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dsdnb, Mmpnbag yggemsd oggol, om b bodbagl ,3mmogmmbos” s ,dmbmgpmbas”,
680bs dmmagmbanls®, 56 ,68nbrs Smbmaymbaal” sMmbgdmanb bs jombe jamaeg mosw Mhgds.

d0babGomm dqbogel odjefem ad3b sbgon ,B8nbws dmbmgmbana® Gfspagne: gb
>0l dmeamufo s dmbmgmbontn dgmdbmema dybogs. ob MM smabbmymemby dgd bobl
3M(30mE)dmEs, Mmamfy gofMaswo (3bmdnma dmbmgymboato dubngs — JMo@Gnsbmdob
a036(39rmg800sb (| bamsmbowsb) mmadry. 8gsmg Lawgnbob Fxo Bemgdnwsb, ogagy 3«bo-
35 asmdmogynds dbmemmee Lfmmo s s3@mbmdnmMa Bm@oganl babgadal Ladwmaemagdom,
tmdgmbay bogmdzmam grgslb dgmhdbyma sbdobo. Rggb gobmdo s gbbogmmdm dobs
asbmmadomn 7 sosbo 8abogsmamn bambsByfmoo, Mmmdgmag dgngesl smobby 89 do-
BobGogma o 3mb@-dnbobngma 3mIdmbagmenl bobafMdmgdl; yzgme Bpdmblgbndnma
3md3mbab@n — Bm@ons, gmB3mbningdn, 3M33mbo@dmMgdn, mgom dqbngs RaFomE
a0l smnafgdama, Mmamfy Godato dsgsmomn BBnbws 8mbmaymbonmae dybn jamaHo
Gfoozanbs.

ormd(3e, sbge ,3mbmeymbagm” BMspnznada dgnbadbyds Madpnbads mgmGanme 98-
30390mgds, MHmgmtnges, XVl bayggbol asbdsgmmdsdn BabBgdn wadopgoymoe oghob
— Jo3m8nmb Bmbabmbnl 8ng6h ©sbgfnma obbamads. 856 dgobbs Imyemg mgmtomma
BOsGoGo — 0bBaMm3Mmgdor3ns dqbngodn, Bmdgmaory sbemsbabl asdmgodznyby gMndngmm
a>dmd(3g8ado (Chaldaeakes, 2015). dob @obobyobdn dgaodmase Bangnmbmon:

dol, gobog bo@mb mdgmoob pebdomgdno gongml 8mbags, 3ofggm Mmogdn, mbpo
agmogh bebyobo boggaba@adol 0b®afzsrmo Gommabmdnl dmbasgzgdgdo oo o Hmgme
onob o Badmpnob b boggbamade; gGma 8bfng, 8ob Mbpo gedmnygbmb bojmmsmo gmbg-
do domn olsogemams s, 8gmmg 866ng, asdmoygbmb bojmaremn bds dom bogorrmdmag.
dnfigacnol gomgdy, damEgl dombags gogntiogds, mamddol dgmdmadaemos; oo gobdy ao-
mmdb o8 dgompob godmygbgdol gsfigds, ab bodbgmmgdn bgnfbmdab dgo3b.

sdo@md, daammdgemds, domggem Mmogdn, mbros g3s6bsbmgmml Babolbbom mowggbomo
Jomm s 8ol dplmpg  monbymb  gsenmds, gaemmb  goblsbeogms  Bomimawggbl
dqbabEamadamo Jobgnb boeymdagemb; Mopgsb ob o@ol abmbob wsbsbyobn, Hmamy gl
smbgfomos Bgdbogatio ogommbsbfobom, obygg, Mmameyg odogg 3obgob dgbedadnbo
gobagmn. jogmmb goblo brmgfo gowadbyggdos dofagnagal dFmmzaamobogob, doMogmagn
a0l bogabamgdob womgmes @s gorrmads gedmbodogh door bamalbl; sdogmd gfma dgmegl
39Madg 39/ 0s6ladgdl; moyEmm LBmMop JoMagmsgo sMol ogems s Bsmnbbosbo gogmmds
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Bgds dmdgeom, sdag magededm Medrpgbndy asbdst@gdnma 3m3gb@amn bgdmo dmy-
3oboee Bogdb@by;

o Job, gobog LaML @dgFmnl ebdsaMmgdaor gongmb dnlogs, 3ofzger Mogdo, 9bws
nzmegh bobyabo boxmabamadnb nbBgfgommafn Mammybmdal dmbar;9dqdo o o Hmgme
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do doon wobsogemgema ©s, dymmy dbMog, a38mnygbmb bsymmsmo bds doo bogsemmdmagm.
domgamob gomgdy, dgmeigh dombags godommgds, enmddalb dgadmgdgemns; oo gobdy go-
mmdb 88 8gomool godmygbadal gomgdy, 9b bodbgmgdo byomHbmdab Jgagb.

