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SOME OBSERVATIONS ON THE INTERPRETATION OF
SIGNATURES AND ACCIDENTALS IN EAST AND WEST
Peter Weincke

Scholars of Byzantine and Western medieval music are fre-
quently faced with the question of a possible musical, social,
and cultural interaction between East and West. One example
has been given through the four two-part Communion pieces
from the Middle Byzantine period, written by Manuel Gases
and Ioannes Plousiadenos! The instruction "Double melody ac-
cording to the art of singing by the Latins"2 found in one
of these pieces reveals - together with other information -

a more or less diffuse approach to Western musical texture
and terminology?

The quite unusual two-part texture is maintained by a sco-
ring very similar to Western medieval music, writing the two
parts together one above the other or separately. Three of
the compositions have been written in the fourth authentic
mode in the upper part and the fourth plagal in the lowerf
whereas the fourth gives the same modal signature for both
parts : the fourth plagal? see Table I.

The pieces with two modal signatures have been subject to
discussion as to which mode they are in? Dimitri Conomos has
seen the two signatures as only a practical means to inform
"the two singers that their starting notes were a fifth apart"z
and he uses the part written in black ink for a modal identi-
fication? But since the same musical texture could easily be
obtained by using a common modal signature, there might be
another explanation. The use of different modal signatures
might be the composer's reflection on the Western conception
of polyphony as a "compositio ex diversis partibus diverso~-

rum tonorum"’

In compositions by Machaut, Dufay, Landini,and Dunstable
a similar problem is known concerning the socalled "partial"
or "conflicting signatures" in pieces with, for instance, no
key-signature in’the upper part and a B-flat in the lower?0
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Table I. Two examples on main signatures in By-
zantine polyphony.
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Table II. The Guidonian system of hexachords.
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This phenomenon has been intensively treated and related
both to the problem of using editorial accidentals in accord-
ance with the conception of musica ficta and to the question
of modal identification]1 Referfing to the theorist Tinctoris
a scholar like R. Hoppin explains the signatures as follows -

"...partial signatures are an indi-

cation of pitch levels lying a fifth

apart, which in turns imply the use

of two modes simultaneously or of the

same mode in a- transposed and untrans-

posed position." (12)-
A musicologist like E.E. Lowinsky anyhow gives a more prac-
tical explanation arguing for a B-flat key-signature in the
lower part as a result of harmonic demands, while the upper
part needs no such signature to maintain its cadential struc-
tures!3 Referring to observations on the practical demands
of the musical texture Lowinsky argues - in the same manner
as did Conomos - against a poly-modal interpretation. An es-
sential aspect of these discussions is the function of manu-
script accidentals.

Here I should mention the studies made by musicologists
like Gilbert Reaney}4 Albert Seayl5 and Margaret Bent16 who
all have stressed.the close connection between the signatures

h# and b and their Guidonian solmisational syllables MI-FA,
an observation based upon the study of theorists like Ugolino,
Marchettus da Padua, and Prosdocimus de Beldemandis%7

The three main hexachords (see Table II) built on C, F,
and G and their solmisational symbols (ﬁ#andb ) represent
the area of musica recta,  while hexachords built on other
notes and their use of accidentals represent the area of mu-
sica ficta]9 One could change from one hexachord to an other
making a socalled mutation?o

"To assist in knowing what hexachords
were required, it became the usage to
insert a flat before B at various points,
this not to indicate a flattening of the
tone in the modern sense, but to show

the performer where he must sound the B)
as with the solmization syllable fa,thus
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making the molle hexachord manda-
tory:; to indicate the durum, a na-
tural sign could be used, this de-
fining the place of mi." (21)

As the cadential feeling with the raised leading tone (sub-
semitonium) becomes normal during the ars nova of the 14th
century%2 the FA-MI-FA structure is met more and more fre-—
quently, indicating for instance a b before E .:

