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Abstract. This paper attempts to address the issue of rhythm in Byzantine chant, as it has
developed in recent years, in the practice of assigning compound rhythm (metre of time)” to
syllabic forms of composition. The debate of using simple or compound rhythm in syllabic
melodies is one that to date has, to our knowledge, only briefly been touched upon by Byzantine
musical scholarship. Thus, when one examines the vast array of musical scores published and/or
produced and disseminated in different forms —print or electronic— a vague picture emerges that
leaves one wondering as to what should be the case. Although both simple and compound rhythm
is used by church musicians, it is not at all clear which of the two is to be preferred and why. It is
precisely this perplexing question that this paper will try to deal with and attempt to shed light on
by offering a precursory answer.

Hepiiqyn. Ztv mopovoa €61yNCN EMYEPOVHE Vo avadeiEovle v xpnomn tev ocvvletwv
pLOHKOV TOdDV otV YOATIKN TEYVN, ONOGC oVTOl TPOKLAT OVV GTO GLAAAPIKNG HOPPNS
HerwdnpaTa. Avtd yivetor e TV a&loldynon TV TOAOTEP®OV Kol VEOTEPMV BE@PNTIKAOV Kol
Hovotk®v ekdOce®V, 0AAE Kot NAEKTpOVIKOV TTny®dv. H gikdva, OHwe, mov mapovcialetal Héoa
amd avtv TV avodipnon, eivar acagng Kot dupopovpevn kat dev Eekabapilel evielmg To BEHa.
"Etot, avaepepdpaote 610 Katd téco Oa mpémel 1 Oy va. yivetal yxpion HOvov Tmv anddv puiUikdv
1oddV 6T GUVTOHA HobNHaTa 1 Kot TV oHvOeTOV TodMV. AVvTd Yivetal He v fondela LovsKdY
Tapodetyhdtov, ovoivovtag v 60 ik Hopen S0pdpwv OUvev, dnAadh TNV TOVIKY TOL
TOMTIKOO TOVG KEWEVOL, Yoo vo. SDCOVHE Kor og Hio TpdT Pdon KAmoleg amavVINGELS GTO
epoTHa €dv B pmopovoav 1 Oyt va ypnoilonomBovv o1 6uvOeTol TOdEG GTA GLAANPIKNAG HOPPTS
HeAwdnpaTa.

PROLOGUE

The issue concerning rhythm in Byzantine chant is not something novel. Rhythm is one of the basic
features of music and this is also the case without exception with chant. Byzantine music’s exclusive
use of the human voice, which accompanies the texts, adds even more weight to the importance of
rhythm distinguishing it as a major element in its structural essence. Tonal accentuation is at the core
of Byzantine music and this is evident in the settings of text-to-music of syllabic hymns. Hence, the
structure of the poetical prose dictates with its tonal accents the rhythm to be followed by the melody.
It is precisely this fundamental notion that has led us to turn our attention to the syllabic or concise
(heirmologikon-gipoioyixév) compositions of chant. The other forms of chant in the semi-ornate
(sticherarikon-otiynpapicév) and ornate/melismatic (papadikon-zazadixév) style may present similar
peculiarities but do not pose the same degree of ambiguity as their syllabic counterpart.

*The term compound rhythm or metre of time is not to be confused with its use in western staff notation where a beat is broken down into
three part rhythms, i.e. it has to be a multiple of three eg. °/5, /4, ®/s, */s, /s etc. For the purposes of Byzantine music rhythms other than those
that are categorised as simple rhythms/metres of time: %/,, %/, and */, (where */, strictly speaking can be classified as compound rhythm, i.e.
%,) all others are thought off as compound rhythms. This is because in Byzantine chant each note is considered to have a full beat, whereas in
staff notation a crotchet (quarter) note has one beat. That is precisely the reason why when rhythm in Byzantine chant is rendered by staff
time signatures, in either simple or compound form, they are relative and not absulute. In this paper we choose to use the term compound
rhythm since it is closer to the meaning of the words «evverroypévog, abvBerog or évampévog ppOude», which is what in essence these words
denote, i.e. the joining or compounding of 2, 3 or more bars of music together. Therefore, the term “concise” should not be used as an
alternative to “compound” because it refers to the heirmologikon melodies in Byzantine chant. Finally, as it has become clear, metre of time
«Uérpo T0v ypdvoo is used here to refer to rhythm.
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AN OVERVIEW OF THE EARLY PUBLICATIONS WITH RHYTHM AND THE
ENSUING CONTROVERSY

As stated, the use of rhythm is not something new in Byzantine chant, however, the assigning of time
in printed Byzantine music books is. In the older pre 1814/1815 neumatic chant notations, found in
manuscripts, assigning time was not utilised due to its stenographic nature. This practice carried on
into the new analytical music notation.” It is only at the end of the 19" and turn into the 20" century
that published Byzantine music books have included in some of them time indications in the form of
bar lines «diaoroléc».” The earliest books of chant published that include time —regardless of which
method of indication is used— are those from the years 1884-1897.

The first book, which has time denoted with numbers zero (0) and one (1) to symbolise the
down/up «Béoicldpaic» movement of the hand, i.e. the disemos rhythm, at the beginning of each
composition but without using bar lines is Alexandros Byzantios’” Movoikov Awdekorplepov published
in Constantinople 1884.% Although this edition does not separate each piece with bar lines, its author
states in the preface that he went to great lengths to standardise their rhythm. In his introduction (pg. €’
f.) A. Byzantinos says that the three teachers when they invented the new system of Byzantine
notation left the issue of counting time unfinished.* Hence, when he refers to the sticherarikon
melodies, where the time to be performed is not recorded in the printed Doxastarion books, it is more
than likely that lakobos the protopsaltes knew or was aware that these ornate compositions had to be
chanted with a tetrasemos compound rhythm (%/,).®> Similarly, for the heirmologikon melodies, again
he makes the point that no time is indicated in the books and so too for the papadikon, thus,
consequently each chanter performing them “regrettably” as he pleases.” However, A. Byzantios
publishes his book in the simple disemos (*/,) time, cf. in a piece in the sticherarikon form (pg. 19).
And in another example in the syllabic form: the troparion for the prophecy reading (pg. 37).” From
the above it is apparent that for A. Byzantios the issue of rhythm is still vague, for on the one hand he
calls for compound time for the ornate melodies of lakobos Protopsaltes and on the other hand the
sticherarikon melodies in his book are noted to a simple disemos rhythm for simplification as he
states. The situation is the same for the syllabic melodies and, for our intentions, we can assert that he
is a proponent of simple time for these melodies.

! Obviously rhythm was used and taught by the teacher to the student and more than likely noted on the student’s workbook. This is
indirectly attested in the first theory book to be published concerning the new analytical method in Paris 1821, Eicaywys eic t0 Oswpnticov
Kol mpokTiKov THg EkkAnaiactikijc lovaikijc compiled by Chrysanthos of Madytos (this book has recirculated in facsimile together with the
Ocwpnuirov Wéya tijg Movaixijg, Trieste 1832 by L. Kostakiotes, « Exdéoeigc Kovitovpa» in Athens 1995, where in chapter five (pgs. 12-16)
he explains that the time taken by each musical character is one beat (where this one beat does not necessarily equal a crotchet note) and how
time is added and divided into smaller values etc. (cf. footnote 2 for another facsimile edition of Ocwpnricov péya tijc Movoixijg, from the
1970s). Rhythm was probably included in some way or other in the cheironomy (hand gestures) utilised to signal or direct the performance of
the musical neumes in chant pre 1814, and also some of the neumes of the older system of writing had specific time durations attributed to
them. Cf. S. Karas, Mé0odog tijsc ‘EAinvikijc Movaxijs: Oswpnuxdv, vol. 1, Athens 1982, the footnote on pgs. 157-158. A first possible
attempt to divide time into a four beat metre may well be the manuscript EBE-MIIT 716 of Gregorios Protospaltes, one of the three teachers
of the new analytical method, written in the new analytical neumatic system in the year 1815. An interesting although not exhaustive
discussion of the issue of time and, to a point, of compound rhythm in Byzantine music can be found in the web forum:
http://analogion.com/forum/index.php (accessed on the 29/6/2014).

2 The use of bar lines or dilatations to indicate rhythm is found in printed books concening Byzantine music early on only in theory books.
The first is in Chrysanthos of Madytos’, Oswpnrikov péya tijc povowkijs (cf. above and its facsimile republication by K. Spanou in Athens
1976-77, with an introduction by Georgios J. Hadzitheodorou), i.e. pgs. xlvii-xlviii, where he gives the example on how the solfege of a
music piece in the old stenographic neumes was derived and its equivalent in the new analytical method. The hymn used in the example
«Tdg éomeprvag U@V evydg...» and it is clearly divided into a four beat time.

® Reprinted in facsimile by Basileios Regopoulos in Thessaloniki 1994.

4 Cf. pg. iy": «oi peic deiviotor Povaikodidboralor, ... oVdeEls TOMG va giny G €¢ dfermpiag 1} dAlng tvog aitiag mapéfieyay 10 mep
KOTOPETPHOEWS TOV €IS TV HeA@Iiay EC0JVOUEVOD YpOVOV KePAAOLOV».

% Ibid. pg. 1&”: «wepi 100 oTIYHPOPLKOD PEAOVE, ... ToioD Eidovs PLBUIKY Elpacic Sl gic TV Extimwory TV £k T0D TaAal0D oTIYRpApiov
ovvipnBévioc map & Taxdpov mpwrowditon otynpdpiov 100 emovdaiotdrov TobTov TjC €O Wog ovyypdplatog; O Voelia. Apd ye 6
éxmovijoag a V1o ldxwmpPoc, 6 dpiotog kallitéyvng 00 mopelfoviog  évog, 16 mote Svvarovv a mapafldyn Elpacty dimlov
TPOKELEVOUATIKOD TETPATHIOD TOIOCH.

% Ibid. pg. \J: «Goov dé mepi 100 devtépon gidovg warlpdiag, oD ippoloyikoD Emovoualolévo, ... ovdepia dieodby élpactc, kaBadg Kod T
pitov Kkal televtaiov gidog TIjs wollwdiog, TO TamadiKOY TITAoPopodUevoV, Omep, Katd TV idéav TV €v évepyeiq dbewpiitwy Oewpnrikdy
Bipriov tifc kab 1fUag Exrxinoiaotikifc Hovaikiig, £CaxolovBel mévtote TOV xpdvov, kal OV 1ffele TO ToxTomOjoEL O WAAlwV (SIC), dpive eig
700G dpHodiovs VA Kpivwarv».

" lbid. pg. m": «Euglomonify 1j mapovoa dxoliovbia ToU Awdexanpépov, evappocbeioa s icT Ov €E a Vo0 mapaydpevov dmlovy
TPOKEAEVOUATIKOV TOOa, TOV EK Ppoyeiog Béoews kal dpoews ovviatalevov, kal oid 10U 2 anpaivopevov. 01=2».
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The first books to be advertently divided into time are those of the protopsaltes and teacher of
music in Athens, loannes Sakellarides. His books, written in chant or staff notation, were published for
both performing and teaching.® However, let us state from the outset that we are mainly interested with
those books in chant notation.® Hence, these books over the years came to be used widely by both his
students and others for the regular church services, due to their availability and clarity of rhythm. The
earliest book of Sakellarides that we studied, which has separations of time is his booklet for the
paraklesis published in 1895 titled: ‘H puxpad kai 1j peyddn naparinoic.’® In this booklet the lesser and
greater supplications are set musically in the simple tetrasemos rhythm. Only the prokeimenon and the
settings of the exaposteilaria are left without bar lines.* He follows this practice in similar melodies
in his other publications (see following). Other works of I. Sakellarides with wide circulation in chant
notation are those published in the years 1902-1903, titled Tepa 'Ypvedia'® and Ayiomolitnc®. The
book Tepa ‘Ypvewdia contains an explanatory introduction,* concerning hymnody: «Ooa ¢ ic
Dpvwoia». There Sakellarides elucidates and justifies: a) his choice to separate the music with bar
lines for the convenience of his students;" b) that the time to be followed when performing the
melodies is compound, but according to whether they are sticherarikon or heirmologikon, differences
will occur in their rhythmical structure. Hence, for the sticherarikon he says that compound time of
the spondeios type should be used (and double compound or spondeios for the closing cadences) and
for the syllabic or heirmologikon melodies simple time in three forms: daktylos, anapaistos and
prokeleusmatikos.”® However, it is not clear at this point if he is allowing the use for the syllabic
melodies of both simple (*/,) and compound rhythm in the form of the spondeios, i.e. %/,. This
ambiguity can possibly be read to mean that both are inferred depending on the competence and skill
of the performer, or Sakellarides is attempting to correlate his publications in staff notation to coincide
with those in Byzantine neumes, i.e. linearity with staff time signatures; and c) Sakellarides’
conviction for sparingly using trisemos (*/,) rhythm (eg. in the 9™ ode at the feast of the Presentation
of our Lord) that it has a “tawdry, indecent and sordid”” ethos.” One more striking example where a
different time is attributed, are the troparia that follow Psalm 50 (this psalm is chanted in a form that
we are accustomed to perform when a psalm verse proceeds a troparion). Sakellarides has no rhythm

® The first published book of I. Sakellarides, as a 4™ year university student, is his Xpyotoudfeia éxxinoacticiic fovoikijc Tepiéyovoa TaQv
b,u dvaykaiov T igpowddty, ki Eyyepidiov mpog didaokaiiov, Tomoypageiov X.N. Odhaderoéne 1880. The 2™ edition of this book,
published in 1885, Xpnotopdbsia states: «...tovicOcioa yapiv tijg €v taic didackaliolg kai tais ispotikaic ayolais omovdalodons veolaiog»;
cf. G.J. Hadzitheodorou, Bibliography of Byzantine Ecclesiastical Music, first period (1820-1899), Patriarchal Institute for Patristic Studies,
Thessaloniki 1998, the entries numbered 137 and 161 on pgs. 162-163 and 176.

° I. Sakellarides published many books over the years in staff notion. Cf. in G.J. Hadzitheodorou, Bibliography, Sakellarides’ editions of
church hymns in staff notation in the years 1883 to 1897. These publication do not pertain to our topic directly, hence, we shall not go into
detail concerning them, but refer to them where neccesary for comparison with his books in Byzantine chant notation.

° This is possibly one of the first books to be divided with bar lines and standarised into tetrasemos rhythm together with his other
publication in 1894, i.e. his edition with hymns for the first part of Holy Week, cf. reference to this edition in G.J. Hadzitheodorou,
Bibliography, pg. 193, which unfortunately we did not have access when this paper was written. The 1895 book was published in Athens:
«Ev Abfvaig mop 6. 1 Exdory X. Kovoovlivw tomoypapeiov-Pifiionwigiov map d @ vad tdv dyiwv Osoddpwv 1895» and it contains 36
pages. This publication is not included in G.J. Hadzitheodorou’s book. It was republished in facsimile in the rare books series: « Exddoeig
Zraviov Bifiiov», TIL Aoprodg, Hepaidg (without year of re-publication indicated, however, possibly printed in the 1980s).

Y Op. cit. in ‘H puxpa xai 1j peydln maparxinoig, pgs. 12 and 19-20.

'2 This edition was printed in Athens for teaching purposes as we read on the cover page: «zpog xpriov 1@v didaokaleiwy Kod T@V GroAdv»
and it has 481 pages in total. It includes an encyclical letter from the Holy Synod of the Church of Greece dated June 6" 1901. This 1902
edition published in Athens has re-circulated in a facsimile edition by L. Kostakiotes, « Exdéoeigc Kovirovpa» Athens 2001.

3 This edition was also printed in Athens. The three volumes comprise of the following: the first two contain a compilation of doxastika,
troparia, idiomela, apolytikia, exaposteilaria etc. for the yearly feast cycle: a) volume 1: December-January (pgs. 3-180), b) volume 2:
February-November (pgs. 181-321) and c) volume 3: Pentekostarion (new page numbering 1-126). Other editions of I. Sakellarides, i.e. the
2" edition of his book Tepa duvedia, published in Athens in 1914, contain the resurrection hymns of vespers and mattins for the eight
modes, katabasiai, the divine liturgy, the services of marriage, for the departed etc. is also divided (with minor exceptions) with simple
tetrasemos time. This book was approved and endorsed by the Holy Synod and the Ministry of Church Affairs and Public Education, and
includes on page 3 the encyclical of the Ministry dated 19" of February 1902.

! See the introductory note on pgs. 7-16.

5 1bid. pg. 10: «Ev 5j Tepd Ywvediq siciyayov ti)v kata médog diaipeory mv UeAdv 010 kabétov ypapiijs diactoljc Dmo 100 dpyaiov
Arovoaiov kalovlévig, va capeatépa kal Toic 6pBallois Exdniotépa yiyviror 1j did yeipovoliag Extéleoic kal ECayyelio 100 Pélovg».

® Ibid. «Avdyetar & cimaca 1j igpa Pehomorin eig TO poBUIKOV Yévoc T0D igov Adyov, T0v Exovioc dnlovém v Béarv ibypovov Tif dipoer 2:2.
Kol év pév toic otynpopikoic dopaoty émikpotel 0 omovieiog (— —), kota 0¢ tac kotalnleic O dimAovs omovdeiog (wu), v d & tois
iplloldoyixoic 6 déxtvlog (— ____ ), 6 avdmaiarog (____—), kai 0 mpoxelevofatikds (______)».

" 1bid. pg. 14: «Oi 5¢ wionpor wédec dmerieiotnray €k Tijg iepdc Vvoloyiag (T T@v tijc 8 @dijc Peyodovapiov tijs Yraraveijg) dg
TomEIVOl Kol doelvol kol Ayevvels Kol 0VIEV EYoVTeS TO Yevvaiov Katd. TV 06Eay TV malo1dv».
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designated and lables these melodies simply as «pvOuoeidrj» “with rhythm”.*® In the Ayomolityc
collection, which is separated into volumes (zevyor), the first two volumes are divided into tetrasemos
rhythm (with exceptions), although vol. 3, the ITevtyrootipiov, is not. However, even in the first two
volumes where the tetrasemos is overwhelming, it is not used in a number of cases, i.e. the
exaposteilaria, idiomela kathismata, the ephymnion of the antiphons of major feast days and the
apolytikia.” This practice is followed by I. Sakellarides in other earlier publications, including those
written in staff notation.”

