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From the mid-15th century onwards, but especially during the last two
centuries of Venetian rule in Crete, a unique repertory was developed
probably in order to serve the specific needs of Liturgies and other offices,
common to Catholics and Orthodox.! The compositions included in this
repertory thus merge Byzantine and Western elements, in the image of
the meeting between these two cultures playing out in Crete during this
period. This Latin influence could be identified on different levels, namely,
in the liturgical texts, the morphology of the compositions, the modality
and the notation.

After the fall of Candia in 1669, a large number of Cretans took refuge
in the Ionian Islands, where it seems that they transmitted this Italo-Cretan
culture. The first information concerning the transfer of Cretan liturgical
music from Crete to Zakynthos comes from an article by Spyridon de
Viazes, published in 1909, aptly titled “Kontikn) WaAuwdia ev Entaviow”
[“Cretan psalmody in the Ionian Islands”].? The author mentions in his
study an archival document from the island of Zakynthos dating from
1671, in which an anecdotal history concerning Cretan cantors has been
preserved. According to this document some cantors from Crete arrived in
Zakynthos just after 1669 were able to chant a “new music” similar to that

1 The special Cretan repertory was highlighted by my colleague Manolis Giannopoulos in his PhD
dissertation H AvOnon tnc Wadtikne Téxvne otnv Kpntn (1566-1669), Institute of Byzantine Musicology,
Studies 11 (Athens, 2004), 333-385. The compositions included are studied within the framework of
the research project Le chant ecclésiastique en Crete vénitienne aux XVIe et XVlle siecles: transferts culturels
et fagonnement des identités dans I'éspace méditerranéen a I'époque moderne carried out by the National and
Kapodistrian University of Athens, the Ecole Pratique des Hautes Etudes and the Ecole Frangaise d’ Athénes.
2 Spyridon de Viazes, “Kontwkr] WaApwdia ev Enmtavriow” [“Cretan psalmody in the Ionian
Islands”] ITivakoOnxn [Pinakothiki] ®' 98 (April 1909): 24-25; (May 1909): 48-49; (June-July 1909): 76-77;
(August 1909): 92-93.
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of the Latin church, while other Cretan cantors chanted the “Greek music”.
Still according to this document, the commissioners and the people of the
church of St John the Forerunner invited the cantors of this “new music” to
the Christmas Liturgy. A problem apparently arose when the Cretan cantors
accepted the invitation but asked for triple the payment of one of the native
singers, while they finally received double.® The information preserved
in this document is the first evidence of the transfer of liturgical music
from Crete to the Ionian Islands, and specifically to Zakynthos, and also
of the fact that this musical tradition very quickly began to serve the local
churches. Another interesting point, that has probably been overlooked, is
the comment of de Viazis about the “new music, as it was called at that
time”, which could mean that the “new music”, similar to that of the Latin
Church, was unknown at Zakynthos until the time the refugees from Crete
arrived and began to spread it.

Much later, almost two centuries after this event, in 1867, Panagiotes
Gritsanes, a knowledgeable musician from Zakynthos, recounted in one of
his articles the musical reality of his time in his native island. Panagiotes
Gritsanes had studied music, generally referred to as Byzantine, the liturgical
music of the Orthodox Church, in Zakynthos, and European music in Naples
between 1865 and 1873, where he worked as a cantor of the local Greek
church.* In his article titled “ITeot g TV Toviwv Nnjowv ExkAnowxotung
Movownc” [“About the Church music of the Ionian Islands”] Gritsanes says
that this particular liturgical music in comparison with the traditional one
is usually called “Cretan” thanks to its origins, while he rightly relates that
this ecclesiastical music was transferred from Crete to the Ionian Islands by
refugees in the 17th century.” According to him, the traditional performance
of liturgical chant at his time is aptly described as performed in four voices,
though polyphonic performance remains a possibility, as a monophonic
style could be also chosen by the cantors involved.®