"Evidently, if Eb be taken as fa, we

have the introduction of a new hexa-

chord, one whose ut will be found on

B) and one that will thus provide a

whole new set of syllables to be put

by the side of those already part of

the traditional three.” (23)
Making hexachords ocutside the musica recta area was an increa-
sing process as the insertion and integration of chromaticism
became more and more characteristic of medieval musical sty-

1e%4 ‘

It is important that the single accidentals (hﬁandb ) were
not looked upon as isolated "sharpening" or "flattening" sig-
nals, but primary should indicate the placing of hexachords.
Accidentals belonging to the area outside the three main he-
xachords thus represented the musica ficta or coniuncta?s Ac-
cording to Ugolino de Orvieto :

"For it is called ficta, because such
music is placed in that location where

it really is not, but is pretended to
be..." (26)

- and to Tinctoris

"A coniuncta is the place of a flat or a
natural in an abnormal place." (27}

- which makes Seay explain :

" ..the terms "normal" and "abnormal" mean
"by rule" and "against the rule," the rule
being that of the organization of the usual
three hexachords and the placement of the
mi-fa within them." (28)
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These observations make me turn to Byzantine chant and

its practice of main and medial signatures.

According to Oliver Strunk's paper "Intonations and Sig-
natures of the Byzantine Modes"2? the Byzantine signatures
should be explained as abbreviations of the socalled nyxnuata,
certain intonation formulas belonging to each mode>" But sig-
natures could also be intercalated within the melody,and these
medial signatures and their musical function were the subject
for Jgrgen Raasted's book on "Intonation Formulas and Modal
Signatures in Byzantine Musical Manuscripts“?1 Before his in-
vestigation medial signatures had been treated with more dif-
fuse explanations like these :

- "The signature, called in Greek MAR-
TYRIA (uaptupra), is used at the
beginning of a Byzantine hymn and

also medially, as a check on the
correctness of the singing." (32)

-~ "These Intonation formulae are intend-
ed to be a gquide for the singer to in-
tone the following melodic line at the
right pitch." (33)

- "Exceptionally one finds a melody which,
after modulating to what we should call
the dominant or subdominant, continues
for some time - perhaps to the very end
- in the new key." (34)

What was the point of departure for Raasted was the fact that
signatures found at the beginning of melodies (main signatu-
res and main intonations) usually have their "theoretical"
pitch,
"...whereas MeSi and MeInt35 are frequent-
ly found on other pitches besides (see be-
low table 1I11). Thus, to mention only a few
wellknown examples, a%)a’ on a is as legiti-
mate a MeSi as one
on D, and Y% is not only found on b but al-
so on e." (36)
When one studies the tonal system of Byzantine music these
transpositions get more understandable, because they are due
to the Byzantine tetrachord system. At table IIT the modal

letter signatures indicate - according to Strunk - each step
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Table III. The tonal system of Byzantine Music.
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of disjunct tetrachords with conjunct extensions at both ends.

Even though Strunk's information concerning medial signatu-
res is very scarce, he is - as a matter of fact - referring
to these, when he talks about modulation (see the quotation
above) . It is clear that medial signatures not put in accord-
ance with the modal steps of the tetrachord system of table
I1I are due to this "modulating" procedure. Such observations
made Jgrgen Raasted conclude :

"A considerable number of seemingly

wrong medial signatures reflect to-

nal peculiarities in the musical con-

text and cannot be dismissed as copy-

ists' errors or misunderstandings.

It is reasonable to infer that the By-

zantines felt the melodic formulas in

many of these cases as transpositions

or modulations." (37)
This conclusion was based and supported on investigation on
more than 120 versions o6f a melody and 'itd$ Proshomoia "which
are provided with MeSi“?8 about 350 at all, and on Christian
Thodberg's observations in his paper "Chromatic Alterations

