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Abstract 
 

The Byzantine chant is a tradition of ecclesiastical vocal music mainly sung in the Greek 

Orthodox church. The chants are based on pre-existing melodic formulas composed in 

different variations and combinations. This demanded from the composer great skills in 

order to be able to unite text and music. Through fine-drawn composition techniques the 

words were set to music seeking unity and the present thesis is a study of the craftmanship 

behind it. It is a study of the relationship between word and music in Katabasiai from the 

Christmas Kanon with text written by St Kosmas the melodist and music composed by 

Petros Peloponnesios. It contains the following: 1) Basic theoretical and historical 

knowledge about the Byzantine chant, 2) a transcription of the Katabasiai from the Christ-

mas Kanon, transcribed from the Chrysanthine notation into the Western staff notation, 

3) a polyprismatic analysis table depicting a structural, metrical, textural and music-syn-

tactical analysis followed by musicological comments.  

  



2 

 

Contents 

Introduction ....................................................................................................................... 3 

First Part ............................................................................................................................ 5 

Historical and theoretical elements of Byzantine Chant ............................................ 5 

1. The form of a kanon................................................................................................... 5 

3. Oktoechos .................................................................................................................. 8 

4. St Kosmas the Melodist ........................................................................................... 10 

5. Petros Peloponnesios ............................................................................................... 10 

Second part ...................................................................................................................... 11 

Analysis of the Christmas Kanon ............................................................................ 11 

6. Remarks on the methods of transcription and analyses of Byzantine Chant used in 

this work .......................................................................................................................... 11 

7. Transcription of the Kanon, with elements of musicological analysis .................... 13 

7. Polyprismatic analysis table..................................................................................... 37 

9. Musicological comments ......................................................................................... 52 

9.1 Metrical structure ............................................................................................. 52 

9.2 Cadences ........................................................................................................... 53 

9.3 Modality ........................................................................................................... 53 

9.4 Musical texture ................................................................................................. 54 

9.5 Music-syntactical analysis and melodic contours ............................................ 55 

10. General conclusions ............................................................................................. 56 

Appendices ...................................................................................................................... 58 

Appendix 1. Examples of Byzantine neumatic notations ............................................... 58 

Appendix 2. Notation of the New Method or Chrysanthine Notation: Neumes, modes and 

alteration signs ................................................................................................................ 61 

Bibliography .................................................................................................................... 68 

file:///C:/Users/bruger/Desktop/Bachelor%20thesis%207.5%20without%20comments.docx%23_Toc8244877


3 

 

 

Introduction 

The Christmas Kanon, with text written by Saint Kosmas the Melodist and music com-

posed by Petros Peloponnesios, is a part of the Feast for the Nativity of Christ celebrated 

in the Greek orthodox church. It belongs to the tradition of Byzantine chant, ecclesiastical 

vocal music based upon the Byzantine rite. The chants are monodic, however, the practice 

of keeping a bordun tone (isokratema) is a very frequent phenomenon. The traditional 

isokratema stands each time on the base of the polychord (tetrachord, pentachord a.o.) on 

which the melody moves.1 

The chant form has traces back to the 4th century Constaninople.2 As the way of singing 

was mainly connected to the church, the fall of Constantinople in 1453 did not abolish 

the practice of liturgical chant. It has been kept as a living tradition until our modern time. 

In the early years, it was mostly transmitted as an oral tradition, but in the 9th century we 

find the first traces of musical notation signs above liturgical texts. The way of notating 

developed through the years and took different neumatic systems. Today the main nota-

tion is the so-called Chrysanthine, or the analytical notation of the New Method of the 

Three Teachers (Chrysanthos of Madytos, Chourmouzios the Archivarian and Gregorios 

the Precentor), who fulfilled the Reform of the previous notation in Constantinople, in 

the years 1814-1815. 3 Our transcription and analysis in this study is based upon this no-

tation.  

The aim of the present thesis is to examine the relationship between word and music in 

the Katabasiai from the Christmas Kanon «Χριστὸς γεννᾶται» by St Kosmas the Melo-

dist. In other words, our basic research question is, how the poetical texts are blended to 

the melodical formulas and melodical phrases and form one unity, expressing the meaning 

of the text in the Christmas Kanon.  

The methodology followed in this thesis comprises the following steps: 1. study of the 

                                                 
1  Σωτήριος Δεσπότης, "Ἡ ἰσοκρατηματική πρακτική τῆς βυζαντινῆς  ἐκκλησιαστικῆς μουσικῆς: ἱστορική 

καί μορφολογική προσέγγιση",  Γρηγόριος ὁ Παλαμᾶς, ἔτος 80, τεῦχος 816 (2007): p. 143-175. 
2 Nicolas Bell, “Byzantine music and musical manuscripts,” accessed April 24, 2019. 

https://www.bl.uk/greek-manuscripts/articles/byzantine-music-and-musical-manuscripts#authorBlock1 
3 Christian Troelsgård and Kenneth Levy, “Byzantine Chant.” in New Grove Dictionary of Music and Mu-

sicians, vol. 4, 2. ed., ed. by Stanley Sadie (London: McMillan, 2001), p. 742. 
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bibliography, 2. apprehension of the Chrysanthine notation, 3. study of the Kanon in the 

original notation and transcriptions into staff notation, 4. musicological analysis, 5. writ-

ing of the thesis. 

As to the structure of the thesis, it comprises a first part, with a brief introduction to the-

oretical and historical elements that will help the reader gain a better understanding of the 

analysis. In the second part one will find a schematic transcription of the katabasiai tran-

scribed from the Chrysanthine notation to the Western staff notation. Hereafter follows a 

polyprismatic analysis table containing a metrical, structural, musical syntactical and a 

modal analysis proceeding with musicological comments to the contents of these. All this 

according to theory taught by Prof. Maria Alexandru (private classes via Skype, autumn 

2018 to spring 2019) and to the bibliography.  
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First Part 

Historical and theoretical elements of Byzantine Chant 

1. The form of a kanon 

The kanon is one of the main strophic forms found in the tradition of the Byzantine hym-

nography. It consists of 9 odes. However, the 2nd ode is only to be sung on special litur-

gical occasions and not a part of the kanon for the Feast of the Nativity of Christ.4 Each 

ode is based on a biblical canticle:5 

1) Exodus 15: 1-19 and 21, 

2) Deuteronomy 32: 1-43, 

3) Samuel 2: 1-10, 

4) Habakkuk 3: 1-19, 

5) Isaiah 26: 9-19, 

6) Jonah 2: 1-9 

7) Daniel 3: 26-51a, 

8) Daniel 3: 51b-88, 

9) In praise of the Mother of God, Luke 1:46-55 or 63-79 

The ode itself consists of an heirmos (a model strophe) and two to four troparia (stro-

phes), that all have the same metrical structures (i.e. the same number of syllables and the 

same succession of accentuated and non-accentuated syllables) as the heirmos.6 The Heir-

moi are to be found written in the Heirmologion.7 

About the content of the odes, Gardner writes:  

