ACHILLEAS CHALDAEAKES

Musical Freedom and Ecclesiastical Rules
at the Ecumenical Patriarchate of Constantinople
during the 18" century”

The Ecumenical Patriarchate of Constantinople during the 18 century
From the beginning of the 18" century in Constantinople there was a very interesting phenom-

enon: a reception of the traditional Byzantine Chant but with some new modernizing (partly rule-
bound, partly rule-breaking) aspects; that time, the “fever” of interpretation (that was a new
“analytical way” of writing down and composing music) was “burning” the world of ecclesiastical
chant in Constantinople. One may reasonably assume that the backstage of the ecclesiastic musical
scene of the Patriarchate was at that time the theater of important upheavals. A series of musicians
worked then (as chanters, chant-makers and teachers) following a new direction, a direction which
was actually the one already formed during the Middle Ages and transmitted in later years under
the cloak of another more interpretative way of using (while writing down or composing) music;
the course of this transition is vividly sketched by Chrysanthos of Madytos in his Great Theory
of Music!. So, we already know many people working there, among whom are the following:

« Panagiotes Halatzoglus, who decisively contributed to the elaboration of the famous “style of
the Great Church of Christ™ relying on the very Athonite tradition of sacred chant, which
had been taught to him, ““he abridged some melodies of musical formulas or, in other cases,
he even altered them, aiming, it is said, at pleasure and embellishment”?.

* Paper given at the International Medieval Congress
(Leeds, 9-12 July 2012).

1. Great Theory of Music by Chrysanthos of Mady-
tos, translated by Katy Romanou, New York 2010
[henceforth: Chrysanthos].

2. See Chrysanthos, p. 238, note 107: “Panagiotes’
father was from Trapezus, his profession was halatzes
[hallag] and he was married in Constantinople. A monk,
a relative of his and musician came to his house and
taught his son Panagiotes few principles of music, he ad-

vised him to go to the monastery of Vatopedion on Athos
and study with Damianos, who was then chanting there,
because well informed chanters were missing at the time
in Constantinople. So Panagiotes, studying with Dami-
anos, learned all the ecclesiastical mele preserved to their
days and, returning to Constantinople, he was admitted
as Protopsaltes of the Great Church. Mele by Panagiotes
preserved are the Heirmos "Edpiée 7, with its Kratema,
another Kratema in echos barys and a few more™; see al-
so, ibid., p. 243, § 74: “The Protopsaltes Panagiotes
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John the Protopsaltes, who “transubstantiated” (with the encouragement of the Patriarch
Cyrillos) the preceding “abridgements and modifications” of his teacher. John used “a way
of writing, which is different from the old and akin to the analytical way”, publicly claiming
that “the difficulty of teaching and transmitting psalmody, due to all the time it takes, ought
to be removed from their creations” and that “a simpler, more methodical and elementary
system of characters ought to be established, making it possible to write every kind of melody
and to transmit it accurately”>.

Daniel the Protopsaltes, who used naturally and effortlessly “that analytical way” in order to
write down his new musical compositions. This new way was, of course, different from the
traditional one, provoking at first serious reactions: “there exist in his compositions innovative
musical formulas, such that they were never used by psalmodists before or after him. Because
of them, certain persons dared to accuse him of ignorance”*. Also, the content of all these

brought ecclesiastical music from the music teachers of
Athos, but it seems that when he delivered the mele to
his students he abridged some melodies of theses or, in
other cases, he even altered them, aiming, it is said, at
pleasure and embellishment. It is possible, therefore, that
this is the cause of the divergence in the recitation of
certain theses of the ecclesiastical mele between the Con-
stantinopolite music teachers and those of Athos”. Cfr.
Eugenia Popescu-Judetz — Adriana Ababi-Sirli, Sources
of 18" century music. Panayiotes Chalatzoglou and
Kyrillos Marmarinos’ comparative treatise on secular
music, (Istanbul) 2000, pp. 12-15, 25-48, 125-141;
John Plemmenos, The musical portrait of modern-Greek
Enlightenment, (Athens 2003), pp. 5-35.

3. See Chrysanthos, pp. 235-236, note 96: “loannes
was from Trapezus; a goldsmith at first, he studied later
with Panagiotes and was taught by him all the musical
works preserved to their days. Becoming efficient in mu-
sic, he was elected Lampadarios and chanted with his
teacher, whom he succeeded after his death, becoming
Protopsaltes. He wrote the music to the Pasapnoaria,
prompted by the Patriarch Cyrillos the year 1756 A.D.”,
see also, ibid., pp. 243-244, § 75: Halatzoglus” “succes-
sor loannes Protopsaltes was publicly saying that the dif -
ficulty of teaching and transmitting psalmody, due to all
the time it takes, ought to be removed from their cre-
ations (he was maybe imitating his teacher, because usu-
ally the teacher’s manners are inherited to students). He
thought that a simpler, more methodical and elementary
system of characters ought to be established, making it
possible to write every kind of melody and to transmit it
accurately. So, in the year 1756, when the music lover
Cyrillos, driving straight the rudder of the patriarchate,
impelled loannes to compose Pasapnoaria, Polyeleoi,
Doxologies, Koenonika, etc. he used a way of writing,
which is different from the old and akin to the analytical

way, used by his student Petros”. Cfr. A. XAJIIEAKUC,
“UOAHH TPAIIE3YHJICKWUIN”, [IPABOCJIABHAS H-
LUKJIOITE/IN 24 (2010), pp. 620-623; Idem, “John the
Protopsaltes”, Great Orthodox Christian Encyclopedia
9 (2013), pp. 246-248.