3 Ibidem, “Kontkr) WaApuwdia ev Entavrow”, INivaxoOnkn ©' 98 (April 1909): 24: “Twvég éx tav
tepoPaAt@v tovtwv EPardov piav aopoviknv PaApwdiav, 1) onoia éveBovoiaoe ToUg GLAagpoviKovg
ZaxvvOiovs. Aéyouev ZaxuvvOiovg dOTL UMAQXeEL OUYXQ0OVOS HaQTuoia miotomoovoa Ote Ty 20
Aexeupotov tov 1671 €tovg, dNAa d1) Tolar €T peTa TV AAWOLV TG 1OWIKNG TAVTNG Vijoov, &ig dvo-
Telc €ékicAnoiag g ZakvvOouv, Konteg tepopaitar épardov véav povokryv, dpotalovoav peé Ty TV
Aatvikwv éxkAnowv, 6t aAdot émiong Konteg épaAdov EAAN vV povounv (musica greca) kat 0Tt
ot évopttat Tov ayiov Twdvvov tov ITpodduov kat avtol ot énitporot ffeAov katd t& XQloTovyevva
TOUG PAATAG TG VEAS HOVOIKNG - WG TOTE TV EKAAovv - AN ol PaAtal Konteg 1j0eAov toimAaoiav
MANQWUNV, D10 ot oVVTIKOL EpueTOAGPNTAV 0TS AdBwot dimAaciav mTANewURv”.

For more biographical information about Panagiotes Gritsanes, see F. Kritikou, “ITavaytwtng
I'ottoavng. Evag Adytog povotkog tov 19ov awwove,” in EOviko kat Kamtodtotpraxd Iavenotnuio AGnvav,
B Eruotnuoviko Zvumnooto NeoeAAnvikne WaAtikne Téxvne, BuCavtivo kar Xpiotiaviko Movoeio, 26-27
Noepppiov 2010, INpaxtikd (AOrva, 2012), 799-814, with bibliography.

5 P. Gristanes, “ITeot ¢ t@v Toviov Nfjowv ExkAnowxotikng Movownc” [“About the Church
music of the Ionian Islands”], EQvixov HuepoAodytov Zm. Bpettov (Paris, 1868), 325-336, and specifically,
326-331.

6 Ibidem, 333: “H ma” fuitv Kontucr) povotkr) méduie HOLOIKT] TIG HEA@OUKT] KAl XQUOVIKT):
peA@dn pev ws PaAdopévn povodwvwe §Tot Kata pPeAwdiav, g 1] KWVOTAVTIVOUTTOALTIKT]: AQOUOVIKT|
0 ¢ EKTEAOVHEVT KAl TETOAPUOVWS TJTOLKATA AQUOVIAV, §TIG €0TL TEX VT TOL Téomewy [...]”. See, also, 333-
334: “To mowTov HéQOg, OTeQ Kal AQXIKOV HEAOG ovoualetal, elvat 1) BAOLS THG HOVOIKNG, 1) PaApwdia
ONAadn, ta d& Aot Tl etval T&x TS aQuoviag péen, &tva cuPpaAAdpeVa ATTOTEAOVOL TV HOVO KTV
TETEAPWVOV, TAQAAELTOUEVWY OE TOUTWYV, KAl HOVOL TOD MOWTOL HéQOug PaAAopévov, kablotatat 1
HOLOLKT) HOVOTOVOC KAl HETOIWS EDAQETTOG, EVEKA TNG TOLXVTNG ATOYVUVWOEWS TS,
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One piece of information considered decisive is that the four-voice
liturgical music in Zakynthos, following its Cretan tradition, is not written in
its entirety “because of the inappropriate [Byzantine] notation”. According
to that only the voice characterized as “soprano” or “primo” is written,
while the unwritten voices are performed “in a traditional way”.” Panagiotes
Gritsanes presents several pieces of evidence in this article concerning the
relation and the difference of this music from the so-called Byzantine, which
he qualifies “originating in Constantinople”.

