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Dear Co[[eugues,

first, let me tbdnkyou for the participation of
the Gree/(~ group in this seminar. It is a great
honor for we to tuke part in this speciu[ event,
but it is equa[b a great bonor for me to
accompany these extmordinmy young men, the
students and orthodox chanters of the Supreme
Ecclesiastical Academy of Atbens. 1 t})anbou
from the bottom of my beart as 1 tkunk my
students with all my beart, too.

First let me say a few words about the two
Accademies 1 represent. The Ecclesiastical Aca-
demy of Atbens in Greece is a University which
aims at the training of future clergymen of the
Greek Orthodox Church. The other Academy,
which 1 bave the bonor to represent and towhich
I am the director, is the so called Department of
Psaltic Art and Musicology, which comes under
the Volos’ Academy for Tbeological Studies. 1t
is an officiu[b recogui{ed research lustitute,
which bas its }Jeadquarters in the city of Volos,
my birtbp[uce, of course in Greece.

The title of my lecture today is, “The Greek_
Orthodox Psaltic Art (Byzgantine Music) from
the eurb Christian times to the present
(Byzgantine, post-Byzantine and modern Greek_
Church Music)”.

The subject of my speec/o concerns a wusical
art, wbicl:, wore or [ess, bas to this d@f two
thousand years of [ife. T/oerefore, in order to be
able to present this great musical cu[ture, a
monument of world culture, 1 must be brief and
concise in my reports, witkout, laowe'ver, saying
less than what is necessary to say, aiming in a
comp[ete and clear presentation.
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§1. First Period
Genesis of the Ecclesiastical Music

Greek Orthodox  Ecclesiastical Music s
inextricabb interwoven with the Christian divine
Wors})ip, so it should seek~ the roots of its existence
in the earb Christian Church. More specifica[[ , the
Christian Wors/vip was inaugumtea’ b) Jesus
Christ Himself in the Jerusalem’s Upper Room on
the eve-ning of the Last Supper. It was there, that
the first Church on Earth was born, the ritual of
the Divine Liturgy was set, and wusic was also
present. The l:vob Ewmge[ists tell us that Jesus and
His Dz’scip[es, affter the end of the Last Supper,
“when they bad sung an bymn, they went out into
the mount of Olive trees "(Mk14:26).

In order to prevent any objections, 1 rush to
dsktbe question: With what music did the Lord
and the /:vob Apost[es praise that evening¢
Obviousb, with Jewish music. However, we must
not forget that already in the years of Jesus
Christ the ancient Greekcu[ture and music bad
to a large extent penetrated throughout the
Middle East. After all, music is an element of
ci’uilx’{ation that is not “[eak[)roof 7,

The first Christian communities, for per]mps
two centuries or wmore, are a’e’ve[oping
autonomously from one anotber, fol[owing a
common ritualistic and [iturgical type, but t/ogy
use the cultural elements of their district and age.
Thus, Judean, Syrian and mainly Gree/(_e[ements
M the wors/aip music of the first Christian
communities, elements that are digested in the
environment of the Greeklz’nguistic idiom, which
dominates. This is what bas greatb belped -not to
say bas greatl) pusbed— the translation of the Old
Testament to Greekéy the Septuagint, as well as
the fact that the New Testament is also as a whole
in Gree/t. The New Testament tbeo[ogians assure
us that, when Jesus in His terrestrial Preac/oing
refers to passages of the Old Testament, He uses

the Greektmnslation of the Septuagint (D).

Graduall 5 the Eastern Mediterranean basin
and the lands of North Africa,the Middle East
and the Bal/qms become Cbristian, and then
Greek becomes the official [anguage of the
Christian Worsbip.
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Why did 1 insist on this? Because the
Christian ]J)mnogmp};y, which bas been mpidb
deve[oping since the 1 AD century and beyond,
is written in Gree/&, fol[owing the Greek poetic,
metrical, musical and rb)tbmic models. And 19)
the way, 1 must stress - and P[ease, pay attention
and remember what 1 will say now- that in the
Orthodox Church of the East -you all know it
well-  the not  considered
autonomous. Psaltic Art (1 write the “a” of the
“art”with a capital letter) is the garment of the
word and is meaningless without it.

wmusical art s
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§2. Second Period

De'velopment of Hymnogmp/y - Unmatched
C/aemting - Oral Tradition

As the Christian communities of the East begin
to organize and enrich their Wors/yip, two tbings
are of interest in Psaltic Art, for which 1 bave to
say a few words. One is the pam[[el deve[opment of
two Ritual "Types and the other is the development
of /:ymnogmp/:y, therefore, the Paml[e[ coexistence
and evolution of the “word” and the music.

2.i. Parallel evolution of two Ritual Types

It is worthwhile at this point to indicate a
Pbenomenon, which concerns Christian Worsbip. As
I have az[reaq[y said, the womb which gave birth to
our divine Worskip is onb one, the tradition ofr the
Mystery of the Divine Eucharist and the type of
Divine Liturgy b) the Lord Jesus Christ Himself, on
the evening of the Last Supper. But, from that point
on, quite edrb, in the first Christian centuries, in a
smooth and silent manner, the type of the Worskip
begins tovary. A different type of worship (what we
call “Typicon™) is followed in parishes in the cities
(it is the so-called Parishioner Type) and anotber is
aPP[iea[ b) the monks to their ascetic or monastic
life. 1t is the socalled Monastic Type.

Their basic differences: The Parishioner Type
bad mu[tifaceted Ceremonies with a [drge number
of cle;:gy of all levels and Choirs of Chanters.
Eve;yt/aing in it’s Ceremonies was chanted with
me[oa_[y (mainb Psalms or Odes which were
chanted verse b) verse). That’s w}y we also call it
Melismatic Type. The second one, the Monastic
Type, was uncomp[icated . It’s Services were Iong,
and because of the absence of clergy and chanters,
all Psa[ms were read. C/mnting was very limited.
In some cases of strict monastic communities, it was
forbidden, considered as an element of secularit).

These two Types, at some point, which is
difﬁcult to define Preciseb, began to borrow
elements from each other and, fimzl[ , in the
middle of the 15 century, the Monastic Type
prevai[ed over the other, /m'ving borrowed many
elements of the Parishioner Type. The most
notable of those elements is the rich Chant. To
make it c[earer, the Ceremonies were according to
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the Order and the ritual of the Monastic Type,
but with a rich music—[)sa[tic coating .

The Parishioner Type was abandoned and
almost forgotten, but it bequeat})ed us a great
inberitance. The main element that is Preserved
today in our Worskip by the Parishioner Type is
our Divine Liturgy.

REMARK: Dsaltic Art is that makes the
distinctive difference between Parishioner and
Monastic Type and, eventually, it bas largeb
slmped the Worsl:ip of the East Orthodox
Church.

2.ii. Parallel evolution of word and music
As  the Proto—Ckristian
de'uelops, the fol[owing Pbenomena occur:

a. Without abanoloning the use of the Old

Testament DPsalms and Odes, new lyrnns are now

/:yrnno(gmp}y

cornposeol By this time, we bave the dominance of
the Greek language, to the extent that even the
Syriac l:ymns and speecbes of St. Efmim from Syria
that are used in Wors/aip are translated into Gree/‘.
The vertiginous Production of ]ymns gmdmlb
leads to the fdrnous creations of Byzantine
ecclesiastical poetry, Konmlq'on and Kanon.
Romanos the Melodos is the top creator and
modulator of Konm/g’on. The famous t/oeo[ogians
and k)mnogmpbers who cultivated the Kanon are
the Saint Fatbers of the Church, Jobn of Damascus,
Kosmas the Melodos, Andrew of Crete, the mon/@
of the St Savas and Stoudiou monastery etc) . At the
same time, there was a proolnction of eqm[b
important Idiomela Troparia etc.

b. From a musical Point of view, now, the deve-
lopment of Poet;ylymnogmpfy brings the o[e’uelop—
ment of rne[oob. It is not b) chance that besides
@mnogmp/oers - poets, we also bave the team of
Melodists. This is a title for the lymnogmpkers,
who are also musicians, and tl?e) compose the music
for their poems themselves. Of course, there are
simp[e composers as well, the so-called melgmp]oers,
who compose nusic for the /oymns of otbers.

c. What music did tkey uses Of course, the
current, ecumenical music of their time, w})ick, i f
we do not wish to sincerebz admit that it is the
ancient Greekone, is, kowever, the true daugkter
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Guyowz’poc eneivng. Aev elves, o’,z,ccug, ToU 7rozpo’v7vg ver avot-
cpep@cé aToL n;quépm aunic e Béane. Exelvo 7rou Wpe/mt,
BeBadwe, va o‘n,u,etc{)o‘w ed% elveus, 671 o4 M,e)\wcﬁa/xou [LeAo-
*ypo&po:, éxov'rag eTrlywan, 6m auTd 7ou auvBiTouy 77poo-
pt/ze:'w Yyt ST TINA —,w:/c)\to‘m, )\owpewmﬁ— Xprfo‘n,
4%y vioBémoaw o’zxp;'m et e eldy, Toug 'rpémug, ng K-
poues xau Toug pubuods TG XOTLUNG (OUTIIIG THG ap-
Xaué'rn'nzg 1 e emxﬁg ToUg, L)L Hﬁvov ém Sewpﬁema
XTI K aLppquov ey Ewnala 70d cho"rozﬁ.
S odlaxd, éve e ey o zﬂacpopmm’w 7pé7zwv
\I’oc)\,t,twd'Yocg. O 7p57mt 7ol -xdn auﬂ/o"zmxo, D 5)0
ou(p;,Ga/Jg, e Tov }wz/zom XoU eMdaaove 7p67m e Avnic
Movaixsc- ouo,u.o/w"mw ’me xot opwd)enw a7d Tov
0 Twawwn Aaupaawnd o dva clomua Oxswnylag, 7o
o7rolo, Tedund, uioBemOnus eupe’wg Kot TV 0% oUTS 3«po’¢-
Py xou o‘uveXtZouv o‘ﬁ,uepoc OU{.é‘lMJ ver ;,LE)\om;ozﬁv'rw
Hots vet xI,o/()\)\OV'zw o zﬁ,uyo: ™ BuCow'nwfg Mougixic.

