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The Sui Generis Cretan Chant (16th-17th c.): a Case
Study on the Settings by Venediktos Episkopopoulos

Flora Kritikou and Farich Thoraval

Abstract:

The compositions included in the musical manuscripts known as “Cretan manuscripts” of
the 16" and 17 centuries can be distinguished in two main categories: the first one includes
the Cretan works composed according to the “classical” Byzantine tradition or/and

“"

arrangements of older Byzantine works, usually entitled by their composers “...as it is
written and chanted by me ...” or “... as it is chanted by the Cretans”, in order to indicate the
re-working of older compositions. The second category includes compositions that are
clearly different from the classical Byzantine tradition, and are thus considered as “particular
Cretan compositions”. The latter settings can be described as “mixed” given that they echo
some Western liturgical traditions without, however, being completely deprived of the
techniques of Byzantine composition. Since these compositions do not entirely fit the
Byzantine custom, one must assume the existence of specific Cretan idiosyncrasies. In this
perspective, a case study of different kinds of composition by the well-known composer
Venediktos Episkopopoulos will give the opportunity to put into light various unnoticed
features (whether morphological or notational) of the Cretan tradition.

Keywords: Venediktos Episkopopoulos, chant, liturgy, notation, Crete

The characteristics of the particular Cretan repertory

The so-called sui generis Cretan chants from the 16% and 17" centuries are known for
demonstrating important discrepancies — both musical and liturgical — with the usual
Byzantine tradition. These particular settings were either written by the composers
themselves, or by other contemporary scribes in manuscripts which are commonly
known as “musical manuscripts of Cretan origin”, and are nowadays kept in various
libraries in the world'. Generally, the Cretan compositions of this period can be
divided in two great categories: the first one includes the settings estimated as being
composed according to the Byzantine tradition and/or the arrangements of older
Byzantine works, usually entitled “... as it is written and chanted by the Cretans”.
The second category concerns the Cretan settings that are clearly distinguished from

1 About the Cretan compositions of this period, see Emmanouil Giannopoulos, H AvOnon trc
YaAtikne Téxvne otnv Kpntn (1566-1669). Athens: Institute for Byzantine Musicology (Studies 11),
2004.
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the “common” Byzantine chant, and that one can characterize as “particular Cretan
compositions”?. The peculiarities of the latter compositions can be briefly
summarized as follow:

« They can rely on texts that were never used in the Byzantine musical tradition
before or after the Cretans, as for instance the verses entitled “in the beginning of
the Mass”, or those entitled [to be chanted] “during the Communion” that are
derived from the Gospels®.

« They can rely on texts that are only read in the Byzantine tradition —and were thus
never copied in musical manuscripts—, whereas they are composed and chanted in
the West, as the Credo or the Pater noster.

« They can use compositional techniques that are unusual to the Byzantine musical
tradition, as for instance the interpolation of non-psalmic verses in various sections
of the liturgy, like the Great Doxology or the Offertory. An analogous
compositional technique is documented in the West already in the 10 century.

« They can be morphologically organized in ways that diverge from the
contemporary Byzantine custom, though they are linked with practices
documented in early liturgical sources but abandoned by the Byzantines centuries
ago. Typical is the division of the offertory different in parts, or the composition of
all the verses of the psalm for the Communion (instead of the selection of single
verse of the given psalm).

 They are sometimes recorded with a second voice or parallel voices.

« Independently from these features, all the aforementioned cases stand out due to
remarkable notational features. They seem to present more information about the
performance and use the Byzantine modal signs in a way that suggests a possible
different conception of modality.

These issues were already studied in respect to specific categories, such as the Credo
or the Pater noster!. However, they were never discussed in a transverse approach

2 This particular Cretan repertoire is being investigated in the frame of the research project “The
liturgical chant in Venetian Crete during the 16" and 17t centuries: Cultural transfers and shaping of
identities in the Mediterranean space” which is carried out by the National and Kapodistrian
University of Athens (Department of Music Studies / Flora Kritikou) and the Ecole Pratique des
Hautes Etudes (Sciences Religieuses / Vassa Kontouma) and funded by the French School at Athens.

