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ABSTRACT

The Psaltic Art since the introduction of the written system of musical notation (10 century)
is taught by great figures of Compositors and Masters. Even after the Fall in non- Ottomans
occupied areas of the former Byzantine Empire (Crete, Cyprus, Mount Athos, Sinai, Serbia)
continues to survive, to flourish and evolve. The continuous presence of the millennium old,
written Byzantine musical culture was accompanied by parallel efforts to find ways of
teaching and applying the Chanting Art. Methods of teaching music have thus appeared,
combining the theoretical with the practical aspects of learning. The theoretical texts are
divided into two categories: a. in 'Protheories of the Papadike' b. the actual theoretical
writings. Before finalization of the text of the Protheories in a common tradition, as we
know from the majority of manuscripts, we have very important 'Methods' of the singes
beginning with the oldest list of singes (10th century). Here, in chronological order, the
methods of the ‘theses” (formulas) of: the Protopsaltes Ioannis Glykis (early 14th century),
Ioannis Koukouzelis (1% quarter of the 14" century) known as 'the Mega Ison', Xenos
Koronis Protopsaltes (1st half of the 14th century.) Gregorios Bounis Alyates (around the
time of the fall of Constantinople), priest Ioannis Plousiadinos (died around 1500) etc.
During the Byzantine and Postbyzantine period we have some significant theoretical
writings, whose conclusion was the reform of three Teachers (Chrysanthos — Gregorios —
Chourmouzios) in 1814 in Constantinople and he theoretical work of which, has been taken
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up by Chrysanthos, with two books. The appearance of Music Printing helped to establish
and spread a common system of musical writing and reading of Byzantine music.

Keywords: teaching methods, theory manuals, Protheoria of Papadiki

Psaltic — Chanting Art: the autonomous musical culture, over a
millennium old, The Psaltic, posed an art of expression, since the Byzantine
times for each church or imperial action in general. Defined as the
autonomous Greek musical culture, which is written (from the 10th century
to the present) and its main objective is to wear the Meliki hymnographic
discourse of the Church, although: it is not limited to this.

The onset and progression of 'Kalophony', led the Chanting Art to
the highest form of composing. This, contributed to its autonomy and the
development and demonstration of a personal style of each 'melourgos'
(composer) through his melopeemata (compositions), which were included
in bulky music code manuscripts, named 'Papadikes'.

The number of melopoiimata (compositions) over a time period of a
millennium and up to the 19th century, comes to about 7.000 handwritten
music codes. Located in some of the largest libraries in the world, in the
libraries of the monasteries of Mount Athos, Sinai, Meteora, the Patri-
archate of Jerusalem, the National Library of Greece and Konstantinos
Psachos library.

The notation of the Psaltic art first appeared in manuscripts in the
mid-10th century (with the first musical dated manuscript, being the 709
Stichirarion of Petersburg) and through its millennial course is divided
into different periods of development. To determine these periods, of
fundamental importance are the signs, with which each member is marked.
In particular: the number and time of origin of these marks, their energy,
their elimination and transcription. A key component of the notation of the
tirst three periods, was the creation of 'melos' with standard and compact
musical phrases, named by Manuel Chrysafi 'theseis' (formulae) that the
student ought to learn in order to be able to sing.

In the existing musicological sources generally, the teacher is
pictured rather dithyrambic. It is witnessed that the teacher of the Chanting
art is (or anyway, should be) a pious and affectionate man [13, p. 28,
(v. 5-15)], distinctive in teaching [13, p. 28, (v. 16-17 and v. 20-21), inspired
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and imaginative [12, v. 106, v. 741], persistent and systematic in its
interpreta-tion [13, p. 50 (v. 297-298)], supervisory, parabolic or
anthropomorphic in his expression [12, p. 86 (v. 479-480)], cognitively self-
sufficient and some-times self confident to his knowledge [12, p. 80
(v. 408)], but always modest and measured [14, p. 102 (v. 732-737)].

The ideal student is described somehow in the 'Theoreticon' by
Chrysanthos of Madytos, as follows: he has a good voice, is imitative and
knows the language well%. Only this way can the student hope to approach
the desired state not only of the artist but also of the musical scientist, that
is the perfect chanter®.

The long stay of the students next to the teacher, creates a life
relationship through the perfect match of the musical interpretation and
performance of melopoiimata, exactly the same way the teacher had in turn
been taught by his own teacher. Thus, the aim was to convey the tradition
completely and without novelties.

The features of the "potentially perfect chanter" are summarized in
the following 'skills":

1. To set to music according to the rules laid down by the chanting
art®.

2. To be able to chant compositions at first sight (prima vista), by all
composers (old and new) correctly®.

3. To be able to write correctly and in accordance with the rules no
matter what the request (correct spelling of music).

08 "Or var elvar kat o YaAAwv Qidoc ei1c TovG akpoatdc, kal Oxt anexOnc, mpénel va eivar kalos. To
KaAov Tov PpaAtov ocvviotatar A, eic v evpwviav [...] B, [...] €ic 10 va eivar o YpaAtnc dwabéoewe
HLUNTIKNG €K QUOEwWC 1) ek pabnoewc [...], T, [...] €ic To va eivar memaidevuévoc apketd kav tnv tdiay
Tov OtdAexTov, (emetdn O¢ eivar dvvatov va eivar 0ot ot Movotkol kar ¢ptAdoodotr) ot var evvon v
évvoray tov YpaAdouévov [...]", XovoavOov, Ocwpntixdv, [22, pp. LV-LVII, §§82-84].

¢ The figure of the perfect chanter outlined systematically and with cinsistency, from T'afomA
Legopovaxo and MavounA Xovoddn). See also, A. XaAdaudwkn, H Oewpntixn omovdn, [30, pp. 144-145].

