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Preface
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CDs “Zakharia Khanendeh”, “Petros Peloponnesios” and “Secular Music from
Athonite Codices of Byzantine Music”. And so, in September 2004, when I ac-
cepted the kind encouragement of professor G. T. Stathis to write a doctoral dis-
sertation, the “subject matter” was already ripe to a great degree. Consequently,
the topic of the thesis and the scope of the musical material to be examined, were
defined in collaboration with G.T. Stathis as supervising professor.

From the initial stages of this work, the disproportion when comparing the
source material to the relevant literature became apparent — the former being con-
siderably rich, and the latter of limited extent and poor. Therefore, making the
music manuscripts the focal point of this research, and utilising the available lit-
erature as a supplement to this, was deemed the most appropriate method with
which to progress. The steps that followed are below:

- Location and collection of literature relevant to the topic.

- Study, indexing and cross-referencing of facts and information.
Location of manuscripts and loose leaves of codices containing secular music,
resulting in the compilation of an analytical table.

- Photography and digitisation of the source material.

- Writing of an analytical descriptive catalogue for each manuscript.

- Development of a “General Plan” for the dissertation.

- Authoring of the work.

This work covers the primary and secondary aspects of the topic and is aimed at
both experts in the field, as well as a wider audience with interests in musicology.

During the development of this work, many debts of gratitude were accumu-
lated. As a small gift in return, I would like to express my gratitude towards my
supervisor, Professor G. T. Stathis, for his encouragement, trust, advice, sugges-
tions, corrections, and in-depth discussions on issues related to this work.

I owe many thanks to the other members of the tripartite committee also, pro-
fessors Lambros Liavas and Achilleas Chaldaiakis, for their advice and sugges-
tions. The contribution of Professor Thomas Apostolopoulos was most helpful.
Among other things, I am indebted to him for enabling my first contact with the
secular music manuscripts, for a wealth of advice and corrections, as well as for
his unwavering support throughout the development of this work.
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Introduction

In the preamble of Alexiadis', Anna Komnene poetically describes the power of
history and the written word, which encompass and encircle people, things, and
events, preventing them from drifting into the depths of oblivion, along the
rapid flow of time. This description, written by a highly educated individual,
who came from the same intellectual environment that gave birth to the psaltic
art, highlights the importance of music notation and the manuscript tradition in
the study of the phenomenon that is the topic of this book, namely, the pres-
ence of secular compositions within the post-Byzantine codices of the psaltic art
tradition.

This book focuses on an aspect of the manuscript tradition of psaltic art that is
more or less unknown to date, while also investigating fields relating to the mu-
sic outside the ecclesiastical Greek musical heritage and those of the related mu-
sic traditions of the Near East.

The beginnings of the use of music notation in ecclesiastical music are identi-
fied around the middle of the 10th century.

“Neumatic notation or parasimantiki was born of the Byzantine spirit and civilization

and is a sophisticated system, literally an audio alphabet, an offspring of the Greek al-

phabet of letters, for the perfect expression of monophonic music”Z.

Today, scattered in public and private collections around the world and with the
great majority being found in Greek libraries, there are around seven thousand
three-hundred, Byzantine and post-Byzantine manuscripts preserved.? This book
is concerned with the use of this system of writing, that is, that of Byzantine
parasimantiki, for the notation of music outside of the ecclesiastical Greek tradi-
tion, that is, the secular music, of the Greek, as well as the Persian, Ottoman and

1" Anna Komnene, 4le&idda: Annae Comnenae, Alexiadis, Libri XV, 714-19, ed. Ludovicus
Schopenus, volumen II, Bonae, Impensis ed Webere, MDCCCL XXVIII (1878). This ref-
erence here is from the modern Greek translation by Alois Sideri, published by Agra, Ath-
ens, 1990.

Stathis 2005. An extensive bibliography relevant to the topic of Byzantine music is pro-
vided by G. T. Stathis 2009:68-69. See also Stathis 1993, Psachos 1978. A series of doctoral
dissertations written in the last fifteen years address the topic of notation and its exegesis.
See for instance, Apostolopoulos 2002, Anastasiou 2005, Chaldaiakis 2003, Karagounis
2003.

This is not a definitive number as research continues to bring to the surface previously un-
known manuscripts. A catalogue of libraries whose collections contain Greek codices was
published in the middle of the 20t century by M. Richard (Repertoire des Bibliothéques et
Cataloques de Manuscripts Grecs, Centre National de la Recherche Scientifique, Paris 1958 (I)
& 1964 (I1)). Extensive catalogues of both music manuscripts and general manuscripts con-
taining music have been published by A. G. Chaldaiakis 2003:58-72, Karagounis 2003:82-
88 and E. Giannopoulos, H waluxs wéyvn, .éyog xai uélog oty Aazpeia tijs 6p0édoing
Exxnoiag, Thessaloniki 2004, pp. 313-355.
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Arabic traditions. The wealth of these manuscripts constitutes a significant
source, in terms of both folk music and art music, of the written inheritance of
the nations of the Near East. Ongoing research in the field frequently shifts the
chronological boundaries of the music sources at hand further back in time.
Through the passing of the centuries, a significant number of manuscripts and
single folios within codices, around 2,100 folios or 4,200 pages, which contain
notated secular music, have been accumulated.

The study of this source material brings to the surface a wealth of data and in-
formation touching on many, differing fields, such as, the study of musical form,
modal theory, rhythm, and notational systems. As well as this, the life and works
of people who were active in the realm of secular music, and the relationships
and commonalities of the musical societies of the Near East, are highlighted. Fi-
nally, it is significant to note the contribution the study of the source material
makes towards topics of history, sociology and philology, which are afforded the
opportunity of being approached from a different perspective.

The Term “Secular Music”

A survey of Greek literature and discography of recent years reveals an increasing
use of the term “secular music” in order to define the music outside of religious
worship. The meaning of secular, however, in the context of music, in the Greek
language, appears introduced as a translation of the correlating English and
French terms, which gradually acquired particular weight in the West after the
Renaissance, the Enlightenment and the French Revolution.* Because of socio-
cultural developments related mainly to the phenomenon and process of secu-
larization (or in the French case to the more radical principle of “laicité”), in the
West, religious expression took place on the margins of societal and artistic life,
and acquired the descriptive title “religious”, which eventually came to be clearly
distinguished from the term secular.’ In contrast, in the Orthodox Near East,
where the phenomenon under investigation was born, the world and cosmos,
nature, people, social life and art, were viewed from a holistic perspective. Ac-
cording to this perspective, there is no distinction between sacred and temporal,
holy and unholy, religious and secular. Every aspect of life, both private and
public, demonstrates the unity between the universe and God’s plan. Everything
is sanctified and reveals God’s glory. To a large degree, moreover, the beginnings

4 The earliest use of the term “Secular Byzantine Music” is found in Wellesz 1961, and more

specifically in pp. 78-122, and in the chapters “The pagan background” and “Music in
ceremonies”.

See for example, among others, Peter L. Berger, The Sacred Canopy: Elements of a Sociological
Theory of Religion, New York: Doubleday, 1967; and the more recent, Charles Taylor, A
Secular Age, Cambridge, MA-London, England: The Belknap Press of Harvard University
Press, 2007.
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and the evolution of music, like every art form (with the exception of those that
appeared in the 19th and 20th centuries such as photography, cinematography
and video art), are connected to religious expression. As Ananda Coomarasvamy,
and later the Greek essayist Zisimos Lorentzatos maintain,® in the traditional so-
cieties of the East — or even in the West before the Renaissance and the Enlight-
enment — art, it seems, mainly serves the worshipping community and religious
faith - the metaphysical axis of life and society — referring to the metaphysical
centre of the world. According to this analysis, art imitates the divine models or
archetypes, trying to make the invisible, that is, the divine harmony, visible and
tangible. As a result, “art, music... and the areas of cultural creativity in general,
are inseparably connected with religious fervour™, while, as the leading philoso-
pher and musicologist Theodor Adorno writes: “the language of music... con-
tains a theological dimension”8. The above is recapitulated by the great Russian
film director, Andrei Tarkovsky when he noted that: “art is a confession of
faith™.

In the printed publications of the 19t century, the term “koouuci povoixi”
(secular music), is not encountered, but rather the terms “é€wtepuct|” (exoteriki),
which translates to “external”, and also “06pafev™10 (thyrathen), meaning “outside”,
occur. These terms accurately signify the notion of non-ecclesiastical music. Oc-
casionally they are used to indicate the music of non-Orthodox Eastern nations
(Stathis 1979:26), even though from the study of the source material it is evident
that secular music is perceived as one entity, and as one common cultural asset,
without ethnic or religious distinctions. Non-ecclesiastical music is named exter-
nal or secular, revealing the music’s placement and regard.

Secular music was not considered unsuitable for, or not in harmony with wor-
ship. It was simply the music of the formal ceremonies of the Byzantine palace

6 A. Coomaraswamy, 1977, “Medieval and Oriental Philosophy of Art,” in: R. Lipsey (ed.),
Coomaraswamy 1 : Selected Papers, Traditional Art and Symbolism, Princeton University Press,
1977, pp. 43-70; Z. Lorentzatos, "The Lost Center" and Other Essays on Greek Poetry, Princeton:
Princeton University Press, 1980, passim.

B. Gioultsis, Kowawvioloyia tne Opnokeiog, Thessaloniki 1996, pp. 96-97.

T. Adorno, H kowvawvioloyia g uovoixrg, transl. T. Loupasakis, G. Sagkriotis, F. Terzakis,
Athens 1997, p.15.

Interview in the Greek newspaper Kopiaxdrikny Eleveporvmia (December 8, 1996). For more
on this topic see P. Sherrard, The sacred in life and art, Ipswich: Golgonooza Press, 1990; Z.
Lorentzatos, “The Lost Center” and Other Essays on Greek Poetry, Princeton; Princeton Univer-
sity Press, 1980; Ilepi $ing xoi téyvng, essays by P. Sherrard, A. M. Allchin, Timothy Ware,
C. Putnam, Jean Onimus, Olivier Clément, Paul Evdokimov, Athens 1971; Of special in-
terest for this topic are the views of Bishop Kallistos Ware, The Inner Kingdom, Crestwood,
New York: St Vladimir’s Seminary Press, 2000, pp. 59-68, and Apostolopoulos 1999:18-21.
The term “Ovpadev”, that is, “outside” is often used in Byzantine literature to refer to non-
Christian philosophical tradition and culture. See, N. Matsoukas, Iotopio tijs pilocogiag,
Thessaloniki, 1980; Herbert Hunger, Bolovrivi) doyoteyvio. 'H Adyia koowikn ypapuoasio té@v
Bvovtivéwv, vol. 1, MIET, Athens, 1994, pp. 37-122.

10
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and the Hippodrome of Constantinople!l, and of the imperial and other cele-
bratory processions. It was the music heard at the dinners, suppers, symposia,
and various other forms of entertainment and banquets.!? And hence, the emer-
gence of the phenomenon that is the inclusion and preservation of “secular”
music within the ark that is the ecclesiastical music manuscript tradition can be
understood.

The above distinctions are deemed necessary in order to establish a use of the
term secular music in this book. The notion of secular should not be construed
as antithetical to religious, given that what is being discussed is an era during
which every manifestation of personal and communal life was steeped in sincere
religious sentiment and intense metaphysical angst, to such a degree that, em-
perors frequently abandoned their throne and authority and withdrew to monas-
teries becoming monks!3. Distinction must be made from worshiping, clerical
and ecclesiastical but not from religious. Steven Runciman notes that:

11 Depending on the circumstance, in this book, the historical name, "Constantinople", and

the contemporary, "Istanbul", are used to refer to the city. For the official and unofficial
names of the city see, among many: Georgacas, Demetrius John (1947), "The Names of
Constantinople", Transactions and Proceedings of the American Philological Association (The
Johns Hopkins University Press) 78: 347-67; Shaw, Stanford Jay (1976): History of the Otto-
man Empire and Modern Turkey, Cambridge: Cambridge University Press; Necdet Sakaoglu
(1993/94b): "Kostantiniyye". In: Diinden bugiine Istanbul Ansiklopedisi, ed. Tiirkiye Kiiltiir
Bakanligi, Istanbul; G. Necipoglu "From Byzantine Constantinople to Ottoman Kostan-
tiniyye: Creation of a Cosmopolitan Capital and Visual Culture under Sultan Mehmed 11"
Ex. cat. From Byzantion to Istanbul: 8000 Years of a Capital, June 5 - Sept. 4, 2010, Sabanct
University Sakip Sabanci Museum. Istanbul (2010) p. 262.

Stathis 1979:26, notes that the separation between ecclesiastical and “external” music as
concepts “is formalised in the 8th c., when the Octoechos was established for ecclesiastical -
Byzantine melopoeia by John of Damascus”. See also fn. 4 on that same page. Finally, in
the field of literature, the great Greek writer and novelist Alexandros Papadiamantis char-
acteristically states in his narrative “PepBacpodg 100 Aekamevravyovstov” (Azava,, vol. 4, p.
86, edited by N. D. Triantafyllopoulos, Athens 1982): “They loved music very much, both
ecclesiastical and external [secular]”.

Many kings and queens of Byzantium are mentioned in the “Synodicon of the Seventh
Ecumenical Council for Orthodoxy” where it is stated that they “exchanged the earthly
kingdom with the heavenly one” (see Tpidiov, publ. ®dc, Athens 1983, pp. 155-166). C.
P. Cavafy beautifully outlines this custom in his poem “Manuel Komninos™:

12

13

‘O Baoiiedg kop Mavound 6 Kopvnvog

[MaAngg ovvnBetes kai evhafeic Bopdtot
Kt G’ 10 KEAMAL T®V povoy®dv mpoctdlet
£VOVLOTO EKKANGLOGTIKA VO GEPOLV,

Kai T0 Popel, K evEpaiveTal ToL Seiyvel
Syt oepvnv iepémg 1j Kakoynpov.
Emperor Manuel Komninos

he remembered an old religious custom

and ordered ecclesiastical vestments
to be brought from a monastery,
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“it is impossible for one to understand the Byzantines without taking into account their
p Y g
Y
piety”%,

while E. Jammers claims that:

“in Byzantium there was not yet a distinction between ecclesiastical and secular”>.

In the same vein, worth noting is the instrumental relationship between external,
or secular music, and ecclesiastical’®. The origins are found in the relationship
and cross-influences between the psaltic tradition and ancient Greek music in re-
gard to the theoretical system, the notation and the metrical system. While, later
on, the Fathers of the Church adopted external, that is secular, melodic elements
unchanged, and indeed from theatrical scenes and the Hippodrome, in order to
counter-act the heresies!”.

A characteristic form of this borrowing of secular music, are the megalynaria of
the Feast of the Presentation of The Lord, from the royal acclamations (Karas
1976:22). The influences were, however, mutual and the psaltic art “must be re-
garded as the main influential factor upon secular music” (Apostolopoulos 2000)
throughout the centuries. As it will be shown below, the blurred boundaries be-
tween the secular and the ecclesiastical are extended, in some instances, to the
repertoire as well.

In the manuscript traditions of the Byzantine period, acclamations — aksa and
phemai — towards the emperors in ceremonies and at feasts at the Hippodrome
and the palace, but also inside the churches and within the context of worship,
are encountered; a custom which survives later as well in the form of acclama-
tions towards leaders, tsars, voivodes, etc.18 In addition, secular music is often re-

and he put them on, glad to assume
the modest image of a priest or monk

K. P. Kavafis, T4 noujuora (1897-1918), ed. G. P. Savvidis, Athens 1995, vol. 1, p. 51 and C.
P. Cavafy, Collected Poems. Translated by Edmund Keeley and Philip Sherrard, ed. George
Savidis, revised edition, Princeton University Press, 1992.

Steven Runciman, The Last Byzantine Renaissance, Cambridge University Press, 1970. See
also by the same author, The Byzantine Theocracy, Cambridge University Press, 1977.

See related Baud-Bovy 1984:18, note 4 and p. 90 which includes the relevant reference:
Jammers, Ewald, Rhythmische und tonale Studien zur Musik der Antike und des Miiteralters, ana-
Wtisch untersucht, Archiv fur Musikforschung, VI 94-115 and 151-181 (1941).

See for instance Baud-Bovy 1984; Stathis 2001d; S. Karas, I'é¢ vd éyomiowue wiv élinvii
uovaixij, Athens 1999; Apostolopoulos 2000; C. Tsiamoulis 2000:135-139.

17 Stathis (2001:26) characteristically states: “To shelter the Orthodox flock from such a
threat, the Church fathers opposed the threat with Orthodox hymnography, the melodies
of which, although similar to the those of the heretics, formed a different, purely ecclesias-
tical music”. See also Papadopoulos 1980:110-118, where many relevant source references
are given.

A very brief list of examples includes: Mavovnji 00 eboefeatérov Basiléwmg koi adroxpdropog
Powpaiov tob Talaroldyov kai Elévng tije eboefeatdang Avyobotng, molie to &y (NLG 2061,
73v); Petros Bereketis, to the emperor and king of Great Russia, echos I tetraphonic, Aedre
Xpioropdpor Aaoi (Dochiariou 338, 177r; NLG 2175, 316v; Chiou 30, 380v); Acclamation
to His Highness the Ruler of Samos Mr. Konstantinos Photiadis, by Gregorios Konstantas,

14

15

16

18
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flected in the kratemata. Special mention must be made of the carols, the alpha-
betic acrostic songs, and other songs of religious content, such as, the Cappado-
cian songs of Easter, those of Aziz Alexios, those of the Holy Sepulchre and oth-
ers still which,

“entail the closest link between secular and ecclesiastical music, as their thematic con-
tent and their usage warrant the borrowing of analogous and related elements of ecclesi-
astical music”1?.

In addition, great Despotic and Theometoric feasts, as well as feasts of saints,
constituted an important reason for entertainment and recreation. After the con-
clusion of the Holy Services, the congregation would celebrate with song and
dance, a custom that survives without interruption to a great extent and great in-
tensity to our day.?

Apart from the comparative study of the general characteristics and the struc-
tural elements of the psaltic art and secular music, which reveals various cross-
influences, indicative as well of the parallel development of these two musics, is
a wealth of events, customs and traditions. It is known, for instance, that the
emperor himself, along with his military escort, took part in the Procession of
The Gifts,?! during the Great Entrance in the Divine Liturgy. Therefore, the
adoption of liturgical forms from the protocol of the Byzantine Court is ob-
served once more.22 Also observed, is the participation of the highest secular au-

echos plagal 1I (Panteleimonos 971, 256); Eig adOévtnv, echos IV Polychronion...of all
Moldo-Wallacia Ioannin Voivode (Xeropotamou 268, 158v).
Apostolopoulos 2000:469. For more on alphabetic acrostic songs see Kakoulidis 1964. For
a first introduction to the religious songs of Cappadoccia see also E. Anagnostakis — E.
Baltas, H Kanmadoxio t@v “[viwv uvyusiov”, Athens 1990.
20 See P. Koukoules, Bulovrivév fiog kai moltioude, vols. 1-6, Athens 1948-55, pp. 215-217,
where relevant source references are provided. Also of interest is the description by N.
Torga about the established three day long celebration of Easter with the sounds of folk in-
struments at the Ecumenical Patriarchate and on the streets of Ottoman Constantinople,
his source obviously being the relevant text of Kaisarios Dapontes (Totopikog xardloyog
avop&v émonuwy (1700 — 1784), in K. N. Sathas, Mecowwviky Biaodfim, vol. 3, pp. 131-
133): “Constantinople still lived an intensely Christian life. Just as in the Byzantine era,
when at Easter, the members of the various guilds, led by the fur merchants and the
butchers, danced for three days on the streets to the sounds of folk instruments and drank
to the Resurrection of Christ. To gain permission for this, two thousand red dyed eggs
were sent via the Protosyngelos [Translator’s note: the Profosyngelos is the administrative
head of a diocese or archdiocese and an assistant priest to the Bishop or Archbishop] from
which the Sultan kept his portion. In the Patriarchate itself they would step out into the
courtyard to give the signal for the start of the dancing. The guilds would come to take the
blessing of the head of the Church before they started the festivities, in which people from
other faiths, including Turks, took part as observers”. N. lorga, Byzance aprés byzance, Bucar-
est: L'Institut d’Etudes Byzantines 1935, p. 229.
Karagounis 2003:48. See also: Constantin VII Porphyrogénéte, Le livre des Cérémonies, Paris
1967, pp. 168-169.
22 Kallistos Ware, Bishop of Diokleia, The Inner Kingdom, Crestwood, New York: St Vladimir’s
Seminary Press, 2000, pp. 59-68.
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thority in one of the holiest moments of Orthodox worship, as in the case of
Emperor Theophilos circa 830, who

“composed stichera, and having given them to chanters he would encourage them to chant
them, and he loved to conduct in festive celebrations” (Chrysanthos 1832:XXX & XXXI).

In yet another example, often at royal meals the chanters of Hagia Sophia, the
Hagiosophites, and those of the Church of the Holy Apostles, the Hagioapostolitaz,
chanted the vasilikia — the praises to the king,

“remaining silent while the two silver reed instruments were played” 23.

In the post-Byzantine period, at the boundaries of secular music, lies the genre
of kalophonic heirmoi, especially those composed originally for non-liturgical use
“chanted at the end of the service and at joyous occasions™?4, and “at a friend’s
table”?>, The custom of chanting at friendly gatherings and meals seems to be
fairly old and continues to our day when chanters congregate. Indeed, Angelos
Boudouris calls the presence and performance of the chanters of the Great
Church at the formal meals of the Patriarch an “ancient tradition™¢:

“The patriarchal chanters, apart from their church duties, also had other duties and
whenever the Patriarchs gave formal meals, then the musical choirs, a kind of a patriar-
chal musical ensemble, could be found in a special adjacent room under the leadership
of the Protopsaltes, chanting various pieces suitable for the occasion often taken from the
corpus of kalophonic heirmoi.”

The eminent Greek writer Alexandros Papadiamantis, very elegantly, gives a simi-
lar account in Skiathos in the 19t century:

“Then the songs started. First the Christos Anesti, then the secular” 27,

Also, the Metropolitan of Perge, Evangelos, records a related event which took
place in the old Great Archdeaconate office in Istanbul in the 1960’s, where, af-
ter the conclusion of Sunday’s Divine Liturgy in the patriarchal church, the Ar-
chon Protopsaltes of the Great Church, Thrasyvoulos Stanitsas, sang the segdh be-
ste by Hanende Zacharias in a mystagogical manner.?8 Along the same lines is the
account given by Samuel Baud-Bovy during his visit to the Holy Monastery of
Stavronikita, Mt. Athos, in the early 20t century. There, the best chanter of Mt.
Athos, according to Chrysanthos, the Metropolitan of Trapezounta,

23
24

Koukoules 1948-55:197, where relevant source references are provided.

This label is found in many kalophonic heirmologia or at the beginning of a section of kalo-
phonic heirmoi in Anthologies and Papadikes.

Kalophonic heirmos O yoprdoag Aadv by Petros Bereketis which is included in a great
number of manuscripts.

26 A. Boudouris 1934-1937:287 & 156 where related references can be found.

27 A. Papadiamantis, “EEoyicty Aaunpn”, Amavra, vol. 2, p. 132, critical edition by N. D. Trian-
tafyllopoulos, Athens 1982.

E. Galanis Metropolitan of Perge, “Ex ®@avapiov...” B Aeidivyrov ‘Opinua,, Athens 1997, pp.
244-247.
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“Fr. Synesios, moved from the Cherubic Hymns to the Lagiarni, from the Lagiarni to
love songs, arriving at the amanedes...”2°.

With all that has been presented above, it becomes clear that the existence of
secular music in the manuscript codices of ecclesiastical music is a natural con-
sequence of an open, outward-looking and free musical civilisation, harmoni-
ously integrated into a broader sensibility and perspective of things both of this
life and beyond.

Delineation of the Material under Investigation

The musical material under investigation concerns secular music, in other words,
the music outside of the church and holy services, both instrumental and vocal,
excluding genres which are directly related to the ecclesiastical or are dependant
on it, even when they are chanted outside the church, as for example the kalo-
phonic heirmoi, the methodoi, the phemai and the polychronia. Of course, in the
corpus of ecclesiastical music, a great number of kratemata are encountered, in
the headings of which, references to national names, musical instruments, and
foreign words of unknown meaning, can be found. For example:

Persikon (Persian), Atzemikon, Ismailitikon (Ismailt), anakaras, sourlas, viola, simantira, tasnif etc.

Their non-ecclesiastical names, on the one hand, and their particular melodic
character on the other, give reasonable cause for speculation. The question of
whether they are purely secular music or whether they are ecclesiastical kratemata
with secular musical influences must be asked. In order to develop a relevant
classification, two criteria were established: a) the existence of foreign language
syllables in the body of the text, and b) the musical form.

The existence of non-Greek language syllables in kratemata, such as:

NTA vTog Tt YIoAAGAAL VTOG TOVW Yo Aot Adat Ada AAe
Tootovp yerera. .. Tlovie VI VIth VTIA €p Y€ TAVVL... pveTve (OVQALYE

Ap YLyTyT 0 70 YY0 Y0 YYOP PTYYL
Ntil ntos ti giallalli ntos toum gia la lla 1la lle

Tostoum gelela... tzanime ntil ntil ntil er che tanni... rinetine zouflige
Ar gi gi gi a to ngo ngo ngor ri ngi

excludes their relationship with worship and indicates a secular piece.

29 S. Baud-Bovy 1967:9. The former librarian of the Holy Monastery of Stavronikita and cur-
rent librarian of the Holy Monastery of Iviron Fr. Theologos confirmed during the course
of this research that notebooks with folk song transcriptions by Fr. Synesios are in exis-
tence. (Translator's note: An amanes (pl. amanedes), is a vocal genre from the Greek folk
music tradition characterised by extended, melismatic musical lines, typically on one or
two verses of text. Its nature is one of a sung lament with themes often revolving around
love, loss, displacement and suffering. It is generally an improvisation and usually techni-
cally demanding.)
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The study of musical form also enables or excludes the classification of a
kratema as belonging to the corpus of secular music, according to the existing
data from the field of Arabo-Persian and Ottoman music. It is a general observa-
tion that the kratemata, despite any influences from secular music or any melodic
similarity with it, belong in terms of form, to the body of ecclesiastical music.
However, a future focussed study could possibly reveal hidden non-ecclesiastical
elements within certain kratemata, as for example that of Panagiotis Chalat-
zoglou3?.

Theoretical treatises on makams and wusils, with the only exception being the
seyir, which appears in the treatise of Kyrillos Marmarinos, since it contains mu-
sic scores and not just theoretical discussion, were deemed beyond the scope of
this book. The study of the excluded theoretical treatises could become the sub-
ject of other research, since the focus of this book is primarily on the repertoire.

The chronological bounds of the material under investigation extend from the
15th century through to the year 1830. The codex NLG 2401, dating from the
early 15t century, contains the oldest notated secular melody, a Persian song on
f122v. Hence this date, that is the early 15% century, is taken as the terminus post
quem. Possible discovery of other older manuscripts could move the chronologi-
cal bounds further back in time. The year 1830, which was when the first printed
publication of secular music recorded in Byzantine parasimantiki, a collection ti-
tled Edtéprn (Euterpe)’!, was produced, is taken as the terminus ante quem. The
production of manuscripts of course does not cease with the publication of Ex-
terpe. Noteworthy manuscripts exist later than 1830, such as MIET 37, RAL 22338,
RAL 561, LKP 169/309, LKP 170/310, Philanthidis/CAMS, and others. How-
ever, the success of the publication of Euterpe, resulted in the circulation of other
printed collections and consequently lead to the evolution of the written tradi-
tion of secular music into the printed tradition. The 19t century, from 1830 on-
wards, is the “golden” era of printed publications of secular music, a topic that,
however, lies outside the scope of this book.

30 Chalatzoglou’s kratema in echos varys does not have titles, nor foreign language syllables or
any other indication suggesting it may be secular music. However, it is either a complete
transcription of a composition by Persian Dervis Omer (according to Plemmenos
(2003:11-14, 251-252), or an ecclesiastical kratema influenced to a very great degree by the
Persian pioneer (G. G. Anastasiou, 2005., pp. 452-455). On this issue, see also Anastasiou
2005:445-460, in section “Ovpabdev émdpboeis”.

31 The translation of the full title of the book is as follows: “A book called Euterpe contain-
ing a collection of the newest and sweetest external melodies, with the addition at the end
of some Romaic [Greek] songs in Ottoman and European style, transcribed into the New
System of Music by the most musical Theodore Phokaeus and Stavrakis Byzantios, me-
ticulously edited and corrected line by line by the most musical teacher Chourmouzios
Chartophylax, one of the inventors of the aforementioned system, generously funded by
the transcribers themselves. Printed at the Galata based house of Castro, Constantinople,
1830”.
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Survey of the Relevant Literature and Audio Recordings

The number of academic works directly related to the topic of this book is dis-
proportionately small in comparison to the great volume of primary sources,
which span 2,221 leaves or 4,442 pages in total. This reveals, both the novelty of
the topic, and the number and variety of issues and challenges particular to this
topic.

The first observation of the existence of secular music in the manuscripts of
psaltic art, is attributed to Spyridon Lambros on the occasion of his discovery of
the thirteen songs from MS Iviron 1203b. In his article titled “Aexatpio dnuddn
Gopota petd povowk@®@v onueiov év Aylopertik® kddikt tfic Moviic tav Ipipov”
(Lambros 1914:423-432) he accounts the discovery itself, giving a first descrip-
tion of the songs along with a transcription of the verses accompanied by some
explanatory comments, as well as a first attempt of exegesis made by the Protopsal-
tes Andreas Tsiknopoulos. The discovery made a great impression upon Athenian
musical circles. The thirteen songs of Iviron triggered a series of musicological
and philological studies, speculations, transcriptions, interpretations and reviews.
Many years after Lambros’s discovery, B. Bouvier published a philological study
of the songs in French and in Greek (Bouvier 1955:72-75, Bouvier 1960), which
then led to a review of his work by Stilpon Kyriakidis (1962). D. Mazarakis (1967,
1992) attempted the difficult task of the exegesis of the songs from the old nota-
tion into the new, and a transcription into staff notation, without particular suc-
cess. In the first edition (1967), S. Baud-Bovy wrote the foreword and B. Bouvier
wrote the epilogue. A little later, D. Conomos published a “re-evaluation” of the
songs, transcribing them into staff notation, on the basis of the exegesis principles
of the Copenhagen school of thought,?? while Egon Wellesz (1959:883), a little
before, had dedicated a short article to the topic, in the journal, The Listener.

Gregorios Stathis comments on Mazarakis’s exegesis (Stathis 2001a), while
much earlier, with his monumental work of analytical cataloguing of music
manuscripts found at Mt. Athos, he uncovered a great number of secular melo-
dies scattered in Papadikes, Anthologies, Kratemataria and other such references
(Stathis 2009). Amongst them, especially noteworthy, is his discovery in 1972 of
the oldest song notated in Byzantine notation, dated 1562, (Iviron 1189) which
was presented at the conference of the Academy of Athens on the 4th of March
1976 (Stathis 1976) along with the voluminous anthology of Nikeforos Kan-
touniares (Vatopediou 1428).33

32 D. Conomos, “The Iviron Folk-Songs. A Re-examination®, Studies in Eastern Chant 4
(1979), pp. 28-53.

33 Stathis 1983b, the collective volume of the proceedings of the International Conference
“Musica Antiqua Europae Orientalis” (September 1982) Acta Scientifica. Also published in
Greek (Stathis 2001c).
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Milo$ Velimirovi¢ (1973), in a two-page article, questions the existence of Per-
sian music in MS NLG 2401, while scattered references to the existence of secu-
lar music within psaltic art manuscripts are made in texts by: H.J.Q. Tillyard
(1935), S. Baud-Bovy34, L. Vranousis (1995), M. Dragoumis (1979/80, 1993,
1998), P. Erevnidis (1998), G. Anastasiou (2005), E. Giannopoulos?> and Nicolae
Gheorghita’t. In recent years, J. Plemmenos (1998, 1999-2000) has dealt with the
topic as well, presenting articles of interest in terms of cataloguing the “Mismagia
of ELIA”, the so-called manuscript of Raidestinos of MFAand RAL 927. More-
over, frequent relevant references are made in his book “To uoveiké woprpairo ov
Neoeldnqvikod Siapwniouot”, while his main work on the topic is his book “Otto-
man Minority Musics: The Case of 18" Century Greek Phanariots” (2010).

The discography relevant to the topic is poor. A first presentation of Phanariot
songs can be found on the album Gregorios Protopsaltes of the THE INSTITUTE
OF BYZANTINE MUSICOLOGY, under the direction of the Archon Protopsal-
tes of the Great Church, Thrasyvoulos Stanitsas and of Gregorios Stathis.3” The
performances are based on the manuscript of Dochiariou 322 and are presented
without instrumental accompaniment. Christodoulos Chalaris and Petros Tam-
bouris have also attempted to make use of the manuscript sources in their CDs,
with debatable aesthetic results based on questionable academic conclusions.
The CDs of the cultural organisation “En Chordais”, with the main contributors
being Thomas Apostolopoulos and Kyriakos Kalaitzidis, is noteworthy. In 1998,
they produced Secular Music from Athonite Codices of Byzantine Music33, which con-
tains songs from MSS Iviron 1203b, Xeropotamou 262 and Dochiariou 322. This
was followed by two discs, both part of the series Great Composers of the Mediter-
ranean, being Hanende Zacharias®® and Petros Peloponnesios*. Lastly, Chatzi-
michelakis released an album*! with songs from MSS Iviron 1203b and Xeropota-
mou 262, the transcriptions of which were based on the exegesis of Mazarakis.

34 Apart from the foreword of D. Mazarakis’s work, see also Baud-Bovy 1980, 1984.

35 E. Giannopoulos, “Sulloyn EEotepicdv Aopdtov”, Tadidt otov kéouo twv yeipoypdpwv, cata-

logue of manuscript exhibition of Gennadios Library, published by the Greek Palaeog-

raphical Society, Athens 2004, pp. 100-101.

Gheorghita 2010, and especially chapter “Secular Music at the Romanian Princely courts

during the Phanariot epoch (1711-1821)”.

37 Ipyyéproc Hpewrowdiie (1778 - 1821), G. T. Stathis (texts — ed.). Chanting by choir of psaltai
directed by Archon Protopsaltes Thrasyvoulos Stanitsas. Series Bolavrivoi koi uetoffoiaveivoi
uelovpyoi 2 [IBM 102 (I-11)], Athens 1976.

38 “En Chordais”, Secular Music from Athonite Codices.

39 “En Chordais”, Zakharia Khanendeh.

40 “En Chordais”, Petros Peloponnesios.

4l G. Chatzimichelakis (ed. and texts), Alloteg Grav éxobpoevav, Reconstructions of secular
post-Byzantine music of 16™ and 17th ¢. from Athonite manuscripts, Produced by the
Municipal Conservatoire of Petroupolis, 2006.

36
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[ The Sources

List of Sources in Chronological Order

In this section, the available sources are classified in chronological order. The
method of presentation is as follows:

Listed in order are: the name of the library, the index number and the total
number of folios or pages. In the case of manuscript fragments, loose folios or
pages, only the number of folios or pages which contain secular music are indi-
cated, followed by the specific folios or pages in parentheses, for example: (662r -
683v). Moreover, an approximation of the date of writing is given with the great-
est possible accuracy and, where it exists, the title is also given, for example:
“Meimouévn” (Melpomene). Dimensions are mentioned only for self-contained co-
dices and not for fragments, loose folios or pages. Finally, the scribe is men-
tioned and also a very brief description of the contents is offered.!

15th c.

Booklets, fragments and loose folios

1. NLG 2401, 15th c. f. 122v, scribe not recorded?. “Persikon”, Ar yi yi yi a to go
80 gor 11 gi.

16th c.

Loose folios

2. Iviron 1189, 16th c. (1562), ff. 120r-127v, scribe Leontios Koukouzelis the
Hieromonk. The oldest notated Greek folk song XaipeoOe, xdumo, yoipeobe,
and a Persian Music Section.

3. Leimonos 259, 16th c. (1572), ff. 184r-185v, scribe Gabriel Hieromonk. Per-
sian fasnif of Abduilkadir [Maraghi].

4. Olympiotissis 1883, 16th c., ff. 12v-13, scribe not recorded. Poem by Geor-
gios Therianos “Tlepi t0d Oavatov dtov 1 yoyf @oPfite OV Amoy®PIGHOV Tod
copotoc”.

During the course of this research, an analytical catalogue of all available sources was con-
structed, which will be published in due course. The catalogue also contains relevant bib-
liographical references for each source.

According to Politis (1991:396), the manuscript originates possibly from the Holy Monas-
tery of Prodromos, Serres.
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5. Megistis Lavras E4, 16th c. (Chatzigiakoumis 1980:151), ff. 244r-245v, scribe
not recorded. A piece without a title dir teroudilli terella.
17th c.

Booklets and loose folios

6.

10.

11.

12.

13.

14.

15.

16.

17.

18.

Iviron 1054, 17th c. (early), f. 1721, scribe Makarios. The folk song Aypiomodie
uepabov pov.

Xeropotamou 262, 17th c. (early), ff. 211v-212v, scribe not recorded. Three
folk songs.

Sinai 1327, 17th c. (early), ff. 190r-191r, scribe not recorded. Compositions
by Theophanis Karykis and Iosaph the New Koukouzelis.

Megistis Lavras E9, 17th c. (1666), ff. 141v-142, scribe losiph Hieromonk.
Unclassified genre composed by Theophanis Karykis.

Iviron 1203, 17th c., ff. 176v-178r & 239v-240v, scribe Athanasios Katepanos.
Two compositions of unclassified genre (one by Theophanis Karykis).

Iviron 1203b, 17th c., f. a~4v, scribe Athanasios Katepanos. Thirteen folk
songs.

Ecumenical Patriarchate 6, 17th c. (1680), ff. 111v-112r, scribe Kosmas the
Macedonian. Unclassified genre composed by Theophanis Karykis and
ArlEurov épownixdy by Kosmas the Macedonian.

Iviron 1080, 17th c. (1688) — early 18th c. ff. 94r-94v & 130r-131r, scribe
Kosmas the Macedonian. Two compositions of unclassified genre (one by
Theophanis Karykis).

Gritsanis 8, 17th c. (1698), pp. 323-345, scribe Kyprianos Hieromonk of Ivi-
ron. Alphabetic acrostic Christmas song Avapyog Ocog karaféfnre, “mouram-
bades” (murabbas), semd'is and other works of unclassified genre.
Koutloumousiou 449, 17th c. (1690-1700), ff. 205v-206t, scribe Daniel the
Monk. Compositions of unclassified genre by Theophanis Karykis.

NLG 897, 17th c., ff. 425v-427r, scribe not recorded. Compositions of un-
classified genre by Theophanis Karykis.

NLG 941, 17th c., ff. 404r-405v & 411r-412r, scribe not recorded*. Composi-
tions of unclassified genre by Theophanis Karykis and Atl&uuxov épawniov.
NLG - MHS 399, 17th c., scribe not recorded. Compositions of unclassified
genre by Theophanis Karykis.

The following is written in the heading of the codex: “Typikon of the ecclesiastical service
of the Holy Lavra of our God-bearing father Savas in Jerusalem”.

The codex dates from the 17t century and is found in the catalogue of Sakellion
(1892:170). On examination of the writing style it is concluded that the codex is the work
of two different scribes.

The codex is not numbered.
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18th c.

Codices

19.

20.

21.

22.

Gritsanis 3, 18th c. (third quarter)®, 255 ff., dimensions 23.5 x 17 centime-
tres, scribe Petros Peloponnesios. Art music of Constantinople (mainly pes-
revs, semd'ts and fterkibs).

LKP (dossier) 60, 18th c. (third quarter), 53 ff., dimensions 17 x 11.1 centi-
metres, scribe Petros Peloponnesios. Art music of Constantinople (mainly
pesrevs, semd'ts and terkibs).

LKP (dossier) 137, 18th c. (third quarter), 40 ff., dimensions 36.6 x 12.4 cen-
timetres, scribe Petros Peloponnesios. Art music of Constantinople (mainly
pesrevs, semd'ls and terkibs).

RAL 927, 18th c. (third quarter), 86 ff., dimensions 15 x 10 centimetres, Art
music of Constantinople (Phanariot songs).

Booklets, fragments and loose folios

23

25.

26.

27.

28.

. Iviron 949, 18th c. (early), f. 175v, scribe not recorded. Beste Mezil iste.
24.

Xeropotamou 329, 18th c. (early)’, ff. 196v-197r, scribe not recorded. Two
works of unclassified genre (probably estes).

Iviron 988, 18th c. (1734), ff. 389r-389v, scribe Dimitrios Anagnostis. Com-
position of unclassified genre by Theophanis Karykis and the Isaki zade // Dol
Tourkjaloum pade by Balasios the Priest.

Great Meteoron 416 (first half 1730 - 1735), . 56a. Composition of unclassi-
fied genre by Theophanis Karykis.

Dionysiou 579, 18th c. (1742), ff. 302r-302v, scribe Theodosios of Nafplion.
“Atzemikon” lizeloum pate, isachiperizantem.

HESG 305, 18th c. (1749), ff. 94r-101v3, scribe Kyrillos Marmarinos. Sev-
enty-one seyirs of makams’.

Regarding the dating of the secular music manuscripts of Petros, the following must be
noted: It is known that Petros arrived in Constantinople just before 1760. It is reasonable
to assume that it took some time for him to connect to the musical circles of the Ottoman
court, where he was taught secular music. Therefore, Petros must have written these manu-
scripts in the period between the middle of the 1760°s and his death in 1778.

Usually, the date given by G. T. Stathis (1975) at the beginning of the description of each
manuscript is taken into account. Here, the information is drawn from the end notes, and
in particular from pp. 188, 189.

These folios concern only the melodies which reveal the structure and movement of each
makam (seyir). The treatise in total occupies ff. 88r-103r.

Popescu-Judetz - A. Ababi Sirli (2000), list seventy three. But this is not the only mistake.
The numbering in their publication starts from f. 77a instead of the correct 94r.
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29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.
42.

43.

44.

KYRIAKOS KALAITZIDIS

Koutloumousiou 446, 18th c. (1757), ff. 517v-518v & 521r-522r, scribe
Theoklitos the Monk. Composition of unclassified genre by Theophanis
Karykis and the “Atzemikon” Isaki zade // Dol Tourkjaloum pade.
Panteleimonos 994, 18th c. (middle), ff. 323v-325v, scribe not recorded. One
semd’i and one beste by Kyrillos Marmarinos.

Timios Prodromos 93, 18th c. (first half), ff. 251r-251v, unknown scribe.
semd'? by Kyrillos Marmarinos.

Panteleimonos 1012, 18th c. (1768), ff. 241r-242x, scribe Michael Drakos.
Composition of unclassified genre by Theophanis Karykis.

NLG 2175, 18th c. (1768), ff. 814v-816v & 835r, scribe not recorded. Com-
position of unclassified genre by Theophanis Karykis and the “beautiful
Atzemikon”, Isaki zade // Dol Tourkjaloum pade.

Agiou Pavlou 132,18th c. (1774), pp. 814-816, scribe Dimitrios Lotos.
“Atzemikon” Isaki zade // Dol Tourkjaloum pade.

Xeropotamou 330, 18th c. (1781 - 1782), ff. 378r-380r, scribe Dimitrios Lotos.
Two works of unclassified genre (one by Theophanis Karykis).

Iviron 997, 18th c. (around 1790), ff. 162v-168r, scribe not recorded. Eleven
taksims by Petros Peloponnesios.

NLG 2225, 18th c. (second half), ff. 119v-120v, scribe not recorded.
“Epwtikdv Mnaraciov” Isaki zade // Dol Tourkjaloum pade.

Gennadius 725, 18th (fourth quarter), ff. 73r19, 74v, scribe not recorded. Two
Phanariot songs.

Iviron 1038, 18th c. (late), ff. 662r-666r, 670r-673v & 681r-683v, scribe not re-
corded. One beste and one pegrev.

LKP 123/270, 18th c., ff. 23v-35r!1, scribe Kyrillos Marmarinos!2. Sixty-seven
makam seyirs.

S. Karas 32, 18th c., ff. 161v-169r, scribe Athanasios Iviritis. “Good murabba™
S. Karas 38, 18th c., ff. 296a-296b, scribe not recorded. A composition of
unclassified genre by Theophanis Karykis.

LKP 45/195, 18th c. (late), ff. 551v-552r, scribe not recorded. A composition
of unclassified genre by Theophanis Karykis.

Xeropotamou 305, 18th c. (late 18th - early 19th c.), ff. 310v-315v, scribe
Damaskinos Monk Agraforendiniotis. A work of unclassified genre by Theo-
phanis Karykis. Two bestes and eleven taksims by Petros Peloponnesios.

10

11

12

The codex bears the scribe’s note on f. 156v: ay&0” (1769). It is of mixed content and writ-
ten by a main scribe and two or three others. It contains notes dated between 1769 and
1791. The aforementioned information, in conjuction with the fact that the two songs are
written in the older notation, place its origins in the fourth quarter of the 18! century.
These folios concern only the melodies which reveal the structure and movement of each
makam (seyir). The treatise in total occupies ff. 18v-37r.

On inner cover Br the following note by K. A. Psachos is found: “Autograph of Kyrillos
Bishop of Tinos from Marmara. Precious”.
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19th c.

Codices

45.

46.

47.

48.

49.

50.

51.

52.

53.

RAL 925, 18th c. (late 18th or early 19th), 82 ff., dimensions 16 x 11, scribe
Nikeforos Kantouniares. Art music of Constantinople (Phanariot songs as
well as others).

LKP 19/173, 19th c. (early, circa 1800), 160 ff., dimensions 18 x 12, scribe
Petros Byzantios. Art music of Constantinople (Phanariot songs and six
sarks).

RAL 784, 19th c. (early, circa 1810 - 181213), 270 ff., dimensions 17 x 11,
scribe Nikeforos Kantouniares. Art music of Constantinople (Phanariot
songs).

lasi 129, 19th c. (1813), dimensions 20,5X15,1 / 12434649 pp., scribe Nike-
foros Kantouniares. Art music of Constantinople (predominantly Phanariot
songs), Arabic and Gypsy songs as well as others.

ELIAM™, 19th c. (early, likely in 1816), 107 ff., dimensions 19 x 12, scribe Ev-
genios, further details unknown. Art music of Constantinople (Phanariot
songs).

Vatopediou 1428, MS “Melpomene”, 19th c. (1818 - 1820%), 5 + 417 pp.,
dimensions 20 x 16, scribe Nikeforos Kantouniares. Art music of Constan-
tinople (predominantly Phanariot songs), Arabic and Gypsy songs as well as
others.

Stathis, 19th c. (circa 1820), 47 ff., dimensions 18 x 12, scribe Ioannis Koni-
dares. Art music of Constantinople (Phanariot songs, sarkzs and others).
Gennadius 231, 19th c. (1820-1830 roughly), 80 ff., dimensions 16.5 x 11.4,
scribe not recorded. Art music of Constantinople (predominantly Phanariot
songs).

LKP 152/292, 19th c. (1827), 400 pp., dimensions 18 x 12, scribe loannis
Pelopidis. Art music of Constantinople (Phanariot songs, bestes, taksims and
sarkas).

13

14
15

It contains songs of Gregorios whom he addresses as Lambadarios. Gregorios served as
Lambadarios of the Great Church from the early 1800s until 1819. However, Nikeforos
wrote codex lagi 129 which appears more methodologically advanced and closer to Va-
topediou 1428 in 1813. Hence, it is concluded that the manuscript was written in the pe-
riod after 1810 and before 1813.

The manuscript does not have an index or listing number.

On the heading, the date 1818 is given, but the information on f. 349 supports the con-
clusion that its writing was completed in 1820 (Verses of the philosopher Govdelas to his
highness master Michael Gregorios Soutsos, composed by the Protopsaltes of Constantin-
ople Gregorios and sent to Iasi in 1820).



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

34

KYRIAKOS KALAITZIDIS

Booklets, fragments, loose folios

54.

55.

56.

57.

58.

59.
60.

61.

62.

63.

64.

65.

66.

67.

Gregoriou 23, 19th c. (1800), ff. 187v-189v, scribe not recorded. Heirmos Is-
mailitikos An yi pon gerpe epentzi rouzy sohpet.

RAL 653, 19th c. (early), ff. 33r-40r, scribe not recorded. Art music of Con-
stantinople (Phanariot songs).

Xeropotamou 299, 19th c. (circa 1810), pp. 534-543, scribe Nikeforos Kan-
touniares'®. A series of eleven taksims by Petros Peloponnesios.

CAMS, P2, 19th c. (early), 48 pp., scribe not recorded. Art music of Con-
stantinople (Phanariot songs).

CAMS, P1, 19th c. (early!'?), 16 pp., scribe Nikeforos Kantouniares. Art mu-
sic of Constantinople (Phanariot songs).

NLG 2424, 18th c. (early), f. 114r, unknown scribe. One Phanariot song.
LKP 2/59a, 19th c. (first quarter), 8 ff., scribe Gregorios Protopsaltes. Art mu-
sic of Constantinople (pesrevs, semd'is and terkibs with relevant commentary).
LKP (dossier) 58, 19th c. (first quarter), 8 pp., scribe Gregorios Protopsaltes.
Art music of Constantinople (fragment from an instrumental composition
with relevant commentary).

LKP (dossier) 59, 19th c. (first quarter), 8 pp., scribe Gregorios Protopsaltes.
Art music of Constantinople (two bestes and one yiiriik semd'i).

LKP (dossier) 76, 19th c. (first quarter), 4 pp.; scribe Gregorios Protopsaltes.
Art music of Constantinople (Phanariot songs).

LKP (dossier) 81, 19th c. (first quarter), 4 ff., scribe Gregorios Protopsaltes.
Art music of Constantinople (the kdr by Georgios Soutsos).

Dochiariou 322, 19th c. (circa 1825), ff. 93r-96v, scribe not recorded (Stathis
1975:366). Art music of Constantinople (eleven Phanariot songs by
Gregorios Protopsaltes and one gark:).

Xenophontos 146, 19th c. (1825), f. 140v, scribe not recorded. One
Phanariot song by Gregorios Protopsaltes.

NLG - MHS 722, 19th c. (1819), ff. 386v-389r, scribe Chourmouzios Char-
tophylax. The composition of unclassified genre by Theofanis Karykis, ex-
plained.

16

This conclusion is drawn by G. T. Stathis (1975:150-151), by comparing the writing style of
Xeropotamou 299 and Xeropotamou 295, 318 and Vatopediou 1427. Additionally, without
further comments he attributes the codex to Nikeforos (Stathis 2001c:616).

177, Plemmenos (1999-2000: 99-100) places authoring around 1815 on the basis of two ar-

guments: o) “Before 1816, Nikeforos was occupied with the writing of ecclesiastical music
manuscripts” and b) due to the “coincidence” of Nikeforos and Germanos of Old Patras
being in Constantinople at the same time, as evidenced in the verses of two songs. This
reasoning however, is proven incorrect since Nikeforos was occupied with secular music
even before 1816 as clearly documented by the date of Iasi 129, being 1813. His two other
early manuscripts, RAL 925 and 784 also date from the early 19th century.
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68. Archdiocese of Cyprus 33, 19th c. (first half), 3 ff., scribe not recorded. Art
music of Constantinople (Phanariot songs).

69. LKP (dossier) 73, 19th c. (first half), 16 pp., scribe not recorded. Art music of
Constantinople (Phanariot songs).

70. LKP (dossier) 89, 19th c. (first half), 16 pp., scribe not recorded. Art music of
Constantinople (Phanariot songs).

71. LKP (dossier) 93, 19th c. (first half), 4 ff., scribe not recorded. Art music of
Constantinople (Phanariot songs).

72. LKP (dossier) 117, 19th c. (first half), 16 pp., scribe not recorded. Art music
of Constantinople (Phanariot songs).

Quantitative Classification by Century

The above catalogue shows the impressive volume of secular music transcrip-
tions in the manuscript tradition of ecclesiastical music. It is likely that upon
completion of the analytical cataloguing of all the, approximately, 7,300 manu-
script codices of psaltic art, more folios, pages or autonomous codices of secular
music will surface.

The available source material is around 2,100 folios or 4,200pages. The vast
majority is found in self-contained collections of secular music, only approxi-
mately 10 percent surviving in individual folios or pages of codices containing
ecclesiastical music, and as fragments or booklets. Essentially, the secular music
sources originate from the post-Byzantine period, with the exception of NLG
2401, which dates from the 15% century.

Classtfication by Genre

The table above offers an overview of the sources on the basis of the chronologi-
cal order and their grouping into self-contained codices, fragments and individ-
ual folios or pages. A different processing and presentation of the material en-
ables an alternative viewpoint, whereby the following groupings are obtained:

1. Folk songs:
Iviron 1054, 172r; Xeropotamou 262, 211v-212v; Iviron 1203b, 176v.
A total of three codices.

2. Mixed content: Folk songs, unclassified genres and possible bestes, taksims etc.:
Iviron 1189, 120r-127v; Gritsanis 8, 324-345; Xeropotamou 305, 310v-315v.
A total of three codices.

3. Works of undetermined genre by known composers:
Leimonos 259, 184r-185v; Olympiotissis 188, 12v-13v; Megistis Lavras E9, 141v-142v; Iviron
1203, 176v-178r & 239v-240v; Ecumenical Patriarchate 6, 111v-112r; Iviron 1080, 94r-94v &
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130r-1301r; Koutloumousiou 449, 205v-206r; NLG 897, 425v-427r; NLG 941, 404r-405v &
411v-412r; NLG - MHS 399; Iviron 988, 3891-389v; Koutloumousiou 446, 517v-518v & 521r-
522r; Panteleimonos 1012, 241r-242r; NLG 2175, ff. 814v-816v & 835r; Agiou Pavlou 132,
814-816; Xeropotamou 330, 378r-380r; NLG 2225, 119v-120v; S. Karas 38, 296a-296b; LKP
45/195, 547v.

A total of nineteen codices.

4. Anonymous works of undetermined genre:

NLG 2401, 122v; Megistis Lavras E4, 244r-245v; Iviron 949, 175v; Xeropotamou 329, 196v-
197r; Dionysiou 579, 302r-302v; S. Karas 32, 161v-169r; Gregoriou 23, 187v-1879v.

A total of seven codices.

5. Art music of Constantinople (pesrevs, semd'is, sarkis, seyirs etc.):

HESG 305, 94r-101v; Gritsanis 3, 250 ff., LKP (dossier) 60, 53 ff.; LKP (dossier) 137, 40 ff.,
Panteleimonos 994, 323v-325v; Timios Prodromos 93, 251r-251v; Iviron 997, 162v-168r; Ivi-
ron 1038, 662r-666r, 6701-673v & 681r-683v; Xeropotamou 299, 534-543; LKP 169/309, 40 ft.,
LKP 2/59a, 8 ff.; LKP (dossier) 58, 8 pp.; LKP (dossier) 59, 8 pp.; LKP 123/270, ff. 23v-35r.

A total of fourteen codices.

6. Art music of Constantinople (Phanariot songs):

RAL 927, 86 ff.; RAL 925, 82 ff.; RAL 653, 33r-40r; Gennadius 725, 73r, 74v; ELIA, 107 ff.;
RAL 784, 270 ff., Gennadius 231, 80 ff.; CAMS, P2, 48 pp.; CAMS, P1, pp. 16; NLG 2424,
114r; LKP (dossier) 76, 4 pp.; LKP (dossier) 81 4 ff.; Dochiariou 322, 93r-96v; Xenophontos
146, 40v; Archdiocese of Cyprus 33, 3 ff.; LKP (dossier) 73, 16 pp.; LKP (dossier) 89, 16 pp.;
LKP (dossier) 93, 4 ff.; LKP (dossier) 117, 16 pp.

A total of nineteen codices.

7. Art music of Constantinople (mixed content: Phanariot songs, pesrevs, semd'is,
sarkas, taksims etc.):

LKP 19/173, 160 ff., Iasi 129, 367 pp.; Vatopediou 1428, 422 pp.; Stathis, 47 ff.; LKP 152/292,
400 pp., Dochiariou 322, ff. 93r-96v.

A total of six codices.

Commentary — Evaluation of the Sources

From the study of the total available manuscripts, fragments and individual fo-
lios of codices containing secular music, a variety of interesting pieces of infor-
mation can be ascertained and a series of useful conclusions reached. In the fol-
lowing pages, a brief presentation and evaluation of this material as a source of
secular music is offered.!®

18 The secular music manuscripts lend themselves also to investigation from perspectives
other than musical; particularly, literary. From such research, important conclusions could
be drawn in relation to the language, the orthography, the meter and more. That, however,
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The Oldest Surviving Manuscript Containing Secular Music

The oldest sample of secular music written in Byzantine notation and also the
oldest notated sample of Persian music, survives on f. 122v of NLG 2401 dating
from the late 14t to the early 15t century (see plate 1). It is the “persikon” (Per-
sian) Ar yi yi yi a to go go gor ri gi in echos IV. Unfortunately, no other indication
(genre, makam, rthythmic cycle, composer etc.) is mentioned in the heading.

The Oldest Transcriptions of Folk Songs

The following four codices contain the oldest transcriptions of folk songs. They
are Iviron 1189, ff. 120r-127v; Iviron 1203b'%, f. 176v; Xeropotamou 262, ff.
211v-212v and Iviron 1054, f. 172r. The content of these four codices has occu-
pied researchers more than any other such source, and owing to this, there are
not an insignificant number of studies related to the topic.?

The oldest manuscript, Iviron 1189, is dated from 1562 (see plate 2), and the
scribe is Leontios Koukouzelis (Stathis 1976). In the eight folios containing secu-
lar music one folk song is found, the Xaipeobe xdumor, yaipeade (125v-127v), as
well as a section of Persian music (120r-125r). The other three codices date from
the early to the middle of the 17t century, and exhibit great ambiguity as to their
content. Xeropotamou 262 contains three songs, two of which are also found in
Iviron 1203b. Iviron 1054 contains one song, which also exists in Iviron 1203b.
Even though it appears to be the latest of the three, the Iviron 1203b codex is
preserved in a particularly poor condition. It was written by Athanasios Kate-
panos, contains thirteen songs, and essentially, is the first collection of notated
folk songs — possibly a part of a larger one that does not exist anymore.?! The
songs are presented simply — with few details. Only the echos is stated and in the
few instances where more information is given, it is poor:

Opyoavikov [Instrumental] (Iviron 1203b, 1r & 2r / Xeropotamou 262, 212r), érodro émoujOn &ig
v dAwaorv tijc Mrdovag [this was created for the conquest of Bosna] (Iviron 1203b, 3r).

“Etepa, 16 6moio. Aéyoviou gic evbvuiog xai yopav [Other songs, which are sung in times of merri-
ment and joy] (Xeropotamou 262, 211v).

exceeds the scope of this work. It can only be hoped that relevant studies will emerge in
the future.

Fairly recently, after preservation works, the collection received the label “b” (1203b) to
differentiate it from 1203, where, in the binding of which, the folios with the songs were
found.

See Introduction, pp. 24-25.

Stilpon Kyriakidis (1978:322) appears indeed certain about this version.

19
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Occasionally performance instructions are given:

Tobto Aéyston €ig to téhog 10D Xaipeobe [This one is sung at the end of Xaipeabel, [echos] plagal
1V (Iviron 1189, 127r).

Aéyerau koi todro ofrwg [This one is sung as well, like this] (Xeropotamou 262, 211v).

Finally, with a few exceptions (these being Iviron 1054 and the first folio of Ivi-
ron 1203b), at the end of each song the rest of the verses are provided in text
only.

Two Persian Works from the 16th Century

As already mentioned, the Iviron 1189 codex discussed above includes a section
of Persian music. No identifying details are given and the echos indications in
four places may reveal four different compositions, or four parts of a self con-
tained work. The codex Megistis Lavras E4, of unspecified scribe, dates from the
same century. On ff. 244r-245v a heading-less fragment of a Persian composition
survives, without indications of identity or even echos. The fragment is domi-
nated by the non-lexical syllables of terenniim, while the verses, given as text only
at the end, are the same as those existing at the end of the Persian section of Ivi-
ron 1189.

The Oldest Compositions of Secular Music from Known Composers

The oldest works of secular music written in Byzantine notation by known com-
posers are preserved in MSS Leimonos 259 and Olympiotissis 188. Both were
written during the 16™ century, MS Leimonos 259 dating from 1572 (see plate
3). The scribe is Gabriel Hieromonk. On ff. 184r-185v it contains a Persian fasnif
by Abdiilkadir Marigh:

Persian tasnif by Abdilkadir, this was written at the command of the great master by Mr. Gera-
simos of the monastery of Xanthopoulon, introduction, echos 1, Aaaa giiarimen Eteterou drante
Ritina Tillilir nteni ntiza

This piece is of particular interest, firstly because Maraghi is a leading musical
personality for both Persians and Turks, and secondly because this is his oldest
surviving work which was indeed preserved in notation from that era. Addition-
ally, this particular work does not survive in any other source. From the heading,
two other notable pieces of information are extracted: a) The transcription hap-
pened at the “command” of the “great master”, that is, either a Byzantine em-
peror or an Ottoman sultan and b) the first transcriber, was Mr. Gerasimos??
from the Monastery of Xanthopoulon (first half of the 15t century).

22 For more information on hieromonk Gerasimos see Karagounis 2003:241.
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MS Olympiotissis 188 written in the 16th century by an unspecified scribe
contains the oldest composition of post-Byzantine secular music by a known
composer on ff. 12v-13v. It is a work of educational content by Georgios Theri-
anos from Chania with the initial verse Kéoue ‘e yeio x’ dpipvooe x’ drmoywpiloué
o¢. The composition is in echos plagal I and is provided also with the explanatory
subtitle “On death, when the soul fears the separation of the body” (“Ilgpi 0
Bavértov dtav 1) yuyn eoffite 1OV dnoywpiopdv 10d chpatog”).2?

Two More Compositions by Known Composers in a 17th Century Manuscript

MS Sinai 1327, dating from the early 17th century, contains a work by Theo-
phanis Karykis (ff. 190r - 190v), and one by loasaph the New Koukouzelis (ff.
190v-191r).2* The two works have approximately the same length, that is, one
and a half pages of music score, and are found only in this specific manuscript.
Any indications of makam and wusil are absent. If the composer references are
valid, the first one is the only work of Karykis with verses in the Persian or Ot-
toman languages and the second is the only evidence of Ioasaph’s occupation
with secular music.

The First Collection of Art Music

The codex Gritsanis 8 (see plate 5) was written by hieromonk Kyprianos Iviritis
in 1698. On pp. 323-345 it contains a section of secular music, which is labelled
with the phrase “And here begin some songs and murabba’s”. The collection con-
tains the important alphabetic acrostic song on the birth of Christ Avapyog @cog
kozaféPnre and a series of compositions of art music. Chronologically, it is the
second oldest collection of secular music and the first containing art music. In
the song headings only the echos is provided and not the makam or the usil. For
the first time, however, a definition of the genre is found in the terms murabba’
(“novpeunds”) and semd'? (“covpai”). There are also the adjectives secular non-Greek

(“86vikov BapPapucdv”), non-Greek (“BopPopikov”), and Islamic (“povcsovipdvikov™).

Twenty-eight Manuscripts with Content of the Same Genre

In this section, a group of manuscripts with common characteristics that allow
their classification and study as a group is examined. These manuscripts are

23 Information about the existence of this specific work is due to professor G. T. Stathis.

24 For an analytical presentation of the manuscript see D. K. Balageorgos, F. N. Kritikou, The
Byzantine Music Manuscripts — Sinai, KotéAoyog meprypagikds t@dv xeipoypepwyv kmdikwv
Bolovrvije poveikiic tdv drokeuévay oty Pifloixn tijc Tepdc Movijs tod ‘Opovg Ziva, Athens,
vol. 1, 2008, p. 589-592.
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twenty-seven in number and they contain works of ecclesiastical music, with the
exception of a few folios of secular music. They are grouped here separately from
other manuscripts because:

1. They contain some folios with secular music, typically one to two, and are not
thus self-contained collections of secular music.

2. They date from the middle of the 17th through to the late 18th century, at
which time another category of manuscript appears, like the collections of art
music of Constantinople by Petros Peloponnesios, and the collections of
Phanariot songs.

3. The transcriptions do not concern folk songs but compositions of art music,
which are provided either with composer names or anonymously, and without
any inscription pertaining to their specific genre, makam or rthythmic cycle.

4. At a first glance of the available analytical catalogues of the above manuscripts,
it is observed that these secular melodies are often written in Kratemataria, or in
sections of kratemata inside Anthologies, Papadikes and Mathemataria.

The above manuscripts can possibly be divided into two groups. The first, and
larger of the two, contains twenty-two manuscripts, and essentially includes three
compositions. The manuscripts in chronological order are as follows:

Megistis Lavras E9, Iviron 1203, Ecumenical Patriarchate 6, Iviron 1080, Koutloumousiou 449,
NLG 897, NLG 941, NLG - MHS 399, Xeropotamou 329, Iviron 988, Great Meteoron 416,
Dionysiou 579, Koutloumousiou 446, Panteleimonos 1012, NLG 2175, Agiou Pavlou 132,
Xeropotamou 330, NLG 2225, S. Karas 38, Xeropotamou 305, LKP 45/195, NLG - MHS 722.

What follows is a list of the three compositions and the sources within which
they are found:

1. [Composition of undetermined genre]| Anene... Doustum yelela... janim del del del er he tanni
tanni... rinetine zulfe... Theophanis Karykis, echos plagal 1.

Megistis Lavras E9, 141v / Iviron 1203, 176v / Ecumenical Patriarchate 6, 111v / Iviron 1080,
94r / Koutloumousiou 449, 205v / NLG 897, 425v / NLG 941, 404r / NLG - MHS 399 / Ivi-
ron 988, 366v / Great Meteoron 416, f. 56a / Koutloumousiou 446, 517v / Panteleimonos
1012, 241r / NLG 2175, 814v / Xeropotamou 330, 378r / Xeropotamou 305, 310v / LKP
45/195, 551v / NLG - MHS 722, 386v (see figure 4).

2. [Rast beste] Isaki zade // Dol Tourkjaloum pade Kosmas the Macedonian??, edos plagal
1v.

Ecumenical Patriarchate 6, 112r / NLG 941, 411r / Xeropotamou 329, 197r / Iviron 988, 389r
/ Dionysiou 579, 232r / Koutloumousiou 446, 521r / NLG 2175, 835r / Agiou Pavlou 132,
814 / Xeropotamou 330, 379r / NLG 2225, 119v / S. Karas 38 / Xeropotamou 305, 311r. (See
figure 11)

25 For the authorship of the composition see the chapter titled “Catalogue of Secular Com-
positions”, p. 81, fn. 22.
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3. Ei ki mpertos titan hha me ain oki tariiii, echos varys.
Iviron 1080, 130r / Iviron 1203, 239v / Xeropotamou 329,196v2°.

A first simple observation is that these compositions are often copied from co-
dex to codex. In a few of the codices, two or three compositions co-exist, while
in some others only one of the compositions is found. Up to now, thirteen
manuscripts have been identified containing the composition of Karykis and
twelve with that of Kosmas. These works are characterised by the scribes as persi-
kon (“mépoucov”), atzemikon (“érléurov”), nai (“véa>), ethnikon (“60vikov”), meaning
secular, etc. That is, they continue the naming practice commonly used in the
genre of kratemata. However, even though the scribes transcribe or copy these
types of pieces, they do not appear adequately familiar with this kind of music.
This is deduced by the fact that they are unable, as indeed were the older scribes,
to recognise and determine a specific genre of secular music. They do not indi-
cate the constituent parts, that is, the genre’s inherent sections. They only list the
echos according to the rules of ecclesiastical music but not the makam or usil.
These elements, which determine the identity of a work, are stated for the first
time clearly and in full by Petros Peloponnesios.

The second group consists of the manuscripts of Iviron 949, Panteleimonos
994, Timios Prodromos 93, Iviron 1038, Gregoriou 23, and S. Karas 32. These
six manuscripts are examined separately because they cannot be fully included in
the main group. Chronologically, they are distant from each other, since the first
of them dates from the late 17th century, and the fourth, from the 1800s. They
exhibit some of the general characteristics of the main group, but there are also
some differences. The transcriptions here also concern art music compositions,
with the difference that in some of them a specific recognisable genre (beste,
semd'i etc.) is mentioned. The main difference, however, is that each of these
works are found in only one codex. They are not found in other manuscripts of
ecclesiastical music either because they were not copied, or if they were copied,
they did not survive to our day.

Specifically, on f. 175v of Iviron 949, the beste genre is clearly indicated for
possibly the first time: “Beste Mezil iste”?’. Absent are any indications of makam
and us#l and only the echos is given. The piece occupies half of the 30.4 x 29.4
centimetre page, but the transcription seems complete and although there is no
written indication, its two constituent parts are easily discernible. And, at the
end of the first part, one more verse is given as text only.

The codex Panteleimonos 994 presents a semd'i and a beste of Kyrillos Mar-
marinos (ff. 323v-325v). As a matter of fact, they are the first works of art music

26 This particular piece is also preserved in codex Iviron 1189 as part of a broader section of
Persian music.

27 After extensive research, the composition is here attributed to Kemani Yorgi. For more in-
formation see the chapters “Catalogue of Secular Compositions” and “Composers”.
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of Constantinople, in Byzantine sources, attributed to their composer — a music
teacher in the field of the psaltic art. In the heading, the name of the composer,
the makam and the echos are mentioned. Moreover, the genre is given, though in-
complete, as semd'i, without clarification as to whether it is an agir semd'i or a
yitiritk semd't:

This is the work of Mr. Kyrillos former bishop of Tinos, which is called semd'%, in Turkish

biiseynt, music and words of the Persians, echos .

The same semd'i is also preserved on ff. 251r-251v of MS Timios Prodromos 93,
without, however, giving the name of the composer.

Unfortunately the full composition contained in the codex S. Karas 32 was
not available and for that reason the information pertaining to it is currently in-
complete. The codex contains a composition of secular music without title, #s#/
or makam, which starts from f. 296b. The scribe, Athanasios Iviritis, gives only
the indication “This is a good murabba’, echos plagal TV”.

The codex Gregoriou 23 contains a work titled “Heirmos Ismailitikos An gi pan
ngerpe epentzi rouzy, echos 1” (ff. 187v-189v). Either it is a copy from another older
manuscript or the scribe is isolated from the reality of their time, being unable to
distinguish, firstly, the genre and also of course, the makam and the usil.

Lastly, the codex Iviron 1038, in which the works appear to be written in three
sections, is examined. The first and the second sections (ff. 662r-666r & 670r-
673v) are in the main body of the codex but they exhibit differences in the writ-
ing style. In the second, the characters are of bigger size than the first and they
occupy fewer lines on the paper. The third section (ff. 681r-683v) is written in an
additional booklet bound with the rest of the manuscript, the writing style of
which is quite different. We have therefore a manuscript with three small sec-
tions of secular music written by at least two or three hands. The main body of
the codex dates from the early 18th century while the added booklet from later
in the same century. The content of the three sections is as follows:
662r  Echos 1 Yeyeli yeyela
663r  Arabic beste, echos plagal 1, Segringoulingounlou
664r  Echos 1, Bagipakerpe, until f. 6661

670r  Beste named Nai, echos IV, Ormatipichereitzcha

670v  Echos 1, Tzismimistontou

671r  [Echos] 1, Tzakpoutempchoupen

671v  [Echos] 1, Saliniskaivisechives

672r  Another... difficult of mine, [echos] 1, Yar kimin canesi
672v  [Echos| 1, Yar Efendim pedeteriya

673r  [Echos] 1, Yar byzyfeta, until f. 673v

681r  Named Isach Sakili, also known as karapataki, written by Mr. Ioannis Protopsaltes at
the exhortation of the Most Holy Metropolitan of Heracleia Mr. Gerasimos, copied
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from the autograph of Mr. loannis Protopsaltes himself. The makam is considered hicdz
by the Persians and [echos] plagal 11 by us. eferelelelele

Miilazime teterela

682r  Orta hdne teterela
682v  Miilazime teterela
683r  Son hine teterela

683v  Again the same, then miilazime

The study of this manuscript yields a number of very interesting findings:

1.
2.

The genres of beste and pegrev are mentioned.

The national names “Arabic” and “Persian” are used. However, in both cases
Ottoman origin is implied. The poetic text of the Zeste is given in Ottoman,
and not in Arabic or Persian. The name of makam hiciz is indeed etymologi-
cally of Persian (or Arabic) origin, however it is certain that the scribe (or the
scribes) of this particular manuscript were made aware of this from their cul-
tural osmosis with the Ottoman Turks, and not with the Arabs or the Per-
sians.28

. “Beste named naz” indicates that the favoured term, nai, for the definition of

kratema is used. Perhaps the genre of leste is still confused with the kratemata.

. On f. 672r the phrase “Another... difficult of mine” is found. Therefore, we

can assume that it is a composition of the scribe.

. The f. 681r, where the pesrev of loannis Protopsaltes is prefaced, is of particular

interest. The genre (pegrev) is given together with the corresponding echos and
makam. According to a custom of the time, the pesrev has a name, and is called
Lsach Sakili or karapataki. The story behind the composition is given, that is,
that it was written by Mr. loannis Protopsaltes at the exhortation of the Most
Holy Metropolitan of Heracleia, Mr. Gerasimos, and witnesses the existence
of an earlier codex, an autograph of loannis, from where this one was copied.

. The inherent structure of the same piece is also presented, consisting of the

following parts: miilazime / 682r orta hine / 682v miilazime / 683r son hdne /
683v again the same, then miilazime.

The First Transcriptions of Makam Seyirs

The manuscript HESG 305, dated 1749, is an autograph of Kyrillos Marmari-
nos. On ff. 94r-101v it contains seventy-one echoi or makam seyirs as they are
called in the Ottoman:

Clarifying which and how many echoi each makam comprises, and what is its progression from

beginning to the end.

28 For more information see chapter four “Composers: Works with Names of Ethnic or Reli-

gious Origin”.
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Even though these theoretical issues do not fall within the scope of this work,
this manuscript is of interest since the notated musical descriptions of the
makams by Kyrillos, are the oldest transcriptions of seyzr in Ottoman music.?’
The section in which the echoi are presented, consists of seventy-one paragraphs.
Every paragraph starts with the name of the makam and continues with a textual
description:

Rast, beginning from its own perde and via the gevest perde descends to ‘agirdn, and then ascend-
ing it goes via rehdvi, rast, diigdh, segdh...

Subsequently followed by one or two lines of notated score showing the basic
progression of the makam:

A copy of Kyrillos’s work is included in LKP 123/270, which dates from the 18th
century (see figure 12). On ff. 23v-35r, sixty-seven makam seyirs are presented,
that is four less than HESG 305.30

Four Autograph Codices of Petros Peloponnesios

They are LKP (dossier) 60, which has 53 folios, LKP (dossier) 137, with 40 folios,
Gritsanis 3, with 255 folios, and RAL 927, with 86 folios. They were written in
the third quarter of the 18th century, and they are significant because of their
content. The first three contain art music of Constantinople, mainly pegrevs,
semd'ls and terkibs, and the fourth contains Phanariot songs. They are the earliest
codices with a purely secular musical content,?! constituting the beginnings of
the rich output of other such codices, seen in the following decades. Coupled
with the fact that they were written by Petros Peloponnesios - leading composer
of ecclesiastical music, superb exegetes, active musician in both ecclesiastical as
well as secular music, and most importantly in regard to the topic at hand, nota-
ble and experienced codex writer — their significance is magnified. Their analyti-
cal cataloguing and study brings to the surface a wealth of extremely important
details. Extensive mention will be made of these codices not only because of
their significance but also because there has not been any other relevant publica-
tion devoted to their investigation.

In particular, codex Gritsanis 3, has already attracted the interest of academic
circles. The information contained in the two catalogues compiled of the manu-
scripts in the Gritsanis library (Adamis 1966-67:313-365, Papagiannopoulos

29 Popescu-Judetz — A. Ababi Sirli 2000:18. On the seyir and the specific transcriptions see

below pp. 221-222.

According to the catalogue of Gertsman (1996), Kyrillos’s theoretical treatise as well as
some Phanariot songs are included in MS St. Petersburg 127. Gertsman dates this codex in
the middle of the 19t century, thus it was outside the scope of this work.

With the exception of one Kalophonic Heirmos in Gritsanis 3 and a few folios with frag-
ments of ecclesiastical music in LKP (dossier) 137.

30

31
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1937), is unclear. In his article “ITétpoc Aapmaddprog 6 dmd Aokedaipovos”, G. T.
Stathis (1983:117-118) presents some initial indications of the existence of secu-
lar music in this particular codex, which is attributed to Petros. Finally, two
pieces from Petros’s transcriptions have been recorded by “En Chordais” in the
albums of the series Great Mediterranean Composers. They are bestenigdr pesrev by
Hanende Zacharias®? and the terkibs in various echoi of Petros Peloponnesios®3
from the exegesis of T. K. Apostolopoulos.

The codex is most important for the study of secular music for many reasons.
Firstly, its size (255 folios) and its dimensions (23.5 x 17 centimetres) allow the
preservation of a great number of pieces (around two-hundred works of art mu-
sic) revealing both the breadth of the repertoire mastered by Petros and also his
deep knowledge of that music. Secondly, its content spans a very wide time
frame, from the 15th century at least, if not eatlier, until the time the codex was
written, which is the third quarter of the 18th century, enabling researchers to
trace the past through the surety of written sources. Thirdly, it preserves works of
known great composers as well as many other anonymous pieces, significantly
widening the repertoire of the art music of Constantinople. And finally, it is of
special interest to the study of musical form and of music theory, due to the
wealth of information contained within it.

Nevertheless, the manuscript is characterised by a great untidiness of both the
writing style, and the organisation of the repertoire. An extensive and repeating
sequence of different writing styles is traced throughout. A number of works are
written with particular care, using two colours, in calligraphic script, with easily
readable characters, elegant initials, clear information and indications pertaining
to musical form, composer, makam, usil, echos, martyria etc. (See plate 6)

Other works, on the other hand, are particularly badly written and hard to
read, in a single colour, and with incomplete headings and many smudges. (See
plate 8)

The organisation of the content does not follow some logical order, either by
echos — makam, or by composer. Additionally, it was not possible to discern some
sort of macro-form, such as the fasl.

Of the compositions contained in the codex, some are presented with the
name of their composer; the majority however, are presented anonymously. Dur-
ing the research and writing of this book, a few pieces were identified and conse-
quently attributed to their composers. The earliest composers identified in the
codex are:

Abdilkadir Marighi (1353 - 1453), Mehmet Aga [Kul] (- 1580?), Hasan Can
(1490 - 1567), Gazi Giray Han IT (1554 - 1607 and Seyf el-Misri (16th c.).

32 Track No. 2, “En Chordais”, Zakharia Khanendeh.
33 Track No. 5, “En Chordais”, Petros Peloponnesios.
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Followed in chronological order by:

Haci Kasim ( - 1600 ?), Emir-i Hac (- 1600? or second half of thelé6th c.), Aga
Mu’min (17th ¢.?), Ali Beg (17th c.?), Riza Aga (- 1650?), Solakzidde Miskali Meh-
med Hemdemi Celebi (- 1658), Murad Aga [Sestir], (1610 - 1673), Serif ( ? - 1680),
Kiiciik Hatib (- 1700?), Reftdr Kalfa (- 1700?), Itri (Buh(rizdde Mustafa Efendi
and/or Celebi) (1638? - 1712), Dimitri Cantemir (1673 - 1723), Kasim [Mehmed]
(- 1730?)], Abdurrahman Bahir Efendi [Arabzade] (1680 - 1746), Es’ad Efendi [Sey-
hiilislim Mehmed, Ebt-Ishik-zade] (1685 - 1753), Hinende Zacharias (18th c.),
Hizir Aga (? - 1760), Tanburi Haham Musi (Moshe) (? - 1770?), Kemini Yorgi
(early - middle 18th c.), Ahmet Aga [Musihib Seyyid, Vardakosta] (17282 - 1794).

In addition to the above twenty-five composers which proved possible to
identify34, Petros transcribes works from at least nine others including: Pappas,
Ousta Yiesefin, Ismail Tzaous, Antonis (Antoninin), Atriznin (or Arizouni) Tam-
buri, Peligratzoglou, Tamburi Hact Omer Aga, Tziohatzoglou, Hocanmasinin.
The fact that these composers are not known from other direct or indirect
sources, but are explicitly and clearly mentioned by Petros, presents opportuni-
ties for further research into the personalities that contributed to the develop-
ment of this important musical heritage. Moreover, a great part of the repertoire
consists of anonymous works, many of which may be by Petros himself.

With regard to the genres, the vast majority of pieces in the codices are in-
strumental compositions, like pesrevs and semd'is. Vocal compositions are limited
to a few fragments of Phanariot songs in the first and last folios of the codex (1v-
31, 71, 254r-255r), and to about ten other works, such as kdrs, bestes, yiiriik semd'is
and others of so far undetermined form?3. It is worth noting that none of the
vocal compositions mentions the name of the poet — lyricist.

The manuscript LKP (dossier) 603 is also quite poorly written, but readable.
Only black ink is used, with the exception of ff. 36r-37r, where the scribe appears
to make some small corrections with red ink. It is attributed to Petros by com-
paring its writing style with Gritsanis 3, and the rest of his surviving autographs.
In this manuscript as well, Petros does not follow a method of organising the
content with the criterion of echos or makam, or the composer. However, in the
titles he provides performance instructions as well as quite satisfactory informa-
tion about the makams and usils such as:

34 On the issues concerning the identification of composers, see more in the relevant chap-

ter, pp. 135-136.

The codex also contains one piece of ecclesiastical music, the Kalophonic Heirmos of
Hanende Zacharias Obpavog moivpwrog in echos varys (6v).

The manuscript, as well as LKP (dossier) 137, is described analytically in the catalogue cre-
ated and prepared for publication by G. T. Stathis with the title “Ta yepdypaga Bolovtviig
povotkhc — To Apyeio I'pnyopiov Ipwtoydrtov tiig Birodrkng Kovetaviivov Yayov™.
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11t Pegrev makam karcigar, diiyek from rast teterela terelela
the miilazime from segdh teterela terelela
2nd terkib from segdh teterela terelela
3rd terkib from rast teterela terelela
4Ath terkib from segdh teterela terelela
orta hdne from segdh teterela terelela

11v  the son [hdne] from nevd teterela terelela

Despite its relatively small size, the manuscript is of special interest because it
contains significant and rare types of compositions, many of which have unusual
names and are not found in other manuscripts, for example:

Ir  The kill-i kiilliydt hiiseyni usiil aksak

15r  Saba degisme, the son hine hafif from diigdh

18r  Beyiti devrikebir, starts from nevd and beydti, called behram
39v  Hiiseyni giikifezdr, nazireut, diiyek from diigdh

47t The biiyiik nevd genber from nevd (see figure 9)

Extensive reference to these compositions will be made below. Moreover, quite an
impression is made by the existence of a piece titled “hindilerin” (“ymveniepnv®),
which reveals its Indian origin3’. The composers named in the manuscript are:

Behrdm Aga [Nefiri] (- 1560?), Riza Aga (- 1650?), Muzaffer (Saat¢i Mustafa
Efendi) (- 1710?) and Hasan Aga [Benli, Tanbiri, Musihib-i Sehriyari] (1607 -
1662).

Finally, here as well, more works are presented anonymously, and of course
many of them are possibly the compositions of Petros himself.

The manuscript LKP (dossier) 137, is, in its entirety, particularly poorly written
and untidy. The writing is in a single colour and is very careless. Its content con-
sists of secular music transcriptions though some fragments or whole ecclesiastical
pieces can be found scattered in various folios. Most works are vocal; probably ze-
stes. Absent here as well, is any logical and consistent classification by either echos —
makam, by composer or by genre. Basic indications (makam, echos, composer, usil)
are generally omitted as are the analytical details appearing in Gritsanis 3 and in
LKP (dossier) 60. The pieces start with a simple mention of the makam.

Very few details can be extracted about the composers and nothing about the
poets of the vocal works. References are made to Tanbtiri Haham Musi (Moshe) (?
- 1770?) and Emir-1 Hac (- 1600? or second half of the 16th century). Again here,
most works are anonymous and many of them are possibly by Petros himself.

It is worth noting that the content of these three manuscripts is not identical,
neither does it overlap. No work present in one codex can be found in the other
two, hence each manuscript is complementary to the others. Despite the irregu-

37 See p. 156 for more.
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larity that characterises them from the point of view of outer appearance as well
as content, it is reasonable to view these three manuscripts as one very important
source. Petros produced around three hundred and fifty autographed folios, pre-
serving a large part of the repertoire of the art music of Constantinople. In con-
trast with MS Gritsanis 3, which appears to have started with loftier aims as a
work of transcription, MSS LKP (dossier) 60 & 137 have the appearance of music
notebooks. This is easily discerned both by the comparison of the dimensions of
each manuscript (23.5 x 17 centimetres for Gritsanis 3, 17 x 11.1 centimetres for
LKP (dossier) 60, and 36.6 x 12.4 centimetres for LKP (dossier) 137), and the
great attention given to appearance, as well as the care taken, which to a great
degree defines Gritsanis 3. This detail however, does not diminish the impor-
tance of the other two manuscripts.

In these three manuscripts Petros transcribes the repertoire generally heard in
the Ottoman court, revealing, in parallel, his deep knowledge of that tradition.
Petros transcribed what he heard, what he was taught and what he composed and
sang or played on ey and tanbur. He transcribed his own works, the works of his
contemporaries, but also of those much earlier than him, as preserved by the oral
tradition of the Ottoman court. In conclusion, it can be supported with certainty
that these three manuscripts created by Petros, constitute a precious source for
the study of the art music of Constantinople. Together with the collections of
Bobowski and Cantemir, they are the most important sources of the repertoire of
the Ottoman court, from the 15th until the middle of the 18th century.

The fourth autograph of Petros containing secular music, is RAL 927. It is the
earliest manuscript containing the genre of “Phanariot songs™®8, and its content
became the basis of a series of later music collections, some of which copied it to
a great extent’. It is a notebook* of unusual length and dimensions, with writ-

38 Plemmenos (2005-2006) attributes the manuscript to Petros, a view which the author of
this work is in agreement with. As mentioned above, fragments of Phanariot songs are
found in the first and last folios of Gritsanis 3 (1v-31, 7r, 254r-255r1), but it is not known
which codex precedes the other. In any case, the content of this particular manuscript con-
tains Phanariot songs exclusively, hence it can be considered essentially the first. On the
genre of Phanariot songs see more in the chapter “Genres of Secular Music” pp. 245-255.

39 Plemmenos (1998:16-17) notes that its content was copied in manuscripts RAL 653, ELIA,
CAMS P1 & P2 and Vatopediou 1428. To those, LKP 19/173 and Iasi 129, can be added,
which obviously Plemmenos was not aware of. In the same article, J. Plemmenos supports
that RAL 784 contains exactly the same songs as RAL 927, but that claim is incorrect.
Most of Petros’s songs found in RAL 927 do not exist in RAL 784, neither in RAL 925.
Nikeforos, seemed to have based his writing of Vatopediou 1428 and of ITasi 129 on RAL
927, since many songs are found in both manuscripts. During the writing of RAL 784 and
of RAL 925, he was probably unwaware of the collection, or he didn’t use it. By compar-
ing the content of Vatopediou 1428, with other manuscripts containing Phanariot songs, it
is concluded that Nikeforos must have copied many songs from the anthology of Petros
Peloponnesios (RAL 927) and from the anthology of Petros Byzantios (LKP 19/173). For
example:
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ing resembling a draft more than a finished manuscript, however, still discern-
able and legible. An inconsistency is observed here as well with regard to the or-
ganisation of the content as initially the layout of the songs does not follow any
classification method*! (see plate 10).

However, from f. 14r onwards, Petros generally follows a method of grouping
the songs by makam, according to their base note, and their natural sequence on
the Turkish scale. That is, he begins with yegdh, then lists all hiiseyni-‘asirin to-
gether, all 77ak, all rast together and so on. Moreover, the usils are given either
with quantitative signs such as 6 2, 6 2 6 i, or with names such as sofyan, semd'i,
etc. In general, the above reveals that Petros was rather undecided as to which
method to follow in the organisation of his material and the manner of its pres-
entation or, most significantly, the pieces were draft transcriptions to be organ-
ised and presented in final codices, which he eventually did not produce.

Addo 5év elv’ v ovyyily, téoov xai va i’ dpavidiy, Petros Peloponnesios, echos plagal IT hepta-
phonic, gehndz, sofyan, RAL 927, 61r / LKP 19/173, 116r / lasi 129, 213 / Vatopediou 1428,
218.

Aucy 6o 6 yépia. oov ki Gr’ té mKpd Gov Adyia, Petros Peloponnesios, echos 1V, isfabdn, semd'i,
RAL 927, 54r / LKP 19/173, 95r / lasi 129, 141 / Vatopediou 1428, 127.

Eniipo. v arépacty mhéov an’ o0 movAi pov, Petros Peloponnesios, echos 1V, beydti, semd'i, RAL
927, 57r / LKP 19/173, 87r / lasi 129, 114 / Vatopediou 1428, 105.

Mé n0ov bmepPolirdv, Petros Peloponnesios, echos plagal 1, sabd, sofyan, RAL 927, 29r / LKP
19/173, 40r / Tasi 129, 169 / Vatopediou 1428, 174.

Mé ©0 va eivou Gpevkrog ayeddv, Petros Byzantios, echos wvarys diatonic, evig-biselik, 6 2 6 i,
LKP 19/173, 136r / lasi 129, 52 / Vatopediou 1428, 30.

Evog pddov Oewpia, Unspecified composer, echos plagal 11, hicdz, sofyan, RAL 927, 12v / LKP
19/173, 64r / ELIA, 81r / lasi 129, 202 / Vatopediou 1428, 206.

An examination of the above songs shows that the notation is similar.

Its dimensions are 10 centimeters wide and 15 centimeters high, and it is bound at the top
end of the page. That is, the pages do not turn right to left, instead they turn from top to
bottom. On f. 86v the following noteworthy annotation is written by a different hand:
“for that metzmai [mecmu’a), he [Petros Byzantios] gave the son of the late protopsaltes of
the Great and Holy Church of Christ a woollen overcoat from Vienna in the year 1808 in
Tasi, which the departed had been given from the earlier departed Mr. Petros the Pelopon-
nesian, since the above mentioned protopsaltes is the more recent Petros Byzantios who
became a pupil of the former lambadarios Petros Peloponnesios, for everyone's informa-
tion, he has special songs”.

Generally, such anthologies were usually called “Milpoyiéc” (Mizmagies), a corrupted ver-
sion of the Arabic word mecmu’a, meaning, a collection of the poetic texts of vocal com-
positions. Of course, apart from the music manuscripts, where complete Phanariot songs
are preserved, there are also many anthologies of poetry where only the text is given, with-
out musical notation. A basic bibliography on the topic is given in the chapter “Genres of
Secular Music”.

On the first folio (6r) text only verses are found without a title. After that, the model fol-
lowed is “one page to one song” where only the music is given (7r) or the music followed
by text only verses (6v, 7v). This is followed by songs where the verses are given only as
text (ff. 8r-10r, 11r), while on f. 10v a song is inserted with both text and music. From then
on, each song is given with its notated melody and also with all its proceeding verses in
text only, except for ff. 24r, 31v, 32r, 37, 481, 57v where only the music is given.

40

41



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

50 KYRIAKOS KALAITZIDIS

Additionally, no composer names are mentioned in the manuscript. Neverthe-
less, for many of the songs it can be argued with certainty that they were compo-
sitions of Petros himself, since they are clearly attributed to him in other codi-
ces.* Finally, some pieces are listed anonymously in other sources as well, there-
fore it cannot be excluded that they are indeed the works of unknown compos-
ers.

The Autograph Collection of Petros Byzantios

The manuscript LKP 19/173, dating from the late 18th to the early 19th century,
is an autograph codex of Petros Byzantios (see figure 13). It has 160 folios con-
taining art music of Constantinople, being mainly Phanariot songs. The first
mention of the manuscript as well as its authorship is found in the ®dpuiy¢ jour-
nal in the article of K. Psachos (1911), “TTétpog 6 Bulavtiog Mpwtoydiing tfig Me-
v6Ang 100 Xpiotod ExxAnociog roi 1o colopevo adtod yepdypoga”. The makam, the
echos with its martyria and the us#l, with quantitative signs such as 6 2, 6 2 6 I, are
found in the heading of every song. The genre is only mentioned for sarkis and
for naki agir semd’i. The name of the composer is not given for any of the pieces.
However, it contains eight songs by Petros Byzantios himself, ninety-seven songs
by Petros Peloponnesios, three by lakovos Protopsaltes, one by Ioannis Protop-
saltes, one by Athanasios Dimitriados, while for forty-three songs the composer
is unspecified, as is the case for the six songs existing in Turkish. The content of
the manuscript is quite influenced by RAL 9274 and presents similarities, in re-
gard to the order of the songs, to the manuscripts of ELIA, CAMS P2 and Va-
topediou 1428%. Additionally, the codex has many blank pages, ninety in total,
all of them verso. Perhaps Petros left them blank to add the verses later, some-
thing that eventuated at a later time by a different scribe.

Four sections can be clearly discerned in the codex:

a) ff. 1r - 1191, b) ff. 120r - 149v, c) ff. 150r - 158v & d) ff. 159r - 160v. In the
first section and only there, Petros follows an organisational method for the rep-

42 For more information see the catalogue of works of Petros, in the chapter titled “Catalogue
of Secular Compositions”, pp. 89-98 where references to all available sources are listed for
each song individually.

It should be noted that there are songs by Petros Peloponnesios, which are not found in
RAL 927. Thus, it can be concluded that the scribe did not simply copy the manuscript
but either used another, or many other manuscripts, as a basis for this one, or that he tran-
scribed some melodies from memory. With regards to Vatopediou 1428, mention must be
made of the song Ola & mpdyuore kaipdv, s &ovv elvar pavepdv (Petros Peloponnesios,
echos plagal 11, hiimayin, sofyan) which is written twice in LKP 19/173 and twice in ELIA.
The two versions have small differences between them, but these differences are repro-
duced as follows:

1%t version: LKP 19/173 f. 76r & ELIA f. 39r,

2 version: LKP 19/173 f. 74r & ELIA f. 40r.

44 See below.
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ertoire reminiscent of the corresponding method of RAL 927, but with greater
consistency. In the second section, he seems to have missed some songs which
he later lists unordered and without an organisational method. In the third sec-
tion, five sarkis and one nakis agir semd’t are found, while in the fourth, four
more Phanariot songs exist, one of which is incomplete. The codex is also miss-
ing initials, which appear to have been left out during its initial authoring.

Four Codices and One Fragment of Secular Music by Nikeforos Kantouniares

The codices RAL 925, RAL 784, lasi 129, Vatopediou 1428, the fragment CAMS
P1, and pp. 534-543 of the codex Xeropotamou 299, are all by Nikeforos Kan-
touniares. The four codices contain mainly Phanariot songs, as well as other vo-
cal genres, sarkis, bestes, agir semd’i, yiiriik semd’i, Gypsy and Arabic songs, and
many more. The CAMS fragment exclusively contains Phanariot songs. The fo-
lios of the Xeropotamou codex contain a series of eleven taksims by Petros Pelo-
ponnesios. The secular music manuscripts of Nikeforos have been studied by ]J.
Plemmenos in a number of his articles*’; while in particular for Vatopediou
1428, a relevant article has been published by G. T. Stathis*, who was the first to
bring this most important codex to light.