3 Flora Kritikou, “Les manuscrits musicaux post-byzantins d’origine crétoise comme témoins des
échanges culturels entre Vénitiens et Grecs (XVIe-XVIIe s.)”, Colloque International ‘Livres et confessions
chrétiens orientales. Histoire connectée entre Empire ottomane, monde slave et Occident (XVIe-XVIIIe siecles),
15-17 Décembre 2016. Rome: Ecole Francaise de Rome (forthcoming).

4 See, Flora Kritikou, “The Byzantine compositions of the ‘Symbolon of Faith’”, Psaltike. Neue Studien
zur Byzantinischen Musik (Festschrift fiir Gerda Wolfram). Wien: Praesens, 2011, 167-186. Idem,
“Compositions of Credo: Influences of the Latin settings on the respective Byzantine ones of Cretan
origin (16t-17th cent.)”, Cantus Planus, Study Group of the International Musicological Society. Papers read
at the 16" meeting, Vienna, Austria 2011, Osterreichische Akademie der Wissenschaften Kommission
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that could enlighten their value at the level of individual practices. In this
perspective, this paper aims to study various feature —morphological or else— of
the works of Venediktos Episkopopoulos, a Cretan composer whose music is
relatively well preserved and offers a large panel of liturgical types.

Venediktos Episkopopoulos was living during the second half of the 16" and the
beginning of the 17" centuries. He spent a great part of his life in Venice, working as
a scribe with his father Antonios Episkopopoulos and, as he states in a letter, as a
chanter at the church of Saint Georges of the Greeks and in Sicily. Later, he probably
spent some time in Sicily before turning back to Crete around 1592 where he became
protopapas of Rethymnon’®. In order to discuss the compositional know-how of this
composer, we selected settings that share all the aforementioned characteristics,
focusing however on those that rely on texts which are either not used in the
traditional Byzantine chant, or have a doubtful, or even unknown, liturgical function.
Among the various settings attributed to Venediktos, it was thus possible to identify
the following compositions:

» Three verses intended to be chanted “in the beginning of the Mass . In some
sources, a setting for the blessing of the incense is interpolated between the second
and the third verses.

« Four verses intended “[to be chanted] during the Communion”.

« The third psalm Kvpie, ti énAnOvvOnoav oi OAifovtéc ue.

« Two settings of the Lord’s prayer Ilatep fuwv (Pater noster).

Since such settings are totally unknown to the Byzantine tradition, they were never
recorded in non-Cretan musical manuscripts and have an uncertain liturgical
function. However, a partial clue to this issue is given by the rubrics of the two first
groups of settings (“in the beginning of the Mass” and “during the Communion”).
Moreover, in his poem Trnc Kpnine 6 yaAacpoc, Manoles Sklavos gives indirect
evidence for the chant of psalms by Greek priests during litanies, and especially the
psalm 37 (Kvpte, un tw Ovuw oov EAéyENc ue, unde tn 0pyn oov aldevonc Le)C.
Finally, the place of the Lord’s Prayer in the liturgy is not indicated, but we can
suppose that it is the same as the usual one. Yet, given that neither the typology nor
the morphology of these compositions can fit into the traditional Byzantine musical

fiir Musikforschung, Wien 2012, 210-218. Idem, “The Cretan Communion Chants ‘with verses’”,
Liturgy and Music, Proceedings of the Seventh International Conference on Orthodox Church Music,
University of Eastern Finland, Joensuu, Finland 6-11 June 2017. Joensuu: The International Society for
Orthodox Church Music, 2019, 334-343. Idem, “Ot peAomowmoels g Kvglakric mpooevxmg katd tov
160 Kkat 170 at: pogdpoAoywkr) peAétn”, 7th International Musicological Conference ‘Theory and Praxis of
the Chanting Art - Morphology-Aesthetics’, Athens 18-20 October 2018. Athens: Institute for Byzantine
Musicology (forthcoming).

5 See, Giannopoulos, AvOnomn, 160-184.

¢ Manoles Sklavos, T1¢c Kpntne 6 yadaouoc (H Zvudopa tnc Kprtne), Tasoula M. Markomihelaki
(ed.). Thessaloniki: Institute for Modern Greek Studies, 2014.
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categories, one must assume that they are related to specific Cretan idiosyncrasies
that require further attention.