Cict ve xavew a‘acpﬁ m aoud e Uxéo‘n Myou xau ,u,e/—
Aoug, E7117'P€/'\I/TE JLoU v owacpep@a/) oe évaw a7rd ToUg Ko-
pucpodoug Melwdbde 7ou BuCoum’ou, 0V Koo’[z,w/L Me-
Dwd¥, 7mou e pr/'repa, ocve'(pepoc. @) Koa“uo/cg e/'ypa:\l,e
7oue Kawdvee (Oulbuxee/ﬂ- 70 ;copucpou/o eldbe BuCo(y'mﬁg
SONTIT TG Tolnang) Twy [uz'yo()\zfﬁpwv Aeamon-
oy eop'm/w 6)ou 7ou éroug. AelTe Trig:

i Xpto"muye/vvaw "Hyos A

ii. @eocpowe/wv "Hyos B’

iii. Y 7o nic /ong r’

iv. Kuptouufg Badwy /ong A’

V. Avaordoewe /ong I)dytoc 7ou A’
vi. M. Hapw)‘murfg /ong IT)dyt0¢ 7ou BY
vii.  evmuosmic /ong Bapdg

Viii. th,u/ou Z'rowpozﬁ /ong H)\olcytog 7ou A’

d\ Hepz"mug I, TA X cuaweg ('/mpo(xa)\cé, xpounf—
T T0 AUT), 1 u;.wo;poa(pmﬁ Wupocywyr? o‘upwp\npcéve;
Tov xxo me. Tade n ey.q)o’cwo*n véwy oy edy
xou —prz’g Ve ;,Leta/we'rw n mpocywyé— ol u,woypo?(po‘ ap-
xolyTeu am ,,u/,una“n Twy a7l T u:o@e'mluévwv xots
g ) Xpo’vcp m@:epw/,ce/vwv TN TIHDY ,uopcpa’w 1 TV,
exelvwy or o7rolos éxouv W‘POG“O(,P{.LOO“TEI/ a0 #0o¢ ¢ Xpi-
TTaIAG Aowpefoo; xets cuvddouy L auny.

/ / / / /
¢. Kau tva Tedeutatio omy evomee avm. [wg 7rapa-
dYdovraw o1 ypromavinol dwor amrd povainds TAeupds;
XP g o P
e d)lo 70 <po’w“f,(a Twv d¥xa cucdveow u;uoypacpt;a?g apat-
YwpAe ,uoua‘mﬁ O‘r},u,ElO’}/PoL(PI/OL dy u<pz’o~"rwrw. O d,uwo:
N ¥arovron xou mpaé\%u’zw W'pocpopmo'a. Me Ty 7zpo-
@opzxé’rnm écp'zwre ed] Wupocd'\éenm 70 ,ué)\og Twy 7po-

/ / / / / /
iy wg 7oV IH' auwver, o7m07e Yot 7pwT Popa

of that one. Nevertheless it is not the time to refer
to the evidence on this case. What 1 must note
bere is that the melodists and melogmpkers knm
that what they composed was intended for
ecclesiastical use. So, tkg} did not use all the
modes, scales and rhytbms of the secular music
of the antiquity or of their time, but tbgy used
only what was deemed appropriate to the Church
of Christ. Gradually, ez‘gbt different ways of
Cbanting were selected. These modes, (sometking
[ike -but not exactb— the magjor or minor mode of
Western Music) were called Echoi and were
orgomi{ed b) Saint Jobn of Damascus in the
system of Eigbt Modes, the Octoechos, which was
eventually widely adopted . All the hymmns of
Byzantine Music were composed on it and tbe)
continue to be com[wosed and chanted today.

In order to moz/@ a clear point on the close
relations]vip between word and me[oaj;, allow me to
refer to one of the [eaaling Melodists of Byzantium,
Kosmas the Melodos, who | mentioned earlier. Kos-
wmas wrote the Kanons (P[ease remember- a sort of
Byzantine ecclesiastical Poet;y) to the [argest /reasts
of Jesus Christ tbroug/oout the year. Here's how:

i. Christmas Echos A.

ii. Epipbmy Echos B.

iii.  Presentation Echos C.

iv. Palm Sunday  Echos D.

v.  Resurrection Echos P[aga[ of A.

vi. Holy Friday Echos P[aga[ of B
vii.  Pentecost Echos Varys
viit. Hob Cross Echos P[agal ofD

d. Around the 10%, 11 centuries AD (P[ease,
kgep it in mind), /gymnogmp]gy comp[etes its g;c[e.
The appearance of new poetic species ceases to exist
and the }))mnogmp})ers mere!y imitate the old
poetic forms or types, those which bave been
adopted and in the passage of time have been
established and bave adapted to the ethos of

Ckristian worsbip and are in agreement witb it.

e. A last t/oing in this section. T/orougly—out
the range of ten centuries of k)mnogmpb),
psa[tic music notation does not exist. How was
the music of the Christian l))}mns delivered? The
bjmns were muglat and delivered oml!y. By the
omlit), the music of the Troparia was mug/ﬂt
and /@Pt alive to reach the 10th century. Then
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xwroaypo&pnm L o‘n[z,woypo(,:p;’oc. Av wowvelc elxet axolaes
YL THY o‘n,ue;oypotcp/oc 700 Aa,wxo‘xnvod 1 a)\)ua/)g Aqo-
7o M7ou, Wupomoc)\a/), ver éxe; u7r5«1bn, om Wpézw'rou ya
\J,Aué\em’ypagpn [L,wua‘nuﬁ a‘n,uuoypoc(p/oc 7ou 1A awddva,
o/cpoc db ,Lurope/ ve elves Tou lewdwvou Aogwxa‘nnvod, 70U
E/Cna‘e 7ov H cwcdvar. H }uévn [bwpcpﬁ o‘n;&ezoypa(p/ocg X
70 J)o’w*'m[bwa auTd, Y 70 07r0lo [L,u)\o’(,ue, el mp/—
cpnf,w Exq)wvn'muf o‘nf,um'ypa(p/a, YL ™Y o7rot/cx, 5,ua)g,

Bot xavw eidVxb Mo Wupocxo/cm.

SYMIIEPASMA: Kaf’ 6o 70 d'\o/w"m[wx Tov d¥xet
Wpc{mov UBvwy Cwﬁg g Ewdnalag Néyoc wnou ‘LLE//\OQ
a‘uvocf\o:mpozﬁv nets muvé\wpcpévovm. Elveu awrd 7ou
TTEROVTOS uTIL X occpop[wf et TG efe)\{fug a7 dYo
Tumna, Koa‘,buxo' - Ao‘}uomxé azmd ™ w’a, Movocxmé
a7d Ty .

2. iii. Xapax’mpta"nuﬁ ™me BuCow'nvrfg Ewnaie-
aenwic Mouaixsc
H Oaupdaia 7ropele eEubng me xpronawieng Ad-
/ / / / 5/
Tpeiag 7o Toug WpwToUg (L.X . xpovoug xau xad’ oAn
Bqu/'nvé mp/o%, e/wg ™y Adwan m™m¢ Kwverownivou-
TNews, Wpoo‘e’&oo‘e opzo}uz’m zJ\ou"repoc Xapmmpza‘ﬂm’c
amy Y i) Téxvn, 7oL 070kt ta‘thouv [uelxp; o‘ﬁ[uepa
ot Ty (i ody /,wvaﬁ\;ué nets OLVOL’}/VO)Pl/O‘lM. Ta xapa-
/ / / J\ / /
KTNPITTINA AUTEL €)0UV dlouopPwbel xeu exour auTioNo-
/ / / / / /
B¢l a7 ™Y Op@o%fn Oeodoyia, n o7l Wpoa‘cﬁﬁz
Mo dwxpfng ae o,mdY70Te My, '\I,O/L)\)\ETOU, Teel-
U, emovoypoacpe/'zw 9 o:mbeu['zw amv Ewdnaie.
Autd elveu:
a. Elveu ocmx)\em‘ﬂmoi)\om)eumcﬁ ,upuo‘mﬂ. S no7rde
/ / / / /
™G ebveu ve IpoBAn0el 0 Beooinog Aoyog Twy Uy Koy
Ty owocvao‘/,w/wwv.
3. Elvaus lz,wua“mﬁ Wpoopta“,u’vn ATOXNEITTIRA, Yhel oy
/ / / / / /
J}mag Pavts. Or 07moIeg ad ToUG cUVEg efoupeo‘e:g
(7. Xopo[ YUVAUKDY Iuom(oua‘dw 1 Xopo/ /,uxpa’w ao-
/ / / / /
piwy 7Ipw T ,uem(pwvna‘n) dy QAPOUY TOV KAV QAUTD.
V. Auri n ,u,ouo‘nué dk Xpno‘t[bwmte/ w0 )ou fou-
a1 pubuna dpyava.
4\ Aev ;umxe:p/@’zw 70 Xopé w¢ )\owpeu'muﬁ ,ue/o‘o
Xoth Exppa.
¢. Elvau Xaptwf (Xopwd\oacé) ,ue’)\og.

/ / / / /
G. EV'TOU'ZUIQ, eivey OIU,O(PCDWKO wou lu.ovoq)ww;w XOPIKO

Mé)\og .

for the first time this music was recorded with a
notation. If anyone bas beard of the Damascus’ -
otherwise Ayiopo[itis’— notation, please be aware
that this is an under a false name wusical
notation of the 11% century, so it cannot be of Jobn
the Damascus, who lived in the 8% century. The
onb notation during the period we are m[kg'ng
about, is the famous E/([)bonetik_i notation, for

which 1 will ma/@ a specia[ speecb below.

CONCLUSION: T/orougbout the first ten
centuries of Church’s life, word and music
coexist. They are co-travelers and they are
formed toget};er. They are the cause of the
development in the Parishioner and Monastic
ritual Type.