4. See Chrysanthos, p. 235, note 88: “Daniel Protop-
saltes, the melodic trumpet of our century, was from Tyr-
navon close to Larissa. He passed away in 1789, 23
December, Saturday at 12 o clock. Then, lacobos was
elected Protopsaltes and Petros Byzantios, Lampadarios™
see also, ibid., p. 244, § 76: “Daniel Protopsaltes, loannes’
successor, drawing alike from the teacher Panagiotes,
wished to imitate that analytical way, as is evident in his
Polyeleos and his Doxology. For this reason, there exist
in his mele innovative theses, such that were never used
by psalmodists before or after him. Because of them, cer-
tain persons dared to accuse him of ignorance. He was to
innovate because he attempted to introduce in ecclesias-
tical mele, exoteric mele also, that is mele played in his
times by instrumentalists that it was not possible to write
with the old ecclesiastical theses. Being indeed a friend
of Zacharias Hanentes, he learned by him a lot on exoteric
music; likewise, he taught Zacharias in return ecclesias-
tical mele. It is said that Zacharias invented the mele of
some Heirmoi and Daniel wrote them down with musical
neumes, but he did not give the manuscripts to his stu-
dents, and they were lost. However, certain chanters know
Zacharias’ mele and when asked, they say that Daniel did
not give Zacharias’ Heirmoi simply because never wrote
them down. Daniel’s qualities are the sobriety and rich-
ness of his creation, because when he comes to a phthora,
he exceedingly insists on its melody and does not abandon
it quickly; such a melopoeos is indeed to be praised”. Cfr.
A. XAJJIEAKVC, “TAHUNIT [TIPOTOTICAJIT” [TPABO-
CJIABHAA SHIHUKJIOIIENAMA 14 (2006), pp. 83-84;
Idem, “3AXAPHUSI XAHEHJIEC”, [TPABOCJIABHAS JH-
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new compositions (as it can be inferred from the quoted testimony of Chrysanthos) was dif -
ferent; in fact, they already constituted a new musical proposal, introduced hesitatingly by
Halatzoglus and then supported wholeheartedly by John — the latter “was maybe imitating his

95

teacher, because usually the teacher’s manners are inherited to students””.
This was the “new style of the Great Church of Christ”, a style that would later be shaped more clearly
(both in the writing method and in the content of musical compositions) in the works of the other
members of the aforementioned “series”, such as Peter the Peloponnessian®, Jacob the Protopsaltes’,

LUKJIONEUA 19 (2008), pp. 703-704; Idem, “Za-
charias Hanentes”, Great Orthodox Christian Encyclo-
pedia7 (2013), p. 456.

5. See above, note 3.

6. See Chrysanthos, p. 238, note 109: “He studied as
a child in Smyrna with a monk musician, with whom he
learned a good number of Mathemata. He then came to
Constantinople and studied under Protopsaltes loannes
whom he imitated in his mele, expressing them the way
he did. He began to write mele while he was still a left
Domestikos. When Protopsaltes loannes passed away and
Daniel became Protopsaltes, lacobos should become
Lampadarios, since he was right Domestikos. Petros,
however transgressing the order, thanks to the mediation
of powerful persons, became himself Lampadarios and
took Petros Byzantios as his Domestikos. For this rea-
son, it is said, he was despised by both lacobos and his
teacher Daniel, with a hidden hate that made its appear-
ance at times. He wrote the music of two Anastasimataria,
Cherubika and Koenonika for Sundays. Among the
Koenonika of the year, some are double and many are
triple. He wrote Pasapnoaria, Doxologies, the Doxas-
tikarion entire, the Heirmologion entire. He explained
the Anoixantaria, the great Kekragaria, some Pasap-
noaria, the Avwbev ol mpodhrar and some more. He also
wrote music to secular verses on the makams and the
rhythms of the Ottomans. Among his writings were also
found fasli and pesrev, written down in musical neumes.
For all this, he was called a great teacher. He did all that
in short time because his life ended while still a Lam-
padarios, being extinguished by a plague™, see also, ibid.,
pp. 244-245, § 77: “When Daniel was Protopsaltes, Pet-
ros the Peloponnesian was Lampadarios. He was writing
day and night analyzing the old musical Mathemata, and
was carefully writing down every melody that reached
his imagination from the outer or the inner world (be-
cause, they say, that he distinguished the melody created
by the wind blowing on the glass of the windows), and
writing the melodies on the makams and rhythms of the
Ottomans on as many verses were given him (because a
verse-mania prevailed at the time among the noblemen
and the intellectuals of our genus) he nearly achieved to

transform musical characters from symbols to letters.
And he is unique among our musicians to reach the sum-
mit in the training of practical music. Because what is
narrated about Greek musicians, that when Constantino-
ple fell to the Ottomans, they were able to write mele
played by musical instruments the minute they were per-
formed, and sing them accurately at first hearing, is
questioned by some people, but in the case of Petros it is
certain, because it is reported by eyewitnesses that are
trustworthy being among the best of our genus. So, the
Ottomans were playing new melodies invented by them
never heard before, and he was writing them down and
singing them and playing them on the tamburi. When this
was known by the ruler of the time, he showed Petros’
his favor giving him a free pass in the palace”. Cfr. John
Plemmenos, ibid., pp. 37-68.

7. See Chrysanthos, p. 235, note 91: “lacobos flour-
ished around the year 1790 A.D. He wrote the music of
an entire book, the Doxastikarion, eight Doxologies, and
he abridged the great Kekragaria and the Polyeleos of
Daniel. Prompted by the Patriarch Gregorios, he cor-
rected the errors that existed in ecclesiastical books due
to the negligence of the typographers. He was a good
grammarian; he would also have been an excellent
chanter, if he had a better rhythm. Because, ignoring the
rules of rhythmic and poetics, he did not obey the
rhythm of the Prosomoea, in order supposedly to express
the meaning of the Troparia. He thus brought to exas-
peration Petros Byzantios, who was Lampadarios at that
time™ see also, ibid., pp. 245-246, § 78: “Daniel’s suc-
cessor, lacobos the Protopsaltes, preserving faithfully
what was handed over to him, advanced persistently on
the footsteps of his teacher and did not enjoy innovations.
When Agapios Paliermos from Chios came to Constan-
tinople, well educated in European music, presenting
himself to the Patriarch Kyrios Gregorios, he proposed
his holiness and the entire Holy Synod, after showing
many defects of the notation used then by ecclesiastical
musicians, that it would be to their advantage if the
chanters of the Great Church were taught a system con-
trived by him, endowed with the merits of European mu-
sic, but free of its deficiencies. He proposed them to
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Peter Byzantios® and Manuel Protopsaltes®. All of them attempted to renew the existing reper-
toire, but their contemporaries considered it as an unprecedented innovation, attributing it to
their “communication” with non ecclesiastic musical figures. This phenomenon cannot be easily
assessed in a unilateral way; besides music itself, it also presents historical, socio-political and
even anthropological dimensions that have to be taken into consideration. What must be under-
lined here (from a strictly musicological point of view) is the unparalleled ability of all of them
to “cover” their innovations under an unmatched musical imagination: the intelligent bridging of
such apparent contradictions or, in other words, the harmonious continuation of ecclesiastical
chanting tradition by all licit (and even illicit) means, is a fundamental characteristic of chant-
making production of that period and at the same time a musical quality of crucial importance.

