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1. Introduction
The study of the Kekragarion chant tradition has over time become an
important aspect of Byzantine musicology, especially regarding the
development of “simple psalmody”. This term was used by Christian
Troelsgaard in a study! elaborating on the important contributions to the
field made by Oliver Strunk.? Simple psalmody describes the functional
side of Byzantine “psalm tones”, pointing out a set of recurrent behaviours
in the adaptation of psalm verses to simple melodic lines, producing a sort
of “skeleton” that eventually would form the background for more
developed, “ornate” or “embellished”, psalm settings.

Specifically regarding the Kekragaria, the present paper expands on
a diachronic study published by Svetlana Kujumdzieva, primarily dealing
with the rubrics reported in late Byzantine written musical manuscripts?,
and a contribution by Annette Jung, presenting a synchronic analysis of
the fifteenth-century manuscript Sinai gr. 1255 — with focus on the modal
intonations.* The possibility of using the melodic profiles of such simple
chant tradition to trace the development of the Kekragarion up to the latest
settings composed in the nineteenth century has not been pursued until

1 “Simple psalmody in Byzantine chant”, paper read at the 12" meeting of the IMS
Study Group Cantus Planus, Lillafired, Hungary, 23-28 August 2004, edited by
Laszl6 Dobszay, Institute for Musicology of the Hungarian Academy of Sciences,
Budapest, 2006, pp. 83-92.

2 “A First Look at Byzantine Psalmody”, BAMS, XI-XIII (1948), pp. 19-21; “The
Antiphons ofthe Oktoechos”, JAMS, XIII (1960), pp.50-67. These articles have been
reprinted in Oliver Strunk, Essays on music in the Byzantine world, ed. Kenneth Levy,
New York, 1977.

3 “The Kekragaria in the Sources from the 14" to the Beginning of the 19" Century”,
paper read at the 6" meeting of the IMS Study Group Cantus Planus, Eger, Hungary,
1993, edited by [Laszl6 Dobszay], Budapest, 1995, vol. 2, pp. 449-463.

4 “The Settings of the Evening and Morning Psalms according to the Manuscript Sinai
gr. 12557, Cahiers de l’Institut du Moyen Age grec et latin (CIMAGL — University of
Copenhagen), XLVII (1984), pp. 3-63.



now.> This paper presents the results of a diachronic, comparative analysis
through the eight modes. Fourteen manuscripts have been studied, but for
the actual analysis two manuscripts representing the Kekragaria versions
contained in the whole group of manuscripts were selected for
transcription. My survey shows how the melodic tradition of the late
medieval Kekragarion has been partly maintained and partly developed
over four centuries, and it also demonstrates how specific melodic features
relate to the arrangement of the text.

2. Selection and classification of sources
The following list includes the total pool of manuscript sources consulted,®
arranged according to estimated chronological order:

1.  Athens, National Library of Greece, EBE 2458 [AD 1336], Theory,
Anthologia; Kekragaria, ff. 36r-37v;

2. Jerusalem, Patriarchal Library, Tafou 425 [14!" c.], Anthologia;
Kekragaria, ff. 12v-14r;

3. Sinai, Monastery of St Catherine, gr. 1311 [14!" c. — last half],”
Anthologia (Psaltike); Kekragaria, ff. 111v-116v;

4,  Athos, lberon 1259 (5379) [15'™" c.], Heirmologion, Anthologia;
Kekragaria, ff. 153r-160r;®

5 This comparative study has been conducted as a necessary first step in my studies of
the historical development of the oral liturgical chant tradition of the Albanian
communities in Sicily.

6 To get a slightly more detailed description of each source, check the “Inventory of
Microfilms and Photographs”on the website of the Monumenta Musicae Byzantinae
(Copenhagen), http://www.igl.ku.dk/MMB/intro.html. For a physical description of
MS Athens EBE 2458 and its contents, see Grigorios Stathis, H aouaznixn
dlapoporoinon Owws Kotoypdpetol otov kwoiko. EBE 2458 tov érovg 1336,
Thessaloniki 1989, and Linos & Maria Politis, Kardloyog t@v yewpoypddwv tijc
Ebvikijc BiprioOnxng tijc EAAddog, Athens 1991.

7 Cf. Dimitrios Balageorgos & Flora Kritikou, Té yeipdypaga Polaviviig uovoixijc —

2wa, tépog A, ABnva 2008. According to Schartau this source is from the beginning

of the 15t ¢., cf. Bjarne Schartau, Codices Sinaitici, Mikrofilmaufnahmen im Besitz
der MMB, Kopenhagen, Copenhagen, 1991 (unpublished).

See also Grigorios Stathis, Ta yepdypapo Polovuiviic povoixijc - Ayov Opog.

Kartaloyog mepiypopikos t@dv yepoypbpwv kwdikwv Lolaviivijc povoikig TV

drokeiuévawv &v taic PrpAronkaic tdv iepdv uovdv kai oxntewv tod Ayiov ‘Opoug,

touoc A', Athens, 2015.
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5.  Sinai, Monastery of St Catherine, gr. 1312 [15'" c¢.], Anthologia,
Sticherarion kalophonikon; Kekragaria, ff. 37r-43yv;,

6. Sinai, Monastery of St Catherine, gr. 1323 [15!" c.], Theory
(Papadike), Anthologia; Kekragaria, ff. 36r-44r;

7.  Sinai, Monastery of St Catherine, gr. 1255 [15t" c. — see Jung 1984],
Sticherarion kalophonikon, Anthologia; Anastasimatarion, ff. 164r-
203v;

8.  Athos, Laura Epsilon 173 (635) [AD 1436], Theory (Papadike),
Anthologia, Sticherarion kalophonikon; Cyclic offices, Kekragaria,
Ainoi, ff. 14r-24r;

9. Athos, Pantokratoros 211 (1245) [15t" c. — last half], Papadike,
Treatises, Anthologia, Sticherarion kalophonikon; Cyclic offices,
“Kyrie ekekraxa”, doxology, “Theos Kyrios”, through the modes, ff.
15r-61v.

10. Vatican, Biblioteca Apostolica Vaticana, Barber. gr. 300 [15t¢c. —
by Tardo], Papadike, Methods, Erotapokriseis, Anthologia,
Sticherarion Kalophonikon; Kekragaria through the modes, ff. 36r-
51v;

11. Sinai, Monastery of St Catherine, gr. 1463 [151"-16% c. (see
Schartau)], Theory, Papadike, Anthologia; Settings for Hesperinos,
Orthros, for Liturgy, Cherubika, Ainoi and Kekragaria, ff. 80v-
214v;

12. Copenhagen, Det Kongelige Bibliotek, GKS 3537 octavo [16"¢c.?
(see Schartau)], Theory, Papadike, Anthologia, Kratematarion; inc.
mut. of 3" mode in Kekragaria through the modes, ff. 20r-26r;

13. Copenhagen, Det Kongelige Bibliotek, NKS 4466 quarto [17t" c.
(see  Schartau)], Theory, Papadike, Methods, Anthologia,
Mathematarion; Settings for Hesperinos and Orthros; Kekragaria
through the modes (inc. mut. 1st mode), ff. 31r-35r; two further
cycles of the Kekragarion through the modes,® ff. 349r-355r;

14. Copenhagen, Det Kongelige Bibliotek, NKS 2747 folio [18t"c. (see
Schartau)], Theory, Papadike, Anthologia, Mathematarion; “Kyrie
ekekraxa” through the modes, “Etera kekragaria, syntoma
agioreitika”, Kekragaria by Balasios, in ff. 32v-35v.

Of these fourteen musical manuscripts written in the Middle Byzantine

Notation, | have chosen versions from the oldest one, EBE 2458 (A.D.

9  Corresponding to the “agioreitika” version and the Kekragaria ascribed to Balasios
the Priest, reported also in the MS Copenhagen NKS 2747 (see source no. 14).
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1336), and the most recent document, MS NKS 2747 folio (18t"c.), as the
primary basis of my study, since no significant changes in the melodic
versions reported by the other sources were identified — although |
certainly did observe many instances of melodic and/or neumatic micro-
variation which are of minor importance for this study.