Characteristics  of
Ecclesiastical Music
The wonderful course of evolution of
Christian Worsbip from the early years AD and
tbroug/vout the Byzantine perioa’, until the Fall
of Consmntinople, bas given some specific
characteristics to Psaltic Art, which are still

2.iii. Byzantine

valid and mcz/(g it unique and recogni:(db[e.
These characteristics bave been skﬂped and
justifz'ed b) Orthodox tbeology, which gives to
said, clmnted, Performed,
illustrated or built in the C/ourc/y, a reason to
exist. These are:

wbate'ver is

a.ltis exclusi'veb music for the Worsbip. Its
purpose is to l)tgl)[tgl)t the t]veologica[ word of
Church bymns and readings.

b. 1t is music exc[usi’ueb for men voices. Any
exceptions bappened during the centuries (e;g Cboirs
of wormen in monasteries or Choirs of)oung bgys with
voices before metdpbonisis) do not invalidate this rule.

c. This music does not use any musical or
r/oytlymic instruments.

d. 1t does not use dance as a means of

Wors/az'p of the God.
e. It is a choral music.

f. However, it is a komopbone and a wmono-
p]oom'c choral music.
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C. A¢ ;,Lemxezp/Ce'raJ xowevde eldoug evocppw’wo‘n, &
w78¢ ord [LU/OL a7 a‘uvﬁxna‘n ™ Bdane Twy x)\t[uo/mwv,
70U we el Tou «Ia‘o;{_po/wnlbwc».

n. O x)\z'[bwcmg ™G BuCocy'mﬁg Movaindg elveu Pu-
TInée xou ow‘uy;{,épao“'reg.

8.0 pu@luﬁg ™me ('mpu@f,uxo/c ™G Gxé,uocm) d%v elvou
mp:ocf\xég, A efap’ro’c’zw a7md ™Y evad oy Twv Tovi-
/ / / / /
TIEVWY Xoth ATOVWY TUAALBWY TV TIOMNTIXWY KEHULEVWY

(7wv Lf/uwv).

1.O pu@;,u;g e d% Bao‘[lem o avbeay Xpovm.c{)v
,u,ovo/ufbv, & o aUvbean pu@lbum/w «7rodWy», dYy-
/\oLcM, o aUvBeay ZXf)ovaw 1 3xpova)v aurb v, T 070l
Wapo/cyouv [u,eyo/c)\oa pu@puw:’c crxrf,uwroc 4anng twe wou
16anng 1 neu ocxo/,w/x /,Leya)\zﬁnpng Xpowmfg J\zo/(pm:w;.

Cia 7o a7rd 7ot 7rocpoc7w/ww Xocpocmnp:o‘ﬂxoi, O
xo’cvou;,u pYLY. mpow’tm, L ot 70 B:wlz,wmxo' ep-
yow"népzo, 70 o7r0lo auvededes Ty Wapodo‘oc o[bu)\/o(,.

2.iv. E;«pwm'nmf Enwtoypamp/a (H-IB w.)

H e'méfuvn evbmToe e o,bu)\/ocg oacpopo’L 70 xopucpou’o
em’%u%,ux me Yo muic, ™ Zny,em'}pcccp/ac ™. Hpa')'roc,
/ / / Jb / /
opg, )0 UG Y e0et, veL 71t dUo AojaL yser Y TrepipiLy
Excpwvrrmaf Zny,e;oypacp[oc, 1 o7role elves 7o [wﬁvo TLelo-
)paq)nw/ o‘tfo"m,u.oc, 70U a’/ray’m/c wx’m’c ™m ﬁ&pmta Ty
d¥xa TIPWTWY U@V Bulawnvig et Wupo'af\oo‘ng.

H E;chwvn'muf Zn,u,ewypagp[oc, brrwog [l,wcp’rupef o]

/ / & / / / /
T0 OVopaL TN, GtV eivau xafapa oudin anpeio)pacpia,

/ / & / / / /
PaT e auT] dev xaTe)ypapov Tl uouaind (eAn. Ilpo-
HEVTOU Yot a‘npwfzﬂoc xots opw@&g o‘n/,waﬂdw, T 070kt 7Ipo-
/ / ] / / / /
epxovTou 1 e euTveuaieeva arrd o Znela Tonaou
(7oug Tévouc xau 7ot medpwmx, 70U op@é'repoc Myovey
Snuele Tpocwdag) ms EXMumwicts yddaoag, xabus

/
not oL7r0 mZny.e/aL Z'n(feax;.

(T Ty zo"mp/oc, v 7w, 67 T Zn[uet/a Hpoa‘wﬂag
emvbnaay o ypa/.qxaﬂo“'re/g 70U Meydou A)\efolwé}:ou,
xora my EDX o ni mp;’oJ\o, W‘POH&,LLE/VOU v dyeuno-
Advouy Toug M’roucm/,u/voug daotc e Avaroe amy
opGﬁ owo’cyuwo‘n —o‘wo“Té'Tepo el vaL 7rw, G TOV opGé ToVi-

/ / /

TG~ TV EAANVIRDY KebLevey.)
Ta mp:o‘o‘éﬁprx amd T a‘n;u/oc ™G E;{.cpa)vn'mufg
/ / / /
TN YPAPIAG €} OUV TeL OVOLUALTL TV THULEIWY TIPOT-
Hog nou oS ews (7. ofela, Bape/ot, Tedela k7).

Ta o‘uvocvwd[ue aTOUG Xetpéypoccpoug wevddxeg Ty

Euaj/ye)\to"rap[wv, Twy Hpafomvo‘w/)\wv xou 7wy Ipo-

g. It does not use any /Q'nd of barmoni:{ation,
except for a simp[e /@eping of the basic note of

the scales, the “Issok_mtema >,

b. The scales of Byzantine Music are natural
and not the piano scales.

i. The rbythm (its rbythmic patterns) is not
Periodic, but it is a’ependent on the alternation of
the accented and not-accented syllables of the
poetry (hymns).

j.Its rb)t/om is not based on the composition of
time units, but on the syntbesis of rbythmic “feet”
of 2 or 3 time units each, that is, in the syntbesis of
2 or more “feet”, which produce large rbythmic
patterns of upto 16 and even more time units each .

For some of the above features, we will speak
be[ow, but also we will Pmctice thewm in the ex pe-
riential workﬂvop, which accompanies this speeck.

2.iv. Ecpbonetic Notation (8*-12%¢.)

The next section of my speec/o concerns the top
achievement of Psaltic Art, its Music Notation.
But first, | bave promised to tell you a few words
about the famous Ecpbonetic Notation, which is
the on[) notation system that occurs during the
first ten centuries of Byzantine Psaltic tradition.

Ecpbonetic Notation, as the name suggests, is
not a Purel) musical notation, because it does not
record musical compositions. This is a system of
signs and groups of mar/q that come from or are
inspired by the Signs of Accentuation (the tones
and the spirits of the Greek language, which
more precisel) are named Signs of Prosody), as
well as the Punctuation Points.

(Let me say bere that the Signs of Prosody
were invented b) the grammarians of Alexander
the Great during the Hellenistic period, so that
the peop[e of the East who had been com]uered by
Alexander could read -the most proper is to say,
could accentuate - the Greektexts correctly.)

Most of the signs of the Ecpbonetic Notation
bave the names of Punctuation Points and of
Accentuation Signs (eg. oxeia vareia, dot, etc.).

We find them in the 8% century onwards in the
bandwritten codexes of Gospels, of Aposto[ic Acts
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<pn7v)\0’yt/wv, amd 1ov H' cwwver xou éresmoe, eved mrodouy
vocxpno‘tf,wmtodww a7rd 1ov 1B’ vt xeu efﬁg. Ne Ou-
pdow 471 o1 ev Ay weddxeg (EUOL’}/)/E)\M‘TO/LPLOL, Hpafzx—
TTTONO KU HpocpnnAé*ytoO mpze/xow, avTioTorya,
mpmwrég ) 'm'réa‘o‘oqm Euocyye//\toc, a7d n¢ Hpo’cfetg
Twv Amoatd)wv, nic Emaro)éc mou Madou e ni¢ Ka-
Boixic Emaroréc xau amd T to"mpmo’c xou W‘PO(P?]’T!KO/L
BN me Tladauds Aibinng, 7o ool J\a,@oﬁZovw
o] ouco',wx d'\zaﬁo/(ovm o Ocla Awrpe/oc. Ta Excpwvn-
T o‘n;w’cd“zocxpezo’(ovmy, N7 o mpmom’g QUTEC ~Xots
o‘ﬁ,uepoc ouaf,un— db J‘za{%oﬁiovm ATNDE, DL excpwvozf—
VIR 1 -dmrwe MoeTou- avavia ko Ewu)»a/)g. O Ava-
WDTTNG, Noi7r8v, oth 0 ot_p‘uécﬁog u)\npmég, e/7zp27re e ™
BonBeior Ty Encpwvnﬂm'w o‘n[uez’wv va azrod¥dbuy cward.
T tepo’c m/,uvoc, wvaov'rou; op@o’c ls Ae’fezg, o"roc,bwwzé—
VTG e Tedelec xou excppo/(ov*rag v dywg T PO
T ] ToL Gow,bww'ﬂxolc, 7I'P01{,EI[LL£/VOU veL fun J‘nlz,uoup'ynee[
wowevde eidoug W'ocpowéno‘n Ty 1epa/w ;ozz[u,e/uwv mg Aylag
I"pocq)ﬁg. Ag Eexuoﬁ,ue, om BPIO‘KA‘LLOUJ"TE amy ;wLpJ\o/L
Ty }u,eyof/\wv mpexxa’w efouw’ou; ™me emovo;uxxt’ag nets
Twy Moy oupe/o‘ewv. H op@rf Darimwan Tou Myou ou
Kup/ou xou ToU ;cnpd%,wavg Twv ATocTwy wou 7wy
TMpopn7iv Tou 70w -xeu anduun ebveu- wpolimdlean xou
it TV opGﬁ J\a’rﬁpno‘n 70U Aé%,wwvg, me [Nlerewe e
Ewuatag. H J% opOﬁ e m@op/le: xoU 70 op@é BI-
wieL, T X7 XP!O"Té Ca)rf 700 Mot 700 Ocot.

