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Flora Kritikou
(Athen)

The Byzantine Compositions of the “Symbolon of Faith”

The information provided by the manuscript sources reveals that during the first centuries
the Symbolon was read by the Bishop only in the Mass of Maundy Thursday, but from the
6" century onwards and afterwards it was sung in all the local churches. According to the
Acts of the Council of Constantinople in 536 the Symbolon had to be sung after the Gos-
pel, as it is supposed to sum up the doctrinal beliefs established at the Councils of Nicaea
(325) and Constantinople (381).! Ancient liturgical manuscripts conserve the same liturgical
practice of the singing of the Symbolon. The first notices about the practice of chanting the
Symbolon during Mass are conserved in the liturgical manuscripts Falascae and Pyroma-
lus.? From the first codex Falascae we get the following notice: O 1epedg Eipfivn méot. O
Sutcovog: Ayamficopey aAdirovg. O yopoe Iatépe, Yidy kan dywov Tlvedpa [...]. O YOPOG
10 Thotedw. From the second codex, named Pyromalus, we derive the following informa-
tion: O Sixovoc: IIpdoympuey kot to ZouPorov waikopev. Kot 100 apydiaxévov apyopévov,
aévtec To ZopBolov yéAovor? An analogous indication is conserved in the manuscript Add.
34060 of the British Muscum from the 12" century, which contains the Diataxis of the Great
Church, according to which, Kat obtog wdAkew 1o wepateiov uetd tov Aaod to liotedm £1g
géva @sbdv.* This piece of information, dated between the 10* and the 12 centuries, notifies
us that the Symbolon was chanted either by the Archdeacon and the choir or by the priest and
the people simultaneously. The codex Falascae (B), from the same period, also conserves the
following notice: O 1gpede Eipfvn mdot. O b Kot petd tov mvedpotos sov. O didkovog:
Ayaricopey. O Aade Matépa [...]. O avayvdomg Aéyer Ihotebdo €15 éva ®cdv.’ Finally,

1 G. 1. ParaporuLos, ZupBorad £1c v Iotopiav mg map’ nuiv Exkinowstichc Movowg. Athens 1890, 1977,
120f, and the footnotes 362-368.
| 2 Concerning the estimation of the writing and the use of these manuscripts, see E. Spyraku, Ot yopot okzdv
«- xoté ™ Bulovovi mapddoon. Athens 2008, 1381, footnote 19: “[...] Zupminpopatikol yia Ty KUTovOnom
!‘ £181xé e Aertovpyiag tov I’ av. 6mwg tekeito oty MXE eivan o1 500 kddikeg mov exdide o Goar, Euchologion.
| O pev xdSwcag Basilii Falascae (o. 85 k. ££) apoph oy Agtrovpyio 100 XpuoooTdéuov evdr 0 KOBIKAG
Pyromalus (o. 153 . €£.) givor 0 yauévog Théov kdducag mov o dubkovog Ioidmpog épepe and my Tldzpo ko
apopb ot Asttovpyia tou M. Baotsiov (BA. Taft, Great Entrance, p. XXIX).” See also, J. Goag, Euyohoyiov,
sive rituale Graecorum. Paris 1647. R. F. Tarr, The Great Entrance: A history of the transfer of the Gifts and
. other Preanaphoral Rites of the Liturgy of St. John Chrysostom. Rome 1975.
Seyraku, Ch yopot Waktdv 4121,
4 Spyraku, O yopoi Wkt 143, footnote 40: “[...] H mpdmn choxinpopén tétown Aidtafig mov REPLEYEL
v Aemtopepn Téheon Hutplapyikrig Aswovpylag oty MXE tov IA” ou mpoépyeton and tov KO British
‘ Museum Add. 34060 ke Snpomedeton and tov Taft ‘Pontifical Liturgy”.” See also, R. F. Tarr, The Pontifical
Liturgy of the Great Church according to a 12® century Diataxis in Codex British Museum Add. 34060, in:
‘ Liturgy in Byzantium and beyond (ed. R. F. Tart). London 1995, 89-124, 279-307.
‘ 5 Seyraku, O1yopol Waktdv 412.
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according to other liturgical sources, dated between the 12® and the 14® centuries, the Sym-
bolon is said either by the priest or by the people, but it is not clear if it was recited or sung.®
After the introduction of-the so-called Nicene version of the Symbolon into the Eastern
Liturgy during the early 6" century, it was also introduced into the Visigothic rite by the
Council of Toledo (589) soon afterwards. Its introduction into the Mass occurred in the wake
of doctrinal controversies during the first centuries of the Church.” Later on during the 8® cen-
tury the Council of Aix-la-Chapelle (798) required that the Symbolon had to be sung in Mass
between the Gospel and the Offertory and for this purpose Alcuin, Charlemagne’s liturgical
adviser, pressed into use a new Latin translation-version of the Symbolon in 796. However,
it was not introduced into the Roman Liturgy until the German Emperor Henry II required it
of Pope Benedict VIII in 1014. Charlemagne’s liturgical reform clearly envisaged the singing
of the Symbolon in Latin specifically by the people. Nevertheless, the singing of a new Latin
version by the people was at first impossible and has remained an ideal for centuries.?
Between 827 and 835 the Byzantine Emperor Michael 11 sent a copy of the works by
Pseudo-Dionysius the Areopagite to Louis the Pious, and probably at the same time, which
coincided with the effort of the Frankish Emperors for the unity of the Empire, a set of mass
chants in Greek — Gloria (Doxé en ipsistis), Credo (Pistevo eis ena theon) and Sanctus (Agi-
0s, agios, agios), which appear sporadically in Latin liturgical manuscripts of the 9% century —
could have been transferred.’ In this context — among the Greek chants for the Mass ordinary
that are notated in some of the early Latin sources — the Greek Symbolon appears as well.