The main conclusions are:

- that there is a stable tradition of a wversion referred to as
“Koukouzelian” (labelled “Kouk A”), which in this material appears
first in MS EBE 2458;

- that “Kouk A” can be considered a point of departure for all versions
in the subsequent sources. These versions, however, are developed
or have been embellished in the sense that melodic formulae and
passages without a clear connection to “Kouk A” are occasionally
inserted through a kind of re-composition, as is the case of the
versions “Kouk B” and “Bal”. Also a shortened version occurs,
“Synt”;

- such multiple traditions have been reported even in the latest source
on our list, e.g. the MS Copenhagen NKS 2747 folio, which actually
offers two further cycles of the Kekragarion,® making up a total of
only four distinct versions.

Before turning to the musical analysis of these versions, | shall briefly
comment on the two selected sources. The manuscript Athens EBE 2458
is the oldest dated copy (A.D. 1336) of the “new” type of chant book of its
genre, i.e. the so-called Akolouthiai manuscripts! or ‘Orders of Service’,
which reports the ancient — i.e. since the 14t century at least — chant
tradition of the Kyrie ekekraxa (Ps. 140, 1 sqq. “Lord, I have cried unto
Thee”) for the Byzantine Vespers office. The development of the
Akolouthiai type of musical manuscript (also termed Anthologia or

10 As in the case of the MS NKS 4466, quarto. For the reason why | chose to describe
here the MS NKS 2747 folio instead of the NkS 4466 quarto see footnoteno. 9.

A group of anthologies originating in about 1300 and containing traditional and
contemporary settings of the Ordinary chants, as well as elements drawn from the
earlier repertories, principally the psaltikon and the asmatikon. They contain within a
single volume a collection of monophonic chants, both Ordinary and Proper, for the
psalmody of Hesperinos and Orthros, and settings for the three Divine Liturgies (See
Troelsgaard and Williams 2001, and Troelsgaard 2011, p. 31).

11
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Papadike) was associated with the Athonite monk (St) loannes
Koukouzeles,'? and it contains asits nucleus chants of the Hesperinos (i.e.
the Vespers office), the Orthros (i.e. the morning office) as well as chant
for the Divine Liturgy (i.e. the Byzantine mass).

In this source, only the setting for the first verse of the Kyrie
ekekraxa is delivered through the modes, without any reference to the
second (i.e. Kateuthynthéto)or the subsequent verses. The handwriting is
very clear, both as regards the chant text and the neumes.

My second source of transcription is the Anthology MS Copenhagen
NKS 2747 folio (second half of the 18" cent.), acquired by the library in
1976. Only few scholars have mentioned or published on it,!3 probably
because it is a rather late source and many comparable manuscripts can be
found elsewhere. Its usefulness for a diachronic study is, however, evident,
since it transmits the last three of the four identified versions of the
Kekragarion in a clearly legible notation.

The four versions are the following:

1) “Kouk A”, the oldest version of the “Koukouzelian” tradition,

EBE 2458 (ff. 36r-37v);

12 About John Koukouzeles’s life and works, see e.g. Williams 1968, p. 303; Elena
Tonceva, “Neuentdeckte Abschriften des Cheironomischen Lehrgesanges von
Johannes Koukouzeles (Zum Problem der Entwicklung der byzantinischen
Musiktradition nach dem 14. Jahrhundert)”,in: Actes du XIV—e Congreés International
des Etudes Byzantines, 3, Bucarest 1976, pp.576—588, XupoHOMHYECKOTO HEBYECKO
ynpakuenue Ha Moan Kykysen, Mysukamau xopusontn 18-19 (1981); Simon Karas,
Iwavvne Maiotwp O Kovkovl(éAng xor n emoyn tov, LOALOYOS mpog Addootv ™G
Ebvumg Movowmg, Athens 1992; Jorgen Raasted, “Koukouzeles’ Sticherarion”, in
Byzantine Chant. Tradition and Reform, edited by C. Troelsgaard, in Acts of a
Meeting held at the Danish Institute at Athens, 1993, Monographs of the Danish
Institute at Athens, Volume 2, Athens 1997 or Svetlana Kujumdzieva, John
Koukouzeles’ Sticherarion. The Formation of the Notated Anastasimatarion (in
Bulgarian; English summary), Gutenberg Publishing House, Sofia 2004.

Jorgen Raasted (“To nyerhvervede byzantinske musikhandskrifter”, Fund &
Forskning 24 (1979-1980), pp. 29-36, J. Raasted: “Byzantine Chant in Popular
Tradition”, CIMAGL 3la and 31b (1979), p. 45 and pp. 78-80; Bjarne Schartau,
“Manuscripts of Byzantine Chant in Denmark”, CIMAGL 48 (1984), pp. 36-79 and
Bjarne Schartau: Codices Graeci Haunienses, ein deskriptiver Katalog des
griechischen Handschriftenbestandes der Koniglichen Bibliothek Kopenhagen, Mit
zwei Appendicesvon Erik Petersen, Copenhagen 1994, pp. 275-281 (Danish humanist
texts and studies, 9).

13
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2) “Kouk B”, a later reception of the ‘“Koukouzelian” tradition,
NKS 2747 folio (ff. 32v-33v);1

3) “Synt”, NKS 2747 folio (ff. 33v-34r), is described as “cuvtopa
ayopeitika” (i.e. “short version from Mount Athos”);

4) “Bal”, NKS 2747 folio (ff. 34v-35v) is clearly more melismatic,
developed or embellished than the other and older versions. It is
ascribed to Balasios the Priest, a composer of the first half of the
17t century, contemporary of composers such as Chrysaphes the
Young and Germanos, Bishop of New Patras. “Bal’ recycles
much of the melodic material transmitted in the “Kouk” and
“Synt” versions.

The following table shows the total distribution of the four versions over
the fourteen manuscripts listed above:

Date of Date of
Version Sources earliest latest
witness witness

EBE 2458 (ff. 36r-37v); Tafou 425
“Kouk A” | (ff. 12v-14r); Sinai 1311 (ff. 111v- AD 1336 15" c.
116v); Iberon 1259 (ff. 153r-160r)

Sinai 1312 (ff. 37r-43v); Sinai 1323
(Ff. 36r-44r); Sinai 1255 (ff. 164r-
203v); Athos Laura Epsilon 173 (ff.
14r-24r); Athos Pantokratoros 211 (ff.
“Kouk B” | 15r-61v); Vatican Barber. gr. 300 (ff. | 15" c. 18" c.
36r-51v); Sinai 1463 (ff. 80v-214v);
GKS 3537 octavo (ff. 20r-26r); NKS
4466 quarto (ff. 31r-35r); NKS 2747
folio (ff. 32v-33v)

NKS 4466 quarto (ff. 349r-351v);

th th
NKS 2747 folio (ff. 33v-34r) 1rte. | 18%c.

“Synt”

NKS 4466 quarto (ff. 351v-355r);

th th
NKS 2747 folio (ff. 34v-35v) 17"c. 18" c.

C‘BaI’3

Apart from few trivial musical and orthographical variants, the witnesses
display the same constellation of music and text; in some cases, however,
repetitions are written out, in other cases not.

14 In NKS 2747 folio the second stichos of the Kekragarion (i.e. “Kateuthynthét™) is
presented in all modes, unlike EBE 2458 that only transmits the first one (“Kyrie
ekekraxa”).
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3. Methodology

The manuscripts have been studied in situ at the Royal Library in
Copenhagen and on microfilms, scannings and digital images kept in the
archive of Monumenta Musicae Byzantinae, University of Copenhagen.
The full transcription of the settings in all four versions through the eight
modes is presented in the Appendix. Inthe present analysis of the material,
| have paid special attention to recurrent melodic formulae making up the
Byzantine psalm tones or “simple psalmody”, a feature probably
connected with the predominantly oral administration of the actual chant
genre,’> closely connected with the system of the eight modes (the
oktoéchos) as a generative musical principle. These formulaic elements
have been traced though the four versions in order to assess how much of
the melodic material of “simple psalmody” in the “Koukouzelian”
tradition has survived in later versions. To better grasp the musical
characteristics of the genre, modal profiles of the various settings are also
described (ambitus, finals, recitation notes). Before attacking the musical
analysis, | shall, however, turn to the titles and to the ‘libretto’, i.e. the
actual arrangement of textual segments from Psalm 140.

4. Titles and Text in the Kyrie ekekraxa
Until the end of the 16! century the opening heading or attribution at the
beginning of the Kekragarion was generally written as follows:

apym ovv Oed ayim TV KAT' YOV KEKPAYOPIWV...

