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A
Notational Exegeseis [Achilleas G. Chaldaeakes]

At the conclusion of his well-known book about the Byzantine Notation (published in 1917," and
re-published in 19782) K. A. Psachos discusses with the “retrospective parallelism of the New Method of
the analytical Byzantine Notation to the Ancient Method of the stenographical Byzantine Notation
through the occasional exegeseis” [«avadpoutko¢ mapaAAnAlouoc Thic oNUEPLVAC LOUGLKAC YpapFfic mpog
v dpyaiav otevoypapiov Sid péoou @V katd kawpoUc ényroewvr],’ a chapter also documented
through numerous relevant papers of his, published until that time.”

According to his writings, his research on Byzantine Notation, in both its versions the
stenographical and the analytical one, especially his effort as far as the so-called exegesis of the same
Notation is concerned, is based on musicological pieces of evidence found specifically in the manuscripts
of Gregory Protopsaltes, as well as on the relevant musical work of a series of Byzantine Music Masters,
like the following ones: Chourmouzios Chartophylax, Chrysanthos of Madytos, George the Cretan, Jacob
Protopsaltes, Antony Lampadarios, Peter the Byzantios, Peter the Peloponnesian, John Protopsaltes,
Athanasios V the Patriarch of Constantinople, Balases the Pries’c;5 at the same time, he criticizes any

* The present paper includes the results from the research program “Digitalization, Documentation, and Promotion of the Archive of
K. A. Psachos”, co-funded by the European Union and Greek National Funds through Operational Program “Human Resources
Development, Education and Lifelong Learning” (NSRF 2014-2020), under the call “Supporting Researchers with an Emphasis on
Young Researchers — Cycle B” (MIS: 5047970). The authors would like to express their gratitude to Photini Downie Robinson, who
kindly undertook the English Proofreading of the text of the present paper.

LK. A. Psachos, H mapacnuavui tijc folavaiviic uoveikijs, fitor iotopixi kai teyviki) &mokomnoig tijc onueloypapiog tic folavviig
HOVOIKIS G0 TV TPATWV YPLoTIAVIKDY Xpovay uypt v kald' fjuds [The Parasimantiki of the Byzantine Music; a Historical and
Technical Review of the Notation of the Byzantine Music from the first Christianity years through the present day], (Athens: P.D.
Sakellariou Editions, 1917).

2 K. A. Psachos, H mapacnuavtixn tijg folaviiviic povoikijc, fitot iotopixi) ki texviki &miokomnoig tijc onueloypagiag T folaviviig
HOVOIKTC GO TV TPDTOV YPICTIOVIKDY YPOVOY UEYpL TOV Kol Hudv, ékd00IS OevTEPa VTEPRVEHUEVY, UETO. EKTEVODS PLoypapios Kol
eloaywyijc ovviaybeiong bmo tob émpeinbévrog v &kdoov ewpyiov Xar(nbeoddpov kabyynrod povoiijc [The Parasimantiki of the
Byzantine Music; a Historical and Technical Review of the Notation of the Byzantine Music from the first Christianity years until
nowadays; 2™ extended edition, with an extensive biography and introduction written by the supervisor of the edition George
Hadzitheodorou, music teacher], (Athens: Dionysos Publishing Co, 1978).

% Psachos (1978), 236-48; cf. ibid., 236-7 “The ones who want to decode the secrets of this Ancient Method of the stenographical
Byzantine Notation owe to ask and find all the formal and informal versions of the occasional various analyses and exegeseis of it,
through which our religious music has developed, and through the only safe way i.e. the retrospective study, passing through the last
exegesis towards the first format of the Ancient Stenography, to accomplish the approximate desirable. The only tools used for that
challenging and complex study and research, are the exegeseis written down according to the contemporary New Method of the
analytical Byzantine Notation, made by the three late teachers Gregory, Chourmouzios and Chrysanthos, who after hard work
transformed that from symbols to letters; after these, one has to take into consideration the exegeseis made before the contemporary
New Method of the analytical Byzantine Notation, the ones developed by George the Cretan, Jacob Byzantios, Peter the
Peloponnesian, John from Trabzon and Balases the Priest, which one may study retrospectively; finally, one has to also take into
consideration the various forms of the Ancient Stenography” [« Oi 0éAovteg vo elodvowary i T drdppnta 100 oTEVOYPaYLKoD TOHTOD
oVOTHIOTOS BPEilovol vo. (NTiowal kol v’ Gvebpwoty 6ovg TovG EMGHIOVS T€ Kal ] oTabiODS TV KOTO. KaIpovS GVaIDoEMY Kol
nynoswv avtijg, 01’ v aifilbov ta uély Tijs éxkinolacTikiic WUV uovsikiic, Kai i 10D évog kai uévov dopalodc tpémov, Tic
GVOOPOUIKIIG TOVTETTI UEAETNS, TPOYWPODVIES GO TIIG TEAEVTOUOG EENYROEWS TPOS THY TPWTNY UOPPTV TS GPYOIOS GTEVOYPAPIOG, VO.
EmITOYWOLY OTWE0DY Kol Koo Tpooéyyialv 100 mofovuévov. AIL ¢ pova Epodia dia v éE6yws dvayepi] koi molvmAokov TadTny
UEAETNV KOl EPELVOV YPNOIUEDOVTIV i EIG TO GHUEPIVOV YPOPIKOV GOGTHUO. EENYHOEIS TV TPIADV deluviotwy didackalwv I pnyopiov,
Xovpuovliov kai XpvoavBov, oftiveg katomv molvudybov pyociog uetétpeyay 1to dmo ovuforwy €is ypapporto. Met’ avtag 0¢, oi
énynoeic oi mpo Tod onuePIvod ovothuotog yevouevor mo tod I pnyopiov, 100 Kpntog, tod laxdpfov, tod Bvlavtiov, tod
Tlehomovvnaiov, tob Tpamelovvtiov kai tod Mrolagiov Gvadpopurdg, kai teAevtoion ai iGpopol Loppal g TIPS aTEVOYPaPiacy).

* Idid., 247-8 (note 81).

® Idid., 240-6 “Through the help of these valuable manuscripts and after long study we managed to write a dissertation on the
complex issue of the stenographical Byzantine Notation; through the present book of ours we offer a minimum contribution to the
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researcher who is not paying particular attention to those pieces of evidence, as “they wronged not only
the Art but themselves as well” [«oU pévov thv téxvnv fidiknoav, GAAd kai éautolcr).®

Several testimonies about the same issue, unknown and unpublished for the time being, are

additionally found in K. A. Psachos’s Archive; there, the researcher can focus on a few relevant roughly
handwritten texts; for example:

% the text of an interview of a great Byzantine Music Theory tutor of Constantinople, the
Protopsaltes Nileus Kamarados [see the full text, written in Greek, published and
commented in Appendix No. 1.2, at the suggestion of K. A. Psachos recorded by Plato N.
Kesisoglus in 1907,8 an interview never published until now;9

< another unpublished text, consisted of twenty-five (25) questions of K. A. Psachos
addressed to a well-known Byzantine Music scholar, the hiero-monk of Grottaferrata
monastery Lorenzo Tardo [see the full text, written in Greek, published and commented in
Appendix No. 2], questions that K. A. Psachos was planning to use at a public discussion
with L. Tardo during the fifth Byzantine Studies International Congress (Rome 1936)."

history and art of it; especially, through the reference of the examples in indexes 28-31, we offer -short but adequate- samples of the
way according to which one can compare the New Method of the analytical Byzantine Notation to the Ancient Method of the
stenographical Byzantine Notation through the occasional exegeseis; through such a parallelism one can assume that the Notation
remains identical, even though several analyses of it are occasionally given. Taking into account, on the one hand, the exegesis made
by the Three Teachers that have formed the New Method of the analytical Byzantine Notation, on the other hand, the Ancient Method
of the stenographical Byzantine Notation, we can find exactly the same musical content in any formula given in the writing of Gregory
(and his contemporaries), and then in the writings of Peter Byzantios, Peter the Peloponnesian and their predecessors, who have
occasionally used some analysis of the Notation, until we reach the Ancient Stenography” [«Tjj Bonbecig tobtwv t@v molvtiuwy
XEWPOYPAP@Y KOPIWS KaTopOmoavtes, KATOmIV TOMETODS UEAETHG, VO TOPUCKEDATWUEV Epyaciov &ml 10D oKoTEVOD Kai Alow
dravBadoovg (nriuazog tig mopaonuovtikiis tic Bolovtvijg HovaIKiS, TapEYouey 010 THS TEPIANTTIKIS TO0DTNG UEAETNS UV EAayioTnv
ovufolny i v iotopiov kai téyvyy avtis. Ioig 0¢ dio v év toig Ilivaét KH', KO', A" kol AA" mopatiOeuévov mapoderyudrwv,
Tapéyouey oelyioro. JKpa, TNy doeoli], 100 tpomov, kal’ &v, aro Tig oNuEPIVIG YPOYTiS, 010 UEGOD TAV KOTO. KOLPOUS YEVOUEVOV
éénynoewv Gvoatpéyovies mpoOg TV TPOTNY GTEVOYPAPIOV, EOPICKOUEY TRV OUTIV YPOLu]y OHKOveay Ole HEGOD TMV OlapopmV
avalvoewv tijg ypopiic. Aaufavovies dAlaig Aéceov d¢ dvtimodag, Evlev pev v EEynotv v PIAV €IS TO OHUEPIVOV YPOPIKOV
obotnuo, Evhev ¢ TV TPAOTHY oTEVOYPAPIAY, GVEDPIGKOUEY L0 KOl TV QVTRYV UOVGIKNY YpOUUNY &V Tf] TPO THS ONUEPIVIIS EENyoems
ypagii tod Ipyyopiov xai T@V cvyxpovey abtd, eita év T ypapii tod Buloavtiov, tod Ilelomovwnoiov kai TV Tpo adTdv &v Tvi 1étpe
UETOYEPITOEVTEOV TTOI1GY TIva Gvalnoty, éwg ob pBavouey eic Ty mpoTyy atevoypogiavy].

8 Idid., 246-7; cf. idid., 239: “It is impossible for foreign researchers (or even for Greek ones) to take even one step further (they are
mostly going backward) in order to decode the Ancient Stenography if they can’t find and study in detail all the received relevant
manuscript tradition, which represent more than a three-century period, a tradition that is impossible to find at the ancient codices of
Byzantine Music found in various libraries spread throughout different regions” [«moad¢ 5év ivaa Svvardv, advvarov eivou, of eig Ty
ofjbev épunveiov tijc dpyoiag orevoypogias évacyolovuevor Eévor, eite fuérepor kai kata Pijpo Ev vo mpoywpRowol mpog e Tpocw,
A0 kvpiwg mpog T Omiabev, Gv 1) Gvedpwol Kol ETOTOUEVOS UEAETHOWAETY CASKANpOV THY oelpav TiS diolnpleions épyaciog 1jv,
Exmpoowmodoay Tpeis Kol TAEoV aldvag, GovvaTov vo. e5pwoty v T0i¢ TG TPMTHS OTEVOYPAPIOS YEIpOYpapols, dtiva kol povov
amovidory év taig éxaotayod Biflioikoicy).

T About the Protopsaltes Nileus Kamarados see: George Papadopoulos, Zvufolai eic v iotopiov tijic mop' fuiv ékilnoractiiiic
HOVOIKTIG KOI 0f GO TAV ATOOTOMKADV YpOvawy Gypl TAOV HUEPADY HUDY GKUCOOVTES EMIPAVETTEPOL UEAWDOT, DUVOYPLPOL, [LOVOIKOT KoL
uovaikoldéyor [Contributions to the History of Byzantine Music], (Athens, 1890), 463-4; Idem, Aeixov tijc Polovrvijs povoikiis
[Byzantine Music Dictionary], (Athens: TaveAAqviog Zdvdeopog Tepoyortdv Popavog 6 Melwdog kai Tadvvng 6 Aapacknvog
[Association of Greek Chanters], 1995), 118-9; note that his full Archive is now available at the following site:
https://digital. mmb.org.gr/digma/handle/123456789/15601 [accessed 31 March 2021].

8 At K. A. Psachos’s Archive one can find a relevant epistle of the said Plato N. Kesisoglus, dated from September 21, 1907 [see also
its full text, written in Greek, published and commented in Appendix No. 1.1], where the ‘backstage’ of the aforementioned interview
is clearly explained; the aforementioned figure seems to be the same person as Plato N. Kesisoglus, a Low’s PhD, director of the
newspaper Byzantine Review [Bolavuvi EmOewpnoig. Efdopadiaio Eikovoypapnuévy Epnuepic. AievOvvrig: I1. N. Keoicoylovg .v.]
that was published during the same period of time (the first sheet was published on July 26", 1907) in Athens.

® Cf. a characteristic note, roughly written down by K. A. Psachos himself at the end of the handwritten paper of the mentioned
interview, where one can read the following, amongst others, comment: Was not published... [A&v édnuoocietdn].

10 About the hiero-monk of Grottaferrata monastery Lorenzo Tardo see: Oliver Strunk, “P. Lorenzo Tardo and his Ottoeco nei mss.
melurgici: some observations on the Stichera Dogmatika”, in Essays on Music in the Byzantine World, with foreword by Kenneth
Levy (New York: W. W. Norton, 1977), 255-67; cf. P. Nilo Somma, “Il prof. Oliver Strunk e p. Lorenzo Tardo”, in Remembering
Oliver Strunk, Teacher and Scholar, edited by Christina Huemer and Pierluingi Petrobelli, Festschrift Series No. 21, (Hillsdale, NY:
Pendragon Press, 2005), 65-70. See also the following interesting relevant edition of the Associazione Culturale “Nicolo Chetta”: P.
Lorenzo Tardo e la Musica Bizantina. Atti Giornata Culturale, Contessa Entellina (PA)-25 Agosto 1985: Anno Europeo della Musica.
11 At a note, written by K. A. Psachos himself in front of the questionnaire under discussion, hilarious details of its history are given:
Those questions were to be submitted to Lorenzo of Grottaferrata, who | called in public discussion, which he avoided by
disappearing, but, even if he accepted this invitation, I wouldn’t accept to take part in the discussion, because during his lecture at
“Parnassos’s” Hall he proved to be totally unworthy to be honored by me in this way [Ai épwticeic abtar 0 drefdlovio eic TOv
Aowpévtiov tijc Kpomropéppng, mpookinbévra map’ &uod eic onuooiav ovlitnoty, v omoiav arxépvyev, éfapaviabeic. Kai dv édéyeto
Suwg v ovlijtnow, gyw dev Go. ElduPavov uépog gig avtiv, kabooov ék tijc év 1@ “lapvaocod” dioiéCeas tov amedeiyOn Kevog Kol
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Furthermore, in K. A. Psachos’s Archive one can interestingly find a series of specific musical
texts, written down by K. A. Psachos himself, dealing (along with the above-mentioned material) with the
crucial issue under discussion, i.e. the exegesis of the Byzantine Notation; especially the latter material,
i.e. the musical texts, roughly handwritten by K. A. Psachos himself, could now enlighten our knowledge
on the research method followed by him, while, at the same time, they might expand the existing
musicological philology on the exegesis of the Byzantine Notation. There follow further comments on
some of the mentioned K. A. Psachos’s musical texts:

1
Musical material from an (unknown) autograph of Chrysanthos of Madytos
[E€ ibLoxeipou xetpoypdapou Xpuadavdou Mpouang. K. a. Wayoc)

A folder found in K. A. Psachos’s Archive includes some compositions sung during the Vespers service, the
seven Prokeimena of the Week," written down with the following inscription: they are composed
according to the musical tradition of Peter Protopsaltes the Byzantios [[Mpokeiueva tij¢c €86ouadog, Aoyai
kadovueva, étovioOnoav 6¢ kata tv napadoowv kup Métpou mpwtoaltou tod Bulavtiou]; they are
records of great musicological importance, because, according to an analytical note of K. A. Psachos,
written down at the end of their musical text,® they were copied from a manuscript that the late

avaciog toradTng éx puépoug pov tuij. K. a. Poyog); as far as the aforementioned Tardo’s lecture at “Parnassos’s” Hall is concerned (a
lecture given on October 28", 1933), see further details in Evangelia Chaldaeaki, «Zipov Kopc avtoBloypagodpevoc: t666epic
avékdoteg emotorég tov mpog v Eva ITdApep-Eikehavod» [“Four unpublished epistles of Simon Karas addressed to Eva
Sikelianou”], in 11° Aiazunuoticé Movoikoroyikd Zvvédpio: «Newtepioudg kor [lopadoony (ue apopuij ta 710 ypovia axd tov Bavaro
o0 Nikov Xkalkara), AOjva 21-23 Nogufpiov 2019. Ilpaxuxd Aiogunuotikod Movoikoloyikod Xvvedpiov vmé v aryida g
EJqviiic Movaikoloyikiic Eraipeioc [Proceedings of the 11" Musicological Conference: “Innovation and Tradition™], eds. Ioévvng
Dodhag, [TErpog BovPoprc, Kootag Kapdaung & Mdpyog Takeriépog, (Thessaloniki: Greek Musicological Society, 2020), 137-8
& 124 (notel0), 134 (note 49); a Greek summary of that lecture has been published in the following edition of the Italian Institute of
Superior Studies [Tralikov Tvotitoitov Avawtépwy Zrovddv]: Lorenzo Tardo, hiero-monk, Director of the School of Byzantine Music
of the Grottaferrata monastery, ‘H Bvlavtiviy Movaixi, 1 Ipagn kod 1) Extéleaic te. Aidheéic dobsioa gig tov diloloyikov Zblloyov
«llapvasaévy, v 28 Oxtwpfpiov 1933 [The Byzantine Music, its Notation and Interpretation], (Athens, 1933); on page [2] of this
edition, the following explanatory note is found: “This is an extended summary of the lecture given in Parnassos’s Hall under the
aegis of the Society of Byzantine Studies by the hiero-monk Lorenzo Tardo, Director of the School of Byzantine Music of the
Grottaferrata monastery” [«Ebpeio mepilnyig tijc dradélews tijs yevousvng &v tij aibovon tod Piroloyikod Zviidyov “Ilopvaccog”
Koi bmo v aiyida tij¢ Eroapeiog Bolovuvdv Zmovddv, vmo tob igpopovayov Aavpeviiov Tapdov, dicvbovrod tijc Bvlovuviic Movoikiic
2yoldjc tijc ‘EAnvoppdOuov iepas Moviic tijc Kpvrropéppner]. Additionally, in two pieces of paper, placed before the above note,
another two notes are found; at the first is written: The material given to Mr. Pezopoulos for the Byzantinological Conference in Rome
(September 1936) [Ta dobévra eig Tov k. ITe(omoviov dio 1o Bolavtivoloyikov Xovédpiov tije Paung (7hpiog 1936) K. a. Wdyog], while
at the second one the following note is similarly found: For Mr. Pezopoulos [4ia wov k. lelémoviov K. a. ¥éyog]; about the
mentioned figure of professor Manuel Pezopoulos see: John Stamatakos, «Eppavount Iefémoviogy [“Manuel Pezopoulos™], in
Emotquovikn Eretpic tijc Pilocopixijc Zyolijc tob Tavemarquiov A0nvav [Scientific Yearbook of the School of Philosophy of the
National and Kapodistrian University of Athens], 4 (1953-4), 99-121; Vasileios Mandilaras, Klaagikyy ®iloloyia. lotopioypapnua.
Melémn-Kpinikij. Avuxy Evponn kol veérepn EAdddo [Classical Philology], (Corfu, lonian University, Department of Archiving-
Library science Museology, 2013), 142-6.
12 See facsimiles of the musical texts of these Prokeimena in Appendix No. 3; specifically, they are seven compositions, known under
the following inscription:
e On Sunday Evening; 1% Mode; Behold now, bless the Lord all you servants of the Lord [zj Kvpioxijj éomépag- fiyog a” éx tob Ila
1600 on evloyeite Tov Kopiov)
e On Monday Evening; 1 plagal Mode; The Lord will hear me when | cry out to him [ devtépa éomépag: fyoc wh. a” Mo Koprog
eloakxovoetoi [ov)
. On Tuesday Evening; 1% plagal Mode; Your mercy, O Lord, shall follow me all the days of my life [z} Tpity éonépoc: fiyoc mh. a’
Io. To &leog oov, Kipie karodiidéer pue]
. On Wednesday Evening; 1% plagal Mode; O God, by your name save me, and judge me by your might [z Tetdpmy éomépag- o
7h. a’ I O Oeog év ¢y Svopati oov 6doov )
. On Thursday Evening; 2™ plagal Mode; My help comes from the Lord, who made heaven and earth [zjj [Téurty éomépac fiyoc
7l " o H forberd uov wopa Kvpiov]
. On Friday Evening; Barys Mode; O God, you are my helper, and your mercy shall go before me [z Hopaockevjj éorépag: fyoc
Papig éx tod T'o O Oeog avridimrawp oo &)
. On Saturday Evening; 2" plagal Mode; The Lord reigns; he has clothed himself with honor [r& Zafpdre éonépac: fiyoc mi. B’
Ila. O Kopiog éBaciievoev]
2 Here is the full Greek text of the above mentioned note: Ta dvwtépw avieypdonoay éx yeipoypdpov idioic yepoi tod Geyuvijoton
Xpoaavbov IIpodons yeypouuévon, €v 1w OToiQ GreveédvEa: AToVIDOoL Ypopl] Kata TOALG J1Gpopog TS VOV v yproel, Opiouol v tiot
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Chrysanthos of Bursa has written down by his own hands [t AvwTEépw AVTEYPAPNOAY €K XELPOYPAPOU
ibiaic xepol 100 devnotou Xpuoavdou lMpouong yeypauuévoul; in the mentioned note, a unique
reference to an unknown (in the relevant research to date) autograph of the said Chrysanthos of Madytos
might be hidden;** one can obviously assume that this is a reference to a musical codex of the type of the
so-called Anthology, due to the content of the manuscript under discussion; as K. A. Psachos has pointed
out in his aforementioned note, this manuscript contains compositions like Polyeleoi, Doxologies,
Cherubic Hymns, Communion Hymns, Mathimata, Prokeimena, etc. [drmavta ta év aut@ uadnuata,
moAvédeot, boéodoyial, xepouBika, kowvwvikd, uadnuara, doxai kAm.]; so, the aforementioned records,
the musical texts of the Prokeimena copied by K. A. Psachos, seems to remain now the only source
witness of this “missing” autograph of Chrysanthos.