Despite the fact that Gritsanes is not usually considered a reliable
source of information and even though it is chronologically distant from the
17th century, his commentary should be taken more seriously as it describes
the living reality of his time. Moreover, his music teacher, Theodoros
Kourkoumeles-Kothres was a student of Petros Katsaites, who was the
scribe of the manuscript 14 of the Gritsanes collection, a Sticherarion by
Dimitrios Tamias, written in 1776. This relation directly connects Gritsanes
with the older tradition of the Cretan repertory. Moreover, always according
to Gritsanes, Kothres learned “the Cretan and the Constantinopolitan
music according to the old method” but soon after 1814 and the reform of
the notation learned also the so-called New Analytical Notation and then
started to teach it and to transcribe older Cretan compositions. Consequently,
Kothres should be considered as directly related to the musical tradition of
the Cretan refugees and his student Panagiotis Gritsanis should be regarded
through him as a serious and trustworthy source of information.®

Then and until today several researchers have studied the liturgical
music of the Ionian Islands and the results of their research have been
published in a considerable number of books and articles.” However, the

7 Ibidem, 334-335: “AAN" émeldn) dev EmTQéMeTaL ULV EVTADOX MAATUTEQOV Vit DIEVKQLVIOWHLEV
TiVL 100w ovvdvalovtal al Téooaes pwval TEOG EMITeLELY TG TOXUTNG aQuoviag, aokelobw Hovov
VA elMweV OTLT) HOLOLKT) aUTN WG TEOG TO O ewENTUKOV AVTAS HéQOS Paivetatl EAAeLg, doTL yoadetal,
évera ToL drataAAAov TG onueloyoadlag, TO €V €k TV TETORQWYV HEQWV AVTNG, T)TOL TO XQXIKOV
péAog, il Soprano, Ta d¢ €teQa EKTEAODVTAL KATA TIOAKTIKIV TTOQAd00LV”.

8 The information comes from a Gritsanes’s study published after his death in E¢pnuepic ZaxvvOov
EAmtic between 2/9/1907 and 17/2/1908. On this, see Kritikou, “TTavarywdtng I'ottoavng,” 806-808.
9 See the following: M. Dragoumes, "H dvtwciCovoa exkAnowxotikr] povoikr) pag otnv Korn