v mdgfmonb pobdsfgdnor: b Hnmnmgﬁa, Bn%aﬁ@nﬂﬁn dbngol cmpmeenb ygnens Bg-
Jb&ob abobyolidn 36nd3bgmmgzabn s LEIMIMEBE3Mmas; ob. Bogemnmap, 3.6. dodsoyob
Bobs mgmEnal abobyabo (: wobygde 68nbro mdgmmab wobdsfgdno d0BobBomno dobognb
6938980bargal); s8s@gdom, sbggy, oangg BgbmBgbo gnbndbgds dabob@ngmo Bqbojel
Godym bm@gddn; dogomomo, LnMgmEedmma asdmbomzadn, bydmbbgbgdama dmba-
Jomafin bymbabgmolb Labynlb BambyMmadan, HmBgmbag dges Jodowa o sba sbomemmans (:
wobyndo, 6anbps mdgmmab dgbggbom, dBrbmal rmmesggdobs oo bbg.). Bmamfy asdmomgzs
(Karaisaridis, 2013: 276) ,3s3m8ambogolb bgmmzbgdol @adymdsl, 8wbagom ws3ag9dsl,
obgdMogos, o3k GMsbbigbrgbmme bsbosmn, sl w3nmggmgbe dmmbmgbs — aymb
dgPmmsb. gb 0d0gmd, MmA3 gemmdeb (3mEbs 3Fob BgdubgdMmnge bogdo ©s FMBmbmgbal
>thggsbDy ofnl GnbBmpgdmmo. dosdnge s@hRggebo, (3mebolb BymMgomo s owo doemabb-
dggs LBagemebmgol mgmogdfngo abBatgdal 8nbgbas.”

v 3mbognb g53383: ,as53980b" (36930L a38mygbgds (BgMmdbymaw ByMos Bnzgdamols
Bobrgdmmam «év Katalijyem) sGob ©obsBanMo s 3Magamasbbm8nmgdnsbn, wda@ b,
waba@gdomn Lgdab@ognmn 8bnd3bgmmdgdom ©bynlngddn; Agdn sbEnm, dgbsdrgdgmns
dnbo Bogombgs 9bgManmmaw (89 8908l dmbin o) o6 dsbanfaw (89 domansbaop dnbo oo o
dgdymmdagnn); 88 gebobgbgm dgdmbggzedn, Somnsbop Bogammebbdyggos ,dmbngsmamo
3oBomgnbaob” (354353900b) d9bobadbagn e39bmagbn, Mmeabag Bnbogebmab s 393daMhgda-
o gfdbmds, ,dnbogemam gjlb@ebdn" ymebal dbasgbne.

» 3ob vbes niymegb Labynbn boggbu@adal nbBgMgsemfo Bompgbmdal 8mbs(33dsda:
GoM3nbl ,b3s" dg3M0 86ndgbgrmmds o3l dababBramn Bulbogal ogm@esdn; oads, of
nan oxmnsbo d9qbadadnds s ymMEal, baggbual 860d3bgmmdab; 396bsgmmmgdom, byda-
b3ngo Fgbojsrmn dagfommMognl [Bﬂjaﬁn@n b3gnggngno Jn{::!mmn] boggby@ndls dm=
ol 0bBgFgama® mabsggasmpmdsl, dbmmme ndnlb ascmzsmabbabgdnm, Gm8 dgsmmdgeb
oagobngmere dgndemes b3nl dmdMamdal 5655-sbggs {ﬁmamﬁu ab Lagggbm@agdos oda-
@engdnen © @3adeydyemo).