65 "[...] to yoddewv 000ws amod téxvng», FapfomA [14, p.100 (v.697-698)], 1] pe dAAa AdYa, «TO mMOLEly
Tva B€0elg mEOOTKOVOAS KAl aguodiag, emduevov Tw O0ow g téxvne', Xovoadns [17, p. 46
(v. 180-182)].

6 "to Aéyewv and tovov", I'afomA [14, p. 100 (v. 698)], dOnAadn) "to apeAet)tws un mEodiaokePdpevoy,
oA apa twv OedoaocBat dvaoOat mavtoia PaAAey pabnuata, maAaid te Kat véa, TOL AMTAIOTOV
AV TAVTWS exopevov", Xovoadng [17, p. 46 (v. 185-187)].

7 "To yoadewv and otmfoug 6meQ av ewoin», T'afomA p. 100 (v. 698-699), or, «TOV Un eyKOTTOVTA TW
BpAlw kat opwvTa, aAA& kat xweic BipAiov yoadey aodalwe katl wg 1) Téxvn BovAetal, eitt av Tig
emtd&ete yoadew", Xovoadng [17, p. 46 (v. 182-184)].
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4. To be able to compose his own works, in all kinds of composing?®.

5. To be able to write down any ‘melos” he hears in a way that when
he chants it, it sounds the same as the original®.

6. To be able to correctly present music and recognize the
‘melourgos’.

The whole process of learning, teaching and practical training is
recorded in the manuscript tradition at theoretical and practical level. In
the first case we are dealing with a number of theoretical writings
(Byzantine and post-byzantine), while in the second case we are dealing
with the recording of the theory of the art of Papadiki as well as methods of
practice and teaching of the Chanting art through various "protheories'.

A. Theory Manuals of Psaltik Art

These texts appear in about the 12th century and certainly reflect
older traditions. Through their study we safely conclude that the teaching
moved mainly around two main chapters of the theory of the Chanting art:
the simadografia (notation) where a detailed report on shape, name,
etymology, energy and interpretation of vocal and voiceless signs was
given and 'tropikotita’ (modulation) where concepts such as echemata,
sounds and defects were analyzed. In some, more specific cases, the word
advanced to the theory of theseis, explaining how the signs, when linked
together, constituted (within a particular acoustic environment) the
individual musical lines.

1. Agiopolitis (12 c.) [11]. This is the earliest theoretical writing
that describes the act of chanting, as it was born and founded in the "Holy

"To moietv ad’ eavtov"”, TaPfomA [14, p. 100 (v. 699-700)], &AAoig Abdyolg, "to mavTola Ttoteiv Tomuato
dla, 1 olkoBev KIVOUUEVOV, 1] KL €€ ETEQWV ETUTAYHATOS KOl HETA HEAETNG KAl TAVTNG eKTOC",
Xovaddng [17, p. 46, (v. 189-191)].

"To etolpws éxewv AapPaverv mav pédog omeo av axovon kai yoadew", T'apomA [14, p. 100
(v. 700-701)], dnAadn, "to PaAdewv pev dAAov, avtov de to PaAAduevov yoddewv te kat PaAdewy
ouoiwe exetvw", Xovoadng [17, p. 46 (v. 188-189)].

"H twv momudtwv xlotg, Ntis iowe pév kat to dvvachat kotvery to momnOév, kad” ott te KaAdg av
éxot kat aodaAds kat kad’ ot un, iowe de kat to dvvacOat yvwellety amd pHOvVNG axons To Tovde
Tvog mompa. Omep de kat KAAAOTOV €0TL MAVTWV TV v 1 Téxvn", Xovoadng [17, p. 46, 192-196],
aAAA Ko "To KAAWS KAt woalws PAAAEW peTd TéXVTG, OmeQ Katl dwonua eotl HAAAOV ¢ dLoEws
aAA” o0 e téxvne", TaBomA [14, p. 102, (v. 724-726)].
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City" of Jerusalem focusing on the Monastery of St. Sava of Kosmas and
John of Damascus, considered to be the makers of the Oktaichia Asmatiki
act of Chanting Art. The genesis of 8 (echi) sounds with musical examples,
the definition and distinction of the concepts of evrijxnua and emrxnua are
the main topics of the discourse. Also, the naming of sounds and the
parallels with the ancient modes is given. The natural production of the 4
basic sounds is described, as well as the derivation through them, of the 4
plagal, the 4 medial and the 4 ¢pOoopai, 16 sounds all together, in which the
meli of the Asma were sung, echoing an older asmatiki tradition, while in
Agiopolitis the existence of only 10 sounds was mentioned.

2. Questions and Answers of the Papadiki Art of Pseudo-John of
Damascus (14th c.) [13]. Subsequent theoretical treatise, attributed falsely
to John Damascene. The text is structured around questions and answers
between student and teacher. Commenting on the concept of spirits and
tonos, finding the relationship and the difference between ‘'ichos' and
'melos', psalm and ode, hymn and (atvog) praise. It derives the term 'voice'
and admonishes the way of psalmodisis, which by the use of 'ichos' became
appropriate. Reference is made to 'tonos', to the spirits in emfona signs and
spelling, and in enichimata psalmodisi of stichera. Here are methods for:
What is the sound, how many are the voices, what is a 'cheironomia'.
Interpretation and modality of sounds in relation to the ancient name of
toomot. Definition of the Papadiki and theoretical approach to Protheoria.
(About the name of 'ichos', 'tonos' and spirit of the Papadiki). Method of
Finding scales of diodiamaowv scale.

