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Tranian music: the historical context

Wrirten accounts left by the Greek chron-
iclers of old contain some scattered infor-
mation about music in ancient Persia.
These historical descriptions tell of the ex-
istence of an advanced system: of music
during the reign of the Achacmenids
{330-559 B.C.}, and refer in particular to
the performance of martial music and
songs played to stir up a sense of heroism
and evoke courage. There was also reli-
gious music in ancient Persia: the singing
of the Gatha hymns, divine prayer songs
to the prophet Zarathoustra, would have
been accompanied by music in the fire
temples. The glorious period of ancient
Persian music, however, coincided with
the rule of the Sassanid kings (224-642
AD.). During this period, musicians en-
joyed special privileges and status at the
Tranian court. The most famous musician
and songwriter of the cra was Barbad,
who composed the famous seven khosra-
vanis (or “royal modes”) sung at official
gatherings under the Sassanid kings.

Apergu historique de la musique iranienne

Les témoignages des chroniqueurs grecs
de I'antiquité qui sont parvenus jusqu'd
nous contiennent quelques informations
éparses sur la musique de la Perse andi-
cnme. Ces descriptions historiques mea-
tionnenst Iexistence dun systéme musical
sophistiqué en usage & Pépoque de fa dy-
nastie des Achéménides (559-330 av.
J.-C.). lis se réferent A Pexéeution d’airs ct
de chants martiaux destinés & galvaniser le
moral des troupes et 3 lenr inspirer des
sentiments héroiques. La Perse ancienne
connaissait aussi la musique religicuse. Les
Gathas, hymnes métriques au prophéte
Zarathoustra, étaient souvent chantés et
accompagnés de musique dans les temples
du feu. Cest cependant surtout A
I'époque de la dynastic sassanide (224-
642 aprés J.-C.} que la musique persane
antique connait sa période de gloire. Les
rois sassanides accordent en effer aux mu-
siciens de Ia cour un statut spécial, assorti
dun certain nombre de priviléges. Le plus
ctlébre de ces musiciens fut Barbad, le
compositeur des fameux sept khoseavanis
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Barbad’s chosen instrument was the late,
with its three gut-strings. It has been said
that Barbad composed thirty lihns (songs)
and three hundred and sixty dastans (me-
lodics) for Chosroés Parviz, his king.
Some of these song titles from the Sas-
sanid are still part of Iran’s modermn musi-
cal vocabulary, although one can only
guess at the changes these songs must
have undergone over the course of the
centuries.

Common musical instruments of the an-
cient period include the barbat (Persian
fute), chang (harp), van, shawm, drum,
mouth organ, vertical reed flute, and cym-
bals.

Music continued to expand and flourish in
Persia between the fifth and seventh cen-
turies A.D. Bahram-e Gur, the fifth cenru-
ry Sassanid monarch, gathered many mu-
sicians in his court. Having asked an Indi-
an ruler of the time to send him severat
minstrels, a group of musicians and dan-
cers whose members fater became known
as “Juris” and “kawolis” arrived in Persia

{ou «mades royauws) que on chantait
lors des cérémonies officielles des rois sas-
sanides.

Ce musicien d’cxception, dont Pinstru-
ment favord était un luth 3 trois cordes de
boyauw, aurait composé trente fahns (chan-
sons) ct trois cents soixante dastans
{mélodics) pour le roi Chosroés Parviz.
On retrouve cncore dans le vocabuiaire
musical contemporain de I'Tran plusicurs
rirzes de ces pidees darant de I'époque sas-
sanide, méme 51 Iz forme ex le contenu en
ont considérablement été altérés au fil des
siécles.

Les Perses de Dantiquité utilisaient
couramment une vaste gamme d'instru-
ments de musique: barbat {luth persan),
chang (harpe), van, shawm, percussions,
flhze droite & anche, cymbales, pour ne
citer que ceux-l.

Entre le 5éme et le 7éme sicele aprés J.-
C., la musique continue a sc développer et
i prospérer cn Perse. Bahram-e Gur,
monargue Sassanide di: 5éme siecle, aime
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from India. Perhaps they are the ancestors
of the Iranian “kolis” of roday.

In pre-Islamic Persia, the recitation of po-
etry was ahways accompanied by vocal and
instrumental music. After Islam, contempt
for-and even prohibition of-music spaw-
ned indifference to the are. What music
existec became the presesve of nobles and
courtiers, meaning that the melodious
songs and recitations of old were gradual-
ly forgotten, and that musical expertise
was all but lost. The Sassanid Empire al-
ready displayed many signs of decay and
vulnerability prior to the Arab conquest.
Following their invasion and conquest of
Persia, the Arabs found themselves mas-
ters of a superior and refined civifization,
many of whose features they quickly
adopted. Historians agree that the Arab
tribes who left their Bedouin roots behind
to take over this cultivated and courtly civ-
ilization displayed a preference for Persian
music and culture.

With the establishment of the Abbasids
(750-1258 A.D.), the seat of the caliphate

i s’entourer de nombreux musiciens. If les
recrute jusque dans les pays voising, no-
mamment cn Inde. Sur sa demande, le
prince indien régnant A Pépoque lui co-
voie une troupe de ménestrels et de
danscurs, dont les membres prendront les
noms persans de «furis» ct «kawolis», Il 0’
est pas impossible qu’il sagisse des an-
cttres des «kolis» iraniens contemporains.

Dans la Perse pré-islamique, la récitation
de potmes était généralement accompag-
née de nwsique vocale et instrumentale.
Mais IPempire Sassanide a perdu de sa
puissance. Désormais valnérable, il tombe
bientdt anx mains des Arabes. Les histo-
riens s’accordent A penser que les tribus
arabes, qui renoneent a leurs racines bé-
douines pour s’emparer d’un cmpire
beaucoup plus civilisé et cultivé, adoptent
une attitude sélective et partiale 3 [égard
de Ja culre persane. Sans doute Iiava-
sion et la conquéte de la Perse sont-elles
pour les Arabes "occasion de découvrir
une  civilisation raffinée, dont ils
adopteront de nombreux éléments. Mais
la musigue n'en fait pas partic: avec
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was moved from Damascus to Baghdad, a
city which had previously been under Per-
sian rule where Persian musicians and sin-
gers were stifl active. Among the most fa-
mous of the Persin musicians at the
cafiph’s court was Ibrahim Mouscli {d.
803). His father, Mahan, was born in Fars
and was technically proficient on the lute
and as a vocalist. Isshaq Mouseli {d.849),
Ibrakim’s son, was also a well-known nu-
sician. He learned his art from his father,
and from Mansour Zalzal Razi {of the city
of Ray).

The intervals that Zalzal devised for the
frets of the fute are known by his name,
and my empirical research would indicate
that they are identical to the structural in-
tervals in segih, one of the seven main sys-
tems of contemporary classical Persian
music. The chihdr-mezrib-rhythmic pie-
ces also known as the samani and bahar-
mast, composed by Master Abolhassan
Sabi and performed in 6/8 time in
segih—conmin the same intervals,

Zaryab (Ziryab), the man accredited with

Pavénement de 'islam, clle tombe en dé-
suétude, méprisée, voire purement et sim-
plement interdize. Elle ne subsiste guére
plus qu’a la cour, sous la forme de diver-
tissements réservés d aristocratic. La mé-
moire des chants mélodicux ¢t des récita-
tions s¢ perd peu i peu et Part musical
s’éteint.

Les Abbassides (750-1258) wansferent
leur capitale de Damas & Bagdad, ancienne
ciré ot les musiciens et les chanteurs per-
sans sont eacore nombreux. La cour des
califes abbassicdes en accueilie plusieurs,
dont le plus connu est Ibrahim Mouscli
{d.803). Son pére, Mahan, qui était origi-
naite de Fars, jouait du luth et chantait.
Son fils, Isshaq Mouseli (d.849), apprit
son art aupres de son pére et de Mansour
Zalzal Razi {de la ville de Ray), et devint
fui aussi un musicien renomraé,

Les intervalles congus par Zalzal pour les
frettes du luth portent son nom. D’aprés
les recherches empiriques que jai menées,
ils correspondent aux intervalles du segih,
Pun des scpt principaux systémes de la
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bringing Persian nwsic to North Afiica
and Spain, also studied under Isshaq
Mouseli. He enjoyed the patronage of Ca-
liph Abclul Rahamn in Spain. One can ide-
ntify many Persian names—delkash, rast,
mahur, isfahan, segdh and dashti, and oth-
ers-among the modes commonty found in
Egyptian, Tunisian and Moroccan music.

The translation of Greek music treatiscs
into Arabic opened musicians’ eyes to the
theoretical debates raging in the realm of
music. At this time, music was studied
alongside natural sciences such as mathe-
matics, astrononyy and geometry. The first
nsical theoretician of this period was Al
Kendi, who used the Abjad alphabet to
rranscribe certain musical notations.

Abu Nasr Farabi (d.950), born in Farab in
Kherasan province, was another notable
theoretician whose work, Al Musigi al
Kabir (The Great Book of Music) was one
of the most comprehensive books on mu-
sic written until that era, Farabi’s theory
deale with intervals and modes, and con-

tained lengthy accounts of various types of

musique savante persane coutemporaine.
Les chdhdr-mezrdbs, pitces rythmiques
basées sur une mesure 4 6/8 cn segih,
également appelées samani et bahar mast
et composées par Maitre Abolhassan Sabd,
conticnnent les mémes intervalies.

L'un des éléves d'Isshaq Mouseli fut
Zaryab (Ziryab), qui cst connu pour avoir
introduit la musique persane en Aftique
du Nord et en Espagne. Il ent pour
mécéne le calife Abdul Rahamn en Es-
pagne. Lon reconnait, parmi les systemes
meodaux cn usage dans Ja musique égypti-
enne, tunisienne et marocaine, de nom-
breax noms persans: delkash, rast, mahur,
isfahan, segih et dashti,

La mraduction en arabe de traités grecs sur
la musique inaugure une ére de débats
théoriques. A cette époque, on émudie fa
musique comme on étudie les mathéma-
tiques, Pastronomiie et la géométric. Le
premicr théoricien de la musique est Al
Kendi, qui utilise alphabet Abjad pour
transcrire certaines notations musicales
dans son ouvrage.

32
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wind and stringed instruments and their
particafar intervals { Pardel) bandi).

After Farabi, Abu Al Sina (d.1037)-
—known to the West as Avicenna-was the
next prominent theorist. His published
works cncompass medicine, philosophy
and music. He expanded on theories that
pointed towards the later importance of
music therapy and cstablished what he
considered  “agrecable” and “disagree-
able ” intervals. In the twelfth and thirteen
centuries, two music scholars by the
names of Fakhreddin Razi (d.1209) and
Safiaddin Ormavi (d.1296} wrote dis-
courses on different aspects of composi-
tion. Safiaddin’s most significant work is
entitled the Book of Modes. His pupil,
Qotb al Din Shirazi (d.1310), and Ab-
dulgader Maraghi {d.1434} werc another
wo well-known nusic theorists of the
time.

Originaire de Farab de Kherasan, Abu
Nast Farabi (d.950), est un antre grand
théoricien, dont P’ceuvre ingitulée Af
Musigi al Kabir (Le Grand Livee de Ia
Musique) est Pun des ouvrages les plus
complets jamais écrits sur fa musique 3
P’époque. Dans cet ouvrage, Farabi traite
surtout des intervalics et des modes, mais
il est aussi Pauteur de longues descriptions
de différents types d’instruments i vent et
i cordes et de leurs intervalles respectifs
(Pardeh bandi).

Abu Ali Sina (d.1037), plus connu en Oc-
cident sous le nom d’Avicenne, fut le
théoricien le plus important aprés Farabi,
Ses ceuvres  publiées traitent de sujcts
divers: médecine, philosophie et musique.
11 2 développé des théories qui donneront
naissance 3 la thérapic par la musique et
défini ce qu'il considérait étre des inter-
valles «agréables» et «désagréables» 4 Ior-
cille, consonants ou dissonants. Anx
12éme et 13éme siécles, deux érudits spé-
cialistes de la musique, Fakhreddin Razi
(d.1209) et Safiaddin Ormavi (4.1296),
¢erivent des discours sur certaines compo-

41
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Safavid dynasty (1501-1722)

Although the Safavid period saw the flow-
ering of a great deal of artistic talent in
Persia in-among others-the fields of
painting, ctching (ghalam-zans), and ar-
chitecture, these developments were not
accompanied by advances in Persian mu-
sic. Music theory, in particular, failed to
develop, The religious and social atmos-
phere of the time was evidently not con-
ducive to musical growth and progress. In
the Safavid era, music became little more
than a form of coursly entertainment, and
art music was confined to private solo per-
formances and lacked popularity.

Qdiirs dynasty (1795-1925)

Reference is made in carly music texts to
twelve magim, or modes. These were
known as the twelve constellations and
owenty four sho’obeh (sections). These
modes ate no fonger in use in the modern
era, and classical Persian music is con-
ceived of as employing seven musical sys-

sitions musicales. Safiaddin est notam-
ment célébre pour son Livee des Modes,
Son éléve, Qotb al Din Shirazi (d.1310) et
Abdulgader Maraghi {d.1434), comptent
¢galement parmi les grands théoriciens de
fa musique de Pépoque.

Dynastic Séfévide (1501-1722)

La période Séfévide est une période faste
pour la plupart des arts en Perse-peinture,
dessin {ghalam-zani) et archivecture, Mais
la musique souffre d’une atmosphére re-
ligicuse et sociale peu favorable 4 son
développement, de sorte quiclle n’est
bientdt plus qu'un moven de divertisse-
ment pow la cour. La théorie ne pro-
gresse pas et la pratique se limite 2 des
exécutions en solo peu prisées du public.

Dynastie des Qdjirs {1795-1925)

Les textes précoces sur la musique patlent
de douze magims ou systémes modaux.
Ils sont également appelés les douze con-
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Ty droy oV Tagabdev, | povaia
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anedaong xal ) hoyLe povoLrr GoxEoTIRE OF
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‘H duvaoreie Ty Drayido (1795-1925)

=& moduua povewd veipeve yivera dvado-
o6 of Sthdene pexdyue 7 Tpdmovs. Al
Tiraw yvword (g of dddexa dotegiopol wai of
elwool Thooeplg sho’obeh (topeig). Ol tpdmoL
attol dév Bolowovren mhéov of yoney oth
Glyypovn Erogh wot ) xhaouwy megoli jov-
oL yonoLromoLel BTG HOUOLHG gUoTRATE
not  dvopdGovial  veeoryzd (destgdh).
*Emmhéov aitdv, tndoyouwy ERTE [xplepn
aedveoye ouoTipoTa yvaotd Of dbdal
(dviz). Kdbe ctomue ovvdéene éniong pé
dpretd pehodad Omodebypate yvwotd g
yxou0é (glisheh), T bnole, pé T oepd OV,

L

tems called dastgdh. In addition to these
seven systems, there are five smaller deriv-
ative systems known as dviz. Each systern
is also associated with several melodic pat-
terns known as gisheh, which, in tarn,
frequently form the basis of composition
and improvisation.

Although efforts were made in the thir-
teenth century to notate music using the
Abjad alphabet which was then in usc,
these were not successful and classical Per-
sian music continued to be transmisted
auralty. Unlike European music, classical
Persian music was, and is, monophonic,
The nineteenth century witnessed the ex-
pansion of the seven music systems and
the emergence of performers such as
Mirza Abdollih (1845-1918) and his
brother, Mirza Hossein Gholi (1853~
1916}, musicians who performed and
taught music in the rraditional manner.

In 1868, the Iranian government cm-
ployed a French musician by the name of
Lenwire to set up and train a military
band. With the assistance of an inter-

stellations ou encore les vingt-quatre
sho’obelr (sections). Aujourd’hui, ces sys-
témes modaux ne sont plus en usage, la
musique savante persane s'articulant au-
tour de sept systémes musicaux appelés
dastgdh. A ces sept systémes principaux
sajoutent cing systémes dérivés appelés
dviz, et 3 chacun d’entre cux sont associés
différentes séquences mélodiques dites
glsheh, sur fesquelles s’appuient souvent
compositions et Improvisations.

En dépit des efforts faits au 13éme siécle
powr transcrire fa musique au moyen de
Palphabet Abjad alors en usage, Pen-
scignement de la musique persane contin-
uc 1 se faire sans aide d’aucane sorte de
notation. A la différence de la musique eu-
ropéenne, la musique persane classique a
toujours éé ¢t demeure monophonigque,

Le 19éme siécle est le siécle du développe-
ment des sept systémes musicaux et de
Pémergence de grands interprétes tels que
Mirza Abdotlih (1845-1918) et son frére,
Mirza Hossein Gholi {31853-1916), qui
cnseignent et jouent dans la plus pure tra-
dition.
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Mgt xord v déxato tolto of. Eyvay
rgouniieLes Y1 T dnpoupyia CNpELOYQU-
Plog Tig povowxfg, HE T yonon tob &0~
vrog fxeivi) Ty oy dhdubirov A’bj{!d, a-
ég Sév Nrav EmLtyyels. "ETOL GUVELLOTE
xoodogla] petddooy Tigs xhaolEiig eQUULAlg
povakziig, T dmota fray ol tEamohoudsl va
glval povodwvint.

$16v dénato Bvato al. Erewtddnze 1@1’]0}]
TV BTG NOVAREY CUGTNHATOY ?.uir’e;ui)azl.'-
OTIRAY {LOVOLHOL Eureheoréc, dmuig 0 Mtggq
* Apmviohhdy, (Mirza Abdoliah, 1845-1918) #ol
& adeohoc Tov Mighd Xovoely I'ohl (Mirza
Hossein Gholi, 1853-1916), ol dmotol §nmﬁa\'f
wed Bldooy povomxd pE 16V magadociand
TEOMO.

Té 1868, 1) lpovir) #wubégwman II:QOUéMiﬁrs
1év Téhho povorxd Lemaire y1d vé (’]Q‘{GVL?-
oL ol vt Bemondedos pie orpuTIOT pd-
vie. Mé ) Bofbewa dueguvéa, 6 Lemair«?
watGipegs vé diddEe Totg nedneée Tou nel
otvrope tdpuoe T Buothuw Mmdvia. ‘H

preter, Lemaire managed to teach his pu-
pils and had soon established a Royal
Band. His school was the first in Iran to
teach music written using Western style
notation. Lemaire also introduced brass
instruments into this band. It did not take
fong for the use of musical notation to
spread through Iran, and Eurcpean mu-

sic, too, gradually began to make an im-
pression.

En 1868, le gouvernement iranien fait ap-
pel & un musicien frangais, Jean-Baptiste
Lemaire, lui demandant de constituer un
groupe de musique militaire. Avec Paide
dun interpréte, Lemaire commence ses
cours ct, bientdt, crée un Orchestre Roy-
al. Lemaire introduit deux nouveautés en
Iran: Ia notation occidentate ct les cuivres.
La pratique de la notation musicale se ré-
pand dés lors en Iran, de méme que ke
golit pour la musique curopéenne,

‘086z Nideid, Texepdny, yopew ord [953.
Nideri streee, Tefiran, around 1953,
La rue Niderd, 3 Téhénn, cirer 1953,
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‘0 "AM Nouyuyi Balipl (Al Naghi Vazin,
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ouijc ovpmeguhapbdvoviag uia oelpd dgya-
vav. “Yrijke, tmiong, 6 ovyyoudéas vos
toltopov fgyor mive oTAY meQolxl wel
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éoed Tovc pobNTég Tijg oY oMG elya i peke-
ot 16v mepudeolund Teono ué daaudhovg
povowzobg #ol fitayv aohag lravol Extehe-

Music in the modern period

Ali Naghi Vaziri (1887-1979), the great
Persian musicologist, tir player, and clas-
sical Perstan music expert, established the
Advanced School of Music in March
1924, having already written several
boaks on teaching and performance cove-
ring a range of instruments, and authored
three volumes on Persian and European
music theory, Many of these students had
already studied the traditional way with
master musicians and were already compe-
tent performers. Entolling at the school to
complete their studies and to acquire the
correct new  performance  technigues
taught at the Vaziri school, several began
to study music using the new method.
Abolhassan Sabd was one of these stu-
dents.

La musique i 'époque moderne

Al Naghi Vaziri (1887-1979), grand mu-
sicologue persan, majire de tir et expert
en matiére de musique classique persanc
crée Ecole Supéricure de Musique cn
mars 1924, Vaziri est aureur de plusicars
ouvrages sur enseignement et le jea de
plusicurs instraments, ainsi que de trois
volumes sur la théorie de la musique per-
sane et curopéenne. L’enscignement de la
musique constitue une partie importante
de ses activitds. Il attire de nombreux mu-
siciens accomplis, formés auprés de grands
maitres sclon la méthode traditionnelle,
mais désirenx de s'inscrire 4 son école afin
de compléter feurs études et de se famil-
fariser avec les nouvelles techniques en-
scignées. Abothassan Sabé en fair partic.
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ADTE 16 duTind povowd Sgyava Fxouvv xOoTooTEéYeL Tl oyds 1ol dpafmod
TOVIROD ovoTiRaTOS Ral, EEUTNOETHVTOS QAU TINOTE gxomovs, Exouv EEakeiyel
6 napadootaxd ovvoro TdxT xal Tév Eahtepo yapoxthoo 1ol fiyor tou.

H onueowd] «peydin doafut doyfiotoo», vid uijv omoio dnegngpa-
vedovtar wohhol Agapeg, elval Baowd Eve 9BoidL0, pé Soun wod 8év elvor otite
ragoadooaxd dpufmh dAld olite vol adBeviixd edpwrain. MetaEd Aoy,
neQLAapPaveL 16 otive, 16 xavotv, 16 vd, Eva odvohro Eyy0edwy ol dmoteAslton
and elnool Bloild, mévie 1oéha wai Svo HOVIQUUITACW, RAuguvéta, Sumoe wal
TQOURETES, 0P VIESY, Hhentomd doyavo xal ovvBeodilep, nabe inione pix,
viagopmoUig, tiunava dpyfiotoag nai netarlrégpwvo. Td Spyava maitovv
o€ Tavrogpavia, of va peydlo mavSaévio fj —tiv mpduerrar yid doxfoton
70U &xohovbei tig «tehevtaieg $EelEeig THe gnoyfigr— maifovy of molveunviri
Gopovia, Wi teoopépovias Tlnota xoAGTERe & pie meviyoh dmouiunon tod
ebpuRain0l doyxnotorot fpovs Tuxvé, T dpyioroe ouvodeler Evov Evdpu
% wio yevaina zod owyotoayoudd ot HiOpwvo Eva mtém Toayoudt. Tétotol
TRuUYOUdIOTES Exouv natagéper vé yivouy HrepBohund dmuogptheic énd 1d
néoa paluic eviuéowong xal eidmd péoa and ALYV TLONES IVIIATO YO LPLKES
tawvies. "Etol, pué dvonodia dmprdvel o1 Snudowa novowt e 1| tapadooiant
goafixt wovowi — dmiadf ol poogéc tov toayoudod, ol pvBuwxol wixioy
oGty xaf Sha 16 tndhowro. H nopddoon Aopoviéras §ho nal TEQLOTSTEDO.
Zhuega, o1 Oon 1@v oubRdY oynudToY 0DEEY Boloxnetar ) oGuma, ) povuma
wol ©6 pSE-todT.
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H yevid pov peydhaoe yopls ) Lworotd adty) pviun ooy
dpopd TH poucte) ) THY elxacTin pog moepddooy. Ki fray umdy-
Ey) 6rav Euabe 70 pepmémine péoa drd tov Mavo Xarliddxui, n
SoTepa TEAL TX CUUPVXLIXOL Xl TO WIMPAGLETING UECH & T&
PEUTIETIXA. '
‘Opota, dreé tov Fravwn Tonpodyn pabape vov Oory Kévro-
YAoU, aOTOV TTOU PEGA OF Ui GUOXOAY] TIVELULOTLRA ETTOYT) ETTAVEQE-
pe THv mapadoatenh) Téyvn tHe aytoypaglac, xal otov Lipwve Kapd

YPWOTRRE THY EMLoTEOPN TOU yvhoLou kol arthol Gooug THig Exxhy-

CLEOTIXTG LG LOUGIHTG TTapddosc.
‘H povowy) pag ioropla eivar Téoo mahia §oo xal 6 ENAnvixde
“mwohtTioplg, xal worhol pouvotol Tol Bpilou xal T¥¢ loroplag
woopobv TNy apyocter xoeed Bulavtvi) émoyy). “H povouy tiig Muxpéic
‘Actac, unTépuc ToAAGY ToALTIoRGY, SaThproe péoa g Lwvta-
va Aot TG WLOUGIXG GTOLYELX, Tyous, pulpodc xatl Spyava mod Taki-
deav pueox oTdv ypdvo, amd THv dpyaia Emoyn oo Buldvtio,
Uotepa arnd T uetaPulavrivy meptodo péypl Tov aldve nag. Méon
o1t6 makdt. Tol Lovhtdvou, otolg vrspBlowous Tenédeg xal atig
yproTiavine TaPépvec tiie [loAng (eiyavé) dvlinoe xat Lopdbnxe 4
TEyvn Tiie wovstndig, To0 hdyou xal To5 yopol, &nd wohitee Sidpo-
pwv EBvixotitwy i 'Obwpaviniic Adroxpatopiac, ol émolot pdc
whnpovunoay adtd T4 iaitepo eldog Tig povcnic mol dvagpépe-
Tat suvilwg pe Tovg Bpoug: woopny, hdyta, 3 xhaaind) Louotxy) TG
v ToAdg. _

‘H oudhoy) tév Epyav v Popyév auvbetév tig Kovoravri-
VOUTTOATG, TOU GUYXEVTPWVETAL GTOV TapbyTo TOWO, EpYeETaL Vi
xohUer Eva xevd poucixils loToplog Tegodpwy al@vay, amd THV
170 alwva péypt to péoa tob eixostol. I Thy xoopixnn pLovow)
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Méoa &nd adtobe tovg cuvbéteg ombnxe xal Eva pépog i ‘0 mohuebvindg yapaxtipag Tiig Abyag
xoouixic mapddoong Tol Bulavriov mod, pall pé tig Sudgpopeg  Hoveudis oty Ilokn
npoouetferg amd T apafomepoixd) xuplwg povoinn, amotehel wia
evéTnTa o pTdvEL (g TNV EmOYH Rag.

‘H onpacia 1édv Popndy cuvletdv thic IléAng, oty éEehiln
THig povawdic tiig "'OBwpavixiic Adtoxpatoptac, elvat modd peyddy,  ‘H.onpasia tov Pwpndv ouvberdv o
8oov doopd ) auvbeon, T debroteyvia xal Thy dpyavomorla, "Ave- @V T poveud) mapdbooy
pépw yapoxtnpLoTind O¢ ouvléty Tov Zayapio v Xavevré (;-
1750). Yrfjpke alyypovos tol Aavind Howroddhrn, frav tpa-
youdiotng Tol Ilohatiol xal ouvéBete wuptwg pmeorédes (eidog
xohopuyLnddy dopdtwy) mol Bewpobvron dpraTovpypata, yu' adtéd
xal TOV xotatacoovy otolg ouvbétes Tic PTG Ypapuic TG
80w pavixiig wovouxdig. Lrovg debloTéyveq EmhexTind Avagépw TV
I'iéspyo Mmatlave (1900-1977) and i) ZnruPpia i [Ipomovri-
Soig, ddonaro Tol ovriol, mod Eeydproe yia T SekroTeyvia Tou i
Toug avTooyediaapolg Tou (tabin), uéoa oTodg omotaug Epprveve
téhewx Todg povoixodg dpduovg (paxdp). Trodg dpyavomotols,
TENOG, 6 TILO QNULOUEVOG XATAOKEVAGTNG oUTLEY elval & MavedArng
Béviog (1850-1915), mod elofyaye morhéc xawvotoptes owny
KUTOGKELY) TOU OpYAVOL.

‘H Aéyra poveuey g I16Ang Ennpedotnxe dmo modholg mapa-  Oi Sidpopeg povaixig mapadbaetg tg mn-
yovteg, omovdaudrepor dmd Tolg Omoloug yid Tolg XproTiavodg  YeS Eumvevang
ouvBérec elvar:

a) Ta mapadooiaxa Tpayoldia xal ot yopol T@v Axév T
Muwxpéic ’Actag, tic "Hrepwrindc Eakadag xal t6v Bakxaviwy.

B) ‘H &wdmaoiastie) wovewxy) napddoay Tob Bulavriov, mod p
TOV TholTo TV Hiywy TN¢ Xl THE PWWITIXTC TEXYNG TH Eppnveiog
enmpéace Babo TV xoouil) Lovsix).

Mevlevi depfiondeg dmd 6 Txdvio. Mpis-
Tog &mod apioTepa Stoxplvetanr 6 Neyzen

Aziz Dede.
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v) Té wovoouhpavixe taypate tév MefAeft xai tédv Mrexra-
ot, mol xahhépynoay Ti) woustxd, Ty molnon xal TOV yopd xai
elyov Seytel xara Ty meplodo Tav Lehtlodnwy iy énidpucy 1ol
xproTiaviod povaytopol. ITodhol Pounol povouot, petagd tév
émolwv 6 ITétpog Aapmaddprog xal 6 Zoayaplug 6 Xavevrég, Hpbay
ot émagpn pé todg MePrePl vrepPiondec, péox otd povasTipte
(texé) nal t& omitie (eBrefl yave) THic adehpdTyTag.

‘H povoueh adti), dyveortyn yia wig todg ExAnveg pa Sidonun
vid& §hov TOY LovcovApavind x6ouo, Tpenel va Bpel ) Beom mol Tig
dpwdler oty loTopla Tol moiTiowol, 6 cuvBeTindg xptxog peTa-
EY TH¢ éxuhnoraaTixdig pouvoudc xai tH¢ SnpoTinic mapadoong,
dAAG %ol unTépa Tob pepméTiou Tparyoudiol od dvarTiyBnxe oTd
GOTIXG XEVTPXL &TTd TOVG pixpaslaTes Tpdopuyes. Méoa ot adti) ™)
povstxn Be Bpolye xohonsOyote, pepton, Spog mod pmopel va cuy-
el Babict, ua mavew amd Sha T6 Hog uidg Téxvng oL T Siémouy
7 &Erompemeln Tol avlpdmou xal 9 dydrry) yia T e xal T Snut-
oupyie. Mmopoly éntong va Bpoly Shxd #ywv xat pubudyv, ot
Bewplo xal v mpd€n, Ghol ol maixTeg mapadootoandv dpyavey,
émwg To obti, T6 Axolto, TO xavovaxt, TG VEL, 7 Alpx xal 6
TUPLTOVPAG.