ensure that the ecclesiastical system is corrected giving
it the proper analogies, or to create another, a new
system, or to keep the one offered by Agapios himself
and transcribe all the ecclesiastical mele known to them.
With such words, he wholly convinced his holiness, but
was not able to persuade lacobos fully. It was ordered
that Agapios would teach in the patriarchate, and that the
Domestikoi, among others would be taught by him.
However, Protopsaltes lacobos remained unconvinced
and because of his ironic remarks on the pronunciation
and the manner of teaching Agapios introduced, this at-
tempt did not bear fruit. So lacobos, the zealot of the an-
cient tradition of ecclesiastical music, set to music a
Doxastikarion, in which he tried to include all the old
theses of the Sticherarion, not using even the most com-
monly used among the new theses. He wanted the old the-
ses to be pronounced in the tradition of the old teachers,
not altering them with abbreviations or adornments. And
whenever he wished to use one of them in a new way, he
was writing it analytically. In spite of that he himself ab-
breviated (with embellishments as is his inscription) the
great Kekragaria, the Heothina and Daniel’s Polyeleos™.
Cfr. A. XAJIJIEAKVC, “UAKOB TTPOTOIICAJIT”, IT1PA-
BOCJIABHAA SHUHUKJIONENUA 20 (2009), p. 504;
Idem, “Agapios Paliermos from Chios*, Great Orthodox
Christian Encyclopedia 1 (2010), pp. 87-88.

8. See Chrysanthos, pp. 238-239, note 110: “He was
a Constantinopolite and got his musical education by Pet-
ros the Lacedaemonian. He wrote the mele of eight
Koenonika for Sundays and eight Cherubika, one Math-
ema, one Doxology and certain Katavasiae, the mele of
which were not written by his teacher, as well as the entire
Syntomon Heirmologion. He also analyzed many old
mele. During the first service of Callinikos from Nicaea
as a Patriarch, because of some errors, Petros was ex-
pelled from the clergy and went to Cherson. Then he
went to Jassy of Moldavia, and having suffered a lot

abroad, he passed away the year 1808 A.D.”; see also,
ibid., pp. 246-247, § 79: “The Protopsaltes Petros
Byzantios, who succeeded lacobos, aiming at orderly and
good rhythm in psalmody, was frequently reproaching
lacobos that he was transgressing the rhythm of the Pro-
somoea, supposedly, to interpret the meaning of the text.
Petros learned the power of the cheironomia used by
chanters in the church and he was saying: ‘If I only knew
that there exists an expert of the cheironomia even in
America, I would go, in spite of all my poverty, to study
with him’. This Petros was the only one, after his teacher
Petros the Lacedaemonian, who knew how to analyze and
write as he did. Indeed, his explanations created doubts
as to whether they were done by him or by his teacher.
For this reason, all students were taught the old Mathe-
mata by both lacobos and Petros, but the new ones, by
Petros only. He promised to analyze all the old Mathe-
mata of ecclesiastical music, and to publish them, if he
found persons to reward his efforts. Nevertheless, his
analyses did not go in vain after his death; but the su-
perintendents of our school were interested and bought
all his books, his analyses and his notes, to be used in this
school”. Cfr. John Plemmenos, ibid., pp. 133-164.

9. See Chrysanthos, p. 247, § 80: “When he fled (or
was maybe expelled), he was succeeded by Manuel the
present Protopsaltes, in whose time is accomplished what
was long missing in our ecclesiastical music, that is, the
measurement of time spent in melody, the regulation of
scales and neumes, and of all the rest, the application of
which was not up to this day introduced in our ecclesi-
astical music, but is introduced now by the Three Teach-
ers. If the old mele have an orderly rhythmic motion and
bit better than the new mele in the meters, it is because
of the cheironomia and the rhythm that were creators of
those mele. Manuel wrote the mele of Maxdpios avip,
the Antiphona and one short Doxology in echos barys;
he passed away on June 21 of the year 1819
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Musical Freedom and Ecclesiastical Rules

The above described phenomenon, which is clearly identified in Constantinople during the
18" century, should essentially be seen as an “epiphenomenon” on the basis of which two funda-
mental concepts can appear intensely: one of musical freedom and the other of ecclesiastical
rules. Speaking of musical freedom, we imply an unimpeded sense of freedom that generally
characterizes musicians, whose rebellious artistic nature (despite the fact that it operates —
voluntarily or involuntarily — within the ecclesiastical environment, a kind of environment
obviously covered by strictly defined rules) prevents them from strictly adhering to any of those
rules'®. On the other hand, the identified ecclesiastical rules must be understood as laws with
varied content and multi-dimensional force. They may relate to either a narrowly-defined Canon
Law, the constitution of Church life, the criterion of the status of members of the Church or, in
the broad sense, every necessary condition of proper religious behavior, every standard and
acceptable custom of the general social life. Under the same ecclesiastical rules, the so-called
musical laws should certainly be included (rules that have already been commented indirectly
above), meaning a widespread system of “musical rules” which refer to innate and constituent
components of the Psaltic Art (composition, notation, theory, interpretation, etc.), rules which
are consolidated from earlier times on the basis of an irrefrangible historical succession and con-
tinuity, complied strictly and rigorously by all the participants (professionally or amateurishly)
of the relevant psaltic union.

Balancing on the highlighted dipole [: musical freedom ~ ecclesiastical rules] I will point out
here, indicatively, two characteristic historical events, together with the relevant musical exam-
ples, letting the diverse and various reaction emerge as self-evident and obvious towards the
formed ecclesiastical rules (therefore the musical freedom or — differently expressed — the
ecclesiastical, legal and social, delinquency) of psaltic personalities who were active during the
18" century, particularly, in Constantinople:

1
Joakeim, who is born witnessed by the surname Salabasis (or also Alabasis) and came from
Rhodes, arrived in Constantinople where — among other things — he studied music as a student

