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Introduction

Undoubtedly, the ecclesiastical modes, as
is also the case for the musical modal
system in general, constitute one of the
most interesting, yet at the same time one
of the most difficult chapters in the his-
tory of music'. This has to do with the
fact that the aforementioned subjects are
shaped by various factors, such as, mathe-
matics, the physical sciences, philosophy,
by theology, etc.? Christianity adopted
some of the theoretical and technical
principles of the ancient Greek modal
system, but it related the eight echoi
(modes) and the octaechia as a liturgical
phenomenon to its own practice within
the bounds of the theological symbolisms
and the doctrine of the Church®. On the
other hand, the musical system of the
Christian East remains basically poly-
modal and the whole structure of Byzan-
tine and post-Byzantine liturgical melody
is founded on that perspective®.

Concerning the Byzantine polymodal
system, certain theoretical handbooks of
the late Middle Ages are particularly
enlightening. Among these is an anony-
mous text having the following charac-
teristic inscription:

‘Etépoc nochLMuocyﬁ kol pedodog
Kou untpoq)mvwc ¢ \pocMucng
rsxvng, TCEplSXODGOL brocay 1OV
n’ nxmv rnv ep;mvewcv oD Ko—
TOVTO efg sKoccsrog Kol Tod Kel—
tot kol i ef¢ Exaotoc fyxog €—
xel. fiyovv of kOptlot, LEcovg Kal
TopopuEsovg, kol of TAGyLoL, S1—
dOVOVC, Kol TPLOOVOVG, Kol Te~
Tpaddvovg. kol Stepunvevet 1o -

Tor O pokapltng ékelvog kdp lwdv—
vne patotop 6 Kovkovleing, év
T 600®TOTN 0dTOD PHefddm: AV
£oTIV N EpUNVELA TOV dOVAV Kol
Axwv?>.

The text above is the first, amongst two
other related interpretations which were
formulated by the well-known music
theoreticians: Ioannes Plousiadenos® and
lIoannes Laskares’. All three texts refer to
the great Maestor loannes Koukouzeles,
who appears to introduce and systemati-
cally form the Byzantine polymodal
system. A fact that, from the beginning,
takes for granted the significance of the
musical theory of that kind®.

This paper is an attempt at an analyti-
cal presentation of the content of the
aforementioned anonymous text, which
bears the specific title: “Interpretation of
tones and modes”. This presentation will
be in two parts: First we shall examine
the manuscript tradition of the text and
its content and secondly we shall analyze
its relation to the other two similar inter-
pretations of the polymodal system and
its significance in the development and
formulation of Byzantine and post-
Byzantine musical theory as a whole.

1. Manuscript tradition
and content

Our text is partially of a theoretical
nature which was common in theoretical
treatises and methods concerning Byzan-
tine music. We find it in two important
manuscripts: MS Athonite Dionysiou 570
(15th century) and MS Athens 968 (17th
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century). We are mainly interested in the
Athonite MS’. It is the most complete
selection of theoretical dissertations and
methods, which coexists along with the
Mathematarion. The most important point
regarding this MS though appears to be
that it was written by the priest loannes
Plousiadenos, a great representative of
Psaltic Art in the late 15th century'.
Here then, our text occupies a significant
place. It constitutes the apogee of a major
unity, which includes the first elements
of theory, as seen by the titles of the
chapters: ‘Concerning the tones’, Divi-
sion of music’ and ‘Interpretation of
echemata’, along with various methods:
the ‘octaecho’, the ‘diplophonia’ and finally
‘the classification of the great
hypostases’™". It seems, however, that the
‘Interpretation of tones and modes’ was
not only a learning method of primary
importance for the student. At the same
time its theoretical material is of particu-
lar importance and is related to older lev-
els of theory. It may belong to the group
known as the anonymous handbooks A,
B, C, D, etc., given that the Athonite MS
570 presents our text after these!'?