[ adtdy Tov Méyo oo BifAio adtd Srahéytyray T o dvTi-
TPOCWTELTIXA XoppaTia drwd xdbe ouvbérn ut oxond, éxtog T
loTopuxiig xataypapiic, T auhhoym Exmaideutixol UAtkol yi& Tolg
pelhovrixodg wabntic Tiic povowdic adtiic. Mid Ty 8o Adyo otd
téhog 700 BuBhiou maparifevran émiperpn mod dpopoly, éxtog
dAAwy, Tovg fyoug (paxdp) xal Todg pubpods (odoodr) Tév Loust-
®Gv xoppaTidy, xalag xal yid Tic popeisg obvBeang Thic Evépyavmg
xal QVNTIXTG LoVoLXTG.

Tehetwvovrag, elyopar va Bpebolv otd pélhov ouvveyioree
avTiig T mpoomalbetag, ik va 6AoxAnpwlet % Epeuva dog Tpdg Y
napousia xal i) cupfoly Tév Paunéy ot pouowd) tig Iléine,
xal EATtiCw % culdoyd) alty) v& cuvteAéosl oTO V& Yvwploouy of
vewTepol TOV Tpdmo pelomoilag TAY mohaloTépwy, TIG ROVGLIXEG
poppeg xal Tig perwduxdg ypappés, xal va yivouy xt adtol e T
oelpd Toug ol xpixol oty dAvciu adtiig ThHe weydAng povauic
Tapadoarc.

Xpiotrog Torepovdng
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170 KYRIAKOS KALAITZIDIS

secular music collections, which were printed and circulated from 1830 onwards,
must be added. In the lists of “musicophile subscribers” of Euterpe, Pandora,
Mousikon Apanthisma and the rest of the printed collections of secular music,
around three hundred and fifty subscribers are mentioned, from many different
cities and places of residence.?8

The notating of secular pieces was motivated by the pleasure and aesthetic en-
joyment of music. It clearly also served the objectives of preservation and musi-
cological study, however, it was mainly utilised in melopoeia, in performance and
in teaching. For various reasons, parasimaniiki was not enforced as the main nota-
tional system for the practice and teaching of traditional music in the Greek
state. Parasimantiki remained mainly within the boundaries of the psaltic world.
Just as well, where in the past it was the psaltai who transcribed, similarly now,
psaitai are those who are able to read and to breathe new life into these music
scores.

The Historical Context

As already noted, the phenomenon of transcription of secular music begins to
unfold in the early 15th century. During that period and up until the early 19th
century, which is the period examined in this book, fundamental social and po-
litical changes took place, which also defined the developments in musical mat-
ters and other fields of artistic expression. In the “Historical Overview” of this
work, as well as in the chapters “The Sources”, “Genres of Secular Music” and
“Echoi and Makams — Rhythmic Cycles and Us#ls” a quantitative and qualitative
differentiation of the phenomenon is observed from the 18th century onwards.
Hence, two periods are distinguished:

Instrumentarium”, in W, Feldman, M. Guettat, K. Kalaitzides (ed.}, Music iz the Mediterra-
nean, Volume IT Theory, “En Chordais”, Project MediMuses in the context of European
Unton programme Euromed Heritage 1. Thessaloniki 2003, pp. 111-117.

28 The list, indicative only of the cities of residence of the subscribers, reveals the widespread
circulation of musical collections and in turn their demand, especially taking into consid-
eration the means of the time: Constantinopie (Istanbul), Raidestos (Tekirdag), Kesani (Ke-
san), Maronia, Ainos (Enez), Portaria, Makrinitsa, Meleniko (Melnik), Bucuresti, Varna,
Saranta Elkklesies (Kirkkilise, Kirklareli), Agchialos {Pomorie), Trapezounta (Irabzon),
Magnesia , Pisidela (province of Antalya), Crete, Poros, Hydra, Andranoupoli (Edime),
Philippoupoli (Plovdiv), Monastin (Bitolia), various monasteries and hermitages of Mount
Athos, Odessos (Odessa), Tymavos, Stenernachos {(Asenovgrad), Kallipoli (Gelibolu), Ser-
res, Syros, Tenos, Samos, Smyrna (Izmir), Prousa (Bursa), loannina, Thessaloniki, Lemnos,
Kioutacheia (Kiitahya), Kastoria, Costantza, Argyrokastro (Gjirokastér), Kalamata, Pafra
(Bafra), Sampsounta (Samsun), Yiozgati (Yozgat), Cairo, Alexandria, Nevrokopi (Gotse
Delchev} and many others. In Chatzitheodorou 1998:39, fn. 62 it is mentioned that “a
catalogue of 19th century subscribers is being prepared by an associate of the publishing
house “Koultoura™. Such a work can be useful for the further processing of information
and drawing of conclusions of sociological interest.
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1%t period: 15th - 17th c.
20d period: 18 - early 19th c.

In this section, these specific periods are investigated and interpreted as being an
effect and reflection of the broader political and social developments of the
time.

15th - 17th Century

This period is dominated by the historic event of the fall of Constantinople in
1453 and the demise of Byzantine sovereignty. The nation now enters a long pe-
riod of introversion and conservation, having lost its entire geographical territory
and at the same time being completely confused as to its historical role and its
future prospects. The psaltic art is cultivated with a tendency towards the tradi-
tional, until the third quarter of the 17th century, when signs of a new great peak
period appear (Stathis 1980:24-33). In contrast, the Ottoman Empire is at its ab-
solute peak, with an expanded territory threatening to conquer even the impor-
tant capitals of Central Europe. At this time, the music of the court is still under
the influence of Persian art music.

This environment is roughly outlined in the sources. The Ottoman Turks, who
dominate the Byzantine region, as well as their music, appear foreign to the
scribes during that time. In order to define the origin of secular compositions,
the scribes resort to using such names as “persikon” or “atzemikon” and more
rarely to “mousoulmanikon”, revealing either a confusion in relation to the cul-
tural identity of the conqueror or an explicit statement of the heavy Persian in-
fluences. The composition of undetermined genre by Theophanis Karykis and
the “Atzemikon erotikon” of Kosmas the Macedonian, show influences from
foreign music, as well as from the genre of kratemata. Amongst the few tran-
scribed pieces, there are fifteen folk songs, the melodic and poetic form of which
reveals the aesthetic prototypes of the period before the fall of Constantinople.
The eminent places of writing during that period are the monasteries, especially
Athonite, as is shown by evidence in the codices. The urban climate seems to
still be inhospitable for the Greeks and not conducive to any artistic expression
and creation of theirs.

18th - Early 19th Century

Contrary to the above, from late 17th century onwards, a sequence of significant
events in the political and military domain with direct consequences upon the
economical and social life of the Greeks, gradually created an environment of 1n-
tellectual and artistic activity: The treaties of Karlovic (1699), that of Passarowitz
(1718) and of Kiigikk Kaynarca (1774), the appointment of Panagiotis Nikousios
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as Great Dragoman (1661) followed by the appointment of Alexandros Mavro-
kordatos (1673), the appointment of Phanariot rulers in Wallachia and Moldavia
from 1709 onwards, and others. As a direct result of the above, in this period, a
gradual rise of Greeks in various areas is observed. An educational and cultural
awakening, heightened economic activity, advancement of material civilisation,
restructuring of ecclesiastical institutions, in parallel to the appearance of the
Neo-Hellenic Enlightenment, and a heightening of revolutionary movements
and ideas of national integration, all contributed towards the beginning of a new
period for Hellenism. During that period, a special kind of elite class is formed
consisting “of merchants, teachers, monks, clerics of both low and high rank, no-
tables, artisans and scribes, the chief amongst these being the Phanariots, men of
letters and dilettantes who had been responsible for conducting the Empire’s
foreign affairs for about two hundred years”®. To 2 large degree, of course, this
elite class turned to the West in many aspects of life; interacting, living, studying
and creating in the large urban centres of Vienna, Venice, Marseilles, Paris and
others.?® However, this elite never ceased to be the predominant social context
for the cultivation of the psaltic art and the art music of Constantinople and, by
extension, the transcriptions of this music. It was a world that was distinguished
for its broad horizons, its refined aesthetics, cosmopolitan character, extrover-
sion, as well as an intense osmotic attitude.3! The same characteristics accom-
pany the course of the development of Greek music from antiquity, integrating
various kinds of reciprocal musical borrowings along the way.

In the same period, many significant composers flourish in ecclesiastical mu-
sic, new genres are introduced, a transitional exegefic notation appears and a
“novel beautification” is applied to older melodies (Stathis 1979, Chatzigiakou-
mis 1980:33-50). Additionally, it is a peak period for literature and the arts in the
Ottoman court, resulting in the first decades of the 18th century being called
“Lale Devri” [The Tulip Period]. In musical matters in particular, a differentiation
is observed in music regarding the influence of Persian music, and 2 new musical
practice appears (Feldman 1996:494-503).

Corresponding to the above, from the middle of the 18th century onwards, a
great quantitative and qualitative differentiation is observed in transcriptions. An

2% K. Kalaitzidis, CD “En Chordais”, Petros Peloponnesios, pp. 15-17. See also the article of A.
Angelou “Historical Background” in CD “En Chordais”, Zakharia Kbanendeh, pp. 12-26.

30 With respect to the music, the attempt to introduce four part polyphony to Orthodox
worship (for more, see the author’s unpublished work “Kowewiokoyud| mpocéyyon tiig
gkKANGteGTIKiS Hovstkic Thg 0pfoddfow dvatohudis Exxhnoiug”), the Westernised religious
painting which dominated newly built churches of the 19th century, and the adoption of
various theological and philosophical ideas foreign to the Orthodox tradition should also
be noted here. It is also a characteristic fact that the children of Greek families in the large
urban centres, inside and outside the Ottoman empire, learnt some European musical in-
strument in the context of their musical education.

3 An excellent description of the historical - cultural context of the 17th and 18th centuries
has been published by A. Angelou in CD “En Chordais® Zakbaria Khanendeh, pp. 10-26.
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adaptation to the new environment and a clear attitude towards utilising the new
opportunities is evident in the sources. In parallel with any revolutionary ideas
and aspirations that may have existed, understanding the Ottomans with whom
the Greeks coexisted within a broad mesh of relations is now a priority. The
Greeks are involved in the bureaucracy of the Ottoman state, while at the same
time assuming a dominant place in musical matters. Their participation in the
musical ensembles of the court, allowed them to comprehend and subsequently
to transcribe and study the music of the Ottoman conquerors. Additionally, it al-
lowed them to evaluate its similarities and differences with their ancestral music,
the crown jewel of which is considered to be ecclesiastical music, and eventually
to challenge their abilities as composers as well,

In general, the 18th century reveals the familiarisation of post-Byzantine mu-
sic teachers with the music of other nations; a familiarisation which in certain
cases evolved into both a deep knowledge, and 2 substantial contribution to its
development. The study of the catalogue of composers, whose works are found
in post-Byzantine music manuscripts, and other sources of that era, shows an
ever growing presence of Greek composers in the palace from the late 17th cen-
tury; a result of the opening of the Ottoman court to non-Muslim musicians
(Feldman 1996:494-503), For example, in his three manuscripts, Petros tran-
scribed what he had heard, been taught, composed and sung or played on #ey
and tanbur. He lists works of his own, of his contemporaries, and of composers
much earlier than him, as preserved in the oral tradition of the Ottoman court.
The volume, the depth, and the wealth of the information provided, bear wit-
ness to his broad expertise. The descriptions of G. Papadopoulos, in his histori-
cal writings, in relation to the recognition and respect enjoyed by Petros by Ot-
toman musicians, become more believable through the study of Petros’s three
autographs.

Folk songs are completely absent from the manuscripts produced from the
18th century onwards.32 Attention is now turned wholly towards art music, ei-
ther that flourishing in the Ottoman court or that which developed in the
Phanariot circles. This shows, the changes that take place, the dynamics, the ex-
troversion and the new orientations of the Greek people under Ottoman rule.
Within that climate, during the second half of the 18th century and the first half
of the 19th century, the Greek higher class that had already started to form,
sought expressive outlets through the creation of an art music genre outside ec-
clesiastical music, but within the aesthetic context of the ancestral musical heri-
tage. That outlet, aesthetically positioned between East and West, was none other
than the invention of the genre of Phanariot songs.

32 See the related findings in the chapters: “The Sources”, “Historical Overview” and “Genres
of Secular Music”. Also related is the statement of Papadopoulos (1980:429428): “It is
necessary for the appropriate care to be taken and attention to be paid also to our folk
music, in which a great negligence is observed™.



174 KYRIAKOS KALAITZIDIS

Trends i Transcriptions

From the total transcribed repertoire of secular music, it can be seen that the
largest percentage, around seventy percent, concerns music which cannot be
called Greek or post-Byzantine, since it is related to Eastern civilisations. Conse-
quently, a reasonable question arises: Why do the oppressed Greeks transcribe
the music of the Muslims? Was it a sign of spiritual surrender? Was it an accep-
tance of the cultural superiority of the conqueror? Which conditions favoured
the incorporation of Persian, Arabic and Ottoman melodies into the body of
transcriptions and consequently into the repertoire? A fragmented and simplistic
examination of the phenomenon may lead to erroneous conclusions.

Unfortunately, the scribes themselves did not leave behind any explanatory
text, or at least a note relevant to their views, from which conclusions could be
possibly drawn. However, the phenomenon itself of the transcription of secular
music allows both the comprehension of the breadth of the artistic trends and
concerns of the time, and the general position of the post-Byzantine musical
world regarding Eastern art music. The sources reveal a collective conscience and
a deep conviction that what is transcribed is something akin and familiar, The
psaltai and the scribes viewed and regarded Eastern music as a part of their Byz-
antine and post-Byzantine heritage. This conviction gave them the artistic free-
dom to treasure and to perform compositions of the non-Orthodox conquerors.
There was a widespread sense that the other nations preserved many elements of
Greek music in their traditions. The psaltai and the scribes were rather convinced
that Greek music influenced and defined the birth and development of the re-
lated traditions of the East.3* This view is emphatically stated in sources of the
19th century, a period that clearly offers more texts shedding light onto the ideo-
logical context and the motives behind the transcriptions. Indicative of this, are
the views of Petros Philanthidis, intellectual, musician and composer, in his arti-
cle “Our Ecclesiastical Music in Relation to [the Music of] Other Nations”:

“A relative or even sister of [Byzantine ecclesiastical music], dare I say, is the Asian or
rather that which is called Arabic music, which we call external or thyrathen [secular mu-
sic], due to its songs for outside our Church, such as the odes to our kings and patri-
archs and all leaders as well as all our folk melodies which, apart from their diverse and
infinite cycle, they are more or less similar to our ecclesiastical melodies, both belonging
to the same genera, the same echoi, the same scales and systems, phthorai, parachordai
[...]” (Philanthidis 2001a:154)

33 ¥We are not in a position to know whether the scribes were aware of the following quotes

of Plutarch and Psellos, however they are cited here, since they condense the specific top-
ics in the best possible manner, even though they were stated in times outside the chrono-
logical scope of this book: Plutarch, De Alexandrd magni fortuna ant virtute, TLG, Stephanus
p- 328D, L.5: “The children of Persians and of Gedrosians were singing the tragedies of Eu-
ripides and Sophocles” and Michael Psellos: “The Persians, Arabs, Egyptians and othess,
had improved everything that they had imported from the Greeks, more than we had™.
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His reasoning is completed a little later with the observation that Greek music
influenced the Eastern, especially Ottoman, music:

“in such a way that when we say external music, no distinction is made for the Greek
songs compared to the Ottoman ones, which are most similar in all respects [...] from
which it is concluded that, among many other things, the Asian nations, and especiaily
the Ottomans, also received the music from us, something which is also admitted by
credible Turkish authors saying: The customs we received from the Greeks include some
of the fine arts, as shown from the mosque designs, and especially Music as well, which
however - they say - the Greeks ought to admit that we developed and advanced” (p, 155)

In summary, in another article of his, he notes that

“[thyrathen or external music} [...] is flesh of the flesh of our folk and Eeclesiastical Mu-
sic”, (Philanthidis 2001b:199)

Along the same lines are the views of Panagiotis Kiltzanidis (1978:11) in the in-
troduction of the “Methodical Teaching... for the Learning and Dissemination
of the Authentic Secular Melodies of our Greek Music™:
“Intending to discuss the external melos of our Greek Music and wanting to render its
teaching method as understandable and precise as possible, I start with the comparison
of the Greek and Arabo-Persian music, which, as far as the base notes, the intervals of
the notes, and the various genera, are concemed, does not differ in any way from ours,

something which I studied and verified thoroughly on the schematic diagram of the
musical instrument called Pandouris or Pandoura [Tanbur].”

According to Kiltzanidis’s view, the only difference is the language: The Byzan-
tine echoi are called “Main makams” by the Arabo-Persians, while the echoi pro-
duced from the main makams are called “Sioupedes”, the semitonic echoi being
“Main Sioupedes”, the phthoric chroai being “Katachristikoi Sionpedes” etc. Eventu-
ally, he concludes that

“That is what also happened with us, who, having received [the scales] by our ancient
ancestors, we renamed Dorlan to Edhos I, Lydian to Echos 1L, Phrygian to Edhos I11 erc.”

Also relevant to the above, are the views of loannis G. Zographos Keyvelis® who
witnesses that the Astan musicians admit to Greek influences upon their musical
heritage by referring to

[...] Plato {(Eftaloun), Pythagoras (Pisagor), Asklepios (Lokman hekim) and many others
[...] as perfect composers”.

Continuing his argumentation, he presents examples from the field of musical
theory where

“If someone observes the composition of Ottoman music rhythms, they find that the
verse Sofyan is identical to Pacon and Spondee, that Semd¥ consists of Pacon and Spon-
dee, and some analogy can also be found for the rest. As for the scale of notes, the Ot-
toman composers use the system of the double dizpason ete.”.

3 See Movawsv Andvbioue (Medluovdi Maxapdr), Constantinople 1872,
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Subsequently, he presents the makams with their corresponding ecclesiastical
echoi and ancient Greek tropoi, ending with the high regard held for Greek musi-
cians by their court counterparts®,

In many places within his historiography, and especially in pp. 278-291, G.
Papadopoulos (1890) points out the kinship of Greek music with the related mu-
sic traditions of the East.

“Therefore, we do not by all means deny the Asiatic character of cur old and current
music. [...] History provides evidence and no one denies that our initial kinship with
Asia was made stronger by Alexander the Great, then by the foundation of the Byzan-
tine state, and finally by the conquest of Constantinople by the Turks, and the four cen-
tury long coexistence of Greeks and Turks”,

Similar positions are also found in other parts of his work, such as those on the
kratemata of the Arabs (p. 29), references to the scales of the Ottomans (pp. 120-
121), the musical instruments {pp. 192-196) and the invention of the seven-string
violin by (Stravo) Georgios (p. 205). Lastly, frequent relevant comparative refer-
ences are also found in the Ae¢icov of Philoksenis3.

Common Musical Heritage

This appreciation and perception of the kinship of Greek music with that of the
Eastern civilisations by post-Byzantine music teachers, is now commonly ac-
cepted by the international academic community. The geographically and politi-
cally heterogeneous territory, which became the historical ground for great civili-
sations and empires, is seen as a musically uniform zone with modality being the
main connecting element. Although the boundaries of the territory and the ex-
tent of the cross influences, as well as their suggested interpretations vary, the ex-
istence of uniformity is now undoubted®”, despite the particularities and differ-

35 Op. cit., iii-xil.

36 Priest Kyriakos Philoksenis, Gewpymndv aroreddes wiic povoudys, Constantinople 1868.
However, it should be clarified that interest was not mutual in general. Any movements
concerned only the side of the post-Byzantine music teachers and there is no significant
evidence for the opposite, with the exception of the work of Rauf Yekta Bey “Rum Kilise-
lerinde Musiki” published in 1899 in the daily newspaper fkdam and reprinted in Murat
Bardake, Fener Beyleri'ne Tiirk sarfulary, Istanbul 1993, pp. 62-70. An analogous statement is
also made by Mavroidis (1999:273): “It is indeed a fact that this relationship occupied
mainly the Greeks, to a much lesser degree the Tarks (sporadic comments and no evidence
of a real comparative study) and nearly not at all the Arabs™ It should be noted, that the
trend to study the music of the others began very early, by the Baghdad school, with the
studies of the great Arab theoreticians of the 8th through to the 10th centuries, such as Al
TFarabi, who is however, very distant in a chronological sense from the examined era. See
the related publication by D’ Erlanger 2001, especially volumes 1-3 for information regard-
ing musical theory of Ancient Greece.

37 One of the most noteworthy exceptions is the erudite publication of The Garland Encyclo-
paidia of Werld Music, Volume 6, The Middle East {Danielson, V., Marcus, S., Reynolds,
D., {ed.), New York and London 2002] which, while extending the geographical and cul-



POST-BYZANTINE MUSIC MANUSCRIPTS 177

entiations from region to region. In art music in particular, in the last centuries,
an important role appears to have been played by Persian, Arab, Turkish, Greek,
Armenian, and Jewish musicians, as well as those of other communities.

Its roots are traced to antiquity in this region rich in nationalities and cultures,
which was politically and culturally unified for many centuries and which was
dominated for two thousand years after the campaign of Alexander the Great by
great empires, such as the Roman one with its capital Rome and later Constan-
tinople, the Ottoman one, the Umayyad Caliphate with its capital Damascus
and later with the conquest of Spain with centres Cordoba, Seville and Granada,
the Abbasid Caliphate with its capital Baghdad, the Fatimid Caliphate with its
capital Cairo and the Persian dynasties of the Sassanids and Safavids. Despite the
wars, disputes and traditional or incidental enmities, there was a free and perpet-
ual movement, exchange and cross influence of cultural customs and musical
idioms. In regional folk traditions, the adherence to tradition was stronger. The
large urban centres, however, and especially Constantinople, similarly to today,
acted as a melting pot of cultures, despite the regional differences and singulari-
ties. At the heart of that musical world is the modal system which was shaped in
antiquity with a solid theoretical foundation, and which is the basis of Eastern
music, called makam (magam) in the Arab world and in Turkey, radif in Persia,
and echos in Byzantine music, while very often, common rhythmic patterns and
melodic themes, forms, musical instruments and close interpersonal relation-
ships and various collaborations and cooperations of musicians of different na-
tionalities which extended to the exchange of views and knowledge on art and
the musical scienice, are found.3®

The phenomenon of the transcription of secular music takes place in this envi-
ronment, which is characterized by an intensely osmotic climate. A second aspect
of the phenomenon found within the same climate, are the theoretical treatises
on secular music that are related to the transcriptions and are a necessary com-
plement for the comprehension of secular music. In the early 18th century, prince

tural bounds of modal music from Morocco to Kyrgyzstan and the Xinjiang region of
China, it excludes the Greek musical civilisation which contributed decisively as a living
tradition from antiquity to our days to the evolution and scientific documentation of the
modal music phenomenon.

38 See: K Kalaitzidis: “The Musical Environment of the Time”, in the booklet insert of CD
“BEn Chordais”, Zakharia Khanendeh, pp. 30-36. Of the many references on the topic, see
indicatively the relevant chapters in the collaborative work W. Feldman, M. Guettat, K.
Kalaitzides (ed.), Music in the Mediterranean, Volume 1 History, “En Chordais®, Project
MediMuses in the context of Buropean Union programme Euromed Heritage 11 Thessa-
loniki 2005, pp. 135-274; on the theoretical system vol. Theory pp. 269433, on the reper-
toire and the forms vol. History pp. 329-438 & vol. Theory pp. 129-267, on the musical in-
straments vol. Fiistory pp. 579-641 & vol. Theory pp. 61-127; Lykouras, Ifvfayopuaj povenaj
ke Averods, Athens 1994, Mavroidis 1999. See also Liavas 1991, Proceedings of the aca-
demic one-day conference Holimoniés Aveallayéc petald Avarodic xen Eilnviked Xapov.
Unesco — National Hellenic Research Foundation, Department of Neohellenic Research,
Athens 1991, pp. 173-186.
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Dimitri Cantemir wrote his treatise on music in Ottoman and Greek.3? In 1728,
Panagiotis Chalatzoglou wrote the textbook titled Comparison of Arabo-Persian
Music with our Ecclesiastical®, based mainly on Cantemir, where he makes the first
attempt at corresponding echoi to makams, as well as the first presentation and ex-
planation, in post-Byzantine sources, of the rhythmic cycles of secular music, the
usiils. A little later, Kyrillos Marmarinos, continuing Chalatzoglou's work, wrote
the Introduction to Music by Question and Answer, also giving the extended, so
called, apechemata, that is the explanations of approximately seventy makams®L.
Around the late 18th to early 19th century, Apostolos Konstas of Chios dedicates
a sectton of his work to secular music, in his Zchnology. In addition, he also cites
the Arabo-Persian music terminology in the kanonia of the echoi*2 A similar prac-
tice is also adopted by the unknown scribe of Panteleimonos 1250 (f. 1-17), as
well as by Gregorios Protopsaltes. It is not known whether Gregorios borrowed it
from Konstas, for his own, yet unpublished, kanonia of the echoi.* Lastly, of the
printed publications from the 19th century that discuss the theory of secular mu-
sic, the textbook of Panagiotis Kiltzanidis, who also used the work of Cantemir®
as a main source, 1s worth mentioning. Also worth mentioning is the book of
Stephanos Domestikos which contains the first publication of kiari (kdz), the edu-
cational compilation of verses for learning the makams by Beyzade Yiangos Karat-
zas (verses) and Yiangos Theologos {(music) which
“was originally written in the old system of Music by the most musical teacher Konstan-

tinos Protopsaltes, and already [transcribed] into the new {system] by Mr. Stephanos
First Domestikos of the Great Church of Christ” 43

3% The title of the preserved Ottoman manuscript is: Kitabs Thui LMisiki ‘ali wvechi l-Hurdfit
[The book of musical science according to the alphabetic notation], Istanbul Universitest
Kitiiphanesi, Tirkiyat Enstitiisti, No 2768,

40 Tviron 968, 731-740. Chalatzoglou 1906 / 2000.

41 HESG 305, LKP 123/270.

92 = Abyog nepl Sragopiic SEwtépug Kol Somtépag Kai VOtV Kol KESTIC HOVGIKAC T0T viv Kalpod™
On the theoretical work of Konstas see more in Apostolopoulos 2002,

43 NLG/MHS 726, LKP dossier 135 & 136 and Panteleimonos 906, ff. 6 (Stathis 1976).

4 Kiltzanidis 1881:vi. Chrysanthos also mentions, in his theory book @cwpryriéy (XKXXVIII,
fn. iii), that Cantemir “wrote about music in Greek and Turkish from which only the Tork-
ish survives”. However, Kiltzanidis states, in the introduction of his book (pp. vi-vii), that
he himself found and studied the specific manuscript in Greek. According to W. Feldman
{1996:32), “Cantemir’s fame as a musicologist seems to have been better established
among European visitors such as Fonton and Toderini, and among the local Greeks than
among the Turks”

45 Stephanos First Domestikos, fnterpretation of secular music and its application in our Jecclesiasti-
cal] munsic, collected and compiled by Stephanos First Domestikos, supervised by Konstantines Pro-
topsaltes of the Great Church of Christ, printed by the Directors of the Pairiarchal Press (Epunveia tifc
Elwrepiniic HOLOIRAG kal Epapuoy abtig &g T ko' fudc uoveudic. fpoviclelon kol ouvayfsioa
mapé Zrp. A dopetivon, émbewpnleion 8 mopa Kwveravtivow Hpwropddzon tic X. M. Exxineiog.
Nov apdstov tomoig éxdidetar wapi vdv dicvbovidv wob Hoarpapycod Toroypageion, Constantin-
ople, from the Patriarchal Press of the Nation, 1843.
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The references to the interpersonal relationships between Greek and non-Greek
musicians which are more detailed from the late 17th century onwards, are also
of interest to the topic. The earliest and one of the most characteristic incidents,
is the one witnessed in various sources, its protagonists being the Persian court
musician Emirgin Han, Sultan Murad IV and one anonymous Greek noble-
man*. Also indicative, are the incidences related to Petros Peloponnesios and his
relations with Mewlevi dervishes of the fefke of Pera (Papadopoulos 1890:320-
323), the Armenian church musician Hamparsum Limonciyan, the excellent mu-
sician and interpreter of the Swedish embassy Antoine Murat, and the Italian
traveller-monk Toderini¥’. It is also known that many Greeks, such as Hanende
Zacharias, Georgis, Stravogeorgis, Angelos, and others, participated in the musi-
cal ensembles of the court. Also interesting, are the apprenticeship relationships
between Greeks and musicians of different communities: Elias taught the tanbur
alongside the Jew Isak Fresco Romano in the court of Selim III, where Isak was a
student of the violinist Kemini Yorgi*%, and Gregorios Protopsaltes learnt the
tanbur from Ismail Dede Efendi (Papadopoulos 1890:330). The first Turkish mu-
sicologist Rauf Yekta Bey was taught elements of Byzantine music by Archon
Protopsaltes lakovos Nafpliotis and was a registered member of the Ecclesiastical

4 Cantemir (1734, I11, 247, fn. 8): “Once when the Emperor was there drinking wine, a cer-
tain noble Greek happen’d to pass by in a boat, and not knowing the Sultan to be in that
place, sung with great skill and sweetness a Persian song. Emirgiun opening the window, the
Greek immediately left off. But Emirginn desires him in God’s name and for Christ’s sake
to go on with his song and bids the rowers stop the boat. When the song was ended, he
goes down to the Greek, asks him, who he was, that was so perfectly skill'd both in the Fer-
sian language and the art of musick. Being told he was a Greek and Murad’s subject, he
kisses his hand three times, and dismisses him with a good present. Then returning to the
Emperor, the Greeks, says he, who now obey your scepter, were once our Lords, I have this
day found they justly enjoy’d that honour. I had indeed heard of their fame in our Histo-
rians, but never happen’d to meet with any one of that Nation worthy the character for-
merly given them. But it has been my fortune to day to know a Greek, whom if the rest are
like, that race was truly deserving as well of our Empire as of your service. For though I am
second to none among our countrymen in musick, I am scarce worthy to be call’d the
scholar of this Gresk” A meeting and spirited conversation between Sultan Murad IV,
Emirgtin and EvliyA Celebi is recorded by the former in Evifyd Celebi Seyahatnamesi, Ahmet
Cevdet, ed. Istanbul: Ikdam Matbaasi, vol. 1 (18%6).