I. The verses for “the beginning of the Mass” and the benediction of the incense

Ev tw vaw éotwtec tne 60Enc oov, év ovpavw éotavar voullopey.
Ocotoke MUAN énovpavie, dvorsov Nuty, Ty Ovpav tov éAéovg gov.
Tote avoioovowv émi to OvotaotnpLov cov uooxove, evAoynoov Aéomota [Ps. 50, 21].

Although these settings is copied in various manuscripts, this study is based on the
versions given by the sources kept at the National Library of Greece and at the Saint
Catherine in Sinai (thereafter NLG and Sinai)’. In the first section (verses 1 and 2, see
example 1), the triple repetition of the word dvoiov —and then of dvoiSov nuiv—
forms the greater part of the setting which is rather short with a mostly syllabic
treatment. The last melisma made of combined phrases on the word éAéovc is very
different from the rest of the composition.

In NLG 963, the setting is introduced by the signature of the fourth plagal mode,
whereas a mere “0” is used as an introductory signature in Sinai 1563. This alone
demonstrates how problematic is the transcription of such compositions. Whether
the transcription is based on C or G, it raises many conflicts with the medial cadences
and modal signatures. Several times the third mode modulation sign is set on g.

In the last part of the setting, the verse starts from “0” considered as G, though a
second mode signature is set just before. However, the successive second mode
signature is normally found on b, as well as the final cadence. The introductory
phrase goes from C to E, ending with the signature of the second mode (it should be
from G to b if the composition had been transcribed on G rather than on C). The
ending of the word dvoicovowv can be considered as a misspelled passage. Indeed,
since the great sign of epegerma is notated together with an apoderma and ison, it
seems to be an expression sign rather than a formula. In NLG 963 there is no medial
modal signatures (except the aforementioned second mode signature after the first
phrase) or modulation signs, whereas in Sinai 1563 the signature of the second mode
is used just before the last phrase.

7 Sinai 1563, f. 108" KUg Bevediktov EniokomonovAov kal nmowtornana PuBouvng (sic). [fxog] & Ev
T vaw éotwtes Thc 00&nc oov; f. 108v: [Hyoc] &' Ouvuiaua dyiov npoodpépwév Lot - [fxog] d Tote
avoioovow émi tw BvolaotnpLov oov pooxove: EvAdynoov, Aéomota. See, also, Sinai 1442, f. 471 Agxn)
ovv e ayiw g Oelag Aeitovgying oL €v aylolc TatEog MUV Twdvvov A&oxLETILOKOTIOU
Kwvotavtivovnodews 100 Xguoootopov. Kai tavta weg maga kU Bevediktov EmiokomonovAov
nowtoTtanta PuOnuvols (sic) PaAdetar kat yoadetar (sic). [xoc] mA. 8" Ev 1w vaw é0t@Tes TI¢
00&nc oov. Sinai 1442, f. 4v: Tote dvoioovow émi 10 Bvotaotnpiév oov pdoxovs. NLG 963, f. 177v: Kio
Bevediktov [EmoronomnovAov] kat mowtomntanta PvOvpvng (sic): [xog] mA. ' Ev tw vaw éotwteg
tnc 60&nc oov; f. 178" ["Hxocg] & Tote dvoicovow émi t@w Ovoiactnpiov cov pdoxovs: EvAdynoov,
Aéomorta. Sinai 1524, f. 51 Kvp Bevediktov [EmiokomonovAov]- [fxoc] & Ev @ vaw éotwtec Thg
00&nc oov; f.51v: [[Hyoc] mA. &' Tote dvoicovow émi tw Ovowaotnpiov cov uooxove: EvAdynoov,
Aéomota. Minor differences can be observed between the manuscripts.
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Ex. 1: Verses to be chanted “in the beginning of the Mass”
NLG 963, f. 177v (I) and Sinai 1563, f. 108 (II) Fourth plagal
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Ouuiaua dytov mpoopépouév oot, Xptoté 0 Oeoct.