Another late 19" century edition is the book in 3 volumes of the bishop of Pelagonia, Kosmas
Madytinos, titled IToipevicoc avAdc, published in Athens 1897." Kosmas® volume 1 is a theory book,
where he expounds on issues including those of time, rhythm, tempo and the performance of the three
types of composition, the heirmologikon, sticherarikon and papadikon.” In volume 2, he includes his
personal compositions: a polyeleos, the katabasiai of Pentecost, doxastika, a number of doxologies
(concise and semi-ornate)® and compositions with hymns for the liturgy. In this volume Kosmas on
two occasions, in the first and second pieces, notes the rhythm in a twofold manner, i.e. «gv@. dionog
(l)» and «gvb. erpaonpoc (*a)», and in the subsequent pieces he writes only «gv6. dionpog» and
«ovb. 2o». This volume contains only ecclesiastical hymns. However, although at the beginning of the
melodies he uses staff time signatures, he avoids separating the melodies with bar lines. In volume 3,
written for school children, he has both hymns and school songs denoted in chant notation and divided
into time.**

The book written by Nikolaos Paganas and titled Movoikyy Houdaywyia,” published in
Constantinople 1897 for schools also included time, i.e. bar lines. It consists of hymns and school
songs written in chant notation.”® However, there is a novelty in his book and it is twofold: (i) he uses
exclusively the disemos rhythm (with one exception on pg. 44 the hymn «@cotére 1 €Arxic» which
begins in the trisemos and (ii) his writing style of the neumes is not customary, for which he was
repudiated (see following). In the prologue of N. Paganas’ book: «zoic mepi v mdzpiov Hovoiknv
doyolovlévoig», there is a sweeping statement where he claims to be the first to utilise bar lines in
Byzantine chant. Further, his statement that his edition was under the auspices of the Ecumenical
Patriarchate, although his critics claimed otherwise, caused quite a stir in Constantinople.”’ This
agitation is recorded in the minutes and correspondence of the Exxinoiactikog Movoikog XoAloyog
(Ecclesiastical Music Society) published in the ITapdptypa Exiinoiactixiic Ainbeiag.”® There, in a
number of essays, we get an idea of the proceedings that took place. Since this was an issue that
helped trigger wider discussion on the subject of rhythm in Byzantine music, let us turn our attention
to these events.

' Ibid. pgs. 53-55 and footnote 20. See further down in footnote 137 criticism concerning this term by oikonomos Charalampos.

'® Some characteristic examples from volume 1 are the following: a) the exaposteilaria in the third mode for the feast of St. Spyridon pgs.
38-39, b) the kathismata in the fourth mode chanted according to the prosomoion «Kazemidyn Twarip», which he states should be chanted
«6vBuoe1dde», pgs. 90-92, c) the ephymnion, of the second antiphon for the 1% of January: «Zdoov sjjdg, Yié Ocov, 6 oapki mepitinbeic»
and d) the apolytikon in the fourth mode for the feast of St. Anthony, pgs. 165-166.

% Cf. for example his book on the Akathist Hymn: Acpaza éxxinoiaotixé, gpviiddiovy’, mepiéyov Tov drdbiotov Givov kai dAla tiva,
published in Athens 1882, in the canon, pg. 8 and following he uses both */, and common time and elsewhere no signatures, as for example
in the rhythmically non-symmetrical troparia of the 5" and 6™ odes (pgs. 13-15). Hence, Sakellarides is consciously following this
procedure, i.e. he does not standardise all hymn types into tetrasemos. Cf. footnote 19.

2L Full title: IHoweviog avide, mepiéywv poveucd. pya, o ppnuéva gic tpia telyy, £k 100 Tumoypagsion WV KataomUdTeV Trvpidmvog
Kovcoviivov.

2 |bid. volume 1, pgs. 31-43.

2 In these doxologies, we find his widely known semi-ornate (cpy:) doxology, a composition in the chromatic plagal fourth mode (pgs. 96-
104).

 The hymns are on pgs. 3-16, and the school songs begin from pg. 17 and following.

% The full title is Moveu)) moadaywyia: 1jzor dopata Exilnoiactixd, ayoleiond kol dila Sidpopa E6660UwC Pehomomnévta émi T Pacer Tijc
Snlddovg fUdY Pedpdiog. TIpdg ypfiow tdv Tapbevaymysiov dppevaymysiov, tedyog o Eykpioet g Meyding 100 Xpiotod "Exxinoiog,
€k 100 [Motprapycod Towoypapeiov.

% Op.cit. pgs. 13-60, 94-101 and 109 for the hymns and 61-93 for the songs.

%" Ibid. we read in the introduction: « Eze1) 70 mpdrov 1jn mepifdlioviar ta d10. g fUetépac Hovatkijc mapacnlavakijc yeypapéve dopato
dia tov PoBpovi». Nonetheless, whatever the case may be, it was published at the Patriarchates Printing Press.

% Cf. in the 2™ volume, published in Constantinople (June 1900) pg. 7 and following. These volumes are republished in facsimile edition in
the series Psaltika Vlatadon, number 4, by the Patriarchal Institute for Patristic Studies, Thessaloniki 2000, where both the 1% and 2™
volumes are printed in the one tome. In the 1% volume published in the same year (January 1900) we have the essay of Kostantinos Psachos,
which is discussed further down, cf. footnote 47.
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In the essay of the Technical Committee, comprised of the protopsaltes Georgios Biolakes,
Eustratios G. Papadopoulos, Nyleus A. Kamarados and Georgios A. Papadopoulos, which was set up
to examine N. Paganas’ book, we have its resolutions.” Thus, it declared via the Ecclesiastical Music
Society, its disapproval of the book accusing Paganas of “distorting” and ““corrupting” the melodies
and their rhythm.* The text of the Ecclesiastical Music Society in the original reads: «dzedoxipace
kol dmexnjpvle 1O dalnpldev Povaiov Pifliov w¢ mapapbeipov kal mapapoppovv to dpyaiov Pélog,
Kai ¢ KaTaotpépov Tov poOUoV kai v ypagny Tiic kal HHac EkxAnoiactikic Poveikic»®t. The
Committee elucidates that the reason why the earlier publications where not divided into time was not
out of ignorance, but rather because of the technical difficulties encountered.*

Other essays contained therein and written by Georgios D. Pachtikos and the chanters Polychrones
G. Pacheides and Theodoros Gaitanakes, differ to a lesser or greater extent on their position from the
aforementioned Technical Committee.® Thus, G.D. Pachtikos stands critically on Paganas’ exclusive
use of disemos rhythm, noting, however, that the melodies have no major differences. He states that
Paganas’ choice not to use diverse time may be due to a conscious decision, since his book was
written for beginners, and such simplification is justified and warranted, as Pachtikos observes, from
his own teaching experience.* As for the accuracy of Paganas’ writing style of the Byzantine neumes,
Pachtikos believes that he is within the established conventions. Further, he is against attributing the
tetrasemos, trisemos and disemos, with western time signatures of */4, 3/, and %/,.*> However, Pachtikos
goes on to say that although Paganas’ book is not a “teaching novelty”, at the same time it is not
something that should be “disregarded and forgotten”.* He closes his essay by saying that in the
fluid period that Byzantine chant is going through, i.e. without a definitive neumatic system, one
should not be so rigid with such publications.*

According to P.G. Pacheides, the Byzantine melodies contained in Paganas’ book are ecclesiastical
in style except those contained in his supplement. Consequently, he enquires, are not melodies that
have appeared of late in other publications also of a similar “‘unaccustomed™ nature, as those of
Paganas’ and have not yet been rejected?*® Therefore, he writes that many neumatic peculiarities in the
writing style of Paganas are found in other publications, such as those of the late protopsaltes G.
Raidestinos and other contemporary authors. As relates to the issue of rhythm, Pacheides believes that
after the attempts made by Alexandros Byzantios and G. Raidestinos, it is N. Paganas who tries to
elucidate this issue.*® And Pacheides goes a step further stating that Panagas’ version of the
apolytikion in the plagal fourth mode «E¢ Uwovg katijibeg 6 eliomiayyvog, tapnyv koatedélw
piflepov» is rendered in a more precise manner than the accustomed score. To support this claim he
elaborates that the word «tiwovg» is given a high and the word «zagsv» a low note in the melody,
showing, thus, more distinctly the noematic attributes of these words.* In conclusion, he contends that
although Paganas’ book does not merit an “award”, it is an important step in the right direction.”
Nonetheless, P.G. Pacheides says nothing about the school songs included, possibly limiting himself
to the church hymns as he was asked to review this book as a chanter.

Finally, in the other essay, Th. Gaitanakes limits his intervention to a brief statement where he
writes that there is technically no distortion or corruption of the melodies and the rhythm of the

B Cf. Hapéprypa Exiineiacticiic Ainbeiac, 2™ volume, pgs. 8-54.

* Ibid. pg. 16.

*! In the 2" essay of the special Technical Committee, ibid. pgs. 66-67.

% Ibid. pg. 11: «dv ta Uély 1DV  év d1yppébnoay gic médac VIO @V Epsupetdv 10V €v ypiicer ypagikod cveTiplatog, drodotéov TvTo
dvappiPoiwg i Tac dvayepeiac, ¢ evpov 0i 10 TpdTOV EMIYEPHioAVTES TV EKTOTWOLY [ovotkdv PifAiwv, 0Uyi d¢ téoov, d¢ 6 k. Hayavag
voilet, gig dyvoiay ¢ katd TOdag OlaIPEoeES TV HEADV».

® These essays published respectively op.cit. pgs. 55-62, G.D. Pachtikos, pgs. 62-65, P.G. Pacheides and pgs. 65-66, Th. Gaitanakes. One
more essay written by C.D. Ananites in this volume is discussed further down.

% Ibid. pg. 58 : «Aépollev 08 T0TT0 KOl £k NBaKTIKIG HUDY AVTAV TEIPACH.

% Ibid. pgs. 58-59.

% Ibid. pg. 60.

¥ 1bid. «1j avompoTnc katd ™y Ustafatinv tabTyy mEpiodov ddvewmitwg écackovuévy 6 drtov 1} fpadiov & Empépy mop AUV THY
TavTedn) ayedov Hovoikny oTeipmaoty, i 1V 10 JUETEPOY Yévog JEV elve Kal 08V TPEmeL VO. £lve TPOWPITUEVOV.

% Ibid. pg. 62.

* Ibid. pg. 63.

“* Ipid.

“ |bid. pg. 65.
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hymns. He indicates only a few insignificant variations in the writing style of the neumes rendered
necessary to accommodate the simple disemos time.

But why did this book create such agitation? It is possible that the book of N. Paganas caused such
debate because it was published at the Patriarchate’s Printing Press, hence, giving it credence when it
came to be disseminated in the communities of Constantinople, Greece, Europe and the provinces of
the Ecumenical Patriarchate. Further, let us keep in mind that this is a point in history where in the
liberated parts of Greece a conflict prevailed between the traditionalists, i.e. those using Byzantine
chant in the daily offices, and the modernists, i.e. those in favour of using staff notation and harmony.
The main protagonist for this second group in Athens was none other than I. Sakellarides with his
multitude of publications in staff notation.

Returning to the Technical Committee of the Ecclesiastical Music Society, it referred to a number
of important issues of chant in its essay concerning rhythm. Although the Technical Committee’s
members go into some detail about ancient Greek musical rhythm, of interest to us is what it had to
say concerning the contemporary use of rhythm. Thus, they state if one were to study the original
manuscripts and notes of the three inventors and translators of the new analytical method of neumatic
writing, they would ascertain that in Byzantine chant a variety of rhythms exist.”* Hence, they proceed
to deconstruct Paganas’ use of disemos as follows: “when Paganas talks of rhythm he means, as is
shown by the way he has divided the melodies, only the disemos, and it is to this rhythm that he
confines all the concise melodies, because he believes that only with this rhythm are the troparia
chanted pleasently. Thus, when he is unable to conform the conscise melodies with this rhythm, in
grave ignorance he adds or subtracts beats from the melody and turns the trisemos into disemos,
consequently destroying both rhythm and melody; introducing concurrently musical forms and
schemes found in choirs whose members have minimal to no knowledge. However, such concepts are
only permissible to chanters that are musically illiterate”*.

How if at all were these events that took place in Constantinople connected with the publications
that follow this conflict and specifically those of I. Sakellarides? We can postulate that Sakellarides
was informed about the 1897 editions (cf. above), had seen and/or had copies of these books, and
knew of the rejection of N. Paganas’ book in 1899. This could have prevented him from further
standardising a number of hymns with asymmetrical time into simple tetrasemos.* This assumption
may at first seem overdrawn, however, if we look at his Tepa 'vaguéz’oc45 in the service of mattins in
the plagal fourth mode, the kathismata in triphonos, the melody on the note I'a (phthora of N#) has
been moved down to the tonic note Nz, hence, changing completely the music ethos and style of the
kathismata «Avéomne €k vekp@v, 1} (wn t@v drdviovs and «Avbpwroit o W jud cov, Zwtip
Eoppayiocavro». Sakellarides also has the kathisma «Exi coi yaiper, Keyapitwlévy ndoo 1j ktioig» only
with the text up to the words «o zpo aidvwv Vmapywv Ocog fu@v» and the music follows from «znv
yap o nv Wjtpav, Gpovov roinoe» to the end of the troparion. Here again he has transposed the
original melody from the note I'a (phthora of Nx) down to the tonic note Ny. Now, why Sakellarides
changes these melodies can perhaps be explained by the fact that he wanted to ‘simplify’ the melodies
and presumably facilitate a tetrasemos rhythm. Nonetheless, this is a distortion of the customary
melody. These changes are clearly out of conviction for he attests his sound knowledge of the Greek
language when he acknowledges that some hymns are unique and should be kept unaltered. Thus, he

2 Ibid. pg. 11: «ddvarar va elipy 6 Povlbpevog Ueletdv yeiplypopa TV Tp1dY EERyNTav, Ev 0lc dravidar pvbiikol 6des oV Uévov dionpo,
daAla kal pionot kol tetpdonlor kol mevidonor kol ECdonpor kal oktdonpor, kKAT.».

“ Ibid. «dAl 6 k. Hayavag Aéywv poBUov évwoet, d¢ €k T@v VT’ avto poOctiviay HeAdv d1jiov yiyvetar, povov Tov dionpov, gic ToDT0v 5¢
Uoévov (et va. Vmaydyn mévia wm obvrola Pély, dién vopiler 6u Ekactov tpomdpiov eivar OHalov Hovov UE tov dioniov, W) dvvdpevog
Aowwov v a ovPfifdon tov tad 1fjlétepa cdviola WAy yopaxtnpilovra pobU ov PE Tov dioniov a Vtol, mpootifnoy 1] dpoupel €k moyvd e
dpabeiog ypovikad onpeio kol Petofdallwv oUtw tov¢ tpionfoug gig dionpovg, katootpépel poBUOY te kol HéAog kol Vmelodyel oUtw Hovotkadg
YPOPNAS Kol ayrlate Gravidvia v yopwdialg, v aig yopootazotor Shwg dpovoor iepoydizor. T idéav tobtyy Sovavior va. Ewarv oi ¢
AKO1G HOVOV TPAKTIKDS YALAOVTESH.

“ |. Sakellarides may have inferred from the Technical Committee’s report, possible criticism directed to his work, in the following text:
«xal dinbéc Uv 6 Extoc tov k. Hayavé, kai cillot v clyypovor gig Ty avm)v mhavyy mepiémecov, dil Emeidn wa épya avtdv d&v foav
mepiPefinéva d1a ijc éyrpicews Tijg Wtpog Exxinoiag, 610 tovto xai mapijiov dropatipnto Vo 100 Hovoikod xdoplov». However, as
we know from what the future had in stall for the works of I. Sakellarides in the decades to follow, they were hardly “passed over undetected
in musical circles”, quite the opposite.

* Cf. these melodies on pgs. 242-246 in the 1902 and on pgs. 252-255 in the 1914 edition.
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writes that he has retained the start of the megalynarion «®cotdke 1} €Anic waviwv tdv Xpioriavdv,
oxéme, ppovpel pblate tovg EAmifoviag eic oé» for the feast of the Presentation of our Lord, in the
trochaikos (%,) rhythm because its unique musical rhythm agrees perfectly with its tonal
accentuation.*

As to the debate on rhythm in Byzantine music, which had transpired in Constantinople reading the
essays contained in the ITapdptnua Exrxinoiacuxijc Alnbeiag, we get a clearer picture of the events.
The Technical Committee that was set to examine this matter concluded that N. Paganas’ book was
inapproriate for use. However, other members of the Ecclesiastical Music Society, i.e. musicians,
chanters, teachers etc. taking occasion from this affair, wrote a number of essays published in
subsequent volumes of this series and their views diverge.

Before we investigate some of these views, let us examine another contemporary book published
with time, i.e. bar lines. Shortly after the aforementioned publications in Athens 1905, Konstantinos
Psachos teacher of Byzantine music at the Athens Conservatoire, published his book Aeitovpyixov,”
dividing the hymns contained therein into simple disemos, trisemos and tetrasemos rhythm.”® His
book, under the auspices of the archbishop of Athens, Theokletos, contains those pieces that are
chanted in the liturgy by the deacon, priest and chanter: «zepigyov td Vmo t@v diokdévwv, igpéwv kal
iepoyaltv €v t1f ayiq kol iepd. Aeitovpyia wallodeva» and performed according to the manner of the
Great Church. It also contains petitions, responses, antiphons, introit hymns, kontakia, the thrice-holy
hymn and two dynamis, an example of an Apostle and Gospel reading, the petitions after the
cheroubic hymn, with the leitourgika in kliton, the supplications and responses, the dismissal hymns
etc. The two dynamis of the thrice-holy hymn and the «Ayaniiow o Kipie 1j ioyidc pov» are given with
full isokratema music (pgs. 45-2 and 70-71), possibly a reaction to the use of harmonised melodies
adopted by I. Sakellarides (now the protopsaltes of the then Metropolis Church of Saint Irene in
Athens) in the services conducted at his church. K. Psachos may have considered his book an
opportunity to set the record straight from the viewpoint of traditional Byzantine musical practice.