Additionally, K. A. Psachos, in his aforementioned note, is thoroughly commenting on the specific
type of the Byzantine Notation, that is a preliminary version of the well-know type of the New Method of
the analytical Byzantine Notation, used by Chrysanthos in this particular manuscript: in the manuscript,
different notation from the contemporary one (i.e. the New Method of the analytical Byzantine Notation),
as well as definitions of some compositions and various rhythm marks are found [...] as far as the notation
is concerned, from a few of the ancient extant signs we can conclude that although Chrysanthos was one
of the three inventors of the New Method, in his particular exegeseis he kept a number of signs of the
Ancient Method of the stenographical Byzantine Notation [év T@ {xelpoypaw} drnavr@aot ypapn Katd
moAAa Siaopoc Tiic viv v yproel, optouol €v tiot uadnuaot kai aywyai xpovikai Stagopot [...] oov
apopd tmv ypagor;v €k TWV owWloUEVWY €V aUTH dpxaiwV TVWV anuetwv ouuntepaivouev OtL kaitot Kai O
XpUoavSoc NTo €l TAV TPIWV EPEUPET@V ThC véac ueddédou, oy ATTov Suwe, €v taic U’ autod
(blautépwe yevouévaig éénynaoeat, Sletnpnoe kal Uepika ti¢ madatdc ypapic Asiaval; furthermore, he
is also emphasizing another, remarkable and innovative, Chrysanthos’s technique, referring to specific
rhythmic indications, through which the said codex writer is analytically pointing out the rhythm of the
musical material included in the manuscripts under discussion: Note that all the compositions recorded in
the mentioned manuscript, are rhythmically divided, through bars written in red ink; they are mainly
divided into 4-beat rhythmic measures, but they are also inserted rhythmic measures of two, three, five,
eight, and twelve beats, as well, even without much accuracy; specifically, the following rhythm marks are

Ktk 3 . v u v )~ . ; \ . ~
used "= A © [ Znuewwtéov OTL Anmavta T €v aut@ padnuata [..] €iol dld kaGETwv ypauuwv ek
KOKkivng ueAavng Stnpnuéva PUVUIKDC €IC TETPAONUOV TIAPEVEIPOUEVWY Kal SLONUwY, TPLONHUWY,
TEVTAONUWY, OKTACHUWVY Kol Swdekaohuwv, ouxi Ouw¢ UeTa TOAAAG dkptBeiag. Aywyal ypovikai

. ~ ¢ cem . iR
anavrt@otv ai €€fjc L= A,

nabnuaot kol dywyol ypovikai dipopol. Xnueiwtéov ot drovia o év avtw padnuota, molvéleor, docoloyion, yepovfird, Kovwvikd,
nobnuaza, doyoi KAm. glol 010 KOBETWV YpopuudV €k KOKKIVG UEAGVNS Opnuéva PoBUIKAS €IS TETPAONUOV — GFEGYEEOVEDY
TOPEVEIPOUEVWY KOl OLOHU@Y, TPIOHU®Y, TEVIOCTHIMV, OKTOCHUMOY Kol OWOEKaTHILWY, obyl OUwS UETO TOMIS Grpifeiag. Aywyol
xpovikail dravidorv ai ECjc T :" ?' .
‘Ooov dpopd. tv ypapny tov-reperrpodrey-te—EEie, &k TV 0wloUEVOVY €V avTi] Gpyaiemy TIVOY oHUEiwYV COUTEPAIVOUEY 0TI
Koitor xai 6 Xpboavlog fto elc 1@V TPIGV pevpetdv Tijg véag uedoédov, oty frrov Suwg, év taic b’ avtod idioutépwg yevouévaig
élnynoeai, petexerpibete JlETipnoe Kal LEPIKO, TS Tala1dg ypaiis Aelyava.
"Towe TV 1} v T Yelpoypapq Tt Ypaps elvar 1j televtaio Tic pete v ypapny tod Iétpov é&ynag, oboa év ypiioel
PO TijG VIO TAV TPIDV EENynoews. Emeion Suws obdapod dilobr draveioouey teievtaiay tijc apyoios He@ooov ypopny t0oov e0KOAWS
AVOYIVOOKOUEVIY, TPOTIUGDEY THY AVOTEP® YVOUNY.
K. o. Yayog
9fpiov 26 1893
4 About the autographs of Chrysanthos of Madytos, known in the relevant research to date, see Manolis Hatziyakoumis, Xeipdypaga
gxrAnoiactikiis povaikijc 1453-1820. Xoufoln oty dpevva tob véov EAdnvicuod [Manuscripts of Ecclesiastical Music 1453-1820; A
contribution to the research on Modern Hellenism], (Athens: National Bank of Greece, 1980), 184-5 [Paris, National Library, Suppl.
gr. 1047: Heirmologion (fast) composed by Peter Byzantios (Eipuoléyio abvropo Ilérpov Bvlovtiov), A.D. 1807]; Gregorios Stathis,
Ta xewpoypopa Bvlavaviic povaikijs. Ta mpwtoypopa tiic éényocwg i v véav uébodov anuetoypagios. Ilepiypapikog katdloyog
@V 1010)€EipwV TPWTOYPaYWV Kwiikwv gig v Néav MéBodov avalvuikiic onueroypogioc (1814-1815) wijc Bolovuviic xoi
Meropolavavijc Movaoikijc t@v &nyntadv tpiiv Aidackdiwv XpvoavBov ékx Maddtwv, Ipnyopiov Ilpwrowdlirov, Xovpuovliov
Xopropvloxog [Byzantine Music Manuscripts; the codices including the first exegeseis of the New Method of the analytical Byzantine
Notation], 2™ volume, O xozdloyoc [The catalogue], (Athens: Institute of Byzantine Musicology, 2016), 358-88 [L.K.Ps/BK¥ 230:
Doxastarion composed by Peter Peloponnesian (doéaotixdpiov Ilépov Tedomovvnaiov), A.D. 1812] & 456-64 [L.K.Ps/BKY 229:
Heirmologion (slow) composed by Peter Peloponnesian (Eipuoléyiov Ilétpov Ielomovvnaiov), A.D. 1811].
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It also has to be noted that, in the last five pages of the same folder, there additionally are some
rough musical notes, through a pencil written down by K. A. Psachos himself; as one can obviously
assume, they refer to specific parts of individual compositions found at the mentioned “missing”
autograph of Chrysanthos; they are pieces of music also copied by K. A. Psachos; specifically, they are:

e two hymns, sung during the Divine Liturgy service, dedicated to express wishes for a long life to the
Bishops [Eic moAAa €tn, Séomota], composed in 4" Plagal and 4™ Authentic Modes, respectively:

e parts of Doxologies, composed by Jacob Protopsaltes and Gregory Protopsaltes, as follows:
» parts of the verses Mpocbeéat tnv 6énatv nuav & Kataéiwoov, Kupte from Jacob’s Doxology
composed in 1¥ Mode:"

. = = L

% - LN S —_ T

M = =
Kotk e AE tE € n non o go ov n n n H’.ﬂ({

Pandekti 2, 710
K]

- = .
(70 ) e . e e -:——-n'__:\"\_\—_.-r:lﬂ*-—-

KmmE::lrwo'aovKu [ @ ™

-—.-;"—.":,'lr-—l.‘\-\-\\?—-\ e e ——
TS o B - ==

nooME pra TR o ay THon o ve pap TN N
._‘2.\'\::"
n WUCa‘

Pandekti 2, 711

» the beginning of the first verse from Jacob’s Doxology composed in Barys Mode:
( =z )_Je_t_t_g_':"_“:.p—‘i

Ao Ecr_ gor 7w de e Euw
Pandekti 2, 747

> part of the verse EUAoyntoc i, KUpte from Jacob’s Doxology composed in 4" Plagal Mode:

v e e e e L
00 ~—— LY \ dae

) £J‘f.'!.t-'t£ﬂ 0 0 oy ME €
Pandekti 2, 757

' In order for one to immediately follow the notational differences between the above record and the one formed by Gregory the
Protopsaltes, specific references to the printed version of the latter {John, the Lampadarios - Stefanos, the first Domestikos of the
Great Church of Christ, Ilavdéxty tijg iepag éxrinoiactikijc Suvediag t0d Slov éviavtod, ékdoleioa vro Twdvvov Aaumadapiov kai
Zrepavov A' doueotivov tijc 1ob Xpiotod Meyding Exrxinaiog [Pandekti of the holy ecclesiastical hymnodia of the entire ecclesiastical
year], 2" volume, includes the compositions of the Matins Service & 4" volume, includes the compositions of Divine Liturgy
Service], (Constantinople: Patriarchal Printing, 1851); onwards: Pandekti 2 & 4} are respectively pointed out.
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»

the beginning of the verse Mpdobeéat thv dénowv nuawv from Gregory’s Doxology composed
ina™ Plagal Mode:

part of a Trisagion, sung during the Feast of the Holy Cross, composed in 4™ Mode:

4 )e= 4 — — — —_— ]
( ) \ -. - " ‘-_)“u“\ -\t
0 g o0 o0 0 0 0 0O o o0 o0 o0 o
Pandekti 2, 828 (Chrysaphes version)
(U*-—J\ ‘\-——-\h———-"\‘\-———-"\"\‘\-———-"\"
6 0 0 0000 0 000 0 0 “

Pandekti 2, 832 (George the Cretan abbreviated version)

=

Tpo ao‘J‘et:eEwau'mv& e nmoow o onoy

_‘A
s T

M wr
Pandekti 2, 822

e part of a Sunday Communion Hymn, composed by Peter Byzantios in 1* Plagal Mode:

(‘L)-;.t_:‘tf.‘_.“\-_.t-\-_.r\-_.c\-_.-_.-\T
g T - —T =Y 7 q
TR TR T TR V- V- TR TR T - TR - (- T - 1}

Pandekti 4, 547

parts of the octaechon Theotokion Mathima [@cotoke mapdéve], composed by Peter Bereketes:

the musical phrase Adéa ooi, Xpiote [Glory to you, O Christ], excerpted from an undefined

composition:

By examing the above short records, it is crystal clear that K. A. Psachos has copied them in order
to comment or confirm the general rhythmic issue given through the mentioned manuscript; while he is
recording them he is also focusing on the specific rhythmic indications that Chrysanthos is using in his
mentioned “missing” autograph, as characteristically can been seen in the following musical examples,
where it is obvious that the 5-beat rhythmic measure is examined:
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Both the aforementioned issues, the one of the specific type of the Notation as well as the other
of the insertion of the particular rhythmic indications, are nowadays well-known and detailed commented
in the existing relevant musicological bibliography;'® nevertheless, while K. A. Psachos’s notes under
discussion are dated from September 26, 1893, this record may now undoubtedly be recognized as the
very first commentary on musicological issues of such great significance.

2
A Pharisee, overcome with vainglory [Qapioaiog kevodoéiq vikwuevog)

A full exegesis of the melody of the second Sticheron Idiomelon of Vespers service of the Triodion’s
Sunday of the Publican and the Pharisee,17 is found in K. A. Psachos’s Archive; there, the composition of
the original melody, developed according to the 1% Mode, is attributed to Manuel Chrysaphes,18 while its
exegesis has been made by K. A. Psachos, as he himself has pointed out on the cover page of the relevant
folder of his Archive: “A Pharisee, overcome with vainglory”, composed by Manuel Chrysaphes, clarified,
through the addition of the subsidiary signs, and transcribed by K. A. Psachos [«Qaptoaioc kevoboéia
vikwuevog» tod MavounA Xpuodgou (tol maldaiol) oapnviouévov St Ti¢ mpoodnkng TtV Apwvwv
onueiwv kal €énynuévov umo K. A. Wayoul.

The history of this exegesis seems to be as follows: a scholar from Varna, Bulgaria, whose name
was A. Manoff, sent to K. A. Psachos the aforementioned original melody, written down (it probably has
been copied from an undefined musical codex) according to the Ancient Method of the stenographical
Byzantine Notation; the sent piece of paper, on which this specific melody has been recorded
(uncompletely, while its final cadence [w¢ @iAdvipwmroc / for Thou lovest mankind] is missing) only

18 Gregorios Stathis Té yeipdypaga Bolavaviic poveixiic. Te mpotéypapa tiic ényloene eic mv véav uéfodov enusioypapiag.
1Ieprypagikog katGloyog T@v I010yeipwV TPOTOYPEPOYV Kwiikwv gig v Néav MéBodov avolvtikijc onuetoypopiog (1814-1815) tijc
Bolovuvijc kai Metafvlavaviic Movaikijc t@v éénynt@v pidv Aidaokdlwv Xpvoavbov éx Moadvtwv, Ipnyopiov Ilpwrtoyditov,
Xovpuovliov Xopropblaxog [Byzantine Music Manuscripts; the codices including the first exegeseis of the New Method of the
analytical Byzantine Notation], 1 volume, T¢ mpoeyoueva [The preface], (Athens: Institute of Byzantine Musicology, 2016), 153-8
[: The exegetical Notation of Chrysanthos of Madytos (H é&nynuatiy onueioypogio 106 Xpvoavhon)] & 199-202 [: Chrysanthos of
Madytos (Xpvoavbog éx Madvtwv)].

™ Here is the Greek text of the above mentioned Idiomelon: @apicaioc kevodoli vikduevoc, kai TeAdvic T petavoig KAvouevoc,
TPoaiiAdov cot 1@ uove Aeomoty, GiA° O UEV kKavynaduevos, gatepnin tav dyalav, o 0¢ un pleylouevog, 1&1dOn TV dwpedv. Ev
T0U01G T0I¢ oTEVOYUOIS, aTIPIEoV ue Xpiote 6 Oeog ¢ priavipwrog; there follow its English translation, taken from Kallistos Ware,
The Lenten Triodion, translated from the original Greek by Mother Mary and Archimandrite Kallistos Ware, (South Canaan, PA: St.
Tikhon’s Seminary Press, 2002), 99: A Pharisee, overcome with vainglory, and a Publican, bowed down in repentance, came to Thee
the only Master. The one boasted and was deprived of blessings, while the other kept silent and was counted worthy of gifts. Confirm
me, O Christ our God, in these his cries of sorrow, for Thou lovest mankind

8 Cf. Manolis Hatziyakoumis, H éxidnoiactixy povoixsy tod &Anqvicuod pete mv dlooy (1453-1820). Zyediaoua iotopiag [The
Ecclesiastical Music of Hellenism after the Fall of Constantinople (1453-1820); Sketch of History], (Athens: Research & Publications
Centre, 1999), 19-21; Vasileios Salteris, H mapddoon 100 uélovg t0d malaiod Ztynpopiov [The music tradition of the old
Sticherarion], Doctoral Dissertation, (Athens: Department of Music Studies-School of Philosophy-NKUA, 2011), 125-30; Flora
Kritikou, “The challenge of writing new poetry and music: the case of the stichera idiomela by Manuel Chrysaphes”, in Creating
Liturgically: Hymnography and Music. Proceedings of the Sixth International Conference on Orthodox Church Music. University of
Eastern Finland, Joensuu, Finland, 8-14 June 2015, (Finland: The International Society for Orthodox Church Music, 2017), 177-88.
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through the (black-colored) phonetical signs, while the relevant (red-colored) subsidiary signs were
missing, is still found at K. A. Psachos’s Archive:™
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Obviously, it was a specific musicological request addressed to K. A. Psachos,”® and - at the same
time - it was the motivation for the latter to notationally process the same melody; indeed, through the
specific musicological material found within the mentioned folder of K. A. Psachos’s Archive, one can
systematically follow the entire processing of the exegesis of that melody; in particular, the following
material should be pointed out:

i. The notes [Al onuetwoeig)
A series of musical notes, saved under the title The notes [Al onuewwoeig], are found within the
mentioned folder of K. A. Psachos’s Archive; they have mostly consisted of small pieces of paper on which
K. A. Psachos has roughly written down, through a pencil, parts of the Idiomelon he was trying to analyze;
according to the mentioned material, one can assume that his tactic was to first focus on individual
musical phrases of the entire given melody and secondly go on with their exegesis; that way, one can
follow his work gradually formed step by step; in most cases, he first writes down the prototype part of
the melody (under the inscription maA. [= maAaiov], that means the originally given version of the melody
written down according to the Ancient Method of the stenographical Byzantine Notation), and secondly
points out (exactly below it) its relevant exegesis (under the inscription €&ny. or €€ [= é&nynotgl, that
means the version of the New Method of the analytical Byzantine Notation he formed); in order to form
the last version, i.e. the exegesis of the melody, his effort was based on the already given relevant
tradition, judging from the identity of the individual formulae; he would each time point out a specific
reference to the given material he had taken into consideration, through either a reference to the pages
of a specific musical book,21 or, in some cases, by copying in his notes the respective parts of the used

19 Beside the mentioned piece of paper K. A. Psachos has written the following note: This is the score that Manoff has written down
by his hands and sent to me [7o émorpagév pot év adroypape vro rov Manof ¥(dyo)g]; for the time being, no further information
about the aforementioned Bulgarian scholar [A(tanas) Manoff, from Varna (cf. below, note 29)] could be found.