kat ot Emtdvnoa,” Aaoypadia 31 (1976-1978): 272-293. Idem, "Tlpdodateg épevveg otn ZakvvOo yix
mv ExkAnowaotuany g Movown),” in AeAtiov tnc loviov Axadnuiac, 2 (Corfu, 1986), 270-280. Idem,
"Mx mepimtwon emiPBlwong Pulavtivay HEA@dIKOV OToLXElwV 0 éva TATXAALVO TQOTIAQLO ATO TN
Zaxvv0o,” in Byzantine Chant: Tradition and Reform, v. 2 (Athens, 1997), 87-95. Idem, H povoikn mapadoon
¢ ZaxvvOwnc ExxkAnoiac (Athens, 2000). E. G. Kalogeropoulos, To mepi tnc EAAnviknc ExkAnoiaotixne
Movoiknc Ctnua katd tov 190 at. (1844-1900), PhD dissertation, National and Kapodistrian Univerity
of Athens, 2000. I. D. Kapandrites, "Tleol exkAnowxotikng povotknic kat wiwg mepl CakvvOiov vdovg,”
At Movoat (1913), 480, 2-3, 481-482, 7-9, 483, 4, 484, 6, 485, 4, 486, 6, 487, 4. N. Lountzes, H ZaxvvOog uetd
povaiknc. ExxAnoiaotikn xar Kooutkn Movoikn) (Aaikn) (Athens, 2003). E. Makris, “H magadootax
EKKANOXOTIKT) povoikt] Twv Emtavriowv. ZuvoAwr] otogkr) mpooéyyon),” Movatkéc Aoyoc 8 (Winter
2009): 45-70. Idem, " Ayvwota tekprjow g CakuvvOwng YaAtuac,” EKEEA 29 (1999-2003): 105-130. Idem,
“Oxtanyla kat moAvpwvia oty Konroentavnowxn partikr) nagadoon. H mepinmtwon tov "Xototdg
avéotn),” in Emuotnuovikn Enetnpida Avwtatne ExkAnowaotixne Axadnuiac HpaxAeiov Kpntng, v. B
(Iraklio, 2012), 595-602. Idem, “H onueoyoadia s Néag MeBddov oty Entavnowakr padtun,” in
Ipaxtikd Zvvedpiov ‘H Evwon tnc Entavnoov ue tnv EAAGda, 1864-2004, BovAr) twv EAA vy - Akodnpia
AONnvwv, v. 2 (Athens, 2006), 313-330. S. Motsenigos, “H Pulavtivi] TQOEAEVOIS TNG EMTAVNOLAKIG
povowng, Ipaxtika Tpitov Iavioviov Zvvedpiov (23-29 September 1965), v. 2 (Athens, 1969), 304-310. A.
Papademetriou, "ITeot tng ev Emtaviow 1d100000pov BulavTiviig Hovotkng, TG KAAOVHEVTS kONTIKNG,”
1le Congres International des Etudes Byzantines (Athénes 1930) (Athenes, 1932), 268-269. K. Romanou, ”'Eva
apxeio “Konrtunig povownic” ot Plagpovikr] Etawpeia Keokvoag,” Movatkodoyia 12-13 (2000): 175-
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main problem that still remains and prevents us from deepening this research
and knowing the influence that the Cretan repertory received from the 17th
to the 19th century, when Gritsanes wrote his articles, is the absence of related
manuscripts. Even though this story is relatively well known, the study of this
tradition remains quite difficult on account of the absence of musical sources,
very often destroyed by earthquakes or fires which occurred in the Ionian
Islands. What remains is the current musical practice or archival documents
which, however, are not sufficient sources for this study. The very “special”
Cretan tradition when arriving in its new territory was revived by accepting
other local influences. What is generally known today as the “special style” of
religious music in the Ionian Islands is actually born from the meeting of this
Cretan repertory with local musical tendencies.

Indeed, the cases of musical manuscripts of Ionian origin, considered
almost as unique cases, are truly rare and valuable, often preserved in libraries
outside the Islands. One of these manuscripts, preserved today in the Library
of the Monastery of Saint Catherine in Sinai, is the subject of this paper. At
first glance, Sinai 2230 gives the impression of being an Anthology of Various
Compositions written by several scribes at the beginning of the 19th century
in the New Analytical Notation.” This manuscript preserves compositions
from Zakynthos, which testify to their Cretan origin in many ways. Its rarity
and importance lie in the fact of its provenance but also in the compositions
included, which, while preserving its essential Cretan characteristics, present
new traits of local influence.

The first 26 folios (ff. 1r-26v) contain compositions of the 18th century,
fairly well-known, written by two different scribes. Then, on f. 26v, the first
composition from Zakynthos is written by a third scribe, named at the end
of the composition on f. 27v: To 0mioOcv MeyaAvvapiov éuelomomnOn napa
XpvoavOov M. Mnadaokovn ZaxvvOiov [the previous Megalynarion was
composed by Chrysanthos M. Balaskones from Zakynthos]."" Several pieces
from the Eirmologion and a few from the Papadike are written on ff. 28r-38v
from the first scribe. Then a part of the Treatise of the New Method is preserved
on ff. 39r-43v. The pieces of Zakynthos start again on f. 44r where the chants
of the Liturgy begin. Immediately, the origin of the compositions is clearly
mentioned, as the Offertories written on ff. 44v-50v bear the title XepovBucov
PaAAopevov e to CaxvvOwov Vdog; [Offertory sung according to the style of

188. P. Chiotes, Iotoptkd amouvnuovevuata Entavioov, v. 6, (Zakynthos, 1887), 377-378. K. A. Psachos, “To
ONUdES doua ev ZakVvOw,” Movoikn Zwij, 6 (1931): 121-123.