Codex RAL 925 is the earliest secular music manuscript of Nikeforos Kan-
touniares. It has 82 folios and exhibits a relative untidiness with regard to its
content and its general appearance. The songs are listed in a rough order and in
some cases text only verses are interspersed without notation. The headings men-
tion the names of makams but not usils. In addition, the songs are listed anony-
mously except for those attributed to Iakovos Protopsaltes (Yiakoumakis Lam-
badarios)*’. Two songs have descriptions pertaining to geographical regions, one
of them bearing the description Wallachian (“Bréyicov”) and the other, Frankish
(“©péyywov”). Moreover, in contrast to MSS RAL 784, Vatopediou 1428 and
CAMS P1, the codex does not contain any songs of Nikeforos himself, a fact
that leads to the conclusion that he had not yet begun composing verses. In gen-
eral the collection bears the characteristics of a first attempt, which shows Nike-
foros’s immaturity as a collector of songs and unfamiliarity of secular music in
general. This as well as the rest of the palaeographical observations, support that
this is the earliest one of his four codices of secular music.

Codex RAL 784 appears to be the second earliest manuscript containing secu-
lar music by Nikeforos Kantouniares (see plate 14). It has 270 folios and contains
around two hundred songs. Its general appearance clearly indicates that more

45 See relevant reference in the Introduction, p. 25.

46 See relevant reference in the Introduction, p. 24, fn. 33.

47 Nikeforos also mentions the names of Kemini Yorgi, Mustafa Aga and Sultan Mahmud,
but he does not provide notated works of theirs, just text only verses.
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care was taken with it in comparison to RAL 925. Kantouniares here attempts to
follow a classification method, grouping the makams on the basis of the octoechos,
however, some inconsistencies are observed.* In addition, apart from the makam
and the echos, he lists the usil as well. He lists the names of the composers, in-
cluding for his own songs. At the end of each song the verses are listed as text
only. In many songs, he seems to ignore the composer or he is just not sure:

109r Unspecified composer; segdh makam, [echos| IV legetos, usil 6 2, 'H épéBouog
Kwveltat, tyn waveo kod aueitar. In “Melpomene” he attributes it to Petros Byzantios;

127r Petros Byzantios; tirki hicdz makam, echos| plagal 11, usiil 6 2 6 i. In “Melpomene”
he lists it as of unspecified composer.

132r Unspecified composer; nibavent makam, echos plagal IV, usil 6 2, Ti goPepc. xoi
oxotev) kol TV kaxdv vikto, kovij. In “Melpomene” he attributes it to Petros Peloponne-
s10s.

134v Hicdz makam, [echos) plagal 11, usi#l 6 2 2 6 1, Ta. Oéhynipa mod &yeig aydan 1’ pvoixd. In this
manuscript he does not mention any composer, in “Melpomene” he mentions Petros

Peloponnesios.

Codex Vatopediou 1428 is the largest and most complete collection of
Phanariot songs, even though its content is not limited to this genre (see plate
15). In its 422 pages it contains about 250 songs and encompasses nearly the
whole compositional output of Phanariot songs. In the beginning of the codex,
Kantouniares adds the following description, which deserves to be commented
upon:

Melpomene, namely the book containing semd's, sarkis and bestes previously scattered here and there and
subsequently collected by Nikeforos Kantouniares of Chios, archdeacon of the Patriarchal throne of An-
tioch and teacher at the common music school of lagi, in the holy, reverend and famous, due to the holy
icon of the most holy Theotokos, the most miraculous one, monastery called Golia, during the abbotship of
bis most holiness saint bishop of Irinoupolis, Mr. Gregorios, the Epbesian. 1818 in the month of Novem-
ber. Archdeacon of Antioch, Nikeforos.

Nikeforos titled the collection Melpomene (“Meimouévy”), which is the name of
the muse of poetry in Greek Mythology. He must have written it over the period
between 1818 and 1820. The year 1818 is explicitly found in the heading, but
the information on p. 349, seen below, leads to the conclusion that its writing
was completed by 1820 at the earliest (Stathis 2001c:618).

Verses of the philosopher Govdelas for his highness master Michael Gregorios Soutsos, composed by the al-
ready protopsaltes of Constantinople Gregorios and sent to lasi doubly, 1820

48 For example, the pieces extend to around two rounds of the octoechos. It is possible that
Nikeforos decided to include more songs at some point, and continued the transcription
in that way.
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The two-year period seems long for an experienced scribe such as Nikeforos. A
few weeks or even days would be adequate. It is reasonable to question why Ni-
keforos delayed completing the manuscript for so long. An attempt to answer
this question is made below.

The codex, which is preserved in very good condition, has a seemly appear-
ance and is written with particular care. At the beginning of each echos, the scribe
decorated the top part of the page with a floral design, and each song with ele-
gant initials. Apart from the attention to the aesthetic of the manuscript which is
obvious at first glance, the organisation of the material is discerned to be clearly
much more methodical in comparison to Nikeforos older manuscripts. Another
difference of this manuscript, compared to Nikeforos’s other manuscripts, is that
his writing style in the plain text verses is much improved. Nikeforos organises
the layout of the repertoire on the basis of the octoechos. Within each echos, he
lists the songs, grouping them initially by makam and then by composer. It is es-
sentially the earliest manuscript in the Byzantine sources whose content is organ-
ised in such a way. Finally, in between echos groups, Nikeforos leaves a few blank
pages, obviously to have the ability to make necessary additions of songs, with-
out disturbing the order of the eight echos.

The phrase “scattered here and there and subsequently collected” states that, accord-
ing to Nikeforos, the (mainly Phanariot) song material, was scattered, unordered
and unclassified. It appears that Kantouniares knew of other, older manuscripts
containing secular music pieces, which he took into account for the compilation
of Melpomene. The scattered material was collected by the laborious effort of Ni-
keforos himself. Indeed, many of the songs of the collection were notated by
him. The word “etonisthi” (“étovicOn”) or “tonisma” (“tévioua”)** meaning notated
or transcribed, appears often in the titles of the songs. See examples below:

38  Sarki. Letters and music by the famous chanopaziate royal dervish Ismael the mousaipis.
Transcribed (Etonisthi) by Nikeforos archdeacon, makam ‘ussak, echos 1, usil sofyan Chintzri-
ale chalim diyer giin ei ledivach

85 Aravikon transcription (fonisma) of Nikeforos archdeacon as he heard it. Makam ¢ir-
gdh, echos 111, usil 6 2, Bayda bis-Sa‘ri-l-abyad

Nikeforos systematically uses that particular terminology for the lesser-known
pieces (Arabic, Taousanika, Gypsy, Italian, French etc.) in order to state those
specific pieces are his own transcriptions. These terms are contrasted with the
terms “melos” (“uélog” meaning melody), as well as “melourgithentes” (“uelovpyn0é-
vieg”) and “emelourgithi” (“guciovpyriOn”), meaning “melody created by”, which are
generally used in the headings of Phanariot songs. It would seem, that he wants
thus to make his mark on, and highlight his contribution to, the transcription of

49 For more on the term tonisma (téviopa) and the manner in which it is used in the psaltic
art see chapter “Historical Overview”, pp. 67-68.
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the secular repertoire. Therefore, the use of these terms implies, that for the con-
struction of the collection, he copied many Phanariot songs from other manu-
script collections, he organised the content of his collection (as described above)
based on his own methodology, he added his own songs to verses again of his
own or by others, and enriched the whole collection with many other songs and
transcriptions of melodies, making it an exemplary secular music collection. A
supporting piece of evidence confirming this is his own testimony, as reliable
codex scribe, that two of the songs of the collection were transcribed by
Gregorios Protopsaltes:

337 Sark: by Hanende Ahmet A g a Saraili. Transcribed by Gregorios Lambadarios in the
new system, makam nikriz, echos plagal IV, usiil 6 2, Ach ciban payin
334 By Yiangos Aga of Siphnos. Transcription of the Lambadarios. Makam nikriz, echos pla-

gal IV, usdl 6 2, Mé tog {onpég dxrivog tév apaimv 6ov potidv

All works bear complete titles that adhere to the same logic: name of composer
and poet where it exists, followed by makam name and initial martyria of echos. The
rhythmic cycle, that is the usil, is given either with its name or with the symbols
used by the Greek music teachers. All pieces start from the beginning of the page
and, except in very few cases, all song verses are given in plain text. Given all of the
above, each song is presented in its completeness. In the last pages of the codex a
table of contents is found, listing the songs in alphabetical order based on the ini-
tial verse and accompanied by the number of the page on which they are written.
The composers referenced in the manuscript are: Petros Peloponnesios, Petros
Byzantios, lakovos Protopsaltes, Gregorios Protopsaltes, Nikeforos Kantouniares,
Archon Postelnikos Georgios Soutsos, Ismail Dede Efendi, Ioannis Protopsaltes,
Athanasios Dimitriados, Manuel Protopsaltes, mouzikantes Skouloumbris Chios,
Yiangos Aga of Sifnos and Ahmet Aga [Musahib Seyyid, Vardakosta]. Addition-
ally, in song headings he mentions the names of the following poets: Athanasios
Christopoulos®?, Germanos bishop of Old Patras, Alexandros Sophianos, Dimi-
trakis Mourouzis, lakovos Protopsaltes’!, Archon Postelnikos Georgios Soutsos,
Beyzade Yiangos Karatzas, Ismail Dede Efendi, Petros Peloponnesios, Nikeforos
Kantouniares, Archon Megalos Komisos Theodorakis Negris, archdeacon Kyrillos,
Tzelepis Yiakovakis Roizos, Antonios Photinos (Doctor), Nikolakis son of Sou-
loutziaris Eliaskos, Alekos Balasidis, Selim III®2 and Govdelas the Philosopher.

50 Some of the songs are clearly attributed by Nikeforos to Christopoulos, while in others he

simply gives the name of the anthology of poetry from where they originate “éx tédv
Mopik@dv” or “ék tdv Baxywdv” which are also works by Christopoulos.

Apart from his own songs, verses of his are also found in songs by others, e.g. on p. 3.
Verses by lakovos Protopsaltes Byzantios. Music by Petros Peloponnesios Lambadarios
makam hiseyni, echos 1, usil 6 2, To dpoiov mpdowmdv cov aynuatiler ovpavov.

Selim IIT wrote the verses in Turkish. According to Nikeforos they were translated into
Greek and music was composed to them “by some unknown composer”, or according to
the scribe of LKP 152/292, 14, by Gregorios Protopsaltes.
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Such references aid in the attribution of songs to composers, when the same songs
appear in other manuscripts where the composer is not mentioned. Of course,
there are many anonymous songs here as well. Anonymity however is explicitly
stated, a fact that ascertains that the scribe has not forgotten or missed the name,
but that the piece is indeed by an unknown composer. Hence, in the general cata-
logue of works, many of the songs were identified and attributed to composers ow-
ing to the explicit descriptions of Nikeforos.

The genres contained in the codex are given by the scribe himself at the be-
ginning of the codex: “Melpomene, namely book containing semd'is, sarkis and
bestes...”. Included in the above, is also the genre of Phanariot songs, which is not
explicitly stated by the scribe. Phanariot songs are the majority in number, while
sarkis, bestes, agir semd’ls, yiiriik semd’ls and kdrs are very few. Moreover, most of
these are presented again with Greek verses, therefore they can also be classified
as “Phanariot songs”. Completely absent are transcriptions of instrumental com-
positions such as pesrev, saz semd'i or taksim. There are Arabic songs — a rare oc-
currence for the 19th century, and, totally unexpectedly, there are also Italian,
French, Gypsy and “Taousianika” songs. Finally, the codex includes other note-
worthy transcriptions such as three Islamic hymns®, calls of travelling sales-
men>*, as well as the melody of the Laosynaktis’s call to church?>.

In the genre of Phanariot songs, Nikeforos does not intersperse performance
rubrics, because he obviously does not deem them necessary. The form of
Phanariot songs was adequately clear and known. For the more complex genres
he indicates only the change between parts: beyti, nakarat, miyin, nagme and oth-
ers. Finally, the collection contains many distichs without music notation, that
is, in plain text.

As previously mentioned, the writing of the codex took place over a period of
at least two years, raising the question of what may have delayed the completion
of the codex to this extent. One explanation is that perhaps the delay was due to
the fact that the scribe’s aim was to compile a collection as complete as possible
in terms of content and aesthetic. It seems Nikeforos regarded “Melpomene’;
which was his last manuscript relative to his others containing secular music, as
the culmination of his whole effort to transcribe and preserve the secular music
of his environment, and as a serious monumental work of collecting and tran-
scribing a great part of the repertoire of his time, including his own personal
compositional output. His personal aesthetic criteria obviously played a signifi-
cant role in the creation of the collection. However, compared to his earlier col-
lections, there is an evident qualitative difference. This difference is due to his
accumulated experience and maturity as a musician and codex scribe. Nikeforos

53 See pp. 10, 213, 284 of the MS and on p. 115 of this book, in the analytical catalogue of
works.

54 See p. 64, 187 of the MS and on p. 117 of this book, in the analytical catalogue of works.

35 See p. 187 of the MS and on p. 117 of this book, in the analytical catalogue of works.
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appears determined and sure about the aim and the significance of this particular
work; he seems to be conscious of the fact that he leaves behind an ark of secular
music. This can indeed be witnessed by the few lines in the codex’s heading.
Hence, for the implementation of such an ambitious plan, the quality of the fi-
nal result, rather than the time it took to complete it, was of particular impor-
tance. Indeed, for the sake of completeness, he left many blank pages at the end
of each echos, in order to append songs that he missed or that he learnt later on.
He also built the table of contents at the end of the codex and chose a codex of
large dimension and multiple pages, for the writing of his collection.

The codex Iagi 129 presents great similarity to that of Vatopediou 1429, in re-
gard to the method of organisation of the content and the transcribed songs, as
well as its general appearance. It has 367 pages and mentions 1813 as the year of
writing, that is, five to six years earlier than “Melpomene”, where the method of
presentation of the works is clearly improved. Elegant initials can also be seen
here in the beginning of each song. Additionally, each song occupies one page.
After the notated music, the rest of the song verses are written in plain text. The
order of works is to a great extent the same in both codices, even though the
headings in Vatopediou 1428 are more comprehensive and more complete.

In this manuscript, four songs of Nikeforos, which do not exist in any other
manuscript, are found. They are copied as is, in the analytical catalogue:

147 ex /// transcription by Nikeforos archdeacon. makam segih, [echos IV] legetos,
usitl 6 2 6 1, Aév v moveic ) vidTy pov
Of the gypsies. Transcription by Nikeforos, makam arabin beydti, [echos] IV soft chro-
matic (phthora) , usiil 6 2, Ikidetour gilirali
Plain text verses 2nd, 3rd, 4th, nakarat, the same in Greek Greek "Ela (ovpva u; o vi o8
10)

315  Arovel 1ij k4Be yAdooa, music by Nikeforos, makam mdihir, echos plagal IV
frangikon

182 Exomeritikon, transcription by Nikeforos. makam hisar , echos plagal I,

Av K1 010 16 'Kope flémeig

The above few observations are listed here due to the manuscript’s great similar-
ity with Vatopediou 1428. In this codex, it appears that Nikeforos is moving to-
wards consolidating the organisational method of a secular music collection.

CAMS P1: This fragment dates from the early 19th century®® and has 16 pages.
The songs contained within it are generally also found in the rest of Nikeforos’s

5 Plemmenos (1999-2000:99-100) places authoring around 1815 on the basis of two argu-
ments, a) “Before 1816, Nikeforos was occupied with the writing of ecclesiastical music
manuscripts” and b) due to the “coincidence” of Nikeforos and Germanos of Old Patras in
Constantinople at the same time, as seen in the verses of two songs. This reasoning is
proved wrong since Nikeforos was occupied with secular music even before 1816 as is
clearly documented by the date of Tasi 129, being 1813 .
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manuscripts. The following two songs are an exception however, preserved only
in this particular fragment:

"Epwrog 8l 1 86ce idiouata, [unspecified composer], echos varys heptaphonic, evi,
sofyan, CAMS P1, 12.
Méoa ¢ médayog Pads, [unspecified composer], echos plagal 11, hiciz, CAMS P1, 16.

To those, the following must be added:

Meta domlayviag Grpag kai ueyding émowigg, Nikeforos Kantouniares, ecos I penta-
phonic, acem, verses by Germanos of Old Patras, CAMS P1, 2.

which is also found in Vatopediou 1428, but composed in a different makam:

Meté domdayviag drpag xai ueyding émovidg, Nikeforos Kantouniares, echos plagal 1V,
mdhir, frengi, verses by Germanos of Old Patras, Vatopediou 1428, 317.

From these few pages, any organisation of the content based on makams cannot
be discerned. Indeed, Nikeforos gives one notated song, immediately followed
by another, then another, and so on, without listing the plain text verses, result-
ing in each page having up to three songs. In the headings he mentions makams,
and wsdls, and the initials are calligraphic. Some songs mention the composers:
Georgios Soutsos, lakovos Protopsaltes and Nikeforos himself; and Yiangos
Karatzas and Soutsos are mentioned as poets. For the rest of the songs, Nike-
foros does not add the indication “anonymous” or something similar, as he
commonly gives in other manuscripts.

Concluding this section on Nikeforos’s manuscripts, it must be noted again,
that he himself often highlights his contribution to the transcription of secular
music by using the terms “tonisma” (“téviopa”) and “etonisthi” (“érovicfn”),
meaning “transcribed by”, in song headings. Nikeforos was rather “ostracized” by
the psaltic and ecclesiastical circles. It is worth noting that his own songs survive
only in his autographed codices. Other, later manuscript collections do not con-
tain any songs by Nikeforos®’.

Three Codices with the Eleven Taksims of Petros Peloponnesios

Eleven transcribed taksims by Petros Peloponnesios are preserved in three codices
dating from the late 18th to the early 19th century. Specifically, the codices are:
Iviron 997, Xeropotamou 305 and Xeropotamou 299. They contain the oldest
taksim transcriptions in Byzantine notation and they are either compositions of
Petros himself or transcriptions made initially by Petros and later copied by
other scribes. They are a series of eleven taksims in eight echoi, one for each echos,

57 The only exception being the song "Hioc Aoumpog viv paiver in manuscript RAL 2238, 13r.
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except two in echos 111, two in echos varys and two in echos plagal IV, which bear
the heading:

“Proemia, that is taksims in Turkish, pieces composed by Mr. Petros Peloponnesios™8

The oldest codex containing the taksims of Petros is Iviron 997 (ff. 162v-168r)
dating from the 18th century. Xeropotamou 305 (ff. 310v-315v) follows, written
by Damaskinos Agraforendiniotis, dating from the end of the 18th to the begin-
ning of the 19th century. The taksims are found immediately before the series of
kalophonic heirmoi that conclude the codex. The Persikon of Karykis and one beste
precedes them. Lastly, is Xeropotamou 299 (pp. 534-543), which was written
around 1810 by Nikeforos Kantouniares®.

One Manuscript and a Few Folios with Phanariot Songs
from the Late 18th — Early 19th century

The oldest codex containing a few individual folios with Phanariot songs is
Gennadius 725%. It dates from the fourth quarter of the 18th century and on ff.
73r and 74v it contains two Phanariot songs. In addition, it must be noted that
this is the only manuscript that does not belong to the corpus of manuscripts of
ecclesiastical music. It presents heterogeneous content with plain text verses,
recipes, financial accounts etc. Codex RAL 653 originates from the same period.
On ff. 33r-40r it contains Phanariot songs, which present examples of classifica-
tion by echoi and makams. The rest of the codex’s content is plain text verses and
pieces of ecclesiastical music. It ought to be noted that it is the first manuscript
to present Phanariot songs attributed to their composers. A little later, in the
early 19th century (possibly in 1816), the manuscript ELIA, which has 107 fo-
lios, was written. Its scribe is Evgenios, of whom no other details are known. It
also contains Phanariot songs. It presents very few traces of an attempt at organ-
ising the inherently untidy content.!

58 (Translator's note: A proem (pl. proemia) is an introductory musical phrase or short piece.)

In all three codices, the taksim section is presented with the exact same title.

59 Stathis 1976:73-81, 150-151) identifies the unnamed scribe as Nikeforos by comparing the
writing style of Xeropotamou 299 with that of Xeropotamou 295, 318 and Vatopediou
1427. A reasonable question though arises as to why Nikeforos, having written at least five
codices with secular music, did not include the eleven faksims of Petros in some of those
collections instead of including them as part of an Anthology of ecclesiastical music.
Moreover, the taksims do not mention makam names, only their echos is mentioned. Fo-
cused future research may provide answers to these questions.

60 The codex bears the note by the scribe on f. 156v: a0’ [1769]. It is of mixed content and
written by one main scribe and two or three others. It contains other notes dating from
between 1769 and 1791. The above in conjuction with the fact that the two songs are writ-
ten in the Old Notation lead to the assumption that the codex dates from the fourth quar-
ter of the 18t century.

61 Tt appears to be somehow related to codices RAL 927 and LKP 19/173.
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Five Autograph Fragments of Gregorios Protopsaltes and Four Kanonia of the Echot

Also examined here, are manuscripts either written by Gregorios’s students ac-
cording to his own teachings, or containing many of his songs.

Five autograph fragments by Gregorios with secular musical content®? survive
in the archive of Gregorios Protopsaltes of the LKP of the University of Athens.
They are LKP 2/59a, 8 folios; LKP (dossier) 58, 8 pages; LKP (dossier) 59, 8
pages; LKP (dossier) 76, 4 pages and LKP (dossier) 81, 4 folios. Apart from these,
the so-called kanonia of the echoi, which will be discussed below, also exist in his
archive. These secular music transcriptions are essentially the first in the New
Method of music notation.

Of particular interest is the fragment LKP 2/59a. It has 8 folios and its con-
tent consists of two pesrevs and two semd'is.®3 Its significance is due to the fact
that Gregorios does not stop at providing the exact transcription of each melody
and some brief performance details, but he introduces every composition with
an analytical commentary, focusing on issues of musical form and theory. More-
over, related comments are often interspersed even within the composition, be-
tween its parts.®* As previously mentioned, the addition of performance instruc-
tions is not an unknown phenomenon in secular music manuscripts. Some in-
dicative manuscripts, which must be noted, include Gritsanis 3 and Vatopediou
1428, which are full of phrases such as,

Then the terkib, then the second terkib of miilazime, and then the zeyl

or codex Vatopediou 1428 that contains an analytical presentation of some
usils.®> Gregorios, however, goes even further. Unfortunately, the complete
manuscript does not survive in order to offer a richer wealth of information
about the art music of Constantinople, and of course a more complete picture of
the method followed by Gregorios. However, even from these few folios it can
be easily surmised that Gregorios had designed a new way of transcription and
preservation of secular music, transmitting the pieces of secular music, exegised
and analysed, to the later generations, not just in the New Method, but with all
the necessary information for their proper performance. From that point of view,

62 Apart from their existence in Gregorios’s archive, the fact that they are his autographs is

also evidenced by the writing style and the characteristic decorative drawing.
63 1r Pesrev called beydti composed by Isak. Beydti, starting from the echos IV...
3r Semd' called araban beydtisi composed by Tatari via gimiisii gerdan which is played at
every beydlti starting from diigdh, that is from echos plagal I, terelelele
4r Pesrev muhayyer Koutpounaes, usil devr-i kebir, zarp[ey[n, bu pesrev..., plagal first hep-
taphonic [echos] erelelele
Gkine gioukari kigkimpi terelele
Tr Semd'i mubayyer siinbiile, [echos] plagal I heptaphonic, erelelele
64 See pp. 202-203 & 269-271 for more.
65 See chapter “Edhoi and Makams — Rhythmic Cycles and Usils”, p. 283-284.
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the folios of this fragment comprise a very interesting example of innovative
work; a model collection of secular music. The composers mentioned in the co-
dex are Gazi Giray Han II (1554 - 1607), Osman Dede [Kutb-1 Nayi Seyh] (1652;
- 1730) and Tanbdri Isak Fresco-Romano (1745 -1814).

Related to LKP 2/59a is also fragment LKP (dossier) 58%, the two folios of
which contain an incomplete piece, probably a pesrev, without a heading:

1 Again the same
Another terkib of son hine lelelele
miilazime lelelele

2 The first time in the nana teslim to take it one more time, one more time and the second
time it does evig to take the orta hine like this lelelelelelia

3 The second time it finishes like this because the son hdne starts from the irak lelelelele

Here as well, Gregorios gives some information, though of limited extent. The
fact, however, that the fragment contains but one composition, and that this
composition does not start from the beginning, firstly, does not allow the forma-
tion of a clear picture of the presentation method, and secondly, leads to the
speculation that Gregorios may have provided more analytical information and
commentary also in this manuscript.

Two more autograph fragments of Gregorios are: LKP (dossier) 76 and LKP
(dossier) 81 which contain four pages, and four folios with Phanariot songs, re-
spectively. The LKP (dossier) 76 contains five songs by Gregorios which also
bear the indication “fuérepov”, in English, “mine” (see plate 16). The makam and
corresponding echos, and the usil are given in all songs. MS LKP (dossier) 81
contains only one composition by Georgios Soutsos in makam bestenigdr — echos
varys that, as Gregorios notes, is called kdr, according to secular musicians. Of in-
terest is the phrase at the heading of the piece: “Composed by me, Gregorios
Lambadarios, according to the teachings of him”, that is, of Soutsos. The exact
same information is found in another four manuscripts originating from the cir-
cle of Gregorios’s students: Stathis, 27r, Gennadius 231, 51v, LKP 152/292, 122
and Archdiocese of Cyprus 33.¢7

Prior to the examination of these manuscripts, it is worth examining another
group of Gregorios’s autographs, the “kanonia” of the echoi.®® Initially the group

66 The different dimensions of the examined fragments exclude the possibility that they

originate from the same codex.

The same phrase exists in MS RAL 2238, although pertaining to a different composition

of Soutsos:

1r Tragic verses composed by the most noble Archon Postelnikos Mr. Georgios Soutsos,
words and music, notated by Mr. Gregorios Protopsaltes, makam, usil sofyan, me deanti
auton [echos| plagal 1 Pa (¢riphonic with kliton), Ti ueydin ovupopd, t fuépa, t eidioeig

The manuscripts in which the kanonia of the echoi are preserved have not been included in

the table of the available sources, since they do not contain music scores. Here, they are

67
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included MSS LKP (dossier) 135 and LKP (dossier) 136. In the course of this
research however it was discovered that NLG / MHS 726 must also be an auto-
graph of Gregorios. In that manuscript, apart from the obvious similarity of writ-
ing style, the same word for word phrases are observed within the descriptions of
echoi and makams. Panteleimonos 1250 seems to be a copy of NLG / MHS 726,
but by the hand of a different scribe, and is also nearly a word for word copy,
with respect to the descriptions.

All four manuscripts contain tables of the scales of the echoi (similar to those
found in Chrysanthos’s theory book) and commentary for each echos and makam
correspondence. The comparative layout of echoi and makams and the relevant
calligraphic tables constructed in the kanonia of the echoi by Gregorios, in con-
junction with the analytical presentation and the commentary on the pegrevs and
the semd’is of fragment LKP 2/59a, show his broader aim, and his intention for a
systematic approach and presentation of “secular music”.

Another category of manuscripts is examined together with Gregorios’s auto-
graphs. Some of them were compiled by his students “according to his teach-
ings”. The rest, predominantly contain his own compositions. The earliest one
(circa 1820) is the MS of the Stathis library whose scribe is Ioannis Konidaris. It
has 47 folios and contains Phanariot songs mainly by Gregorios Protopsaltes®, as
well as some garkss. It is the oldest surviving complete secular music manuscript
in the New Method. Information provided in the song headings includes: the
composer, the echos or some brief commentary. However, paradoxically, there is
no reference to makam or usil.

Belonging to the same group is Gennadius 231 (ff. 80), written by an un-
known scribe in the first decades of the 19th century. It contains many songs
that are attributed to Gregorios, or are identified as his own even though he is
not mentioned as the composer. The headings present an inconsistency in regard
to the information given. In general, echos and makam are given for each song, in
some cases the usil is given as well, while the name of the composer is given
even more rarely. Many songs are given without a heading and with only the ini-
tial martyria of the echos.

Eleven songs of Gregorios and one gark: are contained in the few folios of
Dochiariou 322. The manuscript is dated from around 1826 and the scribe, ac-
cording to G. T. Stathis, is a student of Gregorios. Finally, one song of Gregorios
is contained in each of the codices Xenophontos 146, NLG 2424 and Archdio-
cese of Cyprus 33.

presented synoptically as they are directly related to the overall work of Gregorios in the
sphere of secular music.

In the heading found on f. 2r Gregorios is referred to as teacher: book containing some secular
melodies, some of which composed by the teacher Gregorios and others as they were found, transcribed
in the present style under the care of loannis Konidaris who also transcribed some of them from
scratch.

69
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The fragment CAMS, P2 dating from the beginnings of the 19th century, has
48 pages and contains Phanariot songs. It seems to form part of a codex and its
content is related to that of codex RAL 927. Some songs, however, exist only in
this fragment and/or in codex Vatopediou 1428.

This fragment’s unique particularity, is that it does not provide plain text verses,
and the songs appear in notation one after the other in sequence. And so, most
pages contain three songs; some of them even containing four. From page 46 on-
wards however, this pattern changes and plain text verses begin to appear. Perhaps
the scribe changed his mind about the completeness of the transcriptions of the
songs. The fragment’s content is organised according to the octoechos with a fair
amount of consistency; within each echos group the related makams are also given.
In the majority of songs the usil is given, usually in the manner of 02 etc., and
more rarely, the usils are given with their complete names. Finally, the makam is
usually given, while the echos is surmised by the initial martyria. The majority of
compositions are attributed to Petros Peloponnesios, or are clearly defined as “un-
specified”. It also contains one song by Petros Byzantios and two by Gregorios Pro-
topsaltes.

LKP 152/292 is the last codex examined. On the first page the following infor-
mation is given clearly:

Songs of various genres transcribed according to the new found method by the Con-
stantinopolitan most-musical teacher and inventor of the New System, collected and
written by myself, Ioannis Pelopidis of Epirus, reviewed by my teacher Mr. Panagiotis
Pelopidis Peloponnesios, Trieste, 1827.

Its appearance is quite reminiscent of the first printed books of ecclesiastical mu-
sic. The mention of Trieste raises questions. It seems unlikely that the codex
could be written so far from the centre of activity of this music. It is a reasonable
assumption that the manuscript was pre-destined for publication and the city of
Trieste was given as the place of publication, and not the place of writing.

In general, the content is quite different to that of other manuscripts. It in-
cludes, of course, certain songs of Gregorios, Petros Peloponnesios, Iakovos,
Gregorios Soutsos, Spyridon Laphaphanas, Anthimos Archdeacon, Kleomenis
Athinis, as well as other Phanariot songs, one composition of Hinende Zacharias
and one by Abdiilhalim Aga (1720? - 1802). The bulk however, concerns the
compositions of the scribe Ioannis Pelopidis and his teacher and probably rela-
tive, Panagiotis Pelopidis. Some errors are seen in the presentation of songs in
the codex. For instance, some of them are mistakenly attributed to Gregorios in-
stead of Petros Peloponnesios and Iakovos Protopsaltes. The order of songs is not
based on some method according to echos or makam. In the heading of each
song, the makam, the usil, the tempo and the echos is given. Finally, part of the
manuscript seems to have been copied from MS Stathis. For example, apart from
the many Phanariot songs which are also found in other manuscripts, three of
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the songs, as well as four compositions from the repertoire of the Ottoman
court, exist only in LKP 152/292 and the Stathis MS:

Ay 8v moté popa. kazapépn, [unspecified composer], echos plagal I phthorikos, baba tibir:
Stathis, 9r / LKP 152/292, 64.

"Eap eloor pé to ¢vOn, [unspecified composer], echos plagal II: Stathis, 47r / LKP
1527292, 59.

Iod vai 10 ok k1 yopé. mod elya yo GAAn popd, [unspecified composer], echos varys dia-
tonic heptaphonic: Stathis, 14r / LKP 152/292, 65.

Hicdz Beste Abh olmada dirlele roupoute gamze [Abdilhalim Aga], echos plagal 11, [hafif],
[verses Fitnat Hanim]: Stathis, 30v / LKP 152/292, 159.

[Hicdz Beste) Hey cisme-i abu hizrin [unspecified composer], echos plagal II: Stathis, 33r /
LKP 152/292, 164.

[Ussak) Semd'i Eirele giil rugikinev [unspecified composer], [echos]]: Stathis, 37r / LKP
1527292, 172.

[Hiizzdm sarki] Ey gonce-i payimel [unspecified composer],, echos IV: Stathis, 41r / LKP
152/292, 193.

Notation in Related Music Traditions

Of special interest for a more complete coverage of the topic, despite the fact that
the nature of this work is prohibitive of this task, is the general overview of the
musical civilisations of the Eastern Mediterranean, the products of which have
been preserved in the manuscript tradition of ecclesiastical music. Knowledge of
some fundamental details is necessary in order to interpret, comment upon and
analyse the transcribed melodies of non-Greek musical civilisations. Further to
this, the available written sources concerning the traditions of the East, before the
universal establishment of the use of staff notation, must be taken into account,
since they are often referred to, especially in regard to the repertoire of the art
music of Constantinople. In this way, the contribution of this book to the study
of the musical civilisations of the Eastern Mediterranean will be better under-
stood. Therefore the following points are very briefly outlined:

With the exception of the Greeks and the Armenians”?, the rest of the peoples
of the region had not developed a system of music notation until the middle to
late 19th century, when almost concurrently, Arabs, Persians and Turks adopted

70 Armenians had a the “Khaz” notation for church music since the 9th c. (see for example:
Aram Kerovpyan & Altug Yilmaz: Klasik Osmanlt Miizigi ve Ermeniler, Istanbul: Surp Pirgic
Ermeni Hastanesi Vakfi 2010, p. 56ff), and much later - in the 19th c. - a reformed ver-
sion was used extensivly also for Ottoman sufi and court music, the Hamparsum Notast
(see for example: Ralf Martin Jager: Tiirkische Kunstmusik und ibre handschriftlichen Quellen aus
dem 19. Jabrbundert, Eisenach: Karl Dietrich Wagner 1996).
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staff notation as a notational system, inventing, in parallel, additional modulation
signs in order to represent the intervallic variety of Eastern music.”! Until then,
the common collections were limited to the listing of verses with the addition of
some information in their heading, often giving the makam and the rhythmic cy-
cle and more rarely the composer’s name’2. The few collections where notation
appears along with the poetic text can be divided into two categories:

1) Music scores using numerical or alphabetic notation
2) Music scores using staff notation

The first category, is dominated by the work of Dimitri Cantemir Kitabu Thni I-
Miistki ‘ala vechi’-Hurifat, Misikiyi Harferle Teshit ve Icrd Ihminin Kitabi. [The Book
of Music Science According to the Alphabetic Notation]”? which he wrote circa
1700. In the same period, Osman Dede wrote his collection in a different alpha-
betic system, which can be found in a private collection in Turkey today (Feldman
1996:33), while a little later the music collection titled Zahririye appears, also in
alphabetic notation by his grandson, Abdiilbaki Nésir Dede (Feldman 1996:95).
Around 1750 the Mevlevi Dervish Nayi Ali Mustafa Kevseri created, in essence, a
copy of the work of Cantemir written in the same alphabetic system’4, and in
1815, Hamparsum Limonciyan transcribes his own music collection”, which is
housed in the central archives of the Turkish Radio in Ankara and is inaccessible
to researchers. The works above are mainly concerned with the musical environ-
ment of Constantinople, because according to M. Guettat the alphabetic nota-
tional systems which were found in Arabic and Persian Metropolitan centres in
the past centuries “are not exactly systems of writing, but rather a mechanical way

71" This topic has been studied by many renowned scholars. See for example Wright 1994,

1995; M. Guettat 2005; Feldman 1996:28-36; Shiloah 1979; Popescu-Judetz 1996; Ozalp
1969:92-95.

The most complete study of these collections is O. Wright 1992.

Istanbul Universitesi Kutuphanesi, Turkiyat Enstitusu, No 2768; transcriptions into staff
notation and translation to Romanian: Popescu-Judetz 1973; transcriptions into staff nota-
tion and translation to English: O. Wright 1992; transcriptions into staff notation and
translation to Turkish: Tura 2001. Many references to the music collection of Cantemir, as
well as transcriptions into staff notation, are given by W. Feldman (1996). It is a reasonable
question why Cantemir, having been educated by Greek teachers in Iasi and later in the
Patriarchal Academy of Constantinople, did not transcribe the songs of his collection in
the widely distributed Byzantine notation which he most likely knew, but he used an al-
phabetic system of his own invention. It is possible that this move was a “predecessor” of
other innovative attempts concerning mainly ecclesiastical music (see Agapios Paliermos,
Georgios Lesvios and others). Indeed, W. Feldman (1996:33) aptly writes that “(Cantemir)
failed to mention his musicological work, claiming to be the first to invent musical nota-
tion among the Turks (Cantemir 1734:151)".

74 Feldman 1996:33 and E. Popescu - Judetz, XVIII Yiizyil Musiki Yazmalarmdan Kevseri
Mecmuast, Istanbul 1998.

See Ralf Martin Jager op. cit. and Ralf Martin Jager: Katalog der hamparsum-notasi-
Manuskripte im Archiv des Konservatoriums der Universitit Istanbul, Eisenach: Karld Dietrich
Wagner 1996.
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of referencing the notes of the scale” (Guettat 2005:316), that is, a type of tabla-
ture.

The music scores in staff notation are mainly transcriptions by Europeans, of-
ten travellers, who record musical pieces sporadically’¢ in between various anno-
tations and accounts, or within the framework of a music treatise. The collection
of Ali Ufki Bobowski Mecmii’a-i Saz i Soz, dating from around 1650, stands out
for its age as well as for its volume, and contains three-hundred and fifty instru-
mental and vocal works.””

These sources have preserved significant works of Eastern music and alongside
the aural tradition comprise a part of the repertoire, which is performed today in
Turkish classical music circles. It must be noted however that these systems of
notation, that of alphabetic, numerical and staff, have a basic characteristic in
common: they are not “written traditions” with a continuity and evolution, but
isolated and fragmented efforts which are not connected to the musical practice
of their times, nor to each other. In order to record or preserve the pieces, musi-
cians either devised alphabetic or numerical systems of notation, (an effort which
did not produce any followers), or they used the Western staff notation. How-
ever, the composition, the performance and the teaching of this music rested ex-
clusively upon the aural tradition, which in the Ottoman court had a particular
name: “mesk” (lesson, exercise, music lesson)’. This is also the primary differen-
tiating factor when comparing these notational systems with the written tradition
of secular music, which developed in the bosom of ecclesiastical music, where a
continuity and an evolution in notation can be easily observed.

76 For more see B. Aksoy, Avrupali Gezginlerin Goziiyle Osmanhlarda Musiki (second edition
enhanced), Istanbul 2003, where on pp. 380-424 photographic samples of these transcrip-
tions are provided, as well as W. Feldman 1996: 34-36.

77 British Museum, Sloane 3114 ko Bibliothéque Nationale (Turc) 292. The collection has
been published as follows (Ali Ufki 2000, Cevher 2003). For biographical information
about Bobowski, see the chapter titled “Composers”, pp. 139f.

78 See RedHouse Tiurce-Ingilizce Sozliik, (13 ed.), Istanbul 1993. On the topic of oral tuition in
the Ottoman court see more in C. Behar, Ask Olhnayinca Mesk Olmaz, YPY, Istanbul 1998.
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IT Historical Overview

Transcription, Parasimantiki and Tonisma

The act of transcribing secular music using the notation of the psaltic art, un-
folded over a period of around four centuries. During that period, the method
and the volume of the transcriptions reveal a trend of continuous evolution and
growth. Tracing back to prehistoric times, it is observed that, from ancient times,
the Greek musical civilisation, within the prevailing atmosphere of the organisa-
tion and shaping of academic thought and artistic creation, realised the need for
the development of a system of music notation!. The process of representing mu-
sic with a written method has been variously named in the past. The term “para-
simantiki” is mentioned for the first time by Aristoxenus, a leading author in the
field of harmonic theory of antiquity, who also defines its meaning?, while it was
adopted a few centuries later by K. Psachos in order to name the music notation
of the psaltic art. In contemporary academic circles, the notating of music, espe-
cially in regard to folk songs, is commonly referred to as “transcription”. Tran-
scription means the notating of a melody at a time later than the melody’s com-
position and encompasses the notion of treasuring and preservation, of study and
sometimes of the recording of a travel souvenir. Such transcriptions were made by
European travellers, during the period of Turkish rule, and also by later research-
ers and scholars of folk music traditions (Hapsoulas 1997, Aksoy 2003). In the
written tradition of the psaltic art, the term “fonisma” is often found?® which is no-

From the rich bibliography on the topic of ancient Greek music, the following works in
particular are noted here: S. Michaelidis, Eyxoxioraideio tijc Apyaiog Eiinvixiic Movaikijg, in
the entries “AlMmiog” (pp. 29-30), “Asiyava &Anvikfig povouciic” (pp. 181-187) and
“Hopacnuavtucy” (pp. 242-244); S. Psaroudakis, “Ancient Hellenic Music Notation”, in W.
Feldman, M. Guettat, K. Kalaitzides (ed.), Music in the Mediterranean, Volume 1 History, “En
Chordais”, Project MediMuses in the context of European Union programme Euromed
Heritage II. Thessaloniki 2005, pp. 275-284. Of particular interest is the study of Péhlman
& West (2001) on the sixty one ancient Greek music scores known today from the 5th c.
BC through to the 3rd - 4th c. AD, where the originals are presented (critical edition and
photographic samples), along with commentary and attempts at their transcription into
staff notation. A noteworthy piece of information from K. Romanou is that G. Pachtikos
had published Apyaior Elinvixai Medwdiar in Constantinople, which includes seven of the
surviving ancient Greek melodies, transcribed into Byzantine notation (E@vikiic Movauriig
Hepujynoig 1901-1912, EAnvikd. poveikd, mepiodikd. wg Tnyn Epevvag e 1oTopiag g VEoeAvi-
K¢ povoixiig, Athens 1996, p. 25).

Aristoxenus, Apuovike Zroyeia, 11, 39, 6, “The notation of melodies” (“To mapacnuaivesdor
0 péAn”) and further below (39, 15) “because notation is not the end of the harmonic sci-
ence” (“o0 yap 10 mépag Tiig dppovikig dmotung Eotiv 1 Topacnpavtikh”).

The term is found very commonly in secular music manuscripts and also in printed edi-
tions. See for example: Vlachopoulos, S., I. 1848; Sigalas, Antonios 1880; Keyvelis
1872:172, where it says: “Beste of Hinende Zacharias transcribed by Efstratios G. Papado-
poulos”. Many such examples can be found in the above-mentioned source.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

68 KYRIAKOS KALAITZIDIS

tionally different from “transcription” and is connected with the core of the nota-
tional system of the psaltic art which are the accents (for0i) and the neumes (preu-
mata) of the Greek alphabet - the prosodies which were introduced by Aristopha-
nis Byzantios in the 3rd c¢. BC Alexandria (Stathis 2005:290). In any case, music
teachers used fonisma and transcribed or notated melodies and songs in parasiman-
tiki, keeping in mind the functionality of the music scores. They were concerned
more with the performance practice and less with the monumentalisation and
preservation of the music itself, treating their material as a living tradition. This
observation must also be taken into consideration in this work, whenever the

» <«

terms “transcription”, “fonisma” and “parasimantiki® are used.

15th - 16th c.: From Kratemata 1o Transcriptions Of Secular Music

One of the first questions that must be asked concerns the origins and emer-
gence of secular music within the corpus of the written tradition of ecclesiastical
music. A study of source materials indicates the beginnings of this phenomenon
occurred in the Palaiologan period, which has been aptly described as the “Byz-
antine Renaissance”. The 14t century resulted in an extended period of flourish-
ing activity in the arts and literature within the politically and geographically
diminishing Byzantine Empire®. In particular, with regard to Byzantine chant, a
great blossoming and peak can be observed in all aspects of the art: specifically
in the appearance of extended musical genres with particularly sophisticated
melodies, the systematisation of notation, and the great number of codices pro-
duced (Stathis 1979:74-75).

“It is precisely the era in which great composers and teachers, who definitively shaped
Byzantine music and created the corresponding great Byzantine music tradition, lived”
(Chatzigiakoumis 1980:24).

One of the new genres that appear in this period are the kratemata. The term
“kratemata”, as it is seen in the majority of music manuscripts is used to denote
the melodic compositions “in which the text consists of non-lexical syllables like:
terirem, lerere, tiliti, tototo and even lenena, anane, anena etc.”. According to G. T.
Stathis, the kratemata:

“It was a period when a crumbling administration, directed by an inept and short-sighted
government and centred in a city whose population was rapidly diminishing, vainly at-
tempted to ward off increasing impoverishment and the steady loss of territory. ... In
strange contrast with the political decline, the intellectual life of Byzantium never shone
so brilliantly as in those tow sad centuries.” St. Runciman, The Last Byzantine Renaissance,
Cambridge University Press 1970, pp. 1-2. See also, G. Ostrogorsky, Totopia 100 Bolaviivod
kpdrovg, Athens 1978, Vol. 3 Chapter 8, “The decline and fall of the Byzantine Empire
(1282-1453)”, pp. 155-277 [title of the first publication: Geschichte des Byzantinischen Staates,
Munich 1963].

Anastasiou 2005:68. This doctoral dissertation is the most comprehensive study with re-
gard to all aspects of the topic.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

POST-BYZANTINE MUSIC MANUSCRIPTS 69

“are the connecting link between ecclesiastical and secular music. ... and it is precisely

the kratemata that are indeed an open doorway, evidently, through which secular-eastern

music passed its influences onto Byzantine music”®.

In the kratemata, the first traces of incorporation, imitation and notation of secu-
lar melodies is observed. They often bear the names of musical instruments,
(such as anakaras, viola, zamara, kinira, mouschali, nai, syrinx, psaltira) descriptions
of ethnic or cultural origins, (such as persikon (Persian), aizemikon, tatarikon, is-
mailitikon (Ismaili) and voulgarikon (Bulgarian) as well as names of musical forms
(such as nagmes me to pestrefi (Nagme with the pesrev) and tasnif (tasnif). The main
characteristic of kratemata is their “instrumental nature”, where the melody un-
folds without the constraints of poetic text. Consequently, this resulted in great
freedom for the composer. Gregorios G. Anastasiou finds that:

“this freedom... was unquestionably a demand of the times... The opportunities for ex-
pression which the kratemata offered, generated at the same time the conditions for their
genesis, their adoption and their dissemination” (Anastasiou 2005:85).

And so, the composers of kratemata were frequently and variously inspired by the
sounds of musical instruments or by the melodies and musical forms of secular
music. It is a clear trend that is manifested throughout the duration of the 14th
and 15 centuries also surviving quite a bit later, as it will be seen below.

By tracing the evolution over time of the phenomenon - that is, the appearance
of oriental secular music in the sources of ecclesiastical manuscripts — through the
manuscripts that survive until this day, the following findings can be ascertained:
the kratemata of the 14t and 15t centuries provide evidence of the influence of
secular music and they do not have, at first glance at least, a particular form’.
These pieces either record or incorporate and adopt elements from Romaic or
other ethnicities’ secular music. Later in the 15t century, there exist clearer exam-
ples of secular music such as the Persikon (Persian), echos IV, Ar yi yi yi a to go go gor ri
g in NLG 2401, 122v which has Persian words, and primarily in the 16t century:

— The first dated notated Greek folk song Xaipeote xdumot, yaipeote that is placed with a Per-
sian Music Section Yelleyellelli... gialeleli... in a manuscript from 1562 (Iviron 1189, 120r-
1271).

— The “Persian tasnif of Apoulkater Ah yarim, eteroud ritteri tina tillilir> (Leimonos 259, 184r-
185v) in 1572.

- Georgios Therianos’s composition “Tlepi tod Bavértov dtav 1 yoxh @offite TOV dmoywPIGUOV
100 copotoc” (Olympiotissis 168, 12v-13v).

- and the untitled study Dir tarou dilli terella, with syllables in Persian or Ottoman (Megistis
Lavras E4, ff. 244r-245v).

6 Stathis 1979:116-117 and Anastasiou 2005:409, 445-460, “ Oi 00padev mdpacelc 610 PEAOg
TV KPATNUATOV”.

An analytical approach to the study of form of the kratemata is given by Anastasiou
2005:409-460.
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17th C.: The First Collections of Secular Music

An increasing tendency in terms of the appearance and dispersal of both tradi-
tional and art music in the codices of ecclesiastical music is observed for the first
time in the manuscript output of the 17t century. Art music compositions are
transmitted with incomplete information with regard to their identity; that is,
with makam, usil and composer details absent. Their titles are accompanied by
descriptions which point to the corresponding names of the kratemata , such as
“ethnikon”, meaning “secular”, “nay” and “atzemikon”. Worth noting is the
common inclusion in the collections of works of unclassified genre belonging to
the composer Theophanis Karykis Anene... Dostoum gelela... with descriptions
such as those mentioned above. The distinctive feature of this century is the sur-
facing of a new element: the first collections of secular music, which at the time
were of short length and not yet self-contained. The first of them, in the manu-
script of Iviron 1203b with thirteen traditional songs and the second in Gritsanis
8 with content of art music origins.

18th C.: The Peak Period of Activity

From the middle of the 18t century and later, a great qualitative and quantita-
tive difference can be observed in the appearance of secular music within eccle-
siastical music codices. In the manuscripts that were written throughout the 18t
century, folk songs are missing altogether. Interest therefore turns to art music,
either that which flourished in the Ottoman court or that of the Phanariot cir-
cles. The first self-contained music collections appear in the middle of the 18t
century; for example: Gritsanis 3, LKP (dossier) 60 & 137 and RAL 927. They
were whole anthologies of secular music, some with few, others with many
pieces, and most importantly, containing the works of Petros Peloponnesios.

In addition, an increase in the loose folios of secular music within ecclesiasti-
cal manuscripts, primarily contained within Papadikes and Anthologies, can be
seen. For the first time the makam, the usiil and often the genre are indicated
clearly, giving a complete identity to each piece. The aforementioned descriptive
markings seem to be innovations of Petros in his four autographed collections®.
At the end of the 18% century examples are found of makam and genre indica-
tions on the Iviron codex 1038, examples of makam indications on Gennadius
725, makams and usils in RAL 653, and LKP 19/173 of Petros Byzantios, and in
many others. The phenomenon of attributing pieces to their composers, which
appeared gradually in the manuscripts of the 16t century, increases in the mid-

8 See more in the chapter titled “The Sources”.
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dle of the 18 century and later. Frequently, the name of the composer is given
on the pieces themselves and not rarely, in the vocal compositions the poet is
mentioned as well. In the third quarter of the 18t century a new genre is seen to
appear, the Phanariot song, which gradually occupies a central role in the prefer-
ences of the scribes, resulting in a great number — most likely the greatest — of
source material concerning the notation of Phanariot songs.

The main contributor to this qualitative differentiation, who, in essence gener-
ated a paradigm in secular music collections, is Petros Peloponnesios — with his
most significant innovations: self-complete collections, complete identifying de-
tails on the compositions, and the founding of the genre of Phanariot songs. In
conclusion, the 18t century signifies the peak of the phenomenon, that is, the
transcription of secular music within the manuscript tradition of the psaltic art,
thus revealing the main occupation and familiarisation of post-Byzantine music
teachers with secular music; a familiarisation which gradually evolved into a deep
knowledge. This conclusion is supported by the first theoretical treatises, written
in the beginning and the middle of the 18t century by Panagiotis Chalatzoglou
and Kyrillos Marmarinos respectively, which attempt the first comparative pres-
entation of ecclesiastical and Arabo-Persian music.

19th C.: The First Printed Publications

At the end of the 18 century and the beginning of the 19t century, the Antholo-
gies, that is, the collections, of secular music increase notably in number, while the
occurrence of scattered folios of secular music within the codices of purely ecclesi-
astical music (for example: Papadikes, Anthologies, Sticheraria, Heirmologia, Doxastaria
and Mathemataria) becomes rare. In this period Nikeforos Kantouniares and
Gregorios Protopsaltes are the dominating figures in terms of the volume and qual-
ity of their work and their compositional output. Moreover, the first transcriptions
of secular music into the New Method of notation were created by Gregorios.

With the dissemination of the printing press, the tendency towards the notation
of secular music into Byzantine parasimantiki was documented relatively early on
in the newspaper Egnuepic (Ephimeris), which was published in Vienna between
1791 and 1797 by the brothers Markides Pouliou®. More specifically in issue no.
41, dated 227d May 1797, p. 482, a song by Nikeforos Kantouniares, 77 wepipope

9 See. L. Vranousis 1995:291-295, 615-617 where relevant comments and transcriptions into

the new musical notation can be found by G. T. Stathis. It is worth noting that this par-
ticular volume is exceptionally rich in source materials, information and comprehensive
documentation with regards to the 18th century.
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éBia, was published in the Old Method notation!?. L. Vranousis states: “it is the
first time that printed Byzantine music appears in a Greek publication”!1.

Sometime later and immediately following the publishing of the first printed
book of ecclesiastical music in 18202, the first printed anthology of secular mu-
sic also appeared. It was called Edtépny (Euterpe), a title that refers to the corre-
sponding manuscript collections and the acrostics that can be found within
them!3. Following this, a significant number of printed music collections appear,
up until the beginning of the 20t century, which in essence continue the tradi-
tion of notating secular music with the use of Byzantine parasimantiki. The
manuscript traditions of secular compositions determined the way in which the
contents were organized in the printed music collections: the songs and instru-
mental compositions are classified based on the echos or makam; usually the
name of the composer is mentioned, while more rarely some biographical de-
tails, the usil and often the corresponding echos — makam are added. In song
compositions the first verse is given along with the musical passage and the re-
maining verses appear as text only. Transcriptions of folk songs are frequently
contained in the material of musical periodicals, which circulated in Istanbul and
in Athens in the first two decades of the 20t century.!4

10

As it will be seen below, the song is contained in many musical manuscript collections.
11

Vranousis, 1995, p. 295, where Vranousis characterizes the publication as “a new achieve-
ment in printing, which for the first time was seen by musicophiles of the era, and which
the publishers of Epnuepis, presenting it with understandable pride, were certain to repeat”.
The sudden arrest of the publishers by the Austrian police as “accomplices” of Rigas
Pheraios [translator’s note: Rigas Pheraios was a prominent writer and revolutionary of the
times; heralded as a national hero by the Greek independence movement] was the reason
for the discontinuation of the newspaper (last page no. 99, printed Friday 11/22 December
1797), and so it would seem no other opportunities existed for the publication of notated
songs.

Néov Avaotaciuatdpiov, [...] published [...] (by) Petros of Ephesus, [...] In [...] Bucharest
[...] 1820.

On the topic of acrostics see also p. 247 in the chapter “Genres of Secular music” Here the
titles of the musical and non-musical printed collections are mentioned as examples. ITov-
dcopo. (Constantinople 1846), Kolliény (Athens 1847), Qpaio Meimouévy (Constantinople
1849), H Tepyiydpn (Athens 1853). Names of ancient origins were fashionable amongst the
Greek populations of Asia Minor in Constantinople during the 18th century. For the
printed collections of secular music see more in the following works: Bardak¢t 1993, Behar
2005:245-268, Smanis 2011. A complete bibliography is given by G. Chatzitheodorou in
his work Bilioypapio tiic folavaviis éxrinoractixiic povaikiis, mepiodog A” (1820-1899), Patri-
archal Institute for Patristic Studies, Thessaloniki 1998, pp. 251-262, also worth noting is
the bibliography in Ihsanoglu 2003:166-170.

See as an example the material in the journal AJEA, vol. 5 (1902), Constantinople; ®dp-
wyé, Athens, 1901-1912 (with some intermediate interruptions in publication); E@vixi
Moboa, Athens 1909-1910; Movoixrj, Constantinople 1912-1915; Néa ®@dppuyé, Athens 1921-
1922. Synoptic catalogues of the contents of musical periodicals is given by K. Romanou
1996.

12

13

14
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From the above, it can be deduced that the use of Byzantine parasimantiki for
the notation of secular melodies is a trend that first appeared during the 15t cen-
tury, virtually simultaneously with the consolidation of the notational system.
Along the way it evolved into a practice, which, despite its variations and
changes, continues essentially uninterrupted to this day'.

15" The chronological boundary of the materials under examination in this work is the third
decade of the 19th century. That said, in the years following and up until the middle of the
20t century numerous significant transcriptions appear. The works of K. Psachos and S.
Karas deserve mention here, of which only a small proportion have been published and
remain largely inaccessible to those interested to this day. Unfortunately leading research
centres in Greece ignored, if not underestimated, the great and living written tradition of
parasimantiki, choosing, for decades instead, a totally inappropriate and unscientific meth-
odology of notating traditional Greek music, that of writing in staff notation; completely
unable to convey the finer intervallic nuances and inventing terms such as “the mode of
Re” and “of Do”. See for example the Academy of Athens publication EAinvike Anpotixe
Tpayovdia, vol.3 (Music selection), by G. K. Spiridakis and S. D. Peristeris, Athens, 1968.
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[1T Catalogue of Secular Compositions

The general presentation of the sources and the historical overview, are followed
here by a classification of the various sources and the construction of a catalogue
of secular compositions surviving in Byzantine and post-Byzantine manuscripts.
Categorisation is made on the basis of the century each work was created in, the
composer, the genre, the incipit and the makam as follows.

Ordering by Date

The dating criterion employed for the works of known composers is the period
in which the composer lived. The date of the folk music and anonymous pieces,
is established by the dating of the manuscript they are contained in. In the case
where a work is found in multiple manuscripts, the oldest one of them is used as
a reference. The ordering of works within each section by century, is defined by
the order of the chronological period in which the composers were active. Com-
posers living and active at the turn of a century, like for example Dimitri
Cantemir, Gregorios Protopsaltes and others, are placed in the century in which
they were most activel. The works of each composer are classified by genre and
the songs ordered alphabetically based on the incipit. The same method is also
applied for classifying the works of unknown composers. The folk and Phanariot
songs are ordered alphabetically based on the incipit for practical purposes as
well.

Hdentity of Works

The information provided for each composition includes the title as well as the
incipit, and in the case of vocal works, the echos, the makam, the rhythmic cycle
and the manuscript or manuscripts with the folio or page number the work is
found on. For the works of art music, the composer and the poet, if known, are
added to the above. In some cases, the place of origin is noted e.g. “atlépuucov”
(atzemikon), “toovcdvikov” (taousanikon), etc. Where a work is found in more
than one source, all sources are mentioned in chronological order. In this case, if
various copies are found with differences in the title or in other details (such as
the echos, the rhythm or the makam), a uniform identifying representation is cho-
sen and the change is documented, correcting any spelling mistakes except for
the incipits where spelling is left as is. The verses are written with Greek charac-
ters. Attempt was made, in this book, at their transcription with latin characters

1 For more on this topic see the chapter “Composers”.
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adhering as closely as possible to the rules of the languages to which they relate
(or seem to belong to). As for the echos, the one deemed correct and corre-
sponding to the given makam is given and not necessarily the one found in the
manuscript itself. In some cases also, missing information is completed: e.g. ni-
havent makam is given as corresponding, in some manuscripts, to echos plagal IV.
That description is completed in this catalogue here with the term “hard dia-
tonic”. Similarly, pen¢gdh makam is given as corresponding to echos plagal IV. Ad-
ditionally, where the makam is contained in the title, it is not repeated e.g.

Bestenigdr pesrev, Hinende Zacharias,echos varys tetraphonic diatonic, devr-i kebir, Gritsanis
3, 5v.

Hiciz beste Ab, olmadadir [Abdilhalim Agal, edos plagal 1I, hafif, verses by Fitnat
Hanim, LKP 152/292, 159.

Rast sarki Sevdimin ash yash, [unspecified composer], edos plagal IV, sofyan, RAL 925,
36r/ LKP 19/173, 151r.

The “Hellenisation” of the musical terminology by the scribes, contributing to
the living, dynamic use of the language, must also be taken into consideration.
The names of makams, usils, genres and other terms, were not transferred un-
changed into the Greek language as foreign elements, but they were modified.
For instance, the scribes wrote terkipi instead of terkib, pestrefi instead of pegrev,
semagia instead of semd ’iler, ousoules instead of usils etc.

For compositions of art music, the rhythmic cycle is listed only with its name
and with the symbols 6 2, 6 2 6 1 etc. often used by the scribes?. Where any ele-
ment of the identity of a work (genre, title, composer name, echos, makam,
thythmic cycle, poet, etc) is the result of analytical research carried out during
the writing of this book, then it is given in square brackets [ | together with a
relevant explanation. Some indicative examples are:

[Rast] Murabba’ |beste] Ruslerin cena emanciiyir, echos plagal IV, Gritsanis 8, 330.
[Hiiseyni beste] Mezil iste, echos plagal 1, Iviron 949, 175v.
Ardye 6 peodvokto. [unspecified composer], [echos plagal IV], rast, Gennadius 231, 43v.

Hisdr pegrev “Kih-pare” [Aga Mu’min], [echos plagal I hard diatonic], diiyek, Gritsanis 3,
22v.

Finally, certain pieces of information relevant to the notated compositions are

« »

given within quotation marks, “ , as per the examples below:
“Another atzemikon, also known as persikon”.

“This was created for the conquest of Bosna”.

2 All correspondences are listed in the dedicated chapter.
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“Another one, very difficult due to the irregularity of the tempo. Its creator is not
known. It appears to be by someone called Nestor. At the end of this book, the same
piece will be presented clean of omissions and meaningless additions, however here it is
placed [as] found in various manuscripts”.

Composers and Poets

When the composer and the poet are one and the same, they are listed as poet as
well only if they were mentioned as such explicitly in the manuscript.? In a small
number of Phanariot songs the words “éx tdv Boxykdv” (“from the Bacchic”) are
inscribed, without the name of the poet. These are attributed to Athanasios Chris-
topoulos, as they are from his collection of poems baring a similar title. In certain
cases, where a variation of the name of the composer is found in the manuscript,
the most commonly used variation is given in the catalogue. For example:

Gregorios Protopsaltes instead of Gregorios Lambadarios,

Nikeforos Kantouniares instead of Nikeforos Archdeacon of Antioch,
Muzaffer [Siatcl Mustafa Efendi] instead of Saat-tzi,

Itri [Buhtirizdde Mustafa Efendi] instead of Bouhourtziouglou,
Osmén Dede [Kutb-1 Néyi Seyh] instead of Koutpounaes,

Ytsuf Celebi [Tiz-ndim Hafiz Y(suf Efendi] instead of Ousta Yiesefin,
Abdurrahman Bahir Efendu [ArabzAide] instead of Arap Zate.

Very often, the name of the composer is either given incompletely or is worn out
in the manuscripts. In the catalogue of works, effort was made to fill in the miss-
ing information so that the names appear in full based on other information
given in the codices and other primary and secondary sources. In other circum-
stances, primarily in the art music repertoire of Constantinople, names of com-
posers are not given at all in the manuscript. Based on the information gained
from the incipit, the makam and the usil, the authorship of the compositions
was discerned by consulting other catalogues including: a) the index of composi-
tions of Turkish Radio’s Tirk Sanat Miizigi Sizlii Eserler Repertuar: (Alfabetik),
Turkiye Radyo-Televizyon Kurumu, Miizik Dairesi Baskanligi Yayinlari No: 64,
Ankara, 1995 (TRT Repertuari), b) the catalogue of works which exist for each
composer in the two-volume work Biiyiik Tiirk Misikisi Ansiklopedisi, Kilttur
Bakanligi, Istanbul 1990 by Yilmaz Oztuna and c) the music collections of
Cantemir and Bobowski. In these instances a relevant note is made.

Even though the majority of Phanariot songs are attributed to their composers in the
manuscripts or the composers have been identified, the same is not the case for the poets.
A relevant work on the poets of Phanariot songs would have been very useful, unfortu-
nately however no such work was found.

Athanasios Christopoulos, Avpixd: Epwtixe xai Barxyxd, Paris: "Exdooig "E6vikod Hpepo-
Xoyiov, [M. P. Vretos] 1864.
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Despite all this, a large number of works remain unidentified, some also remain
undated. Some works from the manuscripts of Petros are identical to works found
in the collections of Cantemir and Bobowski from the 17th century, so, while they
remain the works of an unidentified composer, they are grouped along with the
anonymous works dating from the 17th century. Also, three works from the manu-
scripts of Petros, of Persian origins, are placed with those from the 17th century,
because it is known that Persian musicians had an active presence in the musical
matters of the court until the end of the 17th century and no later:

Nevd [pesrev] [Persian], [echos plagal 11], fer™i mubammes, LKP (dossier) 60, 25v.

Giilistdn pencgdh [pesrev] [Persian], [echos plagal IV tetraphonic], diyek, Gritsanis 3, 146v.

234

Irak saz semd’i Atzemiko, [echos varys diatonic], Gritsanis 3, 27v.

In the headings of the first two works, no information is given pertaining to their
Persian origins, but this was identified from the collection of Cantemir where
they are referred to as Acemler’in, which means “of the Persians”, just as the third
example above has, a similar word in Greek: “ét{éuxov” (“atzemikon”), in its ti-
tle. Some works that Petros named “pestrefi palaion” (old pegrev) are also trans-
ferred. The rest of the works which remain anonymous and which originate in
the manuscripts of Petros Peloponnesios, these being Gritsanis 3, LKP (dossier)
60 and LKP (dossier) 137, possibly date from earlier than the 18th century. In the
absence of any other identifying details, they are classified as belonging to a spe-
cial group of works from the 18th century, with the reservation that perhaps they
were created in another century by a known composer, or by Petros himself.

The Corpus of Secular Music in the Sources
15th c.

Abdilkadir Mardaghi (1353 - 1453)

Tasnif Persikon Ab yarim, eteroud riiteri tina tillilir Abdtulkadir Maraghi, echos I, Leimo-
nos 259, 184r.

Giizesht-i aizou hal nibavent kdr [Abdillkadir Maraghi], [echos plagal IV hard diatonic],
kavli arabén, devr-i revin, verses by Hafiz Sirdzi: Gritsanis 3, 120v°.

Bestenigdr yiiriik semd’i Dervish Reza-e Padeshabi [Dervis recd-yr (ndgebdni-pddisihi) nekiined)
[Abdiilkadir Maraghi], echos varys tetraphonic diatonic, [verses by Fasihi]: LKP 152/292,
1536,

Unspecified Composer
Aryiyiyiatogogogorrigi, Persikon, echosIV: NLG 2401,122v.

Identified from TRT Repertuari, work No. 5895.
6 Identified from TRT Repertuart, work No. 3308.
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16th c.

Behrim Aga [Nefiri] (? - 1560?)

Beyiti [pesrev] [Behram Aga (Nefiri)], [echosIV], devr-i kebir: LKP (dossier) 60, 18r.
Hasan Can (1490 - 1567)

Hiiseynt [pegrev] sitkifezdr [Hasan Can], [edbos plagal 1], diyek: Gritsanis 3, 110v7.

Mehmet Aga [Kul], (? - 1580?)

Hiiseyni biiyiik [pesrev] Mehmet Aga [Kul], echos plagal 1, diiyek: Gritsanis 3, 122v / Grit-
sanis 3, 128r.

Georgios Therianos

Kooue e yeid x” épipvooe x” aroympilopé oe, Georgios Therianos of Chania, echos plagal
I: Olympiotissis 188, 12v.

Theophanis Karykis Patriarch (middle of the 16th c. - 1597)

[Composition of undetermined genre®] Anene... Doustum yelela... janim del del del er he tanni
tanni... rinetine zulfe...’ Theophanis Karykis, edbos plagal I: Megistis Lavras E9, 141v /
Iviron 1203, 176v / Ecumenical Patriarchate 6, 111v / Iviron 1080, 94r / Koutloumousiou 449,
205v / NLG 897, 425v / NLG 941, 404r / NLG - MHS 399 / Iviron 988, 366v / Great Mete-
oron 416, f. 56a / Koutloumousiou 446, 517v / Panteleimonos 1012, 241r / NLG 2175, 814v /
Xeropotamou 330, 378r / Xeropotamou 305, 310v / LKP 45/195, 551v / NLG - MHS 722,
386v.

Yene Persiah jibanou Theophanis Karykis1® echos plagal I: Sinai 1327, 190r.

Haci Kasim (? - 1600 ?)

[Hiiseyni] “Stleyman-Name” [pesrev] [Haci Kasim], [echos plagal 1], [hafif], Gritsanis 3,
170v11,

Gazi Giray Han II (1554 - 1607)

Hiizzam |pesrev) Gazi Giray Han 11, echos [11], fahte: Gritsanis 3, 184v.

Mabiir [pesrev] Gazi Giray Han 11, echosplagal IV heptaphonic, diiyek: Gritsanis 3, 83r.
Mabir [pesrev] Gazi Giray Han 11, [echos plagal IV heptaphonic]: Gritsanis 3, 168v.
Beydti-‘arabin [saz] semd’'? Gazi Giray Han 11, [echos IV mixed]: LKP 2/59a, 3r.

7 Possibly is identical to that in Cantemir’s collection (f. 16, work 25) or to that in Ali Ufki’s
collection of, f. 54-1.

The title given is “National Kratema”or “nay”.

All the words of the piece (apart from the kratema syllables) are Anene. ..

Doust ai teremet nena. .. doustum yelela janim del del del er he tanni tanni ni rinetine zulfe an doust
/ janim dil dil kendi zulfe yek doust.

10 “Another atzemikon, called persikon”.

11 Also exists in Cantemir’s collection (f. 118-119, work 224).
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Ioasaph the New Koukouzelis (early 17th c.)
Ayne Seray Toasaph the New Koukouzelis!3, echos plagal I: Sinai 1327, 190v.

Pappas [Papaz] (first half of the 17th c.)

Nevd [pesrev) 14 py paz, echos IV, mubammes: Gritsanis 3, 80v.

Seyf el-Misri (probably 16th c.)
Irak nazire-i [pesrev] Seyf el-Miusri, echosvarys, diiyek: Gritsanis 3, 61v.

Emir-1 Hac (-1600? or second half of the 16th c.)
[Pesrev] Emir-i Hacc, diyek: Gritsanis 3, 205v.
Edir zoufloune ta/dir [Beste] testihi Emir-i Hac, [echos]], hafif: LKP 137 (dossier), 5v.

Folk
XaipeaOes kdumor yoipeale, Folk, echos plagal IV nana: Iviron 1189, 125v.

Unspecified Composer

[A section of Persian music, probably kdr] Persikon Yelle yellelli... Etierkian, echos varys: Ivi-
ron 1189, 120r.

[Probably the continuation of the previous piece| Ei ki mpertos titan hba me ain oki tariii'd

[Unspecified composer], echos varys: Iviron 1189, 123r / Iviron 1080, 130r / Iviron
1203, 239v / Xeropotamou 329,196v.

[Heading-less piece] Dirtaron dilli terella... |echos plagal IV]: Megistis Lavras E4, 244r.

17th c.

Ali Beg [Ali Ufki Bey Bobowski] (16102 - 1685)
Mubhayyer [pesrev] Ali Beg, [echos plagal I heptaphonic], diiyek: Gritsanis 3, 154v.
[Pesrev] Ali Beg, [echos plagal 1], diiyek: Gritsanis 3, 162v16.

12 “Semd't called ‘arabin beydtisi composed by Tatari via gimiisii gerdan which is played at

every beydti starting from diigdh, that is from echos plagal I”.

“Eteron evmnoston”.

The manuscript has only four or five lines, but it is incorporated here because it is the
only work of Pappas which is preserved in Byzantine parasimantiki.

f. 130v also contains the beginning of Tiritana... Kiafules asike ekpelampri, without any
other indications. It is estimated that it is not a separate composition, rather a verse of the
preceding Ei ki mpertos titan bha me ain oki tariiii. That is, while they appear to be two dif-
ferent works, they are probably one. They survive as a single compositions in codices Ivi-
ron 1189 and Iviron 1080. It is possibly a part of the preceding compositions which only
survives in Iviron 1189 (Kiari Persikon).

The relationship between these two works remains problematic, as does their speculative
attribution to composer Ali Ufki Bobowski. The first pesrev is likely identical to that in
Cantemir’s collection (f. 41, work 75), however, confusion arises by its mention of Ali Bey
as “kigiik”, that is “junior”, while Cantemir refers to him as “biyik”, that is “great”. The

13
14

15

16
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Murad IV (27.7.1612 - 8.2.1640)

Hiiseyni [pesrev] [Hiinkar-i Murad IV], [echos plagal 1], fabte: Gritsanis 3, 139v17.
Riza Aga (- 16507?)

Acem [pesrev] Riza Aga, echos1 pentaphonic, sakil: Gritsanis 3, 53v.

Hiiseyni [pesrev] Riza Aga, echos plagal 1, sakil: LKP (dossier) 60, 36r!8.
Solakzide Miskall Mehmed Hemdemi Celebi (- 1658)
Mubayyer pesrev Solakzade, echos heptaphonic, darb-i feht: Gritsanis 3, 28r.
Ussak [pesrev] Solakzade, echos], berefsdn: Gritsanis 3, 237v.

Ussak [pesrev] [Solakzade], [echos]], bafif Gritsanis 3, 159v1°.

Hasan Aga [Benli, anbari, Musihib-i Sehriyari]

(1607 - 1662)

Hiiseyni pesrev Hasan Aga, [echos V], diyek: LKP (dossier) 60, 30v.

Aga Mu’min (17th c.?)

Hiiseyni turna saz semd’i Aga Mu’min, [echos plagal I]: Gritsanis 3, 153r.

Saz semd’i Aga Mu’min, [echos]?]: Gritsanis 3, 158v.

Hisar pegrev “kiab-pare” [Aga Mu’min], [echos plagal I hard diatonic], diiyek: Gritsanis 3,
22v20.

Murad Aga [Sestari] (1610 - 1673)

[Pesrev] Murad Aga, [echos]], cenber: Gritsanis 3, 216v.

Torlak Neyzen Dede (-16507?)

Ussak pesrev [Torlak Neyzen Dede], [echos]], evsat: Gritsanis 3, 133v.
Serif (? - 1680)

Hiiseyni gelincik [pesrev] [Serif], [echos V], mubammes: LKP (dossier) 60, 32v2L.
Kosmas the Macedonian (middle of the 17th ¢. - 1692)

[Rast beste| Isaki zade // Dol Tourkjaloum pade [Kosmas the Macedonian]?2, echos pla-
gal IV: Ecumenical Patriarchate 6, 112r / NLG 941, 411r / Xeropotamou 329, 197r / Iviron 988,

second one correctly refers to “biyiik”, however, no details about the makam are given.
Both are in usil dijyek. Perhaps Petros mistakenly attributes one of the two works to Ali
Ufki, but it is was not possible to know which one of the two.

17 Since it is identical to that in Ali Ufki’s collection (f. 50/51-1).

18 Also found in Cantemir’s collection (f. 50, work 89).

19 Since it is identical to that in Bobowski’s collection, 128,129-2.

20 Also found in Cantemir’s collection (£. 88, work 163).

21 Probably identical to a work from Cantemir’s collection (f. 36, work 65), with the differ-

ence that that one is in makam nevd. Perhaps this was an oversight by Petros.

The composition is listed in the manuscripts under various titles: “Atléuov &poticov,

Nuétle]lplov]” (Ecumenical Patriarchate 6), “Atléuov épotikév” (Xeropotamou 329),

22
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389r / Dionysiou 579, 232r / Koutloumousiou 446, 521r / NLG 2175, 835r / Agiou Pavlou 132,
814 / Xeropotamou 330, 379r / NLG 2225, 119v / S. Karas 38 / Xeropotamou 305, 311r.

Reftdr Kalfa (- 1700?)

Sabd pesrev Reftar Kalfa, [echos plagal I diphonic], diiyek: Gritsanis 3, 245v.
Kig¢uk Hatib (? - 17007?)

Hicdz [pesrev] Kiigiik Hatib, echos plagal 11, mubammes: Gritsanis 3, 109v.
Muzaffer (Sdat¢i Mustafa Efendi) (? - 1710?)

Kiirdi [pesrev] Muzaffer, [echosplagal I hard diatonic], diyek: LKP (dossier) 60, 8r.

Itri (Buhtrizdde Mustafa Efendi) (16382 - 1712)

Rehdvi pesrev 1tr1, echos], sakil: Gritsanis 3, 129v.

Osman Dede [Kutb-1 Nayi Seyh] (1652?-1730)
Mubayyer pesrev [Osman Dede], echos plagal I heptaphonic, devr-i kebir: LKP 2/59a, 4r.

Mubayyer siinbiile [saz] semd’f [Osman Dede]?3, echos plagal 1 heptaphonic: LKP 2/59a,
7r.

[Rast] Giil devr-i pesrev [Osman Dede], echos plagal IV, devr-i kebir: Gritsanis 3, 231v24,

Bozorg pesrev [Osman Dede], [echos mixed, plagal I & plagal IV], darbeyn, devr-i peri: Grit-
sanis 3, 130v25.

Bozorg [saz] semd’? [Osman Dede]: Gritsanis 3, 131v.

Dimitri Cantemir (1673 - 1723)

Ussak pesrev Dimitri Cantemir, echos], darb-i febt: Gritsanis 3, 43v.
Ussak [saz] semd’ [Dimitri Cantemir], echosl: Gritsanis 3, 44r.
Segdh pesrev Dimitri Cantemir, [echos]], berefsdn: Gritsanis 3, 107v.

ZEY)

Nevd [saz] semd? Dimitri Cantemir, echosI: Gritsanis 3, 92av.

“Etgpov [epoucov” (Xeropotamou 330 & 305), “Atlépwov” (Koutloumousiou 446),
“Atlépucov mpoiov” (NLG 2175), “Erepov drtépukov” (Agiou Pavlou 132). In three of those,
the composition is mistakenly attributed to Balasios (NLG 2175, NLG 2225, Iviron 988),
but in the oldest of them it is clearly stated to be a composition of the scribe himself,
Kosmas the Macedonian. Both Kosmas and Balasios studied under Germanos of New
Patras, therefore it is possible that confusion as to the authorship of the composition arose
during succesive copying of the manuscript which eventually ended up being attributed to
Balasios, a definitely more well known composer than Kosmas.

Followed immediately in the manuscript by “Koutpounaes” pesrev which is identical to
that of Osman Dede. It is in the same makam and has the same three-part structure like
the pegrev listed in the catalogue of the works of that composer.

24 According to Oztuna (1990, I, 170) it is by Osman Dede. Also found in Cantemir’s collec-
tion (f. 67, work 122).

It is possible that it is identical to the one listed by Cantemir (ff. 181-182, work 332) or to
that of Osman Dede (1652-1730), which is referenced by Oztuna (1990, I1, 169-170).

23

25
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Penggih pesrev Dimitri Cantemir, echos plagal IV tetraphonic: devr-i kebir: Gritsanis 3,
228v.

Penggih saz semd’i [Dimitri Cantemir], echosplagal IV tetraphonic: Gritsanis 3, 229v.

Sultini-‘irak pesrev Dimitri Cantemir, echos varys tetraphonic diatonic: devr-i kebir: Grit-

sanis 3, 14r.

Necti biiseyni, subb-i sabar beypliler [pesrev] [Dimitri Cantemir], [echos plagal 1], sakil:
Gritsanis 3, 186v2°.

Folk

Aypiov movli, uepidbov pov roi yévov uepwuévov, folk, echos IV: Iviron 1054, 172r / Iviron
1203b, 3r.

A1é mod kéOeoar ynid eig dpog yrovieuévov, folk, echos IV: Iviron 1203b, 4v.
Alotec Srav xobpoevay of Todpror Ty tamervipy Ty Héova??, folk, echosIV: Iviron 1203b, 3r.
Aichyverg ue pdva Sicdyverg pe xai ‘yo myyaiver 0ého, folk, echos IV: Iviron 1203b, 3v.

Eig mpoacivado Aifadiod kai kéaw o’ kpbo mnyédt, folk, echos IV: Iviron 1203b, 4r / Xeropotamou
262, 211v.

Ei¢ 16 yndo moddnia, otd uopga fovvé, folk, echosIV: Iviron 1203b, 1r.

Eig vynia Povva, gig Spog yrovieuévov, folk, echos IV: Xeropotamou 262, 212r.

O)ifet pe todTog 6 Koupde, Avmei ue 6 ypoévog todtog, folk, [echos1]: Iviron 1203b, o'
Owpeis Tov 1OV Gubpavrov tdg kpéuetar atov fpdyo, folk, echos IV: Iviron 1203b, 2r.
Kélgouo kéuver 6 Bacilidg, kéleoua xéuver apévrng, folk, echosI: Iviron 1203b, vV.

‘Ola 16 Awdexdvnoa otéxovy avomauéva, folk, echos plagal IV: Iviron 1203b, 1v.

‘Olo1 . gidepo factodv k1 Lot oy pvloxiy etvar, folk, echos plagal IV: Iviron 1203b, y.
Orav Aadijon 6 metervog k1 éxxnoids aquaivoov, folk, echos plagal IV: Iviron 1203b, 1v.
T’ dnddvio. tijc Avorolijc kai ¢ movia tiig Abong, folk, echos I: Iviron 1203b, BY / Xeropotamou
262, 212v.

Persian

Nevd [pesrev] [Persikon], [echos plagal I1], fer’i mubammes: LKP (dossier) 60, 25v28.

Giilistan penggdh [pesrev] [Persikon], [echos plagal IV tetraphonic], diiyek: Gritsanis 3,
146v2°.

234

Irak saz semd’i Atzemi, [echosvarys diatonic]: Gritsanis 3, 27v.

26 In Cantemir’s own collection, there exists a hiiseyni, sakil “Subbh-i Sabar” (No. 198) which is

considered by Feldman (1996:373) to be a work of Cantemir’s.

27 “this was created for the conquest of Bosna”.

28 Also found in Cantemir’s collection (£. 37, work 68).

29 Also found in Cantemir’s collection (f. 17-18, work 27); See also its transcription and
analysis in Feldman 1996:344, 346.
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Indian
Hiiseynt [pesrev] Indian?30, [echos plagal 1], devr-i revin: LKP (dossier) 60, 52r.

Unspecified Composer

Instrumental Compositions

Hiiseyni gamze-kdr nazire-i pesrev [unspecified composer], [echos plagal 1]: diiyek, Grit-
sanis 3, 246v31.

Hiiseyni giikilfezdr nazire-i [pesrev] [unspecified composer], [echos plagal 1]: diyek, LKP
(dossier) 60, 39v32.

Hiiseyni agik [pesrev] [unspecified composer], [echos plagal 1|, diyek: Gritsanis 3,
148133,

Hicdz turna, [pesrev] [unspecified composer], [echos plagal 11|, sakil: LKP (dossier) 60,
22v34,

Rast [pesrev] [unspecified composer], [echos plagal IV], berefsdn: LKP (dossier) 60, 45v.

Rast murassa“pesrev [unspecified composer], [echos plagal IV], diiyek: Gritsanis 3, 218v
& Gritsanis 3, 220v33.

Segdh rubban [pesrev] [unspecified composer], [echos IV legetos], diyek: Gritsanis 3,
60v3°.

Biiyiik nevd [pesrev] [unspecified composer], [edhos IV], diyek: LKP (dossier) 60, 261r37.
Biiyiik nevd [pesrev] [unspecified composer], [echos V], ¢cenber: LKP (dossier) 60, 47r.
Kiilli kiilliyat [pegrev] [unspecified composer]: LKP (dossier) 60, 1r38.

Mabir pesrev [unspecified composer], [echos plagal IV heptaphonic], devr-i kebir: Grit-
sanis 3, 20r.

Irak pesrev [unspecified composer], [echos varys diatonic], kiigiik sakil: Gritsanis 3, 42r.
Irak [pesrev] [unspecified composer], [echos varys diatonic], diyek: Gritsanis 3, 57r.

[Irak pesrev’®] [unspecified composer], [echos varys diatonic]: Gritsanis 3, 56v.

30 The manuscript has “ypvrniepiy”. Pesrevs “of Indian origin” are also known from

Cantemir’s collection. Perhaps identical to that in Cantemir’s collection (f. 93, work 172).

Perhaps identical to that in Cantemir’s collection (f. 170-171, work 314)" See also its tran-

scription and analysis in Feldman 1996:344, 435-436.

32 Perhaps identical to that in Cantemir’s collection (f. 50, work 90).

33 Perhaps identical to that in Cantemir’s collection (f. 46-47, work 84).

34 Perhaps identical to that in Cantemir’s collection (f. 176-177, work 324).

35 Found in two successive versions in the manuscript with small differences in orthography
and layout. Perhaps identical to that in Cantemir’s collection (f. 113, work 214).

36 Perhaps identical to that in Cantemir’s collection (f. 97-98, work 182).

37 Also found in Cantemir’s collection (f. 38-39, work 70).

38 Possibly identical to one of the three corresponding pegrevs in Cantemir’s collection (f.

170-171, work 314).

No indication of echos, makam, usil or composer.

31
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Vocal compositions

Avapyoc Ococ koraféfnie®®, [unspecified composer], echosI*!, Gritsanis 8, 324.

Non-Greek

[Beste] Siatepe steie sike [unspecified composer], echos & varys (protovarys): Gritsanis 8,
328.

[Rast] [beste] Ruslerin cena emanciiyir [unspecified composer], echos plagal IV*2: Grit-
sanis 8, 330.

[Rast beste] Hey canim canasalounoupna [unspecified composer], edhos plagal IV: Grit-
sanis 8, 332.

[Rast] semd’i Hey camim ye sabin [unspecified composer], echos plagal IV: Gritsanis 8,
333.

[Hicdz hiimayiin beste] Menasi yime cuniperi [unspecified composer]: echos plagal II ne-

nano, Gritsanis 8, 335.

[ Ussak beste] “ethnikon varvarikon” pencesin tekiglemis ol [unspecified composer]: echos
I, Gritsanis 8, 337.

[ Ussak beste] “varvarikon” sala sala koloum seithi [unspecified composer]: echos 1, Grit-
sanis 8, 339.

[frak beste] “Mousoulmanikon” Olusu giistiine koprii [unspecified composer]: echos
varys, Gritsanis 8, 341.

18th c.

Kasim [Mehmed] (-1730?)

Nevd pesrev haphap [Kasim], [echos IV], sakil, Gritsanis 3, 10313,

Ibrahim Aga [Santari] (- 1732)

Hiiseyni /// [pesrev] [Ibrahim Agal, [echos plagal I], fabte: Gritsanis 3, 185v*4,
Abdurrahmén Bihir Efendi [Arabzade] (1689 - 1746)
[Sebndz] [pesrev] Arabzade, echos plagal II diphonic®, hafif: Gritsanis 3, 37v.

40 Followed by a complete notated alphabetic acrostic song on the birth of Christ.

4 Martyriai of echos 1 and echos plagal I appear to alternate in the score.

42 The manuscript gives “[martyria of echos 11| or [martyria of echos plagal IV]”. However,
only martyriai of echos plagal IV are found in the score. Here, it is listed as echos plagal 1V,
until a future transcription from the old to the new notation takes place which is expected
to reveal its melodic movement and confirm the echos to which it belongs.

43 According to Oztuna (1990, 11, 433) and W. Feldman (verbal communication) the pegre is
also found in Cantemir’s collection. However, it was not possible to locate it.

44

It is identical to that in Cantemir’s collection (f. 112, work 212).
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Es’ad Efendi (1685 - 1753)
Diigdh*® pesrev Es>ad Efendi, [edbosI diphonic & plagal II], sakil: Gritsanis 3, 55v.

Her gih ti di mabci hamam nibavent semdi Es’ad Efendi, [echos plagal IV hard diatonic]:
Gritsanis 3, 166r.

Hizir Aga (? - 1760)
Nihavent [pesrev] Hizir Aga, echos plagal IV hard diatonic, berefsdn: Gritsanis 3, 99r.
Isfabin [saz) semd’?” Hizir Aga, echos1V, Gritsanis 3, 39r.

Segdh karabatak pesrev [Hi1z1r Aga], [echosIV legetos], sakil: Gritsanis 3, 109r.

Keméni Yorgi (early - middle 18th)

Rast [pesrev] Kemani Yorgi, [echos plagal IV], devr-i revdn: Gritsanis 3, 171v.

Hicdz pesrev nev kislit Kemani Yorgi, [echos plagal 1], fabte: Gritsanis 3, 188v.

Evi¢ pesrev Kemani Yorgi, [echos varys heptaphonic diatonic], devr-i kebir: Gritsanis 3, 64v.
Evig pesrev KemAanl Yorgi, [echos varys heptaphonic diatonic], berefsdn: Gritsanis 3, 77v.
Evig [pesrev] [Kemani Yorgi], [echos varys heptaphonic diatonic], diiyek: Gritsanis 3, 99v.
Evig saz semd’i Kemani Yorgi, echos varys heptaphonic diatonic: Gritsanis 3, 81v.

Yegdh pesrev Kemani Yorgi, [echos IV heptaphonic], remel riralsat: Gritsanis 3, 96v.

Yegih [saz] semd’? Kemani Yorgi, [echos IV heptaphonic]: Gritsanis 3, 95v.

Beyiti [saz] semd’i Kemani Yorgi, echos IV: Gritsanis 3, 101v.

Diigih pesrev Kemanl Yorgi, [echos plagal 1]: fabte, Gritsanis 3, 86v.

Sebndz biselik [pesrev] Kemani Yorgi, [echos plagal 11 heptaphonic with hard diatonic],
cenber: Gritsanis 3, 197v.

234

Sebndz biselik saz semd’’ [Keméani Yorgi], [echos plagal II heptaphonic with hard dia-
tonic]: ¢enber, Gritsanis 3, 199v.

Isfabin [pesrev] Kemanl Yorgi, [echos IV], sakil: Gritsanis 3, 105v.

Isfahin [pesrev] Kemanl Yorgi, [echos IV], ¢enber: Gritsanis 3, 201r.

Bestenigdr [saz] semd’? Kemani Yorgi, echos varys tetraphonic diatonic: Gritsanis 3, 76r.
Arazbir pesrev Kemani Yorgi, [echos]], zincir: Gritsanis 3, 73r.

[Hiiseyni) ‘agirdn pesrev Kemani Yorgi, [echos plagal 1 heptaphonic from low Ke], fahte:
Gritsanis 3, 138v.

45 The fact that it is echos plagal 11 is determined from the martyriai. It starts with heptaphonia

[the high octave], which is consistent with its listing in the catalogue of works of the com-
poser as “sehndz”.

The manuscript initially has sa#4, but it seems to be corrected to diigdh which is related to
sabd.

It seems that it is a saz semd’, even though it has a very extended developement with the
addition of rerkibs.

46
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Mubayyer biselik pesrev Kemani Yorgi, [echos plagal I heptaphonic hard diatonic], berefsdn:
Gritsanis 3, 125v.

Ribhatii’Lervih pesrev Keméani Yorgi, [echos varys heptaphonic diatonic], darb-i feht: Grit-
sanis 3, 89r.

Réhatfezd pesrev Kemani Yorgi, [echos varys pentaphonic chromatic], darbeyn, devr-i kebir
& berefsdn: Gritsanis 3, 48v.

Ribat-fezd saz semd¥ Kemanl Yorgi, [echos varys pentaphonic chromatic]: Gritsanis 3, 50r.
] 48

[Sabd] Beste Mezil iste [mecliste dfidb gibi bir nev-civan gerek] [Kemani Yorgi]“®, echos plagal

L, [hafif], verses by Raif: Iviron 949, 175v.

Kanite vora sayei servi [beste] Kemani Yorgi, havi: Gritsanis 3, 121v.

loannis Protopsaltes (early 18th - 1770)

Epdvy filaoc laumpds, loannis Protopsaltes?®, echos IV, nevd®, sofyan: RAL 927, 45v /
LKP 19/173, 79r / ELIA, 42r / RAL 784, 20r / CAMS P2, 26 / lasi 129, 106 / Vatopediou
1428, 97.

Hiciz karabatak pesrer®!, Toannis Protopsaltes, edbos plagal 11, sakil: Iviron 1038, 681r.
Tab’i (Kassdm - Ahdebzide Ser-Miiezzin-i Sehryarl Hattat
Mustafa Efendi) (1705? - 17707?)

[Rast) Yiiriik semd’i Goz verme Tab’1 Efendi, echos plagal IV: LKP (dossier) 59, 6.

Beydti nakis agir semd’i Tzikmaz derounidil |Cikmaz derin-i dilden efendim mababbetin], [Tab’i
Mustafa Efendi]?2, echos IV, yiiriik semd’i: LKP 19/173, 157.

Abdilhalim Aga (17202 - 1802)

Hicdz beste Ab olmada dirlele roupoute gamze |Olmada diller rubiide gamze-i cddiisunal, [ Abdul-
halim Aga]3, echos plagal 11, [hafif], [verses by Fitnat Hanim]: Stathis, 30v / LKP
152/292, 159.

48 Identified from TRT Repertuart, work No. 7530.

49 The full title in Vatopediou 1428 is “By Ioannis Protopsaltes, to His Holiness Patriarch Mr.

Samuel Chatzeris” and in RAL 784 “during the Patriarchal tenure of His Holiness the fa-

mous Mr Samuel Chatzeris”.

Even though manuscript (1428) indicates: “this is beydtf and not nevd”, the description

given here is the one given by Petros Peloponnesios (RAL 927), Evgenios (MS ELIA) and

the unknown scribe of CAMS P2.

“Pegrev, called Isach Sakili, also known as karapataki, written by Mister Ioannis Protopsaltes

by exhortation of the Most Holy Metropolitan of Heracleia Mr. Gerasimos, copied from

the autograph of Ioannis Protopsaltes himself. The makam according to the Persians is

hicdz and according to us echos plagal 11",

52 Identified from TRT Repertuar:, work No. 7530.

53 Identified from TRT Repertuari, work No. 8477 and Oztuna 1990, I, 15. The scribe of the
Stathis manuscript mistakenly gives Ismail Dede Efendi as the composer with the follow-
ing note: “this was composed by Ismailakis, an excellent Ottoman teacher. It was notated
by Theodoros Phokianos”. On the contrary, the scribe of LKP 152/292, 159 appears to be
better informed, attributing it to the correct composer.

50

51



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

88 KYRIAKOS KALAITZIDIS

Ahmet Aga [Musihib Seyyid, Vardakosta]

Nikriz sarki Ab cihan payin, Ahmet Aga Vardakosta, echos plagal IV, Nikriz: sofyan, lasi
129, 336 / Vatopediou 1428, 337.

Kyrillos Marmarinos (middle of the 18th c. - late 18th c.)

Hiiseyni semd’i Sevda yer puser, Kyrillos Marmarinos, echos I: Panteleimonos 994, 323v /

Timios Prodromos 93, 251r.

Hiiseyni [beste] Ache diri xoulfisia chim sapa Kyrillos Marmarinos, echos plagal >
Panteleimonos 994, 324r.

[Seyir] Kyrillos Marmarinos: HESG 305, 94r-101v / LKP 124(123)/270. The seyirs are
given for the following makams in the order listed: rast, rehdvi, nikriz, penggdh, nibavent, yivil,
mahiir, muberka, pen¢gdh (another), diigdh, diigdh (pure), segdh, karcigar, mdye, miiste’dr, gevest, ¢drgdb,
sabd, kara diigdh, yemzeme, nevd, zegdh, pen¢gdh, bizi, hiizzam, nisdbir, isfabdn, niihiifi, arabén, ni-
bavent kebir, hicdz, ‘uzzal, zirgiile, hiimayiin, sehndz, sehndz biselik, siri, biiseyni, hiiseyni ‘asirdn,
kicek, selmek, biiseyni kiirdi, horasan, acem, kiirdi, acem kiirdi, nevriz-i acem, paisan kirdi, acem
‘asirdn, beydti, ‘ussak, biselik, biiselik ‘agirdn, hisar ‘agirdn, bisar, bisar biselik, gerddniye biiselik, irak,
sultdni irak, mubdlif irak, dilkes hdverdn, dilkes, rabatii’l-ervih, bestenigdr, evig, baba tdhir, ‘arazbdr,

gerdiniye, mubayyer, mubayyer biiselik, siinbiile, venci®®.

Hinende Zacharias (18th c.)

Bestenigdr pesrev Hdnende Zacharias, echos varys tetraphonic diatonic, devr-i kebir: Grit-
sanis 3, 5v.