% Cf. below, note 29.

2 In the above-mentioned musical notes, one can clearly see a few references to a specific source, which K. A. Psachos seems to have
taken into consideration while preparing his exegesis; those references mostly consisted of an indication to pages [2el. = Zedideg]; the
mentioned pages refer to a voluminousness “book”, while, for example, in the case under discussion, one can notice pages’ numbers
from 527 to 799; at the end of the same references an indication is written, in the Greek language, that seems to be an abbreviation of
the form of K#A. or KA.; one can assume that this abbreviation refers to the name of the famous musician Panagiotes Kiltzanides from
Bursa [K#74.], or even to his notorious study of the so-called “Key of the Ancient Notation of the Byzantine Music” (in Greek: Kieida
[K2.]); unfortunately, there isn’t any clue in either the relevant bibliography in existence to date or even in the material found in K. A.
Psachos’s Archive to support such a fascinated hypothesis; the relevant research ought to remain open. About the said musician
Panagiotes Kiltzanides see: Papadopoulos (1890), 443-4; George Papadopoulos, Totopixn émioronnoig tijg folovuviic ékxinoiaotikije
LOVOIKIS G0 TV GrooToMK®Y Ypovav uéypt tav kal’ fuag (1-1900 w.X) [A historical overview of Byzantine Music], (Athens, 1904),
284-6; Papadopoulos (1995), 124-5; about his missing book (“Key of the Ancient Notation of the Byzantine Music”) see: Panagiotes
Kiltzanides, doéaotdpiov Iétpov tod Ilelomovviaiov, mepiéyov dmavta o Ioidueia kai Aolootika 100 Eomepivod, tijc Aitig, t@v
Arootiywv kai tév Aivov, to. Arolvtikia koi Koviakio macdv tév Adeomotik@v kol Ocopuntopik@v éoptdv, tév éoptalousvawv Ayiwv
10D GAov éviavtod, tob te Tpipdiov kai Ilevinrootapiov, &v ¢ mpocetédnoay Kkai Tive dpye dpyaio pabdiuate uéxpt Tdde avérdota,
KOT0. TOparinliouov ék tiig dpyoiog mpog wmy véav MéBodov, éxdidotor vmo t0d pove. I1. I'. Knitlavidov lpovoaéws, adeig kol
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prototype melodies themselves.” In the following index, one can overview the material included in the
notes under discussion in its entirety:

Dapioaios kevodofiq vikwuevog, kal TeEAwvng tfj uetavoia kALvouevog, mpoofAdov oot T@ Hovw
Aegonoty, aAL’ O Uév kauxnoauevog, €otepnn Twv ayadwy, o 8¢ un edeyéauevog, NEwdn Ttwv Swpedv.
Ev ToUTOLG TOIC OTEVAYLOIC, OTHPLEOV UE XPLOTE O OE0C WG PIAGVIPWMIOC
Parts of the Idiomelon Parallelisms

References
Qaploaiog aivelte

e Se. 625 KnA.
? Sel. 565 KnA.

npoaiiAdov oot Evwrtiov

¥ Sed. 679 KnA.

éyrpioer tijc Meydng Exxinoiog koi 100 Avtokpatopikod émi tijc Aquooiog Exraidevoewg Yrovpyesiov (bn’ dpif. 160. 7 Alualil-Ayip,
99. 13 Nisaw 98) [Doxastarion, composed by Peter the Peloponnesian], 2™ volume, (Constantinople, 1886), a’-y’ [: a “note of crucial
importance” («Xmovdaia Znueiwoigy) at the end of the book]; K. A. Psachos, «To {ftnua tiig dpyaiog HOVCIKTG Ypopiig Kai TO
oOyypappo tod Knitlavidov» [“The issue of the Ancient Method of the stenographical Byzantine Notation and the book of
Panagiotes Kiltzanides”], in @dpuyé [Formigx], 11.a.9 (15.7.1905), 1-2 | 11.a.10 (31.7.1905), 3 | Il.a.11-2 (15-31.8.1905), 3 | 1.a.13-4
(15-30.9.1905), 5 | 1l.a.16 (31.10.1905), 3-4 | Il.a.17-8 (15-30.11.1905), 1 & 5-6; Psachos (1978), 247-8 (note 81); Gr. Stathis H
&&nynaig tijs mooadg Polavuviis onueioypopioc kai Ekdooig Gvawviuov cvyypopiic Tod Kwdikog Enponotdpov 357 ¢ kai éxiloyiis Tic
Movaxijc Téyvng 100 Amootolov Kavora Xiov ék t0b kddikog Aoyeiapiov 389 [The exegesis of the Ancient Byzantine Notation],
(Athens: Institute of Byzantine Musicology, 1978), 16-8, 40-1 (note 2).

2 Note that in the above case the prototype part of the melody is written under the inscription dpy. [= dpyaiov], that means the
originally given version of the melody written down according to the Ancient Method of the stenographical Byzantine Notation.
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Parts of the Idiomelon
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Parallelisms References

Jel. 537 KnA.
£v touTolg
Jel. 622 KA.

2eA. 799 KA.

2eA. 775 KA.

2eA. 527 KA.

Additionally, the first full version of both the Metrophonia and the exegesis of the Idiomelon
under discussion are found amongst those notes; they are also roughly written down through a pencil by
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K. A. Psachos himself, the Metrophonia in two pages, and the exegesis in three pages (the first two pages
are written on both sides):

Metrophonia Exegesis

|11 ]
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It has to emphatically be pointed out that in the same folder one can also find a transcription of
the Metrophonia’s version into Staff Notation, also made by K. A. Psachos himself: >
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ii. The primary record
The primary record of this work has consisted of two scores: [a] one written down (on one page)
according to the Ancient Method of the stenographical Byzantine Notation,?* and [b] another one written
down (on three pages) according to K. A. Psachos’s exegesis of the same meIody:25

Ancient Method of the

stenographical Byzantine K. A. Psachos’s exegesis
Notation

“ihges 7

et NP =

iii. The final record
In the final record of this work, consisting of four numbered (a’ to [6]) pages, four scores are included
[see the relevant facsimiles in Appendix No. 4.1]: [b] the original melody of the Idiomelon, written down

according to the Ancient Method of the stenographical Byzantine Notation and clarified, through the
addition of the (red-colored) subsidiary signs, by K. A. Psachos,26 along with [a] the aforementioned piece

2 In the aforementioned folder of K. A. Psachos’s Archive there also is another short musical example written down in Staff Notation,
under the inscription Explanation of the intervals [E&iynoig v onueicov], where K. A. Psachos has pointed out how intervals of a
second to a sixth, written through Byzantine Notation, may be understood:
"iz:-/. W r",d.‘.w
2

s e L ) P e o

=t TR I= s x L =
. B B v v L v

2 The score is written down without any inscription; at the end of its musical text K. A. Psachos has pointed out the following note:
See the exegesis on the reverse side [H &&rynoic Smiobev]).

% The score is also written down without any inscription; at the end of its musical text one can see the very well-known signature of
K. A. Psachos: K. a. ¥Yayog

% This score is written down under the following inscription: The Ancient Sticheron “A Pharisee, overcome with vainglory”, clarified
through the addition of the subsidiary signs missing from the given stenographical Byzantine Notation, composed by Manuel

<1 l:\
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of paper, sent to K. A. Psachos by A. Manoff,”” [c] the Metrophonia’s version of the same melody, formed
by K. A. Psachos,’® and [d] the final exegesis of the melody of the Idiomelon under discussion, also made
by K. A. Psachos, at the request of A. Manoff.”

Nevertheless, some additional musicological remarks should be pointed out, as far as the composer
of the original composition under discussion and its exegesis is concerned;

a) the composer of the composition

In the mind of whoever is engaged to the specific genus of the Byzantine Melopoeia, i.e. the sticheraric
one, a question of crucial importance is certain to arise: the composition under examination might indeed
be attributed to Manuel Chrysaphes or it actually should be attributed to Panagiotes Chrysaphes; it is
well-known that there usually is confusion between both the aforementioned composers in the relevant
manuscripts tradition or even in the existing published bibliography.30 Seeking a documented answer, it is
necessary to compare the composition under discussion to any record of the same melody composed by
Panagiotes Chrysaphes; one can find such a comparison to the following indexes,>" according to which it
seems that the composition under examination is 99% identical to the one attributed to Panagiotes
Chrysaphes into the manuscript tradition:*

Manuel Chrysaphes Panagiotes Chrysaphes
A. Manoff K. A. Psachos
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Chrysaphes [T0 dpyaiov otiynpov «®@apicaiog kevodoligy Siacecoplouévov dic t@v &v Tj apdTy) OTEVOYPaPion 1l UTapyoviey
onuadopdvwy, vwo Mavovnl tod ralaiot Xpvadpov (K. A. Yayog)].

#7 See above, note 19.

% This score is written down under the following inscription: The Metrophonia’s version of the same Sticheron, formed by K. Psachos
[H uetpopwvia 1ot orynpod vmo K. A. Péyov).

# This score is written down under the following inscription: The melody of the same Sticheron, developed according to the slow
sticheraric style, transcribed by K. A. Psachos, at the request of A. Manoff, from Varna, Bulgaria [70 &ic dpyov aryynpopicov uélog
00 otiynpod, kot é&fyno K. A. Wayov, tij aitioer A. Mavde (éx Bapvng)]; in Appendix No. 4.2 a contemporary, electronically re-
written, score of the last musical example can also be found, made by Theodoros Maroulakis, to whom great gratitude is expressed.

% Cf. Gr. Stathis «Tavayidmg Xpvoaeng 6 véog kai Ipotoyditne» [“Panagiotes Chrysaphes the Protopsaltes”], in Méyapo
Movaxiic A6nvaw. Iepiodog 1995-1996. Melovpyoi 00 1’ aicwva. Hovaypwtne Xpvodens 6 véog kai Ilpwrtowdltns - I'epuovog
dpyrepevg Néwv Hatpdv - Mroldong iepedg kai vopopvral - Ilérpos Mrepexétng ¢ uelwddc [Program of a concert of the Music Hall
of Athens, dedicated to 17™-century Byzantine Music composers], (Athens: Music Hall of Athens, 1995), 11-2, 14.

% The melody of the Sticheron under discussion attributed to Manuel Chrysaphes is taken from both the above-mentioned handwritten
text sent to K. A. Psachos by A. Manoff (see above, note 19), as well as from the relevant transcription and clarification of it (through
the addition of the red-colored subsidiary signs) made by K. A. Psachos (see above, note 29); the melody of the same Sticheron
attributed to Panagiotes Chrysaphes is taken from the codex No. 087 of Kenneth Willis Clark Collection of Greek Manuscripts (David
M. Rubenstein Rare Book & Manuscript Library, Duke University), f. 228", a codex that includes a full version of Panagiotes
Chrysaphe’s Sticherarion, available at the following site: https:/repository.duke.edu/dc/earlymss/emsgk01087 [accessed 31 March
2021]. It has to additionally be noted that through the following index one can easily compare, as well, the red-colored subsidiary
signs added by K. A. Psachos to the relevant ones given by the manuscript record of Panagiotes Chrysaphe’s version of the Sticheron.
% There is only a minor difference, that is the following musical cadence of Stlcheron s poetlc phrase ¢ d¢ wiy pOeyCiuevos [the other
kept silent], which is missing from A. Manoff’s/K. A. Psachos’s version: ~=-% = - = = it is a melismatic musical cadence [: a cha
ba b cba], consisted of a double repetition of a descending third [: cba, made through Kratemohyporrhoon & Heteron Parakalesma
the first time, and through Hyporrhoe & Piasma & Heteron Parakalesma the second one, respectively], which is separated through a
usual formula of Antikenoma [: bal]; at this point, one has to wonder: is this minor difference enough to prove the composer’s diversity
under discussion? cf. Stathis 1994: 42, where such a minor difference between a Sticheraric composition composed by both Manuel
and Panagiotes Chrysaphes is also pointed out.
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b) the exegesis of the composition under examination

Based on the results of the above remarks, one could now compare the exegesis of the composition
under discussion, i.e. the exegesis made by K. A. Psachos on the sticheron’s version attributed to Manuel
Chrysaphes, to the relevant exegesis of the same composition composed by Panagiotes Chrysaphes, an
exegesis already given from 1835 by Chourmouzios Chartophylax;33 such an opportunity is undoubtedly a
brilliant testimony in order for one to understand and decode the technique of the exegesis of the
Sticheraric genus of the Byzantine Melopoeia; the ability to compare both the exegeseis of the same -
actually- compositions, exegeseis that are separately made by two musicians within a time distance of a
century,34 is a source witness of crucial importance for contemporary musicological research; one can see
the results of such a comparison to the indexes that follow:®
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% See the codex of the National Library of Greece-Collection of the Holy Sepulchre No. 764 (dated from 1835, November 28"), ff.
1%-2".

* There isn’t any specific chronological indication for the exegesis of the Sticheron under examination made by K. A. Psachos;
nevertheless, the material already commented above as far his exegetical approach is concerned, is found in a folder of his Archive,
on the cover page of which one can read the following note: Newer [...] “A Pharisee, overcome with vainglory” [...] 1935 K. A.
Psachos [Newtepa [ ...] 3. Papioaioc kevodolia [ ...] 1935 K.a. Payoc]:

% The scores that follow are electronically re-written (from the aforementioned manuscripts of both Chourmouzios Chartophylax [see
above, note 33] and K. A. Psachos [see above, note 29]) by Theodoros Maroulakis, to whom great gratitude is expressed.
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Chourmouzios Chartophylax K. A. Psachos
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3
This Faith hath established the whole world
[AUTn n niotig v Oikouuévnv éotrpiéev]

In another folder of K. A. Psachos’s Archive, musicological material for the exegesis procedure of
a composition attributed to John Koukouzeles, an exegesis made by K. A. Psachos himself, can be found; 3
that composition refers to a less known Mathema, based on a phrase taken from the text of the so-called
Synodikon of the Holy and Ecumenical Seventh Synod for Orthodoxy, a text read during the special Office
celebrating the Triumph of Orthodoxy which takes place during the Triodion’s Sunday of Orthodoxy,
usually after the Dismissal at the end of the Divine Liturgy: This Faith hath established the whole world
[AUtn n miotic v Oikouuévnv éotnpiéev).
At the beginning of the

Dl Ll = g Vi ~ 2, €
P s Rl % :_.;:_‘\'?"; -7 B)({‘"’ mentioned folder of K. A. Psachos’s
L LN - . . .
o sr rtt Archive, the followin iece of paper,
<55 R no P : g P pap
v Jeo sty T written down according to the Ancient
Qe Crt vt TL i B ey . .
B ™ WD - r Method of the stenographical Byzantine
B ad - 3 ‘_” = X &
o tr._c‘or Aeeben i TR Notation, is found.
1 N2 =
:1"**":;0 € c::::":\f’ . .
: ,g‘;, e 2 It includes a musical example that
— .
\: < i b d”'-F was already known in the relevant
" w
_.&;\:_"; "_:“ WEf e - musicological bibliography published until
ﬁ <4 : ¥ ' : that time; for instance, one could find it in
vevEwl» a book published by George Papadopoulos

in 1904;37 but, in the version found in K. A. Psachos’s Archive, some interesting additional notes should be
specifically pointed out:

% At the cover page of the mentioned folder K. A. Psachos has written by his own hands the following note: Regarding the exegesis of
“This Faith hath established the whole world”, composed by John Koukouzeles [A1o. tipv é&ijynorv tod «Abtn 1 mwiotig wyv olkovuévny
éotiipicevy tod Kovkovlélov. P(dyo)g].

% papadopoulos (1904), musical example No. 2, found at the end of the mentioned book, published under the inscription: “John’s of
Damascus Notation” [«I pagn lo. Aapacknvody]:

f‘
s 2;"1'33, - LA
oo ST NF R Tk
R T G FENIM G B .
r" - v~ —~, =5 " (\.’f}"\./’
e e N2 S TN U
W = ~ NG TRY
\\\\\\\\\.\\;" ~
- —_ T o
& T TR e PS> S5
N Lo — —_— == >
S e Fo v At ETEEEJQREE EEE
X — AN Dy e [T,
P = - T
§ T cx t t € EEYayNE <
S s
<0 ;-99\?.——?,\';_: o =, —
3 h omaow e b WYL L
N - - —_—
_§ = r— — —a—
8 ek bk EECH [+
&\i E .

There aren’t any pieces of evidence as far as the specific source from which the above-mentioned musical example has been taken is
concerned; at the preface of the same book (ibid., v" [=50]), one can just read that the examples found in its appendix consisted of
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at the right point of the aforementioned piece of paper the following note has been written, by an
unknown writer: a handwritten excerpt from some book of the King of Bulgarians Boril [xelpoypdpou
&k Tivoc B1BAiou tol BaoiAéwe TV Boulyapwv Bopida ////]; there follows another piece of paper,
written on both sides, where one can see:

[a]

[b]

the musical text of the beginning of the composition s SRl
under discussion, written down (according to the New » Ea e
Method of the analytical Byzantine Notation) by an e

also unknown writer; on the top of the mentioned Ca . o = Er
musical text, the following note can be read: you had T by 2
analyzed it to me as follows [oUtw pot 10 €iyate e S T S

avaAuvoet]): Lom 2

a note, written by K. A. Psachos himself, that is a reference to a well-known article of J.-B.

Thibaut; specifically, the text of the above-mentioned reference has as follows: “La Notation
de St. Jean Damascene ou Hagiopolite” Par J. Thibaut Ex tod Il teUyouc tol €v K/moAet
Pwaaikol dpyatoAoyikol lvotitoutou (26¢@ia) 1898 [From the 3" volume of the Yearbook of
the Russian Archaeological Institute of Constantinop/e];38 indeed, at the end of the mentioned
article (p. 176, plate No.1), a relevant musical example is published, transcribed into Staff
Notation, which refers to the musical example under discussion; moreover, at a specific note,
given at the beginning of the same article (pp. 140-1), the same musical example is described
as “an excerpt of the 14" century’s Synodikon of Boril found into in [undefined] manuscript of
the National Library of Sofia”: 3

Traduction de la planche N 1,

Spécimen d’ancien chant Papadique.
(Tiré du Synodique de Boris).

Moderato.

L T o - o i N o

l’&:” e~ e S B j* e

e e L ﬁ—d— o R ii—‘_ii
- - e =~ ¥ 2 3 5 3

From the above observations, it is obvious that in this case, as well, K. A. Psachos had another

challenge to deal with the “pre-history” of the composition under discussion; furthermore, he finally

“palaeographical musical texts, through which the versions of the Byzantine Notation are chronologically shown, starting from the
Ancient and concluding to the contemporary period” [«molaioypogixa keiueva, gikoviovia katd xpovoroyikny cepoy 10g Gro Tijg
XPIOTIOVIKTS GpYaioTNTOS UEYPL THS VOV €V Ypriael Ypapikiic (edodov wovotkag ypapdsr).