» gt dbfng, 836 Wbps 333mnygbmb b gmmsmn gmbyds dser absegmmgmmap o, dgm-
g dbtang, 308maggbmb bs gmman b8s 8o bagsmmdemag: dnbab@oma 8mbogal LBsgmydal
mfo dofomsgn g@edab (3sMsmmagn s Ggemmbo) blgbgdmemo JsMBmbammn mabssfbgdmds
30l dogrnsb banb@gegbm 8 mgambabmnbag: JoMomagn dgbgamamap gommdnl Mmmb,
ob gormmds dgbdeemyMmap doMmormagnl mmb.

v ogo gobdy gogmmadl o8 dgompnb aodmygbadol z3oMgdy, gb Lndbaemgdn Lgombmdsl
Jaogh: dsgomaFogagmo Bomnmgdos: a0 3G3sb dndgsgb 8685, mMagy Rogefimgds mm-
dmdo. dgbadengdgemns, o gb sMnb @sdarmyma. Gafdabn ,bodbgmg” obgGomes dgdba-
mse dgdmgan Logyzem — «oxotopuRvny, gb edgnsmn Lodygss, Gmdgma dgandmosm db-
mmme dodbmafMogome dmgdnodo 8mdgdbmen.
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330$m3, gaermdgends dntizgrmgbse 60b3bEM b 3dmszbapmb 336bsdrgfigemo
Joerm ©> 9dpga ©anbymb a3emmds, Mg b 58 Bmbsmmdnb 3563bowgds baggmdzgemns dggmm-
nobs, Gmdgmog mbps ngogmmdmb. gb sl @sbaBynbn 36 nbmbn, Amamm(y 35633MBda-
0 gbngin Ggmdnbmenmannc s sbggg, d9bsdsdnbsow — sdmemmads ndagy dgemmmanbs..

* F3oermdyeds, dozgemgbaom, BobsbBs bps 333mabamb 3s6bsdegMigemn zocom
®o d98wga wonbymb garmmds: 58 mgsmbabfnbom, R3nb agzedsb BydabBng@ zommmdo q.6. 0b-
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&mbooo gmmdgmab 3hmgeyob domask Lsnb@gMmabm smByMommds; ogngy 3Hmeyg-
@G> ofinb seBgfagmo 8gbedadol, sy (36mdom cgmBonm Bmsd@o@gdda, dsasmomarm,
9-6 sgomimenm@obo: Gmmaba, Bggh gednmgdo Lodmgmal — o6 LBsgmadsb — Bagb 6o
©d3nBymom 9b9dgdsmo. gb GofHBobn smbndbagl ggmb dg8mmgdol ~ 366906900, dogamnmog,
53 608bagl ,mdgHom, Fg8nByamy”. Bobgbo 58 mm(3zabs Mab ab, GmE ygggmsaga, Gy
0Bygds, Mbws woabymb ,mByManbagdn mbmgbom® @ waliMumenl, saFgess, w89 ndn"
(Raasted, 1983: 11-2%%)..
* Gmbogpmdnb 3563bomds bagmdzgemos daemmpnnbs, Fmdamai 9bEs ngsermdmb.

ab 360b @sboBgobo 36 obmbo, Gmgmei; 3o63>mGgdmemns 6oz Bgmdnbmmmanon s,
obggg, dgbsdsdobaw — @sdepmmads ndsgg Bgemmmpnnby.): o], Bydmyan §9G80bgdol — ,bseynd-
gomo”, ,obobyoba®, ,0bmbe®, ,mababEumma®, a3mygbgds 3gMngHsbomadamem w900 3o
&MAnbgdmsb” 3mddnbs(3nadn (MmBrndagy Bsoemsm bos nbsb Bsjnmbmmba dababgomo
dgbogab mgmBogmn LEIbEsMEd0L Bgbedsdabsm), 3nfrsded Bommomadyb Jedswogob
Bobag orgmBnaty: Lwobobyobo, dms, @obobegmn s Bmgmo bob@gds Bggdgdobs ool
nbmbo“ (Tardo 1938:151; Alexandru—Troelsgird 2008 & 2013).
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goermb Jydmegds sl 360dzbyemmgzababo 3mamagal 3hmgemmobmgal; 3smaemsgn
b baggbargdal ooz ©3 gormmds sEagbl dom mgabydal; s3ngma oo dgmeinb gs-
%939 59 056bg833l; meGm baongmo Fimd ogmb, 3s6isemagn sMab gFHmEEmmESE NS ©
b3%nbbnobn bagaenmdm dhmegmmms.