With the publication of K. Psachos’ book a new practice of assigning time in printed music books
was introduced. Thus, the system of standardising and applying to a melody a strict tetrasemos time
was discouraged. Psachos, well before this publication, was an advocate of assigning rhythm to the
scores. He had written about the variety of rhythm in the repertoire of the Orthodox Church in the first
volume of the ITapaptyua Exiinoiacticiic Alnfeioc.”® There he states that compound time was used
and assigned with red ink in the manuscripts of Gregorios Protopsaltes and Chrysanthos bishop of
Prouses. Psachos claims that he provided two original musical manuscripts of Gregorios and
Chrysanthos as proof of the above. However, no such documents where printed in the IHapdptyja
Exiinoaotixijc Ainbeiag, so we are left wondering. For Psachos the basic compound time used is the
tetrasemos (°/2) and then if neccesary the eight (*/,) and twelve time (**/g), and when it is incompatible
to use symmetrical time than a trisemos based rhythm, such as the hexasemos (°/g) and enneasemos
(*ls).%° It is not clear though whether this use of compound time refers or is applicable to the syllabic
melodies. He gives an example how compound rhythm is formed in a semi-ornate piece, where by
joining two, three or four bars of music we obtain compound times, i.e. pentasemos (*/g), hexasemos
(*l,) etc. and if such colons «x@lov» are combined into an oktasemos (*/,) and enneasemos time we
acquire a musical period «mepiodog», and in turn when a number of periods are joined together they

6 Cf. pg. 295 in the 1% edition of 1902: «To érdpevov Peyalvvipiov givar O Hovadikov dolla €v T 6moie 6 Hovoikdg podUOS cvUPWVEL
Bowlacing mpog To Uétpov g moujoewe, sivar 0& 1O PETpov Tpoyaikoy, mhoa 0 tovovpévy avilafy eivar dionpog, 1} & drovog Hovéanioc»,
and pg. 305 in the 2" edition of 1914. Cf. footnote 17.

" published in the series as ITapdptypa «Bdppiyyoc» Movoixov, étog o, mepiodog .

8 Attributed by K. Psachos with ?/,, %/, and */, time in staff notation.

* See his study published in January 1900 in Constantinople at the Patriarcal Press, pgs. 54-65, cf. footnote 28. There he debates the view
that a composition is “rhythmical” only if it follows a fixed time throughout (pg 65): «Aév yvapilw d € moD ompildlevor d tdvavtio
ppovodvies iayvpiloviar 6t v Wélog T 1j Eppobliov, déov dr’ dpyric Wéypt télovg &lg kal 6 avtog poOpikog movg v, ExavalapfavyTar».

% lbid. pgs. 64-65: «Oi idi01 8 & Wovoikodiddoralol dcTd idaitepa a VTdV yeipdypaga Exdpioav Td WAy did SiacToldv Katd modac
poOiKovS did Peddvng Epvbpdg. Eig Haptipiov mpofidliew VNIV yeipoypagpov ididyeipov Ipnyopiov tov Ipwroyditov kol Erepov Xpvodvhon
700 [lpovong. Blémere, Kipiot, 6t €v avroic Petpovror modes Wiktoi, 0t tibetar ¢ faais 0 tetpdonpog pobUdg, Ot Exl ddvvaTov dlaipésews
T0100TNG, TO Pédog Slaupeitou gig OKtad elte Kal i dddexa kad Exel Gmov IV eivor Jovatov T0 Wélog va. dpbomodion yiveror ypijoig éCaoriplon
xad évveaarpov». Cf. footnote 1, the comment concerning the manuscript EBE-MIIT 716.
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form what is known as the komma «xdppa».> We believe that it is safe to assume that what Psachos
has in mind when describing all the above pertains to the three forms of composition: concise, semi-
ornate and ornate. However, as we observed in his book above, no such indication of compound time
is denoted. Could this mean that although he only uses simple time indications he would perform them
regardlessly with compound rhythm? Perhaps this may well be the case. Nevertheless, we must be
cautious not to read too much into his essay as regards the syllabic hymns.

Coming back to the IHapdpnpa Exxinoiactxiic Ainbeiac (1900), in the 2" volume (cf. above)
there is one more essay published on rhythm by Comninos D. Ananites from the island of Lesbos
titled «/Zepi poOpov».> In this essay Ananites states that his information on the events and the ensuing
debate taking place on the issue of rhythm in Byzantine music is derived from the newspaper
Constantinople. He refers to three meetings that had taken place on the subject in 1899 on which he
proceeds to comment. For the first meeting, that discussed the corruption of rhythm, he believes that
assigning time, absent in the books of his day, should be adopted. However, Ananites is of the view
that a steady time should prevail throughout since as he says (pg. 98): «eic mavza v yéver ta dpyd kal
oolaotika kol gig mheiora g 8iyov wpomdpia EWpaiveror QvOUOg dptiog». In his example of a syllabic
melody, i.e. «Meydin t@v Paptopwv cov Xpioté 1} dovajlg», he removes klasmata from the original
score to make the troparion fit into the tetrasemos time at the expense of fragmenting the accentuation
of the hymn (pgs. 98-99). The second meeting discussed the tonal nature of Byzantine chant and the
fact that it has a variety of rhythms. For Ananites this implies the use of the disemos instead of the
tetrasemos. His example is the melody from the 3" stasis of the engomion «Aetipo wdsa xkricic» (pg.
100). C.D. Ananites rejects the claim that the composers of such hymns were unaware of the issue of
rhythm when they composed, and to reinforce his agrument quotes the words of Theodosios
Scolastikos who states, that ‘whosoever wants to compose a canon must first compose the heirmos,
then the troparia so that they are of the same number of syllables and accents and only then is their
effort efficacious’.>® He makes an interesting observation —questioning a point made by Pachtikos and
bishop Melissenos (see below)- that hymns in the Anastasimatarion chanted in the eight modes, i.e.
the «Kipie éxéxpala», «Ocog Kipiog», etc. should have the same standard rhythm in all eight modes
since the text is the same. However, Ananites errs on this issue as do the other two authors whom he
questions, for these compositions differ due to their unique melodic arrangement in each mode, which
may or may not, depending on their melody, accommodate different rhythms. On the third meeting
Ananites remarks on three issues that caused confussion, i.e. the theory, writing and teaching of
rhythm and how this can be settled. This is achieved for him: a) in the theory by utilising bar lines, b)
in denoting time, i.e. when rhythm is marked on top of the syneches elaphron or the hyporroe: this is
not a problem and does not neglect the correct writing of the neumes and c) in teaching rhythm that it
should be taught right from the outset to the student together with the scales and the modes. Thus,
Ananites is an advocate of simple disemos and tetrasemos time for the syllabic melodies.

In the 3 volume of the ITapdptypa Exxinoiactixiic AinOeiac (1900), we find five related essays
written concerning the issue of time by Nikolaos Basileiades, Themistokles D. Byzantios, Polychrones
G. Pacheides, the bishop of Phamphilos Melissenos and Georgios Biolakes.*

In the first essay by the doctor N. Basileiades titled «O pvfyog év t1j ékxAnoractiky Yovaikyj, 0
romtikog kal Hovoikog» (pg. 7-26), he gives a general overview of the history of worship and the use
of rhythm in Greek antiquity based on contemporary theories. His view concerning time in Byzantine
music is that initially it was uniform with only minor exceptions. To demonstrate this he uses the
troparion of the Resurrection «Xpiotog dvéarn €k vekpdv», which is in tetrasemos throughout and the
exaposteilarion «Toig HaOnraic ovvélOwlev» and while this second score is chanted in part in a
trisemos its candences are in tetrasemos rhythm.> For contemporary practice he reinforces the

5 Ibid. pg. 61.

52 pyblished 1% June 1900 in Constantinople, cf. pgs. 97-104.

% |bid. pg. 103-104: «oiov éav Tic 6l morijoar Kavéva mp drov dei Pelioon OV eiplov, eita Emavayayeiv Td pomdpia icoovllafovvia Kai
Ollotovoivro kol TOV okomov droc@dlovia».

* Volumes 3 and 4 are republished in facsimile edition in the series Psaltika Vlatadon as number 5 in the one tome by the Patriarchal
Institute for Patristic Studies, Thessaloniki 2001.

% Ibid. pg. 22.
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interchange of rhythms in a piece by interpolating their use in folk songs, and in the musical practice
of other nations: Persian, Arab and Turkish. He states that the basic rhythm used is the tetrasemos and
specifically in the ornate melodies, i.e. the cherubic hymn. For the syllabic melodies he believes they
have a diversity of simple time, but this occurs in a fixed and orderly fashion so that a score can be
considered to have «dolazog ppOpov». Taking issue with K. Psachos he disagrees with his idea of an
unorderly and undeterminable manner for time, since for him rhythmical variety cannot exist by
chance.”® Thus, Basileiades’ view on rhythm is that it must be uniform and when exceptions occur
they are noted in the score. Finally, he critises his contemporaries that want to completely standardise
time in chant and labels them “monophysites” of rhythm.*’

Th.D. Byzantios in his essay «Ilepi 100 pvOud €v toic dopaot t1jc Exrxlnaiac» (pgs. 26-42),
disagrees with K. Psachos. Byzantios begins his criticism of Psachos by stating that: a) he has no clear
distinction between the rhythm and the tempo with which a melody is to be performed, i.e. «dywyn
xpovoow; b) that he mistakenly assumes that the heirmologikon melodies are subordinated by the text,
the sticherarikon in part and the papadikon completely; and c¢) that the melodos (composer) should
never write a hymn before he decides on the time he is going to use.® He views the meaning of
rhythm and metre as his major contention with Psachos because he claims that they vary. He expounds
on this issue as follows: that metre is only to be used in hymns because they are composed in simple
time and up to 8 beats, while rhythm, which is divided into many types, is inappropriate.” It is
obvious here that Byzantios has confused the meaning of these terms. That is to say that metre forms a
smaller part of the whole, i.e. rhythmical periods; such as, for instance in poetry, where metre forms
part of the colon that in turn forms the greater picture, the period. He claims that all the ornate and the
semi-ornate melodies, except the concise, are in a rhythical tetrametron «pv@ixov zetpdperpov», and
that the concise scores can be arranged with the disemos. And those pieces that do not follow the
tetrametron have been currupted in their transmision, attributed to the deficient neumatic system that
existed during the Byzantine era.”® The absence of the tetrasemos rhythm in some compositions may
be due, according to him, to errors that had crept into the reprints by inept editors: «ddeiwv
gxdot@v». Thus, he summarises his disagreement with Psachos as follows, he is in favour of
composing hymns with “symmetrical” time while Psachos is not.** Byzantios contends that the use of
symmetrical time is evidenced by the fact that about 90% of the compositions chanted in the Church
are in “tetrapodia”. In a nutshell, for him it is incomprehensible that in the same score diversity of
rhythm can coexist.? For our paper it is noteworthy what he states about the syllabic melodies. Thus,
by directing his criticism towards Psachos, he goes on to say that during the Byzantine era they did not
use rhythm, meaning compound time, but only simple time for the concise melodies, which where

% Ibid. pg. 25, cf. his criticism of K. Psachos therein for not expounding further his “unacceptable” theory: «4év mapadeydpeda Aoimov 6
0. EkrcAnoracTid Wy vmorevion eig drortov poOIov kal drpocdidpiatov, d16t ai dpyixal oveiked £E OV mapeleipbyoay ite EiOnoay
taita Vrérevio avatpdg eic poOixovs vopovg dpiapévouvg. Otite 1jto ¢ dvvarov Hovatr) droteleabeioa téoov Thobaio va Voteprion &ic
70 mpdDTOV TToLyEioV TS pLOWIKIS daipéoews ToV xpovov s, AvmoUlor Ot Omwe UE diafefaiwoe O k. Yoyos okomel va, () Enavérln miéov
ént o0 Gélarog TodT0V, 10T TPOYPATIKDS TOPA THS Aveyvwolévis dliag Tov mepiéevoy va Exenynon mAatdTepov Aoy v drapaoekToy
Oewpiav v mpdrog Exeivog et dyootijs Pelétng mpoiiPfaler.

5 bid. «Qoabrws dlwe Kol oi Hovopusitor 10D pvOL i €v tois ExkAnoiactikols UMV dolaot Opeilovot va éworewar Ty poBiyy
woikiAlow, i dlAoyol PUEv moikillel 1O OPOpLOUov TIjs Toujoews, diloyov diaypapel Hovaikny Béatv atevdds aovoebeiooy Tpog TOv poOUoy
¢ kol dALayo¥ ovotoiyel elte dvioToLyel TOVS Avieovs poOUodS TS €ig didypapla TEPLOGOD WPLUEVOVY.

% Ibid. pg. 27 f.

% Ibid. pg. 28: «H dapopa Wetald ovtdv eivar, &t ta. Pév Pétpa yivoviar o1’ drddv kai Povev ypbvav, doapivopévoy v Tif kivijoer ujg
XEPOG, ... TEPLopIlovTal TO oAV Péypic OKTM ypovav, 1j Paoic Glwg eivar 1O TeTpdetpov... 6 08 poOUOS Exel mhovTov, Extaoty, Eyst yévy 0¥
Uovov tpio».

% Ibid. pg. 29: «év péver 8 eineiv w@v Padypa 100 omoiov ai cviiafai 0D Kelévov avToD Exteivoviai eig TO PEAOC KaTA TODS Ypdvovs, déov
va. poBuiletor kota 0 pvOIKOY TeTPdeTPOV, TAY I€ PUdbnlo 1 tpomapiov ToV Omoiov ai cvliafal 6&v Ekteivovrau gig TO Pélog 1] Hovov katd.
o ypovov kai totov omaving, déov v a. pvOUiltar kotd O Sillerpov Kai ToralTo € iva, TavTa Td 100 cuviépov Hploloyiov, €av €
Plérwpey moldad TV PabnUdTmy EviayoV ywlaivovia kotd 10 TETPaUeTpov, Tata fefains mpofAdov dird v ElLeryty oootnoTikiS ypapnc
Eml Bulovtivayv».

8 Ibid. pg. 31, the language used is vivid: «&iy 1j ovoia 100 Petald éuov kai 10D k. Yiyov (puipatoc elvar 5t €yd Aéyw Kai évod, 61t Seov
va PeAiln tic pobikdg, 6 0& k. Wiyog Aéyer kal €vvoel, Gti déov va UeAily g Erotpov Pdbna 1jon UePedioévoy dvev Tpomomoiioews Tivog
KoTd TOVS YpOovovg ovtoV, Eotw kol ExpoBlov diatelovv €k TIj¢ ddel10tnTog 10V PUelomolo 1] Ek TOTOYPaPIKAV L0.ODV».

% 1bid. «zeipdpevoc va etameion udc 6rwe mapadeyddpey v ypijory drdong tijc kabblov pobixiic wxvig kai GAov TdV yevdv avtrg
£vtog €vog Tpomapion, mpaypa kavopaveg kal dvijkovetov Toig mdat, Tpdyla Omep olite dxdly eig ECmtepixad Kol Sy doflata eivar ToTé
dvvarov va Epaploodj w¢ avtikeilevov tij poOlikfj tExvn».
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chanted to a slower tempo.®® Interestingly, it is not so much his claim that it was the practice of the
Byzantines to chant syllabic melodies to a slower tempo and in his —and our— contemporary practice
these melodies on the contrary are performed at a fast tempo the issue here, for this is relative. Rather
that we too often, according to practical necessity in a liturgical setting, perform such melodies
precisely thus, i.e. concise melodies at a slower tempo, for example the antiphones or apolytikia in the
liturgy (in the case when the clergy have to cover a distance from their exit from the santuary to the
assigned position in the narthex) etc. Byzantios proceeds to give examples of his «dillezpov pvOuixov»
system. However, these temper with the accents of the hymns because with the rigid use of the
disemos accented syllables are arranged on the second beat of the metre. For him this is unavoidable,*
but such interventions on the scores can create problems, for instance it can alter the melodic ethos
and style of the composition (i.e. pg. 39). Comparing these melodies it is evident that to accommodate
for his disemos theory he is forced to compromise the melody of ““‘the teachers™ (Heirmologion) and
change it in a number of places. The more striking and noticeable changes are in the music on lines 2
to 4. The melody of “the teachers” is markly different from that of Byzantios. His music for the text
«ovykatafiag Edpdoicag, kal didatag Wédmerv mavro ta Epya» is quite different and it follows an
unrelated melody. Nonetheless, Byzantios’ ease to change the melody to fit his idea of rhythm, is
founded on his precept that the syllabic compositions currently in use and published in the first
editions are more than likely not original. Hence, these melodies for him are only clumsy versions
handed down to us by Petros Peloponnesios and Petros Byzantios.”® To give weight to his assertion
Th.D. Byzantios goes on to state that many chanters of yesteryear, i.e. Onouphrios Byzantios,
Georgios Raidestinos, Georgios Sarantaekklesiotes and their contemporaries, eg. P.G. Pacheides and
even those who chant at the Patriarcal Church perform these melodies in like manner. Thus, Th.D.
Byzantios’ proposal to the Ecclesiastical Music Society is to enforce and standardise the use of a
tetrametron and dimetron system of chant.