Kan axdpn:

Ta Exgpcvvn'nxalc a‘ny.a’cﬁaz, éxouv bva IJ\aJ'npo 7p67m
e 7oV o7rolo 'ypafzpov'rw. Ta Bp[a‘;wupce, cuvbug, awd
Ced'yn amy apxﬁ Xots 70 TENOC Ty cppo’w‘eaw Kot Ty
7zpo'ro'w‘eaw 70U ;w,uévou. Auvtd o‘n,,wdvez 6 70 'ﬂ'pa/)'m
a‘dluﬁo)\o dVver a7ov Avayyawamy odWyber, 7rwg ve Eewvﬁo‘et
™ <ppo’w‘n, xot 70 &dﬂpo, 70U Kot TG VoL TV *)elaes.
EvJ‘lo@ueo‘oc, [umpef ve de,ue xot ,ue,bwvw,ue/voc a‘n/vw’aﬁa,
70U me’vouv e TuaRéc Twy /\éfewv, Wpom;,ue/vou
e J\a/fouv, o Wpe'mt auTéc o cudaBéc va TovicToy 14
o Wpe’mt AT vt TIg 'mepo/w‘u o Avayvaamig Xa)p;’g
7?31/;0“/,(5, cpeuyx)\éoc.

Auvtd 7o cuvomrnxd.

SYMITEPASMA: Thereu, loi7dy, a‘oo(pe/g, el n
Em:pwvn'muf o‘n;.ce:oypacp/oc J\zoc'mpr?@nm aTIC Xe:péypoc—
Peg MYéc el wvTe o‘ng'b/v cwwveg xou a0 amoudiio
péAo e/xe e dBes /.Léo“oc a70 Xa/)po ™G Op@éd“ofng Belorc
Aowpe/o(g, Xa/)pog 0 o7rviog o‘uyxpéuwg AYoes, wx'mxe/,
mrudbywyel xou «mAnpodopely dhapras 7o exwdnain-
T,

and Epistles and of the Old Testament Prop/:vecies,
and t/:vg} cease to be used from the 12 . onwards.
Let e remind | you that these codexes contained text
excerpts from the four Gospe[s, from the Acts of the
Apost[es, the Epistles of Paul and the Catholic ones,
and from the bistorical and Prop/:vetic boo/@ of the
old Testament, which were and are still read in
Divine Wors/:vip. The Ecp/:vonetic signs were very
useful because those excerpts not onb were read, but
the Church Readers used to pronounce them with a
simple melody in a style lz'/@ recitativo. We still do
it today. So the Church Reader, and the competent
c[eric, should read the sacred texts correctl, s with
the belp of the Ecpkonetic signs, empbasi{ing the
words Properb, stopping at dots and expressing
question mdr/@ or exclamations dccordingb, so that
there was no misundersmnding of the sacred texts of
the Hob Bible. Let’s not forget that we are in the
beart of the great relz;gious riots because of iconoclasm
and other beresies. The proper formu[ation of the
word of the Lord and of His Apostles and Propl;ets
Preac})ing was -and still is- a Preconalition for the
proper preservation of the Doctrine, the Faith of the
Church. And the r{gbt faitl: also determines the
rt;glat experience and the proper [ife of God'’s Peop[e
according to the life of Jesus Christ.

Sometl:ing else-

Ecpbonetic signs bavea s[zecial way in which they
are written, We usually find them in pairs at the
beginning and at the end of P/omses and sentences.
"This means that the first _symbo[ gives the Reader the
instruction, on bow to start the Pbmse, and the second
one informs bim on where and bow to close it. n the
meanwhile, we may also see individual signs that are
P[aced above the yl[ables of the words, to indicate
whether these _syl[ab[es should be empkasi{ed or
whetber the Reader should simpb pass them without
empbasis, ﬂeetingb.

That’s what 1 bad to say, very briefly.

CONCLUSION: It is clear why the Ecpkane—
tic Notation bas been preser'ved in bandwritten
sources for almost five centuries and how
important was its role in the fie[d of Orthodox
Wors]oip, because Wors/aip at the same time
teaches, catecbi{es, educates and constcmt[)
informs the congregation.
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§.3. Tpt"m ddan
H Bulawmwi ks pere-Bulavnvd Ewdnaiaciud
Yoot Téxm

/EPXO‘LLOU ’ra/)poc amy e7z75,u,evn q)&o‘n ™ \I/a)\'mufg
Téxvng, 1 07rvioL ATADVE TR T vo’x)mpn ™y B/Xt)\tE’Tl/OL
X xou apopdt ¢y Bulownvi xeu pere-Bulawmvg Ex-
Wnaiasming Movaind. Sm <poio‘n U éxoulue 7p/oc
anzxe/ou

i. "Exoupe m yévean nau eEibn, dmwg el Mo
7P, TOU ;wpucpou/ou emnd%,wurog me Y nwge Té-
Xns, ™ Mouaxsd Enmtoypagp/u ™e.

i) /Exou;,ce ™ J}:aﬁa‘n fuag Xt)uofzf&f; mp/mu a7oU-
dWdwy exmpaa‘a’mwv ™e Téxvng, Twy 07roiwy 'vap/Coulue
Tt ové/.ww'oc xou AL o‘n/,wwﬂxo’c croryele Tou Blou
Toug. Auol o pr'm\lo/u\'reg, Aaptwazf&pzo;, Ao,uéo"n—
o4, Moa‘o‘Topeg me Ewwnailas weu me Auwmpow'op[ag,
xou oucé[un, 04 ‘qua‘moJ\J}:/w‘m)toz, o4 /VLE)\oup)«o/ Xoth 04
xwﬁmypoicpo; - ocv71ypa<pe/g ‘qua‘nca/)v wewd¥nwy, 7rou
s e/)couv x/\npocﬂ)'nfo‘ez X:Ato’uf\ag Xt)\tof&vv aeldtoy e
MENOTROMaEIG TOUG Y THY Op@écﬂ:fﬂ Belet Aowpe/ac. (1-
o"mp/oL Ty I'Ipoo‘a'mwv)

iif) Amﬁ;u,n, am Xt/\tE’Tl/oL ow'nf Wapocmpozﬁv- U EYVTU-
Wwa':auwlcyouo'mclc q)auvéy,evoc, oﬁ,tua‘:x G‘XE'nZo/[bLeva e m
/\et'mup'ynu? erf me Ewwnaiag, q)ouvéluevoc ouc,uﬁg not
;wpdcpwo‘ng ™S J\};,uoupy/ag, D xeu mprmzéa‘ug
a‘upp/;a/wo‘ng 9 Wpéa‘zwupng W’OLPWQ, TOU AT LTOTE-
Aeaieo :o‘nP:xa/w Xots TRONTIXWY, ;wp/wg, auvBnucdy.

Tiet ver ydvew 7m0 o‘uwnp;,ue/vog, Wapaee/'zw T quvé-
X bva Tlvaxat, d7rou J\oucpt’vovm; evvéa Hsp/oeﬂu Efé—
Xéng mg BuCowmr?g, me—BuCowmﬁg, uea’mpng weu
a‘dmovng E)\Anvop@o’cﬂ:fng Ewunaiasninic Yalnwic
Téxng pe T idadTepa Xapaxmpiannd x4be puag xou
e 7oL ovdpearTer Twv ;wptw'n’pwv [ue)\oup)dw, 70U E/J})ow‘ow
ot auTts nou TG J\oqxﬁpcpwo‘ow:

ITINAKAZX ITEPIOAQN E=ZEAIZHY
THX YAATIKHZ TEXNHZ

A'. 10% au.- 12% ews.

° Hpa/)’m elbtcpoiwa‘n anlum'ypoc(p[ag

° Hpalnf,u; Are)ic antoypa(p/oc

o Ae J\aa‘a/JZov'rw ovo/lz,wcm[bu)\oupydw.

B’ 12% .- )\ 14 w.
o Tlparm peydn g

§3. Third Period

The Byzantine and Post-Byzantine Ecclesia-
stical Psaltic Art

[ am now coming to the next lese of Psaltic
Art, which spreads tkrougkout the 2nd
millenniuvm AD and concerns By-zantine and
post-Byzantine ecclesiastical music. In this p}mse
we bave three items:

i. We bave the genesis and e’uo[ution, as |
bave a[reacb said, of the top achievement of
Psaltic Art, its Psaltic Notation.

i) We bave the action of about a thousand
great representatives of the Art, of who we /qzow
not onb their names but many important
elements of their [ife as well. These Protopsa[tes,
Labadart’oi, Domestiki, Maesto-res of the
Church and of the Empire, and also music-
teachers (Psa[tic—teac/vers), composers and
codex-writers, bave bequeatlyed us thousands of
pages of their compositions for the Orthodox
Wors/aip. (This is a History about the Persons).

i) In this millennivm there are also
impressive musical Pbmamena, directl) related
to the ritual [ife of the Church, lb/?enomena of
acme and culmination of creation, as well as cases
of sbrin/@ng or temporary decline, which was the
result of bistorical and Politica[ conditions.

To be more speciﬁ'c, next | give a mb[e, where
one can distinguis/a nine Evolution Periods of
Byzantine, post-Byzantine, recent and modern
Orthodox Church Psaltic Art. Tnthis table you can
also ft‘nd the special characteristics of each Period
and the names of the most famous composers who

acted durz‘ng them and tlye) s/mped the periods:

TABLE OF EVOLUTION PERIODS
OF PSALIC ART

A. 10% ¢.-12% ¢,
® First appearance of the Notation
e Early Incomp[ete Notation

® No nawmes are being saved

B. 12 c.-end of 14 .
® First bzg acme
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o Miay H)nfpng Zn;,woypoccp/oc

° Nmncpépog Hoixbe, Mavounh Ayad avée, Twdvng Mpe-
%\Lo/a)\'mg Thude, lwdvne Moa/'a‘mp Kou;wuze/)\ng, Zévog
prw-\l,o/t)\'mg Kopa’wng, Ayo'a@cov mvaxég Kopa/wng.