“By its content the heirmos serves as a connecting link between the theme of the Old testament canticles 

and the New Testament theme that is developed in the troparia of the given ode.”8 

After singing the heirmos and the troparia, the heirmos is repeated in another musical 

                                                 
4 Johann Gardner, Russian Church Singing volume 1: Orthodox Worship and Hymnography, trans. Vladi-

mir Morosan (New York: St. Vladimir´s Seminary Press 1980), p. 42. 
5 Ibid., 40. 
6 Ibid., 40. 
7 Lorenzo Tardo, Hirmologium Cryptense, MMB, facsimiles III (Roma: Pars Principalis & Pars Suppleto-

ria, 1951). 
8 Gardner, Russian Church Singing, p. 40. 
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form, in a more melismatic9 way, as the katabasia.10 The word katabasia derives from the 

Greek verb “καταβαίνω” which means “descend”. It was originally sung, when the two 

choirs descended from their choir stalls and gathered in the center of the church to sing 

together.11       

 
Figure 1, diagram of the form of a kanon12 

 

The poem for the Christmas Kanon is an acrostic.13 This was typical for the poems of the 

Byzantine hymnography. Often one would find the name of the hymnographer hidden or 

it would be a dogmatic acrostic, as seen in the Christmas Kanon. Here the first letter of 

each strophe forms the dogma “Χριστὸς βροτωθείς, ἦν ὅπερ Θεὸς μένη,” 14 meaning 

“Christ became a human being and remained God, as He was before.” (A poetical ex-

pression of the dogma of Chalcedon, A.D. 451: Our Lord Jesus Christ is one person with 

two natures: true man and true God). 

  

                                                 
9 To sing one syllable in a succession of more than one note.  
10 Egon Wellesz, A History of Byzantine Music and Hymnography (London: Oxford University Press 

1961), p. 240. 
11 Gardner, Russian Church Singing, p. 51. 
12 Μαρία Αλεξάνδρου, Eισαγωγή στη Βυζαντινή Μουσική (Thessaloniki: University Studio Press 2016), p. 

58.  
13 A poem where certain letters, often found in a pattern, are forming a name or a dogma.  
14 Αλεξάνδρου, Eισαγωγή, p. 204-212. 
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2. The neumatic notation  

There are traces showing, that parts of the liturgy have been sung from the very beginning 

and that the chants have mainly been transmitted through oral tradition. The earliest man-

uscripts showing musical symbols can be dated back to the 9th century. This was not a 

melodic notation method, but a lectionary notation, that was found written upon liturgical 

texts. The neumes were used as a mnemonic tool for the singer to remember the formula 

and the pitch, that they had already been taught through oral transmission.15 This is termed 

ekphonetic notation, which translates directly into “signs for sounding out”16 and stands 

for a cantillation17 tradition, that was also to be found in the Arab, Jewish and Latin tra-

ditions.18 

As with western notation forms the way of notating Byzantine chant has changed through-

out the years. From the ekphonetic notation developed systems of writing down melodies. 

There are three main methods of melodic notation:19 

• Palaeo-Byzantine notation - practiced from the 10th-12th century. 

• Middle Byzantine notation - the main notation form from the middle of the 12th 

century to about year 1815.  

• Chrysanthine notation (also called The New Method) was a reform conducted in 

1814-1815 and in the 1820s the first books were published, and the method came 

into use. 

In the 10th century developed, what we today call, the paleo-Byzantine notation. The man-

uscripts where, as with the ekphonetic notation, solely for the singers to be reminded of 

chants that they had already learned, and therefore the neumes do not contain very precise 

information. It is difficult to tell with certainty exactly what they were singing in this 

period of time. See example from paleo-Byzantine notation of the Christmas Kanon in 

the appendix 1. 

The middle Byzantine notation was developed in the 12th century and created a much 

                                                 
15 Troelsgård and Levy, “Byzantine Chant,” p. 735. 
16 Bell, “Byzantine music.” 
17 The way of intoning liturgical texts.  
18 Maria Alexandru, “The Palaeography of Byzantine Music: A Brief Introduction with Some Preliminary 

Remarks on Musical Palimpsests,” El palimpsesto grecolatino como fenómeno librario y textual (Zaragoza: 

Institución «Fernando el Católico» 2006): p.119-120. 
19 Troelsgård and Levy, “Byzantine Chant,” p. 736. 



8 

 

more precise notation form adding new neumes to the paleo-Byzantine method, and it 

became possible to notate the music in detail. The signs would not indicate an exact in-

terval for the singer, but this knowledge would be found implicit in the formula, the genre 

and the mode that was notated.20 The middle Byzantine notation became a rich and com-

plex method, that was used until the reform in 1814-15. 

The Chrysanthine method was a reform conducted by Chrysanthos of Madytos, Chour-

mouzios the Archivist and Gregorios the Protopsaltes. It was a reduction of a large number 

of signs from the middle Byzantine notation. A new way of defining the modes and the 

solmization system (παραλλαγή, pron. parallage) as well as new signs for chromaticism 

came into practise.21 As parts of this method we find interval signs, rhythmic signs, ex-

pression signs, attraction signs and martyria signs. The solmization system is based on 

the first letters of the Greek alphabet and is monosyllabic22 as is also the Western system 

(the old system was polysyllabic). Since the neumes will not indicate the exact note but 

the intervallic relationship between two signs, to help navigate within the manuscript, one 

will find the notes indicated with the solmization signs and a “martyrikon” below describ-

ing the diastematic context to the mode.23 See an overview of the signs in appendix 2.   

3. Oktoechos 

In the Chrysathine theory the system of the modes is called “Oktoechos” (Ὀκτώηχος). As 

the word indicates, this system consists of eight modes/tones (in Greek: Ήχος, pron. 

“echos”), as also found in the Gregorian tradition. However, the way of defining the scales 

as being either authentic or plagal differs in the two traditions.24 See table below.  

