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The “woman figure” in Byzantine Melopoeia

The question is: Has there ever been a case in Byzantine melopoeia where a specific
form of “female aesthetics” has been reflected in the construction of any chant? The
question is straightforward; the answer, however, cannot be but implicit.

The term “Byzantine melopoeia” should be broadly understood as defining mu-
sical experience; the ability to invent and record a melody based on a poetical-hym-
nographical text and destined to be heard (in the frame of Orthodox ritual) inside
the church, as an auxiliary means of communication between the faithful and God.!
In Byzantine melopoeia thus defined “female aesthetics” would be a substantiated
reality if a woman had invented a melody whatsoever.

Given the fact that the major part, or rather, for all purposes, the whole of Byz-
antine and post-Byzantine melopoeia known to us has been created by men, both
known and unknown, the answer to the initial question turns out to be extreme-
ly difficult. The presence of women in Orthodox ecclesiastical music is, generally
speaking, circumstantial but discernible.? The subject has already been sufficiently
investigated; several women poets, codex composers and chanters have been known
through relevant research.’

1  On Byzantine melopoeia in general, see CHRYSANTHOS from MADYTOs, @empntucov Méya tijg Movaotkiic.
Trieste 1832, 174-192 (§§ 389-431) (= for the English version see: K. Romanu, Great Theory of Music
by Chrysanthos of Madytos. New Rochelle 2010, 179-191 [§§ 389-431]); cfr. also A. G. CHALDAEAKES,
The figures of composer and chanter in Greek Psaltic Art, in: Composing and Chanting in the
Orthodox Church. Proceedings of the second International Conference on Orthodox Church Music.
University of Joensuu, Finland 4-10 June 2007 (ed. I. Moopy). Joensuu 2009, 267-301.

2 See: P. N. TrempELAs, ‘H Tuvi| év 1] yoluwdie. Athens 1926, PuiLoTtHEOs, Bistor of Proikonisos, ‘H
GUUUETOYT THG YUVOIKELNG Q@VTiG &V 1@ iep®d wartodhuatt. Istanbul 1953; G. S. MaNIAKES, Oi yuvoikeg
ot Aatpeio. ‘H cvppetoyn tdv yovoikdv ot Aatpeio kol dpvoypaoeio tig Exkinolog. Athens 1993; A. S.
KorakiDEs, ‘H povotkr| dio thg yovarkeiog goviig kal 1) GLRPETOYH TG TNV ékkAnolaotikn pekodio. Athens
2004; Ipem, ‘H povowr a&io tig YOvoikelog Goviig Kol 1) CUUUETOYT TNG OTNV EKKANCLOOTIKY HeAmdia,
in: Kovotaviivog Amp. Movpatidne-TIpopayog Opbodotiog. Tiuntiko GQEpoU0 TAVEAANVIOL EVACEWG
®czoloyov. Athens 2003, 921-947; E. X. Spyraku, Ot yopoi 1@V yaAtdv katd v Bulavivi] Tapadoon.
Athens 2008, 94f., 182-197 (with additional bibliography on the subject).

3 On female poets, see E. Cataryciotu-TorrING, Women Hymnographers in Byzantium, in: Atntoya 3
(1982-1983) 98-111; cfr. KoraKIDES, ‘H povotky) a&ia tijg yovaikeiag gaviig Kai f| COppeToxr) g oty
ékkAnolaotikn pehdia 112-124. On female chanters, see: D. TuLiaTOs-BANKER, Medieval Women
Composers in Byzantion and the West, in: Musica Antiqua. Acta Scientifica 6 (1982), 687-712; EADEM,
Women Composers of Medieval Byzantine Chant, College Music Symposium, in: Journal of the
College Music Society 24.1 (1984) 62-80; Eapem, 'O mapadooiaxdg polog v EANnvidwv yovaikadv
OT1] HOLOIKT GITI0 THV GpxaoTTa £m¢ TO TéA0G Tiig BudavTtivilg Adtokpatopiag, in: Movotkog Adyog
4 (2002) 3-19; Eapem, The Evolution of Ancient Greek Music in Byzatnium: Instruments, Women
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In regard to melopoeia, which is our present topic, our data are scantier. Until
recently, we knew only one musical poem, attributed (with some reservation) to the
daughter of the famous Byzantine musical composer Ioannes Kladas (beginning of
15% century). It happens to be a koinonikon (communion hymn) set in the fourth
mode of the Byzantine octaechia; it is entitled Eig pvnuocvvov aidviov £oton dikonog and
has been anthologized once, in the codex No. 2406 of the National Library of Greece
(from the year 1453), fol. 258", bearing the indication: Tod avtod (sc. kvp Tmdvvov Tod
KXodd kai Aapmadapiov tod dayodsg Paciiikod kKARpov): Tiveg 8¢ Aéyovotv 8Tt oty TH|g
Buyatpog avtod; this composition has been presented, studied and published by Di-
ane Tuliatos.* To this already known composition is added yet another one, which I

Musicians, Dance and other sundry matters, in: Evponaixo IToArtiotiko Kévtpo Aedpdv. Atedviig
Zovavnon Movowkiig. Movowi kai Apxata EANada. 5-15 Avyovotoo 1996. TTpaktikd Zoprooiov.
Athens 1999, 87-100. In the extant bibliography (where these two qualities are not always clearly
distinguished) there are, of course extended references to the well known hymnographer Cassiane;
see: H. J. W. TiLLYARD, A musical study of the Hymns of Casia, in: Byzantinische Zeitschrift 20 (1911)
420-485; S. J. CrarzesoLomos, To tponapt tiig Kaoowaviig (9% ai.) omv dpywkr) tov povokr ovvieor),
Kata v o’ ap. 99 Podavtive povokd kmdwka Tiig Tepdg Apytemokornig Kompoo (13% ai.), in:
"Enetnpig tod Kévipoov Emotnpovikdv Epeovdv Kompoo 13-14.1 (1984-1985) 479-493; D. TuLiaTOs-
BANKER, Kassia (ca. 810-between 843 and 867), in: Women Composers. Music Through the Ages,
vol. 1. Composers Born Before 1599 (edd. M. FURMAN ScHLEIFER-S. GLICKMAN). New York 1996, 1-24;
IpEM (transcr., introd.) Kassia. Six Stichera. 1996; EApEM (arr.), Thirteen Hymns by Kassia. 2000; A.
TH. Burees, 'H @eoloyia tdv dpvev tig pedadod Kaoowavilg. (Melétn Aoypatikn kai "HOw), in:
O¢pata ‘Opbodoov Xprotohoyiag (ed. A. TH. BurLes). Athens 2000, 155-240; N. TsIr NE/ Kaootavn
N dpvedog. Athens 2002; Sp. PaNacopuLos, Kassia: A female hymnographer of the 9 century, in:
Byzantine Musical Culture. First International Conference-Greece 2007. Paeanea 2009, 111-123
(with a rich collection of bibliographical references). Finally, on female authors (but also owners) of
codices, see: Sp. LamPros, EAAvideg BifAoypdpot kai kopiat KOIIK®V Katd Todg péoong aidvag Kai
émi Toopkokpartiag. Meta tpidv navopototonov. Athens 1903 (cfr. also Lampros 1906, 1907, 1908,
1910, 1913); N. A. Bees, EN\nvideg BipAtoypdagpot kai xupiat K@dIKe@V Katd Todg péoovg aidvag Kai
émi Tovpxokpatiag. Athens 1905; A. W. CArr, Women and Monasticism in Byzantium: Introduction
from an Art Historian, in: Byzantinische Forschungen 9 (1985) 1-15.