The Byzantine compositions of the Symbolon

Although the liturgical sources saving the information about the chanting of the Symbolon
date from between the 10* and the 12 centuries, the first Byzantine compositions are con-
served in musical manuscripts from the second half of the 15% century.!® The first eponymous

! 6 Seyraku, Ov yopoi Wartdwv 411f: “Tum. Avoaotéceme (Tu. Ztawpod 43, 1122), Uan-Kep 49, 65, 81
[(TIpomnacpévn]: O epete hotevw. Tom. Ay. Zéppa (Mopioimy 385, IA” at.), Dmitrievskij 11T 187: O Aadg:
Ihotedm &1 £va Oedv. Evyordyio Tatp. Iepocoir. 362 (607), IA” ax., Dmitrievskij II 307 [Awdtabic ng Tov
' HNotprapyov Asrtovpyieg, mdg yivetar ev m Meyédn Exxinoia]: npociviev de tav npeafuiipav tov
acTacusY, 0 &v Tm duPmvi Sibkovog ekpavei Tog Bopag, Tag Bdpag Kar Aéyetor o IMiotedm g1 éva Bs0v.”
See also, P. N. TREMPELAS, At 1perg Aertovpyion katd Tovg ev ABrvoug Kdducas. Athens 1982, 91f, footnotes
: 23-24,
d 7 See, R. L. Crocker-D. HiLEy, Credo. The New Grove Dictionary of Music and Musicians 6 (32001) 657-658.
| See also, PapaporuLos, Zupfoiai 121 and TREMPELAS, Al tpetg Astrovpyicn 92, footnote 24.
‘ 8  See, Crocker-HiLEY, Credo 658. Also, D. HEY, Western Plainchant. A handbook. Oxford 1995, 168f.
‘ 9  C.M. Atxmson, O amnos tou theu: The Greek Agnus Dei in the Roman Liturgy from the Eighth to the Eleventh
‘ Century, in: Kirchenmusikalisches Jahrbuch 65 (1981) 7-30; Ipem, Zur Entstehung und Uberlieferung der
| “Missa Graeca”, in: Archiv flir Musikwissenschaft 39 (1982) 113-145; IpeM, The Doxa, the Pisteuo and
l the Ellinici Fratres: Some anomalies in the transmission of the Chants of the “Missa Graeca”, in: Journal of
Musicology 7 (1989) 81-106. Also, HiLey, Western Plainchant 528.
10 According to the information given by Georgios Papadopulos, an anonymous composition of the Symbolon is
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composition that appears in the musical manuscripts is the one by Manuel Agallianos. [tis a
partial composition which refers only to the last part of the text Ko &1g 1o Ilvevpa to dylov
until the end. The second composition is a work by Markos Bishop of Korinthos from the
15® century and the third composition, which is dated a little later but still belongs to the 5%
century, is by Manuel Gazes. Another setting without the name of a composer, but with the
indication “neon”, i.e. a new composition, is conserved in two manuscripts of the Sinai Li-
brary dating from between 1470 and 1495." These compositions can be found rather sporadi-
cally in manuscripts dating from between the 15® and the 18" centuries and cover the chant-
ing of the Symbolon until the beginning of the 16* century and the appearance of the Cretan
compositions, which are conserved only in musical manuscripts of Cretan provenance. It is
rather curious that the analogous compositions of the 14™ and 15* centuries are absent from
the Cretan musical manuscripts.'?

The fact that after the 15% century the composition of the text of the Symbolon appears
again in Crete, which was under Venetian occupation, raises the question if — through the
existence of these compositions — an influence on the common life of the Orthodox and
the Latin people can be suspected. As relations between the Greeks and the Venetians can
be considered as certain, a relation between the Typikon of the Orthodox and the Latin
Church, concerning at least the practice of the chanting of the Symbolon, can also be sup-
posed. It is noteworthy that at the same time there exist many Latin compositions of the
same text. The researchers have already proved that a melody of a Byzantine composition
of the Symbolon, probably the anonymous one used in the Missa Graeca, conserved in a
manuscript of the 14 century in Cologne (D-Knu W.105), shares many common elements
with the melody of the best-known old Latin composition named Credo I.” The Latin Li-
turgical manuscripts, representatives of some local liturgical repertories, conserve several
polyphonic compositions of the Symbolon already dating from the 14" century." Though
a comparative study of the Byzantine and the Latin compositions would reveal many in-

|
| conserved in a musical manuscript (a Papadike codex) from the collection of the Metochion of the Patriarchate
‘ of Jerusalem in Constantinople, conserved today in the National Library of Greece. If this information is
| correct and if the composition is not one of the already known, it is possible that this composition could be the
' first anonymous composition of the Symbolon used before the 14™ century. However, as Papadopulos does not
‘ give the number of the manuscript, it was not possible to find it. See PAPADOPULOS, ZopPorai 121.
| 11  Sinai 1463 fT. 100v—102r and Sinai 1552 ff. 114v—116r: The two manuscripts are Anastasimataria-Anthologies
from the end of the 15 century, autographs of Theodoros Rhodakinos. See, F. Kritikou, @e630pog Podaxavog,

‘ ‘ HEAOVPYAC KetL KDBIKOYPRPOS Tov 18" al., in: Hapvacoig 2011 (forthcoming).
' ‘ 12 Concerning the compositions of the text of the Symbolon and especially the Cretan compositions, see, E.
. |‘ GiannopuLos, H avlnon e Yehnixng Téxvng omy Kpin (1566-1669). Athens 2004, 3604f.

i 13 See M. HucLo, Origine de la mélodie du Credo “authentique”™ de la Vaticane, in: Revue Grégorienne 30 {(1951)
: ‘ 68—78. K. ScuLAGER, Eine Melodie zum griechischen Credo, in: Acta Musicologica 56 (1984) 221-234.

_ 14 T Miazoa, Dic Melodien des einstimmigen Credo der rémisch-katholischen lateinischen Kirche: Eine Unter-
I suchung der Melodien in den handschriftlichen Uberlieferungen mit besonderer Berficksichtigung der
| polnischen Handschriften. Graz 1976. G. Carriv, Musica ¢ liturgia a San Marco. Testi ¢ melodie per la liturgia

delle ore dal XII al XV1I secolo. Dal Graduale tropato del duecento ai graduali cinquecenteschi. 4 vols. Venice
‘ 1990-1992.
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teresting aspects of a probable influence, this has not been possible for the present study.
However, the study of the Byzantine compositions could clarify several observable facts
and might permtt the prove of a possible internal relation between the Byzantine composi-
tions and the respective Latin ones.

