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CUVANT INAINTE

Proiectele de cercetare care pun in valoare muzica bizantind sunt destul de
putine in prezent, beneficiind foarte rar de finantare consistenta ori vizibilitate
nationala. Incd de la intemeierea Asociatiei REVIVART in anul 2021 ca entitate juridica
orientata spre muzica si culturd, profesorii specializarii Muzicd bizantind din cadrul
Universitatii Nationale de Muzica din Bucuresti (UNMB) au reusit sa acceseze cateva
granturi nerambursabile In urma participarii la competitiile de propuneri editoriale si
culturale organizate de Administratia Fondului Cultural National (AFCN). Drept
urmare, intre 2021 si 2023 au fost implementate trei proiecte de anvergura care s-au
adresat iubitorilor muzicii sacre: interpreti, cercetatori, muzicologi sau simpatizanti ai
genului. Dupa publicarea in 2021 a tezei mele de doctorat despre irmoasele calofonice?,
elaborata sub coordonarea domnului prof.univ.dr.habil. Nicolae Gheorghita, proiectul
AFCN din anul 2022 a vizat recuperarea unor cantdri din notatii vechi, organizarea a
douazeci de ateliere de muzica si paleografie bizantind, sustinerea unor concerte de
muzica sacra si editarea de carte? si CD3.

In 2023, Asociatia REVIVART, in parteneriat cu UNMB si Centrul de studii asupra
muzicilor secolului al XIX-lea (CNCMS), a continuat eforturile de investigare a
fondurilor muzicale si de popularizare a pieselor greu accesibile. Astfel, intre lunile
iunie si noiembrie 2023, entitatile mentionate au derulat proiectul Sisteme ermetice
muzicale si necesitati ermeneutice (SEMINE), care a avut ca finalitate dezambiguizarea si
reintroducerea in circuitul interpretativ a unor repertorii captive in trei sisteme de
notatie muzicala utilizate intre sfarsitul sec. XVII si jumatatea sec. XIX (notatia
kieveana, notatia alfabeticd a lui Petru Efesiul si notatia neumatica a lui Gheorghios
Lesvios). Participantii la activitdtile proiectului au putut accesa nu mai putin de 40 de
ore de activitati interactive in mediul online: doudzeci de ateliere de tip ,,a doua sansa”
sub conducerea dr. Stefan Aurel Stefan, menite sa-i initieze pe incepatori In muzica

occidentald si cea bizantind, zece ateliere de interpretare muzicala informata istoric,

1 Vezi Catdlin Cerndtescu, Traditia muzicald a irmoaselor calofonice de limbd romdnd intre secolele XVIII si
XXI, Editura Universitatii Nationale de Muzicd Bucuresti, 2021.

2 Catalin Cernatescu, Irmoasele calofonice: catalog analitic, exighisire, transcriere si romdnire, Editura
Universitatii Nationale de Muzica Bucuresti, 2022. Volumul este disponibil online pe site-ul CNCMS:
https://unmb.ro/cncms/publicatii/irmoasele-calofonice-catalog-analitic-exighisire-transcriere-si-
romanire/.

3 Byzantine Choir Psalmodia, Kalophonic Heirmoi. 17th-19th Century. CD-ul se gaseste in format digital
pe platforma CNCMS: https://unmb.ro/cncms/publicatii/cd-kalophonic-heirmoi-17th-19th-centuryy/.
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sustinute de arhid.conf.univ.dr. Gabriel Constantin Oprea de la UNMB, si alte zece
ateliere de familiarizare cu sisteme muzicale , ermetice”, coordonate de Maria Takala-
Roszczenko de la Facultatea de Teologie a Universitatii din Finlanda de Est si dr.
Catdlin Cerndtescu de la UNMB. Toate atelierele au fost publicate sub forma de resurse
educationale deschise pe canalul Youtube al Asociatiei REVIVART
(https://youtube.com/@asociatiarevivart), constituind o arhivd consistentda de
informare in sfera teoriei muzicii bizantine si un instrument auxiliar de educatie
muzicald pentru cei care doresc sa se familiarizeze cu sistemele de notatie in care a
circulat de-a lungul vremii cantul ortodox.

Pentru realizarea activitatilor de cercetare prevazute in planul de implementare,
echipa coordonata de muzicologul Nicolae Gheorghita a investigat documente
muzicale din cateva zeci de biblioteci din tard si strainatate, comparand diverse
versiuni ale pieselor care au constituit obiectul reconstituirii sonore. Accesul la o
varietate de surse (manuscrise si tiparituri muzicale si teoretice) a facut posibild
intelegerea si decriptarea corecta a pieselor notate in semiografiile iesite din uz, care
au fost abordate in cadrul atelierelor de interpretare muzicald informata istoric.

Obiectivul principal al cercetdrii l-a reprezentat exighisirea si popularizarea
unor cantdri din Antologhionul alfabetic al lui Petru Efesiul, tipdrit in 1832 la Bucuresti.
Cu toate ca o parte din repertoriile prezente in volum au fost publicate in anul 2019 de
catre muzicologul Emmanouil Giannopoulos*, versiunile alfabetice sunt usor distincte
de cele din sursele chrysantice, Efesiul optand pentru notarea analitica a formulelor
muzicale si, uneori, pentru rescrierea unor pasaje ample. Colectia este deosebit de
importantd atat pentru intelegerea unor preferinte de ornamentare, pe care se pare cad
Efesiul le-a transmis si discipolilor sdi, cat si pentru observarea modului de raportare
a unui muzician important la structurile muzicii bizantine. In cadrul proiectului
SEMNE au fost descifrate cantdrile dintre filele 4 si 140 ale tipariturii, reprezentand
aproximativ 274 de pagini muzicale exighisite, ortografiate si transcrise din sistemul
alfabetic in cel chrysanthic®. Am ales sa transpun cantarile alfabetice In Noua Metoda
mai intai fiindcad publicul cdruia i se adreseaza volumul este familiarizat cu acest din
urma sistem de notatie, apoi fiindca Efesiul insusi a revenit In ultimii ani ai vietii la
notatia promovata de cei Trei Dascali.

Zece dintre piesele exighisite au fost traduse in limba romana si descifrate in

cadrul atelierelor de interpretare muzicala informata istoric, constituind si repertoriul

4+ Emmanouil Giannopoulos, I[1étpov MavovnA Epeciov (11840) IToAvéAeor kat exAoyéc avaotdoiua
cwBwa doéaotika, Salonic, 2019.
5 Cele aproape 100 de file rdamase vor fi publicate ulterior intr-un volum secund, Impreund cu

Calofoniconul alfabetic (ms. gr. Xiropotamu 415).
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obligatoriu pentru Concursul national de interpretare a muzicii bizantine ,Glasurile
stranei”. Aceste traduceri au fost publicate la sfarsitul volumului.

Alte zece cantdri de limba greaca au fost valorificate prin imprimare pe CD in
interpretarea corului academic Psalmodia al Universitatii Nationale de Muzica din
Bucuresti.

Este apreciabil faptul ca, dupa publicarea in acest an a Irmologhionului calofonic
al parintelui Macarie leromonahul (1750/63-1836), colectia de fata apare tot sub egida
Centrului de studii asupra muzicilor secolului al XIX-lea, consolidand astfel o ruta

distinctd de cercetare, adiacenta celor deja consacrate prin activitatea centrului.






FOREWORD

Research projects aiming to highlight Byzantine music are currently quite few,
rarely benefiting from consistent funding or national visibility. Since the foundation of
REVIVART Association in 2021 as a legal entity oriented towards music and culture,
professors of the Byzantine Music specialization from the National University of Music
in Bucharest (UNMB) have managed to access several non-refundable grants following
their participation in competitions for editorial and cultural proposals organized by
the Administration of the National Cultural Fund (AFCN). As a result, between 2021
and 2023, three large-scale projects were implemented, targeting dedicated devotees
of sacred music: performers, researchers, musicologists, and sympathizers of the
genre. After the publication in 2021 of my doctoral thesis on kalophonic heirmoi! ,
written under the supervision of Professor Nicolae Gheorghita, the AFCN project of
2022 aimed at recovering chants from old notations, organizing twenty workshops on
Byzantine music and paleography, holding concerts of sacred music and publishing a
book? and a CD?.