4 See: TuLiATOs-BANKER, Medieval Women Composers 693-695 and 704 (notes 20-23) and 709 (example
1); EapeM, Women Composers of Medieval Byzantine Chant 63-65; Eapem, The Traditional Role
of Greek Women in Music from Antiquity to the End of the Byzantine Empire, in: Rediscovering
the Muses. Women’s Musical Traditions (ed. K. MarsHALL). Boston 199, 122 and 253 (notes 54-57)
(= Eapem, O mapadociokdg porog 14 and 19 [notes 54-57]). For other occasional references to the
aforementioned composer and her work, see: M. VELIMIROVI¢, Byzantine Composers in Ms. Athens
2406, in: Essays presented to Egon Wellesz (ed. J. WestruUP). Oxford 1966, 12; Gr. TH. StaTHES, ‘H
Agxomevtacvirafos Ypvoypagio év tij Bulavtvij Mekomotig kai €kdooig tdv keyévav eig &v Corpus.
Athens 1977, 104; A. JAKOVLJEVIC, AiyAwoon moAaioypogio koi peA®doi-Ouvoypaeotl Tod KOdKo TdV
Abnvav 928. Nicosia 1988, 71f.; L. PoLiTes, KatdAioyog yeipoypaonv tiig Ebvikiic BipAodnkng tiig ‘EALGSog
ap. 1857-2500. Athens 1991, 401; Gr. TH. StATHES, Twdvvng Kiaddg 6 Aapmadapiog (yopw oto 1400),
in: Bulavtivoli Mehovpyoi. Mavouni Xpvodaeng 6 Aapmaddplog. Todvvng Kiaddg 6 Aapmaddaptog. Toavvng
KovkovZghng 6 Bulavtivog paiotmp. Athens 1994-1995, 48; K. X. KARANGUNES, ‘H mapddoon kai &fynon
0D pELOLVG TV XepoLPikdv Tiig Pulavtvig kai petafulavtvijg peromotiac. Athens 2003, 219; KORAKIDES,
‘H povown é&ia tiig yovoukeiog eaviig 129; G. G. ANastasiu, Ta Kpathpota oty Yaitkn Téyvn. Athens
2005, 30; Gr. TH. STATHES, “Xfuepov 1 kticig ewtiletor.” H yonteia tiig fulavtvilg Hovoikiic txvng tote
koi topa. Athens 2005, 44.
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discovered during a previous research conducted in the frame of the preparation of
my doctoral dissertation The polyeleos in Byzantine and post-Byzantine melopoeia.’
This is a very interesting musical composition which forms a part (notably the verse
Evloynoate tov Koplov) of a very well known Byzantine polyeleos composed in the
first mode of the Byzantine octaechia, the so-called polyeleos of Kukumas. The com-
position, also anthologized once in the codex No. 399 of the Kutlumusiu monastery
on Mount Athos (mid-14" century, fol. 617), is attributed - according to its intro-
ductory epigraph - to a certain nun (Tfjg KaAoypéag) with no further precision; in the
entire Byzantine and post-Byzantine musical production® that has been studied up

5  See A. CHALDAEAKES, O moAvéleog ot Bulovtv kai petafolavtivi pehonotia. Athens 2003, 415, 710, 716.
However, the existence of this composition had already been recorded by Gr. TH. STATHES, Td YepOypapo
Polavtviig povoikiic — Aywov "Opoc. KatdAoyog meptypa@ikog tdv ewpoypapov kodikov Bulavtviig
LOVOIKTiG TdV dmokeévmv £v Taig Ppodnkaig tdv iepdv povdv kol okntdv tod Ayiov “Opoug, vol. 3.
Athens 1993, 235 (cfr. also STATHES, “Zrjpepov 1) ktiolg potiletat.”, 44).

6 It has to be noted that, on the basis of the evidence from exclusively musical manuscript sources,
scholars have identified yet another woman, the so-called Kuvuklisena. Her name is mentioned
in a relevant notice, recorded in fol. 339" of the codex No. C 71 of the Great Laura monastery on
Mount Athos (a sticherarion of the 13" century), which reads as follows: “+ éxoiufOnv fj dodAn tov
0(c0) (ev)yevod [?] 1) kovPovKANGEVE: / 1| SopeoTrive: UNVi- GemTevpi®d- 10" GO o' / Tiig uepag: &v etof-
GULEMD [6769 = 1260] k(o) péxapia i pvipi ad(tig)” (see facsimile of the specific page of the codex
at the end of the present study). The aforementioned notice has been published for the first time in
S. and Sp. EustrRATIADES, Katdhoyog tdv kmdikev tiig Meyiotng Aavpag (tiig év Ayio “Opet). Paris 1925,
42 (where it reads as follows: “Exoymnfn 1 dovin tod 6eod Evyevod 1) Kovpovkinceva 1 dopeotikéva
unvi ZemtepPpio w’ dpq o thg Muepag év et ¢CEn’ kad pakapio 1 pynun avtiic”; as one can see, the most
important difference between the two versions concerns the date, which now must be corrected
following the codex [1260 instead of 1259]). The same notice has been subsequently published
(according to the aforementioned Eustratiades’ transcription) in the study of F. EUANGELATU-
NOTARA, ZVALOYT ypovoroynuévev “onpetopdtav”’ EANvikdv kodikov 13% oi. Athens 1984, 66, entry
214, whence the name of Kuvuklisena has been included in E. Trarr-H.-V. BEYER-I. G. LEONTIADES,
Prosopographisches Lexikon der Palaiologenzeit, vol.1/1-8 Add. Wien 1988, entry 92431, p. 150). H.
L. MARGARU, Tithot kol émoyyehotika ovopato yovoik®dv 610 Bulavtio. Zopuforn ot pekém yid ) 0éon
g yuvaikag ot Bulavtiviy kowovia. Salonica 2000, 42, based on the latter entry, includes her in the
list “of the five women bearing the title of great domestikissa”, according to Margaru “The first one
of them is the kouvouklisena Eugenou, who died probably in 1259. We do not possess any further
information about her”. The same notice has recently been republished (from the aforementioned
list of Eustratiades) by StatHEs, “Zfuepov 1 ktiowg gortietar.” 44. The text of the above notice clearly
shows that to the woman in question two titles were attributed. The first one (Kuvuklisena) might
plausibly be associated to the title of kuvikularia (kuvikularia or Kuvuklaria; see MArGARU, TitAot
63-65). According to Marcaru, Tithot 63, “The kouvikoularia belonged to the personal service of
the Empress as a kind of first chambermaid under the orders of the primikerissa. She was part of
the lower ranks of the palatial personnel, as was her male counterpart in the service of the Emperor,
and her denomination did not constitute a title of nobility.” Equally interesting is the fact that
“she retained her title for life” (MarGaru, Tithot 64). Her second title (Domestikina) is a variant
for Domestikissa or Domestikena (see MARGARU, TitAot 41-43). In general the Domestikoi, writes
Margaru (p. 41, note 1), “constituted a corps of the Imperial Guard. In the middle Byzantine period,
the Domestikos of the Schools was the commander of a number of guards units (scholai). Gradually,
the Domestikos’ position was reinforced, due to his proximity and influence over the Emperor, and
he became commander in chief of the Byzantine army [...] During the 14""-15" centuries, the title of
Domestikos referred to court officials; during that period, the domestikos served at the table of the
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to the present day, she is only the second attested female composer.

In the present paper, I will focus on these two female composers, who wrote mu-
sic during the Byzantine times in the Mediterranean area, comparing their respecti-
ve figures, and on the study, description and analysis of their compositions known
to us. My endeavour is to provide an answer, albeit sketchy, to the initial question: Is
there in Byzantine music a documented specific “female way” of composing?

1. The composers:

The two aforementioned female composers are separated by approx. one century.
The chronological data transmitted to us are not perfectly clear; nevertheless, the so-
called Nun must be the older of the two. The only mention of her is to be found, as
we have already mentioned, in the codex No. 399 of the Kutlumusiu monastery on
Mount Athos’, dating from the mid-14* century®, a milestone that should be consid-
ered as the only safe terminus ante quem for determining the chronological frame of
her activity. Her flourishing may well be placed in the first half of the 14" century,
perhaps, more accurately, in its second quarter, but one obviously cannot exclude an
earlier date. On the other hand, chronological evidence for Kladas’ daughter is more

Emperor. In other cases, whilst the title of Great Domestikos was a military one, it was in fact purely
honorific, especially in the 13" century [...] On the other hand, as an ecclesiastical title, it was usually
attributed to members or leaders of choirs”. In the specialized musicological bibliography up to the
present day (see: TuLiaTOs-BANKER, Medieval Women Composers 693; EADEM, The Traditional Role of
Greek Women 121f.; cfr. also Koraxipes, ‘H povowny d&ia tiig yovaikeiog poviig kod 1 cvuppetoyn g 129;
StaTHES, “ZNpepov 1 kticlg gortitetar.” 11f.) the Kuvuklisena in question is unanimously recognized
as a musician (furthermore, TuLiATOS-BANKER, The Traditional Role of Greek Women 122) suggests
that she might also have been a composer: “There is no clear indication that Kouvouklisena was a
composer, but since many leading male precentors of the period were composers or at least arrangers
of traditional chant, she also probably composed and improvised”); and this is quite reasonable of
course, because of her title (domestikina, i.e. female first chanter). Nevertheless, neither her name nor
any mention of some musical composition attributed to her are found (at least up to the present day)
in the strictly musical sources (or, for that matter, in any source whatsoever). Given, therefore, the
additional dimensions of her two titles cited above, the probability of her having been a composer, or
even a female first chanter, should be considered with extreme caution. It would be safer to assume
that she was a woman who served at the palace (in the Kouvoukleion, i.e the royal apartments) and
at the same time participated in the palatial womens choir, perhaps as a director (cfr. the relevant
primary evidence on the palatial choir cited by Spyrakou 2008:155-56, note 31).

7 For a complete description of the manuscript, see STATHES, Ta yepdypaga Bulavtvilg povoikiig 233-241.

See STATHES, Tad yepoypaga Polavtvilg povoikiig 233, 241.