 

Byzantine modes Gregorian modes  

1st authentic mode dorian (authentic) 

2nd authentic mode hypo-dorian (plagal)  

3rd authentic mode phrygian (authentic) 

                                                 
20 Troelsgård and Levy, “Byzantine Chant,” p. 738 
21 Ibid., p. 743-4 
22 One note per syllable.  
23 Maria Alexandru, “Towards a primer of Byzantine Notation: Some Elements of Theory and Practice for 

Musicologists, Paleographers and Singers” (Thessaloniki 2018): p. 6.  
24 Gardner, Russian Church Singing, p. 60. 
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4th authentic mode hypo-phrygian (plagal) 

plagal of the 1st mode lydian (authentic) 

plagal of the 2nd mode hypo-lydian (plagal) 

plagal of the 3rd mode mixolydian (authentic) 

plagal of the 4th mode hypo-mixolydian (plagal) 

 

Upon the Oktoechos is built a liturgical year with cycles of eight weeks, in that each week 

has its own tone. The yearly cycle begins on the second Sunday after Pentecost by chant-

ing in the first mode. Exceptions from the yearly cycle are made on the Great Feasts, as 

they have their own cycle.25 See furthermore an overview of the modes according to the 

Chrysanthine method in the appendix 2.  

Also the tuning differs in the Gregorian and the Byzantine traditions. We find in the  

Chrysanthine method the use of micro intervals as quoted from Panteli and Purwins:26 

“In Chrysanthine theory, the octave is divided into 72 equal partitions, each of 16.67 

cents1(morio, plural: moria). The scale degree steps are measured in multiples of a 

morio. Scale degree steps can be of the size of a semitone (100 cents = 6 moria) and 

a whole tone (200 cents = 12 moria). But also step sizes between the halftone and the 

whole tone are frequently used: the minor tone (166.67 cents = 10 moria) and the 

minimal tone (133.33 cents = 8 moria).” 

 

In accordance with this analysis, the tuning of the 1st authentic mode is measured as fol-

lows:  

 

 

                                                 
25 Gardner,  Russian Church Singing, p. 58. 
26 Maria Panteli and Hendrik Purwins, “A Quantitative Comparison of Chrysanthine Theory and Perfor-

mance Practice of Scale Tuning, Steps, and Prominence of the Octoechos in Byzantine Chant.” in Journal 

of New Music Research, vol. 42, issue 3 (October 2013): p. 207-209.  
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The tuning of the 4th authentic mode is measured as follows: 

 

 

 

 

 

 

4. St Kosmas the Melodist  

St Kosmas the Melodist was a bishop and hymnographer, who contributed with many 

important works, among them the poem for the Christmas Kanon. He was, according to 

Detorakes,27 born in ca. 675 in Damascus. At an early age he became an orphan and was 

adopted by the father of St John of Damascus. Together with his foster-brother St John he 

moved from Damascus to the Lavra monastery of St Sabas, near Jerusalem. It is believed, 

that here, he studied with a monk who was also named “Kosmas” leading to doubts about 

the origins of some poems.28 He became a part of the first school of kanon writers, known 

as the “Σαββαΐτες” (Sabbaites).29 The Σαββαΐτες arose in the community around the Lavra 

and flourished in the 7th and 8th century.30 In ca. 734-35, after years serving as a monk, he 

was announced bishop of Maioumi (near Gaza) and here he died in ca. 752.31 

5. Petros Peloponnesios 

Petros Peloponnesios is a highly respected composer of Byzantine chant. He was born 

between the year 1730 and 1740 on the Greek peninsula Peloponnēsos.32 Early in his life 

he was send to the monastery in Smyrna (today Izmir) where he received his first teach-

ings of  ecclesiastical  music.33 In Smyrna he also became acquainted with secular music 

of the Ottoman empire and he advanced in both this field of music as well as in the field 

                                                 
27 “Kosmas the Hymnographer,” The Oxford Dictionary of Byzantium (New York, Oxford: Oxford 

University Press, 1991), p. 1152. 
28Ibid., p. 1152. 
29 Wellesz, History of Byzantine Music, p. 206. 
30 There are three schools of kanon writers: Σαββαΐτες” (Sabbaites), Στουδίτες (Stoudites) and Ιταλοέλληνες 

(Italoellenes).  
31 “Kosmas”, The Oxford Dictionary, p. 1152. 
32 Oliver Gerlach,. “Petros Peloponnesios: About authorship in Ottoman music and the heritage of Byzan-

tine music.” Porphyra, issue 25, (December 2016): p. 145-146,  

 http://www.porphyra.it/wp-content/uploads/2017/04/Porphyra25.pdf 
33 Giannopoulos, Emmanouil. "Tracing the sources of the enormous oeuvre of the famous ecclesiastical 

musician Petros the Peloponnesian (ca. 1735-†1778)" Revista Muzica, issue 3–4 (2015): p. 121.  
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of chanting. In 1764 he was sent to Constantinople and became a student of Protopsaltēs 

Ioannēs from Trebizon and of the Lampadarios Daniēl from Tyrnavos.34 Here he first 

served as the second domestikos and he became the lampadarios of the Church of Saint 

George at the Ecumenical Patriarchate. Just fourteen years after his arrival in Constanti-

nople, he died from an infection in 1778. Among his main works are the collections: An-

astasimatarion, Doxastarion, Heirmologion and among pieces for individual offices can 

be mentioned: Μακάριος ἀνήρ (plagal of the 4th mode), idiomela for the Holy Week: 

Κύριε, ἡ ἐν πολλαῖς ἁμαρτίαις, Κύριε ἀναβαίνοντός σου, Σὲ τὸν ἀναβαλλόμενον τὸ φῶς, 

troparia for the Vespers of Repentance: Θεοτόκε Παρθένε, Βαπτιστά, Ἱκετεύσατε.35 

 

Second part 

Analysis of the Christmas Kanon 

6. Remarks on the methods of transcription and analyses of Byzan-

tine Chant used in this work 

The transcription found in the 7th chapter is a schematic transcription from the Chrysan-

tine notation method to the Western staff notation.36 In order to give a clear overview of 

the inner structure of the katabasiai, the transcription contains only the skeleton tones, 

and we therefore do not find the details from the expression signs, as we find them in the 

neumatic notation. As oral transmission has played a vital role of the hymnography, these 

expression signs also hold an improvisational aspect. A more detailed transcription might 

in future be interesting as a comparative analysis of different chanters ways of interpreting 

the chants.  