Hiiseyni beste) Ab yar cemdlin [ab yar cemdlin dtes-i cdmyle] Hdnende Zacharias, echos pla-
gal I, verses by Nafiz: LKP 152/292, 144.

Tanb@ri Haham Musi (Moshe), (? - 17707?)

Miiste’dr pe;rwS(’ Tanblrl Haham Musi, echos IV legetos, mubammes: Gritsanis 3, 44v.

Bozorg [saz] semd’i Tanbtri Haham Musi, echos plagal I: Gritsanis 3, 8r.

Taraxisezichefiz nibavent kebir TanbOrl Haham Musi, [echos plagal IV hard diatonic]:
Gritsanis 3, 122r.

Tegafoul didéi civrem o sohinaz evi¢ [beste], TanblGrl Haham Musi, nim devr-i, [echos plagal
IV hard diatonic]: Gritsanis 3, 238v.

Moulmouzoun giilsen [beste] TanbGri Haham Musi: LKP 137 (dossier), 23r.

54
55

Initially the scribe states echos I. However, it appears that it is actually in echos plagal I.

The following makams are also seen in the manuscript, however without a music score:
zirevkend, babri nazik, rouly]i irak, giilizdr, beste isfabdn, beste bisdr, hiizi biiselik, bisdrik, nevruz-
i rum-i, zilkesinde, musikar, rekb ‘uzzal, sefer.

It appears incomplete with regard to its form, as it is of a disproportionally long for a pes-
rev and at the same time it bears no indications of terkibs etc.
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Petros Peloponnesios

Addo 6&v elv’ va ovyyily, téoov ki vo 1’ apavidy, Petros Peloponnesios, echos plagal 11
heptaphonic, sehndz, sofyan: RAL 927, 61r / LKP 19/173, 116r / ELIA, 73r / CAMS P2, 32 /
Tasi 129, 213 / Vatopediou 1428, 218.

Auaw amo té yépio. oov ki dn’ ta mikpd gov Adya, Petros Peloponnesios, echos IV, isfabin,
semd’i: RAL 927, 54r / LKP 19/173, 95r / ELIA, 56r / CAMS P2, 31 / lagsi 129, 141 / Va-
topediou 1428, 127.

Av of dpués tov Epawrog v frov palwuévag, Petros Peloponnesios, edos plagal I hepra-
phonic from low Ke, [hiiseyni] ‘agirdn®’, semd’i: RAL 927, 11v / RAL 653, 34v / LKP 19/173, ér
/ Tasi 129, 22 / Vatopediou 1428, 20 / LKP (dossier) 117, 4.

Aiov &yer Sovamiv kai Svvourv moldiv kporei®S, Petros Peloponnesios, echos I, ussak,
sofyan: RAL 927, 29v / LKP 19/173, 41r / lagi 129, 25 / Vatopediou 1428, 20.

Amopd wéc va Gpyiow, S va odg mopactjow, Petros Peloponnesios, edhos 1V, beyiti,
sofyan: RAL 927, 56v / RAL 925, 12r / LKP 19/173, 88r / ELIA, 51r / CAMS P2, 29 / lasi 129,
115 / Vatopediou 1428, 106.

Ag xhade” arapiydpnra, v txn 1’ vo Opyviicw, Petros Peloponnesios, echos IV legetos,
segdh, yiiriik semd’i: RAL 927, 39v / lagi 129, 85 / LKP 19/173, 50r / CAMS P2, 20.

Ab&joave of orevayuol, . Paoava kai oi kanuoi, Petros Peloponnesios, edos IV legetos
with zygos, miiste’dr, sofyan: RAL 927, 37r / LKP 19/173, 57r / RAL 784, 111v / CAMS P2, 18 /
Tasi 129, 130 / Vatopediou 1428, 153.

Ao 1’ elvar 10 S1kdv pov, 10 Koxov 0 pilikdv uov, Petros Peloponnesios, echos I hepta-
phonic from low Ke, [hiiseyni| ‘agirdn, sofyan: RAL 927, 7 v / RAL 653, 34r / LKP 19/173, 3r /
CAMS P2, 47 / CAMS P1, 1 / Iasi 129, 19 / Vatopediou 1428, 17 / LKP (dossier) 117, 1.

Ao v’ elvai ©0 Sikdv pov, 10 kaxov 1o pilikdv pov, Petros Peloponnesios, echos IV, nibift:
RAL 927, 48r.

Ay dvbpomoc dotaby®®, [unspecified composer], edos 1, ‘ussak, sofypan: RAL 927, 30r /
RAL 925, 33v / LKP 19/173, 42r / ELIA, 91r / lasi 129, 26 / Vatopediou 1428, 33.

Toléraug kai yie pévo mpémer vo orwbodv, Petros Peloponnesios, edos plagal IV di-
phonic, sazkdr®, yiiriik semd’i: RAL 927, 10v / LKP 19/173, 25r / ELIA, 23r / RAL 784, 130r /
CAMS P2, 45 / Tasi 129, 295 / Vatopediou 1428, 305.

Aév elvar émbountov wéoov mpdyua kovéva, Petros Peloponnesios, edos plagal 1, digah®l,
semd’l: RAL 927, 26v / LKP 19/173, 35r / ELIA, 34r / RAL 784, 122r / Tasi 129, 163 / Va-
topediou 1428, 166.

57

In Vatopediou 1428 makam ‘usgsak is mistakenly given by the scribe.
58

In Vatopediou 1428, 20 the same song is given in echos I from low Ke, makam [hiiseyni)
‘asirdn and us#l 6 2 6 1.

In Tasi 129 and in Vatopediou 1428 the incipit is Téy’ dvfpwmog éotaOn.

In 784 makam rast is given.

In 784 it is given as [echos] IV legetos, makam miistedr and in LKP 19/173, 35r as echos pla-
gal L

59
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Aév elvea tpomoc vix yevij ra GiAy téoov dpada, Petros Peloponnesios, edhos plagal V62,
rast, yiiriik semd’i, RAL 925, 24r / Tasi 129, 271 / Vatopediou 1428, 280 / LKP 152/292, 9263,

Agv elv’ tpdmog Srav Oéhy, Petros Peloponnesios, echos varys tetraphonic diatonic, be-
stenigdr, sofyan: RAL 927, 16v / RAL 925, 10v / LKP 19/173, 11r / ELIA, 11r / CAMS P2, 58 /
Tasi 129, 248 / Vatopediou 1428, 256 / LKP (dossier) 117, 11.

Aév fumopd ééemovrog abtiv v Svoroyiav, Petros Peloponnesios, edhos I, acem kiirdi®4,
semd’f: RAL 927, 49r / LKP 19/173, 107r / ELIA, 66r / lasi 129, 40 / Vatopediou 1428, 41.

A&v umop@ mAéov va. (jom, ar’ o g tov va ywpiow, Petros Peloponnesios, echos IV lege-
tos, segdh, sofyan: RAL 927, 32r / LKP 19/173, 46r / CAMS P2, 21 / lasi 129, 81 / Vatopediou
1428, 136.

Aév umopd méov vo Giow, ar’ 10 pdg pov vo ywpiow, Petros Peloponnesios, echos plagal
IV, rast, sofyan: RAL 927, 20v / LKP 19/173, 19r / ELIA, 19r / CAMS P2, 63 / lasi 129, 274 /
Vatopediou 1428, 282.

Aév umopdd mgov va Giow, ar’ 10 pds pov vo ywpiow, Petros Peloponnesios, echos plagal I
heptaphonic, [hiseyni] ‘agirdn: Gritsanis 3, 2r.

A8v umopd miéov va Giow, dr’ w0 pddg pov vo ywpicw, Petros Peloponnesios, edos IV with
zyg0s, nisdbir: Gritsanis 3, 2r%.

Avo yv@ueg 1o vo ovupwvodv, Petros Peloponnesios, edos plagal I, hicdz, sofyan: RAL
927, 40r / RAL 925, 13v / LKP 19/173, 65r / RAL 784, 124r / CAMS P2, 37 / lasi 129, 193 /
Vatopediou 1428, 197.

Elvou ot0v kdéouov kai dlla kéldn, Petros Peloponnesios, echos varys tetraphonic dia-
tonic, bestenigdr, sofyan: RAL 927, 17r / RAL 925, 11v / RAL 653, 35v / LKP 19/173, 12r /
ELIA, 12r / CAMS P2, 59 / lasi 129, 247 / Vatopediou 1428, 255 / LKP (dossier) 117, 12.

Eig évo. kdAdog Qovpactdv, Petros Peloponnesios, edos 1, hiiseynt, sofyan: RAL 927, 51v /
RAL 925, 12v / LKP 19/173, 100r / ELIA, 61r / Iasi 129, 2 / Vatopediou 1428, 1.

Ei¢ t0 dxpov tiic xaxiag 1).0° 1 tiyn uov fadudv, Petros Peloponnesios, echos plagal II,
biimayiin, sofyan: RAL 927, 44r / LKP 19/173, 75r / RAL 784, 40v / CAMS P2, 32 / lasi 129,
211 / Vatopediou 1428, 216.

Elya koapov piov popaw eaipetov ot yépi®®, Petros Peloponnesios, echos I tetraphonic,
hiiseyni, yiiriik semd’i: RAL 927, 31v / LKP 19/173, 451 / Tasi 129, 56 / Vatopediou 1428, 7.

62 In RAL 925 echos IV is mentioned.

63 LKP 15 2/292 references Panagiotis Pelopidis as the composer. It is in echos plagal IV as
well, but the same verses are composed to a different melody.

In 1428 it is given as makam kiirdi and in LKP 19/173 as makam acem.

In the same folio yegdh is also given, without however some poetic text or ferela. Perhaps
this was an experiment in composition.

In Vatopediou 1428,7 the song is given in Echos I tetraphonic, makam biiseynt, usil 6 2 6 i.
The indications of 927 are chosen here, being an autograph of Petros and therefore more

credible.
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"B pdg pov vou kdvawuev oi to uia ovupwviav, Petros Peloponnesios, echos IV legetos,
segdh, sofyan: RAL 927, 33v / LKP 19/173, 49r / CAMS P2, 20 / lasi 129, 84 / Vatopediou
1428, 139.

Erfipa. v éndpaciv mléov ém’ w0 movil uov, Petros Peloponnesios, echos 1V, beyiti,
semd’’: RAL 927, 57r / LKP 19/173, 87r / ELIA, 50r / CAMS P2, 23 / lasi 129, 114 / Va-
topediou 1428, 105.

Emifouodoa vo yapd éva dioudvr kabapd, Petros Peloponnesios, echos I pentaphonic,
acem, sofyan: RAL 927, 49v / RAL 925, 5r / LKP 19/173, 106r / ELIA, 65r / lasi 129, 39 / Va-
topediou 1428, 40.

"Epwra mpémel vé yopeis yi”’ avto mod péidbng, Petros Peloponnesios, echos I heptaphonic
from low Ke, [biiseyni| ‘asirdn, semd’i: RAL 927, 14r / RAL 925, 50v / RAL 653, 34r / LKP
19/173, 4r / CAMS P2, 48 / lasi 129, 20 / Vatopediou 1428, 18.

Eb0b¢ Smov éviouwbd, Petros Peloponnesios, echos IV, nevd, sofyan: RAL 927, 46r /
LKP 19/173, 80r / ELIA, 43r / CAMS P2, 26 / lasi 129, 107 / Vatopediou 1428, 98.

EydOnrav oi kémor uov, Petros Peloponnesios, echos plagal 1, sabd, semd’i: RAL 927, 27r
/ LKP 19/173, 36r / ELIA, 351 / lasi 129, 165 / Vatopediou 1428, 170.

"Eyet 6Aii0eo. kémoio ydpy, Petros Peloponnesios, edos plagal 11, hicdz, sofyan: RAL 927,
43r / LKP 19/173, 71r / Tasi 129, 199 / Vatopediou 1428, 203.

Z& pi6 88V kazalouPave, Gv otov kéouov ein’ dmévo, Petros Peloponnesios, edos plagal I,
hisar, yiiriik semd’®’: RAL 927, 62v / RAL 925, 6v / LKP 19/173, 120r / ELIA, 76r / RAL 784,
123r / Tasi 129, 178 / Vatopediou 1428, 182.

"HOgho vé, yo wia. téroia ydpn, Petros Peloponnesios, echos plagal IV diphonic, sazkdr,
sofyan: RAL 927, 21v / RAL 653, 37v / LKP 19/173, 21r / ELIA, 22r / lasi 129, 297 / Va-
topediou 1428, 307.

HOEImoev 1 wyn oo, udlic va 1’ élerjoer, Petros Peloponnesios, echos varys diatonic, irak,
semd’i: RAL 927, 15r / RAL 653, 34v / LKP 19/173, 7r / CAMS P2, 50 / lasi 129, 229 / Va-
topediou 1428, 237 / LKP (dossier) 117, 6.

H 0énoig éinbve tod xabevog maviorewvd, Petros Peloponnesios, edhos 1V, isfabin,
sofyan: RAL 927, 64v / LKP 19/173, 91r / ELIA, 80r / RAL 784, 116v / CAMS P2, 28 / lasi
129, 137 / Vatopediou 1428, 123.

H wyn 1 kol meproaed, &G avto oovpdiler, Petros Peloponnesios, echos 1, ‘arazbir,
semd’f: RAL 927, 59r / LKP 19/173, 111r / ELIA, 69r / lasi 129, 44 / Vatopediou 1428, 45.

BOavudlw drav oroyactd Petros Peloponnesios, echos plagal IV, bozorg, sofyan: RAL 784,
90v / ELIA, 31r / Iasi 129, 306.

Kdbe xaipod uerafols kéuver o véa mpoofolij, Petros Peloponnesios, edhos plagal 11,
hicdz, sofyan: RAL 784, 125r / lasi 129, 195 / Vatopediou 1428, 199.

67 MSS 784, LKP 19/173 and ELIA give the indication: usil sofyan.
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KéBe oriyuny mod oroxacdd, pds nds 0 ¢ éyw, Petros Peloponnesios, echos plagal 1V,
bozorg, sofyan: Vatopediou 1428, 338.

Koi 010 midg dvacaive kol nds (&, Petros Peloponnesios, echos I heptaphonic from low
Ke, [hiiseyni] ‘agirdn, sofyan: RAL 927, 7r / RAL 653, 33v / CAMS P2, 46 / CAMS P1, 1 / lasi
129, 18 / Vatopediou 1428, 16 / LKP (dossier) 117, 1.

Koi ué éBePaiwaes mollais drolovboiv uetafolés, Petros Peloponnesios, echos plagal 1,
diigah, sofyan®® with nim: RAL 784, 120v / Tasi 129, 161 / Vatopediou 1428, 167.

Kopdid 1° 6mob moteilnkes, k& &ofec duovén, Petros Peloponnesios, echos 111, cdrgah®,
semd’i: RAL 927, 13v / RAL 925, 9r / LKP 19/173, 77r / ELIA, 82r / CAMS P2, 22 / Iasi 129,
65 / Vatopediou 1428, 81.

Aég marg w’ éyxeig édikdv gov, Petros Peloponnesios, echos plagal 1, sabd, sofyan: RAL 927,
27v / LKP 19/173, 37r / ELIA, 36r / lasi 129, 161 / Vatopediou 1428, 171.

Mz BePaichver épretd 10 pddg pov maxg 5év i’ dyamd, Petros Peloponnesios, echos varys dia-
tonic, rdhatii’-Ervib, sofyan: RAL 927, 17v / RAL 653, 36r / LKP 19/173, 13r / ELIA, 13r /
CAMS P2, 57 / Tasi 129, 253 / Vatopediou 1428, 261.

Mz 860 waOn wpavvodual, pofepd xai moleuoduos, Petros Peloponnesios, edos IV lege-
tos, segdh’0, sofyan: RAL 927, 38r / RAL 925, 39v / LKP 19/173, 53r / CAMS P2, 19 / Tasi 129,
88 / Vatopediou 1428, 143.

Mz idpdrag ué kdmovg, ué dapdpovs tpomovg, Petros Peloponnesios, edos 7Y, hiizzam,
yiiriik semd’f: RAL 927, 35r / LKP 19/173, 61r / CAMS P2, 17 / lasi 129, 97 / Vatopediou 1428,
67.

M éva. BAéupa ilopdv, i6é ue mod va o¢ yopd, Petros Peloponnesios, edos plagal IV di-
phonic, sazkdr, sofyan: RAL 927, 21r / LKP 19/173, 20r / ELIA, 20r / CAMS P2, 62 / lasi 129,
298 / Vatopediou 1428, 308.

Mz 70 K1 évactevayuods, Petros Peloponnesios, echos plagal IV hard diatonic, #i-
bavent, sofyan: RAL 927, 23r / LKP 19/173, 24r / ELIA, 25r / RAL 784, 131r / lasi 129, 304 /
Vatopediou 1428, 325.

Mz d0ov dmepfolixdv, Petros Peloponnesios, echos plagal I, saba, sofyan: RAL 927, 29r
/ LKP 19/173, 40r / lasi 129, 169 / Vatopediou 1428, 174.

Méoa ¢ dpretov kaupdv, o8 uépog mollo Spooepdv, Petros Peloponnesios, echos I, acem
kiirdi"2, yiiriik semd’i’3: RAL 927, 58r / LKP 19/173, 108r / ELIA, 67r / lasi 129, 41 / Va-
topediou 1428, 42.

68 RAL 784 gives the indication: #s#l 6 2 6 i.

69 The original has ¢drgdb.

70 In RAL 925 the makam is referred to as segdh miistedr.

71 Tn CAMS P2 and LKP 19/173, 61r the indication: echos legetos is given.
72 LKP 19/173 gives the indication: acen.

73 ELIA gives the indication: sofyan.
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Méoa o¢ Odlacoa mlatid, Smov dvantel oo ¢amo'z74, Petros Peloponnesios, ecos II lege-
tos7, hiizzam, sofyan: RAL 927, 35v / RAL 925, 17r / LKP 19/173, 60r / CAMS P2, 17 /
Stathis, 4v / lasi 129, lasi 129, 96 / Vatopediou 1428, 66 / LKP 152/292, 32.

Mia yoyn o¢ dvo kopuid, Petros Peloponnesios, echos plagal 11, hicdz, yiiriik semd’i: RAL
927, 40v / LKP 19/173, 661 / CAMS P2, 33 / Tasi 129, 194 / Vatopediou 1428, 198.

Mg nipa fiovyiav, Petros Peloponnesios, echos varys diatonic, rdbatii’l-ervib, sofyan:
RAL 927, 18r / RAL 653, 36r / LKP 19/173, 14r / ELIA, 14r / CAMS P2, 56 / lasi 129, 253 /
Vatopediou 1428, 262.

Mdiig k&’ 8y’ 6&icdOnra, ué kémovg ué unvénia, Petros Peloponnesios, edhos varys diatonic
heptaphonic, evi¢’®, semd’s: RAL 927, 60v / RAL 925, 23v / LKP 19/173, 114r / ELIA, 72r /
CAMS P2, 39 / Tasi 129, 233 / Vatopediou 1428, 241.

No érawvéoem uédom, ue i vo képw o Petros Peloponnesios, ecos IV, isfabin, yiriik
semd’’’: RAL 927, 52v / LKP 19/173, 98r / RAL 784, 117v / ELIA, 59r / CAMS P2, 30 /
CAMS P1, 16 / Tasi 129, 144 / Vatopediou 1428, 130.

0 épwrag Ovudln, k° éndvo 1 aypiody, Petros Peloponnesios, echos 1, biseynt, semd’s:
RAL 927, 50r / RAL 925, 52v / LKP 19/173, 103r / ELIA, 64r / lasi 129, 5 / Vatopediou 1428, 4.
Oi ndpres PAénw opdlioav, méov tijs ebomloyviog, Petros Peloponnesios, echos plagal 11,
bicdz, sofyan: RAL 927, 42r / RAL 925, 26v / LKP 19/173, 69r / lasi 129, 197 / Vatopediou
1428, 201.

Ol té mpdyuaza kaipdv, wdg &ovv elvar pavepdv, Petros Peloponnesios, echos plagal 11,
hiimayiin, sofyan: RAL 927, 44v / LKP 19/173, 74r & 76r / ELIA, 39r & 40r78 / RAL 784, 39v /
CAMS P2, 32 / Iasi 129, 210 / Vatopediou 1428, 215.

‘Oroiog maoyer kabopdv, pilov ob die va ebpy, Petros Peloponnesios, edos IV legetos,
segdh, yiiriik semd’i: Vatopediou 1428, 140.
Ondrav eloar povayij, oroydoov miy ué mposoyrj, Petros Peloponnesios, echos 1, hiseyn,

sofyan: RAL 784, 95v / CAMS P1, 27° / Tasi 129, 10 / Vatopediou 1428, 8.

Orov évabouioces, tdv otevayudv mindovovy, Petros Peloponnesios, echos IV legetos
with zygos, Miiste’dr, sofpan®®: RAL 927, 36v / LKP 19/173, 58r / RAL 784, 112r / CAMS P2,
17 / Tasi 129, 131 / Vatopediou 1428, 154.

74 In CAMS P2 the incipit starts with “Z2 06Aacoo...”.

75 In all three manuscripts he presents it as Echos II Legetos ... while in 927 he presents it as
hijzzdm / legetos ...

76 In RAL 925 the makam is listed as evig irak.

77 CAMS P2 gives the indication: usil sofyan.

78 Tt appears to be a duplication of the same song even though there are small differences in
notation.

79 CAMS P1 gives the indication: makam diigih and the incipit starts with “Otav eloon povayi

80 CAMS P2 has us#l 6 2 6 i.
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Havrotvég kazadpouds, moléuovg kol orinpés opués, Petros Peloponnesios, echos plagal
IV, rast, sofyan: RAL 927, 20r / RAL 784, 61v / RAL 653, 37r / LKP 19/173, 18r / ELIA, 18r /
Tasi 129, 272 / Vatopediou 1428, 278.

Hapaxaid rkopdizia wov, eig doovg ki dv yopileis, Petros Peloponnesios, ecos 1V, isfabin,
semd’B1: RAL 927, 54v / LKP 19/173, 94r / ELIA, 55r / CAMS P2, 30 / lasi 129, 140 / Va-
topediou 1428, 126.

Hdoyw vo koraléfo, Pefoiwory va iéfo, Petros Peloponnesios, echos plagal IV di-
phonic, sazkdr, yiiriik semd’f: RAL 927, 22r / RAL 653, 37r / LKP 19/173, 22r / ELIA, 211 / Tasi
129, 296 / Vatopediou 1428, 306.

1T} éov O¢ vo. mapartnOd K1 ax’ o (Spria v’ 6pedd, Petros Peloponnesios, echos IV legetos,
segdh, sofyan: RAL 927, 33r / RAL 925, 15v / LKP 19/173, 48r / ELIA, 85r / CAMS P2, 20 /
Tasi 129, 83 / Vatopediou 1428, 138.

ollé ué xoxopodveral, va émiotic @& pdg uov, Petros Peloponnesios, edos IV, nevd,
sofyant?: RAL 927, 47r / LKP 19/173, 82r / ELIA, 45r / CAMS P2, 25 / Tasi 129, 109 / Va-
topediou 1428, 100.

IIolloi éxBpoi érdoynoav, pdg pov, vo. uds ywpicovv, Petros Peloponnesios, echos plagal
IV tetraphonic, pen¢gdh, yiriik semd’s: Tasi 129, 317 / Vatopediou 1428, 328.

Iloté xaveic 8¢ v eindj, g mdviote 06 ov Jvmij, Petros Peloponnesios, edhos 1 hepta-
phonic, mubayyer, sofyan: RAL 927, 62r / RAL 925, 6r / LKP 19/173, 118r / ELIA, 75r / RAL
784, 10r / lasi 129, 47 / Vatopediou 1428, 438.

Hpérer miéov vo élmiow, Petros Peloponnesios, echos IV, nibifi, sofyan: LKP 19/173, 84r
/ ELIA, 48r / RAL 784, 114r / CAMS P2, 24 / Iasi 129, 133 / Vatopediou 1428, 133.

IIpo molhod elyav dpyion, Petros Peloponnesios, edos 1, ‘arazbir, sofyan: LKP 19/173,
125r / Tasi 129, 46 / Vatopediou 1428, 47.

1&g fjumopd vo épvndd, Petros Peloponnesios, echos | tetraphonic, biseyni, sofyan: LKP
19/173, 123r / Tasi 129, 7 / Vatopediou 1428, 6.

1&g vé kb vé matedon, mhéov koi v eipnvevon, Petros Peloponnesios, edhos], ‘arazbir,
sofyan: RAL 927, 58v / LKP 19/173, 110r / ELIA, 68r / Iasi 129, 43 / Vatopediou 1428, 44.

2t udmia Smov Aaktapd, Simhipv évépyeiav Bwpd, Petros Peloponnesios, echos varys dia-
tonic heptaphonic, ezig83, sofyan: RAL 927, 60r / LKP 19/173, 113r / ELIA, 71r / CAMS P2, 41
/ Tasi 129, 232 / Vatopediou 1428, 240.

2% yave kai 8¢ klafyw, Petros Peloponnesios, echos plagal 1, diigdh, yiiriik semd’: LKP
19/173, 134r / Tasi 129, 175 / Vatopediou 1428, 169.

2ty dydmny 1) kaxia, Petros Peloponnesios, edos 1, ussak, sofyan: RAL 927, 31r / LKP
19/173, 44r / RAL 784, 98v / lasi 129, 28 / Vatopediou 1428, 35.

81 TKP 19/173 gives the indication: #si! sofyan.
82 BLIA and LKP 19/173, 82r give the indication: #sil semd’s.
83 Vatopediou 1428 gives the indication: makam evig irak.
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20 taleidr tijc {wijc uov, Petros Peloponnesios, echos plagal IV, nikriz, sofyan: RAL 927,
12r / RAL 653, 38r / LKP 19/173, 27r / ELIA, 27r / RAL 784, 82v / CAMS P2, 44 / Tasi 129,
319 / Vatopediou 1428, 330.

Sroyélouor kai dmopd v twpvipy gidiav, Petros Peloponnesios, echos plagal 1, digih,
semd’l: RAL 927, 25v / RAL 925, 14v / LKP 19/173, 33r / ELIA, 32r / RAL 784, 119v / CAMS
P2, 51 / lasi 129, 161 / Vatopediou 1428, 165.

To. GvOy v’ mpocwpivé, Jév otéxovioa mavrotervd, Petros Peloponnesios, echos IV legetos,
segdh: sofyan, RAL 927, 32v / LKP 19/173, 47r / CAMS P2, 21 / CAMS P1, 3 / Iasi 129, 82 /
Vatopediou 1428, 137.

To évavtia Aéyovel, nis méliv Oepansbovv, Petros Peloponnesios, echos IV legetos, segih,
yiiriik semd’: RAL 927, 39r / LKP 19/173, 51r / RAL 784, 103r / CAMS P2, 20 / Iasi 129, 86 /
Vatopediou 1428, 141.

Tow 0éhynzpo. wod &xeig dydmn u’ pvoikd, Petros Peloponnesios, edhos plagal 11, hicdz, yiirik
semd’l: RAL 927, 43v / LKP 19/173, 72r / RAL 784, 134v / CAMS P2, 38 / Tasi 129, 200 / Va-
topediou 1428, 204.

Té kA &xovv poouce kvijpota dpwtiké, Petros Peloponnesios, echos I1 legetoss®, hiiz-
zam, sofyan: RAL 927, 36r / RAL 925, 16r / LKP 19/173, 59r / CAMS P2, 17 / lasi 129, 95 /
Vatopediou 1428, 65.

To uéaia oav aliwbodv, kai 50dv o udrio wod moboiv, Petros Peloponnesios, edhos 1, ba-
batahir® | sofyan: RAL 927, 63v / RAL 925, 8r / LKP 19/173, 119r / ELIA, 78t / lasi 129, 50 /
Vatopediou 1428, 50.

Telela kai owothy yapd kol edtvyio kabapé, Petros Peloponnesios, echos plagal 1V, rast,
sofyan: RAL 927, 18v / RAL 925, 43r / RAL 784, 59r / RAL 653, 36r / LKP 19/173, 15r / ELIA,
15r / CAMS P1, 13 / lasi 129, Iasi 129, 269 / Vatopediou 1428, 277 / Stathis, 16v / LKP
152/292, 33.

Tiv dxardotazov pomijv, Petros Peloponnesios, ecos plagal IV, nikriz, sofyan: RAL 927,
23v / RAL 653, 38r / LKP 19/173, 26r / ELIA, 26r / lasi 129, 318 / Vatopediou 1428, 329.

Tijc duopgpids aov 7 Oewpia, Petros Peloponnesios, echos plagal 11, hicdz, sofyan: RAL
927,42v / LKP 19/173, 70r / lasi 129, 198 / Vatopediou 1428, 202.

Tijc wyng 4 kaxiy Bovds, 6 pOovog ki 1 émPovlij, Petros Peloponnesios, edhos IV, nibiifi,
sofyan: RAL 927, 48v / LKP 19/173, 85r / ELIA, 47r / RAL 784, 113r / CAMS P2, 24 / lasi
129, 132 / Vatopediou 1428, 132.

Ti éyavixrnows moidij, Petros Peloponnesios, echos], hiseyni, sofyan: RAL 927, 52r / LKP
19/173, 99r / ELIA, 60r / Iasi 129, 1 / Vatopediou 1428, 1.

Ti Kkopdic vé. Sayiadéon xai véw wipv Govvarioer®®, Petros Peloponnesios, echos plagal I,
bicdz, sofyan: RAL 927, 41r / RAL 925, 14r / LKP 19/173, 67r / ELIA, 97r / CAMS P2, 33 / lasi
129, 196 / Vatopediou 1428, 200.

84 That is how it appears in the manuscripts.
85 Tn RAL 925 the makam is listed as tdhir.
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Ti ueyéin amopia, émov i molvkaipia, Petros Peloponnesios, echos I heptaphonic from
low Ke, [biiseyni] ‘agirdn, sofyan: RAL 927, 14v / RAL 784, 97v / RAL 653, 34v / LKP 19/173,
5r / CAMS P2, 49 / lasi 129, 21 / Vatopediou 1428, 19 / LKP (dossier) 117, 3.

Ti peydln émopio, émov 1 molvkaipio, Petros Peloponnesios, echos plagal 1V, nikriz,
sofyan: RAL 653, 38v / LKP 19/173, 28r / ELIA, 28r / RAL 784, 83v / lasi 129, 320.

Ti ueyddny ééovaiav kai ioydv Sovaoukijv, Petros Peloponnesios, edos IV, isfabin, sofyan:
RAL 927, 53r / LKP 19/173, 97r / ELIA, 58r / CAMS P2, 22 / Tasi 129, 143 / Vatopediou 1428,
129.

Ti moAlé. ueyédnv 6é¢av, Petros Peloponnesios, echos 1, ussak, sofyan: lasi 129, 27 / Va-
topediou 1428, 34.

Ti mévog kai komuog molvs, €ig v kapdia u’ kai avpa, Petros Peloponnesios, edos 11,
biizzam, yiiriik semd’i: RAL 927, 34r RAL 925, 17v / LKP 19/173, 63r / lasi 129, 99 / Va-
topediou 1428, 69.

Ti oxinpdric elvar g pov, Gpod téoov oé modd, Petros Peloponnesios, edos IV legetos,
segdh, sofyan: RAL 927, 38v / LKP 19/173, 52r / ELIA, 90r / CAMS P2, 19 / lasi 129, 87 / Va-
topediou 1428, 142.

Ti pofepé kai okotevi) kai T@V koxdv vikta kowrj, Petros Peloponnesios, edos plagal IV
hard diatonic, nihavent, sofyan: LKP 19/173, 129r / RAL 784, 132r / lasi 129, 306 / Vatopediou
1428, 327.

To dévdpov tijg dyamng oov ué pdiia moroavvng, Petros Peloponnesios, echos IV, isfabin,
semd’i: RAL 927, 53v / LKP 19/173, 96r / ELIA, 57r / CAMS P2, 23 / lasi 129, 142 / Va-
topediou 1428, 128.

To &6ixdv pov pilixov elv’ dmepiypomrov xoxdv, Petros Peloponnesios, echos varys dia-
tonic, irak, sofyan: RAL 927, 15v / RAL 925, 31r / RAL 653, 35r / LKP 19/173, 8r / ELIA, 9r /
CAMS P2, 58 / Iasi 129, 230 / Vatopediou 1428, 238 / LKP (dossier) 117, 8.

To kdlog pe SmepPfolifv, dotpdmrer ki dxrivoPolet, Petros Peloponnesios, echos 1V, isfabin,
sofyan: RAL 927, 55v / LKP 19/173, 92r / ELIA, 53r / CAMS P2, 23 / lasi 129, 138 / Va-
topediou 1428, 124.

To Jéyovv Sloi kabapd, mag &er mavia 1 yapd, Petros Peloponnesios, ecos IV, nevd,
sofyan: RAL 927, 46v / LKP 19/173, 81r / ELIA, 44r / CAMS P2, 25 / lasi 129, 108 / Va-
topediou 1428, 99.

Téon molds) dmouovij, ” éAdov tive mod va movij, Petros Peloponnesios, echos plagal 11
heptaphonic, gehndz biselik, sofyan: RAL 927, 61v / LKP 19/173, 117r / ELIA, 74r / CAMS P2,
31/ Iasi 129, 214 / Vatopediou 1428, 219.

To otdua mavie ényeis’, Petros Peloponnesios, edbos plagal 1, sabd, sofyan, RAL 927,
28v / LKP 19/173, 39r & 133r / ELIA, 38r / lasi 129, 168 / Vatopediou 1428, 173.

86 In RAL 925 and in ELIA the incipit is “Ti kapdid vét taytovrion”.
87 In RAL 927, 28v the following is observed: the song is in sabd makam, usil sofyan and it has
two sets of verses. The first bears the incipit “To @dg pov dtov pe Owpei” and the second
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To gdg pov dtav ué Owpij, Petros Peloponnesios, echos varys diatonic, irak, yiirik
semd’®8: RAL 927, 16r / RAL 653, 35v / LKP 19/173, 9r / ELIA, 10r / CAMS P2, 58 / Va-
topediou 1428, 239 / LKP (dossier) 117, 10.

To pdg pov Srav ué bwpij, Petros Peloponnesios, echos plagal 1, sabd, sofyan: RAL 927,
28v / lasi 129, 230.

1ot kéAlovg 1} Smepfold, 1 ovuuetpio 1j woldij, Petros Peloponnesios, edos1 from low Ke,
[hiiseyni] ‘asirdn, sofyan: LKP 19/173, 105r / lasi 129, 34 / Vatopediou 1428, 22.

To dpaiov mpdowndv cov oynuatiCer odpavév, Petros Peloponnesios, echos 1, hiiseyni,
sofyan: RAL 927, 50v / LKP 19/173, 102r / ELIA, 63r / lasi 129, 4.

Toyn, Gpod éyvapiles kalo koi éotoydolng, Petros Peloponnesios, edhos 1, ‘arazbir,
semd’f: RAL 927, 59v / LKP 19/173, 112r / ELIA, 70r / lasi 129, 45 / Vatopediou 1428, 46.
Tdpo me dmogooilo 010 &g vo éplevilw, Petros Peloponnesios, echos IV heptaphonic,
yegdh®, sofyan: RAL 927, 6v / RAL 925, 10r / RAL 653, 33r / LKP 19/173, 1r / CAMS P2, 52 /
CAMS P1, 1/ lasi 129, 17 / Vatopediou 1428, 31.

Tapa whéov éyvewpiodn, tpa elvar pavepdv, Petros Peloponnesios, echos 1V, beydtf",
sofyan: RAL 925, 19v / RAL 784, 22r / Gennadius 725, 74v / lasi 129, 117 / Vatopediou 1428,
108.

Tdpo méov tatidedm, Sixws ma va tadidedm, Petros Peloponnesios, echos IV, isfahan,
sofyan: RAL 927, 55r / LKP 19/173, 93r / ELIA, 54r / CAMS P2, 30 / Iasi 129, 139 / Va-
topediou 1428, 125.

Doiverar wixg 6 yei 1} voig ki la ¢ oroyeia miong, Petros Peloponnesios, ecos plagal
1V, nikriz, sofyan: Vatopediou 1428, 331.

Didxg pov pé ékardotnoes, v picw wétpa wiow, Petros Peloponnesios, edos plagal 1, sabd,
semd’f: RAL 927, 28r / LKP 19/173, 38r / ELIA, 37r / lasi 129, 167 / Vatopediou 1428, 172.

"Qc w6t ot vix T Tpa P, Slo vix dugipdiing, Petros Peloponnesios, edhos 191, hiizzam,
yiiriik semd’f: RAL 927, 34v / LKP 19/173, 62r / Tasi 129, 98 / Vatopediou 1428, 68.

[Ussak] taksim, Petros Peloponnesios, echos I: Iviron 997, 162v / Xeropotamou 305,
313r / Xeropotamou 299, 534.

|Hiizzam] taksim, Petros Peloponnesios, echosII: Iviron 997, 163r / Xeropotamou 305,
313r / Xeropotamou 299.

[Hiizzam) taksim, Petros Peloponnesios, echosII: Iviron 997, 163r.

“To otopa mavra 8Enysi”. Here as well, the composer seems to experiment with different
versions.

Given here with some reservation. Vatopediou 1428 gives the indication: 6 2 6 i and RAL
653 gives only the indication: semd’%.

89 Vatopediou 1428 gives the indication: [hiseyni] ‘asirdn makam, echos 1 from low Di.
90 RAL 925 and Gennadiou 725 give the indication: niibiift makam.

91 RAL 927 and LKP 19/173 give hiizzdm makam (and not segdh).

88



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

98 KYRIAKOS KALAITZIDIS

[Cdrgdh) taksim, Petros Peloponnesios, echos III: Iviron 997, 163v / Xeropotamou 305,
313v / Xeropotamou 299.

[Cédrgdh) taksim, another, Petros Peloponnesios, echos III: Iviron 997, 162v / Xeropo-
tamou 305, 313v / Xeropotamou 299.

Taksim, Petros Peloponnesios, echos IV: Iviron 997, 164r / Xeropotamou 305, 313v /
Xeropotamou 299.

[Hiiseyni] taksim, Petros Peloponnesios, echos plagal I: Iviron 997, 164v / Xeropota-
mou 305, 314r / Xeropotamou 299.

[Hicdz] taksim, Petros Peloponnesios, echos plagal II: Iviron 997, 165r / Xeropotamou
305, 314v / Xeropotamou 299.

[Irak) taksim, Petros Peloponnesios, echos varys: Iviron 997, 166r / Xeropotamou 305,
315r / Xeropotamou 299.

[Irak) taksim, Petros Peloponnesios, echos varys: Iviron 997, 166v / Xeropotamou 305,
315r / Xeropotamou 299.

[Rast] taksim, Petros Peloponnesios, echos plagal IV: Iviron 997, 167r / Xeropotamou
305, 315v / Xeropotamou 299.

[Rast] taksim, Petros Peloponnesios, echos plagal IV: Xeropotamou 305, 315v / Xero-
potamou 299.

Elias

Sazkdr beste Bir dil oloutzak olousechin |Bir dil olicak ol meb-i hiisniin] Elias, echos plagal IV di-
phonic, remel, verses by Elias: LKP (dossier) 59, 1.

Sazkdr ziiriik beste Ab diousytedykim [Elias®2], echos plagal IV diphonic, darbeyn: LKP (dos-
sier) 59, 3.

Iakovos Protopsaltes

Ag wpv Oappet voo kavyn0ii moté ij dvfpwndug, lakovos Protopsaltes, edhos 1, hiseyni: RAL
925, 49r.

A8v 0 uetavoidve bt Epbaco va o’ dyornd, lakovos Protopsaltes, echos plagal 1, sabd,
sofyan: verses by lakovos Protopsaltes, RAL 784, 30v / lasi 129, 172 / Vatopediou 1428, 177.

H & Spovg mpoynbeioa kai donilwg épuobeion, lakovos Protopsaltes, edhos IV legetos,
segdh, sofyan: verses by lakovos Protopsaltes, RAL 653, 39v / lasi 129, 91 / Vatopediou 1428,
146.

H dpaudtg 0év Owpettan, wite weieiog moods puetpeiar, lakovos Protopsaltes®3, edbos IV,
niihif®®, sofyan: verses by Iakovos Protopsaltes, RAL 925, 30v / RAL 784, 115v / lasi 129, 134
/ Vatopediou 1428, 134.

92 Given with with some reservation. The ysiriik beste follows after the previous work titled
“fasil sdzkdr”. The first study is the immediately preceding one. Since no composer is men-
tioned, it is very likely that Elias himself composed the work.
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Metald gpiktdv kopdrov, lakovos Protopsaltes, echos plagal 1V, rast, sofyan, verses by
Iakovos Protopsaltes: RAL 784, 62v / RAL 653, 39r / CAMS P2, 59 / lasi 129, 277 / Va-
topediou 1428, 285.

Ng yé1 frov moté eig v duunv tijs véag flixiog, lakovos Protopsaltes, echos IV, beydri,
sofyan, verses by lakovos Protopsaltes: Iasi 129, 118 / Vatopediou 1428, 109.

Oi yépeg k1 of loumpduyreg, lakovos Protopsaltes, echos plagal 11, hicdz, sofyan, verses by
Iakovos Protopsaltes: RAL 927, 45r / LKP 19/173, 73r / ELIA, 41r / CAMS P2, 33 / lasi 129,
201 Vatopediou 1428, 205.

‘Vooi Epwra omovddlovv miov uobnuonixé, lakovos Protopsaltes, echos IV, nevd, sofyan,
verses by Iakovos Protopsaltes: RAL 784, 106v / Iasi 129, 111 / Vatopediou 1428, 102.

210 méhayog tod Piov, lakovos Protopsaltes, edhos varys diatonic tetraphonic, bestenigdr,
sofyan, verses by lakovos Protopsaltes: RAL 784, 52r / CAMS P2, 57 / lasi 129, 249 / Va-
topediou 1428, 257.

Tpéiete épawres élore, lakovos Protopsaltes, edhos I from low Ke, Biselik [hiiseyni]
‘agirdn, sofyan, verses by Beyzade Yiangos Karatzas: RAL 784, 5v / CAMS P1, 3 / lasi 129, 23 /
Vatopediou 1428, 25 / Stathis, 4v / Gennadius 231, 17v / LKP 152/292, 42-49%> / LKP (dos-
sier) 73, 14.

®ijo1 pov Hlukidror, lakovos Protopsaltes, echos IV, nevd, sofyan, verses by lakovos Pro-
topsaltes: RAL 927, 47v / LKP 19/173, 83r / ELIA, 46r / RAL 784, 105v / CAMS P2, 25 / lasi
129, 110 / Vatopediou 1428, 101.

0Q Maiov vovunvia xoi mpwrouoyi aisia, lakovos Protopsaltes, echos varys diatonic,

evedrd®®, sofyan: verses by lakovos Protopsaltes, RAL 784, 45r / CAMS P2, 41 / lasi 129, 239 /
Vatopediou 1428, 247.

Petros Byzantios

H 6péParog riveiton, wyn mavra kod wpeitor, Petros Byzantios, echos IV, beydti, sofyan: LKP
19/173, 90r / Vatopediou 1428, 112.

H moviovpyiky copia kai t@v Gyoddv oitia, Petros Byzantios, echos wvarys diatonic,
evedrd®’, sofyan: verses by archdeacon Kyrillos, RAL 784, 46r / CAMS P2, 53 / lasi 129, 240 /
Vatopediou 1428, 2438.

Koi otijc toyne v yadijvnv, Petros Byzantios, echos 1, hisar biselik, sofyan, LKP 19/173,
124r / RAL 784, 100v / Iasi 129, 51 / Vatopediou 1428, 29.

Mé 16 vé elvar Ggevktog oyedov, Petros Byzantios, edbos varys diatonic®®, evig biiselik, yiiriik
semd’i: LKP 19/173, 1361 / lasi 129, 52 / Vatopediou 14238, 30.

93 Vatopediou 1428, 146 states “the subject of the verses is the [same as] the love song Aév

eivou pémog of Petros Peloponnesios”.
94 In RAL 925 the makam is tihir.
9 It is given four times followed by the rest of the verses in text only.
9%  CAMS P2 gives the indication: evig makam and echos varys beptaphonic diatonic.
97 CAMS P2 gives only the indication: evi.
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Mé 10 va Eebpw wds mepva 10 pds pov ué Géua, Petros Byzantios, echos I heptaphonic
from low Ke, biiseynt [hiiseyni] ‘asirdn, yiiriik semd’f: LKP 19/173, 140r / lasi 129, 36 / Va-
topediou 1428, 24.

Hapéderyua épdvnkes oty kabopay gidiav Petros Byzantios, echos plagal 11, hiciz, yirik
semd’f: RAL 784, 127r.

0 éwrag oo oropmiolel, ki éndrav Jiouoipadlij, Petros Byzantios, echos plagal 1, biselik,
sofyan: LKP 19/173, 146r / lasi 129, 53 / Vatopediou 1428, 27.

‘Vior véuulav éniong maxg taic yopes e i pvoig, Petros Byzantios, ecos I from low Ke,
[hiiseyni] ‘agirdn, yiiriik semd’i: LKP 19/173, 104r / RAL 784, 8r / lasi 129, 33 / Vatopediou
1428, 21.

2tabepov kolov o0 kdouov, Petros Byzantios, echos | heptaphonic from low Ke, [hiiseyni)
asiran®®, sofyan: LKP 19/173, 139r / RAL 925, 35r / RAL 784, 99v / lasi 129, 35 / Vatopediou
1428, 23.

Q iy, tf émOvueic, axdun wod ué modeueis, Petros Byzantios, edhos plagal I, biselik, sofyan:
LKP 19/173, 147r / RAL 784,11r / lasi 129, 54 / Vatopediou 14238, 28.

TanbGri Isak Fresco-Romano (1745 - 1814)

Beyiti pesrev Tanblri Isak Fresco-Romano, echos 1V, darb-i feht: LKP 2/59a, 1r.

Georgios Soutsos

Hiiseyni' ‘asirdn kdr, Ta dir tene teni tene, Aucv udnia uov dv Enpavodv of mikpoi cag motauol,
Georgios Soutsos, ebhos ] from low Ke, sofyan: verses by Georgios Soutsos, RAL 784, 1r /
Tasi 129, 11 / Vatopediou 1428, 13.

Hiiseyni ‘agirdn ziiriik semd’i, Xépia pov éroyacijte yio va opicete kald, Georgios Soutsos,
echos I from low Ke, verses by Georgios Soutsos: RAL 784, 3r / Vatopediou 1428, 14.

Bestenigdr kdr, Tatatadi, "Ewg ndre twynv épeig, Georgios Soutsos, echos varys tetraphonic
chromatic, haff, verses by Georgios Soutsos: LKP (dossier) 81100, 1r / Stathis, 27r / Gennadius
231, 51v / LKP 152/292, 122 / Archdiocese of Cyprus 33, 1.

Rast beste arzit metiya, Georgios Soutsos, echos plagal IV, firengl fer’: RAL 784, 152r.
Rast beste yalivez bir, Georgios Soutsos, echos plagal IV, hafif: RAL 784, 153v.

Mahir [kir]YO, Tadir teneni, aman, Tiv dpaiav cov eixdva, otov kabpérmy v idjig, Georgios
Soutsos, echos plagal IV heptaphonic, Aafif; verses by Georgios Soutsos: RAL 784, 161v /
CAMS P1, 4 / Iasi 129, 310 / Vatopediou 1428, 320.

98 LKP 19/173 gives the indication: echos I.

99 RAL 925 gives the indication: echos I.

100 “Composed by me, Gregorios Lambadarios, under his own instruction”.

101 yatopediou 1428, 320 gives “Most artistic beste”. However, its whole structure is indicative
of a kdr.
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[Mabir] agir semd’i, Oi oepijves tpryvopilovv, Georgios Soutsos, echos plagal IV hepta-
phonic, agir, verses by Georgios Soutsos: RAL 784, 164v / CAMS P1, 8 / Iasi 129, 312 / Va-
topediou 1428, 322.

[Mabir] yiiriik semd’t, EpyoycOnkov ¢ aévo ai kaddlov dperai, Georgios Soutsos, echos
plagal IV heptaphonic, agir, verses by Georgios Soutsos: RAL 784, 166r / CAMS P1, 10 / Iasi
129, 313 / Vatopediou 1428, 323.

Nisdbir beste, Ti ueyéln ovupopé, t fuépa, t eidijoeig, Georgios Soutsos, echos plagal
IVI02 sofan, verses by Georgios Soutsos: RAL 784, 168r & 189v / lasi 129, 327 / Vatopediou
1428, 339 / Stathis, 20v / Gennadius 231, 3r / LKP 152/292, 70.

[Nisdbir| agir semd’i, Ti kaxov Oovatnedpov, t aviatoc iy, Georgios Soutsos, edos
plagal IV, verses by Georgios Soutsos: RAL 784, 170v / Tasi 129, 328 / Vatopediou 1428, 340 /
Stathis, 23v / LKP 152/292, 75.

[Nigdbir] yiiriik semd’t, "Hotponte 010 mpdowndv oov kallovi éyyeliky, Georgios Soutsos,
echos plagal IV, verses by Georgios Soutsos: RAL 784, 171v / lasi 129, 329 / Vatopediou 1428,
341 / Stathis, 25r / LKP 152/292, 78.

[Nigdbiir] beste [pémer mice ve ué Opyvet kai Avazoldy kai Avoig, Georgios Soutsos, echos pla-
gal IV, sofyan, verses by Georgios Soutsos: RAL 784, 173r / lasi 129, / 329 / Vatopediou 1428,
341.

Nisdbir sarki, Gonuler sangaidini Georgios Soutsos, echos plagal IV, sofyan kiiciik, verses
by Georgios Soutsos: RAL 784, 173v / lasi 129, 329 / Vatopediou 1428, 342. The "Arabic
nagme", Ab ya qalbi mahzin, by the same [composer] follows.

Antoninin

Niibiift [pesrev] Antoninin, [echos V], hdvi: Gritsanis 3, 182r.

Y@Gsuf Usta

Beydti [pegrev) Yasuf Celebi, echos IV, berefsan: Gritsanis 3, 143v.

Tziochatzoglou

Téhir [pesrev] Tziochatzoglou, [echos 1], devr-i revdn: Gritsanis 3, 144v.

Evi¢ [pesrev] Tziochatzoglou, [echos varys heptaphonic diatonic], diyek: Gritsanis 3,
151v.

Tanburi Arezouni!®

Sabéd [pesrev] Tanburi Arezouni, [echos plagal I diphonic]: Gritsanis 3, 160v.

Sabd [saz] semd Tanburi Arezouni, [echos plagal I diphonic]: Gritsanis 3, 210v.

Penggih [saz] semd’? Tanburi Arezouni, [echos plagal I tetraphonic]: Gritsanis 3, 227ar.

102 MS Stathis gives the more correct echos plagal I triphonic with kliton (the enharmonic
phthora).

103 The name is found written in three different ways: “Areznoun” 162v / “Arizouni” 213v /
“Areznin tanburi” 231r.
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Ismail Tzaous

Yar pilim éim pezmizeIsmail Tzaous: Gritsanis 3, 167r.

Peligratzoglou

Mabiir yiiriik semd’ Peligratzoglou, echos plagal IV heptahonic, zincir: Gritsanis 3, 19v.

Tanburi Hact Omer Aga
Niihiift [saz] semd Tanburi Hact Omer Aga, [echosIV]: Gritsanis 3, 183r.

Hocamasinin
Miiste’dr pegrev'%* Hocamasinin, edbos IV legetos, mubammes: Gritsanis 3, 44v.

Skouloumbris of Chios

05

"Hiio¢ houmpoc pué poewvic dxtivee, Skouloumbris of Chios!9, edos plagal 1V, rast:

frangi, Vatopediou 1428, 302.
Yiangos Aga of Siphnos

Mz 7o {onpag éxtivag t@v dpaiwv oov uani@v, Yiangos Aga of Siphnos, edos plagal
1V, nikriz, sofyan: Vatopediou 1428, 334.

Folk

Aucy, Bovve mapakxold eimijre, island song, echos IV legetos, segdh, sofyan 2 6 i: Vatopediou
1428, 156.

Av k1 avto 76 kaue frénerc, island songl0, echos IV, hisar, frangi: Vatopediou 1428, 186.

Képn padoyuarévia pov, song from Zakynthos, ecos plagal 1V, rast: lagi 129, 333 / Va-
topediou 1428, 304.

Eévog fjuov ki fipba tiopa, [folk], echos plagal IV, 4 /x: LKP 152/292, 287.
Unspecified composer

Instrumental Compositions

Ussak [pesrev] [unspecified composer], [echos]], ¢enber: Gritsanis 3, 72v.
Ussak [pesrev] [unspecified composer], [echos]]: Gritsanis 3, 84v.

Ussak soylu pesrev [unspecified composer], [echos 1], diiyek: Gritsanis 3, 234v.
Ussak [pesrev] [unspecified composer], [echos]1], hafif: LKP (dossier) 60, 16r.

Rast [pesrev] [unspecified composer], [echos plagal IV], darb-i feht: LKP (dossier) 60,
41v.

104 1t appears to be incomplete with respect to its form, because its length differs to that of a

pesrev and at the same time there are no indications of ferkibs etc.

105 The complete identity of the composer in the manuscript is: “Music by musikantes Skou-
loumbris of Chios at Stavrodromi”.

106 The manuscript gives the indication: “adapted to the same verses and composed by Nike-
foros”.
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Rast'"7 [pesrev] [unspecified composer], [echos plagal IV], darb-i feht: LKP (dossier)
60, 43v.

Salingak rast pesrev [unspecified composer], [echos plagal V], devr-i revin: LKP (dos-
sier) 60, 45r.

Hiiseyni [pesrev] [unspecified composer], [echos plagal 1], diiyek: Gritsanis 3, 65v.

Hiiseyni [pesrev] [unspecified composer], [echos plagal 1], diiyek - cenber - fabte - beref-

sén: Gritsanis 3, 115v108,

Hiiseyni [pesrev] [unspecified composer], [echos plagal 1], diiyek, siikifezdr: Gritsanis 3,
110v.

Hiiseyni [pegrev] [unspecified composer], [echos plagal 1], cenber, heyplerimin: Gritsanis
3, 134v.

Hiiseyni [pesrev] [unspecified composer], [echos plagal 1], kiigiik zincir: Gritsanis 3, 137v.

Hiiseyni [pesrev] [unspecified composer], [echos plagal 1], devr-i revdn: LKP (dossier)
60, 34r.

Hiiseyni [pesrev] [unspecified composer], [echos plagal 1], fabte: Gritsanis 3, 175v.
Hiiseynit kdynat'%® pesrev [unspecified composer], [edhos plagal 1], hafif Gritsanis 3,
247v / LKP (dossier) 60, 38r.

Hicdz [pesrev] [unspecified composer], echos plagal 11, zincir: Gritsanis 3, 3v.

Hiciz [pesrev] [unspecified composer], echos plagal I, devr-i kebir: Gritsanis 3, 135v.
Hiciz [pesrev] [unspecified composer], echos plagal 11, hafif: Gritsanis 3, 196v.

Hicdz [pesrev] [unspecified composer] fevir, [echos plagal I1]: LKP (dossier) 60, 24r.
Cdrgdh [pesrev] [unspecified composer], [echos I11), devr-i kebir: Gritsanis 3, 113r.
Hiiizzam [pegrev] [unspecified composer], ehos I1, dijyek: Gritsanis 3, 32v.

Segdh [pesrev]) [unspecified composer], echos IV legetos, mubammes: Gritsanis 3, 42v.
Segdh [pesrev] [unspecified composer], [echos IV legetos], ¢enber: Gritsanis 3, 213v.
Nevd [pesrev] [unspecified composer], [echos IV], ¢enber: Gritsanis 3, 66v.

Nevd [pesrev] [unspecified composer], [echos IV], berefsdn: Gritsanis 3, 91v.

Nevd [pesrev] [unspecified composer], [echos IV], mubammes: Gritsanis 3, 149v.

Kiirdi [pesrev] [unspecified composer], [echos plagal I hard diatonic], darbeyn: Grit-
sanis 3, 141v.

Sabi [pesrev] [unspecified composer], [echos plagal I|, darb-i feht: Gritsanis 3, 16v.

107 The manuscript also gives the indication: #isdbir.

108 Very similar to that in Cantemir’s collection (f 40, work 73) attributed to Sultan Murad.

109 The pegrev is written in both manuscripts with small differences in notation. In Gritsanis 3
has “ki kiaimat”, while LKP (dossier) 60 has “kiainat”. According to W. Feldman (private
communication) it may be a title which means “existence”.
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Sabd [pesrev] [unspecified composer], edos plagal I diphonic, devr-i: Gritsanis 3,
235r.

Sabd [pesrev] [unspecified composer], [ehos plagal I diphonic], ¢enber: LKP (dossier)
60, 8v.

Sabd degisme [unspecified composer], [echos plagal I diphonic], hafif - sakil - hdvi - dar-
beyn: LKP (dossier) 60, 15r.

Beyiti pesrev [unspecified composer], [echos IV], sofyan: Gritsanis 3, 142v.

Beyiti [pesrev] [unspecified composer], [echos IV], sakil: LKP (dossier) 60, 19v.

Acem pesrev [unspecified composer], [echos | pentaphonic], ama ¢enber: Gritsanis 3,
51v / LKP (dossier) 60, 10r.

Acem [pesrev] [unspecified composer], [echos I pentaphonic], fabte: Gritsanis 3, 52v.

Zerzemeli Sabd [pesrev] [unspecified composer], [echos plagal 1], darb-i feht: Gritsanis 3,
26v.

Mubayyer [pesrev;] [unspecified composer], [echos plagal I diphonic]: Gritsanis 3, 161r.
Mabir pesrev [unspecified composer], [echos plagal IV heptaphonic], berefidn: Grit-

sanis 3, 22r.

Mabir [pesrev] [unspecified composer], [echos plagal IV heptaphonic], darb-i febr:
Gritsanis 3, 236r.

Bestenigdr [pesrev] [unspecified composer], varys tetraphonic diatonic, sakil: Gritsanis
3, 75r.

Biiselik [pesrev] [unspecified composer], [echos plagal I hard diatonic], darb-i febt: Grit-
sanis 3, 178v.

Biselik [pesrev] [unspecified composer], [echos plagal T hard diatonic]: Gritsanis 3,
211v.

Biiselik [pesrev] [unspecified composer], [echos plagal I hard diatonic], diiyek: Gritsanis
3, 217v.

Nibhavent [pesrev] [unspecified composer], echos plagal IV [hard diatonic], devr-i kebir:
Gritsanis 3, 227av.

Irak [pesrev] [unspecified composer], [echos varys diatonic]: Gritsanis 3, 62v.

Sultini irak [Pesrev] [unspecified composer], [echos varys diatonic], fabte: Gritsanis 3,
114v.

[Hiiseyni] ‘asirdn [pesrev] [unspecified composer], [ehos plagal 1 heptaphonic from
low Ke], sakil: Gritsanis 3, 67v.

[Hiiseyni] ‘agirdn pesrev [unspecified composer], [echos plagal I heptaphonic from low
Ke], ¢enber: Gritsanis 3, 68r.

[Hiiseyni) ‘asirdn [pesrev]) [unspecified composer], [echos plagal I heptaphonic from
low Ke], fahte: Gritsanis 3, 155v.
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Arazbdr beyplilerin [pesrev] [unspecified composer], [echos IV legetos], devr-i revin: Grit-
sanis 3, 73v.

Niihiifi [pesrev] [unspecified composer], [echos IV], sakil: Gritsanis 3, 180v.
Bozorg [pesrev] [unspecified composer], [echos plagal IV], zincir: Gritsanis 3, 7v.

Réhatii’l-ervdh pesrev [unspecified composer], [echos varys diatonic|, darbeyn terv peref:
Gritsanis 3, 90r.

Rehdvi pegli Pegrev [unspecified composer], sakil: Gritsanis 3, 230r.

Nevgiilat [pesrev] [unspecified composer], fabte: Gritsanis 3, 202v.

[Pesrev] [unspecified composer], fabte: Gritsanis 3, 203r.

[Pesrev] [unspecified composer], [echos plagal I110), sakil: Gritsanis 3, 224v.

[Pesrev] [unspecified composer], [echos IV], darb-i febt: Gritsanis 3, 234v.

[Pesrev] [unspecified composer], [echos IV], gil devr-i: Gritsanis 3, 239v.

Siinbiile [pesrev] [unspecified composer], devr-i: LKP (dossier) 60, 50r.

Karcigar pesrev [unspecified composer], [echos I mixed with II (defieroprotos)), diiyek:
LKP (dossier) 60, 11r.

Diigih siikifezdr [pesrev] [unspecified composer], [echos plagal 1], diyek: LKP (dossier)
60, 27v.

Murassa“kiigiitk [unspecified composer]: Gritsanis 3, 214v.

Evi¢ sabathname [unspecified composer], [echos varys heptaphonic diatonic], mu-
hammes: Gritsanis 3, 163av.

Acem ‘agirdn Saz Semd’i [ O1d], [echos varys]: LKP (dossier) 60, 13r.

Rast saz semd’ [O1ld], [echos plagal IV]: LKP (dossier) 60, 48r.

Hicdz saz semd’i [unspecified composer], edhos plagal II: LKP (dossier) 60, 21r.

Segdh [saz] Semd’ [unspecified composer], echos IV legetos: Gritsanis 3, 63v.

EY)

Segdh biiyiik [saz] Semd [unspecified composer], edhos IV legetos: Gritsanis 3, 63v.
Segdh [saz] Semd’i [unspecified composer], echos IV legetos: Gritsanis 3, 157r.
Hiiseyni [saz] semd’i [unspecified composer], [echos plagal I]: Gritsanis 3, 117v.
Biiyiik [saz) semd’i hiiseyni [unspecified composer], [echos plagal I]: Gritsanis 3, 173v.

PEY)

Nevd [saz] semd’ [unspecified composer], [echos varys diatonic]: Gritsanis 3, 102v.

234

Mabir [saz] semd’i [unspecified composer], [echos plagal IV heptaphonic]: Gritsanis
3, 21r.

Beyiti [saz] semd’ [unspecified composer], [echos IV]: Gritsanis 3, 119r.
Acem [saz] semd’ [unspecified composer], [echos ] pentaphonic]: Gritsanis 3, 160r.

Acem saz semd’i [unspecified composer], [echos varys]: LKP (dossier) 60, 49r.

110 At least that is what was determined by the phthorai of the music score.
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[Hiiseyni) ‘agirdn [saz] semd’i [unspecified composer]: echos plagal I heptaphonic from
low Ke, Gritsanis 3, 58v.

[Hiiseyni] ‘agirdn [saz] semdi [unspecified composer]: [ehos plagal I heptaphonic
from low Ke], Gritsanis 3, 69v.

A3

Acem [biiseyni| ‘asirdn [saz] semd’i [unspecified composer], [echos varys]: Gritsanis 3,
240v.

Nibavent [saz] semd’? [unspecified composer], echos plagal IV [hard diatonic]: Grit-
sanis 3, 228v.

Mubayyer [saz) semd [unspecified composer], [echos plagal I heptaphonic]: Gritsanis
3, 79v.

Mubayyer [saz] semdi [unspecified composer], [echos plagal I heptaphonic]: Gritsanis
3, 156v.

ey

Mubayyer biiselik [saz] semd’i [unspecified composer], [echos IV]: Gritsanis 3, 127r.

Sebndz [saz) semd’ [unspecified composer], echos plagal II heptaphonic: Gritsanis 3,
82r.

Cdrgdh [saz] semd’i [unspecified composer], [echos III]: Gritsanis 3, 113v.

RV

Réhatii’l-Ervébh [saz] semdi [unspecified composer], [echos varys diatonic]: Gritsanis 3,
91r.

Neuvriiz-i ‘acem [saz] semd’ [unspecified composer]: Gritsanis 3, 206v.
[Hisar biiselik) [saz] semd’i [unspecified composer], [echos plagal I hard diatonic]:
Gritsanis 3, 25r.

Vocal Compositions

AioBdvouar dpystace T0d ywpiouod todg mévovg, [unspecified composer], edhos plagal I
phthorikos: Stathis, 6v.

Alwviog &aco 10 pds v 6photudv pov, [unspecified composer], [echos plagal IV
probably]: Gennadius 231, 79r.

Av axdua dupipiiing, [unspecified composer], ehos plagal 1 [spathios], sefkoutarat,
sofyan: Gennadius 231, 62v.

AvOog teprvov éapvév, [unspecified composer], edhos plagal II: Gennadius 231, 22v.

Av o1ov Kéopov fibeg udvog, unspecified, echos plagal I, sabd, sofyan: RAL 925, 32v / lasi
129, 171 / Vatopediou 1428, 176.

Ao o ylvkd oov pdrio tpéyer dhavazov vepdv, [unspecified composer], echos plagal 1, hi-
sar biselik: RAL 925, 191 / ELIA, 94r / CAMS P2, 37 / CAMS P1, 16.

Andye o uesdvorra, [unspecified composer], [echos plagal IV], rast: Gennadius 231,
43v.

An’tov kaupdv, [unspecified composer], [echos plagal IV]: Gennadius 231, 47r.
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Ag wiy Gappij vo kavyndij, [unspecified composer], edhos plagal 1, hiseyni, sofyan: LKP
152/292, 17.

Agoviouog koi Amn Epeig i ¢ vawij, [unspecified composer], echos plagal IV, rast: RAL
925, 41v.

Ay av moté popa xarapépn, [unspecified composer], edos plagal I phthorikos, baba
tdhir: Stathis, 9r / LKP 152/292, 64.

Ay &pwro oxlnpdrore kai moia ev’ o kaldd sov, unspecified, echos plagal IV hard diatonic, ni-
havent, sofyan'!1: RAL 927, 22v / RAL 925, 52r / RAL 653, 37v / LKP 19/173, 23r / ELIA, 24r
/ Tasi 129, 305 / Vatopediou 1428, 326.

Bidlopai kai laytapd, v dpov ypévov mpy Owpd, unspecified, echos plagal IV, nikriz, sofyan:
LKP 19/173, 29r / CAMS P2, 45 / Tasi 129, 321 / Vatopediou 1428, 332.

Tagpikov kai foapoc eloon Stav av Gedjoerc, [unspecified composer] 12, edos plagal IV,
hisar rast: RAL 784, 178r.

Aév Eedpw 10 pepéu oov pimeg ki drotsyer’ 13, unspecified, edos 1, ussak yirik semd’i: LKP

19/173, 1351 / Tasi 129, 32 / Vatopediou 1428, 37.
Aioti mhéov Sév mimrerg, [unspecified composer], [echos plagal IV]: Gennadius 231, 68v.

Abo Kkapdidv dlacPepio, Smoiog k1 Gv 10 macapdicer, unspecified, echos varys diatonic,
rdhatii’l-ervih 14, sofyan: LKP 19/173, 137r / ELIA, 87r / CAMS P2, 39 / lasi 129, 256 / Va-
topediou 1428, 264.

"Eop eloa ué w avy 113, [unspecified composer], edos plagal II: Stathis, 47r / LKP
152/292, 59116,

"Eyve vekpavaotooig, [unspecified composer], edos IV legetos, segdh: RAL 927, 37v /
LKP 19/173, 54r / CAMS P2, 18.

Eig 10 Ooapov 10D kdauov, ué ¢ uétpo tod vods pov, unspecified, echos 111, ¢drgdh, sofyan:
RAL 784, 102r / Tasi 129, 67 / Vatopediou 1428, 83.

Eig 100 Spovg tijs pidiag, unspecified, echos varys diatonic heptaphonic, evgdrd, sofyan: RAL
784, 44r / Tasi 129, 238 / Vatopediou 1428, 246.

Evog pddov Oewpia, unspecified, echos plagal 11, hicdz, sofyan: RAL 927, 12v / LKP 19/173,
64r / ELIA, 81r / Tasi 129, 202 / Vatopediou 1428, 206.

"Epwrog 6in 1 doéa idiuara, [unspecified composer], ehos varys heptaphonic, evig,
sofyan: CAMS P1, 12.

11 E1IA gives the indication: usil semd’r.

12 Immediately afterwards, f. 179r gives the indication: “The same one, newer, nisibiirek,
lechos) plagal IV Eig 100 Joumpod mposdmov cov 10 mdvoopov oyoieiov”. On f. 179v it seems to
continue with a “persengi” [echos| plagal IV Q¢ néte if orcinpdng 1 mepfolixi).

113 1KP 19/173 gives the indication: the mesreps.

114 TKP 19/173 and CAMS P2 give the indication: rdbat-fezd makam.

115 «Some other ones, called levantinika’.

116 Followed in the manuscript by Pa, ITT/x, Iixpé dvaotevilm, which looks like a verse or a
continuation of this song, not like a different independent piece.
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"Exe 9@ pov gig tov vod cov, todtov du o dyand, unspecified, echos IV, beydti, sofyan: lasi
129, 119 / Vatopediou 1428, 110.

"Ewg tdpo fjumopodoa, v kopdid pov kai xpotodoa, unspecified, echos varys diatonic,
evedrdtV?, sofyan: RAL 925, 20v / LKP 19/173, 10r / CAMS P2, 39 / Iasi 129, 245 / Vatopediou
1428, 253.

Zeb Ogé Oedv e kai Oy, [unspecified composer], echos plagal IV: Gennadius 231,
32v.

H éféfarog xveitan, wyn mavta xai wuetton unspecified, edbos IV legetos, segdh'18, sofyan:
RAL 784, 109r / CAMS P2, 27 / Tasi 129, 121.

H Agppodity o’ elde koi ppitrer k1’ dmopel, unspecified, echos varys diatonic heptaphonic,
evgdrd, sofyan: lasi 129, 234 / Vatopediou 1428, 242.

H yidooo pov i may pov Gv ¢ arapiduion, unspecified, echos plagal 11, hicdz, sofyan'!?:
RAL 784, 128r / Iasi 129, 205 / Vatopediou 1428, 208.

H ebuoppid oov pds uov, unspecified, echos varys diatonic [tetraphonic], bestenigdr, yiiriik
semd’r: lagi 129, 246 / Vatopediou 1428, 254.

Hbénoa v’ évrioradd, mollais popais ve uiv mocld, unspecified, echos plagal 1V, rast,
sofyan: LKP 19/173, 126r / CAMS P2, 44 / Tasi 129, 275 / Vatopediou 1428, 283.

H pé otélieic tiv kapdid pov #i kparic xai 0 kopui, unspecified20) echos IV legetos, segih,
sofyan: RAL 925, 22v / lasi 129, 102 / Vatopediou 1428, 150.

Odvaze T eyévvnkeg, unspecified, edbos plagal 1, hisar, sofyan’?': RAL 927, 63r / LKP
19/173, 121r / ELIA, 77r / lasi 129, 179 / Vatopediou 1428, 183.

BOavudlw Srav Pracdd, todg mévovg wov va oroyacid, unspecified, echos IV, beydti\22, sofyan:
RAL 927, 57v / LKP 19/173, 86r / ELIA, 49r / RAL 784, 21r & 231123 / CAMS P2, 24 / lasi
129, 113 / Vatopediou 1428, 104.

Oavudlew Stav Procld, todg mévovg pov va otoyacid, [unspecified composer], edhos pla-
gal 1V, bozorg, sofyan: RAL 927 / LKP 19/173, 32r.

Oéleig vo ué bavardoeig, [unspecified composer], echos varys, acem ‘asirdn, sofyan: RAL
927, 13r / RAL 925, 8v / LKP 19/173, 109r / ELIA, 84r.

Kai mo1o kaho vo Qounbd, unspecified, echos plagal 1, sabd, yiiriik semd’s: Tasi 129, 173 / Va-
topediou 1428, 178.

117 RAL 925, LKP 19/173 and CAMS P2 give the indication: sultdn irak.

118 CAMS P2 gives the indication: beydti makam.

119 MS 784 usil 6 2 6 i.

120 The manuscript gives the indication: “old” (“momév”).

121 EL1A and LKP 19/173 give the indication: #s#l semd’s.

122 Beyiti makam is the indication given by Petros in codex RAL 927, Nikeforos in RAL 784
and the scribe of ELIA. Nikeforos in Vatopediou 1428 gives Nevd. CAMS P2, 24 gives the
indication: isfahdn makam.

123 The song is found twice in the same codex, in different folios.
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Kabax 1 66lac00. aitd mévra 0 ovvnbiler, unspecified, echos plagal 11, hicdz, yirik semd’s:
RAL 927, 41v / LKP 19/173, 68r / RAL 784, 126r / CAMS P2, 36 / lasi 129, 203 / Vatopediou
1428, 207.

124 [unspecified composer]: RAL 925, 60v.

K1 o onjuepov 1 doxu
Koxdva popyidpa, [unspecified composer], echos plagal 11, hicAz: Gennadius 231, 44r.

Kokdve Mopyiopii'?®, [unspecified composer], echos plagal I, [hiciz]: Gennadius 231,

44r.
Aoirov oot o¢ éyand, [unspecified composer], echos plagal IV: ELIA, 93r.

Mavo. 5ég m6 “yete maudic, [unspecified composer], echos I11: semd’, LKP 152/292, 17.

Maipa mé dmepaoioo gic 1 8¢ vé félw’?6, unspecified, echos plagal 1V, rast'?, semd’1\28:

RAL 927, 19v / RAL 925, 32r / RAL 653, 37r / LKP 19/173, 17r / ELIA, 17r / lag1 129, 273 /
Vatopediou 1428, 281.

Mz 8bo méln topavvoduai, pofepd. kai molguoduor, unspecified, echos 1, hiseyni, sofyan: LKP
19/173, 122r / CAMS P2, 19 / Tasi 129, 6 / Vatopediou 1428, 5.

Méoa oé médayog Pads, [unspecified composer], edhos plagal 11, hicdz: CAMS P1, 16.

Metd v otépnaiv gov kai vaydpnoiv oov, unspecified, echos IV, beydti, yiiriik semd’i: LKP
19/173, 142r / CAMS P2, 28 / lasi 129, 122 / Vatopediou 1428, 113.

234

Mé 10 ulpém t@v potidv, mod vai yeudra voopr, unspecified, echos IV, nigdbir, yiirik semd’s:
RAL 925, 25r / LKP 19/173, 138r & 160v / CAMS P2, 31 / Iasi 129, 133 / Vatopediou 14238,
135.

Mé ©0 vé *vau 1} kapdié pov, unspecified, echos 1, biiseyni, sofyan: RAL 927, 51r / LKP 19/173,
101r / ELIA, 62r / RAL 784, 95r / lasi 129, 3 / Vatopediou 1428, 7.

Mio. edyevin oy, [unspecified composer], [echos plagal IV heptaphonic]: Gennadius
231, 70v.

Néog Apng tdpa péyel, [unspecified composer], edos plagal II heptaphonic triphonic,
sofyan: LKP 152/292, 11.

Neduig évOnpa, [unspecified composer], [echos plagal IV], sofyan: Gennadius 231, 64v.
Nedng pov 60dia yeudrn topavvia, [unspecified composer], ehos plagal II triphonic,
hicdz, sofyan: CAMS P2, 38.

Ng yé1 frov moté eig v diuny tiig véog flaxiag, [unspecified composer], edos 1V, beydti:
LKP 19/173, 159r.

124 The music score is preceded by the text “ Opaog ki bt 1 Sokipn d8v yiver dAuépa kol pd-
Mota dotépyla ///, Kt amévov 6Tov dépa. TToydcov ob piay eopav, Tig eV’ 6 KOGHog Gpaipa”.
There are no indications of echos, makam or usil.

125 The manuscript gives the indication: “another one, in a different way”.

126 RAL 925 does not have “md”.

127 RAL 925 gives the indication: mahtr makam.

128 MS 1428 gives the indication: usitl 6 2 (sofyan).
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0 &pwe péyovio eic w son?’, [unspecified composer], edos varys tetraphonic dia-
tonic, bestenigdr : Stathis, 19r & Stathis, 46r / Gennadius 231, 15r / LKP 152/292, 62.

Oi &pwreg éxdveyav ata ebuoped oov udnia, [unspecified composer], echos I, mubayyer:
RAL 927, 8r / RAL 925, 34v.

Oi Khijoeic Aéyovv of moMoi, [unspecified composer], [echos plagal I hard diatonic!39]:
Gennadius 231, 69r.

‘Olot yrazpoi ©o dmopodv, [unspecified composer], echos plagal I1: ELIA, 96r.

‘Oroiog mé amopacion, yio v’ avamolewion, unspecified, echos varys diatonic heptaphonic,
evedrd'31, sofyan: RAL 925, 33r / LKP 19/173, 115r / RAL 784, 129r / CAMS P2, 38 / lasi 129,
235 / Vatopediou 1428, 243.

Orov opameig e vépn, [unspecified composer], [echos plagal IV]: Gennadius 231, 65v.
O, 11 &v émBowijon ke Evag vo dmoktiost, unspecified, echos IV legetos with zygos, miiste’dr,
sofyan: RAL 927, 64r / LKP 19/173, 56r / CAMS P2, 18 / lasi 129, 132 / Vatopediou 1428, 155.
II6)av o véow mpoafolay ki Spunv 0 &pwrog molliv, [unspecified composer], edhos IV
legetos, segdh: RAL 925,18r.

Hévra Jépeig v émilw, mdvro A vo kaptepd, unspecified, echos IV, beydti'32, sofyan: RAL
784, 108v / CAMS P2, 29 / Iasi 129, 120 / Vatopediou 1428, 111.

Hopéderyuo gpdvires oty kabapay gitiav, unspecified, edbos plagal 11133, sirki hicdz, yiiriik
semd’f: LKP 19/173, 143r / CAMS P2, 40 / 204 / Vatopediou 1428, 214.

Moo vé: elvar tyo wéav 1 aitia tiic dpyiic3?, unspecified, edbos 11, ¢drgih, sofyan: RAL 925,
21r / RAL 784, 12r / Gennadius 725, 73r / ELIA, 89r / lasi 129, 66 / Vatopediou 1428, 36.
Ioté tov Jév éotdln 6 Kdouog diyws mabn, unspecified, echos I, ‘ussak, yirik semd’i: LKP
19/173, 128r / Tasi 129, 31 / Vatopediou 1428, 36.

Ilod Hpdrieirog vo khabdoer Olafepi ywpic vé mavon, unspecified, echos plagal 1V, nikriz,
sofyan: LKP 19/173, 127r / RAL 784, 84v / CAMS P2, 43 / lasi 129, 322 / Vatopediou 1428,
333.

Iov *vou 10 éoxn k1 yapd wod elya *yo» &2y popé, [unspecified composer], edos varys
diatonic heptaphonic: Stathis, 14r / LKP 152/292, 65.

129 Manuscript Stathis has “Another one, very difficult due to the irregularity of tempo. Its
creator is unknown. It appears to be the work of someone named Nestor. At the end of
this book, the same piece will be presented clean of omissions and meaningless additions,
however here it is placed [as] found in various manuscripts”. On f. 46r the following note
is found: “Here is also the promised one, corrected according to my ideas, if [ am allowed
by the one who composed it. Written here only because I had promised, as it is useless
otherwise™.

130 A5 determined by the martyriai it is hard diatonic.

131 RAL 925 gives the indication: irak makam.

132 CAMS P2 gives the indication: zevd makam.

133 CAMS P2 gives the indications: [echos] 11 and echos varys diatonic.

134 RAL 784 gives the incipit: Iloia téya fov médv.
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Ilpoocmov kdllog payviprng dllog, [unspecified composer], ehos varys heptaphonic,
Evig: LKP 19/173, 159v / CAMS P2, 42 / Stathis, 14r.

Ipdrta téoov tijs pidiag, unspecified, echos IV, isfabdn, sofyan: LKP 19/173, 130r / RAL 784,
118v / CAMS P2, 26 / Vatopediou 1428, 131.

&g Pootds kapdid 1 avpdlo, Stav todg xanuods kutdlw, unspecified, echos plagal 1V, rast,
sofyan: RAL 927, 19r / / RAL 925, 27v / RAL 784, 60r / RAL 653, 36v / LKP 19/173, 16r /
ELIA, 16r / CAMS P2, 64 / CAMS P1, 15 / lasi 129, 270 / Vatopediou 1428, 279.

6w 68V 1f0eheg piio, o ué &01deg aitia, [unspecified composer], echos IV legetos, hiizzam,
sofyan: RAL 925, 22r.

Zav 88v 1i0eheg pidia, ti ué &5ideg aitio, [unspecified composer], edhos plagal IV hepta-
phonic, mabir, sofyan: RAL 925, 30r / ELIA, 88r.

2’ &va Jeudva dpetdv, téieiov kai dpaiov, [unspecified composer], edhos IV, nibift:
RAL 925, 53r.

Zraig Abmaig uov dvaxwyn, unspecified, echos 11, hiizzam, sofyan: ELIA, 95r / CAMS P2, 21 /
Tasi 129, 100 / Vatopediou 1428, 70.

Ztéuo Eurdeov sogiag, unspecified, echos plagal 1, sabd, sofyan: RAL 784,29 / CAMS P1, 15
/ Tasi 129, 170 / Vatopediou 1428, 175.

To k6An oov woylj pov, o téoa Gavuaotd, [unspecified composer], echos 11, hizzam:
RAL 925, 34r.

234

To pémio pov Ebduncwoay ki Aoy wpy Owpid tovg, unspecified, echos IV, nevd, yiirik semd’i:
LKP 19/173, 144r & 160v / CAMS P2, 28 / lasi 129, 112 / Vatopediou 1428, 103.

16 yeiln pov movrouve: elvar poapupoxouéva, [unspecified composer], [echos plagal IV]:
Gennadius 231, 67r.

Tiv dpav n° d&idvopar, vé aé i@ woyr pov, unspecified, echos plagal IV heptaphonic, ma-
hir'33, semd’i: RAL 653, 38v / LKP 19/173, 30r & 131r / ELIA, 29r / RAL 784, 133r / CAMS
P2, 43 & 45 / CAMS P1, 14 / lasi 129, 316 / Vatopediou 1428, 318.

Ti Goony modhie 6Bhio, unspecified, echos plagal IV, mabir, sofyan'36: RAL 927, 24v / RAL 925,
25v / LKP 19/173, 31r / ELIA, 30r / RAL 784, 79v / CAMS P1, 13 / lasi 129, 307 / Va-
topediou 1428, 314.

Ti ueyéhn dmopia émov 7 molvkaipio, [unspecified composer], ehos plagal 1V, nikriz:
RAL 927, 24r.

Ti vé kbuew, i ve yevé, [unspecified composer], echos plagal 1, sabd: RAL 925, 40v.

Ti moddé peydlov Oéiw kol éovaiav goPepr, [unspecified composer], ehos 1, ‘ugsak:
RAL 927, 30v / LKP 19/173, 43r.

135 CAMS P2, 43 gives the indications: penggdh makam and echos plagal IV tetraphonic. Fur-

ther down on f. 45 it is given as it is found in other manuscripts. MS LKP 19/173, 131r
also has it as penggdh, while in 30r it is given as mahdr.
136 ELIA gives the indication: #sil semd’r.
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Ti owpopijs ¢iin mopeio. mo wéonv éuneipia [unspecified composer], edhos IV legetos,
segdh, sofyan: Gennadius 231, 71v.

To Papd tijs pixvuiag, [unspecified composer], ehos varys diatonic, [irak]: Gennadius
231, 14v.

To movii j” oo dmoktijowm, [unspecified composer], echos plagal 11, hicdz: ELIA, 92r.

To obvvepov 100 &pwrog, [unspecified composer], edhos plagal IV tetraphonic, penggdh,
yiiriik semd’i: LKP 19/173, 132r.

Tod ywpiopod 0 wébog minydver kazd Pabog, [unspecified composer], echos varys, be-
stenigdr : CAMS P2, 42.

To pdsg émo tov fiov, [unspecified composer], echos plagal 11, hicdz, yiiriik semd’i: LKP
19/173, 145r / CAMS P2, 36.

Dapétpay dumieov ué 1ééo péss pov, [unspecified composer], echos 1, hiiseyni, diyek: LKP
152/292, 4.

Dwvdler 1j kopdid pov, wod mhyer i yopd pov, [unspecified composer], edos varys dia-
tonic, RAL 925, 61r.

Dadg pov 1 Lwnpdrig kai 8 1 wepmvétig, [unspecified composer], edos plagal 11, arabin:
CAMS P2, 37.

Dwrevérare kowjro, [unspecified composer], edos varys diatonic, [Irak]: Gennadius
231, 14r / LKP 152/292, 69.

Yoyn 60ia, tf dvotvyia, [unspecified composer], echos IV: Gennadius 231, 35v / LKP
152/292, 60.

Yoyii pov t onuoveis Stav a¢ nd ndg dév moveig, [unspecified composer], echos plagal I,
diigdh, sofyan: Gritsanis 3, 3r / RAL 927, 26r / LKP 19/173, 34r / ELIA, 33r.

0 dveue xoxomoié, néc pe yiow” éumodiCerg, unspecified, echos plagal 11, hiimayiin, yiriik semd’:
LKP 19/173, 141r / CAMS P2, 36 / Iasi 129, 212 / Vatopediou 1428, 217.

0 épwra évdpeiov, [unspecified composer], [echos plagal IV]: Gennadius 231, 66v.

0 Oavuaorov évfpomvov, [unspecified composer], echos I, ¢drgdh, semd’’: LKP
19/173, 78r / ELIA, 83r / CAMS P2, 22.

Q petoixnote ppikcrdng & OGavaowos pvyi, [unspecified composer], echos plagal I
phthorikos: Stathis, 7r.

0 pédov dpaidtazov v Joviovdidv kopiva, unspecified, echos IV legetos, segdh, sofyant37:
RAL 784, 104r / ELIA, 86r / lasi 129, 104 / Vatopediou 1428, 152.

0 1 Oiyng odpvidio kai koxdv émdnuia, [unspecified composer], edos plagal I [hard
diatonic], biselik: CAMS P2, 52.

Q ypvoompdaorvov Sevipi, [unspecified composer], echos plagal I1: Stathis, 47v.

137 ELIA gives the indication: #sél semd’r.
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Rast [beste] Qoo va &mec 10 vepov i Mibnc38, [unspecified composer], edos plagal

IV, yiiriik semd’i: RAL 925, 59r / LKP 19/173, 148r.

Non-Greek

Miousi chouten [segdh) semd [unspecified composer], [echos IV legetos]: LKP 137 (dos-
sier), 4r.

Sen dechi [irak) yiiriik semd’i [unspecified composer], [echos varys|: LKP 137 (dossier), 4v.

Nibavent beste tapa kidi ask//yla fergiadéi [unspecified composer], [echos plagal IV
hard diatonic]: nim sakil, Gritsanis 3, 172v.

Hacin ydr hiizzam [beste] [unspecified composer], [echos I1], hafif: Gritsanis 3, 182v.
Sechakisoupchouvisali cammm [unspecified], [echos varys diatonic], diiyek, Gritsanis 3, 163r.

Mour dil tzasmedechadaze rast [beste] [unspecified composer], [echos plagal IV]: LKP
137 (dossier), 19r.

Gordahol tabi cane dir evig [beste] [unspecified composer], [echos varys]: LKP 137 (dos-
sier), 20r.

Chep nasezalech hivi [beste] [unspecified composer]: LKP 137 (dossier), 20v.
Hey ab itmez idim [beste] [unspecified composer], mubapez tatlh: LKP 137 (dossier), 22v.
Kagin /// sedi padisehin [unspecified composer], echos varys, ramal: Gritsanis 3, 242ar.

RV

Zate pare eilemis sabd semdi [unspecified composer], [ehos plagal I diaphonic]: LKP
137 (dossier), 5r.

Asiki valarzoucha [rast] [unspecified composer], [echos plagal IV]: S. Karas 32, 161b.
Ach Tanatini dir dir ten til lelel biiselik [kdr] [Hoca], sakil: LKP 137, 27r.

[Ussak kir| Yeyeli yeyela canim cibayimen [unspecified composer], echos I: Iviron 1038,
662r.

[Hiiseyni) beste Tou isachmi tisem, Atzemikon Organikon [unspecified composer], edos
plagal I: Xeropotamou 305, 312r.

[Ussak beste] “Eippdg ioponintucds” An yi pon gerpe epentzi rouzy sobpet, [unspecified
composer], ehosI: Gregoriou 23, 187v.

Beste!3? Ormatipichereitzcha [unspecified composer], edhos IV: Iviron 1038, 670r.

[Ussak] beste Bagipakerpe [unspecified composer], ehosI: Iviron 1038, 664r.

138 [ KP 19/173 gives the heading “sark: makam rast”. However, it is estimated that it is a mu-
rabba’ beste with Greek verses.
139 The manuscript says “estes called naia”. Iviron 1038,
6701 bestes called naia, echos IV Ormatipichereitzcha
670v echos 1 Tzismimistonton
671r [echos) 1 Tzakpoutempchoupen
671v [echos| 1 Saliniskaivisechives
lechos] 1 Asikoutirtzmaraselach efenti
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[Ussak] beste!*0 Yar kimin canesi [uns pecified composer], ehos I: Iviron 1038, 672r.

[Hiiseyni] beste'®! Segringoulingoulon [unspecified composer], edhos plagal I: Iviron
1038, 663r.

Ab wvetzichions niounseirderken [unspecified composer], edhos IV lgetos, segah: CAMS
P2, 46.

142

Ei tabtibi cariraman ab iliamiya sabip'* |beste] [unspecified composer], [echos varys

diatonic]: Gennadius 231, 10r.

EDb zaleves pirngon zeira [unspecified composer], echos plagal IV, rast: RAL 925, 57r.
Rast sarki! Sevdimin asli yasli [unspecified composer], echos plagal 1V, sofyan: RAL
925, 36r / LKP 19/173, 151r.

Hiciz sarki Ab kim diistii gonoul bir giizel [unspecified composer], echos plagal 11, yirik
semd’i: LKP 19/173, 153v.

J144 |

Hiciz sarki Hey ben yasa vardim kil unspecified composer], edhos plagal 11, sofyan:

RAL 925, 37v / LKP 19/173, 150r.
Hiciz sark: Birla ach za seni [ O1d ] %, echos plagal 11, remel: RAL 784, 176r.

Beydti sark: Saki sade mei doldur tzelim [unspecified composer], edhos IV, yirik semd’s:
LKP 19/173, 156r.

[Segdh'40] sarki Troukinsedepirichaki [unspecified composer], echos IV legetos, sofyan:
LKP 19/173, 152r.

[Hicdz beste] Hey cisme-i abu bhizrin [unspecified composer], echos plagal II: Stathis, 33r
/ LKP 152/292, 164.

[Ussak) Semd’t Eirele giil rugikinev [unspecified composer], [echos]]: Stathis, 37r / LKP
152/292, 172.

[Irak kdr| Rizachti chaxariraman [unspecified composer], echos varys: Stathis, 38r.

LKP 19/173, 160v Hiimayiin, echos plagal 11 Naaaaaaa three lines of music score and then the
codex ends

LKP 152/292, 3 continues from p. 2 &y dudv,yiodedediy, yio. 1o oéva “ya> movii u’

140 Although at first sight they seem to be three different pieces, they are likely to be parts of
one beste. In the manuscript, the beste starts from f. 672r (“Another /// difficult, mine”),
continuing on ff. 672v ( [echos]| | Yar Efendim penteteriya) and 673r ([echos| 1 Yar byzyfeta).

141 The manuscript bears “arabic beste”.

142 There are no indications of echos, makam or usil.

143 1KP 19/173 has “rehavi” makam. The incipit is the same with different spelling.

144 1KP 19/173 has “Ach pengiasa vardim”.

145 “Created from an old one and beautified by Nikeforos, archdeacon of Antioch from Chios

known as Kantounia[ris]”.
146 The manuscript gives hiizzdm makam, but at first sight it appears to be segdh.
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Bilingual Phanariot Songs

Giil ratzilir gibi biilbiil wyuya kalmis, tpéyo top’ adto pé Aéyel, pétog dév Aadoduar ueic, unspeci-
fied, echos varys diatonic pentaphonic, rdbatii’l-ervih, sofyan: RAL 784, 53v / lasi 129, 255 /
Vatopediou 1428, 263.

Hey goniil fergiateileme sapreilecu zizeman, k’ ioog tiyv vmopoviiy uov Aoxndi 1 wyn w’ kdv, unspeci-
fied, echos IVY47, beydti, sofyan: RAL 927, 56r / RAL 925, 51v / LKP 19/173, 89r / ELIA, 52r /
RAL 784, 107v / CAMS P2, 27 / lasi 129, 116 / Vatopediou 1428, 107.

2’ éva wovAl meil verdim odur benim biiyiik derdim, unspecified, echos plagal IV diphonic, saz-
kdr, sofyan: RAL 784, 73v / lasi 129, 299 / Vatopediou 1428, 309.

Arabic

A ya sawadand wahdana Arabic, echos plagal 1V, rast, sofyan: lasi 129, 278 / Vatopediou 1428,
286.

A ya tayba, A ya tayba [ Arabic], edbos plagal 11, hicdz: lasi 129, 209 / Vatopediou 1428, 212.
Bayda bi-s-$a‘ri-l-abyad Arabic, echos 111, ¢drgdh, sofyan: lasi 129, 69 / Vatopediou 14238, 85.

Gimalak fi merge Arabic nagme, echos varys diatonic heptaphonic, evig: RAL 784, 58v / Iasi
129, 261.

Fi bab Gibela Arabic echos plagal 11, hicdz: Tasi 129, 208 / Vatopediou 1428, 211.
Ya dam‘a ‘ayni sili Arabic, echos 111, ¢drgdh, sofyan: lasi 129, 70 / Vatopediou 1428, 86.
Uginikiini ya samra Arabic, echos plagal 11, hicdz: Tasi 129, 209 / Vatopediou 1428, 212.

Alla Ikmper alla Ikmper [Alldhu akbar], echos plagal 11, hicdz: Tagi 129, 221 / Vatopediou 1428,
213.

Ya tabir al asin dreki al-gena meryam (sic ut vid.) Arabic hymn, echos 1 tetraphonic, biiseyni,
sofyan: Vatopediou 1428, 10.

Ya hadat al-rubakbeli (sic ut vid) Arabic hymn, echos plagal IV, rast, sofyan: lasi 129, 276 /
Vatopediou 1428, 284.
Gypsy

Hicdz semd’i asik abir del roumpaye Gypsy, echos plagal II, sofyan: RAL 784, 38r / Iasi 129, 206
/ Vatopediou 1428, 209.

Iki detour gilirali'*® Gypsy, [echos] IV soft chromatic (phthora), makam arabin beydti, usil 6 2:
Tasi 129, 147.

French

Que ne suisje la fougeraie French, echos plagal 1, sabd, frangi: lasi 129, 183 / Vatopediou 14238,
187.

147 RAL 925 gives the indication: echos L.
148 Plain text verses 2nd, 3rd, 4th, nakarat, the same in Greek Greek "Ela (ovpvé i), &a véx ot
o.
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Je reviens de la guerre French, echos plagal IV, rast, frangi: lasi 129, 287 / Vatopediou 1428, 295.

Une jeune meuniére French, edbos plagal 1V, rast, frangi: RAL 784, 93r / lasi 129, 333 / Va-
topediou 1428, 304.

Passe ta vie reconnaissant (sic ut vid.) French: RAL 925, 60r.

Si le Roi m'avait donné French, echos 111, ¢drgdh: Tasi 129, 73 / Vatopediou 1428, 89.
“Exomeritika”

[Mabidir) semd’i Aév ilebpew i va kuw, [exomeritikon], echos plagal IV: Tasi 129, 337 / Va-
topediou 1428, 319.

[Mabiir) semd’i Aév ©o peravoidrve bt &praco va o’ dyornd, [exomeritikon], edhos plagal IV:
Tasi 129, 337 / Vatopediou 1428, 319.

Mabiir semd’i O épwrag ué ékove moldé ve ovvioyeivw, exomeritikon, echos plagal IV: Tasi
129, 337 / Vatopediou 1428, 319.