9 It has also to be noted that, due to the lack of more specific primary testimonies, one cannot
formulate but conjectures about the monastery where the Nun in question might have lived.
On women’s monasteries and female monasticism in the Byzantine era, see: D. DE F. ABRAHAMSE,
Women’s Monasticism in the middle Byzantine period: Problems and Prospects, in: Byzantinische
Forschungen 9 (1985) 35-58; M. Loukaki, Monastéres de femmes a Byzance du Xlle siecle jusqu’
a 1453, in: Women and Byzantine Monasticism. Proceedings of the Athens Symposium 1988 (ed.
J. Y. PerreauLT). Athens 1991, 33-42; E. C. KouBeNa, A survey of aristocratic women founders of
monasteries in Constantinople between the eleventh and the fifteenth centuries”, in: Women and
Byzantine Monasticism. Proceedings of the Athens Symposium 1988 (ed. J. Y. PERREAULT). Athens
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concrete. Her composition, which is also the only reference to her, is anthologized,
as we have already noted, in the codex No. 2406 of the National Library of Greece'?,
written by the monk Matthaios Domestikos in 1453." This fact, combined with the
activities of her father?, who is known to have flourished around 1400%, allows us
to safely infer that her creations date from the first half of the 15" century. Never-
theless, the way in which she is mentioned in the manuscript (“[...] tvég 8¢ Aéyovowv
61t Eotw Ti|g BuyaTpog avtod [...]”), combined with the fact that this is a unique testi-
mony, allows for the plausible assumption that the author of the codex might have
been the receiver of an oral tradition in regard to her, approx. at the time when he
wrote the manuscript, which, of course, would be chronologically incorrect; if such
is the case, her flourishing should be placed in the second quarter of the 15" century.

Both female composers are referred to in a vague and general fashion, with no in-
dication of their respective names. This is quite usual in medieval times and is gen-
erally observed in all manifestations of Byzantine life where women are involved,
and therefore mentioned.™* At any rate, the mere indication that the composers are
women seems here to be sufficient to establish their identity, in connection to the
fact that the existence of women composing ecclesiastical chants was a rare occur-
rence. The first one is referred to merely as a nun and her name’s omission might
also be justified by the propensity of members of the Orthodox monastic communi-

1991, 25-32; A. BasiLikoPuLU, Monachisme: L’ Egalité totale des sexes, in: Women and Byzantine
Monasticism. Proceedings of the Athens Symposium 1988 (ed. J. Y. PERREAULT). Athens 1991, 99-110;
A.-M. TaLsot, Women and Religious Life in Byzantium. USA 2001: XI 229-241, XII 1-20, XIII 119-129,
XV 113-127, XVII 103-117, XVIII 604-618 (with relevant bibliographical references).

10 For a complete description of the manuscript, see PoLiTEs, Katdhoyog yeipoypapav 398-405.

11 See PouLites, KatdAioyog xeipoypdpmv 398, 404. The relevant bibliographical note is recorded with red ink on
fol. 291" “Télog TG dxolovbeiag ToD p(e)y(d)hov Eomepvod, xepl ypapévi(og) ék Moatbaiov tod tal(a) //
dopeotik(ov) Taya € Kol pakevdvtov. To mapov BifAiov éypaen map’ Epod Matbaiov kol map’ d&iav povoyod,
€VT0G TG Hoviig Tod Tipiov €v8o&ov mpogntov IIpodpopov kol Bortiotod To(avvov) tiig €v @ dpn tod
Mevoik(£)mg Stakeipévng, pm(v)i iovA(io) o' tod ¢AEa’ (6961=1453) Etovg, ivd. o' (see PoLitEs, Katdloyog
xepoypapav 404f., with a mention of the other publications of the same note).

12 On the composer Ioannes Kladas in general, see STATHES, Todvvng KAaddg 6 Aapmaddapiog. The most
recent special reference to him, with a collection of relevant bibliography, is in CHr. I. DEMETRIU,
Spétbyzantinische Kirchenmusik im Spiegel der zypriotischen Handschriftentradition. Studien zum
Machairas Kalophonon Sticherarion A4. Frankfurt/Main 2007, 213-216.

13 See STATHES, Todvvng Kiaddg 6 Aapmaddapiog 48.

14 Forwomen’s position in Byzantium, see: R. IMBRIOTE, ‘H yvvaika 610 Bulavtio. Athens 1923; Sp. LAMPROS,
‘H yovi| mopd toig Bulavtvoig, in: Néog EAAnvopvipev 17 (1923) 258-285; PH. KukuLEs, Bulavtivdv Biog
kai IToMtiopog vol. 2. Athens 1955, 163-218; A. E. Laiw, The role of women in Byzantine Society, in:
Jahrbuch der Osterreichischen Byzantinistik 31/1 (1981) 233-260; Ipem, Addendum to the report
on the role of women in Byzantine Society, in: Jahrbuch der Osterreichischen Byzantinistik 32/1
(1982) 198-204; Ipem,Observations on the life and ideology of Byzantine women, in: Byzantinische
Forschungen 9 (1985) 59-102; K. NixoLau, ‘H 6¢on tiig yuvaikag ot Bulavtivi kowvevia. Athens 1993;
MAaRGARU, Tithot 3-15, 261-274; TaLsor, Women and Religious Life vol. 1, 117-143, vol. 2, 105-122
(with extended relevant bibliography). Cfr. also TsIRONE, Kacowavn 7| dpuvedog 7-10; M. Tsikritses—K.
ZORBAS, ‘H kowvevikn 0¢on Tiig yovaikag HEGa Amd TV AvaAvon TEPEYOHEVOD TOV BE0AOYIKAY SNUOGLELUATMV
¢ meprodov 19101960, in: @eodoyia 78 (2007) 765-792, 774-775.
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ties, both men and women, to remain anonymous. The second one is the daughter
of the famous lampadarios Ioannes Kladas; beyond the obvious weight of the pater-
nal name', her anonymity might be due to some uncertainty about the authorship
of the composition in question, a reserve that is discretely yet clearly voiced in the
manuscript.'®

Both women, however, do not seem to occupy a minor place in the esteem of
their coeval fellow composers. In the case of the Nun’s compostion, which is anthol-
ogized in the unit of the first stasis of the so-called polyeleos of Kukumas (setting
of the verses of Psalm 134)", it is interesting to remark that, apart from the com-
positions of Nikolaos Kukumas himself, who, as one might naturally expect, com-
posed the major part of the polyeleos'®, the Nun is one of the three composers who

15 Cfr. also TuLiaTos-BANKER, Women Composers of Medieval Byzantine Chant 63: “It is not uncommon
in Byzantine musical manuscripts to identify a composer by profession or place of origin. In several
instances composers have even been identified by a family name which has a long standing tradition
of musicians. It is in this fashion that one of our women composers is identified. The one and only
musical composition and inscription in reference to this composer appears in Athens MS. 2406, folio
258v. The composer is identified by the family name and the relationship of the composer to the
patriarch of the family. The inscription reads: ‘It is said that this [composition] is [written] by the
daughter of loannes Kladas'. It is interesting that in the single reference to this woman composer,
no given or Christian name is indicated. In instances where male members of a family are cited, a
given name as well as a family relationship is usually included. From this reference it appears that
the daughter of Ioannes Kladas was probably known as a singer and composer. Her fame is not as
renowned as that of her father who was a leading composer of Byzantine chant of the late fourteenth
century as well the ‘Lampadarios’ or maistor of the Hagia Sophia of Constantinople”.

16 The formulation of the introduction to the composition (in fol. 258") is particularly eloquent; I repeat
it here: “Tod avtod (sc. kOp Twdvvov tod Khadd kol Aapmadapiov tod £dayods faciiikod KANPoL) « TveEg 8¢
Aéyovotv 811 Eotv Tiig Buyarpog avtod: fixog 8’ Eig pvnuocuvov aidviov ctat dikatog.”

17 For the polyeleos of Nikolaos Kukumas in general, see CHALDAEAKES, ‘O moAvéleog 702-747. In
its present anthologation (fol. 54*—62" of codex No. 399 of the Kutlumusiu monastery on Mount
Athos) the polyeleos consists of 26 verses (namely: AodArot, Kbprov / ‘Ot tov Taxdp / Ot éyod Eyvaka
/ Ot péyag 6 Kvprog / Tlavta doa n0EAcev Emoinoev / Ev 1oig Boldoooig kol &v Tacog taig apdocolg /
Aoctpomag gig DeTov €moincey / "Og ématae ta tpwtotoka Aiydmtov / E&anéotethe onpeia kai tépata / "Og
éndragev £€0vn moddd / Tov Inav Pocikéa tdv Apoppaiov / Kai tov "Qy Baciréa g Bacav / Kol nacag tog
Baoireiog Xavadav / KAnpovopiov Toponi Aad adtod / ‘Ot kpvel Kbplog tov Aadv avtod / Ztopa Eyovot
kai 00 Aaincovot / Ztopa £xovot kai oV Aaincovot / OpBaipovg Egovat kol ovk dyovtal / "Qta €xovot kai
ovk dvotisdncovtot / Oi moodvieg adtd / Koi mavteg ol nemofoteg én” otoig / Otkog Topomni, sdloynoote
1oV Kvpiov / Olcog Aapav, edroyhoate tov Kbplov / Ebdoynoate tov Koprov / Edhoyhcsote tov Kopiov / ‘O
Katok@®Vv TepovcainyL.