In 2023, the REVIVART Association, in partnership with UNMB and the Centre
for Nineteenth-Century Music Studies (CNCMS), continued its efforts to investigate
musical collections and to popularize hard-to-reach chants. Thus, between June and
November 2023, these entities ran the project Hermetic Musical Systems and
Hermeneutical Necessities, which focused on disambiguating and reintroducing into the
performing circuit some repertoire captured in three systems of musical notation used
from the end of the 17th century to mid-19th century (the Kievan notation, the
alphabetic system of Petros Ephesios and the neumatic notation of Georgios Lesvios).

Participants in the project's activities were able to access no less than 40 hours of

1 See Catdlin Cernatescu, Traditia muzicald a irmoaselor calofonice de limbd romdnd intre secolele XVIII si XXI
[The Musical Tradition of the Kalophonic Heirmoi in Romanian Language (18th-21st Century)],
Editura Universitatii Nationale de Muzica Bucuresti, Bucharest, 2021.

2 Catdlin Cernatescu, Irmoasele calofonice: catalog analitic, exighisire, transcriere si romdnire [Kalophonic
Heirmoi: Analytical Catalogue, Exegesis, Transcription and Romanianization], National University of
Music Publishing House, Bucharest, 2022. The volume is available online on the CNCMS website:
https://unmb.ro/cncms/publicatii/irmoasele-calofonice-catalog-analitic-exighisire-transcriere-si-
romanire/.

3 Byzantine Choir Psalmodia, Kalophonic Heirmoi. 17th-19th Century. The CD is available in digital
format on the CNCMS platform: https://unmb.ro/cncms/publicatii/cd-kalophonic-heirmoi-17th-19th-
centuryy/.
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interactive online activities: twenty "Second Chance" workshops led by PhD Stefan
Aurel Stefan, designed to introduce beginners to Western and Byzantine music, ten
historically informed music performance workshops led by Archdeacon Associate
Professor PhD Gabriel Constantin Oprea from UNMB, and ten workshops for
familiarizing with "hermetic" musical systems, coordinated by Assistant Professor
PhD Maria Takala-Roszczenko from the School of Theology of the University of
Eastern Finland and PhD Catalin Cerndtescu from UNMB. All workshops have been
published as open educational resources on the Youtube channel of REVIVART
Association (https://youtube.com/@asociatiarevivart), constituting a consistent archive
of information in the sphere of Byzantine music theory and an auxiliary musical
education tool for those who wish to become familiar with the notation systems
specific to Orthodox chant.

To carry out the research activities foreseen in the implementation plan, the
team coordinated by Professor Nicolae Gheorghita investigated musical documents
from several dozen libraries in the country and abroad, comparing various versions of
the chants that were the object of the sound reconstruction. Access to a variety of
sources (manuscripts and musical and theoretical prints) facilitated the correct
understanding and deciphering of the chants written in the out-of-use musical
systems, which were addressed in workshops on historically informed musical
interpretation.

The main objective of the research was the exegesis and popularization of some
hymns from the alphabetical Anthology of Petros Ephesios, printed in 1832 in
Bucharest. Although some of the repertories in the volume were published in 2019 by
musicologist Emmanouil Giannopoulos?, the alphabetical versions are slightly
different from those in Chrysanthine sources, Ephesios opting for analytical notation
of musical formulas and sometimes rewriting large passages. The collection is
particularly important both for understanding certain preferences of ornamentation,
which Ephesios seems to have passed on to his disciples, and for observing the way an
important musician related to the structures of Byzantine music. Within the
framework of the project, the chants between folios 4 and 140 of the print were
deciphered, representing approximately 274 pages of music exegeted, arranged and
transcribed from the alphabetical system into the Chrysanthine one®. I chose to
transpose the alphabetical chants into the New Method first because the intended

4+ Emmanouil Giannopoulos, I[1étpov MavovnA Epeciov (11840) IToAvéAeol kat exAoyéc avaotdoiua
cwBwa 6oéaotika, Thessaloniki, 2019.
5 The remaining 100 folios will be published subsequently in a second volume, along with the

alphabetical Kalophonicon (Greek MS Xiropotamou 415).
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audience is familiar with the latter system of notation, and second because Ephesios
himself returned to the system promoted by the Three Teachers in the last years of his
life.

From the exegeted chants, ten were translated into Romanian and deciphered
during the historically informed performance workshops, also constituting the
required repertoire for the National Competition of Byzantine Music Interpretation "The
Voices of the Lectern”. These translations are published at the end of the volume.

Another ten chants in Greek have been valorized by being recorded on CD
in the interpretation of the Psalmodia academic choir of the National University of
Music in Bucharest.

It is appreciable that, after publishing in this year the Kalophonic Heirmologion
of Macarie the Hieromonk (1750/63-1836), the present collection also appears under
the aegis of the Centre for Nineteenth-Century Music Studies, thus consolidating a
distinct research route, adjacent to those already established through the Centre's

activity.






O DECODIFICARE ISTORICA
A ANTOLOGHIONULUI ALFABETIC AL LUI PETRU EFESIUL

Dupa caderea Constantinopolului, muzicienii ecleziastici care activau in sfera
cantului sacru ortodox au inceput sa discute despre necesitatea dezvoltarii unui sistem
semiografic mai explicit, capabil sa Inregistreze vizual cat mai multa informatie
sonord. Pana spre sfarsitul secolului al XVIIl-lea, tendintele de dezambiguizare a
notatiei muzicale bizantine au dat nastere unor abordari teoretice novatoare, unele
dintre acestea propunand parasirea definitiva a sistemului neumatic traditional si
adoptarea unor noi sisteme de notatie. Apogeul acestor framantari a fost atins la
inceputul secolului al XIX-lea, cand trei muzicieni din capitala fostului Imperiu
Otoman au simplificat considerabil maniera de intelegere a semiografiei, producand
,reforma chrysanthicd”, botezata astfel dupa Chrysanthos de Madyt, teoreticianul
principal al ,Noii Metode”.

Ambiguitatea incd prezentd in unele aspecte ale notatiei chrysantice, mai ales in
ceea ce priveste formulele notate stenografic, caracterele de expresie, calitatea unor
intervale sau mobilitatea treptelor, i-a determinat pe unii muzicieni sa continue
cdutarile pentru aflarea sistemului perfect. Astfel, pand la jumatatea secolului XIX, alte
doua notatii si-au facut aparitia (sistemele lui Gheorghios Lesvios si Petru Efesiul),
inventatorii acestora Incercand sa-i converteasca pe utilizatorii metodei chrysanthice
la noile modele semiografice. Lovindu-se de atitudinile conservatoare ale interpretilor
si neavand sustinerea unanima a conducatorilor Bisericii, aceste notatii nu au cunoscut

popularitatea dorita.

Sistemul muzical alfabetic al lui Petru Efesiul
Unul dintre cele mai complexe sisteme de notatie muzicala de la jumadtatea
secolului al XIX-lea este cel alfabetic al lui Petru Efesiull. Dezvoltat catre anul 1830 si

avand probabil la bazd notatia similard a lui Agapios Paliermos® care murise la

1 O bio-ergografie extinsa a lui Petru Efesiul poate fi consultata in volumul publicat in anul 2019 de
profesorul si cercetatorul Emmanouil Giannopoulos (I1étpov MavoviA Epeciov (11840). [loAvéAeor kat
ekAoyéc avaotaciua ewbwa, doéaotikd). Descrierea sistemului sau alfabetic este realizatd pentru
prima data Intr-o maniera clara de Grigorios Stathis (Vezi , I Sistemi Alfabetici di Scrittura Musicale per
Scrivere la Musica Bizantina nel Periodo 1790-1850”, in Klironomia 4 B’, Institutul Patriarhial de Studii
Patristice, Salonic, 1972, p. 367-371).

2 Flora Kritikou, ,, Accepting or rejecting liturgical rules in the Ecumenical Patriarchate of Constantinople
in the 18th century. Attempts at Notational Reform: The case of Agapios Paliermos and Jacob the
Protopsaltes”, In Musicology Papers, vol. 28, 2013, p. 54.
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Bucuresti 15 ani mai devreme (1815), modelul semiografic alfabetic releva o precizie a
partiturii rar intalnitd in notatiile neumatice’, surprinzand cu acuratete toate straturile
pe care le contine cantarea vocald psaltica: melodia, ritmul si expresia.

