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REZUMAT

Prezentul studiu face o scurta
incursiune in realitatile muzicale
religioase bizantine respectiv a
modului in care acestea au continuat
sd se manifeste dupa caderea
Constantinopolului in spatiul
ortodox Balcanic si nord - dunarean
(romanesc) pana in ziua de astazi.
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Termentul de ”"bizant dupa bizant’,
extrem de raspandit in scrierile
stiintifice romanesti, a fost inventat de
marele istoric roman Nicolae lorga din
dorinta de a descrie in mod plenar acele
manifestari ale culturii bizantine care au
supravietuit caderii Constantinopolului
si care ddinuie pana in ziua de astazi mai
ales in spatiul ortodox Balcanic si nord-
dunarean (lorga, 2002).

ABSTRACT

The present study makes a short
foray into the Byzantine religious
musical realities, respectively the
way in which they continued to
manifest themselves after the fall of
Constantinople in the Balkan and
North-Danube (Romanian) orthodox
space until today.
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The term "Byzantium after Byzantium",
extremely widespread in Romanian
scientific writings, was invented by the
great Romanian historian Nicolae lorga
from the desire to fully describe those
manifestations of Byzantine culture that
survived the fall of Constantinople and
that last until the day of today especially
in the Balkan and North-Danube
Orthodox space. (lorga, 2002)
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Dupa caderea Constantinopolului, In
1453, muzica bizantina va intra intr-
o perioada de conservare ce va dura
pana la inceputul secolului al XIX -
lea, cand reforma hrisantica de care
am amintit anterior va facilita o
reinflorire a muzicii bizantine prin
accesibilizarea ei unui public mai
numeros.

Aceasta accesibilizare a fost realizata
prin simplificarea notatiei neuma-
tice, facuta e drept cu asumarea
pierderii unor formule melismatice
mai complexe ce erau notate
schematic si se transmiteau prin
traditia orala.

Cele aproape cinci secole ce
delimiteaza cele doua evenimente au
lasat muzica bizantina exclusiv in
grija centrelor monahale, dezinte-
resul pentru muzica de curte sau
laica precum si faptul ca evenimentul
din 1453 a insemnat printre altele si
una dintre cele mai mari distrugeri
de carti si manuscrise din istorie au
facut ca pana la noi sa se transmita
doar acea parte a muzicii fostului
imperiu reprezentatd de muzica
religioasa. (Muntean, 2004)

Chiar daca tiparul aparuse de cateva
secole, transmiterea suportului scris
al muzicii bizantine se baza tot pe
manuscrisele editate in cea mai mare
parte la Muntele Athos dar si in tarile
din spatiul ortodox, inclusiv cele
romanesti extracarpatice.

O explicatie a acestui fapt poate fi si
dificultatea cu care ar fi trebuit
adaptate tiparului multimea de
neume existente.

Cu toate acestea, necesitatea unei
reforme a neumelor se manifesta
inca din a doua jumatate a secolului
al XVI - lea, cant este consemnata o
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After the fall of Constantinople, in
1453, Byzantine music will enter a
period of preservation that will last
until the beginning of the 19th
century, when the Christian reform
that [ mentioned earlier will
facilitate a re-flowering of Byzantine
music by making it accessible to a
wider public. numerous.

This accessibility was achieved by
simplifying the neumatic notation,
done with the assumption of the loss
of some more complex melismatic
formulas that were schematically
notated and transmitted through the
oral tradition.

The almost five centuries that
separate the two events left
Byzantine music exclusively in the
care of monastic centers, the
disinterest in court or lay music, as
well as the fact that the event of
1453 meant, among other things,
one of the biggest destructions of
books and manuscripts from history
they made it possible to transmit to
us only that part of the music of the
former empire represented by
religious music. (Muntean, 2004)
Even if the printing press had appeared
for several centuries, the transmission
of the written support of Byzantine
music was still based on the
manuscripts edited for the most part at
Mount Athos but also in the countries
of the Orthodox space, including the
Romanian extracarpathian ones.