10. Cfr. Thomas K. Apostolopoulos, Ecclesiastical
Music at Ecclesiastical Law, Thessaloniki 1999, p. 13:
“This kind of Art, as a social or cultural conquest and
as a spiritual language lacks every lawful prediction. It
is likely to be told that there is no Law of Art or at least
no Law with a positivistic shade as we know it™ see also,
ibid., p. 91: “Is it possible to demand a specific artistic
creation or in other words is it possible that the indication
and the realization of the command of laws can secure
the Art?|[...] Law exists as a concession through the
Church, where the respect of freedom of the individual
is absolute [...] The great achievements of Psaltic Art
are not born by any regular curse, but by free intention,

yearning, or to be more specific, by love for the Church
[...] The most important Laws for psalmody do not in-
clude the element of the sanction of violation. There is
no Art either because of fear, or because of obligation,
or even because of reward or expectation of glory. A sen-
sitive receiver will criticize easily and prove its works to
lack in substance, when they are not words of freedom”,
see also, ibid., p. 92:. “...their excess is obvious in Laws
of ecclesiastical music through freedom, lovable and im-
mediately regulated freedom via the quality of easily ac-
cessible products of Art, while their functional value as
preachers and servants of the same orderly beauty is
aroused by the ecclesiastical Art”.
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of Balasis the priest'. There he belonged to the circle of patriarchal ecclesiastical men and was
very close to bishop Neophytos of Arta (who came from Paros), bishop Parthenios of Smyrna
[Izmir] and bishop Athanasios of Andrianople [Edirne] with whom “he passed his everyday life
in Constantinople being witty, intelligent and an excellent musician”'2. He gradually developed
to bishop of Vyzie in Thrace, an event which became an unfavorable “transfer”. He writes char-
acteristically in some of his surviving letters: “I have very few friends, firstly because I do not
wish to be fed up with them, secondly because I am afraid [...] I obtained and planted in my heart
two friends, the one in Aitolia [i.e. bishop Neophytos of Arta] and the other in Izmir [i.e. bishop
Parthenios of Smyrna] and I am located in Thrace [i.e. as bishop of Vyzie], a rough and unim-
portant land where everything is deserted and there is even lack of a mail service [...] I am ex-
tremely melancholic when I am thinking the bishop of Arta and the bishop of Izmir, my true
friends, frequenting in Constantinople and Joakeim is absent...”'* Finally he abandoned his
province, an action which led to his deprivation from the ecclesiastical authorities and went to
Andrianople [i.e. the place where Athanasios, his third friend, was the bishop]; he passed away
there in 1720%. Joakeim composed several interesting compositions; one of them was a section
of the so-called Eulogitaria, composed in the first plagal mode, which was not very widespread®®.
However, a quite identical composition would become very well-known later (it would spread
widely and continue to be sung until today) under the signature of Peter the Peloponnesian'®;
thus, the so far ignored authorship of this popular composition of the latter composer is now be-
coming obvious and clear.

2
Impressive stories about the previously mentioned Peter the Peloponessian have been pre-
served; one of them has to do with his attempt to ascend the minaret of Geni Mosque [ Yeni Cami]
and sing the standard “selak”, even in a different mode from the usual, which caused him to be

11. See A. XAJIJIEAKHC, “UOAKHM CAJIABACHUC
[Anabacuc, Ponocckuii (JIungocckuit) ], mutp. Buzniickuit”,
IIPABOCJIABHAA DHIJUKJIONEHUA 23 (2010), pp.
188-189; Idem, “Joakeim of Vyzie”, Great Orthodox
Christian Encyclopedia 9 (2013), pp. 142-145.

12. See Sofronios Efstratiadis, “Bishops of Thrace
II. Joakeim of Vyzie”, Thrakika 8 (1937), p. 34.

13. Ibid., pp. 38, 40, 42.

14. Ibid., pp. 34-36.

15. See codex No. 4 of Gregoriou monastery of
Mount Athos (1744 A.D., written by priest Michael from
Chios island), f. 116" onwards (: Idov xat érepa edho-
ynrdpia avvropa, xvpiov Twaxein icpopovdyov xat
HueTéoou ddaaxdMov Tyoc wh. a’ EdAoynros el, Kipie
— T&v dyyédwv 6 6fuos); codex No. 42 of RAIK col-
lection (middle of 18" c.), ff. 1057-106" (: "Erepa ebAo-
ynrdpia cUvropa, wpala guvlbeois, xlp lwaxeip:
[Txos ] mA. a” Eddoyntds €l, Kipie — Tov dyyédwv 6

8fuos); codex No. 348 of Docheiariou monastery of
Mount Athos (2" half of 18" ¢.), f. 97" onwards; codex
of Souroti monastery (2" half of 18™ c., written by
priest-monk Cyrillos from Pelagonia), between ff. 274"-
277"; codex No. 810 of the collection of the Metochion
of the Holy Sepulcher, kept at the National Library of
Greece (1789 A.D., written by the same priest-monk
Cyrillos from Pelagonia), ff. 143"-145" (: EdAoynrapea
cUvopa, wpeaix, xupiov lwaxein Awvdiov: fyoc mA. a’
EdXoymros €l, Kipie — Taw ayyédwv 6 8fuos).

16. See randomly Gr. Th. Stathis, “Peter Lampadar-
ios the Peloponessian from Lacedaemon; his life and
work (1 1778)”, Lakonikae Spoudae 7 (1983), p. 123.

17. See George 1. Papadopoulos, Contribution to the
History of our Ecclesiastical Music [...], Athens 1890
[= Athens 1977?%], pp. 321-323 [= Christos Tsiamoulis-
Paul Ereunidis, Grecian composers of Constantinople

(17%-20" c.), (Athens) 1998, pp. 24-25]: “...the repu-
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;;brought before the court and to be committed to the mental hospital of Egri Kapi'’. When he
was released, after forty days, because he had been allegedly cured, “he continued to serve the
Great Church”, without being imposed to any sanctions by the Patriarch, even though his illegal
actions — keeping in mind that he served as a Lambadarios of the Great Church of Christ and
therefore as a member of the patriarchate court — should arouse the anticipated sanctions from
the ecclesiastical rules'®. The same person, Peter the Peloponessian, was also involved in a spec-
ulated story of “musical plagiarism” (similar to the above commented story) according to a tes-
timonial by Chrysanthos of Madytos in his autographed Great Theory of Music (written in 1816
in the codex No. 18 of the Library of the School of Dimitsana)'®; Chrysanthos retells the fol-