» gnemb dg8megds ofinb wdbodzbgemmzababo 3smamognb 3fmpgmmmobogal: 58 mase-
Lobabom, dmblgbgdmeros 3sbLsgnmGgdgese snbsbodbagn ,3o3d06n": Jofgom Fogdo,
Babl 9.6, doBormagob Bgomeals 883afs Jmfgmsgns Bbogoma® 3gLbagmabmsb; s dmb-
Lbgdyenes dgbadadabn BMogomBsM3ammasbo baggbMade, Hmdmadacsy dgbsdmagdamos
bgdobdngn jormml 0bGmbsomtio gm@mdamob Jgbemmads (9Fm-gFHmo, hendgmo(y sbabw-
o agm 606> Baba@smgdsdo: 33smmdgmBs msz@sdnmggmon Mbws asbozbommb Bobabba
3obLodegfyemn Gmbo ©s Ig8rga ngsmmdmb); 8gmemyg Bbfog, 08al BgbsdsBobap, ov G
30l aedmbsgmma 0dsgg Bobsmomgdal msbsfRgh GsBomdn Byfdeboc — gommds, 6o
aneebbdgges badmemmm baggbyfo dobsb@enme dgbogol Jgbmmmadobs, gem-9Fma 1.6,
w39ermbosasbn”, Gmdemol dgbsdsdabsm LobBsdwgorgdo wsmagbomos ,b8gdol mgnbgds®;
ogds, Ampgbag Bggb mgsmb gewyzbgde 88 mgmGommo GMad@edob s3@menb BndMgdb,
dofadom Robl, Gmd w339 bgBmblbgbgdmm @G Jmeabdn - ndoMomago-8gmmbn” (:gfﬁmn
396 006bgdgdl dgmeinl gomydy) Bogmmnbbdgses 5@ Mmembonls 3m(3gbo; 53 Jgbnd-
3bo@ob ,gommdal”, Mmamy dgmmbols 860d36gmmdnem 353930L Fgbadmydmmds, Rebl,
03965 3epobby gowowalb ©s a3zengds BsBBnge (3080Mgdnm ,WeGHm Jgmmadsde gt ©s
dgemmpngiio dabiimmgds da@Fmgmbonbs” (858 Fmambos bsmobbmdaga goenmdob Jm-
3@YM0b dgbsdadnbow) ©d 83oma0blb dofornagl: doMormage sfnls gRopGmumsp mges
> bafabbmomago gommdals 3Gm3nns.

dogpaab dmagfo o asbyymeggme ja380M0 me (36980bs (JeMmsemsgn - dg@Gmambos),
Bemdgmoy (gommbmgagMo s dpmeamaon®e asagdom) obsbosmgdammos s GoBEm
(g0 8gmGols 35638y 39 nafibydgdl) 3gfogmsbaMgdom, sGedm smbyamns BOMNMS,
(86nd36mmzabo oo aobbognmmgdummo 3gfdbama ggMdaman Gadoom «ouvELELKTUW),
dgbodmms, (Hmpbabmbolb Baobiggde Bgbsdmm @afhmmo qbogomaa JsMmsBadHydol
6ofdmbabgomn dogdem) aagndam ogbsl NaGm Gsgdnynmew, Gmam@g (Bgbsdmm o6
dgbadrmgdgeme) afedo  Fgaagabgds agmpBmb  JsMeengmnfer  (Bmmogmbon@a 3Bl
dgbadsdabap); Fnbngsmame Ggamebyds (Bodnmo doMamsgals s g mamboob goobzoel
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3qbodaBnba, JoMase (36mdomn mgBmobmliol @mM3nbs, 3gbGsdmMmabs  gmgsmmHo
adabigome-omBsbamnm) gl a@magdl  bydmblgbgdam dgbdympdol  3mzgbdy,
Fmdgma(y 9egib bobjMmbamas, LanbyMgbm gaM@ojommnM-3sMamamato aabgomstgdab
Bqbodsdnbag; oo sbgmes Jndmogbs, (eGgmmo) Babeben®o Fgbogal  (Fgbngs
pmado@ o (3bmdnmos, Mmam(y mbmoymbom@n), dmmogmbano gobbmdamgdsbo,
dgbademms, a08mBgmagzbmgl of.

g50dmmd, Gmd, 38 mgambsbfobom, Medwgbedy asbdoM@gdomn 3mdnb@ofn oMHab
bagonim:

asdmgnynbgd gomgmorng®o daboboymo dnbogol Bm@gdl, dgbogoeng®m dagamnmb,
GBmdgmng gngegh smBsger s omBagam 3gobegdl. bm@gde wsbgfomos doBob@ogn
Beodozoolb 3.6. dggeme dgomon; 83 mbogamymo dogarmoonl aommdoborgob, 83 bwos
Bngygg LA LagggbmMb, ndabmgol, M8 gobBogmm s dmgsdbsmm bvymn bEyHIMyGs-
303 gb 560l 1339 bgdmbbgbgdmme Lade Laggbgmo, AmBgmo3 sbgBoammns dabsbgoagmn
Fbogeb agmEBggogmbolb JHabsbGmb Bsa@mbagmoeb dag, dob dabnjob M3 mgmmns-
do (241-243, §§ 69-73); JoMamogn (ﬁ‘n::(_g asongamnbbobgdaemo aym dmmabomadama bm@gonb
dgmmponb Jgbadsdol 63333y d@s3@s3nnb, BsByFobs ms Byza@e smdsgsm-@smadsgsemo
asmmmdobismgol s 36s nbmbabs 36 @athmm nbGgMgsmgdnbsmgol), dgdMmembns (GG mIs-
ob 8ggmponl goenmdabogol, Gmdgmog sebodbmenos bygdgdob Lodmormydno, dbmemmp
8geomponl g@Hdmomdnl bm@omgdocm, Jndmb@gobobs ©o aglbgob arbodzbnb 5.::'535'3,} )
Faemmbn (GHm3amob Ggemmbolb gommds, mmbgmog sebodbamos bygdgdoo o dodmbige-
bgnboom, Gmdmoms BsbgGagmos oo bmemmp Jgermeonb Bdmds, oModge Lbgo @odsbobo-
smgdgemn 0o50bgdmHadgdac bodyagdob ngbmmamgdob gofgdy) Mowask doMornsgo ws
d9@hmambns 0dymegds Bzgbo nbBgMgbob (396&Madn, (sbawes, mMaggb Wbes dogedydm
yfspmgds; gfon 8bMng, orgo gg(eade dggsb@ymm e gsmamo dogamomn JsMomsg-
b 3Gad@ngob Bnbyrgom, vbos Gogbram 3Mmgru®sb (Bm8gmos ,Jfe bebmmbds smbgo;
bbgs bogyzndoo, g ddofiwads ,d9emmponl dgbsdsdab 693898 by dmeaboenodyin bm@gdol
soddozod, Fabams s mbygado smdsgoern oo omdsgormo gommds s oMo nbmbo ob gof-
om nE@gtﬁga@g&nﬂ (bm.1)

Jotogmogob 8 Lsbom Jgb@mmads, e (Fgdo sbMom) yHm swzamsw asbaggdl
boob dubogol Bzmdol, go3bmdagMadobs s 0bGgMm3MyEa3nobogalb sa3omadge Yag-
o dabogomut s gbodegn® mgdgbdl, jmBdcmgboGgdame agm bsbyal bm@s(3eadn,
boddmeeoDAgdal 0680BwggeEmdal gJ3gd omsfmm JoMamognb yggmady dbndgbyemm-
356 Bngdbogedo; Gmame Bogmmage s adgdogmmm gb gmgdpgb@adn ws geblsggmfgdom
Jofomogol @gdbogs, Mol Bmgmmdsbag sbems gmegebmdm? gb (3> ©dysmgdymos
3mbognlb LBagemgdol L3gEegegno ©a8bIsMy Ladgsmgdgdal (3mEbsby, Amdgramogaba,
9.6, mgBmgdmbob dmMmdoenn yagmaby 860836gmmasbn ngm (byM. 2).

dgmerg Aoz, Fy8mmegmbonb 3Gmgbo (JHnbsbombel Bnbgmgeem) BsMdmamagbrs
GEm3smab dgenmponl  goenmdob 6938980ms s dgemmeonl dm8gdel bmGofgdoom,
Jodmb@obgobabs s ogbgobob ombodzgbolb goMmgdy o @ogndbgdmemos oo bm@ob
babgemgd by, oMol 399 GnbgGomm 3mgdne $a40d g (L. 1).

®md dggogsdmm, Gmabobmbo, magobo ogmBogmo GMog@ognb dengme Babogmoly Babo-
apydade (dsG@ngo bo@yggdom) 23dmdl, M3 JoMagnsgn 3gf 0a@bydgdl 89 Mmmegmbnols
aofgdy. Gmamg iy smgbodby, mEogebsmu dpfdbam Godu@dn ob aggbgol ebge
obadon® BH3BoL HmgmMagss culedyvoul, Gog, PdGsmme, bndbogh, Mm3 mMngg &gdbo-
3> momgmb dgmmemgdaemos. 39 dnggoe 978w sbBMsdEy: Gmam® dgazodmns gagngmo,
sm3B9Mmo ©s, 3sbbygnogdem, dggabinmma gl ,8gnmengds” dgbogema® Gofdnbyoda?
dgbadmmms, nd 3boo, Bmmoms(y dm(3g8ym 3-g_]bnd.:-mﬁ Bapamnmdn geoemmd JoMarmog-
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obo 3 dg&GEmambool gofGngorrntan asbossbgdol s 8smn gRowBmgmo dgbrgemgdol
Bagbgdsl. Gmegbag dnMggmo b3s 8mpal JoMomaegl (5656500 ws Bgmerg bds sdeggl db-
memme @ GEmambosl (G mgds gbws, bydobdngHo Badb@om). dgbsdenma, gb ogm, dgbngn-
Lbam8n b 830y, LaebGMabem s 3y @orsd&o nMo dobab@oyMo domamds dmemo-
gmbonfo dgbfmemgdobsmdn (3sg. 1).