10 See, Sinai 2230, Anthology, 19th c. (beginning). For the description of the manuscript, see Flora
Kritikou, Ta xetpoypapa BvCavtivic Movoikne. Zwva 111 (forthcoming).
11 Sinai 2230 f. 26v Eig v Koiunow ¢ @cotorov: f)xos d' Ayyeot tnv Koiunow tn¢ napOévov. The

piece presents particularities concerning not the text in this case but rather the notation. The research for the
name XovoavOog M. MmaAaokovng led to the finding of the relevant name X. XaikaAng MmaAaokovng,
who appears as the composer of a Tuesday Communion in Sinai 1420 f. 77v Kowvwvikov Kontucov maoa X:
XaikdAn MnaAaokdévn: fxoc mA. d' N Eic pvnuéovvov aiwviov éotat dixatoc. Though the names are not
completely identical the relation between them is obvious. Furthermore, the same composition is also written
in Sinai 2230 f. 58r, this time anonymous, and it presents all the “particular” characteristics of the settings
described in this paper. It is also important that the Communion in Sinai 1420 is untitled as “Kontucov”. About
the manuscript Sinai 1420, see, F. Kritikou & D. Balageorgos, Ta yeipdypada BuCavtivic Movatkne. Zwva I,
Institute of Byzantine Musicology (Athens, 2021), 30-33.
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Zakynthos] in first and fourth modes."” It is not evident whether the “style of
Zakynthos” refers to the morphology of the composition or to a possibility
of a four-voice performance, which, however, is not mentioned anywhere.
Indeed, the Offertories are divided into parts, as if to be sung alternately by
two choirs. This separation of the Offertories into parts is characteristic of
the Cretan Offertories, which had probably already begun in Crete towards
the end of the 15th century, if a testimony by Akakios Chalkeopoulos is true.
Akakios, in a manuscript preserved today in the National Library of Greece
under the number 917, in £. 1351, wrote an Offertory arranged by the Cretans
giving the following information: “Xegovpucov, moinua AydOwvog povaxov,
adeAdov tov Kopwvr, Aéyetatdvokov, PaAAetatde dixoQov o TV VEwV
[...]” [“Offertory composed by Agathon the monk, brother of Korones, which
is called dyssikon and is sung as dichoron by the new [composers]”.* This
quite different morphology from the traditional Byzantine one was found
exclusively in Crete until the second half of the 17th century in hundreds of
new or older adapted offertories, while in the whole of Byzantine and post-
Byzantine tradition the offertories are not separated into parts.* The fact
that the special morphology of the Cretan Offertories is found in the related
compositions of Zakynthos, clearly proves the relationship between the two
islands and traditions.

The same scribe continues with a section of chants for the Liturgy
written on ff. 56r-64v. Another particularity of Cretan origin is to be found in
f. 60r, namely the verses to be sung at the beginning of the Liturgy according
to the Cretan manuscripts although they remain without title in manuscript
Sinai 2230.” These verses are set in music by different Cretan composers and
they appear in all Cretan Anthologies at the beginning of the section of the
Liturgy chants.'® The texts are Ev @ vaw éot@Tec TN 00ENG 00V €V 0Vpavw
éotavar vouiCopev: Oeotoke, VAN énovpavie, dvotlov Nuwv v Ovpav Tov
éAéovc oov, Tote avoioovary émi to QvotaotnpLov cov uooyovs, EvAoynoov
Aéomota, Aoéa oot, Kvpie, 60&a oot, Eic moAAa étn, Aéomota. Most of them
belong to the last section recited by the priest at the end of Orthros and
before the beginning of the Liturgy. Additionally, there are two more verses,
which come from the “secret” dialogue, not heard by the faithful, that takes
place between the priest and the deacon precisely during the chanting of the

12 Sinai 2230 f. 44r XegovBucov PaAAdpevov pe 1o CarcvvOov Ddog: fxoc a' € tov Ke Of ta xepovpip.
f. 48r: XepovPkov YaAAduevov e to CaxkvvOiov Ddog- xoc d' AL Oi ta yepovfip.