P.G. Pacheides in his essay «O pv@log eic ta éxxinoiaotixa uadv Péin» (pgs. 42-60), states his
opposition to the theories of both K. Psachos and N. Kamarados, i.e. the existence of trisemos (/) and
pentasemos (*/s). He explains that the hymns used in worship are not to please our bodily senses but
rather for prayer, and therefore it is the text that has priority over the music. Hence, Pacheides goes on
to postulate that a) in the heirmologikon compositions it is exclusively the disemos rhythm that
prevails and b) also disemos for the semi-ornate melodies «adpyov gippoioyikév», where the melody is
similar to the syllabic, i.e. their cadences conclude on the same notes with the only difference the
symmetrical prolonging of the two beats of the disemos time.® He derives evidence for his theory
from G. Raidestinos’ book Holy Week and the argon automelon «7ov tapov oov Xwtip» according to
him, written entirely in disemos. For Pacheides the concise sticherarikon melodies are also to be
chanted in the disemos, since a skillful and experienced performer would never use trisemos when
they chant. To document this notion he quotes his teacher G. Biolakes who apparently used disemos
(cf. below concerning his views).*” Among other chanters he claims to have never heard chant in
trisemos are: Gerasimos Kanellides, Georgios Raidestinos, Demetrios Byzantios, Nikolaos loannides,
Onouphrios Byzantios, Georgios Sarantaekklesiotes, the monk loasaph, and finally even N.

5 Ibid. pgs. 32-33: «Ivwpilopev loimov Ty k. Piyw 6t tadra mavia elver koifpata tiic idiag abrob paviasioc kai éti oi Bolavivoi dév
Ueteyerpilovro pobPovg €ic T obvTolo abTdVv YA, AL Ewarlov avta e drlods ypovovg kal dywynv Ppadeiov, kai obyl ¢ wdAloley aita
OHUEPOV ETITPOYGINVY.

5 Ibid. «ydprv tiic poBuiic Kad Tijc ovviopiag, éviote  Tovioldg TapafAémetar yvopevog kai v Tij dpoer».

% Ibid. pgs. 39-40: «E& SAwv tobtwv kai misiotwv dAlwv dloiny tpomapiov v drapydviwy v toic Eippoloyicoic fiflioic tév mpo aldvos
d1daokalwv, katadnlov yivetal, &ti, fj T oOVIolo PEAN O10a0KOUEVa EKTTalal GO YEVEDS €IS YEVERY O10. THS TPOPOPIKIIS GYPAPOD TOPAIOGEDS
08V dtetnpilnooy dyve kol avémapa, i &t eivar adyypove woujpate Métpov tod Helomovvyaiov kai Métpov 108 Bolaviov mévo adeling
Uelomombévra bn’ abtdv, dre Undeliov yaprv Pelomoiiag Eyovia, 0b HOvov katd. TOV ToVIGUOV Kol TOV poOUov, GAL’ 000€ Kail kotd v Hiklnot
TPOS TG, VOOOUEVA».

5 lbid. pg. 44: «d avroc dionpog pobuds dmdpyel ddlapiioveriTwe, Ue Uovy TV diapopiv ST dv toic dpyoic Péleaty émppadivoviar
ovlpérpag ai Béoeis kai dpoeig Tod diorpov poOUod».

 |bid. pg. 46: «émkalodpar kai Ty wAvonpov Spoloyiav t08 oefactod didackdiov Hov dpyovios T pwtowditov Tiic M. Exkinoiac
Hovaikoroyiwtarov kvpiov I'. Bioddky, Sotig év tif ovvedpidoer tjc 31 Adyodarov t0d fetépov Zviidyov dloldynoey ot «kai &y maviote
0160 700 d1onov poOUod covelbilw va wepifdliw to walAdpevar.
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Kamarados.®® Concerning the ornate melodies he believes that they are performed in the tetrametron
(tetrasemos) rhythm. He goes on to describe the way that this rhythm is to be counted, i.e. with the
movements of the hand, one downward movement and three in the air forming the sign of a cross. His
examples in this melodic genre include the argon «®da@g¢ ilapdv» and the syntomon (read semi-ornate)
melody of the «aiiniovapiov» from the service of orthos to the Bridegroom, where the melodies are
in tetrasemos. However, if we examine the melody of the second piece he quotes, we observe in the
publication of G. Raidestinos that the closing cadence of the first two alleluia need to be augmented
from the disemos to a tetrasemos to fall into Pacheides’ tetrametron framework.* In the second part of
his essay, Pacheides uses a number of examples to make his point that the melodies are in reality to be
chanted in the tetrasemos or disemos time, by adding or subtracting a gorgon or adding the klasma or
haple, to prolong or shorten the metre (the beats used in a bar). Some of his examples are sound in as
much as they perhaps correct mistakes that had crept into the scores. However, other interventions are
due to his refusal to accept the possibility of using the trisemos or pentasemos time within the same
hymn. For him to consent to the use of other rhythms, the entire score must begin and end in them, for
as he states, if the composers of these melodies intended to have such compositions, they had the
ability to write such pieces.” Thus, for Pacheides a hymn must be chanted entirely from start to finish
in the disemos making it more conducive to prayer as seen in the hymn «Tayd mpoxatdlafe» (pg. 58).
Finally, he remarks that the melody of the megalynarion for the Presentation of our Lord to the
Temple «dkatainzrov Eoti» is possibly an exception and it could be concidered a trisemos rhythm,
notwithstanding that it is a piece of music that is not entirely chanted in trisemos. Nevertheless, for
him this melody is outside the ecclesiastical norms, as are many other contemporary pieces, i.e. scores
of the hymn «d&ov éomv» that are heavily influenced by secular music.”* Thus, summing up, P.G.
Pacheides states that the trisemos and pentasemos rhythms are not conducive to prayer and only the
simple disemos and tetrasimos are acceptable for ecclesiastical music.

In the essay by the bishop of Pamphilos Melissenos, «O pvluoc év ayéoer mpog tov ypdvov kai v
ropoonoavikny tij¢ filetépag Povoikrje» (pgs. 61-87), it is stated that what prompted him to write was
the essays and the ensuing debate in the year that had passed. Having as his point of reference the
book of N. Paganas (see above), he notes the absence of assigning time in Byzantine chant in the past
and that this was a novelty of the past 20 years (c. 1880-1900) and found only in some publications.”
Melissenos’ main concern is defining precisely the terms rhythm «pofuég» and time «ypévog». For
him they are one and the same, always based on the theory book of Chrysanthos of Madytos where
rhythm is mentioned for the first time. However, although recorded by Chrysanthos he claims it was
never taught or applied in practice.” According to Melissenos the term time and not rhythm should be
prefered, because rhythm has attained a specific definition due to its use in staff musical theory. He
believes this causes an antithesis with the fundamental idea that each neume in Byzantine chant has a
value of one full measure of time, counted by the movement of the hand (down/up) individually for
each note. Further, it has to be performed with the “energy” «&vépysio» of the quantity and quality
that each neume conveys, the “quality of melody” as he states.” Melissenos attempts to demontrate
this idea with a number of melodies, one of which is the syllabic form of «Td¢ éomepivac nuav

88 Ibid. «dmavrec oBror ote Tpionuov mote poUdY avépéay &v Taic walldias Twv, 6L’ obte kai Aéyov moté mept TpLoTov Avépepov dodKIc
mepl éxrlnoiaotixiic Bovoikijs dpilovy fi auveliitovy site Kot idiav, eite kod &v 1) kara 1o 1863 év ITépav xai sita év Pavapip dpioTapéve
Movoik® ZvlAoyw, €ic 6v kai HUEIS T0TE KOVOVAPY oL SIOTEAODVIES TAKTIKAS EPOITANUEY GKPODHUEVOL Kal OLOATKOUEVOI».

5 Cf. Pacheides does not mention from which book he is quoting this melody, however, since he refers to this book in his previous examples
we can safely assume that it is G. Raidestinos’ ‘H Ayia xai Meyaly EPdopag, Constantinople 1884, pg. 3 (reprinted facsimile by B.
Regopoulos, Thessaloniki 1987).

™ Op.cit. P.G. Paxeides, pg. 56: «&av ¢ oxomoc kai 1 mpébeoic v PeAwddv tiic Exkinoiac fro v deicworv fuiv 6t daapyer kai tpionjog
poOUOG &v T0ic PéAeat kil émi TobTQ ovvétaday kai éuélioay 1o «Tayd mpokotdlafie» ote 10D avrolélov Ba katéotpepov oV Tpionov amo T0d
«Gvere TG oTowp® Gov>... Tobvavtiov oi matépec tic Exklnoiog elyov kai evpdmyra mveblatog kai dec1étto. iva ouvidwary kol abtoUelov
Kol IPoaopoia, driva G’ apyiis Wexpt TéAovg kol Gyt Povov i PUepikodg modag va Eyxwat Tov pionov».

™ hid. pg. 59: «z0d dojlatoc TodTOV 1 Walpdia TapaPaliolévy Tpoc T wallwdiay kai T coviBEIC SIANOLOCTIKAS LOVOIKAS YPOPMIGS
TOAVTOV T OV Yvwot@dv HUOV EkkAnolactik®v WeAdv gaivetar d¢ oTePODHUEVOY T fi¢ EkkAnoiaoTikiic oellvotnTog kai eyalompenciog,
wepLPefinévory 0 € ypoiaw kai Havovav [BAlov élwtepikod Pélovg, paivetar & vo éUedioldn kat o Wipnotv ECwtepikod tivog Inpdiong
dolotog».

"2 Cf. pg. 64f.

7 |bid. pg. 66: «otite &d1ddyBnoav, obte épnpuéadnody mote map’ HUIv».

™ Ibid. pg. 68.
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evydg» (pgs. 69-70). Thus, according to his theory the performance of each neume has its own
“energy” and when it is executed this emerges, but when we ascribe rhythm to the neumes this is lost
to the performance of the stronger and weaker beat of the bar of music.” Here clearly we see a
confusion on the part of Melissenos in understanding metre as it relates to staff notation, since in a bar
of music the idea of the notes keeping their “energy” exists, for there is no such thing as a note
without dynamism, beat, rhythm, etc. The notes are not rendered idol because they are at the start or at
the end of a bar of music. Thus, in %/, time for example, there are two noticeable beats, the only
difference between them is that the first beat is the stronger and the second the weaker beat of the bar,
i.e. they both have “energy” in their own right. Nonetheless, coming to add weight to Melissenos’
theory concerning ““energy” were the unsuccessful attempts to standardise the issue of rhythm in a
number of books of his day: Alexandros Byzantions’” Awdekaripepov and Georgios Biolakes’
Aoéaotépiov.”” When one studies such rhythmical formations as recorded in these editions it is no
wonder why Melissenos states that there is a clash between the neumes and rhythm utilised.” Hence,
he quite rightly demands to be informed on which conventions and rules of rhythm and melody, for
which N. Paganas had violated and was repudiated (cf. above), are these theories of separating the
music into trisemos based. And he proceeds to demontrate that N. Paganas’ accusers had similar
tendencies, as is testified in their books.” He challenges the judgement passed on Paganas’ book and
takes the opportunity to ponder why there are exceptions in using the tetrasemos rhythm, for example
in the embellished melodies of the papadikon or sticherarikon form that can be otherwise performed
throughout in this rhythm.® Further, he questions the notion of using bar lines, extra time and pauses
to complete a metre of music, a practice standard in staff notation, and the problems caused with the
clumsy division of time that had lead to the accumulation of mistakes in the accents of the liturgical
texts. However, Melissenos does not consider at this instance the anomalies caused by the music on
the accent of the words, because in this transitional stage such mistakes were common. And this is
mainly the case for the syllabic scores for there was no conclusive theory on time. Thus, it is such
anomalies that Melissenos turns his attention to and states that to accommodate for a disemos time the
conventions of accentuation are violated.® Indeed, here Melissenos goes somewhat overboard to make
his point, ignoring the fact that these syllabic pieces follow a melody that is not only based on
grammatical accentuation, but also contains contemporaneously a compositional imprint and
emphasis. Nonetheless, he makes a point asking, for instance, who is to decide and by which
conventions whether a specific melody is permissible or not.** According to him, by comparing
various publications we are left wondering which of the two melodies is closer to the “initial”, if
indeed such a thing exists (cf. Th.D. Byzantios above).®® The examples he uses to make this point are
derived from the books of G. Biolakes doéaotipiov and Stephanos Domestikos Movoixyy Kowéin.®
Hence, Melissenos questions the premise that an initial melody can be substantiated.* He inquires if
anyone in reality can be accused of corrupting or changing the initial score of a hymn when more than

™ Ibid. «gviy ag’ évoc v Tij Peta ypovov dxteléoer Eyopev fva ypovov kai Eva pBdyyov, &v Wi cvilafii Tag, €, ome, pi, K. Niav Oéory
aloOnty kai Gpowv averaioOnrov kai Wi Loyilopévny, v Géorv o€ kal’ savtnv Ui Exovaav obdelioy évépyeiov, TNy tis évepyeiag 10D év avti]
Uovoikod yapoktijpog, TOGOTNTOS 1 Kai TOLOTHTOS ... 4’ §Tépou, &v Tf] Heta dionov pvbUob éxteléoel, ic Exaotov moda avrod Eyolev éva
xpovov, pBoyyovg dbo év dval avrlapaic Tag g, amept, vag 1, fwv ev, T0v Yév &v 1jj Oéaer (loyvpdv), Tov ¢ &v tjj dpoet (dobevij)».
" Cf. A. Byzantios, Movoikov Awdekaipepov, pg. 38.
7 Cf. the examples are taken from G. Biolakes, dofactipiov ITétpov 106 ITelomovvysiov, published by lakobos 1. Naupliotes and
Konstantinos K. Klabbas in Constatinople 1899.
™ Op cit. Melissenos, pg. 70: «Kazrapaveatay 1§ diapopa kal 1} m)ykponmyg Tij¢ mapaonUavTikiic Tpog TV poOUSV».

® lbid. pg. 76: «émbopodpey mold vi Pdbwley Tode Kavovag, eic 0b¢ ompiletar ¢ poOUOS Kai O uriog, anve karaotpéper O k. N. Iayovag,
Tapofialwy Todg kavévag, 10000t 08 Pddlov, kaldcov ai Povaikal ypaplal, d¢ drsiodyer dijbev 0bTog, 0yl omaving Gravidoty eig ovoikd
Piflio koi on Eykerpipéva...».
8 Ibid. pg. 77: «dpod ¢ Tharvaclds TV ovllafdv émtpénet TV Epaployiv o8 TeTpaciipov puBUoD, eic Té dollara TabTa, Tiva &k TGV Peldy
avt@Vv bmoxevra gig v élaipeatv kol Tic 0 Adyog tij éCoupéaews, fiv OnAol 10 ¢ érl 10 TheioToV;».
& Ibid. pg. 78.
8 \bid. pg. 79: «xai év péver tivec Kavévec bmayopsbovor ka i Tives dmayopedovoty v ovilopévais ovilafaic Tiv mapdracty Tob &v Taic
§3pusio5g @8oyyou, 1 Tov oynUatioov TAEIOV@Y TOD EVOS;».

Ibid.
& It is not mentioned here but the edition of this book is in Constantinople 1857, printed at the Patriarchal Press, volume 1.
% Op.cit. Melissenos pg. 80: « Yrdpye: év toic dopaocty fU@Y 1o yvijorov; Hoiov tobto kai tives ai mepi 10HT0D dIodeileIc;
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likely such a thing may not exist.*® Closing his essay he mentions the influence of folk and city secular
songs on the music of the Church’s repertoire, which had led to the degradation of the solemn and
strict ecclesiastical nature of chant, influencing in turn the rhythm of the hymns. He remarks that
nearly a century after the reform of the notation system by the three teachers, questions on theory and
related matters have not been irrevocably resolved. Melissenos describes this situation in bleak words;
that is that Byzantine music has not progressed and this can only mean stagnation and inactivity.?’

In the last essay on rhythm in this volume by the protopsaltes Georgios Biolakes «70 weoi ov8uov
Cyuoa» (pgs. 101-108), he writes in the first section (pgs. 101-103) his view on the issue of rhythm
and in the second (pgs. 103-108) he presents a letter sent to him by his friend, the doctor and musician
Xen. Triantaphyllides. In the first part of his essay he states that the older view of counting time of a
neume with the down/up movement of the hand is in question and whether the dipodia «dizodia», i.e.
disemos should be used for all composition.® According to Biolakes there are three views on the issue
of rhythm prevalent with the members of the Ecclesiastical Music Society: those that accept a) the
asymmetrical units of time in all types of melodies, b) only asymmetrical units of time in syllabic
melodies and c) those that argue for a dipodia, i.e. an even 2 beat time unit for all melodies.* He states
that after an intense study on the subject he has come to the conclusion that he agrees with the second
aforementioned view. And although the most solemn and proper way to chant is in even bars of time,
Biolakes acknowledges that for the concise melodies asymmetrical rhythm is inevitable, since these
melodies have been passed on by a stringent oral tradition and it would be unjustifiable to modify
them.” In the second part of his essay, he presents the letter of Triantaphyllides where he advocates
the use of monosemos «povéonpog» time, i.e. each neume counted with the down/up movement of the
hand. X. Triantaphyllides believes that if this older system of counting rhythm is used, the problems
that arise with asymmentrical time are avoided (cf. Melissenos above).** From the content of his letter
we read that although he expresses such an opinion on the subject, he stands to be corrected if
Biolakes points out his misjudgement on this issue.”