In the transcription one will find the divisions of verses (A, B, C, etc.) and kola (1. 2. 3, 

etc.), the music-syntactical analysis and the cadences. Abbreviations for the cadences are 

as follows:  

                                                 
34 Gerlach, “Petros Peloponnesios,” p. 145-146.  
35 Μαρία Αλεξάνδρου, “Ο ‘Μπετόβεν της Βυζαντινής Μουσικής’, Πέτρος Πελοποννήσιος. 

Μουσικοεκπαιδευτικό σκέρτσο βγαλμένο από την καθημερινότητα ενός καθηγητή,” (Ομάδα 

Παλαιογραφίας Βυζαντινής Μουσικής από το Τμήμα Μουσικών Σπουδών του Α.Π.Θ), p. 29-31. 
36 Raasted, Jørgen.“ Thoughts on a Revision of the Transcription rules of the Monumenta Musicae 

Byzantinae,” in Cahiers de l'Institut du Moyen-Âge Grec et Latin, issue 54 (1987):  p. 13-38. 

https://cimagl.saxo.ku.dk/download/54/54Raasted13-38.pdf 
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I.C. - imperfect cadence,  

P.F. - perfect cadence,  

L.O.C. - leading on cadence,  

D.C. - definitive cadence,  

F.C. - final cadence.   

Many different analysis types of Byzantine chant exist. Among them can be mentioned; 

comparative, formal, historical, modal, syntactical, structural on different levels, interarts, 

metrical.37 For a typology of these one might read “Μουσικη Θεωρια και Αναλυση 

Μεθοδολογια και πραξη” 38 and “Zur Analyse der bulgarisch-griechischen Melodie des 

Doxastikons ”Bogonachalnim manovieniem.”39 

In the 8th chapter one will find a polyprismatic table depicting the metrical, music-syntac-

tical (as also found in the transcription), the modal and textural analysis as well as the 

melodic contours. We have chosen to make the division of the English translation fit with 

the division into kola of the Greek text and therefore the translation found in the table in 

some places differ from the original source.  

In the appendix one will find tables explaining the neumes, the scales and the alteration 

signs as tools for reading the transcription and the analysis table.   

 

 

 

 

                                                 
37 Μαρία Αλεξάνδρου, “Παρατηρήσεις για την ανάλυση, υφή και μεταισθητική της Βυζαντινής Μουσικής. 

Ο ύμνος Σιγησάάτω πᾶσα σὰρξ βροτείία” in proceedings of the conference: Crossroads: Greece as an 

intercultural pole of crossroads musical thought and creativity, Thessaoloniki, June 6-10, 2011, ed. Evi 

Nika-Sampson, Giorgos Sakallieros, Maria Alexandru and Giorgos Kitsios, Emmanouil Giannopoulos 

(Thessaloniki: School of Music Studies, Aristotle University of Thessaloniki, 2013): p. 933. 
38 Μαρία Αλεξάνδρου, “Αναλυτικές προσεγγίσεις και ιχνηλασία του κάλλους στη βυζαντινή μουσική. Ο 

ευχαριστήριος ύμνος Σὲ ὑμνοῦμε,.” in Μουσική θεωρία και ανάλυση - μεθοδολογία και πράξη, 29 Σεπτ.-1 

Οκτ. 2006, Θέρμη Θεσσαλονίκης, Πρακτικά Συμποσίου, ed. Κώστας Τσούγκρας (Θεσσαλονίκη: Τμήμα 

Μουσικών Σπουδών του Αριστοτελείου Πανεπιστημίου Θεσσαλονίκης, 2006): p.  317-329.   
39 Jørgen Raasted, “Zur Analyse der bulgarisch-griechischen Melodie des Doxastikons “Bogonachalnim 

manovieniem,” in Cahiers de l'Institut du Moyen-Âge Grec et Latin, issue 48 (1984): p. 131-147. 

https://cimagl.saxo.ku.dk/download/48/48Raasted131-147.pdf 

 



 

 

Transcribed from the source: Πέτρος Πελοποννήσιος, Εἱρμολόγιον καταβασιῶν, Ἐξηγημένον παρὰ Χουρμουζίου Χαρτοφύλακος, Κωνσταντινούπολις: 

Κάστρου εις Γαλατάν, 1825 (επαν. Αθήνα: Κουλτούρα, 1982). 

 

7. Transcription of the Kanon, with elements of musicological analysis 



14 

 



15 

 



16 

 



17 

 



18 

 



19 

 



20 

 



21 

 



22 

 



23 

 



24 

 



25 

 



26 

 



27 

 



28 

 



29 

 



30 

 



31 

 



32 

 



33 

 



34 

 



35 

 



36 

 

 



 

 

 

7. Polyprismatic analysis table 

Structural and metrical analysis Modal and syntactical analysis 

Ode Ver-

ses 

Kola Text, signatures, punctuation marks 

and translation40 

No. 

of 

sylla-

bles 

No. 

of 

beats   

Mode Cadences Phrases 

formulas  

 

 

Melodic con-

tours 

Cadence 

tone named 

according to 

the alpha-

betic system 

and Chrysan-

thine nota-

tion 

Type 

I  A 1. Χριστὸς γεννᾶται, δοξάσατε,  

 

Christ is born; glorify Him! 

9 26 1st authentic 

mode 

D 

 
perfect q 

 

      r  

  

          s 

 

 

                                                 
40 English translation from the source: “The Service of Matins,” accessed April 30, 2019. p. 6-9. 

http://www.agesinitiatives.com/dcs/archive2017/dcs/p/s/2017/12/09/ma/gr-en/se.m12.d09.ma.pdf  

http://www.agesinitiatives.com/dcs/archive2017/dcs/p/s/2017/12/09/ma/gr-en/se.m12.d09.ma.pdf
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Β 2. Χριστὸς ἐξ οὐρανῶν, ἀπαντήσατε, 

 

Christ is come from heaven; go and 

meet Him. 

11 27 D 

  
perfect s 

    t 

        r 

            s 

 

C 3. Χριστὸς ἐπὶ γῆς, ὑψώθητε, 

 

Christ is on earth; arise to Him.  

8 23 G 

 
imperfect u  

      

      r 

            

            s 

 

D 

 

4. 

 

Ἄσατε τῷ Κυρίῳ →  

 

Sing to the Lord,  

 

7 19 

 

D →C 

Πα  →Νη 

 

imperfect  

leading 

on ca-

dence 

 

s  

 

      v 

 

5.       πᾶσα ἡ γῆ, καὶ ἐν εὐφροσύνῃ,  

      

      all you who dwell on the earth;   

     and in merry spirits, 

10 26 G 

 
imperfect u 

   

    t 

       

        r 

            u 

 

Ε 6.  ἀνυμνήσατε λαοί, ὅτι δεδόξασται. 