% The full reference is specifically formed as follows: J.-B. Thibaut, “Etude de Musique Byzantine. La Notation de St. Jean
Damascene ou Hagiopolite”, in Izvestija Russkago Archeologiceskago Instituta v Konstantinopole, 3 (1898), 138-79.

* Ibid., 140-1: “Un belle copie du Synodique de Boril faite au XIV siécle, (aujourd hui conservée a la bibl. nationala de Sophia.) Ce

document est trés précieux au point de vue de I’histoire musicale des bizantins. Le texte du Ms. qui est en slave, est parsemé de chants
papadiques avec notation et texte grecs, d’oti nous pouvous conclure que les jugo-siaves n’ont pas suivi [’exemple des sévéro-slaves,
mais ont preéféré la notation damascénienne ”.
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formed the exegesis of the entire composition, an effort that is written down by his own hands into an
impressively clear score, under the following inscription: “This Faith hath established the whole world”, a
Mathima of the Papadic genus composed by John Koukouzeles; exegesis from the Ancient Stenography by
K. A. Psachos at the request of A. Manoff [«AJtn 1 miotig tnv Oikouuévny éotriptéevr», Madnua lwdavvou
o0 KoukoulZédou, Médoc manadikov, Eénynoic ék tii¢ dpxaiog otevoypapiog vmo K. A. Wayou, kat’
aitnow 100 k. A. Manoff], accompanied by a final signatory note: Athens, September 19. 1936, K. A.
Psachos, Tutor of the Greek Music [Ev AGnvaig, 19 SenteuBpiov 1936, K. a. Wayog, Kadnyntng tijg
EAAnvikiic MouoLKﬁc];4° the last specific reference to a “request of A. Manoff”, i.e. the figure of the
scholar from Varna, Bulgaria, known from the above-mentioned comments, is perhaps a clue in order for
one to assume that the latter was, once again, the one who presumably sent to K. A. Psachos the copy of
the original melody of the composition under discussion.

Besides the above final score, in the mentioned folder of K. A. Psachos’s Archive one can also
find [a] the entire composition re-written by him into the Ancient Method of the stenographical Byzantine
Notation, with the additional note at the bottom: this is the right record [H 6pYn ypapn Wcl, as well as [b]
the Metrophonia’s version of the same composition, roughly written down by him under the title
Metrophonia [uetpopwvial:

The original Psachos’s record Metrophonia’s version
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There follows a contemporary electronically re-written record of the “right version” of the
composition under discussion, as it is given by K. A. Psachos, " along with a transcription of its
Metrophonia version into Staff Notation, the last one formed according to the current relevant
technique:42

Psachos’s “right record” Metrophonia’s version

e e

s s

%0 See the relevant facsimile in Appendix No. 5.1; there follows [Appendix No. 5.2] a contemporary, electronically re-written, score of
the same musical example, made by Theodoros Maroulakis, to whom great gratitude is expressed.

! The above score has been made by Nick Bouris, to whom great gratitude is expressed.

%2 See Christian Troelsgard, Byzantine Neumes. A new Introduction to the Middle Byzantine Notation, (Copenhagen: Monumenta
Musicae Byzantinae-Museum Tusculanum Press, 2011), 39-40 et passim. The score of the above-mentioned transcription has been
made by Gerasimos Papadopoulos, to whom great gratitude is expressed.
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Additionally, a series of individual musical notes are also found within the mentioned folder of K.
A. Psachos’s Archive; they are formed according to the type, the philosophy, the perspective, and the
structure already described above, focusing on specific parts of the entire composition, while, in this case,
some specific references to the musical manuscript No. 224 of K. A. Psachos’s Library [apt8. 2241, as
well as to the well-known printed edition of the so-called Mathematarion [[avéektn Tou. r'1,* have to

particularly be noted; at the following index, one can overview the material included in the notes under
discussion, in its entirety:

AUtn i miotig v Oikouuévnv éatnpléev

Parts of the Parallelisms References
Mathema
Altn TIGALV
[A?x"z—;:»: £) Oig e A4 pe s E
Lade 4
4
M - =
¢ Mok, oA oA v
=
& v o~
f
AW X —x—=
AUtn [the cadence] ok s e
iy e S e, e L dpud. 224, . 1526
¥ © s = N = — - Mavééxtn Tow. I oeA. 404
7—; R e 4,\ el e [excerpt from the Mathema Aéomowa
-\% N~ — ==, 2 A\ m;.w»v/ lon npoodetat, ded.icattehd to the Virgin‘Mary,
San e Y Tdn Bl it composed in 4" Mode by Daniel
& f l Protopsaltes]
niotig TOUC To(TpLkoug)
o —
ﬁ"an.b J(\p L ltgy R
[— e A ( Tpoutkov e
gt oS Ja T g & Al SUVAUELG TV LOUCTIK@V :
N &C’M\ ! , \ <
Xxapaktripwy dveu =
5 a4 s ; - onuadoeuwvwv
: o ey T QUA 713
( o P g o e 2 » Tpoutkov kot EKoTpEMTOVEY }
oL e > Eqad e T ouvexeia
P U o iy L= i6e @uA. 235r

3 See the full content of the mentioned musical manuscript of K. A. Psachos’s Library (that is an Anthology, written in 1795 by Peter
Byzantios) at the following site: https://pergamos.lib.uoa.gr/uoa/dl/object/125145 [accessed 31 March 2021].

4 John, the Lampadarios - Stefanos, the first Domestikos of the Great Church of Christ, ITavdéimy tijc iepégc éxxinoraoniiic tuvepdioc
700 Slov éviavtod, kdobeioo vro Twdvvov laumadapiov kai Zrepavov A' Aoueotikov tijc 00 Xpiotod Meydlng Exrklinoiog [Pandekti
of the holy ecclesiastical hymnodia of the entire ecclesiastical year], 3" volume, includes the compositions of the Mathematarion’s
Genus, (Constantinople: Patriarchal Printing, 1851); onwards: Pandekti 3.
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Parallelisms References
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— - aptd. 224 @UA. 144*
[excerpt from the Mathema MeydAuvov
Yuxn Hou tov év 1@ onnlaiw, dedicated to
the Christmas Feast, composed in 1* Mode
by Daniel Protopsaltes; cf. Pandekti 3, 122
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(n &€riynon thi¢ mapakAntikiis yvwortrj)
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katdpag AUtpwaotg, dedicated to the Virgin
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Daniel Protopsaltes]
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Furthermore, additional information regarding the composition under discussion (and its source,
as well) are nowadays available, thanks to the relevant research of the Bulgarian scholar Elena Tonteva;®
based on her studies, it is now known that the composition is specifically taken from the manuscript No.
289/55 (f. 4r-v) of the National Library of Sofia, Bulgaria, “Cyrill and Methodios” (a 14th-century codex that
includes a copy of King Boril’s Synodikon, written in the Bulgarian language), where it is the third of four
total musical examples (remarkably written down in the Greek language), which are found at the
beginning of the manuscript;46 additionally, E. Tonceva has not only palaeographically and structurally
and melodically commented on the mentioned composition,47 but she has also published a facsimile of it,
as well as a relevant interesting transcription of its musical text written in Byzantine Notation,
accompanied by its Metrophonia version transcribed into Staff Notation:*
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Since K. A. Psachos’s exegesis of the composition under discussion is (as far as is known) the only
one in existence, the contemporary research could just compare the existing three transcriptions of its
Metrophonia version, an effort that one can follow through the following index:

* See E. Tomuesa, “My3uKamuu Tekctoe B IlanmaysoBus mpenuc ma Cunommka Ha map Bopwi ([Tameorpadcko mscrensane
mysukanen anamus)” [“Les textes musicaux de la copie du Synodique du Tsar Boril”], in bwvreapcrka Akademuss na nayxume-
Hzeecmusi na Hnemumyma 3a mysuxosmnanue [Académie Bulgare des Sciences-Bulletin de [’Institut de Musique], 12 (1967), 57-159;
cf. Eadem, “Die Neumentexte in der Palausov-Abschrift des Synodiks des Zaren Boril und ihre stellung in der Geschichte der
Bulgarischen Mittelalterlichen Music”, in Académie Bulgare des Sciences-Istitut d’Etudes Balkaniques, Actes du premier Congrés
International des Etudes Balkaniques et sud-est Européennes II (Sofia: Editions de I’ Académie Bulgare des Sciences, 1970), 1055-65.
6 See E. Tonuesa, “Mysuxannu Tekctose B Ilanay3osus nperuc na Cunozuka Ha uap Bopun”, ibid., especially on pp. 57 (note 1) &
102; the historical comments on the same manuscript are found on pp. 145-52; in light of the specific information given by the
mentioned Bulgarian scholar (see, for example, ibid., p. 58), it seems that there isn’t any piece of evidence in order for one to safely
attribute the composition to John Koukouzeles (as K. A. Psachos has already —and without any doubt— done); on the top of all four
musical compositions included at the mentioned manuscript one can just see the usual inscription composed by the same composer
[zod avrod], but (as far as is known) there isn’t any previous relevant inscription where koukouzeles’s name is clearly pointed out.

" Ibid., pp. 102-6, 125-31, 131-8, respectively.

“® Ibid., pp. 101 & 102 (and pp. 59-60), respectively.
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The one who wants to learn Music [O 9€Awv pouotknv uadeiv]

Toncheva 1967

Npuncp 12

As a final sample of K. A. Psachos’s ability to use the New Method of the analytical Byzantine
Notation towards the purpose of the exegesis of the Ancient Method of the stenographical Byzantine
Notation, the material found in another folder of his Archive should be pointed out; on the cover page of
the mentioned folder one can read the following inscription: “The one who wants to learn Music”,
Method composed by Chrysaphes; exegesis by K. A. Psachos [«0 9€Awv pouatknv uadelvy tod Xpuodpou,
E&rynoic K. A. Wayou]; * indeed, the full exegesis of the aforementioned Method is included at the folder,
written down by K. A. Psachos himself into an impressively clear score, consisting of 5 numbered pages,
under the following inscription: Admonition to pupils, composed by [Panagiotes] Chrysaphes; exegesis, for
the very first time, from the Ancient Method of the stenographical Byzantine Notation, by K. A. Psachos
[Xpuadapou tod véou, Noudeoia mpog tolc uadntdag, to npltov éényndsioa éx tic dpxaiac vmo K. A.
Wdyou- Ayoc a’' O 9¢Awv Houoiknv paSeiv); >0 additionally, at the end of this score (p. 5) his characteristic
signature [K. a. Wayoc] is added, along with both a chronological indication (Athens, 1926 [Adfjvat 1926])

“ About that composition see Stathis (1995), 8-9, 12-3, 15, 27; Nicolae Gheorghiti, Byzantine Music between Constantinople and the
Danubian Principalities. Studies in Byzantine Musicology, (Bucharest: Editura Zogio, 2010), 171-90; Idem, Musical Crossroads.
Church Chants and Brass Bands at the Gates of the Orient, (Bucharest: Editura Muzicala, 2015), 37-41; here is the typical Greek text
of the above mentioned Method, a non-liturgical one formed in fifteen syllables: O 6élwv povoikny uabsiv koi Oérwv érarveioour |
Oéler moldag bmouovdg, Oéder moldog nfuépag | {0éler kalov owppoviauov kai péfov tob Kopiov} | tyuv mpog tov diddokalov,
Jdovkdro. €i¢ TS yeipog | Tote va udbn o pobntic kai wéierog va yévy [The one who wants to learn music and be praised | needs much
patience and time | {needs great prudence and the fear of the Lord} | esteem towards the teacher, precious coins available | then the

student can learn and be excellent].

%0 See the relevant facsimile in Appendix No. 6.1; in Appendix No. 6.2 a contemporary, electronically re-written, score of this musical

example can also be found, made by Theodoros Maroulakis, to whom great gratitude is expressed.
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and the following interesting note: There is not found any exegesis of this composition made by anyone of
our predecessor's tutors; that’s why | am directly going on with its exegesis, avoiding pointing out
references to any pre-existing analysis of it [To uélo¢ tolito map’ oUdevi TWV MPWTWVY EENYNTOV EVPEDN
&énynuévov. Aid toito 6ev mapadetw Stauécouc avauoeic autod, ald’ éény@ tolto an’ evdeiag. K. A.
We (Wayog)].

Nevertheless, in the same folder one can also find the (already well-known, from the above
comments) series of individual musical notes, through which the entire process of K. A. Psachos’s
exegetical effort on the composition under discussion is clearly explained, as it is gradually formed,
phrase by phrase; actually, it has to be noted that from the above-mentioned musical notes, a piece of
paper seems to be the chronologically older amongst the others; on it, the initial musical phrase [: O
JeAwv] of the Method under examination can be found (under the following inscription: Admonition to
the students, composed by [Panagiotes] Chrysaphes, “The one who wants to learn Music” [Kup Xpuodgou
t00 Véou, mpo¢ vouldeaiav T@WvV uadnt@v («0 GéAwv pouvaiknv paldeivy), hvd Xew I
Hyoc a’], written down [a] according to the Ancient Method of the
stenographical Byzantine Notation,™ [b] according to the Notation System
formed by Peter the Peloponnesian,52 and [c] according to New Method of ey et gl ww.\
the analytical Byzantine Notation;” at the end of this piece of paper the :
well-known signature of K. A. Psachos [K. a. Wayoc] is pointed out, while in
its left corner the following interesting note is finally added: / am going to
make an exegesis of its entirety [Ocd £Enyndij oAckAnpov W(dyo)c].

After that, one can follow the above-mentioned entire exegesis of :
this Method arising step by step, through the remaining at the same folder T R e
musical notes;”* it is useful here to particularly point out this process, :
through the following index:

e

*! It is written down under the following inscription: Ancient Notation [dpyaia ypagsi:]; as it is shown above, at the right place of this
specific part of the mentioned piece of paper, a reference to some source is also added, which is pointed out as follows: No. 185 (dp.
185); obviously, it is a reference to the musical manuscript of K. A. Psachos’s Library known under the same number (No. 185), that
is a codex including the Anastasimatarion of Panagiotes Chrysaphes and an Anthology, written at the end of the 18" century by
Apostolos Konstas from Chios island (see its full content at the following site: https://pergamos.lib.uoa.gr/uoa/dl/object/124960
[accessed 31 March 2021]); the specific reference should be connected to the ff. 17'-18" of the mentioned manuscript, where the same
Method is written down, a record which probably K. A. Psachos has taken into consideration while preparing the exegesis under
examination:

S e\
w e ewn e o reps o/ i ow

o e S

S RN e Ty S e

S, PR

52 It is written down under the following inscription: Exegesis of this thesis by Peter the Peloponnesian [E&iyqoic sic zebemv—eiv
o100ty ypoyyuapv I1. Ilelowovviaiov:].

5 1t is written down under the following inscription: Exegesis to New Method of the analytical Byzantine Notation [E&jynorc eig wijv
véav ypoagiv:].

% |t has to be noted that in this case, as well, one can notice the same type of references already commented above, at note No. 21;
additionally, it has to be pointed out that some of the above musical notes are written on three pieces of paper taken from envelopes
bearing the following German inscription: Berliner Tageblatt und Handelszeitung, Das deutsche Weltblatt, Verlag Rudolf Mosse,
Berlin SW 100, Rudolf Mosse-Haus; on the front side of the envelopes the address Hotel Apollon Griechenland, on behalf of the
sender, and Delphi, on behalf of the receiver are additionally written.
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0 9€Awv pouatknv uadelv kai 9éAwv énawveiodat, 9€Aet moAAac Unouovac, 9éAet moAAdc nuépac, tunv
1tpo¢ Tov Stéaokadov, Soukdta i¢ TAC xelpac, TOTe va uadn o uadntic kai téAelog va yévn
Parts of the
Method
0 JAwv

Facsimiles References

uouot-

-Knv
uadeiv>>

514

% Cf. the following relevant version of this formula, found in another piece of paper of the same folder of K. A. Psachos’s Archive:
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Parts of the
Method
kol IEAwv

Facsimiles References

énatveiodou

% Cf. the following relevant version of this formula, found in another piece of paper of the same folder of K. A. Psachos’s Archive,
where an additional reference [: Zel. 715 xai 735 K7.] is also pointed out:
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Parts of the
Method
Umouovag

Facsimiles References

JéAeL o-
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Parts of the
Method
-AAdg
nuépag

Facsimiles References

: e 527
TRV TPOG ~ As it is shown on the left, at the end of
oV this piece of paper [f. 3r] there is the
SibaokaAov indication see [page] a [i6¢ a]; the
dou- mentioned page is indeed found at the
same folder of K. A. Psachos’s Archive,
where one can see the rest of this
formula [tov 8t6dokadov, dou(kdta)],
written down as follows:
SeA. 769
SeN. 774
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Parts of the
Facsimiles References
Method f
-kata®’
Se). 567
Sel. 780
gi¢ Tag
Xelpag
Sel. 628 KA.