A) Compositions of the 14®™ and 15™ centuries

Manuel Agallianos: __

According to the facts provided by previous research Manuel Agallianos, domestikos of the
Great Church, was the first to set the text of the Symbolon to music.'® He lived during the first
half of the 14® century, as his works flourished in musical manuscripts of this period.'® His
composition of the Symbolon is rarely to be found in codices, contrary to his other works,
which are conserved in many manuscripts from the 14% to the 19% centuries.!” He composed
the last part of the Symbolon Kt €1 to ITvedua 1o dytov (until the end) in the first plagal
mode. This composition is quite simple and moves between the first plagal and the first mode.
Basically, it is built around a few musical phrases, found all over this short composition. Two
of them are the most common in the composition: the first one is used as a recitation form
around G (GFGFGFG) and the second one is applied in order to end on the final pitch of the
mode (FEDDEFEDCDEFED).!®

15 See, Giannoruros, H événon 360.

16 See the autograph codex of Manuel Agallianos, National Library of Greece 2454. See also, L. PoLitts,
Katdhoyog yewpoypapwv g Ebvuaig Bifiobhkne mg ErrdSoc ap. 1857-2500. Athens 1991, 453f.
Concerning his lifc and work, see A. CHALDAIAKES, Ayaliiavog Movouih, in: Meyéin Op868o&n Xpiotiovia)
Eyxvxionaioewn 1 (2010) 69-70. M. CuaTZEGIAKUMES, Moveikd Xepdypopa Tovprokpatiag (1453-1832).
Athens 1975, 262f.

17 See as example the following manuscripts: Library of the Monastery of Timios Prophromos in Beroia 1,
Papadike, 18" cent. (around 1770), scribe Demetrios the priest and nomophylax of Beroia, 903: Tov [Mavouf)]
Ayadiavod- fxoc wAh. o Kar erg o Ilvedpa. See, E. GrannoruLos, Tleptypapicdc KoTdAOY0C YEIPOYPEQGOV
kodixov polevivig exdnowetiknig povoung mg I M. Twiov TIpoSpopov Beppoiag. Salonica 1994, 563—
606. Library of the Hermitage of Suroti, Papadike, 18" cent. (end), scribe Kyrillos the priest-monk, f. 33r:
‘Ezgpov xupiov l'adhavol (FAyariavod) fixog mh. o Kot e to Ivedua; See, M. GiannopuLos, Tapetov
Xepoypagav Portkng Tépme. Salonica 2005, 86-107. In the manuscript 976 of the Library of the Monastery
Iberon, Mathematarion, first half of the 16* cent., . 377r an anonymous similar composition is conserved.
Though this composition presents several similarities with the one of Manuel Agallianos, the basic difference is
that the anonymous composition is rather simple, without theseis of xeron klasma, kylisma and lygisma which
are very often used in the one by Manuel Agallianos. Only theseis as parakletike and tromikon are used. See,
Gr. Th. Statnes, Ta Xeipoypage Bulavronig Movoixrg, Ayiov Opog, vol. 3. Athens 1993, 779: (Ipfipwv 976)
t. 377r [Avenvoues]- £15 to évov Topforov: xog mh. o’ Ko eig to Ivedpa.

18 Sege ke Table “Manua! Apalliznos™
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Markos Bishop of Korinthos:

According to the manuscripts’ information and the flourishing of his works, Markos Bishop of
Korinthos lived during the first half of the 15* century." His composition, found rather spo-
radically in manuscripts, covers the whole text of the Symbolon. A notice in the manuscript
315 of the Library of the Docheiarion Monastery informs us that this composition was sung
on feast-days.?® It is the first composition of the whole text of the Symbolon in the second
plagal mode and it looks like a classical Byzantine composition. The musical line is rather
simple except for some specific phrases, which are especially embellished, as e.g. ovpoavod
Kol ynG, Tov Yiov 1ov ®eod tov povoyevn, Bedv ainbvdv ek Oeol ainbvol, Zravpwbévia
e vép Nuov eni IMovriov IIiidtov kor mabovta kot tapévia, Kot avactavra, {worowdv and
gxnopevopevov. Known Byzantine theseis such as piasma-syndesmos, uranisma-thematis-
mos, xeron klasma—thematismos, thematismos eso and exo, kratema, parakletike and synag-
ma for cadences are used. Points are applied in order to separate the musical phrases. Most of
the verses are introduced on E, which plays the part of reciting note. The composition mostly
moves between the second plagal and the second mode, except for some phrases under the
nenano phthora. For the changes of modes the modal signatures are used more frequently than
the phthorai, in accordance to the general practice of the time until the end of the 15% century.

Manuel Gazes:

Manuel Gazes was a student of Markos Bishop of Korinthos according to the manuscripts’
information.?! He lived during the first half of the 15% century and died in Crete approx. in the
middle of the 15 century.?? His works thrived in musical manuscripts from the 15% to the 19®
centuries. However, Manuel Gazes 1s also known because of his works with a second musical
line conserved in a number of manuscripts.® This fact makes rather certain the influence he
accepted from Latin chant and the practice of chanting by two voices.?*

19  Conceming Markos Bishop of Korinthos, see, Gr. Tr. Stathes, H Asxunevraciriafog Yuvoypagin sv
‘ Bulavtiv) Mehonotio, Athens 1977, 108f.; CrarzeclakUMes, Movowkd Xewpoypapa 3371, IpeM, Xepoypooa
Exxinowtucic Movowric (1453-1820). Athens 1980, 24, 168,
20 See the manuscript 315 of the Library of the Docheiarion Monastery, Anthology, 16" cent. (end) f. 135v: To
' aylov Zopforov yaAddpevov v Tong emotjuol goptaic molnue Tov raviepordton untponoiiton Kopivbov
[ vadpyov (sic) kat e&dpyov naong [ehorovvijoov [Mépkou]: [qyog] ak. B’ Iotede g1 éva Bedv; See STATHES,
! To Xewpdypaga, vol. 1, 348-355. See also, Sinai 1552, Anastasimatarion-Anthology, 15" cent. (between 1475—
1490), scribe Theodoros Rhodakinos, f. 112v Tov [Mapkov] KopivBou: [fyoc] mh. B’ Ihotetom sig éva Oedv.
: 21 See, Sinai 1566, Kalophonikon Sticherarion, 15% cent. (end), f. 80v Exailomicbn mopd wvp Mdpxov
N lepopovdyov KoL Tapd tov autol gottntol kup Mavouii tov I'aly. GianwopuLos, H dvBnon 62, footnote 41.
‘ 22 GianworuLos, H avinon 61-64, 78; N. PaNacioTAkEs, Maptupieg yio ™) povcwn ot Bevetokporovpevn
‘ Kprn, in: @nocvpicpato 20 (1990) 56f.
I 23 See, D. E. Conomos, Experimental polyphony, “according to the ... Latins” in late Byzantine Psalmody, in: Early Music
H History 2 (1982) 1-16. Gr. TH. STaTHES, “Arholy péhog”. M nepovgiacn tov repurtdogny “Aatvikic Movowig”
£ ot yepdypepa Pulavivic povokrg. Athens 2001, 656-669. M. ApaMes, ToAvpaviky] skkANGILGTIKT LOVOWKT| 010
Bulavtio tov IE™ mva, in: Movowohoyin 2/1 (1986} 531-63. M. Dracimes, H AvticiCovoa Exidnoiootik; povaikn
X pas oty Kpfm xat ot Entévnoa, in: Avoypapia 31 (1976-1978) 272-293. Guasnoeuros, H avBnon 401,
| 24 See. Coxovos, Experimental polyphony 10: The second possible connection with the West is evident in
1} Gzzes” rwo semings of the Credo of the Mass — one complete and one partial. While it is known that Greeks
I
\