 

O you peoples, praise His birth. For 

He is glorified. 

14 29 D 

 
final q 

     

    v 

 

        r 

           s 
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III  A 1. Τῷ πρὸ τῶν αἰώνων, 

 

To the Son before the ages,  

7 13 1st authentic 

mode 

D 

 
imperfect t 

 

 

       x 

 

 2.       ἐκ πατρὸς γεννηθέντι ἀῤῥεύστως   

      Υἱῷ, 

       

      begotten without flux, of the 

      Father,  

 

 

11 31  

 

 D 

 
perfect t 

    

   s   

 

        r 

          

            s 

 

B 3. καὶ ἐπ΄ ἐσχάτων ἐκ Παρθένου 

 

and who was lately made incarnate  

 

9 14 G 

 
imperfect q 

 

      

      y 

 

4.       σαρκωθέντι ἀσπόρως, →  

       

      of the Virgin without seed; 

7 17 D →C→B 

Πα  →Νη→ζω 

 

imperfect 

leading 

on ca-

dence 

perfect 

s 

 

     w 

 

           s 
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C 5. Χριστῷ 

 

Christ  

2 16 D 

 
perfect r 

 

      s 

 

 6.       τῷ Θεῷ βοήσωμεν· 

       

      to God now let us cry aloud 

7 12 D 

 
imperfect t 

 

     (y) 

 

D 7. Ὁ ἀνυψώσας τὸ κέρας ἡμῶ, 

 

You have exalted the horn of our 

strength.  

10 17 G 

 
imperfect q 

 

 

     y 

 

8.        ἅγιος εἶ, Κύριε. 

        

       Only You are holy, O Lord 

7 22 D 

 
final s 

 

    r 

 

         s 

 

IV A 

 

1. Ῥάβδος ἐκ τῆς ῥίζης Ἰεσσαί, 

 

Jesse's root produced a branch,  

8 18 1st authentic 

mode 

G 

 
imperfect s 

 

     s 

 

          y 
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2.       καὶ ἄνθος ἐξ αὐτῆς, Χριστέ,  

     

      and You its flower blossomed   

      forth, O Christ 

 

8 24 D 

 
perfect u 

   s 

     r  

       s 

 

B 

 

3. ἐκ τῆς Παρθένου ἀνεβλάστησας,  

 

from the Virgin who by Habakkuk 

prophetically once was called  

 

10 16 D 

 
imperfect q 

 

    s  

 

C 4. ἐξ ὄρους  

       

 

3 7 G 

 
imperfect  

u 

 

5.        ὁ αἰνετὸς, 4 6 G 

 
imperfect  

y 

 

  

 

 

6.       κατασκίου δασέος, 

       

      overshadowed, dense mountain. 

7 16  D 

 
perfect s 

 

    w 

 

        s 
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D 7. ἦλθες σαρκωθεὶς ἐξ ἀπειράνδρου, 

 

From her who knew not man You 

came 

incarnate,  

 

11 21 D 

 
imperfect s 

 

   u 

 

       t 

 

          x 

 

8.       ὁ ἄϋλος καὶ Θεός. 

       

      the immaterial God.  

 

7 18 G 

 
imperfect u 

 

   s 

 

      y 

 

E 9. Δόξα τῇ δυνάμει σου, Κύριε. 

 

Glory to Your power, O Lord.   

10 27 D 

 
final q 

     

    v  

      

         r 

           s 

 

V A 

 

1. Θεὸς ὢν εἰρήνης,  

 

God of peace  

 

 

6 16 1st authentic 

mode 

D 

 
imperfect u 

 

     t 

 

          x 

 

2.        Πατὴρ οἰκτιρμῶν,  

       

      and Father of mercies,  

 

 

5 15 Kliton 

 

G 

 
perfect q  

 

     y 
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B 3. τῆς μεγάλης Βουλῆς σου τὸν 

Ἄγγελον, 

 

You have sent unto us as Your 

messenger, 

 

11 30 1st authentic 

mode 

D 

 
perfect u  

   t  

      

        r 

            s 

 

C 4. εἰρήνην παρεχόμενον, ἀπέστειλας 

ἡμῖν·   

 

the Angel of great counsel who 

is granting peace. 

 

14 27 D 

 
imperfect q  

  r  

    s  

      s  

        y 

 

D 

 

5. ὅθεν θεογνωσίας  

 

Therefore having been guided  

7 13 G 

 
imperfect z 

 

   y 

 

6.      πρὸς φῶς ὁδηγηθέντες, 

      

     to the light of godly knowledge, 

6 16 D 

 
imperfect z  

 

    s 

 

E 7. ἐκ νυκτὸς ὀρθρίζοντες 

 

waking from the night to dawn,  

 

 

7 17 G 

 
imperfect u 

 

    t 

 

        y 
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8.      δοξολογοῦμεν σε, Φιλάνθρωπε. 

      

     we sing Your glory, O Lover of  

     man. 

 

 

10 25 D 

 
final x  

   s  

      

       r  

         s 

 

VI A 1. Σπλάγχνων Ἰωνᾶν,  

 

Such as it received  

 

 

5 15 1st authentic 

mode 

D 

 
perfect  

s 

 

2.       ἔμβρυον ἀπήμεσεν,  

       

      Jonah as an embryo, 

7 13 D 

 
imperfect  

y 

 

B 3. ἐνάλιος θήρ, 

 

the sea beast disgorged him from its  

bowels intact.              

     

5 10 G 

 
imperfect u 

 

    y 

 

4.      οἷον ἐδέξατο· 

      

     though, 

 

 

6 20 D 

 
imperfect r 

 

    s 
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C 

 

5. τῇ Παρθένῳ δέ 

 

With the Virgin, 

 

 

5 8 D 

 
imperfect s  

 

   y 

 

6.       ἐνοικήσας ὁ Λόγος,   

       

      when the Logos  

7 17 G →f→g→f→e→ 

Δι →Γα→Δι 

→Γα→ Βου 

 

Imperfect 

Leading 

on ca-

dence 

t 

 

     s 

 

7.       καὶ σάρκα λαβών, 

      

      had dwelt in her taking on flesh, 

5 16 D 

 
imperfect r  

 

     s 

 

D 8.  διελήλυθε φυλάξας ἀδιάφθορον· 

 

He came forth from her preserving 

her yet incorrupt. 