The setting for the benediction of the incense (interpolated between the verses 2 and
3 in Sinai 1563) is largely made up of a triple repetition of the phrase Xpioté 0 O¢oc.
Frequent modal signatures divide the composition in several phrases that are either
developed or short and syllabic. This combined use of short syllabic and long
melismatic phrases produces a “mixed” style that do not reflect the homogeneity of
the Byzantine practice. The setting is supposed to be in the fourth mode but its
transcription from d produces several inconsistencies between the melody and the
medial signatures. Whereas the fourth mode signature is normally set on d, the third
mode signature after Ovuiaua is set on g, the second mode signature after dytov
(even more strangely) on f, the first mode signature after ®coc on e (it is already the
case in the verse Ev 1w vaw éotwtec) and the second mode signature of the final
cadence on f. Hence, though the signature of the fourth mode is noted in the
beginning, the composition can not be classified as belonging to the fourth or the
fourth plagal mode according to the Byzantine theory.

The introduction is made of a fifth downwards from the fourth to the fourth plagal
mode (from G to C) which is followed by the usual introductory phrase CDEFG. The
composition is divided in small phrases by frequent modal signatures. In most cases,
the movement is between G and c with emphasis on c. A number of repeated phrases
are used (theseis of piasma, parakletike, eteron parakalesma, kylisma) in different pitches.
Characteristic are the use of the modulation sign of the third mode (nana) on c and
other misspelling points, as the use of the great sign emiphoron on b in two cases, both
before the signature of the second mode. The last phrase (0 ®¢oc¢) is repeated (text
and music).

II. The verses to be chanted “during the Communion”

Qc¢ éuvnoOnc Xpioté 100 MoTov Anotov év 1w Xtavpw, uvnoonti uov Kopie dtav
EAONC &v 1) PaotAeia oov.

O tpadywv pov v odpka kal Tivay [ov TO aiua év EUol UEVEL Kayw &V aDTw, EITIEV
0 Kvproc (John 6:56)'.

Avdpec TaAiAdaiot, Ti éotnrate EUPAEmOVTEC €I TOV 0VPAVOV; 0VTOC E0TIV 0 PEAAWY
niaAdw épxeoOar kpivar Covtac kat vekpovg (Acts 1:11)M1.

Qc 0 Anotnc ouoroyw oot, uvnoOnti pov Kopte év 1 paciAeia oov (Luc 23: 42)'2,

8 Sinai 1563, f. 108": [[Hxog] 0" Ovpuiaua dyov mpoopépwpév Xot.

9NLG 963, f. 293v: Kbp Bevediktov [EmiokomomovAov]- [fxog] mA. &' Q¢ éuvrobne Xpiote tov
ToToD Anotov &v Tw Xtavpw, pvnoonti pov Kvpie 6tav EAOnC év 1 pactAeia aov.

10 NLG 963, f. 294" Tov avtov [Bevediktov EmtiokononovAov]- [fxoc] &' O tpwywv pov v cdpka
Kal mivov pov T0 alua év éuol pével kayw v avtw, eimev 0 Kvpioc.

11 NLG 963, f.294v: Tf) En g AvaAnpews tov kU Bevediktov [EmokomomovAov]- [fxog] mtA. d'
Avdpec I'aAidaiot, Tt éotnrate éuBAémovtec €ic TOV 0Dpavov; ovToc EoTiv 0 péAdwv maAw EpyxecBal
kpivar Covtag kal vekpove.
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All these compositions are based on texts that are never used for the Communion in
the Byzantine liturgy. In spite of their common rubric “Eig 10 peta ¢popov”, these
settings are unlikely to have been used as Communions. Indeed, their short structure
can hardly cover the required liturgical time and they are often connected with
common Byzantine Communions in the Cretan sources. We must thus assume that
the rubrics “Eic 10 peta ¢popov” indicate some kind of post-Communions, as
suggested by the testimony of Akakios Chalkeopoulos” compositions!®.

Ex. 2: Verses to be chanted” during the Communion”

NLG 963, £. 293v-294 (I) fourth plagal NLG 963, f. 294 (II) fourth mode
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12 NLG 963, f. 295 Tob avtov [Bevediktov EmiokomomovAov]- [xoc] mA. &' Q¢ 6 Anotrnc opodoyw
oot, uvnoOnti pov Kopie év tn paciAeia oov.