Un codice din Biblioteca Academiei Romane din Bucuresti, ms. rom. 4402,
furnizeaza , cheia” sistemului*. Plansele aflate intre ff. 328v si 330v ale manuscrisului
contin 18 scdri muzicale de baza si derivate ale acestora, precum si unele explicatii
privind modul de organizare a sistemului. Efesiul utilizeaza literele alfabetului grecesc
de la a (pentru di grav) pand la  (pentru Zo), pe care le rearanjeaza sau le combina
pentru a obtine restul sunetelor din registrul grav si din cel acut. Astfel, configuratia
scarii tuturor treptelor naturale si alterate permite utilizarea unui registru de doua

octave si o sextd, din Ni grav pana in Ke acut.

A9 NN N9 2 Vv =6 r A% 2 Ve eg 7 AR
yom o6 ¢ A 4 oA G % WA G %W g 5 WA G
A e C Z o BT A e C Z n 6 t ww P d A C

Distantele dintre doua trepte aldturate arata existenta a patru tipuri de intervale
posibile: sfertul de ton, tonul de doua sectiuni (semitonul), tonul de trei sectiuni
(triimitonul) si tonul de patru sectiuni. De exemplu, tonul Ni-Pa are 4 sectiuni, Pa-
Vu, 3 sectiuni, iar Vu-Ga, 2 sectiuni. Pentru a nota precis fiecare sunet, Efesiul adauga
literele grecesti p, v si & la finalul denumirilor notelor, astfel incat Ni alterat ascendent
cu un sfert de ton devine vnu, Pa urcat cu un semiton devine nav, iar Ga alterat
ascendent cu trei sferturi de ton devine ya¢, celelalte trepte urmand acelasi model.
Pentru fiecare sfert de ton adaugat unei trepte, literelor li se asaza deasupra cate un
punct. Un aspect esential este lipsa simbolurilor pentru treptele alterate descendent,
asa incat sistemul se bazeaza pe enarmonia treptelor. De pildd, pentru a nota treapta
Zo agem este utilizatd nota xep, adica Ke alterat ascendent cu un sfert de ton.

In baza posibilitatilor de aranjare a inaltimilor sunetelor apar structuri modale
caracteristice, organizate in scdri extinse. In mod interesant, ucenicul lui Efesiul, Anton
Pann (1796/7-1854), foloseste aceleasi scari muzicale in theoretikonul sdu, publicat in

1845°. Singura diferentd consta in prezentarea lor sub forma de scari octaviante.

3 Vezi si studiul ,Some Remarks on Petros Ephesios” Heirmologion Kalophonikon in Alphabetic Notation”,
in Series Musicologica Balcanica 4, 2023, p. 204-220
(https://ejournals.lib.auth.gr/smb/article/view/8104/9058, accesat in data de 18.9.2023).

4 Un codex similar este pdstrat In biblioteca manastirii Xiropotamu la cota 401. Vezi Achilleas
Chaldeeakes (ed.), ,,...tiun mpoc tov diddokatov..”. Exppacn dyanne 610 mpoowno 100 kaOnyntov
T'pnyopiov ©. Xtd0n, Atena, 2001, p. 494.

5 Anton Pann, Bazul teoretic si practic al muzicii bisericesti sau gramatica melodicd, Bucuresti, 1845.
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Ehul Scari Petru Efesiul Scari Anton Pann
Ehul I 3 2 4 4 3 2 4 3 2 4 4 3 2 4
' Pa Vu Ga Di Ke Zo Ni Pa Pa Vu Ga Di Ke Zo Ni Pa
plagalul ehului l (22 sectiuni) (22 sectiuni)
2 4 2 4 2 4 2 34 2 4 3 4 2
Ehul I Ni Pa Vu Ga Di Ke Zo Ni Ni Pa Vu Ga Di Ke Zo Ni
(20 sectiuni®) (22 sectiuni)
4 4 1 4 4 1 4 4 4 1 4 4 1 4
Ehul IIT Ni Pa Vu Ga Di Ke Zo Ni Ni Pa Vu Ga Di Ke Zo Ni
(22 sectiuni) (22 sectiuni)
Ehul TV, .4 3 2 4 ‘4 3 2 ‘ .4 3 2 4 ‘4 3 2 ‘
Ni Pa Vu Ga Di Ke Zo Ni Ni Pa Vu Ga Di Ke Zo Ni
plagalul ehului IV o o
(22 sectiuni) (22 sectiuni)
2 6 1 4 2 61 2 6 1 4 2 61
Plagalul ehului IT Pa Vu Ga Di Ke Zo Ni Pa Pa Vu Ga Di Ke Zo Ni Pa
(22 sectiuni) (22 sectiuni)
2 4 3 2 4 4 3 2 4 3 2 4 4 3
Ehul varys ZoNi Pa Vu Ga Di Ke Zo ZoNi Pa Vu Ga Di Ke Zo

(22 sectiuni)

(22 sectiuni)

Notele din sistemul lui Petru Efesiul, exprimate prin literele alfabetului grecesc
si reprezentand indltimi muzicale exacte, se sprijind pe un fel de paranteze drepte
situate pe orizontald, numite ore (Ib. gr.: woau). Fiecare ora dureaza un timp, cu exceptia
situatiei In care piciorul stang al acesteia are una, doua sau trei liniute suplimentare,

caz In care numarul timpilor este direct proportional cu numarul acestora.

Simbolul metric din notatia alfabetica Durata timpului muzical

M 1 timp
m 1 m 2 timpi
m—1m 3 timpi
mr—1mr 4 timpi

¢ Respectand modelul constantinopolitan de aranjare a intervalelor dupa principiul inldntuirii difoniilor
(Vezi Chrysanthos de Madyt, Ewoaywyn eic 1o Oewpntixov kar MPakTikoy TG eKKANOLaoTIKNG
uovotkncg, Paris, 1821, p. 31), Efesiul obtine si el o scarad heptacordicd, dar una infra-octaviantd, de numai
20 de sectiuni. Anton Pann, sesizand faptul ca cele doud capete ale scarii nu formeaza un interval de

octava perfectd, modificd intervalele In asa fel incat sd totalizeze 22 de sectiuni.
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Deasupra unei ore simple se pot aseza de la una pana la patru note muzicale,
timpul fiind impartit in mod egal intre acestea. Astfel, doud note scrise deasupra unei
ore indica doua optimi (doua jumatati de timp), trei note - un triolet (trei parti egale de
timp), patru note - patru saisprezecimi (patru sferturi de timp). O ora fard nicio nota

aratd prelungirea sunetului anterior cu un timp.

Diviziunile ritmice in notatie alfabetica Corespondentele in notatie occidentala
A A
1
AZA S
1

ipp
frpr

]CD

Utilizarea sunetelor din primul tetracord al scarii lui Efesiul (ni-ga din registrul
grav), determind scrierea lor dedesubtul unei ore rasturnate, pentru a le deosebi de
celelalte patru care au o denumire similara (A,e G, Z).

| I
Z

Atunci cand melodia moduleaza, ca urmare a efectului unei fthorale, inaltimea
reald a sunetului se noteaza sub ora, iar noua denumire a treptei se va scrie deasupra

acesteia.

A

1
Z

Diviziunile temporale inegale apar atunci cand notele sunt insotite de unul sau
doua puncte de augmentare. Doud note separate de un punct aratd un raport temporal
inegal de 2:1, prima nota avand doud treimi de timp iar cea de-a doua, o treime.
Inserarea a doua puncte intre cele doud note indica un raport de 3:1, adica trei sferturi
de timp pentru prima notd si un sfert pentru cea de-a doua. In cazul trioletelor,
sistemul utilizeaza un singur punct care se poate scrie dupa oricare dintre cele trei note
care compun formula. Nota care are In dreapta sa punctul de augmentare dureaza

jumatate de timp, iar celelalte doua cate un sfert de timp fiecare.

Diviziunile ritmice in notatie alfabetica Corespondentele in notatie occidentala

7 g 30

JJ)
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;

®
J1
N

)
J1
N

Tz
SIS

Tempoul este precizat prin folosirea cifrelor arabe de la 1 pand la 4, 1
reprezentand cea mai rapidd viteza de executie, specifica recitativului, iar 4 descriind
cel mai lent tempo, folosit cu precadere in papadicul , pe larg”.

Poate cea mai semnificativa noutate adusa de Petru Efesiul prin intermediul
notatiei alfabetice este corpusul de noud simboluri de expresie, menite sd reflecte
probabil felul in care se executa muzica bizantind in epocd, ori, cel putin, propria

viziune asupra interpretarii.