in the Sticherariurﬁ“?9

Now let us have a closer look at medial signatures either
on their "theoretical" positions, i.e. put in accordance with
table III (= a parallel to the Western musica recta) or on
other transposed positions (= a parallel to the Western musi-
ca ficta).If we look at the last section of Oliver Strunk's
transcription of the Doxastikon esaexunveuuatL4o (see table
IV) we meet the Protos signature ril on d and the Deuteros
signature ? on ¢ (implying that Hé should be on e). Now, if
we look at table III the Protos signature ?l according to the
"theoretical" system has its normal (recta) positions on (D),
a, and d (because oiﬁthe upper conjunct extension) and the
Deuteros signature Yy its normal (recta) positions on (E),

b, and e. The use of these signatures at the high extended
tetrachord will automatically imply a use of a Bl to main-
tain the tetrachordal demands, the accidental representing

the same phenomenon as the Western musica recta.
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At the upper line of Strunk's transcription we could also
find a Protos signature ?A on e, a use which according to
table III does not fit into the system. The resulting f-sharp
is needed to confirm the new tetrachordal relations and should
then be compared to the Western use of musica ficta accident-

als.

The similarity of Eastern and Western logic is only valid,
if we are interpreting the mi-fa accidentals and the medial
signatures as hexachordal and tetrachordal step symbols.

The main difference between the two practices of signatures
is of course that whereas the mi-~fa accidentals are exclusi-
vely used as solmisational step indications, the Byzantine
medial signatures are used as both tetrachordal step indica-
tions and modal/formulaic reflections. This double function
is understandable when we are taking the staffless notation
into consideration.

Theoretical evidence for the Western distinction between
partial transposition and real modulation apparently is found
in the treatises of Manuel Chrysaphes41 and Gabriel Hieromo-
nachos4% who both mention musical procedures obtained by
weopau43 and napakkayn?4 But since the ¢9%opar also are sig-

nals of new modal modulations45

into which the composer wants
to go, and since the mapailayn also defines certain didactic
exercises?Git is not yet quite clear whether they really re-
flect such conceptions of partial transposition and real mo-

dulation.

If there exists a kind of similarity between these Eastern
and Western concepts it is possible to summarize the princip-
les of signatures and musical terms as has been done in table
V.

CONCLUSION.

Taking the point of departure in the few Byzantine examp-
les on an approach to Western medieval polyphonic texture,I
have discussed the possibility of a common logic in the use

of mi-fa accidentals and medial signatures. This discussion
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Table V. A common logic of signatures and concepts in East
and West.

Western practice

Byzantine practice

Notation From neumatic staff- Neumatic staff-
less notation to) less notation.
staff notation with
neumes and mensural
notation.
RN Tl-/.. nst
Modes Ii,1r,111,1Vv,V,VI1I,VII 9,47, ) P
— ]
and VIII. TIA(?,TY)\:;.'-&,‘I’D\J‘
Mnemonic modal | Noeane Main and medial sig-
formulas natures.
Solmisational Guidonian hexachord Use of the formulas
practice system. represented by the
signatures with solmi-
sational functions.
Modulation Use of Guidonian he- Modulation according

(change from
one mode to

Xachord solmisation.

to nmoapaiiayn and
shown by a medial sig-

another) nature indicating a
new mode.
Transposition Use of Guidonian he- Transposition shown

{(pitch-change
of mode or mo-
dal segment)

xachord solmisation.

by medial signatures
or ¢dopat.

Musica recta

Accidentals indica-
ting the mi-fa posi-
tions in the three
basic hexachords on
C,F, and G.

Medial signatures ac-
cording to the theo-
retical system of te-
trachords, Table III.

Musica ficta

Accidentals indica-
ting the mi-fa posi-
tions in hexachords
outside the three ba-
sic ones.

Medial signatures not
according to the theo-
retical system of te-
trachords, Table III.
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has included the problems of modal identification, solmisa-
tional symbols and the interpretation of musica recta & fic-
ta on the one side. And on the other side the Byzantine use
of main and medial signatures.in relation to the tetrachord
system.

If the practice of medial signatures is based on a similar
logic as the mi-fa accidentals in Western medieval music, the
transcriber of Byzantine music should not look upon the use
of accidentals as an doubtful affair. Also the Byzantines

have made use of musica ficta.