It is also characteristic that our text is
presented first in MS Dionysiou 570,
which goes on to compile Ioannes
Laskares’ similar interpretation; the well
known dissertation of Hieromonachos
Gabriel; several pre-theories and methods
and also another method similar to the
method of parallage (mop oA Ahayn) of
Ioannes Plousiadenos'. Therefore it
would seem that the very important Ath-
onite MS Dionysiou 570 forms a com-
plete coverage of almost the entire theo-
retical material of Byzantine music,
where the methods of interpretation and
parallage of the modal system hold a sig-
nificant place. Furthermore, the depth,
the arrangement and the philological for-
mation of the content, as we shall see
below, show our text to be superior to
the other two similar texts within the
same MS, that of Ioannes Laskares and
that of Ioannes Plousiadenos. Thus,
despite Plousiadenos’ flattering title to
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Laskares’ interpretation ‘Etépa
napahkuyn m o uoucmng TEYVNG,
Goq)u)repoc kol dkplpectépa eig
&xpov™, our text seems to supply infor-
mation on both interpretations (Laskares
- Plousiadenos).

The content of our text is specified in
its long title, which refers to the proper
technical terminology'®. The terms paral-
lage and metrophonia are of course two of
the most difficult aspects of music theory.
It is characteristic, nevertheless, that in
every reference to the modes - according
to the interpretation of their parallage -
their signatures are included. Thus, the
term metrophonia in the title possibly
refers to this fact and it prepares us for
the relationship of primary importance
between parallage and metrophonia. In the
title, as well, are defined the groups of
modes:m')plm, n?xo’wtm, uécm,
TOPOUEGOL, dlomVol, Tpldmvol and
TeTpoh®VOoL'®. Finally there exists also
the significant evidence which presents
Maestor Ioannes Koukouzeles as the
instigator (architect) of the polymodal
system. The master in question, analyses
all the types of modes “év 11} codpm—
ToTn oBToD PeBOd®”!.

Our text is divided basically into two
parts, in which the parallage and metropho-
nia of the two principal categories of
modes: the authentic and the plagal
modes are described'®. In this way, every
part refers separately to the four cases of
every category. A smaller part constitutes
a kind of short preface, while an even
smaller part with general instructions,
brings the text to an end.

The preface gives the basic theory for
the creation of the first categories of the
modes which are the plagal and the
mesoi, then a corresponding descent of
voice every four tones and every two
tones is described. Furthermore, it is here
that, for the first time, the term parakyrioi
modes is mentioned, which refers to the
second fetrades of modes, to the plagal
modes upon which the mesoi conclude.
At this point also, it is made clear that
because there is an organic relationship




among the first four categories of modes
(authentic, plagal, mesoi, mesoi of the
mesoi), their distinction is made by the
length of time during which the melody
stays at every category of mode and their
conclusions which coincide.

In all cases of the four authentic and
the four plagal modes, the parallage of our
text applies the same technique. That is, it
ascends successively four tones and then
descends in the same way. With this tech-
nique, the rest of the modal groups and
their cases are created from the different
rungs and bases of the authentic modes.

This entire technique above is simpli-
fied by Hieromonachos Gabriel’s ‘Kano-
nion’, where only the signatures of the
eight modes are mentioned®. Thus, while
we know exactly the metrophonia, we do
not know the specific characteristics of
the modes’ various categories. Because of
this, we are obliged to consider in detail
the whole text of our interpretation.

In the case of the First mode, ascend-
ing to the fourth tone our text refers to
the proper tetraphonos First mode®.
Descending three tones we have dipho-
nos of Plagal Fourth®.

In the Second mode by ascending four
tones we find tetraphonos Second®. One
tone downwards is Plagal First Nenarnos**.
At this point it is verified that Nenanos is
Third and Fourth modes because, Third
mode was created from Second mode
and Second from First mode and
because: “T0L Yop LEAN TOAAOKLG
elwbe VKAV THV LETPOOMVIOLY
Moreover, the mesos of Second fetrapho-
nos is Third, because Third mode is tri-
phonos of Plagal fourth, thus, “ntdco
TpLOOVIN TOV adTOV fixov Totel 7%,
In addition, three tones below Second
mode is Barys, which changes into Plagal
Second and Legetos”. Finally, four tones
below is Plagal Second or eso Second
mode, because Second mode is the dipho-
nia of Plagal Fourth and triphonia of Bar-
ys mode®.

Three tones above Third mode is Sec-
ond mode, also named ‘tied” (SepLevoc)
Third and four tones above is tefraphonos
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Third or ‘double’ Third®. Finally, three
tones below Third mode is Plagal Fourth,
which is again Third mode, because it is
triphonos of Plagal Fourth®.

Three tones above Plagal First mode is
tetraphonos First mode, which is also its
authentic mode®'.