18 The totality of the verses of this polyeleos, on the basis not only of its label (polyeleos of Kukumas),
but also of its initial inscription (““Etepog molvéheog, Aeyopevog Kovkovpds. fixog o' Aodiot, Kopiov”
[see codex No. 399 of the Kutlumusiu monastery on Mount Athos, fol. 54']), is, of course, attributed
to Nikolaos Kukumas (cfr. CHALDAEAKES, ‘O moAvédeog 702-711); in its present anthologation, the
following 23 verses of the polyeleos are referred to as written by Kukumas: Aodot, Kdpiov (fol. 54Y)
/ Ot tov Tokop (fol. 54557 / 'Ot éyw &yvoka (fol. 557 / 'Ot péyag 6 Kovprog (fol. 551) / ITavta doa
NnBencev €moinoev (fol. 557) / Ev tdic Bakdooorg kol v maooug toig afvocorg (fol. 55Y) / Actpamag €ig betov
émoinoev (fol. 55'-56r) / "Og énarage ta mpotoToka Aiydmrov (fol. 567) / 'E€anéoteile onueio Kol tépato
(fol. 56™) / "Og éndtatev €0vn morka (fol. 56Y) / Tov IZnev PBaciréa tdv Apoppaiov (fol. 56'—577) / Kal
ov "Qy Paciréa tiig Baoav (fol. 577) / Kai macag tag Bacireiog Xavadav (fol. 57%) / Kinpovopiov Topoank
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are additionally mentioned here', the other two being priest Manuel Plagites* and
Christophoros Mystakon?, both very well known in their time. The composition of
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Ao avtod (fol. 57'-58") / Ot kpvel Kdprog tov Aaov avtod (fol. 587) / Zropa €xovot kal ov AoAfcovct
(fol. 58-59Y) / O@Baipovg Erovat kai ovk dyovrar (fol. 59—607) / "Qra €xovot kai ovk Evoticdhcovtat
(fol. 60™) / Oi motodvteg awtd (fol. 60Y) / Oikog Topank, eddoyncate tov Kvprov (fol. 60Y) / Oikog Aopav,
evroyhoate tov Kvprov (fol. 617) / Evhoynoate tov Kopiov (fol. 61Y) / O katowdv Tepovoainu (fol. 61¥—62r).
It has to be noted that three of the aforementioned verses (namely: Ztopo &ovot kai od AoAfcovot
[fol. 58'—59"] / ‘O@boApovg €xovot kai ovk dyovtar [fol. 59—607] / "Qra €xovot kai ovk Evetichncovol
[fol. 60~]) are examples of the so-called kalophonic verses of the polyeleos (on this phenomenon,
see CHALDAEAKES, ‘O molvédeog 648-676); furthermore, in the three last verses of the polyeleos (Oixog
Aapav, gvroyncate tov Kopov [fol. 617] / Evhoyhoate tov Koprov [fol. 61¥] / O katowkdv Tepovoainu
[fol. 61—62']) occurs the well known phenomenon (see CHALDAEAKES, ‘O moAvéheog 553-627 and IDEM
Amo 10 Tomiko tiig dxorovdiog Tod "Opbpov: H EmPoir EE@YAAUKDY TOMTIKAY KEWEVOV GTOV WAAUO TOD
nolveréov, in: TTolvpovia 11 [2007] 66-88) of the imposition of a non-psalmic poetic text (namely,
in the verse Olkog Aapav the following text is inserted: buvioate, ebroyioate, do&acate tov Kopiov;
the verse EvAioynoate tov Kvplov is composed by imposing a respective text, namely: EbAoyncate tov
Koprov, doate ti) maviyve/ fofocmouey cupeaveg eaviy Ty tod dyyélov xoipe edAoynuévn kal povn xoipe
xopdc M mpoevog; finally, in the verse ‘O katow®v Tepovcaip the following, very interesting (and
unmentioned in the relevant bibliography (see StathEs, ‘H AgkanevtacviraBog Y pvoypagio 175-263;
CHALDAEAKES, 'O molvéheog 553-627) poem is imposed, composed in 15-syllable verses: Agbpo, Aovid
mavOavpoaote, Aafe ocov v Kbapav, // AaPe cov 0 yaAtihplov, Aafe cov TV Kvvdpay, // Kol WOAE (ot T
TPOSPopa, XptoTd T@ PanticOHEvTL.

To the Nun is attributed (as it has already been noted) the verse EvLoyfcate tov Kdprov, anthologized
on fol. 61" of the codex No. 399 of the Kutlumusiu monastery on Mount Athos, under the inscription
Tiic Kakoypéac.

To this composer the verse Ztopo €xovot kai od AaAfjcovet is attributed, anthologized on fol. 58~ of
the codex No. 399 of the Kutlumusiou monastery on Mount Athos, under the inscription “Tod mand
Movovn tod IMhayitov”. This is a kalophonic verse of the polyeleos, whose structure appears as follows:
Tod momd Mavovn tod IThayitov. [fxog] o’

Tropa Exovct kol 00 AANGoVGt, Kol 00 AUATGOVGL, Kol 00 AaANGoVoL. / ZTOpa £X0VGLY, £XOVGL GTONA, EXOVGL
kot 00 AaAncovot, ta €l- Ta ldwia / @V EBvav, dpyvpilov. / Apydplov / Kal ypuaiov, Epya / "Epya yepdv
avBpanev, dniovw. / ITodw / AAAniodia, (vV)dAAniodwa, dAniovia / AdAniovw / Adiniovia, d(va)
AAniovia, a(va)AAniovia.

The relevant manuscript tradition usually attributes to Manuel Plagites another kalophonic verse:
‘Opbaipodg Eovot (for its structure, see CHALDAEAKES, ‘O molvéreog 660). This verse is sometimes
ascribed to a certain Georgios Plagiotes, which has led me in the past to consider these two persons
as being one and the same (see CHALDAEAKES, O moAvéreog 395-396, with the relevant bibliography on
the composer). According to the data of the research conducted up to the present day, the kalophonic
verse Xtopa €xovot (referenced to in CHALDAEAKES, ‘O molvédeog 714), is attributed here for the first
time to this composer.

To this composer (see CHALDAEAKES, ‘O moivéleog 430 for the relevant bibliography for him) is
attributed the verse Kai ndvteg oi memoifoteg én” avtoig, anthologized on fol. 60¥ of the codex No. 399
of the Kutlumusiu monastery on Mount Athos, under the inscription “Tod Xpiotopopov”; it is one of
the current, simple verses of the polyeleos. It has to be particularly noted that we have here in the
relevant research the one and only evidence attributing this verse to the aforementioned composer
(see CHALDAEAKES, ‘O mohvéleog 430-435, where the verse in question is not referenced to). However,
the accumulation of so many “unica” in the present “unicum” (cfr. those mentioned in the two
previous notes), interesting as it may be for the tradition represented by the specific manuscript,
generates nevertheless some suspicions (which cannot be explored here any further) about the
accuracy of those unique testimonies.
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Kladas” daughter, anthologized in the unit of the koinonika (communion hymns)
written in all the eight modes (“poems by various poets, both old and new”, ac-
cording to the manuscript®), is counted among the most familiar and widely spread
compositions® of the most famous Byzantine composers?, all of them male, from the
13" century until the fall of Constantinople, i.e. the period during which the codex
was written.” It is, maybe, worthwhile to comment upon a surrepetitious attempt by
the author of the manuscript, who seems to have included in his koinonika - in or-
der to preserve them by regrouping them - various compositions attributed to mem-
bers of “families of chanters”?, known from the manuscript tradition of the time?,
such as the Korones (Xenos Korones, his brother Agathon and his son Manuel)®, the
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See codex No. 2406 of the National Library of Greece, fol. 251" (“Apyf cbv Oed dylo @V Kot oV
KOW®OVIK@V, TOMpHato Sopopmv momtdyv, mokaidv te Kol vEov: dpyn, moinpa kop Todvvov tod Kiadd kol
hopmadapiov 10D edayods Paciiikod KApov: Nxog &' TETPAPmVOS, Vaog Aiveite Tov Kipiov”).