However, some variation occurs,'® but the rubric most often includes the
indication “kot’fyov” (ie. according to the modes). After the 16" century,
we find in addition rubrics specifying the kind of Kekragarion, the place
where it was sung or the name of the composer.1” For example, the term

15 Probably also long after 1250, when the earliest psalm settings were included in some
Sticheraria (See Troelsgaard 2004, p. 2).

16 In her already mentioned study on the Kekragarion, Svetlana Kujumdzieva reports
the following attribution: dapyf obv 0ed dyio 1OV Ke éxékpada kot Myov, ie.
“beginning with holy God, Kyrie ekekraxa accordingto the modes”, 1995, p. 451.

17 Kujumdzieva, op. cit., p. 452.
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“ekxAnoraoticd”,® reported in manuscripts from the second half of the
17t century, may — according to Raasted!® — refer to chants or repertories
used in small churches. Also references to performance style etc. occur.

In the following table, | show variation

in the rubrics over the

centuries in all the studied sources (the orthography has been normalised):

Century

Sources

Version

140

Athens, EBE 2458 (ff. 36r-37v); Eif’ otwg dpyeton
10 Kipie éxéxpaca, kot fyov

Jeruslaem, Tafou 425 (ff. 12v-14r); Ei6’ oStwe
Gpyeron o Kopie éxéxpaco, kot fyov

Sinal, 1311 (ff. 111v-116v); Apy1n ovv Ocd tédv
KEKPOYOPIOV

Kouk A

Kouk A

Kouk A

15lh

Athos, Iberon 1259 (ff. 153r-160r); [...] zo Kopie
éxéxpaca, kot fyov?®

Sinai, 1312 (ff. 37r-43v); Apy# ovv Ocd ayiw t@dv
KeKpayapiwV xat 1yov, ovv 10 Aééa Iotpi- dpyetor 6
TPADTOS YOPOG:

Sinai, 1323 (ff. 36r-44r); Apyn ovv Ocd tédv
KEKPOYOPIV

Sinai, 1255 (ff. 164r; 169v; 174r; 178v; 184r; 189r;
194r; 198v); Apyn ovv Os@ dyip tdv kot Hyov
KEKPOLYOPIDV, TV UEVY UETE TWV AVOOTTATILWV
Athos, Laura Epsilon 173 (ff. 14r; 15r; 16v; 18r; 19v;
20v; 22r; 22v); dpyn oov Ged ayio . Tod kipie
éérpaco Kot yov . odv 10 66a Kai 10 Oed¢ Kiplog .
o0V T0 dAARAoDio 1eTd 10D TAoa TVOT] . Kol TO aivelte
Kol £tépac dAANG drolovbias . 6 doueonikog tod
apiaTepod yopod dpyerol.

Athos, Pantokratoros 211 (ff. 15r; 22r; 28v; 32r; 39v;
46v; 53v; 56V); apyn ovv Oed dyiw . TV Kbpie
éxéxpaca . o0V T0 KateLOVVONTO. TOV TO. AVATTATILO, .
70 B£0¢ KOpI0C . TCL dAARAoVIGpLA. . THS HEYaAnS
TEGOOPOKOTTHG . KOL TO OO0, TVOT] . KOI ETEPOS
drolovbiog .

18 Cf. NKS 4466 quarto (ff. 349r-351v).
19 Mentioned in a footnote by Kujumdzueva (1995, p. 452).
20 Cf. footnoteno. 8.

Kouk A

Kouk B

Kouk B

Kouk B

Kouk B

Kouk B
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15th

Vatican, Barber. gr. 300 (ff. 36r-51v); Apy#n ovv Oeid
OyiQ . TV KEKPAYaimV . oDV TO KatevbuvinTw . kol 10
06&a kal viv . kal 10 Oe0¢ Kdprog. oV 10 dlAnlodio. .
Kol 10 TAoa TVOT] . KaT oV,

Sinai 1463 (ff. 80v; 112r; 128v; 145r; 163v; 180v;
196v; 214r); Apyn ovv Oed dyiew TV KoplakdV Kol
TAOV G’ HUEPAV . KOl TOD AIVEITE KO TOV TPOKEWEVDV
Kal tij¢ Oelag Asitovpylog ToD ypvooaTouov Kol T00
UEyalov offidron kol Etépag dxolovbiag .

Kouk B

Kouk B

16th

Copenhagen, GKS 3537 octavo (ff. 20r-26r); inc.
mutile

Kouk B

l?th

Copenhagen, NKS 4466 quarto (ff. 31r-35r); inc.
mutile

Copenhagen, NKS 4466 quarto (ff. 349r-351v);
KEKPOLYOP10. EKKANOL00TIKO. KOOWD S £V TG Ayoviuq
‘Oper yallovra

Copenhagen, NKS 4466 quarto (ff. 351v-355r); xop
Mrnaladiov iepéws kol vouopdlorog

Kouk B

Synt

Bal

18’(h

Copenhagen, NKS 2747 folio (ff. 32v-33v); dpyn odv
Ocd Gyl Kol TdV KoT Ty ov KEKPOyopiwv, Kol TV
abT®V KOTELOVVOTWV.

Copenhagen, NKS 2747 folio (ff. 33v-34r); érepa
KEKPOAYAPIO, TOVTOUA, GYIOPEITIKC,

Copenhagen, NKS 2747 folio (ff. 34v-35v); érepa
KEKPOLYOp10, aDVTOUA, TOTHUO. KOp MTalaciov iepéwme

Kouk B

Synt

Bal

In EBE 2458, ff. 36r-37v (i.e. Kouk A) and NKS 2747, ff. 32v-33v (i.e.
Kouk B), we find almost the same reference with regard to the contents
“kot’fyov”, although none of the sources reporting Kouk A includes the
second verse of the Psalm 140 (i.e. Kateuthynthéto).?t In fact, this verse is
reported only in the sources belonging to Kouk B, Synt and Bal. This
observation confirms that —as Kujumdzieva also mentioned in her study —
in the sources from the 14t century only the Kyrie ekekraxa is notated,
whereas the Kateuthynthéto, apart from some few manuscripts of the 15
century (e.g. all those reporting Kouk B in this study), began to be
regularly included from the 16! century onwards. In addition, the
Kateuthynthéto — when it is reported — is always notated with the same

21 In MS Athos Laura Epsilon 173 — here ascribed to the Kouk B version — we do not
find the Kateuthynthéto either. See also footnote no. 14.
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10

melodic profile as verse 1, albeit with some variations due to the different
syllabification of the text.

In Synt and in Bal a particular expression is added, namely &tepa
Kekpayapa, cvvioua, referring to the setting as an alternative (£tepa),
“another” or “a second version”. The indication “abridged” (ctOvropa)?? is
reported in many sources from the end of the 17t and the beginning of the
18t century.2> Moreover, several other terms might indicate a similar
“concise” version. For mstance, the attribution “cvuvomtikdév” is found in
MSS from the 18" and beginning of the 19t" century, but | have not found
it in the latest sources.

In his study of the use of “abridgements” in post-Byzantine
compositions?4, Gregorios Stathis refers to this “new short style” as a
“cOvropov Deoc” (‘short style’).?®> He claims that terms such as
“ovvomtikév”  or “Etepov  ovvropov”, usually accompanied by
“€xKAnolaoTikov”’ or “kaAdoyepwov”, belong to the “cvvropov Heog”. He
maintains that although these terms are not synonymous, they refer to
“independent creations, differing from earlier melodies; they are new
compositions. By contrast, indications as cGuVTETUNUEVOV, GUIKPLVOLY,
cvvtoun0év, Ehattmvn0éy, clearly relate to previous compositions”.?6

Additionally, the Synt version offered by NKS 2747 folio (ff. 33v-
34r), has “aywopeitica” in the rubric, a term that usually refers to the
monastic singing tradition originating in Mount Athos.2” Similarly, the
other source here ascribed as Synt, i.e. NKS 4466 quarto (ff. 349r-351v),
shows the attribution “kekpoydplo §kkKANCOGTIKG KAODG £V TG Aylovinm
"Opet yéArovtan”, which 1 did not find elsewhere among the Kekragaria

22 Also “concise”, “cut”, or even “shortened” in the sense of “veloce” (ie. quick)
version.

28 Kujumdzieva 1995, p.454.

24 “The «abridgements» of Byzantine and post-Byzantine compositions”, CIMAGL 44

(1983), p. 16-38.

Stathis, op. cit., p. 23. Also, the reference to the term “cOvtopov” is explained by

Stathis as regarding the actual length of a melos and not just the number of its

notational signs (cf. p. 25).