Three tones above Plagal Second
mode is Nenano, which is Third and
Fourth modes™. Because three tones
above is also First, which (decays) and
changes into Nenano®. Further, ascending
four tones it turns into ftetraphonos Sec-
ond, which is first and second and
because of phthora it becomes Third>.
Three tones below is Barys mode, which
is Plagal Second and Legefos, because
Legetos changes into Barys mode and Pla-
gal Second®.

With regards to Barys mode, when we
refer to its tetraphonos it is again the
authentic mode. In the same way that
one tone above Third mode is Fourth
mode, one tone above Barys mode is
Fourth mode, which is a Third mode
from the parallage and not Fourth mode,
Finally, four tones above Barys mode is
Third mode, its authentic mode, which is
called Nanas (vovac), while a tone
below is tetraphonos Barys mode™.

The Plagal Fourth mode, which is also
tetraphonos Barys mode which in turn is
Third mode as its authentic, is similar to
Third mode, as its triphonos mode accord-
ing to the canon “TéGQ TPLHOVIC TOV
avTov fyov motel . Four tones
above Plagal Fourth mode is tetraphonos
Fourth mode, which is its authentic, the
beginning of the plagal tones®.

Our text comes to its conclusion with
two precepts that refer to the following
categories of modes: to Legetos, to tetra-
phonos Barys, and to eso First, Second,
Third and Fourth modes®.

2. Relation to other interpreta-
tions and importance

Our text, as is evident from its place in
the selection of the theoretical material
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of the MS Athos Dionysiou 570, is an
anonymous dissertation, which, obvious-
ly, was taken into consideration and com-
pleted by our two well known represen-
tatives of Psaltic Art, Joannes Plousiade-
nos* and Toannes Laskares Kalomisides*'.
The material concerning the interpreta-
tion of the tones and modes must have
been known by Hieromonachos Gabriel
too. However, having a more practical
and orderly mind, he worked out the “
Kanonion’, which not only simplifies the
parallage, but also presents the latter in a
more systematic and pedagogical way,
easier to memorize*?. Specifically the rule
“TRGO TPLOOVLG TOV 0DTOV fY OV

notel”, is used by both the music theo-

reticians loannes Plousiadenos* and
Ioannes Laskares*. We also encounter the
same matter in the references concerning
the great Maestor [oannes Koukouzeles,
who is the undisputed instructor of the
rules and methods of the polymodal
system®.We can not ignore, of course,
the intimate relation of all interpretations
and methods of parallage to the
Agiopolites’ basic theory*®. But this trea-
tise, in spite of its significance in the
technical arrangement of the Byzantine
modal system, has only archaic elements
of theory, which lack the detailed analy-
ses and applications of Koukouzeles’
practice.

Finally, with regard to the philological
structure, our text apparently belongs to
the theoretical material and to the group
of the known anonymous dissertations A,
B, C, D, etc., which are included in the
collection bearing the title “” Epotano—
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kploelg the nanadikic Texvng”,
ascribed to Saint John of Damascus®’.

Concluding our reference to the text
Interpretation of tones and modes, we find
that its content includes important ele-
ments and thorough analyses on the
Byzantine polymodal systems’ complicat-
ed mechanism. Moreover, the relation of
the modes’ system to Maestor loannes
Koukouzeles on the one hand, and, its
deeper relation to the modal system of
Hellenic antiquity on the other hand,
makes the text in question, as well as
texts related with it, a witness to the
vitality of the Byzantine musical civiliza-
tion. The latter is also confirmed by the
fact that the majority of the elements of
Byzantine polymodal system were pre-
served during the post-Byzantine period,
providing material even for the three
masters’ analytical method of writing*.
Chrysanthos in his Theoritikon refers with
clarity to modal systems, such as triphonia,
pentachordo, trocho, etc.. Considering those,
he admits that “tadto TavTo €6N—
KpLPOONGaY &Td "Toavvny 1oV
[IAovotadnvov”¥. Furthermore, con-
temporary music books include a great
number of melodies whose terminology
belongs to the old Byzantine polymodal
system®’.

So beyond any formulation of a con-
clusion, the Interpretation of tones and
modes, among the theoretical handbooks
of the 15th century, constitutes a very
useful method for the study and research
even of the contemporary traditional
Byzantine melody.
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