I, 714 w.- g’ fuav 15% w.

° Aetﬁ'repn ‘we)/o?)\n ouquf

o Miay H)\rfpng ance;oypagp/oc

o lwdwne Klad¥s xeu Mavour) Aotxag Xpua‘o?gpng ot Aa-
FLW&MPIOI Evayols Bagihixod K)\rfpou, I'pnyo’ptog M7rodvne
0 Adudmnc.

A, B'ﬁpua‘u 15% . - 76y 16 as.

° Mem—ﬂ?auzowmrf dcpeo‘n - Hep;cpepezoua’g -\I,a)mzo:fg 7apa-
dbaeic

o Miay H)\rfpng Zn/,Le;oypoccp[oc

° Kpn'maé - Kuwp:mﬁ - S mpoﬁd'\m‘n.

E'. 716" as.- I 17 .

° sz"m ‘u,eyof)\n ocx,w?

® Mian [Iipng Snueioypacpie

° I‘ea’;pytog Poudtomvée prn'\],oi)\’mg MX.E, I'Iowocyta/)—
™G véog Xpuo‘a’ccpng Hpa)w\l,o/u\’mg MX.E., I‘epwég Néwy
How'pa/w, M7z dariog Iepedg xou Nolz,wcptf/\ag M.X.E..

ST . 78 17% . - B’ ﬁ'nxp'ro 18 cu.

° Aed'repn Lfcpea‘n - Zuvmﬁo‘e:g Me)dv

e Miay H)\ﬁpng anz,woypacp[oc - E‘uq)oiwa‘n EEn'yﬁa‘eaw
a1t Mouaixa. X9

® Avtiog o Iepex.’:g o Onwvo"uog m™ms MX.E,, He”zpog
Thuxde o Mmpem"mg, Ocod¥aiog IepaJ\o’wpvog 0 Xloc.

z'. p’ ﬁ'rtxp'm 18% au. - 1814.

o Timupmn peyddn gt - ADdayés o Medomoile - A)-
ey Ty Bdaoewy v Kpdxawy 7eov 'Hywy

] Efn'yn,uaﬂmf Zn,bwoypa(p/oc

® Iwdwng o TpocmCodV'nog pr'm-\H)\’mg m¢ M.X.E,,
At ex Tupvoéﬂ%ou Hparro-\}pf)\’mg me M.X.E., Iaxwog o
[Te)o7rowiiaiog I"Ipw'm-\],ob\’mg m¢ M.X.E., He/Tpog Nouzrer-
J&ptog me M. X.E. o Ilelomowdaiog, He/'/pog 0 Buzo/a/’nog
Hpa)—'m-\H)\’mg ™ms M.X.E., I“ecépyog 0 Kpﬁg, A7barodoc
Kdvarog o Xlog, An[whpmg Ad7oc.

H'. 1814 - #\n 19~ .

o Iépurrm peyadn et

o Néa Mébodbe Zn,u,etoypaﬁp/ocg

° Fpnyéptog prm\],o/LATng M.X.E., Xoup[bwzﬁ@og [ewp-
Hou FlWﬁg Xapn(pzﬁ)\otf MX.E,, szfo‘ow@og 0 Madb-
Twéc Mn’zpom)\t/'mg Hpozﬁo‘ng xou Atppocxfou, @eéd'bpog 0
dwxaetlc, Kwvarawrivos BuZo/w'nog pr'm\],o/()\'mg M.X.E,,
Fecﬁp'ytog Paudtamvéc o B, pr'm\l,o?)\'rng M.X.E..

o Middle Full Notation

° Ni/@foros Etki/‘os, Manuel Agal[ianos, loannis
Protopsa[tis G[)’/Q'S, loannis Maestor Koukou{e[is,
Xenos Protopsa[tis Koronis, Agat/aon mon/‘ Koronis

C. end of 14 c.- 2 balf of 15 c.

® Second great acme

e Middle Full Notation

o loannis Kladas and Manuel Dou/‘as Chrysafis
the Labadarios of Royal C[ergy, Gregorios Bounis the
Alyatis

D. 2 balf of 15 c.- end of 16® c.
® Post-Byzantine recession - Regiomzl Psaltic tradi-

tions
e Middle Full Notation
® Cretan - Cypriot - Slavic tradition.

end of 16 .- end of 17% ¢.

Third great acme

Middle Full Notation

Georgios Raidestinos Protopsa[tis, Panagiotis
Neos Chrysafis Protopsaltis, Germanos Neon Patron,
Balasios Priest and Noomolb}ylax of GCh.C.

e o o o

F. end of 17 c.- 2¢ quarter of 18% c.

® Second recession - Music Abbreviations

e Middle Full Notation - Exegeseis in Musical
Manuscripts

® Auntonios Priest and Oikonomos G. Ch.C, Petros
Gbkis Bereketis, Theodosios Hieromonkaios

G. 2" guarter of 18% c.-1814.

e Fourth Big Acme - Cbanges in Melody - Clmnges
in the Basses of Echoi

° Exegemati/q Notation

® loannis Tmpe{oundios Protopsaltis G. chC .
Daniel from Tirnavos Protopsaltis G.ch.C., Ia/‘avos
the Pe[oponnesian Protopsalz’s GChC ., Petros
Lampadarios G.Ch.C. the Pe[oponnesian, Detros the
Byzantine Protopsalti G.Ch.C., Georgios from
Creta, Aposto[os Konstantas Chios, Dimitrios Lotos

H. 1814 -end of 19% c.

e Fifth great acme

e New Method of Notation

e Gregory Protopsa[tis, Hourmouzios Y amalis
C]mrtoplylax, Chrysanthos Madytinos Metrapolimn
Prousis and Dirmclﬁiou, Theodore Fo/(_defs, Counstan-
tinos Byzantios Protopsa[tis, George Raidestinos B’
Protopsa[tis G.ch.C.
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@', X\n19* w. - eiuspa.

° Eév'z;u,no‘n Hoc’szosztm/w Meddv - Néo /Tcpog X7 THY
Meo7roila

® Néa Mé6odbe Enmtoyptup/ag

° Fec{)pyog Biodung, lanw@oc Nawmmame, Kwverowsi-
vog I'Ip/ng, @pow‘zﬁﬁou)\og Srowitoag, Bagideioc Nixootk-
dYe, Aewvidhg AO"TE/PY)Q, Hewayswmg Neoxwp/’mg o
pr'mxl,o/i)mg me M X.E.-n Wpéo‘cpown xou 1 Ca/xroc WD(PO/L—
dban Tou Hoaptosze[ou).

1. end of 19% c. - today.

o Abbreviations of Patriarchal Members - New
Style of Melody

e New Method of Notation

® George Violdl/\is, Jacovos Nafp[iotis, Konstan-
tinos Priggos, Thrasivoulos Sta- nitsas, Basileios

Nikolaidis, Leonidas Asteris, Panagiotis Neochoritis
(All of them: are Protopsat[es of G.Ch .C.-the recent
and live tradition of Great Church).

Tévean xau Efe'/\tfn e Ewdneacnuic
Movaiic Eny,ew'ypacp/ag

3.i.

Elmaom Wpon'yod,uevoc, ém xardt Toug d¥na 7rpa’n'mug
uvec Bulocvmﬁg )\owpw'mufg [unuo‘na?g n \Ifa)\,uwcf\z/oc
WapocJYJ\E’rw W’pocpopuwlc ou 6m Iy u7ro'cpxe1 x&7r0i0 TU-
T a'n[z,ce:oypoccp;’ag, 70 o7rolo va efumpe'm’ ™mv Kot
m’ypoccpé Ty /,ce)\cév. Kdn 7o, H.ouo‘tmf oNLEl0) pat-
cp(oc, dady, e,t,t,cpow/Ze'rw ded-du d b 7ov 1 cwdbver
ot é7reiTeL, xopucpa/wwou xeu Trapo7rolelTey et 7ov 1B’
v, zﬁwmpe/m e olwm et E/El o‘uvexe/g UBVEG
(IB-IH' wwavee). "Exrore EtO‘E/PXETOU oe pua Dadxasio
e uang xau arholaTeuang, n owole o 1814 ocﬂ?yno‘e
o Néa Mébodb Ava)umdc Zny,eto)pazp/ag, 770U Xp1-
a‘:;,wmte/'zw xot o‘ﬁf,cepoc ™y 71730/(271.

Tie 7 aradda efé)ufng ™ a‘n,uwo;pagp[ag e’xe; dhot-
Tuzrwbel B¢ 7zpo7b/w‘ewv, oi o7roleg d¥v elveu ToU 7o
péw'og ver owagpep@ozﬁv Aemu&pa’)g' 70 Cﬁ'mf,wc beiae o-
PIO"I‘[KC/L,LLE ™my J\1,uoo‘[eua‘n Ty e’ma"m/,wwm/w mpta‘lz,w'c—
Ty TOU 0 ;wpu(pou’og "EXvag Buzocvwvowuo‘mo/\o/yog
m@n'yn'rﬁg Fpnyo/p;og ®. S7abnc, o m@nyn’nég rou, 0
7roc're/pag ™ o‘u’movng e BuZavwvo[bwua‘nw)\o—
yng emamipns (BA. Or Arappapquanausl xu 7z
M;x@yﬁwm.", ae). 47-58). Znﬁ,uq)wm[ue 7o xctBnynm
> 740 1 efé)\tfn ™ BuCow'mﬁg o‘n;,moypoccp/ocg dIi)6e
Pce’a“w nwa“o'cpwv mp;é&ov:

A 7eplodb (950-1175 1. X.) - Mpayuos Bulavrnd
Z}//,cf/a);ow/&: Tévean [uepma/w anuadioy, pr/g oL7ro-
ATwe a"m@eptf evépfye:oc. A:o’@opo; 7704 ,.,wum;afg an-
,L,Luoypomp/ag.

B’ mepiodbe (1177 - 1670) - Méay [Ljpre Bula-
vy 2}//445/0;70@/&: Tévean nou o‘upwr)\rfpwo“n v Ty
trn,u_od\c{w Kotk TwV UTIOTTATEwY - Zaq)ég J\our’nq[bwm;af
1 ey evépyeia - MeTarypadil pueddv azrd wdauoTépou
70U mpow‘n‘t,wwmd amy o‘n;,woypoccp/oc aum.