57 Cf. the following relevant versions of this formula, found on another piece of paper in the same folder of K. A. Psachos’s Archive,
where an additional reference [: Ze4. 779 K] is also pointed out:
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Parts of the
Facsimiles References
Method f
TOTE Val
Seh. 735
uadn
JeA. 657
0 padntng
Sel. 718 KA.
Skn pou
SeA. 668 KA
SeA. 587 KA.
Seh. 806 KA.
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Parts of the

Method Facsimiles References
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Finally, it is undoubtedly noticeable that a relevant exegesis of the same Method has recently
been made by professor Gr. Stathis;™ the phenomenon gives us a great opportunity to compare both the
aforementioned exegetical approaches, made by two scholars, i.e. the exegesis under examination made
by K. A. Psachos in 1926, and the other one made by Gr. Stathis in 1995; they comprise the only existing
to day exegeseis of this specific composition of Panagiotes Chrysaphes; such a comparison, coming after
the above relevant one between the exegeseis of Chrysaphes’s Sticheron A Pharisee, overcome with
vainglory [@aptioaloc kevodoéiq vikwuevoc], made by Chourmouzios Chartophylax and K. A. Psachos,
seems to form an additional unexpected example of a kind of an interesting diachronic “notational
dialogue”, which is absolutely appropriate as the conclusion of this chapter:eo

%8 Cf. the following relevant versions of this formula, found on another piece of paper in the same folder of K. A. Psachos’s Archive,
where additional reference [: 2el. 715 KA. & Xel. 527, respectively, along with the note: # dxdotpogoc kai sméotpopos Aéyeton (the
Apostrophos is also called Hypostrophos)] is also pointed out:

£ S oL :
! e n ) % . &A‘ S
: P P / "Rl N, "
T R G, I PR
v Cior= 8 > » D &
< N Nii=e¥ ? o
- v"‘/ A=y S 'jq Vol 2 o o 7;' o et
e o = —0C) i
A ('y P = A o (4 ’\</ o
= ’ SRR e > i
& U T A I NGy e

1

A _ = =

X ‘,w\‘)( ‘/7\ 4 <€ Ly “ PYQRR JURE NS U oo
% Stathis (1995), 8-9; Achilleas Chaldzakes (ed.), «...tyus} mpog w0v diddoralov...». "Exppacy dydmne 610 apéowmo 0 kabyynod
Tpnyopiov O©. ZtdOn. Apiépawpa. ata Envidypovo. Tig RAIKIAS Kol aTA TPLOVTEYPOVA. THS EMIGTHUOVIKIG KOl KOAMTEYVIKIIG TPOTPOPAS TOD
[A4 Festschrift to Professor Gregorios Stathis], (Athens: Society Avazolijc o Iepujynuo, 2001), 373-80; Gr. Stathis (ed.), Ocwpio xoi
Ipdén tije Woluxiic Téyvns: Ta T'évy wai Eion tijc Bulavuvije Woluxiic Melomoiiag, Ilpoxtika B Aicbvoic Zvvedpiov,
Movaikoroyixod kai Yalzixod, Abiva, 15-19 Oxtwppiov 2003 [Proceedings of the 2™ Musicological Conference], (Athens: Institute
of Byzantine Musicology, 2006), 25-30; for a record of the same Method, taken during a live performance, see also Achilleas
Chaldaeakes, Tepa Zvvodog tijc Exrxinoiog tijc EAAddog-"Iopvua Bulavtviic Movaikoloyiog, Vilare ovverds 1@ Oe@-B'. B' Aicbveg
2vvédpio Movaoikoroyiko kai Waltiko «Ocwpio xai Ilpdln tiic Yaluxiic Téxvney. To Tévy koi Eion tijc Bolavuvije VYolukijc
Melormoiiag. AOva 15-19 Oktwfpiov 2003. Xpoviko kai Wdluaza [CD includes the records of the live performances given during the
2" Musicological Conference], (Athens: Institute of Byzantine Musicology, 2005), 1 CD, 1% track.
% The scores that follow are electronically re-written (from the aforementioned manuscript and editions, respectively, of both K. A.
Psachos [see note 50] and Gr. Stathis [see note 59]) by Theodoros Maroulakis, to whom great gratitude is expressed.
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K. A. Psachos Gr. Stathis
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B
Lectures & Articles [Socrates Loupas]

“The public opinion and the Press are the main witnesses of my work” [«H koivn yvwun kai o
TUmoc elvat oi KUPLWTEPOL UGPTUPEC THC Epyaciog uou»],61 K. A. Psachos wrote in one of his many articles
published in the Greek daily and periodical newspapers and journals; the publication of his ideas and
theories is documented through his personal Archive which he kept since his early life in Istanbul until
1949, only a few months before his death in the same year.62

The newspaper folders, maintained by K. A. Psachos himself, together with the rest of his
voluminous Archive, remain now in our hands after he bequeathed all of his work to his wife Amalia
Psachou (1902-1998) and their niece Eleni Dourogianni-Ntalla (1924-2016); the folders contain more than
500 printed articles carefully arranged and indexed by their author in chronological order; it is practically
impossible to refer here to all of the existing material; it is a strong hope of the present author that soon
a published volume will contain all of K. A. Psachos’s printed writings.

K. A. Psachos in his articles, epistles and interviews referred to a variety of topics: on the history
and evolution of Ancient Greek and Byzantine Music, Greek Folk Music, Ottoman Music, matters of
Theology and Liturgy, the administration of the Greek Orthodox Church, obituaries of clergymen and
chanters, on the influence of Ancient Greek Culture in the East and West as well as on matters of social
and artistic interest; most of them were published in Athens daily newspapers; a few articles were also
published in periodicals from Istanbul, Alexandria, Munich and London.

A large number of his articles (more than 130%) can be found in the musicological newspaper
Formigx (1901-1912) published in Athens twice a month; additionally, he sometimes published articles
anonymously; the last articles are signed with a pencil in the copies of the musicological newspaper
Formigx that K. A. Psachos kept in his Archive.

Together with the Archive of his own articles, K. A. Psachos kept a second newspaper Archive
containing more than 2,000 newspaper and magazine clippings (from 1890 to 1949) with articles written
by Greeks and foreigners, musicologists, critics and journalists mentioning his name and work; there are
also essays on Ancient Greek, Byzantine and European Music, publications of Greek Folk Songs, news
about the Greek Orthodox Church and the Ecumenical Patriarchate of Constantinople and reports on
important events such as the Delphic Festivals (1927, 1930), the International Byzantine Conference in
Athens (1930), the transition in Greece from the Julian to the Gregorian calendar (1923) and many more.

A third part of the Archive consists of clippings and photocopies of publications mentioning K. A.
Psachos and his legacy after his death (1949) collected by his widow Amalia and later by their niece Eleni.

1. The arrival in Athens
K. A. Psachos was summoned from Istanbul to Athens in 1904 to direct the School of Byzantine
Music at the Athens Conservatoire and to address a wider problem: the traditional monophonic
Byzantine Ecclesiastical Music was falling into disuse especially in the churches of the city centres;64 that

61 K. A. Psachos, «H dnuddng moinoig koi povotkny [“The folk poetry and music”], in Zwpiz [Skrip], (12.5.1928), 2; the article
contains the lecture that K. A. Psachos gave at the “Parnassos’s” Hall on 6™ May, 1928.

8 For K. A. Psachos’s life and work in Istanbul and after 1904 in Athens see Evangelia Chaldaeaki, O K. A. Wéyoc kot 5 oupfols; tov
TNV KOTOYpaQn Kot ueAsty eAdnvikdv dnuotikadyv tpoayovdidv [K. A. Psachos and his contribution to recording and studying Greek
Folk Songs], (Athens: Publications of Athens Conservatoire-Edition Orpheus, 2018), 35-63.

% Ibid., 116-32.

& John Plemmenos, «H “BeA&ifvpoc” povoa g AvatoMic: H Aciéc Avpa tov Kavetavtivov Wéyov kot To Kowoviko-13gohoyikd
g mhaicion [“The ‘Captivating” Muse of the Orient: K. A. Psachos’ Asian Lyre and its socio-ideological context”], in Kwvoravtivog
Yayog: o povaikég, o Adyog. Tpaxurd nuepidog [K. A. Psachos: the musician, the scholar. Conference Proceedings], (Athens:
Publications of the Academy of Athens, 2013), 103; Katy Romanou, Eévikiic Movoixis Iepujynorg 1901-1912. EAAnvikd: povoxd:
TEPIONIKG. WG TYN Epevvag TG 1aTopiag g veoelnvikiis povaiknc [A journey through National Music 1901-1912: Greek Music
Journals as a source of research on Modern Greek Music], 1 part, (Athens: Koultoura Editions, 1996) 31-95; Georgios
Hadzitheodorou, «H Comn kot 10 €pyov t0d Keovotavtivov Ale&avdpov Wayov» [“The life and work of Konstantinos Alexandrou
Psachos”], in K. A. Psachos, H mapacnuovuxi tijs folovaviic povoikijs, ftol iotopikn kai TexviKi] ETIOKOTNOIS TS OHUELOYPOPLOS THS
Polavtivije povaIKTS GO TAV TPADTWV YPIOTIOVIKDY Ypovwv ugxpt v kal' Hudv, &kdoois devtépa dmepnolnuévn, ueto EKtevods
Pioypapios kai eloaywyiic ovvtoyOeions dmo t0d émueinbéviog v Exdoowv T'swpyiov Xarlnbeodwpov kabnynrod uovoikijc [The
Parasimantiki of the Byzantine Music; a Historical and Technical Review of the Notation of the Byzantine Music from the first
Christianity years until nowadays; 2™ extended edition, with an extensive biography and introduction written by the supervisor of the
edition George Hadzitheodorou, music teacher], ibid., 24-5.
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situation was particularly obvious in the central churches of the Greek capital; in some of them (the
Metropolitan Cathedral, the Church of the Dormition of the Virgin Mary [“Chrysospiliotissa”], St. George
“Karytsi” Church, St. Irene Church), two Sunday Divine Liturgies Services were celebrated, the first one
accompanied by the performance of a monophonic choir and the second by a respective performance of
a tetraphonic choir;*® the tetraphonic adaptations of Byzantine Chants were increasing while some
chanters and musicians were transcribing Byzantine Notation to the Staff one, using the argument of the
progress and modernization of the Greek Orthodox Church; however, the “harmonization” of Byzantine
Ecclesiastical Music and Greek Folk Songs did cause controversy even among the supporters of the
“europeanization” of the Greek musical tradition.

The Holy Synod of the Church of Greece estimated the issue as an important one,” even more
important than the “Gospel Riots” (the so-called “Evangelika”), the violent unrest which had broken out
in Athens in 1901 due to the publication in the newspapers of excerpts of the Gospel translated in
Modern Greek language. The “Scandal of the Music Society” followed a year after (1902); John
Sakellarides (1853-1938), a prominent music composer, chanter and philologist, examined the students of
the same Society’s Byzantine Music Department accompanying their performance in Byzantine Music on
a piano; the initiative provoked reactions that was observed by the newspapers.*®

When K. A. Psachos arrived in Athens in September 1904, he was already informed of the above-
mentioned situation; he had collected and kept in his Archive newspaper clippings from Athens and
Istanbul regarding the incidents in Athens;®® his inaugural speech at the Athens Conservatoire was brief;
he said that he had thought long before accepting the invitation but the purpose of his presence at the
Conservatoire was clear: to halt the destruction of Byzantine Ecclesiastical Music and to elevate it to a
level comparable to the European one.”

In less than a year he expanded his activity outside the Conservatoire: newspaper articles and
interviews, lectures and concerts; his collaboration with the musical newspaper Formigx had already been
announced since 1903 and his first articles were published while he was still in Istanbul;™* by March 1905
he signed his articles as “Professor of Byzantine Music at the Athens Conservatoire”; % in those articles he
summarily presented the New Method of the analytical Byzantine Notation (established by Chrysanthos,
Gregory and Chourmouzios in 1814), the theoretical work of Chrysanthos and the important corrections
made by the “Patriarchal Musical Committee established in Istanbul in 1881” regarding the definition of
the Byzantine Music intervals; he also mentioned the invention of an Organ commissioned by the
Ecumenical Patriarch of Constantinople Joachim Ill (1834-1912) and how important vocal tradition was
for the Committee’s research; K. A. Psachos concluded that the Committee’s work was unknown in
Greece and its publication was needed together with some certain necessary annotations and
supplementations.73

2. The first public debate
The cause or rather the excuse for K. A. Psachos’s first dynamic public intervention via the Press
was the announced “discovery” of two Byzantine Music codices that, according to the newspapers,
contained a Polychronion to the Byzantine Emperors Konstantinos XI Palaeologos (1405-1453) and John

% Romanou (1996), 40.
% George Leotsakos, Zripoc Zoudpog (1861-1917): o ueydrog adiknuévog e évieyvie eldaviric poveudis. Aok froypogpiog
[Spyros Samaras (1861-1917): The great wronged man of Greek Art Music; an attempt at a biography], (Athens: Benaki Museum
Publications, 2013), 624.
7 Romanou (1996), 43-4.
88 Achilleas Chaldzeakes, «O N. A. AgBidnc kol 1o dvaxdyay povokd (Rua kot ov Mo tod 1902» [“N. D. Levidis and the
raised musical issue in May 1902, in Idem, Bolavavouovaixoloyixé. [Byzantine-Musicological], 2" volume: History, (Athens:
Athos Editions, 2014), 311-46.
5 Tunknown], «ExAnvuch Avtamokpioio» [“Greek Correspondence”], in Kwveravivoimolig [Constantinople], (21.5.1902), 1;
[unknown], «ExkAncaotikr Movowny, [“Ecclesiastical Music”], in Néa Egnuepic [New Newspaper], (25.5.1902); [uknown], «To
Mmpo tig ékkAnotaotikils povoikiis &v EAMGd» [“The issue of Ecclesiastical Music in Greece”], in Kwvetavuvovmoiic
[Constantinople], ([;]-[;]-1902).
K. A. Psachos, [«Evapktipio. opthion] [“Inaugural speech™, in Néa Elinvici vy [New Greek Stage], (25.12.1904), 3-4.
™ [unknown], «Kavotavtivog Wyoor, [“Konstantinos Psachos”], in @épuryé [Formigx], 1.b.6 (30.3.1903), 1.
2 K. A. Psachos, «H émi t®v toviadiov diaompdtev Bsmpia tic povoikdc émtponiic Tod 1881» [“The Musical Committee’s of 1881
;I;heory on Tonal Intervals”], in @dpuzys [Formigx], 1l.a.1 (15.3.1905), 1.

Ibid.
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VIl Palaeologos (1392-1448); the first codex was found in the National Library of Greece in 1904,74 while
the second one was found in the Library of the Greek Orthodox Patriarchate of Jerusalem in 1906.”

Regarding the first codex:”® K. A. Psachos criticized the exegesis of the aforementioned
composition, written down in the Ancient Method of the stenographical Byzantine Notation in the above
manuscript, as “Conclusions being far from the truth” [«[opiouata noppw th¢ aAndeioag aplotauevar) ;77
the exegesis under discussion was made and published by John Sakellarides and his son, a popular
operetta music composer, Theophrastos Sakellarides (1883-1950);” John Sakellarides answered to
Psachos using the same argument, that his theory was wrong;79 K. A. Psachos responded with an
extensive interview about the explanation that the ancient musician used to attribute to the subsidiary
signs in the Ancient Method of the stenographical Byzantine Notation;*® John Sakellarides again
questioned K. A. Psachos’s exegetical approach on the specific Polychronion and on the Ancient Method
of the stenographical Byzantine Notation in general;81 Sakellarides’s articles was published in the musical
newspaper Formigx [@oputyé] but some parts were censored; an anonymous note by the newspaper’s
editor explained that the insulting hints and the personal attacks against K. A. Psachos were deleted. The
latter continued publishing articles about the Ancient Method of the stenographical Byzantine Notation
challenging Sakellarides to respond but Sakellaridis did not.

Regarding the second codex: it was associated by the newspapers with the aforementioned first
one, “discovered” two years prior at the National Library of Greece; in a short article published in the

™ Dimitrios Kampouroglous, «O uvog tod IModatoddyov» [“The Polychronion dedicated to Konstantinos Palaeologos”] in Eoric
[Estia], (7.6.1904), 3; according to the information given firstly in the mentioned article of Kampouroglous, secondly in an article of
K. A. Psachos {«Emomuovici dvoxoiveots yevopsvy év 1@ Hopvacod tij 61 Ampikiov 1906» [“Scientific Lecture, given at
Parnassos’s Hall on April 6™, 1906™]), in ®dpuyé [Formigx], I1.b.1-2 (1-15.4.1906), 5; cf. also [unknown], «O Buvog t0d
avtokpatopogy [“The Polychronion dedicated to the Emperor”], in Eotia [Estia] (29.5.1906), 1}, and thirdly in another article of the
said Dimitrios Kampouroglous {«O Huvog tod IToAaordyovy [“The Polychronion dedicated to Konstantinos Palaeologos™], in Eotia
[Estia], (31.5.1906), 1}, the above-mentioned codex is one known under the number 2267 of the collection of the musical
manuscripts of the National Library of Greece (a Papadike of the 15" century, consisting of a total of 211 folios formed into the size
of 22X16 cm), a codex that was donated to the Library by an (undefined) Bishop of the Ecumenical Patriarchate of Constantinople;
the Polychronion under discussion is found at the f. 145 of the codex, while on its last page the following note about the owner of the
codex can additionally be found: End of the Papadike; it belongs to Dimitrios Exakoustos whom may God help; it was restored in
1457; at the end of the same year great historical and political developments are going to happen, according to God’s will; the one
who is going to experience them will be blessed [ Télog tijc waltnikijc éx tijc poveikijc wyvne: altn yodv 1 walduki drépyer kvpod
Anurpiov tod Eéaxovotod kai 6 Oeog Ponbein abtov. Ev Erer ¢ avexoavioln ¢y%e” [=6.965] ivoikudvog ¢ [=1457]. Ev ¢ 1 téler t0d
&rovg T0vT0D Yevijoovial molAo. kal yevijoetau Etépa facileia, iy powploev 6 Odg, onlovoti 1 1od élenuovog kod pokdpiog o¢ (oetar
év adjj #]. Unfortunately, it was impossible, for the time being, to identify this specific codex amongst the musical manuscripts of the
collection of the National Library of Greece.

" [uknown], «Kai 8Alog Bvog tév Iodatoddymy mod dvekaddedn» [“Another Polychronion dedicated to the Palacologians has been
discovered”], in Eotia [Estia], (28.5.1906), 2; according to the information given firstly in the mentioned article, and secondly, in an
article of Dimitrios Kampouroglous {«O duvog tod IModaoddyovs [“The Polychronion dedicated to Konstantinos Palaeologos™], in
Eotia [Estia], (31.5.1906), 1}, the above-mentioned codex is one known under the number 31 of the collection of the musical
manuscripts of the Library of the Greek Orthodox Patriarchate of Jerusalem, a codex written in Mount Athos in 1440; in the
aforementioned references, as well as in another article of K. A. Psachos, [«EmotoA»] [“Epistle”], in Eotia [Estia], (3.6.1906), 4, a
relevant reference to the periodical edition of the same Greek Orthodox Patriarchate of Jerusalem New Zion [Néa Xicv] is additionally
pointed out (nevertheless, after thorough research, no relevant reference could be located in the mentioned periodical edition). The
codex under discussion is indeed the one known under the number 31 of the New Collection of the musical manuscripts of the Library
of the Greek Orthodox Patriarchate of Jerusalem; a description of this specific manuscript can be found in Athanasios Papadopoulos-
Kerameus, Tepocoivuutixn BiflioOnky, ot katdloyos t@v év tais Pifliobnkois 100 ayiwtdrov dmootorikod te kol kabolikod
pbodoéov mazpropyikod Gpovov tdv Tepocoldpwy kai maong Ialaiotivig drokeyévay EMnvikdv kwdikwv (...) [Library of the Greek
Orthodox Patriarchate of Jerusalem], 5" volume, (St. Petersburg, 1915 [= Bruxelles, 1963]), 350-3; the codex is a Mathematarion,
written in 1440 by Matthew the Domestikos and Joseph the hieromonk in Vatopediou monastery on Mount Athos; the mentioned
Polychronion can be found in ff. 57'-58" of the codex (the present author owes special thanks to Dimitrios Balageorgos for kindly
provided further information about the aforementioned codex, taken from his forthcoming analytical catalogue of the musical
manuscripts of the Library of the Greek Orthodox Patriarchate of Jerusalem).

76 Cf. also Appendix 1.2, note 147.

O Buvog tod TMokotoddyov. ZuvévievEig pg tov k. K. A. Wayov» [“The Polychronion dedicated to Konstantinos Palaeologos; an
interview with K. A. Psachos”], in @dpuryé [Formigx], 11.a.1 (15.3.1905), 3-4.

" John Sakellarides, «O Buvoc t0d Halaordyov» [“The Polychronion dedicated to Konstantinos Palaeologos™], in ITava@ivaia
[Panathinaia], 8.94 (31.8.1904), 277-8 & 280-1.

" John Sakellarides, «ITepi 10D Gpvov tod Hakaohéyovy [“Regarding the Polychronion dedicated to Konstantinos Palaeologos™], in
Déppuye [Formigx], 11.a.2 (31.3.1905), 2-3.

8 (O Buvog T0d Makatordyov. Emovdatotdrn Kol Aoy S10paTioTikl] cuvévtevdg pé tov k. WPhyov &v oxéoer mpdg Ty Hmd Tdv
apyaiov ddopévny Epunveiav €ig T dpovo kakovpeva onpadia tig maioudg ypaefic» [“The Polychronion dedicated to Konstantinos
Palaeologos; a very important and much enlightening interview with K. A. Psachos, regarding the explanation that the ancient
musician used to attribute to the subsidiary signs”], in @épuy¢ [Formigx], 11.a.3-4 (15-30.4.1905), 1-4.