tation of Peter reached the ears of music-lover Sultan
Hamid I, who demanded that the brilliant musician could
enter the palace freely. However the following incident
caused the wrath of the Sultan against Peter: Once that
the Sultan departed from the Byzantine Palace, he di-
rected to Balik!Pazari Mosque (Yeni Cami), he dined
there and he stayed the night at the pavilion of the
Mosque. In the same evening, Peter coincidentally visited
the great-voiced muezzin (chanter) at this Mosque and
they dined together. During supper, they talked about
the restricted mele ‘selak’ sung in two modes; Peter
would chant it in a different mode at dawn, but he did
not want to ascend the minaret; the muezzin, in order to
take advantage of the talent of Peter, made the musical
tutor chant the ‘selak’ at the minaret at once, put aside
any religious causes. As soon as muezzin’s desire was
fulfilled, Peter was warded to Fener. But the music-lover
Sultan heard the chant and in the morning he asked who
re-chanted the ‘selak’ in a different mode. When he was
informed, he was outraged and ordered the prosecutors
to enter the Patriarchates and announce the Patriarch
the inexcusable audacity of the musical tutor, arrest and
kidnap the daring man to the seyhii’l islam to interrogate
him religiously. During the interrogation the Pelopon-
nesian musician told nothing, but he pretended to be in-
sane, looking upwards and downwards, left and right,
staring at the floor of the Judge Hall. In addition he said:
‘Oh! What a loving place to play with one’s chestnuts!’
and he jumped in an uproar, went in the middle of the
hall, took out chestnuts from his pocket and started play-
ing, chattering and insulting the people who tried to ob-
struct his actions. Then everyone admitted: ‘vah, zavalli,
yazik, tivane olmugs’ (oh, poor man, he became insane
untairly!) and he was interrogated to be prosecuted to
Egri Kapi the national lunatic asylum, where he would
be offered everything, except for paper and ink, follow-
ing the orders of the Sultan. And this specific lack was
covered by intelligent Peter, because he received paper
by his students who visited him at Egri Kapi and he pro-

duced ink from sour cherries delivered to him and wrote
one of his three Orthros Pasapnoaria composed in second
plagal mode, using sour cherry stems; that is why it is
called sour cherry-written. After forty days of remaining
at the lunatic asylum, he was allowed to be released and
continued to serve the Great Church and the Palace”.
See also: George 1. Papadopoulos, Historical overview of
Byzantine Ecclesiastical Music from apostolic era till
now (1-1900 AD), Athens 1904 [= Katerini 1990?], pp.
186-188 [the same quotation republished identically (in
additional pages without numbers) at the end of the re-
edition (by the so-called “Culture” editions: Athens
1982) of the following musical book: Heirmologion of
Katavasiae by Peter the Peloponnesian with the short
Heirmologion by Peter Protopsaltes the Byzantios [...],
Constantinople 1825] and George I. Papadopoulos, Dic-
tionary of Byzantine music, Athens 1995, p. 187; G. M.
Politarchis, Hymnographers and melodists [...], [ Athens
19801, pp. 74-75. Cfr. John Plemmenos, “A Pelopon-
nesian dervish”, newspaper To Vima, Sunday July 18"
1999, p. 63; Idem, The musical portrait of modern-
Greek Enlightenment, ibid., pp. 48-50; Gregory G.
Anastasiou, “Orthros Pasapnoaria as kalophonic com-
positions: thoughts on the deliberateness of the kalophon-
ic hymns in general”, Proceedings of the First
International Conference of the American Society of
Byzantine Music and Hymnography, p. 126 [available in
the following website: http://www.asbmh.pitt.edu/
pagel2/Anastasiou.pdf].

18. See Emmanuel Sourgiadakis, The psaltic tradi-
tion of Constantinople during 18" century, Herakleion
of Crete 2013 (unpublished Phd. dissertation; referred
to by kind permission of the author), p. 299, note 1469.

19. See George N. Konstantinou (ed.), Great Theory
of Music by Chrysanthos of Madytos. The unpublished
autograph of 1816-The edition of 1832, (Athens) 2007,
pp- 140-142. Cfr. Achilleus G. Chaldaeakes, “Daniel the
Protopsaltes (1 1789): his life and work. A preliminary
paper”, Revista Muzica 3 (2010), p. 42.
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lowing: “In those times Daniel composed eight Koenonika (Communion Chants) and included
them in his chanting repertoire. The students who listened to them asked Daniel to publish them
for their sake, but he did not consent to this. Peter, on the other hand, upon listening to them
carefully, composed eight Koenonika imitating those of Daniel and subsequently published them;
and they are first class. At that point Daniel, for a reason known to him alone, published his own
eight Koenonika”. It is unnecessary to point out that, given the importance of this testimonial,
the musical comparison between!these two series of Sunday Koenonika gains a special psaltic in-
terest, not only for the general relationships of the Protopsaltes of the Great Church with his
Lampadarios but also for the more specific issues of “intellectual property” between their par-
ticular homogenous compositions.

In the following part of my paper I will present such a comparison of all the above-mentioned
compositions; I shall first compare the aforementioned Eulogitaria in their two composing ver-
sions, i.e. the one attributed to Joakeim as well as the very well-known one attributed to Peter
the Peloponnesian?; I shall then compare, indicatively, the second composition of the mentioned
Communion Chants series, that is the Sunday Koenonikon composed in the second mode, in the
two composing versions made by Daniel the Protopsaltes and by Peter the Peloponnesian, re-

spectively?!:

20. For Joakeim’s composition I am using here the
aforementioned codex No. 810 of the collection of the
Metochion of the Holy Sepulcher, kept at the National
Library of Greece (1789 A.D., written by priest-monk
Cyrillos from Pelagonia), ff. 1437-145" [: picture 1 &
example 1; the latter being a transcription of the same
composition into the so-called New Method of Byzantine
Notation newly made by me], while for the one of Peter
the Peloponessian I am also using the codex No. 162
from K. Psachos’ collection (1810 A.D., written by
priest-monk Jonas Kanelopoulos from Chalki), ff. 170r-
1727 [: picture 2], as well as the printed musical edition
of John the Lampadarios and Stefanos the first Domes-
tikos of the Great Church of Christ, Pandekti of the holy
ecclesiastical hymnodia of all the ecclesiastical year; vol.
2M; compositions of Matins service, Constantinople
1851, pp. 30-34 [: example 2].