Nisdbir semd’t Tijc toyng 1 kaxyy fovksj, exomeritikon, echos plagal IV: Tasi 129, 331 / Va-
topediou 1428, 343.

Av k1 abto 16 ‘kaue Plémeig, exomeritikon, echos plagal 1, hisar: lasi 129, 182.
Italian

E al fin gio son bennata 1talian130, echos plagal 1V, rast, frangi: RAL 784, 81v / lasi 129, 314 /
Vatopediou 1428, 303.

“Taousanika”
[Muhayyer| Semd’i, Bir cesmi pisourmesiach Taousanikon, echos L, sofyan, verses by Georgios
Soutsos: RAL 784, 140r / Iasi 129, 48 / Vatopediou 1428, 49.

[Sed arabidn) semd’t, Bir orum dilber Taousanikon, echos plagal 11 phthorikos, sofyan: RAL
784, 1451 / Tasi 129, 128 / Vatopediou 1428, 119.

[Beydti araban) semd’i, Goniil verdim Taousanikon, edhos IV, sofyan: RAL 784151 150r / Iasi
129, 220 / Vatopediou 1428, 224.

Turkish

[Rast sarks] Mecli di yel bey dil rupa’>2 “another Turkish one”, edhos plagal IV: Stathis,
40r.

[hlizzam or segdh sarki] Ey gonce-i payimel “another Turkish one?”, echos I or IV: Stathis,
41r / LKP 152/292, 193153,

149 The full description in the manuscript is “French, funny, known as “of the mill”,

150 The three manuscripts have the Greek verses in plain text. Moreover, 1428 notes “Verses
by Chrysanthos Hieromonk Maitianos, a leader and member of the new system; Accord-
ing to the mentioned Apaye pomny éAmidog”.

151 RAL 784 gives the indication: ged- ‘arabin makam, [echos) plagal I1.

152 “Another Turkish one in the same style composed by Ioannis”.
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[Rast] Dost o gidi nounoumsa nadim dieipiri “another Turkish one”, echos plagal IV:
Stathis, 42r.

[Hicdz] Chenkiami sefadir “another Turkish one?”, echos plagal II: Stathis, 43r.

[Rast] Cemalin'ten cuda olmak benim “another Turkish one?”, edos plagal IV: Stathis,
44r.

[Rast) Mfchameti balime gel “another Turkish one”, echos plagal IV: Stathis, 45r.

Various Unclassified

Ocor globs tév Eldajvov kékkolo, music of a muzikantes, echos plagal 1V, rast, frangi:
RAL 784, 67r / lasi 129, 285 / Vatopediou 1428, 293.

Toya pévnr’ én’ aidvog, Wallachian, echos plagal 1V, mabir, sofyan: CAMS P2, 61 / lasi 129,
308 / Vatopediou 1428, 315.

[Kotzakia] Eic tod Aaumpod mpoowmov cov w0 mdvoopov ayoleiov, Constantinopolitan
style, echos plagal 1V, nisdbir, frangi: lasi 129, 335 / Vatopediou 1428, 385.

Kotzakia Tatpucov xoi iotpog eloau, Constantinopolitan melody, echos plagal 1V, hisar
rast, frangi: lasi 129, 335 / Vatopediou 1428, 385.

234

[Ussak] semd’i, Omoiog Oéler var Gjoer, wov kdéauo vo yapii, as heard in public, edos I,
sofyan: lasi 129, 55 / Vatopediou 1428, 64.

Opioete oty éxicdnoiav, From the call of the Laosynaktis in Diplokionion
[Besiktas] of Constantinople, echos plagal I, sabd: lasi 129, 183 / Vatopediou 1428,
187.

Kaskaval peniri cair peniri From Turkish salesmen, [echos] plagal I: Tasi 129, 183 / Va-
topediou 1428, 187.

Kaskaval peniri dil peniri [echos] plagal I: Tasi 129, 183 / Vatopediou 1428, 187.

Labana biber tursu from an elderly Turkish salesman, [echos] I: Tasi 129, 55 / Va-
topediou 1428, 64.

Brucuk verelim from a Turkish salesman, [echos] I: Tasi 129, 55 / Vatopediou 1428, 64.

Excluding the above, in the manuscripts of Petros, Gritsanis 3 and LKP (dossier)
137, and that of Gregorios, LKP (dossier) 58, around 50 folios are found with
fragments of secular compositions of which it was impossible to identify the
genre. Some of these bear indications of makam and usil, but it is impossible to
classify them in a particular category. Special mention is made at the end of the
chapter “Genres of Secular Music” of a group of fragments Icoated in LKP (dos-
sier) 137. Relevant excerpts from these manuscripts, are given below.

153 Echos 11 Ei ypiovelei mapiuel, “another Turkish one”, in MS Stathis, echos IV Ei yovilei mayie-
w in LKP 152/292, 193.
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Gritsanis 3

1v
2r
2v
Tr
8v
9r
9v
10v
13v
19r

19v
31r

54v
70v

80v

82r

85v
93v
119v
120r
132v

152v
153v
161v
172v
174v
177r
177v
184r

A few lines of music score with or without verses.

[echos 1] telelele

[echos IV Iegetos] without verses or terella, [segdh?] berefsan.

After the end of the hezrmos, in different ink, there are some song fragments in Ottoman
Following this, there is writing in black ink and a different composition.

Black ink continues. At the top of the page the indication lach (Blay) is found.

A piece without heading, title, echos or makam indications, with fe 17 Ii syllables.

A piece without heading, title, echos or makam indications, without syllables.

A piece without heading, title, echos or makam indications, without syllables.

Following, in different ink, are Ottoman verses, written roughly in Greek script and mu-
sic with Ottoman verses.

A fragment of a melody follows in different ink and with incomprehensible verses.
Music score without indications, martyriai etc. Dark-coloured writing style, continues
without syllables ze /154,

Three or four lines of music score in black ink with smudges, resembling a draft.

A heading-less piece. Dark-coloured writing style and sometimes without ferellela. .. until
72r.

The writing style is generally rough, sometimes with ferellela and sometimes without.
Makam evig, usil diiyek, followed by black letters over the top of the faded red letters.
‘Ussak one line of music score. It appears to be repeated in 85v from where onwards
the piece is continued.

A fragment of a heading-less piece, appearing to be in echos varys diatonic.

A heading-less piece. Rough writing style and sometimes without zerellela. Up to 94v
Rough writing style and sometimes without terellela. evig.

hicdz.

A heading-less piece, probably pesrev. miilazime, second, then the first terkib of the
miilazime then the orta begins, orta hine, third, exirchi (§Efpyer) the usil [?],
miilazime, son, third.

Hiiseynt, miilazime, second, son bhdne.

Hiiseyni, ¢ayi, orta, second.

Soumegli. son [hdne|, miilazime, second, orta, second, son [hdne].

Rakib, hiiseyni, /11111, orta, son hdne, miilazime, second.

Darb-i febt sehndz. Followed by two or three lines of music score.

Diiyek nihavent. Miilazime, orta hine.

Irak

Dark-coloured writing style without terellela. Hicdz.

154

It is not clear where the previous piece of Solakzade finishes, so the beginning of this piece

without a heading cannot be determined with certainty.
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203v
204v

207v

208v

212v

226v

227r

227v

243v

249r

249v

250r
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Dark-coloured writing style without terellela. Hicdz. Two or three lines of music score,
followed by a blank space. Another four lines on f. 191r.

A few lines of music score in red ink.

Dark-coloured writing style, rough, sometimes with terellela. diiyek. Again, then, ¢en-
ber, miilazime, again, miilazime, ¢enber, second, third, orta, second.

A heading-less piece sometimes with terellela. miilazime, sofyan, the first terkib of the
miilazime.

/11 aga /]! remel Ol gontzifim tzioumpleten

diigdh, without any other information

Havi ‘acemi. Two lines of music score followed by text only Ottoman verses in Kara-
man writing-style Ister ister canim ister panim. ...

Yegah.

Nibavent.

Brown-coloured writing with terellela, two heading-less pieces (or the continuation of the
preceding piece) orta hdne, son hine.

Scattered sentences, and fragments of music score of Phanariot songs. [kai 7 Biflog.. ...
0&v umopd. .. | 1 véhwta §€aydyor ///

Fragments of music score of Phanariot songs. [(dxa)tdotatov pornyv otiv cuyviv peta...],
miilazime, orta héne, [tpémovg 1 Gv 0éherg].

Scattered sentences, and fragments of music score of Phanariot songs. [adtov /// ti koxdv

10 pLKo6 pov, Edwa /// kai o vidto, pov to xove| [adta ta vidra ///// Gduco. 08 viL tebave ;)

LKP (dossier) 137

6r  [echos plagal IV] nitzetir difier

12r  Sdzkdr music score with no lyrics

12v  Nibavent music score with no lyrics
‘Ussak music score with no lyrics

13r  Ydr midi zoulidiraze vidalidil text only verses followed by the music score
at the end of the page neatly written verses in Ottoman

14r  Penggdh music score with no lyrics

14v  Tzounei den den pir chaki text only verses followed by the music score. Neither echos
nor makam can be discerned.

15v  Hicdz music score with no lyrics

16r Arazbdr music score with no lyrics

16v  Niihiift music score with no lyrics

17r  “Ussak music score with no lyrics

17v  Chilidir ////// text only verses followed by music score with other verses #e din din ei
dilitzin

18r  Rébatii’l-ervdh music score with no lyrics

18v  “Ussak music score with no lyrics
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21r

21v
23v
26r
26v
30v
31r
3lv

32r

32v

33r

33v

34r
34v

35r
35v
36r
36v
39r

39v

40r

KYRIAKOS KALAITZIDIS

Evi¢ music score with no lyrics

Hisdr music score with no lyrics

Nikriz music score with no lyrics

Nikriz music score with no lyrics

Hiiseyni music score with no lyrics

Diigdh music score with no lyrics

Untitled music score, probably secular music

Zinet verem /1///] Zéiniden pagi text only verses followed by the music score
Untitled music score, probably secular music

at the end of the page there is a text passage or notes in Ottoman
Untitled music score, probably secular music

followed by few lines of music score with verses Kouzkia /////
at the end of the page there is a text passage or notes in Ottoman
Aldi pitikir nimli text only verses followed by the music score
One line of text passage or notes in Ottoman

followed by an untitled music score, probably secular music
Arazbdr music score with no lyrics

sdzkdr music score with no lyrics

rast music score with no lyrics

Nim diigdh music score with no lyrics

From the middle of the page, another music score begins, untitled, without verses ex-
cept for the last lines

Beyiti music score with no lyrics

hisdr beydti music score with no lyrics

P///en geiterdakymin [probably echos 1|

Arazbdr music score with no lyrics

‘Ussak music score with no lyrics

Sdzkdr music score with no lyrics

at the bottom of the page three lines with the text Dili ydri ydri aman
Hiizzdm music score with no lyrics

Hiizzdm music score with no lyrics

Neva music score with no lyrics

Arazbdr music score with no lyrics

rast music score with no lyrics

Niihift [echos] TV music score with no lyrics

evig [echos| varys music score with no lyrics

Miiste’dr music score with no lyrics

mdhbdir music score with no lyrics
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LKP (dossier) 58

1 Again the same
Another terkib of ser hine lelelele
miilazime lelelele

2 The first time in nana feslim so to take it one more time, one more time and the second
time it moves to evig to start the orta hine like this lelelelelelia

3 The second time it finishes like this because the son hdne starts from irak lelelelele

19th c.

Manuel Protopsaltes (middle of the 18th ¢. - 1819)

H ovpdviog yopeia, Manuel Protopsaltes, echos plagal 1V, rast, sofyan: lasi 129, 286 / Va-
topediou 1428, 294.

Nikeforos Kantouniares (1770 - 1820)

AvBpwmor i tapdleate, T udwny komare, Nikeforos Kantouniares, echos plagal 11, sehndz
biselik, sofyan: verses by Nikeforos Kantouniares, RAL 784, 41v / lasi 129, 216 / Vatopediou
1428, 221.

Av 1ov épara Oelijoeis kai tolunoeis v’ apvnbijs, Nikeforos Kantouniares, echos IV, beydti,
sofyan, verses by Athanasios Christopoulos: RAL 784, 25r / lasi 129, 125 / Vatopediou 1428,
116.

Arovel i kéfe yidooa, Nikeforos Kantouniares, makam mdbir, echos plagal IV
frangikon: lasi 129, 315,
Agpodity pov kvpia, ilapdray fed, Nikeforos Kantouniares, edos plagal I, bisar, sofyan,

verses by Athanasios Christopoulos: RAL 784, 35v / Iasi 129, 180 / Vatopediou 1428, 184.

Ay adbvarov 1 thyn vo uetorporii appd, Nikeforos Kantouniares, echos plagal IV, nikriz,
sofyan: RAL 784, 87r1%5 / Tasi 129, 324 / Vatopediou 1428, 335.

Ay Gv év kaipd tod Gpewg éx tiic éxopareiog, Nikeforos Kantouniares, ecos plagal 1,
verses by Nikeforos Kantouniares: RAL 784, 143v.

Ay éx’ tpv méoxa pépte pilor vo povpriéo, Nikeforos Kantouniares, echos plagal 1, sabd,
sofyan, verses by Athanasios Christopoulos: RAL 784, 35r / lasi 129, 177 / Vatopediou 1428,
181.

Ay 4 dvoidic i petevip!?6, Nikeforos Kantouniares, echos varys heptaphonic, evgdrd,
sofyan: RAL 784, 43r / lasi 129, 237 / Vatopediou 1428, 245.

A&v v movelg wy vidty uov, Nikeforos Kantouniares, [echos IV] legetos, makam segdh, ,
usil 6 2 6 1: Tagi 129, 147.

155 “By Nikeforos Archdeacon to a poem by master Postelnikos Mr. Georgios Dragoumanakis
Soutsos”.
156 “Another study or melody by Nikeforos™.
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Bdlae gilor péo’ myv Ppion, 10 kpaot uag va dposicer, Nikeforos Kantouniares, echos pla-
gal IV eptaphonic, mabir, sofyan, verses by Athanasios Christopoulos: RAL 784, 81r / lasi 129,
309 / Vatopediou 1428, 316.

Eye mé anepdoioa éoéva va orpebw, Nikeforos Kantouniares, echos I from low Ke,
[hiiseyni] “asiran, sofyan: RAL 784, 96v / lasi 129, 15 / Vatopediou 1428, 11.

Eig 10 apaupixov tijc yaiog moidg 6ev péver orotikdg, Nikeforos Kantouniares, echos plagal
IV diphonic, sazkdr, sofyan, verses by Nikeforos Kantouniares: lagi 129, 345 / Vatopediou
1428, 347.
Eig dyeiav tdv épdraw, 10 motipr pog 10 mpdrov, Nikeforos Kantouniares, ehos IV lege-
tos, segdh, sofyan, verses by Athanasios Christopoulos: RAL 784, 15r / lasi 129,92 / Vatopediou
1428, 147.

Exel pio uépo mod tpayovdodoa, Nikeforos Kantouniares, echos varys diatonic [tetra-
phonic], bestenigdr, sofyan, verses by Athanasios Christopoulos: Iasi 129, 252 / Vatopediou
1428, 260.

"Exloumpog pwatip ueydiog, Nikeforos Kantouniares, echos varys, acem ‘asirdn, sofyan:
RAL 784, 56v / Tasi 129, 259 / Vatopediou 1428, 267.

"Exowa Slwg di6lov tag émidag pov ayedév, Nikeforos Kantouniares, echos plagal 1
spathios, hisar, sofyan, verses by Nikeforos Kantouniares: RAL 784, 36v / lasi 129, 181 / Va-
topediou 1428, 185.

"Epwra gbye o¢ Jéyo, Nikeforos Kantouniares, edos plagal IV, rast!®, sofyan, verses by
Dimitrakis Mourouzis: RAL 784, 69v / lasi 129, 291 / Vatopediou 1428, 299.

"Exeic pdg oo dmoyiav otov miotév oov épactiiv, Nikeforos Kantouniares, edos plagal
IV diphonic, sazkdr, sofyan: RAL 784, 74v / lasi 129, 301 / Vatopediou 1428, 311.

H dydmn otov dépa ywpozeboviag uia pépa, Nikeforos Kantouniares, echos plagal I,
diigdh, sofyan, verses by Athanasios Christopoulos: RAL 784, 28v / lasi 129, 164 / Vatopediou
1428, 168.

H Agppodity Odlacoa, 1 yalaviy Oeé cov, Nikeforos Kantouniares, echos varys hepta-
phonic, evgdrd, sofyan, verses by Athanasios Christopoulos: RAL 784, 50v / lagi 129, 244 / Va-
topediou 1428, 252.

Hhe mwéo’ ue, mpog 1 wéya avaréders, Nikeforos Kantouniares, edos plagal IV, nisdbir,
sofyan, verses by Alekos Balasidis!®®: RAL 784, 93v / Iasi 129, 334 / Vatopediou 1428, 346.

"Hiie tihpa ° avoréding otov aépa ployepé, Nikeforos Kantouniares, edos I from low
Ke, [hiiseyni] ‘asirdn, sofyan, verses by Athanasios Christopoulos: RAL 784, 4v / lasi 129, 16 /
Vatopediou 1428, 12.

"Hio¢ Jaumpoc viv paiver’??, Nikeforos Kantouniares, edhos varys, acem ‘asirdn, sofyan:
Vatopediou 1428, 349.

157 784 give the indication: frengi rast makam.
158 “By his request” or “by someone’s request”.
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"H10g loumpog ué tég dxives, Nikeforos Kantouniares, ecos plagal IV, frengi rast: RAL
784, 72v / lasi 129, 294.

H tyn pé éviknoe xai mijpe o Ppofeia, Nikeforos Kantouniares, echos IV, beyiti,
sofyant®0: RAL 784, 110v / Tasi 129, 123 / Vatopediou 1428, 114.

"HypbOooa. yoyij wov vayw v eikéve oo ylortiv, Nikeforos Kantouniares, echos plagal IV,
rast, sofyan: RAL 784, 65r / lasi 129, 280.

Oavuactoi kpooomatépes, Nikeforos Kantouniares, echos varys hepraphonic, evgdrd,
sofyan, verses by Athanasios Christopoulos: RAL 784, 50r / Iasi 129, 243 / Vatopediou 1428,
251.

Kodlovi dpaiotitwv, Nikeforos Kantouniares, echos IV legetos, segdh, sofyan, verses by
Germanos Metropolitan of Old Patras: RAL 784, 16r / lasi 129, 93 / Vatopediou 1428, 148.

Kiv’ éndovar pov yiodé, Nikeforos Kantouniares, echos I8, hiizzam, sofyan, verses by
Athanasios Christopoulos: RAL 784, 17v / Hisar / Vatopediou 1428, 71.

Mé &y xai mélv mpooyudlw, Nikeforos Kantouniares, echos 1 triphonic Ke, ‘asirdn-
biiselik, sofyan: RAL 784, 7r / lasi 129, 24 / Vatopediou 1428, 26.

Mg dprioOnrev 6 épwg xoi ovupdvioe uoli, Nikeforos Kantouniares, echos IV, sed-i
‘arabdn, sofyan, verses by Athanasios Christopoulos: RAL 784, 26r / Iasi 129, 146 / Vatopediou
1428, 122.

Metd domdayviag drpag kol ueyéing émovigg, Nikeforos Kantouniares, echos I penta-
phonic, acem, verses by Germanos Metropolitan of Old Patras: CAMS P1, 2.

Metd domloyvias dxpag kol ueyadns amovidg, Nikeforos Kantouniares, ehos plagal 1V,
mabir, frengi, verses by Germanos Metropolitan of Old Patras: Vatopediou 1428, 317.

Meé tag Lonpog axtivag v dpaiwv gov patidv, Nikeforos Kantouniares, echos plagal IV,
nikriz, sofyan: RAL 784, 85v / lasi 129, 323.

Mié aioOavricy kapdid!®2, Nikeforos Kantouniares, edhos varys, evedrd, sofyan: lasi 129,
242 / Vatopediou 1428, 249.

Mol Eberéev 1 pioic éva kéiiog Bavpactév, Nikeforos Kantouniares, echos varys dia-
tonic [tetraphonic], bestenigdr, sofyan: lasi 129, 250 / Vatopediou 1428, 258.
Oi yovaikeg mévra Aéyovv, Nikeforos Kantouniares, echos IV legetos, segih, sofyan, verses

by Athanasios Christopoulos: RAL 784, 17r / lasi 129, 89 / lasi 129, 94 / Vatopediou 1428,
149.

Oi yépeg ué tov épara émijyav va Siadééovv, Nikeforos Kantouniares, echos 1, acem kiird,
sofyan, verses by Athanasios Christopoulos: RAL 784, 9v / lasi 129, 42 / Vatopediou 1428, 43.

159 “Envying the two by the protopsaltes, this one was composed at the same time in Iasi by
Nikeforos Kantouniares archdeacon of Antiochia”.

160 784 gives the indication: #s#l 6 2 6 1.

161 RAL 784 gives the indication: legetos echos.

162 «Study or melody by Nikeforos on these verses”.
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Oi yépes ué wov épwra énijyov va diaréloov, Nikeforos Kantouniares, echos IV legetos,
segdh, sofyan 6 1, verses by Athanasios Christopoulos: Vatopediou 1428, 144.

‘Omnotog duopgio. korralel, 6moiog kéAin npookvv17163, Nikeforos Kantouniares, echos
varys, evgdrd, sofyan: lasi 129, 236 / Vatopediou 1428, 244.

Orov kabijow éxel émiow, Nikeforos Kantouniares, echos varys diatonic [tetraphonic],
bestenigdr, sofyan, verses by Giakovakis Rizos: Iasi 129, 251 / Vatopediou 1428, 259.

Orav wivw 10 Kkpacdxt 610 ypvad uov motpéxi, Nikeforos Kantouniares, edhos varys,
acem ‘agirdn, sofyan, verses by Athanasios Christopoulos: RAL 784, 55v / lasi 129, 258 / Va-
topediou 1428, 266.

Mavijtpa gy pOovepn, piédyiwaon papuoxepii, Nikeforos Kantouniares, echos plagal
11, hicdz, sofyan, verses by Athanasios Christopoulos: RAL 784, 38v / lasi 129, 209 / Va-
topediou 1428, 210.

Hoia kdéidn vo movésovue, Nikeforos Kantouniares, echos plagal II, gehndz biselik,
sofyan: lasi 129, 215 / Vatopediou 1428, 220.

Poxavio. tleptlippicaze, Ppovricate oxemdpvio, Nikeforos Kantouniares, echos plagal 1V,
rast, frengi, verses by Athanasios Christopoulos: Iasi 129, 290 / Vatopediou 1428, 298. Fol-

lowed by the nagmes Yiouroukiko.

22 dyand kol oéPouos 0 mokeiuevé cov, Nikeforos Kantouniares, echos varys, evgdrd,
agir: Tasi 129, 262 / Vatopediou 1428, 269. Followed by a nagme with Arabic verses Gimalak fi

merge.

Zewpny dydmn pov éov, dg wéte miéov ato vioi, Nikeforos Kantouniares, echos IV legetos,
segdh, sofyan, verses by Athanasios Christopoulos: RAL 784, 18v / Iasi 129, 103 / Vatopediou
1428, 151.

Srevacete tplavidpviio, otevadete uopoives, Nikeforos Kantouniares, echos 111, ¢drgih,
sofyan, verses by Athanasios Christopoulos: RAL 784,14r / lasi 129, 72 / Vatopediou 1428, 88.

210 Gvbog tijg vedtnrog PAémw vou tpryupiler, Nikeforos Kantouniares, echos plagal IV
tetraphonic soft chromatic, suzindk, verses by Nikolakis son of Souloutziaris Eliaskos: RAL
784, 91v / lasi 129, 332 / Vatopediou 1428, 344. Followed (in the thee MSS) by its Nakarat
yiouroukikon Opué minydver {wiv, onkaver doxpirmg.

Topmodpr pov dppovikise, Nikeforos Kantouniares, echos 11164, hiizzam, sofyan, verses by
Athanasios Christopoulos: RAL 784, 19r / Iasi 129, 105 / Vatopediou 1428, 72.

Ti wdOn émepdpiBua, Admaug koi dvorvyig, Nikeforos Kantouniares, echos plagal II,
sehndz biiselik, sofyan, verses by Theodorakis Negris: RAL 784, 146v / lasi 129, 217 / Va-
topediou 1428, 222.

Ti mepipopa. 604ia, Nikeforos Kantouniares, echos plagal IV diphonic, sazkdr, sofyan:
RAL 784, 77r / lasi 129, 302 / Vatopediou 1428, 312.

163 “Study or melody by Nikeforos on these verses”.
164 RAL 784 gives the indication: legetos echos.
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Ti tod xaxod komdleic!®, Nikeforos Kantouniares, edhos plagal IV, rast, sofyan, verses
by Athanasios Christopoulos: RAL 784, 71v / Vatopediou 1428, 301.

Ti 100 xowod xomaleic!®, Nikeforos Kantouniares, echos 1, sabd, sofyan, verses by
Athanasios Christopoulos: RAL 784, 31v / lasi 129, 176 / lasi 129, 293 / Vatopediou 1428,
180.
Tov kabéva pog 6 épwg va yeldon numopel, Nikeforos Kantouniares, edos IV, beyit,
sofyan, verses by Nikeforos Kantouniares: RAL 784, 24r / lasi 129, 124 / Vatopediou 1428,
115.

Toyn ebomhayyvioov, Sd¢ pot uia ylokiow (wipv, Nikeforos Kantouniares, echos plagal 1V,
nikriz, sofyan: RAL 784, 88v / lasi 129, 325 / Vatopediou 1428, 336.

Toyn wov 6o ué todrny oov v xaxio, Nikeforos Kantouniares, edhos plagal IV di-
phonic, sazkdr, sofyan, verses by Dimitrakis Mourouzis: RAL 784, 78v / lasi 129, 303 / Va-
topediou 1428, 313.

Yrootpdyyvlog bmépyw, dmouéiavog eini, Nikeforos Kantouniares, echos plagal IV, rast,
sofyan, verses by Antonios Photinos: Vatopediou 1428, 288.

Dije Zrépave va Gjoeig, Nikeforos Kantouniares, echos varys, acem ‘agirdn, sofyan, verses
by Athanasios Christopoulos: RAL 784, 57v / Iasi 129, 260 / Vatopediou 1428, 268.

Dwrervérarog koutng kol Aoumpdrazog mlaviirng, Nikeforos Kantouniares, ecos varys,
acem ‘agirdn, sofyan, verses by Athanasios Christopoulos: RAL 784, 54v / lasi 129, 257 / Va-
topediou 1428, 265.

Yoyii 1 éyémn pov yiokii, Nikeforos Kantouniares, edos 111, ¢drgih, sofyan, verses by
Athanasios Christopoulos: Tasi 129, 68 / Vatopediou 1428, 84.

"Qy {on pov, i {on uov, t atevélw OliPepd, Nikeforos Kantouniares, echos 111, ¢drgdbh,
sofyan, verses by Athanasios Christopoulos: RAL 784,13r / Iasi 129, 71 / Vatopediou 1428, 87.
Q oeijvy loumporary, Nikeforos Kantouniares, edos plagal 1V, rast, sofyan, verses by
Germanos Metropolitan of Old Patras: RAL 784, 64r / CAMS P1, 14 / lasi 129, 287 / Va-
topediou 1428, 287.

0 oy tf émbvueis, Nikeforos Kantouniares, echos plagal 1, sabd, sofyan: lasi 129, 174 /
Vatopediou 1428, 179.

"Qy abiio mévra wyn, Nikeforos Kantouniares, echos plagal I heptaphonic, [biseyni]
‘asirdn, sofyan 6 1: RAL 784, 134r.

Rast sarki Zidnpé pov toyn &eog, Nikeforos Kantouniares, echos plagal IV, sofyan, verses
by Nikeforos Kantouniares: RAL 784, 70v / lasi 129, 292 / Vatopediou 1428, 300.

Tanadir nenena Ydr aman ab gel ydrim abh cenamm Nikeforos Kantouniares, edos I,
hiiseyni, sofyan: RAL 784, 135v / lasi 129, 8 / Vatopediou 1428, 9. Followed on f. 37r of 784 by
the Arabic Y4 tabira.

165 Same verse as Vatopediou 1428, 180.
166 Tn RAL 784 this piece is followed by beyti 2nd, 3rd & 4th in echos IV soft chromatic and
Turkish verses (Symedetournamin).
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Gregorios Protopsaltes (1778 - 1821)

Aldwg Gv épyomdpnaoev 1 Sboig vo pdg Jeicer, Gregorios Protopsaltes, echos plagal I
spathios, [hisar biselik]: Stathis, 2r.

Avodog lapmpod gwotiipog, Gregorios Protopsaltes, echos plagal 1V, rast, cifie diiyek,
verses by Nicolaos Logadis: Stathis, 15r / Gennadius 231, 1r / NLG 2424, 114r / LKP
152/292, 27 & 28.

Av ot mépota tob xéouov, Gregorios Protopsaltes, echos IV legetos with zygosié7,
[miiste’dr], T/y: Stathis, 3v / Dochiariou 322 / LKP 152/292, 39.

ApuordOnxev 6 épwg, Gregorios Protopsaltes, echos plagal I phthorikos, gimiisii gerdan,
diiyek: LKP (dossier) 76, 3 / Stathis, 5v / Gennadius 231, 49v / LKP 152/292, 52.

Blénw vai nés Gupifdlers, Gregorios Protopsaltes, echos plagal 11, zirguleli hicdz, ¢ifie
diiyek: Stathis, 9v / Gennadius 231, 51r / Dochiariou 322 / LKP 152/292, 6 & 7198 / LKP (dos-
sier) 89, 11.

Tevikdg 1 pboig dider, Gregorios Protopsaltes, echos plagal I phthorikos: Stathis, 6r.

Aedte "EMnveg yevvaiol, Gregorios Protopsaltes, echos plagal 11, hicdz, sofyan & yiiriik
semd’f: Stathis, 11r / Gennadius 231, 29v / LKP 152/292, 198 / LKP (dossier) 89, 9.

Aebtepov /77 €60b¢ dAlo, mpdowmov Soo ueydio, Gregorios Protopsaltes, echos plagal IV
chromatic, nikriz, sofyan: LKP (dossier) 89, 3.

Elevdepiav (téd vo. JéPow, Gregorios Protopsaltes, echos varys tetraphonic, bestenigir,
¢iffe diiyek: Stathis, 13r / LKP 152/292, 12 & 13169 / LKP (dossier) 89, 6.

"Edmilo. kol mdda éAniw, Gregorios Protopsaltes, echos plagal I spathios, hisar biselik, cifte
diiyek: Stathis, 2v / Gennadius 231, 25r / Dochiariou 322 / LKP 152/292, 1 / LKP (dossier) 89,
14.

"Evag ebuoppos mhoviitng, Gregorios Protopsaltes, echos plagal IV diphonic, sazkdr,
sofyan'’0, verses by Nikolaos Logadis: RAL 784, 75v / Iasi 129, 300 / Vatopediou 1428, 310 /
Stathis, 14v / Gennadius 231, 8r / LKP 152/292, 23 / LKP (dossier) 89, 12.

"Eyeic péc pov xdrhoc voipi!’!, Gregorios Proto psaltes, echos IV legetos, segdh, ifie
dityek: CAMS P2, 29 / Stathis, 3r / Gennadius 231, 26v / Dochiariou 322 / LKP 152/292, 37 /
LKP (dossier) 89, 16 / LKP (dossier) 117, 15.

Hliog Aoumpog viv paiver, Gregorios Protopsaltes, echos 1372, arabin beydti, diiyek,
verses by Govdelas the Philosopher: Vatopediou 1428, 349 / LKP 152/292, 30.

"Hio¢ aumpoc viv paivei’3, Gregorios Protopsaltes, echos IV, niihiifi, sofyan, verses by
Govdelas the Philosopher: Vatopediou 1428, 349 / LKP 152/292, 29.

167 In the manuscript it is given as “echos II diatonic legetos”.

168 The song appears three times in succession.

169 The song appears twice.

170 1KP (dossier) 89, 12 give the indication: “sifte diiyek”.

171 1 LKP (dossier) 117, 15 the incipit is "Exeic xdlloc voipt 9idg pov.
172 The manuscript has [echos] plagal L.
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H duipopnc aial’?, Gregorios Protopsaltes, echos plagal I pentaphonic, acem kiirdi, tek
diiyek: Stathis, 8r / Gennadius 231, 27v / LKP 152/292, 58 / LKP (dossier) 89, 2.

H tijg toyns Eévn pboig, Gregorios Protopsaltes, echos varys heptaphonic, Eveard, sofyan,
verses by Alexandros Sophianos: RAL 784, 48v / lasi 129, 241 / Vatopediou 1428, 250.

Kdlog &v épyomdpnaoev 1 pooic va pds deicer, Gregorios Protopsaltes, echos plagal I
[spathios], [hisar biselik], /// semd’i: Gennadius 231, 51v / Dochiariou 322 / LKP 152/292, 54.

Mz ¢ (wnpig dxtivag, Gregorios Protopsaltes, echos IV, nibiift, sofyan: Stathis, 5r /
Gennadius 231, 50r / Dochiariou 322, 93r / LKP 152/292, 48 & 312 / Xenophonots 146, 40v /
LKP (dossier) 89, 1.

Mévov eloon mod kar’ &og, Gregorios Protopsaltes, echos plagal I phthorikos'?, beyiti
arabin, cifte dijyek: LKP (dossier) 76, 3 / Gennadius 231, 29r / Dochiariou 322 / LKP 152/292,
51.

Oi yapaxtiipeg tijc ebyeviog, Gregorios Protopsaltes, echos varys heptaphonic diatonic,
rdhatii’l-ervdh, sofyan: Stathis, 10r / Gennadius 231, 18v / LKP 152/292, 9 & 10176 / LKP (dos-
sier) 89, 4.

Olog 6 kbouog e yopév, Gregorios Protopsaltes, edhos varys heptaphonic chromatic,

evig, sofyan: Gennadius 231, 2r / LKP 152/292, 56.

I\ Abyovarog Oeormier, Gregorios Protopsaltes, echos plagal 1, uifkut arap, sofyan,
verses by Gregorios Protopsaltes: Stathis, 8v / Gennadius 231, 16v / LKP 152/292, 25 / LKP
(dossier) 89, 7.

I kvkewv ueydiog, mélv abyyvoig moldsj, Gregorios Protopsaltes, echos I: diyek, LKP
152/292, 3.

Hoavéoudramp v’ 6 épwg, Gregorios Protopsaltes, echos IV legetos with zygos, miiste’dr,
¢ifte diiyek: Stathis, 3v / Gennadius 231, 28r / Dochiariou 322 / LKP 152/292, 40.

1o ivedgr kave Sépr, Gregorios Protopsaltes, echos plagal 1, sirf biselik, sofyan: LKP
(dossier) 76, 2 / Stathis, 7v / Gennadius 231, 21r / Dochiariou 322 / LKP 152/292, 50.

Hpoodmov kdlloc payvitye dlog, Gregorios Protopsaltes!?’, echos varys heptaphonic,
evig, sofyan’’8: LKP 19/173, 159v / CAMS P2, 42 / Stathis, 14r / LKP 152/292, 18 & 1917°.

Zhuepa //// 16 teiyoc, Gregorios Protopsaltes, edbos plagal IVI80, rast, cifte diyek: LKP
(dossier) 93, 1r.

173 Vatopediou 1428, 349 has the same song in another echos as well.

174 1KP (dossier) 89, 2 has the note “joyous”.

175 Echos plagal 11 is given in Gennadius 231.

176 The song appears twice.

177 In LKP 152/292, 14 and only there, it is indirectly attributed to Gregorios with the note
“by the same [composer]”. In other manuscripts it is either annotated as “unspecified”, or
listed anonymously.

178 According to LKP 152/292, 19.

179 The same song appears twice.

180 TKP 170, 24 bears the note: “it was composed [...] in the following two makams. The first
goes until the third part and the second until the end.”.
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Zvldoyn moAdv yopirwv, Gregorios Protopsaltes, echos varys heptaphonic chromatic,
evcdrd, sofyant®l, verses by Georgios Soutsos: LKP (dossier) 76, 1 / Stathis, 12v / Gennadius
231, 22v / Dochiariou 322 / LKP 152/292, 34 / LKP (dossier) 89, 15.

Tog oepripvav uehwdiog, Gregorios Protopsaltes, echos varys heptaphonic chromatic,
evedrd, tek diyek: LKP (dossier) 76, 1 / Stathis, 12r / Gennadius 231, 24r / Dochiariou 322 /
LKP 152/292, 36 / LKP (dossier) 89, 13.

Tév yopitwv cov 1 mhijbog, Gregorios Protopsaltesi®2, echos IV legetos, miiste’dr, sofyan:
LKP 152/292, 16.

0 pozaibm, & pilikov ducov pov, Gregorios Protopsaltes!83, echos plagal IV, rast, frengi,
verses by Selim III: Iagi 129, 346 / Vatopediou 1428, 348 / Stathis, 16v / Gennadius 231, 57r /
LKP 152/292, 14 & 15184,

Athanasios Dimitriados (middle of the 18th c. - 1827)

Meydla elv’ aAnbvé, tijc wyne la ¢ dervd, Athanasios Dimitriados, edos IV legetos,
segdh, sofyan: LKP 19/173, 55r / CAMS P2, 19 / Tasi 129, 90 / Vatopediou 1428, 145.

Ismail Dede Efendi (Hammamizade) (1778 - 1846)

Ussak sarki mebin ceynle halim diyer giin bey ledivah Ismail Dede Efendi, echos 1, sofyan:
RAL 784, 137v / lasi 129, 29 / Vatopediou 1428, 3818,

Rast garki bu husule 1smail Dede Efendi, echos plagal 1V, sofyan, verses by Ismail Dede
Efendi: RAL 784, 158r / Iasi 129, 288 / Vatopediou 1428, 296.

Rast sark: Toyn oxinpd, Ismail Dede Efendi, echos plagal IV, sofyan, verses by Nikeforos
Kantouniares: RAL 784, 159186

[Hicdz sarki] men bilmezdim bana oldu [Ben bilmedim bana n’oldu] [Dede Efendi]!%7,
echos plagal 11 Pa, [Agir Diiyek]: Gennadius 231, 20r.

eV

Beyiti arabén [kocekee] semd’i Iki de turna gelir [Iki de turnam gelir alli kareli] [Ismail Dede
Efendi] 8, echos IV, sofyan: RAL 784, 27r / Vatopediou 1428, 120.

181 TKP (dossier) 89, 13 has tek diiyek.

182 1n LKP 152/292, 14 it is indirectly attributed to Gregorios with the note “by the same
[composer]”.

183 In LKP 152/292, 14, and only there, it is indirectly attributed to Gregorios with the note
“by the same [composer]”. In other manuscripts it is either annotated as “Unspecified”, or
listed anonymously.

184 The same song appears twice.

185 Tn codices Tagi 129 and Vatopediou 1428 the following note is found: “amongst all garkss,
this is the most famous™.

186 The verses of the song are also given in text only in Vatopediou 297.

187 Tdentified from TRT Repertuart, work No. 1306.

188 Tdentified from TRT Repertuar:, work No. 6628 where the genre is Kocekce, Karcigar
makam and wusil oynak. It is possible that this is a mistake of Nikeforos’s. Moreover, he
seems to not know the composer since he presents it as “of the gypsys” [“éx towoyyavédwv”]
in RAL 784 and [“8¢ é0wyydvwv”] in Vatopediou 1428. At the end of the notated part in
Vatopediou 1428 he gives Greek verses as well to this song: Eva //// &a, &a v 0é né.
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Araban beydti semd’i soyle giizel robti 1smail Dede Efendi, echos IV, sofyan, verses by Is-
mail Dede Efendi: RAL 784, 142r / lasi 129, 126 / Vatopediou 1428, 117189,
loannis Konidaris

Aedte "EMnves yewvoiol, Jdpduete mpobiuwms véo, loannis Konidaris, echos plagal IV
triphonic: Stathis, 18r.

Ti koprepeite pilor kai édehpol, loannis Konidaris, echos plagal IV: Stathis, 18v.

[Q] wéxva Exivovt®®, Toannis Konidaris, edbos plagal II: Stathis, 11v.

Spyridon Laphaphanas

Mipadérr arolaouévo dmo vl popepd, Spyridon Laphaphansa, edos plagal I, 4 /x: LKP
152/292, 80.

Panagiotis Pelopidis

Av ot mépara o0 kéouov, Panagiotis Pelopidis, echos plagal IV legetos, 4/y: LKP
152/292, 94.

HiBe 1 dpa vo worfiow, Panagiotis Pelopidis, edhos plagal IV triphonic, 4 /y: LKP
152/292, 87.

Mg ©ov dépa tiic avyiic 06 pw va o¢ Comvijow, Panagiotis Pelopidis, edos plagal I, 4 /x:
LKP 152/292, 90.

Nboralov 16 pozéraa piov, Panagiotis Pelopidis, echos plagal I, q /x: LKP 152/292, 94.

To pidépnuov tpvydve 98v duoiéler ué v andovi, Panagiotis Pelopidis, echos plagal IV, [rast],
4 /x: Stathis, 15v / Gennadius 231, 9r / LKP 152/292, 84.

Q épwra énifovie, Panagiotis Pelopidis, edos plagal IV, [rast], 4 /y: LKP 152/292, 85.
Qg tipa firov ywpazag, Panagiotis Pelopidis, echos plagal L, [ ‘ussak], T/y: LKP 152/292,
96.

lIoannis Pelopidis

AioOdvouor Spybrara, loannis Pelopidis, echos plagal 1,4 /x: LKP 152/292, 97.
Avépearwpévor Kpijron, loannis Pelopidis, echos plagal 1,4 /x: LKP 152/292, 313.

Tl aftiov kvpd pov Oéieis va ué opavviie; Toannis Pelopidis, edbos plagal 1V, 4 /x: LKP
152/292, 105.

Tpauxcot, T'pouxot, Tpoukoi, ov’ dpuaza Ipawroi, loannis Pelopidis, echos plagal IV, 4 /x: LKP
152/292, 276.

Agbte maides, dedte tékva, loannis Pelopidis, echos IV legetos, 15 /y: LKP 152/292, 314.
Addexa ypovdyv kopaot, loannis Pelopidis, echos IV legetos, q /y: LKP 152/292, 113.
Eine 10 mhéov pavepd, loannis Pelopidis, echos plagal IV, 4 /x: LKP 152/292, 275.

189 At the end of the notated song he gives the Greek verses as well: Ay &v év xaip@ 06 Apewg
&K Ti¢ éxoTpaTeiog.
190 Heroic (“Hpwikov”).
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Eipijvy éyamn pov, loannis Pelopidis, echos plagal IV, 4 /x: LKP 152/292, 319.
EA02 6 Miduadne, loannis Pelopidis, echos plagal IV, 4 /x: LKP 152/292, 256 & 257191,
EMag mazpida pog Qavpaoti, loannis Pelopidis, ecosIV triphonic, 4 /x: LKP 152/292, 223.
"EAnves Ipaikoi yepbijre, loannis Pelopidis, echos I11: LKP 152/292, 235.

"Erdnves ovumorpiidtas, Joannis Pelopidis, echosIV triphonic, 4 /x: LKP 152/292, 239.
EMsvov maides, loannis Pelopidis, echos plagal IV, q /y: LKP 152/292, 265.

EAridec tijc kapdiag uov, loannis Pelopidis, echos IV legetos, 4 /y: LKP 152/292, 98.

Eoptéowuev motol v fuépav v Aaumpav, loannis Pelopidis, echos I, T/y: LKP 152/292,
272.

Endve oty tpioviapoidid, loannis Pelopidis, echos plagal I, 4 /y: LKP 152/292, 286.
Ebuoppdroro eidwiév uov, loannis Pelopidis, echos plagal IV, q /x: LKP 152/292, 107.
Epévy téhoc éviov, loannis Pelopidis, edbos plagal IV, I/y: LKP 152/292, 270 & 271192,

"Exo tdpo ylokocivas tod kopuod cov, loannis Pelopidis, edos plagal 1V, 4 /x: LKP
152/292, 102.

Zitw EMég, Toannis Pelopidis, echos plagal IV, 15 /x: LKP 152/292, 279.

H 66&a, t0 Kpdrog dypiwv tpavvwy, Toannis Pelopidis, echos plagal IV, q /x: LKP 152/292,
264.

Kelandnoere movidiaa tpayoddia . dika pov, loannis Pelopidis, echos plagal IV, 4 /y: LKP
152/292, 101.

Mia eduopen xoméla, loannis Pelopidis, echos plagal IV, q /x: LKP 152/292, 100.
Haidio w00 Hpaxléovg, loannis Pelopidis, edos IV, T/y: LKP 152/292, 274.
Héwep Zed, Oedyv te kai 6vdpdsv, loannis Pelopidis, echos plagal IV, 4 /x: LKP 152/292, 226.

Hoviérr Evov Eevitevuévov, loannis Pelopidis, echos IV triphonic with zygos, [verses by
Ioannis Vilaras]: LKP 152/292, 108.

2tov tdgov iy owdoes, loannis Pelopidis, edos plagal IV heptaphonic, 4 /y: LKP
152/292, 324.

Toya Eebpeis mas mefaivew, loannis Pelopidis, echos plagal IV, q /x: LKP 152/292, 99.

Ty elda v dovbodla, loannis Pelopidis, echos plagal IV, 4 /x: verses by Dionysios
Solomos, LKP 152/292, 103.

Yi¢ Ocod (wodéra, loannis Pelopidis, echos 1, 4 /y: LKP 152/292, 244.
®ijzomo1 ovumazpi@rar, loannis Pelopidis, echos plagal 11, T/y: LKP 152/292, 245.
Q yevvaior 'Eldnves, loannis Pelopidis, echos plagal IV, 4 /yx: LKP 152/292, 262.

0 épwra énifovic yati ué Pacavifers, loannis Pelopidis, edhos IV heptaphonic with zygos:
LKP 152/292, 104.

191 The same song appears twice.
192 The song appears twice. The second time in rhythm - /.
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Qsipwa Niknrapd, loannis Pelopidis, edosI: LKP 152/292, 260.

0 maudid pov, dppavé pov, Toannis Pelopidis, edbos plagal I: LKP 152/292, 281193,

"Q gpin, & petapoliy, loannis Pelopidis, edbos plagal IV,  /x: LKP 152/292, 251194,

A voce armonica loannis Pelopidis, echos plagal IV, T/y: LKP 152/292, 327.

Aneta la pioumpa Toannis Pelopidis, echos plagal IV, q /x: LKP 152/292, 321.

Venti katatrema loannis Pelopidis, echos III, TT/y: LKP 152/292, 318.

Mi vivo speranza loannis Pelopidis, echos plagal IV, I'/y: LKP 152/292, 321.

Non d' accostare Joannis Pelopidis, echos plagal IV heptaphonic,  /y: LKP 152/292, 322.
Sara l'alma telontiskarn loannis Pelopidis, I'T/y: LKP 152/292, 318.

Tit ingrato ginbilo loannis Pelopidis, echos plagal IV triphonic, T'/y: LKP 152/292, 315.
Tita di palpiti loannis Pelopidis, echos plagal IV, I'/y: LKP 152/292, 326.

[Organiko, “of the dance”] Tararerare loannis Pelopidis, echos plagal 1, q/x: LKP 152/292,
106.

Ali Aga [Past Tzaous Ali Aganin]

Rast Sarki Eimeb cepinim Ali Aga, echos plagal IV, diiyek: LKP 152/292, 133.

Rast Sarki Ostu goynii Ali Aga, echos plagal 1V, dijyek: LKP 152/292, 129.

Rast Sarki Cemalin'ten tzouda olmak panim Ali Aga, echos plagal 1V, sofyan: LKP 152/292,
131.

Unspecified Composer

Vocal compositions

Amopij vé mod Peds, [unspecified composer], ehos plagal I, y: LKP 152/292, 20.

Ay 6 Kéaopos Slog eivar oxotewvds, [unspecified composer], ecdos I, 1y /y: LKP (dossier)
73, 13.

Epovisibnoayv oi ['dldol, 1y Poowv ébpoi ueydlor, [unspecified composer], echos plagal
IV phthorikos: Stathis, 18r.

EO: 6 Miduddng ué dvvéuers molldg, [unspecified composer], edos plagal IV
phthorikos: Stathis, 17r.

Epiiotyuibn pvoig, [unspecified composer], echos II: LKP (dossier) 73, 6.

Zed Océ Oedv te xai Ovrdv duod, [unspecified composer], echos plagal IV, T/y: LKP
152/292, 303.

Z&o1 wélav t@v EMavov, [unspecified composer], edos plagal IV, semdi LKP
152/292, 301.

H pioig dpyioe va ylowaldy, [unspecified composer], edhos II: LKP (dossier) 73, 9.

193 The same song appears four times.
194 The song apears twice. The second time with rhythm I'/y.
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Tradirai (sic) ko Opovtlélor, Taéwveg kar Olavdélor, [unspecified composer], echos pla-
gal I, q /x: LKP 152/292, 82.

Aapmpé EMdg, [unspecified composer], echos plagal 1V, ¢ifie diiyek: LKP 152/292, 309.

Mz mévov Klaboare & Jvmnuévor, [unspecified composer], edhos plagal IV triphonic,
sofyan: LKP 152/292, 22.

Mbdbog kareoréln miéov, [unspecified composer], edhos varys heptaphonic [diatonic]:
LKP (dossier) 73, 2.

Eévog fjuovy ki fipfa wipa, [unspecified composer], echos plagal IV, 7 /x: LKP 152/292,
286.

Ebdrvnoe uijv kowdoor xpvod pov kavapivi, [unspecified composer], echos plagal IV, v /y:
LKP (dossier) 73, 5.

Vv elole v Erjvov, [unspecified composer], echos plagal IV, semd’s: LKP
152/292, 304.

Vbev elobe 1dv EMsvov, [unspecified composer], echos plagal IV, I'/y: LKP 152/292,
305.

‘O0¢v kai mopouepiler, [unspecified composer], echos plagal IV, T/y: LKP 152/292, 66.

I160n tpawvies kai katadpoués, [unspecified composer], echos plagal IV: LKP (dossier)
73, 11.

Havteddsg & orlnpé whyn pOovepd, [unspecified composer], echos II: LKP (dossier) 73, 9.

I160¢v ver dpyivijom, & pdg uov vo Opnvijow, [unspecified composer], echos II: LKP (dos-
sier) 73, 10.

Piyov ¢dc uov PAéupo iapd, [unspecified composer], ehos plagal 1, nibavent: LKP
(dossier) 73, 11.

To BéBn tijc kapditéos pov, [unspecified composer], echos varys [diatonic], 4 /x: LKP
(dossier) 73, 8.

Tiv dpaiav oov eikéva Stav eldov mapevlis, [unspecified composer], echos [plagal IV
tetraphonic soft chromatic], suzindk: LKP (dossier) 73, 1.

Deyyapr pic mod péyyerc laumepov, [unspecified composer], edos IV, 74 /x: LKP (dos-
sier) 73, 3.

0 moudig pov dppovd, [unspecified composer], edos plagal I, semd’s: LKP 152/292,
302.

Q weprve pilrara ddon, [unspecified composer], echos plagal IV, y: LKP 152/292, 20
Non-Greek

[Rast] beste'?> Arzit metigim, echos plagal IV, firengt fer*: Tasi 129, 281 / Vatopediou 1428, 289.
[Rast] beste'®® Zalevez bir, echos plagal IV, bafif: Tagi 129, 282 / Vatopediou 1428, 289.

195 “Most beautiful este, transcribed by Nikeforos”.
196 “Most beautiful beste, transcribed by Nikeforos”.
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[Rast - ‘ugsak] agir semd’i nazi, Cekmis giizne kampisve, echos plagal IV - I. Tagi 129, 283 / Va-
topediou 1428, 290.
[Rast) yiiriik semd’i Gel souchimazli, echos plagal IV: Iagi 129, 284 / Vatopediou 1428, 291.

Irak sarki Pousiounkipie [unspecified composer], ehos varys diatonic, sofyan: LKP
152/292, 157.

[Mabiir) sark: Ici seraski camma [unspecified composer], echos plagal IV heptaphonic,
17 /y: LKP (dossier) 73, 4.

[Mabir] semd’t Ab pouendaipanrivis ep giizeli [unspecified composer], [echos plagal IV
heptaphonic]: LKP 152/292, 21.

[Rast sarks) Cemalin denciida olmak [unspecified composer], echos plagal IV, 4 /x: LKP
152/292, 191.

[Hiciz] Ab, ben bilmedim [unspecified composer], edhos plagal II, 4 /x: LKP 152/292,
175.

[Rast] Diistiigoy nuba [unspecified composer], echos plagal IV, 5 /y: LKP 152/292, 185.
Hey gonce [unspecified composer], echos plagal I, q /x: LKP 152/292, 141.

Hey tabtibi camir aman [unspecified composer], ehos varys diatonic, q/y: LKP
152/292, 149.

[M]antousaintir [unspecified composer], echos plagal 1V, sofyan: LKP 152/292, 137.
Meclise gel [unspecified composer]: LKP 152/292, 195.

Bir bibeden [unspecified composer], echos 1, sofyan: LKP 152/292, 134.

Poutilpin pempiyen [unspecified composer], echos plagal I: LKP 152/292, 138.
Biriglis [unspecified composer], echos plagal IV, q /y: LKP 152/292, 289.

Rast Eymeh cepigim [unspecified composer], ehos plagal IV Nn, 7 /y: LKP 152/292,
196.

Rast cananedine bir tanesi [unspecified composer], ehos plagal 1V, sofyan: LKP
152/292, 139.

Aima canim [unspecified composer], echos plagal II, 4 /y: LKP 152/292, 295.
Aman canayonum [unspecified composer], echos plagal II, 7 /x: LKP 152/292, 297.

Igontzempagivefa [unspecified composer], echos varys diatonic, 5 /y: LKP 152/292,
296.
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IV Composers

While a large part of the surviving repertoire is given with the composer’s name
in the sources, many works were attributed to their composers during the re-
search and writing of this book, following a specific methodology. For many
pieces, however, the composers remain unidentified — a small number of which
are given with national names in the sources. The attribution of works to known
composers as well as the labelling of works with names of ethnic origin war-
ranted a further synoptic examination.! Firstly, it led to the construction of a
catalogue of known composers of secular music. This wealth of information
around the known composers, whose works are found in ecclesiastical music
manuscripts, is important in itself. Of equal significance is the clarification of na-
tional names pertaining to the pieces (such as persikon, atzemikon, indikon), as well
as their use to indicate the origin of specific compositions. Moreover, the study
of the catalogue of composers and the dates in which they were active, even if
approximate, contributes to the evaluation of the sources and the drawing of
conclusions on the repertoire, the music theory and their social context.

Method of Presentation of Biographical Notes

For reasons of practicality, the criterion used for the classification by century in
strict chronological order was the date of birth of each composer. Some compos-
ers lived over the turn of a century, for example late 17th to early 18th century.
In these cases, the composers are placed within the century they were most ac-
tive. The biographical notes are brief and aim to outline the personality and the
work of each composer, focusing as much as possible on the aspects concerning
the topic of this book. For the composers for which a plethora of available bio-
graphical references are available, either the most significant or the most relevant
information is presented. For others, only the existing information is given.

In general, the most common or the most correct spelling of names is used
here. In addition, the rest of the information, such as the titles or the offices
held, accompanying the composer’s name and the instrument played by the
composer, is given.? For example, in Leimonos 259 the composer “Apoulkater”,

who is none other than Abd Al-Qadir Al-Maraght’, is found in Turkish literature

1 The brief biographical presentation of composers and the study of national names of

compositions is a familiar methodological tool found in similar chapters of other doctoral
dissertations written under the supervision of professor G. T. Stathis. See for example the
theses of G. G. Anastasiou (2005), Karagounis (2003), Chaldaiakis (2003).

For more information, see also the beginning of the chapter “Catalogue of Secular Com-
positions” where the methodology of identifying composers from incomplete versions of
their names is explained.
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under the names “Abdiilkaadir Meragi” or “Abdulkadir Marighi”. The different
spellings are due to the different pronunciation of the name in different lan-
guages, since the work and activity of this particular composer covered a very
broad geographical region.

At the end of the catalogue, eighteen composers are included. Although the
names of these composers are referenced explicitly in the sources, it was not pos-
sible to find relevant biographical information or other references for them.

The known composers presented here, seventy-three in number, all fall into
the category of composers of art music of Constantinople, except Georgios The-
rianos, for whom it was not possible to find more information. The known
composers are of diverse ethnic origins, including: Greek, Turkish, Arabic, Per-
sian and Jewish. This is shown in the following table:

Unspecified century

15thc. 16thc. 17thc. 18thc. 19thec. .. Total
of activity
Greeks 0 3 2 9 6 9 29
Persians 1 3 1 0 0 0 5
Turks 0 0 9 5 1 9 24
Jews 0 0 0 2 0 0 2
Arabs 0 2 0 0 0 0 2
Others 0 2 3 3 0 3 11
1 10 15 19 7 21 73

Secular Music Composers in the Manuscript Sources
15th Century

Abdilkadir Mardaghi (1353 - 1453)

A notable musical personality of the Islamic world in the late 14th to early 15th
century was Abdiilkadir Marig3, who was of Azerbaijani descent. His posthu-
mous fame surpassed the boundaries of his historical role as a leading composer,
theoretician and performer, presenting him as a mythical figure comparable to
Pythagoras and Orpheus. His compositions, together with those of Ghulim
Sadi, great musician of Herat, dominated the repertoires of both the cities of
Constantinople and Herat. To this day, both Persians and Turks consider him a

3 Aksiit 1993:15-22; Bardak¢1 1986; Feldman 1996; Giirlertiik, Ayhan, Abdiilkidir Merdgi,
Tiirk Musikisi Donemleri ve Bestekdrlar: (diploma dissertation in the library of TMC) 2000
[library catalogue index 707.TSB]; Yilmaz Oztuna, Abdiilkaadir Merdgf, Kiiltiir Bakanlig1,
Istanbul 1988; Oztuna 1990, 1, 17-19, where a catalogue of works can be found as well.
Yagiz, Nazire, Abdiilkddir Merdgi, (diploma dissertation in the library of TMC) 1992 [li-
brary catalogue index 248.TSB]; Yildizbasoglou, Filiz, Abdiilkddir Merdgi’nin Segih kir’imin
incelenmesi, (diploma dissertation in the library of TMC) 2005 [library catalogue index
1305.TSB]; Wright 1994:475-515, 1995:17-39).
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“wellspring” of music as well as a “national” composer. Both Cantemir and Fon-
ton consider him the definitive founder of Ottoman music, reflecting the oral
tradition of the musics of their times. However, the authorship of many of the
twenty-nine compositions attributed to him is disputed.*

16th Century

Behrim Aga [Nefiri] (- 1560?)

Behrdm Aga® got the surname Nefiri from the #efir, a trumpet-like instrument he
played. He is considered the leading composer of the 16th century. In 1542 he
was a member of the military orchestra (mebter) of Prince Mehmet, son of
Suleyman, his reward being 5 ak¢es a day. Some of his works are known from the
music collections of Bobowski (69-1) and Cantemir, which preserve the influ-
ences exerted by Persian musicians upon the music scene of Constantinople of
that time.

Hasan Can Celebi (1490 - 1567)

Hasan Can Celebi® came from a large family of musicians, an analytical presen-
tation of which is found in the TMA of Oztuna, based on the manuscript
sources of the Ottoman court. He was extensively occupied with music in vari-
ous roles: muezzin, cantor, singer (hdnende), instrumentalist and composer. He
was among the musicians, belonging to the circle of ulema, who played a leading
role in the music scene of Constantinople. In 1514 he moved from Tabriz to
Constantinople with his father Selim I, a fact that shows the intense Persian in-
fluence on the art music of Constantinople up to the late 17th century. He was
the head of the court orchestra of Suleyman “the Lawgiver””. He also worked as
a teacher in the music school of the court and many musicians of his time were
students of his. He spent the last period of his life in Constantinople and mainly
in Bursa, where he died.

See the relevant article by Cem Behar “Real and imaginary composers in the tradition of
Ottoman Turkish Music” in LP BOSPHORUS, Echos from the Labyrinth, pp. 37-44, Athens
2000. This book contributes to that topic with the presentation of at least one composi-
tion from the manuscript Limonos 259 dating from the 16th century, very close to the
time MarAghi lived. The scribe of the original transcription, Gerasimos Hieromonk from
the monastery of Xanthopoulon of Constantinople, lived in the first half of the 15th cen-
tury, that is, he was a contemporary of Marighi, a fact which maximises the reliability and
value of the transcription. The other two works referenced in the catalogue of works are
from manuscripts of the 18th and 19th century respectively, and they likely reflect the un-
reliability of oral tradition, therefore they are listed here with reservation.

5 Oztuna 1990, 1, 151; 1969:142.

6 Feldman 1996; Oztuna 1990, 1, 332-333, 1969:145-146; Tiirk Ansiklopedisi, Milli Egitim
Basimevi, Ankara 1971, vol. 19, p. 11.

Ottoman sources refer to Suleyman as Kaanini, that is “the lawgiver”, and not “the mag-
nificent”, as he is known in the Western world.
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Mehmet Aga [Kul] (- 1580?)

The available information on Mehmet Aga is poor®. He was one of the children
taken forcibly during the devsirme and found himself in Constantinople as a
slave. He was placed in the orchestra of the Janissaries where he developed his
musical talent. Three of his pesrevs survive in Cantemir’s collection, and several
fragments survive in the collections of Ali Ufki and of Kevseri.

Georgios Therianos (16th c.)
His surname is one of the oldest in Zakynthos, first found in the late 15th cen-

tury®. He possibly came from the same family as the very musical Nikolaos
(1713), Konstantinos (1777) and Eustathios (d. 1881).

Theophanis Karykis Patriarch (middle of the 16th c. - 1597)
An interesting personality in the musical and ecclesiastical matters of the 16th
century, he served as Protopsaltes of the Great Church of Christ (1577-1578), Met-
ropolitan of Philippoupolis (Plovdiv) (1591-1594), Metropolitan of Athens
(1594-1595) and Patriarch of Constantinople from 1597 until his death!0. He
“beautified” the whole Heirmologion, even though he was the first known com-
poser after the fall of Constantinople who was systematically occupied with secu-
lar music.

Hacit Kasim (- 1600 ?)

The available information about Hact Kasim is minimal'l. He was of North Afri-
can descent and played the fanbur. The nickname “Hac1” reveals that he made a
pilgrimage to Mecca. His only known work survives in the collections of
Cantemir and of Petros Peloponnesios.

Gazi Giray Han II (r. 1554 - 1607)

Gazi Giray Han II, ruler of Crimea, was of Tataric descent with achievements in
both martial and political affairs as well as in literature and the arts!2. In music in
particular, he is considered to be a composer with a significant instrumental rep-
ertoire, and belongs to the tradition of amateur musicians of the aristocracy. In

Crane, Howard, Risdle-I Mi* mériyye: an Early-Seventeenth Century Ottoman Treatise on Archi-
tecture, Leiden: Brill 1987, p. 25 (f. 8v); Feldman 1996:52, 280; Oztuna 1990, II, 35.

T. T. Vellianitis, entry “@gpeiavos” in P. Drandrakis, Meydin Elnviky Eykvii.onaideio, vol.
12, p. 555.

Anastasiou 2005: 329-330; E. Voulisma, “ @zopévng Koapvkng 6 motpiépyne”, Exxinoiactiy
AlaiBero 4 (1883-1884), pp. 336-338; A. Theologitos, “ @copévmg Kapikng 6 €& Adnvav”,
Epnuépiog 7 (1958), pp. 565-569; Karagounis 2003:291-295; Patrinelis 1969:71-72; Stathis
1979: 26, 43, 53, 116, 204; Tsiamoulis — P. Erevnidis 1998:17; Chatzigiakoumis 1975:307-
308; Chatzigiakoumis 1980:30, 31, 124 & index.

11" Behar 2010:239; Feldman 1996:48, 410; Oztuna 1990, 1, 433.

12 Brgun, Sadettin, Gazi Giray Han, Hayat: ve Eserleri, Istanbul 1958; Feldman 1996; Oz-
kivang, Erdem, H., Gazi Guray Han, (diploma dissertation in the library of TMC) 1993 [li-
brary catalogue index 307 TS.B]; Oztuna 1990, 1, 300-301, where a catalogue of works can
be found as well; Oztuna 1969:114-115.

10
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the sources he is often found as Tatar or Tatar Han. Petros Peloponnesios and
Gregorios Protopsaltes refer to him in their manuscripts as “Tatarin” (genitive
case of Tatar in Turkish) or “Tatari”.

Seyf el-Misri (16th c.13)

There is little available information about Seyf el-Misril4. W. Feldman character-
ises him as an “enigmatic” figure (Feldman 1996:416). According to the work of
Darvish Ali from Bukhara, which was written in the 17th century, he apparently
lived during the time of the Timurid dynasty. One of his works survives in
Cantemir’s collection.

Emir-1i Hac (- 1600? or second half the 16th c.)

Emir-i Hac is a nickname!?; his real name is not known. The little available in-
formation about him mentions that he was a student of the zurna player, Ahmet.
In 1582 he moved to Constantinople from his Egyptian homeland. He belongs
to the category of composers of military music (mebter). Apart from the pegrev
preserved in Gritsanis 3, four more of his works are known, two from Ali Ufki’s
collection and two from the collection of Cantemir.

17th Century

Ioasaph the New Koukouzelis (early 17th c.)

It is claimed that Ioasaph was an unsurpassed calligrapher, although no auto-
graph codices of his have yet been found!¢. An illustrated portrait of him is
found in MS Iviron 740, 122r. He beautified the music of the Heirmologion and
produced a series of “condensed and modified” kratemata. His occupation with
secular music is evidenced by a single known composition, of undetermined
genre, with Persian lyrics.

Ali Beg [Ali Ufki Bey Bobowski] (1610? - 1685)
Ali Beg is the same person as Ali Ufki Bey, also known as Wojciech or Alberto or
Leopolitano Bobowski!”. Bobowski was Polish. He fell hostage to the Tatars in

The time period of his life is not clear. It is speculated that he lived before the 16th c.

14 Feldman1996:311, 410, 416, 431.

15 Feldman 1996:46, 73, 325, 371, 410, 417; Oztuna 1990, 1, 256; Sanlikol, Mehmet Ali 2011.
16 Anastasiou 2005:338 - 339; Chatzigiakoumis 1975:306, where a catalogue of works can be
found as well; Chatzigiakoumis 1980: 31, 73 & 85, fn. 80-83.

Cevher 2003 (transcriptions into staff notation with commentary); Behar 1990; Behar
2008; Ali Utki 2000; Feldman 1996; Oztuna 1990, 1, 54-55; Oransay, Giiltekin, Al Ufki ve
Dini Tiirk Musikisi, fellowship dissertation at Ankara Universitesi flahiyat Fakiiltesi [library
catalogue index 16566]; Ulugay, Cagatay, “Mecmua-y1 Saz @ S6z”, Tiirk Musikisi Dergisi,
vol. 14-1, (December 1948), pp. 4-24; Uludemir, Muammer, Mecmua- -y1 Saz i Soz — Bildiri-
ler, Tzmir 1989; Uludemir, Mecmua-y: Saz i Soz — Murabbalar, Izmir 1991; Uludemir,
Mecmua-yt Saz ii Soz — semd’iler, Izmir 1991; Uludemir, Mecmua-yr Saz i Soz — Tiirkiiler, Izmir
1992.
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1633 and was sold as a slave in Constantinople. Fairly soon, his musical talent
was recognised by officers of the palace and thus he was enrolled into the music
school of the court. In the course, he converted to Islam and was given the name
Ali Ufki Bey. He played santur and composed mainly vocal compositions. The
music manuscript collection, Mecmi °a-i Saz i Siz, that he wrote in 1650 con-
tains around three-hundred and fifty instrumental and vocal works and is con-
sidered one of the most important sources of art music of Constantinople. He
was multi-lingual and produced a noteworthy, multi-faceted opus in the fields of
writing, translation and drawing.

Murad IV (1612 - 1640)

Murad IV was a leading military and political figure of the Ottoman state,
serving as Sultan from 1623 until his death!®. After the conquest of Yerevan
(1634), Tabriz and Baghdad (1638), he transferred many Persian musicians to
Constantinople, thus intensifying the osmotic conditions of the Ottoman court,
between the music of the court and Persian music. He was an avid music lover
and many significant composers and performers were active in his court. He was
the patron of important Ottoman intellectual Evliyd Celebi as well as Ali Utki
Bobowski, the author of the first significant music collection of the time, among
others. He himself was a notable composer of instrumental music (eleven pegrevs,
one yiiriik semd’i and one ilahi). Lastly, an incident between Murad and the Greek
nobleman who was particularly proficient in secular music!® is known from
Greek sources.

Riza Aga (- 16507?)

The available information about Riza Aga is poor?. He lived in the early to the
middle of the 17th century. The pesrev given by Petros in Gritsanis 3 is known
also from Cantemir’s collection.

Papas (Papaz) (first half 17th c.)

The information which exists on Papas is poor?!. Three pegrevs of his are known
from the collections of Bobowski, Cantemir and Kevseri, where he is referred to
as “Papaz”, “Ferrtth” and “Ruhban”, all synonyms denoting clerical identity?2.

13 Feldman 1996; Baysun, M. Cavid, in Isldm Ansiklopedisi, Istanbul 1971, vol. 8, pp. 625-647;
Oztuna 1990, 11, 67-68; Oztuna 1976; Tetik, Seher, IV. Murad’in Saraymnda Miisik ve Miizi-
syenler, (postgraduate dissertation in the library of TMC) 2005 [library catalogue index 140
TS.YL]; Uzungargarsili, Ismail Hakki, “Osmanlilar Zamaninda Saraylarda Musiki Hayat1”,
Belleten (Ttirk Tarih Kurumu), XLI [161] (1977), pp. 79-114.

19" See related, “The Social Context — The Cultural Environment”, pp. 179, fn. 46.

20 Oztuna 1990, 11, 229; Oztuna, Y., in Tiirk Ansiklopedisi, Milli Egitim Basimevi, Ankara
1978, vol. 27, p. 316.

2L Oztuna 1990, 1, 290; Tsiamoulis & Erevnidis 1998:17.

22 P. Erevnidis makes the hypothesis that the identity of “Papa” as found in the Turkish
sources is one and the same as Theophanis Karykis. It is indeed possible that even a great
music teacher such as Petros who transcribed a composition fragment of “Papas™ and had
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Solakziade Miskall Mehmed Hemdemi Celebi (- 1658)

Solakzade found himself as a slave in the palace but his musical talent elevated
him to one of the great composers of his time?3. Born in Constantinople, he was
the son of a member of the elite group “Solak” of the Janissaries corps of Skopje.
He was a singer, painter, historian and renowned virtuoso of the miskal, which he
showcased as a solo instrument. A student and personal slave of his was the miskal
master Ylsuf. His work dominates the music collection of Ali Ufki Bobowski, as
well as other later collections such as those of Cantemir, Kevseri and Hamparsum.

Hasan Aga [Benli, anbari, Musihib-i Sehriyari]

(1607 - 1662)

Few details survive about his life and work?*. His father was a halva maker. At
the age of eighteen, Hasan Aga was accepted into the musical service of the
court where he studied the zanbur. He developed into a significant musical figure
and was accepted into Murad IV’s circle of friends.

Aga Mu’min ( 17th c. ?)

It was not possible to locate any references in the literature or information about
this composer. The only works of his to survive are his four pesrevs in Cantemir’s
collection. One of those (hisar pesrev “kih-pare” diiyek) is also found in Gritsanis
3. Additionally, two saz semd'is, exist in the same manuscript, unknown from
other sources. Given that works of his are found in Cantemir’s collection, which
was written in late 17th century, he is placed in the 17th century.

Murad Aga [Sestari] (1610 - 1673)
Prominent Persian composer and musician of the 17th century from the city of
Nakhchivan®. He played the sestdr or ¢drtd, a type of lute. He was taken as a

a deep knowledge of the manuscript tradition, was unaware of this identity match. Karykis
lived approximately two centuries before Petros, therefore perhaps Petros knew of Karykis’s
secular compositions attributed to “Papas” from the environment of the Ottoman court.
However, the research into the sources carried out for this book, mitigates the possibility
of an identity match. Firstly, Karykis was not just a “priest”. He served as Ecumenical Patri-
arch, and if compositions of his had been included in the repertoire of the court, they
would bear the relevant annotation. Moreover, Karykis does not seem to be familiar with
the forms of court music. Both the composition of indiscernible genre included in the
body of secular compositions and his kratema in echos varys bearing the title pegrev [“Tleopé-
o1”] reveal Karykis’s interest in secular music, but at the same time a substantial lack of
knowledge of the musical forms of secular music, which would allow him to compose an
actual pegrev or semd’? or other related genre.

23 Feldman 1996; Oztuna 1990, 11, 306-308, where a catalogue of works can be found as well;
Tetik, Seher, IV. Murad’in Saraymnda Miisik ve Miizisyenler, (postgraduate dissertation in the
library of TMC) 2005 [library catalogue index 140 TS.YL], pp. 31-36.

24 Aksiit 1993:29; Oztuna 1972:11; Oztuna 1990, I, 330-331, where a catalogue of works can
be found as well; Tiirk Ansiklopedisi, Milli Egitim Basimevi, Ankara 1971, vol. 19, p. 8.

25 Behar 2010: 269; Feldman 1996:66-67, 147 & 508 fn. 39; Oztunal990, 11, 68-69. In later
Turkish tradition he is confused with another, contemporary, Murad Aga who was a singer
and for that reason no reference is given in the catalogue of works found in that entry. Oz-
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slave in Constantinople alongside Emirgin Han after the conquest of Yerevan by
sultan Murad IV. He was soon recognised as an unrivalled sestar virtuoso, which
made him popular in Constantinople. He belongs to the last generation of Per-
sian musicians in the Ottoman court.

Torlak Neyzen Dede (- 16507?)
Torlak Neyzen Dede was a Turkish zey player and composer?6. Mere mention of
him is made by Evliya Celebi, Ali Ufki, Cantemir and Kevseri.

Serif ( - 1680)

Serif was born in Asia Minor, and spent some time in Cairo?’. He is considered
one of the leading classical composers of instrumental music with around fifty
surviving works in the music collections of Cantemir, Kevseri and Hamparsum.

Kosmas the Macedonian (middle of the 17th ¢. - 1692)

Kosmas studied together with Balasios under Germanos of New Patras in Con-
stantinople and later served as Domestikos of Iviron Monastery in Mount Athos
where he was mainly active?®. He is known as the composer of a novel musical
setting of the Heirmologion, as a teacher and mainly as a scribe of music codices
of exceptional comeliness and elegance, decorated with the most beautiful
miniature illustrations and initials. His compositional output in secular music
consists of one beste, which was copied extensively.

Reftdr Kalfa (- 1700?)

Very few details are available about Reftir Kalfa?’. She is the only female com-
poser found in the source material. It is certain that she played some musical in-
strument, possibly the tanbur.

Kuagiuk Hatib (- 17007?)
The available information about Kii¢ik Hatib is poor®?. His real name is not
known: Hatib is a title meaning public speaker, rhetorician or preacher while

tuna, Y., Turk Ansiklopedisi, Milli Egitim Basimevi, Ankara 1976, vol. 24, p. 439; Tetik,
Seher, IV. Murad’in Sarayinda Miisik ve Miizisyenler, (postgraduate dissertation in the library
of TMC) 2005 [library catalogue index 140 TS.YL], pp. 36-40.
26 Oztuna 1990, 11, 400401, where a catalogue of works can be found as well.
27 Feldman 1996: 46, 305, 325, 410, 412, 441; Oztuna 1990, 11, 352, where a catalogue of
works can be found as well; Oztuna 1969:146-147.
Anastasiou 2005:358-359; G. D. Zesimos, Kooudg Ifnpitng xai Makeddv, Aouéotikog tijg
Movijg t@v Ipipwv, IBM - Studies 7, Athens 2007; Karagounis 2003: 370-374; Kretikou
2004:245-246; Politis & Politis 1994:508-511; Stathis 1979:120-121 (fn. 5); Chaldaiakis
2003:447-448; Chatzigiakoumis 1975:82-87 & 321-322, where a catalogue of works can be
found as well; Chatzigiakoumis 1980:37-38 and index.
29 Oztuna 1990, 11, 223; Oztuna, Y., in Tiirk Ansiklopedisi, Milli Egitim Basimevi, Ankara
1978, vol. 27, p. 259.
30 Feldman 1996:410 (simple mention); Oztuna 1990, 1, 446; Tiirk Ansiklopedisi, ed. Milli
Egitim Basimevi, Ankara 1975, vol. 22 (note editor Y. Oztuna), p. 413.

28



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

POST-BYZANTINE MUSIC MANUSCRIPTS 143

kii¢iik in this context means young - that is “Young Rhetorician”. Very few of his
works survive in the music collections of Cantemir and Hamparsum.

Muzaffer (Sdat¢i Mustafa Efendi) (- 17107?)

Few details exist about Muzaffer’!. He was a Turkish composer of mainly instru-
mental music, who together with other important figures of his time shaped the
old “classical” instrumental repertoire.

Itri (Buhtrizdde Mustafa Efendi and/or Celebi)

(1638? - 1712)

He is considered the most significant Turkish composer of art music, although
only forty-three pieces survive from his voluminous and most significant work
on both sacred and secular music32. He belonged to the order of Mevlevi Der-
vishes of the Mevlevihdne of Yenikapi. His family name was “Buhtirizade”?3, “Itr1”
being his artistic name. He was a student of Haifiz Post while later he himself
served as a teacher of the ensemble of the saray. He influenced the conventions
pertaining to the melodic development of the makams. Moreover, all subsequent

repertoire is seen to utilise the versions of the makams employed by Itri.

Osman Dede [Kutb-1 Niyil Seyh]3 (1652; - 1730)

Osman Dede was born in the Vefa district of Constantinople®. In his time, he
was an unrivalled virtuoso of the ney. A geyh and dede, he was a high rank cleric
of the religious order of Mevlevi Dervishes. He exemplifies the great influence of
the Mevlevi on various aspects of Turkish musical life. Through his work he re-
vived the model of musician-theoretician, which was widespread in the Islamic
world but had been abandoned in the Ottoman Empire during the 16th and

31" Peldman 1996: 46, 305, 325, 359, 417, 431; Ozalp 1969:170; Oztuna 1990, 11, 85-86, where
a catalogue of works can be found as well; Oztuna 1969:148.
32 Aksiit 1993:35-45; Aksu, Sami, Buburizade Mustafa Itri Efendinin Hayat: ve Eserlerinin Tan-
zimi, (postgraduate dissertation in the library of TMC) 1990 [library catalogue index 230
TS.R]; Ediboglu 1962:11-18; Feldman 1996; Giirpinar, Mehmet Haldun, Bubdrizade
Mustafa Itri Efendinin Hayat, Nevd Kdir'm Makam olarak Incelenmesi ve Elimdeki Notas:
Mevcut Eserleri, (postgraduate dissertation in the library of TMC) 1991 [library catalogue
index 52 TS.M]; Ozalp 1969:161-165; Oztuna 1972:13-15; Oztuna 1990, 1, 374-376, where
a catalogue of works can be found as well.
Petros refers to him as “Pouchourtzioglou” [“Tlovyovptiioyhov”] in Gritsanis 3.
Gregorios refers to him in the manuscript as “Koutpounaes” [“kovtnovvées”]. The use of
the term Kutb-1 Nayi according to W. Feldman (1996:136) originates from the Sufi phi-
losophy and is symbolic of the ratio of the axis (known as “qutb”) which underpins the
world of music or, more precisely, the music of the planets.
Gungordi, Bahri, Ndyi Osman Dede’nin Mi’réciyesi’nin, (diploma dissertation in the library
of TMC) 1989 [library catalogue index 95 TS.M]; Feldman 1996; Ozalp 1969: 175-177,
Ozerden, Oktay, Ndyi Osman Dede ve Mi’riciyye Tiirk Misikisindeki Yeri, (diploma disserta-
tion in the library of TMC) 1993 [library catalogue index 50 TS.M]; Oztuna 1990, II, 169-
170, where a catalogue of works can be found as well; Oztuna, Y., Tiirk Ansiklopedisi, Milli
Egitim Basimevi, Ankara 1977, vol. 26, pp. 78-79; Tibet, Sehim Sevki, Ndyi Osmdn Dede,
(diploma dissertation in the library of TMC) 1985 [library catalogue index 32].

33
34

35



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

144 KYRIAKOS KALAITZIDIS

17th centuries. His compositional work is mainly of a Mevlevi religious ceremo-
nial nature, however it also includes secular compositions, mainly pesrevs. He
wrote his own music collection around 1700 using a system of alphabetic nota-
tion of his own invention3¢.

Dimitri Cantemir (1673 - 1723)

Dimitri Cantemir, prince of Moldavia, is considered one of the leading figures of
Ottoman music?’. He was very active in political life and his work was of a broad
philosophical, historical, theological, literary and geographical nature, written in
various languages. He was educated by Greek teachers in his birthplace of Iasi, and
in the Patriarchal Academy of Constantinople where he lived in the years 1688-
1710. In 1712, he was elected a member of the Academy of Berlin and served for
many years as a legal advisor to the Ecumenical Patriarchate.3® He was taught mu-
sic in the environment of the court of Ahmet III and learned to play the tanbur
under the great virtuoso of that instrument, Angelo, while being held hostage to
guarantee the good conduct of his father Constantine. His most significant contri-
butions include: the authoring of the first theoretical textbook including a collec-
tion of music scores on Ottoman music, the transcription of three hundred and
eighty works into a notation of his own invention and the composition of around
fifty instrumental compositions. In 1712 he was voted a member of the Academy
of Berlin.

18th Century

Kasim [Mehmed] (-1730?)

The only information existing about Kasim is that he composed the haphap neva
sakil pesrev known from the music collections of Dimitri Cantemir and Petros
Peloponnesios (Gritsanis 3, 103r)%°.

36 Osman Dede, Rabt-I Ta’birdt-I Misiki, Istanbul Universitesi Kittiiphanesi, Tiirkiyat En-
stitiisit. O. Akdogu (ed.), Izmir Universitesi 1991. However, the collection is found today
in a private collection in Turkey, unpublished. The fact that this collection has not been
the subject of a serious study to date, is the reason its significance in the development of
18th century Ottoman musical theory has not been recognised. In the late 18th century,
his grandson Abdiilbaki Nasir Dede wrote the musical collection Tabririye developing the
musical system of his grandfather.

Burada, Teodor, T., Scierile musicale ale lui Dimitrie Cantemir Domnitorul Moldove, Analele
Academiei Romane, Bucharest 1911; Feldman 1996; Oztuna 1972:19-20; Oztuna 1990, 1,
422-424; Papadopoulos 1890: 308; Popescu Judetz 1973; Popescu Judetz 1999, where an
analytical catalogue of works can be found; Tsiamoulis - Erevnidis 1998:20-21; Tura 2001;
Yertut, Giilderen, Kantemirogl, (diploma dissertation) 1987. [ITU library catalogue index
12 TS.B]; Wrigth 1992, 2000.

38 See Steven Runciman, 1968.

39 Oztuna 1990, 1, 433.

37
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Ibrahim Aga [Santtri] (- 1732)
The existing information is poor. He was a composer and sazntur virtuoso®.

Abdurrahmén Bihir Efendi [Arabzade] (1689 - 1746)
Abdurrahmén Bahir Efendi was born in Constantinople, to a prominent family
of the Ottoman aristocracy*!. His father was the Prince and Imam Arabzide
Haci Abdilvehhdb. Abdurrahmin was a composer, poet, sweet-voiced hdnende
and he was elevated to very high offices. In 1710 he was appointed head of the
imams of Ahmet III and teacher of the court princes. In 1720 he became mullah
(low-rank Islamic law judge) of Neapolis (Yenisehir) and in 1725 promoted to
kadi (high rank judge) of Constantinople. He became kazasker (judge of the
army) of Asia Minor (Anadolu) in 1739 and of the Balkans (Rtmeli) in 1746.
Only instrumental compositions of his survive.

Es’ad Efendi [Seyhiilislim Mehmed, EbG-Ishik-zade]

(1685 - 1753)

Es’ ad Efendi was a leading state official, intellectual and composer with a notable
opus. He was born in Constantinople to a noble family*?. He reached the highest
religious office of the Ottoman Empire, that of Seyhiilislim. His most important
contribution to musical matters is the authoring of Atrabii’l Asér fi Tezkireti “Urefii’I
Edvir, containing seventy-seven brief biographical notes of prominent compos-
ers of vocal works of the period from 1600 to approximately 1730.

Hizir Aga (? - 1760)

Hizir Aga played the violin and the tanbur and he was a favoured composer and
member of the entourage of Sultan Mahmud I (1730-1754)*. He composed very
nice military pesrevs. He was the founder of a lineage of court musicians. His son,
composer Kiiciik Arif Mehmed Aga was also his student in music, and so was
Ahmet Aga Vardakosta. Hizir Aga authored a theoretical work titled Zéfhimii’l
Makamat fi Tevlid-in Negamdt®, which is of the most important sources in the
study of Ottoman music. The work refers to the mystical relationships of the
makams with the planets and metals, as well as other related topics.

40
41

Oztuna 1990, 1, 378, where a catalogue of works can be found as well.

Feldman 1996 (simple mention); Oztuna 1990, I, 11-12, where a catalogue of works can be
found as well.

42 Behar 2010; Feldman 1996; Baysun, M. Cavid, in Isldm Ansiklopedisi, Istanbul 1964, vol. 4,
pp. 359-362; Ozalp 1969:178-180; Oztuna 1990, 1, 265-267; Tiirk Ansiklopedisi, Milli
Egitim Basimevi, Ankara 1968, vol. 15, p. 389.

The manuscript dates from around 1725 and is preserved in the library of Istanbul Univer-
sity (Istanbul Universitesi Kiitiiphanesi T.Y. 1739).

44 Feldman 1996:34, 249-251, 267-271; Ozalp 1969:181; Oztuna 1972:15-19; Oztuna 1990, 1,
342, where a catalogue of works can be found as well. Tiirk Ansiklopedisi, Milli Egitim
Basimevi, Ankara 1971, vol. 19, p. 217.

Topkap: Saray: Kitiiphanesi, Hazine K. no 1793. A study of this manuscript is being pre-
pared by Recep Uslu.
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Keméni Yorgi (Tzorzis or Corci) (early - middle of

the 18th c.)%

C. Fonton witnesses that “the famous Greek Kemani Yorgi played all musical in-
struments and [that] ... even the most apathetic and useless instrument became
melodic in his hands”. Additionally, that he was “a hero of the music of the
Eastern peoples, the first musician of the Ottoman court”. Lastly, that “he be-
came famous for the way he played the violin, no one could play better than
him, and because he first introduced the violin among the Eastern peoples”. The
dominant position of Kemani Yorgi in the musical matters of his time is shown
by the multitude of his compositions transcribed by Petros in Gritsanis 3:
twenty-one works are attributed to him, most of them not found in other
sources, while for other composers three or four pieces are included at most. A
memorable Zeste of his was also preserved by the unknown scribe of Iviron 949.

lIoannis Protopsaltes (early 18th c¢. - 1770)

Ioannis was a student of Panagiotis Chalatzoglou and teacher of Petros Pelopon-
nesios*’. He was an important “link” in the chain of prominent music teachers of
the Great Church of Christ with a rich compositional and codex writing output.
He served at the Patriarchate in various chanting positions, becoming Domes-
tikos (first reference 1727), Lambadarios (1728-34) and Protopsaltes (first refer-
ence 1736 - d. 1770). His contribution to the subject of the exegesis of notation
before the reform of 1814 was particularly important. His compositional output
in secular music includes a Phanariot song and one karabatak pesrev.

Tab’i Efendi (Kassim - Ahdebz4de Ser-Miiezzin-i Sehryéari
Hattdt Mustafa) (17052 - 1770?)%

Tab’i was born on the Asian side of Constantinople, in Uskiidar and he is con-
sidered one of the most prominent Turkish composers. He possessed exceptional
vocal talent, and his achievements in calligraphy are also well known. During the
reign of Osman III, he was elevated to head of the muezzins of the palace. His
compositional work is large and significant, extending to various musical genres.

46 He is commonly mixed up with three other musicians with the same name and especially

with the one who was a blind teacher in the court of Selim III. In his encyclopedia, Y. Oz-
tuna (1990, I, 185-186), distinguishes the old Tzortzis from the new. Morever, for the old
Tzortzis, he gives the dates 1680-1775 for his birth and death with question marks, with-
out, as usual, justifying how those dates were deduced. Blainville, Charles Henri de, His-
toire générale critique et philologique de la musique, Paris 1767, p. 60; Feldman 1996: 129, 132,
417; Fonton 1751; Tsiamoulis — Erevnidis 1998:27-29.

47 Anastasiou 2005:370-372; C. G. Patrinelis 1969:76-78, 84, 88; Stathis 1979, 120-121 (fn. 5);
Chaldaiakis 2003:459-460; Chatzigiakoumis 1975:303-305, where a catalogue of works can
be found as well; Chatzigiakoumis 1980:43.

48 Oztuna 1990, I, 82, gives 1765 as his date of death. However, Feldman (1996:82, 233),
gives 1770 with a question mark as his date of death and just a question mark for the date
of his birth. Aksiit 1993:67-69; Ozalp 1969:184-185; Oztuna 1972:31; Oztuna, 1990, II,
365-367, where a catalogue of works can be found as well.
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Abdiilhalim Aga (17207 - 1802)

The existing information is poor®. He is credited with the first use of the makam
shz-i dil.

Ahmet Aga [Musihib Seyyid, Vardakosta] (1728? - 1794)

He was the son of the composer Hizir Aga, born in a township close to Amasya,
but grew up in Constantinople and indeed within the palace, which is the reason
Nikeforos Kantouniares refers to him as “Sarayli”?. He was already well known
during the reign of Abdulhamid I and later became a close friend of the music
loving Sultan Selim III. He was a member of Mevlevi seybs of the tekkes of Yeni-
kapr and Galata. Among other pieces, he composed two ayins in hicdz and ni-
havent. Rauf Yekta credits Ahmet with the establishment of the pegrev as the in-
troductory piece in the macro-genre of the fasi. He was buried in the Mevlevi-
hane of Galata.

Kyrillos Marmarinos (middle 18th ¢. - late 18th c.)

Kyrillos Marmarinos became bishop of Tinos and later bishop of Ganos and
Chora®l. He was taught the psaltic art by Panagiotis Chalatzoglou and became an
important composer, exegetes and codex writer. Two secular compositions of his
survive, while his theoretical textbook titled “Introduction to Music by Question
and Answer” (“Eicaywyn povoikfic xat’ épotandkpiov”), in which he dedicates a
chapter to the makams and rhythms of secular music, is of particular importance.

Hinende Zacharias (or Zaharya)>? (18th c.)
Zacharias was an outstanding figure of secular music and, according to Turkish
sources, the greatest composer of vocal compositions®3. He also composed eccle-

49 Aksiit 1993:72-73; Oztuna 1990, I, 15, where a catalogue of works can be found as well.

50 The entries which exist under “Ahmet” in Oztuna’s encyclopedia (1990, I, 426) are as fol-
lows: three sultans, one Ahmet Aga, who lived after to the writing of the manuscript, one
who bears the nickname Kapicioglu [p. 426] and others called Bey. It is therefore deduced
that it is Vardakosta, who indeed grew up in the palace (Sarayli). Aksiit 1993:74-76;
Feldman 1996: 143, 169, 450, 451, 459; Oztuna 1990, 1, 30-31, where a catalogue of works
can be found as well; Oztuna 1969:151; Oztuna, Y., in Tiirk Ansiklopedisi, Milli Egitim
Basimevi, Ankara 1975, vol. 1, p. 248; Sahil, Atik, Vam’akosta Abmet Aga’mn Hayati ve Eser-
lerinin Incelenmesi, (diploma dissertation in the library of TMC) 1995 [library catalogue in-
dex 444 TS.B); Senoglu, Sevtap, XVIII Yiizydl bestekdri Vardakosta Abmet Aga’mn Tiirk
Musikisindeki Yeri ve Onemi, (postgraduate dissertation in the library of TMC) 1994 [library
catalogue index 71 TS.M].

51 Alygizakis 1990; Anastasiou 2005:372; Karagounis 2003:474-477; Popescu-Judetz — Sirli
Adriana 2000, which publishes an English translation of the chapter of Kyrillos’s theory
book on secular music; Chatzigiakoumis 1975:338-339, where a catalogue of works can be
found as well; Chatzigiakoumis 1980:44, 94 (fn. 215-220); K. Psachos, journal ®dpuyé,
season 2, year 1, No 1 (15 March 1905), p. 4 and No 3-4 (15-30 April 1905), pp. 6-7.

52 Hinende in Persian means “the art singer”.

53 Aksiit 1993:57-60; Ediboglu 1962:19-28; Kalaitzidis 2001, where a catalogue of works can
be found as well; Oztuna 1972:31-32; Oztuna 1990, 1I, 508-509; G. Papadopoulos
1890:313-315; Sevgili, Afra, Zaharya’nin Hayati, Eserleri, Musikimizdeki Yeri Oneri (diploma
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siastical compositions, especially kalophonic heirmoi, having been a student of
Daniel Protopsaltes in ecclesiastical music, while he was Daniel’s teacher in secu-
lar music. He came from an affluent family of fur merchants, originating from
Kastoria or Siatista. He played the tanbur and participated as a singer in the en-
sembles of the Ottoman court. Although the dates of his birth and death have
not been fully determined, the period of his activity is witnessed to be the 18th
century’4. His compositions, simple and majestic, exhibit an unusual refinement.
Chrysanthos in his theory book (@sopntikdv, p. XXXV) calls Zacharias’s works
“ereat and praiseworthy”. Zacharias contributed decisively to the shaping of the
genre of beste, in which he excelled.

Tanb@ri Haham Musi (Moshe) (? -1770?)

The title “Haham” refers to the religious leader of the Jews®. The little informa-
tion available about his life refers mainly to his activities in the palace, where
during the reign of Sultan Mahmud I (1730-1754) he was the leading tanbur mu-
sician. Moreover, in a government document of the time, his remuneration is
noted to be forty akges a day. Unconfirmed information describes him as the
teacher of Tanbtri Isak.

Petros Lambadarios Peloponnesios (1740 - 1778)

Petros is considered one of the outstanding personalities of ecclesiastical music
and definitely the greatest one in the 18th century®®. His musical genius was rec-
ognised by many of his contemporaries and a multitude of stories have survived
concerning his legendary, though short, life. He served as Domestikos between
the years 1764-1771 and as Lambadarios between the 1771 and 1778, when he
died during the plague. His compositional and exegetic work, great in both vol-
ume and significance, includes nearly every genre of composition and consti-
tutes the backbone of the psaltic repertoire of the Eastern Orthodox Church. He
taught the repertoire of the Papadike and Sticherarion at the Second Patriarchal
Music School. In recent years, research has revealed more information proving

dissertation in the library of TMC) 2001 [library catalogue index 859 TS.B]; Tsiamoulis —
Erevnidis 1998:22-23.

For more on the issue of the period in which Zacharias was active, see the accompanying
texts of the disc with the same name: “En Chordais”, Zakharia Khanendeh.

55 Aksiit 1993:70; Feldman 1996:49, 143, 305, 409, 412, 417; Feldman, W., Tanbiri Isak, texts
accompanying the CD Tanbiri Isak, Fikret Karakaya (music ed.), “En Chordais” 1918,
Thessaloniki 2005, pp. 16, 60, 70; Oztuna 1972:15-19; Oztuna 1990, 11, 70-71, where a
catalogue of works can be found as well.