i1 1L




172

Manuel Gazes composed the whole text of the Symbolon in the fourth mode as well as
the part Kou e1g to vedpa 1o &ytov, possibly following the example of Manuel Agallianos.
For the present resecarch his composition of the whole text, found quite often in musical
manuscripts in comparison with the settings of Manuel Agallianos and Markos Bishop of
Korinthos, has been studied.?® The first observation in regard to this composition concerns
the stable use of intervals of the fourth and fifth. Excepting this phenomenon, the musical line
constitutes an ascent and descent of the scale of the fourth or the fourth plagal mode, while
the final notes of these two modes are used as a centre of constant movement around them
and also as reciting notes.

Another basic characteristic of this composition is that it is built around some phrases,
which most of the times constitute either a typical movement around the final notes of the
fourth and the fourth plagal modes (G—C) or a descent from the fourth to the fourth plagal
mode.”” It ends to the final pitch of the fourth plagal mode, although the composition is in
fourth authentic mode. Common theseis of Byzantine compositions, such as lygisma, an-
tikenokylisma, tromikon, psephiston parakalesma in a double setting, piasma-syndesmos and
kylisma, are used. It is worth noting that the setting appears rather strange in comparison
with common Byzantine compositions, as it constitutes an appropriate join of a recitation
form with Byzantine theseis. An interesting hypothesis could be that it is a two-voice com-
position — as others works of Manuel Gazes — but a second musical line is not written in any
manuscript. However, in the codex 324 of the Library of the Docheiarion Monastery this
composition is conserved in fourth plagal mode. The existence of the same composition in
fourth plagal mode means — if it is not an erroneous note of the scribe — that perhaps there
was a possibility it might have been chanted by two voices, the first one in the fourth mode
and the second one in the fourth plagal 2

occasionally sung the Creed before the ninth century, it is generally assumed that in medieval times, as today,
it was simply recited by the whole congregation. Gazes’ setting in mode 4 authentic and in mode I plagal are
virtually without precedent in the East and it may be that they were composed under Western musical influence.

25 See, GiannoruLos, H évbnon 360; Apames, ITolvpwviki EKKANGCIOOTIKY HOVOIKY 55; CHATZEGIAKUMES,
Movowaé Xepdypaga 2711, - - o :

26 See the manuscript Sinai 1299, Papadike, 18" cent. (1715), scribe Athanasios the priest-monk, f. 269v
Mavound tov Falf): fyog 8 Motsbom ei¢ £va Osbdv: See, D. K. MpaLaceorcos—F. N. Kritikou, Ta Xepoypaga
BuCavrviig Movouwg, Zwvé, vol. 1. Athens 2008, 419. See also the manuscript of the Library of the Hermitage
of Suroti, Papadike, 18" cent. (end), scribe Kyrillos the priest-monk, f. 32v Zopporov dylov g apopfiton
ToTeng 1oV opBodélnv yploTioviv- moimpa kupiov Mavound tov Calf: fixeg & Miotede £1g éva Gedv;
See, Giannoruros, Tapsiov Xepoypapay 88. Library of the Monastery of Timios Prophromos in Beroia 1,
Papadike, 18 cent. (around 1770), scribe Demetrios the priest and nomophylax of Beroia, 901 Zopporov
™S apwpnTo micteng, [Mavouii Tedy), [fyxoc] 8 Miotedm £1g tva Bedv; See, GIANNOPULOS, Teprypagxds
Katdioyog 563-606. Other manuscripts which include the composition of Manuel Gazes are referred to by
GiannoruLos, H avinon 360f. See also the manuscripts 315 of the Library of the Docheiarion Monastery, 455
of the Library of the Kutlumusion Monastery and 976 and 987 of the Library of the Iberon Monastery. See,
Statues, Ta Xepdypaga, vol. 1, 348355, 342fF, and vol. 3, 778783, 827-843, respectively.

27  See the related theseis in the Table “Manuel Gazes”.

28  Ms 324 of the Library of the Docheiarion Monastery, Anthology, 17 cent. (1686), scribe Kosmas Makedon, f.
117r Mavourh tov Tafn, Yixog ah. 5 Ihotebo €1g Eva @edv. StatHEs, Ta yepbypaoa. vol 1. 371 Unfortunately,
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“Neon” — An anonymous composition from the end of the 15™ century:

In the manuscripts of the Sinai Library 1463 and 1552, both of them autographs by Theo-
doros Rhodakinos, who lived in Créte during the second half of the 15% century, an anon-
ymous composition of the Symbolon is conserved under the indication “neon”, meaning
a new composition.”® This new composition of the whole text of the Symbolon in the
fourth plagal mode has as a basic characteristic the common use of the intervals of fourth
and fifth. The final note of the mode is used as a reciting note. It is also built around some
musical phrases repeated several times and usually applied to the common phrases of the
text. ¥ .

However, this composition shares some common musical phrases with the one by
Manuel Gazes, as it is pointed out by the comparison of the two compositions. Usually,
these common parts of both compositions appear with a difference of an interval of a
fifth. Many parts of them provide the possibility to be chanted by two voices. Specifically,
these parts are: ITiotebm g1g éva Oedv [Tatépa ITaviokpatopa, Kot g1g éva Kdplov Incovy
Xpiotov, Gog ek putdg Oeov ainbvdv ex Ogod ainbvod yevvnbBévia, Tov &1° nuag Toug
avBpomovg, Zravpwbivia te vgp UGV, Kat aveABovia £1g T00g 0upavols ko kabelopevov
gx delidv tov ITatpdc, 1o {womowv 1o gk Tov IHatpdg ekmopevduevov 1o ocvv Iazpl kot
Yud cvoumpookvvovuevoy kol cuvootalopevov to Aoincav, Eig piov ayiav, Kar {ony tov
pérrovtog aunvog Apunv. Other parts of this composition are totally different from the analo-
gous one by Manuel Gazes, as the anonymous composition is much more developed in
several parts. Nevertheless, the study of the few Byzantine compositions written for two
voices, points out that a completely parallel movement of the two lines does not exist.’' A
possible relation between the two compositions has been observed, which probably con-
cerns the influence by Manuel Gazes’ setting on the anonymous one, as each composition is
a self-contained melody.