47 Papadopoulos 1890:318-324, According to Fetis, Antoine Murat (1739-18131) was taught
secular music by Petros (Fr. J. Fétis, Histoire générale de la Musique, Paris 1869. Unfortu-
nately, his treatise “Essai sur la musique orientale ou explication du systéme des modes et
des mesures de la musique turque” has been lost, but it is cited by Austrian musicologist
Auguste von Adelburg, who found the book at the home of his uncle, Ignace de Testa, and
wrote accordingly in the Viennese newspaper Aestetische Rundschas in 1867, See also, Marie
de Testa — Antoine Gautier, Drogmans et diplomates enropéens auprés de la Porte ottomane, Is-
tanbul, Isis 2003, pp. 421-439.

48 See W, Feldman, “Tambiiri Fsak” & the booklet insert of the CD of the series Great Mediter-
rancan Composers, “Musical Environment” [“En Chordais” 1918}, Thessalentki, 2005, pp.
30 & 60,
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Music Association of Constantinople®®. Lastly, in the same spirit, although well
outside the chronological scope of this work, the Archon Protopsaltes of the
Great Church of Christ, Vasilios Nikolaidis, composed verses from the Divan by
the great Ottoman poet Yunus Emre (1240-1321) and transcribed them into Byz-
antine music notation,>

Transcriptions of Secular Compositions

The few existing philological sources on the topic, provide a different viewpoint
on the phenomenon of transcription, and are useful for a more complete presen-
tation of the topic. The descriptions frame the phenomenon in place and time,
and convey the impression made upon the non-Greeks by the fact that the
Greeks had the ability to “write the voices of the psaltai and the singers” and
consequently had a sense of cultural superiority. It cannot be excluded, nonethe-
less, that such narrations exceeded the bounds of a mere description, and acted
as a means for the boosting of the morale of the oppressed nation.

The following incident that took place in the presence of Sultan Mehmet the
Conqueror, and of Patriarch Gennadios, is mentioned in the “Chronicle from
the Beginning of Time” by Dorotheos of Monemvasia, published in Venice.
Dorotheos refers to the love of learning of the Sultan who

“left nothing uninspected {...], he found that the Greeks write the voices of the psaltai
and the singers and he called [the Greeks] to the palace where there was a fine Persian,
[musician] and [the Sultan] ordered, and he sung, while Mr. Gerasimos and Mr. Geor-
gios the psaltai were transcribing the music of the Persian. So they transeribed the song
of the Persian and then he ordered [them] to chant it. And they chanted it better than
the Persian. He liked it a lot and admired the fineness of the Greeks and he gave the
psaltai a tip while the Persian, seeing that they were such masters, knelt before them”5!

The issue does not escape Chrysanthos’s attention, commenting in his theory
book:

“[...] the historical account about Greek Musicians, at the time Constantinople fell to
the Ottomans, [regarding] that they were able to transcribe melodies played with musi-

49 AJEA, Epyaston 103 év woig Hatpupyelows 5petovrog kol Suvapel dymidic coepvimiiiic &daiae
herrovpyoiiviog éxkinalootikod povcikol oulddyov, issue 6, Constantinople, Patriarchal
Press, 1907 Reprinted by PIPS, Thessaloniki 2001, editing and foreword by, A. Alygizakis,
p- 11 (citing the members of the Ecclesiastical Musical Association of Constantinople, reg-
istered from the 1st November 1902 to 31 Qctober 1903) : “Special (members): Rauf
Yekta Bey, Ottoman intellectual and musicologist, In Constantinople”™.

S Of Wairee tob Olcoveviro Hoxprapyeion, first seres, "Basiing Nixohafone”. Association of
the Alumni of the Great School of the Nation of Athens, Athens 1996.

31 The excerpt here is a translation of the original on p. 428 of the 1637 publication housed
at the National Library of Greece. However, the journal Aaoppapia 1909, 564-567, men-
tions, among other things, that the first edition was printed in Venice in 1631. L. Vra-
nousis, doubting the name of the author calls him [pseudo] Dorotheos {Vranousis
1995:91).
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cal instruments immediately after they were played and to perform them unchanged, is
something that is doubted by many. That ability was certainly possessed by Petros as
evidenced by eyewitnesses who are credible, as they are the most prominent people of
our people, So the Ottomans played new, previously unheard of melodies invented by
themselves and he transcribed them and chanted them and played them with his fan-
bur”. (Chrysanthos 1832:1)

It is not certain whether Chrysanthos was aware of the Chronicle of Dorotheos or
whether he conveyed the established view of the psaltic circles of Constantinople
regarding this topic. This view is supported by the incident involving Petros
Peloponnesios and the Persian hduendes, the credibility of which is stressed with
the phrase

“as evidenced by eyewitnesses who are credible, as they are the most prominent people

of our people”.32

The following brief references show, that regardless of the causes and reasons
that led to the scribes preserving the compositions of non-Greeks, they tran-
scribed music with which they felt familiar and as their own. The Greeks knew
and loved and took pleasure “by listening to music of pure Eastern character,
which so many generations up until curs were raised on™3,

Furthermore, the sources justify the use of the term “art music of Constantin-
ople” in contrast with other, also novel terms such as “Ottoman music”, “Turkish
classical music” or “post-Byzantine secular music”. It has been found that the
Greek sources up until the late 19th century are dominated by the terms “exter-
nal music” or “Arabo-Persian”. On the other hand, as aptly stated by Spyros Vry-
onis,

“The military and political events which led to the fall of the Byzantine empire did not

interrupt the Byzantine civilisation in Eastern and South-Eastern Europe [...] Byzan-

tium did not die on the fatal moming of the 29th of May 1453 and its culture remained

a strong force in the lives, the attitudes and the cultural creations of Greeks, Bulgarians,
Serbs, Romanians, Albanians and others” 4,

52 Petros’s dexterity in “lifting” previously unheard of original melodies, is described in detail
by G. Papadopoulos (1890:320-321); An English translation of the relevant excerpts can be
found at http://www.ec-patr.net/en/history/petros-lambadarios.htm. Papadopoulos men-
tions as his source, the unpublished Asfmo whv évddéwv povomdv of the priest Kyriakos
Philoksenis. Despite the casual style of the narration, the account by the three learned mu-
sic teachers of the 19th century (namely Chrysanthos, K. Philoksenis and G. Papadopou-
los), of the anecdote regarding Petros’s lifting of the musical composition of the Persians,
witnesses the impression caused by the incident upon the musical circles of Constantin-
ople.

53 The phrase originates from the anonymous editor of the Athens newspaper Egpnuepic of
the 17th June 1874, See T. Chatzipantazis, Tijg dowanidog podone épasral. H dwpsy rob
Gfnvaiot xops Audy oté ypdvia tig facileiog 1o Newpyion 4°, Athens 1986, p. 118.

54 Spyros Viryonis, H xaf' fudc Averody, Thessaloniki 1995, p. 113, in chapter "H mvevportnc
rapédoon 1ob Meoawvikod EAinvionod orov ZhaPucod kol wov Todamxd kdopo”,
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Of course, the unique conditions after the 1453 conquest relegated a portion of
Byzantine civilisation to the level of folk, while a large part of the high art civili-
sation was absorbed by the official Ottoman culture. Academic descriptive ter-
minology inevitably follows the occurrence of a phenomenon, attempting to ret-
rospectively describe and name it, sometimes unsuccessfully.’ The music exam-
ined here, bears the basic characteristics of the “art” genre: named composition,
extended and complex forms, pivotal role of music theory, particular develop-
ment of techniques in the use of instruments and the human voice, high social
and educational environment within which musical creation is developed and
presented, the appearance of music as a main occupation and professional mak-
ing of musical instruments. On the other hand, it is clear that this urban art
genre flourishes predominantly within the geographical coordinates of Constan-
tinople, contributed to by musicians of various communities and not by a single
national or religious group. Thus, the most suitable adjective deemed is that of a
geographical and not of a national or religious character.?

Songs with Patriotic Content

The above discussion could perhaps lead to speculation about whether there was
confusion among the scribes of secular music on matters of their cultural iden-
tity and patriotism. The reality, however, is different. The case of Gregorios Pro-
topsaltes, who was most active in the years prior to the Greek revolution, 1s a
very indicative one. Gregorios was taught secular music by Ismael Dede Efendi,
he wrote comparative studies of Greek music in relation to Arabo-Persian music,
transcribed works of Turkish and Jewish composers, however, he also composed
patriotic songs with revolutionary content such as “dedre "EAdnvec yewvaior” (Go
brave Greeks), which was extensively copied®”:

55 It is a fact that “with the creation of independent national states and the heightening of
nationalistic movements from the 19th century, centuries-old ties and ways of communi-
cation, break dramatically, giving rise to a way of life, which is isolated and lacking a sense
of common origins. In parallel, prejudices are strengthened and each of the region’s peo-
ples starts to seek its portion of that music, claiming at the same time to be its creator.
Therefore, apart from the other fields (political, economical etc.) the cultural heritage also,
and more specifically music, becomes a field of confrontation and conflict”. This excerpt is
from the rationale of the proposal written by the author for the submission of the
MediMuses project to the relevant services of the European Union in the Spring of 2001 in
the context of the Euromed Heritage II program. Its aim being the search for and restora-
tion of the elements of the common musical heritage of the Mediterranean through re-
search, educational and artistic activities (1/2/2002 - 31/7/2005). For more detailed infor-
mation on the outcomes and publications of the project supporting the above, see the
website www.medimuses.gr

56 In Greek music circles the use of the term, "Lagia Mousiki tis Polis", has been established in
recent years. Its translation, "Art Music of City", is perhaps a more functional term for in-
ternational use, compared to others.

57 The manuscripts containing this specific song are listed on p. 126.
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Agbte "EAAnveg yvevviiol, dpaypete npobiume véol, gic Tov Oglov [Tapbeviv,
Hezptcry Kinpovopiev Exovieg Tiv edpuloy kol gikiav t@v povodv.

"EAMveg fiymusy, oibg dvedBouey, to Lopepdy Tiic tuedsiog vt Aefyel @ Saviv.8

Go brave Greeks, speed eagerly youth, to the divine Parthenon
Having inherited from your fathers the cleverness and friendship of the muses
Go forward Greeks; receive the light, to make the terrible ignorance disappear

Gregorios’s case is not an exception. This song, as well as other similar songs,
seems to have been influenced by the Thourios of Rigas and reflect the revolu-
tionary ideas and related ideological movements of the end of the 18t and be-
ginning of the 19% century>?:

Adeiite "EMaveg yevvaiol, dpauere mpolipwe véor (Go brave Greeks, speed eagerly youth) Toannis
Konidaris, edhos plagal IV triphonic, Stathis, 18r.

T{ kaprepetee ollor kal Goeipol (What are you waiting for, friends and brothers) Ioannis Koni-
daris, echos plagal IV, Stathis, 18v.

[ wérva Eidivav (fOh] children of Greeks) IToannis Konidaris, edbos plagal 11, Stathis,
11v.

Fif: 6 Miluddne ué Sovipers molddg (Come ob Miltiades with many forces) [unspecified
composer], edos plagal IV phthorikoes, Stathis, 17r.

Avprpi EAAds (Glorions Greece) [unspecified composer], echos plagal 1V, ¢iffe difyek,
LKP 152/292, 309,

M2 movov xlaboure b Aveyuévor (Weep with pain, ob you who are sad) [unspecified com-
poser], echos plagal IV triphonic, sofpan, LKP 152/292, 22.

Other songs on similar themes can be found in LKP (dossier) 73, 2, LKP
152/292, 304, LKP 152/292, 305, LKP {dossier) 73, 9.

In parallel to the patriotic feelings and the collective aspirations for the libera-
tion and spiritual recovery of the nation, the practical interest for the music of
other nations never ceased. That was true from the pre-revolution years, through
to the Greek revolution of 1821, and even later, when the process of national in-
tegration and the continuous Greco-Turkish wars were in progress. It is deemed,
that it was views similar to those of the psaitic circles occupied with the transcrip-
tions of secular music that allowed Alexandros Papadiamantis to praise the “di-
vine” sound coming out of the #ey of the Muslim clergy in the narrative “The

58 MS Gennadius 231 also contains the remaining eighteen stanzas in text only, where influ-
ences from Rigas’s Thowrios are obvious.

For more on Rigas’s Thourios see L. Vranousis, Zopfois etiv épevva yit é tpayoidia o Priya
Ko TV upmTdy oo, M Sve yveete "Gotpiov Goua", Athens 1948, S, 1. Karas, O Gobpiag 106
Piiye xai i povonaj tov, Athens 1998, Paschalis Kitromilidis, Pivac Beleornidiis, @swpia xai
ITpécy, Athens 1998.

59
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Impoverished Dervish” (“O Eercopévog Aeppiong”)®, and for Georglos Vizyinos
to recount the art of the gypsy lyre player bewailing the Thracian leader in *My
Mother’s Sin” (“To dauépmue tig wyepdg pov”)él. Also, for Stratis Myrivilis to
write the story of the Bulgarian gaida player who enchanted the passionate, mu-
sic loving Greeks in the trenches of the First World War in the story “Life in the
Tomb?” (H i} év tépe)®2, for Elias Venezis to describe the magical voice of Turk-
ish soldiers from the Asia Minor coast®3, and for Kosmas Politis to describe the
incident with Fr. Nicholas and the Jewish #d virtuoso Sior Zacharias in the story
“At Chatzifrangos’s” (Zrof Xatlnppdyrov)®, to mention only a few examples from
the Greek literature of the late 19th to the early 20th century. Hellenism had not
vet entered into the long period of introversion and intellectual dependence
upon the West. The historical experience of the Phanariot administration of the
Principalities, the pre-revolutionary speeches of Rigas, and later the declaration
of equal rights of the Ottoman citizens (Zanzimdt, 1839 & 1856), among other af-
fairs, created the expectation of a peaceful coexistence between the Greeks, the
Turks and the peoples of other nations; an expectation which was based on the
historical experience of the Hellenised Roman empire.

0 Alexandros Papadiamantis, “O Zemeopévos depfions®, Amavra, vol. 3, critical edition N. D.
Triantafyllopoulos, Athens 1984, pp. 111-116,

61 Georgios Vizyinos, “Td Gudpmpa tiig unpds pov”, duyiuara 4, Athens 1988, pp. 19-20.

62 Suratis Myrivilis, H (i év g, To fifilio Tof moiéuov, Athens 1993, pp. 303-309, chapter
"Miu govi] soneos”. English edition: Life iz the Tomb, tr. P. Bien (Hanover, New Hamp-
shire: University Press of New England, 1977) (repr. 1987 London).

63 Elias Venezis, "To A6g", To diyaio, Athens 1980, pp. 19-20.

8 Kosmas Politis, Zroi Xoxdyppdyxon, Té copaviaypova pids xapévie moliteiag, ed. Peter Mack-
ridge, Athens 1996, pp. 42-43 and 72-74.
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While there is no questioning the centrality of the fekséiz in the
modern and early modern music of the Turco-Arabian zone (i.e. the
east-Mediterannean and Egypt),” there have been few studies of how
the taksinz differs from other non-metrical genres in the Middle East
{or the “core Muslim world” [Powers 1979]1) as a whole, which have
inherited or developed different approaches to flowing rhythm and “im-
provisation.” The fact that the early 20th-century area of diffusion of
the faksim did not encompass the whole of the region of the magédm art
music suggests that historical evidence, where it is available, may bring
us closer to an understanding of the place of the faksin within the
broader magdm musical culture.

The Generic Nature and Origin of the taksim

Starting in the earlier 17th century, Ottoman texts employ the term
taksim (< Av. tagsim, “division”) to refer to a performance-generated
melody in a non-metrical, “flowing” rhythm, which might be performed
either vocally or instrumentally. While sagsfzz occurs as a non-musical
term in Arabic and many other Muslim languages, studies of Arabic
and Persian sources have not attested its musical use as an improvised,
non-metrical genre prior to the 19th century™ In 15th-century Turkish
mecim@t'a anthologies ‘eksin had been “a section setting the first verse
block” (Wright 1992b:316). This section was a part of the composed,
metrical genres within the nauba, i.e. the gawl, ghazal, tardna or firudisht.

No Turkish source attempts to explain the meaning of the term,
which has the etymological meaning of “division,” or “distribution” in
Arabic and in Ottoman. One meaning of feksfn or taksimdt in several
Turkic languages refers to the syllabic division of a poetic text for mu-
sical purposes, The relation, if any, between this literary usage and any
musical meaning is obscure. It is possible that tafksfwz refers to the “di-
vision” of the vocal fasd cycle by these improvised interludes. How-
ever, in the instrumental fasli sdzende cycle of the 17th century, the
taksim introduced the composed genres; it was only in the 19th cen-
tury that it came to “divide” the pegrer from the semd’? in this genre. It
seems more likely that the “division” refers in some sense to the wakarm
system or to the individual makarm. We should note that the grammati-
cal form of faksén: is analogous to the word ferkib: (1) a compound
makam or (2) a discrete section of a composition. Both are tef'il (taf'il)
verbal nouns from the intensive form IT of the roots r-k-b and ¢-s-m
and their meanings are nearly antonymic. Taksim (from Ar. gassem “to
divide,” “to distribute”) is a “division” while terkib (from Ar. rakéaba)
is a “combination.” The meaning suggested is that while the zerkib com-



276 + Makam

bines modal entities, the faksin separates and recombines them in new
and original patterns. Another point in favor of this explanation is that
it emphasizes the use of the terkibs in the taksim, As we will see below,
in the 17th century the terkibs were very little used in compositions,
and their major function was in the faksim. This explanation further
reinforces the connection of the taksiz with modulation, and Cantemir’s
explanation of the faksin is inextricably bound up with modulation.”

Another explanation would attempt to link this 17th-century Otto-
man usage o the 15th-century use of the term. It is not unlikely that
the position of the vocal improvisation at the beginning of the vocal
section of the fasi (as described by Cantemir) may have suggested the
use of the term faksén which had been the first poetic line of each
discrete genre within the #auba cycle. The 17th- and 18th-century liter-
ary references to taksin which will be quoted below do not suggest
that their text was taken from the opening line or lines of the succeed-
ing beste in the fasd. Nevertheless we could conceive of a situation in
which this may have been the case in the transitional period when the
Sasdl structure was beginning to emerge, and from which no clear liter-
ary evidence has yet been found. According to this explanation the
hdnende would have sung an improvisation using the first w2/57a’ (hemi-
stich) of the gazel or ruba’f of the beste with which he would then begin
the fas:. Thus the link between the 15th-century and 17th-century us-
ages would have been the use of the first poetic line. The term taksin
does not appear in the modern terminologies of other cultures which
had formerly performed the genres of the mauba cycle, e.g. Iran,
Azerbaijan, Transoxiana,

The taksim as it is known in modern Turco-Arabian music is de-
fined by four major characteristics, which are not present as an ensen-
ble in any other non-metrical genre within the core Muslim world (in-
cluding the Maghreb and Transoxiana):

1. Performance-generation (“improvisation”) which precludes learned
tune-like models,

2. Specific rthythmic idioms within an overall flowing-rhythm context,

Codified melodic progressions (seyir),

4. Modulation.

w

The emergence of the saksim genre must be viewed against the
broader background of various approaches to temporal organization,
composition and performance-generation characteristic of the Middle
East since the early modern period, whose origins, very likely, extend
farther back into medieval times. In the musical treatises of the medi-
eval Muslim art music tradition, from al-Farabi onward, the rhythmic
cycle (Ar. #44’) and its variations had been the temporal basis of almost
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all genres of art music (Sawa 1989:35-71). Prior 10 the late 16th or
early 17th century, some form (or forms} of thythmically free, partly
performance-generated singing and/or playing existed in Muslim art
musics. Al-Fardbi mentions the washfd and dsziblél, and Maraghi (d.
1435) speaks of the nashid-al- arab as non-metrical vocal genres {Jung
1989:144). In 15th-century Turkey the term nathr an-raghamit evidently
referred to all the non-metrical genres of which the #ashid al-'arab was
the major courtly representative (Touma 1991:101). While the #ashid
al-’arab was non-metrical the degree to which it may have been per-
formance-generated is unclear. Since the 17th century several non-met-
vical genres (durak, na’at, mersiye, temcid) have existed in Turkey which
are entirely pre-composed (Feldman 1988a). The faksim as a genre was
not mentioned by the 15th-century Turkish theorists (e.g. Ladiki, Sirvani,
Seyyidi, Bedri Dilsdd, Hizir bin Abdullah, Ahmed bin Sukrullah).

In the medieval Middle East some of the non-metrical genres were
apparently used as preludes, particularly where cyclical performance
arrangements were accepted. It is likely that the use of non-metrical
vocal genres in the beginning of the modern Moroccan nawba, the
Kashmiri safiyana &alim and the Uighur mugom relate to a similar
medieval Muslim musical practice (Pacholezyk 1992). In modern Mo-
roccan practice the leading vocalist may insert non-metrical passages
in between the composed genres of the #aunba. However in these mod-
ern Muslim art musics, as in their medieval predecessors, the role of
performance-generation and “flowing rhythm” is far less significant than
that of the metrical composed genres. In modern times it is only in Iran
(along with Azerbaijan and Iraq) that non-metricity of the melodic line
is the rule in the classical performance.

Outside the sphere of secular art music much of the modern Mid-
dle East employs a wide variety of non-metrical genres, some of them
performance-generated, some of them composed and others displaying
various treatments of the elements of time and pre-composition. These
genres are widely employed in the mosque, in Sufi ceremonies, in non-
classical urban performances or in many rural contexts. The most domi-
nant of these genres in the entire area is the Qur'anic chant, (in its
tasiwid form) in which performance-generation and flowing rhythm are
essential. Despite the limited role of flowing rhythm and performance-
generation in the medieval treatises in Arabic, Persian and Turkish
(which dealt almost exclusively with the secular courtly tradition) met-
rical composition was certainly not dominant in all musical contexts.”

It is unlikely that the four critical elements of the taksimz had coex-
isted for a long time prior to the earliest literary references to the genre.
As it has been known almost since its creation, the faksim relies heavily
upon a codified melodic progression (seyir; cf. previous chapter). This
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emphasis on seyir overshadows other possibilities for musical varia-
tion, such as those used by the Persian duvdz, c.g. repeated ornamenta-
tion of single tonal centers and neighboring tones, vocal trills and other
ornaments (especially in the tab#ir section), or rhythmic variations remi-
niscent of poetic meters. All of these elements are either not essential
or completely absent in the taksim, especially as practiced in Turkey.
Repeated ornamentation of a single tonal center, in Turkey would call
to mind the rural wzwn hava, and in Syria the ‘ataba. These possibilities
for musical interest which were taken up and developed in the Persian
dvdz were excluded from the taksim. Something akin to the Persian
dvdz seems to have existed in Iran in the later 16th and 17th centuries,
but, as Cantemir notes (in his Chapter VII), this was fundamentally
distinet from the faksiy.

No evidence has yet been found which indicates the period when
the taksim developed in Syria or Egypt. While current forms of the
instrumental pegrev (bashraf) and semd’? seem to have entered these
Arab countries in the last century, and hence are regarded as “Turkish”
genres today, no such memory of “foreignness” adheres to the taksimn.
Arab musicians today consider the taksim to be the most “Arab” of
genres, despite the fact that it exists only in those Arab countries with
the closest ties to Turkey.” In the absence of any firm evidence, we
cannot yet infer what possible interactions may have linked the devel-
opment of the saksin in Istanbul, Aleppo and Cairo.

The emergence of a genre termed faksim, first attested in Ottoman
texts of the early 17th century, should be understood in the contexr of
the broader changes in genre, instrumentation and professionalism
which overtook Ottoman court music in the later 16th century (cf. Part
I, Chapter 1). The appearance of the taksin along with so many other
new developments in musical life suggests that its absence in previous
written sources was not an omission, but rather that the new musical
usage of the term faksin referred to a significantly novel type of non-
metrical performance generation.

Until the present day Turkish musical theory has creared no way of
defining the metricity of the taksinz genre, nor has it accepted the exist-
ence of several Sufi vocal genres (e.g. durak, na’at) whose rhythmical
structure does not follow the established rhythmic cycles (us4/s; Feldman
1988a). Prince Cantemir’s general definition of music, written around
1700, stressed meter and rhythm:

When the question is asked “what is music?” we would reply: “Music is

the movement of the voice within 2 measured time and which reaches a

conclusion and repose in a defined place and thereby brings pleasure to
the power of hearing, according to the meter of rhythm” (ca. 1700:1T:18).

However, Cantemir evaluated the absence of defined metricity in the
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taksim in a positive manner: “Nevertheless, the melody of the taksim is
not bound to any uséil or to any regulation. ... But the melody of the
taksim manifests only the power of the musician™ (ca. 1700:VIL:67).

Fifty vears later Fonton independently echoed Cantemir’s formula-
tion: “It [the taksin] is not constrained by measure, as are the pegrevs,
because he may change it at will and because the taksim must not fol-
low any of the usiils of which we have spoken” {Fonton 1751:83/2).

The second characteristic by which Cantemir defined the taksim
was its use of modulation. The takséiz was the principal means by which
“consonance” or “agreement” (hiss-i #nsiver) was achieved in music.
For this reason modulation was as essential to the 17th-century con-
ception of taksin as it is to its modern descendent. Today’s faksinz may
contain sections which consist of a single wzakam, but a taksinz which
remained in ane mzakam for more than a few minutes would be judged
to have little aesthetic value (Signell 1977:66). The major thrust of
Cantemir’s text is the use of modulation within the faksfzz, which he
presents as the highest form of performance. Although the bulk of his
work presents the wmakams and terkibs according to the classificatory
scheme of the author, the art of faksim performance holds a special
place in the treatise because it allows the musician the greatest freedom
in modulating between the modal entities. A taksim performance might
employ a large number of modal entities, as well as non-standard trans-
positions. Modulation also appeared in composed melodies, but, as
shown above, the evidence of Cantemir’s notations shows that they were
then of a rather limited nature.

The centrality of the taksiz to Cantemir’s musical thought can be
seen from the position which his verbal feksiiz holds in his treatise.
The treatise commences with some general definitions of musical terms,
and then proceeds to explain the principles of Cantemir’s system of
notation. The use of notation was certainly an important aim of Can-
temir’s treatise and Collection. However the treatise continues to present
a classification of the entire mzakar system, including a brief definition
of every existing modal entity. This catalogue constitutes the bulk of
the treatise (Chapters 3 to 6), but it is followed by a broader attempt to
explain “consenance” (#asivyet) in music (Ch, 7). While this ambi-
tious plan is not very consistently executed, he concludes his chapter
with a verbal description of a faksin which modulates throughout the
entire makam system. Cantemir seeks here to explain the nature of
musical consonance by demonstrating how different makamss can be
joined together to form a musical whole. One chapter is devoted to a
recapitulation of the makam system according to 16th-century sources
(Ch. 8). The book concludes with a catalogue of usi#l patterns (Ch. 9)
and a brief survey of the compositional forms and their performance in
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the concert (Ch. 10). Chapters 8, 9 and 10 appear to have been written
somewhat later than the others, because Cantemir originally ended his
book after describing the taksiz in chapter 7: “In this way the science
of music according to the alphabetical and numerical notation and the
treatise of music according to my own theory has come to an end” (ca.
1700:VII:67). Cantemir is the first theorist in the Muslim world to em-
ploy the zaksim genre {or any non-metrical genre) as a vehicle for the
demonstration of abstract relationships within the modal system, cul-
minating in performance practice,

The third necessary element in the taksin was performance-genera-
tion. Although neither Cantemir nor other Turkish theorists had any
term for this concept, in his seventh chapter he makes it clear that the
prior learning of any section disqualified a melody from being consid-
ered a taksizz. This will be discussed below in connection with his com-
parison of Turkish and Persian musicians,

The word taksin with the earlier meaning of “a section setting of
the first verse block” (Wright 1992b:316) occurs as late as 1615, in the
“Risdle-i Mi'mdrive” (Crane 1987:25). In the scene in 1562 where Meh-
med Aga as a young devgirme recruit listens to a Janissary musician
perform in the Palace garden, the latter “shows types of makams and
melodies and various terenniims and taksims” (“enwd’-i makamdrt ile
nagamit ve esndf-i terenntimit ile taksimir": 8v), The pairing of teren-
niidt (“passages of mainly syllabic material;” Wright 1992b:316) and
taksimdt shows that the intention is to contrast composed sections us-
ing poetic texts with syllabic texts. Considering that over fifty years
had elapsed between the occurence of this incident and its written form
we cannot be certain that this earlier usage was still normative in 1615,
as it had been in 1562.

