions in Post-Byzantine Psaltic
Manuscripts. Katavasiai for the Sunday before
Christmas, Composed by Priest Antonios the
Nomophylax

Emmanouil St. Giannopoulos

Abstract: The three teachers (Chrysanthos, Gregorios and Chourmouzios)
established and taught the New Method of ecclesiastical music (1814-1820) and
interpreted an enormous corpus of Byzantine and post-Byzantine compositions to it.
However, while studying the psaltic manuscripts we also detect many musical works
of well-known composers which hadn’t been transcribed to this analytical musical
notation by them, nor by their posteriors. In the paper with the aforementioned title I
will present some interesting compositions of this category and I will focus on a
specific work of Antonios the priest which I transcribed in the nowadays musical
notation.

Keywords: Antonios the Nomophylax, Psaltic Art, New Method, Katavasiai
for the Sunday before Christmas.

It is well known that after 1815, when the establishment of the New Analytical
Method of musical theory and notation in the field of Byzantine and post-Byzantine
music took place, an enormous effort began to ensure that a basic and essential
corpus of compositions would be interpreted-transcribed! to this method in order to

1 The term "interpretation” corresponds to the Greek term «e&rjynomn» used for many centuries in
Psaltic art, stating the recording of a melody from a synoptic music notation (where the musicians had
to memorize and chant many musical phrases) to another more analytical and easier for the chanters,
which is an evolution of the older one. In the musicological research, the term is used by Greeks and
foreign musicologists (e.g. Grégorios Stathis, loannes Arvanités, Jergen Raasted, Christian Troelsgard,
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be available to the chanters. This musical corpus primarily consists of the necessary
musical works for the basic Services (Vespers and Matins) and the Divine Liturgy.
These are the hymns that are chanted daily, but in varying modes (like kekgagaria,
pasapnoaria [from the Book of Psalms], Cheroubic hymns, Communion hymns
[mainly from the Book of Psalms], etc) and the hymns from Parakletiki, the twelve
Menaia, the Triodion and Pentekostarion, mainly the idiomela and the heirmoi,
composed in the slow, moderate and short manner (argon, argosyntomon and
syntomon melos).

Additionally, the two main transcribers («e&nyntéc»), Greégorios who was the
Protopsaltés of the Ecumenical Patriarchate and Georgios Chourmouzios the
Archivist, also interpreted some other outstanding musical works (like the complete
works [«ATtavtar] of Petros Bereketes) and some other musical collections (like the
Kratématarion, or the Mathematarion). These works are of great importance, due to
their priceless musical value.

When we examine the exegeseis elaborated by Gregorios and Chourmouzios, we can
ascertain that they almost totally (over 80-90%) dealt with melodies composed by
eminent musicians who lived and acted in Constantinople, from the end of the 13 to
the beginning of the 19% century. This, of course, was very normal, as the
Constantinopolitan ecclesiastical music was the mainstream psaltic tradition with
widespread use in all orthodox areas and beyond.

On the other hand, we have to consider that it was impossible for the two
transcribers to be able to interpret to the New Method all the musical works
composed during the previous centuries. When Gregorios died very young in 1821,
Chourmouzios was left alone to work in this field, composing his personal musical
works, teaching his students and promoting his editorial tasks. Therefore, it comes as
no surprise that a great part of the compositions of the previous centuries written in
the older forms of the musical notation were not transcribed and remained
inaccessible to the musicians.

Three monks and well-educated musicians on Mount Athos (Matthaios, Nikolaos
and loasaf) also presented many exegeseis, originated from musical books that had
been already interpreted by Grégorios and Chourmouzios, along with some other
compositions from the rich psaltic tradition of the Holy Mountain. They were direct
or indirect students of Gregorios and Chourmouzios and we can notice that they

and others), even if some of the latter do not exactly mean the same thing. However, Greek
musicologists also use the original Greek word: "exegesis".
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have followed their method and style, while they have also imprinted the special
Athonite chanting expression.?

It is important to note that Chourmouzios in his exegeseis follows Grégorios” similar
work, but in a more embellished and analytical style, while Grégorios is more
restrained and austere in his interpretations.? The three monks follow Grégorios” and
Chourmouzios’ technique in interpreting the old musical formulas (theseis) to the
New Method. A strange fact is that after the death of Grégorios, Chourmouzios
interpreted many of the compositions that Grégorios had already transcribed in his
manuscripts,* while at the same time a significant number of melodies remained
written only in the older notation. In addition to this, the three monks also
transcribed extended musical books that had been already transcribed by the two
teachers in Constantinople.® It is unfortunate that they have not interpreted the
majority of the numerous compositions presented by Athonite monks during the 17t
and 18™ centuries, instead.