[’/m/a/fvﬂz; (1670 71?/0/7727:/ - 1814 . X.) - MerzBa-
27 Eft/yt/ma// Zylufxayfw,/&: Atacpopmzaf aUvbean

Genesis and Evolution of Ecclesiastical
Music Notation

3.i.

I said before that during the first ten
centuries of Byzantine music the Psalmody is
delivered omll)l and that there is no system of
notation to serve the notational recording of the
bymns. A musical notation appears slowly in the
10% century, then it is culminated and consolida-
ted to the 12% century and it /@eps zmc/mngea’ for
six consecutive centuries (12t - 18% centuries).
Since then, it enters a process of anabsis and
simp[ification, which in 1814 led to the New
Method of Analytical Notation and which is
still in use, toa[@z.

A large number of suggestions on the stages of
evolution of the Byzantine Psoz[tic notation bave
been formu[atea[ which are not to be mentioned in
detail here. The issue was fina[b closed b)
Professor Gregorios Th. Stathis, the fat/oer of
modern Greek @J{antinomusicolo(gy -he is my
Professor—, when  be [mb[isbed bis scientific
fina[ings on the theme (see, Anagrapmpatismor
and Mathewata..., pp- 47-58). According to
Professor Stathis, the evolution of Byzantine
notation bas gone tbrougb four Periods:

1 period (950 - 1175 AD) - Early By-
gantine Notation: Genesis of some musical signs,
without abso[utel) stable energy. Various types of
notation.

24 /erz’oc/ (1177-1670) - Middle Cm/éz‘e By-
Zantine Notation: Genesis and comp[etion of all
signs and “}))posmses > - Clear intervallic or other
energy - Transcription of the composition from an
earlier type of notation in the notation of this Period c

77 /Jerz‘a/ (1670 - 1814 AD) - Transitional
Exgez‘z}{i Notation: Different composition of the
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Twy a‘n,upwﬂa/w /,Lemfd ToUG - Axpéa"nua‘n xou Ba@puou’oc
efoccpoiwo‘n XATTOIDY ,L,Leyo/c)\wv UG TAGEwY XUTE THY
Wpoo‘Wb/LGmL o aewe 1 egnyﬁa‘ewg 700 [we)&w(ﬁ;wu/ Tre-
plexo[ue'vou QUTWY Kotk ayot)\uwxénpng xwrovypoapég.

A /77?/:/2/27; (1814 w¢ 07///L(,E/0£Z) - Néx Avalvzixnst Bo-
Z&ZI/W//}I/Z}//LLEM )704@/& 4 Néz Me@ad};:AXPﬁo‘ﬁ uan xou
efa(poﬁym‘n SV Twy VTG TAG eV Kol KATTOIY o‘n,urxr%-
<pa/waw - Tévean véwy a‘n,uad\a’w - Za(pﬁg eve’p%m Twy
Unzxe/a)v ™G WANUTIHAG a‘n,u,etoypa,:p[ocg - Memypa(pﬁ

/ d’\j / /&’)
TWY (LAWY TV J U0 TIPON)0UILEVDY TTEPIOA Y TTYY THLEL-
ypaq)/ot me Néag MeBédbu.

3.i.1. Hpa’u,w; Ar)ic Bu(:aw'nvﬁ Movaiet Zy-
,u,etoypaq)/oc (1’-1B' w.)

- H “Theta Notation”. H e‘ucpoiwo*n ™me BuCoum—
Vg ,L,wuo‘nufg o‘npwoypa(p/ag W’poawmvmnfenm T
du)d xazrou arov 1 awddver.

Ha/Jg AT o) 1 Wpa/u,u,n ,L,wuo‘nué ypacpﬁ; >y
ocpxﬁ Ao évet wou povadind anpady. S Wpocwomxé-

/ / / / /
TNTL YT TO eAnVind g LIVIvE:2 «OnToer <B>, 70 07I0I0 (G
,L,wua‘mé a‘npw’uﬂ oﬁ,oxto‘e ve a‘n/x,e:céve'zw TV aTrd opi-
a‘,uéveg em/\ey{.u'veg Tud\aféc ﬁ/\éfug ae u;,woypo(,q)mo’c
;t,et/,uevoc )\u'mup'yma/w Bzﬁ)u/wv. To a‘n,u,ow\ autd d% (N—
Awve [bu/oL véTeL, D ,Lu/oc ,u.oua‘nuf cppo'w‘n, 1 o7role oy
Vel ovouaerou «Bepamamdsy. To phus «Oepa-
/ / / /
ﬂCw» AU LE TYY Wpu@eo‘n «UTTEPY (10 ayruno super)
«ump@epwm’éw»— o‘npwu’vez 'mw'Cw. Empce/vwg, n U
e 1 1 /\@’En, é7rou e’;urouve 70 o‘nya’di <6>, éwpem e
/ / / / /
7APOBANOet, veL TOVITTEL LOUTIXAL, YAaL KALTIOI0 A0)0 770U &-
E / / / /
UTMPETOUGE TO VONUL TOU Kekevou. 'ETa, o quye-
xpibvn MEn 4 cudldapi, mpocappo( 0Ty ke a6
/ / / /

T 1 (LU Ppaan Tou OeuaTioou, T GTIY 70U
éo¢ o v \osTrog sz,wog b e/xe m,uTufoL Y /.wuo“nuf
E'mo‘rflbwcvo‘n. To Wpo’cy/,ux a‘n;,w/vu, ém o d/,wog Ao

/ / / / /
AU WOTTOG TTOUG TYETIOUG [UETTY TG TIPOPOPIKAG

adb
UPAd OGN

Avmi n Wpc{)'m e,LLq)o/Lwo‘n o‘n,uwo;pa(p/ag oL BUCOL—

/ / / / y/ / /
VT )\ermup'ytm RiAia Tou 1" cucwver, yapeemnpiamnxs

/ / / / /
oL7I0 TOUG BuCocvwvo[bwumm)\oyoug epeuvnTes g Alang
w¢ “ Theta Notation™.

- TaMowdYuart. A oridia I'Ipa’uy,ng Bult-
vl Snpssoypacplag. Pedvereu b n id¥e v anpeschvouy

XA W oTb TG )\E’Eug w¢ Pwuo‘nué umv@é/,uo‘n
(«axovdu», 70 /\élue a1 EXMuixa), o’qaeo‘e 0 XATIOIOUC
xeu aroddaxd Bprfwe mols pupnis. Alyo-diyo -

signs between them - Gradual disappeamnce of
some “great bypostases” in the attempt to be
anab{ed or exp[ained the melodic content of
these and more detailed recording.

Fa /Jerz’oc/ (1814 - todzy) - New Analy- tical
ByZantine Notation or New Mezhod Dis-
appearance of all “bypostases™ and some signs -
Genesis of new signs - Clear energy of the elements
of the Analytical Notation - Transcription of the
compositions of the two past Periods in the
notation of New Method.

3i.1. Early Incomplete Byzantine Music

Notation (10% - 12t ¢.)

- The “Theta Notation™. The appearance of
the Byzantine music notation took Place very
timidly in about 10% century.

How was this earb musical writing¢ At first
it was a single sign. In fact, it was the Greek
letter “theta”, which as a musical sign begcm to
be marked over some selected yl[ab[es or words
in some lgymns of the ecclesiastical book_s. This
sign did wot indicate a note, but a wmusical
[J;Jmse, which in Psaltic Art is called
“thematismos™. The verb “thematizo” with the
addition of “hyper”, (the Euglish “super”)
“byperthematizo™  means, 1 empbasize.
T})erefore, the sy[[able or the word with the sign
<6> had to be musicd[b empbasi{ed, for some
reason that served the meaning of the text. Thus,
the musical Pkmse of “thematismos” was
adjusted and chanted in that Particular word or
gy[[ab[e, while the rest of the /gymn bad no other
musical mczrk. The tl)ing means that the }))mn
was well—known to those involved, wvia the oral
tradition.

This first appearance of notation in the
Byzantine ecclesiastical books of the 10? ¢. was
ckamcteri{ed by the Western Byzantinomusi-
cologists as the “Theta Notation”.

- The Melodemata. Other stages of the Earb
Byzantine Notation. It seems that some [i/(gd

the idea to mark sometking above the words as
a wmusical reminder, and gmdual[) this idea
found many imitators. Little by little -but at a
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TYTWE, T& eUN0Y0 Xpowxo J\o’w"m,bwc-, m,u,ouo‘mo/c o‘d,u—
Rola o770 dYetxevo ‘LLETOLEd Twy ypoq,guiév TwY Yy 7o)
AaWAmza/cCoww. Me 70 mlpao‘lwx Twy Xpovwv —5)@ IO~
Aadv- wdOe 7rp6"rcm‘n arroxTd 70 dud e o‘n/ap’cd'\. "Emeima,
#&Oe )\e/En xots, TeMind, xdbe cUMaRY oTmoRTe TO dixd
™me o‘n/.wlid'\l. /TO"TEPOL, T /.u,uovw/u/voc o‘n/.w’cd'\oc vovreu
o‘mpocﬁm’g o/.w’i&g o‘n,umi\a/)v xots uo"repo/ﬂpoc, ToL TI04-
Tind za/,uevoc ’}a[quouv T IOy e o,wa/i&g and o‘u/f,cBO/\oL.