A. Alygizakis, “Moporoyixés napatnproeig 610 Epyo tdV pehovpydv Iétpov Aaumadapiov
10D [elonovvnoiov kai TakdBov (18° ai.)”, Ipyydprog Molauds 71 (1988), pp. 299-305; Anas-
tasiou 2005:375-379; T. K. Apostolopoulos - K. Kalaitzidis, “En Chordais”, Petros Pelopon-
nesios; Karagounis 2003:596-603; F. Kretikou 2004:245-246; Oztuna 1990, 11, 191-192; Pa-
padopoulos 1890:318-324; Patrinelis 1969:85-86, 89; Stathis 1971:213-251; Stathis 1980;
Stathis 1983:108-125; Tsiamoulis — Erevnidis 1998:23-26; Chaldaiakis 2003:463-464;
Chatzigiakoumis 1975:368-377, where a catalogue of works can be found as well; Chatzigi-
akoumis 1980:46-47, 95-96 (fn. 247-260).

54
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that Petros was a great personality in the secular music of 18th century Constan-
tinople, as a performer (zey and tanbur), and as a codex writer and composer of a
large number of works. His four autographed anthologies constitute one of the
most significant sources for the study of the art music of Constantinople, espe-
cially of the instrumental repertoire. One view, which seems convincing, is that
Petros is the same person as Petraki or Tyriaki of the Turkish sources, to whom at
least ten pieces are attributed®’.

Elias ( - 1799)

The existing information is sparse. It is known that he served as teacher and
composer at the school of Selim III and some of his compositions have been
preserved.

Iakovos Protopsaltes Peloponnesios

(middle of the 18th c. - 1800)

Iakovos’s presence dominates the last four decades of the 18th century as Do-
mestikos  (1764-1776), Lambadarios (1784-1789) and Protopsaltes (1790-
23/4/1800, when he died)*’. He taught the repertoire of the Papadiki and Dox-
astarion at the Second Patriarchal Music School and was occupied with the com-
position of all genres of the psaltic art. His main contribution, however, was the
composition of the Sticherarion and especially the Doxastarion with shortened
versions of the old music lines (¢heseis). He is considered the most “traditional”
and “ecclesiastical” composer of his time, opposing the notational innovations
of Agapios Paliermos. A portrait illustration of Iakovos playing the tanbur sur-
vives in a manuscript in the library of Simon Karas. His occupation with secular
music is summarised in twelve Phanariot songs.

Petros Byzantios (middle of the 18th c. - 1808)
Petros Byzantios was born in the Nichori (Yenikéy) district of Constantinople
and was a student of Petros Peloponnesios®?. His occupation as a psaltes, exegetes,

57 His catalogue of works includes a total of one hundred and eleven Phanariot songs, a
number that may increase as research progresses, eleven taksims and an undetermined
number of pesrevs and semd’is.

58 Aksiit 1993:77; Oztuna 1972:15; Oztuna 1990, 1, 387, where the entry is given withing a

catalogue of works, with the reservation that Elias may be mixed up with another Elias of

Jewish descent; Tsiamoulis — Erevnidis 1998:29; Tiirk Ansiklopedisi, Milli Egitim Basimevi,

Ankara 1972, vol. 20, p. 102.

A. Alygizakis, “Moppodoyixés napotnproeig 610 &pyo tdV pehovpydv Iétpov Aapmadoapiov

100 [lehomovvnoiov kol TakdBov (18 av.)”, Ipnydpiog Hotaypds 71 (1988), pp. 299-305; Anas-

tasiou 2005:379-380; Papadopoulos 1890:315-316; Patrinelis 1969:79-80, 86, 88-89; G. T.

Stathis, “IaxoBog pwtoyditng 6 Bulavtog (23 Arpiriov 1800)”, EEOX (EETHS) 32 (1997),

317-334; Chatzigiakoumis 1975:299-302, where a catalogue of works can be found as well;

Chatzigiakoumis 1980:49, 97 (fn. 274) and index.

60 Anastasiou 2005:380-381; C. C. Karagounis 2003:529-533; Papadopoulos 1890:324-325;
Patrinelis 1969; M. Pappas, “Ilétpog 6 Bulévriog (d. 1808)”, O Haveéinvos. Heprodixn &xdoon
Y& Ty éyvn, Y iotopio kod tov moimouo oty Ihepia, Issue 6-7 (Katerine, April 2001), pp.

59
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composer and codex writer spans approximately 40 years: Second Domestikos
(1771-1778), First Domestikos (1778-1789), Lambadarios (1789-1800) and Protop-
saltes (1800-1805). His large contribution in terms of the exegesis, and the com-
position and systematisation of fast melodies (Anastasimarion, Heirmologion etc.)
was outstanding. According to Papadopoulos “he played the pandouris [tanbur]
and the Arabic #ay masterfully”. In 1805, Patriarch Kallinikos dismissed him
from the position of Protopsaltes due to his remarrying, which was not permitted
of the psaltai of the Patriarchate. He retired to Kherson and later to Iasi where he
died in 1808. Apart from the ten Phanariot songs he composed, K. Psachos cred-
its him with the authorship of a collection of secular music (MS LKP 19/173).

Tanbtril Isak Fresco-Romano (1745 -1814)

Isak Fresco-Romano, from a Jewish noble family of Constantinople, is one of
the key people in the transmission of Ottoman music®!. He was a superb per-
former of the tanbur and the founder of its contemporary playing technique. He
composed both instrumental and vocal music characterised mainly by a view of
the makams broader than that of the established trend of highlighting the seyir.
Unconfirmed information characterises him as a student of Moshe Faro and of
Kemini Yorgi. Despite his posthumous fame and the great respect by which his
compositions were preserved until today, almost nothing is known about Isak’s
life. The few surviving anecdotes bear witness only to the great appreciation
shown towards him by his sponsor and student of music, Sultan Selim IIL

Georgios Soutsos (1745 - 1816)

Georgios was a descendant of a historical family from Epirus, which had settled
in Constantinople prior to the fall of the city under the surname Drakos®2.
Georgios was the son of the great interpreter Nikolaos (1730-1769). An intellec-
tual and a dramatist, he studied in the Great School of the Nation under Evgen-
ios Voulgaris (1760-1761). He wrote various theatrical works and translated six

80-86; Plemmenos 2003:133-164; Stathis 1971:213-251; Chatzigiakoumis 1975:364-367,

where a catalogue of works can be found as well; Chatzigiakoumis 1980:47-49; K. Psachos

1911:2-4.
61 Aksiit 1993:90-92; “Bezmara Music Ensemble”, CD Tanbiri Isak, Fikret Karakaya (music
ed.), Walter Feldman (accompanying texts), “En Chordais” 1918, Thessaloniki 2005;
Feldman 1996:49, 51, 131, 143, 152, 163; Oztuna 1972:15-19; Oztuna 1990, 1, 391-392,
where a catalogue of works can be found as well.
The family returned to Epirus in 1453, but was forced to return to Constantinople in 1740
at the command of the sultan in the context of repopulating the city. The founder of the
Drakos family had practical knowledge in plumbing and while working for a related state
office he got the surname Soutsis, which was converted to the more Greek sounding Sout-
sos (in some manuscripts he is also found as Soutzos). For more on the family and its
members see the relevant entries of Greek encyclopedias referred to in the main bliblio-
graphical references. T. Velianitis, entry “Tedpylog Todtcoc”, in Néa Meyddn Eidnvikn
Eykvidorordeio. Xdpy Iéron, vol. 29, ed. Drandrakis P., pp. 100-101; T. Velianitis, enty
“Tedpylog Todtoog”, in Meydin Elinvixs Eyxvxiomoideio, vol. 22, ed. Drandrakis P., pp. 167-
169; Plemmenos 1999-2000:101; Spathis 1995:239-279; Tsiamoulis — Erevnidis 1998:30.
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tragedies of Metastasio (Venice 1779) and of Guerini (1805) from the Italian
original. In various manuscripts he is mentioned as “Archon Postelnikos, known
as Dragoumanakis”®. His occupation with the genre of Phanariot songs was
noteworthy, as was also his attempt to compose works with Greek verses to Ot-
toman forms. S. Oikonomou states that: “he spent his life away from political
matters, cultivating literature and especially occupied with the Turko-Persian mu-
sic and poetry”®4.

19th Century

Manuel Protopsaltes (middle of the 18th c¢. - 1819)

Manuel Protopsaltes® came from Constantinople. He was a student of lakovos
Protopsaltes and Georgios the Cretan, continuing their commitment to tradi-
tion. He succeeded Petros Byzantios as the Protopsaltes of the Great Church of
Christ from 1805 until 2/6/1819 when he died. From his rich compositional
opus, the compositions which have prevailed and are chanted to this day are the
quick Doxologies based on each echos and the Maxdpiog dvijp, which are essentially
condensed versions of the respective compositions of Petros Lambadarios.

Nikeforos Kantouniares (1770 - 1820)¢%

Nikeforos was of Chian descent®’. He lived and was active between the cities of
Constantinople, Damascus and Iasi. He was a student of Iakovos Protopsaltes, and
served as a psaltes in various churches while he also received the title of Archdeacon
of the Patriarchate of Antioch. Apart from his codex writing, compositional and
exegetic work concerning ecclesiastical music, he also composed around sixty-six
secular works, mainly songs on Phanariot verses. He is the most prolific scribe of
secular music with five codices attributed to him, the most recent one of which,
Vatopediou 1428, is a monumental transcription of secular music repertoire in
every respect: Phanariot, Arabic, Turkish, Gypsy and French songs, semd’is, sarkis
and others. His “Catalogue of Those who Flourished in Music at Various Times”
(Xeropotamou 318 and Vatopediou 1427) is also noteworthy.

63 For examples see Vatopediou 1428, ff. 13, 320, 339, 342. The term “Postelnikos” refers to
an office of the Danubian Principalities, its duties generally corresponding to those of a
Foreign Minister.

See N. Mavrokordatos, Ydyog Nixotiavijg, Venice 1876, p. 73.

He was also known as Manuel Byzantios, that is, Manuel of Byzantium - Byzantium be-

ing the ancient name of the city of Constantinople. Patrinelis 1969:80-81; Chatzigiakou-

mis 1975:337, where a catalogue of works can be found as well; Chatzigiakoumis 1980:54.

66 For Kantouniares’s dates of birth and death see J. Plemmemos 2003:195-234, especially
196-197.

67 L. Vranousis 1995:295, 297, 299, 617-618; Papadopoulos 1890, 327; Plemmenos 1999-
2000:97-110; Plemmenos 2003:195-234; Politis — Politis 1994:575; Stathis 1983; Stathis
2001:613-623; Chatzigiakoumis 1980:54, 100 fn. 323-325; Chaldaiakis 2003:214, 256-257,
461, 471, 479-480.
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Gregorios Protopsaltes (1778 - 1821)

Gregorios Levitis was one of the three teachers who invented and introduced the
New Method of analytical notation, into which he transcribed a large part of the
older psaltic repertoire®®. He was born in Constantinople and studied under
Georgios the Cretan, Iakovos Protopsaltes and Petros Protopsaltes Byzantios. He
served as Lambadarios of the Great Church of Christ (early 1810s up until 1819)
and Protopsaltes until the 23rd of December 1821, the date of his death. He left
behind a large legacy in composition, exegesis and codex writing, as well as in his
many students to whom he taught the New Method at the Third Patriarchal Music
School. His occupation with secular music was extensive and multi-faceted; He
was a composer, transcriber, theoretician as well as a virtuoso of the tfanbur,
which, according to G. Papadopoulos, he learnt from Ismael Dede Efendi.

Athanasios Dimitriados the Cypriot

(middle of the 18th c. - 1827)

Athanasios Dimitriados (Athanasios of Dimitrias) came from Cyprus and was a
nephew of the Ecumenical Patriarch Gerasimos®®. When the Archdiocese of
Dimitrias (today’s head offices of which are located in the city of Volos) was ele-
vated to Metropolis in 1795, Athanasios was elected as its first bishop, and re-
mained in that position until 1822. Information pertaining to his musical activi-
ties is poor.

Ismail Dede Efendi (Hammamizade) (1778 - 1846)

In the Greek sources he is often referred to as “Dedes Ismailakis””°. He is consid-
ered a leading figure of Ottoman music. He played the ney and belonged to the
monastic order of the Mevlevi dervishes of the tekke of Yenikap1 bearing the title
of dede. He composed around five hundred works in all forms of secular and re-
ligious music, from which two hundred and eighty-eight survive today, in a total
of seventy makams. Many significant Turkish musicians, as well as many Greek

68 Anastasiou 2005:384-385; Karagounis 2003:596-603; E. Kretikou 2004:245-246; Maurren
Morgan, “The Three Teachers and their place in the history of the Greek church music”,
SECII (1971), pp. 86-99; K. Romanou, “H petappibuon tov 1814, Movoikodoyia 1 (1985),
p. 13; Papadopoulos 1890:329-331; Patrinelis 1969:81, 87; G. T. Stathis, “Gregorios Pro-
topsaltes (1778-1821)” in the accompanying booklet of the LP of the series Bu{avrivoi koi

uetofolavrivol uedovpyoi 2 [IBM 102 (I-II)], Athens 1976; Chatzigiakoumis 1975:282-286,

where a catalogue of works can be found as well; Chatzigiakoumis 1980:56-57, 100-102 (fn.

335-352); Chaldaiakis 2003:468-471.

Giannopoulos, N. L., «Emckonikoi katdhoyor Oeocariag», jour. Ocoloyia, vol. 12, p. 125,

Athens (1934); Tsilividis, D., O dnunpiddoc Abavésiog 6 Komprog, 1795 - 1822, unpublished

work provided by kind permission of the author.

70 Aksiit 1993:119-126; Ediboglu 1962:49-59; Feldman 1996: 15, 92, 96, 169, 297, 371, 391,
498; Feldman, W., “Snapshot: Ismail Dede Efendi”, in Danielson, V., Marcus, S., Rey-
nolds D., (ed) 2002 The Garland Encyclopaedia of World Music, Volume 6 The Middle East,
New York and London, pp. 779-780; Oztuna 1972:15-19; Oztuna 1990, 1, 394-400, where a
catalogue of works can be found as well; Papadopoulos 1890:330, 340, 350; Salgar, Fatih
M., Dede Efendi, Hayat1 — Sanati — Eserleri, Istanbul 1995.
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psaltai, were his students, explaining the inclusion of many of his compositions
in manuscript and printed secular music collections in Byzantine notation”!.

Panagiotis Pelopidis Peloponnesios
The existing information is poor (Papadopoulos 1890:341). He published the
theory book (7heoritikon) of Chrysanthos and wrote its foreword.

Ioannis Pelopidis
The existing information is poor. He is the scribe of the secular music collection
of MS LKP 152/292.

Here follow fourteen other composers who are mentioned clearly by name in the
sources where certain works are attributed to them, however, it was not possible
to identify or to find biographical information or other references about them.
They are listed here in alphabetical order:

Antonis”?

Georgios Therianos

Ioannis Konidaris

Ismael Tzaous

Kleomenis Athinis

Past Tzaous Ali Aganin
Peligratzoglou

Skouloumbris Chios, mousikantes
Spyridon Laphaphanas, Archdeacon
Tanburi Arezouni’?

Tanburi Hact Omer Aga
Tziochatzoglou

Yiangos Agas Siphnios

Yiousouf Usta’

Works with Names of Ethnic or Religious Origin

Certain works preserved in manuscripts with secular music bear, in their headings,
indications of ethnic or religious origin. They are: “persikon” (“népoikov”) mean-
ing Persian, “atzemikon” (“atléuxov”) and “atzemlerin” (“dtlepdepiv”) also mean-

71 Nikeforos Kantouniares refers to him as a “famous chanopaziate, royal hanende and

mousaipis”.

Gritsanis 3 has “Avtoviviv®, which means “by Antonis”, that is, a composition of Antonis.
Possibly identical to Antoine Mourad.

The name is found written in three different ways: “Areznoun” [“Apelvovv”] 162v / “Ari-
zouni” [“Apwlovvt”] 213v / “Areznin tanburi” [“Apelviv topmovpi”] 231r.

It was not possible to identify him as one of the three composers bearing the name Yasuf
who were contemporaries or predecessors of Petros who transcribed the beydti berefsan pes-
rev. See related Oztuna 1990, 11, 501-502.

72

73

74
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ing Persian, “mousoulmanikon” (“povcsoviudvikov”) meaning Islamic, “tourkikon”
(“rovprikov”) meaning Turkish, “ethnikon” (“é0vicov”) meaning secular, “varvari-
kon” (“BopPapucdv”) meaning non-Greek, “ismailitikon/os” (“icpaniitikov” and
“lopomAntikog”) meaning Ismaili, “hindilerin” (“Xnvimiepiv”) meaning Hindi,
“aravikon/os” (“apafikov” and “épafikdc”) meaning Arabic, “Athigganon” (“A0vy-
yavov”) meaning Gypsy, “gallikon” (“yoAAwkov”) meaning French, “frangikon”
(“ppbryywov”) meaning Frankish, “italikon” (“iralcov”) meaning Italian and finally
“taousanikon” (“Taousianikon”), the meaning of which is discussed below. These
descriptions along with the manuscript and page references in which they appear
are listed below:

Persikon (NLG 2401,122v). Persikon (Leimonos 259, 184r).

Atzemlerin (Gritsanis 3, 28v). Atzemikon (Xeropotamou 305, 312r). Atzemikon (Xeropota-
mou 329, 196v). Atzemikon [Ecumenical Patriarchate 6, 112r / Xeropotamou 329, 197r /
Koutloumousiou 446, 521r / NLG 2175, 835r / Agiou Pavlou 132, 814 / S. Karas 38, 296a].
The same piece also found as Persikon (Xeropotamou 330, 379r ko1 305, 311r). “Atzemikon, &
Aéyeton Persikon” (Sinai 1327, f. 190r).

Ethnikon (Megistis Lavras E9, ff. 141v / Iviron 1203, 176v / Koutloumousiou 446, 517v /
NLG 2175, 814v / Xeropotamou 305, 310v / Xeropotamou 330, 378r). The same piece is also
found as Ismailitikon (Ecumenical Patriarchate 6, 111v).

Ethnikon varvarikon (Gritsanis 8, 337). Varvarikon (Gritsanis 8, 339). Ismailitikos
(Gregoriou 23, f. 187v).

Hindilerin (LKP (dossier) 60, 52r).

Taousanikon (RAL 784, 140r / Vatopediou 1428, 49). Taousanikon (RAL 784, 145r / Va-
topediou 1428, 119). Taousanikon (RAL 784, 150r / Vatopediou 1428, 224).
Mousoulmanikon (Gritsanis 8, 341).

Aravikos (Iviron 1038, 663r). Aravikon (Vatopediou 1428, 286). Aravikon (Vatopediou 1428,
86). Aravikon (Vatopediou 1428, 85). Aravikon (Vatopediou 1428, 212). Aravikos (RAL 784,
58v). Aravikon (Vatopediou 1428, 211). Aravikos Hymn (Vatopediou 1428, 284). Hymn
Aravikos (Vatopediou 1428, 10).

'E¢ Athigganon (RAL 784, 38r / Vatopediou 1428, 209). ¢¢ Athigganon, echos 1V, sofyan, Va-
topediou 1428, 120.

Gallikon (Vatopediou 1428, 187). Gallikon (Vatopediou 1428, 295). Gallikon (RAL 784, 93r /
Vatopediou 1428, 304). Frangikon (RAL 925, 60r). Gallikon (Vatopediou 1428, 89).

Italikon (RAL 784, 81v / Vatopediou 1428, 303)7.

These descriptions require further research, because their acceptance without due
investigation can possibly lead to a distorted view of matters. Consequently, the

75 During the research for this book, other songs with Italian verses were found, although not
labelled ztalikon. For more see chapter “Catalogue of Secular Compositions”, p. 131.
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timeframe and cultural context of these ethnic and religious names must be
taken into account and their meaning at the time they were written must be ex-
amined. The use of similar ethnic or religious descriptions appears in kratemata
two centuries before the first such label appeared in a work of secular music’®.

The older and most complicated names are the identical “Persikon” and
“Atzemikon”. “Acem” in Arabic literally means “the others”, a term also used in
the Ottoman language to mean the Persians. For example, the compositions of
Theophanis Karykis and of Kosmas the Macedonian are sometimes found with
the label “Persikon” and other times with the label “Atzemikon”. The term
Acemi or Acemler is seen to be used extensively by Dimitri Cantemir in his col-
lection Kitabu Thmi “I-Misiki “ala vechi’l-Hurafat, Misikiyi Harferle Tesbit ve Icrd
Ilminin Kitabi in order to attribute works to Persian composers.

However, the terms “Persikon” and “Atzemikon” often characterise music
originating from non-Christian composers and not necessarily music of Persian
origin. The scribes, and possibly the broader environment in which they lived,
did not make a clear distinction between Persians and Ottomans. Hence, music
from both the Persian and the Ottoman tradition was indeed labelled using the
term “Persikon” and its identical “Atzemikon”. This confusion is justified by the
intense influence of Persian culture on the Selcuk and Ottoman culture espe-
cially with regard to the musical matters of the court’?. The manuscript
Panteleimonos 994 (323v) is a characteristic example, where Kyrillos’s semd’i 1
“called hiiseyni in Turkish” and is in “music and words of the Persians”. The head-
ing of the composition on 251r of MS Timios Prodromos 93 (251r), is similar:
“semd'f [with] Persian words and music”.

The Ottomans are also referred to as Persians by Chalatzoglou in his work
written in the first decades of the 18th century. Also, it can be noted that two
works by loannis Protopsaltes and Kyrillos refer to Persian music and words
while the poetic text is in Ottoman. Moreover, it is known that post-Byzantine
music teachers generally called the musical heritage of Eastern peoples “Arabo-
Persian”.

The examination, however, of the poetic texts shows that some of those pieces
were indeed Persian, such as, the zisnif persikon by Abdiilkadir Marighi (Leimo-
nos 259, 184r) and the Persikon of NLG 2401 (22v). Persian melodies were not
unknown to post-Byzantine scribes. This is evident from other compositions as
well, where the headings do not indicate an ethnic name, however their poetic
text shows otherwise’8. In addition, the following works, even though they do
not bear names of ethnic origins in their headings, are also found in Cantemir’s
collection from where their categorisation as “Persian” works is concluded:

76 See relevant references in Stathis 1979:116-17 and Anastasiou 2005:209-243 & 401-402.

77 On this topic, see extensive references in Feldman 1996:65-67 and in the chapter “The
Departure of Turkey from the Persianate Musical Sphere”, pp. 494-497.

78 For example see the compositions preserved in Iviron 1189.
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Nevd [pesrev] |Persian], [Echos plagal I1], fer™i mubammes, LKP (dossier) 60, 25v.
Giilistdn pencgdh | Pegrev) [Persian], [echos plagal IV tetraphonic], diiyek, Gritsanis 3, 146v.

Cantemir annotates both works as ‘acemler’in, which means “of the Persians”. On
the other hand, a composition attributed to Kosmas the Macedonian is interest-
ingly characterised by the scribes as “Atzemikon” (Ecumenical Patriarchate 6,
Xeropotamou 329, Koutloumousiou 446, NLG 2175, Agiou Pavlou 132) or “Per-
sikon” (Xeropotamou 330 & 305). In this case, despite the mention of the Greek
composer, the Persian influences upon the music and/or the genre are noted.
That is, it is a work of Kosmas, in “Persikon” style or genre. A similar case is that
of the kratemata, where certain compositions of Ioannis Koukouzelis, Ioannis
Kladas, Manuel Chrysaphes, Markos Hieromonk, Konstantinos of Anchialos,
Korones, Theophanis Karykis and others, bear headings with the labels “Persi-
kon”, “atzemikon”, “ismailitikon”, “tatarikon”, “embachum” and others.”?

The terms “Ethnikon”, “Mousoulmanikon” and “Barbarikon” are characterised
by vagueness and they probably indicate music of a generally Eastern origin.
Moreover, it is significant to note the clear reference to the Ismaili people, with
their particular religious and racial characteristics, as distinct from the rest of the
Muslim peoples. Lastly, “Hindilerin” clearly refers to Indian music®. The various
cross influences between the modal music traditions of North India and the
Middle East during that period are well known.

A few ethnic names are also preserved in Nikeforos Kantouniares’s manu-
scripts. The names “Tourkikon” (Turkish), “Aravikon” (Arabic), “Italikon” (Ital-
ian), “Gallikon” (French) and “Frangikon” (Frankish) must be understood with
their contemporary meaning. Moreover, references to Arabic pieces are found
only in Nikeforos’s work and that was because he was most likely the only one
to have come into direct contact with the Arabic cultural environment, having
lived in Damascus for four or five years (Plemmenos 2003:215). The term “Taou-
sanikon” used by Nikeforos is a corrupted version of the Turkish term tawvgan or
tavsanca, which denotes the urban dance music genre connected to the repertoire
of the kdcekce, mainly performed by gypsies and other non-Muslims (Besiroglu,
2010: Oztuna, 1990, vol II, 383,384). The term “of the Gypsies” used by Nike-
foros is vague and perhaps misleading. As documented in another part of this
book, one work at least bearing the label “of the Gypsies” can be attributed to
Ismael Dede Efendi.?!

79 See relevant references in Anastasiou 2005:209-243.

80 The exact translation here is “of the Indians”. Pesrevs of “Indian origin” are also known
from Cantemir’s collection.

81 See chapter “Catalogue of Secular Works: 19th ¢.”, p. 47.
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V The Social Context — The Cultural Environment

This chapter outlines the two main aspects, that is, the people and the places, of
the broader social context of the phenomenon, which is the topic of this book,
and traces the possible causes and motives of the transcriptions. Furthermore,
the relationship of the phenomenon with the social and political developments
of the period during which it is witnessed, is presented, and a first attempt to ex-
plain this relationship is made.

As a primary source, the manuscripts containing secular music do not always
offer satisfactory information on the above topics. The main gateway through
which a clearer understanding of such grey areas can be reached, lies outside the
limits of the period studied in this book. This gateway is, namely, the texts origi-
nating from the 19th century, which elegantly state positions and views related to
the value and usefulness of the transcriptions. The investigation of the available
direct and indirect sources leads to the following positions and considerations.

The Social Context
Scribes

Biographical information about secular music scribes — the persons pivotal to the
appearance and development of the transcriptions, is very rarely preserved, ex-
cept in cases where they are also happen to be one of the great known compos-
ers. Moreover, often, not even their name is known, therefore the listing of a
manuscript is necessarily labelled as being of “unknown scribe”.

The status of the scribes is closely connected to their occupation, as well as to
the social and economic class to which they belong. The scribes of secular music
are the same scribes of Byzantine music codices: protopsaltai and lambadarii of
the Ecumenical Patriarchate, music teachers or psaltai, clergy of every rank, monks,
and laymen. In particular, in the cases which involve prominent personalities, the
credibility and value of the transcriptions increases. The scribes created secular
music manuscripts within the context of their broader occupation with music; it is
not certain however, whether some were practising exclusively, as scribes or copi-
ers. They usually posses high levels of musical training, however they do not al-
ways posses high levels of general education. This is evidenced by the various spell-
ing mistakes and syntactical errors found in the manuscripts. In any case, codex
writing required an educational level much higher than the average of the time.

It is worth noting that during the first period (16th - 17th century), five of the
known scribes are hieromonks and two are monks. Five others remain unknown
and three more for whom no information exists (Olympiotissis 188, Megistis
Lavras E4 and Iviron 1054). Perhaps they also come from the ranks of clergy or
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monks. In the second period (18th - early 19th century), the known scribes include
a bishop, a hieromonk, a deacon, two protopsaltai and one lambadarios of the Ecu-
menical Patriarchate, a protopsaltes of Smyrna, two monks and one reader (lowest
rank of clergy). The remaining five scribes named in the codices, likely come from
the circle of the psaltai, while the case cannot be excluded that some of them are
also clergy or monks (Theodosios of Nafplion, Michael Drakos, Evgenios, loannis
Konidaris, Ioannis Pelopidis). At least eleven scribes from the second period re-
main unknown and one or two for whom no information has been preserved.

Lastly, the total absence of women both from the rank of scribes and from
that of listed composers, with the only exception being that of Reftar Kalfa, must
be noted. This fact reflects the general relationship of women with the melopoeia
of both Byzantine music and of the Ottoman court. The female role is limited to
the named heroines within poetic texts and the acrostics of Phanariot songs.

Phanariots

The Phanariots constitute a special group of composers and poets of the epony-
mously named songs. They were psaltai, intellectuals and noblemen who either
lived in the Phanari (Fener) suburb of Constantinople or came from there. The
Phanariot society, the Greek high class of Constantinople, lasi and Bucharest is
connected to the development of the genre of Phanariot songs. These songs echo
the spirit of that unique society, its aesthetic criteria, its romances and passions,
as well as its particular liberality, which seem to have characterised it as a typical
large urban society (Spathis 1995, Frantzis 1993). According to Chrysanthos,
amongst the Phanariots “a spirit of verse-making mania was common”, while L.
Vranousis (1995:300-301) notes that:

“these songs, an offspring and indulgence of Phanariot society, had now spread to much
wider circles...”.

That is also confirmed by the account of Charisios Megdanis of Kozani who
lived in Vienna at the end of the 18th century:

“nearly everybody, even those with a basic education, keep in their bosom a ledger with
transcribed songs”

The note of Skarlatos Byzantios is also of relevance:

“And all these were liked, flourished, were learnt by heart, sung and copied! Their poets
were rewarded, praised, they were in demand. How many rose lips did not smile at
them? How many beautiful eyes did not secretly greet them? Because each era has its at-

tractions, its spirit, its epopoii makers”.!

1 Skarlatos Byzantios, 'H Kovetavavosmolis, fi meprypagi tomoypopixi, Gpyaioloyikiy kol iotopiki

ThG TEPIWVOUOD TOUTHG UEYOAOTOAEWS Kai TAV EKoTépmbev 100 KoAmov kol 100 Boomdpov
npoacteiwy avtig, vol. I, Athens 1869, p. 605.
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It can be assumed that the typical place where these songs were performed, were
the lounge rooms of the Phanariot mansions. Only two sources provide informa-
tion regarding the place Phanariot songs were heard and performed. The first, is
from Alexandros R. Rangavis who describes the congratulatory ceremony for the
newly appointed ruler of Wallachia, Alexandros Soutsos, at a mansion in the
suburb of Mega Revma of Constantinople in 1818.2 The second, originates from
the manuscript RAL 1561 (f. 117v):

Tragic verses by Kleisthenes, composed and performed by Vasileios Byzantios at the theatre of

Ismael in Bessarabia, echos plagal IV Q weprve pidtaza déon

The above reference alludes to a public performance for a broader audience; a
most likely, uncommon occurrence. History has shown, however, that the genre
did not manage to survive as a living tradition outside its societal boundaries.
The Phanariot songs came to an end at the end of the 19th century with the sub-
sequent decline of the social and political weight of the Phanariots.

Composers, Poets and Audience

The named composers appearing in the manuscripts, belong mainly to the musi-
cal environment of Constantinople; either to the group of post-Byzantine com-
posers who were also occupied with secular music, or to the composers active
within the circles of the Ottoman court, including high rank officials, #lemas, in-
tellectuals, Mevlevi dervishes and simple musicians.

Though only few details revealing ownership are found in the manuscripts, it
can be speculated that the owners and users of them were musicians and musi-
cophiles; members of the psaltic community with an interest in secular music.
The only people who could share and make use of them where those who could
read the Byzantine parasimantiki. The difficulty of the Old Method of notation,
and the cost and restrictions upon circulation of manuscripts, leads to the con-
clusion that the number of those who owned and used these manuscripts was
relatively small. Initially, the owners, were most likely few. From the late 18th
century, however, ownership became more widespread, peaking in the 19th cen-
tury when the printed editions of secular music were targeted at the majority of
the psaltic world. These publications saw great success and wide circulation, as
concluded from the study of the lists of “musicophile subscribers” found at the
end of each book; musicophile subscribers whose geographical dispersion and
social strata are no different than the subscriber lists of ecclesiastical music pub-
lications of the time. That is, they are the same people sharing in these musical
matters, supporting them with love and enthusiasm. No matter how hard a re-

2 Alexandros R. Rangavis, Amouvnuoveiuata A°, Athens 1894, pp. 50-51. The songs “To piié-

pruov tpvyovi” (“The desert-loving turtle dove”) and “Poysi 60iio” (“Miserable soul”) are cited by
name.
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searcher tries to employ a strictly objective, academic approach to their research,
determined to avoid any kind of sentimentalism, there are many times they are
moved by the study of a manuscript, pondering the effort, the patience, the care
and ultimately the personality of the scribe.

Regions — Centres of Writing

The information, which survives pertaining to the places of writing of the manu-
scripts and the places of origin of the scribes, is sparse. With some reservation, it
can be supported that the studied phenomenon of secular music manuscripts in
the manuscript traditions of the psaltic art, is concentrated in the traditional cen-
tres of writing and housing manuscripts of ecclesiastical music, these being, the
codex writing workshops of the Mount Athos monasteries, especially during the
first two centuries, and Constantinople and the Dunabian Principalities during
the two centuries after that.

The appearance of the trend of transcription probably occurred in Macedonia.
L. Politis speculates that MS NLG 2401, the oldest surviving codex containing
secular music, originates from the Timios Prodromos monastery of Serres (Politis
1991:396). The codex is dated from the 15th century, though it is not known if it
was written before or after the fall of Constantinople. It cannot be excluded that
it ended up at Timiou Prodromou monastery from Constantinople, since that
was the place of retirement and repose of Gennadios Scholarios, first Patriarch of
Constantinople after 1453.

It is also apparent that in Mount Athos in general and in Iviron Monastery?® in
particular, during the 16th and 17th centuries, a climate conducive to the occupa-
tion with secular music existed. A significant number of manuscripts with folk
songs, Persian, and other secular pieces were either written by the brothers of the
monastery or preserved there. An indicative list of manuscripts kept at the monas-
tery's library is MSS 949, 988, 997 1038, 1054, 1080, 1189, 1203 and 1203b. Also
relevant are the manuscripts written by Iviron monastery monks: Ecumenical Pa-
triarchate 6 (by Kosmas the Macedonian), Gritsanis 8 (by Hieromonk Kyprianos)
and S. Karas 32 (by Hieromonk Athanasios). The manuscripts of Xeropotamou
262, 299, 305, 329 and 330; Megistis Lavras E4 and E9; Panteleimonos 994 and
1012; Dionysiou 579; Koutloumousiou 446; Agiou Pavlou 132; Gregoriou 23; Do-
chiariou 322 and Xenophontos 146 which contain secular music, are preserved in
other Athonite libraries, some of them probably written there as well.

Constantinople was the leading centre of art music creation, therefore it is
also logically associated with the transcription of secular music. The place of

3 A short study on the codex scribes, owners, donors etc. of manuscripts of Iviron monas-

tery has been published as an appendix to the first volume of the Greek manuscripts of the
monastery by monk Theologos Iviritis titled “Iotopikd mepiypoppo tiic cvlioyfg Tdv
EMNVIK®V xewpoypaoov Tig Tepdc Moviig Ipnpov”, pp. 235-252.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

POST-BYZANTINE MUSIC MANUSCRIPTS 161

writing of Leimonos 259 is not known, however, according to the evidence pro-
vided on f. 184, the first scribe of Abduilkadir Maraghi's composition was Gera-
simos of the Xanthopoulon Monastery, a fact directly connecting that manu-
script with Constantinople. It can be considered a given that Constantinople was
also the place of writing of the autograph codices of Petros Peloponnesios [Grit-
sanis 3, LKP (dossier) 60, LKP (dossier) 137 and RAL 927], of Petros Byzantios
(LKP 19/173) and of Gregorios Protopsaltes [LKP 2/59a, LKP (dossier) 58, LKP
(dossier) 59, LKP (dossier) 76 ka1 LKP (dossier) 81)], and possibly others as well,
for which however no concrete evidence exists.

A third important region for the transcription of secular music, were the prin-
cipalities of Wallachia and Moldavia, the political, spiritual and musical life of
which, from the late 17th century, were directly depended upon that of Constan-
tinople.* The first two books of ecclesiastical music were published in Bucharest?,
while the earliest manuscript of Phanariot songs, the RAL 927, “travelled”, ac-
cording to a later account, to lasi where it became the prototype of other similar
style manuscripts®.

The most prominent scribe of secular music codices in Romania was Nike-
foros Kantouniares. It is certain that he was occupied with secular music tran-
scription in Damascus’ as well, however, he himself inscribed in the codices Iasi
129 and Vatopediou 1428, the two most important of all, that they were written
in the Holy Monastery of Golia, in Iasi. It is very likely that Iagi was also the
place of writing of his other two codices containing secular music, the RAL 925
and 784, as well as the fragment of CAMS P1.

Trieste is also given as the place of writing of one manuscript (LKP 152/292,
scribe Toannis Pelopidis). However, it is speculated that Trieste was given as the
place of publication of that collection. This conclusion is reached by considering
the style of writing and the presentation of the first page of the manuscript,
shown in the image below, which is similar to the front page of the first printed
Byzantine music publications?.

It is a fact that the musical relations of Constantinople and the Principalities remain un-
derexposed. The studies of Emmanuel Giannopoulos, “H gb&ewvog xai gdkaprog Siddoon kai
kaAMEpyeto, ThG woATikhig otig mepi tov EbEevo T16vto meproyxss” in H woltiki téyvy, Adyog kod
uélog oy Jatpeia tiic 6pédoéne Exxinaiog, Thessaloniki, 2004, pp. 115-146, and Gheorghita
2010, are of interest to the topic.

They are the New Anastasimatarion (Néov Avaoraciuazépiov) of Petros Ephesios and the Fast
Doxastarion (Zdvrouov Aoéactépiov) of Petros Peloponnesios. Complete headings and de-
tails of the two publications are also found in pp. 57-59 of the work of Chatzitheodorou
1998.

On this topic see pp. 48-49.

At least that is what is revealed by the transcriptions of Arabic hymns and songs in manu-
scripts RAL 784, Iasi 121 and Vatopediou 1428.

As a natural consequence, printed publications of transcribed secular music from 1830
onwards were disseminated to all centres where Hellenism flourished during the 19th cen-
tury. See also relevant fn. 28 on p. 170 on the places of residence of the subscribers.
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Motivations — Reasons for Transcriptions

The very little direct information available about the motives, the causes or the
reasons for the transcription or the composition of secular music is gathered
from the headings of certain songs, all of which, with the exception of two, are
found in Nikeforos’s manuscripts. More specifically, either because of encour-
agement, by request, or because of an order to do so, Nikeforos composed the
following songs:

2% Gyond kol oéfouar 1o bmokeiuevé oov. Melody by Nikeforos at the request of the priest Mr.
Manuel Kallipolitis (Tasi 129, 262 / Vatopediou 1428, 269).

‘Orov kabijow éxel dmiow Letters of Tzelepi Giakovaki Roizou, melody by Nikeforos at the
strong persuasion of the aforementioned and my student Sophronios (lagi 129, 251 / Va-
topediou 1428, 259).

Dwrevétorog kowjtng kod Aaumpérarog moviprng, by Nikeforos at the earnest request of his
beloved student Sophronios (lasi 129, 257 / Vatopediou 1428, 265).

Aév 10 uetavoidve du Epbaca va o’ dyord, by lakovos Protopsaltes, music at the re-

quest of a bereaved couple, (RAL 784, 30v / lasi 129, 172 / Vatopediou 1428, 177).

Sema"l taousanikon Birorum dilber ... which was transcribed by Nikeforos archdeacon, for
the young reader Eustathios in Arnavutkdy (Iasi 129, 128 / Vatopediou 1428, 119).

In the beste Ti ueydin ovupopé, t Huépa, t cidioeig, of Georgios Soutsos, which is
preserved in six manuscripts by four different scribes?, the reason for transcrip-
tion is given only by Nikeforos and specifically in MSS RAL 784, lasi 127 and
Vatopediou 1428:

[...] compiled in a much sorrowful and artistic way, for the sake of his deceased daughter, be-

loved by him beyond measure.

In another place, Nikeforos transcribes the call to prayer “of a Damascene der-
vish [...] because of the schematismos”1°. However, probably feeling some unde-
fined fear for his venture he added:

...let that be anathema to him, a sleepless worm, the gnashing of teeth and an endless Tartarus
together with his followers, as for me great forgiveness due to such horrible insolence and

boldness.

A few songs were composed in honour of patriarchs and hierarchs of the Ecu-
menical Patriarchatell, as well as of rulers!?, a custom surviving from the Byzan-

9 RAL 784, 168r & 189v / lasi 129, 327 / Vatopediou 1428, 339 / Stathis, 20v / Gennadius
231, 3r / LKP 152/292, 70.

10 Tasi 129, 221 / Vatopediou 1428, 213.

11" They are listed here from the catalogues compiled during the course of this research:
“For the second appointment as patriarch of his All Holiness the Ecumenical [Patriarch]
Mr. Neophytos of Smyrna”. H &5’ Swovg mpoynbeioa kai donidwg épuobeion, lakovos Protop-
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tine times!3. Apart from this type of “dedication”, Nikeforos provides other in-
formation, commenting upon social events of the time, of broader or narrower
interest, as well as everyday life events, many times bordering upon gossip.!# He

12

13

14

saltes, echos IV legetos, segdh, sofyan, verses by lakovos Protopsaltes, Iasi 129, 91 / Va-
topediou 1428, 146.

“For his All Holiness Mr. Gregorios for his first appointment as patriarch”. Mezaéd ppixrév
kvudrwv, lakovos Protopsaltes, echos plagal 1V, rast, sofyan, verses by lakovos Protopsaltes,
Tasi 129, 277 / Vatopediou 1428, 285.

“For his All Holiness Patriarch Mr. Neophytos of Smyrna in his first appointment as patri-
arch”. Q Maiov vovunvio kai mpwroueyié: aisia, lakovos Protopsaltes, echos varys diatonic, evig
irak, sofyan, verses by lakovos Protopsaltes, RAL 784, 45r / lasi 129, 239 / Vatopediou
1428, 247.

“For Patriarch Kallinikos” or “in the first appointment of Mr. Kallinikos as patriarch”. ‘H
rovtovpyikly cogia kai t@v dyaddv aitia, Petros Byzantios, echos varys diatonic, evig irak,
sofyan, verses by Kyrillos archdeacon, RAL 784, 46r / Tasi 129, 240 / Vatopediou 1428, 248.
“For his All Holiness Patriarch Mr. Samuel Chatzeris”, Ioannis Protopsaltes, makam neva,
echos IV, usul 6 2, Epdvn ifli0g daumpds, lasi 129, 106 / Vatopediou 1428, 97.

“For the appointment to patriarch of the most wise elder Patriarch Mr. Gerasimos of Cy-
prus, who is also my spiritual father”, Verses and music by Iakovos Protopsaltes, makam
beydti, echos IV, usul 6 2, Né yéi fjrov moté eig wv duny tijs véag filixiag, lagi 129, 118 / Va-
topediou 1428, 109.

“For Patriarch Kallinikos in his second appointment as patriarch”. H odpdviog yopeia
Manuel Protopsaltes, echos plagal IV, rast, 6 2, lasi 129, 286 / Vatopediou 1428, 294.

“For the third appointment of Patriarch Gregorios as patriarch”. Avodog daumpod pwatijpog,
Gregorios Protopsaltes, echos plagal 1V, rast, ¢ifte diiyek, verses of Nikolaos Logadis, Stathis,
15r / NLG 2424, 114r.

“For Patriarch Gregorios”. ‘Olog 6 kdauog ué yapdv, Gregorios Protopsaltes, echos varys hepta-
phonic chromatic, evig, sofyan, Gennadius 231, 2r.

“Ode to Patriarch Mr. Kyrillos of blessed memory, chanted at a joyful patriarchal occa-
sion”. ITalv Abyoverog beomiler, Gregorios Protopsaltes, echos plagal 1, wifkut arap, sofyan,
verses of Gregorios Protopsaltes, Stathis, 8v

“Verses and music of this praise by Nikeforos archdeacon for the most Holy [Bishop] of Ir-
inoupolis Mr. Gregorios, abbot of Golia, lasi”. Eig 70 opaupixov tijs yaiag moidg 6év péver ora-
nkdg, Nikeforos Kantouniares, echos plagal IV diphonic, sdzkdr, 6 2, verses by Nikeforos
Kantouniares, lasi 129, 345 / Vatopediou 1428, 347.

“Praising [verses] for tzelebi Michalakis Soutsos”, Oi yapaxijpec tijc ebyeviag, Gregorios Pro-
topsaltes, echos varys heptaphonic diatonic, rdbatii’l-ervih, sofyan, LKP 170 xox LKP (dossier)
89, 4.

“For his highness, master Michael Gregorios Soutsos ... sent to Iasi doubly, 1820”. "Hi:og
Aopmpog viv gaiver, Gregorios Protopsaltes, echos 1, arabin beydti, diiyek, verses by Govdelas
the Philosopher, Vatopediou 1428, 349 / LKP 152/292, 30.

The same one, by the same [Gregorios] in another way, makam niihiift, usul sofyan, the
tonic is Di, "HAiog Aaumpog viv paivet.

“For the dethronement of his highness master Nikolaos Mavrogenis”. 2o nélayog w08 fiov,
lIakovos Protopsaltes, echos varys tetraphonic diatonic, bestenigdr, sofyan, verses of lakovos
Protopsaltes, lasi 129, / Vatopediou, 1428, 257.

See for example, the liturgical praises to Manuel II Palaiologos (NLG 2061, 731), loannis
Palaiologos (NLG 2062, 55v, Philotheou 122, 189r & Koutloumousiou 456, 70r & 457,
193v) and the “praise to the emperor and king of the great Russia, (by) Mr. Petros [Bere-
ketis]” (found in many anthologies).

Verses of Germanos [bishop of] Old Patras, Music by Nikeforos archdeacon, makam segih,
echos IV legetos, usil 6 2, Kaldovi) wparotirwv. Followed by this comment at the end: “I am



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

164 KYRIAKOS KALAITZIDIS

also provides information relevant to the transcribed songs!® or conveys the
views of the musical circles of Constantinople:

“amongst all garkss, this is the most famous “16.

Lastly, political events and news, such as the assassination of sultan Selim III, do
not escape him:
“Verses of Sultan Selim in Turkish, at the time of his depose. Translated and composed

by someone unknown. Transcribed by Nikeforos” (Iasi 129, 346 / Vatopediou 1428,
348).

Of the same event, which seems to have made an impression upon the Greek
citizens of the High Porte, Ioannis Konidaris adds that “it was composed on the
terrible disaster of Sultan Selim” (Stathis, 16v)

0 uoroadrng, & piliov dikév uov Gregorios Protopsaltes, echos IV plagal, rast, firengi,
verses Selim III, / Gennadius 231, 57r / LKP 152/292, 14 & 15.

while for another song the scribe notes that

“Sung in opposition to the French while /// in Moscow” (Efovisibnoav oi I'dliot, T@v
Paowv ébpoi peydior [unspecified], echos IV plagal phthorikos Stathis, 18r).

not saying that the verses stink, but for the subject they refer to, one needs to chew beans
and spit them out”. Iasi 129, 93 / Vatopediou 1428, 148.

Verses and music by Iakovos Protopsaltes by request of a bereaved couple, makam saba,
echos plagal 1, usul 6 2, 4év 10 perovordve 8u &pdaca v o’ éyordd, lasi 129, 172 / Vatopediou
1428, 177.

Verses and music by Iakovos Protopsaltes “for the love of a girl from Sarmoukasi” makam
hicdz, echos plagal 11, usul 6 2, Oi yépeg ki of Joumpduneg, lasi 129, 201 / Vatopediou 1428,
205.

Petros Peloponnesios, love song, corresponding to which is the, H dpaudmg, by Iakovos
Protopsaltes, makam rast, echos plagal IV, usul 6 2 6 i, 4év efvar pémog vt yevij k1 GAAn 660V
dpaia, Tasi 129, 271 / Vatopediou 1428, 280.

Verses of Athanasios Christopoulos for master Simos Mouchourdatzis Soutsos, who
stopped the roof of begzade Nikolaki from leaking, funny verses, makam rast, echos plagal
1V, firengi usul, by Nikeforos, Poxavia t(eptipioare, Bpovticore oxemdpvia, lasi 129, 290 / Va-
topediou 1428, 298.

Verses and music by Iakovos Protopsaltes. The subject of the verses is the Aev eivou pdmog
by Petros Peloponnesios, the love song, makam niibiift, echos IV, usil 6 2, H dpouidtne 5év
Owpeitou, wijte teleiwg moods petpeiror, lasi 129, 134 / Vatopediou 1428, 134.

Later on, he notes that “envying the two [songs] of the protopsaltes [see on fn. 415 the song
"Hl10g Joumpog viv gaivet], this was concurrently composed in lasi by Nikeforos Kan-
touniares, archdeacon of Antioch, makam ‘acem-‘asirdn, usil sofyan, echos wvarys, "Hiiog
Jaumpog viv paiver”. The verses were sent to Iasi in 1820 where two different versions were
composed by Gregorios, who later on ascended to the rank of Archon Protopsaltes. Finally,
on the same page (p. 349) he informs that “envying” the two versions of Gregorios, he also
composed a third version in a different makam.

Tasi 129, 29 / Vatopediou 1428, 38, sark:. Verses and music by the famous chanopaziate
royal dervish Ismael, the mousaipis, transcribed by Nikeforos archdeacon, makam ‘ussak,
echos 1, usil sofyan Mehin ceynle halim diyer giin hey ledivab.

15

16
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Two important pieces of information pertaining to the reasons for transcribing
secular music are found in MSS Leimonos 259 and Iviron 1038. MS Leimonos
259 accounts that the original manuscript of which it is a copy, was written by
Mr. Gerasimos of the Xanthopoulon Monastery

“by order of the great master”17.

It is worthwhile to attempt an investigation into the identity of the person re-
ferred to in the manuscript as “great master”. The evidence at hand is, firstly, the
title “great master”, and secondly, the scribe, Mr. Gerasimos of the Xanthopou-
lon Monastery. The title of “great master” was associated with the highest official
of secular authority; the emperor in the Byzantine Empire and the sultan in the
Ottoman Empire. Therefore, it can be assumed that it refers to either an Otto-
man sultan or one of the late Byzantine emperors. Unfortunately, there is no
adequate evidence about Mr. Gerasimos or about the Xanthopoulon Monastery,
which could possibly lead to the dating of the original manuscript as well as to
the identity of the “great master” who ordered this particular transcription. Since
the operation of the monastery ceased after the fall of Constantinople, it is rea-
sonably concluded that the original of Leimonos 259 was written before 1453.
The emperors who might have heard the aforementioned composition in the
first half of the 15th century were the Palaiologoi Manuel II (1391 - 1425), Ioan-
nis VIII (1425 - 1448) and Konstantinos XI (1449 - 1453). From those, the focus
of the investigation can be turned to Manuel II. Broadly educated, intellectual,
well travelled and having diverse interests, he fits the personality of a great mas-
ter who could order the transcription of a work by the greatest of non-Greek
musicians. Moreover, it is possible that this particular song came to his attention
during his stay in the court of Sultan Bayezid I in Bursa, even though that stay
does not coincide with the period when Maraghi may have lived in Bursa as a
court musician.!® Being the emperor, Manuel was followed by at least a small en-
tourage of which, it cannot be excluded that, Mr. Gerasimos was a member. It is
also known that Manuel had a close connection with the Xanthopoulon monas-
tery, since Makarios, the abbot of the monastery, was his spiritual father.!” In any
case, the inscription is worth noting, since it shows the interest of the emperor
himself in the music of non-Greeks, and makes this particular work the earliest
transcription of secular music, dating from the late 14th century.

17" . 184r-185v.

18 1t is possible that Maraghi lived in Bursa in the year 1421, in the court of Murad 11, while
Manuel was there a few years earlier, between 1390 and 1391 (George Ostrogorsky, Toropio
10D Bu{ovuvod kpdrovg, vol. 3, Athens 1978, pp. 248-249).

Janin Raymond, Le siége de Constantinople et le patriarcat oecuménique; les églises et les
monastéres, Paris 1953, 21969, pp. 378-379. Manuel himself later on withdrew from secular
life and died as a monk with the name Matthaios (George Ostrogorsky, 1978, p. 263).

19
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The second manuscript, Iviron 1038 (681r), containing the pesrev Isach Sakili
of loannis Protopsaltes

was written by Mr. Ioannis Protopsaltes prompted by the most holy Metropolitan of Heracleia
Mr. Gerasimos

Based on what is written by the scribe, apart from Ioannis himself, the Metro-
politan of Heracleia was so fond of secular music to such a degree that he ex-
horted the Protopsaltes to compose a pegrev!

However, apart from the possible specific reasons for the transcription or the
composition of secular music, it is useful to also investigate the potential deeper
causes, which lead the scribes to this occupation. As has already been noted, the
manuscripts do not offer a direct answer or explanation. It is not known, for in-
stance, whether the scribes transcribed of their own volition or if their work was
based on some organised plan. It was also not known whether they were finan-
cially or morally supported or whether any “patrons” who “ordered” a corpus of
transcriptions existed, and if so, what their social profile was, for example: hier-
archs, priests, leaders, dragomans, princes, and merchants.?? The inability to give
justified answers to these questions, allows nevertheless the formulation of cer-
tain findings yielded by the study of the available material.

Firstly, the basic drive was their love of learning and the aesthetic pleasure
gained by the scribes. Secular music, and the aesthetic pleasure that it offered, as
related to the psaltic art, provoked their interest for knowledge. Characteristic ref-
erences are found in manuscripts Xeropotamou 262 and 305:

262 (211v) Other ones, which were sung in times of merriment and joy echos IV Eic npdova ji-
paodio
305 (312r) Beste, that is Turkish song, very nice and most sweet echos plagal I ne Tou isachmi

tisem

Secondly, the scribes who were also essentially collectors of this music, at-
tempted to give secular music, both art and folk genres, the character of a written
tradition. This was probably not a conscious effort during the first centuries, but
one that was made in full awareness from the last quarter of the 18th century
onwards. Probably sensing the underlying and upcoming social changes, they re-
alised that oral tradition alone would not be sufficient to preserve their musical
heritage as a living tradition. This is evidenced by the systematic and organised
transcriptions made by Petros Peloponnesios, Petros Byzantios, Nikeforos Kan-
touniares, Gregorios Protopsaltes and his students' circle, as well as the relevant
statements of their successors during the 19th century.

20 The only known case so far is that of Panagiotis Chalatzoglou who received generous fi-
nancial support for writing his theoretical treatise on secular music by Emmanuel
Kiourtzibasis, the son of Chatzi-loannis Ypsilantis (Iviron 968, 741).
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Thirdly, the need for the use of a notational system in secular music, most
likely, was also intensified by the fact that both Byzantine ecclesiastical music
and the art music of the West possessed functional notational systems. However,
it cannot be purported with certainty, whether the use of a notational system in
the performance and teaching of secular music in the Eastern tradition, was born
out of a feeling of inferiority or whether it was simply the result of the convic-
tion that such a system was required by necessity.

Finally, in relation to the above, the tradition of notation within the sphere of
modal music generated the preconditions for a national art music of Eastern
character. Within the new Greek state, that need was met with the composition
of works which possessed the main structural characteristics of Western art mu-
sic, but with various musical borrowings, of greater or lesser extent, from the
Greek tradition.?!

Musical Practice and Teaching

The transcriptions and related preserved manuscripts influenced the musical
practice of the psaltic circles, in that new prospects for the utilisation of that ma-
terial were created. For example, a natural consequence were the systematic tran-
scriptions made by later music teachers as well as the printed music collections,
the first of them being Euterpe in 1830. Indeed, since the early 19th century,
these collections were seen as a suitable and usable teaching tool in the psaltic
and related musicophile circles, while the teaching of secular pieces was included
in the music education program:

“Let it be known that [...] I also have a school, teaching both ecclesiastical and secular
music. The fee for the novice student [...] for the teaching of the Euterpe and the Pandora
(1s) 300 gurtis”

as proclaimed by T. Phokaeus in the epilogue of Pandora (1843). His students in-
clude Anestis Hinende, Georgios Violakis and others, while the account of G.
Lesvios is also of interest:

“I was taught [...] some of the secular [melodies] of the time as well”.22

The aims of the first Ecclesiastical Music Association of Constantinople founded in
1863, as well as the third such association founded in 1880, also include the
study and cultivation of secular music. The latter, at its 158th assembly, under-
took, with a special committee

21 See O. Frangos — Psychopedis, H EQvicii Zyohy Movoixijc: Hpofiiuata 16eoroyiac, FMS, Ath-
ens 1990.

22 See Apostolopoulos 2002:102, citing the relevant reference: I. Bougatsos, Oi dndyerc 106
Kawvorovtivov Oikovduoo mepi tijc tetpogmvias koi tod Aeafiiov ovetiuorog, Athens 1993, p.

162.
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“to prepare a suitable book of secular music, with a good methodology, structured in
such a way so that someone not intending to serve at the churches and to become a
psaltes by profession, would be able to learn our music and its notation system only by
the secular melodies™.

Indeed it was for that reason that the visit of G. Papadopoulos to Mount Athos,
Patmos and anywhere else manuscripts with secular music were preserved, was
unanimously approved.?? The initiative to compile a book of secular pieces for
educational purposes was also undertaken in 1875 by the Ecclesiastical Musical
Association of Athens?4, as stated by the principal of the Great School of the Na-
tion in the accountability report of the 1864-65 teaching year:

“Greek music can become an educational tool for the development of the nation's intel-
lect, if secular music suitable for the pleasures and joys of secular life is written with the
notational system of our [Byzantine] music” (Papadopoulos 1890:425).

Indeed, the aim was for young students to learn the Byzantine parasimantiki per-
fectly, and to exercise it as a “recreational occupation”, without necessarily need-
ing to chant ecclesiastical hymns.

In late 1894, according to M. Dragoumis, Petros Philanthidis (1840-1915?)
compiled a music collection of folk songs within the context of a competition of
the Greek Philological Association of Constantinople.?

The letter of the Ecclesiastical Music Association of Athens dated 22/1/1876
“to the committee responsible for the Olympics and bequests™?¢ is also enlight-
ening on this topic. In this letter, the issue of the transcriptions is presented as a
matter of national significance and is directly connected to not only musical but
also broader education. The letter summarises the views, aims and visions of the
psaltic community on the importance, the role and the purpose of notating secu-
lar music, in a concise manner.

The collections of secular songs in Byzantine parasimantiki are characterised as
a “national work” which would contribute “to the education and development of

23 Papadopoulos 1890:401-403. The issue of the transcriptions of secular music seems to

have been a great concern of G. Papadopoulos. On pp. 425 and 428 of the same book,
where he also quotes the accountability report he gave for the three year anniversary of the
foundation of the Musical Association “Orpheus” of Constantinople, he stresses both the
transcriptions’ contribution to the enjoyment and merriment of secular life, as well as their
educational importance. Indeed he suggests the need “for the remaining few credible mu-
sicians, those who can transcribe music in the notation of our ecclesiastical music, to be
sent to the various provinces to transcribe the folk national songs as they are still sung by
the peasants’ mouths”.

Papadopoulos 1890:401-402, fn. 1214, citing the terms of the competition for the editing
of the specific book. Term No. 3 mentions the desired coursework: “[...] in general the ex-
ternal secular melodies, that is folk songs, dance songs, hymns, praises, laments, dirges,
European and Turkish songs as well as various compilations™.

Dragoumis1998:40. The award was eventually given to the collections of Nikolaos Phardys
and Georgios Pachtikos.

26 All excerpts of the letter originate from G. Papadopoulos 1890:438 - 439.

24

25
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the national music which has fallen from its high standard due to the historic
adventures of the nation”, and future supporters would provide “a great service
to the nation”. Furthermore, the transcriptions would also contribute to the clari-
fication of the issue of Greek music and by salvaging these immaterial relics they
would contribute “to the national development and the forming of an honest
and authentic character in us”. The editors of the letter stressed the significance
of a similar work which occupies “many prominent men in the West”, adding
that:

“of course, it must not be taken as something of no value, because truly this is not
about a paltry object but about a core element of our nation, since, as it is known, there
are two core attributes of each nation, the language and the music, which nations take
pride from.”

The letter further suggests, that this work could not have been achieved with
only the interest of the philhellenes from Europe, but it also required the col-
laboration of the domestic powers. The only suitable notation system was that of
ecclesiastical music, “because the European one does not have the necessary ca-
pabilities”. To the authors of the letter, it was clear that the Byzantine parasiman-
tiki was the only notation suitable to transcribe Greek music and its diversity,
and not the European staff notation, which was invented and evolved in order to
serve different needs. Byzantine parasimantiki is projected as the “womb” of the
ecclesiastical and secular genres. It was fertilised within the same cultural climate
where Eastern music traditions were born and developed, thus possessing over-
whelming advantages compared to other notational systems, apart from its own
particular capabilities which include the precise representation of: intervals, me-
lodic movement according to modal precepts, and elements of performance
style.
Finally, the letter ends with the conclusion that

“That way it is possible for many important national relics to avoid the all-consuming
mouth of all-subduing time, by collecting them to be salvaged and to be used towards
the national development and the forming of an honest and authentic character in our-
selves”.

Of course, some manuscript collections were known to the authors of the
abovementioned letter, and apart from that, their views were based also on a mu-
sical reality that will be discussed in more detail below.

In the biographical notes on music teachers, musicologists and psaltaz, listed
in his work Zvupolai, G. Papadopoulos cites a great number of personalities who
were occupied with secular music, as well as the instruments they played, and
their teachers.?” To this information, the multitude of subscribers mentioned in

27 See related, Papadopoulos 1890:310-369 & 433-494 (the accounts mainly refer to musi-
cians active from the early 18th centry onwards, until the late 19th centry when the writ-
ing of the book was completed) & K. Kalaitzides, “Vocal Art and the Contemporary Greek
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secular music collections, which were printed and circulated from 1830 onwards,
must be added. In the lists of “musicophile subscribers” of Euterpe, Pandora,
Mousikon Apanthisma and the rest of the printed collections of secular music,
around three hundred and fifty subscribers are mentioned, from many different
cities and places of residence.?8

The notating of secular pieces was motivated by the pleasure and aesthetic en-
joyment of music. It clearly also served the objectives of preservation and musi-
cological study, however, it was mainly utilised in melopoeia, in performance and
in teaching. For various reasons, parasimantiki was not enforced as the main nota-
tional system for the practice and teaching of traditional music in the Greek
state. Parasimantiki remained mainly within the boundaries of the psaltic world.
Just as well, where in the past it was the psaltai who transcribed, similarly now,
psaltai are those who are able to read and to breathe new life into these music
scores.

The Historical Context

As already noted, the phenomenon of transcription of secular music begins to
unfold in the early 15th century. During that period and up until the early 19th
century, which is the period examined in this book, fundamental social and po-
litical changes took place, which also defined the developments in musical mat-
ters and other fields of artistic expression. In the “Historical Overview” of this
work, as well as in the chapters “The Sources”, “Genres of Secular Music” and
“Echoi and Makams — Rhythmic Cycles and Us#ls” a quantitative and qualitative
differentiation of the phenomenon is observed from the 18th century onwards.
Hence, two periods are distinguished:

Instrumentarium”, in W. Feldman, M. Guettat, K. Kalaitzides (ed.), Music in the Mediterra-
nean, Volume 11 Theory, “En Chordais”, Project MediMuses in the context of European
Union programme Euromed Heritage I1. Thessaloniki 2005, pp. 111-117.

The list, indicative only of the cities of residence of the subscribers, reveals the widespread
circulation of musical collections and in turn their demand, especially taking into consid-
eration the means of the time: Constantinople (Istanbul), Raidestos (Tekirdag), Kesani (Ke-
san), Maronia, Ainos (Enez), Portaria, Makrinitsa, Meleniko (Melnik), Bucuresti, Varna,
Saranta Ekklesies (Kuirkkilise, Kirklareli), Agchialos (Pomorie), Trapezounta (Trabzon),
Magnesia , Pisideia (province of Antalya), Crete, Poros, Hydra, Andrianoupoli (Edirne),
Philippoupoli (Plovdiv), Monastiri (Bitolia), various monasteries and hermitages of Mount
Athos, Odessos (Odessa), Tyrnavos, Stenemachos (Asenovgrad), Kallipoli (Gelibolu), Ser-
res, Syros, Tenos, Samos, Smyrna (Izmir), Prousa (Bursa), [oannina, Thessaloniki, Lemnos,
Kioutacheia (Kiitahya), Kastoria, Costantza, Argyrokastro (Gjirokastér), Kalamata, Pafra
(Bafra), Sampsounta (Samsun), Yiozgati (Yozgat), Cairo, Alexandria, Nevrokopi (Gotse
Delchev) and many others. In Chatzitheodorou 1998:39, fn. 69 it is mentioned that “a
catalogue of 19th century subscribers is being prepared by an associate of the publishing
house “Koultoura™. Such a work can be useful for the further processing of information
and drawing of conclusions of sociological interest.

28
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1t period: 15th - 17th c.
2nd period: 18 - early 19th c.

In this section, these specific periods are investigated and interpreted as being an
effect and reflection of the broader political and social developments of the
time.

15th - 17th Century

This period is dominated by the historic event of the fall of Constantinople in
1453 and the demise of Byzantine sovereignty. The nation now enters a long pe-
riod of introversion and conservation, having lost its entire geographical territory
and at the same time being completely confused as to its historical role and its
future prospects. The psaltic art is cultivated with a tendency towards the tradi-
tional, until the third quarter of the 17th century, when signs of a new great peak
period appear (Stathis 1980:24-33). In contrast, the Ottoman Empire is at its ab-
solute peak, with an expanded territory threatening to conquer even the impor-
tant capitals of Central Europe. At this time, the music of the court is still under
the influence of Persian art music.

This environment is roughly outlined in the sources. The Ottoman Turks, who
dominate the Byzantine region, as well as their music, appear foreign to the
scribes during that time. In order to define the origin of secular compositions,
the scribes resort to using such names as “persikon” or “atzemikon” and more
rarely to “mousoulmanikon”, revealing either a confusion in relation to the cul-
tural identity of the conqueror or an explicit statement of the heavy Persian in-
fluences. The composition of undetermined genre by Theophanis Karykis and
the “Atzemikon erotikon” of Kosmas the Macedonian, show influences from
foreign music, as well as from the genre of kratemata. Amongst the few tran-
scribed pieces, there are fifteen folk songs, the melodic and poetic form of which
reveals the aesthetic prototypes of the period before the fall of Constantinople.
The eminent places of writing during that period are the monasteries, especially
Athonite, as is shown by evidence in the codices. The urban climate seems to
still be inhospitable for the Greeks and not conducive to any artistic expression
and creation of theirs.

18th - Early 19th Century

Contrary to the above, from late 17th century onwards, a sequence of significant
events in the political and military domain with direct consequences upon the
economical and social life of the Greeks, gradually created an environment of in-
tellectual and artistic activity: The treaties of Karlovic (1699), that of Passarowitz
(1718) and of Kiigiik Kaynarca (1774), the appointment of Panagiotis Nikousios
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as Great Dragoman (1661) followed by the appointment of Alexandros Mavro-
kordatos (1673), the appointment of Phanariot rulers in Wallachia and Moldavia
from 1709 onwards, and others. As a direct result of the above, in this period, a
gradual rise of Greeks in various areas is observed. An educational and cultural
awakening, heightened economic activity, advancement of material civilisation,
restructuring of ecclesiastical institutions, in parallel to the appearance of the
Neo-Hellenic Enlightenment, and a heightening of revolutionary movements
and ideas of national integration, all contributed towards the beginning of a new
period for Hellenism. During that period, a special kind of elite class is formed
consisting “of merchants, teachers, monks, clerics of both low and high rank, no-
tables, artisans and scribes, the chief amongst these being the Phanariots, men of
letters and dilettantes who had been responsible for conducting the Empire’s
foreign affairs for about two hundred years”?. To a large degree, of course, this
elite class turned to the West in many aspects of life; interacting, living, studying
and creating in the large urban centres of Vienna, Venice, Marseilles, Paris and
others.30 However, this elite never ceased to be the predominant social context
for the cultivation of the psaltic art and the art music of Constantinople and, by
extension, the transcriptions of this music. It was a world that was distinguished
for its broad horizons, its refined aesthetics, cosmopolitan character, extrover-
sion, as well as an intense osmotic attitude.3! The same characteristics accom-
pany the course of the development of Greek music from antiquity, integrating
various kinds of reciprocal musical borrowings along the way.

In the same period, many significant composers flourish in ecclesiastical mu-
sic, new genres are introduced, a transitional exegetic notation appears and a
“novel beautification” is applied to older melodies (Stathis 1979, Chatzigiakou-
mis 1980:33-50). Additionally, it is a peak period for literature and the arts in the
Ottoman court, resulting in the first decades of the 18th century being called
“Lale Devri” [The Tulip Period]. In musical matters in particular, a differentiation
is observed in music regarding the influence of Persian music, and a new musical
practice appears (Feldman 1996:494-503).

Corresponding to the above, from the middle of the 18th century onwards, a
great quantitative and qualitative differentiation is observed in transcriptions. An

29 K. Kalaitzidis, CD “En Chordais”, Petros Peloponnesios, pp. 15-17. See also the article of A.
Angelou “Historical Background” in CD “En Chordais”, Zakbharia Khanendeh, pp. 12-26.
With respect to the music, the attempt to introduce four part polyphony to Orthodox
worship (for more, see the author’s unpublished work “Kowwvioloyum mpocéyyion tfig
gkkAnolootuci povotkdi tg 0pfoddtov dvatolucic Exkinoiag”), the Westernised religious
painting which dominated newly built churches of the 19th century, and the adoption of
various theological and philosophical ideas foreign to the Orthodox tradition should also
be noted here. It is also a characteristic fact that the children of Greek families in the large
urban centres, inside and outside the Ottoman empire, learnt some European musical in-
strument in the context of their musical education.

An excellent description of the historical - cultural context of the 17th and 18th centuries
has been published by A. Angelou in CD “En Chordais” Zakbaria Khanendeb, pp. 10-26.

30

31
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adaptation to the new environment and a clear attitude towards utilising the new
opportunities is evident in the sources. In parallel with any revolutionary ideas
and aspirations that may have existed, understanding the Ottomans with whom
the Greeks coexisted within a broad mesh of relations is now a priority. The
Greeks are involved in the bureaucracy of the Ottoman state, while at the same
time assuming a dominant place in musical matters. Their participation in the
musical ensembles of the court, allowed them to comprehend and subsequently
to transcribe and study the music of the Ottoman conquerors. Additionally, it al-
lowed them to evaluate its similarities and differences with their ancestral music,
the crown jewel of which is considered to be ecclesiastical music, and eventually
to challenge their abilities as composers as well.

In general, the 18th century reveals the familiarisation of post-Byzantine mu-
sic teachers with the music of other nations; a familiarisation which in certain
cases evolved into both a deep knowledge, and a substantial contribution to its
development. The study of the catalogue of composers, whose works are found
in post-Byzantine music manuscripts, and other sources of that era, shows an
ever growing presence of Greek composers in the palace from the late 17th cen-
tury; a result of the opening of the Ottoman court to non-Muslim musicians
(Feldman 1996:494-503). For example, in his three manuscripts, Petros tran-
scribed what he had heard, been taught, composed and sung or played on #ey
and tanbur. He lists works of his own, of his contemporaries, and of composers
much earlier than him, as preserved in the oral tradition of the Ottoman court.
The volume, the depth, and the wealth of the information provided, bear wit-
ness to his broad expertise. The descriptions of G. Papadopoulos, in his histori-
cal writings, in relation to the recognition and respect enjoyed by Petros by Ot-
toman musicians, become more believable through the study of Petros’s three
autographs.

Folk songs are completely absent from the manuscripts produced from the
18th century onwards.3? Attention is now turned wholly towards art music, ei-
ther that flourishing in the Ottoman court or that which developed in the
Phanariot circles. This shows, the changes that take place, the dynamics, the ex-
troversion and the new orientations of the Greek people under Ottoman rule.
Within that climate, during the second half of the 18th century and the first half
of the 19th century, the Greek higher class that had already started to form,
sought expressive outlets through the creation of an art music genre outside ec-
clesiastical music, but within the aesthetic context of the ancestral musical heri-
tage. That outlet, aesthetically positioned between East and West, was none other
than the invention of the genre of Phanariot songs.

32 See the related findings in the chapters: “The Sources”, “Historical Overview” and “Genres
of Secular Music”. Also related is the statement of Papadopoulos (1980:429-428): “It is
necessary for the appropriate care to be taken and attention to be paid also to our folk
music, in which a great negligence is observed”.
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Trends in Transcriptions

From the total transcribed repertoire of secular music, it can be seen that the
largest percentage, around seventy percent, concerns music which cannot be
called Greek or post-Byzantine, since it is related to Eastern civilisations. Conse-
quently, a reasonable question arises: Why do the oppressed Greeks transcribe
the music of the Muslims? Was it a sign of spiritual surrender? Was it an accep-
tance of the cultural superiority of the conqueror? Which conditions favoured
the incorporation of Persian, Arabic and Ottoman melodies into the body of
transcriptions and consequently into the repertoire? A fragmented and simplistic
examination of the phenomenon may lead to erroneous conclusions.

Unfortunately, the scribes themselves did not leave behind any explanatory
text, or at least a note relevant to their views, from which conclusions could be
possibly drawn. However, the phenomenon itself of the transcription of secular
music allows both the comprehension of the breadth of the artistic trends and
concerns of the time, and the general position of the post-Byzantine musical
world regarding Eastern art music. The sources reveal a collective conscience and
a deep conviction that what is transcribed is something akin and familiar. The
psaltai and the scribes viewed and regarded Eastern music as a part of their Byz-
antine and post-Byzantine heritage. This conviction gave them the artistic free-
dom to treasure and to perform compositions of the non-Orthodox conquerors.
There was a widespread sense that the other nations preserved many elements of
Greek music in their traditions. The psaltai and the scribes were rather convinced
that Greek music influenced and defined the birth and development of the re-
lated traditions of the East.33 This view is emphatically stated in sources of the
19th century, a period that clearly offers more texts shedding light onto the ideo-
logical context and the motives behind the transcriptions. Indicative of this, are
the views of Petros Philanthidis, intellectual, musician and composer, in his arti-
cle “Our Ecclesiastical Music in Relation to [the Music of] Other Nations™:

“A relative or even sister of [Byzantine ecclesiastical music], dare I say, is the Asian or
rather that which is called Arabic music, which we call external or thyrathen [secular mu-
sic], due to its songs for outside our Church, such as the odes to our kings and patri-
archs and all leaders as well as all our folk melodies which, apart from their diverse and
infinite cycle, they are more or less similar to our ecclesiastical melodies, both belonging
to the same genera, the same echoi, the same scales and systems, phthorai, parachordai
[...]” (Philanthidis 2001a:154)

33 We are not in a position to know whether the scribes were aware of the following quotes

of Plutarch and Psellos, however they are cited here, since they condense the specific top-
ics in the best possible manner, even though they were stated in times outside the chrono-
logical scope of this book: Plutarch, De Alexandri magni fortuna ant virtute, TLG, Stephanus
p. 328D, L.5: “The children of Persians and of Gedrosians were singing the tragedies of Eu-
ripides and Sophocles” and Michael Psellos: “The Persians, Arabs, Egyptians and others,
had improved everything that they had imported from the Greeks, more than we had”.
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His reasoning is completed a little later with the observation that Greek music
influenced the Eastern, especially Ottoman, music:

“in such a way that when we say external music, no distinction is made for the Greek
songs compared to the Ottoman ones, which are most similar in all respects [...] from
which it is concluded that, among many other things, the Asian nations, and especially
the Ottomans, also received the music from us, something which is also admitted by
credible Turkish authors saying: The customs we received from the Greeks include some
of the fine arts, as shown from the mosque designs, and especially Music as well, which
however - they say - the Greeks ought to admit that we developed and advanced” (p. 155)

In summary, in another article of his, he notes that

“[thyrathen or external music] [...] is flesh of the flesh of our folk and Ecclesiastical Mu-
sic”. (Philanthidis 2001b:199)

Along the same lines are the views of Panagiotis Kiltzanidis (1978:11) in the in-
troduction of the “Methodical Teaching... for the Learning and Dissemination
of the Authentic Secular Melodies of our Greek Music”:

“Intending to discuss the external melos of our Greek Music and wanting to render its
teaching method as understandable and precise as possible, I start with the comparison
of the Greek and Arabo-Persian music, which, as far as the base notes, the intervals of
the notes, and the various genera, are concerned, does not differ in any way from ours,
something which I studied and verified thoroughly on the schematic diagram of the
musical instrument called Pandouris or Pandoura [Tanbur].”

According to Kiltzanidis’s view, the only difference is the language: The Byzan-
tine echoi are called “Main makams” by the Arabo-Persians, while the echoi pro-
duced from the main makams are called “Sioupedes”, the semitonic echoi being
“Main Sioupedes”, the phthoric chroai being “Katachristikoi Sioupedes” etc. Eventu-
ally, he concludes that

“That is what also happened with us, who, having received [the scales] by our ancient
ancestors, we renamed Dorian to Echos 1, Lydian to Echos 11, Phrygian to Echos 111 etc.”

Also relevant to the above, are the views of loannis G. Zographos Keyvelis3* who
witnesses that the Asian musicians admit to Greek influences upon their musical
heritage by referring to

“[...] Plato (Eftaloun), Pythagoras (Pisagor), Asklepios (Lokman hekim) and many others
[...] as perfect composers™.

Continuing his argumentation, he presents examples from the field of musical
theory where

“If someone observes the composition of Ottoman music rhythms, they find that the
verse Sofyan is identical to Paeon and Spondee, that Semd’7 consists of Paeon and Spon-
dee, and some analogy can also be found for the rest. As for the scale of notes, the Ot-

toman composers use the system of the double diapason etc.”.

34 See Movaikov AmavBioua (Medluovdi Maxoudr), Constantinople 1872.
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Subsequently, he presents the makams with their corresponding ecclesiastical
echoi and ancient Greek tropoi, ending with the high regard held for Greek musi-
cians by their court counterparts®.

In many places within his historiography, and especially in pp. 278-291, G.
Papadopoulos (1890) points out the kinship of Greek music with the related mu-
sic traditions of the East.

“Therefore, we do not by all means deny the Asiatic character of our old and current
music. [...] History provides evidence and no one denies that our initial kinship with
Asia was made stronger by Alexander the Great, then by the foundation of the Byzan-
tine state, and finally by the conquest of Constantinople by the Turks, and the four cen-
tury long coexistence of Greeks and Turks”.

Similar positions are also found in other parts of his work, such as those on the
kratemata of the Arabs (p. 29), references to the scales of the Ottomans (pp. 120-
121), the musical instruments (pp. 192-196) and the invention of the seven-string
violin by (Stravo) Georgios (p. 205). Lastly, frequent relevant comparative refer-
ences are also found in the Aséiév of Philoksenis3®.

Common Musical Heritage

This appreciation and perception of the kinship of Greek music with that of the
Eastern civilisations by post-Byzantine music teachers, is now commonly ac-
cepted by the international academic community. The geographically and politi-
cally heterogeneous territory, which became the historical ground for great civili-
sations and empires, is seen as a musically uniform zone with modality being the
main connecting element. Although the boundaries of the territory and the ex-
tent of the cross influences, as well as their suggested interpretations vary, the ex-
istence of uniformity is now undoubted3’, despite the particularities and differ-

36 Priest Kyriakos Philoksenis, Ocwpnuikov otoyeidde tiic povouciic, Constantinople 1868.
However, it should be clarified that interest was not mutual in general. Any movements
concerned only the side of the post-Byzantine music teachers and there is no significant
evidence for the opposite, with the exception of the work of Rauf Yekta Bey “Rum Kilise-
lerinde Musiki” published in 1899 in the daily newspaper Ikdam and reprinted in Murat
Bardakg1, Fener Beyleri’ne Tiirk garkilars, Istanbul 1993, pp. 62-70. An analogous statement is
also made by Mavroidis (1999:273): “It is indeed a fact that this relationship occupied
mainly the Greeks, to a much lesser degree the Turks (sporadic comments and no evidence
of a real comparative study) and nearly not at all the Arabs”. It should be noted, that the
trend to study the music of the others began very eatly, by the Baghdad school, with the
studies of the great Arab theoreticians of the 8th through to the 10th centuries, such as Al
Farabi, who is however, very distant in a chronological sense from the examined era. See
the related publication by D’ Erlanger 2001, especially volumes 1-3 for information regard-
ing musical theory of Ancient Greece.

One of the most noteworthy exceptions is the erudite publication of The Garland Encyclo-
paedia of World Music, Volume 6, The Middle East [Danielson, V., Marcus, S., Reynolds,
D., (ed.), New York and London 2002] which, while extending the geographical and cul-

37
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entiations from region to region. In art music in particular, in the last centuries,
an important role appears to have been played by Persian, Arab, Turkish, Greek,
Armenian, and Jewish musicians, as well as those of other communities.

Its roots are traced to antiquity in this region rich in nationalities and cultures,
which was politically and culturally unified for many centuries and which was
dominated for two thousand years after the campaign of Alexander the Great by
great empires, such as the Roman one with its capital Rome and later Constan-
tinople, the Ottoman one, the Umayyad Caliphate with its capital Damascus
and later with the conquest of Spain with centres Cordoba, Seville and Granada,
the Abbasid Caliphate with its capital Baghdad, the Fatimid Caliphate with its
capital Cairo and the Persian dynasties of the Sassanids and Safavids. Despite the
wars, disputes and traditional or incidental enmities, there was a free and perpet-
ual movement, exchange and cross influence of cultural customs and musical
idioms. In regional folk traditions, the adherence to tradition was stronger. The
large urban centres, however, and especially Constantinople, similarly to today,
acted as a melting pot of cultures, despite the regional differences and singulari-
ties. At the heart of that musical world is the modal system which was shaped in
antiquity with a solid theoretical foundation, and which is the basis of Eastern
music, called makam (maqam) in the Arab world and in Turkey, radif in Persia,
and echos in Byzantine music, while very often, common rhythmic patterns and
melodic themes, forms, musical instruments and close interpersonal relation-
ships and various collaborations and cooperations of musicians of different na-
tionalities which extended to the exchange of views and knowledge on art and
the musical science, are found.38

The phenomenon of the transcription of secular music takes place in this envi-
ronment, which is characterized by an intensely osmotic climate. A second aspect
of the phenomenon found within the same climate, are the theoretical treatises
on secular music that are related to the transcriptions and are a necessary com-
plement for the comprehension of secular music. In the early 18th century, prince

tural bounds of modal music from Morocco to Kyrgyzstan and the Xinjiang region of
China, it excludes the Greek musical civilisation which contributed decisively as a living
tradition from antiquity to our days to the evolution and scientific documentation of the
modal music phenomenon.

38 See: K. Kalaitzidis: “The Musical Environment of the Time”, in the booklet insert of CD
“En Chordais”, Zakharia Khanendeh, pp. 30-36. Of the many references on the topic, see
indicatively the relevant chapters in the collaborative work W. Feldman, M. Guettat, K.
Kalaitzides (ed.), Music in the Mediterranean, Volume 1 History, “En Chordais”, Project
MediMuses in the context of European Union programme Euromed Heritage II. Thessa-
loniki 2005, pp. 135-274; on the theoretical system vol. Theory pp. 269-433, on the reper-
toire and the forms vol. History pp. 329-438 & vol. Theory pp. 129-267, on the musical in-
struments vol. History pp. 579-641 & vol. Theory pp. 61-127; Lykouras, ITo@ayopixij povoixii
kou Avazodj, Athens 1994, Mavroidis 1999. See also Liavas 1991, Proceedings of the aca-
demic one-day conference lolimiotikéc Avialdayés petalt Avozolis koi EMnvikot Xdpov.
Unesco - National Hellenic Research Foundation, Department of Neohellenic Research,
Athens 1991, pp. 173-186.
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Dimitri Cantemir wrote his treatise on music in Ottoman and Greek.3? In 1728,
Panagiotis Chalatzoglou wrote the textbook titled Comparison of Arabo-Persian
Music with our Ecclesiastical’®, based mainly on Cantemir, where he makes the first
attempt at corresponding echoi to makams, as well as the first presentation and ex-
planation, in post-Byzantine sources, of the rhythmic cycles of secular music, the
usils. A little later, Kyrillos Marmarinos, continuing Chalatzoglou's work, wrote
the Introduction to Music by Question and Answer, also giving the extended, so
called, apechemata, that is the explanations of approximately seventy makams*!.
Around the late 18th to early 19th century, Apostolos Konstas of Chios dedicates
a section of his work to secular music, in his Zechnology. In addition, he also cites
the Arabo-Persian music terminology in the kanonia of the echoi.*? A similar prac-
tice is also adopted by the unknown scribe of Panteleimonos 1250 (ff. 1-17), as
well as by Gregorios Protopsaltes. It is not known whether Gregorios borrowed it
from Konstas, for his own, yet unpublished, kanonia of the echoi.¥® Lastly, of the
printed publications from the 19th century that discuss the theory of secular mu-
sic, the textbook of Panagiotis Kiltzanidis, who also used the work of Cantemir#
as a main source, is worth mentioning. Also worth mentioning is the book of
Stephanos Domestikos which contains the first publication of kzari (kdr), the edu-
cational compilation of verses for learning the makams by Beyzade Yiangos Karat-
zas (verses) and Yiangos Theologos (music) which
“was originally written in the old system of Music by the most musical teacher Konstan-

tinos Protopsaltes, and already [transcribed] into the new [system] by Mr. Stephanos
First Domestikos of the Great Church of Christ”.4?

39 The title of the preserved Ottoman manuscript is: Kitabu Thni *-Miisiki ‘ala vechi’-Hurifat

[The book of musical science according to the alphabetic notation], Istanbul Universitesi
Kitiiphanesi, Ttirkiyat Enstitiisii, No 2768.
40 Tyviron 968, 731-740. Chalatzoglou 1900 / 2000.
41 HESG 305, LKP 123/270.
42 “Adyoc mepi drapoplic LEntépac Kui £0mTépac Kol VOTOV kai KEGTNG HOVGIKTC TOD VIV Konpod”.
On the theoretical work of Konstas see more in Apostolopoulos 2002.
43 NLG/MHS 726, LKP dossier 135 & 136 and Panteleimonos 906, ff. 6r (Stathis 1976).
44 Kiltzanidis 1881:vi. Chrysanthos also mentions, in his theory book @swpyricév (XXXVIII,
fn. iii), that Cantemir “wrote about music in Greek and Turkish from which only the Turk-
ish survives”. However, Kiltzanidis states, in the introduction of his book (pp. vi-vii), that
he himself found and studied the specific manuscript in Greek. According to W. Feldman
(1996:32), “Cantemir’s fame as a musicologist seems to have been better established
among European visitors such as Fonton and Toderini, and among the local Greeks than
among the Turks”.
Stephanos First Domestikos, Interpretation of secular music and its application in our [ecclesiasti-
cal] music, collected and compiled by Stephanos First Domestikos, supervised by Konstantinos Pro-
topsaltes of the Great Church of Christ, printed by the Directors of the Patriarchal Press (Epunveio. tijc
lwtepikiic [ovoIKTS Kol épopuoyn ovtis el v kald’ fuag povoikis. épavicbeioo kol ovviayleioan
mopo. 2rp. A. Aopeotirov, émbewpnbeioa 0¢ mapa Kwvoravtivov [pwtoyditov tijc X. M. Exxlnoiog.
Nov mpdtov tomoig éxdidetar mapa tdv AievBoviddv tod Hazpropyucod Tomoypageiov, Constantin-
ople, from the Patriarchal Press of the Nation, 1843.
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The references to the interpersonal relationships between Greek and non-Greek
musicians which are more detailed from the late 17th century onwards, are also
of interest to the topic. The earliest and one of the most characteristic incidents,
is the one witnessed in various sources, its protagonists being the Persian court
musician Emirglin Han, Sultan Murad IV and one anonymous Greek noble-
man*t. Also indicative, are the incidences related to Petros Peloponnesios and his
relations with Mevlevi dervishes of the tekke of Pera (Papadopoulos 1890:320-
323), the Armenian church musician Hamparsum Limonciyan, the excellent mu-
sician and interpreter of the Swedish embassy Antoine Murat, and the Italian
traveller-monk Toderini#’. It is also known that many Greeks, such as Hinende
Zacharias, Georgis, Stravogeorgis, Angelos, and others, participated in the musi-
cal ensembles of the court. Also interesting, are the apprenticeship relationships
between Greeks and musicians of different communities: Elias taught the fanbur
alongside the Jew Isak Fresco Romano in the court of Selim III, where Isak was a
student of the violinist Kemini Yorgi*®, and Gregorios Protopsaltes learnt the
tanbur from Ismail Dede Efendi (Papadopoulos 1890:330). The first Turkish mu-
sicologist Rauf Yekta Bey was taught elements of Byzantine music by Archon
Protopsaltes Iakovos Nafpliotis and was a registered member of the Ecclesiastical

46 Cantemir (1734, III, 247, fn. 8): “Once when the Emperor was there drinking wine, a cer-
tain noble Greek happen’d to pass by in a boat, and not knowing the Sultan to be in that
place, sung with great skill and sweetness a Persian song. Emirgiun opening the window, the
Greek immediately left off. But Emirgiun desires him in God’s name and for Christ’s sake
to go on with his song and bids the rowers stop the boat. When the song was ended, he
goes down to the Greek, asks him, who he was, that was so perfectly skill’d both in the Per-
sian language and the art of musick. Being told he was a Greek and Murad’s subject, he
kisses his hand three times, and dismisses him with a good present. Then returning to the
Emperor, the Greeks, says he, who now obey your scepter, were once our Lords, I have this
day found they justly enjoy’d that honour. I had indeed heard of their fame in our Histo-
rians, but never happen’d to meet with any one of that Nation worthy the character for-
merly given them. But it has been my fortune to day to know a Greek, whom if the rest are
like, that race was truly deserving as well of our Empire as of your service. For though I am
second to none among our countrymen in musick, I am scarce worthy to be call’d the
scholar of this Greek.” A meeting and spirited conversation between Sultan Murad IV,
Emirgin and Evliya Celebi is recorded by the former in Evliyd Celebi Seyahatnamesi, Ahmet
Cevdet, ed. Istanbul: Ikdam Matbaasi, vol. 1 (1896).

47 Papadopoulos 1890:318-324. According to Fetis, Antoine Murat (1739-18131) was taught
secular music by Petros (Fr. J. Fétis, Histoire générale de la Musique, Paris 1869. Unfortu-
nately, his treatise “Essai sur la musique orientale ou explication du systeme des modes et
des mesures de la musique turque” has been lost, but it is cited by Austrian musicologist
Auguste von Adelburg, who found the book at the home of his uncle, Ignace de Testa, and
wrote accordingly in the Viennese newspaper Aestetische Rundschan in 1867. See also, Marie
de Testa — Antoine Gautier, Drogmans et diplomates européens auprés de la Porte ottomane, Is-
tanbul, Isis 2003, pp. 421-439.

48 See W. Feldman, “Tambiiri Isak” & the booklet insert of the CD of the series Great Mediter-
ranean Composers, “Musical Environment” [“En Chordais” 1918], Thessaloniki, 2005, pp.
30 & 60.
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Music Association of Constantinople®. Lastly, in the same spirit, although well
outside the chronological scope of this work, the Archon Protopsaltes of the
Great Church of Christ, Vasilios Nikolaidis, composed verses from the Divan by
the great Ottoman poet Yunus Emre (1240-1321) and transcribed them into Byz-
antine music notation.

Transcriptions of Secular Compositions

The few existing philological sources on the topic, provide a different viewpoint
on the phenomenon of transcription, and are useful for a more complete presen-
tation of the topic. The descriptions frame the phenomenon in place and time,
and convey the impression made upon the non-Greeks by the fact that the
Greeks had the ability to “write the voices of the psaltai and the singers” and
consequently had a sense of cultural superiority. It cannot be excluded, nonethe-
less, that such narrations exceeded the bounds of a mere description, and acted
as a means for the boosting of the morale of the oppressed nation.

The following incident that took place in the presence of Sultan Mehmet the
Congqueror, and of Patriarch Gennadios, is mentioned in the “Chronicle from
the Beginning of Time” by Dorotheos of Monemvasia, published in Venice.
Dorotheos refers to the love of learning of the Sultan who

“left nothing uninspected [...], he found that the Greeks write the voices of the psaltai
and the singers and he called [the Greeks] to the palace where there was a fine Persian,
[musician] and [the Sultan] ordered, and he sung, while Mr. Gerasimos and Mr. Geor-
gios the psaltai were transcribing the music of the Persian. So they transcribed the song
of the Persian and then he ordered [them] to chant it. And they chanted it better than
the Persian. He liked it a lot and admired the fineness of the Greeks and he gave the

psaltai a tip while the Persian, seeing that they were such masters, knelt before them”.!

The issue does not escape Chrysanthos’s attention, commenting in his theory

book:

“[...] the historical account about Greek Musicians, at the time Constantinople fell to
the Ottomans, [regarding] that they were able to transcribe melodies played with musi-

49 AJEA, Epyooiot tod év 1oic Iatplapyeiowg 5pevovrog kod Suvépiet dymAfic koBepvirikiic ddeiog
Aertovpyodvtog kkAncaoTtikod povoikod cvAAdyov, issue 6, Constantinople, Patriarchal
Press, 1907. Reprinted by PIPS, Thessaloniki 2001, editing and foreword by, A. Alygizakis,
p. 11 (citing the members of the Ecclesiastical Musical Association of Constantinople, reg-
istered from the 1st November 1902 to 315t October 1903) : “Special (members): Rauf
Yekta Bey, Ottoman intellectual and musicologist, In Constantinople”.

Oi Wilzec tod Oixovuevikod Iazpiapyeiov, first series, "Baciing Nucohaidne”. Association of
the Alumni of the Great School of the Nation of Athens, Athens 1996.

The excerpt here is a translation of the original on p. 428 of the 1637 publication housed
at the National Library of Greece. However, the journal daoypagpio 1909, 564-567, men-
tions, among other things, that the first edition was printed in Venice in 1631. L. Vra-
nousis, doubting the name of the author calls him [pseudo] Dorotheos (Vranousis
1995:91).
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cal instruments immediately after they were played and to perform them unchanged, is
something that is doubted by many. That ability was certainly possessed by Petros as
evidenced by eyewitnesses who are credible, as they are the most prominent people of
our people. So the Ottomans played new, previously unheard of melodies invented by
themselves and he transcribed them and chanted them and played them with his fan-
bur”. (Chrysanthos 1832:L)

It is not certain whether Chrysanthos was aware of the Chronicle of Dorotheos or
whether he conveyed the established view of the psaltic circles of Constantinople
regarding this topic. This view is supported by the incident involving Petros
Peloponnesios and the Persian Adnendes, the credibility of which is stressed with
the phrase

“as evidenced by eyewitnesses who are credible, as they are the most prominent people

of our people”>?2

The following brief references show, that regardless of the causes and reasons
that led to the scribes preserving the compositions of non-Greeks, they tran-
scribed music with which they felt familiar and as their own. The Greeks knew
and loved and took pleasure “by listening to music of pure Eastern character,
which so many generations up until ours were raised on”%3.

Furthermore, the sources justify the use of the term “art music of Constantin-
ople” in contrast with other, also novel terms such as “Ottoman music”, “Turkish
classical music” or “post-Byzantine secular music”. It has been found that the
Greek sources up until the late 19th century are dominated by the terms “exter-
nal music” or “Arabo-Persian”. On the other hand, as aptly stated by Spyros Vry-
onis,

“The military and political events which led to the fall of the Byzantine empire did not

interrupt the Byzantine civilisation in Eastern and South-Eastern Europe [...] Byzan-

tium did not die on the fatal morning of the 29th of May 1453 and its culture remained

a strong force in the lives, the attitudes and the cultural creations of Greeks, Bulgarians,
Serbs, Romanians, Albanians and others” 54,

52 Petros’s dexterity in “lifting” previously unheard of original melodies, is described in detail
by G. Papadopoulos (1890:320-321); An English translation of the relevant excerpts can be
found at http://www.ec-patr.net/en/history/petros-lambadarios.htm. Papadopoulos men-
tions as his source, the unpublished Aeciko t@v évddéwv povoikdv of the priest Kyriakos
Philoksenis. Despite the casual style of the narration, the account by the three learned mu-
sic teachers of the 19th century (namely Chrysanthos, K. Philoksenis and G. Papadopou-
los), of the anecdote regarding Petros’s lifting of the musical composition of the Persians,
witnesses the impression caused by the incident upon the musical circles of Constantin-
ople.