It appears that there were a lot of compositions that didn’t belong to the widely
acceptable tradition and maybe didn’t have a clear usefulness. Furthermore, it seems

2 Concerning the work of Matthaios, Nicolaos and Ioasaf, see some general references in I'oryoptov ©.
Ltabn, Ta mpwtoypapa tnc e&nynocwe eic v véav pébodov onuetoypadiac. A’ touoc. Ta
IlpoAeydueva (ABnvoa: Tdpupa Bulavtiviic MovowoAoyiag, 2016), pp. 273- 279. See also some
editions of Vatopedi monastery like MatOaioc Batonatdvoc. Eioaywyn otov Bio xat To épyo Tov,
(Aywov Opog, 2019). Concerning Nicolaos’ contribution to the Psaltic art, see MixarjA Ztoovurdkn, O
NuxoAaoc Aoxewapitne ko n ovupoAn tov otnv WYadtikn téxvn, Tooupa Bulavtiviic MovoucoAoyiag-
MeAétar 18 (AB1va, 2014).

3 See some clear references about the differences, and also some comparisons between the Grégorios’
and Chourmouzios’ exegeéseis in EpuavouA I'avvomovAov, «Iltvxéc touv épyouv tov I'ewpylov
Xovgpouliov, XagrodpvAakog tne M.X.E.» (paper at the International Conference H BuvCavtivn
Movowkny péoa amo v Néa MéBodo Tpadprc (1814-2014). Kabiépwon — IlpofAnuatiopol —
Ilpoonttixéc), Thessaloniki 2014, published in the book EppavourA I'iavvomovAov, H WaAtikn
Téxvn. Aoyoc xar uédog otn Aatpeia 1nc 0pBodoéne exxAnoiac. B (@eooalovikn: Kuvpuakidng,
2016), pp. 461-472. See also some detailed comparisons in two of my contributions in the edition
Mabnuatdapiov. Epunvevtikn xat povoirkodoyikn onovdn), ed. Kwvotavtivog Zxaguovtoog (Abrjva:
Ieoa Movn IapaxAntov, Qowndg Attikr|g, 2017), mainly the pages 355-356, 454-457.

4 As an example I mention that Grégorios interpreted the Whole Musical works of Petros Bereketés in
1817-18 (manuscripts of the National Library of Greece-Metochion of the Holy Sepulchre 744 and 754)
and Chourmouzios also presented the same compositions transcribed in 1837 (manuscript of the same
collection 712). A similar example is the Stichérarion composed by the bishop of New Patras
Germanos: Grégorios transcribed it in around 1820 (manuscripts of the same collection: 746, 755, 745),
while Chourmouzios finished his transcription of the same musical book in 1832 (manuscripts of the
same collection: 750, 747, 748, 749).

5 Again, as an example I mention that Nicolaos also transcribed the Stichérarion of Germanos (see
footnote 4) in 1825-1839 (manuscripts Mount Athos-Docheiariou monastery 469 and 327 [see
Yrgovprdkn, O NikdAaog Aoxetapitng, pp. 312-313]).
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that not all the compositions written in the old manuscripts have an unambiguous
way of interpreting. This is why Grégorios, Chourmouzios and the three monks
insisted in transcribing to the New Method compositions and complete musical
books from which they had a living chanting experience or at least a strong wake of
it.

We cannot be sure about the quota of Byzantine and Post-Byzantine compositions
that remained uninterpreted to the analytical notation after 1815, but I believe that it
is more than 50% or maybe 60% of the total.

Thus, there are specific chanting traditions which remained uninterpreted. In this
field I could mention the rich Cretan one (16*-17 centuries),® of which not even one
melody is transcribed to the New Method. We can say just or almost the same about
the unexplored tradition of Chios island during the 17" and 18% centuries, about the
similar tradition of Cyprus, or of Smyrne from 1740 to 1810,” the tradition of Lesvos
island from 1670-1800, and about many older and subsequent melodies composed in
Thessaloniki. Finally, as I have already mentioned, there is a strong artistic musical
creation on Mount Athos during the 17" and 18 centuries, to which we have no easy
access.

It sounds strange, but there are even some very interesting compositions or musical
books composed by famous Constantinopolitan musicians that haven’'t been
interpreted to the analytical notation. I mention here the Heirmologia of Karykes
(end of 16" century) and Mpalases (end of 17t century), the Anastasimatarion of the
precentor Daniel,® few melodies composed by Petros Bereketés, some compositions

¢ An analytical study of the Cretan ecclesiastical music of this period and of the great musicians who
lived in the island, can be found in the book EppavounA Xt. I'avvomovAov, H avOnon tne WaAtiknc
Téxvnc otnv Kpntn (1566-1669), Tdovpa BuCavtiviic MovowoAoyiag-MeAétar 11 (ABrva, 2004).