13 See, NLG 917, f. 149v: To, 0 éopaxoc éué €otv yeyQaupévov elg TO TEAOG TOL TETEADLOV,
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NLG 963, £. 294v (III) fourth plagal NLG 963, £. 295 (IV) fourth plagal
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Three of these settings are composed in the fourth plagal mode and one other in the
fourth mode (example 2). The compositions are very clearly segmented in short
syntagma through the constant use of modal signatures, apodermas, cadential
formulas, up- or downward leaps. As a result, they appear to be made of rather
syllabic, short and repetitive phrases, though they systematically end with an
extended melisma on the last word or syllable. Most strikingly, various features
demonstrate many inconsistencies with the Byzantine tradition. First, the phrases
often include passages which notation only rely on interval signs. Then, each phrase
is usually written in a different mode, what makes it almost impossible to classify the
compositions in a traditional mode. Finally, all the compositions have several
misspelling passages though they usually use some of the known sticheraric theseis.

These peculiarities call for a closer investigation of Venediktos Episkopopoulos’
compositional techniques. The short phrases of which the settings are made—from
five to ten—rely on a limited number of melodic patterns, some of which are
common to several compositions, thought subjected to some notational variations
(example 3). Literal reuses of melodic materials are thus obvious in segments such as
“uvnodnte pov, Koote” (Is), “O 1owwywv pov” (IL) and “xpitvar Covrag kol
vekpovg” (Illv); “elmev” (Ils) and “maAwv €oxecOar” (Ills); or “év épot pével” (Ils) and
“ti éotnrarte” (IIIs). However, the most striking recurrences occur at the close of the

]
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segments that rely on a very limited amount of cadential materials: ascending and
descending stepwise motions; up- and downward one-step clausulas; leaps of thirds.

Ex. 3: Synoptic distribution of cadential materials

NLG 963, f. 293v-295
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Yet, whereas the formulaic nature of the settings is not surprising in this context, the
way Venediktos Episkopopoulos might have handled this lack of variety deserves
attention. Given that the synoptic analysis does not take in account the original
notation, it can generate obvious comparative bias in linking up similar melodic
motions that rely on different formulaic structures, e.g. “Qg éuvnodne” (Iy) and
“oov” (Is). Nonetheless, it gives evidence that the use of cadential patterns is strongly
related to their position on the scale (intended here in a strictly descriptive way, with
no modal implication). With the exception of the cadences in the two segments Il
and III7 that have no concordances in the settings, most cadential formulas prove to
be subjected to two much contrasted behaviours. Indeed, the cadential material is
either systematically associated with a single degree (Is, I, IIls on C / Il¢, IIIs on D / I,
IVion E / I, Il on G / Is7, II7, Iz, IVs also on G / 14, IIIs on c) or frequently
transposed on various degrees (I1, IIs,4, IIIs,6 on G and C / II3,58, IVson C, F and B /
IVi,2 on E and F).

The cadential patterns prove thus to have different degrees of “transposability”
according to their position on the scale. Very strikingly, the traditional modal system
has apparently no influence on the formulaic stability. Whether the setting is in the
fourth mode or the fourth plagal, the most stable formulas are always set on C, D or
G, whereas the most frequent transpositions occur on E, F and B (noteworthy, the
segments IV1,2 are probably unornamented versions of IIs,5,s, IVs). The up-and-down
one-step clausula seems to stand half way between these two extremes, since it
alternates only between C and G.
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Yet, the melodic material that demonstrates an instable formulaic/scalar relationship
deserves closer examination. The two cadential patterns transposed on B (Is and Ils)
are used as final cadences and rely on the repetition of the text’s last words or
syllables. In both cases, they follow a very stable cadential pattern on G, in which the
end of text is already stated (I and II7). As a consequence, the two cadences on B —a
rather unexpected degree in this modal context— work as a kind of coda which
formulaic and modal instability prolong the previous cadential stability.
Furthermore, the cadences on E (IVy, Is, IV4) and F (IV2, IIs, IVs) always occur in the
middle of the settings where they function as a transitory polarization between the
main and most stable degrees. Likewise, the intermediate cadence on A (IIls) works
as a middle suspension in a setting that exclusively concentrate on the C-G degrees
and therefore requires the addition of dynamic material. In this respect, it is
significant that this segment has a rather low formulaic/scalar stability since it is the
only one with no concordance in the four settings (the up-and-down fourth motion
on G (III) rather seems to be an exclamation). As a conclusion, all four compositions
appear to be conceived as a dynamical play based the relationship between patterns
and scalar degrees.