3. "Of the signs and chanting voices and their etymology" by
Gabriel Hieromonachos (14th c.) [14]. On the etymology of the voiceless
and vocal signs and their forces. On the 'theseis' combined with the use of
'cheronomia’. Reporting and analysis of ‘ichi', basic, plagal, medial,
phthorae. Beginning and foundation of the Chanting Art is the metrofonia.
After that the parallagi. Quote rules for finding ‘echos’. Method of
understanding of Kalophonia. Characterization of the perfect chanter.

4. "On the Psaltic art". Manuel Chrysafis (15th c.) [17]. Analysis on
Chanting and IlapaAAayr), with the necessary knowledge of 'parallagi'
and 'metrofonia’. In the chapter 'on Theseis', we define the meaning of
'thesis' as "the merging of signs, thus a melos." Separation of ITagaAAaym
of the Chanting art: Reference is made to the writing style of different
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compositions, always to mimic the most ancient composers. Enumeration
of melourgon and their compositions. Evidence of good teachers.
Interpretation of the "phthorae’ of the 4 basic sounds of the plagal b and
nenano for their energy with musical examples.

5. Interpretation in music: Pachomius Rousanos (16th c.) [18].
Designation of paralagi as an enumeration of the voices and metrofonia
with ichimata. Placement of 'echi'. Difference of basic and plagal. About
Diplofonia. Explanation of the Eptaphonia and antiphonia. About phthora
and at the end about the nenano phthora.

6. Anonymous: Akrivia [12]. Text with multiple questions from the
student to the teacher. Interpretation of the 'tonos'. Analysis of ison' and its
correct notation. Various etymologies. Interpretation of writing and
interpreting the signs. Ordering: orthographic and aesthetic interpretation
of the signs.

7. Ioannis Plousiadinos (15th c.) [16]. Interpretation of the parallagi
of basic and plagal sounds, (Echi) and difonon, trifonon, tetrafonon and the
rest. Quote of kanonion and commentary on 'Echi'.
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Photo 1: Method of Ioannis Plousiadinos, Holy Monastery of St. Stefanos Meteora (Greece),
N. 19 (18th c.), p. 11v"

7t All the photos are published with the permission of the library from Monastery of St. Stefanos Meteora
(Greece).
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8. Ioannis Lascaris the Maistor (15thc.) [15]. "Etéoa mapaAAayr)
NG HOVOIKNG TEXVTG, COPWTATN KAl akQBeoTépa e1g akQov, movnOeloa
de xat ovvtaxOeioa, magd wvolov Iwdvvov tov Adokagn Tov
KaAouiodov, kat palotogog, evavtio ey OIS TIOWTOLS, KAl OUK EVAVTIA.
eEvavTia Yo mpog Touvg Un edotag, wg yéyoartal' — "Parallagi of musical
art", theoretical text on the development of sounds (echi).

9. Cyrilos Marmarinos Theoritikon (17thc.) [19]. The wusual
Protheoria of the Papadiki with questions and answers. The same sequence
is kept. In the second part an elementary teaching concerning the outdoor
music is quoted.

10. Great Theoritikon of music theorist, Chrysanthos of Madytos
(19thc.) [22]. The project is divided into two parts: "Didactikon” and
"Historikon" and summarizes the theory of New Notation and analytical
method of teaching.

B. Basic structure of the Protheoria

At the teaching approach any ‘thesis' being taught, was
comprehended and interpreted through three stages: metrofonia, parallagi
and the melos, as described in the above theoretical treatises.

a) parallagi: the student applied the 'ichima' on every musical
character of the melody, identifying the differences in each gender, sound,
or system.

b) metrofonia or mitrofonia: the teacher performed the hymn only
with the vocals signs, just deleting the direction of the melodic movement,
ignoring any action of the great "hypostaseis' or 'theseis', say by "counting"
the voices.

c) melos: to sing the hymn, as required by the 'theseis' of the
characters, the 'hypostaseis' and the poetic text. The "theseis" were many
and various and there was no other way to be taught other than orally. The
student could "parallagize" or "metrofonise" consulting the Protheoria the
matter, but was unable to sing adequately, without learning to sing the
'theseis' the same way his teacher did.
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Photo 2: The beginning of the Protheoria of Papadiki "Agx1 ovv Oew ayiw twv onpadicvv
me PaAtunig emotmunc...", Holy Monastery of St. Stefanos Meteora (Greece) N. 19
(18th c.) p. 6r

The teacher and student "stand face to face": Student to Teacher
"I pray you, teacher, for the Lord’s sake, tell and explain to me, how the
signs came into being [...]. And may the Lord multiply the talent given to
you, that you may not be condemned as that servant who hid the silver in
the earth. But that you may rather hear from the frightful judge: «Well
done, thou good and faithful servant: thou hast been faithful over a few
things, I will make thee tuler over many things: enter thou into the joy of
thy lord»" Axoifewa, [12, p. 40 (1-2 and 22-26)].

Teacher to Student: "Since you are thirsting for knowledge, listen
attentively, and I will teach you about these things in so far as the Lord will
reveal them to me", Axo(Beia, [12, p. 40 (26-27)].

The Student "receives the massive code of the Papadiki in order to
study it. Where at the inscription he reads: "Agxn ovv Ocw ayilw Twv
onuadiowv ™G PaATIKNG TEXVNG, TWV TE AVIOVIWV KAL KATIOVIWYV,
OWHATWYV TE KAL TIVEVHATWY KAl TTAONG X€LQOVoulag Kot akoAovOiag
ovvteOelpévne elg avt)y, TaPd TWV KATA KAROUS avapaveévTwv
TIOMNTWV, TaAaV e Kat véwVv'". One can find codified in the first pages of
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every Papadiki manuscript the basic theory of the Chanting art: the name,
the notation and the quantitative value of the signs.