26 Gtathis, op. cit., p. 19.

21 On this traditional way of singing belonging to the Brotherhoods of the monks of
Mount Athos, as well as the style itself, which is not based on individual chanting
mood, but onamore ecclesiastical character,that requires group participation and joint
chanting performance, see Olympia N. Tolika, Exitouo eyxvklomaidixd Aelikd tng
Polovriviig novaixig, Athens 1993,

25
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studied here. Nevertheless, | should note one instance of a similar rubric
registered by Manolis Chatzigiakoumis in his description of the MS
Lesbos, Leimonos Monastery 459, ff. 67v-73v (relating to Synt and Bal,
in the orthography of the catalogue): 22

Kot oV Kekpaydpla, £Tepa AeyOUEVA EKKANGLOCTIKA KOOMG
€V IO aylovoum dpet ydAlovion Kai Etepa oiviopa Mraiaciov
iepémg:

With regard to the actual arrangement of the text, | made a comparison
between the four versions of verse 1 and decided, on the basis of some
features of the musical settings, to divide the chant in to the following five
lines:

Kopte, éxékpoata mpog 6, €ilcdKovsdv Lov-

giodrkovoov pov, Kopie.

Kopte, éxékpoata mpog 6€, elcdkovsdv Lov-

TPOGYES T POVI] THS OENGEMDS LoV, &V TM KEKPOYEVOL LLE TPOG GE-
glodxovcov pov, Kopie.

agrwpndE

This five-line structure has been observed in all modes of all four versions,
although word repetitions as “si-cd-” before “cicdkovcov”, or “de-1-”
before “6enocemg pov” are found. Another particularity is the occasional
addition of the syllable “ve”,2% as in the following examples:

gl - od - kov - ooV [ve] - 6V pov
d0e-1N-og-mg [ve] - dg
Qo-vij [ve] -1

The ve is attached to the last syllable of a word, after which the word is
completed, creating three syllables instead of one. Yet another feature
affecting the syllabification of the text is the addition of the vowel “” at
the sequence of two consonants. The neume notated above such an
interpolated syllable is the so-called “isaki” (i.e. a small ison).3% This
happens specifically in the following words:

28 Movaowxd yeipoéypaga Tovproxrpatiag (1453-1832), Athens 1975, p. 100.

29 For the phenomenon nenanismata, see Raasted 1966, p. 149.

30 For a detailed description of how the isaki works, see Troelsgaard 2011, p. 46. See
also Karas 1982, I, p. 181.
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€kék(e)pata

T(e)pOg

n(e)pooyeg or mpoc(e)yes or m(e)pdo(e)yES
Kex(e)payévar

5. Melodic analysis through the modes
From the first authentic to the fourth plagal mode the verses of the Kyrie
ekekraxa “are systematically arranged according to their oktoechos
succession”.3! | investigate here the frequency and occurrence of various
melodic motives and their position in the whole melodic profile itself by
using analytical tables in order to describe in detail what happens in the
setting of each of the modes. Particular attention has also been paid to the
ambitus of each version, as well as to the relationship between the text and
the melody, in an attempt to figure out whether it is possible to determine
a general melodic mechanism by looking at, for instance, the patterns of
accentuation.

In order to display the melodic line, | have for practical reasons
adopted the method of “letter-notation” described and used by Jargen
Raasted.32

First authentic mode (a’)

Version | Ambitus
Kouk A E-d

Kouk B E-e
Synt G-d
Bal E-d

The ambitus is quite extended (E-d) in Kouk A, Kouk B (it reaches e, but
only once) and Bal, compared to the one in Synt, which is quite narrow
probably due to its “abridged” character.

31 Kujumdzieva 1995, p.451.
32 CIMAGL 54, Copenhagen 1987, pp. 13-38.
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Version Opening patterns
Kb - pu - g
Kouk A EF G 3
Kb - pu - g
Kok B | g p G aa
Kb - p - g
Synt a a a
Ko - pL - &,
Bal abaaGaFGFGa

In Kouk A the “classical’ psalmodic opening formula (EF G a) occurs at
the beginning of each line apart from the last one (i.e. line 5), it is found
three times in Kouk B and Bal (though not in line 1), and never in Synt.

Thus, we can see that Kouk A and Kouk B share opening formula,
whereas Synt and Bal sustain the note a, providing, respectively, a shorter
and a longer version of apparently the same melodic idea.

Version Accentuation patterns
€-Ké-k(e)pa - Eo | m(e)pog o, | oo - Vi

Kouk A a cb (b)ba a @ a cb [ abc c
€-Ké-k(e)pa - Eo | m(e)pog o, | o - Vi

Kouk B abcb (b)ba a @ a c abcb ccdc

Svt €-kéE-kpa - Eo | me)pogoé, | o - Vi

m achb b a @ab c b ¢ c

Bal é- k€ -«k(e)pa - o | mpoOg o€, oo -Vvi] ve - T
acb (baab| Ga a bcbcbchabaa

Every time there are syllables with a strong accent, such as “- k€” (from
“€xéxpaa’), “c€” or “-vi]” (from “@wvi”), we notice an ascending leap
(a ¢) or melodic phrase (a b ¢) — as a sort of preparation — towards the
stressed syllable and then, in some cases, a following descending interval
or phrase (e.g. cba baa) or a preparation for the next accentuated syllab le.
Kouk B and Bal include extra pitches on the word “@mvi)” compared with
Kouk A and Synt, and this might reveal something about the rules of

accentuation and the relationship between text and music.
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Version Recitation pitch(es)
&v 1® ke - k(e)pa - Y€ -
Kouk A a a a @ a a
&v 1® ke - k(e)pa - Y€ -
Kouk B a a cb ()baa
&v 1® ke - k(e)pa - Y€ -
Synt c b a (@ a bc
Bal &v 1® xe - k(e)pa - vE -
a a cbcb((®)babababa

The last part of line 4 always includes two elements that | place in two
different tables, although they belong to the same syntactic unit; the first
one is characterised by a sequence of identical notes, that we identify as
“recitation pitch”, which is clearly established in Kouk A and Kouk B,
although the latter is slightly ornamented. In contrast, this passage is more
ornately rendered in Bal and Synt, where a certain melodic aspect has
replaced the recitation character.

Version Psalmodic cadence

v yue mpog cé:
bc ab Ga a
v pe mpoOg GE:

Kouk A

Kouk B bc ab Ga a
v LLE TPOG GE*

Synt a b Ga a

Bal vo pe Tpog G-

aGaGab Gaa

The second element is the so-called “psalmodic cadence”, which always
presents a stable melodic shape3? on the last four syllables of line 4., and
in the first authentic mode is rendered by the ‘classical’ cadence formula
(bc ab Ga a) of simple psalmody. In Bal it is slightly more ornate. In
addition, the ‘classical’ rule of the “last four syllables” is broken in Synt

33 See Jung,op. cit., p. 7.
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and Bal, where the beginning of the cadence seems to be anticipated
respectively on “-yé-” and “-ke-x(g)po-". However, Synt reports the
‘classical’ psalmodic cadence of the first authentic mode at the end of line

2 as shown below.

L 4

" .
PN e e SR AT
Synt. £l - 6d - xov - 6OV pov, Ko - pt - &
bc a a a bc ab Ga a
Version Final cadence
Ko-pv - e
Kouk A ch baGa a
Ko-pr - =
Kouk B c baG a
Kb-pt - e
Synt ¢ baGa a
Ko-pv - e
Bal ¢c b aG a

The final cadence (c b aG a) begins on a sort of melodic peak, after which
a descending phrase leads towards the note a. It seems to have much in

common with the psalmodic cadence in all four versions.

Second authentic mode (f8°)

Version | Ambitus

Kouk A D-d
Kouk B G-d
Synt G-e
Bal G-e

In this mode the ambitus is generally narrower (G — d) than in the first
authentic mode; Synt and Bal both reach e, and Kouk A reaches D, once.
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Version Opening patterns
KbO-pt-g,
Kouk A G a ab
KbO-pt-g,
Kouk B G abb
KbO-pt-g,
Synt G abb
KoV-pi-¢g,
Bal G ab b

The c‘classical’ opening formula (G ab b) occurs three times, at the
beginning of lines 1, 3 and 4, in Kouk A (with slight variation), Kouk B,
and Bal, whereas it is found only once in Synt (in line 1).