The phrase originates from the anonymous editor of the Athens newspaper Epnuepic of
the 17th June 1874. See T. Chatzipantazis, Tijc Aoiéridog uodong épacrai. H drxun tod
aOnvairod kapé Aucy otd xpovia tiig Baciietag tod Iewpyiov A, Athens 1986, p. 118.

Spyros Vryonis, H ko' fjudg Avozols, Thessaloniki 1995, p. 113, in chapter ""H mvevpotuch
napadoon 100 Mecoiwvikod EAAvicrod otov ZAafikd koi tov Tohapkd kdéouo”.
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Of course, the unique conditions after the 1453 conquest relegated a portion of
Byzantine civilisation to the level of folk, while a large part of the high art civili-
sation was absorbed by the official Ottoman culture. Academic descriptive ter-
minology inevitably follows the occurrence of a phenomenon, attempting to ret-
rospectively describe and name it, sometimes unsuccessfully.”> The music exam-
ined here, bears the basic characteristics of the “art” genre: named composition,
extended and complex forms, pivotal role of music theory, particular develop-
ment of techniques in the use of instruments and the human voice, high social
and educational environment within which musical creation is developed and
presented, the appearance of music as a main occupation and professional mak-
ing of musical instruments. On the other hand, it is clear that this urban art
genre flourishes predominantly within the geographical coordinates of Constan-
tinople, contributed to by musicians of various communities and not by a single
national or religious group. Thus, the most suitable adjective deemed is that of a
geographical and not of a national or religious character.>®

Songs with Patriotic Content

The above discussion could perhaps lead to speculation about whether there was
confusion among the scribes of secular music on matters of their cultural iden-
tity and patriotism. The reality, however, is different. The case of Gregorios Pro-
topsaltes, who was most active in the years prior to the Greek revolution, is a
very indicative one. Gregorios was taught secular music by Ismael Dede Efendi,
he wrote comparative studies of Greek music in relation to Arabo-Persian music,
transcribed works of Turkish and Jewish composers, however, he also composed
patriotic songs with revolutionary content such as “dedre "Eilnves yevvaior” (Go
brave Greeks), which was extensively copied®”:

35 Tt is a fact that “with the creation of independent national states and the heightening of
nationalistic movements from the 19th century, centuries-old ties and ways of communi-
cation, break dramatically, giving rise to a way of life, which is isolated and lacking a sense
of common origins. In parallel, prejudices are strengthened and each of the region’s peo-
ples starts to seek its portion of that music, claiming at the same time to be its creator.
Therefore, apart from the other fields (political, economical etc.) the cultural heritage also,
and more specifically music, becomes a field of confrontation and conflict”. This excerpt is
from the rationale of the proposal written by the author for the submission of the
MediMuses project to the relevant services of the European Union in the Spring of 2001 in
the context of the Euromed Heritage II program. Its aim being the search for and restora-
tion of the elements of the common musical heritage of the Mediterranean through re-
search, educational and artistic activities (1/2/2002 — 31/7/2005). For more detailed infor-
mation on the outcomes and publications of the project supporting the above, see the
website www.medimuses.gr

In Greek music circles the use of the term, "Logia Mousiki tis Polis", has been established in
recent years. Its translation, "Art Music of City", is perhaps a more functional term for in-
ternational use, compared to others.

57 The manuscripts containing this specific song are listed on p. 126.
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Agdte "EAMMNveG yevvaiot, dpapete mpobopwg véor, gig tov Belov [ophevav.
ozpucrv kKAnpovopioy &oviec v edeuiay kod @UAioy TdY HovG@HV.

"EAMveg Gyopey, ooc avardBopey, 10 (opepdv Tic dpadeioc v Aelyet 1o Sevov.8

Go brave Greeks, speed eagerly youth, to the divine Parthenon
Having inherited from your fathers the cleverness and friendship of the muses

Go forward Greeks; receive the light, to make the terrible ignorance disappear

Gregorios’s case is not an exception. This song, as well as other similar songs,
seems to have been influenced by the Thourios of Rigas and reflect the revolu-
tionary ideas and related ideological movements of the end of the 18 and be-
ginning of the 19t century>?:

Aedte "EXnves yevvoiol, Spduete mpobiuwms véor (Go brave Greeks, speed eagerly youth) loannis
Konidaris, echos plagal IV triphonic, Stathis, 18r.

Ti kaprepeite pidor kol adedpol (What are you waiting for, friends and brothers) loannis Koni-
daris, echos plagal 1V, Stathis, 18v.

[Q] téxva Eidivov ([Ob] children of Greeks) loannis Konidaris, ecos plagal 11, Stathis,
11v.

El0¢ 6 Muuddng pé dvvauers molddg (Come ob Miltiades with many forces) [unspecified
composer], echos plagal IV phthorikos, Stathis, 17r.

Aapmpé. ‘Ellds (Glorious Greece) [unspecified composer], echos plagal 1V, ¢ifie diiyek,
LKP 152/292, 309.

Mz névov kladooze & vomnuévor (Weep with pain, oh you who are sad) [unspecified com-
poser], echos plagal IV triphonic, sofyan, LKP 152/292, 22.

Other songs on similar themes can be found in LKP (dossier) 73, 2, LKP
152/292, 304, LKP 152/292, 305, LKP (dossier) 73, 9.

In parallel to the patriotic feelings and the collective aspirations for the libera-
tion and spiritual recovery of the nation, the practical interest for the music of
other nations never ceased. That was true from the pre-revolution years, through
to the Greek revolution of 1821, and even later, when the process of national in-
tegration and the continuous Greco-Turkish wars were in progress. It is deemed,
that it was views similar to those of the psaltic circles occupied with the transcrip-
tions of secular music that allowed Alexandros Papadiamantis to praise the “di-
vine” sound coming out of the zey of the Muslim clergy in the narrative “The

58 MS Gennadius 231 also contains the remaining eighteen stanzas in text only, where influ-
ences from Rigas’s Thourios are obvious.

For more on Rigas’s Thourios see L. Vranousis, Zvufols; atipv &peova. yié té. tpayoidia tod Pijya
Kod TV ppnTdv t00. M' éva dyvwaoro "@obprov doua", Athens 1948, S. 1. Karas, O @Godpiog tod
Pijyo. kod 1§ povairij tov, Athens 1998, Paschalis Kitromilidis, Prjyag Beleorivdijs, Oswpio. kou
Ipéén, Athens 1998.
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Impoverished Dervish” (“O &eneopévog AepBion”)®, and for Georgios Vizyinos
to recount the art of the gypsy lyre player bewailing the Thracian leader in “My
Mother’s Sin” (“To auéptnua thg pnTpdg pov”)®l. Also, for Stratis Myrivilis to
write the story of the Bulgarian gaida player who enchanted the passionate, mu-
sic loving Greeks in the trenches of the First World War in the story “Life in the
Tomb” (H (w1 év tdpm)®?, for Elias Venezis to describe the magical voice of Turk-
ish soldiers from the Asia Minor coast®3, and for Kosmas Politis to describe the
incident with Fr. Nicholas and the Jewish #d virtuoso Sior Zacharias in the story
“At Chatzifrangos’s” (Xrod Xar{nppdyrov)®*, to mention only a few examples from
the Greek literature of the late 19th to the early 20th century. Hellenism had not
yet entered into the long period of introversion and intellectual dependence
upon the West. The historical experience of the Phanariot administration of the
Principalities, the pre-revolutionary speeches of Rigas, and later the declaration
of equal rights of the Ottoman citizens (1anzimat, 1839 & 1856), among other af-
fairs, created the expectation of a peaceful coexistence between the Greeks, the
Turks and the peoples of other nations; an expectation which was based on the
historical experience of the Hellenised Roman empire.

60 Alexandros Papadiamantis, “O emsouévoc Aepfionc”, Amavra, vol. 3, critical edition N. D.

Triantafyllopoulos, Athens 1984, pp. 111-116,

61 Georgios Vizyinos, “To Guépmua tig ppoc pov”, duyhuera A’, Athens 1988, pp. 19-20.

62 Stratis Myrivilis, H (o) év tape, To fifiio b moléuov, Athens 1993, pp. 303-309, chapter
"Mia poviy cdnace”. English edition: Life in the Tomb, tr. P. Bien (Hanover, New Hamp-
shire: University Press of New England, 1977) (repr. 1987 London).

63 Elias Venezis, "To A16¢", To Atyaio, Athens 1980, pp. 19-20.

64 Kosmas Politis, Zrod Xexlyppéyrov, Te capavidypove udc youévnc molieiog, ed. Peter Mack-
ridge, Athens 1996, pp. 42-43 and 72-74.
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I Genres of Secular Music

The second part of this book deals with the prime issues concerning the reper-
toire of secular music: musical form, theoretical system, and lastly, notation. In
this chapter, more specifically, the genres found in the sources are examined. A
host of new elements are presented, broadening knowledge on the structure of
pieces, their nomenclature, and many other topics. Moreover, the trends and de-
velopments, which characterised various musical periods, are observed within the
music encompassed in the four centuries of secular music manuscript tradition.
The surviving repertoire is classified into two categories. The first, is works for
which the genre is clear, either because it is adequately described or because it
was discerned and concluded through this study. The second, is works of unclear
or undetermined genre. As already noted in the chapter, Historical Overview, the
genre is clearly stated in manuscripts of the 18th and 19th centuries, the first ref-
erences being by Petros Peloponnesios. In the centuries before that, no relevant
references were given in the headings of the pieces. Obviously, the scribes were
not sufficiently familiar with the genres of secular music in order to add such de-
scriptions. Lastly, works where a clear genre is identified are distinguished as ei-
ther folk, or as genres within the repertoire of the art music of Constantinople.

Greek Folk Music

The number of folk songs, as already noted, is disproportionally small in com-
parison to the total number of transcriptions. Eighteen songs exist in total, origi-
nating from six codices, which are classified into two time periods. The first fif-
teen were transcribed in the 16th and 17th centuries, and the final three in the
19th century:

16th c.: Iviron 1189 (one song)

17th c.: Iviron 1054 (one song), Xeropotamou 262 (three songs) and Iviron 1203b (thirteen
songs)

19th c.: Vatopediou 1428, LKP 152/292 (three songs)

This categorisation is based on the fact that the manuscripts of the 16th and
17th centuries preserve songs of the early post-Byzantine period, for which no
other available sources exist. These fifteen songs are of particular value and pre-
sent similarities in melodic development, musical form, and language style.
These similarities will be examined below. It is worth noting that their style and
musical form, in conjunction with their dating close to the conquest of 1453,
enable the view that they are possibly Byzantine songs or at least heavily influ-
enced by the Byzantine period.
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The last three songs also present interest as they preserve both the music and
the poetic text of the folk songs. They originate from the late 18th to early 19th
century. However, they will not be examined here, as they do not exhibit any-
thing new from the point of view of musicalform.!

The Oldest Notated Folk Song

Xoipeabe kdumor yaipeabe, Folk, echos plagal IV and plagal IV nana, Iviron 1189,
125v (see plate 2).

In his presentation at the Academy of Athens, G. T. Stathis (1976), who brought
this song out of obscurity, concluded that it is the oldest transcribed folk song. His
article also presents an initial analysis as well as a reconstruction of the structure of
the song. According to Stathis, hieromonk Leontios Koukouzelis probably copied
the song from another codex. In addition, he observes that the main stanzas are
written in iambic 15-syllable and echos plagal IV triphonic, while the three refrains
are in trochaic 8-syllable and 7-syllable, in echos plagal IV.

The song has a particularly unusual structure. It has three main stanzas Xaipe-
o0e, Kéumo, yaipeobte..., "Exw Botéviv tijg gihidg..., Na cvvybicer w0 movli... which
are sung on the same melody with the four half verses, having the musical form
ABCB (Baud-Bovy 1992:22). They are each followed by the exact same kratema
whose non-lexical syllables are not of the psaltic tradition, but are similar to those
used in the ferenniim of Eastern music, possibly of Persian origin. Finally, as a
kind of final refrain, three stanzas are sung to the same melody as the refrains
Adpvny kol uepoivy éod “oar..., Ta moviitla koldadodve. .., To gidiv 1o ué Gyrac. ... Ac-
cording to G. T. Stathis (1976:188-189), the reconstructed song is as follows:

Xaipeobe, kaumot, yaipecbe,
xoipecbe TOV KOOV o
TEPOIKIO KOKAVIGETE

Kl GTOKOLIGETE TOV.

Dousti yallalli doustom

yaila lla llalle

1" The three songs are:

Auay, Bovve mapoxaid einijre Island song, echos IV legetos, segdh, 6 2 2 6 i, Vatopediou 1428,
156.

Képy uodayuozévie pov Song from Zakynthos, echos plagal IV, rast, lasi 129, 333 / Va-
topediou 1428, 304.

Eévog fjuovy ki fipba wiopa [folk], echos plagal IV, 4 /y, LKP 152/292, 287.

It should be noted that in Vatopediou 1428, a song with the indication “Nisiotikon” (“Is-
land song”) (Av xi adro w6 ‘kaue Blémers, p. 186) is found. Nikeforos labels it Nisiotikon,
however, the poetic text is in the style of the Phanariot songs, and he himself adds the fol-
lowing indication further down: “island song, adapted to these lyrics and notated by Nike-
foros”, therefore it is not included here among the folk songs.
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tarailine dos toum
yayalale tallallalle
tarla tarla tanatirine

Adovm xai pepoivn o0 *oat
Kol Td @OAAA Gov pupilovv’
Kol T0 UM Gov pupilovv

Kol XEWAV’ Kol KaAoKaiptL.

"Exo Botdviv Tijg grhdg
VoL omelpo "y 6T8¢ oTpditeg
T LOVOTATIO T TEPVE

YOPYQ VAL LUE TN PEPOLV.

Dousti yallalli doustom
yaila lla llalle

tarailine dos toum
yayalale tallallalle

tarla tarla tanatirine

Ta movAitlo kothadobve
’yeipov 8&v tov dyandc
KAV TOPACKLWE Kol TEE,

V10TEpE, Kai T YUPELELS.

Na cvvnbicet 10 movl
VO UTEl 6T0 TEPBOAL
Vo kakoviler Tag odyog

® S0 TV TobnTNV pov.

Dousti yallalli doustom
yaila lla llalle

tarailine dos toum
yayalale tallallalle

tarla tarla tanatirine

To @uhiv 10 pe {ntag
axopn ok HPTEY 6 KOPOC
KL 00O dVvopoL TOo®MG

V' dmopévo Aoyepn.

It is not known whether this song is a representative sample of songs of similar
form or if it is a unique and isolated case. Moreover, the use of Persian words in
the ferenniim is also of interest. Unfortunately, it is not known whether the inser-
tion of the terenniim was made by the scribe or whether the song was actually
sung like that. Perhaps it is connected to the section of Persian music that pre-
cedes it in the same manuscript, where an extensive use of ferenniim with the ex-
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act same or similar syllables is observed. In any case, this fact obviously suggests
influences upon song structure from the mathemata of the psaltic art (Stathis
1979:149-159; Anastasiou 2005:123-166). The kratemata here do not delineate the
three parts of the song, but rather they delineate each main verse from the re-
frain. In summary, its structure is as follows:

First stanza
terenniim

First refrain

Second stanza
terenniim

Second refrain

Third stanza
terenniim

Third refrain

Despite the restrictions imposed by the Old Method of notation in which the
song is written, its melismatic character becomes apparent from the study of the
way its notation was architected. Its unbalanced, extended melodic treatment of
certain syllables in the main stanzas is of interest. Such treatment is seen at the
endings of verses that extend over many syllables, while in contrast, the refrains
have a syllabic melody, as is generally the case for the rest of the music score:

Xaipeobe, kakaaoapmol, yoi-kapumot yoipece,
xoipecbe Tov Kah0000000000006V LOL'
mepdi-mepdikia KaooKaviceTeeee

Kl GmoKoliceTEEEEEEEEEEE TOOOV.

"Exw Boota-fotéviv Tiig va-Tiig @i
Vi onelpw *yd oTE¢ oTPOOONaA0dTEG
TOL LO-TOL LOVOTALOLATIOL T TTEPVOLOLEL

YOPYQ VO UE TT) PEEEEEEEEEEEEEPOLV.

Na covnnnbuticet 10 movAl
VO U1l 6T000 TEPLB000000000000AL

VO KoKoKokavuilel Tog anyoaig

® O TV TobnTMMMMIMIMAV Lov.

The prolonging of cadences is not unknown in Byzantine melopoeia. It is very
commonly found up to our days. It is a method familiar to Byzantine compos-
ers, who among others, contributed to the appearance of the genre of kratemata?.
Influences from the mathemata of Byzantine melopoeia are obvious here as well.

2 For the genesis and origin of kratemata, see Anastasiou 2005:77-97.
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Oral tradition has not preserved any song similar to this one. Its structure, me-
lodic treatment and overall sophistication magnify its importance. It is not only
the oldest transcribed song, but also a unique example of secular Byzantine
melopoeia. Finally, the use of the term “folk” could be avoided since this specific
song differs significantly with respect to the musical form of folk songs, at least
as they are known today. It is probably the creation of an imaginative composer,
possibly inspired by a folk melody, and bears all the characteristics of a product
of high culture; a miniature artistic composition?. It is estimated that the song
must be somewhat older than the date of writing of codex 1189 in which it is
preserved. High culture required a suitable social environment to flourish, and
such an environment existed in the years before the fall of Constantinople.

Fourteen Folk Songs from the 17th ¢.*

These songs originate from three manuscripts dating from the early to the mid-
dle of the 17th century. However, it is estimated that they are older than the
time of their transcription. Thirteen of these, which constitute the main body of
the collection, are found in MS Iviron 1203b and have attracted the interest of
researchers in the past.® They do not appear to bear uniform characteristics in re-
gard to musical form, though their study is hindered by significant difficulty as
all songs are written in the old music notation. It is however possible to express
certain observations and findings:

Firstly, all songs belong to the soft diatonic genus. Eight of them are in echos
IV, three in echos 1, and three in echos plagal IV. The quantitative data here shows
an unusual domination of echos IV as well as a complete absence of the chro-
matic genus.

Secondly, according to Bertrand Bouvier (1955:72-75; 1960; 1967), certain
songs preserved in these specific manuscripts were either transcribed in the late
17th century or later, or they are also found in living oral tradition with similar
or even identical poetic verses:

Arté mod kdbeoor ynla gig 8pog yrovieuévov, Folk, echos IV: Iviron 1203b, 4v.
Aicyverc ue pdva Sicdyverg ue xai yo myyaiver 0éhow, Folk, echos IV: Iviron 1203b, 3v.

Ei¢ mpacivddo Jfadiod kai kérw o’ kpbo myyadt, Folk, echos IV: Iviron 1203b, 4r / Xeropota-
mou 262, 211v.

Ei¢ 16 yné moddnia, oté uopga fovve, Folk, echos IV: Iviron 1203b, 1r.
Eig vynia Povva, eig Spog yrovieuévov, Folk, echos IV: Xeropotamou 262, 212r.

O)ifet pe Todtog 6 Kaapdg, Avmet ue 6 ypoévog todrog, Folk, [echos I]: Iviron 1203b, ar.

Samuel Baud-Bovy (1992:22) is also convinced of the art music origins of the song.
The complete table of songs in given on p. 83.

5 See analytical list of citations in the Introduction of this book, p. 24.
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Kdleoua xéuver 6 Paciiide, kéieoua kéuver dpéving, Folk, echos I: Iviron 1203b, yv.
Ol 6 Awdexdvnoa otékoov dvomauéva, Folk, echos plagal IV: Iviron 1203b, 1v.

‘Vlot ¢ gidepa faotodv k1 Lot oy pvloxiy evar, Folk, echos plagal IV: Iviron 1203b, yr.
‘Orav Jolsjon 6 metevog ki éxxinaies onuaivovv, Folk, echos plagal IV: Iviron 1203b, 1v.

or at least they share many common references:

T’ éndovia tijs dvomoliis kai té wovdid tijg Svong, Folk, echos I: Iviron 1203b, Bv / Xeropotamou
262, 212v.

Owpeis tov dudpovrov mde kpéuetar atov fpdyo, Folk, echos IV: Iviron 1203b, 2r.

Aypiov movli, uepmdfov pov xai yévov uspwuivov, Folk, echos IV: Iviron 1054, 172r / Iviron
1203b, 3r.

As well as this, their melodies also appear to exhibit many similarities. Therefore,
from a poetic point of view, the songs can be classified as folk. This conclusion is
reached, first and foremost, by the study of their poetic texts as published, re-
vised and annotated by Bouvier.

Thirdly, listed below are three of the fourteen songs of the group studied here. In
their heading, they bear the description “organikon”, literally meaning “instrumen-
tal”, a description that is contradictory to the existence of poetic text in the songs.

Ei¢ 1 ynlé moddnia, otd uopga fovvé, echos IV, Iviron 1203b, 1r.
Eig vynia Povva, gig Spog yrovieuévov, echos IV, Xeropotamou 262, 212r.

BOwpsic 1oV dudpavrov nég kpéuetar otov Ppayo, echos IV, Iviron 1203b, 2r.

The question of what is actually meant by the “organikon” description here, must
be asked. The answer relates to the rhythmic substance of these three songs
compared to the rest of the fourteen. It is known that in the Old Method of nota-
tion the “organikos dromos”, literally “instrumental way” or “instrumental style”,
of the Sticherarion in the slow style is based on rhythmic bars and denotes pieces
in a certain rhythm, as opposed to the slow Papadikon melos, which lacks a spe-
cific thythmic structure (Apostolopoulos 2002:227, 229). Hence, these three
songs are performed with some kind of rhythm that the scribes of these two
manuscripts either did not mention or were not in a position to mention due to
their lack of knowledge, or their inability to define the style. These three pieces
are therefore distinguished from the other eleven songs, which can be reasonably
assumed to be belonging to the genre of arrthythmic epitrapezion songs.

Fourth, in all fourteen songs, an extended development and a melismatic
character is evident, with each stanza occupying between five to nine lines of
music score in the Old Method of notation. Two of the songs, which have been
transcribed into the New Method by Thomas Apostolopoulos®, allow the conclu-

6 These two songs can be found on the CD Koouus povoiiy 4mo Ayopertikode kddixec

Bolavaviie uovoijg. Exegesis attempt by the psaltes Andreas Tsiknopoulos, recited by S.
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sion — and not just the assumption — to be made, that they have a more ex-
tended melodic development and elaboration compared to their contemporary
surviving counterparts. For example, song No. 3 of the collection, ‘Olo: ¢ gidepa
Baotodv k1 lo1 oty pvlaxi eivou, exhibits a close relationship with the well-known
Macedonian epitrapezio song, Nrobia, both in terms of its theme and its music.

0 o Ko ® ot o VIng

Extended melodic development such as this is not however found in folk music
that survives today. Based on the above evidence, a hypothesis can be made that
these songs were possibly of art music origin or, at the very least, that they were
influenced by art music. Bouvier (1955:15) also made similar speculations for the
song @Aifer pe tovrog 6 koupds without however justifying his position. Samuel
Baud-Bovy (1992:22-23) also made similar speculations for this song, as well as
Kdieoua kéuver 6 Paciiads motivated by the particularities of the poetic text. This
speculation however, is contrary to the undisputed folk origins of the poetic text.

Lambros (op. cit., 426) and K. Romanos (1996: I, 164) where “the Aramis [Perikles Aravan-
tinos] sings ‘Ola t¢ Awdexdvnoa otékovy Gvamauéve. at a function at Parnassos (1903)”.
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Hence, a paradox occurs, where the poetic text is folk and the music is of high
art origins. It cannot be excluded of course that the melismatic elements and any
elaboration, may be extensive interventions of the scribe. Bouvier’s (1955:51) as-
sessment of the song Eig mpacivéda lifadiod kol kétw o’ kpdo mnyddi is relevant
here. Noticing that this song survives in six versions in western Crete, he hy-
pothesises that

“either Athanasios gave us an old form of the song which later evolved and became

faster, or that he took the old, plain song to which he or his advisor, added his own
elements”.

However, this possibility seems quite extreme too. The theory that appears to be
perhaps closest to the truth, is that at the time of creation or transcription of
these songs, folk songs had a more extended melodic development. As a genre,
older folk songs and especially epitrapezion songs had a more extended form
compared to their contemporary counterparts — as transmitted to this day by oral
tradition and by sound recordings or in notation from the late 19th century on-
wards. Indeed, in relation to the above-mentioned example, Bouvier (1955:51-
52) deems, always with the necessary reservation, that

“the Iviron song... (is) a fragment of an old paraloge’ and the contemporary versions are

subsequent renditions of that. Some poet from western Crete must have taken an older

song, similar to the Iviron song, and by condensing it and giving it a faster narrative
rhythm, must have put together the simple and beautiful song still heard today.”

This process, described so simply by Bouvier, could hold true for all the songs of
the collection, which survive in a more condensed form today. A related note is
made by S. Lambros (1914:424) in the first relevant publication of the thirteen
songs of Iviron Monastery:

“...the text [of the contemporary counterparts] is very much similar to the original, ac-

counting for any changes incurred through oral tradition, which took place over a long
period of time...”.

It appears that, for some reason, more extended musical phrases were favoured
in past times and that whatever the influences ecclesiastical melos had upon folk
song, they adapted dynamically over the course of time. Folk songs were of ex-
tended form, like ecclesiastical compositions were, while later, the trend of
abridging works in the psaltic art influenced folk tradition as well.

Art Music of Constantinople

The use of the term “art music of Constantinople” was explained in the chapter
titled “The Social Context — The Cultural Environment”. In this section here,
the genres performed at the Ottoman court, as well as “Phanariot songs” as they

7 Translator's note: A paraloge is a narrative song; a folk ballad.
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have come to be known, are examined. These genres make up the vast majority
(over 90 percent) of the transcriptions, witnessing, among other things, the aes-
thetic orientations and artistic pursuits of the scribes, as well as those of the mu-
sical community of the Greeks of the time.

Their study allows the drawing of conclusions on the more general customs of
the time regarding the urban music of Constantinople. The majority of the
sources originate from the 18th and 19th centuries. At that time, the long and
extended vocal genres, such as the kdr, were no longer fashionable and for that
reason they are rarely found in the manuscripts. Petros’s transcriptions, which
constitute the most important source on this music, from the 18th century, pre-
serve mainly pegrevs and semd’s, while in RAL 927 his transcriptions constitute
the first collection of Phanariot songs. A relatively small number of bestes, agir
and yiiriik semd's, and sarkis are found, while from the late 18th century onwards,
Phanariot songs dominate in the sources.

The genres of Ottoman music were performed in a sequence of pieces that
came to be called fasil. Fasd draws its origin from the Arabic ##ba and constitutes
a macro-form where the pieces are performed in a certain successive order by
genre, with the unifying element being their common makam. For example, a
typical succession of pieces in a fasi/ as it took shape in the middle of the 19th
century is as follows:

Taksim

Pegrev

Taksim

One or two bestes
Taksim

Agir semd't

Taksim

AlA

Yiiriik sema'l
One, two or more sarkis
Saz semd't

The above ordering of pieces is indicative only and is open to many variations,
with the addition or subtraction of genres. However, with the exception of one
single case in the sources, no listing of works was found with the logical group-
ing of genres that would indicate a fasi. The exception is fragment LKP (dossier)
59 written by Gregorios Protopsaltes. Apart from that, the only related evidence
found is in the manuscripts of Petros, where, when a pegrev is transcribed in one
makam, usually it is followed by a semd' in the same makam. This leads to the
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conclusion that any knowledge and understanding of Ottoman music by the
scribes was more theoretical in nature and less experiential. They probably heard
the transcribed songs individually and fragmented. Potentially, apart from Petros
Peloponnesios for whom relevant accounts exist, the rest of the scribes did not
experience a fasil themselves, especially in its natural environment, in the palace
for example. They probably heard the elements of a fasi/ from other Greek musi-
cians who participated in concerts at the palace. Otherwise, examples in the
sources of transcriptions organised on the logical grouping of a fasi/ would have
been found. Petros, of course, from what is known, was present at the concerts of
the palace in the capacity of a musician. It is however unknown as to why he did
not order his transcriptions based on the logic of a fasl.

In particular, the three manuscripts of Petros containing art music of Constan-
tinople, even though not adhering to the logic of the fasi/, contain content de-
fined by the music customs of the court. For example, in Gritsanis 3, as in LKP
(dossier) 60, the vast majority of pieces given are instrumental. That is not sur-
prising given that the music of the Ottoman court for various reasons, makes a
great shift towards instrumental music during the 17th century. Finally, another
important finding is that in the third quarter of the 18th century, the time in
which Petros was most active, pieces which were composed in the previous cen-
turies, reaching back as far as the 16th century, were performed in the Ottoman
court and in art music circles. It can be easily observed that this music had a
vivid continuity, with the 16th century as a boundary - essentially coinciding
with the consolidation of Ottoman rule over the former Byzantine region. The
above may allow the determination of the chronological time frame pertaining
to the beginnings of this new musical reality, as being the 16th century.

The surviving genres in the sources are as follows:

A. Musical genres of the Ottoman court

Instrumental genres

1. Pegrev

2. Saz semd't

3. Taksim (revealing the echoi)
4. Seyir

Vocal genres
1. Kar

2. Beste

3. Semd' (agir and yiiriik)
4. Sark:
5

. Compositions of indiscernible genre

B. Phanariot songs
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Genres of the Ottoman Court
A Instrumental Genres
Pesrev

The pesre® is an instrumental genre that has the character of an introductory
piece within the grouping of faksims, vocal, and instrumental compositions shar-
ing a common makam, commonly known as fasil. The word pesrev comes from the
Persian word pishrow. Its etymology reveals its functional role in the macro-form
of fasi, as the term means to “come before” or “precede”. Its rhythmic cycle is
traditionally a longer one: 16-bar, 20-bar, 24-bar, 28-bar, 32-bar and so on up to
64-bar. From the 16th century when it first appeared, until the late 19th century,
the pegrev was the crown of instrumental musical creation. Its structure, as well as
a series of characteristics pertaining to its musical form, did not remain un-
changed over time. Some of these characteristics evolved or were modified, others
disappeared and yet others appeared in the course of time. The manuscript tradi-
tion of ecclesiastical music contributes to what is known overall about the genre
of the pegrev, not only with respect to musical form, but also by the broadening of
the corpus of the repertoire with newly discovered works. Previously unknown
pesrevs by known composers come to the surface, thus contributing to a more
complete outline of the composer’s work. In addition, many other pegrevs of un-
named composers are discovered as well, which at present remain undated.

Information from the Sources

One hundred and forty-four pesrevs survive, having been transcribed into the no-
tation of the psaltic art, excluding those that for various reasons were found in-
complete. Sixty-six of those either state the composer’s name explicitly or their
composer could be identified, while around seventy-eight pesrevs remain unat-
tributed to a composer as yet. With the exception of two pegrevs transcribed by
Gregorios Protopsaltes in LKP 2/59a and one composed by Ioannis Protopsaltes
transcribed by the unknown scribe of Iviron 1038, all the rest originate from two
autographs of Petros Peloponnesios, MSS Gritsanis 3 and LKP (dossier) 60. The
following observations and references concern these two codices of Petros, unless
another reference source is explicitly stated.

An extended study on the genre of pesrev is published by Feldman (1996:303-459) together
with a historical overview, structural analysis and a rich bibliography on the topic. In Turk-
ish literature, the work which stands out is Yavagca 1985. A brief presentation of the genre
is given by Ozalp (1992:5-7). In the Greek language, a description is given in Kiltzanidis
1978:165; Tsiamoulis & Erevnidis 1998:291-292); Smaniss 2011:334 and 1. Zannos (ac-
companying text of LP “Béomopog, "EAMnveg ZovBéteg tiig [1oAng 17°6-19% qi., OM 2LP
A/001-2, 1989). See also, Wright 1988:1-108; 2000.
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Codex Gritsanis 3 is dominated by instrumental compositions, and in particu-
lar, pesrevs. One hundred and twenty of them in total are found therein, while
LKP (dossier) 60 contains approximately twenty-four. They all date from the
middle of the 16th century through to the middle of the 18th century. The
anonymous pieces that could not be otherwise identified, prove difficult to date
with certainty. The pesrevs of known composers, dating from the 16th century are
eleven in number, from the 17th century are twenty-five, and from the 18th cen-
tury are twenty-six. Given the fact that for the 18th century no pesrevs survive in
other written sources, these twenty-six transcribed pegrevs are of particular impor-
tance for the study of the genre.

First of all, regarding the name of the genre, it is observed that Petros often
writes the term in slightly varied ways, from pestrefto pestrefi:

Gritsanis 3
5v  pestrefi of Mr. Zacharias, makam bestenigdr, usil devrikebir, echos varys

68r another pestrefi agirdn, usil cenber.

LKP (dossier) 60

11r pestrefi makam karcigar, diiyek from rast teterela terelela
30v pestrefi by Hasan Aga, diyek, from diigih, hiiseyni

“Pestrefi” is the name used also by Gregorios in LKP 2/59a and by the unknown
scribe of Iviron 1038. This spelling perhaps preserves a different pronunciation
of the word than that which is known today. Petros only sometimes inscribes the
name of the genre, while he always gives the makam and the usil. A detailed ob-
servation, however, of the structure and the melodic development of these works
leads to the safe conclusion that they are, indeed, pesrevs:

Gritsanis 3

7v  makam biiziirk, usiil zenctr. Then the orta hine. Then the ser hine for miilazime

8r  Son hdne. Then the ser hdne for miilazime

83r mdhir tatarban, usil diiyek. Then the miilazime, 2nd terkib, orta hine, 2nd terkib, then the
miilazime, Son hdne, 2nd terkib, then the miilazime

LKP (dossier) 60

36r the agaraza sakili biiseyni from diigdh
miilazime
2nd terkib

36v orta hine

37r the son hine hiciz

Apart though from the examination of these particular works from the perspec-
tive of musical form, there is other clear evidence supporting the claim they are
pesrevs. Some of these compositions are found in the collections of Bobowski
and Dimitri Cantemir, written a hundred and ten, and sixty years, respectively,



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

POST-BYZANTINE MUSIC MANUSCRIPTS 199

before those of Petros’, therefore it is possible to ascertain their genre from these
sources as well. The following are some indicative examples:

Seif miseyn naziresi, makam arak, touyek, Gritsanis 3, 61v — Irak Nazire-i Seyfii’l-Misri, Diiyek,
Cantemir, f. 103-104, work 194.

Asik huseini, tonyek, Gritsanis 3, 148r — Agik Hiiseyni Diiyek, Cantemir, f. 46-47, work 84.
Mubayer donyek kiontsouk Ali Pei, Gritsanis 3, 154v — Pisrev-i ‘Ali Beg, der Makam-1 Muhayyer,
Usiles Diiyek, Bobowski, 70-1.

Neva [pesrev] [Persian], [echos plagal 11|, feri moubames, LKP (dossier) 60, 25v. — Neva
Acemler Fer-i Mubammes, f. 37, work 68.

Gioulistan pentziougiah [pesrev] [Persian], [echos plagal IV tetraphonic], douyek, Gritsanis 3,
146v. — Pencgah Giilistan Diiyek, Cantemir, f. 17-18, work 27.

Houseini [pesrev] [Indian], [echos plagal 1], devri revan, LKP (dossier) 60, 52r. — Hiiseyni
Dev-i Revan Hindliler, Cantemir, f. 93, work 172.

[Rast] gioul tevri pesrefi [unspecified composer], echos plagal IV, devr-i kebir, Gritsanis
3, 231v. — Rast Giil Devr’i Devr-i kebir, Cantemir, f. 67, work 122.

Houseini gamzekiar naziresi pesrefi [unspecified composer], [echos plagal 1], douyek,
Gritsanis 3, 246v. — Hiiseyni Nazire-i Gamzekar Diiyek, Cantemir, f. 170-171, work 314.

Houseini soukonfezar naziresi [pesrev] [unspecified composer], [echos plagal I, douyek,
LKP (dossier) 60, 39v. — Hiiseyni Nazire-i Sitkifezar Diiyek, Cantemir, f. 50, work 90.

Hitzaz tourna, [pesrev] [unspecified composer] [echos plagal I1], sakil, LKP (dossier) 60,
22v. — ‘Uzzal Turna Sakil, Cantemir, f. 176-177, work 324.

Segah [roubban pesrev] [unspecified composer], [echos IV legetos], douyek, Gritsanis 3,
60v. — Segdh Rubban Diiyek, Cantemir, f. 97-98, work 182.

Beyiati [pesrev] [Behrdm Aga (Nefiri)], [echos IV], devr-i kebir LKP (dossier) 60, 18r. —
Pisrev-i Behram Nefiri, Bobowski f. 69-1.

Neva bougionk [pesrev] [unspecified composer], [echos IV], donyek, LKP (dossier) 60,
26r. — Biiyiik Neva Diiyek, Cantemir, f. 38-39, work 70.

Rast mourasa pesrefi [unspecified composer], [echos plagal IV], douyek, Gritsanis 3,
218v & Gritsanis 3, 220v. — Rast Murass‘a Diiyek, Cantemir, f. 113, work 214.

Neva bougiouk [pesrev] [unspecified composer], [echos IV], tsember, LKP (dossier) 60,
47t. — Biiyitk Neva genber, Cantemir, ff. 102-103, work 191.

The Practice of Naming Pesrevs

The study of the corpus of pesrev transcriptions leads to the finding that in their
titles, apart from the usual indications concerning the genre, the composer, the

9 Bobowski’s collection was written around 1650. Unfortunately, both Cantemir’s and Pet-
ros’s collections are undated.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

200 KYRIAKOS KALAITZIDIS

makam, the us#l and the echos, other details are found as well, which at first
glance either seem unusual or raise questions:

)

“Pesrev kith-pare, makam hisdr
“Makam necd, ugitles sakil, eipliler subb-i sabar”
“The turna sakili, hiciz”

“Hiiseyni sevk-efzd nazireut, diiyek”

“Pegrev gil devri” and others.

The clarification by the scribe of Iviron 1038, on f. 681r, where the pesrev of lo-
annis Protopsaltes is introduced, is enlightening:

Pegrev, called Isach Sakili, also known as karapataki, written by Mister Ioannis Protopsaltes |...]

The scribe clearly informs the reader that the pesrev has a name: “Isach”. Sakili
means usil “sakil’, while the term “karapataki” will be analysed extensively below.
The practice of naming pegrevs is also seen in the other two main sources of art
music of Constantinople, the collections of Bobowski and Dimitri Cantemir,
while W. Feldman (1996:305-306) characteristically mentions that:

“Each individual pegrev was seen as a distinct, sometimes named entity, not as a generic
combination of makam and wusi#l which fulfilled a function within the cycle”.

The above is quite reminiscent of the phenomenon of naming the kratemata of
the psaltic art, already in existence in the 14th century (Anasthasiou 2005:393-
406).

The pesrev names found in Petros’s collections are:

Acix [Asik] (Lover), Gritsanis 3, 148r.

Toplexiap [ Gamze-kir| (Arrogant view), Gritsanis 3, 246v.

yehvilix [ Gelincik] (Young bride), LKP (dossier) 60, 32v.

ywovhotay [Gilistan] (Rose garden), Gritsanis 3, 146v.

IO téBpt [ Gil Devri] (The time of roses), Gritsanis 3, 231v.

Kiomvér [Kaynat] (Existence), Gritsanis 3, 247v & LKP (dossier) 60, 38r.
Koy, nopé [Kah-pare] (Mountain), Gritsanis 3, 22v.

Mrovyiovk [Buyuk] (Great), LKP (dossier) 60, 26r & 47r10,

Povyndv [Roubban] (The monks), Gritsanis 3, 60v.

Soawtlax [Salincak] (Vibration), LKP (dossier) 60, 45r.

Soithoo [Soylu] (Majestic, Artistocrat), Gritsanis 3, 234v.

Sovkioveelp [Sikdfezdr] (Blooming garden), LKP (dossier) 60, 39v & 27v / Gritsanis 3, 110v.

10" They are different pesrevs sharing the same name.
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SovAsindvope [Sileymdn-Ndme], Gritsanis 3, 170v.
Sovmyov caybp [Subb-i Sahar] (Dawn), Gritsanis 3, 186v.
Tovpvé | Tiurna] (Crane, Heron), LKP (dossier) 60, 22v.
Xomyon [Haphap), Gritsanis 3, 103r.

However, certain care must be taken in the clarification of names as misunder-
standings and mistakes may easily occur. For example, on f. 18r of LKP (dossier)
60, the name “behram” is found, which refers to a composer and not to a pegrev.!!

A Wealth of Descriptions and Details Pertaining to Musical Form

The wealth of descriptions and details provided in the transcription headings is
noteworthy. Petros does not stop at transcribing the melody, he also gives per-
formance instructions using the musical terminology of his time. The following
indicative samples are from the analytic catalogue of Gritsanis 3 of LKP (dossier)
6012:

Gritsanis 3:

42v  Segdh makam, usil mubammes, echos IV legetos. Ser hdne, orta hine, terkib, ser hine and
miilazime, son hine usil sofyan. 2nd terkib, 3rd terkib. Then ser hine miilazime .

50v  Makam acem, usil cenber, pesrev ama cenber. The same. Miilazime. The same. Terkib. The
same. Then the 1st terkib. Orta hine. Tolapi. 2nd terkib . Miilazime. Son hdne. Again.

68r  another pesrev agirdn, usil cenber. The same, miilazime, tolapi, 2nd terkib, orta hine, 2nd
terkib, ntolapi, next the ser hine and then the miilazime, Son béne, tolapi, ntolapi, next the
ser hdne and then the miilazime.

218v Pesrev murasa, makam rast, usitl dityek. miilazime, 2nd terkib, 3rd terkib, oria hdne, 2nd terkib,
3rd, 4th, then the last terkib of the miilazime and later from the beginning the miilazime
until the end then the son hdnfe], Son hine, 2nd terkib, 3rd terkib, of the oria hdne, then
the last terkib of the miilazime and immediately following miilazime from the beginning
and it then it finishes.

LKP (dossier) 60:

6v  The irak darbeyn, from irak, miilazime from diigdh, 2nd terkib from nevd, 2nd terkib from
irak, the oria hdne from nevd, 2nd terkib from mubayyer, the miilazime from the beginning,
the son hdne from rast (and indications, biselik, sabd).

W “Beydti devrikebir, starts from nevd and beydti, called mechram”. 1t is the beydti pesrev of

Behrim Aga (Nefiri).
It is observed that in this manuscript, Petros insists on indicating the tonic of each piece or
each part (hdne, miilazime, terkib etc.).

12



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

202 KYRIAKOS KALAITZIDIS

11r  Pesrev makam karcigar, diiyek from rast teterela terelela, the miilazime from segdh, teterela te-
relela, 2nd terkib from segdh teterela terelela, 3rd terkib from rast teterela terelela, 4th terkib
from segdh teterela terelela, orta hine from segdh teterela terelela, the son from nevd teterela te-
relela.

47r  The biyiik nevd cenber, from nevd, miilazime from biiseyni, 2nd terkib from segdh, orta hine

from nevd, miilazime, the son from nevd with nibavent, beydti.

Similar descriptions, either shorter or more analytic, accompany the transcrip-
tion of nearly all pesrevs. Such descriptions are invaluable. They generally allow,
firstly, a clear understanding of the musical form or structure of each work pro-
viding indications for as accurate a performance as possible. Secondly, they allow
the ascertaining of the outline of the parts of each composition and its compara-
tive study against other available sources of the time, thus enriching knowledge
on the musical form of the pesrev. And thirdly, the descriptions also allow the
drawing of more general conclusions about the structure and layout of the basic
musical genres at the time of Petros, regardless of the fact that the collection also
contains works dating from much earlier. At the same time, given that Petros es-
sentially recorded not only the music of the pegrevs but also the performance in-
structions he himself was perhaps taught, they constitute a significant source in-
dicating the manner in which this music was taught. And lastly, they are another
proof, indeed a strong one, of the fact that a large part of this terminology
gradually changed from the late 18th century onwards, to such a degree that con-
temporary musicians cannot understand it without the necessary explanations.

Despite the fact that only two pegrevs survive in the autographs of Gregorios
Protopsaltes, these are also significant for the study of the genre. In LKP 2/59a,
Gregorios, continuing in the tradition of Petros, does not stop at the faithful
transcription of the melody. He also lists very detailed performance instructions,
with a focus on musical form and theory. The relevant introduction of zeydti
darb-i fetih pesrev of Tanbari Isak, occupies one whole page of the manuscript and
related extensive comments are inserted frequently within the music score, be-
tween parts.!® Excerpts from the analytical catalogue constructed for this book
are presented case by case in the relevant sections.

13«1t Pegrev called beydti, composed by Isak. Beydt? starts from echos IV and it finishes on ane-
anes and instead of evi¢ it touches acem a few times, touches evi¢ and the phthora of ne-
anes is placed so to know when it has to be acem and when evig; this pesrev also mixes in
hiizzédm when you see the phthora of neanes on nevd then it is hiizzdm; it also does
arabdn with the same phthora with the difference that we put the nenano on gerdiniye
[...] so here is the beydti.
However, this pesrev finishes on neagie [...] the first hine is called ser hdne, the second one
is called miilazime, the third one is called oria hdne, the fourth hine is called zey/ which fin-
ishes on agia and the ///// this hine is called son hdne. The pesrev whose usil is zarb: fetih
must have five hdnes [...] the pegrev being zarb: fetib in its usil it is five hdnes therefore this
usil has 44 zarpia for each hdne, so there is one usil which has forty four single beats that is
zarpia.
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Form

The form of the pegrev as it developed from late 18th century until today has four
parts:

1%t Hine — teslim
20d Hine — teslim
3" Hine — teslim

4t Hane — teslim

The above structure however, is not found in the manuscripts examined here,
since older pegrevs prior to late 18th century studied in this work display different
terminology and more variation in terms of structure. The basic nomenclature of
the parts in use at the time were as follows:

Ser (head or first) hdne — miilazime
Orta (middle) hine — miilazime
Miyan hine — miilazime

Son (last) hdne — miilazime

The above terminology was the main one in use at the time of Petros and it re-
veals differences to that which was used by Bobowski and Cantemir several dec-
ades earlier (hdne-i sani and héne salis, instead of orta and son hdne). The form of
the pesrev is varied and does not always follow the above-mentioned basic struc-
ture. In certain pegrevs, Petros does not give the names of the parts at all. The sec-
tions however are clear and can be identified by the notation. Even when he
does explicitly give the names of the sections, he rarely names the ser hdne. When
he does name the ser hdne it is because it also takes the role of the miilazime. This

1v Second hdne called the miilazime, [echos) plagal IV terelelele.

2r And again the muilazime up to this point where it has the neagie and then the feslim is
performed by ascending to evi¢ and it finishes on nevd to enter the orta hdne with a
good istitai because the orta hdne starts from gerdiniye, so that is how it finishes, you as-
cend from rast to evig like that
lechos] plagal IV terelelele
And again [the] orta hdne and at the end as it is with the red [writing] only with the
two [of them] it finishes [on] 7ast and here is the 4t hdne that is the zeyl which starts
from biéselik [continues on the next page]

2v Note that this hdne starts from biselik and works like this: biselik ¢drgdh nevd and
biizzdm up to where the phthora of [echos plagal 1I] is found on top of the three ison
signs which as on the perde of ¢drgdh then follows the hiiseyni and raising the phthora it
works from there as hiiseyni acem hisdr up to this martyria |....] that is in metrophonia the
note is ananes while in the melos it is neanes and then again with the phthora of [echos
I1T] which is in front of the martyria, that is with the perde of acem it returns to its nor-
mal state, that is, to beydti
lechos) plagal IV terelelele
5th pgne which is the last one, starts [from] biizzdm temtirilelele

3r Each hdne as it is written, twice”.
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occurs frequently in the pesrevs that were composed from the middle of the 17th
until the middle of the 18th century:

Gritsanis 3
v makam biiziirk, usil zencir. Then the orta hine. Then the ser hdne for miilazime.
8r  Son hine. Then the ser hdne for miilazime.

1091 segdh makam, karapazae, usil sakil. orta héne, then the ser hdne for miilazime.

LKP (dossier) 60
4v  The kiiciik zencir, hiiseynt, begins,

ser hdne miilazime.
In general, his transcriptions are dominated by pegrevs with a single miilazime:

Ser hine — miilazime
Orta hdne — miilazime

Son hine — miilazime

It is also observed that the miyan hine is missing, since pegrevs with four hdnes had
not yet appeared. Moreover, Petros often uses the words “I7éin” meaning
“again”, “Guoiov” meaning “similarly”, “z0 adt6” meaning “the same one”, “di¢”
meaning “twice”, “draé” meaning “once”, and “é¢’ dpyfic” meaning “from the be-
ginning”. Their meaning and functional role is clear and for that reason no fur-

ther commentary is deemed necessary.

Structural Elements of the Pesrev

Apart from the above terms, in certain cases Petros also uses the terms (il (zeyl),
toldm (tolapi) and, even more frequently, tepxim (ferkib). In rare occasions, the
term teoliu (feslim) is also found. These terms indicate a structural unit of smaller
size in comparison with the hdnes and the miilazime and they are discussed below.

Zeyl

Zeyl literally means “appendix”4. From the collections of Bobowski and
Cantemir it can be seen that it appears as part of the form of Pegrevs throughout
the whole of the 17th century. From the transcriptions of Petros and Gregorios it
is found that the zey/ exists even up until the early 19th century. After that, it is
not found in the art music of Constantinople. The zey/ was performed after the
second hdne without an intermediate miilazime, instead, the miilazime was played
after the zeyl. In Petros’s manuscripts, the word zey/ is mentioned thirteen times

14" For more on the zeyl, see. W. Feldman 1996:319-320 & 513 and O. Wright, Cantemir I1, pp.
537-539.
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in total. In LKP 2/59a, Gregorios clearly delineates its existence after the orta
héne. From the outline of the pesrev, the following form is observed:

Ser hdne — miilazime
Orta hdne — miilazime
Zeyl

Son héne — miilazime

The oldest pesrev which includes a zeyl is “kib-pare” pesrev of Aga Mu’min (Grit-
sanis 3, 22v). The rest of the pesrevs containing zeyls are:

Ussak [pesrev] [Solakzade, [echos]], bafif, Gritsanis 3, 161v

Mubayyer pesrev Solakzide, echos 1 heptaphonic, darb: fetih, Gritsanis 3, 28r.

Hicdz [pesrev] Kiigiik Hatib, echos plagal 11, mubammes, Gritsanis 3, 109v.

Ussak pesrev Dimitri Cantemir, echos 1, darbi fetib, Gritsanis 3, 43v.

Miiste’dr pesrev, Tanbrl Haman Moisi, echos IV legetos, mubammes, Gritsanis 3, 44v.
Ussak pesrev [Torlak Neyzen], [echos 1|, evsat, Gritsanis 3, 133v.

Beydti pesrev, Tanburi Isak, echos IV, zarpufet, LKP 2/59a, 1r.

Rast [pesrev] [unspecified composer], [echos plagal IV], darb: fetib (zarb: pesrev), LKP
(dossier) 60, 41v.

Rast [pesrev] [unspecified composer], [echos plagal 1V, darb: fetibh (zarb: fetih), LKP
(dossier) 60, 43v.

Biiselik [pesrev] [unspecified composer], [echos plagal I hard diatonic], diiyek, Gritsanis
3, 217v.

Mihir [pesrev] [unspecified composer], [echos plagal IV7], darbu fetib (zarb: fetih), Grit-
sanis 3, 236r.

[Pesrev] [unspecified composer], [echos plagal 1], sakil, Gritsanis 3, 227v.

[Pesrev] [unspecified composer], [echos IV], ger darbu fetih (zarbi fetih), Gritsanis 3, 239v.

Tolapi

The label, tolapi, is found only in Gritsanis 3. Absolutely no reference to or expla-
nation of the term is found in the Greek or other literature. Moreover, the mean-
ing of the word itself does not allow the drawing of any conclusion as to its pur-
pose.!> The study of the four pegrevs in which the term folapi appears, reveals that

15" From the Greek-Turkish dictionary: “vroviémt” (cupboard), “épuapio” (cabinet) kon “kopmivo”
(scam), “oxevmpia” (scheme), “Caford” (roguery).
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the term is related to the form, that is, it is some kind of a subdivision of the pes-
rev. In three cases, the folapi label is found after the second terkib (51v, 48v & 86),
without however there being a clear distinction in the music, like, for example, a
martyria of an echos. In the fourth pegrev (68r) the term is used four times. Two after
the second terkib (second terkib of miilazime and second terkib of orta hine) and twice
in succession after Soz hdne. The four pegrevs in which the term folapi is found are:

Diigih pesrev Keméani Yorgi, fabte, Gritsanis 3, 86v.
Réhatfezd pesrev Kemani Yorgi, darbeyn - devrikebir sofyan, Gritsanis 3, 48v.
Acem pesrev [unspecified composer], ama genber, Gritsanis 3, 51v.16

[Hiiseyni] ‘ Asirdn pesrev [unspecified composer], genber, Gritsanis 3, 68r.

Terkibs

In the transcriptions of pegrevs, the subdivision of the hdnes of a pesrev or an in-
strumental semd' into smaller component parts is called “erkib”:

Gritsanis 3, 107v of Cantemir, segdh makam, usil berefsan. miilazime, 20d rorkih, orta
hine, and then the ser hdne. after that the miilazime, the second terkib of
orta hine is on the reverse side, son hdne, 2nd, 274 terkib, first the ser hine
then the miilazime, the second fterkib of orta hine, again.

Gritsanis 3, 83r mahir tatarhan, wusil diyek. then the miilazime, 204 forkib, orta héne,
20d serkih, then the miilazime, son hine, 2°9 terkib, then the miilazime.

LKP (dossier) 60, 3r The diigdh devrikebir from diigdh, the miilazime from diigdh, 2094 forkih, orta
héne from rast, 2™ terkib from sehndz and hicdz, the son hine from zirgileli

with biselik.

The word “ferkib” means “union” or “synthesis™. Its use in the compositions of the
Ottoman court appears to denote two things: firstly, an entity of a certain modal
character and secondly, a section of a composition. Petros mainly uses the term
with the latter meaning.!” The ferkib appears as a subdivision of each Adne in all the
pesrevs transcribed in the collections of Bobowski and Cantemir, therefore it can be
safely assumed that it was a characteristic of all pesrevs of the 16th and 17th centu-
ries. Petros’s transcriptions show that this method continued during the 18th cen-
tury as well, since the term appears in nearly all the pegrevs in his manuscripts. This
finding negates W. Feldman's view that “By 1750 the terkib divisions had disap-
peared from Turkish music”18. Petros wrote the two codices under examination in
the third quarter of the 18th century, and makes extensive use of the term, as does
Gregorios Protopsaltes in his works dating from the early 19th century.

16 The same pegrev is also preserved in MS LKP 60, however the transcription is most likely

unfinished and there are no indications for “tolaps”.
17" The first meaning is referred to in “Echoi and Makams - Rhythmic Cycles and Usils”.
18 Feldman 1996:338. Information on the terkéb is found on pp. 321 & 336-8.
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From the study of the corpus of pesrevs it is understood that usually each hdne
consists of two, or more rarely three or four, terkibs. However, Petros indicates
the terkibs from the second onwards and almost always omits the indication for
the first. A terkib is composed of one or two usil cycles, depending, as is the case
ultimately for each hdne, on the duration of the #s#/ and never beginning or end-
ing in the middle of an us#/ cycle. In certain pegrevs, as seen also in other sources
of the time, a discrepancy is observed in the number of ferkibs and consequently
in the size of an hdne. An indicative example is the biiseyni diiyek siikiifezdr pesrev
of Hasan Can (Gritsanis 3, 110v). In Petros’s manuscript, its structure is generally
similar to Cantemir's transcription, with the addition of one or two extra terkibs.
It can be reasonably assumed that they are either a creative addition of Petros’s,
or that he transcribed the piece as he was taught or as it was performed in his
time, that is, with the specific additions.

In only one pegrev, the indication of each terkib is accompanied by the name of
a makam. That pegsrev is hicdz nev kisldt fahte by Kemani Yorgi (Gritsanis 3, 188v)
and the ferkib there represents both notions at the same time: firstly that it is a
description of modal behaviour, and secondly an indication of a structural unit
of a pegrev. Given below is a part of the analytical catalogue that was constructed
during the course of the writing of this book:

188v Hicdz makam, usta tziortzinin, pesrev nev kislit, usil fabte, miilazime diigdh, ond 3rd
mubayyer, 4t iirdi, 50 terkih biiselik, 60 terkibh muperka, 7 rerkih isfahdn, 8th rerkih hiiseynt,
9th serkih asirdn, teslim, oria hane, 24 terkib, again and it moves to evi¢ (martyria of hepta-
phonia) 31 gerkibh, 4 terkib, 50 terkib irak, 6 terkib bestenigdr, 74 terkib rabati’l-ervib,
teslim twice then it moves to ¢drgdh and then begins either the miilazime or the orta hine
and it finishes.

192v Son hine sabi , 2™ terkih ‘ussak, 3/ forkih maye, 4th gerkih miiste’ar, 51 terkib makam
bhiizzdm, 61 terkih makam beydti, TH terkih makam acem, 8 terkib acem asirdn, 9 terkib
rast, 1000 terkih rebdvi, 11D terkib nikriz makam, 12 terkib nibavent makam, 13% terkib
nisdbiir, 14N terkib pencgdh, 15M terkib mabir, 16% terkib, 171 terkib tiahir, 18t terkib
gerdiniye, 19 terkib arazbir, 200 terkib nevd, 215 terkib niihift, teslim, then the miilazime .

It is a very rare and special type of pesrev, although at present it is not known
whether this special character was given to it when Kemani Yorgi himself com-
posed it or whether it was adapted during its transcription by Petros. In any case,
it exhibits the following form:

Ser hdne in hicdz makam, consisting of two ferkibs (which are not mentioned)
Miilazime, consisting of nine terkibs and one teslim in eight different makams
Orta hdne, consisting of seven ferkibs and one teslim in four different makams
Miilazime, of unknown form

Son hdne, consisting of twenty terkibs and one teslim in twenty different makams
Miilazime, of unknown form
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This is a very interesting matter in need of more research, which, however, does
not fall into the scope of the present study.

Teslim

The term teslim (cadence) is found four times in the examined sources, appearing
three times in hicdz nev kislit fahte by Kemani Yorgi (Gritsanis 3, 188v) and once
in beydti darb fetih pesrev of Tanburi Isak (LKP 2/59a, 1r) transcribed by Gregorios
Protopsaltes. It is known that in the early 19th century, the term teslim replaced
the term miilazime to describe the part of the pegrev or the semd’s that acted as the
ritornello. In this case though, it represents an older meaning. During the 17th
and 18th centuries, the ferkibs of an hdne or miilazime ended with a special me-
lodic line, a long cadential phrase.’” That is, the role of the feslim was that of a
closing part, a cadence, and a part of the terkibs. Gregorios in LKP 2/59a (f. 2r)
explains its operation clearly:

“And again the miilazime up to this point where it has the neagie and then the feslim is
performed by ascending to evi¢ and it finishes on #ewvd to enter the orta hine with a good
istitati because the orta hdne starts from gerdiniye, so that is how it finishes, you ascend
from rast to evig like that”.

This is also found in Gritsanis 3 (188v) in the miilazime
miilazime diigdh, ..., Oth terkib agirdn, teslim (followed by the orta hine)
in orta hine

vy Tth terkib rdbatii’l-ervdb, [the) teslim twice then [it goes]| into ¢drgdh and then starts the
miilazime or the orta hine and finishes,

and in son hdne

«vvs 21t terkib niihiift, teslim, then the miilazime.

Some Notes on the Makams and Us(ls of the Pesrevs

The pesrevs preserved in the manuscripts of ecclesiastical music are associated
with a great variety of makams and wusils, covering the broad spectrum of avail-
able combinations?’. Certain pegrevs, which use more than one #s#/ in their de-
velopment, are of interest:

19 The ferkibs in Bobowski’s collection followed one another without a feslim, while in
Cantemir’s versions, they finished with an elaborate zesiim.

20 For more information see the chapter titled “Echoi and Makams — Rhythmic Cycles and
Usdls”.
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a) Hiiseyni pesrev of an unspecified composer (Gritsanis 3, 115v), which consists,
rhythmically, of four different uszls:

(Ser héne) / diiyek
Miilazime / cenber
Orta hine / fabte
Miilazime

Son hine / berefsan

b) Hiiseyni pesrev by Mehmet Aga (Gritsanis 3, 122v) in diiyek, but with the
miilazime in cenber

and
¢) Sabd degisme (LKP 60, 15r) in four different usdlis:

Ser hine hafif
Miilazime sakil
Orta héne havi
Son darbifetih

This phenomenon of the changing of the rhythmic cycle in the different parts of
a pesrev is called degisme, that is, change or variation.?!

On the topic of melodic variations, the surviving pesrevs generally confirm
what is already known. They exhibit movement to different makams, mainly in
the last hdne or even earlier in some cases. Some pesrevs remain in the same
makam in all hdnes, and those are usually the oldest, since modulation was rare
prior to the 17th century. In his pegrev transcriptions, Petros, indicates makam
changes analytically in LKP (dossier) 60:

3v 204 ferkib from sehndz and hicaz
the Son hdne from zirgileli with biselik
4v  the son hdne with bisdr
7t the son [bdne] from rast (and examples, biselik, sabd)
7v  nazli digih
27t the son [hdne| from nevd with beydti and nibavent
204 terkib from ¢drgah with nibavent
34v  the son [hdne] from diigdh and acem
41r  the son hdne from diigdh with hiciz
maye
42r  the zeyl nevd with hiciz
the son hine from gerddniye with mahir

mdhir

21 Few details exist about degisme in the literature. Short references are found in Oztuna 1990,
I, 212 and Wright 2000:70.
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He does not generally do the same in Gritsanis 3, where, with the exception of
two or three pesrevs??, he does not indicate the movements to other makams,
though this can be deduced by reading the music score. The reason for his
change in approach to the annotation method of modulations, may be due to
the improvement in his notating method seen in the Gritsanis manuscript, there-
fore he probably did not deem it necessary to list any makam changes by name.
The analytical commentary of beydti darb: fetih pesrev by Gregorios in LKP 2/5%9a
is invaluable for understanding the manner in which makams behave in terms of
movement and modulation. The introduction begins with a presentation of the
main makam of the pesrev and continues with an explanation of the modulations
to other makams through the various degrees of the scale?. The trend towards
compositions in which a great number of modulations occurred, was already es-
tablished by the late 18th and early 19th centuries, and a characteristic represen-
tative of that trend was Tanburi Isak, to whom the abovementioned pegrev be-
longs.

Special Types of Pesrevs

The manuscripts examined here raise questions, as they contain certain terms re-
lated to the genre of the pegrev, which are no longer in use in contemporary East-
ern music. These terms are nazire, kiill-1 kiilliydt, karabatak and murasa.

Nazire

Nazire, meaning imitation, is a technical term found in three pegrevs in Petros’s
manuscripts that has disappeared from modern Turkish music terminology. Its
origin is literary and refers to “parallel” compositions. That is, it refers to the
creation of a new poem on the basis of another, older poem. In music, the term
meant a method of composition where a new pesrev was created based on an-
other, older pesrev. Even though in certain cases, the nazire replicated the original
pesrev in certain parts of the ser hdne or miilazime, it was not considered an imita-
tion but rather a new composition. In some cases, nazire composers were in-
spired by older pieces, however, that did not mean they copied or adapted pieces
from the older pegrevs into their own compositions.?* The following “razire” pes-
revs survive in Byzantine music manuscripts:

22 Bestenigdr [pesrev] [Unspecified composer], varys tetraphonic diatonic, sakil: orta hine in evig

(Gritsanis 3, 75r) / Hicdz pesrev nev kisldt Kemani Yorgi, [echos plagal 11], fabte: see above for
analytical information on the movements to various makams (Gritsanis 3, 188v).

23 See p. 270-271.

24 See Feldman 1996:413-415 and in particular the chapter for the Nazire on pp. 431-440 and
Wright 2000:71, 134, 565.
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. Irak nazire [pesrev] Seyf el-Musri, echos varys, diiyek, Gritsanis 3, 61v. — The original

piece is irak diyek tov Seyf el-Misri, Cantemir, ff. 21-22, work 34.

. Hiiseyni gamze-kdr nazire pesrev [unspecified composer], [echos plagal 1], diiyek, Grit-

sanis 3, 246v. — The original piece is hiiseyni gamze-kdr nazire by unspecified composer,
Cantemir, ff. 178-179, work 327.

. Hiiseyni giikdifezdr nazire [Pesrev] [unspecified composer], [ehos plagal 1], diiyek,

LKP (dossier) 60, 39v. — The original piece is Hiiseynt iikdifezdr nazire of Hasan Can,
Cantemir, f. 16, work 25.

. Mubayyer pesrev [Osman Dede], echos plagal I heptaphonic, devrikebir, LKP 2/59a, 4r.

— The original is probably sinbiile devrikebir pesrev of Kemani Mustafa Aga, Bobowski f.
284.

is obvious that the first three are clearly stated as being “nazire”, in other

words, imitations. As for the fourth, the conclusion is reached by the study of
relevant literature .25

Kull-i kalliyat

Kiill-i kiilliydt aksak - fahte, of unspecified composer, which is preserved in manu-
script LKP (dossier) 60 (1r-2v) is a very interesting type of pesrev, differing from
the rest:

1r

1v

2r

2v

The kiill-i kiilliydt biiseyn? usil aksak fabte from dugdh
The miilazime from hiiseyni
Terkib 4 from acem

Térkib 5 from acem

Terkib 6 from dugdh

Terkib 7 from acem

Orta hédne from ////

From hiiseyni

Hisar

From hiiseyni with biiselik
From mubayyer

Térkib from acem

Terkib from tiz biselik

The kiill-i kiilliydt, (meaning compendium) or fibrist (meaning index) pegrev origi-
nates from a medieval Persian vocal genre called kolliydt, and is associated with a
taksim by the same name, beginning in one makam, modulating to many others

25

This pesrev is also found in Cantemir’s collection (f. 67, work 122). The original is indi-
rectly referenced by Wright (2000:577) and is identified in Bobowski (Cevher 2003: 860 —
862).
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in a very fitting and harmonious manner and returning to the first makams; its
character being purely educational. The purpose of this type of pesrev was the
presentation of the total makam system, and its form was spectacularly different
than the usual pegrevs, with every fterkib in a different makam from the other. Ac-
cording to O. Wright (1992:138),

“[in] effect, the kulli kulliyat may have had almost symbolic importance, representing a

summit of technical skill but, as a result, existing on the margin rather that within the

mainstream of normal compositional practice”26

The kiill-i kiilliydt pesrev in MS LKP (dossier) 60, also bears the basic characteris-
tics of the genre. It is of medium or small size compared to the other four surviv-
ing pegrevs of its type. It is in makam hiiseyni, like the three surviving pesrevs in
Cantemir's collection. Unfortunately, the manuscript is worn out at the place
where the usil is defined. It is given in aksak and fahte, however more study is re-
quired on that. The numbering of both the ferkibs and the makams transcribed is
also problematic. It appears that either its transcription is incomplete or that in
the time of Petros that particular tradition had faded; a fact which impacted its
transcription and preservation.

As a genre, kiill-i kiilliydt pesrev, like makamlar kiari?’, the educational compila-
tion of verses for the study of makams, is associated with the Methods of Ecclesias-
tical Music*®. The similarities with respect to form, technical level of difficulty,
and their use, are many. The Methods are clearly older, with the first available
manuscripts dating from the 14th century, although as a practice they are signifi-
cantly older. At the moment there is no comparative study available affording
the opportunity to distinguish whether the creation and development of the kil
i kiilliydt pesrev or of the makamlar kiari was influenced by the Methods. Neverthe-
less, such a relationship can possibly be speculated.?’

26 For the kiill-i kiilliyat pesrev see also Feldman 1996:296-297, 314 & 320; Ozalp 1969:6; Oz-
tuna 1990, I, 466-467; Wright 2000:539-540. See also the three kill-i kiilliydt pesrevs which
are preserved in Cantemir’s collection (work 22, pp. 13-14; work 24, pp. 15-16; work 159,
pp. 157-159) and one in the collection of Bobowski (pp. 172-3).

The makamlar kiari of Peyzade Yiangos Karatzas (verses) and Yiangos Theologos (melody)
“was originally written in the old system of music by the most musical teacher Konstanti-
nos Protopsaltes, and already [transcribed] into the new [system] by Mr. Stephanos First
Domestikos of the Great Church of Christ”. It is preserved in Stephanos First Domestikos,
Epunveia tijc ééwtepixiic uovoikijc kal épapuoyn adtic eic v kad’ fuis povoikiic $pavicdeion
kol ovvtoybeioa mapd Xtp. A. Aopeotikov, Embewpnbdeion 6¢ mapd Kovotavtivov Tpwtoydh-
tov Tiig X. M. Exkinciac. NOv npdtov tdmoig €xdideton mapd tdv Atevbovidv tod atprapyucod
Turoypapsiov, Constantinople, Patriarchal Press of the Nation, 1843.

Of the multitude of Methods and manuscripts that contain them, some indicative refer-
ences are: O 0élwv uovaixny uabeiv; APpas appav smivinoev; Obtwg odv dvaifeve; “Toov, 6Aiyov,
6&ein, metaotij; Xaipov @ uodnto xai iéye 1 yopudovva; Apyov tpoyé yopudovve; Eméotn 1
eloodog o0 éviavtod by Xenos Koronis; Mia, uia, avaveg, dvo, 5o and others.

It cannot be excluded that the hicdz nev kislit fabte pesrev of Kemani Yorgi (Gritsanis 3,
188v) examined above, is also a kdl-i killiydt. The great number of makams inside a single
pesrev allows this hypothesis.

27

28

29
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Karabatak

The word karabatak literally means “cormorant”. Initially this meaning creates
the impression that this is a pegrev name such as those discussed earlier. In music
terminology however, it denotes a particular performance characteristic of a pes-
rev or semd’i: some hdnes, usually the third in order, was performed by only one
or two instruments of the orchestra alone, thus creating a noticeable change, an
alternation, in the orchestra's dynamic and timbre.3? This particular information
allows for the drawing of another conclusion concerning orchestration. Given
the heterophonic treatment of the melody and since the performance of an hdne
by one or two instruments was an action predictable by the composer, hence the
assignment of the special name, it is then possible to assume quite safely that, in
general, instrumental pieces were performed by the full orchestra from beginning
to end.

The above clarifications contribute to the interpretation of the titles of the
two surviving karabatak pesrevs:

Pestrefi called Isach sakili also known as karapataki ... (Iviron 1038, 681r). — hicdz Karabatak
pesrev, loannis Protopsaltes, echos plagal 11, sakil, Iviron 1038, 681r.

Segdh makam, karapatak, ousoules sakil.... (Gritsanis 3, 111r). — segdh karabatak pegrev,
[Hizir Agal, [echos IV legetos], sakil, Gritsanis 3, 109r.

Murassa'

Unfortunately, it was not possible to draw conclusions with surety about the
term murassa’. It literally means lead-plated, or tin-plated, which is a notion unre-
lated to music. Rast murassa' pesrev in usil diyek of unspecified composer is tran-
scribed twice in Gritsanis 3 (218v & 220v) with little differences in orthography,
while it also exists with the same title in Cantemir's collection (work 214). In the
Gritsanis manuscript, “mourasa kioutzouk” is also found (Gritsanis 3, 214v),
whose form resembles that of a pegren. Oztuna3! informs that a genre bearing the
name murassa‘ existed in the 15th century, however no more information is
given. On the other hand, Petros clearly refers to it as a pesrev. A possible expla-

30 The choice of the name is quite successful, since this alternation reflects the flight of the
cormorant (phalacrocorax cargo). Its flying exhibits altitudinal shifts with short periods of
gliding through the air. See the related edition of th Greek Omithological Society Ta mov-
14 tng EAdGdag, e Kompov kot g Evpadmng, Athens 2007, pp. 28-29. Few pieces of informa-
tion on karabatak are found in Ozalp 1969:6, Oztuna 1990 I, 428, W. Feldman, texts ac-
companying the CD Lalezar — Music of the Sultans, Sufis ¢ Seraglio, Volume IV Ottoman
Suite, Traditional Crossroads CD 80702-4304-2, New York 2001, p. 6. The same disk in-
cludes an audio recording of this composition (track 1).

Oztuna 1990, T ,69; Wright (2000 :569) also cites the term, again without giving any re-
lated information.

31
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nation is that it is a type of pegrev originating from the older genre with the same
name, or somehow associated with that.

A Final Word

Lastly, there are also words whose meaning was not determined. They are poten-
tially technical terms, names of pegrevs, or first names of composers. It is certain
though that the compositions belong to the genre of the pegrev. The unknown
words are listed here in hope that future research will uncover their meanings:

Ey plerinin, Gritsanis 3, 134v / eyplilerin, Gritsanis 3, 73v
Pegli, Gritsanis 3, 230r

Nevgulat, Gritsanis 3, 202v.

Tevir, LKP (dossier) 60, 2

Nev Kislat, Gritsanis 3, 188v.

A comprehensive and in depth examination of the form and structural behaviour
of pesrevs and their particular characteristics surviving in the manuscripts of eccle-
siastical music, exceeds the boundaries of this work, which is limited to drawing
conclusions and information from the four available manuscripts. The above,
constitutes a contribution to the advancement of knowledge on this significant
instrumental genre, as well as to the definition of the main directions for further
investigation into the source material. The combination of exegesis in the New
Method, their transcription into staff notation, and their musical performance, will
result in a more complete study as well as a more analytical commentary.3?

Petros Bereketis — “Nagmes omou me to Pesrefi”, Theophanis Karykis —
“Pesrefi’, and the Relationship Between Pesrevs and Kratemata

At the end of this section on pegrevs, two kratemata for which the issue of
whether they belong to the corpus of the repertoire of the pesrev, is outstanding,
are examined. As already mentioned in the beginning of this book,* the only
pieces from the genre of kratemata integrated into the corpus of secular music
were those containing syllables different to the usual non-lexical syllables of
Byzantine melopoeia such as terirem, tenena, etc. However, two kratemata explicitly
bear the title “pesrefi”, a term clearly referring to the genre of the pegrev and not
simply a title related to secular music, such as, the name of a musical instrument.

32 This method is a basic requirement for drawing conclusions with more surety about some

particular characteristics, especially the size of each hdne, which depended on the number
of rhythmic cycles (usils) after which the hdne was completed, as well as the movements to
other makams.

33 See Introduction, pp. 22-23.
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For that reason, they are discussed here, their relationship to the genre of pesrevs
remaining an open question:

Theophanis Karykis, echema kaloumenon pesrefi [echema which is called pegrev), echos varys

Petros Bereketis, nagmes me to pesrefi [nagme with the pegrev, echos plagal 134

Karykis’s composition is found only in three manuscripts, while Bereketis’s is
found in a multitude of codices®, one instance being an exegesis by Chour-
mouzios (MHS 712, 218r-220r), a fact that allowed a more analytical examina-
tion. No foreign or other syllables are found in their music score, apart from
those commonly used in the kratemata of ecclesiastical music. Moreover, a pesrev
form is not discernable; instead a typical three-part layout of a kratema with two
nenanismoi and one extended intermediate feretismos is evident. There is still a
possibility that these two pieces are in some way associated with secular music;
however, in no case do they present the characteristics of the form of a pegrev or
any other secular genre. Their character and melodic development place them
clearly in the corpus of ecclesiastical music. The term “pesrefi” in their title was
perhaps the result of the widespread custom for many kratemata to be given
names pertaining to secular music (Anastasiou 2005:393-406).

However, this melding of concepts, namely of the genres of the pegrev and
kratema, motivated a further investigation into this issue. pegrevs and kratemata
come from two different musical worlds. The pegrevs constitute the crown jewel of
the instrumental repertoire of secular music while the kratemata are “the pinnacle
of Byzantine melopoeia from the point of view of the artistic listening experience”
(Stathis 1979:116), however both genres have certain attributes in common. A
first observation is the common custom of giving a name to the composition, a
rare practice in the rest of the genres of both secular and ecclesiastical music.
Moreover, pesrevs and kratemata are noticeably different from the tradition each
belongs to, since such traditions were centred on serving the poetic text in musi-
cal practice and production. A main characteristic of both is their instrumental
nature, and independence from the text, which results in more freedom in terms
of the melodic workings of the pieces. Nonetheless, the most interesting fact is
that the origins of the pesrev are found in a genre very familiar to kratemata, the
terenniim’®. According to O. Wright and W. Feldman, in the Timurid period and
during the 16th century in the Ottoman court, the pesrev must have been per-
formed as a vocal genre with special syllables of the terenniim style, and it devel-

34 According to Cantemir, the term nagme is synonymous with taksim. The title therefore

could be translated as “taksim with the pegrev”.

At least twenty-three codices from have been found so far. A more systematic investigation

may increase that number considerably. Karykis’s pegrev is found in manuscripts NLG 867,

426r, Iviron 988, 381r, and Panteleimonos 1012, 239v.

36 For the terenniim see related: Tanrikorur 1991; 2003:171-187; Feldman 1996:308-310;
Wright1992:163-164, 168-72.

35
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oped into a purely instrumental genre in Turkey during the early 17th century.?’
Similar information is also given by E. Seroussi: Jewish manuscripts from Turkey
preserve the use of pegrev as an actual vocal genre from the late 16th century, even
though poetic text is used there instead of non-lexical syllables3s.

Hence, both in Theophanis Karykis’s time and a little later in the time of Pet-
ros Bereketis (early 18t century), the pegrev still existed as a vocal genre with the
defined structure discussed above. Whatever the inspiration of these two com-
posers from the secular music of the time during the composition of their krate-
mata named “pesrefi”, it emanated from a vocal genre, related to the genre of
kratemata, and not from instrumental pegrevs in the form they are known today.

AN

Saz Sema’i

The saz semd’®, as its name states, is an instrumental genre.* It is traditionally
the last part of a fasi/ set even though in the last few decades it is also performed
on its own, independent from the macro-form of the fasi. The term semd’ is
found in Eastern music with various meanings. The original stem of the work is
associated with semd’, the liturgical practice of the Mevlevi dervishes. Its whole
layout is quite reminiscent of the pesrev, by which it was influenced during its
development, though there are a few differences between them as well.

Today, it has three or four parts and a 10-beat rhythmic cycle. Its parts are
called hdnes (singular, hdne) and the miilazime or teslim is played after each hdne.
The last hdne presents a change of usil to a three or six beat cycle (3/4, 3/8, 6/4,
6/8). From the middle of the 20th century onwards, the semd’ gradually under-
mines the importance of the pegrev and becomes the focus of instrumental com-
position and performance. A result of that development, was the introduction of
different thythms in the last hdne, such as 7/8 (nihavent saz semd’i of Mesut Cemil
Bey), and 9/8 (nikriz saz semd’i of Refik Fersan), as well as its uneven lengthening.

37 See many references on the topic in Wright 1992, as well as in Feldman 1996:308. A little

later (310), Feldman also notes that “Such a description (of Marighi) allows for the possi-
bility of the existence of vocal pishrows, sung to the usual non-textual syllables, e.g. ter-
enn4, ten, dir, na, yel lel li, etc.”.

Seroussi 1991. The only difference between the Jewish and Ottoman vocal pegrevs is the
use of poetic text by the former and not of non-lexical syllables characterising the latter.
The most extensive presentation of the instrumental semd 7 is given by Feldman 1996:460-
493, together with a historical overview, form analysis and a rich bibliography related to
the topic. In Turkish literature the work of Yavasca 1985 stands out. An outline presenta-
tion of the genre is given by Ozalp 1982:7. An introduction-style description in Greek is
given by Tsiamoulis & Erevnidis 1998:292) and loannis Zannos (CD booklet “Béonopog,
"EAveg TovOéteg g IoAng 17°5-19° ar., OM 2LP A/001-2, 1989). See also, Wright 1988:1-
108; 2000.

Saz means “instrument” in Turkish, therefore the noun is here converted to an adjective.
Cantemir refers to the instrumental semd 7 as semd’i-i sazende. During the 18th century the

EY)

term was modified to saz semd’i or saz semd’isi, as it is known today.

38

39
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Information from the Sources

A sufficiently large number of instrumental semd’is, approximately forty-five in
total, survive in the manuscripts, in thirty-one different makams. This number,
relative to the preserved transcribed pegrevs, reveals both their importance and
their place in the musical practice of the Ottoman court. For nineteen of them,
their composer was named or was identified, while for around twenty-five the
composer remains unidentified, two of them labelled “old” (“rataiév”). With the
exception of two semd’is transcribed by Gregorios Protopsaltes in LKP 2/59a, all
the rest are preserved by Petros Peloponnesios in MSS Gritsanis 3 and LKP (dos-
sier) 60. The following observations and references concern those two codices of
Petros, unless Gregorios’s dossier is explicitly referenced. As mentioned above,
instrumental compositions dominate MS Gritsanis 3. That is where the vast ma-
jority of semd’is is preserved, thirty-nine in number, while the remaining four are
found in LKP (dossier) 60. As a result, the available sources essentially originate
from the third quarter of 18th century and from the first quarter of the 19th cen-
tury (which the two pegrevs preserved by Gregorios are dated from) covering a
time period of two centuries, that is, from the third half of the 16th century to
the third half of the 18th century. The anonymous semd’is and those of unidenti-
fied composers, all found in the two manuscripts of Petros, are hard to date with
surety. The semd’is of named and/or identified composers originate from the
16th century (one semd’), 17th century (six semd’’s) and from the 18th century
(eight semd’is), while three more are by named composers for whom no other de-
tails are known, thus making it possible to classify the pieces by date.

To the above information, the following must be added: The semd’7 transcrip-
tions of Cantemir and Bobowski are also few in number and lack historical
depth. They are often incomplete and lacking references such as those indicating
movements to other makams. Lastly, they are missing semd’is in basic makams,
therefore making it impossible to compare. The fact that there are no other
available sources from the early 18th century until the time of writing of the two
manuscripts of Petros*!, increases the importance of the available transcriptions
in Byzantine notation. It is also possible to assume that the anonymous, undated
pesrevs originate from this period, regardless whether they were composed by Pet-
ros himself or by other, earlier composers.

It is worth noting that neither Petros nor Gregorios ever used the term saz in
headings. They only write semd 7 with various spellings. Moreover, the practice of
name giving is here very limited compared to what occurred with the genre of
the pegrev, the only semd’is with a name being the following:

41

A4

It is the sixth period (1710 - 1780) in the chronological classification of semd’’s according
to W. Feldman (1996: 465-466).
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Segah biiyiik semd’i [unspecified composer], echos IV legetos, Gritsanis 3, 63v.

Hiiseyni turna saz semd’i Aga Mu’min, [echos plagal I], Gritsanis 3, 155r.

This finding regarding the absence of name giving for semd’is is supported by the
fact that neither of the above two semd’is is preserved in other manuscripts of the
time. Moreover, in the two other main sources of art music of Constantinople,
the collections of Cantemir and Bobowski, no named semd’is are found, except
for biyiik semd't hiiseyni*?. The two semd’s surviving in Byzantine notation that
bear a name in their heading, may possibly be the result of the influence of simi-
lar pesrevs. For example, segdh biiyiik semd'i (Gritsanis 3, 63v) has the same name
with nevd bijyiik pesrev (LKP (dossier) 60, 261, usil diyek) and nevd biiyiik pesrev
(LKP (dossier) 60, 47r, usil genber)¥, while hiiseyni turna saz semd'i (Gritsanis 3,
155r) has the same name as hicdz turna pesrev (LKP (dossier) 60, 22v).

Indications Pertaining to Musical Form

The form of the semd’, as mentioned above, since the 19th century is four-part:

1%t Hine — teslim
204 Hiane — teslim
3/ Hine — teslim

4 Hane — teslim

However, in the sources concerning semd’is, which were composed prior to the
late 18th century, a three-part form is presented with the parts named as follows:

Ser (head) hdne — miilazime
Orta (middle) hdne — miilazime

Son (last) hdne — miilazime

This form is also confirmed by the transcriptions of Cantemir and Bobowski.
More generally, the term miydn is not found, neither is the term feslim, which,
similarly to the pesrev, appears after the 19th century. Questions are raised by the
fact that the wusil is not mentioned in the transcribed semd’is, even though, in
general, performance rubrics are given, together with other details that clarify the
form of each work:

LKP 2/5%a
3r  Semd’i called arabdn beydtisi composed by Tatari for the gimiisii gerdan which is played in
every beydii starting from diigdh, that is from [echos] plagal 1 serelelele

42 Cantemir’s theory book contains information about the existence of this particular senzd’,

but he does not transcribe it in his musical collection. It is included by Petros in MS Grit-
sanis 3, 176v: Biyiik Semd'i Hiiseyni.

43 As already discussed, they are two different pegrevs sharing the same name.
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Another terkib of ser bine [echos| plagal 1 terelelele

Miilazime from [echos| plagal 1 terelelele

Another terkib of miilazime from [echos] 11 terelelele
3v  Third terkib of miilazime [echos]| IV terelelele

Orta hédne from [echos] plagal 1 terelelele

Another terkib of the orta hine terelelele

This one as it is ......

And again the same one from mubayyer as it is and then the son hine [echos] plagal I tem-

terelia

Another terkib of son hine terelelele

Third terkib of son héne terelelele

LKP (dossier) 60
13r  semd’i acem agsirdn, old, from digih
13v  orta hdne from diigdh
14r  the son hine from ¢drgih
21r  semd’t bicdz, starting from diigdh
orta hine from sebniz
21v  miilazime
22r  the son [hine| from diigdh
49r  semd’f acem from nevd
miilazime from acem
then this one
49v  terkib first this one
the orta héne from diigdh
miilazime
the son hine from segdh with beydti

50r the miilazime

Gritsanis 3

103v semd’t makam Beydti, usta tzortzinin, echos I. again from the start. At the end
. [short musical phrase] it moves to hiiseynt and the miilazime starts, 289 rerkib, again. Then

finishes in mubayyer and the orta hdne starts. 2nd, 3rd, son hdne. From the beginning of the son

héne, then it moves to hiseyni and the miilazime starts.

The term terkib, which was discussed analytically in the presentation of the pegrev
above, is often found, and the corresponding existence of this practice in the
semd’is is noted. The parts of the semd’i consist of one, two, or three terkibs that
are clearly referenced, both in Petros’s transcriptions, and in those of Gregorios.
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Ustl

The rhythmic character of the semd’is is of special interest. It was mentioned
above that questions were raised by the fact that the transcribed semd’is never
mention the #s#l, while both Petros and Gregorios always mention it in the pey-
revs. Additionally, any variation in rhythm from 10-beat to 3 or 6-beat, consid-
ered standard in today's instrumental semd’is as they have been transmitted to us,
is not noted.

Here, it must be taken into account that essential characteristics of the semd’7
changed in the late 17th century, the main change being a modification of its
thythm. It is known that the semd’7 as a genre is part of the music history of vari-
ous regions of Central Asia with its us#/ always being 6/8. All semd’’s in
Bobowski have a 6/8 rhythm, while in Cantemir two groups are distinguished:
an older group with a 6/8 usil, and a newer with 10/8. Subsequently, however,
this rhythmic form (6/8), of Mongolian origin, disappeared from every Turkish
secular genre in the late 18th century and few pieces survive today, only within
the Sufi repertoire (Feldman 1996:463). The vocal yiiriik semd’i, the son yiiriik of
Mevlevi semd, as well as the fourth hdne of the modern semd’? pesrev, all in six-beat
rhythm, witness the relationship and kinship with the old semd’7. Hence, accord-
ing to W. Feldman (1996:465-466), the critical periods over which the modifica-
tion of rhythm took place are:

Period 5 (1690 — 1710): The usil becomes 10/8 for all hdnes. Return to (old) us#l 6/8 in the
third or fourth Adne.

Period 6 (1710 - 1780): No available sources exist.44

Period 7 (1780 — 1815): Standard 10/8 rhythm, with a change in the last part. No ferkibs. Four

hénes without a ritornello.

Period 8 (1815 — 1850): 10/8 rhythm, three hdnes and a fourth in 6/8 or 6/4 (sengin semd’).
Modulations in the 274 and 34 hdne. After 1850 the 4th hdne had to use a variation of a 6/8
pattern instead of the old classical rhythm of the semd 7.

The fact that absolutely no reference to the wusil of the semd’is exists in the
sources, limits any contribution towards enlightenment on this topic. On the
other hand, this exact absence shows what was obvious for the scribes: the us#l
of the semd’’s was already fixed to 10/8.

44 Apart from those presented in this book.
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Taksim*>

The original meaning of the term faksim was “division”. The taksim is a structured
improvisation with an introductory character, adhering to certain rules directly
related to the makam it is named after, e.g. hicdz taksim, ‘ugsak taksim, and so on.
Initially, it referred to either vocal or instrumental performance, however, from
the 19th century onwards it is performed as an instrumental genre only. As con-
cluded from the sources, the oldest notated faksims, a series of twelve, originate
from Petros Peloponnesios. They are found in the codices of Iviron 997, Xeropo-
tamou 305 and Xeropotamou 299 and they are introduced as

“Proemia, that is taksim in Turkish, pieces composed by Mr. Petros Peloponnesios”

As mentioned above, the series consists of twelve complete faksims in the eight
echoi: one in each echos with the exception of two in echos 11, two in echos 111, two
in echos varys, and two in echos plagal IV.46 The term taksim (raciu) is also used by
Apostolos Konstas in his theory book as an alternative name for the great or
slow paraklitiki (Apostolopoulos 2005:149). This fact, in conjunction with the ab-
sence of a makam name and the existence of only the name of the echos in the
headings of these specific taksims, leads to the speculation that perhaps the use of
the term by Petros also referred to possible introductions, or in other words,
preludes, of Cherubic hymns. However, the study of their notational make-up
and the nature of their musical form, classifies them as belonging to the corpus
of secular music. In any case, their melodic development reflects the logic of key
movements between ranges exactly as it is preserved in contemporary faksim tra-
dition in the Near East. For example, in the taksim of echos plagal IV¥ the mel-
ody moves to echos I and 11, resting intermediately on Vou and on Ga, then mov-
ing to echos plagal IV heptaphonic, followed by successive downward movements
towards the tonic Ni.

Seyir 4

The theory book of Kyrillos Marmarinos contains the oldest notated seyirs of
Eastern Music (HESG 3054 and LKP 124[123]). As seen also from its name (seyzr

4> A short monograph on taksim is given by Akdogu 1989. See also, Oztuna 1990, II, 370;

Danielson, V., Marcus, S., Reynolds, D., (ed.) 2002, The Garland Encyclopaedia of World Mu-

sic, Volume 6, The Middle East, New York and London, p. 1178 in the entry tagqsim;

Feldman 1996:274-294.

For an analytical table of Petros’s taksims see chapter “Catalogue of Secular Compositions”,

p. 155.

47 Tts exegesis in the New Method by T. K. Apostolopoulos has been included in the CD “En
Chordais”, Petros Peloponnesios, track no 10.

48 On the seyir see Feldman 1996:260-273.

49 Popescu-Judetz & Sirli 2000:18.

46
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= course), the seyir is a musical genre of limited range that reveals the melodic
progression of a makam. In his transcriptions though, Kyrillos does not use the
term seyir but instead uses the, probably self-inspired, term “clarity” (“cagfvea”):

“Clarity, which and how many echoi comprise each makam, and what is its progression
from beginning to the end”.

The seyirs are very reminiscent of the logic of the lengthy apechemata of the Old
Method, the difference being that the apechemata introduce the echos to follow
and concern liturgical practice, while the seyirs are used strictly for educational
purposes; they serve as learning tools for understanding the makams. A genre re-
lated to the seyir, though much longer, is the makamlar kiari, known only from its
printed publications, as no manuscripts containing this genre, although certain
to have existed, survive today. A few decades prior to Kyrillos, Dimitri Cantemir,
whom Panagiotis Chalatzoglou seems to imitate in his corresponding work, re-
cords a good number of seyirs in text, in his theory book. The “clarities” of Kyril-
los, seventy-two in number, unfold over one, two, or more rarely, three lines of
music score in the Old Method, resembling the length of seyirs as they have been
transmitted in Eastern music to the present.

Kyrillos lists the seyirs based on the position of the tonic of each makam on
the diapason scale of ecclesiastical music according to the system of the Old

Method:

Ni - Rast, rebdvi, nikriz, pencgdh, nibavent, zavil, mahir, mumberka, pen¢gdh (other)

Pa - Diigdh, diigdh (pure), [found in order after ¢drgdh| saba, kara diigih, zamzeme

Vou - segdh, karcigar, maye, miiste’dr, gevest

Ga - ¢drgih

Di - Nevd, yegih, pen¢gih (other?), hizi, hiizzdm, nisdbir, isfabin, niihiift, arabdn, nihavent kebir
Ke (Pa) - Hicdz, ‘uzzal, zirgiile, hiimayin, sehnaz, sehndz biselik, suri, biiseyni, biiseynt agsirdn, kio-

cek, selmek, hiiseyni kiirdi, horasan, acem, kiirdi, acem kiirdi, nevriiz-i acem, paisan kiirdi, beydti, ‘ug-

sak, biiselik, biiselik agirdn, hisdr agirdn, bisdr, hisdr biiselik, gerddniye biiselik, vecdi

Zo - acem agirdn, irak, sultdni-irak, mubdlif irak, dilkes-hdverdn, dilkes, rabatii’l-ervdh, bestenigdr,
evig, baba tihir, ‘arazbir

N1’ - gerdiniye
Pa’ - mubayyer, mubayyer biselik, siinbiile.

The list above is followed by the textual description of thirteen makams without
a music score:

Zirevked, babri nazik, ru[y]i irak, gilizdr, beste isfahin, beste hisdr, hiizi biselik, hisarik, nevriiz-1

rufm]l, zilkeside, musikar, rekb ‘uzzal, sefer.
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B Vocal genres

In this section, the vocal genres of Ottoman music, preserved in Byzantine mu-
sic manuscripts, are examined. Before reviewing each particular genre, listed here,
are some findings that are valid across the whole of this category.

a) In these particular transcriptions, there are often cases of ambiguity and prob-
lems with determining the genre. Moreover, the pieces are often lacking refer-
ences to the composer, makam and wusil, a fact that makes the identification of
each work difficult to a great degree.

b) The poetic text of vocal compositions is in the Ottoman language with
heavy influences from Persian and Arabic divan poetry.>

c) The verses are written with Greek characters, a practice which relates to the
Karamanlidika literature. The transliteration is often problematic, a fact shown by
the comparison of the poetic text of the available transcriptions with those from
the Turkish sources. The writing direction is left to right, underneath that of the
music notation.

d) There are unusual types of compositions consisting of three, four, five or
even six identical parts. No similar types are found in the forms of Eastern mu-
sic, and they are either fragments of transcriptions, or vocal genres that are un-
known.

Kar

Kir! is considered the most extended, oldest and most artistic vocal genre of
Ottoman music. Kdr is the Persian translation of the Arabic word ‘@mal, which
means “work” and is used to name every part of the macro-form “niba”
(Feldman 2005a:408). In the manuscripts, the Greek scribes maintain the Otto-
man pronunciation “k4r” (kiar) instead of the Persian one “kar”. As a form, it ex-
hibits great freedom and complexity in its structure, a main characteristic of
which is the pronounced presence of ferenniims, in its different parts. Moreover,
it nearly always starts with a terenniim (Bektag 2005). Its structure is usually two,
three, or four-part. In each part, an alternation of verses of the poetic text with
terenniims, with or without meaning, is evidenced. Its performance faded fairly
early, due precisely to its length, as well as the fact that it demanded a very high
level of musical virtuosity.