Simboluri de expresie in notatia alfabetica Semnificatie
Y 9 cu voce delicata
dooeio ¢ cu voce plina
o&eila / cu accent
Bopeio \ cu constrictia laringelui

se asaza Inaintea unor vocale care se
yaupo r canta anticipate de consoana ,v”,

pronuntata mai slab

oToVPOG + efect de legato (eteron/syndesmos)

interpretare similara celei

instrumentale (termenul opyavikn

0QYAVIOU&
v H e folosit de Efesiul nu este insotit de
explicatii suplimentare)
. se cantd ,pe nas”’, endofonizat
pivoQmvov A
(endofon)
TEAYINGY O Pauza

Unele semne de expresie insotesc pretutindeni linia melodica (psile, daseia, oxeia,
vareia, stavros, medenikon), Insd altele, precum organisma si gamma, sunt utilizate cu

moderatie In partiturile alfabetice. De asemenea, rinophonon apare inaintea sau intre
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consoanele nazale v si p. Desi ocurenta sa este redusa in cantdrile cu text liturgic si nu
respectd un anumit tipar, totusi simbolul apare frecvent in cratime. Preferinta
muzicianului grec pentru utilizarea endofonizarii in interpretare este confirmata de un

posibil audient direct al sdu, literatul Ion Codru Dragusanu (1818-1884):

In Marsili‘a, cetate marina comerciale, unde ajunsemu curundu cu diliginti‘a, fiindu a
dou’a di domineca, mersei la capel’a greca de a colo la oficiul divinu, si la liturgia
cantaiu unu cherovicu romanesce, ca-ce nu l'uitasemu de candu eramu tiercovnicu,
ceea ce puse In mirare pe credinciosii greci, dar’ fiindu cd l'amu salmodiatu cam d’in nasu,
cu dulcetia dupd Kir Petru Efesiu, tocma' cum place Greciloru, 'inghitira pre deplinu de-

si nu Intielegea textul”.

Antologhionul alfabetic (ms. II 6701), un document muzical inedit

In pofida determinarii lui Petru Efesiul, sistemul alfabetic nu a reusit si se
impunad ca alternativa la notatia chrysanthica. Totusi, cele cateva tipdrituri care s-au
pastrat in diverse arhive din tard si strdindtate furnizeaza informatii importante pentru
intelegerea modului sau de gandire in ceea ce priveste muzica de strana.

Intre cirtile rare care se afli in custodia Bibliotecii Academiei Roméne din
Bucuresti (BARB) se numadra si ms. II 6701, o antologie de muzicd bizantind de
limba greaca tiparita de Petru Efesiul la Bucuresti in anul 18328. Volumul amintit este
unul dintre putinele exemplare notate cu ajutorul sistemului alfabetic, care pastreaza
versiuni muzicale analitice ale cantdrilor unor compozitori canonici de muzica
bizantina dintre secolele XVIII-XIX (precum Petru Lampadarie Peloponesiul, Petru
Vyzantie et al.) sau ale editorului lucrarii.

Gandita initial ca o selectie din Anastasimatar, antologia lui Efesiul a fost extinsa
cu cantari de la Sfanta Liturghie si cu unele imnuri ale Triodului si Penticostarului. In
prefata cartii el isi anunta intentia de a tipdri ulterior un al doilea tom cu alte imnuri
care lipsesc din colectia de fatd, insa demersul nu a mai fost dus la bun sfarsit.
Prolegomena muzicianului grec ilustreaza si alte aspecte interesante. Efesiul revendica
nu numai inventarea sistemului muzical alfabetic, ci si a tehnologiei tipografice pe care
o numeste hartotipie (xaptotuTia).

Antologhionul fusese remarcat inca din anii 1907-1909 de catre diaconul Nicolae
M. Popescu care incercase sa decodifice documentul muzical. Opinia sa era ca sistima
lui Efesiul nu se impusese fiindca , era inferiora notatiei obisnuite, carea avea cu sine

trecutul si multimea cunoscatorilor””.

7Ion Codru Dragusanu, , Foisior'a. Cate-va epistole a le unui peregrinu Transilvann, revediute si ajustate
dupa mai multi ani”, in Concordia, anul III, nr. 106 din 1.4.1864, p. 452-453.
8 Fotografiile ms. II 6701 mi-au fost furnizate in 2019 de monahul Filotheu Balan, caruia 1i multumesc.

? Nicolae M. Popescu, ,Notatia muzicala a lui Petru Efesiu”, in Biserica Ortodoxd Romdnd, Anul XXXII,
10/1909, p. 1190-1198.
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Aratam mai devreme cd, desi denumirea initiala a colectiei a fost aceea de
Anastasimatar, aranjarea cantarilor este specifica Antologhionului, fiind o culegere de
imnuri pentru Vecernie, Utrenie si Sfanta Liturghie!?. Volumul reuneste selectii ale
celor mai importante cantari necesare desfasurarii de zi cu zi a cultului divin:
kekragarii, slave ale kekragariilor si stihoavnei, pasapnoarii, eothinale, doxologii,
heruvice, axioane, anti-axioane si chinonice, suplimentate cu imnuri din perioada
Triodului si cateva cantdri ale Penticostarului (Vezi Anexa 1). Este notabil faptul ca, in
cazul anti-axioanelor, Petru Efesiul organizeaza imnurile in ordinea ehurilor, nu dupa
principiul succesiunii calendaristice. Acest fapt se regaseste si in interiorul glasurilor,
unde nu este respectatd intotdeauna succesiunea logicd a cantarilor. Organizarea
traditionald a cantarilor dupa principiul linear al sarbatorilor din timpul anului

bisericesc revine odata cu sectiunea dedicata chinonicelor praznicale.

Principii de transcriere in notatie chrysanthica a cantarilor alfabetice

In procesul de exegeza si transcriere a cantarilor din notatia alfabetica in Noua
Metodd am intalnit cateva situatii particulare care necesita o reconsiderare a felului in
care trebuie privite partiturile din prezentul volum.

In primul rand, gandirea modal4 a lui Petru Efesiul, reflectatd intr-un sistem de
notare exacta a Indltimilor sunetelor pare sa nu semene intru totul cu traditia
interpretativa a fenomenului numit , atractia sunetelor”. Sunt foarte putine situatiile
in care muzicianul altereaza treptele considerate astazi mobile. De pildd, In cazul
ehurilor genului diatonic moale, theoretikoanele in uz afirma cd unele treptele pot
avea o oarecare mobilitate, in functie de mersul melodic. Cu toate acestea, la Efesiul
mobilitatea treptelor este extrem de redusa, uneori inexistenta. De altfel, in schitele
sistemului sdu nici nu este mentionat acest aspect. Interpretul contemporan poate fi
surprins de faptul ca plagalul ehului IV este gandit ca o suprapunere de doua
tetracorduri identice cu intervale fixe. Astfel, melodia condusa intre Di si Ni acut, cele
doud extreme ale tetracordului superior, oglindeste mersul muzical din primul
tetracord (Ni-Ga). Din acest motiv, treapta Zo este notatd insistent in pozitia sa
diatonicd, la trei sferturi de ton deasupra lui Ke, inclusiv in pasaj descendent. Pentru a
transcrie fidel liniile melodice am utilizat diverse fthorale diatonice plasate in al doilea
tetracord. Un alt aspect deosebit este legat de notarea unor cantdri pe larg compuse
initial in plagalul ehului II (precum heruvicele sau chinonicele), pentru care Efesiul

foloseste scara ehului Il median din Vu, alternand-o cu structuri ale cromaticul dur.

10 Petru Efesiul publicase pana in 1830 doua volume ale Antologiei in notatie chrysanthica, al doilea
continand cantari din slujba Utreniei: polielee, pasapnoarii, eothinale si doxologii scurte. Vezi Petru

Manuil Efesiul, AvBoAoyia, editie anastaticd, prefata de Lykourgos Angelopoulos, Atena, 1997.
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A doua situatie provocatoare priveste gdsirea unei solutii in transcrierea
alteratiilor, pentru a reda cat mai precis melodia din notatia alfabetica. Efesiul
utilizeaza trei tipuri de secunde diatonice: de jumatate de ton, de trei sferturi de ton si
ton intreg (patru sferturi de ton). Pentru a simplifica problema calculelor legate de
numadrul de sectiuni care trebuie urcate sau coborate in cazul treptelor alterate, am
propus urmadtoarea conventie: alterarea cu un sfert de ton este semnalata cu diez sau
ifes, alterarea cu un semiton este marcata cu diez sau ifes monogramme (cu o linie), in
timp ce modificarea Tnaltimii cu trei sferturi de ton este indicata prin ifes sau diez
digramme (cu doua linii).