Version Accentuation patterns
€-ké k(epa - & b n(g)poOg o8, oo - Vi
KoukA | chcb ()baba b bb d ba d
€-ké k(e)pa - & b 7(e)poOg o8, oo - Vi)
KokB | chcb (b)baba b bb d ba dc
Svnt €-xé k(epa - & b 7(g)poOg o8, oo - Vi
Y d © ¢ b bb d b d
Bal € - k€ - x(e)pa - Ea n(e)pdg o€ oo -Vl ve-ii
bcdd (c)c bchaG (G)ab b decdcbc bbdcbhcha

On syllables with a strong accent we find ascending leaps (b c¢; b d) or
rising melodic phrases (eg. bcd), and in some instances (cf. Bal) a
descending phrase (e.g. bcbaG) follows. In Synt, on “n(e)pog o€ there is
a different kind of ascending formula ((G)ab b), similar to the opening
pattern. In Kouk A and Kouk B, on “@pwvi)” the interval leap is prepared
by the notes ba and then reaches d, while Bal is much more developed
than the other versions. The accentuation patterns of Kouk A and Kouk B
are similar and reach the peak-pitch d only twice, whereas in Synt it is
reached three times and in Bal four times. In the latter version, this high
register is sustained by recitation-like repercussion of d, and the word “p-
v is drawn out considerably in comparison with the other versions.
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Version Recitation pitch(es)
&v 1@ ke - k(e)pa - Y€ -
KoukA 1’66 ¢ ©G Ga
&v 1d ke - k(e)pa - Y€ -
KoukB |y 2 6 (@ ab b
&v 1® ke - k(epa - Y€ -
Synt GG b ()a G
Bal &v 1® ke - k(e)pa -yE -
ba aG (GG abbbcd

The recitation pitch is G. This is most obvious in Kouk A and Synt,
whereas in Kouk B and Bal one notices a certain degree of ornamentation
to the effect that a melodic aspect replaces the recitative one.

Version Psalmodic cadence
vau He n(e)pog oé
Kouk A bc aGabcb (b)b G
Vo pe mpOg o¢
Kouk B cbcb aGabd b G
vou He n(e)pOg oé
Synt ab b ®) b d
Bal vou  pe n(e)pOg oé
dcbcba (@bdcbhcha G

The psalmodic cadence in this mode is rendered by the formula bc aGabch
b G that is, however, abridged and varied in Synt and much developed in
Bal. One notices a slight deviation from the ‘classical’ form of the simple
psalmodic cadence (i.e. ¢ a b b). Also the rule of the “last four syllables”
is broken in Synt and most clearly in Bal, where the beginning of the
cadence seems to be anticipated on “-y¢- and ends in a quite embellished
form. Like in the first authentic mode, Synt reports here the ‘classical’
psalmodic cadence at the end of line 2, although in a slightly modified

form:

Synt.

o 2N —-— c—
< /‘,‘ — 7 2 — F ’r
gl-o6 - xov-o6v pov, Ko - pr - &
G b a G b G ab b
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Version Final cadence
Kb - pv - ¢
Kouk A d ¢ ba b
Kb - po - e
Kouk B c ba b
Kb - pv - e
Synt abcb b
Kb - pv - e
Bal cdcbhcdcha b

The concluding formula begins on the note d (cf. Kouk A) or ¢ (cf. Kouk
B; Bal is more embellished) with a descending phrase — or slightly
ascending in Synt as it starts on a — leading towards the recitation pitch
of this second mode. It seems melodically related to the ‘classical’
cadence of simple psalmody in all versions.

Third authentic mode (y’)

Version | Ambitus

Kouk A G-e
Kouk B G-g
Synt G-g
Bal G-g

The ambitus spans an octave (G — g) in Kouk B, Synt and Bal, whereas
Kouk A has a narrower range. Nevertheless, it seems that the real peak-
pitch would be f, since e and g might be seen as transitional notes through
which this peak is reached. For this reason, the mode might resemble the
fourth authentic mode (57).
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Version Opening patterns
Kok A |KO - P - &
C C c
Kokg |K0 - oo
s [}0 0 @
. Kdl’)C d-feildc-d ch i

As in the instances studied by Jung,3® the third authentic mode does not
have a proper opening pattern, but opens directly on the recitation of the
note c, a phenomenon we find not only in Kouk A and Kouk B, but also in
Synt. The latter version is, however, not entirely recitative, whereas Bal
again has a more developed formula and moves around the recitation pitch
(ie. ).

Version Accentuation patterns

€- k€ - x(e)pa -E&a n(e)pOc 6€, | e - Vi

b cb (b)baa @ a c ab dcdc
€- k€ - x(e)pa -&a n(e)pOg G€, | P - V)

KokB | b beb () baa | (@a c |ab dede

Kouk A

Synt €- k€ - x(e)pa -E&a n(e)pOc 6¢, | e - Vi
c d d) e e e e c c e
Bal €- k¢ - k(e)pa - Ea mpog o€ QO - Vi)
c e dd c abc c dc c

Furthermore, in this case the melody follows the text accentuation, except
for the words “m(e)pog o€” mn Synt and “povi]” in Bal, that are
accompanied by descending motives.

34 In the third authentic mode | interpret this pitch as b-flat in top note positions.
85 Jung, op. cit., p. 12.
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Version Recitation pitch(es)
&v 1 ke -k(e)po - yE-
Kouk A c ¢c ¢ (oc c
&v 1®d xe-k(e)po - yE-
Kouk B c ¢ ed (dd ¢ c
&v 1 ke -k(e)po - yE-
Synt a a b (c  d
&V T® K€ - Kpol - yé-
Bal e d ¢ ababG a

As in the opening pattern, the recitation tone is on ¢, mostly in Kouk A and
Kouk B (with variations), whereas in Synt and Bal we find another melodic
contour, i.e. an ascending phrase (a a bc d) and a descending one (e d ¢
ababG a), respectively. The melodic profile thus prevails over recitation
in Synt and Bal also here.

Version Psalmodic cadence
val e n(e)pog ¢
Kauk A cd abcdc (c)c a
valr  pe n(e)pdg o¢:
Kouk B cd cbabce(c)c a
Synt vol e n(e)pog o€
Y e e (e)e e
valr  ue TPOG oé:
Bal bab ce c abc

The psalmodic cadence is similarly coined in Kouk A and Kouk B where
there is the same descending interval on “n(€)pog oé-”, while it is absent
in Synt and apparently varied in Bal. The ‘classical’ form is d ¢ b a, which
is only recognisable as an underlying melodic pattern in Kouk A and Kouk
B.
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Version Final cadence
Ko - pL - &
Kouk A d ¢ dcbdec
Ko - p - €
Kouk B edcfegf edchbc
Ko - pL - &
Synt cfegf edcbec
Ko - pL - &
Bal dedcfegfedc b c

The closing formula seems to be similar and very much embellished in
Kouk B, Synt and Bal, while an abridged version is reported in Kouk A,
which is apparently also the version melodically most similar to the
‘classical’ psalmodic cadence, despite the shift of final note.

Fourth authentic mode (5°)%°

Version | Ambitus
Kouk A a—f

Kouk B a—-g
Synt b-g
Bal a—a

In this mode each of the versions has its own ambitus. The peak-pitch g is
reached only in Kouk B, Synt and Bal, particularly in lines 4 and 5; in Bal

also in line 2.

36 In this mode, the Bal version in NKS 2747) presents anerror in line 3, on the syllable
“g-” (from “éxéxpoca’). Apparently, an oligon is missing. To re-establish a sound
transcription, the oligon is supplied with support from MS NkS 4466, f. 353 r.
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Version Opening patterns
Kb - pv - g,
Kouk A c b c q
Kb - pv - g,
Kouk B cdc cbc d
Kb - pv - g,
Synt e d e
Ko - pv - €,
Bal de dd c dbcbe d

The opening formula does not occur several times as in the previous
modes, and it seems to be closely related in Kouk A and Kouk B (again in
an expanded form). In Synt it is abridged while in Bal it is quite
embellished, though this version as the only one has the ‘classical’ fourth-
mode opening directly on d.