Evit)u, elveu éroie oaffno‘n Ty o‘n‘uaJ\a/w, o,
7rRuouy ver }po&pouv n’pa’rm'ro oINS xz/;uvo ot xewdxo-
}po’icpm - owwypoz(pe/g nots veL Wpoo”eé'rouv X TV uo’ﬂ'épwv
amb v T a‘n/.xolid\oc ot y.oua‘mo/. ) éov, n 7€xvn owT-
'}patcpﬁg (] y.ouo‘ma’w xewod Yoy mpvo’c gt Xéptoz. esdbxchy
'ypoo(péwv - ;xouo‘ma’w, o+ o7rolos ypo&pouv npa')m 75 oqoowég
™¢ pwuo‘mrfg, yarl autés elves mo alvbeeg bwg OG-
Toxsg xa Ypeid{eTe v v 0 aes xadd o vy pacpéag
T TAdTOC TG ,uouo‘mrfg apolid'&g. 'Oy A e
awd, émere, paopel ebroda v mpocice amd xdTw 7o
mCJ xz/y,evo. Auvn) n Touenind Xpno‘t,bwmte/'rw oucé;uy xou
a’ﬁ,uepoc xot W'E/POUJ'E xot GTeL npoypo@u#owa n/\empow;ufg
Houa‘mﬁg o‘n,uetoj/poccp/ag TV UTNOYTTWY s

Iy’ ow'rﬁv ™V Hpal)l[wy o‘n,,Le:oypo(,(p[oL 71p5/7m veL 7rpo-
cbiow em'ypoq.i#aﬂxo’c dvo - 7p/<x o"mxe[ex:

a'. Ta /,wua‘mo/c a‘n,uo/cd'\oc d¥v JUXvouv VTEg,
pouairis Ppaatis, 1’ auTd xau Méyovrs MedwdYpara.
Avrd amoduxderon mold edxoda amd dvo o"mxet/oi. To
npa/)'zo o ToL o‘n,u.ofd'\oc é&txvow vérec, 7 vo’n/,wi El/XE Ve
,bmw'vouv TuM B W‘o(polc TuMaBe, 1J\ou/7'epoc aTIC 710
npa/u,ueg q)o/w‘ezg; An)ad¥, 7i; O evJ‘zo'q,Leo‘eg T \aRic
dv \I,of)\)\ovm; AuTd elves drommo. To cﬁzﬁ'repo- ae byt
/\ez'mup'ymé —}uouo‘mé Xe:péypoicpo 7ou 1’ cuawvog 7rapocd'Y—
d¥reu évag o‘uy;av'zpwmw’g Tivaas Twy o‘n‘uazﬁa/w -
Ty, Ee’pen, TG ouoyo’iZou'rou T o‘n/.u’d\oc aTov Ve
auTd; Me)kwﬁy.d.m. Aev 7o cp@oy;oo‘npwc. Aev 70w,
dadY, o‘n‘un/LJ\oL TroU J\e/xvouv bvoy /.cévo o‘uymnp:luévo
/.,wuo“m,o/ q>6c§'yyo, ) T Me)\wo%,wwoc, en‘o;u’va)g,
A7 Wupao"w/w‘ezg, exdvec, o‘uptﬁo)\to‘[bw/ ol T U P
<p/eg Pwuo‘ma@v q)Po/w‘ewv. AuTd, mpaxa)\d), yeL 70 Ou,uolc—
aTe, J\zo'n, e’;cm’re, 6 n BuCay'rwﬁ e d} ‘t,LEToL—BuCoumvrf
SN TIT T ,u,ouo‘nué nupow‘n[bww’nmf J\o[u.rfemoz W
ae o‘npte;oypoicp:u/g mXU'}/POLqu/Eg. Sdvodo 7o BuCoumvé
o] [u.em—BuCoumvo SONTILTTING ,u.e/)\og we o0 1@’
uwve Wapaﬂenm ,ue’a‘w e mxuypacpnufg Tl
pacplass.

B Q¢ aredic 1 Hpc{u[un aum) o‘n[m;oypozgp/oc, e7rd-
fLevo A7 veL puny WDLPOUO‘IO/(ZH oe b mxetpé;pacpoc ™mv

reasonable time- the musical ymbo[s in the gap
between the lines of the /:ymns are mn[tip[ieol . As
time passeol by -not many Years later- each
sentence gets its own sign. Then, every word and
e’ventualb each sy[[ab[e gets its own sign. Then,
the individual signs become sporadic groups of
signs and even later, the poetic texts are ﬁ[[ed
e’veiynv/vere with small groups of ymbols.

In the end, there is such an increase of the
mar/g, that the scribers cease to write the poetic
text first and then let the musicians add the
signs afterwards retrospecti’uel). Now, the art of
copying musical codexes passes on into the bands
of speciali{ed music scribers who write the lines
of musical ymbols first, because the music lines
are more complicated and the scriber needs to
calculate their width. When be finishes with
tbis, tben, be can easil) add the poetic text
below. This tactic is still used today, and it bas
also been Passed on to our electronic wusic
notation programs.

For this Earb Notation, 1 must add two or
three pieces of information:

a. Musical signs do not show music notes but
musical Pbrases, s0 tbgy are called Melodemata. This
can be easib Proved b) two facts A: If the signs were
simple wusic notes and tbe) did not show musical
Pbrases wlgy were tbg} P[aced upon a fen: y[[ables onb
and not upon al of them, especia[b in the earliest
stages? So, this means what? The intermediate sylla-
bles were not sung? But this is inappropriate. B: There
is a sunmomary table of the s]mbols in an ecclesiastical
HUSIC manuscript of the 10%. Do ) you /(_now, what the

symbols are called in this table? Melodemata, which
weans sywbols forfwith melodies. They were not therefore

“P]ot]oogosema ”, signs that show a musical note, but
tbg} were Melodemata, t})erefore, t})gi were represen-
tations, images, ymbo[isms and abbreviations of
music P}Jrases. P[ease, remember t}Jz’s, because, since
then, all the Byzantine and post-Byzantine
ecclesiastical notation bas been built on the system of
notational abbreviations. The whole ecclesiastical
mmsic production until the 19% century was delivered
t/arougb an abbreviational notation system.

b. Since Early Notation was incomp[ete, it was
expected not to present the same stru<ture and
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{dha J\o,z,ué ot aUyBea o‘npuxJ\a’w- KA TrOIL VéL e,uq)ow/Co—
VT, RATIOML TIIAUEL ewm)\e/mwow, T XATOIOUG TrEk-
paf,wmo‘,uodg, 70 JYXwg ao, O Wpoéﬁouuow ot [L,wuo‘mo/
o aOvbean 1wy Medawdhudrwy w 1o, 1o e naie-
TTIRL ;muo‘mo’c Xetpéypacpoc ™G emxrfg, et ™ o7role
,bu)to@ue, 7roapouo‘to’cCouv ,u,emfd 70U o‘ny.etoypacpmﬁg o
vo[bwto[uopcp[eg.

5. Evrodoig, o Baaixde xop[uﬁg Ty Me/\wd'h[bw'wwv
7rocpa,m’vet a‘m@epég. Avtd elves o o‘n‘u,ocyﬂxo/, dYén
f,uxp’fupe/ 67 nots 70 ;,Le//\og Ty ,woua‘ma/)v <ppo’w‘ewv dYo-
'mpe/’rou a‘TrxGepé, VTENE KU 1 [wouo‘nuf Wapo/LJ}:o‘n Ty
zﬁ/,wwv Wupme’ve: evicdot xou xowv).

d'. Kdzmoe Me)\wd'\épwum, am cpo/w‘n aum], add-

/ / / / /

Couv TYALTR, YVOVTU Aiy0 7710 ;w,w\],a X 7110 LURPpa,
O ToUTL YAt THY onwvo,z,u’oc 70U Xa’)pou a7 Xocp'n’, é-
s, 0 efoupe'nwi ,LLE’}«O/L)\O BocQué cﬂa’mpoév TG ovopLot-

alec Toug.

¢, Aua"ruxa/)g, 1 Avmi Bu(:owﬂvolbwuo‘mo)\oy;{,ﬁ ¢
peuver 7wV ,uéo‘cov 7ou K/ awadve, un éxov'rag am dYdBea)
mg 70 wAMBog TNy, 7roU uwﬁpxe a7ov edadind Xa/)po
not yewzw/'npoc ae 6 Ty e)\)\nvo/cpwvn OpGo/d'\oEn Ava-
7o, I mﬁp@wa‘e Ve XaLToonaes o o"TOtXEI/oL 70U ,ué—
Mg avépepa. 'Eroae, é70, 0 ecaluivo qupmripa-
T, om Wpo/;w’wu yat INEG xcu d'\aq)opeﬂmlg /J,e'mfd
70UG o‘n/,woypocqp/eg, 70U ové,bww‘e addoye e 7oV 70
b7rou Bpé@nm b Xe:po/%:oo:po 9 owf[u,n xou bve -
pocwot,bwuo‘nwd weodbuor. Ae ) w o//.,wvg Vel «KOUTTOLLTIO-
Xedawy» edb mp:o‘o‘o’npo.

¢ Mepzu’g amd ni¢ ovo;,ww‘/eg 7ou ¢dwaaw o1 Avmixol
BuCowwvo,w:uo‘mvo’yo: ammy I"Ipa’u,bux A7)\ Znpeeio-
ypoo:p/oa elvou: «ApomoMmin Iepoo‘oAupuwmf Znpeeio-
7pa<p/oo>, “Chartres Notation”, “Coilin Notation” xou
lowe xdmroec oucé;uy. Evn’cfe;, b byave xam woud. Avm-
Oé g, 'U.O/L)\IO"TOL. H )i BuCowwvo,w:uo‘mo/\oymﬁ ¢
mo‘ﬁ}wy Xpwo‘n’c TG ous AuTixotc epeuvn're’g, 70U
o’woc«}ow 70 ev&oo:pe’pov Yt emo"mlupw;af ,z,ce)\e"m ™me
Yo\ ninsc Te/)cvng.

3.i2. Miéam H/\ﬁpng BuCow'm/rf Movaixs Znpesio-
ypaple (1170 p.X. - IH' o)

composition of the ymbo[s in all Manuscripts;
some new signs appeared, some old ones were
4bandoneal, without a a’oubt, the musicians would
make some experiments as tkgy composeal the
Melodemata, and so, the ecclesiastical musical
MAnUSCripts of the era we are ml/‘ing about bave
notational dissimilarities.

c. However, the main body of Melodemata
remained stable. This is very impor-tant because it
testifies that the me[ocb of the musical pbmses is
/@pt unc/:vanged , and after all , the musical tradition

of the }ymns remains unified and common as well.

d. Some Melodemata, at this stage, are
cbanging sbaPes, are becoming a little more
sgylz’sk and sma[ler, probabb for the economnty of
paper space, but, to a great extent, tk@i are
retaining their names.