8 John Sakellarides, «ITepi Tod Huvov 100 MoAmordyov. H émi t@v ueydhov onuoadiov cvlimoigy [“Regarding the Polychronion
dedicated to Konstantinos Palacologos; the discussion on the subsidiary signs”], in @dpuryé [Formigx], 11.a.5 (15.5.1905), 3-4.
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newspaper Estia [Eotia], one can read a reminder of what K. A. Psachos had already proved, i.e. that the
codex of the National Library of Greece did not contain just a “Hymn” to each Emperor but a Polychronion
which was chanted to praise a Byzantine Emperor and it was adapted each time for the new one;* the
historian of the city of Athens and director of the National Library Dimitrios Kampouroglous (1852-1942),
who had “discovered” the codex in 1904, immediately published another article in the same newspaper,
where he was briefly commented on the aforementioned statement of K. A. Psachos; Kampouroglous did
not disagree with Psachos, but asked for the two codices to be compared in order to prove whether the
Polychronion found within them is indeed the same composition;83 K. A. Psachos replied to Dimitrios
Kampouroglous that in a lecture, which he gave less than two months prior,84 he had already proved that
both codices include the very same melody of the Polychronion under discussion;® in the same reply, K.
A. Psachos implied that some people might exploit the feelings of the Greeks about Konstantinos
Palaeologos “for the sake of plain advertising” [«xdptv amAfjc 5La<pnuiaewg»].86

The aforementioned lecture of K. A. Psachos was pre-announced in the musical newspaper
Formigx, under the title “About the Ancient Method of the stenographic Byzantine Notation and the
occasionally arose exegesis of it, on the occasion of the Polychronion dedicated to Palaiologos” [«[lepi Tod
dpyaiou pouowkol ypaikod cuotiuatog tii¢ Bulavtiviic Mouoikfi¢ kai TWv Slapopwv Katd Kapous
éfnynoswv autol &€ dpopuiic Tol Uuvou tob MaatoAdyou»);¥ it was given at “Parnassos’s” Hall on 6"
April, 1906, and published in the same musical newspaper Formigx;88 it included a projection of eight
indexes with musical examples taken from Byzantine Music manuscripts as well as a performance given
by a choir of K. A. Psachos’s students from Athens Conservatoire who chanted the beginning of the
Polychronion under discussion in three performative ways, i.e. according to its Parallage, Metrophonia,
and Melos versions, all formed by K. A. Psachos himself; more precisely, the text of the lecture contains a
part of the theory which Psachos developed and published 11 years later, in what was probably his most
important publication, The Parasimantiki of the Byzantine Music,”> where he supports the historical
continuity of this specific kind of music; the lecture began with a retrospective presentation of all the
significant stages of the evolution of Byzantine Music Notation until the 19" century; in conclusion, K. A.
Psachos attacks those who question the legitimacy of that historical continuity of the Byzantine Music
Notation and says that it is a patchwork of foreign musical elements combined with unskilled chanters,
who haven’t any evidence to support their theories; finally, quoting Shakespeare’s Hamlet [Polonius to
Hamlet, and Hamlet’s answer, Act 2 scene 2], he calls their arguments “Words, words, words!”.*

Frank Choisy (1872-1966), a Swiss professor at the Athens Conservatoire, sided publicly with K.
A. Psachos; he believed that all the Athenians should have attended his lecture at “Parnassos” but sadly
there was a division among the Greek musical circles; he confirmed the absolute need for K. A. Psachos’s

& Tunknown], €O Buvog Tod avtoxpdtopogy [“The Polychronion dedicated to the Emperor”], in Eotio: [Estia] (29.5.1906), 1.

8 Dimitrios Kampouroglous, «O Huvog tod Ialatordyovy [“The Polychronion dedicated to Konstantinos Palaeologos™], in Eotia
[Estia], (31.5.1906), 1.

% See below, note 88.

% K. A. Psachos, [«EmictoAi»] [“Epistle”], in Eoria [Estia], (3.6.1906), 4.

% bid. A seemingly irrelevant newspaper clipping, kept in the same folder, perhaps gives us an answer to the above insinuation; it
was about the announced memorial service for Konstantinos Palaeologos on May 29", the day of the Fall of Constantinople in 1453
{see [unknown], «To pvnuocvvov 1od [odarordyov» [“The memorial service for Palaeologos™], in Eotio [Estia], (28.5.1906), 1};
the service was held at the church of St. Constantine in Omonoia area of Athens on the initiative of the army officer Petros Saroglou
(1865-1920) with many in attendance, such as the Bishop of Gortynia (Peloponnese) John Martinos, the member of the Greek
Parliament Nikolaos Levidis (1868-1942) {about the relationship between K. A. Psachos and N. D. Levidis see Achilleas
Chaldzakes, «Ex tob dpyeiov N. A. AgBidn: 'H Aoforoyia tiig 25™ Maptiov 1908 kai pio dvékdotn émotol tod K. A. Wayov»
[“From the Archive of N. D. Levidis: The Doxology of the 25" of March and an unpublished epistle of K. A. Psachos™], in Idem,
Bolavavouoveikoioyikd [Byzantine-Musicological], 2™ volume: History, (Athens: Athos Editions, 2014), 305-9}, the diplomat,
politician and writer lon Dragoumis (1878-1920), the Mayor of Athens Spyros Mercouris (1856-1939), other members of the Greek
Parliament and a large crowd; the chanter of the memorial service was John Sakellarides who also chanted the “the hymn, which he
considers it was composed for Palaeologos, a concept under question” [«zév Suvov, 6v Bewpei 6u elve tod Tlodoroldyov, Smep Suwg
oougiofnreiton] {see [uknown], «To yBecwvov €kikdnoloctikov puvnuoocvvov Kovotavtivov tod IMokatordyov» [“Yesterday’s
memorial service to Konstantinos Palacologos™], in Eumpég [Empros], (30.5.1906), 2}.

8 Tunknown], «MovaikT} évakoivosic Tod k. Péxov v 1@ Mapvacod» [“Musical presentation by K. A. Psachos at Parnassos™], in
Dopayé [Formigx], ILa. 24 (28.2.1906), 3.

8 (Emomnpoviky avoxoivoots yevopévn &v @ Hapvaood tfj 67 Ampikiov 1906» [“Scientific Lecture, given at Parnassos’s Hall on
April 6", 1906™)), in Pépuyé [Formigx], ILb.1-2 (1-15.4.1906), 5-6 (cf. pp. 2-3, as well) | IL.b.3-4 (15-31.5.1906), 3-5 | ILb.7-8 (15-
31.7.1906), 3-5.

% psachos (1917* & 1978%).

% psachos (1906b), 5.
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arrival from Istanbul two years ago and added that his theory on the continuity of Byzantine Music was
the “most reasonable and justified” [«1j mAéov Aoywkn kai fj péAdov Sedtkatoroynuévn»).”*

The conflict between K. A. Psachos and John Sakellarides lasted until the end of their lives; as he
used to write down his thoughts and comments on the margins of rare publications he kept in his
invaluable Librarygz, he did so as well -albeit in a simpler style- in his newspaper Archive; an obituary for
John Sakellarides, published 6 years after his death,” was kept in a folder; next to the notion that the
great musician “was believing in the tradition of the Byzantine Music but he wanted to clear the psalms ...
(because they were) perverted during the long slavery” [«éniotevev €i¢ TNV napadootv tii¢ Bulavtiviig
Mouaolkiic, 19eAev Suws autnv kekadoapuévny ... (kabwg) n pakpaiwvos doudsia Stéotpee ta UEAN
avta»] and that “he penetrated the impenetrable imaginary Great Wall which for most people separates
the Byzantine from the European musical culture” [«mépace TO ASIAMEPAOTO PAVTAOTIKO OLVIKO TEIXOG
ol yld toU¢ TEPLOOOTEPOUG Ywpilel Tov Bulavtivo amd tov EUpwrmaikod poucoiko moMtioud», K. A.
Psachos noted with a pencil “despicable!” [«adAidtnTec!»]; and next to the claim that “today all Greek
Orthodox Christians know the musical works of Sakellarides” [«&év Untapyel anuepov XpLotiavog o omoiog
va ayvoij tv pouaiknv tol 1. ZakeAAapidn»], K. A. Psachos wrote (ironically) “What a statement!” [«Ti
Adyog!»].

3. The Parasimantiki and the New Formigx

K. A. Psachos’s theory of the unbroken continuity of Byzantine Music since the early Christian
times until the 19" century through a successive interpretation of the Ancient Method of the
stenographic Byzantine Notation and its relevant exegesis according to the New Method of the analytical
Byzantine Notation took a final form in 1917 with the publication of his aforementioned book The
Parasimantiki of the Byzantine Music; the book has been his opus magnum with which he aspired to give
the opportunity “to those who desire to initiate into the mysteries of the mystical and ciphering Art of
Ancient stenographic Byzantine Notation” [«tol¢ émtBuuolot va pund@aoty gi¢ Ta pUoTrpLa THG UUOTIKFAC
Kol LOVTEUTIKAC TAUTNC TEXVNG TAC dpxaiog cm:‘voypozgm’o:g»],94 but also to prove “the fallacy of those who
sought the retrospection of the Ancient Stenography without any historical or technical evidence” [«tnv
nAavnv (¢ rjv MepLENETAV Ol AVEU [OTOPLKWV KAl &N TEXVIKWY Amodeiéewv EMNTHoOAVTEC TNV avadpounv
TTPOC TNV MPWTNV orsvoypoupiozv»];95 K. A. Psachos will refer to this book in articles he wrote later, and he
will insist on defending his theory; in 1929 he reminded his readers that through the book under
discussion he refuted “(everything) not only superficial but monstrous” [«(6oa) oU uévov émumodaia aAda
kol tepatwdn»] that had been written about Byzantine Music Notation.*

After resigning from the Athens Conservatoire in 1919 and founding his own one”, much of K. A.
Psachos’s activity was devoted to the construction of the Panarmonion Organ in Germany (1922-1924);
later, he is commissioned to compose music for the Greek Tragedies performed during the Delphic
Festivals in 1927 and 1930; however, between March 1921 and February 1923 K. A. Psachos
accomplished his own publishing project; he published the New Formigx, a “musical, ecclesiastical and
philological monthly magazine” [«unviaiov mePLOSIKOV LUOUGLKOV EKKANOLAOTIKOV Kol (PLAOAOYIKOV»],
according to a statement written below its title; the magazine lasted about the same period of time with
his own Conservatoire; in New Formigx’s 24 issues that were published in total, K. A. Psachos authored
many signed and unsigned articles; he had all the space he wanted to express his views on many issues
and -above all- on Byzantine Music.

In the 1% issue, he categorized those who opposed the New Method of the analytical Byzantine
Notation (1814) in two groups: a) those who were honestly worried about whether the Ancient Method

® Frank Choisy, «Bvlavtivi) Movaikii» [“Byzantine Music™], in @dpuryé [Formigx], I1.b. 9-10 (15-31.8.1906), 1.

% Achilleas Chaldzeakes, «Inpewbpoto K. A, Payov mi tdv Evidmov povoikdy ékddcenv tiig Pipriodixng tov. A’, 1820-1882»
[“Notes of K. A. Psachos on printed musical books of his Library; I, 1820-1882”], in Idem, Bu{avuivopovoixoloyixd [Byzantine-
Musicological], 2" volume: History, (Athens: Athos Editions, 2014), 371-425.

% Spyridon Kapsaskis, «O duvaddg tiig OpBoddoov "Exkinoiag 'I. axelhapidng» [“The hymn-writer of the Orthodox Church J.
Sakellarides™], in Exxinoiaonixév Bijua [Ecclesiastical Tribune], (28.9.1944), 4-5.

% psachos (1917), 10.

% psachos (1978), 95.

% Tunknown], «H é&pyaic Bulavrivi) koi 1) chyypovoc EAMVIKT povouc kai té mpopAiuote adtiic. [Suvévievén Péyov]» [“The
Ancient Byzantine and the Modern Greek Music and their problems; [An interview with K. A. Psachos]”, in Epnuepic t®dv
Baixaviev [Newspaper of the Balkans], (22.6.1929), 1.

%7 Chaldaaki (2018), 60-3 & 47-8.
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of the stenographic Byzantine Notation could be precisely explained by that new system, and b) those
who reacted because they lost the privilege and the profit of the exclusive knowledge;98 in the 2™ issue,
he reminded that Byzantine Music is part of a sacred tradition, therefore any alteration is condemned by
the Church in a series of Regulations and Circulars;” in all next issues K. A. Psachos always stressed the
importance of the correct chanting and writing Byzantine Music, its ancient roots, while he listed the
errors he observed in the churches and condemned the style of chanting according to a tetraphonic
manner.

The unbroken continuity of the Byzantine Music Notation also had a broader meaning for K. A.
Psachos: Greek Music, sacred and secular (folklore) is a continuation of Ancient Greek Music; the
founders of Byzantine Music did not distance themselves from the Ancient Greeks as they did not
abandon the Greek language; the Byzantines never “discovered” the ancient texts because they always
knew them, except from certain periods of time; the Orthodox Church never allowed any innovation and
“preserved the music unscathed” [«Tnv pouatknv SLETHpnOeV o’(/\o()Brn'ov»];100 K. A. Psachos even criticized
the recording of ecclesiastical chants together with folklore songs, stating that the music of the Church
doesn’t have to be recorded because it has already been preserved in a notational system which can be
performed by those who know it in depth.101

4. Music Supervisor at the Greek Orthodox Churches

In 1932 K. A. Psachos was appointed by the Minister of Education Georgios Papandreou (1888-
1968) “Music Supervisor at the Greek Orthodox Churches”;' this position was very important to him; it
essentially gave him a second chance to do what he was invited to do in Greece, this time not through
education but through a direct address to the Church’s liturgical performances.

What happened to the reports that K. A. Psachos conducted and submitted as supervisor,
whether they were implemented or not, it’s not easy to ascertain; what one can find in his Press Archive
is that -as time went by- he expressed his dissatisfaction regarding their fate; six years after his
appointment, a journalist of the newspaper The Voice of the Church [H Qv tiic EkkAnoiac], in which K.
A. Psachos had also published some articles, mentioned some of his reports that were submitted to the
Ministry of Education and to the Holy Synod of the Church of Greece;103 those reports are described as
documents of great historical importance and it is highlighted that the main problem was the chanters’
lack of education and the fact that they used to chant “as each one can” [«6,TL pddoel e'z':wtorog»];lo4

K. A. Psachos’s proposals were summarized in the following five points:

a. No chanter should be appointed in a church unless he holds a certificate of complete musical training
and education.

Existing chanters must be retrained.

c. A committee must be formed by the Church and the State; members must be people of letters and
arts and their aim should be to enlighten the public about Byzantine Music by publishing the proper
books.

d. A Pan-Hellenic Conference on Music should be organized.

Tetraphonic Music must be banned from the liturgical tradition.

Some weeks later K. A. Psachos published in the same newspaper one of the reports he
submitted to the Holy Synod of the Church of Greece, dated 25—3-1938;105 he began with a short
retrospect of the history of Byzantine Music since its first centuries until the 20" century; then, he boldly
stated that the main cause of the deterioration and perversion of Byzantine Music was the Church’s

% K. A. Psachos, «To véov ypa@ikdv povcikdv cbomnua kol o mpdto. Evivma keipevay [“The New Method of the analytical
Byzantine Notation and the first printed books™], in Néa <Dop,myc [New Formigx], 1.1 (March 1921), 1-2.

K. A. Psachos, «H Bulavrivi] SkkAnGlacTikh Hovotkh sivan iepd mapddooion [“Byzantine Ecclesiastical Music is sacred tradition™],
in Néo @épuryé [New Formigx], 1.2 (April 1921), 1-2.

10 K. A. Psachos, «H "EAvik Movetkhy 81ét péoov tév aidvovy [“Greek Music through the centuries™], in Néa Emoyri [New Age],
14 (25.12.1924), 362-4.

101 K. A. Psachos, «Ta dnuddn dopotay [“Folk songs™], in Edetfepoc AvBpwnoc [Free Man], 2 (27.9.1932), 2.

192 fuknown], «O Stopiopidg T0b kadnmrod k. K. Wéyov» [“The appointment of Professor K. A. Psachos™], in Movauce: Xpovid.
[Musical Chronicles], 1V.2(38) (February 1932), 80.

1D, M., «O tphoag kai idoston [“He that wounded shall heal”], in ‘H dwvij tijc Exinoiag [The Voice of the Church], (12.2.1938),
2.

1% |pid.

105 K. A. Psachos, «ITdg 0& ofj 10 (inua tiig ékknctaoctikiig Bulavriviig povouciicy [“How the issue of Ecclesiastical Byzantine
Music will be resolved”], in ‘H ®@wvi) tij¢ Exxinaiag [The Voice of the Church], (1.4.1938), 2.
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toleration towards the problems; he disclosed that all his reports had been ignored; he again condemned
the issue of the Tetraphonic Music, the placement of the choirs into the Churches, as well as the
participation of Philharmonic Orchestras during the Epitaphios procession on Holy Friday; he proposed
the revival of Ancient Byzantine Music by all technical and scientific means, suggesting the radio, which
was becoming popular at that time, as an important tool; the aged K. A. Psachos declared himself
available to the Church stating that he was ready to fight and become unpleasant because he understood
that it would be difficult for anyone to take this role."®

5. Conference’s papers and lectures

The History and Theory of Byzantine Music Notation has also been K. A. Psachos’s subject for
lectures and conference participation since his first years in Athens; the titles of his lectures have already
been published.107

His presentation at the 16™ International Conference of the Orientalists in Athens (1912) is saved
in his Archive and remains unpublished; a brief abstract of it was published in the Conference proceedings
volume;'® the title of the presentation was “The Notation of the Byzantine Music was a symbolic
stenographic Notation” [«H mapacnuavikn tic Bulavtiviic pouotkiic Ato ouuBoAkn otevoypapion]; K.
A. Psachos presented the evolution of the Byzantine Music Notation since its primary form during the first
Christian centuries until its final one in the 19™ century; he also projected “illuminated pictures”
[«pwrtelvec eikdveg»] of Byzantine Music manuscripts to document his theory; the presentation’s
conclusion was as follows: “Contemporary Ecclesiastical Music as defined by the Greek Orthodox Church is
the Ancient Byzantine one; any doubters of the certified expansion of the Ancient Method of the
stenographic Byzantine Notation and of the indicated music transferred into the current New Method of
the analytical Byzantine Notation, which has been transformed from symbols to letters, they can assure
themselves by one way only; and this way is the retrospective parallelism of the present Notation to its
intermediate stages and through them to the Ancient Notation; any other method which denies, either by
purpose or by error, the ten centuries old multifarious evolution of the Ancient Notation and its gradual
analysis and occasional exegesis will always be so daring and undocumented” [«H onuepivi) Aoutov
UOUGIKN i €V Tff 0pP086&w EAANVIKT EkxAnoia kaSwptouévn ivar alth adtn 1 apyaia Bulavtivi. O 6¢
TUXOV du@LBaidovtes mepl TiA¢ mioti¢ €énynoewc tii¢ dpyaiac ouuBoAikiic otevoypapiac kol TF¢
UETAQOPAC TH¢ &U” aUTH¢ UMOVOOUUEVNC LOUGLKAC €(¢ TO ONUEPLVOV TEAEIWG AVOAEAUUEVOV ypa@LkoV
ovotnua, to UeTaBANGEV and ouuBoAwv eic ypauuata, duvavtal va BeBaiwdwol Sla €vog kal Uovou
uéoou. Kai 10 péoov to0to eival 6 Gvaspoukoc maparAnAiouoc Thc onUEPLVAC ypahc mpoc ToUc
Stauéoou¢ otaduolc kai Std ToUuTwv MPO¢ THV dpyaiav otevoypapiav. ldoa GAAn uédobdoc dpvouuévn
aro okomol eite €k mAavne tnv v Staotnuatt Séka OAokAnpwv aiwvwv moAucxtdi] Tic apxaiac
otevoypapioc EMEY kai THY kKAakwthv altic avdAuon kal é€fynon, Sa elvat mdvrote téoov toAunpa
doov Kkal AoTHPIKTOG»].