NOTES.
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"Experimental Polyphony 'According to the ... Latins', in
Late Byzantine Psalmody”, Early Music History 2 : Studies
in Medieval and Early Modern Music, ed. by Iain Fenlon,
Cambridge University Press 1982, pp. 1-16. Peter Weincke :
"Harmonic Texture in Byzantine and Early Italian Polyphony",
Musica Antigua VII Acta Scientifica Byddoszcz 1985, pp.219-
243.

2. AunroOv pérog, natd ThHV TV “erativev (sic) Yartuiuiv belong-
ing to an Alveite TOv udpLov by an anonymous composer (or
maybe by Ioannes Plousiadenos) from MS Moxeroplov 315, fol.
66v, see Gr. Stathis : Les Manuscrits de Musique Byzantine
Mont Athos, Vol. I-II, Athenes 1975, Vol. I, p. 350,352.

3. In the ‘O éwpaudg by the Greek Uniate Bishop Ioannes Plou-
siadenos from MS AOXELapCoU 315, fol. 67r (see Gr. Stathis:
op.cit. p. 351-352), the terms 1o xeluevov and 10 TEVOPEL
have been used, probably representing the Western 'cantus
firmus' and 'tenor'. But as the tenors in medieval West
normally were bearers of the cantus firmus, the actual use
of terms seems to be confusing. See also Dimitri Conomos
op.cit. p. 4-6 and Peter Weincke : gp.cit. p. 223.

4.77) Ioannes Plousiadenos' 'O éwpaxdgc, MS AoxerapiLouv 315,
fol. 67r, 2) Manuel Gazes' Alvelte tOv ulpLov, MS Athens




10.

11.

12.

13.

14.

15.

16.

17.

71
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CHANGE AND CONTINUITY IN POST-BYZANTINE CHURCH PAINTING

Anne-Mette Gravgaard

Ever since A. Didron in 1845 in Paris published a French translation of
the painter's manual of Dionysius of Fourna (written probably between
1730 and 1734) it has been widely held that this manual constituted the

o . i P |
key to the Mediaeval tradition, the very recipe for Byzantine painting .

This opinion was strengthened when the first Greek edition appeared in
Athens in 1853. The edition was based on a 19th century manuscript, which
seems rather unreliable: It is provided with a front page according to
which the manuscript was made in 1458. At the same time it contains a
chapter on heliogravure, a gravure technique based on photography, which
was not invented until 1838. The rest of the manuscript, however, seems
to constitute a reliable copy of an 18th century manuscript. And in 1885
it was reprinted in Athens by A. Konstantinides ~ with the omission of

the dubious chapter on heliogtavurez.

In 1900 and 1909 a better Greek edition appeared in St. Petersburg,
published by A. Papadopoulos-Kerameus on the basis of another copy of
the manua13. Both editions are still in use as textbooks for modern icon
painters, and they are still generally seen as authentic reproductions

of the Mediaeval ttaditiona.

But is it right to consider the work of Dionysius a simple codification
of the existing tradition? To answer this question I have compared Dio-
nysius' text with five older, fragmentary manuscripts which Papadopoulos
-Kerameus included in his 1909 edition under the title "Inyal tfis "Epun-
velag Avovuolou 1ol ¢& 'Aypdowv". The result of this comparison was that
Dionysius in fact systematized and elaborated the tradition of Orthodox
church decoration to a degree where it would be appropriate to talk of

"change" as well as of "continuity"s.

There is, however, another painter's manual from the 18th century which,
according to my studies, is much closer to the "znyo(" than Dionysius'
work. As no author is mentioned in any of the manuscripts it may be
called the "Anonymous Manual”. It has not yet been published and conse-
quently this manual is little known, despite the fact that it probably
is a more genuine expression of the tradition than Dionysius’ workﬁ.

If so, maybe it is the Anonymous Manual that represents the "canon of