13 NLG 917 £. 135r.

14 The case of the Asmatikon cheruvikon has to be mentioned here, although it belongs to another
tradition.

15 Sinai 2230 f. 60r "Hyoc At (sic) &k tovo NN Ev 1w vaw éotwtec; f. 61v [[Hxog] Nn (sic) Téte dvoicovorv
émi 10 OQvolaotnpLov oov udoxove: EvAdynoov Aéomota.

16 About the texts see, Tepatikov. Al Ocian Aettovpyiar Iwdvvov tov Xpvoootouov, BaoiAeiov tov

Meyalov xal tov Iponylaouévay peta TNc TUTUKNG AUTOV OlATAEews Kal TIvov ATapalTATwY iEpav
axodovOiwv, taéewv xat evxwv, 'Exdooic Antootodikne Awaxovias tnc ExxkAnoiac tnc EAA@doc (ABnvat,
1987), 63. The section of the chants destined to be sung at the beginning of the Liturgy is to be found in
almost all the Cretan Anthologies of the 16th and 17th c. The title usually preceding these compositions
is: Apxn obv Bew ayiw g Oeiag Aettovgyiag Tov &v ayiolg matEog MUV Twdvvov &QXLETUOKOTOU
Kowvotavtivountodews tov Xpuoootouov, as in Sinai 1442 f. 4r. According to the sources Venediktos
Episkopopoulos was the first to compose them, while he was followed by his pupil Dimitrios Tamias, and
also Aloissios Vikimanos, Ignatios Frielos, Kosmas Varanes and Andreas Morotzanetos. See Giannopoulos,
AvOnon, 365-368.
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Offertory. The deacon asks the priest to bless him and the priest responds
[Tvevua &yrov éneldevoetal éni og, kKat Ovvauls Tov YPioTov ETLoKLATEL 00L,
while the deacon answers Avto to IIvevua cvAAertovpynoet Ny maocac Tag
nuépac tnc Cwnc nuawv.” The section of the chants which are destined to be
sung at the beginning of the Cretan Liturgy written in the Sinai manuscript
2230 offers further evidence of the diffusion of the Cretan repertory in the
Ionian Islands.

Various chants are written in ff. 65r-74v by different scribes, while the
next composition of Cretan origin is to be found in f. 75r. It is one of the
verses used as a kind of Communion by the Cretans and usually bearing
the title “Eic 10 peta poPov” [(to be chanted) during the Communion].”
The verse Ovtoc 6 dptoc 0 ék TOD 0DpavoD Katafdc Eéav Tic Gpayn éx
TOVTOV TOV dpTov Crjoetat €ic Tov alwva comes from the Gospel of John 6,
51 and even though its use in the Cretan repertory is known it remained
untitled in Sinai 2230.” The case is quite complicated as it seems rather
unlikely that these verses replaced the usual Communions in Crete, on
the one hand because the latter, older and new compositions, are copied in
all the relevant manuscripts, and on the other hand because the brevity of
the compositions “Eig 10 petax popov” does not allow such a hypothesis.
Furthermore, these verses are usually written together with traditional
Byzantine communions in the Cretan manuscripts. The proof, however,
that these sorts of settings do not replace the usual Communions comes
again from Akakios Chalkeopoulos, who noted in his manuscript NLG 917
in the lower margin of the f. 149v “To, O éwpakwc éué, éotv yeyoappévov
elg 0 TEA0G TOUL TeTEAOIOV, CLVOTITIKOV: VO TO AOXICNG €IG TNV GWVT)V TOV
rkowwvikov”.? Through Akakios’s note it becomes clear that these brief
settings do not replace the usual Communion chants but follow them,
either actually during the Communion or immediately after. It should also
be mentioned that Akakios’s note on f. 149v follows the end of his famous
“Frankish” and organikon Sunday Communion Aiveite tov Kvptov. The
note has been written after the end of the Communion for the convenience
of the soloist, who seems to have expected to find it written just after, while
Akakios wrote it some folios later.