An ecarly literary reference to taksim (as improvisation) occurs in
the divan of the Ottoman poet Nesiti (d. 1674) who wrote in a kaside
glorifying the conquest of Baghdad by Sultan Murad IV in 1638:

Geld? bir mertebe ‘alem ki degil cdy-i ‘aceb
Etse biilbiil gibi ger gounen gazeller taksi
The world has reached such a point where it is not to be wondered at
If the bud, like the nightingale, were to sing a gaze! in taksin.
(Negari 1933:24)

Another contemporaneous literary mention of the taksin (by the
poet Cevri 1595-1654) is mentioned below under modulation (p. 293).
In Negati’s couplet the taksim is a vocal genre, employing the gazel
(ghazal) as its text. During the 19th century, the word gaze/ completely
replaced taksin as the term for a vocal improvisation, i.e. the text be-
came the name of the musical genre. By the time of the earliest com-
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mercial recordings in Turkey in the first decade of the 20th century, the
term taksinz was always reserved for an instrumental “improvisation,”
while the vocal faksim was always named “gazel.” It appears that this
usage had already begun during Cantemir’s lifetime, as the court poet
Nedtm, who was a contemporary of Cantemir’s, wrote a yark: text con-
taining the lines:

Gelr sarkr okewyup géb gazel-hin olalim
Gidelim serp-i repdnim yiivii Sa'd-6bid’a
Sometimes let’s sing garki, sometimes chant gazel
Come, my flowing cypress, let’s go to Sadabad.
(Nedim 1972:357).

Sark: was a light urban vocal genre which was not yet past of the
concert fasd. Tn 19th-century Turkey the expression gazel-hdn referred
to the singing of a gazel to a taksim melody, and its use here must be
parallel with the term garés, i.e both must denote musical genres. There-
fore there seems to be little doubt that in this poem “gazel” must refer
both to the text and to the musical genre to which the text was sung,
i.e. the vocal taksnz. It would seem that this was a popular, less techni-
cal usage, and that both Evliyd and Cantemir, who were musicians,
avoided it.*

Evlivd Celebi, who was a contemporary of Negiti, mentions the
taksim many times in his “Seyabdindme” (1896). To Evliyd, taksin was
both a vocal and an instrumental genre. He praised the saksivz playing
of the kemdnge player Kemini Ahmed Celebi: “A person who hears his
taksim would be amazed” (“Taksimini istimi’ eden adam bayrin kalur”)
(Evliyd 1896-1:636).” Howeves, when he mentions the vocal taksim,
his description is significantly different from Cantemir’s, When describ-
ing the singing of the Kurdish Abdal Khan of Bitlis he writes:

. He has a very high and melancholy voice, and when anyone hears him take
the daire (frame-drum) into his hand and perform a taksim to the couplers
of Hifiz, or sing a &dr, a savt, or a zecel, paying attention to the twenty-four
rhythmic eycles while singing and beating the def, would leave off his busi-
ness and stand totally amazed (Dankoff 1990:98-9).

From the syntax of the text, it is clear that the “cwenty-four rhyth-
mic cycles” (usif) refers to the composed genres £d7, savt and zecel, not
to the taksim. Nevertheless, the singer (the Abdal Khan of Bitlis) sings
the couplets (ebydr) of Hifiz with his “hand on the dadre.” While the
Qur’anic chant is never performed with a rhythmic accompaniment,
today the vocal taksim or “kaside” of the dervish zikr is usuaily sung
over the rhythmic chanting of the dervishes, and [requently with the
accompaniment of a daire, either played by the singer, or by the other
zékirs. It may be that, when Evliya was in Bitlis, during the 1650s, the
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vocal faksinz was also connected with dervish performance practice. In
any case, Abdal Khan also had zi&ir among the musical genres at which
he was adept (Dankoff 1990:98), and the couplets of Hafiz would be as
approptiate to a Sufi performance as to a secular one.

These guotations from Ottoman sources in both poetry and prose
demonstrate that the faksin existed in the 17th century as the domi-
nant type of non-metrical improvisation in vocal and instrumental mu-
sic within both the courtly and dervish musical spheres. The quotation
from Negitl reveals that the faksiz was sufficiently acculturated by the
1630s to be used as a part of an image in a gazel. These Turkish docu-
ments show that the faksim probably emerged toward the end of the
16th century as a vocal genre. During the 17th century it became an
instrumental genre as well. The fact that Cantemir is the first theorist
in the Muslim world who mentions the sadsizz, and moreover that he
structures much of his theoretical treatise around it suggests that the
taksim had distinguished itself from any earlier performance practices
of musicians which had not acquired a sufficient degree of formaliza-
tion to merit a specific name, and was now, in the 17th century, a de-
fined musical genre.

Cantemir used a single term to describe both the instrumental im-
provisation and the vocal improvisation which employed a secular gaze!
poem as text: “The instrumentalists’ taksim is not different from the
vocalists” taksim, so there is no need to describe it” {ca. 1700:X:102}.
In Cantemir’s time it appears that vocal teksém was accompanied by
the two lead instruments of the fusd ensemble, the fanbir and the ney
(#bid :103). Apparently these instruments accompanied the vocal taksén
while the singer was performing, i.e. after the manner of the Azerbai-
janian dastgdh. Cantemnir writes:

Description of Accompaniment (Peyreviif): Tt has been mentioned earlier

that the skill of all instrumentalists becomes evident when they practice

accompaniment, so that they move (harcket idiih) together with the note of

the #aguee brought out by the voice (wefes) of the vocalist. Whatever is
sung the inszrumentalist must perform it with no difference (ca. 1700:X:103).

During the vocal taksim which closed the fasi/ this type of accompani-
ment was not practiced, hecause all the instruments held a drone while
the singer sang his taksin, “After they complete the [saz] semd’?, they
are silent; they only hold their drone notes (sazlarii abeng perdelerini
tutarlar), the vocalist once again performs a taksim, and they bring the
fasi to a close” (#bid.).Cantemir mentions that the #ey and the tanbir
sat directly behind the singer, so it is likely that they both accompanied
him, playing continuously while the vocalist sang. By the early 20th
century the Turkish concept of accompaniment of the vocal faksinz had
changed. On the 78 rpm recordings by such masters as Munir Nurettin
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Selcuk, Isak al-Gazi, Hafiz Kemdl, Sadettin Kaynak or Hafiz Osman
the “accompaniment” was conceived not as following the improvised
melody of the singer, but as the performance of seksiv during the sec-
tions when the singer is silent.

While Bobowski (1665) says nothing about the taksfn in his brief
description of the music of the court, his contemporary Evliyd Celebi
mentions the lzksim frequently. In 1700 Cantemir puts the taksiw in
the center of his description of both the makaw: system and musical
practice. By the middle of the 18th century, Fonton was able to de-
scribe the instrumental fzksfnz as the most important musica! genre for
the instrumentalist.

In looking for generic relatives of the taksin there are several rea-
sons for introducing the tayieid (tecvit) form of the Qur'anic chant. The
Qur'dnic fgjwid and the teksizz, both in the Arab countries and in Tur-
key, have similar attitudes toward performance-generation, avoid fixed
rhythmic cycles and compositions (although their specific rhythmic
idioms differ), and modulate. In addition, it should be noted that the
taftd Form of Qur'anic chant (as opposed to the far#l) is based upon
the same makam seyirs as ave the taksim. There is not enough musical
information about the practice of Qur’anic fg0id in past centuries to
trace possible influences of the tgjwid upon the taksim, or vice versa.
However, given the relative novelty of both the ta&sin and the codified
seyirs on which it is based, it is not unreasonable to suppose that seyir
had already developed in the fgjwid before it became the basis of the
taksinz, IF one views the Qur'anic tajiwid as one of the most stable ele-
ments in Muslim musical cultures, then it is possible that the develop-
ment of seysr within the fa7wid could well have been worked out by the
Qur’anic cantors long before the need was felt for such a usage by the
secular courtly singers whose repertoire consisted primarily of rhyth-
mic composed genres. The position of the Qut’anic cantors in Otto-
man courtly music, which became established only in the later 16th
century, furnishes the social context in which such a transference of
musical practice becomes likely.!'™

At present the musical relationship between the vocal and instru-
mental faksinz, and the Qur'anic fe7wid and various non-metrical reli-
gious genres in Turkey (e.g. mevliit and some kasides) and Syria and
Egypt is not well known.!”" Nevertheless al-Farugi claimed that all of
the non-metrical genres of art music shared in some of the canonical
legitimacy of the Qur’anic chant:

The pitched recitation of the Holy Qur’an stands at the peak of impor-
tance and acceptability in the Muslim: hierarchy of handasah al sawt [vocal
art)... . At the top of the second composite section of the hierarchy [of
musical forms] we find the free rthythmed Vocal and Instrumental Improvi-



284 - Makam

sations, e.g., laydll, dvéz, taqasim and istikhbar. Because of their formal
and stylisitic similarity to gird'ah [Qur’anic chant], these genres have also
been favored by a large percentage of the population, though they were
not universally approved (1985:9, 11).

While al-Faruqi’s general argument is overly schematic and polemi-
cal, this point does bear consideration, Although the inclusion of the
Iranian dvéz is probably not justified due to its close adherence to the
metrical scansion of Persian poetry {Tsuge 1970), thus creating a fun-
damental difference between it and the Qur’anic chant, the other gen-
res she mentions, all interconnected with the taksim, bear a general
similarity to the chant. In Turkey the secular gaze! (= vocal taksinz) and
certain types of religious kaside singing avoid overt reference to the
poetic meter of the sung text, thus bringing them somewhat closer to
the gird’ah.'?

The fundamental musical difference between the Qur'anic tgiwid
and the taksim whether performed vocally or instrumentally lies in the
approach to rhythmic idioms. In general, in the Turkish faswid (tecvit)
style the rhythmic idioms are quite genre specific and allow for rela-
tively smaller amount of individuality on the part of the performer, The
overall impression is of less rhythmic “freedom” than in the faksinz. In
the 20th century the great exponents of taksén favor different rhythmic
idioms even on the same instrument. For example, the idioms used by
the tanbiir masters Necdet Yagar and Mes™ut Cemil differ greatly from
those of Mes’ut’s father Cemil Bey and Cemil’s follower Izzettin Okte,
Under these conditions, if there had been a period when the taksim
had closely resembled the fecvit, four centuries of separate instrumen-
tal development have largely effaced this similarity.

Despite these differences between the attested forms of the taksim
and Qur'anic teevit in Turkey, it is necessary to take a broader view of
the new prominence of the performance-generated non-metrical gen-
res in the art musics of the Ottoman Empire. Theses genres comprised
a major musical innovation which was without clear precedent in ear-
lier Muslim art musics, and which was not accepted in the peripheries
of the “core Muslim world”, i.e. the Maghreb and Transoxiana. In Tur-
key it was integrated into the cyclical performance formats of the court
(fastl) and of the Mevlevi dervishes (dy#). In Syria and Egypt it came to
co-exist with the cyclical wasfah, but by the later 19th century it be-
came increasingly dominant over the composed forms.

This emergence of new musical forms and relationships involves
larger issues concerning the function of the form for competing social
classes and its symbolic associations in relation to the societal views of
legitimacy in the musical realm. This historical phenomenon should be
understood both as part of the history of a particular social class, and
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as a symbolic representation of the relations between secular and reli-
gious culture within Ottoman Turkey. As explained earlier (in Part I,
Chapter 1), in the 17th century the higher ‘wlesd were part of the Ot-
toman state bureaucracy, which caused many of them to view their so-
cial role as somewhat comparable to that of other Ottoman bureaun-
crats. Due both to the maintenance by the Ottomans of a strong com-
mitment to the secular traditions of the earlier Turco-Muslim courts,
and to the increased acceprance of the Sufi models for music, worship
and astrological determinations which characterized the ruling classes,
the ‘ulemé created a sonic expression for their newly enhanced role as
guardians of the religious legitimacy of the state. By the 17th century
this novel interface of three formerly highly disparate social groups
{court musicians, wlemd miiezzins, and dervish zdkirs and neyzens) and
their respective symbolic visions of the musical art led to an equal le-
gitimation of the principles of metrical pre-composition and non-met-
rical performance generation. This new development came to eclipse
the performance practice of the Iranian musicians which had domi-
nated the Ottoman court in the 16th century.

Turkish and Persian “taksim™ in Cantemir’s Treatise

By the 17th century, both the Turks and the Persians had distinctive
forms of nonmetered “improvisation®. In his seventh chapter Cantemir
compares the two national types, using the term “taksinz” to describe

both:

Furthermore, know that the vocalists and instrumentalists of the land of
Persia (diyar-i Pars) compose the melody of the taksim like a pegrew, so that
they give their students the taksim of every makam terkéb by ferkib. How-
ever, among the musicians of Turkey (ehl-i musikar-i Riim) this type of
formalized (Ealipls) taksim is not accepted, and they remove it from the
sphere of music. And why do they remove it? They adduce this proof: for
example, due o the fact that the &este, the &dr, and the nak, the pegrev and
the semdi are all bound to the usdl, they demonstrate the power of the
knowledge of the composer. But the melody of the taksim manifests only
the power of the musician. Thus, through the exercise of the power of his
knowledge he may create charming tferkibs, and through the beauty of his
arrangement he may connect one makam with another, and bring about
agreement among conflicting makams, so that he may create melodies which
are brand new and entirely his own (ca. 1700:VIL:47).

Certain conclusions can be drawn on the basis of Cantemir’s remarks:

1. Some form of unmeasured, improvisatory playing existed in both
Turkey and Iran in the 17th century.
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Kratemata and Tereniim - “Parallel Lives”:

Kyriakos Kalaitzidis
Faculty of Music Studies, National and Kapodistrian University of Athens
En Chordais, Thessaloniki, Greece

Abstract. In this particular presentation are examined the Kratemata, this bright kind of Byzantine and
post Byzantine composing and the Tereniim of the Eastern music respectively. They are also examined
their possible common roots, their use in the rhythmic and their regulatory and ornamental role in the
structure of compositions.

The Tereniim in the vocal compositions

During the study of the surviving species of the eastern vocal music, is noted that their
content is embellished with insignificant syllables, similar to the Byzantine kratemata,
which do not carry any kind of meaning, but they just offer to the voice an ability of
improvisation without the commitments of the poetic text. Their use has a universal
character in the extensive species of the Kar and Beste and an occasional character in
the Agir Semai, Yuriik Semai and Sarki. The Tereniim is located in one of the pieces of an
unidentified species which has all their parts same, in the traditional song “Chairesthe
kampoi, chairesthe” (“Be pleased fields, be pleased”) and in one of some unidentified
species compositions (Persikon Ar gi gi gi a to ggo ggo ggor ri ggi, NLG 2401, 122v;
Tasnif Persikon of Abd Al-Qadir Al-Maraghi, Leimonos 259,184r; Grigoriou 23, 187v and
in the work of Theofanis Karykis which is closed with the words Dostum yelela... canime
dil dil dil er he tanni... rinetine zoufliye...). The syllables are either without or with
meaning. Indicatively we note here some of these that we encounter in the species of the
Eastern Music:?

a. Te-ne-nen, te-ne-nen- nj, ten-nen, ten-nen-ni, Ye-le-lel-li, De-re-dil-13, dir-dir, La-n3j,
ten-dir, etc (ikai or anlamsiz terenniim)

b. A cAnim, aha ahha, Ah cenanim, Beli 6mriim, Cana, Efendim, Gel, Gel efendim, Omriim
canim, etc (lafzi or anlamli terenniim).

Their use in the East is confirmed from the 16% century at least, but their origin is
currently unapparent. In the bibliography of the Eastern Music are generally known as a
kind of Tereniim. The term has Arabic ogirin: taranim is the plural of tarnima and means
hymn or song.3 It is proven that in the Persian classical music in the 16% century they
were using similar syllables Tanatin, Tananin etc for the understanding and the teaching
of the rhythmic cycles which were replaced by diim - tek, tekke etc of the Ottomans.*

1 Doctoral thesis written by Kyriakos Kalaitzidis. It was defended in the Musicology Department of Athens
University and was awarded the grade of "summa cum laude".

2 An extensive list of syllables that are encountered in Ottoman music, is provided by Cinucen Tanrikorur
in the “Introduction to Terenniim in Turkish Music”, Turkish Music Quarterly 4/2 (Journal of the Center
for Turkish Music, University of Maryland Baltimore County, 1991), 2 & 3.

3 Its origin is rannama which means lilt.

4 See, Murat Bardakgi, Maragali Abdiilkadir (Istanbul, 1986), 78-88, where the trading of the usils in
Maraghi theory is presented.
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Their use is not witnessed in compositions before the 16t century. Instead, they were
restricted exclusively to the field of theory and teaching. Since the 16t century and after
they are indentified in various forms. However, they never developed into an
independent genre, as it happened in the Byzantine music. A possible explanation would
be that in the other oriental traditions there was no such need, because the instrumental
music has a dominant place in the learned creation.

The similarity of the name Terenniim with Terirem is obvious. There are also some
further insignificant syllables used in the Eastern music, which coincide with those of
the Kratemata of the church music:

Eastern Music Byzantine Music

Tereniim terirem
Tini tini
Tenena tenena

From the above and regarding to the way of their use in the available vocal
compositions, are coming up the following:

A. The two categories of Terenlim, with or without meaning, are somehow connected to
Mathemata and Anagrammatismoi of the Byzantine composition. It appears to be that
the ones with meaning syllables lengthen the melos repeating and changing some of the
syllables of the poetic text, as it happens with the Echemata:>

Ale ge on eche ge ge ge xhantos achoua gkaon allege (NLG 2401, 122 v)
Tzan tan pediela la pri pri pri ke (Iviron 1189, 122r)

Buhu tasina tagana

Ganaiter cou tasina tagana (Leimonos 259, 185r)

B. Tereniim are a regulatory factor of structure in the vocal compositions, as it happens
with kratemata in the Byzantine composition.® The parts of every composition are
separated by Tereniim. This phenomenon finds a thorough application in Kars and
Bestes, but it has less intensity in Agir and Yiiriik Semais.

Among the Eastern pieces we include a Greek one, the “Chairesthe kampoi, chairesthe”
(Iviron 1189) [Be pleased fields, be pleased]. In its poetic text is inserted the Tereniim,

5 See, I'p. . Avaotaciov, Ta kpatijuata otnv Yadtky Téxvny (ABMvo: IBM - MeAétat 12, 2005), 77-97 &
123-167.

6 See, I'p. 0. Ltabn, Ot avaypapuatiouol kar ta puadiuata tn¢ Puvlavtvic uedomotias (ABnva: IBM -
MeAétan 3,1979), 149-160 & Avactaciov, 123-126.
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with syllables which are not even in Greek, but in Persian. Taking for grounded that
Kratemata, at least with this form, are unknown in Greek tradition, as well as their
interference within the musical and poetic text, it is assumed that this piece is an
excellent example of remigration.

C. The piece labeled as “Persian” in the codex NLG 2401, and also the “Tasnif Persikon”
of Abd Al-Qadir Al-Maraghi of Leimonos 259 allow the transfer of the use of Tereniim in
the classical music traditions of the East backwards at least one century, i.e. to the 15t
century.

D. Two Kratemata that have been widely spread, prominently bear the title “Pesrefi”, a
term that clearly refers to this specific type of Eastern music and doesn’t indicate just a
title associated with the secular music (e.g. a name of a musical instrument). For this
reason they are studied under the working hypothesis of a possible relation with the
Pesrev genre:

- Theophanis Karykis, Echema called pesrefi, echos Varys
- Petros Bereketis, Nagmes with pesrefi.

The composition by Karykis was noticed in only three manuscripts, while the one of
Bereketis was found in a variety of codices, and one of them in the exegesis of
Chourmouzios (Dependency of the Holy Sepulchre 712, 218r-220r), a fact that allow its
detailed examination. In the musical text there are not foreign or other syllables beyond
those which usually exist in Kratemata of the church music. Also, it does not distinguish
any kind of pesrev’s structure but a typical tripartite structure of Kratemata with two
nenanismoi and one extensive intermediate teretisismos. Open remains the possibility
that these two pieces can be connected in some way with the secular music, but they
don’t display any morphological characteristics of a pesrev or any other secular type.
Their nature and their development of melos integrate them clearly in the field of church
music. The term “pesrefi” in their title possibly comes from the widespread habit of
giving in many Kratemata names from the secular music.

However, this intermingling provokes a further investigation of the issue. Pesrevs and
Kratemata derive from two different music worlds. Pesrevs are the pinnacle of the
instrumental repertoire of the secular music, while Kratemata are “the pinnacle of
Byzantine composing in term of art listening”,” but both types show some common
traits. The first thing that someone can notice is the frequent phenomenon of naming,
which is rare in the other types of both secular and church music. Also, Pesrevs and
Kratemata are distinguished noticeably from the traditions to which they belong, as they
had in the center of music act and creation the presence of the poetic language.

The main feature of both is their instrumental nature and the release from the text
which implies more freedom during the compositional process. However, the most
interesting feature is that the onsets of the pesrev identified in the closely related of
Kratemata genre, the Terenliim.®? According to O. Wright and W. Feldman, in the

7 Ztdon, 116.

8 For the Terenniim see: Tanrikorur, “Introduction to Terennim”, 1-7. Cinugen Tanrikorur, “Tirk
Misikisinde Terenniim”, Miizik Kimligimiz Uzerine Diisiinceler, (Istanbul: C)tiiken), 119-138, and
republished in Osmanli Dénemi Tiirk Misikisi (Istanbul: Dergdh Yayinlari, 2003), 171-187. Walter
Feldman, Music of the Ottoman Court, Intercultural Music Studies 10 (Berlin: Verlag fiir Wissenschaft und
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Timourid period and in the 16% century in the Ottoman court, pesrev must be
performed as a vocal type with the special syllables of the kind Terenniim, while it
evolved towards a fully organic type in Turkey during in the early 17t century.’
Something similar is reported by E. Seroussi: Jewish manuscripts from Turkey have
preserved the use of pesrevs as a functional vocal kind since the end of 16t century
although we have here the use of the poetic text and none of the insignificant syllables.

So in the age of Theophanis Karykis and later in the age of Petros Bereketis, the pesrev
was still a vocal type with specified structure, as it is discussed above. Any inspiration of
these two composers from the secular music of their era, during the composing of
Kratemata with the name “pesrev”, originated from a vocal genre which was quite
related to the Kratemata, rather than from the organic pesrevs with the form as we
know it today.

The above support the hypothesis of a significant interaction between classical music
traditions of the East with the Byzantine church music. Since the work of Gr. G.
Anastasiou provides a clear picture for the manifestation and evolution of Kratemata
from the end of the 13t century and certainly from the beginning of the 14t century, it is
reasonable to assume that in an unknown place and time and under unclear
circumstances, an osmosis took place in the wide context of relationships and
interactions of the Orthodox Chanting Art with the music traditions of the East, which
first affected the evolution of pesrev attributing it dismissively features of Kratemata
and then determined the morphological status of the vocal compositions.

Let’s add to these also the traditional use of terms from the secular music for the naming
of Kratemata, like ney, nagmes, pesrev, tasnif etc. Moreover, it has been ascertained a
relevance in the study of Kratemata bearing the name “pesrefi”. All these reasonably
lead to assumptions and theories about a common origin of Kratemata and Tereniim.
Also, it appears that before the 16t century and according to our study before the 15t
century, there is no use of Terentim in the other Eastern traditions. However, the use of
insignificant syllables like tanatin, tananin etc. by the Persians for understanding,
memorization and teaching of rhythmical cycles in the 11% century leads to the
hypothesis that the manifestation and evolution of Kratemata and Terenim are
connected somehow to each other. The existence of the insignificant syllables in Persian
music education was probably the reason or the inspiration source for the use of similar
insignificant syllables? by the Byzantine composers in the body of the musical text. In
return, Persian, Turkish and Arabic composers adapted the Byzantine practice of the use
of the insignificant syllables in composing, but also their function as a regulatory factor
of the structure in vocal compositions.

Bildung, 1996), 308-310. Owen Wrigth, Words without Songs (London: School of Oriental and African
Studies, University of London, 1992), 163-164, 168-72.

9 See many references in Wright, and in Feldman, 308.

10E. Seroussi, “The Peshrev as a vocal genre in Ottoman Hebrew sources”, Turkish Music Quarterly 4/3
(1991), 1-9.
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MOYZIKA OPTANA XTOYX XOPOYX
KAl TIZ AIAZKEAAZEILZ
TQN BYZANTINGN

Nikog MaAidgpag

Enikoupog KaBnynmg loTopiric MouotoAoyiag
Tinka Mooy Znoudtv, MaveroTriio ABnviv

‘Oca yvwpiCoupe yia T HOUCIKr G BuZavtivig MEPLOBOU aviKouv OXed6V arno-
KAEIOTIKA OTOV TOHEQ TNG EKKANCLACTIKIG HOUCIKNG. MPOKerTal yia To AEToUpYIKO
HENOG ToU, EEKIVAVTAG and TV UOTERN apXAGTNTA KAl TV MPWTOXPIOTIQVIKT Te-
piodo, eEeNixBnKe p€oa oTo TUTKG TG AvaroAikrig ExkkAnoiag kat epBace wg Tig
UEPEG MAG aVAAAOIWTO WG TPOG TO TVEUA KAl TIG BACIKEG TOU OUVIOTWOEG. Oa
Arav Opwg adlavonTo va TIOTEWEL Kaveig 6Tl o Bugavtivr nepiodo urmpexe HOvo
£KKANCLAOTIKI-BPNOKEUTIKI KAt OXt KOOHIKI} HOUOIKA. H pouokn eival avandoma-
OTO EPOG TOU avBPWIVOU TIOATIOHOU Kat SEV UNAPXEL MEPITTWaT) va EAETe ané
™V KaBnepv {wn TwV Katoikwy Tou TIOAUEBVIKOU kpdToug Tou Buavtiou.

01600, Yla AGyoug Tou Sev eival TG Ta-
polong, and T BuZavtivi) HOUCIKT] Bev
EPOACE WG TIG HEPEG UaG, ONWG MPoava:
@EPayiE, TAPA HOVO TO EKKANOIAOTIKO PEMERTO-
10. H KOOIKT] HOUOIKT] 1{TQV LEV UNAPKTT), EMEL
grﬁ OpWG BEV OUVBEGTAV HIE TO BENOKEUTIKG AL
TOUPYIKO TUTIIKG, va EUTUXNOE Va KaTQYPaQEL

OUVONIKO NG TPITTUXO MECW TOU Omolou Aet-
{ 08 KGBe AQiKO TONTIONO, WG HOUGIKT
(HeAwdia, puBudg), wg AGyog (Tpayoudy) kat wg

H ENAeWn Ypariov TekUnpiwy TG KOOHIKFG
HOUTIKIG TIOU aKoUYOTav 0TI S1aoKESATELS Kal
TOUG X0opoug _y_xtdq avaykaleL va Kataguyoupe,

Kat €101 va Slacweel. Ao guvInEOl
Kat eEeNoTdTav HOVO HEOW TNG MPOPOPIKNG Ma-
padoong.

0 npoodlopiapdg g wg Adikig 1 apado-
010KIG HOUOIKNG 1}3N OPIGEL KAL TO KUPIWG KOWW-
VIKO TepIBARoV pETQ OTO Omoio N Houown autn
QKOUYGTaV, TIOU EVaL GKPIBUG OL KOWWVIKEG EK-
BNAWOEIG EKEVES OTIG OTI0IEG IPOCIBIAZEL, dnAa-
31 o1 AQiKEG GUYKEVIPWOELG TOU YIVOVTQV LiE a-
(QOpHN KANOIa £00TH TG EKKANGIAG 1 HE Kanola
KOWWVIKT agopin, Orwg yauol, mavnyupia kat
GMEQ QVANOYEG TIEPIOTACELS. ZTIG TEQITTWOELS
autég, ouvnBwg n HouOIKT] AEITOUPYOUTE pE TO

yavam OE EJHEDEG TINYES, SnAa-
N oe n aa Keijeva, mou pag mept-
YPAPOUV 6t TOOO TV (S1a T HOUOIKT, GAAG TIG
TIEPIOTACELS OTIG OTTOIEG QUTT] XPNOUOTOL-
dray, TOV TPOMO TOU QUTO YIvoTav Kat, guxvd, Ta
Houoka épyava. Ta teAeutaia, mou eivat kat To
KUPIO QVTIKE(EVO TOU TTAPOVTOG ApBPOU, XPNat-
HoroloUVTaV [HOVO G TETOIOU E(B0UG EKBMAW-
OEIG, aQoU, Onwg eival YVaTo, eixav e§ oAokAr}-
pou eEoReAITTE! and onoladrnoTe EKKANOIaOTL-
K| TEAETOUPY(Q Kat E(XQV TIEPIOPLOTEL AMOKAEIOTI-
K OTOV KOOIKG Toug poXo. AN TETolou £idoug
TIEPYPAPEG, AOIOV, QVTAOUE TANPOPOPIES Yia

1. MokixopBo, To§wT6

Kai TUmavo. Tuyxpomya
BulavIviV opyaVOTIGIKTIY.

| Mixpoypagia pulavivou
XE1POYPagOu Tou 140U

aubva. EBvikn BipAio8kn
oiwv.
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2. XeipoxuuBaka, TOEWTS
X0pB6GWVO, TUTavO Kal
mhayiauhog. Mixpoypagia
BuZavrivou YeipoyPagou
Tou 110U aIva.
Narpiapyikn Bipkiodky
e lepougai.

. MhayiauAog Kai TOEWT6
X0p30@uwvo. Mikpoypagia
Bulavivou xeipoypagou
T péowv Tou 110U aIiva.
Barikav) BIgh0BKN.

4. AxpoBdTeg Twy.
<BupckkaY TaviwY:
xai Tou Bulavrivou

h

Ta poudikd dpyava Tou BuZavtiou kal Tiq mept-
OTAOEIG, TOUG OUVBUAOHOUS KAl TIG OUVBIIKEG UG
TG OMOIEG XPNOILOMOIOUVTAY.

Yndapyet Opwg kat €va aAo £i50g TOAG xpri-
OWV MYV, Ol QTEIKOVITEIG OUTKWY 0pYavwV
0e HIAPOPA QVTIKE(IEVA TEXWTG ~EIKOVEG, TOIXO-
YPQPIES, HIKPOYPAPIES XEIDOYPAPWY, QVTIKE(IE-
va MOAUTEAELAG K.A.— Tou emBuwvouy aro T Bu-
Zavnwr) nepiod0. AN TIQ AMeKOVIoEI§ QUTEG Hro-
POULE, jie IOAAT) IPOOOXT), Va QvTANgoupE AT
POPOPIEG YIa TO OXIIHA, TO pEyeBog Kat ) xprom
Twv opyavwy, akAd Kat Yia TIG EKdNAWOELS OTIq
omoiEg Ta xpnayonololoav. ITi§ NapacTaoelq
QUTEG OUXVA MapPaMPOULE HOUTIKG Opyava OE
OUVBUAOHG HE OMABEG QTOUWV 1] HEHOVWHEVA
GTOUA TIOU EKTEAOUV XOPEUTIKEG KIVIOELS, EMIBE-
BawwvovTag ETo1 TN OUYYEVELQ TWV HOUCIKWY 0p-
YAvVWV PE TO X0PO.