badmgmmo, 3anGmd: 3ol go ,3mmogmbes” egafmo dobab@omm ,dmbmagym-
600802 gl oym bogombo, Mmdgemar dobpmms gedmdggamos BamBmuagbom dmblgbydsdo;
8530bo(3 g0, o7 bydmor Bmygsboao fgdn 8mbabMndgde gobaggdo@ss Bmbmegdyemo, CREE
mg36gdnborgal blgbgdmen bogambo, bydmBsgmmm, ds0b(3 modw Ghgds......
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ACHILLEAS CHALDAEAKES
(GREECE)

IS POLYPHONY HIDDEN INTO BYZANTINE MONOPHONY?

While everybody knows what cither "Polyphony" or "Monophony" means, the question about
the existing of any "purely polyphonic" or "purely monophonic" cultures in the world remains still
open.

Byzantine Music has obviously such a "purely monophonic” tradition: it's the modal and mono-
phonic Greek music. It extends as such a well known monophonic music over two millennia, from the
first century of Christianism's expansion up to the present day. Since the mid-tenth century, same music is
exclusively transmitted by means of a complete and self-contained notation system stemming from Greek
alphabet. We know and study it through approximately seven thousand musical manuscripts, containing
the creations of more than a thousand Byzantine and post-Byzantine composers; all of its above-men-
tioned components, the notation, the compositions, the composers, the music itself, are widely recognized
as a typical example of a purely monophonic music tradition.

Even though, among such a "monophonic” tradition one can observe some theoretical testimonies
like the following one, written during the 16® century by a monk bom in Zante, who's name was Pachomi-
0s Rousanos; he wrote a sort theoretical treatise, an Inferpretation in Music that I have recently published
in a critical edition (Chaldacakes, 2015), at the initial part of which one can read that,

The one who wishes to understand the music, with the help of God, ought to know that first he
should be aware of the steps’ initially datum intervallic quantity and how these steps are ascended
and descended and on the one hand use his mind to count them and on the other hand use his
voice to chant them; without the first, someone could not decently achieve the second: he would
rather be totally incapable of doing so, as anvone chanting without implementing this method,
seems to be walking in the dark. Therefore, the chanter should firstly predicate the pre-defined
mode and hereupon commence chanting, because this mode predication is the basis of the melody
that is about to be chanted; for it is the beginning or Ison as described in technical terms. as
well as the corresponding ending of the same melody. The establishment of the mode is critical

Jor the procedure of Parallage; Parallage is the counting of the steps and chanting constitutes
their quality: therefore the one cannot exist without the other; to be more clear, Parallage is a
simultaneous counting and qualitatively chanting procedure.

Allow me here to move on with some additional explanatory comments on above passage:

{

The one who wishes to understand the music, with the help of God, ought to know that
Jirst he should be aware of the steps’ inifially datum intervallic quantity and how these steps are
ascended and descended and on the one hand use his mind to count them and on the other hand
use his voice to chant them; without the first, someone could not decently achieve the second;
he would rather be totally incapable of doing so, as anyone chanting without implementing this
method, seems to be walking in the dark.

 with the help of God: The reference, at the beginning of every text relevant to Byzantine
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Music Theory, is stereotypical; see, for example, the beginning of the so-called pre-theory of Pa-
padiki (: Beginning with the help of Holy God of the Byzantine Music neumes ...); in addition, one
could observe the very same phenomenon at the beginning of any Byzantine Music typical score
as well; see, for instance, the stereotypical statement of the initial inscription at the aforementioned
type of a musical codex known under the name Papadiki or Anthology (: Beginning with the help
of Holy God of the Great Vespers ... etc.). As it has been written (Karaisaridis, 2013: 276), “for
Pachomios the conquest of Art, the occupation of Music, naturally has a transcendental character,
has a first requirement: to be with God. This is because knowledge of chanting and succeeded is
donation above and is provided at the option of requester. The naive option, the thirst for learning,
and the toil of study cause the divine provision”.