21. I am using here, both for handwritten and printed

versions of the mentioned compositions, the codex No.
223 of K. Psachos’ collection (1784 A.D., written by Pe-
ter Byzantios), f. 1107 (Daniel’s [: picture 3]) and ff.
113¥-114" (Peter’s [: picture 4]) as well as the musical
edition of John the Lampadarios and Stefanos the first
Domestikos of the Great Church of Christ, Pandekti of
the holy ecclesiastical hymnodia of all the ecclesiastical
year;, vol. 4™; compositions of divine Liturgy, Constan-
tinople 1851, pp. 458-461 (Daniel’s [: example 3]) and
pp- 494-495 (Peter’s [: example 4]). In an additional in-
dex at the end of this paper [: example 5] I am also com-
paring both last examples; there one can easily observe
(regarding especially the mentioned composition that I
am studying here) that Peter’s imagination is definitely
based on the relevant one of Daniel. [I would like to ex-
press my gratitude to Charalambos Papanikolaou for
writing musical examples No. 1 & 5].
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PICTURE 1: Joakeim’s of Vyzie Eulogitaria, composed in the first plagal mode
Codex No. 810 of the collection of the Metochion of the Holy Sepulcher, ff. 143'-145" (Old Method)
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EXAMPLE 1: Joakeim’s of Vyzie Eulogitaria, composed in the first plagal mode,
newly transcribed into the New Method by Achilleas Chaldaeakes
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EXAMPLE 2: Peter’s the Peloponnesian Eulogitaria, composed in the first plagal mode
Pandekti of the holy ecclesiastical hymnodia [...], vol. 2", Constantinople 1851, pp. 30-34 (New Method)

Eﬁlo*{'a‘ccipm ﬂé‘r{:ou

«-:-.t < — br)—h"\)
~b
E v do ym 705 £ & et Ku Aaps Hyos Aq Ta

~=> Lo
S

pL s 5 ¢ £ o SOLEO 0W us T a « a3t XL ot

r
\"{,O"‘)“")(:-—-.ﬁ) I "'):_ woussm 1R
S~

r
Cn WV
t._, g I  Se— Hite t:-ncx—‘_ > c\).
et 5

© opLoeTd & o GO E:j'rmwv Ay ¥s E 8 A v

| < - - 2
-)\J ~— AT A

L% ¥
o NN PROS K& € TETAa @ Y3 O pW mcbmvascp.a 2

L
b")-\:-;“l\t—‘) D P "\;—l\t-::? "‘)““—“__
VE & Xgot Ot 01§ A0 0 Y7 nole & e ta g Touou b va
“ l’..._l\ ~a - -~ N
0 s & I TR 7 P TANW L GYUU X& Qe Ao @ &

A ]

=r——moer—,

WY T KAL @l GUY & 8 o au "“"cnx T6 OV AaSay 3

~_ ik i % ~_
yeuspaay ta @ o« g xa € Gxdovoy ma av Ta ag €
-
S %
v Ge O @ woay T q
~b —b ~8 in
= S e k>

T toute WU v U pa & Gun ma Bwg 506 O XpU UGW

p. 30



110 ANATOAHZ TO TIEPIHXHMA 1 (2014) — A'. MEAETHMATA

2 i) N, SENCNCEE A I, S S0 ——
G’Eb'ﬁﬁ——"v e %

w W p.aa.On TPV Gt pvd & & T g 00 a GTpa

< W T

a av T WY IV Tw Te Qw Ay Y& € A0 0§ N, Tpos &
Tt . e r e
ANS % “

ol sy ye ¢ 1o taig Mo vpooge o 0 poig g & ot Oe

——'Db"") e “)",“)\.") ‘1“
~_ ~"

~a s
T8 £ U ovpelg ToY TA A & & POV Kai v 1aln n T

r -

ams % d
aL  at atcioZaﬂ:'n np'rapaioc vé £ & £ O0TN

~8

v -) d sm= :4'

p, A
A i L2 VTR e @t ijMu g0 @O poLoOL

L ~» |
: , ety , SO

s Sox a po ovmpogTo pva w px acov Bu v vo oo

A ™ ¢ e o et
D) L “ S0 > “b_)
Oyou o ov car § aal e ®E & 8 6TN N WPOG AV TAS
= T e TR THam o r
~— ~_ A 13 ~_"

O Ay ys & dog xat e & 6 m N fn m ovo o o

p. 31



A. CHALDAEAKES, Musical Freedom and Ecclesiastical Rules 111

d snw L % Y A

St d \_/ a 7
XXt &L PO we 5§ WX qu TAL LA xAe € gTar av at g TAY A

t_l‘l ~» e .

& & d  GTXL & G v 3. s g A « mo oro Aog
~— d °* '4,_
£l 8L €L XX TE : q

l\

"2 .;P L—
M vVEo Q0 0 © oL O v vat at  awatlg y.s To

'-)“ 4 ~ > )
v U pwy sk Bou ou ou  ocxtat WO TO  LvA M ®x GOU Ov ou
r

F S LE ees W ak

Sw Te €& & & vOLOLYOU OU 0LV 70 q A ay 15 s

L3 S A, 'S 4 ¥ -

~~ ~ = w

% 0 o Oc Ejn:po;ocu T e Pn Ae & ¢ To"'tﬁl Tt L

N ~ T ~a ~»
C e ™y, |\ ) ) ——— DY Y ) > T > >
~ ‘\ d ~—" ~_"

pe Tx x ve expwy TV (0 ® © ©vTa lo y¢ t s e olas

r

ar at  at Eieaq@s o 05 yap cefx v s ¢¢& oty TOO

S— " TR ) —
v -} ) _g
tvyn 1 n patog 44

pp. 31-32



112 ANATOAHZ TO TIEPIHXHMA 1(2014) — A'. MEAETHMATA

\)'}t-—.—- > el X tu =2 -::—
V‘) “)\)‘)“)‘)-—?_ oy

A o £x Ma Tet XY @ xer Ayt o TvevpaaTs ¢ o q

DN . v e T 2 %'t:)”‘)(\ﬂ

1l S - A
II po O XU vou ov ov pe& ev lla qg E € px xat  TOV

B >
~ A~ L XY
Tovou 7031t 0 0 ooV 1z £, *xa at 100 A ®x o«

e 3 Y — e 2 =t e
~_ 7 — L & TV N O‘_l.l_\_?._.-ﬁ-cx

-

yv ¢ oovilve & gy pe Ty A oy ¢ v e av Tee

| I » N L
_—.'_-\N;K\?"‘)Ot ‘-‘t ™ _\J-ﬁ) —)“\ ‘?':