The earliest table of signs is found in a Code of f. 159a of Meyiotn
Aavpa I 67 (10th c.) "Xvv Oew apxal Twv peAwdnuatwv" and contains all
"melodimata” that make up the music notation of the Psaltic Art. Next
followed the clarification and teaching of the theoretical study of the Psaltic
Art which mostly included the teaching of the 'melos'. This was after all the
main reference to the theoretical writings themselves.

Through reading and indexing of the Protheoria of representative
codes of the Papadiki, as well as the above mentioned theoretical
specifications, we present schematically the basic structure of the usual
Protheoria:

a) To toov?, "Apgxn, Héom, TEAOG kal OVOTNUA TAVIWV TWV
onuadiwv, to oo eott. Xwelc yap Tov {oov oV katwebovTatr dpwvn.
Aéyetat de dPpwvov, ovX 0TL Pwvnv oUk €xeL, Pwveltatl pev, o petgeltat
oe" [4].

B) Ta Ppwvnuka onuadix (15)
koUPLopa, meAaoOov, kévinua, dVo kevnuata, LVYmMAr, amootEodog,
dvo amootgodol, cOVOETUOoL, eAadEOV, YXAUNAN, ATTIOQEON, KQATIO-
UTTOQEOOV" (LETA TV AVTIOTOLXWV ONHADLWV).

- AlxXELOHOC OCWHATWY — TIVEVHATWV (AVIOVTIWV — KATIOVTIWYV)
"TA HEV EOV OOUATA TA 0& TMVEVHATA: KAl OWUATA €0V, TO OAlLyov,
ofela, M metaoOr), tO KOUPLOUA Kat TO TaAacOov. Kat katiovra
amO0TEOPOS Kol oL dvo ovvdeouol Ewol de kar mvevpata téooaga:
AVIOVTA HEV TO KEVINUA KAl 1) VPNAN, katiovia de 10 eAadov katl 1)
xapnAn. Ta dvo kevtipata, N amoEEon kat to €€ avtrg ovvteOeluévov
KQATNHOUTTOQEOOV 0UTE OWHATA €0V ovte mvevpata. H amogpon de
€0TL TOL PAQLYYOG CUVTOHOG KIVNOLIS, EVNXWS KAl ERUEA®S TNV PwViV
avamrtvooovoav'7,

ns

Ioov, oAtyov, o&ela, metaoO),

72 About Ioov and his energy, see Axpifeia, [12, p. 42, 49-50, 52] "Baciretc maviwv twv onuadiwv", B.

7.

3

Lredavidn, Zyediaoua mepi povoikne diaitepov exkAnoiaotikne p. 88 "...pvAdtteL Vv W0OTNTA 1
ouodpwviav", EBE 968 (Anonymus (' c.) p. 55a "emiotiorypa kat edoaiwpa OAwv Twv onpadiwv.
Extdc yap avtov ovdé ev katogBovtad....".

Tardo, L” Antica Melurgia Bizantina, p. 152, B. Ztedavidn, p. 89. On the distinction marks in "ocwpata'
and "mvevpata’, there are the aforementioned theoretical interpretations of different types of
schedules: other pure scientific, other theological and other allegorical, less substantial. See also Ax.
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Y) Ot apylec’ "elot de Kol TOELS TULOL aQyiaL: 1) OLTIAT), TO KQATNUA
KAL 0L OVO OVLVOETOL, TO de TLAKLOHUA €XEL TNV LoV aQYloy'7.

0) Ot vrootdoelc — ta adpwva onuddwx (40). "Ta de peydAa
ONHAdX TA APWVA, ATV AEYOoVTaL HEYAAES VTTOOTACELS, EL0L TAVTA, Ol
HOVNG Xewovopiag kelpeva kat ov dd Gwvr)v, ddwva yao ewow. Toov,
OMAY), TAQAKANTIKT), KQATNUA, KUAIOUR, AVTIKEVWKVALOUA, TQOULKOV,
EKOTQETITOV, TQEOMLKOOUVayUa, Pndlotov, yYmdlotoocvvayua, yoQyov,
aQYOV, OTALEOC, AVTIKEVWUX, OMAAOV, Tlaxiopua, Oepatiopos 0w,
étegog  é&w, eméyeoua, TaQakdAsoua, étegov, ENEOV  KAAouQ,
agyoovvOetov, yopyoovvOetov, étegov Tov YPaATkov, ovpavioua,
amodegua, Oec kar amobeg, Ofua amAovv, xogevua, Ymdloto-
MAQAKAAETUR, TQOUKOTIAQAKAAEOUR, Tlaopa, Oelopx, ovvayua,
évaplig, Pageia kot Avyoua” [39, p. 154].

€) Ot pOopéc (8) "etot de kat POogal twv Mxwv avtat GOoea Tov
TIOWTOV, TOL DEVTEQOV, TOL TEITOV, TOL AEYETOL KAl ovopdletal vava,
TOU TETAQTOV, TOL TAayloL deLTEQOVL, TOL Vevavw, TMUiPpwvov Kat
nuidpOogov 1 de Tov MAaylov TetdpTov GO0 0TIV TO Vava» (LETA TWV
dOopkwv onuadv".

¢) LuvOéoeic onuaduwv.

XaAdatdxn, H Oewpnrixny omovdn tne YpaAtikic Téxvne: anomelpa Ola) povikne Tpooeyylioewc,
"BulavtivopovokoAoykd", pp. 98-101.

"[...] kL T eoTv n avamnawoig g vong; H aoyia [...]", Epwtanoxpiceic, [13, p. 46 (v. 220)] - "Otav
PaAAwpeV, MOWUUEY agYing Twv Gwvwv, MW kat Tov mEémel va otekopeda. Kat eig moiov péoog
oAV 1) oL péTolov 1] mov oAtyov. 'H mov povov avaoaoua. Kat mod otekdpevol va adrjvopeyv, 1
OTEKOUEVOL VA PIAAWUEY KAl Tot AOLTT& TNG YOAUMNG €Kelvng. Axolc o0 €voédn &AAn aogyla
oavaoaopov 1) va motel amomArowoty g pwviis”, ArtdotoAog Kwvortag, p. 45

Tardo, L” Antica Melurgia Bizantina, p. 152 — For references to the aforementioned theoretical comments
about the specific signs, see on Ax. XaAdawdkn, H Ocwpntiki..., op. cit., pp. 102-103.