B) The Cretan compositions (16™-17" centuries)

The tradition of composing the text of the Symbolon was continued in Crete during the
16" and the 17" centuries. The first composer who was involved in the composition of the
Symbolon was Antonios Episkopopulos in the 16® century and after him Demetrios Tamias,

it was not possible to compare this composition with the one by Manuel Gazes in fourth mode, because the
manuscript Docheiarion 324 is not available on microfilm.

29 Sinai 1463, Anastasimatarion-Anthology, 15% cent. (end), scribe Theodoros Rhodakinos, f. 100v Néov- [fyos]

A, 6" Thatevw g éve @edv and Sinal 1552, Anastasimatarion-Anthology, 15% cent. (end), scribe Theodoros
Rhodakinos, f. 114v "Ezepov véov- [fiyoc] mh. &' [Tiotebm e1g éva Gedv.

30 See the Table “Neon™.

31 See the works of Manuel Gazes written with a second voice in the manuscript of the National Library of
Greece 2401, 15% cent.. ff. 30w, 216+, 328r—v, 310r—. See also the photos of the ff. 66v—67r of the manuscript
Dochelarion 3135, where works of Manuel Gazes with a second voice can be found: see, STatHEs, Ta ye1pdypaga,
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Kosmas Baranes and Ignatios Phrielos during the 17* century. Their compositions will be
presented below.*

Antonios Episkopopulos:

Antonios Episkopopulos lived in Crete during the 16" century and according to manuscript
sources he was “protopsaltes Kydonias”. He is known as a productive scribe of manuscripts,
musical as well as others. His compositional work is considerable and includes pieces for Ves-
pers, Matins and the Mass, mathemata theotokia, nekrosima katanyktika and many others.*

Among his works two compositions of the whole text of the Symbolon can be found, one in
34

the fourth plagal mode with the title “to ayov ZopPoroy mg Iiotewg nudv tev OpBoddgmv’™,
and a second one in the first mode. He has also composed the part of the text Eig piav ayiov
k@O ko emootoAknv Exkinaiay (until the end) five times, in the first, third, fourth,
fourth plagal and first plagal modes, and the part Kot e1g to [Tvedpa o éylov (until the end) four
more times, in the first, third, fourth and fourth plagal modes.” For the present research four of

32 As the manuscript Iberon 1225 and the Gritsanes Collection have not been accessible, the composition of
Ignatios Phrielos (see Library of the Monastery of Iberon 1225 £, 116r: Kvp Ivvatiov [Opiéhov] fixog mid. 8" Eig
piov ayiev) and some of the partial compositions of Antonios Episkopopulos and Demetrios Tamias have not
been studied. '

33 See the information about Antonios Episkopopulos’ life and work in, Grannopuros, H avbnon 143-160, with
an extended bibhography.

34 See the manuscript 4 of the Gritsanes Collection (Zakynthos), 150. In my opinion this note refers more to the
“Orthodox text” of the Symbolon in comparison with the “Latin text” than to the music.

35 The list of Antonios Episkopopulos’ work is published by GIANNOPULOS, H &vBnon 152-159. Based on the
clements published by the same researcher in the same work concerning the works of the Cretan composers (H
@vbron 457-740) the compositions of Antonios Episkopopulos on the text of the Symbolon are conserved in
the following manuscripts: Zakynthos, Gritsanes Collection 4, 16® cent. (1590-1600), 150: To éywov Zdpforov
e TioTemg UGV TV 0pfodotmy, susiiabn de nopd Tov quTod xup Avieviov [Emokoronodiov]- [Mxoc]
mh. 8 Thotebe g éva Ogdy, 153: Kabdg mapi on ovtod kup Avieviov [Emoxononoblov] Tpetoyditon
Kudoviag [froc] o [hotede &g éve Oeov, 154: Tov avtod [Aviwvioo Emoxononodrov] [fyoc] v Ewg

plov oyiov xefohuiv xat emootolwny Exxinoiav — Tov autot mpotoyditov Kudwoviag [Avraviov
Emickononodrov} [fxoc] 8’ Eig piav eyiay kaBoluaiv kat amostodtiv Exidnsiay, 155 Tov owrol Avraviov
[Emoxononotiov] [fxoc] ¢ Eig piav ayiov xaBolxny kat anoctohkiy Exxinoiav — Tov avtol momtod
Avtaviov [Emorononovrov], véov: [fxog] o K &g o Ilvedpe to dylov, 156: [Hyoc] mh. 6 vava Kou e1g
10 Ivedpo to dywov, 157: Frgpov Tov autod Avioviov [Emokonmonobiov]- [fyoc] 8° Ko g1g to Ilvedpa
10 Gyov, 158: Tvvortikdv Tov avtod momTol [Avieviov Emioxomonoviov]- [fxoc] mh. ' Eig piov ayiav
kaBoAkTy kot amootohixtv Exkinoiav. See also, Sinai 1440, 17% cent, (second half), scribe Gerasimos
Gialinas, f. 55v: PéadAeton 10 &yov oOpfoiov nopd Kupod Aviaviov [Emoxomorodiou]: [fxog] 8” Ko eig 10
Tveduo o dytov and f. 56v: Tov awtod [Avieviov Emokononobiov] [fixoc] & Fig pilav ayiov. Library of the
Monastery of Iberon 1225, Anthology of the Mass, 17% cent. (between 1625-1650), . 114v: Kvp Avtoviov
[Emokomonotiov] [fyoc] o Ko g1g 1o ITvedpa and f. 1151 Tov avtod [Avieviov Emokononotiov]- [fixos]
7. 8 Big piov aylev kaboiuaiv kot anostobucy Exdinoiav. Library of the Monastery of Great Lavra H136,
Anthology, mid-17" cent., f. 155v: Ané 1o dylov ZdpBodrov noinpe kvp Avtaviov Emokoromotion- [froc]
o’ Ko e1¢ 1o [Tvebpo 1o dytov. National Library of Greece 963, Anthology, 17% cent. (between 1650-1675),
£. 251v: Kvp Avraoviov [Emoxoronourov]: [fxog] o Kat g1 to [lvebpa to éyrov and f. 2521 Tov avtol Kup
Avtoviov [Emokoronotiov]- [fxoc) mh. & Eig piav ayiav. Udine, Arch. Library 265, Anthology, 16" cent.,
scribe Antonios Episkopopulos, f. 31v: [fixog] ¥* Ko &1g o Ilvedua to Gyiov and f. 100r: Tloinpa Avtmviov
E - vonozotsen mpetowd.to Kudevias [fxog] o 87 Ko gig 1o [Ivebpa to aywov.
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the partial compositions have been studied, especially Ko g1¢ 1o TIvebua 1o dyov in the fourth
and first mode and Eig piav ayiov, kaBoiumv kot amoctodikny Exkinoioy in the first and fourth
plagal mode.** N