7 Like the compositions of the precentors of Smyrné Theodosios and Démeétrios Lotos, who had their
origin from Chios island. Some years ago, I found in a manuscript the Eleven heothina idiomela
composed by Theodosios in a short manner (syntomon melos, “ecclesiastical”). These are very
interesting compositions for many reasons, in a unique, as far as I know, manuscript. I interpreted the
first heothinon which was chanted in a lecture of mine in Boston in 2014 (“Orthodox liturgical music’s
breeze blows over the Aegean: Over one-thousand years of musical tradition in a sea with over a
thousand islands,” published in I'iavvomovAov, H WaAtikn téxvn, B', pp. 395-410).

8 As I recently supported, Grégorios and Chourmouzios didn’t transcribe the Heirmologion of
Bereketés and the Anastasimatarion of Daniél, because the similar musical books composed by Petros
the Peloponnesian in around AD 1770 have a much more successful musical expression of the
meanings of the hymns (EppavounA It I'avvémovAog, «Xoppewkta mepl Néag MeBddov g
EKKANOIAXOTIKNG HOLOKNG,» paper at the VI Congress Musicological-Psaltic “The Three Teachers,
Chrysanthos, Gregorios and Chourmouzios and the New Method of Byzantine musical notation-the
bicentennial, 1814/15-2015,” Institute of Byzantine Musicology, Athens 21-23 October 2015, published
in Synmthesis, e-journal of the Faculty of Theology of A.U.TH. Vol. 4, No 2 (2015), pp. 1-29:
http://ejournals.lib.auth.gr/synthesis/article/view/5174/5079 (accessed 15.1.2021). See also many
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of the precentor Ioanneés from Trebizon (11770), many compositions of Apostolos
Konstas (11840), and others. Furthermore, when consulting the musical manuscripts,
we can notice that there are few compositions of the genious musician Petros
Lampadarios the Peloponnesian (1t1778) and his student Petros precentor the
Vyzantios, which remained uninterpreted to the analytical notation till our days,
even though their entire musical work is fundamental in the post-Byzantine psaltic
tradition. Speaking about the compositions of Petros the Peloponnesian, I would like
to mention the Polyeleos Adyov dyaBov in plagal the first mode that has been
interpreted recently to the New Method as a composition of Petros the Vyzantios’
(though in musical manuscripts it is clearly attributed to Petros the Peloponnesian'?),
and, the idiomelon Tov fjAiov xpvypavta composed by him in a slow (argon)
sticheéraric genre, in the plagal of the second mode (according to the older liturgical
tradition). I would also like to mention the Great doxology in the second mode
composed by Petros the Vyzantios, recently interpreted by me.!!

I would also like to mention that around the years 1700-1730 some great musicians
like priest Antonios (who most likely served also as a Protopsaltés of the Ecumenical
Patriarchate),’” wrote manuscripts in which they gathered an analytical corpus of
compositions to be chanted in the Services. In these volumes we can find -I think for
the first time,- almost all the hymns of many Services set to music (Apolytikia,

comparisons between musical phrases of these musical works in my paper “Tracing the Sources of the
Enormous Oeuvre of the Famous Ecclesiastical Musician Petros the Peloponnesian (ca. 1735-11778),”
delivered in the International Musicological Conference. Musical Romania and the neighbouring cultures:
traditions, influences, identities, lasi 4-7 July 2013, published in: Muzica. Romanian musicology magazine,
serie noua, Anul XXVI, Nr. 3-4 (Aprilie-lunie 2015), pp. 121-142 and in my book H WaAtixn téxvn, B'.

? AxtAAéwg T XaAdawaxn, «Aoyov ayaBdv», Avatodne to mepmynua [MovoucoAoyikr] TeQlodik)
édoon], I (ABrjva, 2014), pp. 283-342.

10 Manuscripts of Tzangarolon monastery (Crete) 6 (also mentioned by XaAdaiakng, ibid.), Sinai 1460-
f. 25r, Collection of Simon Karas 86-f. 104r, and others.

11 This doxology was chanted in May 2017 in Thessaloniki, in a special musicological study dedicated
to Petros Vyzantios, and it was published in the printed Program of this event: Ilpoypaupa
MovaoikoAoyikne Xnovdne. Iétpoc o Bulavtiog, TlpwtopdAtne tne Ayiac tov Xpiotov MeyaAng
ExxAnoiac (1808). H Cwn xat To épyo tov. Ilagaockevr] 19 Maiov 2017. Potévra.