In sfarsit, intrucat unele simboluri nu au corespondents in muzica bizantini
(organisma, psile, daseia), ele au fost ignorate in scriitura cdrtii. Au fost transcrise, in
schimb, pasajele care contin oxeia, rinophonon si medenikon, fiind semne care pot fi redate
cu ajutorul notatiei psaltice.

Concluzii

Investigarea atentd a notatiilor alternative, in special a sistemului lui Petru
Efesiul, poate conduce catre concluzii teoretice insemnate. De la moduri de
ornamentare si expresie pana la subtilitati intepretative, modelul alfabetic
incapsuleazd o bogata si unica arhivd documentara cu ajutorul careia se poate
reconstitui, cel putin partial, universul modal al muzicianului grec si, prin extensie, al
unei generatii de discipoli formati dupd aceasta ,a doua sistimd”. Fireste, terenul
trebuie explorat cu precautie fiindca, in lipsa unor explicatii teoretice suplimentare,
sistemului nu i se poate atribui valoare absoluta. Este foarte posibil ca unele aspecte,
precum atractia sunetelor, sa fi fost intelese intr-o cheie usor diferitd de cea oferita de
notatia in sine, cu atat mai mult cu cat nu se poate determina existenta unui strat oral
complementar sau relatia acestuia cu sistemul de notatie, desi probabil a existat unul.

Editarea Antologhionului alfabetic oferd psaltilor prilejul unei informadri de
profunzime asupra tendintelor de notare analiticd a melodiilor sacre, vizibile mai ales
in cdrtile de muzica tipdrite incepand cu al treilea deceniu ale sec. al XIX-lea. Valoarea
sa didactica este incontestabila, invitand interpretul la reflectie, studiu si exercitiu. Prin
comparatie cu originalele de limba greaca, piesele de la finalul volumului, traduse in
limba romand, ofera o posibild perspectiva asupra manierei in care un anumit

repertoriu poate migra dintr-o limba liturgica in alta.



ANEXA 1

Avaotaopataglov tovio9év mapd towwv momtwv, [Tétgov Aapunadagiov

tov ITeAomtovvnotov, ITétpov TlpwtopdAtov Tov Bulavtiov, kat ITétgov

o Egpeotov tov e@evgeTol TOUTOL TOL VEWTEQOL LOLOKOV CLOTI|UATOS Kol
¢ xapTotuTiag tavtng [...]MN
- Lrixol wg ek TOL VEOUL OLOTHHATOS TEOG TOVS HOLOKOUG Ttapd Iwdvvou
XaPuagov Xiov [...].
ar Zrixol og TOvG TEQLEQYOUS TOV TLOTHHATOS TAQA TOL IOV ePEQETOV
[...].
Avaotaopatagov  kat'ekAoynv.  Ilétpov  Ilopwtop[dAtov]  tov
4r Bulavt[iov].
Kexpayaguax kat' nxov.
8r Ta do0&a kat vuv. ITétoov Aapmnad[apiov] tov I[TeAomov[vnotov].
15v Ta, e1c Ttov otixov. Ad&a, kat vuv. [Tétpov ITeAom[ovvnoiov].
19r  Tatwv atvov. ITétoov Aapnad[aptov] tov ITeAomovvnoiov.
22r EwOwd ovvtetunuéva peta kaAAwmniopov napa ITétgov tov Egeoiov].
34r Axpooa padnuata.
36r  AovAot Kvprov. Hxoc Bapvc. ITétpov tov Egeoiov.
48r  Apx1 twv dooAoyiwv. IakwpBov ITowtopaAtov.
76r  XepovPucd tng eBdouddoc. ITétoov Aapmn[adapiov] tov ITeAom[ovvnoiov].
88r  Xepovfud ITétgov IpwtoPpaAtov tov Bulavtiov.
108r Laxwpov IpwtopdAtov. Eig tov aortacpov.
‘Hxog B’. Ayannow oe, Kvple.
108v  A&iwov eotiv kat' yxov. ITétpov tov Egeoiov.
Ta avti tov «A&lov eotivy PaAddpeva Oeotokia €1 deOTMOTIKAS Kal
114v  OeounToQIKAG EWQTAG.
‘Hxoc a'. At yevéar maoat.
115r  Twv Xpwotov I'évvewv. Hxoc a'. MeyaAvvov, pvxn pov. Mvotnpiov Eévov.
1150 Kat étegov. ' Hyxog a'. Ztépyew pev nuac.
Tnc Zravpompookvvrjoews. Hyog a'. Q, Mntep IapOéve.
116r  Tov Ildoyxa. Hxoc a'. O Ayyedoc époa. PwtiCov, pwTiCov.
116v Touv ArtootoAv Ooud. Hxoc a'. Ze v pacewvny.
ApxM) TV OeLTEQWV T)XWV.
117r

Twv Oeopaveiwv. Hyog B'. MeyaAvvov, pvxn pov. Anopei maca yAwooa.

1 Vezi Emmanouil Giannopoulos, [TéTpov MavoviA Egeoiov..., p. KY'-kd'.
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118r  Tnc Ymamavtic. Hxoc v'. Ocotoke n eAmic.

ApXN TV TETAQTWV 1XWV.
118v  Tov EvayyeAiopov. Hyog d'. EvayyeAiCov yn.
Twv eloodiwv. Ayyedor Ty eioodov.

119 Q¢ euyvyw Ocov KIPwTw.
r
Tnc Metapoopwoews. Hyog d'. O tokoc oov apBbopoc edeixOn.

119v  Twv Baiwv. Hyog 8. ®coc Kvploc kat emépavey nuiv.

120 Tnc ITevinkootc. Hyog &'. Xaipoic, avaooa.
r
Tnc AvaAnpews. Hyog mA. o . e v vmtép vouv.

120v  Tnc ITevinkootrc. ITétoov tov E@eotov. Hyog Bapvs. Mn tnc pBOopdc.

Aoxn twv TA. & 1)XwV.
121r  Tov Ztaweov. Hyog mA. d'. Mvotikawe et Ocotoke.

Kat étepov. 'Hyog mA. 8. O o fpwoewc Tov EvAov.

121 Tov Aaldoov. Hxog mA. &'. Ty Ayviy evdolwc tipunowev.
v
Tnc Mecomevinkootrc. Hyog mA. 8. AAAdTpLov Twv untépwv.

122r  Ev m O¢ia kat tepa Aettovpyla tov MeyaAov Baokeiov.

126r  Kowawvwa ITétoov INowtopaAtov tov Bilavtiov.

142r  Kowawvika [Tétoov Aaunadagiov.

150 Kowwvika eig pvrjpag aylwv.
r
I'ewoytov tov Kontoc. Hyog mA. 8. QQ motwv tove AyyéAovc avtovg.

151v  Xovppovliov tov XagtopvAakog. Hxog d'. Eic uvnuoovvov atviov.

153v  T'onyoolov ITpwtopdAtov. Hyog mA. . Eic pvnuoocvvov atwviov.

155v  T'ewopyiov tov Kontoc. ‘Hxoc Paouc. Eic pvnuocvvov atwviov.

156v  AaviA Iowrtop[aAtov]. Hxog o' [Totnprov cwtnpiov.

159r  Tewoylov tov Kontoc. ' Hxog mA. o’. [Totnprov cwtnpiov.

160v  T'onyoolov ITpwtop[aAtov]. Hyog mA. &'. Ilotnplov cwtnpiov.

163v  Xovppovliov XaptopvA[akoc]. Hxog A. 8. Eic naoav tnv ynv.

Kowwvikd tov eviatov.

toor I'ewoyiov tov Kontéc. Hyog a’. EvAdynoov tov aTépavov Tov eviavTov.

1670 Tov tiniov Lravpov. ITétoov Aau[rtadaplov]. 'Hxog Papvs. EonuetwOn ep’
npac.

168y Towv Xowotov I'évvov. AaviA Tlowtop[aAtov]. ‘Hyog o’ tetod@wvoc.
Avtpwory antéotetde.