III. The third psalm Kvgtg, ti énAnO0vOnoav oi OAipovtég pe

Kvpie, Kopie, ti énAnOovOnoav ol OAifovtéc ue; moAdol énaviotavtal Em’ Eué:
nioAAot Aéyovot T Yuxn pov: 00k €0t cwTnpia avtw év 1w Ocw avdTov.

2o 0¢, Kvpie, avtiAnmrwp pov €i, 0&a pov xal vipwv Ty keGaAny pov.

Qwvn pov mpoc Kvpiov éxéxpala, xal énnkovoé pov ¢ 6pove &yiov avTov.
Eyw éxorunOnv xat Onvwoa- éEnyépOnv, 6tL Koploc avtiAnpetal pov.

OV ¢popnOnoopar amo pvptadwy Aaov Twv kKUkAw cvverutiOe uévwv Lot.
Avaota, Kvpte, owoov ue, 6 ©cog ov,

0tL ov énataac mavrac tove éxOpaivovtac pot pataiws, 000vTac auaptTwiov
ovvéTpLyac.

Tov Kvpiov 1) cwtnpia, kal émi Tov Aadv cov 1 evAoyia oov.

AAAnAov, aAAnAovia, dAANAovLa, b0 cot 0 Oeoc.

According to the ritual of Matins, the third psalm belongs of the so-called exapsalmos,
a section of six psalms recited in the beginning of the office which is never referred to
as a chanted part. Consequently, the liturgical place and function of this setting of the
third psalm remains unknown. However, the previously quotation of Manoles
Sklavos suggests that in Crete, psalms were chanted in litanies during this period
(see supra).

There is no distinction between the psalmic verses, although the frequent use of
modal signatures at the end of textual units (semi-verses and verses) separates the
composition in short phrases. The major part of these phrases is short and syllabic,

14 Sinai 1530, f. 100 "Etegov Kvpie, ti émAnOvvOnoav, moinua ToL avtob kv Bevediktov
[EmioxomomovAov]: (§. 100v) [ixoc] ' Kvpte, ti émAnOuvOnoav oi OAifovtéc ue.
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made of sticheraric theseis and repeated phrases. However, other sections are more
developed and elaborated, such as énnrovoe and Omvwoa, or the phrase 1 cwtnpica,
Kal émti Tov Aaov oov 1) evAoyia cov, all of them being notated either with interval
signs or with theseis combination. Byzantine compositional techniques can also be
found, as it is the case of the repetition in the first verse ([OAi]-Bovtéc pe) and the
palillogia in the ninth verse ([tov] Kvpiov). The triple AAAnAovia followed by do&a
oot 0 ®¢oc is made of a cadential melisma.

As usual in the Cretan repertoire, the composition involves a succession of different
modes, with no specific relation to the initial signature in the fourth mode. Most
interesting are the double modal signatures noted after the words éxotunOnv and
Umvwoa. In the first case, the notation indicates simultaneously a second plagal
signature (E) and a a (A), though the melody relies on E and the a remains
irrelevant. Similarly, the second case is notated with a first plagal signature (D) and a
O (G), though the phrase ends on D and 0 seems to be irrelevant to the melody. In
both cases, the right ending of the melody depends on the transcription of the initial
fourth mode on G or d. Furthermore, whatever the choice is, the transcription
generates inevitable discrepancies with the medial modal signatures and the melody.
Since these signatures indicate two different pitches at the fifth, one can assume that
the signature-letter might be a pitch indication for an eventual second voice.

From a notational point of view, several “misspelling” points (or even whole
passages) can be detected. For instance, great signs can be combined with one single
interval sign, or double argiai can be noted on ending signs. It is remarkable that the
use of a “misspelling” version of a thesis does not exclude the use of its “classical”
version, as, for instance, the one of epegerma written under oligon in the words
&EnyépOnv and avtiAnpetal, and in its usual version in the word kvxAw.