In the first partial composition Kot g1¢ to Ivedpa to dytov in the fourth mode the inter-
vals of fourth and fifth are the most common, while the ascent and descent of the scale of
the fourth plagal mode are also used. The composition moves around G—c and it ends on the
higher pitch of the scale of fourth plagal mode, a phenomenon rather unusual for Byzantine
compositions. Moreover, this tone (c) is used like a reciting note in alteration with the final
note of the mode (G). The theseis most often applied are kratema under oligon with the
phthora nana added, xeron klasma and kylisma. The whole composition is built around paral-
lel musical phrases, the repetition of which creates a rather simple musical result around the
final pitch of the fourth and the fourth plagal mode.”’

The second composition Etg piav ayiav, kafolixiv in the first mode is rather short and it
is characterized by a typical movement in the basic tetrachords of the first, the second plagal,
the fourth and the fourth plagal mode.*® For the change from one mode to the next modal
signatures are applied. The fifth interval is used mostly as passing-note, when necessary as an
introduction for the next mode. Known Byzantine theseis such as parakletike, xeron klasma,
lygisma, kylisma and tromikon are used. This composition is also built around a number of
repeated phrases.*

The third partial composition in the first mode refers to the part of the text Ko €1g 10
[vedpa.* The entire composition is constructed around the movement between the first, the
first plagal and the barys mode, and in some parts the fourth plagal mode, as the nana phthora
is often applied. In this composition Antonios Episkopopulos makes use of xeron klasma,
kylisma, piasma, parakletike and also some theseis characteristic of Cretan compositions,
like oligon with kratema or diple and the nana phthora. Repeated phrases are found in the
whole composition.*!

The fourth of the studied compositions by Antonios Episkopopulos refers to the part Eig
uioy ayiay xabohikny kou amoctorkfv Exkkinoiav in the fourth plagal mode.* This com-
position basically moves in the lower tetrachord of the mode with frequent use of the nana
phthora. Some similar phrases are applied in the whole composition, though in other parts
a normal ascent and descent of the scale of the mode, or at least of the pitches of the lower
tetrachord, can be observed.*’ Known theseis such as lygisma, parakletike, sometimes in a
double setting, tromikon and apoderma are used.

36 These compositions have been studied in the manuscripts Sinai 1440 and National Library of Greece 963."
37 See the the Table “Antonios Episkopopulos, a. fourth mode Ko e15 to [Tvedua”.

38 The composition has been studied in the manuscript Sinai 1440, f. 55v.

39 Sce the Table “Antonios Episkopopulos, b. first mode Eic piav, ayiav, keBoiuaiv™.

40 The composition has been studied in the manuscript National Library of Greece 963, ff. 251v-252r.

41  See the Table “Antonios Episkopopulos, ¢. first mode Ko g1 o ITvedpa™.

42 The composition has been studied in the manuscript National Library of Greece 963, f. 252r—v.

43 See the Table "Antonios Episkopopulos, d. Fourth plagal mode Eug piav, ayiav, xaBohuav”.
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Demetrios Tamias:

According to the manuscript sources Demetrios Tamias lived in Crete from the end of the 16t
until the first half of the 17" centuries. He is testified as “protopsaltes Chandakos” and “pro-
topsaltes Kretes” already at the beginning of the 17® century.* Among his huge melurgical
work a composition of the whole text of the Symbolon in the fourth plagal mode is included.
He has also composed twice the part Kou e1g to Ilvebpa o Gytov (until the end) in the fourth
plagal and first mode and twice the part Eig piov ayiav amoctoAuciv (until the end) in the
fourth plagal and second plagal mode %

His composition of the whole text of the Symbolon in the fourth plagal mode is separated
into verses-parts, thus giving the opportunity to be chanted by two choirs, even if this is not
stated in any of the manuscripts.* The constant alteration between the fourth and the fourth
plagal mode has been observed as a characteristic element of this composition, but the first,
the third and the barys mode are also used. The modal signatures and not the phthorai signs
are usually applied for these changes. The nenano phthora is used for two short passages and
the phthora of the fourth mode is applied for the return to the fourth mode. Other character-
istic elements of this setting are the persistence around the intervals of fourth and fifth and
mostly around the final and the higher pitch of the mode (C—c), the ascent and descent of

44  Conceming the life and the works of Demetrios Tamias, see GiannoruLos, H avlnor 185-220, where extended
bibliography is cited.

45  See Sinai 1563, Anthology of the Mass, 17% cent. (second half), scribe Gerasimos Gialinas, f. 1381: To éyiov
ovpforov xupot Anuntpiov tov Tapia ka1 TpeToyditou Kpime: [fxog] nh. 8" Ihotsho sig éva Ocdv.
Library of Iberon Monastery 1225, Anthology of the Mass, 17® cent. (between 1625-1650), f. 112r: To
tyrov Topfoirov emornén mapd tov avtoy momtod [Anprntpiov Tapia]- [fxog] k. 8" [otedo g1 éva Oeov
and f. 1167 Kvp Anuntpiov [Tapia]- [fixog] mA. 6 Ei plav ayiev keBoluy kot amoctolxiy Exxinciav.
Patmos 819, Anthology of the Mass, mid-17% cent., f. 233r: Kup Anpmpion tov Tapio: [frog) o Ko sic
70 Ilvebpa. National Library of Greece 963, Anthology, 17 cent. (between 1650-1675), f. 252v: ‘Etepov
ovvonTikdTEPOV Kup Anuntpiov Ntapie ke npotoyditov Xavddakov (sic) Kpfiang: [fixoc] mh. 8 Fig piav
ayiav and f. 253r: Kup Anpmrpiov [Tepio]- [fixog] mh. 8 Ko &1 10 IIvedpo. Liverpool, Mayer Collection
12053, Anthology of the Mass, 17* cent. (1662), scribe Gerasimos Gialinas, f. 236r: IToinpa Aquntpiov
Tapior [fxoc] o Kou £1¢ 1o Ilvedpa and £ 237v To &ytov Zopforov katBag [...] Anunzpiov Topla- [yog]
mh. 8" Iliotebo £1g £vo. @cbv. Padua 432, Anthology, 17 cent. (1600-1610), f. 112v: Tov avtob momTOD
[Anpnzpiov Tapial [Mxog] ¢” Ko g1g to ITvedpo [fxog] k. & Eig piav ayiav. See, Grannoruros, H avonon
457-740,