"tV de oNUAdiwV avTWV 1 oNuacia Kot 1 xewovopio yoadr oL dwaoketal Kabws ot todmot, ta te
OXNHATA TWV ONTOQWYV, TA TUTHOELX €IS TO Kivijoatl Ta Ttdo1, aAA& povov dik Cwong Ppwvng Kkat
aoONTOV TV dATKAAOL Kivrioewv. OBev dia Tov Adyov, kKaB” dv dev ovoudletal TéAelog EHTwE O
TAUTA ENTOQKA OXNHATA KAl TAG AEMTOAOYING TV TEOTWY ayvowV, 0UTWS 0VdE EKANOTLAOTIKOG
HOLOIKAG AéyeTal TOETMOVIWS O N UabwV, 600V TO dUVATOV €K TAQADOTEWS Tt HEAT KAL TOUG
OXNHATIOHOVG vtV Twv onuadiwv. Tovtwv ta mAelota evglokovtal &g v mEomawdeiay g
IMamaducr)g VIO TWV MOMNUATWY TWV EKKATNTIXOTIKWY HOVOIKWOV ouvtax0évta, 1) HdAAov exetva
ovvetéOnoav kata tavta. Kat eibe to mavaywov ITvedua va dwtion touvg eveotdtag ddackaAovg
NG EKKANOIAOTIKIG HOVOIKNG Va Taeadidwaoty €16 Toug iovg pabntag v moomaudeiov exelvny,
1T ovvioTatat anod BE0ELS KAL YOXHHAS, OOV EI¢ Tat eKKANo o Tika PBAla éuabov, meog evkoAiav
HEYAAWTATNV, KAl Taxelav emdOoY Twv omovdaldviwy eig avtovs”, B. Lrepavidn, Zxediaoua mepi
povotknc iaitepov exkkAnoiaotikng, p. 90.
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0) Ta xat” xov nxiuata’: "Agxn ovv Oew ayilw twv kat 1xov

nNxXNUaTwv".
1) The Methods for the protheoria of Papadiki.

Photo 3: Method of the Metrofonia, of Grigorios [Bounis Alyatis], "eteoa péGodog tng
petpodwviag, kv I'onyopiov”, Holy Monastery of St. Stefanos Meteora (Greece) N. 19 (18th
c)p.22r

The basic structure of the "usual" protheoria of the Papadiki, does
not necessarily include the juxtaposition of specific teaching methods.
Adding them was left, to the discretion of the respective code writer.

"Ta kat” )xov nxruata’” (The melos of each 'echos'): It is the basic
introductory phrase of the characteristics of the melos of each 'echos' of
polysyllabic sounds: ananeanes, neanes, nana, agia, aneanes, neanes, aanes,
neagie. These 'melos' lines serve to prepare the characteristic tune of each
sound. These ichimata give very important information for the eight
sounds. They were used for training purposes also’. The testimonies of

7 "evnxnuata Hev ewoiv at twv Nxwv emPodail. Emyiuata de 1 moooOrkn Tov evnxnuaTos, Kot
Katovoa Kat oLVaQUolOHeVT), Tw POGYYw Tov péAAovTog, TeoevexOnvalt eig Y]aApwdiav. Qg otav
peta to evrxnua Aé[yetou] var Aéye kat vail ayle vava kat 6oa tovtolg opowr”, Ayonoditn (Paris,
Gr. 360, f. 226v).

78 "deL de v tw peAAelv NuUAc PaAAewy 1] dddokey doxeoBal petd evnxrpatoc”, AytomoAitn (Paris,
Gr. 360, f. 216v).
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notation together with the melodic imports are trying to introduce us the
inner mechanism of Oktaichia [28, p. 129]: here, each entry step is the basis
for the making of a sound.

C. The Methods for the protheoria of Papadiki

The teaching diagrams of Oktaichia: ment to clarify and understand
the eight 'echi' through teaching. With the implementation of these schemes
by the teacher, the student understands also visually the movement of the
voice and the relationship between the sounds. They are often recorded in
handwritten codes with names such as: trochos, tree of parallagi, kanonio
of voices.

A. Different Trochoi (circles)”: taught above all to novice students,
in order to learn the ascent and descent of the notes, since this way, most
Church compositions were made.

- Trochos of Ioannis Koukouzelis®: It consists of five concentric
circles, each with fifteen simadofona surrounded by four other smaller
ones. The use of martyries along with the phthores give the types of scales
and represents the interrelations of sounds which are identified with the
ancient Greek names.

- The trochos or the "sofotati parallagi" of loannis Plousiadinos [28,
pp- 157-158]: Specifies the eight 'echi' of parallagi. Formed by small
adjacent circles that form an X with an oblong square. A careful reading of
syllables contained in the larger circle show the connection between the
basic, plagal and medial sounds.

- The trochoi of Ioannis Lascaris®: Special diagram of twenty small
circles which he places in five rows in groups of four. Three martyries in

Concerning single Tooxoc, or Kavovio of the 8 echoi, which put the Echoi into 2 tetodxopda and their
relationship whith the diagram of ancient methematical @¢wva tov Zpvgvaiov, see A. AAvyillakn, H
Oxtanxia oty EAAnvixn Aettovpycn vuvoypagia, ed. Tlovpvdoa, ®@eooaAovikn 1985, p. 156

The Tooxdc of Koukozelis is among the most numerous illustrations in the Manuscripts of Papadiki.
Varius illustrations published reel, exist in Annexes photographic volumes of musical manuscripts of
Proffessor I'o. Xta6Ongc. See also A. XaAdawakn, "O komdoag ev tovtw paAdov wdeAndnoetat. O
T00X0G G oktanyiag”, "BulavtvopovokoAoykd”, photos of different Tooxot, pp. 127-150.

