Achilleas Chaldaeakes

“..0ld wine into new bottles...” The continuity of the Tradition
in the Contemporary Composition Practice of Byzantine Music

It is known that Byzantine Music develops, spreads and evolves in a clearly traditional and therefore
conservative field; in the field of the Orthodox Church. Even in this specific traditional atmosphere, creation
of new musical compositions is inevitable at times, not mainly for the cover of new functional necessities, but
mostly for the renewal of the current musical tradition. It is essentially legitimate and expected for every new
composer (even if they act in such a conservative field) to aim to a musical differentiation, trying to bring
something new in the Art and therefore perpetuate their reputation in History'. It is easily recognizable that
almost the oeuvre of the majority of the (older or contemporary) Byzantine Music’s composers is characterized
by this exact dual (and primary perhaps contradictory) attempt: to adduce a personal composing stigma
remaining inside the limits of the formed tradition?. Therefore, a more specific musicological examination
of occasionally new compositions always creates reasonable questions; the most important of them (keeping
in mind that “parthenogenesis” does not actually exist in the Art) is related to the originality of every new
melody.

A more systematic study and detailed analysis of such new-contemporary in the present case - church
melodies validates the above remarks and reveals further technical details as far as process and methodology
of construction are concerned. In the present paper I'll try to examine this specific phenomenon. As an
indicative field of the relevant research I'm going to use two very well-known musical compositions; two
contemporary musical books, especially widespread and popular at both the Greek and the international
“psaltic reality”: the Holy Week composed by Konstantinos Pringos (+ 1964)® and the Triodion composed by
Thrasyvoulos Stanitsas (+ 1987)% masterpieces of two leading chanters and composers of the 20th century
who coexisted at the lecterns of the Constantinople Ecumenical Patriarchate for twenty years (1939-1959). In
the first the adhesion to the previous tradition is more than obvious, while in the second one it appears to be
absolutely disguised, although implicitly recognized.

I consider it preferable if you sought the truth of my words through music itself, beginning with the first
of the mentioned musical compositions: from the very first musical narration, even more from the specified
musicological analysis, it is crystal clear that the previous relevant musical tradition is called back and restated
in it; it has to do with the tradition that was already shaped from the 2nd half of the 18th century, through
the compositional work of Peter the Peloponnesian, specifically via his contracted “Doxastarion”, a musical
composition that became popular through wide manuscript tradition and was finally printed in the year of
1820, being one of the first printed books of byzantine music®. From the above musical material [ randomly
choose a composition here, the doxastikon of Good Monday’s Matins servise Kyrie, erchomenos pros to
pathos [Kope, épxduevos mpog 10 nkBog], composed in first plagal mode. I shall try to show, firstly how the
specific composition is formed during its primary musical editing from Peter the Peloponnesian (originally
written in the so-called old and synoptic Byzantine notation [plate 1 & ex. 1], which was later transcribed and
disseminated until today through a version of a relevant analytical notation [plate 2 & ex. 2])°, and secondly
how the same composition is called back and restated by Konstantinos Pringos [plate 3 & ex. 3]".

v Cf. Chaldaeakes 2009.

2 Cf. Chaldaeakes 2008.

5 See Pringos 1969; Pringos 2006; about the man cf. Papamanolakes 1996; Hadjigiakoumes 2003: 37-8 (of the submitted
leaflet).

1 See Stanitsas 1969; about the man cf. Farasoglou 1996; Tsiounes 2000; Tsiounes 2003; Hadjigiakoumes 2003: 39-40 (of the
submitted leaflet); Aggelinaras 2009: 173-201, 203-28.

5 For the specific work and its manuscripted delivery see Vasileiou 2008: 59-65, 73-8, 82, 83-4, 89, 90, 92, 98, 101, 109, 110-1,
114-5, 118, 124-7, 218-20, 222-33; cf. Apostolopoulos 2006; the printed version that I used here is the edition Peter 1820.

¢ I receive here the noted through the older synoptic notation version of the specific composition from the codex No. 7 of
the Mingana collection of the academic library of Birmingham (ff. 93v-94%), a manuscript written by Anastasios Proikonnisios
(in 1770), copied another one written “by the own hands of Peter domestic of the Great Church”, while the noted through the new
method of analytical notation version, correspondingly, from the edition Peter 1820: 301-2.

7 See Pringos 1969: 18-20.
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To sum up, [ would observe that what Konstantinos Pringos attempts, his personal intervention on the
original composition, appears in two aspects on which it is interpreted and understood [cf. ex. 4]; the first
(and superficial) one is of course known through notation, the way of wriring down the composition: Pringos
uses a rather simplified (or intentionally analytical) musical notation, on which the composition is imprinted
relatively by the practice of psaltic expression and easily read based on personal interpretative experience,
that is formed through multi-relevant artistic practice; this way both the total rhythm of the composition is
smoothed and the individual melodic phrases and cadences are homogenized); the second aspect (deeper and
substantial) regards to the structural dimension of the composition: Pringos adds (extremely sparingly and
after their testing and prevalence in relevant oral tradition) new (short) musical phrases, new melodic patterns
with obvious emotional origin and severe lyric destination, which in most cases have to be considered as an
attempt of a more eloquent and emphatic illustration of the meaning of every melodic text®.