Version Accentuation patterns
€-k€ - x(g)pa - o | m(e)pog &, (ol0} - Vi
KokKA 1o e fe(edd| (dd de | ¢ d e e
€-x€ - xpa - &o | m(e)poc OF, folo) - Vi
Kouk B e efe e d d (de edc e fgef
Synt £€-xé€ - «x(e)pa - &a | mpdg  ©F, 010) -V
Y e efe (e)e d bcd d e ef
Bal €-x€ - x(e)pa - &Eo | m(e)pdc ©F, folo) - Vil
d fe (e d d (de ef cdcbcbc d

Also in this case, there are ascending intervals (d f) or melodic phrases (e
ef) on syllables with a strong accent. On the word “pwviy”, the melodic
contour reported in Bal is much more developed than in the other cases;
on the same word, Kouk B and Synt show a very similar melodic phrase.
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Version Recitation pitch(es)
&v 1® ke -k(e)po - yE-
KoukA 1y 4 d (d) d d
&v 1® xe-k(e)po - yE-
KokB |y & fe (e d d
&v 1® ke -k(e)po - yE-
Synt d e ef(@ e d
&v 1® xe-k(e)po - yE-
Bal e e ef (e)e d

The recitation pitch is on d, most explicitly seen in Kouk A. In contrast to
Kouk A’s genuine recitation-like character, the three subsequent versions
appear to be more “melodised”.

Version Psalmodic cadence
vor  ue TPOG oé
Kouk A e b bab c
valr  pE TpOg (78
Kouk B e b cdchcbcde
valr  pE n(e)poOg o¢
Synt e dceg () f e
vor  ue TPOG oé
Bal ec df d bcb

The psalmodic cadence has almost the same shape in Kouk A and Kouk
B, although this last one is slightly more developed; Synt and Bal both
begin on the same note (e), but have a different shape, further from the
‘classical’ form e b c d. Nevertheless, Kouk A ends on c, Bal on b, whereas
Kouk B —which is much more embellished —and Synt end on e.
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Version Final cadence
Ko - pm - €.
Kouk A c b c d
Ko - pm - €.
Kouk B f e d e ¢ d
Ko - pm - €.
Synt e f d e
Ko - pm - €.
Bal gfe fa gfedcdefedc d

The final cadence begins on different notes in each of the versions,
but ends on the same note d, except in Synt, which ends on e. Also, Kouk
A and Synt show an abridged cadence, compared with the more
embellished ones found in Kouk B and Bal.

First plagal mode (m\. o)

Version | Ambitus
Kouk A C—Db¥
Kouk B C-c
Synt D-b
Bal C-b

The ambitus embraces an octave (C —c) only in Kouk B, a minor seventh

in Kouk A and Bal, and a minor sixth in Synt and the actual tonal range
is placed very low in all versions.

37 Probably to be understood as b flat in top note positions.
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Version Opening patterns
Kbo-pv - ¢
Kouk A EE D
Kbo-pv - ¢,
Kouk B EE D
Kbo-pv - ¢
Synt G G E
Ko-pt - ¢
Bal F EFE

The opening formula (F E D) does not occur several times like in the case
of the authentic first and second modes; we see the same movement in
Kouk A and Kouk B, slightly developed in Bal, but different in Synt (i.e.
G G E), in which the melody then progresses at a distance of a fourth
above that of the other versions.

Version Accentuation patterns

€-xé€ - xpa - &o | m(e)pog of, | oo -
D F E D| (DD E F

Kouk A Vi
a

€-Ké€ - K(e)pa - &a | m(e)pdg o€ | e - Vi
a

Vil

G

KOkB ' F & E D| @)D E | G

Synt €-xé€ - x(e)pa - &a | m(e)pog of, | eo -

F b® @a G| (G G E G
Bal €-Kké€ - x(e)pa - &a | m(e)pog o€, | o - Vi
D F (EEE D| (DDD F | GFF D

Also in this mode, the music is coordinated with text accentuation, except
for the words “m(e)pog oé€” in Synt and “povi” in Bal, that are
accompanied by a descending motif (like in the case of the third authentic
mode), and “pwvi]” also has pitch repetitions in Synt. Moreover, the
melodic material seems to be reduced in comparison with the previous
modes.

38 Probably b flat.
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Version Recitation pitch(es)
&v 1 xe - k(e)pa - yE-
KokA s 6 ¢ (G F G
&v 1 ke - x(e)po - yE-
KokB | 2 aG GaG(G)GFGFG
&v 1 xe - k(e)pa - yE-
Synt G GE (BF b
Bal &v 1 xe - x(e)po -  YE-
D DF (BE)E D
In this mode, the recitation pitch is either G or D, the latter especially in
Bal.
Version Psalmodic cadence
voil pe  mpog cé:
Kouk A GaG FGFEFE D
voil pe  mpog o
Kouk B GaG FGFEGFE D
val pe  m(e)pog  of
Synt a a (G)Ga a
voil pe  mpog o
Bal EDE Fa F D

The psalmodic cadence in this mode has almost the same shape in Kouk A

and Kouk B;
the first one

conversely, Synt and Bal offer two variants of the cadence:
is abridged and ends on a, whereas Bal shows a simpler

variant, ending on D as the Kouk versions. The ‘classical’ psalmodic
cadence of first plagal is a F E D, and a close parallel is seen in Synt (but
without respect to the four-syllable rule) at the end of line 2 in this shape:

Synt.

]

e’ 2 -
e e S b
ee. - o0& - wxov-cOv pov, Kv - pL - &
D G a G G a F E D
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Version Final cadence

Kouk A FEcot f o
Kouk B Caba hE 6o
Synt KII)J - pGl a-F é
Bal KE ] g a-F é

The final formula seems to be unique in Kouk A (which ends on D as the
psalmodic cadence), whereas Kouk B,3° Synt and Bal consistently end on
G, the last two sharing the melodic phrase b GaF G.

Second plagal mode (wh. B°)

Version | Ambitus

Kouk A C-b
Kouk B D-d
Synt D-c
Bal D-d

The ambitus embraces an octave (D — d) in Kouk B and Bal, a major
seventh in Kouk A — having the bottom note C instead of D —, and a minor
seventh in Synt.

39 Jung, op. cit., p. 50.
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Version Opening patterns
KbO-pt-g,
Kouk A EGE E
KbO-pt-g,
Kouk B G EE
KbO-pt-g,
Synt G FE
KoV-pi-¢g,
Bal G FE

The opening formula (G F E), which is identical in each of the versions
(apart from the beginning note of Kouk A)*°, occurs twice, atthe beginning
of lines 1 and 3, with variation in Synt, though. It also displays a different
development in Bal, reminiscent of melodic progressions found elsewhere
in Synt.

Version Accentuation patterns
E-ké-xpo - Eo | m(e)pog o8, 0O - Vij
KoukA e 6 ' E | ©E EFEDEDE | F Ga
Kouk B g-xé-x(epa -Ea | m(e)pog of, oo - Vii Ve
EG (FF E (EEE FEFEDED b cdbc chaba
Svnt €-k€-x(epo -&o | m(e)pog o8, oo - Vij
y EG (AF E | BE G a G
Bal €-k€-x(epo -&o | m(e)pog o8, oo - Vij
EG (FHF E (D)D FGa bG a

Accentuation is melodically accompanied by leaps (E G; D F) or longer
melodic phrases ((E)E F; F Ga; b cd); in some instances (cf. “n(e)poc 6&”
in Kouk A and Kouk B, and “pm-viy” in Kouk B), a descending phrase
follows. Only in one case (“pwvi]” in Synt) is a descending interval (a G)
linked with textual accent. On the word “pwvi)”, Bal appears to be an
abridged version of Kouk B.

40 In her synchronic analysis of the modal intonations in MS Sinai 1255, Annette Jung
has pointed out that there is a similarity between such opening formula and the
intonation melody of this mode (EFGFE), cf. Jung, op. cit., p. 17.
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Version Recitation pitch(es)
&v 19 Ke-k(e)pa - Yé -
KoukA 16 ¢ 6 (@6 G
&v 10 Ke-k(e)pa - YE -
Kouk B cb ba a (@) acbchaG a
&v 1 kek(e)pa - Yé-
Synt a a a (@a bc
&V T® Ke - Kpol - vé -
Bal a a bc G EF

The recitation pitch is either on G (in Kouk A) or a (in Kouk B, Synt and
Bal).# Further, it is “melodically” developed in Kouk B and Bal.