1701 Twv Oeoyavelwv. ITétoov Aap[rtadagiov]. Hxog Baovc. Emepavn n xapic

70V O¢c00.

171v. Tov EvayyeAiopov. ITétpov Aapunadaptov. Hxog a’. EEeAéEato Kvproc.
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To Xappdtw tov Aalagov. ITétpov Aaunadapiov. Hxog o . Ex otouatog

173r )
vnTtiwv.

174r  Twv Baiwv. ITétpov Aapmad[aptov]. Hxog d'. EvAoynuévoc o epxopevoc.

175 Tng Aytac kat MeyaAng ITéumntng. IakwpBov INowtopaAtov. Hxog mA. 3.
Tov A¢imtvov 00v TOV HVOTIKOD.

176w Kat étepov I'ewpyiov tov Kontodc. Hyog mA. .
Tov A¢imtvov 00v TOV HVOTIKOD.

178y Tov Ayiov kot MeydAov ZaBBatov. lakwpov [TowtopaAtov. Hxog mA. o’
Xiynoatw oo capé Ppoteia.

179v  Ev avt nuéoa. I'ewpylov tov Kontoc. ‘Hyog A. a’. EEnyépOn we o vvav.

180y Tng Aaumoopdgov Avaotdoews. ITétpov Aapmadagiov. ‘Hyog mA. o'
Lopa Xpiotov.

182v  T'onyoopiov IpwtopaAtov. Hxoc B'. Zoua Xpiotov.

184r  Tov avtov. ' Hxoc V. Zoua Xpiotov.

185¢ Tn Kvowaxr) tov Owpa. TTétpov Aapmnadapgiov. Hyog mA. . Enaiver
lepovoaAnu tov Kvptov.

186+ Tng Mecomevtnkootrc. AaviA TowtopdaAtov. ‘Hxoc 8. O 1pwywv uov
TNV 0apKaQ.

188r  Kau étepov. ITétpov Aapmad[aptov]. Hxog d'. O tpwywv pov tnv odpka.

189r  Tnc AvaAnyewc. ITétgov Aapmadapiov. Hxog &'. Avépn o Ococ.

190v Tnc IMTevinkootrc. ITétoov Aapnad[apiov]. Hyoc Paovs. To nvevua Xov
0 avyaQov.

190 Tn Aevtéoa tov Ayiov IMevparoc. ITétpov tov Bulavtiov. Hyog a’. To
nvevpa Xov to ayabov.

192+ Tov aylwv mavtwv. INaga Xovppoliov XaptopuA[akog] kat I'onyoptov
ITowtoy[dAtov]. Hxog mA. &'. AyaAdiaoOe Aixaior ev Kvpiw.

194v Tnc Metappopwoews. ITétgov Aaum[adaplov]. ‘Hxog &'. Ev Tw ¢pwTi Tn¢
d0&mnc.
‘Hxog B’. Eidouev 10 pwc.

196r
‘Hyog 3°. Ein to ovoua Kvpiov.
H ¢ Ayiag kat MeydAng Teooapakootg arxoAovOia.

198r  'Hyog mA. &'. Tnc uetavoiac avoréov ot vlac.
‘Hxog mtA. 8. Tnc cwtnpiac evOvvov uot.

198v  Hyoc mA. B'. Ta mANOn twv mempay uévwv ot devav.

199r  'Hyxog mA. d’. Mn amooTtpéync to mpoowmnov oov.

199v  'Hyxoc &'. EAauyev n xapic oov Kvpte.
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200v  Hyoc mA B etgpoAoywcods. Woxn pov, Poxn pov.

201r 'Hyxog mA [’ elopoAoykos. Acmopov ovAAnpeoc.

201y ‘Hxocg mA ', Kvpte twv Avvapewv.
‘Hxoc A B’ elopoAoywkoc. Iavayia Ocotoke.

200r ‘Hxoc . Tnv naoav eAnida pov.
‘Hxoc A B'. KatevOuvOntw n mpooevxn pov.

202v  Kat étegov. Hyog mA o’. KatevOvvOntw n mpooevx1 pov.
Iwavvouv tov KAadd, cvvetunOn de mapda Iwdv[vov] Ipwrt[opdATov].
‘Hyxoc A B’. Nov at dvvaueic twv ovpavav.

204r  Iaxwpov Iowrto[dATtov]. Hyxog Bagvc. Nvv at dvvapels twv ovpavay.

04y EpeAovoyeiOn map” Iwav[vov] tov KAada, kat cvvetunOn vnd Iwav[vov]
ITowtopaAtov. Hyoc a’ tetoapwvogs. ['evoaoOe kat ideTe.

205v  T'ewoytov tov Korjtoc. 'Hyog Bagvc. I'evoacOe kat idete.

206v  Iaxwpov IowrtopdAtov. Hxog mA 0. Aevte exkaOapwpev.

209r  Tov avtov. Hyog mA &'. Atevioat to oupa.

210r  Tov avtov. Hxog Bapvc. O tov auneAwva.

211r  Tov avtov. Hyxog mA '. Anotéc Aoyiouoic mepimeowy.

213r O AxaOwotog Yuvoc. 'Hxog mA 8. Oeoc Kvproc.

14r Yovropov. Hyog mA d'. ®edc Kvproc.
Kat étegov. O avtodc. Hxog mA &',

214v Hyoc mA . To mpootax0év uvotikawe Aafav év yvaoeL.

215v  'Hxogc mA &'. Tn Tnepudxw Ltpatnyd.

218v  laxwpov ITowroP[aAtov]. Hyxog &’ tetoapwvos. Oavuactn Tov ZwTrpoc.

951 ‘Hxoc mA & ex g Z (). AAAnAova.
Ex g avtic @wvric. 1600, o Nvugioc.

222r  Katovvtopov. Hyog mA & ex ¢ Z (T'ax). 1600, 0 Nvugpioc.

79y [Tétpov Aapmad[aptov] tov ITeAom[ovvnoiov]. Hxoc mA &'. Kvpie, n ev
noAdaic apaptiaic.

26y Kat étepgov ovvtopawrtepov ITétpov tov Epeotov. ‘Hyxog mA &'. Kvpie, 1 ev
noAdaic apaptialc.

229v  Tn Aywx kat MeyaAn E'. 'Hyog mA 8'. Ote 1 évdoéot uabnral.

230r Katovvropov. Hyog mA &'.

230v Iakwpov IowtopaAtov. AdEa. 'Hyog mA &', Kvpie, avapaivovtoc oov ev tw
XLtavpw.

232r  Katvvuv. Tov avtov. Hxoc mA 8. Hén pantetar kadapoc.

233v  lakwpov INowtopdAtov. Hxog mA o. Ze tov avapaAlouevoy.
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236v  Kat ta e Aapmpogogov Avaotaoews. Hxog A o’. Xpiotoc avéorn.
237r  laxwpov IMowto[dAtov]. Hxog mA o’. Avaotdoewc nuépa.

239r  Kodtnua ITétpov tov [TeAomovvnoiov. Hyog o’ tetpdgpwvoc.

241r  'Hyoc mA . Xptotoc avéorn.
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A HISTORICAL DECRIPTION
OF THE ALPHABETICAL ANTHOLOGION
OF PETROS EPHESIOS

After the fall of Constantinople, ecclesiastical musicians working in the field of
Orthodox sacred chant began to discuss the need to develop a more explicit
semiographic apparatus, capable of visually recording as much musical information
as possible. By the end of the 18th century, trends towards the disambiguation of
Byzantine musical notation gave rise to innovative theoretical approaches, some of
which proposed the definitive abandonment of the traditional notation and the
adoption of new ones. The culmination of these stirrings was reached at the beginning
of the 19th century, when three musicians from the capital of the former Ottoman
Empire considerably simplified the understanding of the semiography, producing the
"Chrysanthine Reform", named after Chrysanthos of Madytos, the leading theoretician
of the "New Method".

The ambiguity still existing in some aspects of the Chrysanthine notation,
especially concerning stenographical notated formulas, characters of expression, the
quality of some intervals or the mobility of steps, drove some musicians to continue
their pursuit to find the perfect system. Thus, by the middle of the 19th century, two
other notations appeared (the systems of George Lesvios and Peter Ephesius), their
inventors trying to convert the users of the Chrysanthine method to the new
semiographic models. Clashing with the conservative attitudes of performers and
lacking the unanimous support of Church leaders, these notations did not enjoy the

desired popularity.