In the 4™ volume of the Iapdptypa Exiinoiactixic Ainbeiac (1901), we have an essay on rhythm
written by Georgios Progakes, the music teacher of the Theological School of Chalke, concerning the
use of trisemos: «llepi tij¢ Vmaplews kol e ypnoihdtytog 00 Tpicpov pOUod €v tois dofaoct T
Exxinoiog» (pgs. 7-25). His main concern is to prove that trisesmos rhythm is used in Byzantine chant
and it is not to be disregarded or thought of as indecent, only to be utilised by secular musicians. He
states that it was in “simple” time «dzlov¢ ypdvog» (same meaning as Melissenos) that Byzantine
melodies are chanted to his day and that with great reluctance and suspicion rhythm per se was
accepted for use by his contemporaries.”® For Progakes, his predecessors knew the concepts and ideas

& |bid. pg. 82: «ddlowof ic kai mapagbeipsr © dvalioiwtov Kai yviiolov, mpokeipévov & mepi Tob PEAove TV Igpv HUGY doldTwv, Sév
Drdpyer oHUEPOV TO YVHGLOV, OL0 VO DTEApEN Kal mopapBopd.
¥ Ibid. pg. 86: «obte Bijpa éni 10 Peltiov EmomoapeBo o Tic dmoyiic TV detviioTY TPIBY SidacKdlwy, TAV LPEVPETGY Tiic &v ypiioel
Uebédov, fiv kaimep apibodoav (wnv a idvog mepimov, écaxolovfodley amoxalodvies véav, oyetilovies mpog T v dpyaiotépav. E ivar
GyoportploTog 1 v ] Hovaiki] aTacthoTng nUav, iva Ui eirwpey dmiadodpopnoic».
8 Ibid. pg. 101: «4AA” éme1di) é166y mAdov 0 GiTypa éni 108 TdmnTos Smwe dpaploabli modiko mopeia eic té PéAn dvii Tiic dmAiic Kpoboewg Kai
dpoews, Tposkvye m)Cﬂ'rr/mg, av onlovott dravto ta gion TS Pelwdiog dbvaviar va diekmepoidval o1o. Wovig ¢ dimodiag, 1Tol 10D dptiov
7r0(3og, 7] €l Tvo 10DtV KaT’ AVAYKNY Vo SUPIAOYWP@HGL Kol TEPITTOT TOJESH.

® Ibid. «Kai dilor pév gpovoiory S eic dmavia téx £idn tijc Pedpdiac dravidvia Kaz Aptiol modes kol mepitrol, dAlo1 O€, Ot 1) TV TEPITIAY
TOS®V ypijoig &v Toig auvIdpoig Wéleatv, ftot, eiplloic mpocoploioig ko oimoig &v olg aupmvrvoiviod ai Gvidafod Tob kelllévon, eiaiv éx T@V bV
ovK dvev, ovvovalopevor Peta TV dptiwv, érov Jel. "Etepor ¢ dmopaivoviar 611 dia Tii¢ dimodiog Povng dvvaviar Gveeipérwe va waliwvial
drovra ta €ion 100 HEAovg dpya te kai GOVTOPON.
% Ibid. pg. 102-103: «&7 wix mpoadpoia, iplol, dmolvtixia, kabiolata, éamooteiidpia 08V éypapnoay &v meld Adyw, AL’ év Upétpe, kai b
Ekaorov tovtwy éUedomornifn év pobUG i0i0utépw, 1@V dmoiwv poBUdVY of Bewpntikol Adyor dToydS Vv dyvoodvtal, TANY 6Tt 10 €k TV pLOUGY
7001V VPavtovpynbev Ekrolar Yelog dieown Peypic NUDY dLa TPakKTIKiS Tapodocews doYNaTiK@S 0TTWE eimelv HUIV VOV 0V avyywpeital va
TPocOitwey i va dpaip@pey aboipétaws ypovovs drwe brmotdlwey Ta WeAn tadta froiwg eic Gmoivtov imodioy, KoTaoTpépovies obTw Ty
GpyiKny 100tV TAOKHY, iV HETO T0GADTHS TPOVOIaS EPPOVTIoay of GeIvnoTol TOTEPES UMDV Va OLoYETEDTWaTL UEPIS HUD VY.
*! Ibid. pgs. 106-107: «vopilw 6t 6 év ypiioer Povéoniog puBUde, d¢ arodidwy T6 dvékabev kaBiepwpévov éxdote dojlart Pélog, dotiv 6
UOvog gic avta épapUooiplog, Undé ypiilwv diaywpiotik®@v ypol@dv, aitives adyyvatv Ualiov felov mpolevijoer Evera i TOKVOTHTOS ADTAVY.
%2 Ibid. pgs. 107-108: «avakovév BPiv Tac oréwerc oo tabtac éravelalfave Tiv napdkir/mv Omwe e déiconte v evKkaipiq eiipivoig
erm;(m) AmOVTHOEMS TPOS (31(5amcaizav Hov, &f 71 3pBov év taic évearv, d¢ dpyoUevog Tobd Abyov elrov, ij méong faoewg eioiv éotepnuévor».

% Ibid. pg. 8: «6r 88 6 dmoic 0 Broc ypovoc ypiioilog iowg kai dpeotoc eic Gpyaiotépag émoyic Kod Vv o’ &u to10bT0g, GAAL P6voV de
apyorviag kol Jeydlog drolovbiag mp 0¢ ToPaTacty a.0T@V ... GVAyKN Gvomodpoactos mapovoldletor HUIV olepov drwe waliwpey Ué tov
dianpov poOUoY, i¢ kol yalloPev Gvapgiffoins dravtes.
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pertaining to rhythm without, however, naming them for they had not yet been formulated.™* Also, he
refers to the practice by some of adding beats to a trisemos time making the bar of music a tetrasemos
and how this is unwarranted for it slows down its performance. Further, the syllables of the text that
were to be performed in the weaker parts of the metre, if they are to take on full bars of music, would
detract from the melody’s modesty, giving a dance like quality.* For Progakes the use of varied time
is acceptable due to the poetic structure of the hymns,” and the trisemos does not cause technical or
performance difficulties, especially when it is clearly marked. On the contrary, he states, it is
beneficial for both the beginners and for those who perform in unison.”” He quotes the work of Karl
Krumbacher, and his study on the Greek language that had shown the tonal nature of Byzantine
poetry, to substantiate his argument, and takes time out in his essay to question the ideas of P.G.
Pacheides (see above) in detail. He states that all those chanters mentioned by Pacheides as never
using the trisemos, indeed on the contrary do so, perhaps using it unwittingly. Besides with their use
of simple time (measured by the movement of the hand down/up to count each note separately), they
did not need to perform the trisemos, this having only transpired after the use of rhythm. Progakes
states that G. Raidestinos’ book (which Pacheides uses to verify his argument on the absence of
trisemos) has many scores therein with exactly such time.* Further, he places great emphasis on the
oral tradition that had handed these melodies down to his time, juxtaposed with the views of bishop
Melissenos above. For him it is not by chance that when these pieces are chanted by heart trisemos
rhythms are executed, but precisely because they have survived intact in the oral tradition, contrary to
those who ignorantly think otherwise.” He also calls for a standard use of assigning diverse time in
the published books according to the rules of accentuation as accepted by scholarship.'® Finally, in his
essay G. Progakes does not mention anything specific about simple or compound rhythm. Therefore, it
is more than likely that this could be read to suggest that he assumes the use of simple time in the form
of disemos, trisemos and tetrasimos, for in his books published in Constantinople 1909-1910, bar lines
to separate time are not included.*

In the 6" volume of the Hapdptypa Exiinoiaotikic Ainbdeiog (1907) we find an essay on metre
and rhythm written by Georgios P. Palaiologos with the title: «ITepi v pétpwv xal 100 pvOPod v
éxilnoractik@dy tpomapimv» (pgs. 150-199)."% This essay is concerned with the metrical aspect of
chant. Palaiologos in his quest to link the hymns of the Church and Greek antiquity together makes a
number of interesting points. Thus, he compares hymns from the Byzantine period with metres from
ancient Greek prosody searching for possible parallels. The hymn types that he presents in his study
are mainly those with a tonal time structure, i.e. exaposteilaria, kathismata, kontakia and hymns in

% Ibid. pg. 9: «di6T Wiy kaboproBéviawy sioén énarpifidsc TolTwY ddvvatodley v Skppacddpey capdc Kai dpiopévac, kaitep &yoviec érapici
POV T0D TPAYHATOCH.

% Ibid. pgs. 12-13: «lapfdavoviec dnlovét kai tac dbo drévovg ovilafis &v Tij Gpoet, dpaipodley &€ abtod v draitovévyy oepvéTyTa Kai
KOGI1GTAEY ODTO YOPEVTIKOVY.

% Ibid. «dpod i dioplata HUAGY eiol Wikt DT Emowy 10D moTIKOD aBT@Y pLOPod, dév elvar Sovatov mapd vi &wary oitw Kod vro Enowtv o
Uedikod adT@dv pvOUod».

7 Ibid. «dév elvar kai 660V Sborolov 0 Tpdypa Soov obTor 16 pavidloviai, dpiel Povov of mapepminToviee obror médec (kai TorodTOC PdkioTa
elvau 6 pionog) va dnldvar év toig keipévoic (kai Todto idime dic Todg dpyapiovg if kai dié Todg GvPydlovTag) Koi T6te 0 TPdyPa 0b U6vov
VIVETOL KOTOPAVES, GAAG KOl TIPOG EKTEAETIV EDKOADTATOVY.

% Ibid. pgs. 16-17: «wdves odror, oic énaleitar 8t 06v moiodvro ypijory 10D TpiGijlov, &To10BVTo Ypijory abtod, ywpic v &waety icwg cagi
oVVEIONOLY TODTOD, ... KaB6GOV, YvwaTov 6Tt Tap Ekeivois Tp@dTOV UEV Erekpdrtet eioéTL 1} Ypijoic T0D GmAOD Ypovov &v T wallewv, &v @ obdéva
Adyov &xel 6 pionog, dotig mapovoidletal Peta Tiic Elpavioews Tod dionpov, devtepov 0E Oti, kai v Ewallov PE dianpov, édvBavey abTodg
éxtelodevog, ¢ ovpfaiver kai wop’ HUIV orpepovy.

% Ibid. pgs. 22-23: «Mijmwg dmavieg v wellolev, ... T TAeioTa TGV iEp@v HUGY doldtwv, 8v Extelobpey TavTes Tdvtac Tod¢ &v T Hletépa
Uovaikfj év ypijoet viag pvBodg avaplic, év ol koi tov pionpov; Todto 08 eig Tiva dpsiletar i Wy eic TV iepow mapadooty; Asv mpoépyetar
70070 &K TOD 611 dmavteg obtmg E01dayney tag Hedwdiag tabrag mapo 1@V HUETEP@Y J1000KAAWY O3, THS TPOYOPIKTS abT@V didackaliag, kol
oltw diotnpodlev avtog mards év Ti] Wiy UV dia tii¢ igpdc mapadioews; Kai Spws évd éxtelodley mavteg mdavrag tovg pofUods TodTong
&V Tjj éxteléoel TOV GoUGTOY U@V, Ywpic va Elpaivovial TovIEABS 0bTol &V ToIG Kellévolg, év TohToIc 0UJels EToANNTE Uéxpt anfllepo, EKTog
TV TPoppnléviwv 1oy va drodeiln abtovg ypomtds avopil, ¢ dravidvior v avtoig, ék pofiov U kotayyeAdij w¢ kaivotélog Oro Tdv
deimote AvTIAEYOVTWV, GYoD Kol PEYpIC oyaty drxopy éCaxolovBoior vo molitebovtor obtw, ol v Smaplty tod Hiktod dpvodlevor kol tov
Uovoerdi] poblov dfacovicrws SAwe kol aoads vrootnpiloves».

0 Ibid., pg. 24: «émopévog kaipdg mAéov Gmwc,... mpofdey v émyvaoer gic dpioTii Pétpa, KavoviCoviee kai Dmodeiviovies Afov TodG &v
701¢ Hovotkois KeIPEVOIS Brapyovias d10popovg Niktodg poUods, GOUYO VIS TPOS TODS Kavovas TiS TOVIKHS poBlomolioc.

0L Cf. Movoucr Zvlloyij, published at the Patriarcal Press, vols. 1 (vespers 1909), 2 (mattins 1909) and 3 (liturgy 1910). Progakes’ collection
has been republished by a number of publishers in the last 30-40 years.

192 \/olume 6 is republished in facsimile in the series Psaltika Vlatadon, as number 6, by the Patriarchal Institute for Patristic Studies,
Thessaloniki 2001. In this edition both the 5™ (1902) and 6™ (1907) volumes are included in one tome.
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verse formation «otpogixii aovBeoic». By dividing his examples into metres (zddag), cola (kdia) and
periods (zepiédovg), he manages to correlate the three ancient prosody metres of trochaios (zpoyaiog),
iambos (iapfog) and daktylos (ddxrviog), into rhythmical chain types in a number of the
aforementioned hymns.’® Palaiologos’ work is useful because it not only links this tradition with
ancient metrical metres but to a point assists to clear the picture concerning the existence of variations
in rhythm in Byzantine chant. Hence, although the metres in the hymns chanted today may differ
somewhat in purity from their ancient counterparts, at times being just a skeleton of them, what
remains is sufficient to justify the similarity in structure of the melodies in question. However, G.P.
Palaiologos asks the timely question, whether this variation in the hymns’ structure compared to those
of antiquity is reading too much into the text on his part or are these hymns written intentionally, thus,
providing a variety that we are trying unknowingly and unintentionally to rectify.'®

RHYTHM IN PUBLISHED THEORY AND MUSIC BOOKS FROM THE 20™ INTO THE
21°T CENTURY

Having examined early publications and the ensuing controversy that resulted from the novelty of the
time as we move into the 20" century, bar lines for time in printed books of Byzantine music
multiply.’® Indeed if the 19" century (1820 and following) can be classified as the century in which
music books were in the majority without bar line indications, we can separate the end of the 19" into
the 20™ century and beyond into three periods from: i) the end of 19" into the 20" century with the
increased use for partial division of rhythm, ii) around the middle of the 20™ century with the clear
division of most books in the simple trisemos and tetrasemos rhythm and iii) from the late 20" into the
21" century, where a large number of books are published with full time separations (simple or
compound). Nonetheless, the aim of this paper is not to exhaust all the relevant sources, consequently
a representative selection of publications that influenced and shaped this practise will have to suffice.
These publications are centered in the cities of Athens and Thessaloniki, as the influence of the
editions from Constatinople diminished due to the political turmoil in the decades that follow the
1910s and its dwindling Greek population. The publications of loannes Sakellarides, mentioned above,
will play a significant role in this trend. However, to understand Sakellarides’ far-reaching influence
on Byzantine music well into the 20" century we must put into perspective his pioneering work as a
frontrunner in relation to other authors. It seems that he had a gift for deciphering the needs of his day
and, coupled with a good business sense, managed to publish the necessary repertoire in both
Byzantine and staff notation, albeit denoted with tetrasemos rhythm, and to circulate these before his
peers. The availability and practicality of his books was appealing for teaching and liturgical use.
Thus, it comes as no surprise that even after his death in 1938, his books continue to circulate for
many more decades in facsimile editions. Therefore, we can state that Sakellarides’ work forms in part
a yardstick for similar books that follow.
An important publication series in the first half of
the 20™ century, which continues to be republished in
facsimile to date is by the Brotherhood of Theologians
«ZQH». This series was inaugurated with the
Anastasimatarion printed in Athens in 1933 and by the
end of the decade the Brotherhood had published a
complete set of books covering the necessary
repertoire for the calendar year. However, this series
lacks uniformity and organisation concerning its time

193 Constituted by the trochaios, a long and short syllable (depicted — __), and the iambos a short and long syllable (depicted __ —), and the
daktylos with one long and two short syllables (depicted —___). Cf. also footnote 16.

104 Cf. G. Palaiologos, pg. 191.

1% The scope of this paper is limited to major editions of the 20™ and start of the 21% century. The possible circulation of other works written
by hand and produced on stencil dulplicators or mimeograph machines used by chanters for personal purposes or for their students, were
undoubtedly important music may have been produced concerning rhythm, will need to form a separate study.
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indications. Thus, the books are published with only the trisemos rhythm,'® for example from volume
5 (1937), pg. 13, the beginning of the apolytikion of St. Basil in the first mode. In all the lines of music
the trisemos is divided, but in lines 1, 2 and 4 the tetrasemos is not indicated. It is apparent in this
piece that the tetrasemos is not marked intentionally in these 1930s editions, a standard practice for
later editions. This could mean one of two things: a) either the editor(s) assume the use of the
tetrasemos rhythm for the rest of the melody or b) the disemos rhythm. Notwithstanding, it will be
four decades later in the 6™ edition of 1976 that one of the basic handbooks for learning Byzantine
music, the Anastasimatarion, would have the trisemos and tetrasemos indicated. One characteristic
example is from this 1976 edition in the first mode (pg. 23), the melody «Tov tapov cov Zwtijp». The
editor of this book, Apostolos Ballendras, states in the prologue that he has divided the melodies with
time using a single bar line. By this he means only the exceptions to the disemos rhythm, appropriate
for him to be used in the syntomon heirmologikon and sticherarikon melodies, i.e. the trisemos and
tetrasemos, according to the accented syllables of the text.'” He classifies tonal rhythm into two
catagories as simple «dziotvv» and compound «ovvertoydévovs» (possibly influence by I. Margaziotes
cf. below). For Ballendras, in simple time we chant the syntomon heirmologikon, sticherarikon and
papadikon melodies, using as our basic time the disemos for the syntomon heirmologikon and
tetrasemos for the sticherarikon and papadikon compositions. With the trisemos and rarely the
pentasemos (note: this rhythm is compound), to be used as exceptions on asymmetrical time
formations. Concerning compound rhythm he specifies that the argon melodies of the heirmologikon
and sticherarikon genre should be chanted thus, where the basic unit of time is the tetrasemos (*/,) and
more sparingly we may use the other compound times up to dodekasemos (**/5).'® Nonetheless, it is
interesting that Ballendras finds it neccesary to clarify for those ““unaccustomed to using tonal
accentuation” a number of details giving instructions on how rhythm operates. Hence, he writes that
between two accentuated syllables the second is considered as the stronger of the two, articles and
prepositions in general are considered as non accentuated words etc.'® From all of the above,
regarding this paper, what is useful from Ballendras’ exposition about what should be chanted in
compound rhythm, is that simple time is the appropriate rhythm for the performance of syllabic
melodies. He also allows us to ascertain that a number of chanters in the mid 1970s were not as yet
““accustomed” to using tonal accentuation. This does not surprise us, since from personal experience
we had observed the practice of counting each neume separately with the movement of the hand
down/up rather than using tonal accentuation, and in particular from the older generation of chanters
as late as the 1990s. This practice has gradually abated over recent years with only a few chanters
from the old guard still adhering to this system of counting time in Byzantine chant.*°

Again in the 1930s we have the editions of the chantor monk Nektarios, published on Mount
Athos. His first book divided into two volumes consist of compositions for the divine liturgy:
Movaikog Onoavpog t 1jg Ociag Acitovpyiag (including other scores: Easter hymns, kalophonic
heirmoi) printed in 1931; the second book, a supplement to the preceding two volumes, again for the
liturgy titled: Kallipawvog Andcv printed in 1933; and finally his third book with compositions for
vespers: Movoikog Onoavpog 100 Eomepivod (with additional pieces from other services) printed in
1935. From these books only the Kallipwvog Andov has rhythm indicated in a number of the music

% This is the case with all the books in the Movoikoc Havdéxtyc series. This series consists of eight volumes (1% edition noted after the
name of each book): a) Vespers 1934, b) Orthros 1935, c¢) Heirmologion 1936, d) Divine Liturgy 1936, e€) Menologion vol. A’, f)
Menologion vol. B’ 1937, g) Triodion 1937 and h) Pentikostarion 1938.