12 About Antonios and his remarkable musical activities, see EppavounA I'avvomovAov, «Avtwviog
tegevs kot Méyac Owovopog tne MeyaAng ExkAnolacg,» paper at the 2" Conference on Ecclesiastical
music in Crete island: The Psaltic Art in the contemporary ecclesiastical and social reality (Chania, 2-4
December  2016), published in  Synthesiss, Vol. 6, No 1, (2017), pp. 73-110:
file:///C:/Users/USER/AppData/Local/Temp/6803-18016-3-PB.pdf (accessed 15.1.2021) and in the
journal Amdotoroc Titog, IV, 39 (2019), pp. 115-145. Also: Epp. I'iaovvomovAov, «Enuavtika PpaAtied

xewoyoada tov 17° kat tov 18 awdva. Tavtion twv yoadéwv tovg, TaAaloyoadukr] ko
HovolKoAOYwK)  omovdawdtntae,»  Synthesis, Vol. 8 No 1 (2019), pp. 98-100:
file:///C:/Users/USER/AppData/Local/Temp/7719-20045-2-PB.pdf (accessed 15.1.2021).
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kathismata, Kanons [not only the heirmoi but also all the troparia in each Ode],
Exaposteilaria) and not only the idiomela. These manuscripts, like Antonios’
handwritten books Mount Athos-Hagiou Paulou monastery 129" and British Library
Add. 36744, or the Mount Athos-Docheiariou monastery 318, had great
importance in the evolution of the post-Byzantine chant, although unfortunately the
melodies they contain remain uninterpreted.

As a contribution to the systematic research and promotion of such uninterpreted but
very interesting compositions, in the second part of my paper I would like to focus
on a specific work. The manuscript of Ivéron monastery 968 was written and signed
by priest Antonios in the years 1724-1728.% Apart from a wide variety of
compositions, this manuscript also contains the heirmoi composed in the first mode
to be chanted as “Katavasiai” on the Sunday before Christmas, set to music by the
scribe.'” It is a composition of the slow Heirmologion, that has a lot of interesting

13 Tonyoptov ®. Xtd0n, Ta xetpdypada BvCavtivic povoikns. Aytov Opog. KataAoyoc mepry padikog
TV XELPOYpaPwy kwdixwy PulavTivic LOVOLKNG TV ATOKELUEVWY €V Tals BLAoOnKalc Twv Ltepwy
povav kar okntwv tov Ayiov Opovg, Topog I, Ieod Zvvodog tng ExkAnoiag g EAA&oc-Tooua
BuCavtivric MovokoAoyiag (AOnva, 1993), pp. 121-123. As I recently mentioned, this manuscript is
written by Antonios (see footnote 12).

4 EppavounA Zt. TI'avvémovAov, Ta xetpoypada BuvCavtvnie povoixknc-AyyAia. Ileptypadixoc
katadoyoc Twv xewpoypapwv VYadtikne Téxvne twv anokelpévoy otic fipAiodnkec tov Hvwuévov
BaoiAeiov, lepd Xvvodog e ExkAnoiag g EAA&dog-Tooupna Bulavtiviic MovoucoAoyiag, Lewpd
"KatdAoyol" (AOGrjva, 2008) [The Manuscripts of Byzantine Music. England. Descriptive Catalogue of
the Psaltic Art Manuscripts Preserved in the Libraries of the United Kingdom], pp. 90-93. Antonios
didn’t sign this manuscript, too. I identified him as the scribe of it, while I was preparing the analytical
catalogue of the musical catalogue preserved in U.K. Now I can say that the manuscript of the
monastery of Kossinitza 346 (now Dujcev 299) was also written by Antonios and contains similar
musical works to the British Library volume. It also contains some of Antonios’ compositions under
the inscription «1uétegov».

15 Tonyoptov ®. Xta0n), Ta yxetpdypada BvCavtvic uovoikic. Ayov Opoc. KataAoyog mepry pagikdc
TV XELPOY paPwy Kwdikwy PlavTivic LOVOLKNG TV ATOKELUEVWY €V Tals BLpAoOnkals Twv tepwv
povav kat oxntawv Tov Ayiov Opovg, Tépog B, Ieod Zvvodog tng ExkAnoiag tg EAAGdoc-Toouua
Bulavtiviic MovotkoAoylag (ABrva, 1976), pp. 358-360.

16 ¥w&0n, Ta xeipdypada BuCavtivic povoixnc. Ayiov Opog, I”, pp. 706-715.