Version Psalmodic cadence
vou pe n(e)pdc ot
Kouk A Ga FEFGaG (@G E
o pe n(e)pdg of
Kouk B bc Gbaba (@aG GE
val ue TpOg o¢
Synt b b aG a
vou He pog (78
Bal Ga aGb G E

The psalmodic cadence in this mode has almost the same shape in Kouk
A, Kouk B and Bal, with a certain degree of decreasing melodic
development, while Synt reports an abridged variation which ends in a,
and —as we have seen a number of times so far — does not correspond to
any of the other versions shown in the tables. The ‘classical’ psalmodic
cadence is either a GabaGaG G E or G ba aGG E.

41 See alsoJung, op. cit., p. 52.
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Version Final cadence
Ko - pL - &
Kouk A EaGa F a GFE
Ko - pL - &
Kouk B aGabaaGGE
Ko - pL - &
Synt b G F E
Ko - pL - &
Bal baba aGGE

The final cadence begins on different notes, and ends on the same E; Kouk
B and Bal report exactly the same neumes on the final syllables “p1-€”
(ison + apostrophos + ison on petast€ + apostrophos with elaphron = aGG
E),*? identical with the final segment of the ‘classical’ psalmodic cadence.

Third plagal mode (Bapvg)*®

Version | Ambitus

Kouk A D-c
Kouk B D
Synt C
Bal F

d
a
d

The ambitus spans an octave (D —d) in Kouk B, a minor seventh in Kouk
A, and a major sixth in Bal (F —d) and Synt (C —a).

42 See full rendition in the analytical tables in the Appendix The same final cadence is
reported in MS Sinai 1255, cf. Jung, op. cit., p. 52.

43 Based ona comparison with other sources, the reading of the modal signature in EBE
2458 (Kouk A) has been corrected by adding oxeia to dyo kentémata. Thus, the
starting note is on a instead of F (see full rendition in the analytical tables of the
Appendix).
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Version Opening patterns
Kb - pt - g
Kouk A 3 D D
Kb - pt - g
Kouk B 3 D D
Ko - pv - g
Synt a G G
Ko - pt - ¢
Bal FGa c a

The opening formula does not reoccur at subsequent line openings; it is,
however, repeated once in line 3 in Synt. Kouk A and Kouk B report
exactly the same melodic phrase ending on a. This confirms what is stated

in the analysis made by Jung,*4 whereas Synt and Bal offer two different
variants ending on F.

Version Accentuation patterns
E-k¢ - «(gpa - Ea n(e)pOg cé, | oo - Vil
Kouk A D a @ a a @ a c F G
E-k€ - «(Epo - &a n(g)pog oé, | oo - %il
Kouk B D a @ a a @ a c FGFEFEF Ga
Svnt €-k¢ - «(gpa - Ea 7(e)pog o, | oo - vij
y G a G F | AHGFEF D | G GFEF
Bal €-x¢ - xpo - &a n(e)pog o, | oo - vij
a babaGFGF F (F)FGac a bcbabab ccdc

Also in this case, the music is in agreement with text accentuation, except
for the words “n(e)po¢ 6€” and “pmvi)” in Synt, that are accompanied by a
descending motif.

4

4 “The opening pattern in Barys is characteristic in being very simple consisting only

of a leap of a fifth from D to a and vice versa. The pattern contains a long or short
recitation either on the deep tone or on the high”, cf. Jung, op. cit., p. 19.
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Version Recitation pitch(es)
&v 19 Ke-k(e)pa - Yé -
Kouk A a a a (@a a
&v 10 Ke-k(e)pa - YE -
Kouk B a a cb®b a a
&V T® Ke-k(e)pa - vé -
Synt FF F@AF G
Bal &v T Ke-k(e)pa - vé -
a G F (F) GFG ab

The recitation pitch is either on a (in Kouk A and Kouk B) or F (Synt and
Bal), and in each of the four versions the distribution between a and F
varies.

Version Psalmodic cadence
var  pe  m(e)pog oé
Kouk A b G © G a
var  pe  m(e)pog cé
Kouk B b G (5 GaGF GFG a
vor  pe  m(e)pog oé
synt F F (BF F
vor  pe  mpog oé
Bal Ga ac a F

As described by Jung,*® the endings of the psalmodic phrases in this mode
employ two different cadences, one on a and one on F. Jung also reports a
melodic variation ending on G,*¢ corresponding to the ‘classical’ simple
psalmodic cadence abb GGorbb GG G.

45 Jung, op. cit., p. 19.
46 Jung, op. cit., p. 54.
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Version Final cadence

Kouk A % Forer
Kouk B S Feed
T b ek
Bal Ktl))cb-a %F(;FT:.

The final cadence is launched on different notes, but ends regularly on F;
Kouk A and Kouk B report a similar melodic phrase, whereas Synt and
Bal display two seemingly related variant readings.

Fourth plagal mode (mh. 87)*’

Version | Ambitus
Kouk A F-d
Kouk B F—-d
Synt F—e
Bal D-e

The ambitus of the Kekragarion in fourth plagal is quite narrow in the
Kouk versions (a major sixth), slightly more expanded in Synt (major
seventh) and Bal (major ninth) versions.

47 In the modal signature of the Kouk B version in NKS 2747, | have by comparison
with other sources supplied a missing oxeia, producing a instead of G as the starting
note (as in Synt). E.g. the mss EBE 2458 and Sinai 1255 report the correct reading,
cf. Jung, op. cit., p. 56.
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Version Opening patterns
KO- pt - ¢
Kouk A aG G G
Ko - pt - ¢,
Kouk B 2 GGG
KO- pt - ¢
Synt G GFG
Ko - pt - ¢
Bal i G G

As in the case of the third plagal, the opening formula mainly consists of
simple recitation (here on G). This feature occurs three times at the
beginning of lines 1, 3 and 4, although with some variation: Kouk A and
Kouk B repeat exactly the same melodic pattern, Synt gives a transfor med
pattern in line 4, whereas it is not repeated in Bal at all.

Version Accentuation patterns
€-k€ - «(e)pa - &o | m(e)pog oé, PO-Vi|
Kouk A G G a (a a @ a baGaGaG G ab
E-k€ - «(E©po - Ea | m(e)pog oé, QO-Vij
Kouk B G baGa (a) a a @ a b G bab
Svnt €-k¢ - «(e)pa - &o | m(e)pdg oé, PO-VT|
y G G ©) a b| ®b G d bcha
Bal €-k€ - Kpa - &a | m(e)pdg oé, PO-VT|
Gab a a G G (G) GaGabc cd dedd

Also in this mode, there is a certain relationship between text and music,
to the effect that where we encounter syllables with a strong accent there
is an ascending leap (G b) or a melodic phrase (G G a; G ab; cd de). In
few cases, however, (cf. Kouk A) it is followed by a descending phrase
(e.g. abaGaGaG). In Synt, on “éxéx(e)pata’” we also see pitch repetition
(G) and only afterwards an ascending phrase; also, on “n(g)pog c£” there
is a descending leap (b G), and on “pwvi)” a descending motif (d bcba) is
reported as well.
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Version Recitation pitch(es)
&v 1@ ke -k(Epo - Y& -
KoukA 16 6 6 ©G G a
&v 1d ke -k(e)pa - y€ -
KoukB |y 2 ¢ (96D G a
&v 1 ke -x(e)pa - Y€ -
Synt G G G (Ga b
Bal &v 1® ke -K(E)pa -Ke-Kpo-yEé -
b a GD({D)G a ¢ bchc

The recitation pitch is on G with some variations in Kouk B and Bal. The
Kouk A version corresponds exactly — even in the orthography of the
neumes — with the versions reported by Jung.48

Version Psalmodic cadence

vau e n(e)podg o

Kouk A be aGabch (b)ba a
vou pe npog  oé

Kouk B cbcb  aGabd b G
vou e n(e)pdg o

Synt b b ®) b b
vou pe npog  of

Bal abcbch bd b G

The psalmodic cadence is quite similar in three of the four versions,
although we find some particularities; e.g. Kouk A ends on a, Kouk B and
Bal on G: these endings may be related to the ‘classical’ psalmodic
cadence: bc a aG G. In contrast, Synt reports a shortened setting with pitch
repetition ending on b.

48 See Jung, op. cit., p. 56.
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Version Final cadence
Kb - p - &
Kouk A c badc a G G
Kb - p. - &
Kouk B cbcbhadcd cbaG G
Ko - pL - &
Synt d b a
Ko - p. - &
Bal a c baGaGG

The final cadence begins on different notes, but ends consistently on G;
Kouk A and Kouk B present melodic phrases possibly related to the
‘psalmodic cadence’, whereas Synt and Bal are different. Moreover, the
final cadence of fourth plagal seems generally to be melodically more
elaborated than those of the previous modes.