07 Cf. on pg. 6 of the 1976 edition we read: «ij mapoiica, 1ij dmoia Theovertel TOV TPOYEVETTEP®V, ... Kok O16TL PEPEL, O1G TPAOTRY POPAV,
ONUEIWPEVOY O10. D1AGTOADY TOV YOPOKTHPLOTIKOV TOVIKOV poOUOV TV PeAdV TH¢ Bulavtivijc Hovatkijo».

98 1bid. «Tovikog pvbjoc ovopdletar 6 poOpoc t@v Peidv Tijc Bulavavije Hovoikifc, ... diakpivetal gic AnAotv kai cvovertopuévov. Eic tov
drAovv, kard TOv Omoiov yaliovial Ta cvviofa giploloyikd kol otiynpopika WeAn, kabwg kal ta mamadikd, Lapfavetor o¢ fdoiog movg O
dionilog kai w¢ Ecaipeaic 0 tpionlog kel 6 TeTpdonilog Kai omavidTata kai 6 meviaonpog (kaitor 6pBotepov eivar, Smwe yivetou didkpiLoig
Uetald € iplotoyikdv, otiynpopik®v kal Tamadik®yv Peldv kal lapfavnror wg faoilog movc eic Yev Ta eiploloyika O dionpog koi d¢ta
OTYNPOPIKA. Kal TOTAIIKO. O TETPAoNIOG), €IS IE TOV GVVERTVYUEVOY, KaTd TOV Omoiov 0i dbo ypdvor cvvevolvto, gig Eva kal €l Tov Omoiov
wdAlovtar Ta dpya eiploloyikad kol otiynpopikd Weln, lapfavetar wg faciog molc O tetpdonlos kol w¢ ECaipeois ol loiwol Péypt 100
JWIEKATHIOVY.

9 |bid. pgs. 6-7.

10 Cf. bishop of Pamphilos Melissenos above and D.E. Nerantzes further down.
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pieces. Hence, we find firstly a trisagion by Petros Ephesios in barys heptaphonos mode,** the
dynamis of Xenos Korones in second mode,*? and the Epistle and Gospel readings taken from the
book Aeirovpyiév of K. Psachos (see above).™® From the section containing the axion estin collection,
a number of these are noted with rhythm: four melodies by Stephanos Moesiades Koutras published
herein for the first time™* and one by Demetrios Murr the protopsaltes of the Patriarchate of
Antioch.™ Following, in the communion hymns section, we find two compositions with time noted:
a) for the Presentation of our Lord by Onouphrios Byzantios (Ps 97:2a) «Eyvapice Kipioct o
owtipiov avTod vaviov Tdv £6vdv» in the first mode,"® and b) for the feasts of the Theotokos by
Theodoros Phokaeus (Ps 44:13b) «To wpdowndv cov Aitaveboovorv oi mwAoveior 10U Aaol cov » in
plagal first mode.’” Finally, for the liturgy of the Presanctified Gifts at the end of the Kallipwvoc
Andawv, three more compositions one by loannes M. Kabbadas from Chios (Ps 140:2a)
«KatevOovlitw 1) mpocevyn Moo » and two by Stephanos Moesiades the «Nvv a i dvvdaperc v
ovpavavy in the fourth mode agia and the communion hymn (Ps 33:9) «Iedoacbe xai dete» in plagal
second mode are designated with rhythm.*® Now what can be ascertained about these compositions?
Most of these melodies are published here for the first time except the music of K. Psachos. However,
it is not clear if the time marked is by Nektarios or by the authors of the music. Hence, apart from the
aforementioned books of «ZQH», specifying rhythm is increasing without yet forming a standard
practise. The basic metre of rhythm is taken to be the tetrasemos with the necessary exceptions.
However, by far the most interesting of all those compositions mentioned is the argon dynamis by
Xenos Korones.

This piece is of particular significance because it records the first,

to our knowledge, undisputed indication of compound rhythm in a

printed book with chant repertoire. From the explanatory note

included at the beginning of the melody, we are informed that it is

an abridgement of the original by Neleus Kamarados and its

rhythm is edited by Nikolaos A. Chrysochoides. Thus, he is more

than likely the author of this note. Here it is stated that the melody

is to be chanted in tetrasemos spondeios (°/,) and the kratema in

hexasemos ditrochaios daktylikos (%/), with some exceptions in enneasemos (*/5).**® Could this denote
that Nektarios is an advocate of compound time? This is a difficult question to answer. It is plausible,
for why else would he go to the effort of publishing this piece of music if he disagrees? However, we
can only speculate since Nektrarios does not offer us any insight in his preface on the issue of rhythm.
Nonetheless, it is an indication that some chanters had moved on from using not only simple time, but
had gone a step further utilising compound time. As relates to the dynamis of Korones, it is an ornate
melody with respect to the text of the thrice-holy hymn, although as regards the kratema it is syllabic
(not in the strict sence of the word since it is not text as such). The music is divided with the use of
both single and double bar lines. When the composition uses the tetrasemos rhythm (2+2) the bar lines
are single and when it is in hexasemos (3+3) and enneasemos (3+3+3) the bar lines are double.

ML Cf. Kaldipwvoc Anddv, pgs. 19-21.

"2 |hid. pgs. 22-31.

3 |bid. pgs. 36-44.

4 |bid. pgs. 133-134 in the first mode, pgs. 142-143 third mode, pgs. 158-159 in the plagal first enarmonios pentaphonos mode and pgs.
172-173 in the barys enarmonios mode (note Zw").

5 |bid. pgs. 140-142 in the third mode.

5 |bid. pgs. 228-233. This hymn is used also as the entrance troparion chanted for this feast in the liturgy, however, in modern practice the
communion hymn usually ascribed to be chanted for this feast is Ps 115:4 «llowjpiov cwtnpiov Afjwolai, ko i 10 Gvopa Kvpiov
émrxaiéoopoa». Cf. Eyxéimov dvayvaaorov xai wéitov, compiled anew & revised by Fr. Constantinos Papagiannes, Apostolic Deaconate of
the Church of Greece, Athens 2005°.

Y Op.cit. Kaldipwvog Anddv, pgs. 239-244. This communion hymn is not standard in modern practice and as mentioned in the previous
footnote, the hymn chanted nowdays is Ps 115:4. Cf. P.Ch. Panagiotides, dovitiky Melwdia, 1j ypion 00 Wolmpiov oty 6pBédoln
Jerrovpyixn) mapadoon, Partikd Avarekta 3, Thessaloniki 2013, pg. 183 f.

18 Op.cit. Kallipwvog Andcv, see on pgs. 249-250, 250-252 and 253-256 respectively.

9 Ihid. pg. 22: « PoBude, €v Uév 1 ketpéve 100 Habilarog, TeTpdoniog mrow?@wg St Yetd rvay Eoupéocwy oeonpaciéva €v @ Péow
avmv (51 apzf)pwv Ev 0 € 10ic kpatipaoty, EEdonlog dtplyaiog SOKTVAIKOG N e Uetd mvav Elaipéoewv Evveasilov €v ayipatt
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In Cyprus Nicosia 1934 we have the theory book of the protopsaltes and teacher of music Stylianos
Elephtheriou Chourmouzios published: O Adapacxnvig, #ror Ocwpntixov mhipes T ijsc Polavuviig
Hovoikijc. S.E. Chourmouzios states that Byzantine melodies are chanted in tetrasemos time, divided
into two pairs.’® This may possibly be an indication of a compound time structure. However, his other
remarks and explanations on time do not allow us to ascertain conclusively what he may have meant.
Chourmouzios writes that the hymns are to be chanted mainly in the tetrachronos, i.e. tetrasemos,
while the trisemos is rare and when it occurs it can usually be modified into disemos or tetrasemos.*?
Further, he is against using bar lines if a melody is rhythmical, i.e. «éppv@uov» written in other words
with an even number of beats in a bar, i.e. a tetrasemos, and for that reason only the exceptions need
to be noted.? In this he agrees with the practice followed in the books of «ZQH» mentioned above.
For Chourmouzios, as pertains specifically to syllabic melodies which are without constant rhythm,
i.e. «dppvbay, it is possible to dilate the beats of the bar for its performance.””® However, in some
syllabic hymns like the heirmoi of the canons and automelos melodies he believes that to alter them is
like desecrating and vandalising their ancient poetic metres. Finally, his reference to how some
chanters change the rhythm and even the melody so as to perform a hymn supposedly in a clear
manner, may well be indirect criticism on the work of 1. Sakellarides sighted above.**

Again in Cyprus Paphos 1940 in the book published by the priest oikonomos Charalampos
Bolovrivijc Movoikric Xopon: Ocwpnuixdv, we have an attempt to categorise rhythm within a
theoretical framework.’”® Thus, we read that “perfect chant, consists of melody, rhythm and text”
whereas “inadequate chant, consists of a melody without rhythm and neumes unspecified as to their
tonal intervals and tempo™*? and further that compound rhythm it is to be taught along with the other
elements of chant, i.e. the modes, melodic forms and kratemata.’”’” Under the title «PoOuirci»
Charalampos has a section on the topic of time «ypdvog», metre/feet, formation of rhythm etc. There
in the subsection on rhythmical time «ypdvog pvBuirdc» it is specified that it is measured by the
down/up movement of the open hand that hits the knee, where the down movement is counted as the
first and the up as the second part of this metrical schema.'® This is specified as the minimum unit of
time. However, if an extra beat is added a stigme «ozyli» as he writes, then it has double the original
value forming a long thesis or arsis respectively.’”” He also draws the distinction between ancient
Greek grammatical prosody and musical time, pointing to their different rhythmical metres.”*® Hence,

120 Cf. pgs. 78-79: «To éxxinoractixic WéAn toviloviar kati tetpacijlove Tédac, Stoupovliévong eig (elyn &k dbo ypbvav: mp@tov kai dedtepov,
Ekaotog 08 To0TwVY Exel &v Tif ypagi kol cvVOEaEL, KOTO TOG AToUTHOEIS TOD HEAOVS Kl TAV GVAAOSDV, 10100S KOVOVaS».

2L |bid. pg. 87: «oi kipior poBixoi w6des TV A PeAdv elve of Tetpdypovor kai én’ avtdv otypileton dmaoa 1 Pelomotia gic Te Té dpye Ko
abvrolla Péln. Zravidtota dmavtodv tpioniol, kol tovtovg mdAv 1 Hovoikl wémel &g dianovg 7 tpiarpovg (Sic-read tempaciipong), xkrog
OAlyov TV v».

2 |bid. pg. 82: «Orav &v pélog fve &ppvbiiov, covieBeiévoy eic Gptiove médag, eic 080V ypnoipebovy ai draotolal, Gpod Kpoboviar Slor of
xpovor 100 moddg. ‘Orav 8¢ eig abtd ¢ WAy onpeiodtar tpion|og, eive dpkets) i onleiwaig Tod ap. 3 émi tod & ypdvov, dg paiveror gig Tiva
Gpyoio UeAn, if Gg xwpiletor 0bTog Ot S100TOLDY TPOG YAV TOD EKTEAETTODY.

5 \bid.: «eict & odviopa Pédy, € ippoloyiki ked Aowmd, bmapyovy Béseic Tvica i dmoiar Kkadtor dppvor, € var Spwc téoov Kak ¢
ovvploioynléval, ai omoiar drekpvotorlabnoay wiéov €ic tpomov date 1 pvOUoToINaic TV Vo AGTTH THY KOAY TOD HELOVS TV GVVOXAY.
Ai Géoeic obtou ddvavrar v drooTéMwvTar».

24 1bid pg. 90: «moldix 0, kupiwe dppoi Kavévewv kai abtolela e lve d¢ yvwotov émi dpyaiwv Pétpwv memompéva... Todto dpd pe O &v
amodeikviel 6t moa 1@V Ped@v tobtwv tijs ExiAnciag Uetafoli eite kot tov pobUoV eite kot 0 Pélog i am’ apyiic dietomdnoay, eive
700t b0 Pefnlwois kai faviaiiolos; H toradty o6 Petafor] T@v avtopélmv, yevolévn Do tivav mpog dpbotépav, dijbev, aolpwviav tod
UéLovg mp O¢ 1O vonpa Tod Kelévov, mpolevel 10 ECTG amotédeoal vo. diaotpépn kol diaom €k Tig WHUNG T00 WaAlovTog Ty 1060V KOADS
tebeiéviy aovoyny tod Pélovg, date va i) ddvator ebyepds v épaplUoly 10 mpdtomov PELOS 1S 0 TPOS abTté HeomoinpUéva TpoaoNo1o».

% The term oikonomos is a church office given to Fr. Charalampos, not his first name.

128 Cf. pg. 20 «To téierov Pélog, ovviotazor dmo PeAwdiov, pvOPov xod 1éév. To dreléc Wédog, ovvietaar dmd Uehpdiav cppoBuov mhokijg
©06yywv dravovieTwy toviaiwy dlaetyiarwy, katd v 6LoTnTa, TV BopdTnta i taydTtnTem.

2 Ibid. pg. 22 «MavBavopey mpdTov T0V¢ diaTovikode fyove eiploloyicdc, Eeita ToV¢ YpmPaTKole, Kol ETEITa TO oTnPapIKoV HEpog TV
Txwv Siwv o mamadikov, To dpyov e iploioyixdv, T o Aoactdpiov TaxdBov 100 Hpwtoyditov kai télog O KalOpwvikov ywmpic v d
ToPOAEIYWEY TOVS VEVOVIOHOVS Kal TOV OImAOTV EiG aVTA YpOVov».

1% |bid. pg. 162 f. Here one needs to be careful not to confuse his counting also of the half (quaver or half crotchet note) etc. with the upward

movement of the hand. Ibid. pgs. 4-5 «o 8¢ yapaxtip 6 pépwv yopydv, mpopépetar gic v dpotv To0 ypdvov wg ...». Cf. on pg. 32.
2 |bid. pg. 163: «O éldyioroc ypévoc éxel 10 anleiov abtov dotiktov, 6 dimAdoiog Evatiylov, 6 pimhdotog diotiypov kal Kkal EEHc».

Ibid. pg. 164: «Ev 11j pelwdia Haxpoi ovllafai Gswpoiviar ai éviovor kal Bpayeior ai drovor... Evad ypoplatikdgs aolfaiver dilwg, kal
KOK®S To10V01Y 0 VedTEPOL OVaIKOL YpHoINOTO10VVTES TC, Ypapflatikd onleia fpoyéo - Paxpd — avl 1@V Hoveikdv O 1, dioti diapépovory
Exdrepov Exatépov kai Exactov ypnoiplorotsitar 51 idiov oxordv. Ev t1f Tpoplatikj Aécig &k Jbo ovidafdv, kaleitar S1o0)\fog €k 6€ tpidv
rolvavidafog, év € Tif Hovaiklj, ovveletdleton moaotng cvilafdv, dvo, LDV, 1 TeaeGPY PETA YpOvov dichpov, TpIoilov, 1] TETPaciov,
Omep kal oUtw drodekvietar 5ti dAN 1 Tpoowdia T Touoews YpapPatikdS, kol dAln 1 Eppoblog PeAwdio Hovoikdg...».
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Charalampos divides time into three categories: a) those that are of equal time denoted as O | (ratio
1:1), b) double time as O O | (ratio 2:1 or the reverse 1:2) and c) hemiolios time as O O O | | (ratio 3:2
or the reverse 2:3)."*" From time are formed the feet «zddec» or metres «pézpa» which coincide in
meaning.’* Under the title «Pvfudc» (pg. 168) we are told that rhythm forms the tongue of a musical
balance, and a chanter’s knowledge is sound if he comprehends the use of “feet” or ““metres” that are
divided into three kinds, the daktylikon, iambikon and paionikon. These genera produce when
combined a variety of similar or diverse metrical rhythms.® However, reading further into
Charalampos’ tractate, he recommends simple time for syllabic melodies and compound for the semi-
ornate. Although for this second category, he seems to allow for their performance in simple rhythm
too if we are to interpret correctly his analysis on counting the two beats as thesis/arsis if a neume has
a klasma or haple/diple/triple.”* Furthermore, no reference concerning the ornate compositions is
made. From all of the above it is evident that he has no clearcut notion of simple and compound
rhythm in chant, and although he goes on at times at length to elaborate in his paradigms the various
rhythms, they do not follow the accents of the text. For example his time division of the hymn «Tov
apov cov Zotip», IS not adequately explained why it is seperated thus, i.e. he disregards the
beginning of the metre on the accented syllables in key words of the hymn such as «zdpov»,
«tnpovvreg» etC.: 13

Be that as it may, Charalampos states that the chanter must

maintain a balance between the meaning of the text and

rhythm without either one working to the detriment of the

other.® Finally, his criticism on the bar line time

indications of 1. Sakellarides’ scores into the tetrasemos are

worth noting. A striking example concerns his comment on

the term «pvBuoerdn» used by Sakellarides, which according to Charalampos is his way out from the

dilema about how to indicate tetrasemos time in hymns not condusive to this rhythm and, thus, how
Sakellarides passes over this dilemma with this term, reminding one of Aesop’s fable with the fox."’