 

12 25 D 

 
imperfect q  

   r 

     s  

        s  

           y 

 

E  9.  ἧς γὰρ οὐχ ὑπέστη ῥεύσεως,  

 

For from her no fluxion suffered He, 

 

 

9 18 D 

 
imperfect v  

   r  

     s  

       y 
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10.      τὴν τεκοῦσαν κατέσχεν 

ἀπήμαντον. 

     

     and He kept her unaltered in  

     childbirth. 

 

11 28 D 

 
final u  

  v  

    r  

      s 

 

VII A 1. Οἱ Παῖδες εὐσεβείᾳ συντραφέντες,   

 

The Servants nurtured piously to-

gether, 

 

 

11 25 1st authentic 

mode 

D 

 
imperfect u  

   u  

      

       t  

         x 

 

B 2. δυσσεβοῦς  

 

with contempt regarding the impious 

3 7 G 

 
imperfect  

y 

 

3.       προστάγματος καταφρονήσαντες, 

        

      king's decree, 

 

 

10 29 D 

 
imperfect u 

   s 

      r 

         s 
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C 4. πυρὸς ἀπειλὴν οὐκ ἐπτοήθησαν·   

 

intrepidly faced the threat of holo-

caust, 

 

 

 

10 27 4th authentic 

mode 

G 

 
imperfect u  

 

    r 

 

         s 

 

D 5. ἀλλ΄ ἐν μέσῳ τῆς φλογὸς ἑστῶτες 

ἔψαλλον, 

 

and while standing in the midst 

of flames they chanted thus, saying: 

 

13 37 Klitón → 

 

1st authentic 

mode 

D 

 
imperfect s  

  y  

    x  

      r  

        s 

 

E 6. Ὁ τῶν Πατέρων Θεός, εὐλογητὸς εἶ». 

 

O God of the fathers, You are blessed. 

 

 

12 34 1st authentic 

mode 

D 

 
final r  

   s 

       r  

          s 

 

VIII A 1. 

. 

Θαύματος ὑπερφυοῦς, ἡ δροσοβόλος,  

 

Babylon's bedewing furnace bore the 

image  

 

13 26 1st authentic 

mode 

D 

 
imperfect t 

 

     x 

 

B 2. ἐξεικόνισε κάμινος τύπον·   

 

of an extraordinary wonder. 

10 25 D 

 
perfect u  

   s 

      r  

         s 
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C 3. οὐ γὰρ οὓς ἐδέξατο φλέγει νέους, 

 

For it did not burn the youths it 

accepted 

 

 

11 24 D 

 
imperfect r  

   s 

       

       t 

        x 

 

D 4. ὡς οὐδὲ πῦρ τῆς Θεότητος, 

 

nor did the fire of Divinity  

 

9 19 G 

 
imperfect y 

 

     s 

 

          y 

 

  5.       Παρθένου ἣν ὑπέδυ νηδύν· 

       

      consume the Virgin's womb  

      wherein it went. 

9 26  D 

 
imperfect u  

   s  

       

       r   

         s 

 

E 6. διὸ ἀνυμνοῦντες ἀναμέλψωμεν· 

 

So let us melodiously chant in praise: 

12 18 G 

 
imperfect u 

      

      r  

         

           s 

 

F 7. Εὐλογείτω ἡ κτίσις πᾶσα τὸν Κύριον, 

 

Let all creation bless and extol the 

Lord, 

 

 

12 34 D 

 
imperfect y  

   u  

       s 

          y 

             s 
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G 8. καὶ ὑπερυψούτω, εἰς πάντας τοὺς 

αἰῶνας. 

 

and let it exalt Him supremely to the 

ages. 

12 46 D 


 

 

definitive 

cadence 

u  

  y 

     r 

       s  

         s  

           x 

 

IX A 1. Μεγἀλυνον, ψυχή μου, τήν 

τιμιωτέραν,  

 

O my soul, magnify her who is greater 

in honor  

 

12 34 1st authentic 

mode 

G 

 
imperfect t  

    y 

        r  

             u 

 

Β 2. χαι ένδοξοτέραν τῶν ἅνω 

Στρατευμἀτων. 

 

and in glory than the armies of 

heaven. 

 

13 40 D 

 
imperfect t  

    t 

         r  

             s 

 

C 

 

 

3. Μυστήριον ξένον 

 

I see here a strange  

6 16 D 

 
imperfect u 

 

     t  

 

          x 
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4.       ὁρῶ καὶ παράδοξον· 

       

      and paradoxical mystery. 

 

7 20 D 

 
imperfect s 

 

     r 

 

         s 

 

 D 5. οὐρανὸν τὸ Σπήλαιον· 

 

For, behold, the grotto is heaven 

7 17  D 

 
imperfect t 

 

     s  

 

6.        θρόνον  

       

      Throne  

2 6 G 

 
imperfect  

u 

 

7.         Χερουβικόν, τὴν Παρθένον·   

        

       cherubic is the Virgin;  

8 16 D 

 
imperfect z 

 

     r 

 

           s  

 

E 8. τὴν φάτνην χωρίον, 

 

the manger a grand space 

6 14 D 

 
imperfect t  

 

      u 
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 F 9. ἐν ᾧ ἀνεκλίθη 

 

in which reclined as a babe,   

6 12  G 

 
imperfect  

u 

 

10.       ὁ ἀχώρητος,  

      

      the uncontainable, 

 

5 7 G 

 
 

imperfect r 

 

    s 

 

11.      Χριστὸς ὁ Θεός· 

      

     (namely) Christ our God 

 

5 13 G 

  
 

imperfect s 

 

     y 

 

 G 12. ὃν ἀνυμνοῦντες μεγαλύνομεν. 

 

Whom in extolling do we magnify. 

10 22  D 

 
final 

 

v  

    r 

        s 
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9. Musicological comments  

9.1 Metrical structure 

The odes have been divided into verses and kola. A verse is defined by the metrical 

structure of the poem and cannot exceed 20 syllables. The kolon is defined by mu-

sical cadences.41  

The most common pattern in the katabasiai is as follows: approximately 5 verses 

per ode each consisting of 2 kola. An example of this is found in ode 3, where we 

have verse A divided into two kola, verse B divided into two kola, verse C divided 

into two kola etc. Here we have another instance of the kola following the metrical 

structure of the poem by phrasing according to the punctuation marks. We have 

taken a closer look at ode 3 to find examples of the relationship between the punc-

tuation marks and the kola. 