Petros Ephesios’ alphabetical musical system
One of the most complex musical notation systems of the mid-19th century is

the alphabetical one devised by Petros Ephesios!. Developed around 1830 and

! An extensive bio-ergography of Petros Ephesios can be found in the volume published in 2019 by
Professor and researcher Emmanouil Giannopoulos (I1étpov MavoviA Epeoiov (11840). [ToAvéAeor kat
ekAoyéc avaotaoipa ewfwa, boaotika). The description of its alphabetical system is made for the first
time in a clear manner by Grigorios Stathis (See ,I Sistemi Alfabetici di Scrittura Musicale per Scrivere
la Musica Bizantina nel Periodo 1790-1850”, in Klironomia 4 B’, Patriarchal Institute of Patristic Studies,
Thessaloniki, 1972, p. 367-371).



XXIV

probably based on the similar notation of Agapios Paliermos? who died in Bucharest
15 years earlier (1815), the alphabetical semiographic model reveals a precision of score
rarely found in neumatic notations?, accurately capturing all the layers that psaltic
chant contains: melody, rhythm, and expression.

A codex from the Romanian Academy Library in Bucharest, Rom. MS 4402,
provides the "key" for the system? The plates between ff. 328v and 330v of the
manuscript contain 18 music scales and their derivations, as well as some explanations
of how the system is organized. Ephesios uses the letters of the Greek alphabet from o
(for di grave) to t (for Zo), which he rearranges or combines to obtain the rest of the
sounds of the grave and acute registers. Thus, the scale configuration of all natural and

altered steps allows the use of a register of two octaves and a sixth, from low Ni to
high Ke.

A9 U N 9g9 2 VvV o6 A% ZVERg AR
yom o6 ¢ A 4 A % WA ] %W g WA G
Ae ¢ Z a B TI' A e C Z n 06 ¢t wm P d A O

Distances between two adjacent notes show that there are four possible
intervals: quarter-tone, two-section tone (semitone), three-section tone (three-quarter
tone) and four-section tone. For example, the Ni-Pa tone has 4 sections, Pa-Vu has 3
sections and Vu-Ga has 2 sections. To indicate each sound precisely, Ephesios adds the
Greek letters p, v and £ to the end of the note names, so that Ni altered upward by a
quarter-tone becomes vnu, Pa altered upward by a semitone becomes ntav, and Ga
altered upward by three-quarter tones becomes ya&, with the other steps following the
same pattern. For each quarter-tone added to a step, a dot is placed above the letters.
A key point is the lack of symbols for descending altered steps, so the system is based
on enharmony. For example, the note ke, meaning Ke altered upwards by a quarter

tone, is used to mark Zo agem.

2 Flora Kritikou, ,, Accepting or rejecting liturgical rules in the Ecumenical Patriarchate of Constantinople
in the 18th century. Attempts at Notational Reform: The case of Agapios Paliermos and Jacob the
Protopsaltes”, in Musicology Papers, vol. 28, 2013, p. 54.

3 See also Cdtalin Cerndtescu, ,Some Remarks on Petros Ephesios’ Heirmologion Kalophonikon in
Alphabetic Notation”, in Series Musicologica Balcanica 4, 2023, p. 204-220
(https://ejournals.lib.auth.gr/smb/article/view/8104/9058, accessed on 18.9.2023).

4 A similar codex is preserved in the library of Xiropotamou monastery located at number 401. See
Achilleas Chaldeakes (ed.), ,...tiun mpoc tov didbdoxadov...”. Exppacn dydmnnc ot0 mpéowmno Tov
kaOnyntov I'pnyopiov O. XtdOn, Athens, 2001, p. 494.



XXV

Based on possibilities of arranging pitches of sounds, characteristic modal
structures emerge, organized in extended scales. Interestingly, Ephesios' disciple,

Anton Pann (1796/7-1854), uses the same musical scales in his Theoretikon, published

in 1845°. The only difference is their presentation as octave scales.

Mode

Petros Ephesios’ scales

Anton Pann’ scales

First mode,

Plagal first mode

3 2 4 4 3 2 4
Pa Vu Ga Di Ke Zo Ni Pa
(22 sections)

3 2 4 4 3 2 4
Pa Vu Ga Di Ke Zo Ni Pa

(22 sections)

Second mode

2 4 2 4 2 4 2
Ni Pa Vu Ga Di Ke Zo Ni
(20 sections®)

34 2 4 3 4 2
Ni Pa Vu Ga Di Ke Zo Ni

(22 sections)

Third mode

4 4 1 4 4 1 4
Ni Pa Vu Ga Di Ke Zo Ni
(22 sections)

4 4 1 4 4 1 4
Ni Pa Vu Ga Di Ke Zo Ni

(22 sections)

Fourth mode,

4 3 2 4 4 3 2
Ni Pa Vu Ga Di Ke Zo Ni

4 3 2 4 4 3 2
Ni Pa Vu Ga Di Ke Zo Ni

Plagal fourth mode . .
(22 sections) (22 sections)
2 6 1 4 2 61 2 6 1 4 2 61
Plagal second
q Pa Vu Ga Di Ke Zo Ni Pa Pa Vu Ga Di Ke Zo Ni Pa
mode

(22 sections)

(22 sections)

Varys mode

2 4 3 2 4 4 3
Zo Ni Pa Vu Ga Di Ke Zo

(22 sections)

2 4 3 2 4 4 3
Zo Ni Pa Vu Ga Di Ke Zo

(22 sections)

Notes from Peter Ephesios' system, expressed by letters of the Greek alphabet
and representing accurate musical pitches, rest on a sort of horizontal brackets called
orai (Ib. gr.: coau). Each ora lasts one beat, except when its left foot has one, two or three
additional dashes, in which case the number of dashes is directly proportional to the

number of beats.

5 Anton Pann, Bazul teoretic si practic al muzicii bisericesti sau gramatica melodicd [The theoretical and
practical basis of church music or melodic grammar], Bucharest, 1845.

¢ Following the constantinopolitan model of interval arrangement according to the diphonia chaining
principle (See Chrysanthos of Madytos, Ewoaywyn eic 10 Oewpntikov kar TPAKTIKOV THC
exkAnotaotixnc povoiknc, Paris, 1821, p. 31), Ephesios also obtains a heptachordic scale, but a smaller
one, of only 20 sections. Anton Pann, noticing that the two ends of the scale do not form a perfect octave,

modifies the intervals so that they totalize 22 sections.
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The symbol in alphabetical notation Time duration
e T 1 beat
m 2 beats
mm 3 beats
mrmr— 4 beats

Above a simple org, it is possible to place from one to four musical notes, the
time being divided equally between them. Thus, two notes written above an ora
indicate two eighths (two halves of a beat), three notes - a triplet (three equal parts of
a beat), four notes - four sixteenths (four quarters of a beat). An ora with no note shows

the prolongation of the previous sound by one beat.

Rhythmic divisions in alphabetical notation Correspondence in Western notation
A A
1
AZA S
" Jdd
11391
1 ippp

Using sounds of the first tetrachord of the scale (ni-ga in the lower register),
determines to write them under an inverted ora, to distinguish them from the other

four that have a similar name (A,e G, Z).

| I
Z

When the melody modulates, due to the effect of a phthora, the actual pitch of
the sound is noted below the org, and the name of the new note will be written above
it.

Unequal time divisions occur when notes are accompanied by one or two
augmentation points. Two notes separated by a dot show an unequal time ratio of 2:1,

with the first note taking two-thirds of the beat and the second one-third. Inserting two



XXVII

dots between the two notes indicates a ratio of 3:1, meaning three quarters of the beat
for the first note and one quarter for the second. In the case of triplets, the system uses
a single dot that can be written after any of the three notes that make up the formula.
The note with the augmentation dot to its right takes half a beat, and the other two

take a quarter of a beat each.

Rhythmic divisions in alphabetical notation Correspondence in Western notation
7 -5 37
— JJ
7.5
— J 3

ZE-
I 3
€5 Z
== JJ
€57
— 33

The tempo is specified using Arabic numerals from 1 to 4, 1 representing the
fastest tempo, specific to the recitative, and 4 describing the slowest tempo, used
mostly in the "slow" papadic. Perhaps the most significant novelty brought by Petros
Ephesios through alphabetical notation is the corpus of nine expression symbols,
probably intended to reflect the way Byzantine music was performed at the time, or at

least his own view on performance.