H onuavtikétepn Kowwviki Spaompiétmra,
Kara mv onoia ot BuZavtivoi xpnoonolodoay
Houoka 6pyava, Onwg GAMwoTe oupBaivel kat
o veoeMnvikr} Aaikr} napadoon, sivat ot dia-

G He agopyr| 1 G EOPTEG 1y
KOWWVIKEG EKONAWCEIG. ZTa Adikd mavnylpla,
TOUG YAHOUg, TIG UNaiBpIeq YIOPTEG kat 0t GMAeg
QVAAOYEQ MEPLOTACEIG KOl KOWWVIKEG ouvaBpoi-
gelg, ot armiofl avBpwriol, GAAG Kal Ol avdTEPEg
KOWWVIKEG TAEEIG, QKON Kal Ol EKIPGOWOL TG
QUTOKPATOPIKNG OIKOYEVELAG, Bev Exavav Ty eu-
Kaupia va Tpayoudraouv Kat va XopEYouv g -
KPEG 1 HEYGAEG OLABES,

Ze pa kamyopia auTwv Twv NokiAwy dlaake-
Bagewv Kal BEQUATWY OUXVA GUUHETEIXQV, EKTOQ
ané Toug OPYavONaiKTeS, OHGBES oMoy, -
HOWV, XOPEUTPIWV, aKPOBATWY, Baupatonowwy Kat
GMwv, Tou frav NoAY SnpopUei§ oto TArog,
Mpékerrat yia Bedpara oy EAkouv v Kataywyn
TOUG an6 T UaTEPN Kupiwg apxaldmra. Zuxva
Elu\@lipvm\( Qo AOEUVEQ XELPOVOUIES Twv nBo-
IOV 1) an6 epEBIOTIKEG KIVIOEIG TOU TwpaTog

BuZaVTIvou ¥EIpOYPagOU
Tou 110y aIva, N6 T
BiBAI0BIAN T0U Topivou.

TWV XOPEUTPUGV KAl TWV KPOBATWV. AVapEVGLE-
Vo elval oL veupatikol avapeg mg Bulavivig me-
P1630U, TTOU TaUTICovTaV O LEYAAO BaBG |ie Tov
K\1}po, va 0xoMAZouv anagiwTika TEToIoU Eidoug

PaOLIEVa KAl va Ta ETIKPIvOUV Evrova, BTt 3ev
appoZav omy eykpam) {wi} Tou TToU XPloTIA-
VoU. AVaQeEPOLATTE OTa MEPIQA «BUpEAKA rai-
yviar, Tiou dladpaparifovrav T600 OTIG PTWXOYEL
TOVIEG 600 Kal 0T aPXOVTIKG OTITa TG apIOTO-
kpatiag 1y ato {510 To lepdv Mardmiov. Ta Beduara
autd BewpolvTav amoé Toug avBpwroug G ex-
KAnoiag doepva kat anoppirTovrav, evi yivovrav
QUOTACEIG OTOUG MIOTOUG Va HNv agXoAoUvVTalL Le
autd. TETOIEG ANOQACE MEPAHBAVOVTaL KGN
Kal OTQ TIPAKTIKG TOMIKWY EKKANCIO0TIKWY OUVO-
Swv. ANAG GAEG OL OUCTACEIG TWV «UMEPAOTt-
oT@v» G NBikrg kaBapotrag ev Gpkeoay Ya
va eEaeiyouv v EuuTn Taom Tou avBpuwriou
yia Slaokedaan kau BiEE030 ané Ty avia mg Ka-
Onuepwig Jwrg. ) .

Map’ 0An ™ duoriotia yia My EvopYavn
HouaIKN, ENELBH uvOBEUE TETOLOU idoug Bedua-
TQ, 1) XPAOM HOUCK@Y Opyavwv MTav_appnkta
OUVBEDELIEWT |UE TOUG XOPOUG Kat TIG BIQU‘KE&I:
OELG Kal BeV EYKATAAEIPBNKE MOTE. ADKETA OUXVIT]
0TI TINYEQ €ivat 1) avapopd Ge YaprALoug EopTa-
opolg, oToug ormoioug emiang ywotav Xenon
HOUOKWY opyQvwy. Paivetat 6TL 0 YAuog, WG Ha
ané TG MO EMOMUE] KOWWVIKEG EKSTAWCEL,
EMETPETE OTOUG VEOVUHQOUG TNV TIOAUTEAELA VA
YLOPTACOUV iE TNV MAPOUTIA EMAYYEAUATIWY 0P
yavonawtiv'. AG onuewwlel eniong Ot OTIG ME-
PLO0GTEPEG MEPITTWOELG, KATA TIG AQiKEG AUTEQ
BlaOKEBATELG, XPNOWHONOIOUVTAV TA HOUTIKA 0P~
Yava KaTa Opddeq Kat Ot HEMOVWHEVA. ZXNHATE
Cav 3nhadr OAGKANPQ HOUOKKG OUYKPOTHATS,
Tipdypa mou emBeBaubveral anod MOAEG ANEKo-
Vige(G. Ta HouaIka Gpyava nou pnatuonolouoay
OE TETOLOU E50UG EKBMADOELG, YIa VA OUVOdEU-
0uv To TPayoUdl Kat To Xopd, anaptidouv To Bu-
Lavtivo opyavorGylo?, kau eival Ta eENG:

01 auhoi kai o1 KIBApeg

Ta 6pyava nou xpowonololvTaL OUXVGTeRd O
VIKOUV OTIG OIKOYEVEIEG TOU auAoU Kal g KIBd-
pag. Ot 6pot autol Tipénet va exAngBolv Hovo W
YEViKéQ ovopaaieg, nou Tipoadiopifouy Tig U0

APXAIOAOTTA & TEXNEZ 91



KUPIEG KATTYOPIEG OpYAvwv, Ta owAnvwTa ae-
poQwva (ota oroia nepiapBavovral kai Ta G-
@opa idn auAwv) kai Ta VUKTa xopdoeuwva (ota
oroia aviikouv KUpiwg Ta Gpyava TG OIKOYEVE!-
ag Tou Aaoutou). Aev TIPENEL, AOIMOV, VA OUYXEO-
VIO JE TIG QVTIOTOIXEG APYQIOEMNVIKEG OVOUa-
0lEG, 01 OMOiEG QVaQEPOVTAL OX OE YEVN, GAAA 08
QUYKEKpIEVa Opyava.

Me v ovopacia auAdg mepypapovTal oTig
BuZavnivég mmyeg ouxva (6xt unow:mn(a) oAa
exeiva Ta Gpyava mou
ano évav nTTIKG OwATVa 0 OToiog EXEL KATA Ka-
véva onég oTo TAGL ANAEG OVOHQOIES eival 60-
vag (Ao kaAdp) Kau xaAauoq O ovouarm:c;
TI0U MEPIEXOVTAL OTIG TNYEG MAPANENTIOUV OUXVa
OTIG QVTIOTOIXEG upxumaanmeq Bev eival 6pwg
navTa a0PaAEq HEOO Yia va KataAdBoupe Kara
1600V OTO GPyavo autd uuvcxx(:mn T apyQIoEA-
Anvikrj apadoar, Onou o QuAGG EiXE KaTa Kave-
va 500 owhiveg (SiauAog) Kkat nu\lomv HE em-

OTOHIO ANd HOVA 1) BTG Welotel}

(6nwg N kprTkr) pavrolpa 1y o :oupvuq Efte 6-

WG TO OTHEPIVO KAGPIVETO 1 TO OHIMOE QVTIOTOL-

xa). Or aneikovioelg emBeBaubvouv Ty emBiwon

Tou diavAou, xupan GHwG TuaTonololy m Xpr-
15w,

1N AUpa MG Kprimg Kat GAOTE Eixe Mo entijn-
KEQ OxTHa, BupiCovrag TV QPKETA HETAYEVE-

o Hov@V auAwv BIago
BnAadn, auholg rou paivovral, and 1 6éon crm
OTOMA Kat TOV TPOMO T TOUG KPATAEL 0 OpYa-
vonaikmg, 6t diEBeTav povo 1) HIMAG YAWooidL,
Kat auAoug oy QVIiKOUV OTOV TUTO TwV OWwAT}-
VWV g KOYXT), ONWwG 1) PAOYEPA KL TO 0OUPaUAL
APKETA BIABEBOHET MPETIEL VA TTaV KL T xpnon
Tou MAayiauAou, TOU KPATIGTAV ONWG aKPIBWG TO
OUYXPOVO PAGOUTO.

AVTioTON() £iVaL T) KATGOTAOT KAl Yia Ta 6p-
yava nou MepAapBAVoVTaL MO TN YEVIKT) OvO-
uacia kBapa. Me Tov 6po autd mpoodlopileTat

atepn BiEMa. To 0pyavo auté nat-
{0Tav NGvra OMPIYHEVO OTOV WHO TOU 0pYavo-
Taikm), nepinou énwg To onuepvo BoAl. ‘Etol

OTL Ot oM OTEPEG TEXVIKEG
eEeAiEeIG, MOU agopoyoav To OXIjHa, TO Kpm'n
pa Tou opydvou kai Tou o&apiou, Tov TPOMo
naguarog KA, KaAEpYNBnKav oTo Bulmrno
Kat OXeS0V OAOKA om
Auon. TéNog, ag avagepBei 6T 1) ovopacia Tou
BuZavrivou ToEwtou, Ornwg Siaowlouv apapl-
KEG TMYEG, eival «lura» 1 «lira», opoa Bn)\uén HE
rr] onuepvr alvulonehaymm Aupa H olpmw-

wa meidda opyavawv mou Sev al e
™y apxaloeMnVvik ki8dpa, N onoia rrruv wg
YVWOTOV, Hia HeYAAn AUpa pie E0Avo nxeio. Au-
™ dev gaivetal va xpnmponmnenxz ota pula-
viiva xpovia. To xopboq)wvo Gpyavo mou ouvr-
Buwq_urovoe(tat nTav Halov n apXaoeMNVIKI
navdoupa i navdoupig, éva opyavo dnAadn
TIOU HOIGZEL TIOAU e TOV VEGTEPO TAUMoupa r 1o
unoulouks. ‘Exel aruéoxnHo NXE0 Kat HIKPO
apiBuo xopdwv (ouvi)Bwg 3-4) mou Exouv TO o
WIKOG, EIVL TEVIWHEVES KATA KOG EVOS pa-
KPOU AauoU kat SEvovTal O KAEIBIA 0TV aKpn
Ta peyedn nokAouv kat Sev anokAeieTal ot Sid-
(POPEG OVOUACIEG Y1a TA 6PYQVA QUTIG TNG OIKO-
YEVELQG va EXOUV OXEOT) HE TIG Bla@OPONoINoeIg
oTo usveeoq O1 BuavTIVEG OVOHQODIEG TIOU OW-
ovrau nepiéxovral kupiwg ota Bdnpwdn dopara
Kai Ta AQIKA EMHETPA HUBIOTOPNATA TG UOTE-
populavrviig naploéou onou v\vs:mn Adyoq yia

™ms He ™ AUpa
&v cmpmvm Bépaia th:mun Tou idlou Tou op-
yavou, ala emiBiwan g avauvnong Tou, rou
TaiPIaEE, YIA VA CUVEXIOTEL, OE £va EVIEAWS Kal-
VOUpIO OpYavo.

Ta noAUxopda

2T HEYAAT) QUTT) OIKOYEVELD TWV XOPSOPWVWV ME-
piauBavovral MABog opydvwv Bapopwv ox-
HATWY KAl AETOUPYIWY, HE pm otaBepd apiBuo
Xopdwy, oy OUWG EXOUV KOO xupam\pmnxo
om ot ouvnBwG MOAAEG (Mavw ano 10-15) XOpdEg
TOUG Bev EXOUV (00 HIKOG KaI SEV ival TEVIWHIE-
VEG IGVW O €va HaKpU XEPL, OUTE UNApxE Suva-
TéTTa va augopeiwBei To pnxoq TOUG HE TNV TTiE-
om Twv daxTUAwy, Onweg vwmm ora Aaoura. Tu-
TIKG Gpyava TG KamMyopiag auTng eival anjepa
n dpra, 10 ocvroupl TO KQVOVAKI KQl, Qv PO~

AaBoutov, Kat
AMa napdpola’

Ano Ty idla Kamyopia 1 OKOYEVEIa Opya-
VWV avamTuxBnkav oTadlaka Ta xopdopwva pe

otedel Twv Xopdwy, T0
TOEUMAAO Kai T0 Tudvo. Ma Ta opyava autd xprn-
OYI0NOIOGVTal KON KAl OTEPA TOAAEG Kat
acageiq OVopaoieg. Ano g Bulu\mvaq TmYEQ

So&apt oto Bugavtio  Toug eivat
aowariki Kat ot BuZavrivol Ta yvwploav Kuplwg
pEow Twv ApABwy, JIE TOUG OMoiouq £ixav MoA-
A£G Kal OUXVEG ENageg. Ma Ta BuZavriva ToEw-
Ta xopdoguwva, 1oy eu(puwlovml ortov 90-100
Qudva, ok{oVTal HOVO HEPIKEG QMEIKOVITELG, U

on TEToia Gpyava eixav eupeia
6taboon oto Bulavrio kau 6m urmpxav Siagopot
TUTOL KQt HEYEDN, TwV OTIoWV 0 apPIBHOG XOPSWY
TowdeL. Ot OVOHACIEG TTOU XPTOWOTOIOUVTaY
Trav TO00 apXQIOEAANVIKEG O00 Kal OUYXPOVEG,
onwg: YaAtrjpiov, oauBUKn, MIKTIS, HAyadis, de-

Jag Beixvouv va 6pyavo HETPIoU T0
oroio £polale GANOTE e TT OTIUEPIVI] AMIOOXT}-

n)\nvﬂtov‘ ayxwuov. dpna, n}\nnpov K.4s.
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7. Xopeute Kai 81690pa
youaTxa opyava
MeraButavivi oixoypagia
ané m Movi}
Kourhoupougio,

‘Ayiov Opoc.

8. Tupmavo xai kpoTaka
E xopeuTIkT K.
Mixpoypagia Bulavivos
Xeipoypagou Tou 11ou
‘aova. BighioBrixn

‘Tou Bamixavou.

Kpouara 6pyava

Ta ua)\méma HoUOIKa Gpyava Tou avagepape
Tapanavw ouvodelovTav, Omwg Eival avapevo-
HEVO, KaL L anAoUOTEPQ, KPOUOTA Gpyava, Moy
Kpatooav To pUBHG N BnoupyoUoaY eviunw-
1K@ MYNTIKA £ge. Kau yi” auta ta 6pyava, o
ouvriBng Tomnog Xpriong 1tav ot Adikég kat oiko-
YEVEIQKEG BIAOKEDATELS, OL XOPOi, T BEATPO Kat
ol yaprjlol mavnyupiopoi. Ot ovouaoieg mou
Xpnoworotodvray eival GAOTE apXalogAAnvi-

KEQ Kal GA\OTE VEGTEPEG. Onwg oupBaivel Opwg
QKOWN Kal OTiEQQ, OF OPIOHEVEG TIEQTTWOELS,
Bev elval navra duvatév va TauTIcoupE Ta 6p-
yava ya Ta oroia yiverat Adyos. Xpnaiuoroiou-
VIav néviwg Ta Kpotala, Ta oroia fitav opyava
KATAOKEUQOKEVA N6 KopudTia Eu}\ou TIOU KTU-
notoav peTaky Toug, &aguopm TUroL oeloTPWY
Kau Ta kuuBaAad, mou rrav Zedyn HETAMVWV 6\
OKwv Blapépwv HeyeBdv, Moy EMiong KTumou-
gav petagy Toug. Ta pikpoTepa ané autd eivat
HAMoV EKEIVa TIOU HAG QVAQEPOVTAL WG XEDO-
KUpBaAa’ kat iowg va naifovray pe Ta SAKTUAQ.
ZTa KPOUaTd, Kal EiSIKGTEPA OTa HePBPaVOPW-
va, mephapBavovral kat ot Qvakapddes, Tepao-
apaBikig TIPOEAEUAN, ToU 1Tav (elyn HIKPWY
NUOGAIIKWY TUUMGVWY TTOU XPTlHomoI0UvTaY
OTIG QUAIKEG TEAETEG Kal OTO OTPATO, KUPIWG Ka-
T MV uoTepoBulaviiviy mepiodod. MiBavétara
ot avaxapadeg va naifovrav pa pe aGAMIyYeg,
ouvrBeia oAy Sladedopgvn Ty dia enoxn o
Heoauwvikn Eupdmm.

To «mmoAUaulov 6pyavov»

To o onpavTiké ané 6Aa Ta dpyava mou Xpnot-
Homoinoav ot BuZavtvol fitav To ovopalopevo
OTHEPQ «EKKATOIAOTIKG» GPYavo, TO apXaIdTEPO
and 6Aa Ta NMANKTPOPOPA Gpyava, EPEUPEOM
TOU pnxavikoy Kmm[ilau and mv AkeEavdpeia
mg A\yurrrou Tov 30 auwva X,

To 6pyavo eioEpyeTal aTov Bulavivo KGO
70N ke MV (5puon mg Kwvotavtivounong, gtov
40 awva. H Aetroupyia Tou rrav katapyiv N
xpnun OTIG KOOUIKEG BIaOKEDACEIG KAl OTIG pall-
KEG OUYKEVIPWOEIG TOU |rm06pcuou O Imm6&po-
1oG ™G KwvotavtivouroAng, Gpws, moAd ypnvo-
Pa EyIve T6110G Sriou AduBavav XWPa oMUaVTIKEG
TeAeTEG ™G auikrig eBipoTuriag, oTiq onoieg 0
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Aa6G OUppETEXE MEOW TwY TIEPIPNHWY Srpwy,
TWV Hpumvurv Kal Twv BevEtwy. ZUvToua, T0 6p-
YQvo £y HEPOG TG QUTOKPATOPIKTG EBIHOTU-
miag kat €&w and Tov IMM63popo. O pokog autdg
eie 118 naylw8ei nepi Ta TEAN Tou Bou awdva Ka
vexnuTnKz yia noMouUg audves, Ev Tw peTagy,
n eEeMEN elxe odnyrioet oy emionun n)\f;ov el
0030 Tou opydvou OTo uuroxpcrmptxo naAam,
pe m dnuioupyia Tou «Bumhxou opydvour, To
onoio pahoTa paptuperTal 6T rrav xpuod. To
6pyavo auTé anokTa Suvaun Kat onuacia auto-
Kpcm)pu«)u oupBShou, Tou eKq)paLm Tov Thou-
TO0, MV loxu Kat myv. Kouuoxpmop\q Tou BuZavti-
vou ouroKpcrropu Tnv, 1310 TePi0Bo KaTagKeud-
Zetau ano TOV omokpmopo Gedpiro (829-842)
@ 0EIpA QMO EVTUMWOIAKG Gpyava, KANolo ano
Ta onola pu}\lcrm AEITOUPYOUCE HE QUTOLATO H-
XAVIOHO Kat MHOUVTAY QUVEG ZWWV KaL TOUNV.
Ta dpyava Qutd xpnaonolodviav oxi Lovov
otg EOWTEPIKEG TEAETEG Tou MaAaTioy, G kat
kard m | urtodoxm Eévmv TIPEOPEWV, OTOV EVTU-
TWOIAOYG TWV OMoiwv AMEBAENE 1) AUTOKPATOPL-
K} QuAn) pe Tov ToUTo Kat ™ Guvuun ou ané-
TIVEE. Elvul naowpaveg PeBaia, and ooa npoava-
£pQHE, GTLTO QUTOKPATOPIKO GEYAVO, OTIwg Kat
Ta 6pyava Twv Sipwy, xpnoylonowolvrat om Bu-
(avnvn auAn ya Kueupu Kooumouq oKortoug,
XwpiG OUTE (a POPA VA MAPTUPELTAL N XProm
TOUG 0TO XWPO TG EKKANaiaG.

To épyavo avagéperal oTo TAaio uu'mu
Tou GpBpoU BITI XpraYoMoloUVTaY Kal OTa et
0THQ YEUATA Kal TOUG YOHIAOUG £00TACHOUG,
&{TE {OVO TOU EITE OF OUYKPOTIHATA he
HOUGKA Opyava, BleUpUvoVTag ETAL T0 pemep-
1616 Tou. ‘ET01, Qvapopika WE TIG EKTOG (rro-
3pOHOU TEASTEG, OUVAVTOULE TO OpYavo KEoa
ota avuﬂopu ota eEiuara (unodoxn Twv dn-
HWV €K HEPOUG TOU au'rokpdrropa oto Makar),
TQ QUTOKPATOPIKG YeupaTa (Mnrop\u) KaL Toug
yaprilioug £0pTacuolg. TOU WaTé00
Bev Es:psuve and Tov re)\smupvlm Tou poAo Kat
Bev paiveral va ouvodeue TO Tpayoudt kat m
Blaokedaon?.

Enpeiboeg

1. BA. M. MeBo3iou iaTpidpyou, Biog @0@avous ouokoyrrol
7.1 (Lotysev 8): «En’ euAoyiaig Kai ebuxiaig TV fipepviiv Aa-
£6VT0G EEQVUTIV, ] VUKTEPIV BIEBEXETO HET GULGUVIGY HoU-
s kal u\va xal Kp6TWY KpuBia Mapanoum)». Eniong BA

raki i nanp. My (Gauter 69): <KGxcivou
usv (®h. oV umpcnmv YGHOV, EV QVTIBEGEL 110G ToV TVEupam
K6V) MepIGBou: KIBGPQL TE Kal TKTIBES i Nopo Kl GUADL Kol
00 10V EunVEUaTLY OpyGviaY KA 500 THV EVTATaN Kai éridoa
nEgure kpoieoBal, GMG B Kal AGyoL TIVEG TEXVIIV EXOVTES
ToUG VUpgIOUS EVKWHIGLENV £IG HEDOV IEDOPECOUTY

KpBag / Kal £NMOINOEV Kai T BOVTI TWY NAVERVOOTA TpINA-
pua-" oto o, <Kal Expoue 16 AaBodTV Tou Kai ando-
Vel Kal Expayoldet / andoviKa £TpayOUBNGEY Kal XaUAG 16
Kpoliet

5. Tpny. Avrioxos, AGy. 3 (Ei8epg 151-152): <[] 60a Kal payd-
Ba teAooav T@ YakTpie Kai KkGAaBov. d 81 Kal Tadta indéy
T @B6YYOU HETEXOVTA, UrioUpYA TOIG BPYGVOIS B EaTlv Kal
napa muw\q Eva pépos SedUvTal [4aYG3a ~ KB4 [jc-

KOMaf

Bog
Podios, £ Aovia Xoipodpamy 21-22 (Matrangas 625) qu'
o~ vu[i)\o o aBdioine ol Yoo, ~X0pB0-0apuUK-
opyavo-xpdta»" M. ITaxGg, AGYoS exG ratp. MixarA (Gautier)
8 03 BE y: nvsuuunxoc YALOG oUWV GMNV Tiva Baupa-
@AY dppoviav EMCNTEL, ol Kevol PBOYYOIS dpuo-
Lcut:vnv Katd Tvag Adyous foNioug Kal EFTpIToUS f BitAa-
0i0ug, 0US' Ev OpYaVE Twi Ev nevTEKaBEKaXOPBY TO ExKaIdE-
Kéxopbov, Biareivouoay~ AnoMdvog Tupou (Janssen) 215
217: <H elyeviig 4px6vTiooa, TG Bacikeiag aou 1 képn, / olTe
6 AKTpoV énioTaTal KAk Kal To KpoUeL / 0udE Tpayoldia
Texvikd GEE Elg TAV TEXVIV»" OO 0 263-264: ~TAV uou-
uly émBupist v pExpL Tihous /10 kg, 10 b
XopBov dhov va TG TO GenG 55156 «OaTig
nipéen Thy ariepov TV Gprav Bié va rml(,n T v wisfion
anavias, eG8US yopyov va ENAY» oo (&0 160: «Maidouy Thv
@pnav, naigel TV, GA0UG EVIKNOEY Toug:
&7BA. Ty, Tewpy. Moine, Mepown exatp. 2, 240-243 (Pertus)
T B¢ oTpaTny® T MAGVNG Tavavria, o6 Epyov eixev Spya-
vav kal KupBEAwY G0EVOV X0V Kal YUVaIK@V EKTOMOV BpyT-
aw €iG youvwow fpeBiopévwy» Mavourh GG (Maler) 38:
«Kal BEIva ouxvs Kai XpOviZovTeg motol, Kai KupBaAwy xpou-
iara paoTing KEpiv- ASovTos MaYanoou, 6 Tov Yaov Tou
vioq (Malrangas) 561 «IMEPOGWVE KOpN,
Xplgeov Epvoq «uuﬁumrpwva WEAn BExvUoo TagTa”
o . Mepi BaoukeiouTdésws,
Keg. 90 (81) (Vogt Il 180): «Tf éomépq AnEpxovTal Ta 8U0 EpN
LETA Kal TV {Blv OpyavwY, Kal TG VUHPNS KaTiodang Kat
SyiIKEUOEVTIG GO TABIV Kai YeipoKkuRBAAGY, KETa TO KaBa-
Aikedoat aUThY {oTatal kai GKTOAOYOUOL Ta BUO pEPT Tol-
adrar.
8. WeuBokwdivGg (Verpeaux) 172: «EtoyiacBévrog odv Kai ka-
sum:unvw; 00 Baoik£ws, oi vakapioTal KpoUOUO! Td Gvd-
pa. oakniZoual B Kal oi GakTyKTai ouoiwG Kal ol BUKIVGTO-
pl:c 2B apyiuun GoYupav. AL UEVTOL KT THY Toralmy Urmpe-
oiav oaniouoa: odATIYYeS o) kard.Tag aAAas eio odhy-
yag GAX Ercpy oo
3 Karropoheyiov BioBEou (OmovoLiBg) 189: <01 yip Beo-
TIpOBATOL 00Ol BEOTIGTaL HETA TV GNOAUOL T00 TUMKOD Be-
Elliou npokaBECovTal AN £ig TOAGY GVTIANUIY Kai TEASTTaL
70 KAT6pIoV [] év T® AGTIpOTaTW TAIKAIv TouaTivavod oo
ou. [..] Kal 8¢l ipoakxew 16 00 Spyavou pBEyua Kal,
fivika TAV Grrfxnow To0 PBGYyou madon, £EavioTav amaviag
£iG sUpniaV T@V BEOTIOT@Y

Musical Instruments in the Balls
and Festive Events of the Byzantines

Nikos Maliaras

The Byzantine secular music has not been preserved in
our time as opposed to the ecclesiastical one. We can
draw information about it only indirectly, by studying
historical and other texts as well as relevant icono-

graphical scenes. The secular music of Byzantium was
Blayed primariy n fosttos, feasts and celeprations on
the occasion of various Church anniversaries or social
guents and it was usually combined with singing and

Almough me Chuich officials slated these kinds of

4, 010
BUZAvTiO XPTUHONOI0G0aY HOUOIKA 6pYava Kai O GANES TEpt-
TTTBOEIG, HE KUPGTEPEG TV QUAIK] TEAETOUPYIG Kal TO OTPTG
owq GUTEQ B8V HMOPOUY VA GMIOTEAEOOUY QVTIKEIHEVO TOU 1a-
ovtcs ap8pou. IepIGUCTERA ia 0 LUDIKG pYava oTo BUlG:
0 e yEVeL Kl e TANpECTER TeKjplon ora elsva, B ot
Nixog Makidpag, «Mouad 6pyava ato Bulavior, MloAupwvia i
(2003), 0. 5.2
3 Kw!/muwwcq Topqupoyéwntos, Mepl Baoukelou TaEews 92
(63) (Vogt Il 183): ~lotaTal 6 ToU pépoug TGV Bevétwy
uaigTep usw kal OAiywy BNUOT@V Kal TGV MavSOUPIOTGY
HETA TOV MavB0Upw [..] Kal AEYOUaW 311w Ta YoTBid, BTiva
elor TagTa, BMAOVET! Kal TRV MAVBOUPWY TO OiKeiov péAag
Gnomnpoiviwvs
4. Baoikeiog Aiyeviig Axpima (AksEiou) 627: «Kal Exataey kai
€iBeiavey wpalov, Tepmvov AaBoDTov> OTo (310, 827-829: «Kal
émpey 16 BaynoUpI Tou Kai GnoxaTaomagy 10 / Olwy Bop-
paTia Eoxoe (f;: MpoPaTwy EXAWOE £viepa) Kal ENOINOEV TOU

they were occasionally inter-
spersed with S o et chaarter restevar
they did not managed to abrogate them, Various instru-
ments of the flute family and also string instruments, re-
lated to the later lutes, were used in these occasions.
There were also played multi-stringed instruments of
various sizes and forms, such as the psaltery. Their
names vary and they often derive from ancient Greek
words, although these instruments do not necessarily
originate from ancient ones. Arched stringed instru-
ments were also used in Byzantium from the tenth cen-
tury on. Furthermore, various sorts of percussion instru-
ments accompanied the rest, while quite often groups
of diverse instruments were formed according to the
occasion. Last, the multi-piped instrument, which par-
ticipated in the court ceremonies in general and stood
for the official imperial symbol, played a specific role in
festivities and banquets.
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Aoyia pouoikn Tf g MOANng

2TV € voTNTa AU TR € eTddovTal TA €U PICKOUEVA OTi ¢ TINYEC Hag € N TToU € KTeAoU viav
otV 0 Bwpavik au A, KaBwg Kai  T& Tpayoudia TToU € XEl € TIKPATACE va O vouddovTal
«Pavapiwtika». Ta € on TAG 0 BwpavikA ¢ au Afj ¢ € kTeAol viav KT TTapadoon o€ uia
akoAouBia KOPPaTIGV TToU € TTEKPATNOE va AéyeTal «@aaid». TO @aai A € Akel T v Kataywyn
Tou am o TAV apafiki voUuTTa Kai  TTOTEAET pia pakpo@Opua O TOU TA  KOUUATIA
¢ KTeEAOD vTal pé  pia 6 piopévn SIadOXIKN OLIpd ava i S0¢, Y& € VOTToINTIKO OTOIKET O TTAvTa
TO KOIVO HOKAWIL. M& Trapdderyua, pia Tutmikr diadoxn o€ € va @aci A O TTwg diapopewonke

oTa péoaTo0 18° ai . & vaif £ ERC

O Tagiw

O Neapéol

O Tagiw

OEvag | duo M1reoTédeg

O Tagip

OAyi p Zepau

O Tagiw

O MNoupas k Zeudi

[JEva, 800 1} Kai TEPIO0OTEPA ZAPKIA
O % ¢ ogucu

H didragn € pywv &i vai € VOEIKTIKA Kai £ TISEXETAI TTOAAE G TTAapaAAayE G pé TTPOCTBETEIC A

aQaIPETEIC €I OGV.