On this particular kind of composition, i.e. the communion hymns, see: S. Harris, The Communion
Chants in Thirteenth-Century Byzantine Musical MSS, in: Studies in Eastern Chant 2 (1971) 51-67;
iDEM, The Communion Chant of the Thirteenth-Century Byzantine Asmatikon. Amsterdam 1999;
D. E. Conomos, The late Byzantine and Slavonic communion cycle: liturgy and music. Washington
1985; N. GHEORGHITA, The structure of Sunday Koinonikon in the Postbyzantine era, in: Tradition
and Innovation in Late- and Postbyzantine Liturgical Chant. Acta of the Congress held at Hernen
Castle in April 2005 (ed. G. WoLrraMm). Leuven 2008, 331-355; ibem, Chinonicul Duminical in perioada
post-Bizantind (1453-1821). Liturgicd si Muzicd. Bucharest 2007 (with relevant bibliographical
references).

In this particular section of the koinonika in all eight modes, on fol. 251™-275" of the codex No.
2406 of the National Library of Greece, compositions are anthologized explicitly attributed to the
following (26 in total) composers (by alphabetical order of their first name): Agathon Korones,
Demetrios Dokeianos, Demetrios Moschianos, Demetrios Rhaidestenos, Georgios Domestikos
Sguropoulos, Georgios Moschianos, Gerasimos Monk Chalkeopulos, Gregorios Alyates, Ioakeim
Monk Charsianites, Ioannes Deacon Sguropulos, Ioannes Domestikos Dukas, Ioannes Kladas,
Manuel Argyropulos, Manuel Blateros, Manuel Chrysaphes, Manuel Korones, Manuel Priest
Ampelokepiotes, Markos Monk Xanthopulos, Michael Priest Propolas, Nikolaos Asan, Pherentares,
Phokas Polites, Theodoros Domestikos of Kallikrateia, Theodoros Katakalon, Theophylaktos
Argyropulos, Xenos Korones. For a general survey of these composers, see M. VELIMIROVIC, Byzantine
Composers in Ms. Athens 2406, in: Essays presented to Egon Wellesz (ed. J. WestrUP). Oxford 1966,
7-18.

See the very instructive note added by the copist of the particular codex on fol. 2917, immediately after
the aforementioned bibliographical notice: “Eig 0010 yobv 10 &tog kai &ig Tiv avtiyv vdiktov énapélofev
6 Mayovpétumeelg T &k O(e0)d 0pyiodsicav Kovotovtivodmoity, Ty paim k0', Tfig fyiag d6ctopdptupog
Beodwaiag, Nuépa TP, BGpa TpdT TG Nuépac. Kal éyéveto Opivog kai oval €ig dravta tov koouov.” See
L. Pouites, Katdhoyog yeipoypdomv 398, 404; cfr. Gr. TH. STATHES, 'H £€£€MEN TG £KKANGLOGTIKTG HOVOIKTIG
ot petofuloavtivi mepiodo, in: Avagpopd gig pvnunv Mntponoiitov Tapdewv Maipov 1914-1986, vol. 4.
Geneva 1989, 432.

On the phenomenon of families of chanters, cfr. A. CHALDAEAKES, Wodtikég “oikoyéveles”, vol. 1: Ot
Padeotnvoi, in: Byzantine Musical Culture. First International Conference-Greece 2007. Paeanea
2009, 157-209.

Cfr. VELIMIROVIC, Byzantine Composers 12f.

Seven poems by first chanter Xenos Korones are anthologized in this particular section of koinonika
in all eight modes in the codex No. 2406 of the National Library of Greece: three Sunday koinonika
(Aivette Tov Kbprov, set in the first plagal mode respectively [fol. 261v-262],the second plagal mode
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Argyropulos (Theophylaktos and Manuel)?, the Sguropulos (deacon Ioannes and
domestikos Georgios)*, and of course the Kladas, represented by Ioannes, the lam-
padarios of the charitable royal clergy, and by his anonymous daughter.”

2. The compositions:

Before proceeding to a detailed analysis of the compositions examined here, I would
like to stress, as a preliminary remark, that the aesthetic dimension of any Byzantine
or post-Byzantine composition is studied, interpreted and analyzed on three levels®’;
namely:

29
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The primordial structure of the composition, resulting automatically from the
structure of the poetical text on which the composition is based.

The secondary morphology of its melos. Here remarks are made on the general
musical makeup of the composition, consisting of particular sub-unities which
the specialized researcher can easily recognize from the way the compositions’
musical phrases are developed one after the other. Besides, this further segmen-

[fol. 263"] and barys [fol. 265']); two koinonika dedicated to the Virgin Mary (Ilotrjptov ootpiov
Ajyopat, set in the second plagal mode nenano respectively [fol. 263'] and the fourth plagal mode
[fol. 2717]); one koinonikon chanted in memory of saints (Eig pvnuocuvov aimviov, set in the second
plagal mode nenano [fol. 263']); and one koinonikon for the Ascension (Avépn 6 @edg &v dAaloypd,
set in barys [fol. 267"]). Together with these a composition by Korones’ son Manuel is anthologized
(a koinonikon for the Annonciation; see fol. 263": “Tod viod ovtod, kbp Movovi tod Kopavn: [fxog] Th.
B' E&eAégato, Kprog, v X1wv”), and another one attributed to Korones” brother Agathon (a Sunday
koinonikon; see fol. 2659-266": “Tloinua kvp Ayadmvog povayod tod Kopaovn: [fxog] Bapds Aiveite tov
Kopiov”).

To Theophylaktos three koinonika are attributed here (in the codex No. 2406 of the National Library
of Greece): one Sunday koinonikon (see fol. 266" ““Etepov, 10D Apyvpomodiov kdp O£o@vAdKTOV
[Axog] Bapdg Aiveite tov Kiopiov”), one chanted in memory of saints (see fol. 269"": “@gopuAdktov
100 Apyvpomovrov: [Axog] Bapvdg Eig pynuocuvov aidviov”) and one dedicated to the Virgin Mary (see
fol. 256 “Tod Apyvpomovrov kbp OgopuAditov, moAitucov: [Axoc] y' Hothpov cwtnpiov Afyopor”);
to Manuel are attributed two koinonika, both of them Sunday koinonika (see, respectively: fol.
267v-268": ““ETepov KOWmVIKOV, Toinua kup Mavouih peictopog Tob Apyvpomodiov: [fyoc] Papic Aiveite
0v Koplov”; and fol. 271'-272": "Etepov, kbp Mavoui paictopog tod Apyvpormoviov- [fixoc] mh. 8 Aiveite
Tov Kvpov”).

See, respectively, in the codex No. 2406 of the National Library of Greece: fol. 252v-253": ““Etepov,
noinuo. kKOp Twdvvov Stokdvov Tod ZyovpomovAov kai dopeoticov tfig Meyong ExxAnoiog [fxog] o
tetpapwvog Eig pvnuocvvov aidviov Eoton dikatog”; and fol. 256V-257": ““Etepov, tod dopeotikov kvp
T'ewpyiov t0d Zyovpomodrov- [xog] y' IMothpov capiov Ayopar.”

The composition of Kladas” daughter (anthologized on fol. 258" of the codex No. 2406 of the National
Library of Greece) is discussed here in detail. Her father, the lampadarios Ioannes Kladas, appears
in the specific section of the same codex as the composer of 13 communion hymns; of them, nine
are Sunday koinonika (Aiveite wov Kvptov, set in the following modes: first [fol. 251" and 251", two
compositions], second [fol. 253™], third [fol. 255V-256"], fourth [fol. 257-258'], barys [fol. 266" and
266Y-267", two compositions] and fourth plagal [fol. 270¥-271" and 272", two compositions]; other
four koinonika are dedicated to the Virgin Mary [ITotrpiov owtnpioo Arfjpopnat, set in the following
modes: third [fol. 256™], fourth [fol. 258"], first and barys [fol. 267'] and fourth plagal [fol. 273"]).
The remarks that follow reflect, in a concise form, my views on the subject which I develop in detail
in my (forthcoming) monography entitled Introduction to the Morphology of Byzantine Music.
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tation of the melos is also noted in a way which is more accessible even to a
simple but attentive observer of the compositions” written form, i.e. by marking
a dot where the poetic text of the composition is written to indicate the transition
between musically different parts of the melody.* In other words, the (usually)
extended and melismatically developed papadic compositions offer a peculiar,
extremely interesting “morphological punctuation” which, quite understand-
ably, is a very safe guide for the comprehension and exact identification of these
secondary structural sub-unities of the composition.
The particular, subtler and more specific techniques of its setting. Here the mu-
sicologist focuses on the analysis, either simple or combined, of the melos that is
developed in the aforementioned sub-unities. This “internal melic development”
is achieved through specific techniques of melopoeia, such as the “repetition”, the
“restatement” (palillogy), the “literal imitation”, the “alteration”, the “restitution”
(apodosis)*, etc. Identifying of and commenting upon these data further contributes
to shedding light on the thought process of the composer, the paths of his musical
inspiration and the whole plan of his composition.