The History, the Art, the Notation and the Tradition of the Byzantine Music were also the subject
of his presentation at the 3" International Byzantine Conference held in Athens (October 1930); the
presentation included musical performance and projection of musical examples; the proceedings were
published in 1932 in summaries,109 but K. A. Psachos had already published his presentation in November
1930;110 his thesis was that the musical system of Ancient Greece was preserved within the Byzantine
Music; He rejects the notion that Byzantine Music “is a simple creation of the last one hundred years
fabricated by the chanters of Constantinople” [«amAolv kataokevaoua t@Wv Th¢ mapeAddolonc
EKaToVTAETNPiS0¢ YaATWV TF¢ KwvoTavtivourmoAews»] ;" it took a lot of effort, he adds, to mitigate this
fallacy and prejudice; the vocal tradition of Ecclesiastical Music, which was kept undisturbed for
centuries, is also a proof of Notation’s fidelity.

196 1hid.
97 psachos (1978), 46-8; Loupas (2013), 320-1.
108 Actes du XVI¢ International Congrés Des Orientalistes [Proceedings of the 16" International Conference of the Orientalists],
(Athens: Estia Publications, 1912), 46-7 [available at the following site: https://gallica.bnf.fr/ark:/12148/bpt6k6580276f/f54.item
(accessed: 25 March 2021)]. )
109 Anastasios Orlandos (ed.), Actes du the 111™ Congreés International d’Etudes Byzantines, (Athens: Estia Publications, 1932), 266-
7.
MO K. A. Psachos, «Totopia, Téxvn, Tapacnuaveic kai mapddooic tic Bu{avriviig povouiios [“History, Art, Notation and Tradition
of Byzantine Music”], in Movaikn Zews [Musical Life], 2 (November 1930), 25-7.
111 H

Ibid., 25.
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In summary, it should be noted that there are two main aspects in all of K. A. Psachos’s lectures and
articles: a) his view on the proper Byzantine Music Notation remained totally unchanged and b) his
combative style in defending his ideas.

K. A. Psachos had a strong spirit and he never hesitated to attack, criticize and publicly debate
with anyone whose thought was damaging Byzantine Music and disagreed with his theory of the
unbroken continuity of Greek Music from antiquity to modern times; he always mentioned that Byzantine
Music was a fundamental part of the Orthodox liturgical life equal to iconography and therefore the
proper interpretation of Byzantine Music Notation was of theological importance. He arrived in the Greek
capital only seven years after a national humiliating military defeat (1897) and ten years after the
country’s bankruptcy (1893) and the imposition of International Economic Control; in 1896 the 1" modern
Olympic Games were held in Athens; the idea that modern Greeks were direct descendants of the
Ancients was particularly popular especially after the “shock” caused by the German historian Jacob
Philipp Fallmerayer (1790-1861) who in his published study denied any racial relation between modern
and Ancient Greeks."””> In one of his lectures in Piraeus, K. A. Psachos associated the spreading of
Tetraphonic Music in the Greek churches with Fallmerayer’s theory: “unless if with our actions (i.e.
accepting Tetraphonic Music) we seek to justify Falmerayer’s judgment about us” [«€kto¢ v Sta T@v
npaéewv NU@V (amobdexouevol Ty teTpapwvia) FEAWUEV va SIKALWOWUEV TAC TEPL NUWDV KPIoeLS TOT
CDat}lwspo'zygp»];113 he used the strongest argument of all, the one including an existential meaning for
modern Greeks; but for K. A. Psachos, the only right way to approach Ancient Greece was a reversed
process through Byzantine culture in order to reach the classical.

112 George Veloudis, O Jacob Philipp Fallmerayer ko i yéveon tov eAinvixod 1otopiopod [Jacob Philipp Falmerayer and the genesis
of Greek historism], (Athens: Society for the Study of Modern Hellenism-Mnimon, 1982).

3 Tunknown], «H povotky Si6Aeéig tod k. K. A. Péyov év IMeparsi» [“The musical lecture of K.A. Psachos in Piracus”], in ®dpuypé
[Formigx], Il.a. 17-8 (15-30.11.1905), 2.
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C
Musical Records [Evangelia A. Chaldaeaki]

In K. A. Psachos’s Archive, there is an abundance of evidence regarding the usage of the New
Method of the analytical Byzantine Notation for the purpose of recording Greek Folk Songs. Besides the
aforementioned musical records of Byzantine Music, which form the majority of the musical material
found in his Archive, the researcher could also find located there similar information about the Greek Folk
or even the Asian Music. A few scholars, who have in the past commented on the same Archive’s
importance, claimed that the records of Greek and Asian Songs, stored in the Archive, are about 2,000 in
number.™™* Nowadays, the exact number of the material found in K. A. Psachos’s Archive, a material
categorized in several folders under specific titles by him, is already well-known in the contemporary
research."™

This chapter will focus on testimonies of Greek Folk Music that are found in the remnants of K. A.
Psachos’s Archive, stored at his residence.™® The present author has already been involved with K. A.
Psachos’s contribution to recording and studying Greek Folk Songs.117 However, an additional
examination that has been conducted of the Archive during the research program “Digitalization,
Documentation, and Promotion of the Archive of K. A. Psachos”, has revealed new pieces of information,
unknown and unpublished to the relevant bibliography in existence today. More precisely, a long table
given in Appendix No. 7 assembles all the titles of the folk songs musical records found in K. A. Psachos’s
Archive, specifically in the folders entitled “Folk Songs” and “Folk Material — Songs 11”; the material in its
entirety will be described below; it consists of the noteworthy number of 538 in total titles of folk songs;
nevertheless, the recordings that one can find within the same Archive are much more, given that a
number of songs have been written down twice or even more, while, at the same time, K. A. Psachos also
kept a copy of any printed version of the songs that were occasionally printed in articles or in books.
Furthermore, in the above-mentioned folders, one can find additional musical records, which cannot be
classified within the genre of Greek Folk Music; they are melodies related to the repertoire of Secular
Constantinopolitan Music, both Ottoman, and Greek, while amongst them some eponymous
compositions can also be found (the later issue will be discussed by the present author in an upcoming
study). The majority of those records, as it will be described further onwards, are written down rather by
K. A. Psachos himself than by other researchers and musicians.

As depicted from the dates noted in his Archive, K. A. Psachos was involved in the investigation
of Greek Folk Music since the years that he was living in Istanbul (1869-1904);118 after his relocation to
Athens, where he lived until his death (1904-1949), his researches were systematized; he established the

M4 Gr. Th. Stathis, «Ayopd i povoikiic Pprodixng K. A. Péyov» [“Purchase of K. A. Psachos’s Musical Library”], in Achilleas
Chaldaakes (ed.), «...tiu1) mpog tov didackalov...». "Exgpaocn dydnns oto mpécwro tob kalyyntod I pnyopiov O. XZraln. Apiépwua oo
&nviaypova tijc Hlixiog kai oto Tpiavtdypova Tiic émotnuovikiic kai koAlteyvikijc mpoopopds tov [A Festschrift to Professor
Gregorios Stathis], ibid., 774; Hadzitheodorou (1978), v{'.

115 Sokrates Loupas, «Avtéypaga Kovetaveivov Péyov. H ynetomoinon tov katoloinoy tov apysiov tovy [“Autographs of K. A.
Psachos; the digitalization of his Archive”], in Kwvotavtivog Yayog: o povaikég, o Aéyog. Ipoxtixd nuepidag [K. A. Psachos: the
musician, the scholar. Conference Proceedings], ibid., 315-25.

16 K. A. Psachos’s Musical Library, consisting of Byzantine Music manuscripts and printed books of great importance, was bought in
1991 by the Department of Music Studies of the School of Philosophy of the National and Kapodistrian University of Athens; see
Stathis (2001) & Idem, «H Biflodnixn K. A. Wéyov oto Havemotipio Abnvdv. ‘Eykatdotaon kai yneonoinony» [“K. A. Psachos’s
Library at the University of Athens; installation and digitalization”], in Kwvoravtivog Wéyog: o poveoixos, o Adyog. Ilpaxtixd
nuepidag [K. A. Psachos: the musician, the scholar. Conference Proceedings], ibid., 163-75. After K. A. Psachos’s death, the heirs,
meaning his wife Amalia and his nephew Eleni Dourogianni-Dalla, donated (around the 1970s) one of his Panarmonion Organs in the
cultural and social Club of New Smyrna area in Athens [Eotia Néag Zuipvng], while a second one was additionally donated in 2005 to
the Hellenic Folklore Research Center of the Academy of Athens [Kévipov Epedvng tijc EMnvikijc Aooypogiog tijc Axadnuiog
Abnvéyv], along with the phonograph and some phonographic cylinders which also remained in Psachos’s Archive. The rest of his
Archive remains at his residence in the New Smyrna area of Athens and was inherited by Sokrates Loupas after Eleni Dourogiannis-
Dallas’s death in 2016.

"7 Chaldzeaki (2018); biographical details about Psachos can also be found in this book.

Y8 For further details on K. A. Psachos’s vitac see Evangelia Chaldzaki, «A&lomoinon opyslokdv mnydv kol SevTepoyevey
mAnpogopudv v ™ Proypdenon tov K. A. Wayov (1869-1949): Apysio Wayov, Bifiodfikn Wéyov, “AvBéuov”, EXnviky
Aaoypapwny Etapia, Kévtpo Mikpacwatikdv EZmovddv, Movoeio Mmevikn, Qogio ABnvaov» [“Utilizing archive sources and
secondary information for making the biography of K. A. Psachos (1869-1949); Psachos’s Archive & Library, ‘Anthemion’, Greek
Folklore Society, Centre of Asia Minor Studies, Benaki Museum, Athens Conservatoire”]; paper given at the 2" Congress of the
Greek Department of the International Association of Music Libraries, Archives and Documentation Centers, Athens Conservatoire,
27-28 April 2018 (forthcoming).
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School of Byzantine and Ecclesiastical Music (SxoAn Bulavtwij¢ kal ExkAnoiaotikiic Mouaoikfig) in the
Athens Conservatoire where he worked between the years 1904-1919, as well as his own Conservatoire
of National Music (Qb&to Edvikijc Moualkiig), which operated from 1919 to 1922, where he provided the
Greek Folk and Asian Music as a part of the curriculum. Actually, before leaving the Athens Conservatoire,
he had suggested the foundation of a new department in that Institute, dedicated to Greek Folk Music;
his proposition was not taken under consideration, and that was one of the reasons that leaded to the
end of his collaboration with the Athens Conservatoire. On the other hand, in his Conservatoire of
National Music, he instituted three different departments, of Byzantine, Greek Folk, and Asian Music,
while except for the instruction of Greek Folk Music, he also editorialized a lot about it. Furthermore, he
kept on recording songs and tunes; in fact, he accomplished several fieldwork trips in the Greek
countryside, in order to record the melodies in situ; later, he published some of these records, written
down according to both the Byzantine and Staff Notation, so that they could be accessed
internationally.119

Here follows a detailed description of the boxes/folders found in K. A. Psachos’s archive,
containing musical records of Greek Folk Music;"* it has to be noted from the very beginning that the
aforementioned boxes/folders do not exclusively contain musical material; they also include relevant
publications of K. A. Psachos (and others), as well as memos of some of his own lectures, correspondence,
and recordings made by other researchers and sent to Psachos.

1. Folk Songs (Anuwén douara)

It contains 790 digital files in total; among them there are about 255 musical records of Greek
Folk Songs, both published and handwritten; the musical material is written down according to the New
Method of the analytical Byzantine Notation, and, in some rare cases, in Staff Notation as well.

The geographical origin of the songs is defined sometimes; precisely, there are melodies
delivered from the following areas: Crete, Peloponnese (Stemnitsa, Karitaena, Arachova, Zatouna,
Magouliana, Viachorrafti, Valtetsi, Zatouna), Eptanese (Lefkada), Central Greece (Parnassos, Livadia),
Thessaly, Epirus (Arta, Metsovo, Zagori), Macedonia, Thrace, Sporades (Skiathos), Cyclades (Paros,
Andros, Syros, Kea), Asia Minor (Istanbul, Edirne, Smyrna, Cyzicus, Nigde, Kayseri, Pontus, Propontis,
Rysio), Dodecanese (Kalymnos), East Aegean islands (Lesvos, Samos, Psara, Imbros); additionally, there
also are some pieces of Byzantine Secular Music, i.e. songs taken from manuscripts, mostly from the
Iviron Monastery on Mount Athos.

It also seems that K. A. Psachos himself composed some songs, which are similar to folk,
specifically the following two: H Auyepr) BAayomoUAa [The beautiful Vliachopoula]l and Oi vikntai [The
winners].

Certain songs have been published in local and national newspapers and periodicals, like the
following ones: Musical Chronicles (Mouowka Xpovika), Formigx (®oputy€), New Formigx (Néax @opuiyé),
Elefthero Vima (EAe0Oepo Bijua); within the box, one can also find a copy of the above-mentioned
publications.

Some records are written down by other hands; several scholars used to send their musical
records to K. A. Psachos in order to check them or to add the songs to his collections; thus, for some
songs found in K. A. Psachos Archive, one can occasionally find multiple copies of their records; minor
differentiations can be interestingly noticed amongst those copies.

In several documents, interesting annotations written down by K. A. Psachos himself can be
found;"*! they are notes dealing with adjustments in the musical records sent to him by others; " one can

19 K. A. Psachos had actually published the following three books with musical records of Greek Folk Songs: K. A. Psachos, Anudn
dopaza Ziopov. Tpia Oeooalixa, &v tijc Xodauivog kai &v t@v Poapdw, gic folovuviy koi edporoirny mopacnuovucyv [Folk Songs of
Skyros; three from Thessaly, one from Salamis, and one from Psara; into Byzantine and Staff Notation], (Athens: Sp. Kousoulinos
Printshop, 1910); Idem, Anuwdn dopora Ioproviag, gic folavaviy kol ebpwmaikny mapasnuavtixiv [Folk Songs of Gortynia, into
Byzantine and Staff Notation], (Athens, 1923); Athens Conservatoire Collection, 50 dnyuwdn douaza Ielomovvijoov kai Kping [50
Folk Songs from Peloponnese and Crete], (Athens, 1930); additionally, he had also published a lot of relevant musical records in a
number of periodical and newspaper articles, an analytical index of which may be seen in Chaldeeaki (2018), 117-20.

120 All of the evidence described in the text that follows has been digitalized; so, the file references commented onwards are based on
the digital copies of the files; note that any piece of paper found in K. A. Psachos’s Archive is numbered as two files, as there is
content written on both sides.

121 | eaving notes in his Archive was a well-established tactic of K. A. Psachos, as has been properly commented by scholars; see
Chaldaakes (2014c); cf. Chaldeeaki (-).
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additionally notice comments on his own writings, such as whether or not the record was published,'?

where he heard the song, also noting the interpreter,124 or even notes about his willingness to further

search musical aspects of some records.”

There were also detected notes of four of K. A. Psachos’s lectures, as well as some more diffused
memos, probably annotations for another lecture or publication; the lectures under discussion are the
following:

v' “Greek Folk Songs during Ancient, Byzantine and Modern times” («T& EANVik& Snuwdn dopatoa
Katd ToU¢ dpxaioug, Toug Bulavivolg Katl ToUG VEWTEPOUG XpOvouc»); Municipal Theatre of Piraeus,
17/11/1937.'%°

v “Greek Folk Songs during Ancient, Medieval and Modern times” («To EAAnVikdvV Snu®dSec dopa katd
TV dpxaldtnta, TOV pecaiwva kal Thv ofpepov»); conference at Prague (without date).

v' “History and Development of the Greek Folk Songs from the Ancient until the Modern times; how
they survived; their various species and idioms” («lotopio kai €€€AELG ol EAANVIKOD dopatog Ano
TV Apxaiwv xpovwv péxpl TV kab’ nudg. ‘O tpomog kab' 6v dieowbn. Ta Siadopa €idn kal
Suwparta avtod»); 2/3/1915 (without place).127

v" Untitled lecture about folk songs, probably a continuation of the last one.

Within this box/folder are also kept copies of K. A. Psachos’s publications, as far as discourses
about Greek Folk Music is concerned; they were published in local and national newspapers and
periodicals, like the following one: New Formigx (Néa @oputy€), The Twentieth Century (O Eikootog Aiwv),
Moreas (Mwpéag); note that amongst them one can also find an article of I. Komasos & N. Chrysochoidis,
published in the periodical Scientific Echo (Emiotnuovikn Hyw).

Furthermore, about twenty-one pieces of correspondence have been placed in this box/folder;
they are letters delivered from the following people: John Dakopoulos, Konstantinos Sfakianakis, George
Basilas, Dimitrios Meranos, Konstantinos Vafidis, John Tsatleropoulos, Sotirios Mentzelopoulos,
Theodoros Hatzitheodorou, Emmanouil Konstantopoulos, Konstantinos Papanastasiou, Dimitrios
Peristeris, Anastasios Sotiropoulos, Christos Vlachos. The letters’ dates span the 1900s, namely the time
period that K. A. Psachos relocated from Istanbul to Greece, while many of them were written during the
German occupation of Greece in the ‘40s; the specific correspondence shows big research interest,
mostly in terms of social knowledge; however, the senders did not necessarily include musical recordings;
in most cases, writing notably from rural regions of Greece, they were concerned about K. A. Psachos
himself and his family’s health, and they also organized the transmission of a specific food to Psachos
(such as wheat, pasta [chilopites & trahanas], eggs, raisins, wine, and olive oil), checking on whether or

122 gee, for example, the following note, written on the musical record of the song Ay dév fjoovv fpé "od mod uod “Aeyec [Didn’t you
used to tell me]: This song was sent to me written in 8-beat rhythmic measures, as well as in 7-beat rhythmic measures; the sender
must have been ignorant, and corrected whatever he did not understand; he was also imitating my style of recording music, but he did
not achieve it; the unfortunate one! [70 abto doua éotdin ot eig pvOuoév oxtaonuov, duo 6¢ Koi eic émtdonuov. O dmocTodeds
dratdpriorog, oiwpbwve, ¢ paivetal, 6,11 0€V 1jvvoel. Euueito tov tpomov T ypapiic 1ov, GALG 08V 10 KaTAPEPVE 6 KAKOUOIPOG.
(dyro)g].

123 See, for instance, the following note, written on the cover page of a folder that includes musical records of songs from Gortynia: |
did not include these in the published collection of Gortynia’s Songs [Aév ta ovumepiélafo gic v éxdobeicav oviloynv v
Toproviaxdv. P(dyo)g]; cf. the following note, written on the musical record of the songs Hpwixov w@v Kovroyiovvaiwv [Heroical
song of Kontogiannis family] and O pijvoc tiic Mapyiéiag [Margiola’s lament): For the text see ‘Musical Chronicles’, 4" year, 2™
(38) issue, page 51, February 1932 [Keiuevov ide eic Movaika Xpovikd, "Etog A', tedyog 2 (38), oelic 51, defpovapiog 1932].