Meopépi

To meopé@r’ € val 6 pyaviko € S0¢ ToU £ Xel TOV XOPAKTAPA € CaywyA ¢ OTAV & voTnTa
TagIWIQV Kai  QWVNTIKQV Kai 0 pyavikv ouvBécewv a1 1 810 ouvABWS YOKAWI TTOU QEpEl
10 Ovopa @agil. H AéEn Treopé@l TTpoépxeTal aTmd ThV TTEPTIKN yAWwooa [Pishrow] kai
¢ TupoAoyia TnNG TTPodidel Kai TOV AEITOUPYIKO TOU POAO 0T PAKPOPOpUa To0 QaaiA: «TTdel
pivy, «Trponyel Tam. O puBuIKOS Tou KUKAOG €1 val KaTd TTapadoon & KTETauévog: 16/anuog,
20/onpuog, 24/onuog, 28/onpog, 32/onuog K.G. puéxp! kai  64/onuog. Ao TOV 10T  ai . 0 TTOTE

¢ yavietal péExpl Kai  Ta TEAN TOO 18° ai ., TO TIEOPEPI OTTOTEAEDE TRV Kopwvida TA ¢

! EXTETaPEVN PEAETN yIA TO € Bog To0 Teope@iold didel © W. Feldman, Music of the Ottoman Court, co. 303-459
6Tou kai i oTopikh ¢ mokotnon, doprR, avdAuon kai  TAoUola yiad TO Bépa BiBAloypagia. TRV TOUPKIKN
BiBAloypagpia Eexwpilel 1O € pyo To0 Aldeddin Yavallca,



O PYOVIKA ¢ MOUCIKA ¢ dnuioupyiag. Téoco n didpbpwor Tou, 600 Kai pia oeipd amo
Hop@oAoyikd yvwpiopata O v € pyeivav avoAloiwta oT1o Tépacua To0 Xpdvou. Kdarola

¢ Eehixbnkav 1} TpotroTroInGnkav, & Aka € Eapaviabnkav kai & AAa gpavepwdnkav.

H ouvnBeia é vouatodoaiag oTd TeopéPia € EayeTal Kai atTO Ti G & AAeg BUO KUPIEG TTNYE G
TA ¢ Adylag poucikfig Ti¢ TOAng, Ti ¢ ouMoyé ¢ To0 Bobowski kai 100 Anuntpiou
Kavtepipn, évw o W. Feldman onueiwovel XopokTnpIoTIKAG OTI  «KABE TTETPEQI
avTIETWTIZOTAV WS KATI TO | BICITEPO, TO O TTOT O €1 XE MEPIKE C POPE G O VTOTNTA Pé 6 voua,
Kai  Ox (GTADG) WG YEVIKOG OUVOUAOPOG T O HOKAUI Kai OUGOUM O & Trol oG
¢ KTTARpwve T Aeiroupyia 100 diapéoou 100 (puBuikoD ) KUkAou». Ta mapamdvw €0 Aoya
MG G Bupiouv TO @aivouevo o6 voparodoaiag ota KpatAuarta 1A ¢ WaATikA ¢ Téxvng, TTou

¢ vToTiCeTal fj dn atmd TOV IO ai .

H doun 100 Trecpe@iol O TTWG € xel DloPopPwOel T O Ta TEAN TOU IN" ai . PéXPI Ti G UEPES

HOG € val TETPAPEPAG:

106 Xave ¢ > TeoAi
206 Xave ¢ > TeoAi
3og Xave ¢ > TeoAi

— T T T

40g Xave ¢ > Teohi

H mapammdvw didpOpwaon woTéoo OE v ouvavtatal oTd  Xelpoypagd pag, MGG kai  Ta
TaAaidTEP TTETPEPIA TTPI vV OTTO TA TEAN TOO IN" @i . € Ypavifouv DIAPOPETIK O VOUATOAOYIO
TV YepV Kai  O1apBpwon peyaAlTtepng TToikIAiog. Kot apxa g oi  Baciké ¢ O vouoaieg TV

pEPQV TTOU i oxuav ATav oi € EA ¢

¢ p (ke@aAn ) xave ¢ > MuAadipe g
OpT1a (peoai og) xave ¢ > Muhadipé ¢
Miav xave ¢ > Muhadipe ¢

oV (TeAeutal og) xave ¢ > Muhadipe ¢

Aouikd owuarta € vid ¢ To0 Treope@iod

- Z&A

Z£IN (zeyl) onuaivel kata KuploAegia «TTpoadpTnuay. ATd Ti ¢ GUAMOYE ¢ TV Bobowski kai

KavTepipn yvwpifoupe 6 T1 € pgavietal ot dopn TV TTEGPEPIV Kab' 6 An Tr) didpkeia 100
I ai . ATTo Ti ¢ kaTaypagt ¢ To0 MéTpou kai To0 Mpnyopiou TTPOKUTITE! O TI U @ioTaTal HEXPI
Kai Ti ¢ px€&c¢ 100 10 ai . Katomv, 8¢ v guvavtaTal ot Adyla pouoikn 1A ¢ MéAng. To
CEIN € kTehoO vTaV PETA TOV OEUTEPO XaveE Ywpi ¢ TN HegoAdpnon 100 pulalipé, TTOU

TaiféTav PeTa ammo AU TO. ZTa Xelpoypaga To0 [Métpou TO CEIN avagépeTal OEKATTEVTE



OuvolNika @opéc. 210 BKW 2/59a 6 pnydpiog 6 pifel capwe v UTapsr Tou PETa TOV

0 pTa Yavé. Ao TNV Treplypa@r 100 Treope@iol ouvayeTal N € & ¢ Hop®n:

2 p xave ¢ > MuAaliue ¢
Opra xave ¢ > MuAaliué ¢
ZEIA

20v xave ¢ > MuAaliue ¢

- ToAam

H €vdeiEn «ToAdm» ouvavidTal poévo otov [pitadvn 3. ZTAV € AAnvikA  Kai  &évn
BiBMIoypaia &€ v € vroTieTal kdtola € Tregynon 100 O pou. ETriong, amd TRV € vvola TA G
AEENG OE v aTTOpPEEl KATTOIO CUUTTEPACHA YIA Tr AEITOUPYIKOTNTA Tou. ATTO TR MEAETN TV
TEOOAPWY TTECPEPIQVV TTOU € Ppavifouv TOV 6 po «TOAATTI» ouvayetal 6T O 6 pog TTPOdIdEl
Hop@oAoyIKO TTepIEXOMEVO, ONAadA KdTTolou €i doug U TTodiaipecn 100 Treope@iol . Z€ TpEl ¢
TEPITTTWOEIG 1 € VOEIEN «TOAGTTI» onUEIWVETAl PHETA TO B Tepkit (48v, 51v & 86v), Xwpi ¢
woTé00 va U TTdpXel Kai  cagr ¢ Slaxwplouo ¢ To0 PéAoug, pé KATToIO HapTUpia fj Xou YId
TTApAdelypa. ZT0 TETAPTO TrEOPEPI (68r) O 6 pog Travt & TéOOoEPIG PopéG. AUo peTd 1O B’
TepKiT (B Tepkit TO0 WAafiué kai B’ Tepkit T00 O pTd XOVE ) Kai OUO CUVEXOUEVEG UETA

TOV OOV XaVE.

- Tepxim

2T ¢ KATAYPAQPE ¢ TTECPEPIRV, TTOAU ouxva i U TTodlaipeon TV XavEdwY € VO ¢ TTECPEPIOD
N €vdog Opyavikol ocpayiol of HIKPOTEPEC OOMIKE ¢ HOVADEC @épel TNV O vouaaoia

KTEPKITTIM:

O Fpitodvn 3, 107v Tdd KavTepipn, HOKA U OgyKIAY, 0U OOUAE ¢ TTEPE@TAV. WIAQQINES, TEPKIT B, O pTd XaVEG, € Ta
10 0t p Xavé. £ TeIma 1OV pIAadIgé, 10 SeUTEPO TEPKIT To0 O PTA Xavé € val & ToBev, 0OV xavég, B, B° TepkiT,
TPQTA TOV OF p Xavé €i Ta TOV WAAQIué, TO BeUTEPO TEPKIT TOO O PTA XaVE, TTAAIV.

O Fprodavn 3, 83r payxou p TatapxXdav, oU oou A TouyIéK. € Ta 6 WIAQQIUEG, TEPKIT B, 0 pTA XaVEG, TepKiT B, € Ta 6
pAadipég, 0O v Xavég, Tepkim B, €1 Ta O UIAAQIYEG.

[0 BKW (vToot ) 60, 3r TO VTOUYKIG X VTERPI KEWTTI P TT O VTOUYKIAY, O WMouAaloupé ¢ 1T O vTouykidy, Tepkim B,

O PTA XQVE G aTTO pAoT, Tepkim B amd oexva kai XIT{Al, 0 0OV Xavé ¢ T O JIPYKIOUAE WE UTTOOEANK.

H Aégn Tepkim [terkib] onuaivel «&€ vwon», «alvBeon». H xprion Tng ot ueloTrolia TA ¢
0 BwpavikA ¢ au Af ¢ € peaviletal ué dUo € VVOIEG: TP TPOTTIKOTNTOG Kai  OOMIKN HovAada
Miag ouvBeong. O MéTpog xpnoiyotrolel TOV O po Kupiwg Ye T delTeEPN onuacia Tou. To
TEPKITT € ppavifeTal wg U Todloipeon KABe xave o0& OAd TG TIECPEPIA  TTOU

gnueloypa@ribnkav oTi ¢ cUAoye ¢ Tv Bobowski kai  KavTepipn kai au 10 O Onyel e



ao@daAsia oTAV UTTOBeon & Tl A TaV € VO XOPOKTNPIOTIKO & AwV TQV TTEOPEPIQV To0 10T  Kai

100 1" ai . ATTO Ti ¢ kataypage ¢ 100 [léTpou diamoTwvetal 6T 1 PEBODOG aAu TN
ouvexiotnke kai o1 Oidpkeia T00 IN° ai ., WIG¢ kai  TavT @ 6 6 PoC AU TO ¢ OXedOV O
OAa 1a Treopépia TV Xelpoypdpwyv Tou. H dlamioTwon av ) avaipel TV dtmown 100 W.
Feldman 611 «mmo 10 1750 € EagavioTnke T O TV TOUPKIKR MOUCIKN I UTrodiaipeon o€
Tepkita». O MéTpog ypdgel TOU G TPel ¢ UTTO € éTaan KWOIKEG oTO Y  TETOPTO TOU IN” ai .
Kai xpnolihoTrolel  kata KOpov TOV 6 po, O TTwg kai 6 pnydpiog MpwToWAATNG, TTOU YPAPE!

oTi gapxe ¢ To0 18" ai .

ATO TR MEAETN TOO OWPOTOG TWV TTECPEPIRV YiveTal avTIANTITO O TI ouvhBwg KABE Xave ¢
atroteAel Tal ammd dUo, A oTravioTEpa aTTO Tpia A Téooepa TepKita. ‘Eva Tepkitm ouvTiBeTal
atro € vav /| 800 KUKAouG o0 gouAiol, € EapTwuevo, O TTwG TEAIKA Kai O KABexavég, ato TN
didpkeia To0 ouoouhiol kai TToTE OE v apyiCel i O v TeEAEIwVEl OTR Wéan € vO G pubuikol

KUKAOU.

| diaitepol TUTTOI TTETPEPIRV

- Nagipe

To valdipe [nazire = piunon] €1 vai € vag TEXVIKO G 6 pog TToU £ Xel A € EapavioBel amd )
oUyXpovn TOUPKIKR HWOUCIKR O pohoyia. H TTpoéAeucry Tou €i val ammo Tr AoyoTexvia Kai

ava@épeTal oTi ¢ «TTAPAAANAES» ouvBéoelc. AvagépeTal, dnAadr, ot dnuioupyia € vo ¢ véou
TTOIUOTOC 0T Bdon € vo ¢ dAou TTaAaioTépou. T Woudik 6 6 pog oraive Tr PéBodo
ouvBeong € vo¢ véou Treope@iol Paoiopévou o€ € va GANo TTaAaidTEPO TTECPEQPL. X€
O PICUEVEG TTEPITITWOEIC JAANIOTA, TO vadipé avayvwplle TO TTAAAIOTEPO APXIKO TTEOPEPI OF
O piopéva pépn 100 ot p xaveé fj 100 puAadiué, wotdoo O v Bewpol viav  TTodipnan, aAA a
véa ouvBeon. Oi ouvBéteg To0 valdipé ATAV Of O PICUEVEC TTEPITITWOEIC & PTTVEUOUEVOI aTTd
TTaAQIOTEPA KOUUATIA, aAAG aU TO &€ v aAuaive O T avtéypagav i dlaokelalav yépn amo Ta

TTOAQIOTEPQ TTECPEPIA OTi ¢ OIKEG TOUG OUVOETEIG.

- KoUA kouAyia T

‘Evag oAU ¢ vBIa@épwy TUTTOC TIEoPEPIol €1 val 1O KoUAI KouAyid



ATav BeOPATIKA BIAQOPETIKN aTTd TA OUVABN TTEOPEPIA, ME KABE TEPKITT Of BIAPOPETIKO
HOKGUI TTO TO GANo. Kata 1ov O. Wright, «rop’ é T RTav 0TV oKy TA ¢ o0vBsong Kai

¢ CaipeTika U wnAhoU Badpol TexvIKA ¢ duokohiag, BpiokdTav oTd TIEPIBWPIO TV KUPIWV
€l BV CUVBETIKA ¢ TTPGENCY .

- Kapautarak

H AéEn kapautrata k [karabatak] onuaivel katd KuploAegia «kopuopdvog». TO yeyovo G au 10
OnuIoupyel  apxika TRV € viuTtwan O Tl TTPOKEITal yIA O voua TTeope@iod adv KiI au TG TToU
¢ EeTaoONKaV TTOPATTAvVW. 2T MOUCIKA O poAoyia O pwg dnAwvel € va i dIaiTEPO &€ KTEAEDTIKO
XAPOKTNPIOTIKO € vO ¢ Teopepiol R oepayiol: Kamolog xavég, ouvhABwg O  TpiTOg,
¢ kTeAoO vTav povo oo € va - dUo 6 pyava, OnuioupywvTag € 1ol pia € vaAhayr oTn
SUVAMIKA Kai OTO 1 XOXPWHA TH ¢ 0 pXAOTPAS’. H ouyKeKpIpévn TTANPOQOpIa € TIITPETTE! VA
¢ EaxOel kai € va cuptrépacgua yid 10 {ATNUa TA G € vopxnoTpwong. Mé Oedouévn TV
£ TEPOQWVIKN HeTaxeipion 100 YéAoug kai € pdoov 1| € KTéAean € vO ¢ xavé atro € va - dUo
6 pyava ATav Kivnon mou TRV TTPoéPRAETIE O OuvBETNG didovTag Kai TO | diaitepo 6 voua,
TOTE € val duvaTtd pE APKET ao@AAsia va UTTOTEBEl & TI, KAt TA AOITIA, TA O pyavikd

KOMMATIa € KTeAOD vTav ato TV apxn WG 10 TEAOG atrd TO olvoAo T ¢ 6 pXACTPAS.

Nétpou Mrrepekétn, «Naypé ¢ O pol pé 1O Meopé@i» - Oco@dvoug Kapukn, «Meopé@i»

Kai 1 oxéon TEoPEPIRNV Kai KPATNHATWYV

KAgivovtag v € votnta au 1, £ eTalovtal OU0 KpaTtAiuata yid T OTIol a &€ KKPEUEl TO
NTnua TR ¢ € vTagAg Toug oT0 oWua Tod PETTEPTOPIOU TV TTECPEPIQV. AUO KpaTAUaTa
PEPOUV €U KPIVIG TO V TITAO «TTECPEPI», € vav O pO TTOU TTOPATTEUTTEI COPQG OE OTUYKEKPIKEVO
€l 80o¢ Kai Ot v ouvioTd ATTAQG € vav TITAO TToU OXETICETal WE TRV KOOMIKR HOUTIKY, TT.X.
O voua poucikol 6 pydvou. Ma 1OV AGyo aU 1O MPEAETVTAI PE TO € pWTNMA TA ¢ BavA ¢

oxéong WE TO € BOG TQV TTETPEPIRV:

O @copavouc Kapuikn,f xnua kahoUPevov TTEGpEQI, i Xog BapU ¢

2 0. Wright, Words Without Songs, o. 138. & 10 KoUAI KOUAYIA T TTeopé@i BA. akoun W. Feldman, 6 .1r., 0o. 296-
297, 314 & 320- M. Nazmi Ozalp, 6 .1, 0. 6- Y. Oztuna, TMA, 1. |, 00. 466-467- O. Wright, Cantemir Il, 539-540. BA.
¢ miong kai T& Tpia KOUMI KOUAIyIG T Treopé@ia TTou owdlovTal a1y guMoyn 100 Kavtepipn (€ pyo 22, o¢ 13-14-
€ pyo 24, ¢@ 15-16-€ pyo 159, @@ 157-159) kai 10 € va o] ouhhoyn To0 Bobowski (0o. 172-3) kai o1d x¢@ BKW
(vtooi€ ) 60 (1r-2v).

'H & vopaoia € vaii Siaitepa ¢ TTUXNUEVN, BIOTI I} € vaAAayry al T QTTOTUTTGIVEI HOUTIKA TO V TPOTIO TToU TTETdEl O
Kopuopavog (phalacrocorax cargo): 10 TETAyUd Tou € p@avifel U WOMETPIKE G UETOTITWOEIG ME  oUVTOMO
agpoyAioTpriuaTa. BA. oxetika otiv € kdoon 1A ¢ EAANVIKA ¢ OpviBohoyiki ¢ ETaipiag Ta mouAia 177¢ EAAGdag, 177 ¢
Kumpou kai 17i¢ Eupwrng, ABrva 2007, oo. 28-29. Aiya TTANpo@OpIoKA OTOIXET O yId TO KAPOUTIATA K WG HOUTIKO
XAPOKTNPIOTIKO Bpiokoupe otd M. Nazmi Ozalp, 6.m., 0. 6, Y. Oztuna, TMA, 7. |, 0. 428- W. Feldman, ouvodsuTika
Keipeva oto v dioko akTivag Lalezar - Music of the Sultans, Sufis & Seraglio, Volume IV Ottoman Suite, Traditional
Crossroads CD 80702-4304-2, New York 2001, 0. 6. X10Vv i 810 dioko mrepIAapBaveral Kai ) xoypdenon TG € v
Aoyw ouvBeong (track 1).



O Nétpou MrrepekéTn, NayiE ¢* pé 10 TIEaPEP!, A XOC TTA.

‘H olUvBeon 100 Kapukn € vromioBnke ge Tpia povo xelpoypaga, € v 100 MTrepekétn o€
AR Bo¢ kwdikwv>, kai PEAIoTa 0 € vav oo al Tou ¢ o € EAynon To0 Xoupuouliou (MMT
712, 218r-220r), yeyovo ¢ TTOU € TIETPEWE Tr VVAAUTIKOTEPN € EETOOT TOU. ZTO HOUCIKG TOUG
Keipevo O v atravTol v Eéveg 1) & AAec CUAAQBE ¢ TTépa aTTo al T€ ¢ TTOU ouvhBwg U ioTavTal
oTd KpatAuaTa TA ¢ € KKANOIAoTIKA ¢ JOUOIKA ¢. ETriong, 8¢ v diakpivetal doun Treope@iol,
OAAG TUTTIKR  TPIPEPN G JIAPOBpwon KPOTAUATOC PE OUO VEVAVIOUOU G Kai € vav € KTEVN
¢ vOlGpego TepeTiIond. lMapapével avolktd 10 € voexOuevo T OUO auTa pabruata va
ouvOEéovTal PE KATTOIOV TPOTTO WE TRV KOOWIKN MOUCIKA, aAAd o¢ Kapia TTepimTwon &€ v
€ Jpaviouv Ta HOPPOAOYIKA XAPAKTNPIOTIKA &€ vO ¢ Treope@iol fj O TToloudnTroTe & AAou
KoouikoO € doug. O XapaKTAPAG TOUG Kai | PEAIKA TOUG avaTITuén T € VIAOOOUV Oapig
010 oWua TAH G € KKANOIaoTIKA ¢ pouaiki g. O 6 pog «TTECTPEPI» GTOV TITAO TOUG OTTOpPpPEE!
¢ voexouévwg atro TR diadedopévn ouviBeia va didovial g€ TTOAAG kpatruata 6 véuara

TTPOEPXOUEVA ATTO T V KOOHIKI) HJOUCIKI).

‘QoT1600, AUTOG O CUUQUPHOG ATTOTEAETE TRV CQOPUN YId Trepaitépw diepelvnon To0
nmuaTog. TMeopé@ia Kai  KPATAPATA TTPOEPXOVTAl OTTO OUO JIAPOPETIKOU G HOUGIKOU G
KOououg. Ta Treopé@ia  TroteAo Ov TRV Kopwvida 100 O pyavikod peTrepTopiou Ti G
KOOUIKA ¢ HOUTIKRA G, T& KPOTANATA «TO V KOAo@va T ¢ BulavTivil ¢ JEAOTTOIIOG € § & TTOWEWG
KOAAITEXVIKOO OKOUOHOTOG», OAMA Kkai Ta OUo €i On € pgavifouv Opiopéva  Kova
yvwpiopara. TO TTPRTO TTOU PTTOPEl  Kavel ¢ VA TTOPATNPAOE! €1 VAl TO OUXVO QAIVOUEVO
0 vopatodogiag, Tpdyua omdvio otd U tdhoira € On 1600 TG KOOWIKA G, 6 G0 kai TA G
¢ KKANOI1aoTIKA G YOUCIKA ¢. AKOUN, TrEOpEQIa Kai  kpatApaTa diagopoTrolold vial ai gonTta
amo Ti ¢ Tapaddoslg oTi ¢ GOl £G aviAKouv, a@old au TE ¢ €l Xav OTO KEVTPO TA G HOUCIKA G
TPAENG Kai  dnuioupyiag THV U Tpeaia 100 TroiNTiko0 Adyou. KUpio XapaKTNPIOTIKO Kdai

TQV d00 € valr & O pyavikdg TOUG XAPAKTAPAG KAi 1 aTTOdEOUEUON ATTO TO KEIPEVO TTOU
ouveTrayeTal PeyahlTepn € AeuBepia kata TN WeAIkn € Tre€epyaoia. EvrouToig, 1O TNIO
¢ volapépov oToixel o € val 6T oi  aTrapyé ¢ To0 TTeope@iol £ vromiovral 0¢ € va TTOAU

OUYYEVE C JE TG KpaTrAuata €1 dog, TO terenn



10 TEAN 100 10T @i ., Gv Kai € KeT € xoupe TN xprAon ToinTikod Kelgévou Kai O X1 oWV

OUMOABGV'.

Toéoo Aoimrov ot v € oy 100 Ogopdvoug Kapukn, 6 0o kai Aiyo apydtepa GtV € TToxN
100 MéTpOU MTTEPEKETN, TO TIEOPEP! U TTA PXE AKOMA WG QWVNTIKO €1 80C PE KaBOPIoWEVN
map’ 6 Aa auTa diIGpBpwaon, 6 TTwg avaAlbnke tTapamdvw. H éToia & pytveuon TV d00
aU TV PEAOUPYV aTTO TNV KOOMIKN HMOUCIKN Th G € TTOXA G, KAt T oUvBean KpaTnudTwy
ME TO OVOUO «TTECPEPI», TTIPOEPXOTAV OTTO € VO QWVNTIKO KOi  OPKETA CGUYYEVE G PE TA
Kpatruara € do¢ kai O x1 amd O pyavikd TIEOPEPIA PE TR QOPUA TTOU €1 val yVWOTA

onRuepa.
Za g ogpdi

To ocal oepd®, dTwe dnAwvel Kai TO Ovopd Tou, € vai 6 pyaviko € doc’. Katd
Tapadoon, kAeivel TAV € votnTa £VvOG @acih, Av Kaoi T ¢ TeAEuTal €G OEKAETIEG
au Tovoundnke amd T HoKpo@Opupa aU Th Kai & KTeAET Tal kKai  Povo Tou. O 6 pog oeud
OUVOVTa Tl OTAV OVOTOAIKR) MOuoIKr pE Troikiha vorjuata. ‘H apyikr pia TA G AéEng
ouvdéeTal Y€ TO sema’, TNV AeItoupylkn TPAEN Tv MeBAeBi  AepBiondwv. H 6 An Tou
dIGpBpwan Bupiel 1O TECPEPI Ao TO OTOT 0 € TINPEAOTNKE KT TRV € EENIER TOu,
MoAOVOTI TTOPOUCIAdel Kai  OPKETE G dla@ope ¢ PE aUTO. XTI ¢ Pépeg pag € xel eTdoel P
TPIMEPN A TETpaAuePn Ooun Kai dekdonuo pubuikd KUKAo. Ta pépn Tou O vouddovTal
Xavédeg (€ viko¢ hane) kai 010 TéNOC KABe yave TraileTal 6 PUAAQIUE ¢ 1} TeoAiy. O
TEAEUTAT OG Xave ¢ TTapouciadel pia JeTaBoAr oTd ol ooUAl g€ Tpionuo i € Edonuo (3/4, 3/8,
6/4, 6/8). Ao Ta péoa 100 K ai . TO oegudi UTTookeAilel Babuial a T PBaputnta 100
TTeopePIol Kai € pxetal 010 KEVIPO TOO € vOIOQEPOVTOG TH G O pyaviki ¢ guvBeong Kai
¢ kTéAeong. Amoppola auTAG £ EENENC € val &i oaywyn SIGQOPETIKOV PUBURV CTOV
TeAeuTal o xavé, 6 TTwg 7/8 (Nixape vt Zaf oeudi To0 Megou vt TCepi A MTTén), 9/8 (Nikpi ¢

& ¢ ocudi To0 Pegi k Depodv), kai i € TEpoBapn ¢ € TIUAKUVOT] TOu.
'H Sopr) 100 Zepayiol, 6 TTWS VaQEPBNKE Ka i IO TIpiv, €1 val ammd TOV 10° ai . TETPaEPNC:

1og Xave ¢ > TeoNi p

" E. Seroussi, “The Peshrev as a vocal genre in Ottoman Hebrew sources”, TMQ, Tx. 4/3 (1991), oo. 1-9. H povn
dla@opa TToU € vToTieTal PETAEU £ BPAIKWV Kai 0 BWUAVIKOV QuVNTIKOV TTECPEPIDV ouVioTaTal OTO YEYOVO G TA G
XpAong moinTikod Kelgévou atd Ta Tp@Ta Kai O X1 oApwY cUAaBOV, 6 TTwg cupPaivel u& Ta delTepa.

8 Tv ¢ kTevéoTepn Trapoucioon To0 O pyavikod Cepayiol didel 6 W. Feldman, 6 .11., 0. 460-493, & Tou Kai
i oTopikn ¢ mokoTnon, dour, avdAuon kai TAoucia yid TO Bfépa BiBAoypagia. X1V Toupkikn BIBAIoypagia
Zexwpiel 10 € pyo 100 A. Yavallca, 6.1. Emypauyartikn mapouadioon 100 € doug 8idel 6 M. Nazmi Ozalp, 6 .., 0.
7. TNV € A\nVIKn YAWooa i oaywyikod XopakTipa Tepiypagn didouv oi Xp. TolauoUANG (Pwuio/ SuvOétes 1/i¢
l16Ang, ABAva 1998, 0. 292) kai . Zavvog (& vBeTo 100 diokou «Bdéamopog», EAAnves SuvBéres 1/ ¢ MoAng 170¢-
190¢ a/ ., OM 2LP A/001-2, 1989). BA. «kéun, O. Wrigth, “Aspects of Historical Change in the Turkish Classiacal
Repertoire”, Musica Asiatica 5, Cambridge University Press 1988, go. 1-108- 100 i &iou, Demetrius Cantemir: The
collection of notations, Part 2, Commentary. SOAS Musicological Series c. 3, London 2000.

® Saz oT& TOUPKIKA ONuaivel & pyavo, OTOTE € 3® TO oUCIaoTIKO UETORGAMETaI G¢ € TiBeTo. ‘O KavTepipng
avagépeTal o€ & pyavikd oepdl (sema-i sazende) kai  kard Tr) didpkeia 100 In" ai . & & pog TpoTToTIOIET Tal OE saz
semai fj saz sema'isi, 6 TTWG €l val yvwoTo ¢ PéEXPI OAMEPQ.