8 See for example the following musical phrases or words: ofi profitin panta u gegrapte [6T: Tpo@THY ThVTR 00 YéypamTai]

Jamartolon chersin embehthine [&kuaptwd@v yepolv éumayOfvou] / tafi paradontes [tagfi mapadévie] / evdeligmenon
[¢B8edvyuévov]; the application of compositional technique “imitation of meaning”, is visible here, which Chrysanthos from
Madytos describes it in his Great Theory of Music (see Romanou 2010: 189, § 421) as follow: “Tmmitation of meaning is fo give a
high pitch melody to meanings enclosing height — like heaven, mountain — with low pitch melody those meanings something low
— like earth, abyss, hell — with joyful sound meanings that enclose joy - like paradise, victory — and with morose sound meanings of
sadness — like death, condemnation etc”.
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The second musical work which comes up indicatively is the Triodion of Thrasyvoulos Stanitsas, an
obviously innovative and sophisticated compositional work, although the musical tradition of Peter the
Peloponnesian smolders on its base. To be understandable I would like to follow a reverse searching route
from the one I have already used during the above analysis of Pringos’ composition. I randomly choose
again a composition from this musical work, the Apokreo (“Leave-taking from Meat”) Sunday’s doxastikon
Prokatharomen eaftous adelfi [Ilpoxabipwuev éavtods adedgoi], composed in first mode®, an actual novel
melody of Stanitsas, from which I'll start here: as far as the notation is concerned, the composition is drafted
in detail, as it clearly reflects the personal interpretative style of the composer—chanter [plate 4 & ex. 5]; if I
deconstruct its notation, removing every ornamental, inlaying and analytical details, which were transported
from the voice of the interpreter to the notated record of the composition, it is possible to reformulate it
in a simpler and shorter musical recording, encasing every analytical notation in dynamic of either (micro
structurally) specific musical signs or (macro structurally) wider musical phrases [cf. ex. 6]; the result of such
a musical deconstruction and notation restatement proves to be impressive and revealing [ex. 7 & ex. 7a]; if
[ contrast it directly to the previous relevant musical tradition (with the same composition as it replies to the
musical work of Peter the Peloponnesian [plate 5 & ex. 8]'°) the deviations between the two are minimized,
almost deleted, and the two compositions are quasi-associated (in the sense that — even in the differentiated
points of the composition— Stanitsas reuses musical material from the total of the above work of Peter the
Peloponnesian [cf. ex. 9]");

®  See Stanitsas 1969: 60-2.