Based, therefore, on the aforementioned plan of analysis, I will subsequently
present the works of the two female composers examined here:

The composition of the Nun is (as it has already been observed above) a verse
from the first stasis of Kukumas’ polyeleos. This means that it forms part of a broader
psalm, viz. the 134", whose structure is already determined by its creator: a psalmic
verse (the semi-verse or another, even smaller part of one of the 21 verses compris-
ing the psalm) and a refrain (ephymnion), which, in the psalm in question, is the
halleluia™®:

33 See]. RaasTED, Some observations on the structure of the Stichera in Byzantine Rite, in: Byzantion 28
(1958) 529-541; DEM, Intonation Formulas and Modal Signatures in Byzantine Musical Manuscripts.
Monumenta Musicae Byzantinae, Subsidia vol. 7. Copenhagen 1966, 55-76; cfr. CHR. TROELSGARD,
Musical Notation and Oral Transmission of Byzantine Chant, in: Classica et Mediaevalia 50 (1999)
249-257; E. N. Kritikou, ‘O Axkdabiotog “Ypvog ot Pulavtivi) kai petapolavtivi pedomotio. Athens 2004,
287; M. ALEXANDRU, AVOALTIKEG TTpooeyyioelg kol iyvniaoio tod kddlovg oty Buvlavrivi) Movoucr. ‘O
evyapilotihplog buvog ¢ Y uvoduev, in: Movowm Gewpia kal Avatvon — Mebodoroyia kai [Ipaén. [Ipaktikad
Zvpmociov (ed. K. TsuGras). Salonica 2006, 321 (note 41).

34 These are the techniques mentioned by CHRYSANTHOS, @ewpntikov Méyo 187-188 (§§ 419-123).

35 See CHALDAEAKES, ‘O molvéieog 226-232.
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Thus, the composition originally consists of two parts: The first part is defined by the
psalmic verse Evloynoate tov Kvptov (or, more accurately, by the second semi-verse
of verses 19 and 20 of Psalm 134) and the second part by the refrain halleluia:

PART A (Evloynoate tov Kopiov):
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PART B (dAAnrodia):

Each of the two parts of the composition is divided in three sub-unities which can
be distinguished on the basis of changes in both the poetical text and the melos, but
also of the clearly discernible “morphological punctuation”:
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B1 ([v]a — [v] dAAniovia):

B2 ([v] &AMAn — it [....]):

B3 (tittt [....] — [v]éAAnoOa):
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To be more precise, part Al functions as a kind of “prologue” to the whole composi-
tion. Its introductory formula [A.1.a] is the usual initial formula of the majority of the
polyeleos verses of this kind.*® Here, however, this formula is slightly different, with
a characteristic melodic cadence on the syllable -te (of the word gbloyncate) [A.1.b],
a cadence that leads immediately to the beginning of the kratema (to) [A.1.c], which
continues in part A2.
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In part A2 one can immediately observe the technique of repetition®, both in the
initial musical phrase, which is repeated twice [A.Z.al—a2], and in another, more ex-
tended formula® that follows and which is also repeated twice [A.Z.cl—cz]. Between
these two formulas two additional ones [A.2.b1—A.2.b2] are inserted, according to
the technique of restatement (palillogy)*, which are not identical, but show evident
melic similarities.*
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36 See CHALDAEAKES, ‘O molvéleog 500-508.

37  Cfr. CHRYSANTHOS, @eopntikov Méya 187 (§ 420): “Repetition is to apply twice a thesis or a whole
melodic period on the same notes, which is very usual in the old mathemata and kratemata [...]” (see
RomaNy, Great Theory of Music 189 [§ 420]).

38 This formula is developed with a diplopetaston and a lygisma in its first part and with a respective
motive (with ison and hyporrhoe) in the second one; it is extended upon the spectrum of the
descending tetrachord (G-D) of the first mode: . . . . .ivs «

R e

39  Cfr. CHRYSANTHOS, @eoprTikov Méya 187 (§ 419): “Restatement is to do the ascent or the descent of a
melody with the same thesis [...]” (see Romanu, Great Theory of Music 188 [§ 419]).

40 In the first formula [A.2.b_] a triphonic descent is attempted from the top of the tetrachord (G) and a
stasis at the basis of the mode (D), while in the second one [A.2.b,] a respective descent is attempted,
but this time in the opposite direction, i.e. from the basis of the fetrachord (D to A), with returning
and stasis again on the basis of the mode (D):
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This part of the composition (A2) is faintly linked to the next one (A3) with three
musical phrases. These three formations which occur here in a dispersed way
[A2.e/A2i/A2j]] are also used by the composer in part A3 [A.3.b/A.3.c/A3.d],
this time in a continuous form and in reversed order.
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Part B1, as a counterpoint to part Al, functions as a “prologue” to the second part
of the composition. It is developed on the basis of the descending tetrachord G-D
[B.1.a] with a characteristic final cadence [B.1.b] at the end of the word halleluia.

n & & F & F & F EDh E LS F n

Bi q'——"'}:\f:—-—tu—r;— TR, e
= - e T i,

-

14 L 4 Ahg g 17|L1? Aoy 1 4
Part B2 is dominated by an extensive formula, which occurs, according to the tech-
nique of descending restatement (palillogy), twice: first beginning with note a
[B.2.d1] and then with note G [B.2.d2]. The cadence of this part [B.2.f], stopping at
the mode’s diphony, at note F, is also characteristic. This fact, assessed in its broader
context and in connection with the previous (first) part of the composition, presents
an interesting alternation of the particular cadences chosen by the composer*, an

41 Part Al ends on the note D, part A2 on the note C and part A3 again on the note D. part B1 ends on
the note D, part B2 (discussed here) on the note F and part B3 on D, respectively.
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alternation which, while maintaining as a stable point of reference the basis of the
mode (and therefore the tetrachord D-G), is also deployed in the nearby tetrachord
C-F, the tetrachord of the fourth plagal mode.
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Part B3, which ends the composition, begins with a repetition of the final melodic
formation of part B2 (which connects the two parts very harmoniously) [B.2.f - B.3.a].
This is followed by an impressively long “chain” of restatement (palillogy), mostly
a descending one, with the same formation*, a formation which is obviously set us-
ing the “web” (ploke)*, occurring six times [B.3.b;-b,].* This part (and the whole
composition) is consummated with a final halleluia [B.3.c], set upon the pentachord
(a-D) of the first mode.
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42  This formation is shaped four times by a xeron klasma and two more times (on either side of the
aforementioned four) by a kratema; both of them are set on an ascending sign, followed by a descent
of twovoices: - -

The subsequent formation [B.3.d], shaped by the same melodic movement, but with the use of
antikenoma and piasma, can be considered as a variation on the previous one: -

43 According to CHRYSANTHOS, @smpnticov Méya 175 (§ 390), “[...] use (chresis) was the varied working-
out of the chant” (see Romanu, Great Theory of Music 179 [§ 390]); cfr. CHRYSANTHOS, @empnTucov Méya
175-176 (§ 392): “ [...] web (ploke) drops the notes one after the other at the distance of two or more
discontinuous intervals, projecting the lower ones or the higher first” (see Romanu, Great Theory of
Music 180 [§ 392)).

44 Note, however, that this chain of musical phrases [B.3.b,-b ] might as well be considered - from
a macrostructural point of view - as an integrated (developed following a quadruple sequence)
descending (from the top to the basis of the pentachord of the first mode [a to D]) melodic line,
which goes as follows: triple repetition of the same formula (consisting of a double web [ploke] - a
repetition that in the first two instances [B.3.b - B.3.bb] is strictly identical, whilst in the third one
[B.3.bbb] is transposed lower by two tones, according to the technique of restatement [palillogy], and
is, finally, completed, in a calm a simple way, at the basis of the mode [B.3.bbbb]).
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In an attempt to analyse the whole composition from a macrostructural melic per-

spective, we might point out the following remarks:

*  The core of the composition consists of a musical formula set in the frame of the
descending basic tetrachord of the first mode (G-D). This formula, unchanged
or, in most cases, with several variations (expanded or contracted) occurs at
least twelve times in the composition.*

The second - by frequency of use - musical formation, occurring six (or even seven)

times, is another short formula (consisting of one ascending and two descending

voices).* The essential difference, however, is that the first formula can be found in
the entire composition; the formula in question though is only used in a part of the
composition (in B3).

Other, regularly repeated formations by means of which the composer completes
the construction of her composition is a scaled ascent of three of four notes?, as well
as the known development of tromikon.* Both of them occur three times.

The use of a limited number of musical formulas undoubtedly confers a sense of
metre to the present composition. The composition is easy not only to learn but also
to remember thanks to the harmonious and calculated assembly of the above-men-
tioned melodic phrases. Finally, since the whole composition is essentially devel-
oped on the basic tetrachord of the mode (D-G), its extremely limited vocal length®
is not only suited perfectly for the monastic environments (from which, by defini-
tion, its composer evolved), but also facilitates its interpretation by female voices in
a decisive way.>

45  See the following formulas: A.2.b,/ A.2.c,/ A.2.b2/A.2.c2/ A2d/A2f/A3a/A3f/A3.g/Bla/
B.2.a/ B.Z.C/B.Z.dl/B.Z.d / B.3.e. (Cfr. supra, notes 38, 40).