e {0 understand the music: The use here of the expression “to understand” (in Greek words
is written through the prepositional dative «&v xutahfwew) is so dynamic and multidimensional,
mostly with the semantic connotations in dispute; in my opinion, it is possible to be read either as
energetically [/ comprehend Music] or as passively as well [/ am completely overwhelmed by Mu-
sic]; according to the latter case. it is implied here a totally remarkable description of the phenom-
enon of a "musical catalepsy”, that is a feeling of being connected to Music same way like being in
a "musical ecstasy".

s he should be aware of the steps’initially datum intervallic quantity: The term “voice " has
lots of meaning in Byzantine Music Theory: however, it seems that here is totally relevant to the
meaning of the chord, the step, especially the intervallic quantity between the steps of any musical
scale (made by any specific mode), only on the basis of which the chanter can safely attempt to
either any ascending or descending movements of his voice (: how these steps are ascended and
descended).

« on the one hand use his mind to count them and on the other hand use his voice to chant
them: The mentioned harmonical coexistence of the two basic stages (Parallage & Melos) of Byz-
antine Music study is very interesting at this point: one has to Parallaging mentally while Chanting
or (vice versa) Chanting while Parallaging Mentally.

» anyone chanting without implementing this method, seems to be walking in the dark:
The hagiographical reference “if the blind lead the blind, both will fall into a pit” (Mth. 15,14) is
perhaps hidden here. The term “dark” is written in Greek text through the word «orotopfivn», such
a rare word, which one could find only in relevant hymnographical poems.

2

Therefore, the chanter should firstly predicate the pre-defined mode and hereupon com-
mence chanting, because this mode predication is the basis of the melody that is about to be
chanted; for it is the beginning or Ison as described in technical terms, as well as the corresponi-
ing ending of the same melody.

» the chanter should firstly predicate the pre-defined mode and hereupon commence chanit-
ing: At this point we have such an interesting description of the procedure of the so-called imtona-
tion formula of any mode; same procedure has also been described in relevant previously known
theoretical treatises, as for example the one of the so-called Agiopolitis: When we are going 1o sing
— ok to teach — we must begin with an Enechema. This term denotes the introduction of the Echos
— ananeanes, for instance, which means O Lord, forgive”. The reason (of this invocation) is that
whatever begins ought to begin “from God" and to end, as well, “in God” (Raasted, 1983: 11-2¢%
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s this mode predication is the basis of the melody that is about to be chanted; for it is the
beginning or Ison as described in technical terms, as well as the corresponding ending of the
same melody: Here, the successive usage of the terms “basis ”, “the beginning”, "Ison”, “end”, in
combination with the periphrastical expression “in technical terms” (which should clearly be read:
according to Bvzantine Music theoretical standards) they directly refer o the following reference
of the so-called pre-theory of Papadiki: “Beginning, Middle, End and System of all the neumes is

the Ison” (Tardo, 1938:151; Alexandru—Troelsgard. 2008 & 2013).

3

The Establishment of the Mode is critical for the procedure of Parallage; Parallage is the
counting of the steps and chanting constitutes their quality; therefore the one cannot exist with-
out the other; to be more clear, Parallage is a simultaneous counting and qualitatively chanting
procedure.

s the establishment of the mode is critical for the procedure of Parallage: At this point a
particularly remarkable "connection" is mentioned: it seems, firstly, to be reflected to the obvious
correlation of the so-called "Parallage" procedure of musical study; the competent polysyllabic
steps are mentioned here, through which one could perform any mode's intonation formula (the one
that was described just in the previous sentence: the chanter should firstly predicate the pre-defined
mode and hereupon commence chanting); secondly, however, and according to what in the rest of
same sentence is stated by the term “chanting”. what seems to be implied here is the final stage
of Byzantine Music performance, the one of the so-called "Melos", according to which is indeed
estimated “the quality of the voices”; yet, while we follow the thoughts of the writer of this theo-
retical treatise to proceed even further, it is directly ascertained that in the already formed afore-
mentioned dipole “Parallage-Melos” (: the one cannot exist without the other) the procedure of
"Metrophonia" is also implied; from the last, but cleaner, reference, the aforementioned possibility
of understanding the meaning of “chanting” as Melos seems to withdraw and the following simple
(and vice versa wrilten here) quotation takes its place: more melismatic and melodic performance
of “Metrophonia” (“Metrophonia according to a qualitatively chanting procedure’’) consists the
“Parallage ": Parallage is a simultaneous counting and qualitatively chanting procedure. The very
strong and inseparable bond of both meanings ("Parallage"-"Metrophonia") which (under a phil-
osophical and pedagogical notion} it is not only being described periphrastically (the one cannot
exist without the other) but also incommunicatively (via the important and exceptional meaningful
Greek verbal type «ouvélgukta), it could (under an imaginative search for possible hidden mu-
sical parameters in Roussanos' thoughts) be understood more practically as an indirect suggestion
(possible or able to) of being sounded in parallel (according to a Polyphonic way); a musical imple-
mentation (according to a typical Parallage and Metrophonia reading of the well-known shape of
the wheel of octaechia; that is vocally ascending and descending a pentachord) would imprint both
the aforementioned performance procedures sounded simultaneously, according to a totally inter-
esting vertical parallel development; if such is the hypothesis, the (early) Polyphonic dimensions of
Byzantine Music (a Music dogmatically known as a Monophonic one) could perhaps revealed here,