In the theory book written by Demetrios G. Panagiotopoulos @cwpia kai Ipacic ujsc Bolavtivijg

Exxinoiaotiijc Movaixijc published by the Brotherhood of Theologians «O XQTHP» in Athens 1947,

we decipher a number of interesting points concerning rhythm.*® What Panagiotopoulos says about

rhythm in Byzantine chant is that the tetrasemos takes precedence as the dominant rhythm, followed

when necessary by the disemos, trisemos and sparingly pentasemos, hexasemos etc.'*® For the

heirmologikon melodies he follows a diverse time pattern, and from the examples he cites it is evident

that the rhythm prefered is the simple tetrasemos.’”® As was the case with oikonomos Charalampos

and A. Ballendras it seems that Panagiotopoulos reserves compound time, which he calls «ypdvog

L Under the title: «Iévy mod@v» he lists in each category the metrical groups that are formed in each genos.

32 |bid. pgs. 166-167 «To pétpov aynpatiletar i o m6dec, £k Oéoewv Ko dpoewv T0D Xpovov . Qote wddes Kal Pérpa m)vmnnfovmz»

33 Ibid. pg. 168: «Eivar 0¢ 6 pobUoc 1 tpotdvy Tic Hovstkijc mhaotiyyog kai 6 mjyve 8’ oV prrpmmz 7} Hovoiki) 100 wéAtov Uoppwarg. “Yin
700 poOUOD eivar ol médeg Kol A Pétpa, Koi Starpeitar eig yévy Tpio 1O Soxtvlikov, 10 laPfikov Kod T0 TouWVIKOY ...Ek TIfS ovvBécems TDY
orolwv aynlatiloviar wollol kol didpopor poBpor». CE. further on pages 172-173 his list of the types of rhythmical metres.

3 Ibid. pg. 180: «'Otav 0¢ ueTad TGV ExPwVNTIN@OY YAQUXTIIOWY ﬁnd@xovow EyXQATES YOOVOV, xAdOUaTOS 1 ATANG, Of UEV
6%¢wv17‘[t%0l Xagommgsg gxtedovvrar eig v Oéow, tOo 08 MAdoua N 1 amAij, €ig TRV doow TOU Owofuov moddsS, WG
N W T Gray 08 ¢£Q77 Oty 1] Ty Extedeitar uev xai wdiw o yagaxtno &ic v Oéow, diid ovveyitetaw 1
ExTédeaig TG 6m/1;7g 7 Toudijs xat doow xai Oéow. \—>==»,

% |bid. pgs. 187-188.

3 1did. pg. 185: «Oi igpoydiror iotdevor €mi TV ExkAnoiacTik®V xopdv €v T)f Exteléoel TdV Beiwv dopdrov, dpeilovot va cuvdvdlwet
KOVOVIKAG KOl EVIEYVDS TO puBikov Uétpov Hetd THg Evvoiag TV wallopévav poropiwv kol va Ui Gvaidlwaorv olite 10 Uétpov yoprv ujc
gvvolag, dAA" olite Tjv Evvoraw yépiv oD Pétpoo».

Y7 Ibid. pg. 215: «O 1. Saxellapionc W) dvvabeic va vmotdéy eic 10 wetphonudy tov 10 « Ote karifibec mpoc tov Bavatov» 10 Eyratélime [
TV TOpPRYopNTIKNY THG dAdmEKog ppdoty «pullocidéc=0lpaxéc siorv». Cf. above the related section I. Sakellarides and footnote 19.

%8 Quotes taken from the 4™ edition, Athens 1986.

%9 lbid. pg. 158 we read: «zo Svlaviivov Péloc, cupHoppobpevoy Tpog TV moKkiAwTdTny idlofoppiav TV ispdv Tivewv, dllote Pév
dxolovlel wpiolévov kavovikov pvOUov, katd 10 mheiotov Olwg ypnoiporolel ppBUov cOUlikTov, Tepiéyovia modos Avoloiovs, TETPacilovg
kozd 10 mAEloToV, dAAA Kal OLoovs Kol TPIGHHOVS, OTaVIOHTEPOV O TEVTATHNoVS, ECoohovs KATT.»

0 |bid. pgs. 160-162.
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oivheroc», ™ to be used only for the argon (semi-ornate) heirmologikon and sticherarikon melodies.

Thus, using as his example the argon melody of the katabasiai «Avoiéw 10 otépa Pov», he states that
compound rhythm is formed by doubling up the beats of simple time.!*? Therefore, the syllabic
compositions for Panagiotopoulos are to be chanted in the tetrasemos and if required, depending on
the accents of the text, with adaptations to utilise disemos or trisemos time. It is one of the first
theoretical books for chant that discuss the issue of compound rhythm in a somewhat systematic
manner printed in Greece.

In Athens in the late 1950s we have the publication by the teacher and chanter loannes Margaziotes
of his @cwpnrikov Bolavrivijc Exxinoiactikic Movoikic.™ In this book for the first time we have a
detailed explanation of what rhythm is in chant and also what constitutes compound time. Margaziotes
explains that the duration of time taken by the neumes of quantity «yopaxtipec mosdtyrog» are of
equal value, i.e. they take up the same duration of time to be performed and they are represented by a
specific «p@dyyoc», note, that has both sound and pitch.'* Therefore, rhythm constitutes a
symmetrical combination of counting the value of such notes.** To perform these melodies one needs
to divide the pieces into metres «pézpa» or feet «médec»'™ which is accomplished by the use of small
vertical lines (bar lines), also known as dilatations «diasroiai». Further, each note of Byzantine music
is executed in a specified duration or period of time known as «ypdvog». And to make this system of
counting functional, we have to agree in advance that the duration of time taken by each note, that is
attributed to it when it is counted, will have one «ypévog» or beat value in our rhythmical structure.'"’
For Margaziotes there are three types of simple rhythm «dazlov¢ pofucc» as he states the disemos,
trisemos and tetrasemos™*® which can interchange during the performance of a hymn since they are
dependant on its tonal accents.**® The other theoretical issue that |. Margaziotes expounds on and
others follow (see below), is the matter of how to indicate compound rhythm and where to assign it.
He lables this compound rhythm «covverroyuévog» (cf. A. Ballendras above) and he says it is to be
used only with the «dpyd» semi-ornate compositions.™ Thus, for our purpose in this paper, we can
note that he is not in favour of using compound rhythm in syllabic compositions. Nevertheless, what
he states concerning compound time is important, so let us decipher it in detail. According to I.
Margaziotes, we obtain compound time by counting or uniting two simple metres together, i.e. two
simple beat movements into one movement, eg. . Thus, by augmenting two or more
simple beats into one we get compound time, which is equivalent to the staff notation signatures that
are written with the denominator 2, i.e. for the tetrasemos compound rhythm ?/,. For him the three
main compound time signatures are the tetrasemos (*/,), hexasemos (%/,) and oktasemos (*/). For the

1 1bid. pg. 149, Panagiotopoulos states the following about simple and compound time: «Qi ypévor siva 10 Kbprov mepieydpevov kai, émov

vd, 1§ UAn 100 poOuod. Eivar € oi ypévor dmloi kai oovletor. Kai dmlotg Uev ypovog (17 édyiorog) eivar 1 Wikpotépo ypoviky Hovag 1
mepieyolévn eig Tov poOusv. ‘H Povag avm) 1 dmoia coviifwg 5&v vmodiapeital, dAla Pévov moliariacialetal, oovémmnte mapa Toig dpyaioig
TPOG TNV Sidpreray TIfc dmayyeiiog Wag Ppayeiag oviiafiic. Qvoldlero §& V' avtdv ypdévog Ppayvs 1 xpdvog mpdrog 1§ onpldov, kol
Eonpetdvero ot v. Xpovog 9& avvletog eivor 6 O1mAdo10¢ 1 TPITAGOI0C 1] TETPATAGOI0C €V GVYKPIGEL TPOS TOV ATAODY 1 EXdy1oTOV YXpoVOV.
O Simhdoog 100 Elayiorov dvopdleto Dm0 TdV maloudv ypdvog Paxpog 17 dionpog (a¢ drotelodlevog €k dbo onleiwv) kai éonpaiveto 0¥to
-».
2 |bid. pgs. 163-165 where the melody is separated into hexasemos and oktasemos rhythm.

3 No year of publication is stated in this edition; however, the possible year of publication is 1958. This book has been republished in
facsimile, to date, a number of times with the latest by Philippos Nakas Press in 2013.

¥4 \bid. pg. 26: « Exaotoc yopoxt fjp mooltnrog 100 Exteloviiévon PEdove mepidyer g’ €voc WEv dpropévy dliav, de’ Etépov 8 &
avumpoowretel, WPiaévov phdyyov, Exel oniadn wpiopévny poviy (pwvntrxov Yyog, o6lomyta). Aéyovies déiav EvwooDley Tiv ypovikyv
didprelav, gic v Extedeltor Exaotog pOOYyoc».

5 1bid. «O vppeTpikog 0BToC CVVOIATUOS TAV YpoviKdY AEIdY TdV POGyYwY, Gvopdletar poOIdc».

6 Where literaly the word “feet” is derived as a term from ancient Greek dance used in feasts or theatre.

¥ Op.cit. pg. 27: «"Exaotoc yapaxtilp mocotyrog Exteleital eic dpiopévoy xpovikov didotyia, TO moiov Gvopdletar xpovog. Avny elvaur 1j
Jpoviky Hovdg mpokelévon va, Vmoloyiocwley kal kotaletpriowley v pvBUov. oapadeyopedo onl. ot kb yopaxtip mwocotnrog Exel Evo
JPOVOVY.

8 |bid. pg. 27 f.

9 Ibid. pg. 29: «Eivai dvvarov eic £v kai 10 avto Péloc v pivetar évaliayy tdv pudv... Tovto copfaiver coyvikic eic Ta PéAy ajc
Polavtivijs Hovoikijg, 16Tt O pvBUOS avTdV ECaptdral dmo TOV ToVIGHOV TV Aélewv kal 6voldetal 010 T0VTO TOVIKOCH.

%0 |bid. pg 61 f. The text for compound time for the ornate melodies reads: «O cvverrvypévos pof ¢ upaviler T Pélog didgopov,
EpaplolOlevog 0 & gigc Ttad dpya idia YA, mpoodidel & ig o VTd eVyapiotov kal péovaay poBlikny dywynv, Telel0tépoy Kol Arpipeatépoy
aAn6d0o1y 100 10ViKoD poOPov, YoparTnpIoTIKOV KGALOS KOl OAWS I0101TEPOY XGPIVY.
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hexasemos rhythm the division of the beats can have a number of forms.™®* The other significant
compound times for Margaziotes are the pentasemos (*/s), the heptasemos ('/s) and the enneasemos (*/g
or °/;) rhythms.™® The example that he has for compound time is verse one of the doxology from
lakobos Protopsaltes in the first tetraphonos mode:

Finally, Margaziotes gives some useful information on how to designate compound time. Thus, a) we
take as a guide the accented syllables of the hymn so that the rhythm denoted coincides with the
beginning of the metre (bar), b) when two accented syllables follow one another consecutively the
second is the one that is the strongest and c¢) when the text is prolonged and there is no accented
syllable for a new metre to begin, it is substituted by musical accentuation in the form of a bareia,
psephiston, petaste etc. In addition when time indications are added we must take into consideration
the non-accented words of the hymn because they form part of the weaker division of the metre, these
are the words without declension, i.e. prepositions, conjunctions, exclamations, the articles and the
personal pronouns.™

A book in English published in Boston USA 1965 by the teacher of Byzantine music at Holy Cross
Greek Orthodox Theological School in Brookline Massachusetts, Savas |. Savas titled Byzantine
Music in Theory and Practice follows closely the aforementioned book of 1. Margaziotes.™ For S.1I.
Savas the rhythm used in Byzantine chant is simple or “single” time as he classifies it, i.e. the
disemos, trisemos and tetrasemos, with disemos forming the basic unit as is evidenced by his
examples.” Nevertheless, he has a section on what he calls “concise” rhythm (read compound),
where he writes that from the “single rhythm came the concise, through the abridgement of two single
beats into one, i.e. through the abridgement of two single movements into one ( equal one
beat). Thus the chronical unit, through which the concise rhythm is measured, is one, but in one
movement two characters will be performed. This rhythm, which is mainly used in the slow melodies,
adds to them a special elegance and pleasing rhythmical tone. As in single rhythm thus also in the
concise rhythm, there are three major feet, the tetrasimos, exasimos, and the octasimos”.**® From the
phrase “mainly used” is Savas leaving open the question of the use of compound time in the syllabic
compositions? Hard to answer, but in the one and only example that he has of a composition in
compound rhythm in his book, a verse from the doxology in the semi-ornate form, it seems more than
likely that he prefers the compound rhythm for the performance of such pieces. In this he agrees with
Charalampos, Panagiotopoulos and Margaziotes above. His corresponding time signatures in staff
notation for the compound rhythms agree with those of Margaziotes: %/, °/,, */, °ls, Is, °I5 or °/, etc.

1 bid. a) standard 2+2+2, ie. Dt "“# also b) the 3+3, in three forms: el e 2 01 8, and the other
two forms, c) the antispastos == +='e = and d) the choriambos ==« &%

52 |bid. pgs. 63-64.

58 Ibid. pg. 66: « Tva kazopBivy éropévac 6 pabmic kai ywpili] Povoc tov od¢ d1apdpove cuvertvyuévong modag Oa. &gy d¢ 6Inyov tdg
tovilopévag avlloafag tdv Siapdpwv Aééewv. Exel Omov toviletar 1 Aécig 0a. yawpily 10 Pétpov, dote 1j Oéoic va oopminty e OV TovioHdy.
Eav ¢ig onaviag mepimtdaeis ovlmintooy ddo toviolol Pali, Od vmoywplj cuviifwg 6 mpdrog xdpiv to0 Sevtépov. ‘Qoattwg, drav éviote
gmipnroverar 1 AEE1S Kal 0€v Vmdpyer toviopog did va aynlotiodij kal dpyion t0 véov HEtpov, 10te O ToVIoHOC TIj¢ Aécewe dvtikabiotatal did
71vog TovIoloD TIjg hovaikifg, dnladn 10 yapaxtipog moadtyrog Aapfdvoviag m.y. Papeiov, ynpiotdy, metaoty k.0.x». And: «Epiotduev
v TPoooyny €ic TO du Kkatd TV PETpiknv, d1d 1OV oYNPaTiooV 10V momTikoD Pétpov Bewpoivior ¢ Wi Vmapyovies oi tovor @) tdv
drdatwv Aécewv (d¢ e bvar o i mpobéoeig, oi obvdeojol, ta émpwvilara), f) tdv dplpwv (m.y. 10 U, T1iS, T V), ) T DV Hovoovlidfwv
avtovoli@v (z.y. fod, 6od, Tov)».

154 The book was translated from the Greek into English by Nicholas Dufault.

155 Cf. Byzantine Music in Theory and Practice, pg. 5 f.

% |bid. pg. 72f. The use of the word “concise™ rather than “compound” time is possibly the choice of the translator N. Dufault. He may
have used this term for rhythm considering it a more accurate translation of the word «ovverroypévoc» rather than the terms «ypévog
atvlerog» (D.G. Panagiotopoulos) or «etvfeta pézpax» (A. Euthymiades, see below).
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The Movowxov Tpiddiov published by Thrasyboulos Stanitsas in Athens 1969, is another book that
has rhythm indications.” This edition is of particular interest since it is the work of the former
protopsaltes of the Ecumenical Patriarchate Th. Stanitsas and reflects his and presumably the views of
his predecessors, i.e. lakobos Naupliotes and Konstantinos Pringos at the Patriarcal Church of St.
Georgios in the Phanar concerning rhythm. His compositions are separated with trisemos and
tetrasemos time leaving the non-indicated rhythms clearly to be performed in the disemos time.
However, at the end of Stanitsas’ book in the section concerning the tempo at which different
melodies are chanted according to current patriarchal tradition titled: «# émikpateotépa ypovikny dywyn
TV 010Popwy ExkAnoiootik@v Heddv kotd Vv motpiopyiknyv mapadooiv» We read something
noteworthy. There Stanistas notes that the disemos metre, represented here by two ison neumes joined
together with a slur, are to be chanted at a of 108-112 notes per minute, i.e. one ison at the speed of
216-224 and the compositions specified are the ornate melodies Holy, holy, holy, Lord of hosts and We

praise you, we bless you, set aside to be chanted for the divine liturgy of St. Basil,"® i.e.:

Although it is not stated by Stanitsas that the rhythm used
to perform at such a fast tempo will have to be compound time, that is what is inferred. In any case,
when we hear him chant these hymns, we deduce that this is precisely what he is doing, i.e.
augmenting their rhythm. Nonetheless, it is arguable to what extent he does this consciously out of
conviction. Could he have used this type of performance for other forms of chant? From Th. Stanitsas’
recordings (mainly live performances) it seems often to be so, be that as it may, this cannot be
documented from his other written work.