Verse A, kolon 1 - Τῷ πρὸ τῶν αἰώνων, – I.C. 

Verse A, kolon 2 - ἐκ πατρὸς γεννηθέντι ἀῤῥεύστως Υἱῷ, - P.C. 

Verse B, kolon 3 - καὶ ἐπ΄ ἐσχάτων ἐκ Παρθένου – I.C. 

Verse B, kolon 4 - σαρκωθέντι ἀσπόρως, → - L.O.C. 

Verse C, kolon 5 - Χριστῷ - P.C. 

Verse C, kolon 6 - τῷ Θεῷ βοήσωμεν· - I.C. 

Verse D, kolon 7 - Ὁ ἀνυψώσας τὸ κέρας ἡμῶ, - I.C. 

Verse D, kolon 8 - ἅγιος εἶ, Κύριε. – F.C. 

The komma is in most cases marked by an imperfect cadence. In kolon 2 in the 

above listed ode we see an exception of this: The word „Υἱῷ“ meaning „Son“ is 

followed by a perfect cadence highlighting the word. 

                                                 
41 Μαρία Αλεξάνδρου, “Απόπειρες Αναλύσης της Βυζαντινής Μουσικής,” in Melurgia: Studies in 

Eastern Chant, vol. I (2008): p. 230. 
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9.2 Cadences  

We find 5 different cadence types in the katabasia: perfect, imperfect, leading on, 

definitive and final cadences. The types are defined by the;42  

1) the scale degree on which we find the cadence tone,  

2) the meaning and the metrical structure of the text,  

3) whether the cadence tone is descending (this could indicate a perfect cadence) or  

ascending (this would in most cases indicate an imperfect cadence). 

The general pattern is the presence of imperfect and leading on cadences throughout 

the verse resolving in a final cadence at the end of the verse. In some places the 

music emphasizes important words/sentences with a perfect cadence within the 

verse. For instance, if we again look at verse 5, kolon 2, we find a perfect cadence 

following the kliton. 

A leading on cadence is used by the composer to let the phrase continue between 

two kola, when the syntax and meaning of the text are especially connected. We 

find an example of this in ode 6, verse C, kolon 6, where kola 6 uninterrupted con-

tinues to kolon 7 with a leading on cadence.43 

In ode 8 we find the only definitive cadence. This has a liturgical context as being 

a signal for the priest to come out of the sanctuary and incense the church.   

Throughout the piece two cadence tones are found: 1) D (Πα) found 43 times (ex-

cluding the leading on cadences) and hereafter followed by G (Δι) found 23 times 

(excluding leading on cadences).  

9.3 Modality  

Throughout the Katabasiai of the Christmas Kanon three modulations are found. 

The katabasiai are primarily composed in the 1st authentic mode. This also means, 

                                                 
42 Μαρία Αλεξάνδρου, “Χριστὲ ὁ Θεὸς ἡμῶν: ein emblematisches Sticheron zum 

Hl. Kreuz. Ansätze zu einem multiprismatischen Analysemodell aufgrund von 

J. Raasteds Strukturierungsmethode byzantinischer Troparia,” in Revue des Études Byzantines et 

Postbyzantines, issue 6 (2011): p. 330-331. 
43George Amargianakis, “An Analysis of Stichera in the Deuteros Modes: The Stichera Idiomela for 

the Month of September in the Modes Deuteros, Plagal Deuteros, and Nenano, Transcribed from the 

Manuscript Sinai 1230 (A.D. 1365)” in Cahiers de l'Institut du Moyen-Âge Grec et Latin, issue 22-

23 (1977): p. 13. 

https://cimagl.saxo.ku.dk/download/59/59Raasted247-270..pdf 
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that when the phrase descends the b (Ζω΄) is flattened furtherly by a quarter flat and 

becomes b .44 

In the 5th ode, verse A, kolon 2, a kliton is present on G (Δι), in which the E 

(Βου) and F (Γα) are raised as seen on figure 2.45 Here we find the words “Πατὴρ 

οἰκτιρμῶν” (Father of mercies) emphasized.  

 

The tuning with micro intervals gives the possibility of expressive intonation. If we 

again look at the kliton, we see the intonation differing from the mode, that was 

previously sung. The E (Βου) and F (Γα) are leading towards the G (Δι) creating 

density and a change of expression occurs.   

In the 7th ode verse C, kolon 4 we find a modulation which goes from the 1st to the 

4th authentic mode stressing the sentence: 

“πυρὸς ἀπειλὴν οὐκ ἐπτοήθησαν·” (intrepidly faced the threat of holocaust.) 

Hereafter in verse D - kolon 5 - a kliton is added on G (Δι) emphasizing the words: 

“μέσῳ τῆς” (in the midst) and leading towards the word “φλογὸς” (flames) and 

within the same word modulating back to the 1st authentic mode. The full sentence 

of this kolon; 

“ἀλλ΄ ἐν μέσῳ τῆς φλογὸς ἑστῶτες ἔψαλλον,” (and while standing in the midst of 

flames they chanted thus, saying:) 

seems to be significant for the poem, and the phrase is furthermore highlighted by 

reaching the highest note used in the piece.  

9.4 Musical texture 

The musical texture is decided by the number of beats compared to the number of 

syllables. Looking at the polyprismatic analysis table, we see that most frequently 

                                                 

 

 
45 Μαρία Αλεξάνδρου, Ιστορία και Μορφολογία Βυζαντινής Μουσικής (Θεσσαλονίκη: Αριστοτέλειο 

Πανεπιστήμιο Θεσσαλονίκης, 2012-13), IV.B, p. 48. 

Figure 2, kliton intonation   
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the number of beats double or triple the number of syllables. Hereby, we can define 

the katabasiai as being melismatic, whereas the heirmos sung in the beginning of 

the ode has a syllabic character with one beat to one syllable.46 This also means, 

that the katabasia is of twice the length compared to the heirmos and that the katab-

asiai is seen as a more artistic part of the kanon.   