17 Sinai 2230 f. 62r [[Hxoc] y' [Nn] Iveoua dyiov énedevoetar éni oot kat dSvvapc Yipiotov
énokiaoel oot - A0To to ITvevua cvAdettovpynoet oot macac tac nuépac tne Cwnc oov; f. 62v [[Hxoc] Nn
(sic) Adéa oot Kvpte, 66w oot Eic moAAa étn, Aéomota. See, Tepatikov, 173.

18 Chronologically, Manuel Gazes in the mid-15th century seems to be the first to have set these
to music, followed by Angelos Grigorios, Theodoros Rodakinos, Akakios Chalkeopoulos, Antonios and
Venediktos Episkopopoulos, Dimitrios Tamias, Kosmas Varanes, Ignatios Frielos, Aloissios Vikimanos,
Andreas Morotzanetos and Konstantinos the priest. Concerning the Cretan Communions, see, F. Kritikou,
“Les manuscrits musicaux post-byzantins d’origine crétoise comme témoins des échanges culturels entre
Vénitiens et Grecs (XVIe-XVlle s.),” Livres et confessions chrétiennes orientales. Une histoire connectée entre
I"Empire ottoman, le monde slave et I'Occident (XVIe-XVIlle siecles), Rome, Ecole frangaise de Rome, 15-16 Décembre
2016 [forthcoming,.]

19 Sinai 2230 {. 75r Ex 100 N1 O0UT0¢ 0 @pTOC 0 €K TOD 00pavoD KATaPAc: EQV TIC Payn €K TOVTOV TOD
dptov Croetar eic Tov alwva. The verse Ego sum panis vivus qui de caelo descendi: si quis manducaverit ex hoc
pane vivet in aeternum (John 6, 51) has been testified as an Antiphon in first mode for the feast of the Corporis
Christi already in 14th century Latin sources. See more about that in, https://gregorien.info/chant/id/2805/0/
en, http://cantusindex.org/id/002594 and https://cantus.uwaterloo.ca/id/002594

20 See, NLG 917 f. 149v.
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The proof, therefore, of the transition of Cretan liturgical chant to
the Jonian Islands, and particularly in Zakynthos, is offered by the chants
included in this manuscript. The compositions reflecting this relation either
by the texts or by their morphology are the Offertories divided into parts, the
verses sung at the beginning of the Liturgy and the Communion verse from
the Gospel. In conclusion, it can be seen that all the chants which clearly
come from the repertory of the Cretans hardly fit into the known repertory
corresponding to the Liturgy and they are precisely the ones which bear
witness of the transfer of the particular Cretan liturgical repertory in the
Ionian Islands.