"Etéoa magaAAayn) g HOLOIKNG TEXVNG, CODWTATN Kat aQlBeoTtéQn €16 AkQov, ovnOeioa de Kkat
ovvtaxBeloa, mapd kvpiov Iwavvov tov Adokagn tov Kadopuodov, kat palotogog, evavtia pev
TOLC TTOWTOLG, KAL OUK EVAVTIOL. EVAVTIO YAQ TTEOG TOVG U] ed0TaG, ws Yéyoantal': is he exact title of
the treatise of Ioannis Laskaris, Atovvoiov 570 f. 40r-43r.
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each of the twenty circles briefly analyze the relationships of the basic 'echi'
to the plagal ones, the paraplagal, the medial, the paramedical, difones,
triphones, etc.

Chrisanthos gives the parallagi of the ancient Trochos at the New
Method of music notation.

B. The "kanonion" of the monk Gabriel®: Figure analyzing the
matter of the extent of the voice in kalophonia®.

C. The Tree of Parallagi®: Tree-shaped Chart where the trunk has
four branches on one side and four on the other. Along with the branches
which are of equal length are marked the martyries and simadofona, the
parallagi of the eight 'echi'.

D. The "kanonion" of Apostolos Konstas Chios (19th c) [29].
Diagram of sounds. The treatise contains two more trochoi and four scales,
where the eight 'echi' and the various branches are compared to the ancient
Greek ways and makamia.

Photo of the Kavoviov of Iegopoviayov T'apowmA, in I'o. Zta0n, Ta xetpoypagpa pulaviivic povotknc,
Ayiwov Opog, Katddoyoc meprypadukoc twv xelpoypddpawv xkwdikwv PuvlavTivic HOVGIKNG TwV
anokelévav ev Tats PipAodnkalc twv epawv Movav kar Zxntav tov Ayiov Opove B', AOnva 1976,
p- 702 (Awovvoiov 570, f. 56v) — Also comments on the operation of the Echoi and viws of other
musicologists see on A. AAvyildaxn), [28, pp. 159-160].

3 "Kavoviov Tt puedv e£e0€unv mavtag €xov toug 1Xous Kol Kuplovg kat mAayiovs. BovAetat de

TOUTO, va WTVL TV NXWV &g PAAAwV Ko O€AeLS eldévat Tiveg 1)X0L evEioKOVTAL EIG TAS AVIOLOAS
Kal Tiveg €1g Tag Katovoag molel ovtw. Adupave pev dvwOev 1 kdtwbev Tov )XoV, ov €xeL To
KaAOPwVIKOV 0meQ PAAAELS kKat ek TAaylov ToV TG GwVNC ToV aQLOudV, dvmeo avéPng 1) katéBng
dlx TV aQLOUV TV YeyQappévwVY kat évOa av ouvéABwo, eketvog eotv o g Gwvric 1xoc. Eg
YOLV TG KATIOVOAG AGHPAVE TOUS AQLOHOVE TOUG ATIO TOL AQLOTEQOV HEQOUGS. AQXOL de AvwBev Kat
KATéQXOV, €16 D€ TAG aviovoAc TOvG aplBovs avbig Toug amd Tov de&lov Tov HEQOVS, AQXOL D&
katépwOev kat avégxov. Kavoviov oot eoti tovto.", TaBomA tegopovayxov, Tt eoti Ppartikn, exd.
Tardo, L Antica, p. 201 xat Epp. BapBovdaxn, ZvupoAr) eic v omovdiv e mnapacnuavtikne twv
BuCavtivav povorkav, Lapog 1938, p. 28.

Photos of Aévdoov e magaAlayr|g, see in I'o. Ltabn), [26, p. 420] (ITavteAerjpovog 1008, f. 10r).
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Photo 4: Method of the Stichira, of Xenos Koronis, "M¢60doc tov Kopdvr, évtexvog twv
otxnowv", Holy Monastery of St. Stefanos Meteora (Greece) N. 19 (18th c.) p. 17v




D. Methods of teaching

¢ The method of theseis of loannis Protopsaltis Glykis (13th c),
Oktaichon, Kvpie eAénoov [8, £. 10v].

* The method of theseis or the singing signs, known as the 'Méya
Toov' by Iwdvvov paiotopog KovkouvléAn (a’ tétapto 10" a.) [8, 31v]. His
text consists of the names of all simadofona. It has been explained through
all simiografic periods and in the New Method of Hourmouzios
Chartofylax. The 'Mega Ison' has been recorded by the Byzantine choir
"Maistores of the Chanting Art" conducted by their founder,
professor Gregorios Th. Stathis.

e Method, of Iwdvvne KovkovléAng, nxoc mAD', Aevte
nipookvvnowuey [8, 31v-32r].

e Method, of Iwavvng KovkovléAng, xog mA.D', EvAdy el n pux1n pov
— ESouoAoynow kat peyatonpéneiav [1, £. 71v].

e OL pébodot twv Béoewv tov Lrixnoaptov tov Eévov Kopwvn tov
nowtoPdAtov (a' Nuwov W' at) - "H xat 1xov uébodoc", Kvpte
evAoynoov, Kvpie Inoov, Xpioté o Oeoc nuwv eAénoov nuac aumny
[1, f. 71v].