46  See the formations B.3.b;-b, xai B.3.d. (Cfr. supra, notes 42, 44).

47 See the formations A.2.e/A.3.d/B.2.e. Of course, the melos here is developed according to the
“straight direction”, as described by CHRYSANTHOS, @cwpntikov Méya 175 (§ 391): “[...] straight is the
direction which ascends in succeeding notes [...]” (see Romanu, Great Theory of Music179 [§ 391]).

48 See the formations A.2.g/A.2j/A3.Db.

49 Note that on the accented tone, the melos strikes only once the note A of the lower vocal area
(see A.2.b,), while on the pitched tone it strikes six times the note a of the highest vocal area (see
A3.e/B. 2%/ B.2.d,/B.3.b / B.3.b / B.3.d), thus forming — visually — a full scale; there are also some
instances where tflle melody falls into the middle mode, at the note B of the lower vocal area (see
Alb/A2.d-e/A2.h-i/A.3.b<).

50 For more specific remarks on the female voice, see KorRAKIDES, ‘H povotkry &ia tig yovaukeiog poviig ko
1| GUUUETOYN TG OTNV EKKANCLOOTIKT pedmdia 922926 and 1DEM, "H povoikn déia Tig yuvaikeiog emviig kol
1| cuppeToyh otV EkKAnolooTikn pelodio 146-160.
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The composition of Kladas” daughter is (as has been noted above) a koinonikon
Ei¢ pvnuoocvvov aidviov &otar dikoiog, which can be considered as a koinonikon of
the Week (suitable, notably, for Tuesday) or as a koinonikon chanted in memory
of saints. Its structure (and, more generally, the structure of all communion hymns,
whose poetic text is taken from David’s psalms) is similar to the one of the previ-
ously analysed composition: it consists of a psalmic verse chosen in such a way as to
befit the celebrated feast and the refrain (ephymnion) halleluia, which is very com-
mon in the psalms of David:

o~

Kj‘l‘

b

Thus, the composition is originally divided into two parts. The first part is defined
by the psalmic verse Eig pvnuoovvov aidviov Eotar dikatog (Psalm 111, 6b) and the
second one by the refrain halleluia:

PART A (Eig pynuodcvvov aidviov Eoton dikatog):

o et
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PART B (dAAnrodia):

Each of the two parts of the composition is divided again according to the rhythm
of the poetic text, the alternations of the melos and the clearly discernible “morpho-
logical punctuation”, in several sub-unities: two for the first part and eight for the
second one:

Al (Eig pvnudovvov aidviov gota):
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B1 (&AAn-[v]dAinrodiar):

B2 (Aéye):*!

B3 (&AAn-[v]dAinrolia):

B4 (méhw):

BS5 (6AAN-[v]aAAnioia):

51
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As one can see in the relevant facsimile, at the end of part Bl the usual final point is not marked,
which could mean that the setting of the word Aéye was included in this part; nevertheless I separate
it here, as part B2 — Aéye — considering it as a prelude to the next part B3 (halleluia), obviously
matching the structure of the two subsequent parts (B4 [ndAv] and B5 [halleluia]).
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B8 (dAAniovin):
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To be more specific, part Al begins with a musical motive (a formula of parakletike)
repeated twice [A.l.al—az]. It continues by using the technique of restatement (pali-
llogy), since the same musical phrase is repeated four times [A.1.b;-b,], and closes
with a typical cadence on the basis of the fourth mode [A.1.d].
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With exactly the same cadence also the part A2 [A.2.d] is completed, following the
technique of restitution (apodosis).”” At the beginning of this part once more a triple

52 Cfr. CHRYSANTHOS, @gopntikov Méya 188 (§ 423): “Restitution is to compose for all the endings of the
text’s periods one cadence, the melody of which extends to two or three four-beat measures, in the
new sticherarion and up to several metres in the papadike [...]” (see Romanu, Great Theory of Music
189 [§ 423]).
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repetition of essentially the same® musical motive [A.2.a;-a5] occurs, while the mel-
ody progressively shifts to the fourth plagal mode before the end [A.2.c].
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In part B1 one can distinguish two melodic lines: the first one is shorter, a formation
presented as a double (descending) restatement (palillogy) [B.1.a;-a,], while the
second one is more extended, a formula which (following the technique of repeti-
tion) occurs also twice [B.1.b;-b,]. The latter two repeated formulas are united by a
scheme of scaled ascension of three notes [B.1.c]*.
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Parts B3 and B5 (introduced respectively by parts B2 and B4) are strictly identical.
The melos (which is the same in both) is elaborate and precious, moving in high vo-
cal areas, and - without using any special technique of recreating identical or similar
musical motives - consists of a sequence of separate musical phrases or formations.”

53 Despite the (in each case) differentiated notation, in all three formations the melodic movement is
exactly the same; the only difference is that in the first two (A.2.a, and A.2.a,) it is developed on a
descending tone, inside the di-tone G-E, while in the third one (A.2.a5) it is developed within the
di-tone F-D.

54 A similar formation, developed of course in straight direction (cfr. supra, note 47), has been used by
the composer in the previous part (see A.2.b).

55 I note, however, here the following (subsequent) formulas or formations: the kratema [B.3.a],
the parakalesma [B.3.b] (a formula also used for the setting of part B4 [ndAw]), the tromikon
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This melic sophistication, which is strongly present in the aforementioned parts (B2-
B5), culminates in part B6, with the meaningless syllables of a nenanismos.*
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[B.3.c], the psephiston [B.3.d], the other parakalesma with lygisma and antikenoma [B.3.e], the
tromikonparakalesma [B.3.g], but also the known (final) formula of the fourth mode [B.3.f].

This part begins with a double (descending) restatement (palillogy) of the formula of parakalesma
[B.6.a,-a,], after which, by means of a scheme of triphonic scaled ascent [B.6.b] (also used by the
composer in parts A2 [A.2.b] and Bl [B.1.c]; cfr. supra, note 54), the melody gradually ends (with
formations of parakletike [B.6.c] and antikenokyklisma [B.6.d]) at the basis of the fourth plagal mode

©).
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In part B7, where the composer lets the melody shift back to the fourth mode”, one
can immediately recognize some interesting “internal musical loans”: the melos at
the end of the word nalleluia (syllables -Aovwa) [B.7.c] is strictly identical to the one
at the word dikaios in part A2 [A.2.b], while in the final cadence of this part [B.7.d.]
the technique of the restitution (apodosis) is once again used, since the melos is ex-
actly identical to the respective conclusion of part Al [A.1.c]*.
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The composition is completed with part B8, a panegyrical setting of the entire word
halleluia, fairly elaborate and in high vocal areas®. The melos, quite surprisingly,
does not end on the note G, viz. the base of the fourth mode, which is the main mode
of the composition, but on the base of the fourth plagal mode, the note C. This final
part may also be considered as a “summary” of the phonetic range of the whole
composition, since - despite its shortness - it extends from the note C of the middle
vocal area to the note d of the high one.

57 This is achieved through a formation of homalon [B.7.a] at the beginning and subsequently with a
scaled ascent of four notes [B.7.b.]; note that this is the fourth time that the latter melodic scheme of
straight use is used in the present composition (cfr. supra, notes 54 and 56).

58 Cfr. TuLiatos-BaNkErR, Women Composers of Medieval Byzantine Chant 65: “A double cadence
concludes the setting of the antiphon proper. The second cadence which precedes the refrain is
composed of a GFGFG motive that brings that portion of the chant to a close on the final G. However,
the refrain of the chant does not end on the expected final but rather a fifth lower on G. The cadential
formula is a pentachord G to C, which is identified with the lettered brachets C in Example 1. In the
final cadence of the refrain, this formula appears in an extended sequential form. In its five-note
form, it is the cadence for the fourth halleluia statement and is the first of a double cadence for the
setting of the Antiphon proper.”