THE MODAL SIGNATURES

Another aspect which seems to bring the Cretan repertory together with
the one of Zakynthos is the question of modality and its function in these
specific compositions. The repertory developed in Crete during the last
two centuries of the Venetian occupation presents a number of elements
quite different from those of known Byzantine modality. A number of
indications detected in the Cretan repertory lead to the hypothesis that a
variation of the modal system could be possible, even though the subject
is really complicated. Given the traditional chanting style in the Ionian
Islands, a possible polyphonic performance of the compositions included
in manuscript Sinai 2230 should be taken into account, though there is no
relevant mention. Some modal particularities identified in Sinai 2230 and
related to the indications of the modes at the beginning of the compositions
could lead to further study. Thus, in several cases there is no modal signature
in the beginning of the compositions, while only an indication of the
introductory note is given. Such cases have been identified in f. 60v where
the peculiar indication “fjxoc At ¢k tov Nn” is noted, probably replacing
the very common “modal” indication in the Cretan manuscripts “rjxog d”.
Equally, in f. 61v the indication “Nn” joined to an interval sign of an ascent
octave is noted, probably replacing the usual modal signature of the fourth
plagal mode. The same indication is identified before Ao oo, Kvpte, do&a
oot EbAoynoov Aéomotar in f. 62v. An analogous case is to be found on f. 62r
before the beginning of the verses [lvevua dyiov éneAevoetar émi oot and
Av10 10 [Ivevua ovAAertovpynoet oot where the modal indication is replaced
by the signature of Nn. Peculiar modal indication precedes also an Offertory
in f. 63r where only I'a joined to the signature of the third mode (vava) is
mentioned. On £. 75r the verse Ovtoc 0 dptoc 6 éx ToD oVpavoD Katapac is
preceded by the simple indication “éx Tov N1)”, without further instructions.
In several occasions also only the signature Nn (letter v and signature sign)
is given as an initial modal indication.”

This particularity in terms of the initial modal indication of the
composition consists of an important deviation of the traditional modal
concept and it is strongly reminiscent of the “special” Cretan repertory

21 See, Sinai 2230, ff. 65v, 66r-v, 67r-v, 68r.
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written in earlier manuscripts. Even though it is difficult to evaluate only
on the basis of a single witness, it could indicate a Western influence, in the
framework of which the indication of the starting note and not the modal
signature, could be considered as functioning as a kind of key and not as
the indication of the mode which should be followed.

Figures 1a-d. Sinai 2230 ff. 60r-62v

AN ADAPTED VERSION OF THE NOTATION

Itis clearly seen that the notation used for the Cretan repertory is occasionally
adapted in order to write quite different compositions. However, the notation
used in manuscript Sinai 2230 is not the one found in Cretan manuscripts
but the analytical one of the 19th century, though it is presented quite
differently in various aspects. Several misspelled points are detected in
Sinai 2230, which are analogous to those found in the Cretan manuscripts.
A deviation from the rules of the so called New Method concerns the note
values and the use of the tempo signs. It seems that the gorgon can be used
in consecutive interval signs and it does not influence two signs, i.e. the
interval sign on which it is set and the previous one turning both from
quarter to eighths. Similar problems are also created by the signs digorgon
and trigorgon. Apart from the fact that the use of these signs is completely
misspelled, their use on continuous interval signs creates the impression
that they are used in a “more Western” way, meaning that they have
probably acquired properties that reflect the influence of staff notation.
This means that eventually they could be used in these compositions to
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record notes values of less than a quarter without respecting the rules of the
Analytical Notation. In this way the gorgon probably describes eighths each
time it is used but not necessarily in pairs according to the rule, while the
trigorgon seems to describe sixteenths, regardless of the fact that it does not
affect more signs. In the same context, one can find a strange sign written in
red ink and apparently used as a sign of expression, which, however, cannot
be recognized. Its use is probably equivalent to that of the omalon, which is
not used elsewhere.

Figure 2. Sinai 2230 f. 53r

Figure 3. Sinai 2230 f. 54r

Figure 4. Sinai 2230 f. 59r

CONCLUSIONS

The study of the so-called Ionian musical style should be based on the few
musical manuscripts which have been proven to come from the Ionian
Islands, such as manuscript Sinai 2230. The correlation between them, the
Cretanrepertory and the living tradition could provide the necessary starting
point for study and enrichment of the data. The relationship between the
two repertories seems to be direct, but the issue of the polyphony of the
Ionian Islands, which is considered to be a characteristic local style, and
its relationship with the original repertory, is an interesting subject that
needs more extensive research and should definitely be combined with the
development of the Cretan repertory during the 16th-17th centuries.
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