Throughout the katabasiai are also found “word paintings”. An example can be seen 

in ode 3, verse C, kolon 5. The word “Χριστῷ” is emphasized by a melisma on the 

syllable “ῷ” with 15 beats.47 Furthermore, the word is emphasized with a perfect 

cadence and thus stands alone as a kolon. According to Wellesz this is a recognised 

composition technique in the Byzantine tradition. The composer is by intention 

placing the melisma on the last syllable to make the text recognisable for the con-

gregation/audience. Wellesz writes: 

“An examination of the words and syllables which carry a musical ornament shows clearly the 

skill of the musician who worked out these embellishments so that ornaments are never placed 

on words which are essential for the understanding of the text. The antitheses, for example, are 

composed in the syllabic style; the melisma on Ἰουδαίαν only begins on the last syllable, so that 

the word can be clearly heard. In other cases the melodic line is drawn so carefully that the 

singer can pronounce the word distinctly before the actual ornamentation begins.”48 

9.5 Music-syntactical analysis and melodic contours 

The Byzantine chants are based on melodic formulas composed in different combi-

nations and variations with transition notes. According to Raasted the thought be-

hind the formulas is to bring forth the Divine through an objective composition 

technique and striving towards picturing the eternal through repetition. He com-

pares it to the art of Icon painting, where the painters also paint according to preex-

isting models, and the absence of subjectivity seems to be the aim. 49  

These melodic formulas, their combinations and their repetitions can be seen in the 

transcription as well as in the polyprismatic analysis table. When looking at the 

                                                 
46 Gardner, Russian Church Singing, p. 44. 
47 By beats, I mean the number of different notes, and in this thesis not the metrical term for beats 

according to, for instance, bar meassures. 
48 Wellesz, History of Byzantine Music, p. 360. 
49 Jørgen Raasted, “Compositional devices in Byzantine chant.” Cahiers de l'Institut du 

Moyen-Âge Grec et Latin, issue 59 (1989): p. 247-248. 

https://cimagl.saxo.ku.dk/download/59/59Raasted247-270.pdf  
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melodic contours, we see cases of symmetry between the formulas. An example can 

be taken from the 1st ode, verse E, kolon 6. Here the melodic contours depict sym-

metry between the formulas q + v and r + s.  

10.  General conclusions 

Through the methodological approach of this thesis we have gained basic theoreti-

cal and historical knowledge of the Byzantine chant. We have acquired an under-

standing of the Chrysanthine notation and made a schematic transcription of kata-

basiai from the neumatic notation into the Western Staff notation. The transcription 

was used as a framework for proceeding with musicological analyses. All this with 

the aim of answering our question: What is the relationship between word and mu-

sic in the Katabasiai from the Christmas Kanon with the text written by Saint 

Kosmas the Melodist and the melody composed by Petros Peloponnesios. 

As to the structure of the analysis part, we have first divided the katabasiai into 

verses and kola forming the metrical analysis. This depicted an overall pattern of 

verses each consisting of two kola. Exceptions from this were made by the com-

poser, when he found a need to emphasize key words of the poetical text. He would 

highlight the word by forming a melisma leading to a cadence.  

From the metrical analysis we proceeded with analyzing the cadence types. We here 

found that the cadences are interrelating with the punctuation marks and with the 

meaning of the text. Through refined choices of melodic formulas, the composer 

has blended the syntax of the text and musical gesture.  

The study of cadence types led to the modal analysis, where we found that the 

changes of modes were a way for the composer to underpin certain words through 

the expression of tonalities. Very few modulations are found, and, as seen in the 

analysis, they are all chosen with a careful sense of the poetical context. 

In the textural analysis, we saw that the number of beats in general doubled the 

number of syllables, creating a melismatic texture. The change of texture was also 

a way for the composer to emphasize certain words.  He would extend the duration 

of the word by embellishing a chosen syllable, thus creating a “word painting.”  

Looking at the music-syntactical analysis, we see that the katabasiai are composed 

with melodic formulas. From this one can draw out an even more profound meaning 
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of the text: the search for Divinity. The recurring formulas can be seen as picturing 

perennial models and this through musical formulas belonging not only to a single 

composer but being common to the tradition of Byzantine chant. 

As a closing comment to this thesis it should be mentioned that we have only 

touched the surface of what is to be found in Byzantine chant. Though it is clear 

that a close relationship between word and music exist in the Katabasiai from the 

Christmas Kanon. As Wellesz states the chants create a unity of text and music and 

the two components cannot be considered apart.50 The gestures of the musical 

phrases seek to create this unity through subtle composition techniques that have 

objectivity as the intention.

                                                 
50 Wellesz, History of Byzantine Music, p. 8.  
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Appendices 

Appendix 1. Examples of Byzantine neumatic notations  

Example of the Christmas Kanon by Saint Kosmas the Melodist in Paleo-Byzantine notation (Coislin V according to Constantin Floros), from the 

beginning of the 12th century.  

Source: Heirmologion Coislin 220, from the National Library of France, fols. 9r-v, accessed May 9, 2019: https://gallica.bnf.fr/ark:/12148/btv1b11004636g/f10.image 
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Example of the Christmas Kanon by St Kosmas the Melodist written with Middle Byzantine notation. 

Source: Heirmologion Cryptense EγΙΙ, Α.D. 1281, fols. 16v-17r, from the facsimile edition:  

Laurentius Tardo Hieromonachus Monasteri Exarchici Cryptaferratae, Hirmologium e Codice Cryptensi E.γ.II, Musicae Byzantinae Monu-

menta Cryptensia, MMB, Facsimiles III, Pars Principalis (Roma: La Libreria dello Stato, 1950). 
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Example of the first Katabasiai from the Chrismas Kanon by St Kasmos the Melodist and Petros Peleponnesios written 

with the Chrysanthine notation 

Source: Πέτρος Πελοποννήσιος, Εἱρμολόγιον καταβασιῶν, Ἐξηγημένον παρὰ Χουρμουζίου Χαρτοφύλακος, Κωνσταντινούπολις: Κάστρου εις 

Γαλατάν, 1825 (επαν. Αθήνα: Κουλτούρα, 1982), p. 9-10. 
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Appendix 2. Notation of the New Method or Chrysanthine No-

tation: Neumes, modes and alteration signs  

Source: Maria Alexandru, “Towards a primer of Byzantine Notation: Some Ele-

ments of Theory and Practice for Musicologists, Paleographers and Singers” (Thes-

saloniki 2018), p. 8-13.  
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Source: Maria Alexandru, “Towards a primer of Byzantine Notation: Some Elements of Theory and 

Practice for Musicologists, Paleographers and Singers” (Thessaloniki 2018), p. 17-18. 
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Attraction signs 

 
Source: Μαρία Αλεξάνδρου, “Παλαιογραφία Βυζαντινής Μουσικής.” (Athens: Σύνδεσμος 

Ελληνικών Ακαδημαϊκών Βιβλιοθηκών, 2017). p. 866. 
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