I think that at this point some more explanatory comments are needed:

I shall use here a virtual Byzantine Music score, a musical example that consists of an ascend-
ing and descending fifth; the score is written according 1o the so-called Old Method of Byzantine
Notation; to chant this particular musical example 1 have to follow three stages, in order to study
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and prepare the entire interpretation; they are the already aforementioned three stages, which are
described as follow by a Byzantine Music theorist, Chrysanthos from Madytos, in his Great Theory
of Music (pp. 241-3. §§ 69-73): Parallage |that was 1o adapt the polvsyllable notes on the neumes of
the melody s quantity, written, and to chant their continuous ascent and descent, and never the ison
or large intervals|. Metrophonia [that was to chant the melody of the troparion, as indicated by the
neumes that notate the quantity of melody only, without observing the indications of the hypostaseis
and the theseis| and Melos [that was to chant the melos of the roparion as indicated by the theseis
of the neumes and the hypostaseis, by which is weitten not only the quantity of the melody but also
the quality, without ignoring the words of the text]; since stages of Parallage and Metrophonia are
here the center of our interest, its obvious that I should focus to both of them; so, on the one hand, if
I try to perform the said musical example according to Parallage practice I have to follow a specific
kind of procedure (the above one that Chrysanthos has already described, in other words 1 need
“to adapt the polysyllable notes on the neumes of the melody s quantity, written, and to chani their
contimtous ascenl and descent, and never the ison or large intervals ') (fig.1).

Performing Paraliage that way we can (in my opinion) clearly see, but also more easily un-
derstand all the musical and aesthetical elements which are prerequisite for the comprehension, the
knowledge and the interpretation of music, were compressed in the initial score, hidden under a
sequence of symbolisms, symbolisms the most important of which is technique of Paraflage itself;
how could we approach —and most of all decode— those elements and especially the technique of
Parallage which is under examination here? Based on the former knowledge of particular teaching
aids of music, from which, the so-called wheel of octaechia was the most important of all (fig.2).

On the other hand, the Metrophoenia procedure, that (according to Chrysanthos) was o chant
the melodv of the troparion, as indicated by the neumes that notate the quantity of melody only,
without observing the indications of the hyposiaseis and the theseis, is based not on note's names
but on the subscribed poetic text (fig.1).

To sum up, what Rousanos is saying in the last part of the above sentence of his theoretical
treatise is (in simple words) that Parallage cannot exist without Merrophonia. As 1 have already
mentioned above, at the original Greek text he is using a so dynamic verb: ouletyvo, simply
means that both techniques are like being married to each other. I come to wonder: how we can
understand, describe and especially perform that "marriage" in musical terms? Perhaps according
to the way I tried to show in the following musical example, by putting them together in a vertical
way of development in order to simultaneously perform Parallage and Metrophonia. So, while first
voice i8 singing Parallage [Ananes] second voice is giving (through, of course, any text) just the
Metrophonia [e]. This could be an interesting, at least, and very didactic Byzantine Music approach
according to a Polyphonic way of performance (ex.1).

Finally, T come to wonder: is there any "Polyphony" hidden into Byzantine "Monophony"?
That was the question I fried to investigate through the present paper; even though my opinion is
clearly understandable in what 1 have already pointed out above, mentioned question remains an
open one to future rescarchers. ..

Translated by Tamar Chkheidze
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Figure 1. Parallage & Metrophonia - a simultaneous counting and qualitatively chanting proce-
dure.
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Figure 2. Wheel of octaechia.
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Example 1. Simultancous performance of Parallage and Metrophonia.
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