In the theory and exercise book of the teacher and protopsaltes Abraam Euthymiades Ma&soza
Bvlavtivijs Exxinoiactikijc Moveixrjg, published in Thessaloniki 1972 we read that Byzantine chant
follows the simple disemos and tetrasemos rhythms and the trisemos only if the text is conducive.'
However, as for the use of compound time in chant, not much can be ascertained concerning its use
from this handbook. Only in his 4™ edition in the year 1997 in a supplementary chapter added at the
end of the book we observe what Euthymiades believes about compound time. There he expounds on
the use of compound metres «otvlera pérpa»'® as he names them and gives some examples. One of
these examples is a syllabic melody, the beginning of the doxology in the first mode by the
protopsaltes Manouel:

A b o o i 10 eon oo From this example can we infer f[hat Euthymiad(_es was aware
W wugias uékn, f nodn ouvewiveras ot reomyosmevo ningo vai e - ANC - Perhaps used compound time for syllabic melodies?
°'°”"“°"“;m°‘m""°°: o Possibly, but from his following example, the use of double

il oot K| and single bar lines creates problems because according to

him the double lines show the melodic emphasis equated with

the main phrasal accents of the text and the single the lesser.’® Hence, depicting his music in such a

way, it is ambiguous what the intended performance might be. Is it a mixture of simple and compound

time? For instance, how is the second trisemos rhythm in the first line to be chanted in the melody

below, is it connected rhythmically with the metre before or after? Clearly with the metre before, since
it is the continuation of the word «yuy7» but this is not apparent in the

music and this ambiguity gives rise to difficulties in performance:

Similar problems are found in another characteristic composition, the initial
verse from the first antiphon in the second mode (pg. 20) from his Divine
Liturgy book. Thus, what are we to make of the trisemos on the text «ywys;

57 Hand written music by and of Th. Stanitsas has circulated for decades, but this is the only offical book published at the press under his
supervision and therefore gives it greater weight.

38 Cf. Movoikov Tpihdiov, pg. 339.

%9 Cf. 2" edition, pg. 54.

160 Cf. pg. 507 f.

L |bid. pg. 508: «Zwov atiyo, Ty. “moa Vo aivesdiw OV Kipiov”, 1f avliafi “rd”, tijc Aécews “naoa” elvar 1j miéov tovildpevn, elvau
0 gpaotikog 1] Aoyikog tovog € dvtiororyo oty Hovoikl) T0V Pedmdko tévo. ZTov 1oviko poflo 6 Pedwdikog tovog, yivetal dpyl) kopiov
Uétpov, dxolovBotiv ol Sevtepebdovies tovialol anpeidvoviag Ty dpyl) Sevtepevdviwy Pétpwy kal, kat avTov TOV Tpémo, aynphatilovial
Uétpa terpdonio kal HeyadTepd. Tov, TA oOVOETH TOVY.
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wov tov» found in the first line? It does not fit into the rest of the verse, which is marked to be chanted
in compound time:

This confussion is further exacerbated by Euthymiades’ use
of two writing styles for compound time. He writes that a
single bar line at the beginning of a bar indicates the start of
the compound metre, and the other rhythms contained therein
can be denoted with a bar line and a slur on top, i.e.:
A(\ﬁk}—*h—dsﬁgcﬁf__'_—r‘ﬁﬁj 6

“hfle & o ox 7vo M ot ve ox Tw tov Ku U puoov e

However, alternatively, he says one
may choose to write this using single and double bar lines.**

Similar problems of rhythm arise in the book of the protopsaltes Charilaos Taliadoros Ilpdtvmov
Avaotacipatépiov published in Thessaloniki 1976 and hand-written by A. Euthymiades. Again let us
examine one example in syllabic form in this book from the Sunday resurrection eulogetaria. In this
piece the music flows well and then abruptly in the last line we have a disemos on the text «Adap
éyeipavra», separated from the rest of the music with double bar lines:'®

From this example (many more in the book) it is evident that
this is obviously a period in which possibly the author
Taliadoros and the scribe Euthymiades are not confident of the
exact mechanism of writing compound time. It certainly is a
period of transition for Euthymiades, as we saw above.
Regarding Taliadoros, we can state from personal experience
having studied under him, that he is an advocate of simple time
and avoids using compound time in other books. However, he
too regularly chants in a way that could be classified as
performing in compound time as Th. Stanistas mentioned above.

Another important author of Byzantine music who divides his books with simple trisemos and
tetrasemos time is the protopsaltes Athanasios Karamanes. His books were published in Thessaloniki
from 1955-1965 and reprinted a number of times since, either in Thessaloniki or Athens. His rhythm
separations are of particular interest because he only use the second bar line at the closing of the metre
to remind and signify the exception to the disemos time. Further, the tetrasemos rhythm —when he
considers that it is self-evident?— is not noted by him. Karamanes’ books have circulated widely, due
to his many years of performing and teaching, influencing many of his peers to use simple rhythm and
to perpetuate its use for more than two generation.’® An exception to the use of dividing time with bar
lines is the protopsaltes Chrysanthos Theodosopoulos, as seen in his 3 books published in
Thessaloniki before his death in 1988. He keeps to the older custom of publishing Byzantine music
books without divisions of time.*® However, his music is written clearly and, thus, when executed it
can be either chanted in simple or compound time. As occurs with Th. Stanitsas and Ch. Taliadoros
from Theodosopoulos’ live recordings his performances are also frequently in compound time, even
the syllabic pieces.

Coming back to A. Euthymiades, our view that he was on the way to discovering something is
reinforced by what he states in his collection titled Néov Tetpdropov Y voldyiov «Pwvais aiciaig»,

82 |bid., «Extoc amo v dpy) kai 10 1o 100 JovetkoD kelllévov, oy dpyl) 100 kupiov Uétpov ypapetar 1 dactold, 1} moia aTijv dpyn
TV JevTEPEVOVIWY UéTpwy Ceywpiler PE Wikpo 100 @v ovvdeois ... avtl ¢ O100ToMjSc kol TG O100ToAjs WE ovvdetiko T0lo
xpnoipomoloBvial 1O {010 TapocTaTiKd, 1 A kol lovi) S100T0l1 AVTioToL a».

163 Cf. pg. 345.

184 Cf. his books consist of three volumes and a supplement in the series Néa Movoixiy Zvidoyii: @) dpbpoc topoc o, b) 6. Aeitovpyia tépoc 3,
¢) omepvég tépog y', and d) a booklet ITapdprype with the syntomon katabasiai and a number of unpublished compositions. And finally
four books in the series Néo Movoixy Kowéin: a) Tpicdiov-Ilevinrootapiov tépog a’, b) H Ayia xai Meydiy ERSopds tépog B, €)
Aolaotéprov: Zemrepfpioc-Aexépfpiog Wépog o’ and d) docactépiov: Tavovdpiog-Aliyovarog Wépog .

185 Cf. the three books are: a) Tpichdiov, Emtdroploc Movoixy) Kowédy, topoc a’, 19852 b) ‘H Ayia xai Meyily Efdopde, Emntdropoc
Movary Kowéla, topog B, 1985 and ¢) @sia Asirovpyia, Entdropos Movaiky) Kowédy, topog ¢, 1989%. His wife Maria Theodosopoulou
published the other four volumes of this series in the 1990s.
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volume 1, vespers, Thessaloniki 1991, where he writes that all metres of time should be distinctly
denoted. As for those chanters who perform Byzantine music in simple time, he refers to them as just
beating away at the rhythm and making unpleasant noises. Thus, for Euthymiades rhythm should be
measured in disemos, trisemos, tetrasemos, pentasemos, i.e. compound and even multi-compound time
as he writes."® It is quite clear from all of the above that over the years A. Euthymiades’ framework
concerning time in Byzantine chant developed into a more profound understanding of rhythm.
Another theory book that mentions succinctly the topic of compound time is that by the teacher of
chant and traditional folk music Simon Karas, Méfodog t1jc Ernvikiic Movoikiig: Ocwpntirdv,
published in Athens 1982 in two volumes. Therein Karas in a systematic manner presents the use of
compound time, which he names «obvleror mwbdec», in syllabic melodies and other forms of
composition.’®” He gives an example of the way such melodies should be noted with time on the text
of «'Ocoi eic Xpiotov éPacmicOntex», but more importantly Karas sets out rules (cf. Panagiotopoulos
and Margaziotes above) on how to correctly divide this compound time. According to him three steps
must be followed: a) the accented syllables are considered to have a strong musical and rhythmical
beat and thus to them we affix the start of a metre; b) it is these strong neumes that constitute the
formation of the diverse metres, and when joined together form larger lectical units depending on the
emphasis of the text. In this arrangement the accents of the verbs, adverbs, participles are dominant,
followed by the adjectives, nouns, prepositions, conjunctions and the articles; and c) the basis of this
rhythm is the compound tetrasemos (*/,) while the other metres are built around it. **® Following we
see an example of a syllabic melody in compound rhythm by S. Karas taken from the hand-written
book of Nikolaos A. Klentos, published in Athens 2001, the first sticheron of the feast of the
Dormition of the Theotokos:*®
The rhythm here follows the compound tetrasemos (2
movements), hexasemos (2 —if the tetrasemos and the
disemos are counted as 2- or in 3 movements) and
heptasemos in the 4™ and 5™ lines (in 2 or 3 movements for
the same reasons as before). Most of the tetrasemos times
are in the daktylos form, with two exceptions on the
cadences on the tonic note Ia, on the words «(za)-iapyov»
and «Kovprog». All the hexasemos times are in iambikos
(ionikos) major form, with one exception 3" and 2™ to last
lines on the text «o mapéywv w», which is in iambikos
(ionikos) minor form. And finally the heptasemos times are
both in the tetartos epitritos, i.e. the trisemos in the end.
Let us see also the melody based on the automelon «Tov
tapov gov Swtip» from the 2™ kathisma of this feast from
the same book mentioned above, pg. 313, «O mdvripog

XOPOSH:

185 Cf. pgs. 18"-1€”: « H Wij mapaoipaven 1o puBuod ot Povsikd. keileva, Ay iowng ko v éxoyn) Tijc kabiépwong Tic mapacnavikic lag
08v Bewpodviav dvaykaio volilo w ¢ onfpepa dmoteisi cofopr) Elewyn. Apiver Peydla mepifdpia yi0. cpdipato kol avlapecieg
avtdypnpa émipeg. Hoilol éxtelovv Tn) Pfoloviivi) Hovoikny U dmlo ypbvo, dyapo cpvpoxdmypa. Allol, dfacdviora, ypnoilomoioHv
dionpo pvOUs Ué élaipeon Ta mopsUfalidleva tpionpa Pétpa, dlror diopOivovy (1) kal avtd td tpionpe Wépa & dionla, dllor mdi
(517mama§0vmg 0V npwm Xpovo 00 (Szmﬂlov PpLOUOD TOVS OV psmzmmvv oé rpzmﬂlo Kol dAlot, npoa@?mvmg K(u agoazpcuvmg )(p()voug,
TO0V EVOTOKELTOL OTNV nporzpqm'/ 700 skrds‘m:n 7 psiozmzov Yzmyopm)smz Kol EmPalietor Ao 10 TOINTIKO Kfzpsvo 0V vuvo ‘H opﬁoéofn
pLotiaviey) Vvoypapio-moinon Eel Pétpo tovié. Kai 6 pvOUog t@v éxiinoiactik@v Pedwdidv 6 &v Umopei va. elvar dllog mapa Uévov o
tovikég. O pBdyyog 1js tovilolévig ovllafijs to ¥ keiévou yivetar dpyn (o ioyopo Pépog) 1ol Pétpov kai dvdloyo PE ) Oéon kai tm)
Sradoyn) Tdv wévwv mpokbmrovy Wétpa Sionla, wionla, tetpdonia, mevidonia, odvlsta kal molvativiera. O tovikog pvOUogs onleidOnke e
o) drootodn (kabeteg ypallléc) oto ioyvpo Pépog (axnv dpyn) T@v Pétpay kol UE AmAn] d1a0T0A1) 0TI AOITES TEPITTAGEISH.

187 Cf. pgs. 157 f. See also footnote 1.

18 |bid. pg. 159 f.

%9 Cf. pg. 17.
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Here once more the rhythms present a variety. The tetrasemos

times are in daktylos (2-2) and amphibrachys (1-2-1), the

pentasemos are in both paion 1% (2-1,1-1) and paion

palimbakxeios (2,2-1) and paion 3™ (1-1,3), and in the

hexasemos in ditrochaios daktylikos (2-1, 2-1) etc. However,

if we compare this prosomoion and its bar line separations into

compound time with the method «Tov tagov cov Zwtip» is

divided by oikonomos Charalampos (see above), we observe

that the times indicated do not correspond. Setting aside the

slight variations in melodic structure between the two, in the

«O mavriplog yopoc» piece by N.A. Klentos, the rhythm in his

score and the accents of the hymn coincide, juxtaposed to

oikonomos Charalampos’ music where this is not the case. Although, to be fair, with the pioneering
work done by Charalampos we must acknowledge his effort on the subject as early as the year 1940.

Having said all the above we must mention the book of the protopsaltes Demetrios E. Nerantzes,
Zoppoln oty Epunveia 100 Ekkinoiaotikol Pédovg, published in Crete 1997 where he questions the
recent practice of denoting chant with time.'” Following in the footsteps of the bishop of Pamphilos
Melissenos (see above) he argues that using the simple disemos, trisemos and tetrasemos rhythm
presumably adopted from staff notation is inappropriate to express Byzantine chant, for the neumes
have the same and equal strength: «ion Jdovapy éovor». The chanter who performs traditionally,
according to D. Nerantzes, unintentionally counts only single time, and on the contrary he who chants
with rhythm, i.e. movements derived from staff notation, is deficient in pulse/beat and is consequently
without time «dypovoc».'™ However, this is an oversimplification of the whole concept of time in
chant, as we have noted in the section concerning Melissenos.

Many other Byzantine music books have been published in the last 30 to 40 years or so with the
melodies divided into compound time. Just to name a few in passing and not exhaustively we note
those by Simon Karas, Lykourgos Angelopoulos, loannes Arbanites, Gregorios Stathis and the re-
edition of Konstantinos Pringos’ work edited by Georgios Konstantinou in 2006-2010 under the
auspices of the Church of Greece, all printed in Athens.

EPILOGUE

From the use of no separation to full compound time bar lines in chant, over one and a quarter of a
century of Byzantine musical history has evolved (c. 1885-2014). Controversy and condemnations
gave way to the study and research on the subject. The gradual acceptance of noting at first reluctanly
the tetrasemos (I. Sakellarides), the trisemos and tetrasemos («ZQH»), even a music piece divided into
compound time (monk Nektarios) has lead eventually to the use of a multitude of compound rhythms
(S. Karas), thus, gradually creating a precedent leading to a partial approval of this practice. At first,
no doubt, there were many obstacles to be overcome, the most imperative the absence of a sufficient
foundation for rhythm in the 19" century’s theoretical treatises. Further, exacerbating this impasse, the
lack of agreement as to what rhythm the heirmologikon, sticherarikon and papadikon melodies are
chanted at. Even today one is relactant to claim that a general consensus exists on the subject of time,
however, | believe we are on the way to a standard view on this matter. Thus, reverting back to our
original question, stated in the title of this paper, is it advisable to use compound rhythm in syllabic
compositions; the short answer is, yes. That is not to say that the use of simple time is not necessary,
on the contrary for the student of chant as a beginner it is advisable. Nevertheless, the ultimate aim of
the seasoned chanter must be to attain the ability to perform syllabic hymns in compound time. The
use of compound rhythm is suitable for the execution of the concise scores because the hymns, which
convey theological meanings, are not constrained in the shorter melodic forms rendered with simple

70 Cf. pgs. 190-194.
" bid., pg. 194: «O wdltyc mob willer mapadooiaxd dovvaicOnta Petpd Wovo ypévo. Aviibeta, 6 waltic mob Petpd Yé tic kivijoeis Tjc
sUpomairijs lovatkiic dév Eyel malllo Kai sivar cypovog».
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time. The extended melodic formations, resembling in part the recitative style of performance, used in
compound time allow for comprehending the texts in a distinct manner. Hence, the more recognisable
the words the easier the biblical and theological teachings become accessible to the congreration. This
also seems to be the view of the Church of Greece, if one is to interpret correctly the recent edition of
the books of the late archon protopsaltes Konstantinos Pringos corrected and denoted in compound
time, under its publication label Apostolic Deaconate of the Church Of Greece. However, the position
of the Ecumenical Patriarchate on the issue remains to be seen.'”

Panagiotes Ch. Panagiotides was born in Melbourne Australia where he completed his primary and secondary
education. Renowned chanters both in Australia and Greece taught him Byzantine chant. He received his
Bachelor of Theology from Saint Andrew’s Greek Orthodox Theological College, Sydney College of Divinity and
his Master of Theology from the School of Divinity of the University of Sydney, Australia. He is a Doctor of
Theology of the Aristotle University of Thessaloniki (AUTh). He has a Degree of Byzantine Music and a Diploma
(Teaching) of Byzantine Music from the School of Byzantine Music, Metropolis of Thessaloniki. He has
collaborated in university research projects that related to Byzantine musical manuscripts and the first
publications and recordings of Byzantine Chant. He has lectured at the Department of Pastoral and Social
Theology, School of Theology AUTh, at the Institute of Further Education Neapolis in Thessaloniki and has taught
music at Secondary Colleges. He currently lecturer’s at the Department of Music Science and Art, School of
Social Sciences, Humanities and Arts at the University of Macedonia and is a chantor, choirmaster and teacher of
chant at the Parish of St. Xeni Charilaou, Metropolis of Thessaloniki. He has published in Greek and English on
topics that relate to Byzantine music.

172 We state this keeping in mind its recent condemnation of the Theory books written by S. Karas (Athens 1982, cf. above), on the 28" of
May 2012: http://www.romfea.gr/oikoumeniko-patriarxeio/oikoumeniko-patriarxeio/12725-anakoinothen-ekklsiastiki-mousiki (accessed on
the 29/6/2014). [Note: This document has been taken down by romfea.gr since it was accessed.]
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