IV. The Lord’s Prayer (Pater noster)

fourth plagal [Iatep Nuav 0 &v Tolc 0DpavoLc, 0VPAVOLS, 0VPAVOLC:
aylacontw

fourth mode T0 Bvoud Xov-

tirst plagal éAOéTw

fourth mode 11 BaoiAeia Zov-

yevnOntw to OéAnua Xov,

¢ v ovpavw Kal ETL TNG Y1C:
fourth mode TOV &PTOV U@V TOV ETLOVOLOV
varys/third mode  doc fuiv onuepov:

Kal ddec nuiv ta opetAnuata nuv,

fourth mode WG Kl NUELS
tirst mode ddlepev Tolc opetAétaig
fourth plagal nuawv:

Kal 1) el0EVEYKNG NUAC ELC TTELPAT OV,
fourth mode dAAa pvoat, pvoat Nuac amo Tov TovnpPov.

12
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Venediktos Episkopopoulos is the second known composer to have set the text of the
Lord’s Prayer into music after his father Antonios. Following probably his example,
he bequeathed two compositions, one in fourth plagal'®> and a second one in the first
mode'®. The first one is mainly made of repetitive phrases used in different
tetrachords (see example 4). Though there are less modal changes than in other
Venediktos” compositions, modal signatures are also used as separations between the
phrases. The setting could be characterized by the constant movement in the third
mode and the fourth plagal. It must be stressed that these settings also reproduce the
above mentioned problem raised by Venediktos” compositions in the fourth and

fourth plagal modes, which transcription must respectively be made from d or G and
GorC.

The second composition by Venediktos is in the first mode. It presents similar
characteristics to the previous one, particularly the construction in short phrases
separated by modal signatures. As shown below, it alternates between the first mode
and the first plagal mode, with a few cadences on G and F. The third mode
modulation sign can also be found on c (see ovpavoic, ovpavw) and b (see onuepov,
d¢iepev). Several common sticheraric theseis like lygisma or kylisma are used, though
phrases are sometimes notated with single interval signs:

tirst mode [Iatep nuav o &v Tolc ovpavolc,
aytacOntw 10 dvoud Xov-
tirst plagal éAOétw M Baokela ov-

fourth mode yevnOntw to 0éAnua Xov,

tirst plagal ¢ v ovpavw Kal ETL TNG Y1C:
tirst mode TOV &PTOV U@V TOV ETLOVOLOV
tirst plagal ooc Nuwv onuepov:

tirst plagal Kal doec nuiv

tirst mode T OpetAnuaTa nuwv,

fourth plagal WG Kol NUELS

tirst mode adlieuev

fourth plagal TOlC OpeLAéTaLC UV

fourth mode

Kal U el0EVEYKNGC NUAC

tirst mode elc meLpao oy,
varys mode dAAa pvoat

tirst plagal nuag

tirst mode Ao 100 MoV PoL.

15 Sinai 1440, f. 116": IToiua kv Bevediktov [EmiokomomovAov]- [fxoc] mA. &' Ilatep nuwv; lviron
1225, f. 154v: TToinuoa kv Bevediktov [EmiokomomovAov]- [xoc] mA. &' [Tatep nuav.
16 Jviron 1225, f. 154" moinua kv Bevediktov [EmiokomomovAov]- [xoc] a' [latep nuav.
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Ex. 4 : The Lord’s Prayer
Sinai 1440, f. 116v (fourth plagal)
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Theses compositions are characterized by an atypical use of modal signatures and
modulation signs that proves to be rather frequent in the Cretan repertoire, though
quite unusual in the Byzantine tradition. Hence, in the first setting, the modulation
signs of the third mode are constantly used on c and g, though they obviously do not
indicate any modal change since, in such cases, the melody is already written in the
third mode. The frequency of this phenomenon gives evidence that modulation signs
do not indicate a modal change. In other cases, but less often, the modulation sign of
the second plagal mode nenano is also used on a and d in introductory and ending
points. The different use of the modulation signs is obvious in the phrase w¢ xai
nueic where the nenano modulation sign is written on the ending a of the phrase,
and followed by the signature of the first mode. Furthermore, the double modal
signature after the phrase tov émiovoiov deserves attention. The simultaneous
notation of the third and the varys modes could be related to the end of a phrase and
the beginning of the next one, but only the signature of the third mode is relevant to
the melody since the phrase Tov émiovotov ends on c. It must be underlined that the

next word 60c¢ is also found on d.