“ a
@« @ @ Sxev pr @ & TAOY G oL otl & a fl
"Iy,

Q r
(X ~ - d A S TTD r
gv uy TOI§ OF £ 0@ & QuL Jy  Hpx & o ov mss 7o

s 5E - - __3!:___!'; >

A aa ooy 08 Aayu:ooogcj;‘& a Yo og

Lr A
33 Kb vuvopte 4y
< € I

\\jﬁ)—) s - Vﬁ"ﬁ)*" T
OL VUV RAL & EF XALELG TOUG oL O VU TWYAL ® @ @

- >
\_)'“)")“)—u—-“ i
VoV @ apn m Ay q

pp. 32-33



A. CHALDAEAKES, Musical Freedom and Ecclesiastical Rules 113

’—-o
\n—t._-.‘_.t\t'c':)b — t"‘"‘“ﬁ -'-_)t sy

Z @ o 00 O TNV T3 £ X%ou ou QU ou oU 6 Tov A

~B r
~_ ~—+ \"‘) A\ S o
Say. apop TL Ag S g Av v Tom @ o 6w ollaag Bz ¢
|

L & Y ~a
—— ¢ > . St == > >

AR see o e LoD wu
S ve g y%p MO va @ m 7y 0z £ TA £ € € «

~
T T » e

' ~»
~— i
ay gy Ay VENSTRL pe € S € GYS cgd\l ps €V Gav
R Y N Y

T @& Cw W NG cn, v t Ou v VE TEOG TA &V TN NV de ¢

Y > T ‘——rC“‘)f ~ D -~ e l;__‘)
1ia .".'h L% Y ""“--.___,_h)h‘) \\j d .-

€ ¢ o0k GO0 o Gx xe b au; @z 05 xxt = avbiw wog

S S N Q.._“ n
DD\ LG Nl
A A A mdovirta a a ak XA M Ao ov ¢t

L ~» - B
: “03-—)")‘\ C\ \)“‘) 2

o ﬁAl)m?.'Aou Lt aa 00 o &x oot 0 00®a06(ﬂ,

e “ b "")—.——-)

| S— b
P25 \C
A A An Aot taoa a o aa'}klﬂ‘ﬂ'ﬂ?\ou oY

r-
BCOr =~
] _

t vt v oo 9 o o oA An ndov oV b 8 o«

D
¢
-



ANATOAHZ TO TIEPIHXHMA 1 (2014) — A'. MEAETHMATA

114
Y r —— -

m—— T R < ¥ 4 »
\"Ty ‘)_:_)._;3_ “)\_)(:t_d —g Tp— D A
do oEocr;cn o. 0 ®: o0 © 0 00 0 0 0g ETEpOY Sy
. “— ~ oty - r
& — Z t..* t__
REANCR S B T WU L Ve b

All?’:nlovtt&d « ah  An o Aov ou ¢ t

S I S = ﬂt\‘——‘;&‘;'-cﬁ oy s

n& b L % Y
o E:iAll'n‘n')\our.t.aaSoo Ex co. O o o O

~B

\-—;“)“’) £y =D

6 o 00 00 0O 0¢
p. 34



11§

A. CHALDAEAKES, Musical Freedom and Ecclesiastical Rules

1014601 3

ST LU0 (PR S N S T e B . T VR

4,
e e
!wl-r!.-.#.l’#d.h.-uilﬂr S el .{.-J.!..Ufa...u

Ak A kM oA A A A A A Lvln .cf_ P P
- i i, R
{./1., .u..........._ o e M//ti..r e o ==
.....awo 1 W omw .L_ u( .__.VA.
—t—ey —= x ey T (P
- — " —

e S ..H.rf..mﬁ.ﬂ/fﬂl? -
t o4 b rh )A-J - e _.Vn JJJJJ
- i h-\.

....I-l.Hn.r-..n:I_.rr jﬂnpfl..mrl.ld. H.Hﬂﬂ..lfrt.rlﬂﬂfﬂli. FI”.?:.._

- 2 j./-&.

- - I.k_r

J - i . - -

))))))))) 0 iH ,r;.ru._ I
v _aka [ S ._Jf; _,r..r. v .u .1 -_ -y
= n\; A
!la.ﬂbuv Jf.l.l..ll.l..l e I‘/pb.f‘”ﬁlalll&.#.-l.yf <)
R L P Wi o i IV.

L]
:u.u..r asu\u. Ao s IR = TS T 8
g i == ﬂvlllu/..,. .u.raf/&f =X
a sssssss .v,...‘.i.sf! - X

m

i__...,_..ﬂ_...c.«ox._n Wy .:/...er lr... J!!..,.._ .-c». Ta .v.)
ik El%f%fﬁ!ﬂ/ﬁh/iz?}fz}?}/

it _.i__rs - ..;:.r B T
& A\

/..aﬂ.f‘:l.l. fbf?dllﬁrmmrﬂl.ln fLIrN.I...Iv.IIa
wkﬁ}}u‘«ﬁk?#nﬂr&?r?
4,
i b re ) o o R
e ] orilu.lfl.z:ri.lllllf.ll.ﬂ.llill -
T S T T B Bt e s
Yy ) L LR 3
. oM G
e T e . Tl b el N
= e N

.ﬂ. ~ = ..rr......l]..... /a:.rzrilfi!,lr mu_r

S

L

SRk 4o .A....wvn_;
flqu.mlﬂ .u.!.r.fn...fa /dn u..!-......r.l-l. > .uﬁu_-../
B e B0 R el R G e .ﬁ e
. IIh.nr znt..../n:ﬂuulu.b.lly..b _..rll....au.-..lih.w =7}

P T N R

- A W A
. u..;......ufqr..r th\l..;!;fﬂﬂif;ffl F!f./.mu,-lxu.“
: “aon 4ﬂ. My WEEan o T et Ay iy
.-f-./r...m R . /|‘f|..ﬂ.n!!f ..:un....,_.tzf]ffb.r.lff
[ u.n_u 3 ..h..!.r 5 4] # o 5... b LR
ARy N uF.,fd/........f.r Hnlu .u.nluf;/.mu...hlJp _— %
L A - [ 39 i [ ,._ :. zt.n [ _.er
;IJfl]bIVb,..{]f e //M..ﬂf o S ,.v.ﬁ.
T O TR R L .
.1!. - .r.r..r!lll...r ..:.H.#I._rlf > :

L_.d — T iuiu,./ .n....l,/./ |vr
x” u..x o fud __. o \...H_":m. ..._._a . .m._._.:_ ooy drw $ea

,&35 w - ﬁ._: ol o @

= RS

1y ,..u,rwﬂ,;m N
otador i,

4”.;“\.? ....fﬂrm.i!i/l.lJu r!lff/..-ﬂanl/t.r//fs.f.lfi. /,.”, ..-\1.....'
L - .I.
:ﬂ#dwd,.,,h i Fw,, B

A N e R
Maada ki w o SRS P
W Lty il
N 3 H..

u...ur..l..f/..rafd.f //.Il..r.lrJl rl.f.r-r_..lrr |Ir 4.!1...