¢ "H avt pébodog eotoemtn” [1, . 91r].

e "Etéoa pnébodoc kat petpodpwvia Oavpaoty), tov Oavpaoctov
Koowvn, kat’ )xov", Enéotn n eicodoc tov eviavtov [1, . 97v].

e "Etéoa pébodog, tov avtov Kopwvn kvo Eévov", Xopoc tetpa-
dekamvpoevtog [1, end of e’ f. 97v].

¢ "H tov vevavw péAovg puébodog twv koatnuatwv"' tov Eévou
Koowvn [1, £. 70r].

e Tov Enpov (IE"), Nxoc mA.B', Aéomowa Ocotoke [1, f. 71v, 4, f. 5v]

e Tov Enoov (IE'), Nxoc mA.D". At evxwv Twv aylwv natépwv Nuwv
[9, £.10r].

e Ltixoc wheApwrtatog, lwavvov tov Enoov, [Mxog] mA.B', Kopte,
Inoov Xpioté [9, . 11r].

e Euxn &g mavtag tovg aryiovg, kvpov Iwdvvov tov Engov, [1xoc]
mA.B', Ayt mavtec PonOnoaté por tov pavBavew ta Ocia Aoy
[10, £. 12r].

eTov avtov [Engov], &g tov péyav Xovoootopov, mA.L', Q,
iy xpvoe Xpvoootoue, pwotnp Tne otkovuévng [7, . 26r].
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eH pébodoc tov I'onyoptov Mmovvn tov AAvatov, ‘Ne, 00Twe
avﬁevm, ovtwc katafevar’ [9, f. 11r].

Photo 5: Method of the Kolofonia of Ioaanis Kladas, "etépa péBodog tn¢ karopwviag, kvo
Iwdvvou tov KAada'", Holy Monastery of St. Stefanos Meteora (Greece) N. 19 (18thc.) p. 22v

e Etepov &g Vv Cwapxknv kat vregovota Toudda, moumua kvo
I'onyoopiov tov AAvatov, 1xog AR, vevavw, Ayia tpidac, ponbnodv ot
[8, f. 31r].

e Touv XaAvPoven (B pod tov W' awwva), 11xos mA.D', Adéa Iatpi -
Tototo, AAAnAovia [8, £. 31r].

eH pébodoc tov lwavvov tegéws tov ITAovowxdnvov (+1500;)%.
Hxoc o', Ayiw Ilvevuati: Oktaichi method text consisting of a
comprehensive section on basic interpretations of the eight ‘echi’.

"

8 Alovuaiov 570, TéAn &', «Etépa péBodoc mavy wpéAipog, movnbeioa katda To dvvatov napd Iwavvov
npwroiepéwc Tov ITAovoiadnvov. Apxouévn uetd axpifoloyiac and tov Tponapiov TovTOV, TOV, Ayiw
Iveduartt, wc Cwoyovovvtt kat pwTiCovtal tag dtavolag Twv fovAouévav omovddCey, eita Kat at Twv
Qwvav ovvBéoelc xat’ aplOudv apiotwc cvvtebeiuévar eolv, OlaPopwe Te Kal MOIKIAOTPOTIWS
katadentov. [lwg oer avépyeoOar piav, etépav xatépyxeoOar. Kat ovtw 000 kat 600, TpeLS KaL TpeLs,
xat avOL téooapac xar téooapac. Me0' ac avafacic xar katdfaocts, kar apxai pabnuatwv kat
ovunepaouatwy To0TV. ETL d¢ Ko ar apxai ket yevvnoelc Twv Nxwv, kvpiwv te kal nAayiov. Hv edav
TIC eTUOTNUOVQWS OLEADN, evpnoer maoav 080V 0dnyovoay avToV €I1C TO EVPIOKEW amd TOVOU Tiay
uaOnua. Ap&ov yovv tov, Ayiw Ivevuatt. Eic fnyov tétaptov. Eoti ¢ o0 uovov toaopoc, aAdd xat
axpiforoyia». f. 110r-118v (6mov kataAnyet oto f. 118v «Tavta ndvia we opds, & ¢ilog, ovvetéOnoav
napd Tov mPpwtofVTOV KAl Apxovtos Twv exkkAnowwv lwdvvov tov ITAovoiadnvov — also see Ay.
Yrepdvov Metewowv, 19, mep. 1735, [8, £. 110v].
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e Mé00odog tov Iwavvov IAovowadnvov, wdéAog, mAD', Mia kat
pia [10, f. 19v].

e Mé0Bodog twv Oéoewv, tov Iwavvou TTAovowdnvov, oktdnyog,
Tov mpawTtov tov Agyouevov Kovkovuav ovtwc paidew (ddaokalia peta
napaderyuatwv) [9, f. 10r].

® Metpodwviag, tov Iwdvvov tov Aapacknvov, 1xos a', Ev tw
OAipeoOail e, etoaxovoov pov. [9, f. 10v].

e Metpopwvia wpeApwtatog, tov Iwdvvov tov Aapaoknvov, 1Xog
a', Ev tw OAiBecOal ue davitikwc [9, £. 17v].

e Mé00dog petpodpwviag, wpéApog, tov [NucoAaov] Kapmavn tov
Ocooalovikéws (' awwva), NXos a', Ayiw mvevuatt naoa Ppvyxn Cwovtal
[9, f. 171].

e Xovoapn tov véov (IZ'), "moog pabntds", xos a', O Oédwv
povotknv pabeivee.