46  The text is separated into verses — the parts as following: [Motebw e1g éve Oedv Iatépa TUVIOKPATOP
TOMTHY OVPEVOD KaL YTG OPATOY T ThvTLV Kot cophtay — Ka eig évay Kipov Incodv Xpuotov tov Yiov
Tov ®col Tov povoyev| tov ek tov Tlatpdg vevinbévio mpo TEvIOY ToOV aibvey — Do ex paToc Bsdv
ainbwév ex Osod akndvos yevimBévo ov momdévio opoovalov e Iatpi 8t o0 Ta wévta eyévero — Tov
8t” npdg Tovg avlpdrong ke S1d ™V Nuetépay cepiay KaTEABGVTA £K TmV oVPAVEV Kot cs_ctplcd)eévw €K
Hvedparog ayiov ket Mopiag g HapBévou kot evavBpanficavee — Zravpwlivia 1€ vrép Nudy eni Hovtiov
Hkétov — kou meBévia ko Tapévra Ko avastévra m Tpity nuépa katd tag Upopdc — Ko averbdvio
€15 Toug ovpavong kan kabeldpevov gk de&iov Tou Turpoc Kar méday epyouevov petd 86Ens kpivan {hviag
Kon vexpotg ov g Pactieiog ouk €oton téhog — Kau £1g 1o Mvebua 1o Gytov 10 KOpov 1o {@omody 1o EK
o lotpdg exmopevdpevov to ouv Hotpi kot Yid SLUTPOoKUVODpEVOY Kat ouvBolaldpsvov To Aaifcay
A& tov mpopnTdv — Eig plav aylav xafoiumy kot aroctoAuy Exxinoiav — Opoioyd ev Bantiopa £ig
Gpeow apapnidv Ipocdorkd avastacy vekphv Ko Confiv Tov pédhoviog aubvog Apny. See, Sinai 1563 ff.
138r-140r.
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the scale in those parts where the great intervals are not used and, finally, the ending on the
higher note of the fourth plagal mode. Another element of this setting is the use of theseis
such as kratema under oligon with the nana phthora, tromikon under petaste and apostrophos,
lygisma under oligon with diple and stauros in a double or triple setting, tromikon with syn-
desmos or homalon. There are also cases (parts) in which the theseis of lygisma, piasma or
parakletike are used in double or triple settings, but also parakletike, lygisma and kylisma
.are often applied without repetition. This composition is also built around-similar musical
phrases which are appropriated in more than one mode, like the fourth and the first, or the
fourth and the fourth plagal mode.* |

The partial composition of Demetrios Tamias of the part Eig pilav ayiav kaQoAwnyv in
the fourth mode is conserved by the scribe of the manuscript 963 of the National Library of
Greece as “cuvontikdtepn’, shorter than the last one by Antonios Episkopopulos.”® Even
though it starts in the fourth plagal mode, it moves to the first and the second mode and to the
second plagal with the nenano phthora. The nana phthora is used for the return to the fourth
plagal mode. The basic movement is constructed between G and c, a peculiar final cadence
on b. Demetrios Tamias uses the same theseis as in his composition of the whole text. Some
musica! phrases are repeated but also the ascent and descent of the pitches of the scale are
applied.*

The second composition of the part Kau €15 to Ivedpa o dywov™ is also in the fourth pla-
gal mode, but the fourth and first modes are used too. The movement is around the intervals
of fourth and fifth, and also around a typical ascent and descent of the pitches of the basic
tetrachord of the fourth plagal and the first modes. Theseis such as lygisma, xeron klasma,
tromikon, parakletike and kratema under oligon together with the nana phthtora are applied.
The setting also ends abnormally on b.*!

Kosmas Baranes the monk:
Kosmas Baranes was a famous person related to the chant affaires in Crete during the sec-
ond half of the 17* century. He has composed many works for the Office but also chants of
the Sticherarion and Heirmologion, mathemata theotokia, katanyktika nekrosima and many
others.*

His composition of the Symbolon is conserved in his autographical codex 1137 of the
University Library of Padua.’® He has composed the whole text of the Symbolon separated

47  See the Table “Demetrios Tamias, a. fourth plagal mode Thotebm g1g va Bedv”,

43 See National Library of Greece 963, f. 252v.

49 See the Table “Demetrios Tamias, b. fourth plagal mode Eig piav, ayiov, keGokuaiv”.

National Library of Greece 963, f. 253r-—v.

See the Table “Demetrios Tamias, c. fourth plagal mode Ko &1¢ 1o ITvetpa™.

About the life and the work of Kosmas Baranes, see, GiannopuLos, H évinon 220-234.

Padua, University Library 1137 — Anthology of Kosmas Baranes’ works, 17% cent. (beginning), scribe Kosmas
Baranes, I. 7r: To dywv Zoppolov peic@iv nop’ epotd Koopd povayod tov Bapaviov [fixog] 8° ITotevm &g
£ve Qedv (until Ko aveiBovTa [...] ovk éotar téhog): f. 8v: Tovro yarietar drav sivar yopol dvo- [Tfixog] 8 K
etz 7o [vedpa to dytov (until the end) and £. 9v: Etgpov [fx05] 6" Ko g1¢ 10 Hvedpa to dyov (until the end).
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into verses, in such a way that it could be chanted by two choirs, though this is referred
to only in the title of the last part of the composition Kot g1g to I[Ivevpa to dyov: “Tovto
yarieton Otav sivor yopoi 550”.% The division of this last part is rather strange as the ele-
ments are small textual phrases or even words.

The composition is in the fourth mode with many variations into the fourth plagal
mode. His introduction on the word ITiotebo is similar to the one by Manuel Gazes.’
This setting can be compared with the previous one having the same characteristics, such
as the change between the intervals of fourth and fifth, the use of some stable musical
phrases, the ascent and descent of the scale of the fourth plagal mode.’ Kosmas Baranes,
like the previous Cretan composers, makes use of the theseis of xeron klasma, lygisma
and kylisma but also of kratema and stauros.

Conclusions:

The four earliest compositions of the 14% and the 15® centuries can be separated into two
categories on the basis of their characteristics. The works of Manuel Agallianos and Markos
Bishop of Korinthos can be included in a first group as they constitute two rather classi-
cal Byzantine compositions. The setting of Manuel Gazes and the anonymous one can be
classified in a second group as they present characteristics rather unusual for the Byzantine
composition.