17 In my extended presentation of Antonios musical work (see footnote 12), I also mentioned this
specific composition of the eight heirmoi and I pointed out some of its morphological features. The 1+,
3rd and 4™ odes of this composition were also written by Antonios in a fragment (one folio) preserved
in Constantinos Psachos’ collection (Gregorios” archive No 78A) at the University of Athens. In this
folio Antonios composed the final phrase of these three heirmoi using a more extended, but well-
known melody and not the final formula of the Ivéron manuscript. The full composition of these
heirmoi by Antonios is also preserved in other musical manuscripts, like the volume of the Museum
of Byzantine Culture in Thessaloniki 11 (without the composer’s name). A facsimile of the first folio of
this manuscript was published in EppavounA I'avvémovAov, H padtixn téxvn. Adyoc kar pédog
o1 Aatpeia e 0p8060énc exkAnoiag, 27 ed. (BecoaAovikn: University Studio Press, 2008), p. 312.
Finally, Dr. Ioannés Arvanités informed me that Simon Karas transcribed and chanted-recorded the
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aspects, given the fact that there is also another melody for the same hymns written
by Petros Bereketés (ca 1655-1720) and interpreted by Grégorios,'® which is very
popular among musicians. Antonios was in fact living in the same City
(Constantinople) as Bereketis and he was a contemporary of him, though a little
younger. He certainly was well familiar with Bereketés’ composition of these
heirmoi,"” however, he presented his own melodic contribution.

Here is the full text of these hymns, in Greek and English?:

Qon o’ 1st Ode
Xpiotoc év méder BnOAeéu Bpepovpyeitan In the town of Bethlehem Christ becomes an infant
TV UV OC EVOTIAQXVOS KALVOVPY WV GUoLy* as One Compassionate renewing our nature.
npoBvuwc devTE YNyeveic 1 Kapdia We who were born on earth come, let us gladly
aopa peAwdOV dowuev T Aeomoty sing in our hearts a tuneful song to the Master.
elc alwvag évdoéwe yap bedosaotal. For He is forever gloriously glorified.
Qony 3rd Ode
TYuédowv dvapye evuevéc Aoye, "You continue ruling from on high, O Logos
EnipAeov mpooxec ot dakpvppoovon beginningless. Visit me and hear my weeping,”
1) oemTn éfoa oot tponaiar Avva: unto You of old did Anna cry in earnest.
AAA ¢ éxeivne fikovoac Opnvawdovonc But as to her, You hearkened when she lamented,
Kal UV oTEpéwooy Tac ppévag, avaé, do confirm our hearts as well, O King and Ruler,
00 &&lwg dvvuveiv oe ooic yeveOAioic. so that we might extol Your birthday worthily.
Qo o’ 4th Ode
Axnrowc o0 mpodpnTne, Xpioté, TNV &Kony oov When he had heard Your report, O Christ
Epopnon, ot uéAdeic éx HapBévov mpoeAbeiv. the Prophet was frightened
Kai éBonoe tpouqw: 66&a 11 dvvauer oov, Kopte. in that You are from a Virgin to be born

and he cried out with trembling:
"Glory to Your power, O Lord.”

Qon & 5th Ode
Q navtenonta Twv dvaxtwv To kKA€0C All-seeing Master, the glory of rulers,
Tic o0V T0 PLAGvOpwmov ynyevav o Oavudoel; who among the earthborn marvels not at Your
v yn yap wgone un Aimwv ta natpoa humaneness?
onuepov nacay EyxawiCwv tnv pvow For You appeared on earth, not leaving the Father,
Kal elpAvny w¢ uovog eipnvapxne ppafevwy. today renewing the entire creation;

ninth ode of these Katavasiai (LP BvCavtivoi Yuvor Xpiotovyévvwv [ZOAAOYOS TEOG dadooLy tng
EOvrc Movowric], ABrjva 1972, and 20 edition [CD]: 1994), although he wrongfully presented it as
a composition by Balases.

18 Gregorios’ interpretation is preserved in the manuscript “Grégorios’ archive No 79,” in the
collection of Constantinos Psachos-University of Athens.

19 As I will show in the following paragraphs, Antonios in some cases imitates the melody composed
by Petros Bereketés. He also used just the same poetical text with Bereketés, although in many
liturgical and musical manuscripts and in some printed editions there are quite a lot of differences in
the lyrics of these hymns.

2 | really don’t know if there is a translation of these hymns in English contained in an official
liturgical book. I found the translation published here in the internet, together with a fine performance
of them from the “Byzantine choir of Odigitria”:
https://www.youtube.com/watch?v=IrOtlgy4z6Mé&feature=emb logo (accessed on 15.1.2021).
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Qdon ¢
Eic pvOov dnwAeiac 1 tadainwpoc ¢pvoic
Xptoté pov Adye, katavtioaoa aAal
éxerto pev uot! oxotewoic év kevOuwory:
émel 6¢ tn o1 Oeixn dvvaoteia

TIPOC 0VpAV@V UETEPN TA TEPTVOTATA KAAAN:

Ovow oot, cwtep, éfoa, Ovoiav alvéoewc.