An explanation of this fact can also
be the difficulty with which the
multitude of existing neumes should
have been adapted to the print.
However, the need for a reform of the
neumes has been manifested since the
second half of the 16th century, I sing
a reference is recorded regarding the
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referinta vizdnd nevoia de noi
caractere pentru muzica grecilor ce
este atribuitd unui student student
cipriot grec numit leronim ce publica
la Zarlino in Italia un tratat referitor
la subiect. Realizand faptul ca grecii
incep sa piardd sensurile notatiei
neumatice si sa confunde neumele,
leronim a inventat un sistem
propriu, ce deriva deopotriva din
semiografia bizantind precum si din
cea occidentala Tnsa demersul sau nu
a fost bagat in seama si a fost repede
uitat . (Strunk, 1962)

need for new characters for the
music of the Greeks which is
attributed to a Greek Cypriot student
named leronim who publishes in
Zarlino in Italy a treatise on the
subject. Realizing that the Greeks
were beginning to lose the meanings
of neumatic notation and to confuse
neumes, Jerome invented his own
system, which derived both from
Byzantine and Western
semiography, but his approach was
not taken into account and was
quickly forgotten. (Strunk, 1962)

. . - .
."\ = "'"'\ u,__ —3 2
¥ Gy Or_ v Al Nt . W W -
S — .- N -
il ooy . B T=
i oy [;‘a o N . “"{
5 LT - s 'lr- e v v T ™
- Yol b v w :
= e iy ~ s
o Dy (R IR FNSTT T O REY Y ORTE
¥ o
| = e — . | e— ————
— __IT‘_}., - —2 ‘: 4
T Sy <, '® 2 “w T ": R
- WK e T TR e
= & ¢ T " X - = ¢ t ¢ ¥
' . . i L ] !...
St ., —:}_f B> x Y—r>
€ '!\'H L e e NN e WY
*—..
w _'HL -

Exemplul muzical nr. 1. Partiturd bizantina pre-hrisantica
Musical example no. 1. Pre-Chrysantic Byzantine score
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Aproape doua secole si jumatate mai
tarziu, In anul 1797, o altd incercare,
a lui Agapios Paliermos care dorea in
mod radical sa introducda notatia
europeand In muzica bizantind se
bucura de interesul Patriarhului
Constantinopolului de la acea vreme,
Grigorie al V - lea Insa demersul se
loveste de antipatia general3,
fundamentata pe dorinta de a se
pastra propriul sistem de notatie al
muzicii bizantine .

Data fiind aceasta necesitate de
reforma a sistemului semiografic ce
era resimtitd din ce Tn ce mai acut,
anul 1814 aduce cu sine, in contextul
desteptarii nationale a poporului
grec ce a generat ulterior revolutia
de la 1821, reforma sistemului
neumatic. Aceasta a fost infaptuita de
Hrisant, de Grigorie si Hurmuz
Hartofilax, cunoscuti din acel
moment In istoria muzicii bizantine
ca fiind cei trei profesori.
(Roumanou, 1973)

Constienti de faptul ca toate celelalte
incercari de reforma au esuat tocmai
pentru ca Incercau sa se rupa de
traditie, acestia realgoritmizeaza
sistemul  semio-grafic  bizantin
simplificandu-l si clarificAndu-1. Mai
mult, elementele considerate de
ajutor ce trebuia preluate din notatia
europeanda vor fi grecizate (un
exemplu este atribu-irea unui nume
fiecarui sunet utilizat de sistemul
muzical bizantin insd nu prin
transfer de termeni dinspre Europa
ci prin inventarea unor termeni noi;
astfel Do, Re, Mi, Fa, Sol, La, Si, Do vor

deveni Ni, Pa, Vu, Ga, Di, Ke, Zo, Ni’).
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Almost two and a half centuries
later, in 1797, another attempt, by
Agapios Paliermos who wanted to
radically introduce European
notation into Byzantine music,
enjoyed the interest of the Patriarch
of Constantinople at the time,
Gregory V - but the initiative it runs
into general antipathy, based on the
desire to preserve one's own
notation system of Byzantine music.