Ex. 5 : Synoptic distribution of the pattern transpositions in the Lord’s Prayer
Sinai 1440, f. 116¥ (fourth plagal)
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Hence, beyond these notational problems, this setting of the Lord’s prayer bears
many similarities to the previously discussed compositions, especially the
organization of a reduced formulaic according to its place on the scale (example 5).
Typical is the final cadence on B (or f, depending on the transcription) that proves to
be quite usual to the Cretan compositions, though fully irrelevant to the fourth or the
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fourth plagal mode. The patterns are however more frequently transposed,
providing thus further information about the management of melodic materials.

Most of the patterns are transposed at the fourth or at the fifth, an intervallic
prevalence that can easily be explained by tetrachordal shifts or motions to (or from)
a plagal homonym. It is however more significant to observe that, in most of the
cases, such transpositions occur on the major articulations and cadences of the
settings, supporting thus the hypothesis that standardized melodic formulas and
cadential articulations are deeply linked in Venediktos” compositional art.

On the contrary, pattern transpositions on other intervals are quite rare. A
comparison of the different patterns makes it possible to detect only three cases —at
the lower second and third— respectively at “to Ovoud” on E, “nuag eig
nietfoaopudv]” on A and “[mo]vneov” on B. As observed in the “post-Communion”
verses, there is no relationship between the location of the patterns on the scale and
the notated mode therewith related. The first case is analogous to the previously
observed situations: the cadence on E has an intermediate value in the downward
motion from G (“ayacOntw”) to C (“Xov”). Likewise, the second cadence on A is
part of a long suspension that prepare the close of the verse on G. Evidence for this is
given by the fact that this suspension on A occurs in the middle of the word
“melpacpov”’. The third case precisely concerns the final cadence on B. The use of
this cadential pattern to conclude the first sentence on c (“ovpavoic”) might explain
that it was chosen to end the piece, though transposed a diatonic step lower. The way
this transposition was managed is easily explainable. The previous pattern is a
stepwise downward fifth that has always been marked with an apoderma betfore. But
when beginning to sing the last word “movnpov”, the cantor makes no rest and goes
straightaway a step higher pronouncing the second syllable on the closing formula.
This way, he creates the illusion of a melismatic continuity, which makes it possible
to articulate the last syllable on B, a degree that would be otherwise rather
unexpected.

Conclusions: Characteristics shared by all compositions

This study aimed at investigating whether this group of particular compositions by
Venediktos Episkopopoulos presents the same features regardless of the kind, or a
differentiation could be detected on the basis of the type. Firstly, what should be
made clear is that the studied compositions, belonging to the particular Cretan
repertory, are independent from the common Byzantine ones without previous data
to follow or to respect. This factor integrates them in a special group in which neither
morphological pattern nor other similar elements are detected. However, they share
some traits which could indicate that they are connected by internal elements, those
relevant to the repertory. First one of them is the initial mode, which in most of the
cases is the fourth or the fourth plagal mode and rarely the first. In addition, it is
noteworthy that despite the initial mode signature which should lead to the
clustering of the melodies under a specific system of modal data, the classification in
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the relative Byzantine modes is rather impossible because of the constant change of
mode, so often indicated by the medial modal signatures. In the same frame, the
frequent use of modulation signs and especially the one of the third mode has to be
mentioned. Another trait shared by all the compositions studied, and furthermore
independently of the kind, is the repetitive phrases used in different tetrachords and
the use of great intervals usually in introductory points of the setting. An extended
melisma added at the end of the setting, often very different from the previous
syllabic part of the composition, is found in almost all of them. The compositions
present several notationally “misspelling” passages, concerning mainly the use of the
argiai sings and the combination between interval and great signs.

The purpose of this study was to investigate whether a group of particular
compositions of a composer, in this case Venediktos Episkopopoulos, presents the
same traits regardless of the kind, it has to be mentioned that all the settings share
the above mentioned characteristics even though representing different kinds.
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