24 The following note, written on the musical record of the song Kalé Haveyid pov Snivufpiovii [Oh Mother of God from Sulivri],
entitled as Ilalaiov Kwvirdlewe [Old song from Istanbul], is absolutely characteristic: This song was written down after a recitation
of my late mother, which, as she used to tell me, was my father’s favorite song [To doua t06t0 €ypdgy Kot amayyeliov Tijc deyviioron
UNTPOE Lov, TO Omoiov, ¢ ol EAeyev, 1T 0 TPooPILES Tpayoddl Tod matpds pov. K. a. Piyog].

125 See the following note, written on the musical record of the song Nogn 1’ 1o vopootéia eov [My bride your wedding gown]: I will
compare this song to the heirmologic (i.e. the short ones) ecclesiastical compositions of 1% Plagal Mode [Ex’ abtod a yiver cdykpioic
TPOG 10 glppoloyika (el tod . mprov (ta cvvioue éxxinoractikd). P(dyo)c]; cf. the following note, written on the cover page of a
folder that includes musical records of songs from various regions of Greece: These songs will be transcribed into Staff Notation; but
I cannot find the motivation [(6a uetaypapdorv eic o meviaypouuov). (dAia mod Speéict) W(dyo)g].

126 The above-mentioned lecture was followed by a concert with folk songs; in the relevant folder, along with the lecture’s notes, there
also is the program of both the lecture and the concert.

27 In the notes found within the folder of this particular lecture, one can additionally find the musical records of the following Greek
Folk Songs, which presumably were also presented in the (undefined) event: Chios: Kapdfiv éva dmo iy Xio [One ship from Chios];
Risio, Thessaloniki: Apynv &kaua atov yopo [| started the dance]; Samos: Mia Avyepi a &uuopon [A beautiful girl]; Peloponnese: H
Ioavaywritoa [Panagiotitsal; Vlachorrafti, Peloponnese: Tovty ijtav mod pod Aéyave [She was the one that | was told of]; Crete: X
wepifori oo yralo [In a garden on the coast]; Lefkada: O dudpavrog [The amaranth].
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not he had received it. So, K. A. Psachos probably chose to keep these documents in this specific
box/folder, because they came from persons with whom he usually had frequent correspondence about
musical issues.

2. Folk Material — Songs Il (Anuwén¢ UAn — douata B’)

This box/folder can be described as a “sequel” of the previous one; it contains 739 digital files in
total; most of them are musical recordings of Greek Folk Songs, written down according to the New
Method of the analytical Byzantine Notation, and occasionally into Staff Notation; there also are some
correspondence and publications.

The musical recordings in this box/folder are estimated to be around 536; in most of the cases,
the origin of the songs is unknown, but there are some mentions of areas such as Cyclades (Sifnos), Crete,
Peloponnese, Central Greece, Epirus, Thessaly (Kissavos), Sporades (Skyros), Macedonia (Kozani, Kastoria,
Veria), Thrace, Dodecanese (Kalymnos, Karpathos, Kos, Leros), islands of the East Aegean (Mytilene,
Psara, Kastellorizo), Asia Minor (Sinop, Smyrna); an Albanian song is also found, as well as a Hebrew and a
Bulgarian; additionally, within the same box/folder there are a few songs in the karamanli writing; most
of them belong to the secular repertoire of Ottoman Music (amongst them, there are anthems for certain
Sultans) and just a few of them constitute typical folk songs.

All of the musical records are written down by K. A. Psachos himself; some of them are copies of
publications because an important number of the same musical records have been published, either in
periodical publications or in K. A. Psachos’s books; nevertheless, one can also notice some songs which
seem not to have been published anywhere, while for a few songs more than one record is also found.
Finally, there also are some notes of K. A. Psachos on the pieces of paper where the recordings are
written; they refer to musical modifications that he wanted to make,128 or to any details about the
recording of the song.'”

Amongst the musical material under discussion there also are the original recordings that K. A.
Psachos did during his fieldwork in Skyros (see further details below); they constitute the primary version
of this project, as it is apparent from the scrawled way according to which these recordings are written
down; there additionally are clear copies of the same recordings, written down in both Byzantine and
Staff Notation. Within this box/folder copies of correspondence addressed to K. A. Psachos are also kept;
they are letters sent to him by the people who interpreted songs on the island of Skyros, such as Sofoklis
Stefanidis, Emmanouil Vamvakeridis, Eleni Vamvakeridou, Emmanouil Stavrinidis, Marigo Stavrinidou,
Kalliopi Karagiannidou, Emmanouil Sagriotis, George Papaemmanouil, Dimitrios Theocharis; in their
correspondence they express acknowledgments for his work on Skyros; note that the same letters have
been incorporated in K. A. Psachos’s book on folk songs from Skyros, along with all the relevant musical
records.

Furthermore, the publications found here are copies of articles regarding Greek Folk Music, that
have been published in local and national newspapers and periodicals, like the following ones: Formigx
(®opuyé), The Greek Music (H EAAnvik) Mouaoikr}), Romios (O Pwunog), and some more publications, the
titles of which are not mentioned; a relative correspondence, dealing with similar research field, is
additionally found here; it consists of letters between K. A. Psachos and Konstantinos Vafidis, Chistos
Christodoulou, Christos Apostolidis, Dimitrios Peristeris, Adam Akritas, Gabriel Kontiadis.

Moreover, the cards of invitations to K. A. Psachos’s lectures on Greek Folk Music are stored at
the same box/folder; in particular, they refer to his following two speeches: “The way in which it is
possible for the Greek Folk Songs, when properly adjusted, to be adapted in clearly Greek compositions”
[«Tig O TpéMoC, ko' BV T& SNUWSN EANVIKA dopata, KOToAMAAWG SlEUBETOUEVD, £lvaL SUVATOV VA
Staokevalwvtal gic ouvBeoelg kaBap®g EAANVIKAC»]; “History and Development of the Greek Folk Songs,

128 gee, for example, the following note, written on a musical record from 1896 of the song H Zuvpvi [The girl from Smyrna]: This
song will change to 7-beat rhythmic measures [@a yivyy értdonuo]; cf. the following note, written on the cover page of a folder that
includes various musical records, some of which, recorded by others, were sent to K. A. Psachos: | will correct these songs [Oa
diopBwbaaorv. P(ayo)s).

129 See, for instance, the following note, written on the musical record of the song of Tripoli, Peloponnese Zvozvijote yépor 1ot Mawpné
[Wake up old men of Morias]: This song was written on June the 29", 1915, after a recitation of John Panagiotopoulos [Eypden tj 29
Tovviov kat’ drayyeliov T. [lovayiwroroblov. 1915 K. a. Wiyog]; cf. the following note, written on the cover page of a folder that
includes musical records of songs from Skyros: In Skyros memoriam, Songs of Skyros island; they were recorded in situ, in July 1909;
they have been published [Ei¢c dviuvnov Xkivpov, douaro Zxbpov. Eypdpnoav émtomiog kata Todliov tod 1909. EedobOnoov.

P(dyo)c].
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from the Ancient years until today; the way that they survived; the occasional various species, idioms and
their many subdivisions” [«loTopia kal €EEALELG TGV EAANVIKDV SNUWSWV AoUATWY Ad TV ApXaLoTATWY
XpOvwy UEXPL onuepov. ‘O tpomog kab' oOv taldta Siecwbnoav. Ta Katd kalpolg Siadopa €idn, ta
Sadopa dwpata kat ai moAAarAal UtoSLlatlpeaelg alTiOv»].

Through some of the memos found in the box/folder under discussion, as well as from the
contents of the documents themselves, one can investigate some early influences and primary thoughts
of K. A. Psachos’s later works. For instance, an annotation regarding his recruitment as a chanter at the
Holy Church of the Entry of the Most Holy Theotokos into the Temple, in Pera [Beyoglu], can be found;130
of course, this historical clue is already known, especially through a self-published vitae of K. A. Psachos;
but, in this case, one can recognize a “fresh note”, autographically and enthusiastically written down, as it
presumably (judging from his youthful writing style used here) was been created as soon as he was hired
in the aforementioned position. Furthermore, some publications concerning the music of the Ancient
Greek Tragedy, also found here and dated 18/04/1900, could probably give prominence to his early
thoughts on his later similar work; in the same content, there also are two notes on his musical records
written in Staff Notation, dealing with the “harmonic development” that K. A. Psachos was willing to add
in a particular song;"" this seems to be a clue of particular importance, in order to ensure the level of his
knowledge of European Music.

3. Folk Material, Poetry etc. (Anuwén¢ UAn, noinois k.Am.)

This box/folder includes publications of K. A. Psachos (and others) relative to Greek Folk Music;
these publications contain just the lyrics of folk songs, or short relative articles; some of them refer to K.
A. Psachos’s work on Greek Folk Music.

The digital files are 580, and the scraps and issues gathered are about 160; the newspapers and
periodicals where these treatises were published are, namely, the following ones: Moreas of Tripoli
(Mwpéac tijc TputdAswg), Estia (Eotia), Ethnos (ESvog), Skrip (Zkpirt), New Newspaper (Néa Enuepic),
Embros (Eumpdg), Evening (Eomepic), Proodos of Istanbul (Mpoodog¢ KwvaotavtivoundAsewg), Istanbul
Postman (Taxubpouog KwvaotavtivounoAewg), Istanbul’s Newspaper (E@nuepic KwvotavtivoumoAewc),
State (Kpatog), The World (O koouog), New Day (Néa Huépa), Mnimosini (Mvnuoaouvn), New Smyrna (Néa
2uupvn), Cretan Star (Kpntikoc Aotnp), Artisanal Review (KaAAiteyvikn Emidewpnoig), Greek Review
(EAAnvikn Emdewpnoaotg), Homeland (Matpic), The Homelands (Ta lNatpia), Radamanthis (Padauaviug),
New European Gatherer (Néog EUpwrnaikoc Epaviotrig), National Muse (Edvikn Moloa).

Most of them were sent to K. A. Psachos by a press representative agency, called Argos of the
Anatolian Press (O Apyoc tol Tumou tij¢ AvatoAfig), which used to collect and mail to subscribers
newspaper and periodical scraps related to subjects of their specified interests.

4. Folk Songs from Skyros etc. (Anuwén douara Skupou k.d.)

The name of this box/folder was not given by K. A. Psachos; it was entitled likewise after the
organization of his archive; there, one can find only 16 pages from the published book with the folk songs
from the island of Skyros, containing a total of 15 songs, without any further commentary from K. A.
Psachos.

K. A. Psachos’s first visit to the island of Skyros happened in the summer of 1909, during his
vacation; there, he easily realized the significance of the local folk music tradition; he immediately started
recording songs and melodies, by writing them down in situ using the New Method of the analytical
Byzantine Notation, while, after any of his relevant recording, he used to vocally perform the song that he

30 On January the 14"" 1889, Saturday, | was hired as first Domestikos of the Holy Church of the Entry of the Most Holy Theotokos
into the Temple, in Pera [Beyoglu], beside the prominent musician Efstratios Papadopoulos [Tij 14 Tovovapiov 1889 &rovg fjuépa
Zopporew mpooelnpbnv mpdroc douéotikog TS Ev Ztowpodpouie iepds éxkinoias t@v Elcodiwv tijc Ilovayiog, mopo @
pHovaikoloyiwtare kvpiw Edetpotie Tamodomobrw. K. A. Payog]; this is a random note, written down on a piece of paper found
between musical records.

31 See the following note, written on an untitled musical record in Staff Notation: The basic melody of this song could be written
down as a performative part appropriate for the right hand of the pianist, while its harmonic development could respectively be
written down as a performative part appropriate for the pianist’s left hand [To gouo v ypagi} xai 16 10 deéi yépi T8 mavov, koi i
dpuovio gic 10 dprotepov. W(ayo)g]; cf. the following similar note, also written on an untitled musical record in Staff Notation: If it is
possible, the basic melody of this song should also be written down as a performative part appropriate for the right hand of the
pianist, respectively, its harmonic development could be written down as a performative part appropriate for the pianist’s left hand; if
something like that is too difficult it can stay as it is [4v efvou dvvarov kai avrod t0b douatog 1 pedwdia vé ypapij gig 10 0eéi yépt T00
mdvov, v Evewbodv 0¢ ai dpuoviar eig 0 dpiotepov. Av elvar Sbarodov ag péver (?). Pdyo)g].
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had written down to the original interpreters directly, aiming to check whether or not it was recorded
correctly; later, he also transcribed the melodies into Staff Notation, and he published them in the
musical newspaper Formigx, as well as in a separate book."? K. A. Psachos went back to the island of
Skyros in the summer of 1910, in order to record some more local melodies; for this purpose, he used this
time a phonograph;133 a couple of those phonographic records that he did in 1910 have been recently
retrieved.”*

In the remaining part of the same box/folder 138 digital files are found; most of them do not
seem to have any relevance to Greek Folk Music; they are fragments from newspapers or notes written
down by K. A. Psachos himself where apothegms are collected. There also are some additional
uncorrelated notes. Furthermore, three draft letters are found; one of them is also written down by K. A.
Psachos himself, while the other two are typed; all of them refer to his work on Ecclesiastical, Greek Folk
and Asian Music in general; more precisely, these letters were sent in search of funds for the
Conservatoire of National Music (Qbelo ESvikij¢c Mouotkijc) which K. A. Psachos had established between
the years of 1919-1922; one of them is addressed to Theodoros Pangalos, President of the Ministerial
Board; the epistle is dated in December 1925 and refers to the aforementioned Conservatoire of National
Music as an existing Institute, although is known that it stopped running in 1922; therefore, it seems that
it was not officially closed yet; the second of the letters is similar to the first one, addressed to some
Minister, although his name is not mentioned; it was sent on behalf of the Association of Friends of Greek
Music (2UAAoyog t@v Didwv ¢ EAAnvikiic Mouatkfic), an organization in which K. A. Psachos seems to
have been a member; the third epistle (which is the handwritten one) is also of the associated content.

5. The manuscript with the published songs from Gortynia (T yeipoypagov t@wv ékdod<viwv
douartwyv loptuviag)

As it can be inferred from the title, this box/folder contains the manuscript of the published folk
songs of Gortynia, Peloponnese; K. A. Psachos was invited to Gortynia in July 1915, and he was sponsored
to conduct fieldwork by the Piraeus Association of Gortynia (év Meipatel Suvdeouo¢ MNoptuviwv), which
had just been established, in May 1915; he used the same fieldwork method as in Skyros, while he also
used the phonograph to audiotape some of the songs;135 he recorded a total of 110 folk songs from the
villages of Stemnitsa, Kariteena, Vlachorrafti, Zatouna, Magouliana, and he included 67 of them in a book
that was published in 1923,

Particularly, in this box/folder there are 172 pages, counting from both sides, formed into the
typical shape of a published book; the songs included, written down into Byzantine and Staff Notation,
are laid out exactly as they were in the published book, numbered and accompanied by extended
annotation and (occasionally) additional commentary; remarkably, there also are within this box/folder
the following two songs missing from the printed book: Vlachorafti: H ApdywBa [Arachova]l or O
NtaBéAnc [Davelis]; Stemnitsa: O Bedoudag [Veloudas); so, in this box/folder a total of 69 songs are
included;™’ among them, there also is a short letter regarding the publication of the book, signed on
25/6/1920 (the name of the sender is obscurely written). There follow 16 more pages, also counting from

132 psachos (1910); cf. K. A. Psachos, «Anuadn dopato xkopovs [“Folk Songs from Skyros™], in @dpuyé [Formigx], Il.e.13-4 (15-
31.10.1909), 2-4; Idem, «Anuddn dopato Zxvpov. Zvikoyr devtépar [“Folk Songs from Skyros. Second collection™], in @dpruyé
[Formigx], 11.f.19-20 (15-30.4.1911), 1-4.

1% Chaldzaki (2018), 69-74.

134 See tracks 27 & 28 of the CD included in the edition Kwveravrivoc Payoc: o poveixée, o Aéyoc. Hpaxura quepidac [K. A.
Psachos: the musician, the scholar. Conference Proceedings], ibid.

1% Chaldzeaki (2018), 89-91.

136 psachos (1923).

%7 Note that 33 more songs from regions of Gortynia were registered in the aforementioned envelopes 1 & 2, which must have been
recorded in this fieldwork. Specifically, the following ones: Vlachorrafti: A4évépov eiyo ot aiisi pov [I had a tree in my yard], H
Ayyeliaidniooo [Agelikiotissal, H wopayyeiid [The order]; Magouliana: 2za Tpikoppa ués tv kopen [In Trikorfa in the peak], 7o yav:
tijc Ipapiag [Gravia’s inn]; Zatouna: ‘H droyorjzevon [The disappointment], H duuoppn kdépn [The beautiful daughter], H Aefevud
[The valiance], Mia xépn Alelovdprv [A girl from Alexandrial, Oi dompec [The light-skinned girls], Orav juovv déxo ypoviv
rouddaa [When | was ten-year-old child], Iepifoi: elya [ used to have a garden], To mapdzovo [The complaint], To zpayodd: toi
Aoyoyod [The captain’s song]; Karitena H Bayyelich [Vaggelio], H todroa Byévw [Madam Vgeno], Of Biayomodleg [Vlachopoules],
Oi tpeic lvyepéc 1y Tovumovprodu [The three beautiful girls or Toubourloum], Zij¢ uavi{ovpdvag wov avéo [In marjoram’s flower];
Stemnitsa: H dmoloyia [The apology], MapdOnkav to. devopixa [The trees withered], Mazaxia 1ot ylapa [Misty eyes], "Nag koviyog
rovijyaye [A hunter was chasing], ‘Oleg ti¢ viyres mepmazd [| walk every night], 7o movddx: [The little bird]; Valtetsi: Még mjv dmdve
yertovid [In the above neighborhood], 7o piavraguiidsa [The little rose]; Arachova: O Iidvvyg [John], Iepiféii efya [1 used to have
a garden], To puxpodaixo [The young child]; Arkadia: O yépo ‘Olvurog [The old Olympus].
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both sides, which are typographical proof of some of the previous handwritten pages, with some notes of
K. A. Psachos written on them.

In summary, K. A. Psachos’s Archive proves his consistent involvement in Greek Folk Music;
through his lectures and publications, it is clear how exceptionally incessant he was in his efforts to prove
the continuity of folk songs during Ancient, Byzantine, and Modern times; furthermore, he recorded folk
songs utilizing methodically the New Method of the analytical Byzantine Notation, while he corrected in
parallel every relevant publication with musical records that he found to be erroneous, mostly in matters
of rhythm.

Generally speaking, K. A. Psachos’s work of life was undoubtedly dedicated to Greek Music (in
both its aspects, the ecclesiastical and the folk one); his strong belief was that this kind of Music had to be
collected and transmitted to the majority of the Greek people, as powerful proof of the idea of the
continuity of the Greek culture from the Ancient to the modern times; for him, that effort gave essence to
his life; it was a matter of great religious and ethnic importance, a clear reflection of which one can
nowadays see in the material found in K. A. Psachos’s Archive.

Editor’s Note: For the Appendices and Bibliography kindly refer to the digital version,
as these are only available in the online publication.
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