20G Xave ¢ > TeoANi
30¢ Xavé ¢ > Teohi p
406 Xave ¢ > Teohi p

EvTtoUToIg, aTi ¢ TINyE G TToU agopol v oeudyla T& O TTol o ouveTéBnoav TIpi v atmd TA TEAN
100 In" ai ., € ppaviCeTal TPIUEPR G DIdpBpwaon Kai HE TRV Ovopatoloyia TWV HEPQV WG
egh ¢

¢ p (ke@aAn ) xave ¢ > Muhadipe ¢
Opta (Meoal og) xave ¢ > MuAadIye ¢

2oV (TeAeuTal 0g) xave ¢ > MuAadiue

Zuxva Travt & O O pog TEPKITI OTOV OTIOT O € yIVE QVAAUTIKR) ava@opd TTapaTTdvw Katd
v € &&taon 100 TTEOPEPIol . ESW € monuaivetal yovo ) i oxu ¢ To0 @aivouévou Kai oTa
oedayia: Ta pépn 100 oegpayiol  TToTEAO O vTal ammo € va | OUo A Tpia Tepkima T& O 1ol a

avagépovTal capwgs 1600 oTi ¢ kataypae ¢ To0 Métpou, 6 oo kai G’ au 1€ ¢ To0 Mpnyopiou.
Tagim™

H apxikn € vvoia 100 6 pou Ta€i  [tagsim] A Tav «dicipgon». TO Taipl €1 vai € oaywyikol
XOPOKTAPO O pyavwuévog aU TooXeOIOOUO G TIoU  OJIETTETAI ATTO O PICPEVOUG  KAVOVEG
avagepOPEVoUg  TreuBeiag ot O pakdul TTou Ta O vopatodortel @ xIT¢a ¢ Tagip, ol ok Tagiul
K.0.K. ApxIkd agopoloe € Te puvnTIKA, € T 0 pyavikn & kTéAean, AAa 1O TOV 18" ai .
Koi  META € KTEAET Tal ATTOKAEIOTIKA O pyavikd. ‘Ormwg TPokUTITEl Ao Ti ¢ TINYEG Mag, Ta
TaAaidTEPa  onueloypapnuéva  Tagipia  TTpoépyxovtal amd  TOv [MéTpo [lMeAotTovvAaio.
BpiokovTal otou ¢ kwdikes 1 BApwy 997, =npomrotduou 305 kai =npotrotdpou 299 Kai

TrpoAoyifovtal w¢ «[Mpooiyia, A Tol Tagidia TOUPKIOTIKOTEPOV HaBnudTwy, cuvTeBévia Trapd
KU p Métpou Mehotrovvnaioux». Mpodketal yid pia oeipd dwdeka AU TOTEAWV TAEIMIGV OTOU ¢
O KTW f) Xoug: € va 0¢ KABE f o pé ¢ Eaipean dUo oTOV B A X0, dU0o oTOV y', BUO OTOV BapU
kai OUo otov TTA. &°. O 6 pog Tagi p xpnolyotrolel Tal kai amo 10 v ATroatdho KwvoTta a1d
BewpnTIKO TOU WS & VOAAGKTIKY O vopaoia TAC peyaAng i apyA ¢ mapakAnmikA ¢, To
YEyovo ¢ aUuTé, Of OuvdUOOHO WE TRV OTToucia poKauiod OTi ¢ KEQAAIdEC TV
OUYKEKPIPEVWY TOEIMIY Kai TRV U TTapgn pévo fi xou, dnuioupyel U TTowieg O TI T owg TENIKA
Kai 1 xprion 100 Opou 1O TOV MéTpo va agopd ot TBavE ¢ € caywyég, TTpooiuia
XepouBikwv. EvtouTolg, 1 WeAéTn TAG onueloypa@iki¢ Toug U@avong kai  TAG
Mop@oAoyYIKA G TOug U TTéaTAoNG TA € VIAOOEl OTO OWMA T G KOOMIKA G MOUCIKA G. Z& KABE
TEPITTTWON, 1 MEAWDIKA TOUG AQVATITUEN OTTOTUTTWVEI TR AOYIKN TWV BACIKWV KIVAOEWY ava

TEPIOXE G O TTWG OKPIBWG dlaowdeTal péXpl OAEPa oTtnv Trapddoon 100 TagiMIod oOTV

% Mikp ¢ & kTaong povoypagia yia T Tagiu didel 6 O. Akdogu o160 Taksim, nadir nasil yapiliri, Izmir 1989. BA.
akopn, Y. Oztuna, TMA, 1. I, 0. 370- Garland 6, The Middle East, 0. 1178 o160 Afj yda tagsim. W. Feldman, 6 .11., 00.
274-299- K. Kalaitzidis, “The Art of Improvisation in the Greek Musical Heritage”, Penser l'improvisation, Mondher
Ayari (¢ mip.), Delatour France - IRCAM - CNRS - Université de Strasbourge, Paris 2015, oo. 183-201.

' ©. ATrooToAoTroUAoU, ATréaToAo¢ KivaTag, 0. 149.



Eyyu ¢ Avatohr. Ma Tapddeypa, o1o Taliul o€ A xo TA. 3% SlakpivovTal KIVAOEIC 0TOV a
Kai oTov B AXo WE £ viIAueoeg oTdoeic 01O Bou kai oT10 T, Kai TéAo¢ OTOV TIA. &

€ TITAQWVO Kai  O1ad0XIKE ¢ TITWTIKE ¢ KIVAoEeIg ot Bdon 100 Nn.

dwvnTika € 5n*
Kiapi

To KIdpI™ Bewpel Tal TO € KTEVESTEPO, APXAIOTEPO Kai  TIAEOV € VIEXO PWVNTIKO €l 00¢g TA ¢
0 BwuavikA ¢ YOUOIKA . Kar €i vai 1) Trepoikn YeTappacn TA ¢ apaBiki ¢ AéEng ‘amal, TTou
onuaivel «& pyo», kai 0 voudadel kaBe Pépog TA ¢ Hokpo@opuag “nauba’. ‘Qc @opua £ xel
MEYAAn € AeuBepia kai  TTOAUTTAOKOTNTO TR OOPR HE KUPIO XOPOKTNPIOTIKO TV € viovn
TTapoucia TepevoU U oTd Oldpopa PéPN Tou. ZxedOV TAVTO WAAICTA apxifel pé € va
Tepevouu™. 'H Sopn Tou € vai OUVABWG JIUEPNAG, TPIMEPN G R TETPAMEPNAG. Z€ KABE HEPOG
dlakpiveTal € vaAayn oTixwv TroinTIkoO Keluévou Kai  Tepevou W PeTd 1 Gveu vorjpatog. H
¢ KTEAEDN TOU TOVNOE apKeTA VwpPi ¢ AOyw oKPIBWGS TA G € KTAoNG Tou OAAG Kai TGV TTOAU

U WNAQV BELIOTEXVIKGV OTTAITACEWY TOU.

Kidp vari k

To kiap vari k™ € val puvnTikO € 50C € KTEVOD ¢ avaTITuENnG, Pé KUPIO XaPAKTNPIOTIKO T
xprion ueydAou piBpo 0 TpommKWv cwudTwy (TepKiTa). MPoA ABe atd peTeEéMign 100
MePOIKOD  @wvnTIKOD  €i doug 100 18 - 18”7 ai . kolliyat kai & xe karad kupio Adyo
Taldaywyikny XpAon. Mopd TRV € TUPoAoyikr O poldTNTa YE TO KIAPI, HOPPOAOYIKA €1 Val
TpoQavnG | oxéon Tou pE TO KOUAI KOUAIYIGT TTEOPEQL. ZTO TTOINTIKO TOU KEIMEVO
ouvavTol he JIOPOPETIKA O VOUOTO WOKAUIQV ava M uioTiXio fi oTixo pé TN heAwdia va

TpayoudiETal avaAoywg. MNa Tapadelyua:

106 OTix0G: Xouagivi
206 oTixog: Pa ot

306 oTix0G: Xoula M K.0.K.

12 Eg¢nynuévo ot Néa MEBodo amo Tov ©. ATIOOTOAGTIOUAO £ XeI GUUTTEPIAN®BET  aTOV Bioko «Ev Xopdal ¢»,
lérpog MeAomrovvhoiog, 2005.

¥ T ToINTIKO KEIPEVO TAV QUVNTIKGV GUVBECEWY € Val OTA V 0 BWHAVIKY YAWOOO UE & VTOVEC € TTIPPOE ¢ aTTo T V
mePOIKN Kai apafikn divan mroinon. Ursula Reinhard, “Turkey: An Overview”, Garland 6, The Middle East, 6. 773.
“Ma 16 € dog 100 Kkiapiod BA. O. Wrigth, Words without Songs, oo. 166-172- A. Yavalica, Alaeddin, §.T., 00.
403-473° M. Nazmi Ozalp, 6.1., 00. 11-14" Y. Oztuna, TMA, 1. |, 0. 426-427" Ismail Hakki Ozkan,



¢ OPIOUEVEG TTEPITITWOEIC, OTO TIPWTO N MICTIXIO € VO G OTiXOU £ XOUHE O Voud Hakapiod

Kai oTd OeUTEPO 6 VoA OU GOUNIOD :

A’ ZTiX0g: 10 1) MIOTiXI0, XOUOEivi + 20 1) MICTiIXIO, VTOUYIE K

B’ ZTixog: 10 1 pioTixio, Xouogivi + 20 r| pIOTiXI0, VTOUYIE K K.O.K.

MTreoTé

O ptreoTe ¢ €1 val uvnTIkO €1 BoC € KTEVOU ¢ QVATITUENG PE  KUPIO XOPAKTNPIOTIKO THV
KaAOQwVIKR peTaxeipion 100 péAouc. H TrpoéAcuon 100 6 pou €i val atmrd T TTEPOIKA KOl

onuaivel «6 AoKANPWHEVOCY, «TTEPIKAEIOTOS», OANG 1] yévvnon To0 € doug GUVTEAET Tal OTO
0 BwMAavIKO POUCIKO TTEPIBAANOV Katd TOV IC° @i . ZTAV TOUPKIKR yAWwooa f € vvoia Tf g
AEENG €1 val «Bepévocy, «apoaIwpPévosy, & VI OTA HOUCIKR O poloyia onuaivel TO JOUOIKO
£ pyo, T\ oUvBeon. O puBUIKOG TOU KUKAOG €1 val Katd Trapddoon € KTETauévog, 6 TTwG
aKpIBWG Kai  OTO TTECPEQPI Kai TO KiApl: 16/onpog, 20/onuog, 24/onpog, 28/onuog, 32/onuog
K.G. uéxpl Kai B64/onpog. Zuvnbweg, € Xel TEGOEPIG aTiXoUg 0i O TTOT o1 € KTUAigoovTal Y dUo
TPOTTOUG JIGPOPOTTOIWVTAG Kai TV O VOUACIia TOU: HOUPOUTIA UTTECTE G KAi VOKI G UTTEOTEG.
O TPQITOC €1 val TETPAPEPA G Kai & deuTEPOC diyepric. H TutrKh B1apBpwaon 100 PoupapTTa

€l var

1. oTixog A1 Zepi v xave
Tepevou u A2

2. atixog A1 Nakapa T xave
Tepevou y A2

3. aTixog B1 Miyia v xave
Tepevou u B2

4. otixog A1 Nakapda T xave

Tepevou u A2

TO TTpWTO, TO O€UTEPO Kai TO TETAPTO PEPOG € XOUV OKPIBWG TRV T dla HEAWDIKN ypauun.
210 TPITO TTOU O VOopadeTal piyiav | peAwdia aveBaivel ata WwnAoTepa onuel a 1A ¢ dIGTAENG
TV @OBOYywv T00 pokopiol Kai  TTapouciddel peyoAUTeEPN KIVNTIKOTNTAO G€ & AAQ Pakdpia.
Kai 1a TéoOepa pépn TeAclwvouv pE € va TepevoUu. O vaki ¢ (= KEVINUA) WTTECTE G
TTapouciadel PeyaAUTepn TTroikiIAopopia ot doun kai  avamTiooeTal ouvhRBwg o€ o

oTixoug. TO Baoikd oxA pa & vai 10 £ &f ¢

O kupi6TepEC BIBMIOYPAPIKE C AVAPOPE C VIA TO €1 BOC TOU WTTECTE: GTAV TOUPKIKR BIBAIoypagia Eexwpilel KaT
apxa g 10 € pyo 100 Aladeddin Yavallca, 0.m., 00. 474-501. Zuvommikr) Trapouciaon 100 €i doug didouv oi M.
Nazmi Ozalp, 6.11., 00. 14-17) kai Ismail Hakki Ozkan,



Xave | A orTixog 1

B deUTepO A pIOTiXIO TOO OTiXOU 1

Xave I B oTixog 2
Miyiav xavé I" oTixog 2
Xave I AD TepevoU, BeUTEPO 1 MIOTiXIo TOU OTiXou 2

B deuTepo N pioTixIo TOU oTiXou 2

B deuTepo N pioTixIo TOU OTiXoU 2, KATAANgN

‘O UTTEaTE ¢ KUPIAPXET OTN QWVNTIKN OUVOETIKA Onuioupyia yid dUO TTEPITTOU Qi® VEG, WE
TOV IN" va Bewpel Tal 1 Tepiodo¢ akufi ¢ Tou. Oi  ouvBéteg TA ¢ € TToxf ¢ Bewpolv TOV
MTTEGTE TTIO AEITOUPYIKN QOPUA, € YKATAAEITTOVTAG OTADIAKA TO KATG TTOAU € KTEVEOTEPO
KIGpI, YEYOVO ¢ TTOU OUVOEETAl PE Ti G VEVIKOTEPES ai aONTIKE ¢ € EeNIgEIC oV O BWHPAVIKN
au An. Oi To0 pkol € peuvnTe ¢ O HoPwvoU v O Tl Kopu@ai 0¢ CUVBETNG PTTEOTEDWY Bewpel Tal

O Zayapiag Xavevtég, 6 0 ol o¢ Kai  peyaAoUpynoe a1o i dog au T6.

dwvnTikd oepdi, Ayi p kai MNoupoU K

Mponyoupévwg HEAETABNKE TO OpPyavikd Oegudl Kai € yIve CUVOTITIKR) avaQopd OTRV
TIPOEAEUCT] TOU OTTO TO QWVNTIKO GePdl. PwvnTikA oepdyia U TTapyouv duo &i dwv, 1O ayi p
(Bapu, apyd) kai TO yioupoUK (ypriyopo). H doury Toug poldlel ue  pikpoypagia To0
Moupautrd pTTeaTé, aAAd  TTapouoidfouv  PeyaAlTepn TTOIKIAiG TTapaAday@v. ‘H kUpia
dla@opoTToinar) Toug € yKeITal OTR PUBUIKA Toug U TTdéoTacon: TO0 OUOOUAI Kai TR XPOVIKN
aywyn Toug. TO ayi p ocudl € vai o€ dekdonuo pubuo, 10/4 | 10/8, Kai € KTeAET Tal Of
apyo xpovo, 6 TTwg TTPodidel kai 70 6 voud Tou. KAaTToleg @ope ¢ JETARBAAEI TO o0 GOUANI O€
6/4 010 TETOPTO WEPOG. TO yIoupoU K ogudi avTiBeTa € val o € Edonuo puBuo, 6/8 1y 6/4,
Kai  ME O ypriyopn Kai  «XOopoupevn» XPovik  aywyr. Kotd Tiv € ktéheon € vog
@aclhNiol TO ayi p oeudl BpioKeTal AUECWS PETA TOV UTTECTE, € V(D TO YIOUPOU K OePdl OTO

TENOG TV QWVNTIKWV CUVBECEWY Kai TTpi v aTTO TO KATAANKTIKO OO g GEUA.

Zapki

Tapki ® oT& TOUPKIKA onuaivel KOTA KUPIOAEEia Tpayoudl, aAAd TAUTOXPOVA O & pocC
XPNOIMOTTIOIET Tal yIA V& SNAWOEI TO PIKPOTEPO O¢ PEYEBOC € SO PWVNTIKA ¢ SNUIoUPYiag
TA ¢ 6 Bwpaviki ¢ JouoIKA ¢. Eugavifetal otd péoa 100 1° ai ., aAa 1 TTePiodo¢ akui ¢ Tou

w¢ €i doug € vromieTal IO T& Péoa 100 167 ai . Katd mrapddoon, 6 pubuikdG Toug KUKAOG

8 Exretapévn YeAéTn yid TO Zapki Bidel 0 Aldeddin Yavalica, 6 .r., 122-245. SUVOTITIKF) Trapoudiacn To0 € doug
Sidouv oi M. Nazmi Ozalp, 6 .11., 00. 19-24 kai Ismail Hakki Ozkan,



€1 val JIKPA G £ KTaong, 10 TTIOAU WEXPI BEKATTEVTAONMHOG. ZUVABWG, £ XEI TEGOEPIC OTIXOUG

Kai 1} TUTTIK Tou S1dpBpwan Trpocouolddel e al Tr) To0 POUPAUTIA PTTECTE:

1. aTixog, peAwdia A (Zepi v)
2. oTixog, peAwdia B (Nakapa 1)
3. oTixog, peAwdia I (Miyia v)
4. oTixog, peAwdia B (Nakapa 1)

To Tapamdvw oxA Ha € val O Kavovag, O O TIol 0¢ WOTOC0 YVwpIlel TTOAE ¢ £ EaipéoEig
Kai TrapahAaye ¢ TTou TrapaAsitrovTal yid Adyoug oi kovopiag kai  ouvagelog JE TO Béua

MOG.
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Kopwaxos Kodoitlidng

MOPO®OAOI'TKEY ITAPATHPHXEIX
YTO EIAOX TON OANAPIQTIKQN TPAT'OYAIQN

Tow povopLdTiXo TEoYoUdLa ATTOTEAODY Lot XAAALTEYVLXY] EQOAON TNG EAAN-
vixng eAitT g Kwvotavtivoimoirg, tov Bovxovpeatiov xat tov laaiov, tng
oTToLag TOL YPOVLXA OpLoL EXTEIVOVTOL 0Tt TaL LEGO TOL 18 €wg TLG OPYES TOV
19 owcdvo. Kbprot popels autrg ng mapddoong we oLVOETEG xoL EXTEAEOTES
LTNEEOY OL TTPWTOPAATEG, AAUTOIAOLOL XL AOLTTOL LOVOLXOSLEAOXOAOL TNG
ETOYNG, OL omolol xaL Ty amobnoadpLloay oe évay Lxavd aplbud YOoTTwy
TYWY PE TN XENoN NG BulayTvig LOVOLXNG ONUELOYPOPLOG, YVWOTNG WG
«Bulavtivig mTopoaonuavtixng». O TowiAeg ameA0OVCES KOLYWVLXOTIOALTL-
%€ eEeMEELC, TTOL AVTIXATEOTTTILOVTAL GUY TOLG GANOLG XL GTOL XOAMTEXVLXA
Spwueva, GupAvvoy Ty OTToLo EVOGYOANCT UE T POVOOLOTIXN TOXYOVOLA,
1600 OO TAELEAG LOLALXNG TIPAENGS, 000 KOl ATTO TTASVEAS LOVGLYOAOYLXNG
épevvog.! Toa tehevtaion ypovior éxel avoavewdel To evdLopépoy g ETLOTY-

1. H avavéwon tou evdLoépovtog ouvodedTnxe —TEPa ol TLHOVEG LOLWTIXEG EXTEAE-
oElG— a6 TN SNUOCLO TTHPOLGLOIGY] POVOLATIXWY Tooryoudiwy. H mpwtn @alveton
va. givae exeivn mov éyve oty aibovoo Tou draoroyixol ZvAiGyov Ilapvaocodg,
Ty omoio axoAodnoe xor oxeTiny Stoxoypopixn éxdoan: Ionyoptos IMpwtopaArng
(1778-1821), »eipevo-emip. Conydpng. 0. Ttdbng. WéAher 000¢ Le@OPoATdY e
x00c0ymv tov Apyovta Ilpwtodditny Opacifovioy Etavitoa. Xeipd: Bulavtivol
xou petofulovtivol pelovoyol 2 [IBM 102 (I-1D], Abvvor 1976. — Amé ™ péxpt
T BLBALOYPOQLo YLa TOL QOVOPLDTIXO. WG HoLALXO eidog BA. evdewxtind [onyd-
ong 0. Xtdbng, Neumated Arabic, Gypsy’s and other songs by Nikeforos Kantouniares,
(= Folia Musica 1,2), Bydgoszcz 1983, (aveEdptnro tevyidio twy Acta Scientifica Tov
Awebvobg Xvvedpiov Musica Antiqua Europae Orientalis, SemtéuBotog 1982)- o idiog,
«ZNUELOYQOPNUEVDL 0OOBLXA, TOLYYQVLXO %o AN Tporyoldtor amd Tov Nixnedpo
Kavtouvidipn», 67T0: «...Ttun mpog oy didaoxalov...», 'Expooacn oyanns oto mpo-
owmo Tov xabnynTov Tonyopiov O. Ztaly. Apiépwua oo eEnvTdypova g NALXLoG
X0l GTO TOLOVTAYQOVOL TNG ETULOTNUOVLXNG KOL XOAALTEXVLXNG TTPOOQOEAS Tov, AbMva
2001, 0. 613-623 (ptp. TOL TEONYOLEEVOL) E@nueplsc Mopxidwy IMoblwov, étog
€BSopov 1797. TlpoAeydpeva Aéavdpog Bpavovorne, [KEMNE/Axoadnuioo Abnvdv],
AB#Avar 1995, 0. 291-295, 615-617 (uetorypopr 0T Véar POLOLXY oMUeLoYPaPio oL



450 KYPIAKOX KAAAITZIAHE

LOVLXNG XOLVHTNTOG YLOL Tl (POVOLOLTLXO TOAYOUILAL XOL GTO TAXLOLO QLVTO
evtdoeTol xoL N apovdoa epyaaio.’

ZNUELOYQOPNULEVOL (POVOOLOTLXO TOOYOVSLH 0HOLoVTOL GE XELPOYPUPOVS
XWOOLKEG, TE UEUOVOUEVO QUAANL XAl OTTOOAYUOTO, TOU TPOEPYOVTOL OTTO
Tov 18° %o amd Tig TEWTES dexactieg Tov 19 awwvor. To 1830 exdideton 7
TEWOTY EVTUTY LOLOLXT] GLANOYY UE TiTAo Eutéomy,® tnv omolor oxoAovOv-

oyohawoog ord tov T'p. 0. X1éhn Tporyoudiod tov Nixnpdpov Kavtouvidon): Mép-
x0¢ @. Apoaryoduns, «Anuotixn xor AdyLo LoVoLXy aTNY TEOETOVOOTOTLXY EAAGS o>,
TeoZ 8 (1979), 6. 206-207, 240-243, 266-267" 0 (Stog, «To POVAELHTLXO TEOYOVLSL»,
ato: Miouayic. Av0oAoyto pavopudtixng moinong xata Ty éxdoon Zion Aoovty
(1818), eioory., emU., %OLT. LTTOWY., OYOALO, TToEOET. Avteta Ppavt(y, exd. Eotio,
Abvvor 1993, o. 285-289- o (dtog, Mioe avéxdotn povoxy cvilioyrn tov 19 ou.
and v Ilévopuo, ovéroro and to Mixpaocwatixd Xpovixa 20 (1998): Tévvng
MAeppévog, «H Miopoytd tov EAIA», Tao Néa tov EAIA 51 (1998), o. 14-19- o
idtog, «To yerpdypopo touv Pawdeatnvol», Aedtio Kévtpov Mixpaototixdy Xmov-
d¢y 13 (1999-2000), 0. 97-110- o idiog. Ottoman Minority Musics: The Case of 18th-
Century Greek Phanariots, exd. Lap Lambert Academic Publishing, Saarbriicken 2010+
o (dtog, To povaxo moptPéTo Tov Neoedlnvixob dapwtiouol, exd. ¥neida, Abn-
v 2003 Nicolae Gheorghita, Byzantine Chant between Constantinople and the Dunabian
Principalities. Studies in Byzantine Musicology, exd. Sophia, Bouxovpéott 2010.

2. H evaoydinon pe to xod’ nuég povoixd medypotor e 0dNYNOE GTNY EPELYOL TWY
XELPOYPAPWY TOL TToPUSIS0VY PUVOPLWTLXA TEOYOUSLO, AN XOL GTNY NYOYEEPT-
a1 0PLOUEYWY OO oTA YLow SLOX0VG, OTLWG ETLONG XOL GTNY EVOWUATWGY TOVS GTO
PETEPTOPLO TWY GUVOLALLY TOL LovLGLXoV oyNuatos «Ev Xopdaic» oty EAAGSa,
oty KUmpo ko oe moAAEG didAeg ywpeg. Ot povatxol dioxol eivar: o) «Ev Xopdaic»,
uwovoxd oyfue, dioxog axtivag Koouwxn povay amo Aytopettixods xwoixes Bu-
Lavtwijc povoudic (EVowPotwpévog 6Tov TORo Twy TpoxTi®y Twy ToEEAAMADY
exdnidoewy g Exbeong «@noawpot tou Ayiov ‘Dpovg»), Owpde ATooTOAGTOLAOG
(emthoy”, ovvodevtixd xeipevo) — Kvp. Kooitlidng (novoixn emipéieta), lepd
Kowdtnro Ay. ‘Opovg-ABw — OIIIE® 97, Ocooorovixn 1998. B) «Ev Xopdaic»,
uovatxd axfua, dioxog axtivag Iétpog Iledomoyviotog, Owy. ATooToAdToLAOG
— Kvup. Kodaitlidng (emip. ko ovvodevtxd xeipeva), «Ev Xopdaic», Ozoooho-
vixn 2005. Xto (Sto mAaiolo 0 YPhpwy exmévnoe Stdoxtoptky StatELBh LTO TNV
entiBAedn touv xal. ['p. O. X407 pe Oépa «Koouixn petaBulavtivy povoixn ot
XeLpoYPaen Topddoon g Woaktixng Téxvng», pe queco amotéAcopa Ty adEnon
TV Stabeotwy TNYWY, TGO YL T QOVOELHTLIXN TOOYOUSLO TTOL ULOG ATOCYOAOVY
€30, 600 xaL Yoo Ao €00 TN xoouxng Lovaixne. BA. Kyriakos Kalaitzidis, Post-
Byzantine Music Manuscripts as a Source for Oriental Secular Music (15" to Early 19"
Century), [Istanbuler Texte und Studien 28], exd. Ergon, Wiirzburg 2012.

3. BiBlog xalovuévn EOTépmy TepLéXovoa oLAAOYNY Ex TOV VEWTEQWY xoik HOUVTE-
owy EEwTeQ®Y UEADVY, [...] EEnynlvTwy elg TO VEOY TiG novoTs ocVaTHUN TOOC
Oe0ddpov Pwxoéws xal Xtovpdxy Bulovtiov [...] xal émdiopfwlévtwy xota
yoouuny mapc o0 [...] Xovpuovliov Xaptopbloxos, Evog T@V EPEVEETOY TOD
elonuévov cvoTiuatog, TuToYE. Tod Kédotopog, Kwvotavtivodmoin 1830.
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ooy 0 GUVTOUO YEOVLXO SLAOTNUO 0L TOANEG GAAEG 0 OAN TN SLépExeLn
o0 19* oudva.* To étog éxdoong tng Eutépmng omoteAel xal To Ypovixd
6pL0 TNG LEAETYG oG, OEDOUEVOL OTL TOL [LOVGLXA YELPOYPOUPOL GUYLGTOVY TNV
%xoTeEOYNY LOTOPLXY TINYY YLO TOY EVTOTILOUO owBEVTIX0D LALXOD.

H perém tov @ovopldtixwy Tpoyoudtoy € emdPews (LoLOLXNS GL-
BaAAEL TOGO OTNY ATTOXATAOTOON TNG CQEYLXNG VTOGTACEWS TOLG, GGO Xo
OTN OXLOYPAPNOT TWY XOLVWVLXWY X. G. SESOUEVMY TTIOV ETEQEQOY TNV PO
VEPWON TOLG. ATO TN UE€YPL TOOSE EPELVA OTLG YELPOYPOYPES TINYES EXOLY
evtomiotel 429 @avopldtixo Tpoyoddtor xatoyeypouéve ot BulovTivi
TOPOONUOYTLXY]. LE AUPXETEC TEPLTTTWOELS OL XU TOYPOPES AVTEG GUVOIEVO-
VToL omtd TTOADTLUES TTANPOPOPLES, TTOL LU ETILTPETOLY VO TV TLOOVILE TOLG
OTLYOLEYOVG N TOLG GLVOETES TV TParyoLSLWY. Baatlduevol atig Tnyeg av-
Tég Do ETILXELPNOOLUE GTN GUVEYELD, OPOD TLG TTOPOLALATOVUE SLeE0odLxdTE-
o0, Vo SLUTUTIWGOVUE XATIOLEG TIPWTES LOPPOAOYLXES TUOATNPNOELS YLO TO
eld0g TWY PaVOELOTIXWY TEAYOLSLHOY.

A. Tvwotég mTnyéc®
Kawdweg

1. Kod. BPA 927, 18 ow. (v t€7.), yopti, 150x100 ytA., @¢. 86 ypapéag: T1é-
tpog Meromowwatog. Adyta povatxy g oA (pavoptdtixo Tporyoddto).

2. Kod. BPA 925, téA. 18 7 apy. 19 at., xopti, 160x110 ytA., @@. 82° yoopeé-
og: Nuenedpog Kavtoovdong. Adyto povatnd tng ToAng (@avoprdtixe: tpo-
Youdia %. &.).

4. T Tig EvTUTTEG GUANOYEG XOOULXNG LOVOLXNG TTOL TEQLAAUBEVOLY QOVAPLLTIXO T
youdtar BA. T SteEodxy) BLBAtoypaio Tov mpoogépet o I'ewdpyrog Xatlnbeodwpov,
BuBhoypapio tns Bulavtivic exxAnoactudic povouds, mepiodog A (1820-1899),
[Motpropyixd I8pvpa Matepinwy Meietwdv], Oscoorovixn 1998, o. 251-262, ™ Ayo-
TePO exTEVN OMAG aEtoonueiwt oto Osmanh Milsiki Literatiirii tarihi (History of Music
Literature During the Ottoman Period), Ekmeleddin Thsanoglu (emp.), Islam Tarih, Sanat
ve Kiiltiir Arastirma Merkezi, Kwvotavtivovmorn 2003, o. 166-170, xar g peAétes:
Murat Bardake1, Fener Beyleri'ne Tiirk sarkilari, exd. Pan, Kwvotovtivodmoan 1993-
Cem Behar, Musikiden Miizige — Osmanli/Tiirk Miizigi: Gelenek ve Modernlik, exd. Yapl
Kredi Yaymlari, Kwvotavtivoumoin 22008 (12005), o. 245-268, xow Fecdpytog H. Zpé-
e, H ebwtepu) povow) xon n Oewontieh tn¢ mpooéyyton, oadnuwoo. SdoxT. dto-
ToLBM, Tunua Movowxdy XZmouvdwy tov Havermotnuiov Abnvedy, Abvvae 2001 [AT6 ™
B€om awTH ELYOPLOTL TOY CLYYPUPED YLOL TNV TLOPOKWENON CVTLYOGPOL TNG].