(POYIdI PIO) ++0FF “J ‘UONII[[0D S0YdBS "] JO £5F ON XP0oD)
opour puooas a3 ur pasoduiod ‘WONIUOWOY Aepung sajfesdojolg a1 s, [orug(] ¢ TINLIIJ



ANATOAHZ TO TIEPIHXHMA 1 (2014) — A'. MEAETHMATA

116

BV Ea0rE M

—it% W ® m & P SR U N S Y, ]

- i\!\hut. -~ : A i
rh..u;r... e e M v R e BT
Pl AR J.D.)—... E TR P uﬂa.z_ ] Y ERLY £ n Wy
i o e
ool W i —  —— ——
X% =g — L =
VA WL w3, #r};.rd s .,.ﬂ._r T, Wy .S.}_ W,
-
”rl.uu.-i —— — _-r.‘h.an e — J...d...lf-ﬁlullllu..f.rl..
L #a?u».. ERNEE S J._u.ﬁ.. w = mi ..r.n.._r
/-x ...././.... J:A:-..//....derﬂull.. F-EI.J.A:. R
-3
P?UP?##???)KPKN.}-:
. .ﬂﬂ I.IIFuTI.F.rh.UJV H,Vil..a..lf.?f
LS .Hq!u..a, e -, A ~/h..fﬁ e o R
).,L..-JI ._m.!-...flrf.lurl e — vI_T.....-Ir.JIfI-lFrJ..lq. nnVu.ﬂ.Jr.Il
._.k..ﬂ.\wu,ur}rr:u..#.,.auﬂlﬂa
T 4
ﬂ = .m.pd_l.l..:.-. ~ fh{.ﬁrp/ l.lldr.l.dl.rl B o W
a‘_;.w.,.u.wﬂma.zs._ H}X.:
—_— ©
rrf::r“lfﬁfjf? :.sl. LN
PN .UVN. - e -.rt) A >. - - pee
sl lp_.. . I-.rlsl.-rlﬂ.rﬁl b Hll]-rr T,
I];f.lf-fill.n”-l _—1
B T T B - ~ -~
W o= ; : S
el e - — T
Hll.ril#l.!h..m,.rl:}.ﬂ.[.r.._.n.uluu Ny, T B o
B e T L5
%

————

B - f I.rl.....IL./. i1.....1iﬂ.,£/ilwll .,,./.,..Ji.rfij./

Wy mn LE ,.u LELY ¥
:;:é..Hmrwu_Lﬁv ..ﬂ-A e
a ..Pq..
B e e
& ;ru./ B o
" I K I 3 va . Lr

wn e .—.—._ o 1) T
T A Jdllr.nb._-l _,u..1x..vl|ilf.l/. v
[ ,\._n_ 1
,.uu ....K.n..,. aon w s._,/a n a..xr v @

e lte w

)

B

T
ey 7

.a._.._). (...p&:ﬂu.l..v..w'..__ .u./,cu_/g

R e NG -

wr, n 'l
W

e J,ﬂ./jﬂ./fLﬁhﬁJf;ﬂu“.h:?:/ﬁllf e o 0 ﬂ.. =

L:mr.. e

E R N

H-u. f/,..ﬁl..,.n,f.x..ﬂl L NAEEL A r.,ﬂﬂp.w.r

1A e Rl T R S S
.rl.la.hu-[ rr‘ _— —_— i
3 B RN f..l.u;.rf.

H&F?K..»‘._rﬁt.., _—

Jd._..y.ua__..f.......... N Ve r/rs._ R L

L_L_.\rhw.,....,#b»‘.a

5 x, £ LS
3 Mu T -
w3 ..//.z.t[rh.u_l..r -,r..r.l.lp"!.r..rlul.lj...l..;hl..fhﬂl

w?..e.r#auﬂx.,k. ..‘_,.L...rur}.ur

.f. Lo .qn.fJ.H. wy v g *Ln. i M LS n -
wige i ;
P ﬁrru,fzmuau/f — #;?1...?,/! N

\..wo‘ " _).Mﬁl Ll \.r./uh. - - Ll e - Ll 2. ur._. Al o ﬂuL

».n./.r_.. f/;#d.:u/}fwﬂllpf Prr 4W.lf /rlr}.l.l.au.unlr.
T B :.! A J.a LI = e‘_l:p Vouy
o v (4% ri Lk ix ._uvn..._.a [ Ly

-w J z.J
I;Hﬂ,hrnll#“i.wfrf By Z

" ,_r1.r A
L -1 iy x..u_...__um e " I.FL_.
I/.. 1,
R ﬂﬂf .fﬁ«.f!/ r}T

.?

L !,/aﬂ wox - A ; _w i M ,v
.n.!r..._‘ T v R //un-..!.r..i hrl e IV
o »._.,. 8 = Tl
...\.f. L3 frf-.!aa..:/-; Ty W Wl w e mka f.r-._
;Pfla:..wrﬂ Y WA s TG, N, I

,ﬂur ~
FO W v ey e,
e A S Y Ny Jﬁdr,f{.. ~ :.....,.,.u

w
.. ,.._5.. W om s e e ond AN 1 8 g ¥ E 4E o g .

./ _,M.//ﬂ..r .n"nf-..:..#ulr?.rﬂ Qf....ul...?. ....UF!fnl..tlrr

w.ru.‘,, L PRy ] w.:.ﬁ.._..c



A. CHALDAEAKES, Musical Freedom and Ecclesiastical Rules 117

EXAMPLE 3: Daniel’s the Protopsaltes Sunday Koenonikon, composed in the second mode
Pandekti of the holy ecclesiastical hymnodia [...], vol. 4", Constantinople 1851, pp. 458-461 (New Method)
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EXAMPLE 4: Peter’s the Peloponnesian Sunday Koenonikon, composed in the second mode

Pandekti of the holy ecclesiastical hymnodia [...], vol. 4", Constantinople 1851, pp. 494-495 (New Method)
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EXAMPLE 5: A comparison between the Sunday Koenonikon, composed in the second mode
by Daniel the Protopsaltes and by Peter the Peloponnesian, respectively
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