59 Here are also various formulas or formations used such as: kratema with antikenoma [B.8.a],
tromikon [B.8.b], antikenokylisma [B.8.c], kratema with psephiston [B.8.d] and lygisma [B.8.e].
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From a macrostructural perspective, the composition seems to rely mainly on the
calophonic elaboration of the refrain halleluia, undertaken in its second part. Pre-
cisely because of the intended melic elaboration, no specific formulas are distin-
guished, but there is a plethora of elaborated and often sophisticated musical mo-
tives which follow each other in order to embellish the whole chant.® Nevertheless,
as we have already observed above in our microstructural analysis of the compo-
sition, the composer limits herself to simpler musical lines with repetitive musi-
cal motives, especially in the first part of her composition, where several formu-
las (such as those of parakletike, parakalesma, tromikon, etc.) are constantly used;
moreover, it is extremely interesting that the same formulas are also found in parts
B1, B7 and B8 of the composition, which are placed at both sides of the aforemen-
tioned calophonic elaboration of halleluia®. It would not, therefore, be groundless
to claim that, beside the above noted obvious and understandable morphological
division of the composition in two unequal parts, there is another (latent) division,
also in two parts: one simple and classical (A1, A2, B1, B7, B8) and the other more
elaborate and calophonic (B2-B6), inserted into the first one. This second division,
which is more equal in comparison to the first one, and the subsequent successful
attempt to keep the balance between a series of polarized oppositions (old vs. new,
classical vs. elaborate, traditional vs. innovative and so on) is, to my opinion, the

60 It must, however, be noted that in this part the technique of repetition is also applied in a
macrostructural perspective, i.e. not inside just one part of the composition (with the repetition of a
musical formula) but in its totality (with the repetition of one full part). Should we try to “deconstruct”
this kalophonic part of the composition (exempting the hortative imperatives Aéye and méiv — that
support the repetition of the musical motive of halleluia — and limiting ourselves to the simple —and
not double — quoting of the refrain, with the nenanismos in the end), the remaining melos would also
be limited, both in extent and in melic sophistication, as follows:

61 It is worth noting that at the end of part Bl is used a formula of homalon [B.1.d], which we have
also observed in the composition of the Nun (in part A2 [A.2.h]), written in exactly the same manner
and tonality. Given the fact that the two compositions belong to entirely different kinds (polyeleos
and koinonikon respectively) and are set in different modes (first and fourth respectively), this
“coincidence” is not what one might anticipate, and is therefore very remarkable.
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most important (albeit latent) parameter of the musical proposition presented here
by the composer.

3. Remarks:

The two compositions analysed above are typical examples of papadic melopoeia.
Despite the fact that they belong to different kinds of psalmody (the first one being
a polyeleos verse, the second one a communion hymn), both of them belong to the
same kind of melopoeia (i.e. the papadic one), and therefore display obvious simila-
rities, which is also highlighted by their common basic structure (they both consist
of two parts, of which the first one sets a psalmic verse and the second one the typi-
cal refrain halleluia). Nevertheless, as their respective analysis has clearly showed,
their differences are much more remarkable both in their morphological structure
and in their whole melodic elaboration:

The composition of the Nun clearly displays an admirable equilibrium between
its two parts. In the first part, between the two words of the psalmic hemistich
(evhoynoate and kOpiov), the composer inserts a kratema consisting of nonsense syl-
lables which are homophonic to the article (tov) existing between the aforementio-
ned words. Observe the characteristic threefold structure of this first part: in part
A1l are deployed the word EvAoyncoate and the beginning of the kratema (o) that
follows; part A2 is occupied by the kratema, deployed almost entirely upon the syl-
lables tototo (formed, as it has been observed above, in such a manner as to produce
homophony with the article tov) which only at the end of this part are transformed
into the corresponding syllables terere; next comes part A3, in which the remaining
portion of the psalmic hemistich (tov Kbpiov) is set, preceded though by the kratema
terere, as a prolongation of part A2. Thus the kratema (part A2) is not simply inser-
ted by the composer between the two words of the poetic text, but seems to “pene-
trate” them harmonically, through both the corresponding preparation (in part Al)
and its extension (in part A3). It also needs to be noted that the extension of the first
part of that kind of composition (where the psalmic verse is deployed, i.e. a poetic
text with a clear meaning which should normally be easily understood by the liste-
ner) is not a usual practice. From this point of view, the composer does innovate;
however, it is probable that she considered this kind of “innovation” as a necessary
means to obtain the overall equilibrium that characterizes her composition. Indeed,
close observation shows that the second part of the composition displays a similar
makeup concerning both the extent of the melody and the morphological structure.
There is an equivalent kratema inserted exactly in the middle of the one and only
word that constitutes the poetical text, i.e. the word halleluia. Observe again: in part
B1 the entire word halleluia is set; part Bl consists of a kratema, which once again is
not developed independently, but on the syllable -An) of the word halleluia (a syllab-
le occupying the exact middle of the world), a homophonic kratema formed by the
syllables titity; finally, in part B3 the entire refrain (the word halleluia) is repeated,
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immediately after the kratema tttitt. In other words, the inserted kratema “penetra-
tes”, as an extension and harmonic connection, not the words of a phrase, but the
syllables of a word of the poetical text.

On the contrary, the composition of EvAoyncate tov Kvpiov Kladas” daughter fol-
lows, in a more conventional way, the traditional melic standards of its time. There
is a clearly discernible disequilibrium between its first and its second part regarding
both the extent of the melos and the morphological structure. In the first part (based
on the psalmic text Eig pvnuoovvov aidviov &otan dikatog), the key-word is the verb
éotat, which, by means of a melic extension, divides the two portions of the first
part: Al (Eig pvnuoouvov aidviov €oton) and A2 (beginning with a repetition of the
verb, after an emphatic syllable which does not belong to the traditional poetical
text: (ve) gotan dikaoc. Thus, instead of a more conventional division of the poetical
text in two equal parts (e.g. Eig pvnpoovvov aimviov // €oton dikatog), we have here two
unequal parts, with the extensively set verb &oston “penetrating” (in a proportional
fashion) both of them. The melic center of gravity of the composition is, however,
being shifted to its second part, with the exclusive setting of the refrain (halleluia).
Essentially, one notes here the usual ecclesiastical practice of repeating this refrain
three times: observe the parts B1, B7 and B8, where the halleluia is being set three
times in a row. However, this common triple repetition of the refrain is intertwined
with a further melic elaboration of the same world, structured according to the then
widely diffused practice of twice repeating the halleluia by using the (non related
to the poetic text) words Aéye and naAwv (which are usually referred to as “horta-
tive imperatives”): observe the parts B2-B3 and B4-B5, where we have a double
repetition of halleluia (a repetition which is not only verbal but also musical, since
the melos in parts B3 and B5 is strictly identical), preceded, respectively, by the two
aforementioned words. These words function as a (mental) invitation to the chanter:
Aéye (imperative of the verb Aéym = to say) and ndAwv = again (here of course one
must infer the previous imperative, i.e. “say [= chant] again”); at the same time,
from a melic point of view, they constitute a tangible evidence of the special mor-
phological division of the composition into equal additional parts. This division is
discernible not only visually (the two words are marked in red ink, contrary to the
rest of the text written in black ink), but also musically, since these words are sung
by a soloist, whilst the rest of the composition is chanted by the choir. Finally, this
“musical commentary” upon the refrain halleluia is concluded with part B6, a part
that duly completes the melic sophistication of the refrain (through the addition of a
kratema) and at the same time functions as a harmonious introduction (according to
the logic of “preparation”, a popular practice of the composers) to the parts that fol-
low: observe that the kratema here is informed homophonically to the initial letter of
the word halleluia (a - vaveva), i.e. the word which the immediately following part
(B7) of the composition begins with. Thus, the refrain is repeated five times in all.
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4. Conclusion:
What is the (obvious or latent) “message” inherent in these two compositions, which
are, at least up to the present day, the only musical products of female composers?

The composition of the Nun shows an admirable equilibrium both in its general
construction and in its constitutive parts. It looks like a perfectly executed “embro-
idery”, brocaded with extraordinary diligence and care, which “ornates” the broader
composition of the Kukumas’ polyleos. It is characterised by its flawless order, an
element which, albeit (partially) present in the respective works of male composers,
finds here its most unadulterated expression.

The composition of the Kladas” daughter, also extremely interesting and finely
constructed, does not seem to display any clearly discernible difference from other
similar compositions elaborated by male musical creators. This is a conclusion to
which we are led by a first glance (superficial) assessment. Nevertheless, its inter-
nal division into equal parts, as it has been analysed in detail above, marks a sharp
contrast to its obvious unequal structure and cannot go uncommented. From it ema-
nates interiority, a secretiveness (whose aim is, of course, symmetry) that can be
interpreted as a carefully hidden manifestation of female sensibility.

Using the eye of my imagination, I try to “see” the two women: The first one,
dwelling (very probably) in a monastic environment (and therefore enjoying a social
and ideological “autonomy”) during the period of the absolute bloom of Byzantine
civilization, seems free to express herself according to her nature, to directly and
spontaneously manifest her feelings and inspiration, even in the frame of an artistic
milieu that was not particularly “favourable” to women. The second one, living un-
der the heavy shadow of a famous father, in a cosmopolitan environment, but in a
time of absolute decline and generalized artistic backlash, expresses, through female
cunning, a latent reaction, a secret and silent “voice of protest”, a “codified” - im-
penetrable to the many (but not to the initiated few) - divergence from the musical
standards and techniques that were established and widely used by the rest of her
(male) colleagues. Both women, however, share a common goal: metre.

And I come to wonder: Could this ordained, well-balanced and moderate spirit
that permeates both compositions, either explicitly or implicitly, be the specific con-
tribution of a female composer to Byzantine melopoeia?
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