There are few kdrs surviving in the sources, nine in total, by eleven scribes, in
sixteen manuscripts and fragments. Their freedom of form and lack of clear in-
formation about their structure, as well as the rare reference to the genre in their

50 Ursula Reinhard, “Turkey: An Overview”, Garland 6, The Middle East, p. 773.
1 On the genre of kdr see Wright 1992:166-172; Yavasca 1985:403-473; Ozalp 1969:11-14,
Oztuna 1990, 1, 426-427, Ozkan 1987:84-86.
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headings, lead to reservations with regard to their classification. In any case, the
genre was transcribed from the middle of the 16th century, by Leontios
Koukouzelis (Iviron 1189), Athanasios Katepanos (Iviron 1203), Kosmas the Ma-
cedonian (Iviron 1080), Petros Peloponnesios (Gritsanis 3 & LKP 137), Ioannis
Konidaris (Stathis), Nikeforos Kantouniares (RAL 784, Tasi 129, Vatopediou
1428, CAMS P1), Gregorios Protopsaltes (LKP dossier 81), Ioannis Pelopidis
(LKP 152/292) and the unspecified scribes of the manuscripts Iviron 1038, Xero-
potamou 329, Gennadius 231, and Archdiocese of Cyprus 33.

With regard to the composers, firstly, there is Georgios Soutsos, who however,
composes on Greek verses. One work attributed by Turkish sources to Abdil-
kadir Marighi, and another with a clear reference to Nikeforos Kantouniares in
its heading, have been identified, but it is not certain they are indeed kdrs.
Moreover, only three out of the nine, are explicitly labelled as “kdrs”. They are
those originating from the manuscripts of Petros, Nikeforos, and Gregorios and
his students. Gregorios in particular, states this with absolute clarity in LKP (dos-
sier) 81, 1r:

The following, by the most genial archon postelnikos Mr. Georgios Soutsos, text and music.
Notated by me, Gregorios lambadarios as taught by him. Makam bestenigdr, usil hafif. It is
called kiari by the external [secular] musicians, echos varys, Zo.

The information in the sources pertaining to the genre's form is poor. In some,
the miydn is indicated. There is no other information of interest regarding musi-
cal form. Its main structural attribute is the existence of lengthy terenniims in the
beginning and the middle of the music score.

Of special interest is the “Persikon” [Persian] piece transcribed first in Iviron
1189 and fragmented in Iviron 1080, Iviron 1203 and Xeropotamou 329:

Persikon Yelleyellelli... Etierkian, echos varys
Terenniim... (6 lines)
Houn eshakiol yarama

Terenniim... (18 lines)

Echos varys
[H |alast karampen ei jima hag dan ki peizen
O ki yi arama gda gda do
Terenniim... (10 lines)
Ahouye ragda kleoyoeizen ain
Jahanet shekastou tin hou rayoune
Jan tan pediela la pri pri pri ke
Terenniim... (11 lines)
Hastouba rifiah kenparabhafi ashian kardi

Terenniim... (12 lines)
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Echos varys

Ei ki mpertos titan bha me ain oki tariiii
Terenniim... (4 lines)

Kifta mpo iki takin talpekes ke dehem

Kif tampr kitam kin dil peke ekede hem
Terenniim... (4 lines)

Kiafules asike ekpelampri kiafules asike belaba
Terenniim... (5 lines)

1a bo eah amza etili buberi gdi tiritana
Terenniim... (12 lines)

The initial impression is that they are different works. The second piece in par-

MSS Iviron 1080, Iviron 1203 and Xeropotamou 329. In Iviron 1080, f. 130v
Tiritana... Kiafules asike ekpelampri kiafules asike, also exists, without any other in-
dications. It is estimated that this is not a different composition but a verse of
the preceding Ei ki mpertos titan hha me ain oki tariiii. That is, while they seem like
two different works, they are probably one. Its second part starts with an ex-
tended kratema. That is how it is also preserved in Iviron 1203, as one piece. It is
possible that the same holds for Ei ki mpertos as well, that is, it is a part of the
composition preserved in complete form only in Iviron 1189. On the other hand
however, the manuscripts list different echoi: Iviron has echos varys and Xeropo-
tamou has echos 1 (Atzemikon organikon Ei ki mpertos titan hba me ain oki tariiii,
echos 1). The study of the versions in manuscripts Iviron 1080, 130r and Iviron
1203, 239v found that they are related with respect to their notation. In contrast,
Iviron 1189 being the oldest one, has a different writing style.

Therefore, the following two possibilities arise:

a) The whole Persian music section in Iviron 1189 is a kdr, its initials marking
the beginning of each part.

b) The section contains two or three kdrs or other works of undetermined
genre with musical form characteristics very similar to those of the &dr.

The 17th century, during which the oldest manuscript, Iviron 1189, was written,
is the peak period of the kdr as a genre, therefore, given the structural characteris-
tics discussed above, it is speculated that these pieces comprise one or more sec-
tions of kdrs.

Lastly, let it be noted that this piece seems to be related to the [piece missing
heading] Dir tarou dilli terella... preserved in MS Megistis Lavras E4, f. 244r, also
dating from the 16th century. The plain verses given at the end of the Iviron
manuscript are the same as the Megistis Lavras manuscript. However, the melody
of the first is in echos plagal IV while the second is in echos varys.

The following pieces are also considered kdrs, as they are seen to bear the gen-
eral characteristics of that genre. They have extended development, they begin
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with a fterenniim, and they have kratemata interspersed in the middle, as well as
elaborate melodies:

Ach Tanatini dir dir ten til lelel biiselik [kdr] [Hoca], sakil, LKP 137, 27r.

[Ussak kér] Yeyeli yeyela canim cibayimen [unspecified composer], echos I, Iviron 1038,
662r.

Tanadir nenena ydr aman ach gel yérim ach cenamim Nikephoros Kantouniares?2, echos ],
biiseyni, sofyan, RAL 784, 135v / lasi 129, 8 / Vatopediou 1428, 9.

One more composition of Georgios Soutsos (RAL 784, 161v / CAMS P1, 4 / lasi
129, 310 / Vatopediou 1428, 320) in makam mdéhir and usil hafif, belongs to this
genre although in the manuscript heading the scribes name it a este. It begins with
an extended ferenniim and there are also terenniims interspersed between the verses:

Tadir dir diride en terede lla der der ten tene tine tine tiine ach tenena dir nei aman
Tnv Opaiav cov gikova 6Tov Kabpénmy av id1ig

O¢ va 6¢ eavodv ol GAlog dixwg dAlo dndeig

Chéi chéi chéi chéi chéi yar chéi chéi chéi chéi chéi dost acha acha éi aman

Madpov TovAi pov, B¢ va o6& pavodv ot dAhaig diymg dAlo dmdeic.
The second beyti and the miydn have a similar form:

Terenniim
First verse
Second verse
Terenniim

Second verse

Lastly, Rizachti chaxariraman in echos varys (Stathis, 38r) is also considered a kdr. The
scribe labels it “kratema” and its length is around four pages in the New Method.
However, the scribe notes that “most of it is missing”! Some parts can be discerned
by the change of thythm annotated by the scribe as well as by the long ferenniims.

Beste

The beste>® is a vocal genre of extended length, its main characteristic being the
kalophonic character of the melody. The term originates from the Persian meaning

52 Tt is not clear if it is by Nikeforos. The manuscript states “By Nikeforos [...] a game of

imagination [translator’s note: musical fantasia], followed by an Arabic hymn in verses”. It
is estimated that it is some Arabic hymn to which a “game of imagination” composition of
Nikeforos’s precedes.

The main bibliographical references on the genre of Jeste are: first and foremost in Turkish
literature the distinguished work of Yavasca 1985:474-501. A brief presentation of the
genre is given by Ozalp (1992:14-17) and Ozkan (1987:86-87) and an introductory-type
description is given in Greek by Tsiamoulis & Erevnidis (1998:293). See also, Feldman
2005a:413-417 and 2005b:225-234.

53
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“whole” or “encompassed”, however, the genesis of the genre took place within
the Ottoman musical environment in the 17th century. In the Turkish language
the meaning of the word is “attached” or “dedicated”, while in musical terminol-
ogy, it means a musical work, a composition. Its rhythmic cycle is traditionally
long, as is also seen in the pesrev and the kdr: 16-beat, 20-beat, 24-beat, 28-beat,
32-beat and so on up to 64-beat.

It usually has four verses and unfolds in two possible ways; a differentiation
which gives it its name as a result: murabba’ beste and nakss beste. The former has
four parts and the latter two. The typical structure of murabba’ is:

1.verse Al zemin hine

terenniim A2

2.verse Al nakarat hine

terenniim A2

3.verse Bl miydn hdne

terenniim B2

4.verse Al nakarat hine

terenniim A2

The first, second and fourth parts have exactly the same melodic line. In the
third, called miydn, the melody ascends to the higher range of the notes of the
makam and exhibits a greater tendency of movement to other makams. All four
parts are concluded with a terenniim. Nakis (meaning “embroidery”) beste presents
a greater variability in its form and it usually extends over two verses. Its basic
shape is as follows:

hdne 1 A verse 1
b second half-verse of verse 1

hine 11 B verse 2

miydn hine C verse 2

héne 111 Dd terenniim, second half-verse of verse 2
b second half-verse of verse 2
b second half-verse of verse 2, cadence

The beste dominates vocal compositional creation for approximately two centu-
ries, the 18th century being considered its peak period. The composers of the
time considered the Jeste the most practical form, gradually abandoning the rela-
tively lengthier kdr, a fact related to the evolution of the broader aesthetic prefer-
ences of the Ottoman court.
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Information from the Sources

The number of available sources is relatively small. Compared to the pesrevs and
semd’is, beste transcriptions are scattered throughout quite a few manuscripts
spanning a short period of time. Correspondingly, the knowledge and new evi-
dence drawn from the music manuscripts is limited. Approximately thirty-eight
beste transcriptions are preserved, seventeen for which the composer was given or
has been identified, and nineteen which appear anonymously. For six of them,
reservations exist as to whether they are indeed Pestes.

At first glance, it is found that until the late 18th century the scribes, and con-
sequently the psaltic community in general, do not have any particular familiarity
with this specific genre. Its form is rarely stated explicitly and any name is ab-
sent, while other times misleading or confusing titles are given such as:

bestes called naia (Iviron 1038, 670r)

A3/

Furthermore, in MS Panteleimonos 994 for instance, the description “semd’?” is
given on a piece although it is actually a Zeste, and other times, a composition be-
longing to a different genre is characterised as a beste. The usil and the makam are
almost never mentioned, the parts comprising the internal structure are not
named and the composer's name is usually missing. Apart from these problems,
certain bestes preserved in the manuscripts of Petros LKP 137 and Gritsanis 3 are
especially poorly written, thus making their exegesis into the New Method and
their performance difficult. All of the above increase the difficulties in the study
and the drawing of conclusions with surety.

On the Genre of Beste

The oldest transcription of estes in the sources dates from 1680 in MS Ecumeni-
cal Patriarchate 6 (ff. 111v-112r). Therein, the scribe Kosmas the Macedonian re-
cords a piece titled, Atzemikon erotikon imeteron. The composition begins with
Lsaki zade // Dol Tourkjaloum pade, it is in echos plagal IV, but no other identifying
details, such as genre, makam and usil, are given, although it was extensively cop-
ied for nearly two centuries.’* The following layout can be discerned in the
composition:

A + Al terenniim
B + B1 terenniim
C + B2 terenniim
D + A2 terenniim

54 For the codices containing this composition, as well as for who composed it see p. 81, fn 22.
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Where A, B, C and D are different melodic units with their only common parts
being the kratemata Al - A2 and Bl - B2. All four parts end with the phrase
Sakimei zalom Hey Dol Tourkjaloum pade and one ferenniim. Its structure bears re-
semblance to the examples of nakis bestes as presented by A. Yavagca (1985:489-
501; see also figure 11) in his related study.

A little later than this first transcription of a beste, in codex Gritsanis 8, dating
from 1698, the term murabba’ is found for the first time:

328 Murabba’, echos| protovarys, Siatepe steie sike
330 Another one in echos plagal IV Ruglerin cena emanciiyir

335 and the same again, another in echos plagal 11, that is, nenano, Menasi yime cuniperi

That should not be a surprise, since until the 18th century and in order to define
this particular genre, instead of the term leste, the term murabba’ was used, which
in Persian literally means “square”, but in the composition of the Ottoman court
it means the genre of the four-part beste. Hence, murabbas are often found in Ali
Ufki's collection, as well as in the various mecmu’as (although they preserve only
the poetic text), essentially revealing the genre of murabba’ beste>>. The term beste
is found a little later, in the early 18th century (Iviron 949):

175v Beste, echos plagal 1 mezil iste

The use of the term murabba’s in the heading of the relevant section in Gritsanis
8 is however misleading, since only three of the seven compositions are indeed
bestes, presenting the typical four-part layout of murabba’ beste. There is no special
annotation for each part, nor are they named, the conclusion above was reached
though an examination of their musical form. The parts a, b and d are notation-
ally similar (zemin and nakarat hine), while the third part, which is the miydn
héne, clearly differs. Thus, looking beyond the information contained in the
heading and applying this method, leads to the conclusion that in this particular
manuscript, the following compositions belong to the genre of the zeste:

Murabba’ [beste] [unspecified composer], Siatepe steie sike, echos proto varys, Gritsanis
8, 328.

[Rast] Murabba’ [beste] [unspecified composer], Ruglerin cena emanciiyir, echos plagal
IV, Gritsanis 8, 330.

[Hicdz hiimayin murabba’ beste] [unspecified composer], Menasi yime cuniperi, echos

plagal II nenano, Gritsanis 8, 335.

[Rast] Ey canim canasalounonpna [unspecified composer], echos plagal IV, Gritsanis 8,
332.

55 Apart from Gritsanis 8, the term is found only one more time in a manuscript, specifically
in Gritsanis 3, 214v: “Murabba” kiiciik [Unspecified composer], however there are no
verses to confirm that it is indeed a murabba’ beste. Perhaps the scribe intended to add
them later, resulting in an incomplete transcription.
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A little later, in the early 18th century, in Panteleimonos 994, a similar phe-
nomenon is found. In the five compositions attributed to Kyrillos Marmarinos,
the term semd’? is mentioned twice and there is no mention of the term beste or
even murabba’. Nevertheless, an examination of the notation and musical form
of the whole transcription shows that they are two pieces after all: one agir semd’i
and one beste. The agir semd’? begins on f. 323v and ends on 324r and the Jeste
begins on 324r and ends on 325v. Moreover, the Zeste is recorded in full:

1. verse Abe diri xoulfisia bim sapa Al (zemin hdne)
terenniim Yeleleli A2

2. verse Ab naliana sehnaze Al (nakarat hdne)
terenniim Tereliye A2

3. verse Ach mebalepene temekrifiara  C1 (miydn héne)
terenniim Yeleletereli C2

4. verse Ab perelaifia skounaptare Al (nakarat hdne)
terenniim Yeleleli tereli A2

Therefore the complete title of the composition is formed as follows:

Hiiseyni [beste] Ache diri xoulfisia chim sapa Kyrillos Marmarinos, echos plagal I,
Panteleimonos 994, 324r.

A similar problem also occurs in Iviron 1038 where the mention of the genre of
beste is also misleading:

663r Arabic beste, echos plagal 1 Segringoulingoulon
670r  Bestes called naia, echos IV Ormatipichereitzcha

It is observed that the first composition is probably a vocal semd’i, while the la-
bel “naia” makes it unclear whether it belongs to that genre. Only for the pieces
below can there be relative certainty:

Beste Ormatipichereitzcha [unspecified composer], edhos IV, Iviron 1038 , 670r.

[‘Ussak] beste®® Yar kimin canesi [unspecified composer], edbos, Iviron 1038, 672r.

[ Ussak] beste Bagipakerpe [unspecified composer], ehos, Iviron 1038, 664r.

The label gark: by Nikeforos Kantouniares in RAL 784, 1761r%7, is also an error, as it
is estimated that the piece is a beste. Its form is A-B-C-A and a terenniim is found at

the end of each verse. Moreover, its length is long for a sark: and its usil (remel) is
similarly long. All of the above evidence leads to the conclusion that it is a este.

56 Even though at first glance they appear to be three different songs, they possibly comprise

one beste after all. In the manuscript, the beste begins on f. 672r (Another one /// difficult
of mine), and continues on ff. 672v ([echos| 1 Yar Efendim penteteriya) and 673r ([echos] 1 Yar
byzyfeta).

57 Hicdz sark: Birla ach za seni [old], echos plagal 11, remel, RAL 784, 176r.
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In a similar fashion, the examination of the musical form of the available tran-
scriptions, allows for a fairly confident classification of a series of works belong-
ing to the genre of the beste, although a relevant inscription is missing from their
headings:

Hiiseyni |beste] Abyar cemdlin Hidnende Zacharias, echos plagal I, LKP 152/292, 144.
Hacin ydr hiizzém [beste] [unspecified composer], [echos I1], hafif, Gritsanis 3, 182v.

The layout of the work transcribed in Gregoriou 23 (f. 187v) is unusual. It bears
the ambiguous heading “Heirmos Ismailitikos” and it consists of the following
parts:

A + 2 lines of terenniim

A + 2 lines of terenniim

B + 2 lines of terenniim

A + 2 lines of terenniim

11 lines of kratema

C (one and a half times as long as A and B)

A + 2 lines of terenniim

Half of the piece bears the characteristics of a murabba’ beste, however, the inter-
spersion of a lengthy kratema and the additional poetic text, as well as the fourth
stanza with the melody of A are confusing.

In some bestes in MSS Gritsanis 3, LKP 60 and LKP 137, Petros usually only
transcribes the first and second part. The fact they are Zestes is concluded with
the help of four plain text verses listed prior to the notation of the melody. It
can be clearly discerned that the first part is a transcription of the first verse and
the second part is a transcription of the third verse. This allows the speculation
that the second and fourth verse are performed according to the melody of the
first verse, exhibiting therefore the typical four-part layout of the murabba’ beste.
These compositions are:

Tegafoul didéi civrem o sobinaz evig [beste], TanbGri Haham Musi, nim devri, [echos plagal
IV hard diatonic], Gritsanis 3, 238v.

Moulmouzoun giilsen [beste] Tanblrl Haham Musi, LKP 137 (dossier), 23r.

Kanite vora sayei servi [beste] Kemani Yorgi, havi, Gritsanis 3, 121v.

Yar pilim éim pezmize //// Ismael Tsaous, Gritsanis 3, 167r.

Edir zoufloune ta/dir [beste) testeichi Emir-i Hac, [echos 1], bafif, LKP 137 (dossier), 5v.

Bey zade acem followed by text only verses and then the music score [echos varys] Yir oloup,
LKP (dossier) 137, 3v.

text only verses and then the music score [echos varys| Yér oloup kigin /7/ sedi padisehin [un-
specified composer], echos varys, remel, Gritsanis 3, 242ar.
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It is with several reservations that following pieces from LKP 137, which are espe-
cially poorly written and hard to make use of, are classified as bestes :

Mour dil tzasmedechadaze rast [beste] [unspecified composer], [ehos plagal IV], LKP
137 (dossier), 19r.

Gordahol tabi cane dir evig [beste] [unspecified composer], [echos varys], LKP 137 (dos-
sier), 20r.

Chep nasezalech havi [beste] [unspecified composer], LKP 137 (dossier), 20v.
Hey ab itmez idim |beste] [unspecified composer], moubapez tatli, LKP 137 (dossier), 22v.

as well as the following pieces from three other manuscripts:

Sechakisoupchouvisali cammm [unspecified], [echos varys diatonic], diyek, Gritsanis 3, 163r.

Hey tabtibi camir aman [unspecified composer], edos varys diatonic, 4/y, LKP
152/292, 149.

Piriglis [unspecified composer], echos plagal IV, q /x, LKP 152/292, 289.

[Hicdz nakis beste] Hey cisme-i abu hizrin [unspecified composer], echos plagal II,
Stathis, 33r / LKP 152/292, 164.

It should be noted that from the bestes preserved in the sources, only three were
found in Turkish sources as well, thus also allowing the identification of their
composer:

Hicdz beste Ab olmada dirlele roupoute gamze | Olmada diller rubiide gamze-i cidisuna), [Abdul-
halim Aga]?8, echos plagal I, [bafif], [verses by Fitnat Hanim], Stathis, 30v / LKP 152/292,
159.

(Sabd) beste Mezil iste [mecliste dfidb gibi bir nev-civan gerek] [Kemani Yorgi]>?, echos plagal 1,
[hafif], verses by Raif, Iviron 949, 175v.

Sdzkdr beste, Bir dil oloutzak olousechin |Bir dil olicak ol meb-i hiisniin] Elias, echos plagal IV di-
phonic, remel, verses by Elias, LKP (dossier) 59, 1.

Indications and Information Pertaining to Musical Form

Apart from the above details, the information that can be gathered about the
genre of the beste is poor. It reasonably leads to the conclusion that up until the
18th century, when the beste flourished as a genre, the psaltic world was not par-
ticularly familiar with it. A similar limitation is observed also in terms of the

58 Identified from TRT Repertuar:, work No. 8477 and Oztuna 1990, I, 15. The scribe of MS
Stathis mistakenly gives Ismail Dede Efendi as the composer with the following note: “this
one was composed by the excellent Ottoman teacher Ismailakis. It was transcribed by
Theodoros Phokianos®. In contrast, the scribe of LKP 152/292, 159, appears to be better
informed and attributes it to the correct composer.

59 Identified from TRT Repertuart, work No. 7530.
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makams and the usils of the bestes. In the available transcriptions, references to
the makam and the wusil are very rare. Any sporadic references are found from the
third quarter of the 18th century onwards, in Petros’s manuscripts. There are no
annotations pertaining to musical form, nor any performance rubrics, and the
parts comprising each beste (miydn, nakarat, etc.) are generally missing. For exam-
ple, Nikeforos Kantouniares in codex RAL 784 names all four parts in the fol-
lowing manner: (a), b, miydn & d or as (beyti b), beyti b, miyin & beyti d. The term
beyti is also used in two bestes in lagi 129 and Vatopediou 1428, while the scribe
of Gennadius 231 refers to the weilou (ff. 5r, 5v) and the scribe of LKP 152/292 in
certain cases uses the term miydn.

This lack of explicit annotations in estes should not be surprising. It is the rule
for the music scores written in staff notation, which were widely circulated in
Turkey during the 20th century. Beste transcriptions consist only of the first sec-
tion and the miydn, which is the only part named. The two or four verses com-
prising the poetic text of the leste are given in plain text at the beginning, or
more commonly at the end of a piece. Therefore, a correspondence in the man-
ner of transcription of the bestes with that of the scribes of post-Byzantine music
codices is discerned.

The miydn hdne was briefly discussed in the introduction to the genre of the
beste.®0 The term vezlon is not found in the Turkish literature, from which a clearer
explanation could have been sought.

The scribes, preserving compositions of G. Soutsos either out of ignorance,
confusion, or an error on the part of the composer, name some of his composi-
tions beste, while, however, they are kdrs®l. Similarly, it is observed that in three
kdrs by Soutsos, the broader section containing within it the individual parts, is
concluded with a musical section called este.

[Nigdbiirek) beste, Ilpémer ma vo. ué Opnvel kai Avaroln kai Avoig, Georgios Soutsos, echos
plagal IV, sofyan, verses by Georgios Soutsos, RAL 784, 173r / Vatopediou 1428, 341.

Karari beste Eig éxeivy omod elvau w@v maddv oov 1 kpnric, Georgios Soutsos, echos I from
low Ke, verses by Georgios Soutsos, RAL 784, 4v / lasi 129, 329 / Vatopediou 1428, 15.

[Mihir| beste, Tiverou ot A Ay, Georgios Soutsos, echos plagal IV heptaphonic, hafif,
verses by Georgios Soutsos, RAL 784, 167v / CAMS P1, 12 / lasi 129, 314 / Vatopediou 1428,
324.

It is of a very short length, almost two lines in the Old Method notation, which
excludes the possibility that it is indeed a beste. No probable explanation is re-
vealed by the literature, thus it can be assumed that it is an indication of a ca-
dential structural unit which bears the same name as the extended genre of beste.

60 See above, p. 227.
61 For more see the section on kdrs, pp. 223-226.
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ASA

Vocal Genres of Sema’1 — Agir and Yurik Sema’]

Both a study of the instrumental se#d %, and a brief discussion on its origins were
previously presented. There are two kinds of vocal semd’ss, the agir (heavy, slow)
and yiiriik (fast). Their form resembles a small version of the murabba’ beste,
though it exhibits a greater number of variations. The main differentiation per-
tains to their rhythmic character: the us#/ and the tempo. The agir semd’i has a
10-beat rhythm, 10/4 or 10/8, and is performed in a slow tempo, as its name re-
veals. Sometimes, the us#l changes to 6/4 in the fourth part. The yiriik semd’i in
contrast has a 6-beat rhythm, 6/8 or 6/4, and a faster and more “joyous” tempo.

AN "

During the performance of a fasil, agir semd’i is found immediately after the beste,
while yziriik semd’i is the last of the vocal compositions and before the saz semd’s,
which is the last piece.

The scribes who recorded vocal semd’is do not seem particularly familiar with
that form. For that reason, the distinction and classification of semd’s in cases
where the genre is not clearly mentioned, is problematic. Moreover, this diffi-
culty is increased when the #s#/ is not explicitly stated.

Twenty-seven vocal semd’is survive in total. Five of them are agr, eight are
yiiriik, while for the remaining fourteen of them, their type remains undeter-
mined. It should be noted here that eight of them have Greek verses: five by
Georgios Soutsos and four “exomeritika” (s. “exomeritikon”), as named by Nike-
foros Kantouniares.

These twenty-seven semd’is are found across thirteen manuscripts. The term
semd’i, is seen for the first time in the corrupted form, “soumas”, in MS Gritsanis
8 (in the year 1698), while a little later the unknown scribes of Panteleimonos
994 and Timios Prodromos 93, transcribe a semd’% by Kyrillos Marmarinos. A
contribution to the preservation of this genre was also made by Petros Pelopon-
nesios, with the codices Gritsanis 3 and LKP (dossier) 137, and by his student
Petros Byzantios with LKP 19/173. Most are written by Nikeforos Kantouniares
in MSS RAL 784, CAMS P1, lasi 129 and Vatopediou 1428. This group of
scribes who preserved semd’is is completed by Gregorios Protopsaltes (LKP (dos-
sier) 59), loannis Konidaris (Stathis) and loannis Pelopidis (LKP 152/292).

The composers named in the sources are Kyrillos Marmarinos, Tab’l Efendi®?,
Ismail Dede Efendi, Georgios Soutsos and Peligratzoglou, for whom we have no
information. Furthermore, semd’is by Abdilkadir Marighl and Tab’i Mustafa
Efendi were identified and attributed to their composers during the course of
this work.

The details derived regarding the form of the genre are very few. Its constitu-
ent parts are very rarely mentioned. In older transcriptions (until the middle of

ey

62 Tt is worth noting that no vocal semd’# is found in his catalogue of works in the Turkish
sources.
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the 18th century) lengthy terenniims are discerned in the middle of the composi-
tions. Short terenniims are also found in the semd’is dated from the middle of the
18th century until the early 19th century. Petros Peloponnesios, Petros Byzan-
tios, Gregorios Protopsaltes and in certain cases Nikeforos Kantouniares, seem to
be more familiar with the genre, hence their annotations are somewhat clearer.
In some semd’is, the above-mentioned scribes explicitly annotate the form A - A -
B - A, where B = miydn.

Nikeforos uses the term “feyti” in three semd’s to indicate the plain text verses,
which, it can be reasonably assumed, were sung to the exact same melody as the
first verse. In two semd’is he indicates three beytis and in another, four:

234

[Mubayyer| semd’i, Bir cesmi pisourmesiach Taousianikon, echos 1, sofyan, verses by Georgios
Soutsos, RAL 784, 140r / Iasi 129, 48 / Vatopediou 1428, 49.

[Sedd-i arabin) semd’i, Bir orum dilber Taousianikon, echos plagal 11 phthorikos, sofyan, RAL
784, 1451 / Tasi 129, 128 / Vatopediou 1428, 119.

[Beydti arabin) semd’i, Gonul verdim Taousianikon, echos IV, sofyan, RAL 784, 150r / Va-
topediou 1428, 224.

The same term is found one more time in

Hiiseyni ‘agirdn yiiriik semd’i, Xépio uov érowactijte yio. vo opicere kaid, Georgios Soutsos,
echos 1 from low Ke, verses by Georgios Soutsos, RAL 784, 3r / Vatopediou 14238, 14.

Here though, it concerns parts A2 and A4, where in the last section the term
“sani” is added, becoming beyti sani. Potentially, this term was in use when Nike-
foros transcribed these particular pieces. However, that cannot be concluded
from the literature, or from contemporary musical practice.

Twice, he also gives the term, nakarat, though only plain text verses are given
along with it. Lastly, in four of his semd’is labelled as such, Nikeforos Kan-
touniares probably makes a mistake. All four are very short — only three or four
lines of music score in the old notation, their length thus rendering their classifi-
cation very difficult:

[Mabir] semd’i Agv icedpow tf vé kéuw, [exomeritikon], echos plagal IV: lasi 129, 337 / Va-
topediou 1428, 319.

[Mabir] semd’i Aév 1o ustovordve du épraco vo o’ dyord, [exomeritikon], echos plagal IV:
Tasi 129, 337 / Vatopediou 1428, 319.

Mabir semd’i O Epwrag pé &kave mollo vé ovvroyaive, exomeritikon, echos plagal IV: Va-
topediou 1428, 319.
Nisdbiirek semd’i Tijc toyng 1 xoxy Povisj, exomeritikon, echos plagal IV, Iasi 129, 331 / Va-
topediou 1428, 343.
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Sarki

Sark:®3 in Turkish literally means “song”, while at the same time the term is used
to refer to the shortest vocal genre in Ottoman music. It appears in Ottoman
music in the middle of the 17th century, but its peak period as a genre was from
the middle of the 19th century (Feldman 2005:116-117) onwards, a fact which is
also reflected in the sources. Traditionally, the rhythmic cycle of garkss is of lim-
ited length, up to 15 beats. Usually they have four verses and the typical form is
similar to that of the murabba’ beste:

1. verse, melody A (zemin)
2. verse, melody B (nakarat)
3. verse, melody C (miydn)
4. verse, melody B (nakarar)

The above layout is the rule, which, however, has many exceptions and varia-
tions omitted here for reasons of economy and relevance to the topic.

Information from the Sources

In the music manuscripts of the psaltic art, twenty-three sarkzs are found in a to-
tal of eleven manuscripts and booklets. There are also another three pieces which
bear the inscription sarkz, but were ultimately classified as Phanariot songs. Tak-
ing into account the compositional output of the time, this number seems rather
small. Of these, sixteen explicitly state the genre in their heading, while for one
of them, this is certain because the genre and composer were identified from its
incipit. Two more are also labelled as “sark:”, but they have Greek verses. For the
remaining nineteen pieces, some reservations remain, for some more than oth-
ers, with respect to their genre. The pieces attributed to their composers in the
sources along with those whose composer was identified, are only ten.

All surviving sarkss originate from manuscripts dating from the middle of the
18th century onwards. That is, there are no transcriptions of garkzs before the late
18th century. This is because the gark:, as described above, becomes the centre of
attention of the musical matters of Constantinople after the middle of the 19th
century.

The preserved sarkis are transcribed by Petros Byzantios, Nikeforos Kan-
touniares, loannis Konidaris, loannis Pelopidis and the anonymous scribes of
LKP 169, LKP (dossier) 73, Gennadius 231 and CAMS, P2.

63 An extensive study on the sark: is found in Yavasca 1985:122-245, and Ozkan 1987:87-89.
A brief presentation of the genre is given by Ozalp 1992:19-24. An introductory-style de-
scription in the Greek language is given by Tsiamoulis & Erevnidis 1998:294). See also
Feldman 2005b:215-220, Oztuna 1990, 1I, 232-236.
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Indications and Information Pertaining to Musical Form

The typical form of the gark: described above (A-B-C-B) is adhered to by only
three of the transcribed sarkis, while three others present small variations: A-A-B-
A, A-B-B, A-B-C (three times). Ten sarkis have a simple two-part layout with the
miydn explicitly annotated in some. Six sarkis have from four to six parts, all of
which are identical in melody. Lastly, in the remaining eleven, no parts can be
discerned by studying the notation, or they are of very short length.

In general, there is no labelling of the parts, nor any performance information
or instructions. Sometimes, there are references to terms such as, miydn, nakarat
and beyti. Of these, the first two were discussed above. The term eyti could be re-
lated to the Turkish word Zeyiz, which means double verse. From the way it is
used it can be concluded that it refers to each section of music comprising the
sarka.

With the exception of nine garkis, in which the #sil is not mentioned, the rest
are all in the simple and easy to understand usils of sofyan (4-beat) and diiyek (8-
beat). It is obvious that the scribes were not familiar with more complex uséls, or
they did not have a special preference for them.

Unspecified Genre

In two manuscripts from two different periods there are some compositions con-
sisting of from three up to six identical parts. The first manuscript is Gritsanis 8
(year 1698) and the second, LKP 152/292 (year 1827). The following works are
found in them:

Hey canim canasalounoupna, echos plagal IV, Gritsanis 8, 332.

“Ethnikon varvarikon” Pencesin tekiglemis ol, echos 1, Gritsanis 8, 337.

“Varvarikon” Sala sala koloum seithi, echos 1, Gritsanis 8, 339.

“Mousoulmanikon” Olusu giistiine kdprii, echos varys, Gritsanis 8, 341. 341.

Hey gonce [unspecified composer], echos plagal 11, 4 /3, LKP 152/292, 141.

Ab, ben bilmedim [unspecified composer], echos plagal I, 4 /y, LKP 152/292, 175.
Diistiiggy nuba [unspecified composer], echos plagal IV, 5 /x, LKP 152/292, 185.

Makam, usitl or genre are not mentioned in any of the above works, thus making
their study difficult. Moreover, none of the pieces were located in the available
catalogues of Ottoman music. Their dating is difficult, and so they may be con-
sidered contemporary to the period in which the codices were written. However,
the following findings are stated below in the hope that future research will shed
more light upon the matter.
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Compositions originating from Gritsanis 8.

The first two each have four identical parts; the third has six and the last compo-
sition, five. They are three or four lines long in the Old Method, with the excep-
tion of the last composition, which is somewhat longer — seven to eight lines. A
terenniim 1s found only in the third composition, which extends to approximately
two lines.

Compositions originating from LKP 152/292:

The first composition has three identical parts, the second has five, and the third
has four. They are clearly longer, taking up one to two manuscript pages each,
and written in the New Method. The elaborate nature of the melody and the ab-
sence of a kratema can be discerned.

There is no relation between the two manuscripts and the pieces found tran-
scribed in them. Moreover, they were written very far apart chronologically. As
for the first group, it is found that at the time they were transcribed, there were
two genres with similar characteristics: varsagi and #irki. However both genres are
clearly of shorter length, while the pieces examined here are certainly longer.
Their size alludes to them being of the genre of beste, which however, has a dif-
ferent form. It cannot be excluded that they belong to a different, yet unknown,
genre. If this is the case, the absence of a reference and a description, if not of
notated examples as well, of such a genre is puzzling. The above observations are
made in the hope that they will contribute to a further investigation of the
genre.

A similar phenomenon is also discerned in six compositions that are explicitly
named garkis, each having between four and six identical parts, without any me-
lodic difference:

Rast sarki, Sevdimin asli yasli [unspecified composer], edos plagal 1V, sofyan, RAL 925,
36r/ LKP 19/173, 151r.

Hicdz sarki, Ab kim diistii goniil bir giizel [unspecified composer], echos plagal 11,62 6 1,
LKP 19/173, 153v.

Hicdz sarki, Bey ben yasa vardim kil [unspecified composer], echos plagal II, sofyan,
RAL 925, 37v / LKP 19/173, 150r.

[Segdh) sarki, Tzoukinsedepirichaki [unspecified composer], echos IV legetos, sofyan, LKP
19/173, 152r.

Ussak sarki Ismail Dede Efendi, echos 1, sofyan, verses Mebin ceynle halim diyer giin hey le-
divah, RAL 784, 137v / lasi 129, 29 / Vatopediou 1428, 38.

Rast sarki, Bu busule Ismail Dede Efendi, echos plagal 1V, sofyan, verses by Ismail Dede
Efendi, RAL 784, 158r / Vatopediou 1428, 296.
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Finally, the attempt to determine the genre of twenty-six compositions that ap-
pear to belong to the repertoire of the Ottoman court was fruitless:

Taraxisezichefiz nihavent kepir Tanblri Haham Musi, [echos plagal IV hard diatonic]:
Gritsanis 3, 122r.

Yar pilim éim pezmize //// Ismail Tsaous: Gritsanis 3, 167r.

Kagin /77 sedi padisehin [unspecified composer], echosvarys, remel: Gritsanis 3, 242ar.

Ab wvetzichious niounseirderken [unspecified composer], echos IV legetos, segih: CAMS
P2, 46.

Ech zaleves pirngon zeira [unspecified composer], echos plagal IV, rast: RAL 925, 57r.

[Rast sarki] Mecli di yel hey dil rupa®® “another Turkish one”, edbos plagal IV: Stathis,
40r.

[Hiizzdm) Ey gonce-i payimel “another Turkish one”, echos II: Stathis, 41r.

[Rast] Dost o gidi nounoumsa nadim dieipiri “another Turkish one”, edos plagal IV:
Stathis, 42r.

[Hicdz) Chenkiami sefadir “another Turkish one”, echos plagal II: Stathis, 43r.

[Rast) Cemalin'ten cuda olbmak benim “another Turkish one”, echos plagal IV: Stathis,
44r.

[Rast) Mfchameti halime gel “another Turkish one”, echos plagal IV: Stathis, 45r.

[Ussak) Semd’i Eirele giil rugikinev [unspecified composer], [echosI]: Stathis 37r / LKP
152/292, 172.

[Hicdz] Ab, ben bilmedim [unspecified composer], edhos plagal II, 4 /x: LKP 152/292,
175.

[Rast] Diistiigiy nuba [unspecified composer], echos plagal IV, q /y: LKP 152/292, 185.
Hey gonce [unspecified composer], echos plagal I, q /x: LKP 152/292, 141.

Hey tabtibi camir aman [unspecified composer], ehos varys diatonic, q/y: LKP
152/292, 149.

[M]antousaintir [unspecified composer], edhos plagal IV, sofyan: LKP 152/292, 137.
Meclisegel [unspecified composer]: LKP 152/292, 195.

Bir bibeden [unspecified composer], edhos, sofyan: LKP 152/292, 134.

Poutilpin pempiyen [unspecified composer], echos plagal I: LKP 152/292, 138.
Biriglis [unspecified composer], echos plagal IV, q /y: LKP 152/292, 289.

Rast Eymeh cepigim [unspecified composer], edhos plagal IV Nn, 4 /x: LKP 152/292,
196.

64 The annotation “Another Turkish one, along the same lines, transcribed by Ioannis” ap-
pears in the manuscript.
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Rast Cananedine bir tanesi [unspecified composer], echos plagal IV, sofyan: LKP
152/292, 139.

Aima camm [unspecified composer], echos plagal II, 4 /y: LKP 152/292, 295.
Aman canayonum [unspecified composer], echos plagal II, 7 /x: LKP 152/292, 297.
Igontzempagivefa [unspecified composer], echosvarys diatonic, 4 /x: LKP 152/292, 296.

Genres of the Ottoman Court with Greek Verses

The musical genres of the Ottoman court include certain vocal compositions,
around twelve in number, the poetic text of which is in Greek. Nearly all of them
cite Georgios Soutsos as the composer. It is observed that Soutsos made an at-
tempt to couple the Greek language with Ottoman form, composing in genres of
art music and using the shared modal tradition as a common denominator. That
is, he moved further than the new-found genre of Phanariot songs and experi-
mented with the use of the Greek language in forms developed clearly on the ba-
sis of Ottoman divdn poetry with its related metric and rhythmic patterns. The
two others who composed genres of the Ottoman court with Greek verse, are the
unspecified composer of the beste Qaav v &mieg 10 vepov tijc Mjng and Nikeforos
Kantouniares, with two sarkis (Toyn oxinpa xai avompd and Zxdnpd pov toyn
&eog), which rather mimic Soutsos. The compositions are as follows:

Kirs
[Hiiseyni| Agirdn kdr, Ta dir tene teni tene, Audv pdnia pov &v Enpavlodv of mixpoi oag motouot,

Georgios Soutsos, edos 1 from low Ke, sofyan, verses by Georgios Soutsos, RAL 784,1r /
Tasi 129, 11 / Vatopediou 1428, 13.

Bestenigdr kdr, Tatatadir, "Ewg nére thmy e, Georgios Soutsos, echos varys tetraphonic
chromatic, hafif, verses by Georgios Soutsos, LKP (dossier) 81, 1r / Stathis, 27r / Gennadius
231, 51v / LKP 152/292, 122 / Archdiocese of Cyprus 33, 1.

Mihdr [Kdr), Tadir teneni, aman, Tijv dpaiav cov ikdva, otov kalpémmy av idiic, Georgios
Soutsos, echos plagal IV heptaphonic, bafif, verses by Georgios Soutsos, RAL 784, 161v /
CAMS P1, 4 / Tasi 129, 310 / Vatopediou 1428, 320.

Bestes

Nisdbiirek beste, Ti ueydin ovupopé, o juépas, o eidijoeig, Georgios Soutsos, echos plagal 1V,
sofyan, verses by Georgios Soutsos, RAL 784, 168r & 189v / lasi 129, 327 / Vatopediou 1428,
339 / Stathis, 20v / Gennadius 231, 3r / LKP 152/292, 70. It has all four parts transcribed and
named.

Rast [beste] Qoo ve émeg 10 vepov tije Mi0ng, [unspecified composer], echos plagal IV, 6
2 61, RAL 925, 59r / LKP 19/173, 148r.
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Agrr Semd't - Yiriik Semd't

[Mahir) Agir Semd'i, Oi cepijves wpryvpilovv, Georgios Soutsos, echos plagal IV hepta-
phonic, agir, verses by Georgios Soutsos, RAL 784, 164v / CAMS P1, 8 / lasi 129, 312 / Va-
topediou 1428, 322.

[Nigdbirek] Agir Semd'i , Ti kaxov Gavornpdpov, tf aviatog minyj, Georgios Soutsos, echos
plagal IV, verses by Georgios Soutsos, RAL 784, 170v / lasi 129, 328 / Vatopediou 1428, 340 /
Stathis, 23v / LKP 152/292, 75.

[Mabhir| Yiiriik Semd'i, EpyoydOnkov o¢ oéva ai kaBdiov dperai, Georgios Soutsos, echos
plagal IV heptaphonic, agir, verses by Georgios Soutsos, RAL 784, 166r / CAMS P1, 10 / lasi
129, 313 / Vatopediou 1428, 323.

[Nigdbirek) Yiirik Semd'i, "Hotpomre 010 mpdowndv oov kolioviy ayyelixny, Georgios Sout-
sos, echos plagal IV, verses by Georgios Soutsos, RAL 784, 171v / Iagi 129, 329 / Vatopediou
1428, 341 / Stathis, 25r / LKP 152/292, 78.

Hiiseyni Agirdn Yiriik Semd', Xépia pov érowpactijre yic vo. opicete kald, Georgios Soutsos,
echos 1 from low Ke, verses by Georgios Soutsos, RAL 784, 3r / Vatopediou 1428, 14.

Both Nikeforos and Soutsos, mainly the latter, also composed works with Otto-
man verses, adhering strictly to the rules of composition:

Rast beste, Arzit metiya Georgios Soutsos, echos plagal 1V, fi-rengi fer’, RAL 784, 152r / lasi
129, 281.
Rast beste, Zalivez bir Georgios Soutsos, echos plagal IV, hafif, RAL 784, 153v.

Nisdbiirek sarki, Gonuler sangaidini Georgios Soutsos, echos plagal IV, sofyan small, verses
by Georgios Soutsos, RAL 784, 173v / lasi 129, 329 / Vatopediou 1428, 342.

Hiiseyni [Kdr| Tanadir nenena ydr aman ach gel ydrim ach cenammm Nikeforos Kan-

touniares, echos L, sofpan, RAL 784, 135v / lasi 129, 8 / Vatopediou 1428, 9.

The following songs are also of interest because of their bilingual (Greek and
Turkish) poetic text:

Beyiti arabin semd'i Iki de turna gelir of the Gypsies, echos IV, sofyan, Vatopediou 1428,
120. / followed by the same in text only Greek verses ...

Rast sarks Bu husule ITsmail Dede Efendi, echos plagal 1V, sofyan, verses Ismail Dede
Efendi, RAL 784, 158 / Iasi 129, 288 / Vatopediou 1428, 296.

Rast sark: Toyn oxdnpa, Ismail Dede Efendi, echos plagal IV, sofyan, verses by Nikeforos
Kantouniares, RAL 784, 159r.

Arabin beydti semd't Soyle giizel robti, Ismail Dede Efendi, echos 1V, sofyan, verses by Is-
mail Dede Efendi, RAL 784, 142r / lasi 129, 126 / Vatopediou 1428, 117.
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“Hellenisation” of Sarkis

Along the same lines, it is worth noting that Nikeforos Kantouniares added
Greek verses to one gark: by Dede Efendi. He transcribed it in RAL 784 and in-
troduced it as

158r Sark: by royal khanendeh Ismailakis, most beautiful, transcribed by Nikeforos who also
compiled and added the Greek verses for the sake of some friends. Makam rast, [echos]
plagal IV, usil sofyan, in Turkish Bou chousoule

159r In Greek [echos] plagal IV Toyn oxinpé koi adetnpd.

Lastly, Nikeforos again names one of his Phanariot songs “sark:”:

Rast Sarki Zinpd. pov tiyn éleog, Nikeforos Kantouniares, echos plagal IV, sofyan, verses by Nike-
foros Kantouniares, RAL 784, 70v / lasi 129, Iasi 129, 292 / Vatopediou 1428, 300.

The Terenniim in Vocal Compositions

The study of the corpus of the surviving vocal genres of Eastern music, finds that
their content is embellished with non-lexical syllables, corresponding to the Byz-
antine kratemata, which do not convey any meaning, rather give the voice the
ability to improvise without the restriction of a poetic text. Their use is universal
in the extended genres of the kdr and beste, while they are only used occasionally
in agwr semd’i, yiiriik semd’i and sarki. Terenniim is also found in one of the works
of undetermined genre in which all its parts are identical, in the folk song “Xoi-
peabe raumot, yoipeole”, and in the following compositions of undetermined
genre: Persikon Ar yi yi yi a to go go gor ri gi, NLG 2401, 122v, tdsnif persikon by
Abdilkadir Marighi, Leimonos 259, 184r, Gregoriou 23, 187v, and in Theopha-
nis Karykis’s work ending with the words Dowustum yelela... janim del del del er be
lanni tanni... rinetine zulfe.... The terenniim syllables are found either with or
without meaning. Listed below, as an example, are some of the syllables found in
Eastern musical genres:®?

a) Té-ne-nen, te-ne-nen-nd, ten-nen, ten-nen-ni, Ye-le-lel-li, De-re-dil-ld, dir-dir, Ld-nd, ten-dir, etc (ikdi
or anlamsiz terenniim)
b) A cdnim, aha abba, Ab cendnim, Beli 6mriim, Cédnd, Efendim, Gel, Gel efendim, Omriim cdnim,

etc. (lafzi or anlamli terenniim)

Their use in the East is documented from the 16th century at least, but their ori-
gin is unknown at present. In the literature on Eastern music they are generally
referred to as the genre of the terenniim. The term is of Arabic origin: tardnim is

65 An extensive catalogue of the syllables found in Ottoman music is given by Tanrikorur
(1991).
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the plural of tarnima meaning hymn or song.®® It has been determined that the
similar syllables of tanatin, tananin etc. were used in Persian classical music from
the 11th century for the comprehension and teaching of the rhythmic cycles,
and after the 16th century were replaced by the diim tek tekke etc. of the Otto-
mans.%” Their use in composition is not witnessed prior to the 16th century. That
is, they were exclusively confined to the areas of theory and teaching. From the
16th century onwards they are found in various forms, though they never devel-
oped into an autonomous genre as happened in Byzantine music. A possible ex-
planation is given by taking into account the fact that the neighboring non-
Greek peoples had no such need, since instrumental music occupied a dominant
place in high culture.

At first sight, the similarity between the names terenniim and terirem, as well as
between some other non-lexical syllables in use in Eastern music and those of
the kratemata of ecclesiastical music, are obvious:

Eastern Music  Byzantine Music

terennsim terirem
tint tint
tenena tenena

From the above, as well as by examining the way they were used in the available
vocal compositions, the following findings are obtained:

A. The two categories of ferenniim, that is, those with and those without mean-
ing, resemble the mathemata and the anagrammatismoi of the Byzantine melopoeia.
It is observed that the meaningful syllables extend the melody by repeating and
varying certain syllables of the poetic text, as occurs in the echemata:®

ale ge on ehe ge ge ge hantos abona gkaon allege (NLG 2401, 122v)

Jan tan pediela la pri pri pri ke (Iviron 1189, 122r)

Bouhou tasina taggana

anaiter hou tasina taggana (Leimonos 259, 185r)

B. The terenniims play a regulatory role within the structure of vocal composi-
tions, as is the case for the kratemata in Byzantine melopoeia.® The parts of each
composition are separated by terenniims. This phenomenon is seen universally in
kdrs and bestes, and to a smaller extent in agur and yiiriik semd’is. Reference must

be made here to the relevant sections concerning the transcribed kdrs and bestes
which are the most elaborate musical genres of Eastern music, as well as to those

66
67

Its root is rannama which means “to sing”.

See related, Bardakgi 1986:78-88, where a discussion of #s#ls in Marighi’s theory book is
also found.

68  See related Anastasiou 2005:77-97 & 123-167.

69 See in particular, Stathis 1979:149-160; Anastasiou 2005:123-126.
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works of undetermined genre, all of which were mentioned above and are exam-
ined here below.

Amongst the pieces of Eastern origin there is also a Greek piece, the Xaipsote
kéumot, yaipeate (Iviron 1189). In its poetic text, a terenniim is inserted, with sylla-
bles that are not in Greek but in Persian. Given that kratemata, at least of this
form, are unknown in the Greek tradition, as is their insertion within the musical
and poetic text, it is speculated that it is an excellent example of a cross-cultural
exchange.

C. The piece labelled “Persikon” in codex NLG 2401, as well as the tisnif persi-
kon of Abdiilkadir Marighi from Leimonos 259 enable the shifting back in time
of the date of the first use of the terenniim in art music traditions of the East, by
at least one century, to the 15th century.

The above, in conjunction with the discussion on kratemata in the section
about pegrevs, support the hypothesis of a significant cross-influence between the
art music traditions of the East and Byzantine ecclesiastical music. Given that
the work of G. G. Anastasiou has now provided a clear picture regarding the ap-
pearance and evolution of the genre of kratemata, from the late 13th century and
definitely from early 14th century,”” it can be reasonably speculated that, in an
unknown place and time and under undetermined circumstances, an osmosis
took place in the broader framework of relations and cross-influences between
the psaltic art and the music traditions of the Near East, which not only affected
the course of development of the pesrev by giving it characteristic attributes of
the kratemata, but also defined the form of the vocal compositions.

To the above, the traditional use of the terms of secular music to name krate-
mata, such as: nai, nagmes, pesrefi, tasnif and others, can be added. Moreover, a
link was found during the study of the kratemata bearing the name “pesrefi”. All
of these points, justifiably lead to speculations and theories of a common origin.
Additionally, it seems that prior to the 16th century, and now prior to the 15th
century according to the sources examined here, the ferenniim was not used by
the Eastern nations. The use however of non-lexical syllables such as tanatin,
tananin etc., by the Persians for the comprehension, memorisation and teaching
of the usils, already in existence in the 11th century, leads to the hypothesis that
the appearance and evolution of the kratemata and the terenniim are somehow re-
lated. The existence of non-lexical syllables in the Persian tradition perhaps be-
came the motivation or even the inspiration for the use of similar non-lexical syl-
lables by the Byzantine composers in the body of the musical text, while in turn,
Persian, Ottoman and Arab composers along the way, adopted the Byzantine

70 Interesting information on the Byzantine apechemata in the West is found in Maliaras
2007:387-394), estimating that these were already known to the West at least from the first
half of the 9th century, if not earlier.
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practice of using non-lexical syllables in composition, as well as their function as
a regulating section within the form of vocal compositions.

Phanariot Songs

The bibliographical references to this important genre of Neo-Hellenic artistic
creation are poor, concern mainly their poetic aspect, and are definitely dispro-
portionate to both the volume of the source material and its importance. For this
reason, the analysis of this genre will probably exceed the strict examination of
musical form. The genre of Phanariot songs was discussed by J. Plemmenos (2010)
in “Ottoman Minority Musics: The Case of 18th-century Greek Phanariots” and by
Nicolae Gheorghitd (2010) in “Secular Music at the Romanian Princely Courts
During the Phanariot Epoch (1711-1821)”. Other than this, the occupation with
the melos of Phanariot songs is limited to a few lines in the works of Samuel Baud-
Bovy, Adokiuo yia to Aquotikd Tpayovdr (Athens, 1984, pp. 58-60), M. E. Dragoumis,
“Anpoticny koi A0y povoikn oty mpogmavactotiky EAGSa” (T¢al, pp. 206-207,
240-243, 266-267, Athens, 1979/80) & “To gavapidtico tpayovdt” (addendum to
Miouayié, AvBoidyio pavapidruirng moinong, Andia Frantzis (ed.), Athens, 1993, pp.
283-298) and in L. Vranousis, Epnuepic 1797, vol. Tlpokeyoueva (Academy of Ath-
ens 1995, pp. 291-296 & 615-617), where a short musicological note by G. T.
Stathis can also be found”!. Lastly, a first small morphological presentation of
Phanariot songs as a special genre with general characteristics was included in the
accompanying text of the recording “En Chordais”, Petros Peloponnesios by the au-
thor of this book. In that text, an initial definition was given in the following note

“these songs have come to be called “Phanariotika” because their composers and lyri-
cists-cantors, men of letters and nobles-lived in the Phanar district of Constantinople or
came from it. According to Chysanthos, amongst the “Phanariots”, who formed the
Greek elite, there was even “a song —writing craze”. By absorbing Arabic makams and
combining them with Byzantine echos and French verse systems, they produced an in-
teresting musical output”.

The name “Phanariot songs” is considered suitable, as used by Samuel Baud-
Bovy (1984:55), Markos Dragoumis (1979/80:241-242; 1993:283-298), and Andia
Frantzis (1993:14), and is used in this book here as well. More rarely, amongst
psaltic circles, the name “psaltic songs” is found, encompassing, however, other
similar songs as well.

These vast majority of these songs in the manuscripts are notated in the Old
Method. Only the first stanza is notated and the rest of the verses, where given,
are sung according to its melody. The songs mainly preserved in the New Method
are songs by Gregorios and few or none by other composers. The exegesis of

71 Apart from the above bibliographical references, see also Politis 1966; Kamarianos
1959:94-112; and K. O. Dimaras (ed.), Totopia tiic Neociinvikijc Aoyoteyviag, Athens 1948.
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many songs were later included in secular music publications, printed and circu-
lated during the 19th century, while earlier, on the 22nd of May 1797, as already
mentioned, the first printed Phanariot song was published, transcribed into the
old music notation.”? The study of the available sources leads to the conclusion
that the period of their appearance is the third quarter of the 18th century, and
their peak lasted until the middle of the 19th century. A similar conclusion was
also reached by Andia Frantzis (1993:17) who wrote that:

“The manuscript anthologies, the mizmagies (mecmua’), flourish during the fifty years be-
fore the Greek revolution; more accurate boundaries of that practice remain however
uncertain”.

Around 1770, Petros Peloponnesios wrote the earliest musical anthology of
Phanariot songs and, from what it seems, he composed the oldest of them. It is be-
lieved that he himself was the one who introduced the genre of Phanariot songs.
This is supported by the following: firstly, the manuscript tradition shows he is the
oldest known composer of Phanariot songs, with the exception of Ioannis Protop-
saltes, who, even though was his teacher in the psaltic art, is essentially his contem-
porary and only one song is attributed to him. Secondly, he is the scribe of the
oldest surviving anthology of Phanariot songs in MS RAL 92773, Thirdly, com-
pared to the music teachers of his time, Petros seems to be the most familiar with
secular music and, as a result, given also his great talent in composition, was inno-
vative in creating a new genre. Finally, he wrote a great number of songs, a hun-
dred and twelve in total, which occupy a dominant place in the corpus of the mu-
sic manuscript collections and they comprise the basic corpus of the Phanariot
songs. The study of the surviving songs shows that Petros excels in this genre in
terms of quantity, the variety of the echoi and makams used, as well as the inclusion
of the works in many manuscript anthologies. The rest of the composers wrote a
much smaller number of songs and it seems they imitated Petros’s example.

Apart from Petros, the known named composers of Phanariot songs listed in
chronological order are: Ioannis Protopsaltes (1), Iakovos Protopsaltes (12), Pet-
ros Byzantios (10), Georgios Soutsos (15), Manuel Protopsaltes (1), Gregorios
Protopsaltes (31), Nikeforos Kantouniares (66), Athanasios Dimitriados (1), Io-
annis Konidaris (3), Panagiotis Pelopidis (7) and Ioannis Pelopidis (36). These,

72 See related mention in chapter “Historical Overview”, p. 71. Analytical bibliographical ci-

tations of these editions are found on p. 72. On the other hand, Phanariot songs in staff
notation were published in certain publications of the period prior to the Greek revolu-
tion, such as those of Guys and of Laborde: P. Guys, Voyage Litéraire de la Gréce, vol. 11,
Paris 1783, p. 41; J.B. Laborde, Essai sur la musique, vol. 1, Paris 1780, p. 427; Werner von
Haxthausen, Neugriechische Volklieder, Miinster 1935. Von Haxthausen’s transcriptions took
place in 1814-15, it was just that the manuscript was published much later. See related M.
Dragoumis 1979/80:241-242 and 1993:287, fn. No. 8, Leandros Vranousis, Pijyag, 1954, pp.
205-206.

73 For more see chapter “The Sources”.
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twelve named composers, and perhaps some anonymous ones as well, produced
the corpus of the known repertoire of Phanariot songs over a period of approxi-
mately seventy years.”* There are 295 songs preserved by known composers, and
133 preserved anonymously, that is a total production of around 428 songs.

A Few Words on the Poetry

Following here, are some observations on the poetry of the Phanariot songs. The
Phanariot songs give more weight to the verse than to the music. This is also
seen by the length of the melodic lines of each song in comparison to the num-
ber of verses, with up to twenty verses in each song. Often the initials of the
verses form an acrostic with a female name such as “Tapoitoa” (Tarsitsa), “Edgpo-
avvy” (Ephrosini), “Edtépmn” (Euterpe), “Mapicopa” (Mariora), “Byropizio” (Vitoritza),
“UdeZovopa” (Alexandra), “Zopitoa” (Sophitsa), “Zuapayditoa” (Smaragditsa), or a
male name such as “Tlavayiwtdxng” (Panagiotakis).”> The verses are in trochaic 15-
syllable, alternating 8-syllable and 7-syllable, 5-syllable or pseudo 10-syllable,
iambic and trochaic 8-syllable or trochaic 11-syllable, either catalectic or acatalec-
tic, with influences from the French and Italian poetry of the time.”® Their
themes are to a great extent romantic, while patriotic, laudatory, cautionary and
other songs are found, as well as some that take on the role of a riddle”’.

Their literary and aesthetic worth, is greatly doubted by scholars. Skarlatos
Byzantios (1869:599) states that such songs were:

“one more loathsome than the other”.
and went on noting that:

“But the poets of that time, lacking true poetry, as it is considered today, were con-
cerned with filling their vaccum of ideas, with rushed, but exact, rhyme and puns, in the
absence of loftiness, aestheticism, thythm and the rest of the virtues of poetic beauty...”.

Leandros Vranousis’8 characterises them as:

“most miserable verses, like most of their kind”

74 One song each is also found by the following composers, for whom however, it was not

possible to find any other information: Skouloumbris Chios, Yiangos Aga Siphnios, and
Spyridon Laphaphanas.

75 See for example the MSS: Gennadius 231, 24r-25r acrostic Tarsitsa (Tapoitoa); 251-26v
acrostic Ephrosini (Edppoavvy). RAL 1561, 1r acrostic Vitoritza (Bnropitia); 35v acrostic Al-
exandra (Akecavipa); 37t acrostic Panagiotakis (llovoyiwtaxng); 124r acrostic Sophitza (Zopi-
wla); 127v acrostic Smaragditsa (Spapaoyditoa); 157t acrostic Mariora (Mopicpa,).

76 See related, L. Vranousis 1995:296 & 619-620; Frantzis 1993:12, 16; Baud-Bovy

1980:1224-1226.

“Avtoviov Potewvod Tatpod aiviype otiyovpykov” Yroopdyyvlog dmdpyw, dmouéiavog eiu,

Nikeforos Kantouniares, echos plagal IV, rast, 6 2, (Vatopediou 1428, 288).

78 Leandros Vranousis, Pijyac (Boouc Bipaodnxn 10), Athens 1953, p. 209.

77
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describing the poetry as

“meaningless and dry”

and Dragoumis (1979/80:242) notes that they are distinguished by:

“boring rhyme, inartistically stated sentences and a plethoric use of Turkish words™.

Frantzis (1993:15) is in agreement with that, considering that:

“the Phanariots write verses with insistent and almost monotonous rhyming”.

However, she herself notes that:

“the verse making versatiliy of the Phanariots attracts special interest, mainly because it
heralds the development of the artistic Neo-Hellenic verse-making, not exclusively re-
lated anymore with iambic 15-syllable” (Frantzis 1993:16).

Lastly, three cases of bilingual songs are noted, where one half-verse is in the
Turkish language and the second is in Greek:

Giil ratzilir gibi biilbiil wynya kalmus, tpéyo. top’ adro ué Aéye, pérog dév dadodua ueic, unspeci-
fied, echos varys diatonic pentaphonic, rdbatii’l-ervih, sofyan: RAL 784, 53v / lasi 129, 255 /
Vatopediou 1428, 263.

Hey giniil fergiateileme sapreilecu zizeman, x’ ioexg tv Smopovipy pov Aoxn0ij 1 woyn p’ kdv, unspeci-
fied, echos V7%, beyiti, sofyan: RAL 927, 56r / RAL 925, 51v / LKP 19/173, 89r / ELIA, 52r /
RAL 784, 107v / CAMS P2, 27 / lasi 129, 116 / Vatopediou 1428, 107.

2 &va, wovi meil verdim odur benim biiyiik derdim, unspecified, echos plagal IV diphonic, saz-
kdr, sofyan: RAL 784, 73v / lasi 129, 299 / Vatopediou 1428, 309.

The poets are often the composers themselves, such as Petros Peloponnesios,
Iakovos Protopsaltes, Petros Byzantios, Georgios Soutsos, Athanasios Dimitria-
dos, Yiangos Aga Siphnios, Manuel Protopsaltes, Gregorios Protopsaltes, Nike-
foros Kantouniares, Ioannis Konidaris, Spyridon Laphaphanas, Panagiotis Pelopi-
dis and Ioannis Pelopidis.8? Other poets referenced or whose identity was possi-
ble to determine in the course of this book, are Yiangos Karatzas, Kyrillos Archi-
diakonos, Nikolaos Logadis, Govdelas Philosophos, Alexandros Sophianos,
Selim III8!, Athanasios Christopoulos, Dimitrakis Mourouzis, Alekos Balasidis,
Germanos of Old Patras, Giakovakis Rizos, Nikolakis Eliaskos, Theodorakis
Negris, Antonios Photinos, Dionysios Solomos, and loannis Vilaras, while the
poets of a great number of verses remain unknown.

79 RAL 925 gives the indication: edhos 1.

80 Petros Peloponnesios, Petros Byzantios, Manuel Protopsaltes, Spyridon Laphaphanas,
Panagiotis Pelopidis and Ioannis Pelopidis are listed as poets with reservation, since they
are not explicitly listed in the manuscripts as the poets of the verses of their songs.

81 The verses were composed in their Greek translation.
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Observations on Musical Form

Phanariot songs are found in a great variety of makams, but in a small number of
rhythmic cycles. It seems that the composers, and by extension the scribes, were
very familiar with the variety in the modal system, due to the great structural
kinship between echoi and makams. In contrast, they exhibit great discrepancies
in the naming of the usils, a fact that reveals their limited knowledge on the
topic. The vast majority of these songs are in wusil sofyan, even though songs are
also found in diyek, yiiriik semd’i, aksak semd’i, frengi and others. Often different
scribes give a different #s#/ in the description of the same song. The songs are
generally two-part, and these parts are of differing lengths, with the second part
acting essentially like the miydn in the vocal genres of the art music of Constan-
tinople. In the miydn, a movement is observed to the higher range of the makam,
that is, a melodic climax is observed. Hence, a typical form of Phanariot songs is
the following:

1%t verse first melodic line + second melodic line

20d verse (Miyan) third melodic line + fourth melodic line

The development of the melodic phrases directly depends on the make-up of the
verses of each song. For example, the pattern of a stanza made up of two decap-
entasyllabic verses is very common. Each stanza in turn is developed into four
melodic lines of two bars each, which follow the behaviour of the echos - makam
that the song belongs to:

Petros Peloponnesios, T7 oxinpdric elvar pix pov, echos IV legetos, makam segih, usil sofyan. RAL
927, 38v

m v & KN\ GOV my o v v
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Gregorios Protopsaltes, Mdvov elooa mod ko’ éog, echos plagal 1 phthorikos, beydti-
arabin, Cifte diiyek. LKP (dossier) 76, 3

Part I

O t# & . » bw‘ * o f o

(Y § e 163 | | | | | | | | | | 1
A d ' 10 | | | | | ———— | | | |
}lﬂ\ N "i Inmmm— T T — " U

n do wm ng

Another common form is the two-part structure with the asymmetric pattern of
two melodic phrases of two bars each in the first part and three phrases of two
bars each in the second:

Metre PartI PartIl Verse Song
10 4 24242  15-syllable+84+8+7  "Evag eduoppog mlavijtng
10 4 24242 15-syllable+8+8+7  Tpélere épwreg élane

Moreover, an example of a more extended form is found in songs where the me-
lodic development extends to twenty bars. In the first part, there are two melodic
lines of four bars each in the first type of 15-syllable verse, while the second part
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presents four melodic lines. Of the four lines of the second part, the first two are
two bars each, and the last two are four bars each. The three first lines of the sec-
ond part are in the second type of 15-syllable verse and the fourth line repeats
the second half-verse:

Metre Partl PartII Verse Song
20 4+4  2+42+4+4 15-syllable Zvldoyn moAl&dv yopitwv
20 4+4  242+4+4 15-syllable T ivodor képe Sépu

Gregorios Protopsaltes, Zvhoyn moAdv yopitwv, echos varys heptaphonic chromatic,

evig-ard, sofyan.

Al: Zvloyn moAAdV yapitov
A2: ¢ £va odpa v 5007
Blo: pit éedvn

B1B: uit’ fovodn

B2a: pAt’ kv vt eino0el
(See figure 15)

Ié ivedor kéue dépr, Gregorios Protopsaltes, echos plagal 1, suf biselik, sofyan.

Al: Tha ivedet ke déet
A2: Gduca v Tupavvelg

Bla: v kopdid mov

BI1B: o6& hatpedet

B2a: v povedoelg 6&v movelg

B2B: v povebdoeig 6&v movelg

This repetition of a part of the last verse with a different melodic line is a struc-
tural element borrowed by the vocal genres of the Ottoman court and is called
nakarat. The phenomenon of repetition of verses or phrases is observed in vari-
ous forms, the main one being the repetition of each verse with a variation of the
last bar acting as a bridge to the subsequent phrase:

Gregorios Protopsaltes, Fimla kai ndla &milw, echos plagal 1 spathios, hisdr biselik, ¢ifie
diijyek (Stathis, 2v - 3r).

Cadence 1a
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Cadence 1b

Cadence 2a

Cadence 2b

"Evog ebuoppos miavijtng, Gregorios Protopsaltes, echos plagal IV diphonic, sizkir,
sofyan, verses by Nikolaos Logadis (LKP 152/292, 23).

Cadence 1a

Cadence 1b

In general, there is great diversity in the structure of Phanariot songs. As men-
tioned above, song structure directly depends on the metric pattern and the struc-
ture of the poetic text. However, that does not mean that a song with decapenta-
syllabic verses, for instance, will have the same melodic development as another
with decapentasyllabic verses. Each composer had the freedom to construct the
melodic development of each song as he so desired; there were no restrictions
placed on form. The following cases are listed below for the sake of example:
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Metre Partl  PartII  Verse Song

10 4 442 15-syllable "Exeis pd¢ 1ov kdAlog voipi
12 6 6 alternating 8 & 7-syllable Blérw vai nd¢ dupiféiers
16 10 6 alternating 8 & 7-syllable Tavdaudrap eiv’ 6 épag

16 4+4 4+4 alternating 8 & 7-syllable Eic &vo. kaAlog Qavpaotdv
16 4+4 4+4 4 X 8-syllable 270 taleld tijg {wijc pov

20 4+6 4+6 15-syllable+8+8+7 X 2 Mz tag {onpag dxctivog

24 12 12 8 + 15-syllable & 15+8-syllable  Tag oeiprivav uedwdiog

28 4+5+5 5+45+4 alternating 8 & 7-syllable Ti meprpopd dOiia

The “rules” stated and described above have exceptions as well. These are songs
which are classified as Phanariot, but follow the structural rules of other genres,
such as the kdr, the beste, the agir semd’i and the yiirik semd’i. The compositional
output of Georgios Soutsos is exclusively of the above forms of the Ottoman
court, something that is not seen in regard to any other composer.8? The relevant
sections where these genres were examined, in each case mention the songs pre-
served in ecclesiastical music manuscripts that have Phanariot verses. Here, this
phenomenon is simply noted, since these works follow the rules of the afore-
mentioned genres. They are also named “Phanariot songs” because with the ex-
ception of their musical form, they fulfil all other classification criteria of this
genre: poetic text, social environment they were created in, composers etc.

Phanariot songs, in general, were influenced by the vocal genres of the Otto-
man court, especially by the sark:, which seems to have been their prototype.
Sark: was the shorter and “lighter” of genres, and its preferred usils (two beat up
to fifteen beat) are more reminiscent of the Phanariot songs than lengthy com-
positions that use rhythmic cycles starting from twenty-beats and reaching up to
one-hundred and twenty-eight. Moreover, most Phanariot songs are named
“sarkis” in their headings by the authors of Pandora. In contrast, similar explicit
labels are absent in manuscript collections, with the exception of the transcrip-
tions of the garkis of Turkish composers as well as the following two songs:

Rast Sarki, Zxdnpé pov toyn &eog, Nikeforos Kantouniares, ecos plagal IV, sofyan,
verses by Nikeforos Kantouniares, RAL 784, 70v / Vatopediou 1428, 300.

Nisdbiirek Sarki, Gonuler sangaidini Georgios Soutsos, echos plagal IV, sofyan short, verses
by Georgios Soutsos, RAL 784, 173v / Vatopediou 1428, 342.

Nonetheless, apart from the above influences, these songs were definitively in-
fluenced by the post-Byzantine melopoeia — the climate in which they were born
and flourished. The character of the music of Phanariot songs resembles that of
the fast sticheraric or the slow heirmologic style of ecclesiastical music, always
within the narrow bounds of the style of the stanza. Each syllable is presented

82 See relevant catalogues in chapter “Catalogue of Secular Compositions”.
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with two up to four vocal signs. Usually, a syllable takes up two beats, while of-
ten it occupies three and a half beats according to the following pattern:

"Exeis pdg pov kéiiog vobpu, echos IV, segdh, cifte diiyek

[y \ —
E YEG M

"Evog ebuoppog mhavijng, echos IV diphonic, sdzkdr, sofyan
H_#
-t

E vag

\\QJ)} m ! 4 | [ — ]

v Ao

Hovdaudrwp etv’ 6 épwg, echos IV with zygos, miiste’dr, ¢ifte diiyek

g §| E | | | | I
Q) | | |
Ila voa

"EAmilo kai médi &milw, echos plagal 1 spathios, hisdr biselik, ¢ifte diiyek

N ‘ pm—
(Y § | | | | | ]
% ' | |

n oV

In very rare cases it exceeds four syllables, like in the song T7 mepipopé é0iia,
where it takes up to six:

Ti meprpopa aOAia, echos IV, miiste’dr, diiyek.

[ {an W [
\\QJ)} I =] =] [T U [ [ 1 [ ]

Ka T o]

Another interesting element alluding to the environment of ecclesiastical music
is the total absence of a purely instrumental part such as an introduction or a
bridge. That leads to the conclusion that perhaps they were sung without in-
strumental accompaniment or, that it was not deemed necessary. And this is a
clear distinction from the vocal genres of the Ottoman court, which contain in-
strumental parts either as introductions or as bridges. Unfortunately, there is no
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available direct or indirect information on the topic of instrumental accompa-
niment of the Phanariot songs, even though it is known that some of their com-
posers (Petros Peloponnesios, lakovos Protopsaltes, Petros Byzantios and
Gregorios Protopsaltes), and Athanasios Christopoulos the poet, played musical
instruments.

With these above notes, the discussion of Phanariot songs is completed. The
above discussion certainly does not completely cover the issue of their structure,
however, it is the first systematic presentation, and it is hoped it will contribute
effectively to possible future research.

Works Unclassified by Form and/or Tradition

In the previous section, genres that were already known, were examined. More-
over, they are genres, for which an analysis possibly leads to safe conclusions,
since there are adequate available sources. However, some of the works of secular
music are not classified into some specific genre. Here, some observations are
state, as a starting point for their further investigation.

Ar yiyiyiatogogogorrigi Persikon, echos IV, NLG 2401,122v.

The codex dates from the early 15th century (see plate 1), and is the earliest sam-
ple of secular music written in Byzantine notation. The score spans eleven lines in
the Byzantine notation of the time. It is known that a multitude of kratemata have
been preserved bearing the title “perstkon” or “atzemikon”, which however, were ex-
cluded from the field of study of this book since there is no other evidence sup-
porting their classification into secular music. In this instance, the certainty that
this piece is indeed a transcription of secular music stems from the examination
of the poetic text,®? the body of which includes extended zerenniims:

ale ge on ehe ge ge ge hantos ahona gkaon allege

ne e ge ge he ge ge be ge ge da ni gi gi tou mpel ha // gi

hair haiar agiar yi argiar argarou ti animehe gegetzi

rillavaga rimeizi animegge anatla fafigi

ehege hege hart ou a tlafa figi ehegege

hegege hegege ihalmpir varou tanatiri

tanatiri tanatiri na tanatiri tanatiri tanatiri tanatiri na tiritana
tirita tirita na tilile tilile tilile tati

rititana tirita rataila titivi taraila tititi tanatirite yatirilala

lela e jiam halmpir varon

83 This piece was examined together with renowned Iranian musician, Kiya Tabassian.
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It is nonetheless very hard to define the genre of this particular composition and
to discern any specific characteristics pertaining to form. Only two martyriai di-
vide the text, which do not seem to define special parts. More conclusions can
be potentially drawn from a future exegesis of the piece into the New Method .

Tasnif Persikon Ab yarim, eteroud ritteri tina tillilir Abdiilkadir
Maraghi, echos I, Leimonos 259, 184r

In the manuscript tradition, the term tasnif is found as a name in kratemata such
as that of Chrysaphis in echos 184. As well as this, the term is known from Persian
art music.? However, in Maraghi's time, the term ‘asnif was used to refer in gen-
eral to the genre and not some specific form. This piece is particularly extended
as it occupies four pages of score in the old notation. The first two and a half
pages are in echos I, and the other one and a half pages are in echos 11 with inter-
mediate transitions to other echoi. The form, discerned by examination of the
score, is as follows:

[short phrase of poetic text]

terenniim (five and a half lines)

[short phrase of poetic text]

terenniim (fifteen and a half lines)

[three lines of poetic text]

terenniim (three lines)

[three lines of poetic text]

One line of terenniim

[three lines of poetic text and short phrases of terenniim)

This is a unique sample of a notated secular composition from the 15th century
and its importance for that reason is great (see plate 3).

[Composition of undetermined genre]| Anene... Anene... Doustum yelela...
Janim del del del er be tanni tanni... rinetine zulfe... Theophanis Karykis,
echos plagal I, Megistis Lavras E9, 141v / Iviron 1203, 176v / Ecumenical Patriarchate 6,
111v / Iviron 1080, 94r / Koutloumousiou 449, 205v / NLG 897, 425v / NLG 941, 404r /
NLG - MHS 399 / Iviron 988, 366v / Great Meteoron 416, f. 56a / Koutloumousiou 446,
517v / Panteleimonos 1012, 241r / NLG 2175, 814v / Xeropotamou 330, 378r / Xeropotamou
305, 310v / LKP 45/195, 551v / NLG - MHS 722, 386v.

84 No citations to particular codices are given, since it is included in the content of nearly all
Kratemataria, both as a self-contained codice or as a special section inside the Papadikes.
85 On the tasnif see, as an example, Tabassian 2005; Talai 2005.
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Karykis has a leaning towards secular music, and apart from this composition,
kratemata of his are known, which even though are classified as ecclesiastical mu-
sic, bear titles which reveal clear influences from secular music: ethnikon (§0vixov),
nai (véa), ismailitikon (iouomiitiév), pesref (meapép). This composition is found in
many manuscripts, exegised into the New Method by Chourmouzios Chartophy-
lax as well, therefore any differences pertaining to its notation or musical form
can be readily observed. It unfolds like a kratema, and it is possible to distinguish
the following parts:

a nenanismos ending with the word “dos”
b tererismos ending with the words “doustuum yellela”
C nenanismos

d tererismos

while at the end its poetic text ends with words of Persian origin, which however
are reminiscent of the cadential phrase of a Zeste:

Doust ai teremet nena... doustum yelela janim del del del er be tanni tanni ni rinetine zulfe an doust /
Janim dil dil kendi zulfe yek doust.

The above lead to the conclusion that Karykis attempts to compose secular mu-
sic but, without knowing it sufficiently, he moves between the genre of kratemata
and that of the beste or the pesrev with the use of non-Greek syllables (see figure
4).

Yene Persiab jibanon Theophanis Karykis, echos plagal I, Sinai 1327, f.
190r - Aineserdi loasaph the New Koukouzelis, echos plagal I, Sinai
1327, f. 190v

No parts, terenniim or other characteristics pertaining to musical form are dis-
cernible in either work. It is concluded that both works are compositions of po-
ems from the Persian or Ottoman language with a melodic behaviour alluding to
the genre of beste. However, the genre cannot possibly be determined with cer-
tainty.

Avapyos Ocog karaféfiyre, [unspecified composer], echos 1, Gritsanis 8,
324 (see figure 5)

This manuscript preserves the oldest notated version of the alphabetic acrostic
song on the birth of Jesus Christ.8¢ It is in echos I and echos plagal I and the poetic
text unfolds with the first letter of each verse being one of the twenty-four letters
of the Greek alphabet. The transcription is of great importance as it allows the
comparative study of a “song” which oral tradition has preserved through to this

86 On the religious alphabetic acrostic songs see more in Kakoulidis 1964, especially pp. 17-
20 and E. Sagriotis, “Aleaprrikai dxpootiyides”, @opuiys, pp. 2-3, Season 2, Year 4 (6) vol.
23-24, (15-31 March 1909).
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day. Indeed, this particular alphabetic acrostic song, since it belongs to the popu-
lar genre of the carols, became wide spread as a folk song among the refugee
populations. However, both in its poetic text and in it its melody, its art music
origins are evident.

The importance of this particular composition is also due to the fact that all
twenty-four stanzas are given in music notation. It is observed that the alphabet
evolves melodically in two alternating musical themes with the exception of the
first verse “Avapyog Ocdg katapépnre”, the melody of which is different from the
rest:

1% Theme

"Avapyog Oeodg katoféPnie

274 Theme

Baoevg tdv hmv kai Koplog
Aedrte év ommhaio Bedoachot
Zntodv mpockvvijoar tov Kvprov
B¢, Baolevg mpoarmdviog
Kpagetr xai Bod mpog TovG Aettovpyols
Méya kol PPIKTOV TO TEPACTIOV
Eévov kai mapadolov drxovopo
[TaAv obpavoi Rvedydnoav
Efuepov T0 TavTo DPPAivovTaL
“Y uvoug kol deNceLs avEUEATOV
Xdapw 1oig avOpomnolg Eméhapnyey
Q mopOevopritmp kai Aécmotva,
3'd Theme

I'myevr|g okiptaton kai yoaiperon
'EE Avatol@dv pdyot Epyovron
"Hveykev GoTthp piryoug 0dnyodv
Todov kai ‘Hpddng mg Epadev
Aéyeton copot Kol diddoKorot
Nokto Toorne piipe fikoveev

‘O poxpobopnoas kai eHomioyvog
Ptopeg €xbovteg mpocénecov
Ta&eg t@dv ayyérov éEéotoay
DG v 1@ ommiaie avéteihey

Yarhovteg Xpiotov OV Ogov udv

The poetic text exhibits similarities, to some degree, though without music nota-
tion, to the surviving version in the MSS Megistis Lavras K113 (year 1518),
Megistis Lavras K 22 (year 1697), Megistis Lavras I 165 (17th century), Dochi-
ariou 124 (year 1712) and University of Thessaloniki (year 1792). The main simi-
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larity of these manuscripts, which preserve only the poetic text, with Gritsanis 8
is the absence of the stanza returns Epovpéu, Ayioc etc., which are known from
the version recording the oral tradition of the Pontos refugees in the journal
Xpovird 1o [lévrov 1 (1943-44).

Incomplete Transcriptions from MS LKP (dossier) 137

This manuscript is dominated by a series of transcriptions bearing only the
makam name as a title that have a score without words or terelela etc. Relevant
excerpts from the analytical catalogue are listed below:

12r
12v

14r
15v
l6r
16v
17r
18r
18v
21r

21v

23v
32v

33r
33v

34v

35r
35v
36r
36v
39r

sdzkdr
nibavent
‘ussak
pencgih
hiciz
arazbir
nihiift
‘ussak
rédhatii’l-ervib
‘ussak
evig
bisdr
nikriz
nikriz
biiseyni
diigdh
arazbir
sdzkdr
rast
nim diigdh
beydti
hisdr beydti
arazbdr
‘ussak
sdzkdr
biizzdm
biizzdm
nevd
arazbir

rast
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39v  niihift [echos) IV

evig [echos| varys
40r  Miiste’dr

mdhir
It cannot be excluded that some of them are makam seyirs or part of a kiill-i kiilli-
ydt pesrev. However, most likely, Petros wrote the music aiming to complete the
poetic text or the ferella, and the rest of the annotations later. This suspicion is
supported by the fact that many of the scores have a melodic development
greater than what was common in the “methods”. In some of them especially, the
indications “twice” and “m/ilazime]” are found, clearly alluding to a pesrev or a
semd’i. Furthermore, it is found that these pieces are not ordered sequentially but
have other compositions interspersed between them. Also, some of them are re-
peated in subsequent folios:

12r  sazkdr & 32v sazkdr & 35r sazkdr
12v  ‘ugsak & 17r ‘ussak & 18v ‘ussak & 14r pencgdh
16r  ‘arazbdr & 32v ‘arazbdr & 34v ‘arazbir & 39r ‘arazbir
16v  niihiifi & 39v nibiifi
21r  evig & 39v evig
nikriz & 21v nikriz
32v  rast & 39r rast

35v  hiizzdm & 36r hiizzdm
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I1 Echoi and Makams — Rhythmic Cycles and Usiils

The main identifying elements of compositions in modal traditions, are the
names of the echos or the makam, and the rhythmic cycle that governs it!. An-
other important element, is the study of its melodic behaviour (its modulations
and movement between makams) and the rhythmic variations between its differ-
ent parts. Secular music manuscripts offer interesting information on these top-
ics. Listed below, are some observations which bring forward new elements, thus
contributing to research on theoretical issues. The first direct finding is that two
time periods can be clearly distinguished. During the first, from the 15th
through to the 17th century, the scribes give only the echos in the heading of
each piece, either with its initial martyria or with the use of letters (echos o', B’
and so on, except for varys which is given in words). Any kind of reference to
makam and usil is absent.

During the second period, that is, from the 18th century onwards, a qualitative
differentiation appears: the makam and the usil are mentioned in each piece and a
more explicit reference to the genre of each composition is made, thus forming a
more complete identity for each piece. Concerning theoretical treatises, in the
early 18th century, Panagiotis Chalatzoglou (Iviron 968, 731-740) first attempts the
corresponding of echoi to makams, and makes the first presentation of the rhythmic
cycles of secular music, the #s#ls. Around two decades later, Kyrillos Marmarinos,
continuing the work of Chalatzoglou, goes a little further and also gives the ex-
tended apechemata, that is, the short musical phrases exposing the nature of around
seventy makams. Additionally, in one of his compositions (Panteleimonos 994,
323v), makam Hiiseyni'is given in correspondence to echos plagal 1.

However, clear indications of the makam, the usil and often the genre as well,
are given for the first time in the four autograph collections of Petros. They are

1" The following references are examples of works from the very broad and very rich bibliog-

raphy on the topic: Alygizakis 1990; D’ Erlanger 2001; Ezgi 1933- 1953; Feldman 1996:
195-299; Mavroidis 1999; Ozkan 1987; Tala’l 2000; Jiirgen Elsner & Risto Pekka Pennanen
(ed.), The structure and idea of magam, University of Tampere, Tampere 1997; Habib Hasan
Touma, The Music of the Arabs, Portland 1996; Ungay 1981; Yekta 1922; Signell 1977; Owen
Wright, The Modal System of Arab and Persian Music, A.D. 1250-1300, London 1978, Ioan-
nis Zannos, Ichos und Magam, Bonn 1994, Amir Hosein Pourjavadiy, Nasimi, Nasim-I Ta-
rab, The Breeze of Euphoria (a Sixteenth Century Persian Music Treatise). Teheran: Iranian Acad-
emy of Arts, 2007. See also the relevant articles of Mahmoud Guettat, Thomas Apos-
tolopoulos, Markos Skoulios, Tufic Kerbage, Walter Feldman, Fikret Karakaya, Daruish Ta-
lai, in the collaborative work W. Feldman, M. Guettat, K. Kalaitzides (ed.), Music in the
Mediterranean, “En Chordais”, Project MediMuses in the context of European Union pro-
gramme Euromed Heritage II. Thessaloniki, as well as those of Karl Signell (pp. 47-58),
Scott Marcus (pp. 89-92) in Danielson, V., Marcus, S., Reynolds, D., (ed.) 2002, The Gar-
land Encyclopaedia of World Music, Volume 6, The Middle East, New York and London; Tan-
rikorur 2003:85-105, in chapter “Tirk Musikisinde Usd#l-vezin Miinisebeti”. G. Smanis,
2011.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

262 KYRIAKOS KALAITZIDIS

given, either by name in Gritsanis 3, LKP (dossier) 60 and LKP (dossier) 137, or
with the use of symbols in RAL 927. In the late 18th century, makam indications
are found in MSS Iviron 1038 and Gennadius 725, and both makam and wusil in-
dications are found in MSS RAL 653 and LKP 19/173 (the scribe of the latter be-
ing Petros Byzantios), a custom which was subsequently followed by the rest of
the scribes.

Finally, it is worth noting that the scribes never mention the makams or the
rhythmic cycles in folk songs, neither are they mentioned in the transcriptions of
the 16th and 17th centuries, nor in those of the 19th century. Indications of
makams and wusils are also generally absent from the vocal genres of Ottoman
music, as well as from the various songs labelled “persikon” and “atzemikon”. It
seems that, unlike instrumental compositions, the identity of each work in such
cases was adequately determined by the incipit, making a reference to the makam
unnecessary.

Echoi and Makams
Primary and Secondary Makams

It is known that the modal system did not remain static but evolved over the
course of centuries. This had a direct impact upon the use and categorisation of
the makams, which are the core of the theoretical system. Some of them gradu-
ally fell into disuse, while others appeared or were invented along the way. Fur-
thermore, in some periods, certain makams were more important than others.
This is not only demonstrated in the whole of the theoretical tradition, but is
also understood from the study of the music collections of the time, with or
without notation?. The information obtained from the research embarked upon
for this book, confirms the above claims, though the findings are limited to the
18th century. Before that, the manuscripts do not make mention of the makam
or the wusil. With 1830 as the end chronological boundary of this study, any at-
tempt at painting a picture of the 19th century would be incomplete. In addi-
tion, there is satisfactory information from other sources on the 19th century re-
garding the makams and wsils, therefore any contribution offered by this work
would be of lesser importance.

The sources examined here, are mainly the four manuscripts of Petros Pelo-
ponnesios, as well as Panteleimonos 994 (one makam reference), Timios Prodro-
mos 93, 251r (one makam reference), Gennadius 725 (two references), and Iviron
1038 (one reference). Their content concerns Ottoman music, except for the two
Phanariot songs of Gennadius 725. Petros, with very few exceptions, always men-
tions the makam, and fifty-one makam names in total are found in his manu-

2 See related, Feldman 1996:234-236 and Wright 1992.
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scripts. He usually omits the makam name in vocal compositions, as well as in
some semd’is, which are in the same makam as the pesrev presented immediately
before them. From the fifty-one makams named by Petros, some appear in higher
frequency (listed immediately below), which indicates their importance in the art
music practice of the court:

hiiseyni (35 works)3, hicdz (25), ‘ussak (18), nevd (17), rast (17).
Some others appear less frequently:

segdh (13), evig (13), beyatl (13), nibavent (12), isfabdn (11), saba (11), [hiiseyni] ‘asirdn (11),
hiizzdm (10), ‘arazbdr (9), diigdh (9), acem (8), irak (8), mahir (8), nihifi (8), muste’ar (7), yegdh
(6), bestenigar (6), sazkdr (6), réhatii’l-ervdh (6), nikriz (5), biiziirk (5), pen¢gdh (5), hisdr (5).

And finally, others are more rare:

biiselik (3), sehndz (3), cArgdh (2), kiirdi (2), mubayyer (2), mubayyer biselik (2), rebdvi (2), rdbat-fezd
(2), nisdbir (2), ‘acem-‘agirdn (2), sehniz-blselik (2), sultini-irak (2), siinbile (1), tahir (1), havi
acemi (1), havi (1), hiimaydin (1), baba tibir (1), acem kiirdi (1), nevgiilat (1), nevriiz acem (1), necd
(1), karcigar (1).

It is difficult to draw conclusions about the importance of the makams in each
century with surety, since the dated pieces from the 15th and 16th centuries are
very few — two and ten respectively — while there are twenty-six from the 17th
century. Moreover, only the compositions by known composers allow for accu-
rate dating. The anonymous compositions, which occupy a significant part of
the transcribed repertoire, remain undated.

Petros does not distinguish primary and secondary modal entities in his tran-
scriptions. He names them all makams, even though many of them were initially
terkibs*. In the middle of the 17th to the early 18th century, the term denoted a
type of scale, but in no way did it mean a “makam”. According to Cantemir,
miirekkeb (mix) and ferkib (combination) defined the modal entity more precisely,
and he criticised his contemporaries for ignoring the distinction between makam
and terkib. Indeed, he writes in his theory book that:

“due the fact that a number of terkibs are more prominent than others, among musicians

it is a widespread error that they are named “makam”... Nevertheless it cannot be denied

that every ferkib is subordinate to a major makam”.

The dominant presence of hiiseyni is also confirmed by other musical collections of the
time. See Feldman 1996:234-236.

Here the term ferkib denotes a modal entity, and not a structural part, as examined in the
chapter “Genres of Secular Music”.

See related Feldman 1996:231-232, containing translated quotes in English from
Cantemir’s work, with the relevant citations.
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The way the term makam is used by Petros, already evident by the third quarter
of the 18th century, witnesses its universal use, the gradual elimination of the
term ferkib as a modal entity, and its concurrent conversion to a component of
the form of instrumental compositions. A similar view on the topic of the estab-
lishment of the term makam in all terkibs is also expressed by W. Feldman:

“Throughout the 18t century we can see the gradual elimination of the various catego-

ries of modal entities, resulting in an “open-ended” modal system by the mid-19th cen-

tury through Turkey and much of the Ottoman Empire”.6

This transitional period is highlighted in MS Gritsanis 3 and especially on ff.
188v - 196r. Therein, as was also noted in the chapter “Genres of Secular Music”,
the term ferkib is used with both meanings: as a modal entity and as a compo-
nent of the form of a composition. More specifically, in the hicdz nev kislit fahte
pesrev of Kemani Yorgi, Petros lists around thirty-one ferkibs in an equal number
of different makams, in addition to the main makam of the pesrev’. The exegesis of
some ferkibs from this particular work by Thomas Apostolopoulos proves the
above and leads to a number of observations:

a) Each terkib extends over two or four rhythmic cycles.

b) The listing of so many ferkibs in so many makams, does not adhere to the logi-
cal development of a pegre.

c) It is obvious that the treatment of the melody goes beyond the logical struc-
ture of a pegrev and is more similar in its characteristics to a kill-i kiilliydt pegrev.

6 Feldman 1996:231 and 2005b:231-234. This topic is also mentioned in the chapter “Gen-
res of Secular Music”, pp. 206-207.

7 See the analytical description in the chapter “Genres of Secular Music”, pp. 206-207.
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Miilazime of hicaz pesrev nev kislit, Kemani Yorgi, [echos plagal 1], fabte: Gritsanis 3, 188v
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4t perkil of miilazime: kiirdi
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Modulation - Transposition

With the exception of two manuscripts, LKP (dossier) 60 & LKP 2/59a, clear
written indications of modulation or transposition are generally absent from the
sources. Relevant conclusions are drawn only by locating phthorai and by the me-
ticulous study of the melodic behaviour of each composition. For example, the
bestenigdr pesrev of Hinende Zacharias (Gritsanis 3, 5v) is lacking relevant written
indications. Its exegesis into the New Method by Thomas Apostolopoulos, makes
it possible to recognise transitional movements to hiseyni and to ‘ugsak, as well as
a longer transition to Aicdz in the son hine.

Son hdne

Hiiseynl
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The movement to hicdz is discerned in the manuscript by the existence of a
chromatic phthora, while the other two transitions are deduced by the movement
of the melody, the dominant notes and the cadences.

Below is another example, two centuries earlier, from the #isnif persikon by
Abdilkadir Maraghi. The second large section of the piece is in echos II -
makam hiizzdm. The last part of that section is dominated by two lengthy transi-
tions to echos plagal I — makam hiiseyni. The transitions are recognised by the me-
lodic behaviour, since written indications or phthorai do not exist in the exegesis
of the piece, with the exception of the two martyriai of the chromatic and dia-
tonic genus:

ol
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It is worth noting that Petros Peloponnesios, in MS LKP (dossier) 60, defines the
initial note of each composition, as well as the initial note of each of its parts,
explicitly by name:

3r  The diigdh devri kebir from diigdh
the miilazime from diigdh

3v  orta hine from rast
284 ferkih from sebndz and hicdz

24r  Hicar tevir, starts from biiseynt
the miilazime from hicdz
204 ferkib from hiiseyni

24v  the Son hine from hiiseyni

Similar information is given in almost the whole manuscript. In some cases, he
names the movements to other makams:

27t the son [hdne] from nevd with beydii and nibavent
204 ferkib from ¢drgdh with nibavent

41r  the son hdne from diigih with hiciz

47v  the son hine from nevd with nibavent

In nine out of fourteen cases where Petros annotates the movement to another
makam, he does so at the last part of the instrumental composition, the son hdne®.
The practice of the modulation taking place in the last hdne existed in the 18th
century, and Petros’s transcriptions confirm that.

In fragment LKP 2/59a, Gregorios continues and improves the method of rep-
resenting movements to other makams, in relation to the initial presentation
found in LKP (dossier) 60. He is more analytical and descriptive, and as already
discussed, that may be indicative of a possible educational dimension to this par-
ticular work?. His main differentiation is that within the score, the annotations
refer only to echoi, either by name or by the use of phthorai.