6. Results and discussion

My study of the melodic variation of the Kekragarion in late- and post-
Byzantine musical sources from the perspective of ‘simple psalmody’ has
yielded the following primary results:

There is amarked stability in the written transmission of the music for
the Evening Psalm Kyrie Ekekraxa (Ps. 140) since only four
substantially different versions have been identified in manuscripts
from the fourteenth to the eighteenth centuries, despite a substantial
variation in manuscript rubrics. These four versions seem to have co-
existed during much of the period studied here.

Annette Jung’s transcription of the melodies of the late-Byzantine
Kekragarion is generally confirmed, and the relationship between the
common intonation melodies (échémata) and opening patterns of the
Kyrie ekekraxa that she claimed is reasserted by my analysis. This is
important, since it places the Kekragarion at the cross section between
concepts of mode and melody. In addition, it is shown here that the
late-Byzantine Kekragarion is slightly more embellished than ‘simple
psalmody’, with which it is otherwise closely connected musically.
The Kekragarion deviates from simple psalmody with regard to the
particular musical form established by the ‘libretto’ or particular
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arrangement of the text, which involves text repetition. In this
connection it is worth noticing that the ‘psalmodic cadence’ (line 4) is
closely related to the four-syllable cadences associated with simple
psalmody, especially in the older versions, and that it differs from the
‘final cadence’ (line 5). This section (line 5) of the melodic setting
seems already in the late-Byzantine or ‘Koukouzelean’ versions to
have had a somewhat looser connection with the melodic material of
the classical psalmodic cadence and is not reconcilable with the
‘classical’ Byzantine four-syllable rule.

The melodic interrelation between the wversions is complex.
Sometimes, melodic material drawn from simple psalmody occurs in
identical positions, e.g. there is a certain coincidence of the opening
patterns in Kouk A, Kouk B and Bal whereas Synt regularly opens
directly on the recitation pitch. Likewise, the psalmodic cadence is
recognisable at the end of line 4 in most wversions, the two
Koukouzelean versions rendering the closest parallel to the standard
cadence of simple psalmody. In line 4, Synt and Bal recurrently
recycle melodic material of the psalmodic cadence more freely,
‘anticipating’ the melodic motif, ie. without strict observation of the
four-syllable rule. Synt is, however, not alien to the ‘classical’
psalmodic cadence, which is seen in its pure form at the end of line 2
in the first authentic mode, and in slightly modified versions (also in
line 2) in the second authentic and first plagal modes.

In six of eight modes the ambitus of Synt is narrower than the others
(cf. the first and fourth authentic and all the plagal modes); the same
happens in Kouk A, although with a minor extent (cf. the third and
fourth authentic and the second and fourth plagal modes). Kouk B
shows a narrower ambitus only in fourth plagal, as in Kouk A (i.e. F
— d). In addition, Bal has a narrower ambitus (i.e. a major sixth, like
Synt) in third plagal if compared with both Kouk versions in the same
mode. Moreover, due to the average of ambitus in third authentic and
to its real peak-pitch (f), this mode might resemble the fourth
authentic. In first plagal the actual tonal range is placed very low.
The degree of ornamentation (including partial word repetitions and
the occasional insertion of asmatic syllables) varies substantially
between the four versions. Distributed on the modes, the versions have
the following number of notes:
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First authentic mode: First plagal mode:
Kouk A: 133 Kouk A: 127
Kouk B: 167 Kouk B: 156
Synt: 98 Synt: 87
Bal: 165 Bal: 140
Second authentic mode: Second plagal mode:
Kouk A: 136 Kouk A: 137
Kouk B: 143 Kouk B: 167
Synt: 84 Synt: 85
Bal: 185 Bal: 118
Third authentic mode: Third plagal mode:
Kouk A: 136 Kouk A: 84
Kouk B: 174 Kouk B: 125
Synt: 80 Synt: 89
Bal: 157 Bal: 168
Fourth authentic mode: Fourth plagal mode:
Kouk A: 129 Kouk A: 138
Kouk B: 175 Kouk B: 155
Synt: 119 Synt: 85
Bal: 179 Bal: 178

We notice that Synt has the smallest amount of notes through the
modes; Kouk A has less notes in third plagal, while in all the other
modes has more or less the same amount. The same difference is
found also in Kouk B with regard to the third plagal mode, whereas a
similar proportion is represented in Bal particularly in second plagal.

On this background, it is possible to conclude that there are a number of
similarities between the versions that seem somehow to grow out of the
“Koukouzelian” tradition. It is less clear exactly how this transmission
took place and it presents a situation open to various interpretations.

For instance, the stability of the written tradition might be related to
chant education, i.e. the four versions were transmitted faithfully since
they were considered worthy of imitation, offering the pupil to see older
settings, plain settings and settings with a higher degree of embellishment.

Moreover, as a constituent element of the Hesperinos, the
Kekragarion was sung regularly and was often considered the nucleus of
the repertory to be mastered by any psaltes. It is, therefore, not irrelevant
to imagine a situation in which the Kekragarion was in practice
administered mainly orally, and with some variation according to the
circumstances, but mostly inspired from the multiple versions attested by
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the written transmission. For example, circumstances might demand a
choice between a shorter or longer version.

Kouk B seems to be an ornamented version of Kouk A. The latter
already rather has the contour of a ‘rounded’ musical piece, deviating from
the simpler form of continuous psalmody, although still preserving many
traces of it. In Kouk B, some of these traces are further changed, especially
the passages that in Kouk A are characterised by recitation notes and
accent peaks. Such recitational stretches are regularly embellished and
tonally expanded upwards and downwards, while the similarity or
sometimes coincidence between Kouk A and Kouk B is more evident in
the opening patterns and the cadences.

The Synt version is definitely the shortest one and the one with the
narrowest ambitus. It recycles much melodic material of simple psalmody,
but seems to apply it according to different rules or a different aesthetic
ideal. It may open directly onthe recitation pitch (as in first authentic, lines
I and 3), ‘musplace’ the accentuation pattern (opening of line 2),
‘anticipate’ the psalmodic cadence in line 4, even if it is correctly applied
in line 2. Sometimes, however, it appears to be historically linked to the
chain form of simple psalmody, but if so, the resulting musical profile has
been overarched by a kind of ‘melodisation’ of repetitive patterns. One
sees a more restricted use of recurrent opening patterns (generally resulting
in amore narrow ambitus), a discrete variation in the recitation parts, some
similarities with the tonal expansions in Kouk B, and smooth transitions
from one line to another.

Bal appears to form a kind of compromise between Kouk B and Synt,
in the sense that the more recitational parts of Synt have been further
‘melodised’ or melodically embellished, often with passages very similar
to those in Kouk B.

The situation that traces of simple psalmody reoccur in various
patterns in the four versions of the Kekragarion might be interpreted, then,
to the effect that the rules of simple psalmody, which possibly always had
been applied in a flexible and slightly improvisational way in medieval
Byzantine chant, were balanced by principles of ‘melodisation’ or the
establishment of more self-contained chants. It seems, however, that the
‘melodisation’ principle slowly gained more ground during the period
studied here. The reoccurrence of similar melodic material in shifting
positions might be interpreted as a characteristic of oral chant
transmission, in which by ‘osmosis’ the received musical knowledge
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enables a psaltes to generate multiple, but similar versions, and to
contribute to the development of the musical tradition.

It is my hope that this diachronic and comparative analysis through
the modes of the traces of simple psalmody in the Kekragaria may shed
some light on some mechanisms in the transmission of Byzantine chant,
written and oral, medieval and post-medieval.

A note on the transcriptions in the Appendix

In Copenhagen, MS NKS 2747 folio, it is generally very difficult to
distinguish between the (theoretically distinctive) angle of inclination of
the pen stroke in drawing the interval signs “oligon” ( — ) and “oxeia”

( ~)- Regarding the actual transcription, it does not really make much
difference (a shade of accentuation, at most). In combination with group
signs or at some particular neume constellations, it has, however, been
easier to interpret the sign as “oxeia” rather than “oligon”, as, for example,
in the following graphic examples of the figurations “tromikon” or
“strepton”

For this reason, I understand the sign as “oxeia” in such cases, while
elsewhere — in the running neume text — I render the ambiguous sign as
“oligon”.
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