Given this need to reform the
semiographic system that was felt
more and more acutely, the year
1814 brought with it, in the context
of the national awakening of the
Greek people that later generated
the revolution of 1821, the reform of
the pneumatic system. This was
performed by Hrisant, Grigorie and
Hurmuz Hartofilax, known from that
moment in the history of Byzantine
music as the three teachers.
(Roumanou, 1973)

Aware that all other attempts at

reform have failed precisely because
they tried to break with tradition,
they re-algorithmize the Byzantine
semio-graphic system by simplifying
and clarifying it. Moreover, the
elements considered helpful that had
to be taken from the European
notation will be Greekized (an
example is the assignment of a name
to each sound used by the Byzantine
system, but not by
transferring terms from Europe but
by inventing new terms; thus Do, Re,
Mi, Fa, Sol, La, Si, Do will become Ni,
Pa, Vu, Ga, Di, Ke, Zo, Ni’).

musical
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Exemplul muzical nr. 2. Scara muzicala paralela bizantin - occidenala
Musical example no. 2. Byzantine - Western parallel musical scale

Procedeul lor, intitulat Metoda noua
(sau Noua Sistema cum l-au tradus
tratatele romanesti) pastra distinctia
intre calitatea si cantitatea neumelor
precum si marturiile glasului insa
reducea tabloul general al semnelor
de la cincizeci la zece.

Their procedure, entitled Metoda
nouva (or New System as the
Romanian treatises translated it)
preserved the distinction between the
quality and quantity of the neumes as
well as the testimonies of the voice,
but reduced the general picture of the
signs from fifty to ten
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Exemplul muzical nr. 3. Partitura bizantina post-hrisantica
Musical example no. 3. Post-Chrysantic Byzantine score
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Este interesant de consemnat faptul ca
prima lucrare de muzicd bizantina
scrisa in noul sistem a fost publicata la
Bucuresti, iIn 1820, de catre Petru
Efesiu, un student al celor trei profesori
care a trimis catre tipar
Anastasimatarul lui Petru Peloponesiu.
Acest lucru se intampla chiar inainte de
aparitia editoriala a primului teoreticon
al noi metode, cel al lui Hrisant, care
vedea lumina tiparului un an mai
tarziu, In 1821, la Paris, sub denumirea
de Introducere in Teoria si Practica
Muzicii Bisericesti.

Tarile Roméane extracarpatice, care
utilizau in cult muzica bizantind au
adoptat rapid noul sistem de scriere,
astfel la doar trei ani dupa aparitia
lucrarii lui Petru Efesiu, ieromonahul
roman Macarie sd tipareasca la
Viena, in 1823, primul Anastasimatar
roman alcatuit dupa noul sistem .
(Bogdan, 2013)

Din acel moment si pana astazi, cu
exceptia anilor In care comunismul a
condus Europa de Est, tratatele,
antologiile si culegerile de muzica
psaltica au inflorit din punct de vedere
editorial insa chiar si In vremuri de
restriste Biserica nu a dus lipsa de noi
publicatii, ba chiar, in cazul Romaniei,
atunci a fost momentul in care Nicolae
Lungu, ajutat de colaboratorii sai, a
decis sa faca pasul spre a publica carti
in notatie dubla ca rezultat al
procedeului de transcriere patentat de
el.

Ultimii doudzeci si cinci de ani,
marcati de accesul din ce in ce mai
facil la informatie, a facut ca tratatele
sau culegerile de muzica bizantina sa
se editeze, sa se traduca din greaca in
alte limbi si sa se raspandeasca cu
rapiditate.
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It is interesting to note that the first
work of Byzantine music written in
the new system was published in
Bucharest, in 1820, by Petru Efesiuy,
a student of the three professors
who sent to the printer the
Anastasimatar of Peter Pelopo-
nesius. This happened even before
the editorial appearance of the first
theoretician of the new method, that
of Hrisant, who saw the light of day a
year later, in 1821, in Paris, under
the name Introduction in the Theory
and Practice of Church Music.