Qdon
Qc ol naidec naAar oot kpalopev, Adye:
yevov owv 60VAwV €proc pvAaE kail okéETT
Kal 0woov TAvTac mpoofoAnc évavtiag
Onwc vuvovvTéC o€ oolc yeveOAiolg
eic alwvac Aéyouev: evAoynToc &l.
Qo
Neovpyé T0D OVUTAVTOC KOOLOV Kl 00T
vuvel o maoa UET AYYEAwWY 1] KTiOLG
OKLPTQ XOPEVEL Kal dydAdetar TpOUw,
evAoyeite Aéyovoa navia ta Epya
ta oenta 'evéOAia To0 AvTpwTov pov
ovv éuoi €ic alovac mobw Urepvovvia.
Qodn) O
Xaipotg, navayve Ocodéyuov Mapia,
xaipotc, &xpavte TV TENTWKOTWY PAoLc
&v ool yap wpOn onuepov 0 Aeomotne
@ Bavua! kawovpywv tovc pOapévtac

Kal TPOC pwc Enavdywv T0 dvéoTiepov, KOp).
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as the lone Prince of Peace, unto us peace You awarded.
6th Ode
When my pitiful nature of old had descended,
O Christ my Savior, to the deep of perdition,
supine, alas for me! it lay in dark caverns.
But when it ascended by Your divine power
unto the heavens and therein the most delightful
beauties,
it cried: O Savior, I will make You a sacrifice of praise.
7th Ode
As of old the children, we cry to You, Logos,
become Your servants’ keeper and shelter, O Savior,
and save us all from assaults that are hostile,
so that extolling You on Your birthday
we might cry aloud: You are forever blessed.
8th Ode
O Renewer of all the world and its Savior,
the whole creation with the angels extols You,
it leaps and dances and rejoices with trembling
and it says "Together with me, to the ages
all you works with longing bless and also highly
now exalt the venerable birthday of my Redeemer.”
9th Ode
Mary wholly pure, O rejoice who received God,
spotless Maid, rejoice, foundation of the fallen.
O marvel! For today in you did the Master
appear and thus renew those corrupted
and bring up to the light that has no evening, O Damsel.

When we examine Antonios’ melopoeia compared to Bereketes’ one, we can

ascertain that it has some common features with the latter, but it also has many

differences. Generally speaking, the ambitus of Antonios” composition encompasses

ten notes and insists on the diatonic genre, without any modulation. Bereketes’

melody also encompasses ten notes, but turns once to the tense chromatic genre

(third Ode).
Bereketés’ composition Antonios’ composition
Ambitus 10 notes 10 notes
One (to the tense chromatic

Modulations scale) in the 3 Ode: i
. ] No modulations
entipAeov tpooxec Lot

daxpvppoovoa
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An analytical comparison of the two compositions discloses Antonios” main purpose
while composing these excellent hymns. Firstly, I would like to point out that in
contrast to Bereketes” melody, Antonios normalizes the melodic stress of many
words of these heirmoi, in order for them to concur with the grammatical stress.

In the following excerpts, taken from the manuscript Psachos collection (University
of Athens), folios 21v-25r (on the left)?! and Iviron 968, pages 263-266 (on the right),*
one can see some relevant examples (the stressed syllables in each case are rendered
with bold letters):

Thus, instead of Bereketes’ doua peAlwdov and evpevéc Adye, Antonios stresses
correctly doua peAwodov, and evuevég Aoye

d a b GF G d c b a G

instead of tag ¢ppévac Adye and duvelv Lov ta yevéOlia: tac ppévac Adye, and
vuveiv Xov ta yevéOlia

b a G E FG G D FEGD
— % e ]

Nowgpevar s wa'(

21 All the fragments of this manuscript reproduced with the permission of the Department of Music
Studies (National and Kapodistrian University of Athens).