Another terkib of ser hine [echos| plagal I Terelelele
Another terkib of orta hine Terelelele

Makam names are used in the headings of the pieces, and sometimes also in the
explanatory texts inserted at the beginning of, or within a piece. The only place
he does not follow that rule is in the note:

5th hine, the last one, starts [with] hizzdm Temtirilelele (2v).

See relevant reference in chapter “Genres of Secular Music”, pp. 209-210.

It should probably be taken as a given that Gregorios had taken manuscript LKP (dossier)
60 into consideration, since it was found in the remnants of his archive which are now part
of the library of Konstantinos Psachos of the University of Athens.
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In the plain text descriptions of modal movements, he uses the names of the
notes of Eastern musicl?, and almost never those of ecclesiastical music. Analyti-
cally, his descriptions are as follows:

Ir  [...] Beydii starts from echos IV and it finishes on aneanes and instead of ewvig it touches
acem a few times touches evi¢ and the phthora of neanes is placed so to know when it has
to be acem and when evig; this pesrev also mixes in hiizzdm when you see the phthora of
neanes on nevd then it is hiizzdm; it also does arabin with the same phthora with the dif-
ference that we put the nenano on gerdiniye so that we know instead of evig we use mdbir
and then gerdiniye which becomes arabin when we put the nana on tiz segdh we use siin-
biile instead of #iz segdh and when we put the nana on segih we use kiirdi instead of segdh
and when we put half phthora on irak we descend only half a tone, that is, from mubayyer
to sehndz, from gerddniye [to]| mdbir, from evi¢ to acem, from hiseyni to hisdr, from nevd
to hicdz, from ¢drgdh biselik [to] seghh ///// from diigdh zirgile [to] rast //// that is from
irak acem os kairon o (sic) /// we descend half a tone [when] the half phthora is placed;
while in the ascending [movement] whole phthorai are placed so that ascending from
‘asirdn to ‘acem we put [phthora of nana sign given], ascending from diigdh to kirdf again
[phthora of nana sign given), from biiseyni to ‘acem again [phthora of nana sign given],
from mubayyer to siinbiile again [phthora of nana sign given], however as soon as the
phthora is placed on a main perde, then nenano is placed, that is, hicdz on agia, mihir on
gerddniye and gebndz on mubayyer and so on //// tiznia //// ///// such is the way that the
phthora of nenano is placed, so here is the beydti [...]

Iv  beyiti, echos IV terelelele
second hdne called the miilazime, [echos] plagal IV terelelele

2r  And again the miilazime up to this point where it has the neagie and then the teslim is per-
formed by ascending to evi¢ and it finishes on zevd to enter the orta hine with a good is-
titai (sic) because the orta hine starts from gerddniye, so that is how it finishes, you ascend
from rast to evig like that
lechos] plagal 1V terelelele
And again [the] orta hdne and at the end as it is with the red [writing] only with the two
it finishes [on] rast and here is the 4th hine that is the zey/which starts from biselik ...

2v Note that this hdne starts from biselik and works like this: biselik ¢drgdh nevd and hiizzdm
up to where the phthora of (echos plagal 1) is found on top of the three ison signs which
as on the perde of ¢drgdh then follows the hiiseyni and raising the phthora it works from
there as hsiseyni acem hisir up to this martyria (....) that is in metrophonia the note is
ananes while in the melos it is neanes and then again with the phthora of (echos 111) which is

10 While there are seven note names in ecclesiastical music, there are around fifty on the
double diapason scale of Eastern music, since each note of different pitch is given its own
name. Often, the names of the notes and the names of the makams having those notes are
either tonic notes or as dominant notes are identical e.g. 7rak note — irak makam, kiirdf note
— kiirdi makam, nim bisdr note — hisdr makam, and so on.
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in front of the martyria, that is with the perde of acem it returns to its normal state, that
is, to beydti
lechos] plagal IV terelelele
5th pine which is the last one, starts [from] hizzdm temtirilelele
3r  [...] semd'i called arabin beydtisi [...] starting from diigdh, that is from plagal I
Terelelele
Another terkib of ser hine [echos| plagal 1 terelelele
Miilazime from [echos) plagal I terelelele
Another terkib of miilazime from [echos] 11 terelelele
3v  3rd terkib of miilazime [echos] 1V terelelele
Orta bdne from plagal [ rerelelele
Another terkib of the orta héne terelelele
[...]
4r  pesrev mubayyer |...]
6v  Son hdne // terkib ... [echos] plagal 1 terelelele

[..]

Lastly, the Phanariot songs, which occupy a large part of the available manu-
scripts, have a much simpler form, thus justifying the absence of any indications
of modal interest within the melody; only the echos and makam are given in their
heading. Again, any possible modulations are stated here with the use of phthorai
or they are deduced by the movement of the melody. The variety and clarity of
the phthorai in the New Method simplifies matters. From the many possible ex-
amples, the song of Gregorios Protopsaltes "Eimila xai wdii émilw, is chosen
where an alternation of the chroa of spathi with the phthorai of echos plagal II and
the enharmonic phthora of Ga, are seen both in the first part,

as well as in the mzydn.
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Corresponding Echoi and Makams

It is known that the Greek theoretical system, as expressed in writings relevant to
ecclesiastical music, organised modal entities on the basis of the octoechos!!. Tt
categorised and interpreted the related modal systems with the same logic, hav-
ing as a reference the four main and four plagal echoi, with terminology clearly al-
luding to the octoechos. In contrast, related non-Greek traditions adopted a differ-
ent method. Although the makams are distinguished into primary and secondary
(or subordinate) as aptly noted by P. Kiltzanidis, every melodic deviation is also
named, thus greatly increasing the number of makams'?.

The Greek musical community, expressed a particular interest in the issue of
the correspondence of echoi and makams quite early. The beginnings of a com-
parative approach in music theory are found in the work of Panagiotis Chalat-
zoglou and Kyrillos Marmarinos, and from Petros Lambadarios onwards, as well
as in the transcribed repertoire of secular music. Hence, a large volume of infor-
mation of theoretical interest is available; a pool from which it is possible,
among other things, to extract a wealth of correspondences of echoi and makams.
Petros, in his four manuscripts containing secular music, rarely gives the echos by
name. The echos is understood by the initial martyria. The same practice is fol-

11 See indicatively, Alygizakis 1985, containing a rich bibliography on the topic.

12 See Kiltzanidis 1978. This Kiltzanidis’s scholastic approach is due to the fact that a nota-
tional system did not exist in these traditions for many centuries. The lack of a written
means to express each modal subdivision, contributed to the development of a complex
system where even the smallest melodic differentiation is given a name and takes a special
place in the theoretical system. Despite the system’s complexity, makam names rarely di-
vulge musical information. Usually, names relate to geographical indications (bicdz, isfa-
hén, irak) or other notions such as, ussak = in love, siz-ndk = hot, rast = straight, hiiseyni =
belonging to Hussein, gilizdr = the rosy cheeked one, their greatest percentage coming
from the Persian or Arabic language. Related statements are also made by T. K. Apos-
tolopoulos in his unpublished paper from the Third Conference of the Institute of Byzan-
tine Musicology (Athens, October 2007), titled “Avaliceig oty mept TpomkdTnTag S1dacko-
Ma tov Anootorov Kavera tov Xiov” (kindly provided by its author).
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lowed by Petros Byzantios (LKP 19/173), Evgenios (ELIA) and the unknown
scribe of RAL 653, while others, in contrast, always mention the echos, such as,
Nikeforos (in RAL 925 & 784, Vatopediou 1428, and Iasi 129), loannis Pelopidis,
and the unknown scribes of Gennadius 231, and RAL 2238.

With its more analytical character given to it by the Three Teachers (Chrysan-
thos, Gregorios Protopsaltes and Chourmouzios Chartophylax), and mainly by
Chrysanthos in his theory book, the introduction of the New Method aided
scribes. Correspondences between echoi and makams became clearer, and more in
line with today's practice. For example, in the manuscripts of the Old Method,
miiste’dr is usually named echos IV legetos while in the New Method it is rendered
with the chroa of zygos which is the correct practice.

However, the correspondences of echoi and makams derived from the manu-
script tradition must be viewed critically. In certain cases, some problems are ob-
served, at least according to today's practice in the theoretical systems of ecclesi-
astical and Eastern music. There is confusion, in particular, around the makams
segdh and biizzdm, which depending on the case, are corresponded to either echos
IT or echos IV legetos. Appended to this book is an analytical table outlining the
correspondences found in the various sources as well as those discerned in the
course of this research.

Complementary to the appended table, the following points ought to be noted:

a) In certain songs, the echos and makam correspondences are not mentioned in
the manuscripts. They are, however, deduced by an examination of the mel-
ody.

b) Given the changes in the theoretical systems of the ecclesiastical and Eastern
music, the above correspondences concern the 18th century and the early
19th century.

¢) The correspondences of Kyrillos Marmarinos which are not found in the tran-
scribed repertoire, are excluded from the table. More specifically, twenty-one
of the makams referenced by Kyrillos, are only found in his treatise and they
are absent in the rest of the transcriptions, therefore they are not included in
the above table. These makams are:

Echos plagal 1V: rehdvi, zdvil, mumberka,

Echos II: maye, gevest,

Echos plagal 1: zemzeme, paisan kiirdi, gerddniye biselik,
Echos IV: hiizi, nibavent kebir,

Echos plagal I: ‘uzzal, suri, vedci, gerdéaniye,

Echos I tetraphonic: kiocek, selmek, horasan, hisdr ‘agirin,
Echos varys: mubdlif irak, dilkes-haverdn, dilkes,
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Echoi and Makams as Organisational Criteria for Music Collections

The grouping method based on the echos is a common phenomenon in the
manuscripts of ecclesiastical music. The layout of the various groups of similar
pieces in each codex is based on the echos e.g. kekragaria, doxologies, cheroubika,
koinonika etc. They are often preceded by the phrase “Beginning, [in the name
of| the Holy God, of the echos I”, for example. In the kratemata in particular,
which as discussed earlier, are the genre most related to secular music, the layout
of the material is organised on the basis of the echos, in both the cases where they
constitute a special section of a manuscript, and in the self-contained codices of
kratemataria'3.

The codex writing practices of secular music, borrowed from ecclesiastical mu-
sic, among many other things, the method of organising the repertoire on the
basis of the eight echoi. That is, it is observed that with the appearance of the first
extensive music collections, the majority of compositions are categorised on the
basis of their echos and its subdivisions or its makam correspondence. For exam-
ple, the section of the collection belonging to echos plagal IV contains pieces in
the following order of makams: rast, sdzkdr, nikriz, nibavent, rehdvi, siznik etc.
Similarly, the section of echos I contains pieces in makams: ‘ussak, ‘acem, mubayyer
and so on. Within each makam, the songs are further grouped by composer.

This categorisation method was applied for the first time by Petros Pelopon-
nesios in MS RAL 927 and was implemented more comprehensively by Nike-
foros Kantouniares in Vatopediou 1428. On this specific issue, of course atten-
tion is focused on the codices, since the fragments and booklets do not lend
themselves to the extraction of relevant information. Nikeforos in his earliest
manuscripts (784, 925 & CAMS P1) does not seem to care particularly about the
layout of the material. He first organises the presentation of the repertoire on the
basis of the octoechos in lasi 129 and especially in Vatopediou 1428. Within each
echos, songs are grouped initially by makam and then by composer, while in the
beginning of each section he writes “beginning of the [name] echos”. With the
exception of echos I, which is missing a relevant inscription, he follows this
method for all eight echoi, though some small deviations are noticed.

Due to the restrictions involved in the writing of a codex, as well as the possi-
ble lack of sufficient preparation and systematic approach with regard to this is-
sue by the scribes, inconsistencies are often noticed in the layout of the material.
For instance, a composition of echos I or echos plagal II is seen to be inserted
within the section of echos 111, and so on. Given the copying of the material from
manuscript to manuscript, this scenario is repeated often. A notable exception is
MS Vatopediou 1428, where Nikeforos, through his own foresight, leaves a few

I3 See related, Anastasiou 2005:207 where he states that “[t]he pieces of the Kratematarion
are ordered by echos”, and also the whole of the chapter “Td kpatiuota dg avtévopeg
pehiksg ouvléoels”, pp. 167-243.
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blank pages between echoi, in order to add any forgotten songs without upsetting
the order of the material.

The classification model based on the criterion of the makam is not unknown
to Eastern music. It is found in the manuscript collections of poetic texts of the
Arabs, Ottomans and Persians; the well known mecmu’a. The logic behind the
ordering of the pieces of the mecmu’a was defined by makam theory, and in some
cases, it in turn influenced the organisation of the materials by makam in the
manuscripts examined here. The categorisation criterion was the base note of
each makam, starting from the lowest notes and progressing to the higher ones.!
That is the model followed, for example, by Petros Byzantios who, with small
deviations, organised his material beginning from the note of yegah (low Di) and
the makam of the same name, progressing upwards toward the note of mubayyer
(high Pa) and the makams sebndz and mubayyer:

Pa sebndz, mubayyer

Zo evig

Ke biiseyni, ‘acem

Di nevd, niihiifl, beydti, 1sfabdn

Ga ¢cdrgdh

Vou segah, miiste’dr, hiizzdm

Pa diigdh, sabd, “assak / hicdz, hiimayin
Ni rast, sdzkdr, nihavent, nikriz, mahir

(low) Zo  irak, bestenigdr, rahatii’l-ervih
(low) Ke  hiiseynt ‘agirdn
(low) Di  yegdh

In relation to the above, the unique case where the organisation of the material
made on the basis of the makam and the order of the pieces performed in the se-
quence within the macro-form of fasi/'® in particular, is of interest. The source in
which it appears is the fragment LKP (dossier) 59. Its scribe, Gregorios Protopsal-
tes, lists the songs with the fasi/ logical order, even though it is an incomplete
sample. Furthermore, on the first page he indeed names it as “Fasi Sdzkdr”:

1 Fasd Sdzkdr, baste-i llia, usil remel, echos plagal 1V, Bir dil oloutzak olousehin
3 Yiiriik Beste Sdzkdr, usil zarbeyn, echos plagal IV, Ab diousitedikim
6  Yiiriik Tabi Efendinin, [echos] plagal IV Yiouz verme

14" For more see Wright 1992.
15 The fasid has already been discussed in the chapter “Genres of Secular Music”, and in par-
ticular in the introductory comments for the art music of Constantinople.
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Rhythms and Ustls

As already noted in the beginning of this chapter, the rhythmic cycle and the
makam constitute the two main aspects of a composition. The mention of the
rhythmic cycle in the heading of a piece, along with the name of the composer
and the incipit comprise the identity of a work, and this information is especially
valuable, particularly for those pieces written in the Old Method of notation. The
work of the exegesis is significantly facilitated by the fact that the rhythmic cycles
delineate the notated phrases and their rthythm. The term s/, was established
early in Eastern music and it is in use even today. As/ (pl. #s#l) in Arabic, means
“correct”, that is, metaphorically, the “right way” in the performance of a piece,
while in the Turkish language, apart from the meaning it has in music, the word
is used to mean “method” or “manner”. However, reference to the us#/ is made
only within works of art music of Constantinople, that is, in works of the music
of the Ottoman court as well as in Phanariot songs. Relevant indications in folk
songs or in compositions of undetermined genre could not be found in any
manuscript. As previously discussed, the first attempt at #s#/ transcriptions was
made by Panagiotis Chalatzoglou in his well known treatise, followed shortly af-
terwards by Kyrillos Marmarinos'¢. The former presents twenty-eight us#ls and
the latter, twenty-two (although he introduces twenty-six). The presentation is
brief and consists only of explanations by the use of the words diim, teke, tek etc.,
without using symbols or musical examples!”. From the time of Petros Pelopon-
nesios, who introduced the practice of writing the us#/ in the heading of tran-
scribed works, onwards, this practice was universally adopted by subsequent
scribes of codices containing secular music. As with makams, it became a custom
to give usils names, such as arrogance, turtle dove and others, which usually do not
convey any information of musical interest.

Us#ls in the sources

Twenty-six #sils are found in the examined manuscripts, often with small varia-
tions in their names as a result of their transliteration into the Greek language.
They are listed here in alphabetical order:

aksak semd’i, yiiriik semd’i, evsat, zarbeyn or darbeyn, zencir, kiiciik zencir, kiiciik sakil, berefsdn, mu-
hammes, nim devri, nim sakil, darb-1 feth or zarpufet, devr-i kebir, devr-i revdn, diiyek, devir, ramal,
sakil, sofyan, cenber, ¢ifte diiyek, fahte, fer-i mubammes , fi-rengi fer or frengi or frangi, havi, hafif.

16 See related Popescu-Judetz &, Sirli 2000:31-34, 84-86 & 135-137.
17 Explanations of usils using words are also found by Stephanos Lambadarios in Epunveia
tijc éCwrepikiic povakijg, Constantinople, 1843, pp. 43-45.
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Combinations of two, three or four #sils are found in three pegrevs,

Zarbeyn: devrikebir and berefsdn (Gritsanis 3, 48v)

[Zarbeyn]: [¢ifie] diiyek, cenber, fabte, berefsdn (Gritsanis 3, 115v)

[Zarbeyn]: hafif, sakil, zarpufet (LKP (dossier) 60,15r)

a practice quite common in the music of the East. In these cases in particular,

the usdl gains a special name preserved by Petros: “zarbeyn”.
Four compositions bear rhythmic descriptions which were not possible to

identify:
gul devri, zarbeyn terv peref, devri, rakip.

The following table presents the usils found in the manuscripts, the number of
beats in each wsil (2-beat, 4-beat, 6-beat and so on), and the frequency with
which they appear.

beats total references in the manuscripts

Sofyan 4 731
Yiiriik semd’i 6 227
Aksak semd’t 10 87
Diiyek 8 63
Fi-rengi Fer’ 28 24
Hafif 32 19
Darb-1 feth 88 14
Cenber 24 15
Cife Diiyek 16 13
Sakil 48 13
Fabte 20 13
Devr-i kebir 28 12
Berefsan 32 11
Devr-I revin 26 9
Mubammes 32 9
Semd’t 8
Darbeyn (Zarbeyn) 30 7
Zencir 120 4
Ramal 28 4
Kiiciik Zencir 60 4
Havi 64 2
Evsat 26 2
Kiigiik Sakil 1
Nim Sakil 24 1
Nim Devri 9 1
Fer’-i Mubammes 16 1
Tevir (Devir) 9 1
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The greatest variety of uséls is found in the codices of Petros, MSS Gritsanis 3
and LKP (dossier) 60, which contain mainly instrumental compositions of the
Ottoman court. In the rest of the manuscripts containing #s#/ descriptions, only
three or four usils are found, they are: sofyan, yiirik semd’i, aksak semd’i and
diiyek. This is easily explained: the largest volume of manuscripts from the 18th
century onwards contains Phanariot songs, which in their vast majority were
composed in these simple and easily comprehensible #s#ls. The numbers are in-
deed impressive. Skimming through the above mentioned codices, usil sofyan is
found seven-hundred and thirty-one times, yirik semd’i is found two-hundred
and twenty-seven times, aksak semd’i is found eighty-seven times and diyek is
found sixty-three times. Firengi fer’ exists twenty-four times. After that, the fre-
quency with which different usils appear decreases continuously, with some #sils
found only once or twice.

The scribes of secular music do not appear particularly familiar with the wuséls.
The makams, due to their relationship with the echos of ecclesiastical music, were
probably more easily comprehensible and for that reason a satisfactory volume
of relevant information is available. Us#ls, by contrast, were less known within
the theory and practice of both secular and ecclesiastical Greek music, remaining
for a long time an unknown field. An exception in this case, as already men-
tioned, is Petros Peloponnesios, while, for instance, another important scribe of
secular music, Nikeforos Kantouniares, who made a serious attempt to transcribe
and even to provide an exegesis of usils in certain cases in the Arabic songs he
preserved, does not give any information pertaining to their rhythm. It seems
that perhaps he was unable to define their rhythmic content, as it was quite dif-
ferent from that which was characteristic of the music of Constantinople. There-
fore, the psaltai who were also occupied with the composition of secular songs
are found to make almost exclusive use of the three easiest to understand wussls:
sofyan (4-beat), yiiriik semd’i (6-beat) and diyek (8-beat), which probably were a
better fit in terms of the Greek verses.

As will be shown below as well, #s#ls made up the frame of a composition,
upon which modal melodic behaviour was built, in both vocal and instrumental
compositions. In the vocal compositions in particular, musical development was
directly related, or rather, depended upon the meter of the poetic text (Bektas
2005). The usils were a separate and “closed” field, perhaps inhospitable for the
composition of vocal works in the Greek language, which required different
techniques and practical preconditions. In addition, it must be taken into con-
sideration that Byzantine parasimantiki did not posses any system of “bars” as in
staff notation; therefore the practical issues arising from rhythmic matters be-
came even more challenging for someone not familiar with the genres of the Ot-
toman court.
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Method of Hllustration and Analysis of Ustls

The first indications of #s#ls in the music manuscripts are in words, without the
use of any explanatory symbols. In MS Gritsanis 3 (f. 203r), the symbols, 0 I,
which define rhythm are found for the first time and, as a matter of fact, within
the score itself.

These symbols are also found sporadically on folios 27r - 28r & 31v of MS LKP
(dossier) 60. Essentially, Petros introduces the use of these numerical symbols in
MS RAL 927. Therein, he defines the us#l/ sometimes in words (sofyan, semd’i),
other times with the use of symbols (6 2, 6 2 6 1), and at other times in both of
these ways combined,

v usil sofyan 6 2, Asirin, [echos] plagal I heptaphonic, 46t 7” elvai 10 Sixdv pov, 10 Kaxov o
PIGKGY (o
15r  makam irak, [echos| varys diatonic, usil semd’is 6 2 6 i, HOnoev 1 toyn wov, udhic ve u’

s
élenoel

while in many songs he completely omits any mention of the #s#/. His example
of the use of symbols to indicate us#l was followed by Petros Byzantios (LKP
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19/173), Nikeforos Kantouniares (RAL 784, CAMS P1, lasi 121, Vatopediou
1428), as well as by the unknown scribes of MSS RAL 653 and CAMS P218. The
same symbols are found in Chrysanthos’s theory book (1832:67-80), where they
are offered

“for the exercise of rhythm by the beginners, the hit of the downbeat called Diim, and
the hit of the upbeat, called Tek” (80).

They are written using three symbols. The first, looks like an accented zero or
omikron and means the downbeat, that is, the dsim. The second, looks like the
digit “2”, or rather the gorthmikon “t” = n of the kratemata and the nenanismoi,
meaning two upbeats, either fe ke or tek tek. The third symbol resembles an ac-
cented 7ota and symbolises the single upbeat, fek. This particular way of explain-
ing the rhythm with symbols, which seems to have been introduced by Petros,

was followed by all codex writers who used them in order to describe the wuséls:

Petros Peloponnesios, RAL 927

Petros Byzantios, LKP 19/173

Nikeforos Kantouniares, RAL 784

unspecified composer, RAL 653

Generally in the sources, only two wusils are written with these symbols, they are
sofyan and yiiriik semd’i. The former is consistently written as 6 2 and read as diim
te ke, while the second one exists in three variations: 02 61,602261& 61161,
where all three are read as diim tek tek diim tek. Panagiotis Kiltzanidis (1978:25-31),

Ioannis Zographos Keyvelis!®, and Agathangelos Kyriazidis?0, who give the wusdls

18

These symbols are also used in the only song by Evgenios in the ELIA manuscript.
19

Movaowkov AndévOioua (Med{uovdi Maxoudr), Constantinople 1872, pp. 13-23. Explanatory
notes on the usils are also given by K. Psachos in the introduction of the collection Aedig
Abpa Athens (1908:8-14).
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with the above symbols as well as their interpretations of the beats, explain the
issue thoroughly.

It cannot be supported that Petros invented these symbols. After all, he him-
self does not appear certain of their use, only taking advantage of them occa-
sionally in RAL 927, and not at all in his other three manuscripts containing
secular music. According to the evidence so far, he introduced them into the no-
tational practice, but they were probably already known to him, either in this ex-
act form or in a similar form. Furthermore, one of them which is similar to a 0
or an O, the symbol of dim, is also found in Cantemir’s work?!, where for the
tek, teke, the given symbols are two or three variations of curved lines:

Nikeforos, generally also uses the above-mentioned symbols, even though he of-
ten mentions #s#ls only by name.?? In certain cases in particular, he does not
stop at the mention of the us#ls but also gives an analytical presentation using
mono-syllabic words like, diim, tek etc.:

200 Pvfuoypigog, Constantinople 1909, pp. 28-35

21 D. Cantemir f. 78 & 80-86 (Wright 1992).

22 Stathis (2001c:616-617, fn. 13) implies that Nikeforos was perhaps taught this system in
the Common School of the Nation by Chrysanthos himself. This view is supported by the
fact that in Nikeforos’s earliest manuscript of secular music, RAL 925, the rhythmic cycle
of the songs is not stated in any way. In contrast, in his later manuscripts, RAL 784 and
Vatopediou 1428, he gives the usils, either by name or with the above-mentioned symbols.
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Beste of archon postelnikos Georgios Soutsos, transcribed by Nikeforos, makam rast,
[echos] plagal 1V, usil fi rengi fer’, that is, diim diim diim diim diim tek diim diim te-ek teke teke Arzit
metiyia (RAL 784, 152r / agi 121, 281 / Vatopediou 1428, 289)

By the same composer, beste, in another usil, that is, hafif diim tek te-ek diim tek te-ek diim teke
diim te-ek tek diim teke diim diim tek teke diim tek teke diim ek teke teke, echos plagal IV (lasi 121, 282
/ Vatopediou 1428, 289).

By the same composer [Georgios Soutsos], beste, in another usil, hafif, diim tek te-ck diim
tek te-ek diim teke diim te-ek tek diim teke diim diim tek teke diim tek teke diifm] te[k] teke teke, [echos)
plagal IV, Zalivez bir (RAL 784, 153v / lasi 121, 282).

Agir semd’ [echos] plagal IV, usil agir- Diim teke diim tek, Oi oeipijve wpryvpilovv (RAL 784, 164v /
Vatopediou 1428, 322).

Agrr semd’i [echos| plagal 1V, usil agir diim tek tek diim te-ek, EpyoydOnrav oé oéva ai kabdlov
aperol (RAL 784, 1661 / Vatopediou 1428, 323).

Another beste by the same archon postelnikos Georgios Soutsos, compiled in a much
sorrowful and artistic way, for the sake of his deceased daughter, beloved by him beyond meas-
ure: Transcribed by Nikeforos archdeacon, makam nisibirek, [echos| plagal IV, usil sofyan, diim te’-
ke diiim tek Ti ueyéln ooupopd, i fuépa, t cidijoerg (RAL 784, 168r / Vatopediou 1428, 339).

Sarki by the same archon postelnikos [Georgios]. Transcribed by Nikeforos, makam
nigdbiirek, [echos) plagal IV, usil sofyan short diim teke diim tek Gonuler sangaidini (RAL 784, 173v
/ Vatopediou 1428, 342).

In one case, in MS RAL 784, he does not seem certain about the #s#/ and thus
writes

Usdl sofyan or hafif diim tek te-ek diim tek, tadir teneni, aman, Tiyv dpaiov oov eixdva, otov kalpémeny
év idiic (RAL 784, 161v).

Later on though he seems to have resolved the issue, clearly stating in Va-
topediou 1428:

Most artistic beste, compilation of verses and music by archon postelnikos dragoumanakis
Georgios Soutsos, transcribed by Nikeforos archdeacon of Antioch: us#l hafif, that is,
diiim tek te-ek diim tek te-ek diim teke diim teke te-ek diim teke diim diim tek teke diim tek teke diim tek teke
teke, makam mdbir, echos plagal IV heptaphonic, 1% beyti, tadir teneni, aman, Tiv @paiov cov
eirdva, arov kalpémny av idijs, Vatopediou 1428, 320

That is, in total, Nikeforos analytically presents several versions of four usils:
sofyan, hafif, agir semd’i and fi-rengi fer”:

Sofyan: diim teke diim tek

Sofyan: diim teke diim tek (small)

Agr: diim teke diim tek (in the title it is recorded as agr semd’?)

Agur diim tek tek diim te-ek (in the title it is recorded as agr semd’t
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Fi-rengi Fer’: diim diim diim diim diim tek diim diim te-ek teke teke

Hafif: diim tek te-ek diim tek te-ck diim teke diim te-ek tek ditm teke ditm ditm tek teke diim tek teke diim
tek teke teke.

Hafif, diim tek te-ek diim tek te-ek diim teke diim te-ek tek ditm teke diim diim tek teke diim tek teke ditm
tek teke teke.

Hafif, diim tek te-ek diim tek te-ek diim teke diim teke te-ek diim teke diim diim tek teke diim tek teke diim
tek teke.

Inconsistencies are noted between the two versions of the agir semd’ and the
three versions of hafif. The style of presentation of the us#l analyses given by Ni-
keforos are reminiscent of those of Panagiotis Chalatzoglou and Kyrillos Mar-
marinos?®. From these two sources, similar correspondences are found both be-
tween them and with Nikeforos’s analyses. It seems that the phenomenon of
rhythmic cycles remained perplexing and difficult to understand.

Usils as Guides for Composition

A piece of information drawn from fragment LKP 2/59a gave rise to an issue di-
rectly related to the function of the usils in composition. Gregorios writes:

“the pesrev whose usil is zarbi fetih must have five hdnes and one of the five is called
zeyl, the pesrev being zarbr fetih in its us#l it is five hdnes, therefore this usil has 44 zarpia
for each hdne, so there is one usil which has forty four single beats that is zarpia”.

Indeed, the pesrev transcribed immediately afterwards consists of five hdnes. Its
usil is zarbeyn or as it is known today, darbeyn. Its thythmic cycle has forty-four
zargia, that is forty-four beats. And the most interesting fact, “each hdne is one
usil’, therefore each part of the pegrev develops within the limits of one rhythmic
cycle of fourty-four beats.

It is therefore understood that the usiéls do not only make up the rhythmic
content of the compositions but they also determine their length, thus also es-
sentially defining their constituent parts. Depending on the length of the usil,
each part of a composition of art music occupies one, two, three, four or more
rhythmic cycles. E.g.

[Rast) Giil tevri pesrev [unspecified composer], echos plagal IV, devr-i kebir (Gritsanis 3,
231v) [identified from Cantemir, f. 67, work 122]: Ser hdne = two rhythmic cycles, miilazime =
five rhythmic cycles.

23 See related Popescu-Judetz &, Sirli 2000:31-34, 84-86, 135-137 and especially on pp. 148-
149 where a comparative listing of the usils from both works can be found. The use of

“diim, tek” is also mentioned by Apostolos Konstas in his @ewpnurév (Apostolopoulos
2002:142).
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Hicdz nev kislit fabte pegrev by Keméani Yorgi (Gritsanis 3, 188v): muilazime and terkibs 2, 4,9 & 8
= four rhythmic cycles. Terkib 3 = two rhythmic cycles.

Seyf miseyn naziresi, makam irak, usiles dijyek (Gritsanis 3, 61v) [identified from Cantemir, f.
103-104, work 194]: each hdne has from seven up to thirteen rhythmic cycles.

Hicdz turna [pesrev] [unspecified composer] [echos plagal 11], sakil, (LKP (dossier) 60,
22v) [identified from Cantemir, f. 176-177, work 324]: Ser hdne = one rhythmic cycle ,
miilazime = one and a half rhythmic cycles.

Hiiseyni [beste] Ab yar cemdlin Hdnende Zacharias, echos plagal 1, (LKP 152/292, 144):
Zemin hdne = four rhythmic cycles, miydn hine = four rhythmic cycles.

Explaining this practice, the kanun virtuoso Nikos Stephanidis (1986:52) charac-
teristically writes that:

“The old composers did not have the European notes like the contemporary musicians
do, they composed their melodies with the diim teks”.

while Chrysanthos notes in his theory book (1832:79):

“their other use is that which leads them to remember the melodies which they are
taught and which they teach. Because the Ottomans, by not using notation to write the
melodies, remember them through the rhythms”.

Chrysanthos’s views are shared by both Stephanos Lambadarios and Panagiotis
Kiltzanidis:

“[the wusdls’] primary use is to remember the melodies, which they teach and they are
taught, since by not using notation to write the melodies, they remember them through
their rhythms”24

“Whereas for the Arabo-Persians the rhythm becomes not only necessary but also, as
mentioned, required, since by not having notation to write the melodies, they can only
remember them by the rhythms”. (Kilitzanidis 1978:25)

and quite later this view was also shared by Agathangelos Kyriazidis 1978:28):

“Rhythm in Turkish music is most necessary, since the Turks by not having notation to
write the melodies, can remember them through the rhythms”.

The Greek music teachers are an alternative source of information on the func-
tion of the us#l as a guide for composition. Also, Yetkin Ozer's note is also rele-
vant:

“In Turkish traditional music, #s#/ is one of the outstanding elements in the progression
of the melodic line, and thus has a significant role in the perception of composed
pieces”?.

24 Stephanos Lambadarios, op. cit., p. 45.
25 Ozer 1990:5. See also the chapter Tiirk Misikinde Usil-vezin Miindsebeti, pp. 85-106, in
Tanrikorur 2003 and Tanrikorur 1990.
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Apart from Gregorios’s fragment giving this direct information, it is possible to
draw relevant conclusions in the rest of the manuscripts solely from the study of
the notation and the architecture of each composition, as in the above examples.
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III The Use of Byzantine Notation
in Secular Melodies

The Use of Byzantine Notation in Secular Melodies

Byzantine parasimantiki was devised as a notational system in parallel to the devel-
opment and cultivation of ecclesiastical music. It is known that until the introduc-
tion of the New Method, in 1814, notation had a stenographic character using
combinations of voiceless and voiced signs to represent specific extended musical
lines. Byzantine and post-Byzantine melopoeia owes much to the capabilities of
that sophisticated notational system, which in turn, evolved through the centuries
in order to serve its purpose with greater clarity and efficiency. With regard to
secular music, around 85 percent of the transcribed material is in the Old Method
and the remaining 15 percent is in the New Method of notation. Interest is thus jus-
tifiably turned to the Old Method for two reasons. Firstly, the main volume of the
manuscripts, and predominantly those containing rare or unknown pieces, and
certainly older pieces, are written in the OId Method. Secondly, the topics con-
nected to the study and exegesis of the old notation continue to occupy researchers
to this day, especially in cases where the same pieces also survive in other nota-
tional systems, such as staff and alphabetic notations, and others.

Consequently, the analysis of the notation in the available sources raises a fun-
damental question: How can a “closed” notational system with a stenographic
character, such as the Byzantine parasimantiki, which is based on the function of
theseis and the use of voiceless signs, and with a quantitative and qualitative melodic
function, be able to transcribe other melodies adhering to different compositional,
and in turn, orthographic rules? It becomes immediately obvious that the object
under investigation is at the same time the biggest obstacle. Secular music was not
fortunate enough to have a tradition of exegeszs analogous to that of ecclesiastical
music, which would have allowed a delving into the past with more surety.

In order to answer the question above, two different methods are used. The
first, is based on the study of the notation, taking into account the findings of
musicological research to date, while the second, utilises the available transcrip-
tions which, apart from being found in the old notation, are also found either in
the new notation or in another notational system, either numerical or staff-
based, thus allowing a parallel examination.

Observations from the Study of the Notation

It is known that in the Old Method there were four melodic styles (or melodic
ways): fast, heirmologic, organikos and slow (Apostolopoulos 2005:226-229). With
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a few exceptions, notation in secular pieces follows the heirmologic style, which,
using the relatively simple formula of doubling or quadrupling the rhythmic du-
ration of the old vocal signs, facilitates the transcription of non-ecclesiastical
music. The melody unfolds in a syllabic manner and in only a few circumstances
syllables are extended. As characteristically stated by Thomas Apostolopoulos:

“Secular melodies have very few ecclesiastical synoptic theseis. Most of them work on
the general principles of the notation of the kratemata, where a simple doubling or
quadrupling of the beats of the old vocal signs is required.”!

In ecclesiastical music, the great hypostases signs of the cheironomia are important
stenographic tools, since they constitute thesess, and as a result, more extended
melodic lines. Of course, parasimantiki, in its basic principle with its plain signs
and without stenography, can easily be used to transcribe nearly any kind of
modal melody, as emphatically noted by Gabriel, as early as the 14th century.
The appearance and wide use of the genre of kratemata, which clearly provided
greater freedom to the composer, created a suitable climate, conducive to the no-
tation of secular pieces. In the kratemata, there are generally no combinations of
signs and elaborate theseis like those found in the ecclesiastical melodies. Simi-
larly, they are also rarely found in secular music, and in the cases where they are,
they are exegised not with their extended form, but with their synoptic form.
Relevant here, are the findings of G. G. Anastasiou (2005:409,412) with regard to
the kratemata, valid also for the notation of secular melodies:

“Very limited use of elaborate theseis is observed... Theseis which indicate extended
melody are rarely used... Less use of voiceless signs is observed...”.

A thorough study of the available transcriptions of secular music from the 16th
up until the 18th century, supports the above findings. In the first period exam-
ined here, the 16th and 17th centuries, there are only a few instances of the signs
psephiston, antikenoma, vareia, piasma, lygisma and even more rare instances of
paraklitiki, eteron, apoderma and the parakalesma. The psephiston parakalesma,
kylisma, ekstrepton and antikenokylisma are only found one, two or three times.
Furthermore, two pieces from known composers, spanning the corpus of the
sources across the 17th and 18th centuries, offer valuable information for the
comprehension of notational developments. They are the work of undetermined
genre by Theophanis Karykis and the Isaki zade // Dol Tourkjaloum pade by Kos-
mas the Macedonian. The composition of Karykis seems to be notationally
richer, as it bears a larger variety of signs. Apart from the common signs of an-
tikenoma, vareia, piasma, bigisma, eteron and psephiston, in some of the manu-
scripts, the tromikon, paraklitiki, kseron klasma, ekstrepton, tromikon hemiphonon and

1 T. K. Apostolopoulos, “Pvludg kai ££fyNon KoGHK®Y HeA@Y Gmd Th TOACLY TAPACT|HOVTLKT”,

unpublished presentation at the Fourth Conference of the Institute of Byzantine Musicol-
ogy (Athens December 2009), (kindly provided by its author).
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eteros exo thematismos, are also found. The composition of Kosmas the Macedo-
nian, found in anthologies of the 17th and mainly the 18th century, is notated
with the use of the voiceless signs: piasma, antikenoma, bigisma, eteron, apoderma
and vareia. In two versions of the composition, the omalon appears once and in
another version the paraklitiki appears once. And so, the adherence to an unwrit-
ten rule is observed, which dictates the use of only certain voiceless signs, thus
implying an exegesis corresponding mainly to phrases of short duration.

The main sources for the study of the topic in the 18th century are the secular
music transcriptions of Petros Peloponnesios, while the rest of the individual fo-
lios play a complementary role. Firstly, codex Gritsanis 3 stands out due to its
size and its appearance alternating between two-colour and single colour writing.
In both cases, the writing is quite analytical and the use of voiceless signs is lim-
ited to the hgisma, antikenoma, psephiston, tromikon, vareia and apoderma. The pi-
asma appears rarely and the thes kai apothes and the antikenokylisma are found
once. His other two manuscripts containing works of the Ottoman court are
written exclusively in black ink and voiceless signs are rarely found. In manu-
script LKP (dossier) 60 the signs tromikon and paraklitiki are found once or twice,
while a few more appearances of the signs apoderma, psephiston and antikenoma
are noted. In manuscript LKP (dossier) 137 the signs ouranisma, pelaston, tromikon
are used once or twice and the signs apoderma, psephiston and antikenoma are used
a few more times. In the manuscript RAL 927, where the music score for each
song is of limited extent, taking up between two to four lines, Petros also uses
mainly voiced signs, the voiceless being antikenoma, vareia and eteron. The signs
omalon, psephiston, and piasma appear sporadically, and the kylisma, antikeno-
kylisma, paraklitiki and kseron klasma appear once or twice.

Apart from Petros’s transcriptions and the two compositions of Theophanis
Karykis and Kosmas the Macedonian that were examined above, the sources
available for review from the 18th century are the works preserved in MSS Iviron
949, Iviron 1038, Panteleimonos 994, Iviron 997 and Xeropotamou. Also evident
here, is the presence of the following seven voiceless signs: eteron, hgisma, an-
tikenoma, vareia, piasma, psephiston, apoderma, while the signs antikenokylisma, tro-
mikon, paraklitiki, omalon and kratemoyporroon appear very rarely.

Finally, the phenomenon of palilogia is often seen, where some variation can
be observed in the writing and consequently the ornamentation of musical lines
that are similar in their basic progression. Small differences are noticed in the
notation of the same piece between scribes, which indicates that the basic mel-
ody is fixed, and is only open to minor embellishments.
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Comparative Review

The comparative examination of the available sources acts as a pathway to the
comprehension and documentation of the above observations, as well as of the
stenographic character of the Old Method.? The sources here can be classified into
two categories: a) Exegeses into the New Method and b) Transcriptions into staff
and numerical notation.

Exegeses into the New Method

Exegesis, as a method for analysing pieces, has been applied by Greek researchers,
the first of which was K. Psachos (1978), and subsequently by S. I. Karas (1990;
1976), G. T. Stathis (1993) and his students®. Given our sources, the chronologi-
cal boundaries within which this research is performed, are the third quarter of
the 18th century and the first quarter of the 19th century. The compositions
found notated in both the O/d and the New Method are fourteen in number. Al-
though the fourteen compositions concern a small percentage of the total num-
ber of Phanariot songs, they are a satisfactory sample for drawing relevant con-
clusions. An analytical listing of the compositions follows:

Av of dpués Tov dpwrog Jév firov palwuévaig, Petros Peloponnesios, echos plagal I hepta-
phonic from low Ke, [biiseyni] asirdn, semd’s.

Old Method: RAL 927, 11v / RAL 653, 34v / LKP 19/173, 6r / lasi 129, 22 / Vatopediou 1428,
20.

New Method: LKP (dossier) 117, 4.

Atto T’ elvor 10 S1év o, 0 Kkaxov 0 pilixév uov, Petros Peloponnesios, echos I hepta-
phonic from low Ke, [biiseyni] agirin, sofyan.

Old Method: RAL 927, 7 v / RAL 653, 34r / LKP 19/173, 3r / CAMS P2, 47 / CAMS P1, 1/
Tasi 129, 19 / Vatopediou 1428, 17.

New Method: LKP (dossier) 117, 1.

A8v v’ pdmog Srav 04, Petros Peloponnesios, echos varys tetraphonic diatonic, be-
stenigdr, sofyan.

Old Method: RAL 927, 16v / RAL 925, 10v / LKP 19/173, 11r / ELIA, 11r / CAMS P2, 58 /
Vatopediou 1428, 256.

New Method: LKP (dossier) 117, 11.

2 Using a method similar to the one used in previous chapters, anonymous works were iden-

tified and/or attributed to composers and certain intractable issues concerning genre were
clarified.

See for example relevant chapters in the works of Anastasiou 2005:409-502; Apostolopou-
los 2005; Chaldaiakis 2003:499-931.
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Eivor otov xéopov xoi Ao kélin, Petros Peloponnesios, echos varys tetraphonic diatonic,
bestenigdr, sofyan.

Old Method: RAL 927, 17r / RAL 925, 11v / RAL 653, 35v / LKP 19/173, 12r / ELIA, 12r /
CAMS P2, 59 / lasi 129, 247 / Vatopediou 1428, 255.

New Method: LKP (dossier) 117, 12.

HOEImoev 1 toyn pov, udlig vo i’ éiejoer, Petros Peloponnesios, echos varys diatonic, irak,
semd’i.

Old Method: RAL 927, 15r / RAL 653, 34v / LKP 19/173, 7r / CAMS P2, 50 / lasi 129, 229 /
Vatopediou 1428, 237.

New Method: LKP (dossier) 117, 6.

Koi avto ndg avacaivo kai ndg (@, Petros Peloponnesios, echos I heptaphonic from low
Ke, [Huseyni] ‘asirdn, sofyan.

Old Method: RAL 927, 7r / RAL 653, 33v / CAMS P2, 46 / CAMS P1, 1 / Iasi 129, 18 / Iasi
129, 18 / Vatopediou 1428, 16.

New Method: LKP (dossier) 117, 1.

To é61k0v pov pilixov elv’ arepiypamtov koxdv, Petros Peloponnesios, echos varys diatonic,
irak, sofyan.

Old Method: RAL 927, 15v / RAL 925, 31r / RAL 653, 35r / LKP 19/173, 8r / ELIA, 9r /
CAMS P2, 58 / Tasi 129, 230 / Vatopediou 1428, 238.

New Method: LKP (dossier) 117, 8.

To pdsg uov Srav ué Owpij, Petros Peloponnesios, echos varys diatonic, irak, yiiriik semd’s.
Old Method: RAL 927, 16r / RAL 653, 35v / LKP 19/173, 9r / ELIA, 10r / CAMS P2, 58 / Iasi
129, 231 / Vatopediou 1428, 239.

New Method: LKP (dossier) 117, 10.

Tedeio kod owot)y yopa kai edtvyio kabopd, Petros Peloponnesios, echos plagal 1V, rast,
sofyan.

Old Method: RAL 927, 18v / RAL 925, 43r / RAL 784, 59r / RAL 653, 36r / LKP 19/173, 15r /
ELIA, 15r / CAMS P1, 13 / Iasi 129, 269 / Vatopediou 1428, 277.

New Method: Stathis, 16v / LKP 152/292, 33.

Méoa o2 Bdracoa mhoid, Smov dvéme ooy goud, Petros Peloponnesios, edos 11 legetos,
hiizzdm, sofyan.

Old Method: RAL 927, 35v / RAL 925, 17r / LKP 19/173, 60r / CAMS P2, 17 / lasi 129, 96 /
Vatopediou 1428, 66.

New Method: Stathis, 4v / LKP 152/292, 32.

Tpélete épwreg éldne, laxdBov Mpotoyditov, ehos I from low Ke, biselik [biiseyni)
‘asirdn, sofyan, verses by Beyzade Yiangos Karatzas.

Old Method: RAL 784, 5v / CAMS P1, 3 / lasi 129, 23 / Vatopediou 1428, 25.

New Method: Stathis, 4v / Gennadius 231, 17v / LKP 152/292, 42-49 / LKP (dossier) 73, 14.
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Nisabtrek beste, Tt pueydin coupopd, ti fuépo, i eidijoeig, Georgios Soutsos, echos plagal IV,
sofyan, verses by Georgios Soutsos.

Old Method: RAL 784, 168r & 189v / lasi 129, 327 / Vatopediou 1428, 339.

New Method: Stathis, 20v / Gennadius 231, 3r / LKP 152/292, 70.

[Nisabtrek] agir semd't, Ti koxov Qovoanedpov, T éviozog mhnyi, Georgios Soutsos, echos
plagal IV, verses by Georgios Soutsos.

Old Method: RAL 784, 170v / lasi 129, 328 / Vatopediou 1428, 340.

New Method: Stathis, 23v / LKP 152/292, 75.

[Nisibtrek] ysirik sema'l, "Hotpomre 010 mpdowndv gov kallovi ayyehixs, Georgios Sout-
sos, echos plagal IV, verses by Georgios Soutsos.

Old Method: RAL 784, 171v / lasi 129, 329 Vatopediou 1428, 341.

New Method: Stathis, 25r / LKP 152/292, 78.

Some examples from these songs are presented below, justifying the exegesis of
the pieces in “fast style”. The first one is Teleio kai cwotiy yopa koi ebtvyio kabapd,
by Petros Peloponnesios. The song is found first in the composer's autograph,
codex RAL 727, in the original notation. It is also preserved in seven other
manuscripts, four of Nikeforos’s and one of each of Evgenios, Petros Byzantios
and an unknown scribe. Examination of the phrase “Ilod motég 8&v 8500n kai
Kaveig 8&v NEON” shows that Petros uses the Jgisma in the word “8&v” and he
uses the piasma in the cadence “kaveic”. The same orthography is followed by
Petros Byzantios, Evgenios and the unknown scribe of MS RAL 653. Nikeforos
follows the same orthography in RAL 784, while he seems to avoid using both
bygisma and piasma by choosing an even more analytical notation in codices RAL
925, CAMS P1, 13 Vatopediou 1428, 277:

RAL 927, 18v

RAL 925, 43r
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RAL 784, 59r

RAL 653, 36r

LKP 19/173, 15¢

ELIA, 15r
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CAMS P1, 13

which continues on p. 15

Vatopediou 1428, 277

The examination of the same phrase from the two samples available from the
New Method, shows the exegetic approach of the scribes:

Stathis, 16v

LKP 152/292, 35
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The second example is from Iakovos Protopsaltes’s song, Tpécete &pwreg élare. It
is first found in the Old Method notation in three codices of Nikeforos’s. The no-
tation is already almost analytic, corresponding to the final stages of the evolu-
tion of exegesis, either prior to the introduction of the New Method and/or paral-
lel to that. All three versions are nearly identical, with very few differences. For
example, the initial line Tpééere &pwreg is notated as follows:

RAL 784, 5v

CAMS 1,3

Vatopediou 1428, 25

The exegesis of the same song in the New Method is found in five manuscripts
which contain generally similar versions, with a visibly more analytical presenta-
tion compared to the transcription in the Old Method. A similar exegesis was also
made by Thomas Apostolopoulos in 1997 and recorded by the musical ensemble
“En Chordais™.

Stathis, 4v

Gennadius 231, 17v

4 “En Chordais”, Secular Music from Athonite Codices, No. 2.
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LKP 152(292), 42

LKP 152(292), 43

LKP 152(292), 43

Analogous observations can be made from the study of the whole of the song.
For example, the phrase “Kai av ioog dyandte” from the same song:

RAL 784, 5v

Vatopediou 1428, 25

CAMS 1,3
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continued on f. 5v

Gennadius 231, 17v

continued on f. 18r

LKP 152(292), 42

continued...
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LKP 152(292), 43

LKP 152(292), 44

As a historical note, it ought to be mentioned that, one and a half centuries after
its first publication, G. T. Stathis attempted an exegesis of the song “T7 mepipopa
402io” > Finally, the exegeses of T. K. Apostolopoulos®, whose music scores though
yet unpublished have been recorded on CD, and cover a greater sample of gen-
res and periods than those of the examined repertoire, are invaluable to the
topic. More specifically, the exegeses concern the following compositions:

Tiisnif persikon abh yarim, eteroud ritteri tina tillilir Abdtulkadir Maraghi, ecos I: Leimonos

259, 184r.7

T’ énéévia tijg Avoroliis kai to moviid tiig Abong, echos 1: Iviron 1203b, BY / Xeropotamou 262,
212v8

Vit 16 oidepa faotodv ki Shot o) pvraic) elvas, echos plagal IV: Iviron 1203b, y.?

Bestenigdr Pesrev Hdnende Zacharias, echos varys tetraphonic diatonic, devr-i kebir: Gritsanis
3, 5v.10

Miilazime and terkibs in various makams from hicdz pesrev nev kisldt by Kemani Yorgi, [echos pla-
gal 11|, fabte: Gritsanis 3, 188v.11

5 The exegesis is published in Vranousis 1995:293-294.

6 These specific pieces were recorded on CD and were presented in concerts worldwide by
the musical ensemble “En Chordais”. See for example the recordings referenced in the In-
troduction, pp. 25.

7

First performance by the musical ensemble “En Chordais” with the participation of Kiya
Tabassian and Ziya Tabassian at the The Grace Rainey Rogers Auditorium of the Metro-
politan Museum of Art, New York, 19 October 2009.

8 CD Secular Music from Athonite Codices, “En Chordais”, No. 8.

9 CD Secular Music from Athonite Codices, “En Chordais”, No. 9.

10 CD Zakbaria Khanendeb, “En Chordais”, No. 1.

11 CD Petros Peloponnesios, “En Chordais”, No. 5.
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[Rast] Taksim, Petros Peloponnesios, echos plagal IV: Iviron 997, 162v / Xeropotamou
305, 315v / Xeropotamou 299, 534.12

210 taleid tijg (wijc uov, Petros Peloponnesios, ehos plagal 1V, nikriz, sofyan: RAL 927,
12r / RAL 653, 38r / LKP 19/173, 27r / ELIA, 27r / RAL 784, 82v / CAMS P2, 44 / lasi 129,
319 / Vatopediou 1428, 330.13

Tpélete épareg éhdre, lakovos Protopsaltes, edhos 1 from low Ke, biselik [biiseyni) ‘agirdn,
sofyan, verses by Beyzade Yiangos Karatzas: RAL 784, 5v / CAMS P1, 3 / lasi 129, 23 / Va-
topediou 1428, 25 / Stathis, 4v / Gennadius 231, 17v / LKP 152/292, 42-49 / LKP (dossier) 73,
1414,

Eig &va kdldog Oavuoorév, Petros Peloponnesios, edos 1, hiseyni, sofyan: RAL 927, 51v /
RAL 925, 12v / LKP 19/173, 100r / ELIA, 61r / lasi 129, 2 / Iasi 129, 2 / Vatopediou 1428, 115,

Transcriptions into Staff and Numerical Notation'®

The transcriptions into staff and numerical notation concern, exclusively, the
repertoire of the Ottoman court and originate from the collections of Bobowski
and Cantemir, as well as from certain others made by Turkish musicians after the
adoption of staff notation in the 19th century. The significance of this method
to the broader issue of the exegesis of the old notation was highlighted by G. T.
Stathis in his article “To povowkod yepdypago Zwvd 1477”17, Eighteen works in total
are offered in parallel sources, excluding those which were identified by more re-
cent sources listed in the chapter “Catalogue of Secular Compositions”. Seven-
teen of them are found in Petros’s manuscripts Gritsanis 3 and LKP (dossier) 60,
while the eighteenth is from MS Iviron 949. These pieces, just as the correspond-
ing works of secular music in staff notation, reveal the effect and function of the
stenographic notation.

More specifically, the following pieces are preserved in parallel in the numeri-
cal notation of Dimitri Cantemir:

Seyf miseyn naziresi, makam irak, touyek, Gritsanis 3, 61v — Irak Nazire-i Seyfii’-Misri, Diiyek,
Cantemir, f. 103-104, work 194.
Asik Hiiseyni, tonyek, Gritsanis 3, 148t — Asik Huseyni Dijyek, Cantemir, f. 46-47, work 84.

Nevd [pesrev] [Persian], [echos plagal 11|, feri moubames, LKP (dossier) 60, 25v. — Neva
Acemler Fer-i Mubammes, Cantemir, f. 37, work 68.

12 CD Petros Peloponnesios, “En Chordais”, No. 10.

13 CD Petros Peloponnesios, “En Chordais”, No. 9.

14 CD Secular Music from Athonite Codices, “En Chordais”, No. 2.

15 CD Petros Peloponnesios, “En Chordais”, No. 3.

16 Here, the transcriptions of Owen Wright (1992) are used for the manuscript of Cantemir,
while for the manuscript of Bobowski the work of Hakan Cevher (2003), was used.

It is a manuscript with the exegesis of ecclesiastical pieces into staff notation possibly by
leronymos Tragodistis from the middle of the 18th century. See Stathis 2001b, in particu-
lar pp. 479-483.

17
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Gionlistan peniziongiah [pesrev] [Persian], [echos plagal IV tetraphonic], diiyek, Gritsanis 3,
146v. — Pencgah Giilistan Diiyek, Cantemir, f. 17-18, work 27.

Hiiseyni [pesrev] [Indian], [echos plagal 1], devri revan, LKP (dossier) 60, 52r. — Hiiseyni Dev-
i Revan Hindliler, Cantemir, f. 93, work 172.

[Rast] Gul tevri pesrev [unspecified composer], echos plagal 1V, devr-i kebir, Gritsanis 3,
231v. — Rast Gl Devr’i Devr-i kebir, Cantemir, f. 67, work 122.

Hiiseyni gamzekiar naziresi pesrev [unspecified composer], [echos plagal 1|, diiyek, Grit-
sanis 3, 246v. — Hiiseyni Nazire-i Gamzekar Diyek, Cantemir, f. 170-171, work 314.

Hiiseyni soukoufezar naziresi [pesrev] [unspecified composer], [echos plagal 1], douyek,
LKP (dossier) 60, 39v. — Hiiseyni Nazire-i Sitkifezar Diiyek, Cantemir, f. 50, work 90.

Hicdz turna, [pesrev] [unspecified composer], [echos plagal I1], sakil, LKP (dossier) 60,
22v. — ‘Uzzal Turna Sakil, Cantemir, f. 176-177, work 324.

Segdh [roubban pesrev] [unspecified composer], [echos IV legetos], diiyek, Gritsanis 3,
60v. — Segdh Rubban Dijyek, Cantemir, f. 97-98, work 182.

Nevd bowyouk [pesrev] [unspecified composer], [echos V], diyek, LKP (dossier) 60,
26r. — Biiyiik Neva Diiyek, Cantemir, f. 38-39, work 70.

Rast mourasa pesrev [unspecified composer], [echos plagal IV], dijyek, Gritsanis 3, 218v
& Gritsanis 3, 220v. — Rast Murass‘a Diiyek, Cantemir, f. 113, work 214.

Nevd bonyouk [pesrev] [unspecified composer], [echos IV], ¢enber, LKP (dossier) 60,
47r. — Biiyitk Neva ¢enber, Cantemir.

The following are preserved in staff notation:

Mubayyer douyek kioutsouk Ali Pey, Gritsanis 3, 154v — Pisrev-i Ali Beg, der Makam-1 Mubayyer,
Usal Diiyek, Bobowski, 70-1.

Beyiti |Pesrev] [Behrdim Aga (Nefiri)], [echos IV, devr-i kebir, LKP (dossier) 60, 18r. — Pisrev-i
Behram Nefiri, Bobowski f. 69-1.

Giizesht-i aizou hal nibavent kdr [Abdtlkadir Marighl], [echos plagal IV hard diatonic],
kavli arabén, tevri revan, verses by Hafiz- Sirazi, Gritsanis 3, 120v. Identified from TRT Repertu-
ar1, work No. 5895.

[Sabd] beste mezil iste |mecliste dfidb gibi bir nev-civan gerek] [Kemani Yorgi], echos plagal I,
[hafif], verses by Riif, Iviron 949, 175v. Identified from TRT Repertuars, work No. 7530.

Of course, there was not a codex containing comparative “exegeses” available for
examination during this investigation, however, there was a satisfactory number
of works that survive in both the Old Method and in one of the two other nota-
tional systems available. This allowed the drawing of certain conclusions with
surety. Here are some examples from the above works!8:

18 These comparative listings originate from an unpublished work by T. K. Apostolopoulos,
provided by kind permission of its author.
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1. First hdne of giilistin pen¢gdh [pesrev] [Persian], [echos plagal IV tetraphonic],
diiyek:

Gritsanis 3, 146v

Cantemir, f. 17-18, work 27

2. First hdne of segdh [rouhban pesrev] [unspecified composer], [echos IV
legetos], diiyek:

Gritsanis 3, 60v

Cantemir, f. 97-98, work 182
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3. First hane of segdh [rast] giil devr’s pesrev [unspecified composer], echos
plagal 1V, devr-i kebir:

Gritsanis 3, 231v

Cantemir, f. 67, work 122
O %
H1 -"?'_ SH I — i ' o o o ® <

4. Second hdne of nazire-i seyfii’I-misri, makam irak, usil diiyek:

Gritsanis 3, 61v
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Cantemir, f. 103-104, work 194

£ " 4
Y Tw Q& | & 4

5. Miilazime of rast murass‘a pesrev [unspecified composer], [echos plagal

1V], diiyek:

Gritsanis 3, 218v
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Cantemir, f. 113, work 214

6. Hiiseyni nazire-i gamzekar pesrev [unspecified composer], [echos plagal

1], diiyek:

Gritsanis 3, 246v
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Cantemir, f. 170-171, work 314

£ " 4 4
Y Tewr | &4

H2 a1 J
I (s W L —
— —



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

306 KYRIAKOS KALAITZIDIS

H1

'4-'_01 = 4

fﬁ—m—r——!—O—O—‘n

tesli

Often the two versions exhibit differences, sometimes minor other times more
significant, in the transcription of the melody. This is perhaps due to the subjec-
tivity of each scribe or to the alteration of the melody in the course of time. This
is not surprising, since the realisation of a subjective interpretation in perform-
ance existed then, as it still does in Eastern music today, and as a result, is re-
flected in the notation as well, especially when the transcription was not made
by the composer himself or herself. However, the comparative study of different
notational systems of transcription raises a series of issues for the research and
restoration of the music scores. Such issues are: the cross-validated identification
of the pieces, the faithfulness of the transcription, the change of the melody in
the course of time (even the relabeling of some lines as another Adne), and the
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transcription style of each scribe. For example, questions raised regarding the
transcription style of each scribe include, whether and in which way the scribes
indicate the repetitions and filler melodies, the parts of the composition, the im-
provisational lines in the beginning and so on.

It is concluded that, despite any minor differences, the transcriptions in the
Old Method produce a melodic result that is the same or at least closely related to
the available transcriptions in staff notation or in the New Method, only if they
are read with the exegetic approach of the Greek researchers. If they are tran-
scribed solely on the basis of the signs without their “hidden” action, that is,
based on metrophonia, then a completely different and foreign-sounding melody
is obtained. On this particular issue, the parameter of rhythm is also of great im-
portance. If the theseis and the voiceless signs are not exegised, it presents a serious
problem in terms of the rhythmic cycles, that is, the usils, which are often ex-
tended, as already discussed. In conclusion, from both a melodic and a rhythmic
viewpoint, an incoherent result is obtained, with rhythmic cycles remaining in-
complete.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

Summary

The term éwrepirn povoin, literally, external music, was used extensively by post-
Byzantine music teachers in order to denote non-ecclesiastical music, that is, the
music that is commonly called today, “secular”. The music manuscripts of eccle-
siastical music comprise the most significant written source of the secular music
of the East. This is evidenced by the volume of the sources, the time span and
the variety of genres covered, the echoi, the makams and usils contained within
them, the composer names preserved within them, and the wealth of informa-
tion and inscriptions they convey. The chronological boundaries of the source
material extend from the 15th century through to 1830 - the year of publication
of the first printed collection of secular music. Their existence gains particular
importance from the fact that the rest of the peoples of the region, with the ex-
ception of the Armenians, had not developed a notational system until the mid-
dle to late 19th century, when, almost concurrently, Arabs, Persians and Turks
adopted staff notation, devising extra modulation signs in parallel, to represent
the intervallic variety of their musical traditions.

The quantitative evidence is impressive: fourteen self-contained manuscripts,
twelve fragments, and a large number of individual folios dispersed within eccle-
siastical music codices; all together, a total of 4,200 pages containing transcribed
secular pieces. The manuscripts bear witness to fifty-three named composers in-
cluding Greeks, Turks, Persians, Arabs, Jews, as well as to many anonymous
composers as well, with a total of approximately 950 works recorded within
them. The main volume of the material, preserves art music of Constantinople,
both from the Ottoman court and Phanariot songs. Some compositions of East-
ern origin, but of undetermined genre, as well as a few Greek folk songs are
found within the manuscripts, and they also bring to light previously unknown
compositions and new versions of already known pieces.

Secular music transcriptions appear as a consequence of the appearance of the
genre of kratemata, which also became the connecting link between ecclesiastical
and secular music; in essence, the gateway through which secular Eastern music
influenced the Byzantine melos. The notation of secular pieces was initially a
fragmented effort, evidenced in a few individual folios within ecclesiastical music
manuscripts. From the 18th century onwards however, the first self-contained
Anthologies of secular music were made, the main contributor to this develop-
ment being Petros Peloponnesios.

The secular music scribes are the very same as those that created the Byzan-
tine music codices: profopsaltai and lambadarii of the Ecumenical Patriarchate,
music teachers or hieropsaltai and clerics of any rank, monks, and laymen. In the
cases where prominent personalities were involved in the production of the
manuscripts, the credibility and value of the transcriptions is increased. The
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most important scribes of secular music are: Leontios Koukouzelis, Athanasios
Katepanos, Kyprianos Hieromonk Iviritis, Kyrillos Marmarinos, Petros Pelopon-
nesios, Gregorios Protopsaltes and Nikeforos Kantouniares. A significant number
of codices were produced in the codex writing workshops of the monasteries of
Mount Athos, especially during the 16th and 17th centuries, as well as in Con-
stantinople and the Dunabian Principalities, in the two centuries that followed.

Petros Peloponnesios is both prominent and iconic. He compiled the first self-
contained collections of secular music (MSS Gritsanis 3, LKP (dossier) 60, LKP
(dossier) 137, RAL 927), where he preserved the largest volume of the instrumen-
tal repertoire of the music of the Ottoman court. He was the first to present each
composition with its makam, usil and genre, while at the same time recording a
multitude of composers. Lastly, he seems to have introduced the genre of
Phanariot songs and it was he who compiled their first anthology.

The notation of secular pieces was motivated by the enjoyment, the aesthetic
pleasure and the love of learning of the scribes. Along the way, the transcriptions
and the related extant manuscripts, influenced musical practice in the psaltic cir-
cles, creating the conditions enabling new opportunities for their utilisation.
Their natural consequence was the systematic transcriptions made by later music
teachers, as well as the printed music collections, the first being Euterpe in 1830.
From the early 19th century, secular music Anthologies were seen as a readily us-
able, practical teaching tool within the psaltic circles but also within their sur-
rounding musicophile circles, where the teaching of secular pieces was integrated
into the music education program.

The study of the corpus of the transcriptions in relation to texts and sources
of the psaltic world from the 19th century, leads to important historical and so-
ciological conclusions, thus revealing the spiritual awakening and extroversion of
Modern Hellenism in the years after the fall of Constantinople. The material, al-
though appearing heterogeneous at first sight, must be seen in the context of the
psaltic world’s regard of Eastern music as being akin and familiar. According to
their aesthetic and knowledge, the psaltai and scribes understood Eastern music
as part of their Byzantine and post-Byzantine heritage. There was a widespread
perception that the non-Greeks preserved many elements of Greek music in their
musical traditions. The psaltai and scribes were rather convinced that Greek mu-
sic influenced and defined the birth and development of the related traditions of
the East. This conviction, is expressed emphatically in sources of the 19th cen-
tury, a period that offers a satisfactory number of texts shedding light onto the
ideological framework and the motivation for the transcriptions. This, however,
did not hinder them from composing patriotic songs with revolutionary content,
which are found in the late 18th century and early 19th centuries, a time of na-
tional awakening.

With regard to musical form, the sources bring new evidence to light, broad-
ening our knowledge of musical form, naming conventions, and many other
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topics. Trends and developments in various time periods are observed, encom-
passed in the four centuries of manuscript tradition. The sources preserve folk
songs, genres of Ottoman court music, Phanariot songs and compositions of un-
determined form.

Folk songs are found only in the manuscripts of the 16th and 17th centuries.
They are of particular value and present similarities in their melodic behaviour,
musical form and language style. These characteristics, in conjunction with their
chronological proximity to the fall of Constantinople in 1453, allow the state-
ment that they are probably purely Byzantine songs or at the very least, heavily
influenced from the Byzantine period. At the time of the creation or the tran-
scription of these songs, folk songs in general were characterised by longer me-
lodic lines compared to contemporary folk songs, which were transmitted by oral
tradition and subsequently recorded as audio or in notation from the late 19th
century onwards. Lastly, in one of the songs from the manuscripts (Xaipeofe K-
umou, yoipeale), the insertion of kratemata, seen commonly in kalophonic mathe-
mata, is worth noting.

The genres of the music of the Ottoman court can be distinguished as either in-
strumental (pegrevs, saz semd’ss, taksims and seyirs), and vocal (kdrs, bestes, semd’is (agir
and yiiriik) and garkss). There are one hundred and forty-four pesrevs, forty-five in-

A4

strumental semd’ss, twelve taksims, seventy-one seyirs, nine kdrs, thirty-eight bestes,
twenty-seven vocal semd’ss and thirty-six sarkis preserved in Byzantine parasimantiki
within post-Byzantine music manuscripts. The contribution of the sources towards
a deeper understanding of these genres is two-fold. The discovery of new works
broadens the corpus of the repertoire and at the same time enriches the available
knowledge regarding their musical form. The sources provide information about
the layout of their sections and the structural entities comprising the genres, as
well as the particular types of genres. One particular form, the terenniim, analogous
to the Byzantine kratemata, shape and beautify the form of vocal genres. Notewor-
thy here as well, is the profound knowledge of Petros Peloponnesios on the music
matters of the Ottoman court, as also shown by the comparison between the in-
formation conveyed by Petros and that of other sources of the time.

The Phanariot songs comprise a special genre of Neo-Hellenic artistic creation.
They are songs which are commonly called Phanariot, due to the fact their com-
posers and poets lived in the suburb of Phanari (Fener) in Constantinople, or
came from there. The assimilation of Arabic makams and their combination with
Byzantine echoi and with French poetic styles, resulted in an interesting produc-
tion. Around 1770 Petros Peloponnesios wrote the first musical anthology of
Phanariot songs and, from what it seems, he composed the oldest one of them.
Phanariot songs exist in a great variety of makams but in a small number of
rhythmic cycles. The vast majority of these songs are in usil sofyan, even though
there are also songs in diyek, yiiriik semd’i, aksak semd’i, frengi and others. Their
form is generally of small extent consisting of two parts, the second part acting
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essentially like the mzydn in the vocal genres of the art music of Constantinople.
Phanariot songs give more weight to the verse in comparison to the music.

The body of transcriptions also contains a number of works of undetermined
genre and/or tradition, for which certain findings are presented depending on
each case.

Interesting details are presented on the use of the makams during the exam-
ined period, as well as on the correspondences of echoi and makams and the func-
tion of the rhythmic cycles (#s#ls) in composition. The correspondences of echoi
and makams offered, require a critical evaluation. Problems arise in some cases, at
least according to today’s understanding of the theoretical systems of ecclesiasti-
cal and Eastern music. Initially from the 15th through to the 17th century, in the
heading of each piece only the echos is given by the scribes, either with its initial
martyria or in writing. Any references to makam and usil are absent. During the
second period, from the 18th century to 1830, a qualitative difference appears:
the makam and usil, as well as the genre of each composition is stated, resulting,
from then on, in a more complete identifying description.

With the exception of two manuscripts (LKP (dossier) 60 & LKP 2/59a), there
are generally no clear inscriptions in the sources indicating a modulation or
transposition of the tonic. Conclusions pertaining to modulation are drawn only
by the tracing of phthorai, and the thorough study of the melodic behaviour of
each composition. In fragment LKP 2/59a, Gregorios Protopsaltes improves the
manner of representing movement to other makams, compared to his initial at-
tempt in LKP (dossier) 60. He is more analytical and descriptive, revealing a pos-
sible educational aspect to his work. The codex writing style of ecclesiastical mu-
sic also influenced the method of organisation of the repertoire, with the order-
ing criterion being the eight echoi. With the appearance of the first extensive mu-
sic collection, the majority of compositions are transcribed on the basis of the
echoi and their subdivisions, or their makam correspondences.

The wusils, a phenomenon less known within the theory and practice of both
secular and ecclesiastical Greek music, remained unchartered territory for a long
time. The scribes of secular music seem to have not been particularly familiar
with them, the only exception again in this case being Petros Peloponnesios. The
earliest us#il indications in his autographs are in words, without using explanatory
symbols. The symbols 0 I used to define rhythm, especially within a composition,
are found for the first time in MS Gritsanis 3 (f. 203r). Generally, only two wusils
are represented with these symbols in the sources, sofyan and yiirik semd’i. The
former is consistently written as 6 2 and read as dsim te ke, while the second one is
as diim tek tek diim tek. The usils do not only establish the rhythmic content of the
compositions but also shape their duration, essentially delineating the boundaries
of the constituent parts. The task of exegesis is greatly facilitated, since the rhyth-
mic cycles delineate the sections of the piece and define their duration.
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The secular pieces are written in the heirmologic style, with the relatively simple
formula of doubling or quadrupling the durations of the old vocal signs. The
appearance and wide use of the genre of the kratemata, which clearly provided
greater freedom to the composer, created an appropriate and favourable plane
for notating secular pieces. The comparative study of works surviving in both the
Old and the New Method, or in the Old Method and in staff or numerical notation
shows the stenographic nature of the Byzantine parasimantiki. The voiceless signs
mainly used by the scribes are the psephiston, antikenoma, vareia, piasma, bgisma
and more rarely the paraklitiki, eteron, apoderma, omalon and parakalesma.
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Glossary

Acrostic: A poetic form where the initial letters (syllables or words) of a series
of verses or stanzas are ordered either alphabetically or in such a way as to form
a word or phrase.

Akta: Ceremonial musical acclamations to the Emperor performed in the Pal-
ace, the Hippodrome or other public places of Constantinople.

Anthologia (pl. Anthologies): The name given to the Byzantine music
manuscripts containing pieces of varied genre.

Antikenoma: A sign of parasimantiki.

Apechema (pl. Apechemata): Short, introductory musical phrases re-
vealing the echos of the piece to follow.

Archon Protopsaltes / Archon Lambadarios: The Protopsaltes (First
chanter) and Lambadarios (Second chanter) of the Ecumenical Patriarchate of
Constantinople, also bore the title “Archon”, meaning noble, and enjoyed re-
spect, honour and certain priviledges.

Cheironomia: Hand gestures that depict the signs of Old Method notation
and melodic movement, used to direct a choir in the performance of theseis.

Chroa (pl. Chroai): Sign of parasimantiki that indicates certain intervallic
changes.

Chromatic (soft or hard): A type of scale characterised by the appear-
ance of augmented second intervals.

Diatonic (soft): A type of scale employing major and minor tones and ma-
jor semitones.

Diatonic (hard): A type of scale employing only major tones and Pythago-
rean lemmas.

Diapason (or heptaphonic) system: an eight-note scale. Tetraphonic
and Pentaphonic systems also exist.

Despotic and Theometoric Feasts: Orthodox religious feast days per-
taining to Jesus Christ and the Theotokos (Virgin Mary), respectively.

Doxastarion (pl. Doxastaria): The name given to the Byzantine music
manuscripts either solely or predominantly containing pieces of the genre of
Doxastikon (“glory sticheron™).
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Dromos (also Tropos): Manner or way of notating melodies. In the Old
Method, there existed four ways of notating melodies: fast, hezrmologic, organikos
of the Sticherarion, and slow of the Papadike.

Echos (pl. Echoi): Literally meaning sound; In Byzantine music it means
mode or makam.

Epitrapezion (pl. Epitrapezia): Songs of either rhythmic or arrythmic
nature and of a generally narrative character, not associated traditionally with a
dance.

Exegesis (pl. Exegeses): Through the centuries, parasimantiki passed
through various stages. Exegesis is the act of transcribing from an older style of
notation into the more contemporary notation. A person who makes such a
transcription is called an Exegetes.

Eteron: A sign of parasimantiki.

Great School of the Nation: The most significant Orthodox Christian
educational institution after the fall of Constantinople.

Heirmos (pl. Heirmoi): A genre of Byzantine music.

Heirmologion (pl. Heirmologia): The name given to the Byzantine
music manuscripts either solely or predominantly containing pieces of the genre
of Heirmos.

Heptaphonic: A scale beginning eight degrees (notes) above the tonic.
Kalophonic Heirmos (pl. Heirmoi): A genre of Byzantine music.

Kanonia (s. Kanonion): the use of the word kanon (meaning law) in mu-
sic can be traced back to Pythagoras and refers to the “rules” of music, as well as
to the musical instrument, the Pythagorean Kanon (ancient predecessor of to-
day’s kanun) which illustates them.

Kratema (pl. Kratemata): a vocal genre of music without words, but
where the music is sung on non-lexical syllables, like the terensim of Oriental mu-
sic. Synonymous terms: Tererismos (pl. Tererismoi), Nenanismos (pl. Nenanismoi),
Echema (pl. Echemata).

Kratematarion (pl. Kratemataria): The name given to the Byzantine
music manuscripts either solely or predominantly containing pieces of the genre
of kratemata.

Lambadarios (pl. Lambadarii): The second-in-rank chanter of a church.

Lygisma: A sign of parasimantiki.
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Martyria (pl. Martyriai): an initial; a symbol placed at the beginning of a
score to specify the echos of a chant; special symbols placed within a piece to sig-
nify a specific degree, and the scale type.

Mathema (pl. Mathemata): A genre of Byzantine music.

Mathematarion (pl. Mathemataria) or Sticherarion (pl.
Sticheraria): The name given to the Byzantine music manuscripts either
solely or predominantly containing pieces of the genre of kalophonic stichera.

Megalynaria: A genre of Byzantine music.

Melos: melody, music; also used to denote a type of music, for example: Am-
brosian melos (chant), Gregorian melos (chant), etc.

Melopoeia: the act of the composition of melos.

Method (Old / New): The notational system of Byzantine Music. The Old
Method was in use from the 10th century until 1814 when the New Method, which
is still used today, was introduced.

Methodoi: A genre of Byzantine music of an educational nature, its purpose
being the teaching of the echoi and parasimantiki.

Metrophonia: The reading of the signs of parasimantikii without their steno-
graphic function.

Neagie, neanes, ananes, nenano, nana: Names of degrees of the scale
in the Old Method, used as non-lexical syllables for the Apechemata of the echoi.

Ni, Pa, Vou, Ga, Di, Ke, Zo: The names of the notes in the Byzantine
music.

Octoechos: the system of eight primary echoi (or modes) in the theory of
Byzantine music; also the name of one of the main liturgical books.

Palilogia (palilogy): The repetition of a musical phrase, especially in im-
mediate succession, for the sake of emphasis.

Papadike (pl. Papadikes): The name given to the Byzantine music manu-
scripts with a slow kalophonic compositional content, from which all other types
of music codices gradually appeared.

Paraklitiki: A sign of parasimantiki.

Parasimantiki: The name given to the notational systems in both the an-
cient Greek and Byzantine music traditions.

Phthora (pl. Phthorai): A sign in parasimantiki that serves to signify a
modulation in the music.
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Piasma: A sign of parasimantiki.

Polychronion (pl. Polychronia) / Pheme (pl. Phemai): Cere-
monial musical acclamations towards the Patriarch, Metropolitan, Bishop etc.,
either within or outside of the church. Also made towards secular leaders in the
post-Byzantine (and earlier) times.

Psaltes (pl. Psaltai): A chanter; a person occupied with Byzantine music
who chants at the Holy Services.

Psephiston: A sign of parasimantiki.
Protopsaltes (pl. Protopsaltai): The first-in-rank chanter of a church.

Protosyngelos: A high-ranked cleric; essentially the second in charge after
the Bishop.

Sticheron (pl. Stichera): A genre of Byzantine music.
Tetraphonic: A scale beginning five degrees (notes) above the tonic.
Theseis: a group of musical signs that summarize a longer musical phrase.

Tonoi and Pneumata: diacritics and accents introduced by the Alexandrian
scholar Aristophanes of Byzantium in the 2nd century B.C. to aid in the better
pronunciation of the Greek language - the international language of the time.

Triphonic: A scale beginning four degrees (notes) above the tonic.
Tropos (pl. Tropoi): Mode.
Tropikotita: Modality.

Vareia: A sign of parasimantiki.
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A B C D E F G H I J
Based . L. LKP LKP
o Kyrillos' Gritsanis . . RAL RAL RAL
on the Summary Kalaitzidis . (dossier)  (dossier)
Theoretikon 3 927 653 925
Octoechos 60 137
1 | ‘Ussak I plagal I I 1
2 | Acem I plagal I I I
3 | ‘Arazbar I plagal I I
----------------- [&II
4 |Karcigar - (deutero - legetos
protos)
5 | Beyati v 1 triphonic plagal I v v I\
6 | Baba Tahir I plagal I I v
. IV soft
7 | Hizzam . I v legetos legetos legetos
chromatic
. legetos with
8 | Miste’ar II legetos legetos
zygos
9 | Segih legetos legetos legetos legetos legetos legetos
10 | Cérgah I 111 111 111
IV hard
11 | Araban . v
chromatic
IV mixed, hard chromatic
12 | Araban Beyati . .
and soft diatonic
v IV hepta- IV hepta-
13 | Yegah _ v cpta cpta v
heptaphonic phonic phonic
14 | Istahan v v v
15 | Neva v Y% v v
16 | Nuhaft v v v v v
IV hard
17 | Sed-i Araban ar‘
chromatic
lagal I
18 | Acem Kiirdi plaga . plagal I plagal I
pentaphonic
19 Giimiisii plagal I
Gerdan phthorikos
plagal I
. diphonic &
20 | Digah plagal I plagal I plagal I plagal I
plagal IV
heptaphonic
lagal I hard
21 | Kiirdi paga Aar plagal I
diatonic
lagal I
22 | Muhayyer plaga . plagal I I plagal I
heptaphonic
23 Muhayyer plagal I heptaphonic hard

Blselik

diatonic
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K L M N o P Q R S
. . LKP LKP
LKP19(173) ELIA RAL 784 Vat 1428 Stathis ~ Gennadius 231 152 ) fragments
a
1 I I I I
2 I I I
3 I I I
4
5 v v v v I v
6 I I I I
leget ft
7 legetos legetos legetos cgetos S?
chromatic
legetos with .
8 legetos legetos legetos legetos legetos with zygos
Zygos
9 legetos legetos legetos legetos legetos legetos
10 III III 11 III
IV hard
11 . plagal I
chromatic
IV soft IV soft plagal I  plagal
12 A 4 plagal II A
chromatic chromatic phthorikos I
3 v IV hepta-
heptaphonic phonic
14 v v v v
15 v v v v
16 v v v v v v
17 phthorikos IV hard
plagal II chromatic
18 | | | | plagal I A plagal .I Penta-
pentaphonic phonic in 89
19 echos plagal I
phthorikos
20 plagal I plagal I plagal I plagal I
21
22 I I I I plagal I heptaphonic

23
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A B C D E F G H I J
Based . L. LKP LKP
o Kyrillos' Gritsanis i i RAL RAL RAL
on the Summary Kalaitzidis . (dossier)  (dossier)
Theoretikon 3 927 653 925
Octoechos 60 137
2 Mubhayyer plagal I
Sunbiile heptaphonic
25 | Buselik plagal I I tetraphonic
2% Bﬁ%elik plagall‘ |
‘Asiran heptaphonic
lagal I
27 | Saba plagal I ?aga . plagal I plagal I plagal I plagal I
diphonic
lagal T hard
28 | Suf Baselik e
diatonic
29 | Hiiseyni plagal I I tetraphonic  plagal I I 1
lagal I lagal I
[Hiiseyni] plagal I plaga plaga I hepta-
30 . . I I hepta- hepta- .
‘Asiran heptaphonic . . phonic
phonic phonic
31 | Tahir plagal I plagal I
plagal I
. . plagal I .
32 | Hisar tetraphonic . 1 tetraphonic I plagal I
X spathios
chromatic
I spathi lagal I
33 | Hisar Bfselik spatiios paga} I tetraphonic
from Ke spathios
hna lagal I heptaphoni
34 Schniz pragal thep aP omie plagal I heptaphonic chromatic plagal I
Blselik chromatic
35| Stnbile e e plagal I
plagal I
36 | Nisabar triphonic v v
with kliton
37 | Hicaz plagal I plagal I plagal II plagal I plagal II
lagal II &
38 | Tarki Hiciz T o
varys
39 | Hiimaytin plagal IT plagal IT plagal IT
lagal I
40 | Sehniz plaga . plagal IT plagal II heptaphonic
heptaphonic
Zirguleli
41 lagal 11 lagal II
(Hicéz) plaga plaga
42 | ‘Acem ‘Asiran varys plagal I plagal I plagal I
varys
. varys .
43 | Evig . varys varys varys heptaphonic hepta-
heptaphonic

phonic
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K L M N o P Q R S
] , LKP  LKP
LKP19(173) ELIA RAL 784 Vat 1428 Stathis  Gennadius 231 152 ) fragments
a
24 plagal I heptaphonic
25 plagal I I I plagal I
lagal I
26 plagal I heptaphonic plaga .
heptaphonic
27 plagal I plagal I plagal I plagal I
28 plagal I hard
diatonic
29 plagal I I I I plagal I
I hepta- . . from the 19th c. onwards it is called
30 . I heptaphonic I heptaphonic e
phonic Hiiseyni ‘Asiran. ..
31
lagal I
plagal I tetraphonic plaga .
32 I I . tetraphonic
chromatic i
chromatic
3 | | I spathios
from Ke
34 plagal I plagal I plagal IT plagal I
35
IV & plagal lagal I triphoni
36 v plagal IV plaga paga np-omc plagal I
v chromatic
37 plagal I plagal I plagal I plagal I plagal II plagal I
38 plagal II with varys
39 plagal I plagal I plagal IT plagal I
lagal II lagal II
40 plaga . plagal II heptaphonic plaga .
heptaphonic heptaphonic
41 plagal IT
42 I 1 varys varys
varys varys
43 . . varys varys
heptaphonic  heptaphonic
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A B C D E F G H I J
Based . L. LKP LKP
o Kyrillos' Gritsanis . . RAL RAL RAL
on the Summary Kalaitzidis . (dossier)  (dossier)
Theoretikon 3 927 653 925
Octoechos 60 137
varys
44 | Evig Arak heptaphonic
chromatic
45 | Evig Baselik
46 | Irak varys varys varys varys varys varys
varys
47 | Bestenigir tetraphonic varys varys tetraphonic varys varys
diatonic
Rahativ’l- varys . vans . I & varys
48 tetraphonic  heptaphonic varys varys varys
Ervah . . . . (protovarys)
diatonic hard diatonic
varys
. varys
hexaphonic .
49 | Rahit-fezd pentaphonic
hard . .
. hard diatonic
chromatic
50 | Sultani ‘Trak varys varys varys varys
Nevrlizi
5p | Nevrdzi varys ' plagal 1
Acem enharmonic
————————————————— plagal IV
52 [Necdi e e from low Zo
flat
lagal IV
plagal IV pragd
53 | Mahar . plagal IV plagal IV hepta- plagal IV
heptaphonic .
phonic
54 | Bozorg plagal IV plagal I plagal IV
lagal IV
55 | Nikriz Pag . plagal IV plagal IV plagal IV plagal IV
chromatic
plagal IV
. plagal IV
56 | Nihavent . hard plagal IV plagal IV plagal IV plagal IV
chromatic . .
diaphonic
lagal IV lagal IV
57 | Penggih plaga . plagal IV - IV plaga .
tetraphonic tetraphonic
58 | Rast plagal IV plagal IV plagal IV plagal IV plagal IV
59 | Pesendide plagal IV
60 | Rast Maye plagal IV
lagal
61 | Sazkar plagal IV Paga' plagal IV plagal IV
diphonic
plagal IV
62 | Suzindk plagal IV tetraphonic

chromatic
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K L M N o P Q R S
. . LKP LKP
LKP19(173) ELIA RAL 784 Vat 1428 Stathis  Gennadius 231 152 > fragments
a
4 plagal I varys varys hepta-
heptaphonic heptaphonic phonic
45 1 1
46 varys varys varys varys
. . I & varys
varys tetraphonic  varys tetraphonic . .
47 varys varys . . . . varys varys (tritovaros) in
diatonic diatonic
89
varys hexaphonic
48 varys varys varys . plagal I
hard chromatic
varys pentaphonic varys pentaphonic hard
49 varys . .
hard chromatic chromatic
50 varys
51
52
53 plagal IV plagal IV plagal IV plagal IV
heptaphonic  heptaphonic heptaphonic heptaphonic
54| plagal IV plagal IV plagal IV
plagal IV
55| plagal IV plagal IV plagal IV plagal IV chromatic
in 87
56 | plagal IV plagal IV plagal IV plagal IV
57| plagal IV
58 | plagal IV plagal IV plagal IV plagal IV plagal IV plagal IV
59
60
61| plagal IV plagal IV plagal IV plagal IV
IV in LKP
62 plagal IV plagal IV

dossier 73
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A

B C
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D E F

G

H

Based
on the

Octoechos

Summary Kalaitzidis

LKP
(dossier)
60

Kyrillos' Gritsanis
Theoretikon 3

LKP
(dossier)
137

RAL
927

653

63

Stiz-i Dil-Ara

64

Hicazkar

plagal IV plagal IV
chromatic

65

Havi acemi
(probably
Rehavi

Acemi...)

66

Nevgiilat
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K L M N (0] P Q R S
. . LKP LKP
LKP19(173) ELIA RAL 784 Vat 1428 Stathis  Gennadius 231 152 ) fragments
a

63

64

65

66
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1 NLG 2401, 122v (early 15th c.): The oldest sample of secular music written in Byzantine
notation and also the oldest notated sample of Persian music.
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2 Iviron 1189, 125v (1562): the oldest transcription of a Greek folk song Xaipeste xoumon, yoi-

peabe.
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3 MS Leimonos 259, 184r (1572): Persian tasnif by Abdilkadir.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

344 KYRIAKOS KALAITZIDIS

4 Ecumenical Patriarchate 6, 111v (1660), scribe Kosmas the Macedonian: Theophanis
Karykis Patriarch, Ismailitikon.
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5 Gritsanis 8, 324 (1698): The First Collection of Art Music

of
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6 Gritsanis 3, 5v (18th c.): Petros Peloponnesios collection. Bestenigdr devr-i kebir pesrev by
Hanende Zacharias, (echos) warys tetraphonic diatonic.
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7  Gritsanis 3, 6r (18th c.): Petros Peloponnesios collection. Son hdne of bestenigdr devr-i kebir
pesrev by Hanende Zacharias.
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8 Gritsanis 3, 166r (18th c.): Petros Peloponnesios collection. Semd’i nibavent, Es’ad, her gih

ti di mahci hamam.
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9 LKP (dossier) 60, 18r (18th c.): Petros Peloponnesios collection. Beydti devrikebir, starts
from nevd and beydti, called behram.
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10 RAL 927, 12v (18th c.): sofyan, echos plagal 11, Evog pédov ewpia.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

POST-BYZANTINE MUSIC MANUSCRIPTS 351

- P e . > et -
- = L\:-._“__r::"‘\:—-\“-_-g_-_-._ - — T‘:‘i‘-‘—"r - u.wﬁ_@.. Y

e —— o S ~
= TR M-Q-‘rv\ \'\wm‘hiv(}‘;\w& .-“gn-\ = Quaroy m)gns-'l'l.dl
,_;’-. "--._\_‘-Q‘ —“_'L--“b"’-ﬂ-jv -;\-_\1‘

‘% '"‘7\' '—'-§ C:"\ —-r\%m'ﬁlﬂ-x\.\ (u)\w 2 ey TG nﬁwe -“n\q}

-n.__ﬂ'b\ “—_' ) e Ny =L S -

———

| ——— \ = —_— e \
g \#’ P "-Q\EL"W\Q:-Q\"'\“H\ u»u F] LR RN Y T USRS AR et ANER
X 2

-_———y w,,—.-—, -‘__q._xt___‘t“"l\-‘-‘ ‘1.."-"':"5 »\"‘ ~

N— T
e CLLC AT TR BT IR LY T AN 1 1Y TEONOGIS S e "(,"“5\"“
'- - - - -~ -
e =\, e R e, S B e S
e o

v.—wwuw(} Ko ABp g\'—rwtf &t—wmu{muj‘g%ﬂu u-wp)‘gt{-x.‘g.
-

— B v > _‘: T ——r W\
e

.

i ":t;-‘“_ -'"‘"‘\“;‘ L
X '\ﬂ“"‘e —-v—:(;h)gmemuﬂ-\ == thrses !_\!.‘ (3 "\E't\!\'._'_‘-'““‘_‘\ “t}gq)
b,
q_--w\-: "-1-1.{1-—_; T -\—v‘. vs_."‘ — u.-u.-m.,‘-‘aw‘
TN U R T A L\d’L-—r\ Ll bR LR A e At t"&"\)&\\)\w
\“ = . -u..*—-q-__--.-_-.\ “1 " S —— '3-\""'"; :\—ﬂ‘bk
Aoa a\quné;‘e?vﬁo“;\w\\u a"(,f;n;& (’mx-m\ PR ul}-n.—-‘ o Q-wm
""‘z - L-:?\? .,_""k,, ‘—Cw;\.‘-; --—-:-l-,\:-..
e T

)\\ !} >\\=’ u—u-nutw\ @-M‘ ,K‘.li\"“‘“{ "(;H‘){WL"'“-N\GB& Q_g e \\q._\{_\_
E‘-."‘:ir_—g. - ¢ -_w—.\“..r « T ﬂ\‘: '--"n.t"?-;}—
!':!"ll*"'r\ LN L GL‘ "'“!\L\!J !:*‘.}‘i:'r\\:-{'_i!__\‘.!)(\v"\ LI — ) L5
“"”- — t‘ —-—_’ T — -.'1:'1.\ -— s ———— ey
CEa U F, sy “\
R R LR T tX (U TN T T ;\v\x:\w\qmw\q;:;\mrﬂ ope
i i < —— ‘_. - -7_1—1"--_—-‘_‘% —=r ‘:\!:_
\Qd);c(\ut-“ e oy, el ﬂ}}“"km‘““k\\‘w‘#“{““%‘ (o

-.‘::" = e e = n‘:—-grm.\“_‘_‘ _ﬁ_\ “1\“} d

o~
. &

R
AW qu; ‘*‘"ﬂ\:{m& e !E‘:—L\!.}!._\l}!_'_\ L\‘k‘\ Faat L TE LU LTI
- -_
o Ry X — o P
\_._‘ = L --u\-,:.__ - O — -u- gy ——g% 3-u.--u-t-*t
e n:m}ﬂ)-n [ e Lty x-&.w\—\‘\ ‘%qq:'-—n A T AARAOE A e AY
- = A — e
""h- - = \ _--.1—

e .
TR RGN A & % L T3

e

11 NLG 2175, 835r (1768): “Beautiful Atzemikon”, Isaki zade // Dol Tourkjaloum pade, echos
plagal V.



https://doi.org/10.5771/9783956506734
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by/4.0/

352 KYRIAKOS KALAITZIDIS

0@5/- ‘?“‘“"ﬂ“‘: Mmooy
t}w# "E-"‘“"‘QSTU‘:]; .!
PRGSO b3 S
- fL %}( ug QQW % -Jé.}s:?
T Sl W e SN Sl
j-\e) /- ‘-”-“Q f /;4-)\'\)\%? 'ceuw-«'mci
“———."‘—-"a — L e e .} \\

— .

c\v—s nm‘k, -

o VA L CRERRN N R‘\‘L.. o R, S

*-—-&-\
e et e
R s S IR Sl '-... Q- Ul ¥

12 LKP 123/270, 28v: Clarifying which and how many echoi each makam comprises, and what
is its progression from beginning to the end by Kyrillos Marmarinos.
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13 LKP 19/173, 1r (late 18th c.): Petros Byzantios collection. Makam yegih, (echos) IV
heptaphonic, #sil 6 2, Topa ma dmopacilo otd &&fig v éyAevtilo.
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14

KYRIAKOS KALAITZIDIS

RAL 784, 1r (early 19 c.): Nikeforos Kantouniaris collection, Kdr, verses and
melos by Archon Postelnikos Georgios Soutsos, transcribed by Nikeforos
from Chios, archdeacon of the Pariarchal of Antioch; hiseyni ‘asirdn, usil
sofyan, echos 1 from low Ke, Ta dir tene teni tene, Apav pémio pov dv Enpavodv oi
TKPOT GOLG TOTALLOL.
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15 Vatopediou 1428, 1 (1818-1820): Nikeforos Kantouniaris collection. Semd'ss, sarkis and
bestes. Poems from various times, by various poets. This one is by Petros Peloponnesios,
makam biiseyni, echos 1, usQl 6 2, Ti ayavéxtnoic molij.
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16 LKP (dossier) 76, 1 (early 19c.): fragment by Gregorios Protopsaltes. Evig-drd, usil sofyan,
“mine”, (echos) varys, Zviloyi molAdv yopitcv.
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