¢ (the one who wants to learn music): This method of Chrysafis has
been principally explained in the new detailed notation by Professor G.
Stathis and has been recorded by the Byzantine Choir Chanting "Maistores
of the Chanting Art", conducted by the former as well.

o "[...] dexael doypatika g Oktwrxov tov KuvpiAAov IBnoitov kat
MvutiAnvaiovl...]". Kwodwag Engomotdpov 387 (uéoa IH at — B'uioo). dpo.
1r-24v-M. Aavoac M 45: Method referring to the "dewvég theseis" (complex
in writing and difficult in memorizing) [38, pp. 749-763].

e OeddovAov Awvitn (IH). MéBodoc mavy wdpéAipoc eic uabntac kat
niepl Twv onuadoPpwvwy ek madatwv avOifolwv, TovicOév vTo euov, apxov
A, O, nxoc a ,Mia xar pia, avvaves...¥ (¢. 1298), Engomotapov 325
(B’ oo IH ar), avtdypadog kwducag tov OeodovAov Arvitn.

e OcodovAov Awitn, Etepn uébodoc twv peyalwv onuadiov tne
povoikne wpéAnuoc eic pabntac mombév vmo uov, Nxoc a, ioov, S,
napakAntikn, kpdtnua, Avywopa® (¢p. 132a) Enoomotapov 325 (B'Hod
IH'ar), avtdypadog kwdikag tov @eddovAov Atvitn

86 Enoomotapov 307, f. 12v ka otov Eevodarvtog 128 avtdyoado khdika tov Xouaddn.
87 Enoomotapov 325 (f' oo IH'c.), avtdyoadog kwdkag tov @eddovAov Awitn, (f. 129v)
8 Enoomotapov 325 (B' oo IH'c.), avtdyoadog kwdikag tov @eddovAov Awvitn,(f. 132r)
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Photo 6: Method of the kratemata of Koronis, "emwdeAns pébodog 1 tov Kopwvn
KoaTnHATwv Gégovoat xewovouials...", Holy Monastery of St. Stefanos Meteora (Greece)
N. 19 (18th c.) p. 27r
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Anonymous methods

Among methods that bear the signature of known melourgon —
Teachers of the Chanting Art, the manuscript tradition has also preserved
some methods that are not attributable to a specific melourgos. Some of
them have names, however, indicating that they represent a local chanting
and thus teaching tradition, such as "chanted in Thessaloniki", or "Other
approach to the eight 'echi’, called 'agioritikon' or simply 'ecclesiastical'.

"Alx to gvgetv Tov CNTovpEVOV T)XOV: OTIXNOOV PaAAOUevVOV &v
Beooatovikn', Nxoc mA.a', At vy Twv ayiov natépwv nuwv [1, f. 70v].

‘Etegov eig tov peyadopdotuoa Anuntolov, oktanxov, [1xoc] a',
Tpioapiotev, avtAnmrop nuaov (Metoodpwvovpevov kat TaaAAayllo-
uevov) [1, . 86v].

‘Etegov eig nébodov twv okTw 1)XwVv, AEYeTal KAl ayloQelTiKoy,
agyov [xoc] a', ApBac, appav vrnvtnoev [9, f. 11v].

The teaching approach of melopoiimata post to the 1814 reform,
leads the one who wants to learn the music matters to be, neither minor,
nor elder [...] to adhere to the teaching of vocal and instrumental music
from 1 to 3 years [...] and be careful as follows®:

A. To give much attention to the teacher and to learn the 'melos’ so
that no noticeable difference in the pronunciation of the learned 'melos’ will
be noticed [...]

B. To avoid making innovations to the pronunciation, writing and
introduction of foreign 'melos’, by trying to reduce it, or elaborate [...]

C. To attempt to create his own compositions in imitation of the
teachers [...]

D. To not criticize foreign compositions, without enough and
careful examination [...]

"Aotmov o o0Twe éxwv, OéAwv va d1daxOn ta Movoikd, Tpémel va unv eivan ovte avilikog, ovTe
napAAig [...] Na epueivn o¢ eig nv ddaokadiav Tne GavnTiknc KaL opyaviknic HOvoLKnG évay xpovov,
A xav 6vo, 1§ T0 TOAV TpéeLs [...] Adaokduevoc de Ta HovoIKad Tipémel va TpooéxeL T €€ Téooepa: A,
Na 6i0n ToAARY tpocox 1y €ic Tov OtddokovTa, Kat va pavOavn to dtdaokopevov HéAoc oVTwS, WoTe va
un yivnrar kappia aicnt diagopd €1 v mpogopdv tov péAovs omep eodaxOn [...], B Na un 0éAn
Va TIOL VEWTEPLOUOVE LG T E€va uéAN Katd Tty tpodopdy, 1 katd v ypadnv, 1 katd v ékOeowv,
kaAdwniCwv 1 ovvtéuvav avta [...] I', Na entyeipn va uedomou) kat oy katd piunow moAAaxod tov
ovackaAwv [..] A, Na unv andialn ano tnv mpatny mpoofoAny eic ta Eéva pedioyata, unte va ta
xkatadikaln, xwpic va ta meptepyacOn pe moAvkaipiav, kar pe pueyaAny mposoxnv...", Xovoavoov ,
B[22, pp. LV-LVII, §§ 82-84].
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At the New Method, the accurate measurement of time and
adequate identification of musical intervals are added.

The science of Byzantine Musicology within the written tradition of
our national musical culture, as are literally the "poems" of the Chanting
Art, Byzantine and post-Byzantine, believes not that this tradition is
genuine and unchangeable, because it functions interactively throughout
the history of our Nation and Religion. This science insists on the quest and
revealing of such evidence that gives proof to the correctness of tradition
within its body. Only thus is perceived the beneficial power of tradition
and is recognized and admitted any equivalent evolution. Otherwise there
is the danger of confusing things and do, no justice to the tradition,
especially when it comes to musical expression, which is a lively affair and
follows people's lives.

All in all, what is the chanting science? Old or new? Well, it is
neither old, nor new. It is the same, altered and continually perfected
through time. It is an extraordinary ART travelling through time by riding
the vessel of Tradition.
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