2 All the fragments of this manuscripts by Courtesy of the monastery of Iviron in which the copyright
belongs.
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instead of éfonoe tpouw and éykaiviCwv trnv xtiow: &Bonoe tpouw and
EykawiCawv tny KTiow

FE FG a G E F DEFG G
. o :

G aGFE FG G G F

- "

2

instead of katavtioaoca nadar and Ovow oot Zwtep: katavtioaca ndAar and Ovow
Yot Xwtep

C E FG GG F E FEDD G GaGGFEFGa
Ay

C D E

&P oA G

instead of Qvoiav aivécewc and xpaCouev Aoye: Ovoiav aivécewe and kpdlouev
Noye
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F GD EFG

G a F E D a a abcdd b baaGG

instead of xoopov xai Xwota and dydaddetar Tpouw: koouov kal Zwota and
dyalAdetal tpouw

Gaa G E FG aG

. 4
e~ .~

aG EFGG DDD DFEDCE D

— _ o

instead of mavta Ta épya: mavta ta épya, and, finally, instead of xatvovpywv Tovg
POapévtac: kawovpywv tovc pOapévrac

FGG F FEEDD

GFEDEFG G
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Antonios also changes Bereketes” perfect and imperfect cadences in order for the
melodic phrases to concur with the meaning of the lyrics, and in most cases, he
promotes the text in a more efficient manner. Thus, in the third Ode Bereketés puts
perfect cadence after daxpvppoovoa, imperfect after Avva and again perfect after
Opnvwdovonc, while Antonios composes according to the right punctuation of the
hymn? and is thus more faithful to the meaning of the text.*

Bereketes Antonios
Tuédwv advapye evueveg NAoye, At At
entifAeyov mpooxec Lo, dbaxpvppoovoa, I [N
EKTEVWE Efoa 0oL, TpoTadal Avva. AL Il
AAN ¢ éxeivne fikovoac Opnvawdovorng, I At
Kal U@V 0TEPEWOOY TAC Ppévag, dvag, AL Ilx
o0 diwc vuvely oov ta yevéOla. I I

In the fourth Ode Antonios reasonably puts imperfect cadence on At after the comma
(tpoeABetv,) and perfect (I1x) at the end of the phrase, after the semicolon (7popw-)

Bereketes Antonios
Axnkows o tpodnTne, XpLoTé, TV AKonv
oov Epopnon, At [N
Ot uéAdeic éx IapOévov mpoeAbetvy, I At
Kal éonoe Tpopw: At [N
oo&a T dvvauer oov, Kvpue. Io I

In the fifth Ode, we can notice the most similar melodic movements of the two
compositions, as Bereketes” melody starts from the high I'la’ both in the first and in
the second verse, and Antonios imitates him, as we can see in the examples below,
taken from the aforementioned manuscripts:

2 An accurate puncuation of these heirmoi can be found in EipuoAdyiov meptéxov tove eipuovc twv
Kavovwv kat fxov..., Exdooig Iwavvouv NikoAaidov (ABrva, 1906), pp. 5, 9, 12, 15, 17, 20, 23, 26.

24 In my references to the various cadences, I use the names of the scale steps (notes) established in
1814-15, in Greek language: N1 (=Do or C), [1a (Re or D), Bov (Mi or E), I'at (Fa or F), At (Sol or G), Ke
(Laora), Zw’ (Si or b), Nny" (Do or ¢), Ila’ (Re or d).
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B

A

In the fourth and especially in the fifth verse of this heirmos, we can also find
striking resemblance between Bereketes” and Antonios” melodies.

In the same Ode, Antonios correctly prefers to put imperfect cadence on At at the end
of the first verse (xAéoc), and perfect on Ila, at the end of the second one
(Bavuaoer), where the meaning of the two verses comes to a close.

Bereketés Antonios

Q navTemonTa, TOV AVAKTWY TO KAEOC, Ilx Al
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Tic 00V TO GLAGVOpwTioV Y1y evwy ov Bavudoel; [N I
v yn yap @ponc un Mnwv ta natpoaq, At At
onuepov maocay EykawviCwv Ty Ktiow, [N I
Kal ELPNVNV WG UOVOC ELPVAPXTIC Bpafevwy. I I

In the 7th Ode, Antonios combines successfully the meaning of the three last verses,
by putting imperfect cadence on At after the word yeveOAiotc.

Bereketes Antonios
Qc ol natdec naAar oot kpalouev, Aoye: Ke AL
yevov owv SoVAwY Xwtep pUAaE kal oxén, Iox I
Kal 0oV mAvTac poofoAnc Evavtiac, Ke At
Onwc vUVovVTEC 0¢€ oolg yeveOAiolg, I Al
elc alwvac Aéyouev: evAoynToC €. ITa ITa

In the ninth Ode, Antonios composes with just the same melody the first and the
second verse (which have almost the same number of syllables and the same
accentuation) and rightly puts perfect cadence at the end of the third verse, where
the full stop is (Aeomotnc).