Expression symbols in alphabetical notation Meaning
YA 9 in a gentle voice
daceio e in a full voice
o&eila / with accent
Bapeio \ with constriction of the larynx

is placed before vowels that are

yéppo r sung preceded by the consonant "y",
pronounced slightly softer

oToVPOG + legato etfect (eteron/syndesmos)

interpretation like the instrumental
0QYAVIOUA ~_ one (the term opyavikn used by

Ephesios is not further explained)
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. it is sung "through the nose",
pivoéQmvov A )
endophonized (endophonon)

TEAYINGY O rest

Some expression signs accompany the melodic line everywhere (psile, daseia, oxeia,
vareia, stavros, médenikon), but others, such as organisma and gamma, are used sparingly
in alphabetical scores. Also, rhinophonon occurs before or between the nasal consonants
v and p. Although its occurrence is low in liturgical text chants and does not follow a
particular pattern, the symbol nevertheless appears frequently in kratemata. The
Greek musician's preference for the use of endophon in performance is confirmed by

a possible direct listener of his, the literate lon Codru Dragusanu (1818-1884):

In Marseilles, a commercial sea town, where we arrived by post, the next day being
Sunday, I went to the Greek chapel over there for the divine service, and at the liturgy
I chanted a cherubikon in Romanian, as I had not forgotten it since I was a chanter,
which astonished the Greek worshipers, but since I chanted a little through the nose with
the sweetness of Kyr Petros Ephesios, as the Greeks like it, they swallowed it whole, even
though they didn't understand the text?

The Alphabetical Anthologion (MS BARBII 6701), an outstanding musical

document

Despite Peter Ephesios' commitment, the alphabetic system failed to establish
itself as an alternative to Chrysanthine notation. However, the few prints that have
survived in various archives in the country and abroad provide important information
for understanding his approach to church chant.

Among the rare books in the custody of the Romanian Academy Library in
Bucharest (BARB) stands MS 1II 6701), an anthology of Byzantine music printed in
Greek by Petros Ephesios in Bucharest in 18328. The volume in question is one of the
few copies preserved in alphabetical notation, containing analytical musical versions
of chants written by some canonical composers of Byzantine music from the 18th to
19th centuries (such as Petros Peloponnesios, Petros Byzantios et al.) or by the editor
of the work.

Originally conceived as a selection from the Anastasimatarion, Ephesios'
anthology has been expanded with chants from the Holy Mass and some hymns from

the Triodion and the Pentecostarion. In the preface of the book, he announced the

7Ion Codru Dragusanu, , Foisior'a. Cate-va epistole a le unui peregrinu Transilvann, revediute si ajustate
dupa mai multi ani” [The small sheet. Some letters of a Transylvanian pilgrim, revised and adjusted
after several years], in Concordia, Year III, no. 106 from 1.4.1864, p. 452-453.

& The photos of MS II 6701 were provided to me in 2019 by the monk Filotheu Balan, whom I thank.
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intention of printing a second volume with other hymns missing from the present
collection, but this was never completed. The Greek musician's foreword also
illustrates other interesting aspects. Ephesios claims not only the invention of the
alphabetical musical system, but also of the typographical technology which he calls
chartotypia (xaptotuTtia).

The Anthologion had been noticed since 1907-1909 by the deacon Nicolae M.
Popescu who tried to decode the musical document. His opinion was that Ephesios'
system had not been accepted because "it was inferior to the usual notation, which had
with it the past and the multitude of connaisseurs™.

It was pointed out above that, although the original name of the collection was
Anastasimatarion, the arrangement of the chants is specific to the Anthologion, being a
collection of hymns for Vespers, Orthros, and Holy Liturgy!’. The volume brings
together selections of the most important hymns necessary for the daily course of
divine worship: kekragaria, doxastika of kekragaria and aposticha, pasapnoaria,
eothina, doxologies, cherubika, Axion estin, megalynaria of the Theotokos and
communion hymns, supplemented with chants from the Triodion and the Pentecost!.
It is notable that in the case of megalynaria, Petros Ephesios organizes the hymns
according to the order of the modes, not according to the principle of calendar
sequence. This is also found within modes, where the logical sequence of the chants is
not always respected. The traditional arrangement of hymns following the linear
principle of the feasts during the church year returns with the section dedicated to the

festal communion hymns.

Principles of transcribing alphabetical chants into the Chrysanthine notation

In the process of exegeting and transcribing chants from alphabetical notation
into the New Method, I encountered some situations that require a reconsideration of
how the scores in this volume should be read.

Firstly, Peter Ephesios' modal approach, reflected in a system of precise notation
of pitches of sounds, does not seem to resemble entirely the interpretative tradition of
the phenomenon called "sound attraction". There are very few instances in which the

musician alters the steps that are now considered mobile. For example, in the case of

? Nicolae M. Popescu, ,Notatia muzicald a lui Petru Efesiu” [Petros Ephesios’ musical notation], in
Biserica Ortodoxd Romdnd [Romanian Orthodox Church], Year XXXIL 10/1909, p. 1190-1198.
10 By 1830, Petros Ephesios had published two volumes of the Anthology in Chrysanthine notation, the

second of which contained hymns from the service of the Orthros: polyeleos, pasapnoaria, eothina and
short doxologies. See Petros Manouil Ephesios, AvfoAoyia, anastatic edition, foreword by Lykourgos
Angelopoulos, Athens, 1997.

11 See Appendix 1 from the Romanian version.
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soft diatonic genre modes, current theories state that some steps may have some
mobility, depending on the melodic progression. However, at Ephesios this mobility
is extremely limited, sometimes non-existent. In fact, his drafts of the system do not
even mention this aspect. The contemporary performer may be surprised that the
plagal fourth mode is conceived as a superposition of two identical tetrachords with
tfixed intervals. Thus, the melody conducted between Di and high Ni, the two
extremities of the upper tetrachord, mirrors the musical progression of the first
tetrachord (Ni-Ga). For this reason, Zo is insistently notated in its diatonic position,
three-quarters of a tone above Ke, including in the descending passage. To faithfully
transcribe the melodic lines, I have used various diatonic phthorai placed in the second
tetrachord. Another aspect is related to the notation of some chants originally
composed in plagal second mode (such as cherubika or communion hymns), for which
Ephesios uses the scale of the median second mode from Vu, alternating it with
structures of the hard chromatic.

The second challenging situation concerns finding a solution in the
transcription of the alterations, to render the melody as accurately as possible from the
alphabetical notation. Ephesios uses three types of diatonic seconds: half-tone, three-
quarter-tone and whole-tone (four-quarter-tone). To simplify the problem of
calculating the number of sections to be raised or lowered for altered pitches, I have
proposed the following convention: quarter-tone alterations are marked with diesis or
hyphesis, half-tone alterations are marked with monogramme diesis or hyphesis (with
one line) and three-quarter tone with digramme diesis or hyphesis (with two lines).

Finally, as some symbols have no correspondence in Byzantine music
(organisma, psile, daseia), they have been ignored in the writing of the book. Instead,
passages containing oxeia, rinophonon and médenikon have been recorded, being signs
that can be rendered using psaltic notation.

Conclusion

Careful investigation of alternative notations, especially Petros Ephesios'
system, can lead to significant theoretical conclusions. From patterns of ornamentation
and expression to subtleties of interpretation, the alphabetical design encapsulates a
rich and unique documentary archive by which one can reconstruct, at least in part,
the modal universe of the Greek musician and, by extension, of a generation of
disciples formed after this "second system". Naturally, the field must be explored
cautiously because, in the absence of further theoretical explanation, the system cannot
be attributed absolute value. It is quite possible that some aspects, such as the
attraction of sounds, were understood in a slightly different key from that offered by

the notation itself, especially as it is not possible to establish the existence of a
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complementary aural layer or its relation to the notation system, although there
probably was one.

The publication of the alphabetical Anthologion provides performers with an
opportunity for an in-depth study of the trends in the analytical notation of sacred
chant, particularly visible in music books printed since the third decade of the 19th
century. Its didactic value is indisputable, inviting the chanter to reflection, study, and
exercise. By comparison with the Greek-language originals, pieces translated into
Romanian at the end of the volume offer a possible insight into the way in which a

particular repertoire can migrate from one liturgical language to another.
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