5. Xpnotpomorobvror ot oxdrovbeg cuvtopoypapiec: BPA (BiBAtobvxn tng Povp.owt-
g Axadnpiog), EATA (EAMvixé Aoyoteyvixd xow lotopixd Apyeio), KME (Ké-
V10 Mixpaotortixwy Zmoudov).
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Kohd. EATA (ywpic tatvoptxd aptBpd), 19% at. (apy.: mhovoy 1. 1816), yop-
T, 190x120 yA., @@. 107 yoopéac: Evyéviog (aryviroTtwy Aoty atoLysiowy).
Aobyro povoixn e IIoAng (povopLdtixo Tporyoddio).

Kd. BPA 784, 19% ow. (opy.: mep. 1810-1812), yopti, 170x110 yLA., @@. 270
yoowéog: Nuxnpdpoc Kavtovvidpng. Adyia povotxy| g [oAng (@oavoptdrtixa
TPOYOUSLRL).

K8, Batoroudiov 1428 (cuAhoyn MeAmouévn), 19% or. (¢1. 1818-1820), yapr,
200x160 yLA., 6. €+417 ypopéag: Nunpdpog Kovtovvidpng. Adyto povoix g
[T6ANg (xLEiwC PoVoELETLXO TEOYOLBLA), TEaYOUSLO CEaPBLXE, TOLYYEVLXO %. G
K3, Tevvadeiov 231, 19% an. (mep. 1820-1830), yopti, 165x114 Y., @@. 80
yoopéac adnrog. Adylor povotx? tne [ToAng (xvpiwe @ovopLeTLno TEoyoHdLA).

Mepovwuévor pbida xow omopdyuota

7.

10.

Kod. BPA 653, 19% av. (apy.), @. 33-40™ ypopéag 4dnhog. Adyio povotxy
g TéAng (pavopLetixo Tporyoldio).

KME, 3. Powdeotnvod (P2), 19% av. (apy.), 0. 48° ypopéog adnrog. Abyro
povoxf tng IéAng (povapLdrtixo TpoyoLdio).

KMX, 8. Powdeotnvot (P1), 19% au. (apy.), 6. 16° ypapéog: Nixnedpog Ko-
vTouvLdpng. Adyta povotxy] g oA (@avopLdTixe Tpoyoddta).

Kod. Aoyetopiov 322, 19% or. (ep. 1825), . 93-96" ypoéag édnrog.’ Ab-
yioe povotx? tng IoAng (11 pavapidtixo Tpoyobdia tov Fpnyopiov TpwTo-
PéATou %o évor Gopxl).

B. Néeg mnyéd’

Kddwxeg

11.

12.

Kod., BKY 19/173, 19 ow. (aipy. mep. 1800), yopti, 180x120 yiA., ¢@. 160
yoopéag: TTétpog Buldvtiog. Adyio povoixd tng Toing (povapLetino tpo-
Youdia o €EL copnLd).
Kod., BKY 19/173, 19 ow. (aipy. mep. 1800), yopti, 180x120 yiA., ¢@. 160
yoopéag: TTétpog Buldvtiog. Adyio povoixd tng Toing (@ovapretino tpo-
Youdia o €EL copuLd).

[Mpoéxerton (owg yra wobnt) Tov I'onyopiov TpwToPditov: BA. Monydeng O. Ztdbrg,
To yewodypapo Bulavtvic povowng — Ayov Vpog, Katdldoyos meotypopixoc
TWY XELPOYOOPWY XWOXWY BUIOVTIVAS LOVGIXNS TWY ATOXEWEVWY €Y Tous PBAo-
Onxog Ty Iepdy Movdy xaw Exnrdy tov Ayiov Dpoug, T. 1, [18pvp.o Bulavtivig
Movaxoroyiog], Abva 1975, 0. 366.

Xopnotporotodvton oL cuvtopoypopiec BKY (Bipatobvxn Kowv. Wéyov) xor Al'm
(Apyeio Tpnyopiov TpwtoPdAtov) [LTTOGLANOYES Tng ZvAAOYHS Kwv. Féyov, Tlo-
veTLoTHULo ABnvedv].
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13.

14.

15.

K. 1. Mytpdémorng laciov 129, 19% . (¢1. 1813), yopti, 0. €+309° yooupé-
og: Numeopog Kavtovvidpng. Adyia povotxn tng [oing (xvpiwe @avoplett-
%0 TEOYOUSLAL), TEOYOUSLL 0EOPLXE, ToLYYEVIXO %. .

Kod. To. Etébn, 19° ar. (mep. 1820), yopti, 180x120 yA., @@. 47 yooupé-
og: Iwdvwng Kovtddpne. Adyro povotxy g [oAng (pavopletixo tporyoddia,
0oPALE %. Bi).

Kod. BKY 152/292, 19% ow. (¢1. 1827), yopti, 180x120 ytA., 0. 400 ypoupé-
og: Iwdvvng Tleromidng. Adyto povoiny] g [oAng (pavopietixo Tpoyoddia,
pmeoTédeg, Takipto xon coprLd).

Mepovowuévar poida xow oropdyuota

16.

17.

18.

19.

20.

21.

22.

23.

24.

Kwd. Tevadeiov 725, 18% av. (& tét.), @. 73", 74" yoapéog édnrog. Abo @a-
VOLETLXO TEOYOUSLAL.

SoA\. Wéyov, Apyeto Tpnyoptov mpwtoPpdArton, @éx. 3/76, 19% ou. (o Tét.),
0. 4 ypagpéog: Tonydplog mpwtoPditng. Adyta povotxy g Méing (pava-
OLTLXAL TEOYOUdLaL).

BRKY @éx. 3/81, 19% ow. (o tét.), . 4 yoopéoag: TonydpLog mpwtoddAtrg.
Abyra povorxd tng Toang (to %ot Tov Tewpyiov Zovtlov).

Kwd. Eevopwvtog 146, 19% ar. (1825), ¢. 140¥ ypopéag &dnrog. ‘Evo @ava-
oL TLXO0 TPorYoLSL Tov Tpnyoplov TEwWTOPdATOL.

K. Apyemioxomig Kompouv 33, 19% ar. (o Autov), @@. 3- ypopéog GdnAog.
Adbyron povoxr g TIoang (pavapLdrtixo Tporyoddta).

BRW @éx. 3/73, 19% ar. (o HuLov), o. 16° yoopéag &dnhog. Adyla povotnn
g MoAng (pavopLatixo Tporyoldia).

BKWY @dx. 3/89, 19% av. (o #utov), o. 16 ypapéog &dnrog. Adyta povotnn
g M6Ang (pavopLatixo Tporyoldia).

BKY @dx. 3/93, 19% at. (o Auiov), @@. & yoopéog 6dnhog. Adylar povotx
g MoAng (pavopLatixo Tporyobdio).

BRW @dx. 4/117, 19% av. (o Auiov), o. 16 yoapéog adnhog. Adyto povotnn
g MoAng (pavopLatixo Tporyoldia).

Tow 429 Tpoyobdior TOL TOPEASISOVTOL GTOL TTUPATIAVL YELPOYPOPOL UE TN

LOLGLYN XOTOYPOPT TOVG ELVOL OTNY TTAELOVOTNTE TOUS ONILELOYQOPNULUEVOL

oty «moAod LéED0d0».8 Avutd Tov awlovtor atn véo pébodo eivar xvping

"Etot ovopdleTtan To GTEVOYRAOLXOD YOEOXTAPO ONUELOYPAOLXS cbaTUe NG Bula-

VTLVNG EXXANCLOOTIXNG LOVOLXNG, TTOV NTaY OE YeNom amd tov 10° mepimov at. €wg
%ol T0 €106 1814, 6tay €Aafe xWE N ELOOYWYN TNG VERG AVOAVTLXTG GNUELOYOOPLOG
— Yot wg xal «Néow nébodog» avarvtixd BA. I'onydong ©. Etddne, H e&jynots
¢ madods Pulavtivig onuetoyoapiog, [18pvpa Bulavtivic Movotxoloyiog /
Meréta, 2], ABAvo 1993 (1978).
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Tporyoldia Tov 'pnyopiov TpwToddATov, eved excivar Tov amodidovTol oe
aAhovg ouvbéteg eivor eAdyrota. AveEdptnta amd ™ nébodo Tov axolovbel
7 ONUELOYPAPNOY] TV TEOYOLILWY, GTO XELPOYPOPO. TOVILETOL LOVO 1 TTRWTY
oTEOPY, %ol oL LTOAOLTIOL aTiyoL, dTay TTopatibevTon, TparyouvdlovvTon GOK-
PWVa UE TO LEAOG TNG.

To corpus twy 429 TparyoudLwy Uog ETLTEETEL, OTTWS oNuUeLwbnxe mo-
QPOTAVW, PLO OELPG OO HOPPOANOYLXES TOPOTNENOELS. PovopLdTixo TEO-
YOOSLOL CLYOVTWOYTOL OE PEYGAAY] TOLXLALOL porxaite)y, oANG o Lxpy) pLOpL-
XY *xOxAwY. PolveTol OTL OL LEAOTTOLOL, XOL XOT’ ETEXTOOLY OL YOOPELSG, NTAY
Waitepo eEOLXELWUEVOL PE TNV TTOLXIALOL TOV TPOTUXOD GUGTALNTOS, AGYW
NG KEYEGANG SOULXAG GUYYEVELOG YWY Xow paxoudy. Avtibeta, n oporoyia
TTOL YEVOLLOTIOLOVY Yo TOLG PLOULXOVE XVXAOVG, TOL OVGOVALL INAODY), TToL-
EOVLOLALEL PEYAAES aTtoXAlOELS, TTPOJLSOVTOG €TAL TN WIXEY YVHon Tovs. H
OULYTELTITLXY] TTAELOVOTNTOL TWY QAVUPLOTIXWY TEOYOLILWY Elvol 0 0VTOUAL
coPLAY, TTOPOTL ATIAYTOVY KO 0PLOUEVOL GE OOVYLEX, YIOVPOUX TEUOL, aXTOX
oeual, oeyxl x. &. ZUYVA o€ Eva TPoYoLdL oL Ypoupeig SiSovy SLopopeTinsd
0VOOVAL GTOV YoPoxTNELoUO Toug. H SLdpbpwaor toug eivar yevixd wixpc
ExTaoNG %ol SLLEPNG, EVE TO BeVTEPO LEPOG AELTOLPYEL OLGLUGTIXA, OTIWG
To uelay otor PYNTIXA €ldn Tng Adytag povaoixig g IléAng. Xto ueiay
xivnon Topoatneeiton ator LYNAGTEPR PLEPN TNG TTOPATAENS TOL UoXaULoD,
ploe peAwdiny xo0pd@woy dnAady. ‘Etol Aotmdy, plo tomixn @opuo Twy @o-
VOPLOTLXWY TEOYoLdLWY elvar 1 eENg:

1°¢ otiyog o peAwdixy yoouun + 3 LeAwdLKY YoouLun
2° gtiyog (ueicy) Y perwdixh Yoouun + 8 LeAwdixy YOoUUn

H ovémtuEn twv peAxdy toEwy eEoptdton dueoo omd T aTLYovEYLXY VTTO-
otaon xébe tparyoudod. o mapadetypa, Wtaitepo cvvnbiouévo eivar to
oo, Twv dbo 1560APwy oTiywy Tov GLYXEOTOVY Kliar otpoe?. H xdbe
OTEOPY LE TN OELPA TNG AVATTTOGOETOL OE TEGOEPELS LEAWSLUES YOOUUES TWV
ovo pétpwy M xdbe pio, ov omoleg axorovHody TN GLUTEPLPOPE TOL oL —
poxoutod, atov omolo owrixel To Tporyoldt. Evdewxtixnd eivor tar ox6AovOo
dvo mopadeiypoto:

[Tétpog Ieromovvhorog, (Apy.) TV oxAnodtis evar pdg uov, fog &
AéYETOG, oGy oeY%Ld, 0LGOVA coPLéy (xhd. BPA 927, ¢. 38Y):
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Tt oxkkn  pd mng el valr o o G oL

Fonydproc mpwtoPpdrtng, (Apy.) Mdvov eloaw mod xat’ &rog, Hyog
TA. o pBopLxde, pmeytdtt apopmdy, Toupté dovyéx (AR, @dx. 3/76, o. 3):

porplilo o o
i

T0 ov a & pa
n_tr# ° '} ud o o
APy ¢ o S R
‘(,‘)(D < } — i— — | )
ue T a Kpa ag
i Q |t|£ Py i Py e | |
l © S i i i . r I i g - \!
) — —— I
n %0 vn ns
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AN ovvnOng popey elvor 1 SLuepNg SLaEBPwaom vaw EXPEPETOL UE TO ATVW-
LETPO oMot Twv dD0 UEAWSIXWY QEdoewy V0o LETpwy M xdbe pla oto o
UEPOG, %Ol TOLWY PEACEWY dVO PETPWY GTo 3 UEPOG:

Métpa | o pépog B pépog oTiyog Tooryoldt
10 4 2+2+2 1500N.+8+8+7 | "Evag ebuoppos wiavitng
10 4 2+2+2 1500N.+8+8+7 | Toékete Epwteg Elare

AxOun, €vog eVIEXTIXGG TOTTOG TILO EXTEVODG QPOPULOG TIAVTA OTO TEAYOUV-
dtor, TwY oTolwy 1 UEAWSLXY OVATTUEY extelvetal oc eixool Uétpo. XTO
o UEPOS LTAPYOLY OVO0 UEAWOLXES YPOUWUUES TWY TECCAPWY UETPWY, TTOL
apoPOvY ToV TTPWTO 156VANB0, evd To B LE€POG eppavilel TEooEPELS LEAW-
OWXEG YOOUES, TWV dVO UETPWY Ol SV0 TPWTES 0L TWY TEGGAPWY oL V0
TeAevTaies. O Tpelg TPWTEG elvol Thvw oTtov 3eTtepo 1500AAaf0, eved 7
TETOPTY ETovoAopPavel To B nutotiyto:

Métpa | o pépog B pépog oTiyog Tooryobddt
20 A 2+2+4+4 1560 e Bog YvAdoyn ToAABY yopitwy
20 A 2+ 2+4+4 1560 e og e voape xape Sqt

TFpnydprog mpwrtoPpditng, (Apy.) Zvlloyn molldv yopirwy, Hxog
Boptd” ypwpotinds, eftlopd, copLdy (AR, @dx. 3/76, . 1):

Al: Xvlldoyn moAAGY yaplrwy
A2: o &va oduo va 6007
Blo: unt’ épavy

B1B:  wnt’ fxovcln

B2o:  unt’ xdv vo eirwbel

Fponydprog mpwtoPpartng, (Apy.) e ivodpe xdue Séqpt, Hyog TA. o,
oLp@ pmovcelix, coptdy (AT, @déx. 3/76, 2):

Al: I ivoopr xoue deqpt
A2:  dduo vor Tuopavveis
Blo: 1)y xopdior wod

B1B: o0& Aatpevet

B2a: vo @oveboeis dev movelg
B2B: ve povevoeis dev movelg
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AuTH N eTOVEANYN LEPOVS TOL TEAELTALOV GTIYOL UE SLOPOPETLXY LEAWDLXN
YOOUUT ATTOTEAEL EVOL [LOPPOAOYLXO GTOLYELO SAVELOUEVO OTTO TOL PWVNTLXA
eidn g obwpoviniic awAvg, xat ovopdletor vaxapat. To @ovouevo emo-
VOAMPEWY aTiywV 1 QEACEWY TOPATNEEITAL TE SLAPOPES LOPYES, XUTA TL
oToieg xVELOHTEE Elval 1 emovaAndm xabe otiyov pe TopoAioyy] ToL TEAEL-
Tolov PETPOV, TTOL AELTOLPYEL WG YEPLEX YLOL TNV ETTOUEVY PEAOY:

Tponydprog mpwtodpdrtng, (Apy.) "EAmla xoi mwéh éAnilw, fyog
TA. o oTtdBLog, yNodp pToLoEAix, ToLpTé douyEéx (xd)d. Tp. Btdbn, ¢. 2¥-3).
Kotéangn 1o

(% .
ALY o (4

Kotéangn 16

T v MEEAN

P T Wt DR Y e

KotdangEn 2a
- \.: ,‘a“
N N e o :
% g e T
Ton X o -3 N v ee ©

Kotéangn 26
w
- < T -

e % NN Q e
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Tponyobprog mpwtoPpditng, (Apy.) “Evac eduopopoc mAavitng, fiyog
A, 872, colxLép, 6o@Léy, otiyor NixoAdov Aoyddn (xohd. BKY 152/292, 6. 23).

KotéAngn 1o
sl UL TR

;f& e @17\ \ N Ve o e e ey

Kotéangn 16

b S Sl e % S R N

f < & @3, T e ot R

levixdtepa, N mowthopop@io ot SLapbpwan TwY EAVUELOTIXWY TEAYOLSLY
elvor peYGAn. OTwg ava@éphnxe xot Tapamave, VITAEYEL dupeon eEdptnon amd
TO UETOKO OYNUOL Xl TN GOWUY TOL TOLTLXOY XELUEVOD, OAAG TOUTO €V OLVE-
Taryetol 6Tl Evar Tporyoldt pe 1500A o Boug atiyovgs, yior mopdderypa, Oo Exet
™V (Otor HEALXT] OVATTTUEN PE Evar AN, TToV EXEL %ot avTo 15ovANeBovg oTi-
xouvg. Kabe ovvbétng eixe v ehevbepio voo xatootpiioel dmwe owtdg emtbo-
LoboE T PHEALXN avATTUEN xAbe TporyoLdLoD, eved N dpua aTo BEpa awTo dev
€bete xamoloug mepLopLapols. Hopatibevtor evdextid oL ToEoxATw EXSOYES:

Métpo | o pépog | B uépog oTiyog Tooryoddt

10 4 4+2 1560MAaBog "Exetc oS 1ov xaAlog vobpt

12 6 6 evororyég 8GUA. BAénw voi mos aupiBales
xow 7o0A.

16 10 6 evororyég 8GUA. Havdoudtwp v’ 6 Eowg
%o 700

16 A A evahhoyég 8cOA. Eig éva xallog Oavuaoctoy
%o 7o0A.

16 A bttt 4 x 80UA. 210 takeldt tiic {wijc nov

20 4+6 4+6 1500A.+8+8+7 x 2 | Me tag {wnpag axtivag

24 12 12 800N +1500A. Tog oetppvwy peiwdiog
xo 1560A. +800A.

28 4+5+5 5+5+4 evahhoyég 8oVA. T¢ mepupopor ablio
xow 7a0A.

ZTOVG «XAYOVES» TOU SLATLTIWONHAY KL TTEEQLYPAPNAOY TIRPATIAVE LTTAO-
xouy xou eEopeoels. Ilpdxettor yia Tor TPOryoUdLoL TTOL XOTOUTACCOVTIOL UEV
OTOL «<QPOVOPLWOTIXO», AAAG 0xOAOLOOVY TOUE XKAUVOVES [LOPPOAOYLXNG CGLULTIE-
OLPOPAC GAAWY ELSWY LEAOTIOLLOG, OTTWG TO XLAPL, TO UTEGTE, TO OYlD GEUAL
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%ol To ytovpovx ceudtr. H ovvletixy mapaywyy tov ewpyiov Zovtoov
elvol oTTOXAELOTIXE OTLG TTOPATIAVE POPUES TNG 0bwpovixNg ALANG, YEYOVOHS
110V Jev oLUPALVEL LE XOVEVOY OTTO TOLG AOLTTOVG GUYDETES, ETUOVLLOVS XOlL
ovOYLELOLG. Tor TPoYOUdLaL e POVOPLWTIXO GTiY0, TTOL TWLOVTAL OTO EXXAN-
OLOOTLXO. LOVOLXE YELPOYPOPXL, OXOAOLOOVY TOUE XOVOVES TWV TTOPATIOVG
etdwv. ATodideToL XL GE VTA 1) OVOULOGLOL «POVOLPLETLXOL TEOYOUdLO, BLO-
T, pe eEalpeon T LoLGLXY TOLG POPUA, TTANPOVY OAX TOL LTTOAOLTTOL XPLTNOLO
ToELvopnong oto eldog awTd: TOLNTIXG KELPEVO, XOLYWILXO TEPLBAAAOY GTO
omolo dnpLoveYNONxay, LEAOLEYOL XAT.

Fevixdtepor, Tor QOVOOLOTIXO TEOYOUOLO: SEYTNXOY ETLPPOES OO To
PwyNTXd €idn g obwpoavixng AvAng, L8iwg amd 1o capxi, YLo TO 0moio
oLVAYETAL OTL OTTOTEAEGE XOL TO HOPPOAOYLXO Tovg TpdTuTo. HToy To MO
OOVTOUO XOL TLO «EAAPEV» OTTO To GAACL (3T, xOL TO OVGOUAL TTOV TTPOTL-
povton e ot (Slonpoc éwg xor dexamevtdonuoc), Buouilovy o TOAD To
POVOPLWOTLXOL OE OYEOT UE TLG EXTEVELG OLUVDETELS, OL OTTOlES X PNOLLOTTOLOVY
pvbutxolg xOxAovg, oL Eextvoly ATl TOLG EiXOO0L YTUTOVE XAl PTEVOLY
LEYPL TOLG EXATOV Elx0aL 0xTw. EEAANOL, g «aopxLd» yopoxtnellovy otny
%xeQaAida ot oLYYPaQEeig g Ilavdwpag® To TEPLOGATEPD PAVOPLLTLXAL TOO-
Youdta. Avtifeta, amo Tic XELPOYPAPES CLANOYEG ASITTOVY TTOPOUOLEG COUPELS
ETLONUAVOELS, PE €ERLPEON TIC XATOYQUPES COPXLDY TOVEXWY CLYOETWY,
OANG o Tor VO TTOPAXATL TEOYOVSLOL:

o) Poaot copxi, (Apy.) EZxlnod pov toyn Eleog, Nixnedpov Kavtov-
vidon, fyog TA. &, co@Ldy, atiyol Nuxnedpov Kavtovvidpn (x8. BPA 784, ¢. 70,
ot Batomodiov 1428, o. 300).

B) Nioopmovpéx copxi, (Apy.) Txovoviéo cayyaidwi, Tewpyiov Zov-
Toov, MX0g TA. &, coQLéy Pxpdy, otiyol Tewpyiov Zovtoov (xwd. BPA 784,
¢. 173", I. Mytp. Tawsiov 129, . 329, xow Batorwoudiov 1428, 0. 342).

EvtoVtolg, mapd Tl avewtépw £mLpPoEc, Tor Tpoyoddior awTté xabopioTrnxo
omd ™ petofulovtivy LeAoTOLo, OTO XAlpor TG omolag yevwiinxay xou
avbnoay. O YoEOXTAPOG TOL HEAOVG TWV QAVOOLETIXWY TEOYOLSLWY TEO-
oldLalel oe QWTO TOL COVTOUOL CTLYMNEXELXOV 1] TOL CPYOV ELPUOAOYLXOV
LEAOLG TNG EXXANOLOOTIXNG LOVOLXG, EVIOC TWVY GTEVWY 0pLwY TAVTOTE TV
OUYXEXQULEVWY GTROPLXWY YLOLOUATWY. Kdbe cuAafBn expépeton pe dVo

9. H Havddpa 7jtot cLAAOYY Ex TOV VEWTEQWY xal NOVTEPWY EEWTEOIXGY UEABY |...]
elc Ty véay tijc povoxic uébodoy mape Ocoddpov wara Iapdoyov Pwxadwe,
2 7., %. €., Kovotavtivodmoln 1843-1846.
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EWG TETOEPELG PWYNTLXOVS YOPOXTNPES. LuVNBwg Eodedel V0 Ypdvoug, eved
oLYVO Elvo TO POLYOUEVO Ulor GUAAABY] VO XOTaACUBAVEL TOELONLLGL XPOVOLG
obppwva pe To eEng oy

(Apy.) "Exetgs @pdd¢ pouv xdAAog voipl, fiyog &', oeYrLéy, ToLOTE VTOUYLEX.

D) \ o—
E YEWS PO

(Apy.) “Evac eBuoppog mtlavitng, fixog 8%, oolxLé, copLiy.
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E vag

(Apy.) ZvAloyn moAdAdy yopltwy, fyog Bapdd ypwpotixds, eftlood, copLay.
%’l’%;%—’—l

o Aro

(Apy.) Hovdapdrwp v’ 6 Eows, Hyog & petd (oY, Lovatedp, ToLpTé SouYéx.
N4 — —

g é ﬁ | -
5] — —
TIa voa

(Apy.) "EAmilo xai o éAmilw, hyog TA. of omdblog, ynodp PTOLGEAIX, TOLPTE

Jdovyéx.
H| ‘ ——
[ I I I I I ]
@5 gi I ]
[y ' \
n oV

Xe TOAN) OTAVLIEG TTEPLTITWOELS EETIEPVAEL TLG TETOEPELS GUANXPBES, OTTWG GTO
Tpoyoudt (Apy.) T¢ wepupopa &bAlo, 6to omoio @Tével Tig EEL:

(Apy.) T¢ mepupope: dOAie, fiyog &', povotedp, dovyéx.
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\\QJ)} I =] =] [T U [ [ 1 [ ]
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ANNO eVOLOQPEPOY GTOLYELD, TTOV TAPATEUTIEL GTO TEPLBAAAOY TNG EXXANTLO-
OTLXNG LOLOLYNG, EIVOL N TTAVTEANG atovaia x&moLlov xobapd opyavixod pé-
QOVLG, T ). ELOOYWYN 7 YEQLEA. ALTO 0d1Yel oT0 cvpuTEpaopo 6Tl TTLhovoy
TEAYOLILOTOY YWELE TN CLVOSELNL POVOLXWDY 0PYAVWY, N TOLAGYLGTOY CVTY
dev xpwotow amapaltTy. Kot todTto cuviotd pion oopn Stopopomoinon amd
Tor wynTxd €idn ™g obwpavixnig AvAng, To. oTTolor TEPLEYOLY OPYAVLXA
LEEY EITE WG ELOAYWYES, EITE WG YEPLEES. ALTTLYWC, dev LTTdEYEL Stobéotun
xoplor AUEDY | EUUEDT] TTANPOMOPLO YLOL TO CATNULOL TNG OQYAVLXTG CLVOJELOG
OTOL POVOPLOTIXO, aY XOL EVOL YVWOTH OTL OPLOUEVOL aTtd TOLG OLYDETEG
toug (ITétpog [eromovvriorog, ldxwBog Tpwtohdtng, ITétpog Buldvtiog xon
TonydpLog TepwToP&ATng), %ot amd TOLS OTLYOLEYOVS OTWadYToTE 0 Abo-
VE6L0g XPLOTOTTOLAOG, NTUY YELPLOTES LOVOLUWY 0QYOVLV.

Avoxearotdvovtag: Katd to § utad tov 18 xot 1o o pLad tov 19 . 0
eEANANVLXY avedTEEY TAEY, ToL elxe NON apyloel vo oxnuatiletal, avalntnos
exppooTxéc dleEGSoug péow g dnuLovpYiog evdg AdyLov povaoLxod eldoug,
EXTOG TNG EXXANCLOGTIXNG LOVOLXNG, OAAG EVTOG TOL oaBnTIXo) TAoLaiov
NG TUTPWOG LOLOLXNG xAnpovouLds. H dtéEodog auty, petakd AvatoAng xou
Adorg, dev Ntoy dAAY amtd ™) SLop0PE®WGT TOL E(SOLE TWY PUVOPLOTLXWY
TEOYOLILKY.

0 18% at., pe Tig 0AAYEG TTOL ETULPEPEL OE GLVSVOGUY PE TOV dLYO-
ULOPO, TNV EEWOTREPELO X0 TOLG VEOUS TTPOCUYOTOALGULOVS TOU DTTGSOLAOL
I'évoug, 6mwg emiong xaL TNy TAOVGOLA TAEOV GNUELOYPOPNUEVY TIOPAS00N
OTO XALLOL TNG TPOTILXNG LOLOLXNG, dNULOVEYOVOE TLg TPoLTOOETELS YL ULa
ebvixn ASYLoL LOLGLXY] OVOTOALXOD YOROXTNPOL. XTO VEO €AANVLXG %PATOG
70 altuor Tl amoavtiinxe pe T odvbeon €pywy, Ttor omolo Stébetay Ta
XOPLOL LOPPOAOYLXEL YOPOXTNELOTLXA TNG OVTIXNG AGYLOS LOVGLUNG, AN e
ToLxiACL (LG N LEYGAO e davelor artd Ty eEAANVLX Ttopddooan.t? To
POVOPLOTLXO TEOYODSLOL TTREPELVOLY L0 EAGYLOTOL PWTLOUEYT KO LDTTOTLUY-
UEVYT TTTUYN TNG VEOEAANLXNG XOAALTEYYLXNG SNULOLEYLOG.

10.  BA. oyetxd Orvpmio ®pdyxov-Foyoraidn, H EOvixy; XyoAi Movoudic: TpoBA%-
uoto I1deoroyiag, [1dpvpo Mecoyetoxwv Meetodv], Abiva 1990.



[Tétpog o Mehomovviotog, AauoddpLog Tov TatELoytxol voob (B pwod 18 o).
K&, Mey. Aadpag © 178, @. 2 (é1. 1815).
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