Bereketes Antonios
Xaipoig, mavayve Oeodéyuov Mapia: At At
XQALpoLS, AX pavTe TWV TEMTWKOTWY PAOLC” I Al
&v ool yap wdOn onuepov 0 Aeomotnc. At I
Q OBavua! kawovpywv tovc pOapévtac, I I
Kal TTpoc paw¢ Emavaywy to avéomepov, Kopn. Ilo I

On the other hand, there are at least two cases in which Antonios is not successful in
his attempt. The more serious case is in the sixth Ode, where he connects through his
melody the first word of the third verse with the previous verses, by putting perfect
cadence on I'la after éxetro:
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Eic BvBov antwAeiac n talaintwpo B IR s o, 5 el y
/C p <1 poc = \h\;’ W i h;’&@
proic 5 O

Xptoté pov Aoye, katavtnoaoa adal a v - 5
% g A - ; F:l'n\’,gp
EKELTO LA K LT & T

However, this word doesn’t belong there, and, on the contrary, has a strong relation
with the following words of its verse:

éxeLto ¢ev pot! oxotewoic v kevOuwoty:

The second case occurs in the 3rd, 4th and 5th verses of the eighth Ode, where
Antonios prefers to put perfect, perfect and imperfect cadences, while the Bereketés’
composition is closer to the meaning of these three verses, which round off in the
phrase AvtpwTtov pov.

Bereketes Antonios
Neovpyé To0 OVUTAVTOS KOO OV Kl 0woTa, At At
vuvel oe maoa peT ayyéAwv 1 ktiolc I [N
OKLOTQ, XOPEVEL Kl AYAAAETAL TPOU®, At I
evAoyelte Aéyovoa navta ta épya At [N
ta oentta yevéOAia tov AvtpwTov uov, I At
ovv éuot eic alwvac, nobw vTepvpovvTa. I I

Another remarkable point in Antonios” composition is that he composes the phrases
which have just or almost the same number of syllables («icoovAAafia») and the
stressed syllables on the same points («Opotovia») with the same melody, something
rather common in his era, and in general. We have such phrases in the sixth Ode (Ei¢
prOov anwAceiac // 1 talainwpoc ¢voic) and in the ninth Ode (Xaipotc, mavayve
Oecodéyuov Mapia, /I xaipoic, dxpavte Twv mentwkoTwy Pfaoctc), as well. Bereketes
didn’t follow this technique. He composed some specific words in a rather strange
way, or, better yet, according to a different musical conception. In the fourth Ode
(word é¢opnOn which means “was frightened”) he gradually ascended on high notes
of the musical scale, although Antonios composed it with a melody that shows
bashfulness. We can observe something similar in the sixth Ode (phrase Eic fvOov
dnwAeiac which means “to the deep of perdition”), and in the fifth Ode (¢év yn yap
w@Onc which means “You appeared on Earth”), where Bereketes again gradually
ascended six steps, although Antonios just used the same melody with the word

&popnon.
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In the word é&xeito [pev poi, oxotewvoic év kevOuworv] of the sixth Ode, which
means “it lay [alas for me! in dark caverns],” Bereketés goes up an octave (!) while
Antonios” melody descends to the base of the first mode, Ila, expressing the
meaning.

In order to mention also some other of Antonios” compositional choices which show
us his aim, I have to point out that a. he uses the interval of an ascending octave in
the word Yy1uédwv, which means “Lord of the highest places of the Heavens” (third
Ode), b. in the word ovpavov (Heaven, sky) he puts a melodic cadence on the high
[T (sixth Ode), and, c. he composes the word Oavua (“miracle”) using an extended
melody of twelve beats (!) through which the melody is gradually going to the high
Ila’, emphasizing this word in the last heirmos. It is clear that in the end of the whole
composition Antonios wanted to focus our attention on this keyword, strongly
connected with the Feast of Christmas.

Based on the above mentioned elements we can confidently say that Antonios
created a beautiful composition which has a very expressive musical style, by using
well known theseis of the first mode, while at the same time he stressed the words
correctly and separated the various phrases very close to their accurate meaning.
These two characteristics make the essential difference between his melody and
Bereketes” one. His systematic effort in this field shows us that he didn’t compose a
melody just to differ from the Bereketés” one in some melodic ornaments, but that he
had a deep understanding of the meaning of the hymns and walked some steps
toward what I call “Word (i.e. lyrics) and music. Two unbreakable components of the

chanting expression”.

Generally speaking, for the last three centuries (at least) this was a clear tendency
which we can confidently trace while studying the musical works of the great
composers (both in manuscripts and in printed books). We can also trace the same
tendency while hearing the various recordings of the famous chanters during the last
110 years.

My full interpretation-transcription to the New Method of this specific composition
by Antonios which follows, is now available to everyone who wants to have access to
a remarkable work of a great musician who lived among outstanding chanters within
the environment of the Great Church of Christ.
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