The extra-Carpathian Romanian
countries, which used Byzantine music in
their worship, quickly adopted the new
writing system, thus only three years
after the appearance of Petru Efesiu's
work, the Romanian hieromonk Macarie
printed in Vienna, in 1823, the first
Romanian Anastasimatar composed
according to the new system. (Bogdan,
2013)

From that moment until today, with
the exception of the years when
communism ruled Eastern Europe,
treatises, anthologies and collections
of psaltic music have flourished from
an editorial point of view, but even in
times of austerity the Church has not
lacked new publications, indeed, in the
case of Romania, that was the moment
when Nicolae Lungu, helped by his
collaborators, decided to take the step
to publish books in double notation as
a result of the transcription process

patented by him.
The last twenty-five years, marked
by the ever-easier access to

information, have caused treatises or
collections of Byzantine music to be
edited, translated from Greek into
other languages, and spread rapidly.
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Mai mult, initiative editoriale precum
cea de la Manastirea Stavropoleos din
Bucuresti au facut ca, prin mediul online,
manuscrise extrem de valoare se
psalticdA romaneascd sa  devina
disponibile, in format electronic, oricarui
pasionat al subiectului.

Nedorind sa ne abatem de la dorinta
de a cerceta istoria muzicii bizantine
prin prisma aspectelor exclusiv
relevante pentru notatia acesteia
apreciem ca In lunga perioada scursa
de dupa anul 1453, reforma lui
Hrisant este singurul moment demn
de luat in seama pentru dezvoltarea
teoriei muzicii bizantine. Toate
teoreticoanele editate dupa aceasta
reforma vor prelua cu sfintenie
principiile el, fiind practic reeditari
ale ideii originale.

Este adevarat faptul ca asediul si
cucerirea Constantinopolului nu a
insemnat sfarsitul preioadei de
creatie a melozilor si a melurgilor
(mai ales in calitatea lor de poeti)
deoarece noile canonizari de sfinti si
necesitatea ce revine In urma
acestora de a compune noi slujbe
stimuleaza creatia bizantina inclusiv
la nivel literar pana in ziua de astazi
insa  amploarea si efervescenta
fenomenului din  Bizantul de
odinioara nu mai poate fi
reconstruita poate si  datorita
faptului ca lumea muzicii ortodoxe,
totusi marcatd de pierderea
definitivda a sensului neumelor la
care Hrisant a renuntat, este din
principiu reticentd la inovari din
dorinta de a nu pierde acea parte de
mostenire ce s-a pastrat pana astazi.

Moreover, editorial initiatives such
as the one from the Stavropoleos
Monastery in Bucharest have made
extremely valuable Romanian psaltic
manuscripts available online to
anyone interested in the subject.

Not wanting to deviate from the desire
to research the history of Byzantine
music through the prism of aspects
exclusively relevant to its notation, we
appreciate that in the long period that
has passed after the year 1453, the
reform of Chrysanthemum is the only
moment worthy of consideration for the
development of the theory of Byzantine
music. All theoreticons published after
this reform will faithfully take over his
principles, being basically re-editions of
the original idea

It is true that the siege and conquest
of Constantinople did not mean the
end of the period of creation of
melodists and melurgists (especially
in their capacity as poets) because
the new canonizations of saints and
the need to compose new services
stimulate Byzantine creation
including at the literary level to this
day, however, the extent and
effervescence of the phenomenon in
Byzantium of old can no longer be
reconstructed, perhaps also due to
the fact that the world of Orthodox
music, however marked by the
definitive loss of the meaning of the
neumes that Hrisant renounced, is in
principle reluctant to innovations
from the desire not to lose that part
of the heritage that has been
preserved to this day
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