Although Byzantine compositions on the text of the Symbolon ceased at the end of the
15" century, Antonios Episkopopulos, Demetrios Tamias, Kosmas Baranes and Ignatios Phri-
elos continued composing the text in Venetian Crete during the 16™ and 17" centuries. If we
also consider the fact that the last two compositions of the Byzantine period — by Manuel
Gazes and the anonymous one — have taken place in Crete and that they present several
similarities considered as probably deriving from the Latin music, the relation between the
practice of the Cretan chanting of the Symbolon and the analogous Venetian practice is ap-
parent. This relation and influence can be explained on the basis of the Cretans’ continuous
contact with the Venetian liturgical practice and music. Certainly, another hypothesis which

54 The text is divided into articles as following: ITictebw £1g éva Oedv [atépo moviokpdropa TOMTHY CUPAVOD
KO1ynG 0patdv Te Riviev Ko aopdtay — Ko g1 évav Kopov Inoobv Xpiotév tov Yiév tov @sob Tov povoyevn
Tov £k tov Iatpdg yevvnbévia mpo méviov tov abvav — Qug ek po1oc Oév arnbvév ex Beol ainbivon
tevvndévia ov mombévto opoodciov to Matpi &u” 00 ta névra eyévero — Tov 8t nudg Tovg avBpdrovg kar 16
v npetépav cwtnplav xateh@ovia ek tov ovpavidy ko capkobévia ek Tvedparog ayiov ko Mapiog g
[Mepbévou xo evavBponrcavia — Zravpndévre 16 vrép nudv exi Movtiov ITkdrtov kot mabdvie ko Tadévio
Ko avastvra ™ tpim npépa vatd tag Ipaghs — Ko avelBévia £1g toug ovpavoic kat kabeldpsvov ex
deLubv tov Tlatpdc Kat méduy epydpevov petd 86Ens kpivat {hviag ka vekpog ov g Pastieiag ovk éotal
téhog — Ko &1 1o ITvedpa — 10 dywov — 10 x0piov — 10 Loonotdv — 1o ex Tov ITatpidc — EXTOPEVOIEVOV — T
ooy [latpi — kou Y1 — svpnpookvvobpsvoy — xat cuvdofalopevov — 10 Aadficoy — S8 tav mpogntdy — Eig
piav — aylay — xebohkrv — kal anoctorny — ExkAnociav — Opokoyod — ev Bantiopa — £1¢ 4oestv auopTidy
— Ipoodoxkd — avactaow ~ vekpdv — Ka lonfjv — tov pédkoviog ~ aidvog — Apnv — Ay — Apfv. See, Padua
University Librarv 1127, ff 7r-9r.

Seziecomrrsiion ol Manue! Gazes iz Sizai 1299 ffL 269v-270v and the appropriate Tables in this paper.

Fog sl Elvmes Basmrpvomiiniegsl paeds rsliones sen Qg0

ELl
1 i

P T




Flora Kritikou: The Byzantine Compositions of the “Symbolon of Faith” 179

should be considered concerns the fact that with the help of the settings of the Symbolon the
composers as well as the chanters tried to remind the Greek people of Crete of the Orthodox
text and meaning of the Symbolon. This hypothesis is reinforced by the fact that there are
many partial compositions of the section Ko gi¢ o Ilvedpa 10 &yov which are apparently
much more present from the ones of the whole text.>’

The existence of these compositions in Cretan musical manuscripts, their creation and
development in Crete, an island under Venetian occupation for centuries, and from Cretan
composers who lived together with people of the Latin faith and knew their polyphonic
music, indicates a possible following of the Latin liturgical and musical practice. Most of
their compositions present some analogous internal characteristics which might lead us to
the supposition that they could be chanted by two voices. The first characteristic element 1s
the choice of the modes, as most of these works are composed in fourth and fourth plagal
mode and in first and first plagal mode. The choice of these modes is already apparent in the
composition by Manuel Gazes as well as in the anonymous one in the manuscripts Sinai 1463
and 1552. The second characteristic is the frequent use of great intervals and the unusual per-
sistence of the chant around the intervals of fourth or fifth or the simple ascent and descent
of the scale. The application of parallel phrases, often with a difference of a fifth, is another
characteristic element of these musical settings. On the other hand, in Cretan compositions
attempts to simplify the melody or to compose without embellished parts — which would be
appropriate for a polyphonic setting of the music — has not been observed. On the contrary,
the usual Byzantine theseis, such as xeron klasma, lygisma, kylisma, stauros, are often used.
Thus, what should be studied in the future firstly as a working hypothesis is the relation of
these Cretan compositions of the Symbolon with the Latin ones and secondly the functional
role of the theseis in these compositions, especially if they could have been chanted by two
voices. Also, the possibility of a different meaning of the Byzantine theseis in these Cretan
compositions should still be examined.*®

Even though these compositions of the Symbolon have some unusual characteristic el-
ements, they should be considered as exceptions and not as representatives of the whole
Cretan musical production. Nevertheless, they can be appreciated as a conscious experiment
by the Cretans meeting another musical system and as an attempt of writing this down with
the help of the Byzantine musical system, possibly because this was the only musical system -
which the Cretan composers knew.* ’

57 According to the sources, this part was composed four times by Antonios Episkopopulos (in first, third, fourth,
and fourth plagal modes), twice by Demetrios Tamias (in first and fourth plagal mode). Kosmas Baranes has
separated this part and composed it for two choirs. He has also added one more composition in fourth mode.

58 Starmes. “Authovv pgrol” 6581 footnote 9.

39 StaTHEIS. TAuTaoUv uErQDT 66TE
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Manuel Agallianos, first plagal mode Kai eic 16 nvedua
Beroia, Library of the Monastery of Saint John Prodromos 1
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“Neon”, without a composer’s name, fourth mode

Iiotebw sic éva Gedv
Sinai 1552, ff. 114v--116r s
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Antonios Episkopopulos
a. fourth mode Kai el 16 mvetua
Sinai 1440, f. 55r—v -
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b. first mode, Eis piav, dylav, cafodwiy
Sinaj 1440, f. 55v

¢. first mode Kai els 76 Ivetpa
Nat. Lib. Gr. 963, 1. 251v-252r
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b. fourth plagal mode Eis plav, dylav, kafoduciy
Nat. Lib. Gr. 963, f. 263r-v
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Nat, Lib. Gr. 963, £, 252v
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Kosmas Baranes
fourth plagal mode [Mioteda eic Eva Geov
Padova, University Library 1137, ff. 7--9v
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