19 See Peter 1820: 253-4.

11 Compared with the composition of Peter the Peloponnesian, the composition of Stanitsas differs in melody in the following
words or phrases: ti vasilidi [1f; Bacididi] / ton areton [t@v &pet@v] / pluton imin [mAoDTov dulv] / ton pathon [T@v nabov]
/ katevnazi [katevvdle] / ta idimata [t oidfuara] / ke to despoti [kai 1¢) Seondty] / katalati [kataAddrred] / tus ptesantas
[tovg mradoaviag] / dio met efrosinis [810 per’ edppooivyg] / taftin ipodexometha [tavtyy vmodelbuebu] / voontes christo to
theo o anastas [Boavtes, Xpiotd ¢ Oed, o dvaortdg]; from these, however, the following are composed identically towards the
next indicatively mentioned musical phrases from other compositions of the same Peter the Peloponnesian (including in Peter
1820): katevnazi [karevvaet] = phrases pros to pathos [«npdg 10 n&Bo¢»] and tafi paradontes [«Tagfj mapaddvtes»] from Kyrie,
erchomenos pros to pathos [Kopte, épxbuevos mpog 10 n&Bog] (pp. 301-2) // ta idimata [1& 0idfjuata] = phrase dia ta dinaria
[«8ux T& Syvépua»] from Tin filadelfian ktisometha [Ty pidadedpiay ktyowueba] (p. 344) or phrase o ilios eskotizeto [« fjAiog
éokotietor] from Pasa i ktisis iliuto fovo [IIow # xtiows fAAoodto pbfw] (pp. 380-1) // dio met efrosinis_[810 uet’ edppoctvig]
= phrase amartion mou ta plithi [«&uapti@v pov t& mAHO»] from Kyrie i en poles amarties [Kdpie # év moArais duaptious] (pp.
319-22) // taftin ipodexometha [tavTyy vmodelwueda] = phrase thelete me [«0éAeté ye»] from Elkomenos epi stavru [EAxouevog
émi otawpod] (pp. 390-1) or words anomis [«&vdpois»] and evoa [«éBéa»] from Defte, christofori lai [Aebte, yproTopopor Awoi]
(pp- 392-4); similarly, the phrase ke to despoti_[xai T deomdTr] is visibly identical with the melody of the word syndieonizin
[«ovvBiauwvilerv» ] from the first Eothinon doxastikon Is fo oros [Ei¢ 70 dpog] [by the adaptation of John Protopsaltes Neochorites;
see Peter 1981: 50-1 (where the word epigomenis [«émeryouévorg»] is also identically composed with the word dio met efrosinis
[810 pet’ edpposdvyg] of Stanitsas’ composition)]. So, the remaining novel melodic sentences of Stanitsas are i vasilidi [17]
Baairdidi] / ton areton [t@v dpetav] / pluton imin [mAottov duiv] / ton pathon [t@v na@dv] / katevnazi [katevvdled] / katalati
[kaTadd&rTel] / tus ptesantas [Todg nraloaviag] / voontes christo to theo o anastas [Boavtes, Xpiot® 1@ Oed, 0 dvaotdg]; even
from those, it is also remarkable that the melodic phrases_fon areton [t@v &pet@v] and pluton imin [mAotTov duiv] apparently
resemble with the melodic phrase chersin embehthine [«xepoiv éumaiyOfivas»] from the above composition of Pringos, while
the phrase voontes christo to theo o anastas [fodvres, Xpiotd 70 Oed, 6 dvaordg] with the phrase tis pisteos tin agkiran,
ypermachon exomen ton [«TAi¢ ntioTews v &yxkvpay, Omépucyov éouev Tov»] from the first mode’s Vespers doxastikon Tin
pagkosmion doxan [Tiyv mayxéopuov 86&av] composed by Peter Philanthidis (see Philanthidis: 2-3). This way, the really novel
melodic sentences of Stanitsas are just the following: ¢ vasilidi [tfj BaciAibi] / ton pathon [tov naBav] / katalati [kataAd&rTel] /
tus ptesantas [To0§ nTaloavTag].
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s0, the novel, groundbreaking and sophisticated transforms immediately into the traditional, conservative,
simple what is more the simplest; if [ continue such a research approach on the musical text, splaying out this
process of its “musical drainage” and “notation denuding’, I could conclude in a way of notation corresponding
to the form that it would have (hypothetically speaking) if it was written directly due to the older concise
version of notation; this means that [ would be able to notate it (beyond every idea of its composer or even
beyond every imaginative research) in an abbreviated and concise way [cf. ex. 10 & ex. 10a]'%

In conclusion, I would comment that in this case we can also see the same compositional method of
reconstruction and restatement of a previous musical tradition, hidden underneath the analytical way of
notation, underneath a deterministic registration of ornaments and analysis of the voice of the composer
(who happens to be, simultaneously, the original interpreter of the composition; and perhaps the specific
phenomenon has to be attributed to this double status of the composer). When the total aesthetics of the
examined composition is simplified and analyzed on all components (based on the safe awareness of its form
and structure), when the supervision of our research (beyond the superficial striking melodic and composing
development) is extended in depth, in the substance and in the core of the original idea of the composer,
the composition is revealed before us “naked” (and the corresponding “composing plan” is of course easily
revealed at the same time); then, it is assessed in their real dimensions, which at the major proportion it is
proved that they are aligned and trooped towards several other (already previous formed) musical tradition.

The above observations are valid (mutatis mutandis) almost totally for the two musical masterpieces
which are under examination here; however, they similarly cover generally the philosophy of almost all the
new compositions of the contemporary musical literature. In any case, I would observe that the well-known
hagiographical saying'® adapts here conversely: old wine (the melodies of the tradition) fills new bottles (new
compositions, which - covered by the cloak of a more analytical way of using the notation or even hidden by
any newly composing technique - recycle and refresh the older and traditional ones.

12 For the shaping of this “synoptic version” of Stanitsas composition I used as a base the corresponding composition of Peter

the Peloponnesian (as it is recorded through the synoptic notation in the musical code No. F48m of Stavroupolis monastery,
Bucharest of Romania, a manuscript written by Athanasios Foteinos in the year 1775, f. 124"V [plate 6])- similarly, for the
phrases katevnazi [xatevvd(er] / ta idimata [t& oiSjuara] / dio met efrosinis [010 uet’ ebppoovvys] / taftin ipodexometha [Tadtyv
omodelwucOa], 1 used relevant records from the indicated compositions of Peter (as they appear in the aforementioned codex, ff.
1547, 1797, 2007, 165"-166", 205", 207"); the rest sections are my attempt of a synoptic record of this composition.

13 Mat. 9,17; Mar. 2, 22; Lu. 5, 37-9.
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