En Unfortundte[), the Western Byzantinomu-
sico[ogica[ research of the middle of the 20% c.
bcwing a small access to the multitude of music
sources which exist in Greece and genemlb
tbroug/aout the Gree/tspea/(gng Orthodox East,
bas fai[eal to comprekend the elements 1 bave Just
mentioned. So, it came to the wrong conclusion that
there were many different Earb notations, which it
named accora’ing to the P[ace where a manuscript
oreven a fmgment of psa[tic codex was found . But
I do not want to “gossip™ bere anymore.

f. Some of the that  the

By{antinomousico[ogists of the West gave to the
Early Incomplete notation is: “Agiopolitiki or
lerosolymitiki Notation”, “Chartres Notation®,
“Coilin Notation™ and may-be some more. Okay,

names

there was no barm done. On the contrary. Greek
By{antinomusico[ogical science owes a lot to
Western researc/aers, who bave raised interest in
the scientific study of Psaltic Art.

3.i2. Middle Complete Byzantine Music

Notation (1170 AD - 18% ¢.)
- Characteristics of Middle Full Byzanti-ne

- Xatpaucmpm"nxalc ¢ Méane H)\rf.poug Bu(ouz'nvﬁg
Snpeoypadlag. Ta whpie xapaxmpienxd ms Méang
H/\:fpoug Zn[z,woypaq)/ocg, 7roU 7rape’ptewow e olwre
xotB’ 6 m Buloumvrf xeth ,bwroc—BuCayﬂvrf mpfoJ\o ehveu

Notation. The main features of the Middle Full No-
tation, which remained unc]mngec{ tkroug/oout the
Byzantine and post-Byzantine Period, are two: a.
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dVo: o', Tpéreras ot crevoypacpint (Toyuypacind -
,tun[bw'rexwwf) o‘n,t,woypacp/oc. ,@/. O Vé;,wt 'nfg BuZocv*n—
vic f,ce)\omu/ag aTrUTOUY ocp,bwyrf ;,LE/\ma/)v cppo/w‘ewu Kot
6;@ aUvBean [unuo‘ma’)v q)(-Jé'yywv. Avrd oy opo)\oyt/oa ™
Yamune Myerou «xart "Béoeag” 7p67mg 704 pw)\/Cew»
%ot Ot LU aveduTind e7r ol TpaRaT.

Ac J\Jdlm awaumind autd 7o dVo:

o« H o‘nvoypacpnuf (mxunaocq)nuf - ;,Lvn[uo'rexvmﬁ)
a‘ng@tozeg@[oc. H Méay H)\ﬁpng BuCow'nvﬁ Zn}we;oypoa—
<p/oc e Ya\nuic Téxvng Xpno‘tpcomte/(ﬂo/tcpopeg xoLT-
yoples anpelor (= anpadian). Ta onuadie aud xaro-
)/po&poww —WapaJ\;’J})VTw e7rd cudvec- oy ocpxﬁ, T
Wpa/)'nx - W‘PC!IJTOL cptﬁ)\/\oa (Efod, Hpo—@ewp/oc) TV eXxAN-
TIALTTIHDY ,uouo‘ma’w Xezpoypo’ccpwv, aTIg )\eyo’[zuveg Ipo-
Geaop/eg e Hamadduic Téxvr)g, Kotk GV wpocyf,cawné—
e elvou amiol muacpopm.o/ Tiveeg Twy o‘n/.wuﬁ/wv.

K6 I'Ipo@ewp/oc Eezuvo’c 7u7m7mm[uévoc, w¢ efﬁg:
«Ap /1/;/ g O :z;//fu Ty my;azc/}fu// e Yl sy Té-
VS Twr TE andiTer X XaXTioyTIY, a'a//ucz/mz// 7F xa
meu,acz/mu/ K TETHG /gz,;aat/a,w&; xaw axolovdiag, av-
VTEHE.;LLE///”; 772;01/ 70 X7 w/aau/; aﬂaﬂ%ﬁf/ﬂmy woLY-
7y Wiy 7E xe véw.... Yl lovzeu ovr ey THY e
wed ey ¢wrcz/c/%w7z/a‘a‘:;af;... Ta Jb /ch}a//l:z a‘}//ucx/—
A, drva Adyorreu /m}a//lcx/ vROT TG, K o;g;///aczm
/}a@a/ax, e eiat St /ua/w/; /gf//oa//qw&; ;cf,;&mz, &
IR K :z/¢w//cz/ ¢4oty.... Ewod I¥ xew pels ;/,/wo‘u ap-
sei..r. (A7d Tov /.wuo‘mé wddixa 1. Movilc IBﬁpwv A-
You /Opoug 970, owTéypocho ToU ,z,u/\oup'yozﬁ Koo
Maxed¥voc, Tou érouc 1686, . 2%)

'O7mwg, yiveru a‘exqpe’g, 04 Hpo@ewp/eg d¥vouy e)\o/cxz—
oTEG J\eu;qaw/o‘etg yaL 7o TG Xpno‘t/,wmwdv'rw, G
cuvTiBeTon xeu TG -\Ip’c)\)\ov'rw T o‘n/.w’d\oc. T7ro/cpxouv,
RéRouct, xd7roieC BuCoumvég Kot /.Lem—BuZ:owﬂve’g Ocw-
pn'még Zu’yypa(pég (7.x. Tou AyiomoMrou, 7ou Ta-
Bpnf)\ tepo[uovo/cxou, 70U Maoun ) Xpua‘o’tcpou, 70U ot~
Xw[bu/ou Povadvou, 1ou Axaxbou Xadreomodlou, Tou A-
oaréou Kdvera Xiou weu [uepma/)v D), e 0l
ae autic dvovreu o‘uu'rem%.ce’veg Oewpnﬂm/g 7ANpoPo-
pz/eg, am ‘uopcprf 7rou ypof,q)vrw o‘rf,u,epoc by Btﬁ%)\/o Oew-
P/ocg ™me /,wuo“mﬁg. T WAnpocpop/eg 70U Xpe:o’zlem 0
Pw&)n’rﬁg, 7ic dves Wpocpopmoio dYaxadoc xard ™ didu-
wnd WPO/LEH, Wapo/()\)\n)\a e Ty aTHNaTN THG cﬂeftéfm—
Tg, W auTd, 7I'p€/71'21 ve Yves o‘ompe/g ém, eved n Ve )
elves Téxvn xou Ema i, amoreled cuvdua xa 7pocpo-
pnuf mpof&o‘n. prt’g ™My T euTode 7I'OLPOLILLE/V€t ,wo‘rf
xots ATENAC.

It’s a shorthand (stenogmp/vic - mmemotechnical)
notation. b. The rules of Byzantine music composition
require combining of music p/:vmses and not yntkesis
of music notes. This in the termino[ogy of Psaltic Art
is named “the composition in a way of combining
"theseis"” and 1 will discuss it in detail below.

Let's [oo/vzt these two in detail:

a. The Stenogmpkic (Sbort}mnd - Muemotech-
nical) Notation. The Middle Full Byzantine No-
tation of Psaltic Art uses different categories of signs
(:ymbo[s). These signs are recorded and delivered

for centuries at the very beginning, in the very first
pages, of the Church music MARUSCIiPLs, in the so-
called Protheoria of Psaltic Art, (that’s why, its
name is Pre—tbeo;y, because it is the T/veo;y at the
bqginning) and in fact these are mere tables of signs.

Each Protheoria starts in a standard way, as
Jollows: “This is the start, with the belp of God, of
the tables of the sipns of Psaltic Art, those that sbhow
the voices zzm%af';g? or czé’me/zczf';gg, and fégx arena-
wmed bodbes and .9/71'/’12‘.9 and cheironones” (move-
ments of bands), and z‘ég/ have beer gm‘éesz'{e/ éj
oled and new comgposers... In the Pd/da%z’ (Art of
"Papades" = priests) there are /Zwm% SLPHS... and
é{g Wéﬂ[s‘ which are called /Zg @//a:fzz:e: ..
There also are three and éd/f ”4/37512’5 " (the time
signs)... . (Music ms No 970 of the viron Monaste-
ry, Mount Athos, autqgmlb/a of the composer
Kosmas the Makedon, of the year 1686, f. 2r)

As it becomes clear, the Pretbeories give little
detail on how the signs are used, bow tl)@i are
yntbesi{ed and bow tke) are sung. There are, of
course, some Byzantine and post-Byzantine
Theoretical Writings (eg, of Hagiopo[itis,
Gabriel the kieromon/&, Manuel Chrysafis,
Pachomios Roussanos, A/@kios Cball@opoulos,
Aposto[os Konstas Chios and some otbers), but
these writings do not give comp[ete theoretical
information, inthe form that is currentl) used in
the boo/@ of Music Theory. The information
which the student needs is given b_y the teacher
oml[y during the teacbing procedure, along with
the exercise on the Psa[tic s/q[[, so it must be
made clear that, altbougb Psaltic is Art and
Science, it is also an oral tradition. Without this
om[ity, Psaltic Art remains incomp[ete.
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H Méan IAnpng Bulawmvi Sueioypacpioe ypnaipeo-
mze/cﬂoﬁ(popeg mzrnwp/eg an @y, ot ’TE/O‘O“OLPEQ ;f,upta'J—
Tepeg, 5,uwg, elveu: Oy Map'rup/eg 'chnv (a‘n,t,wlad'\oc 710U
Jelyvour 7oy 'Hyo d7rou wvelreu n pedwd¥e) . Ta Sovn-
XA En{.wf:ﬂac 1 Tévos (o‘n/.w/d\oc 70U &[Xvouv ™m avd-
Baan 1 ko Bosy ¢ cpcvvﬁg W TTYY K)J/,w(m). Ta
Xponixa Enpada (7rou Jelyvour ™ didprsicr) xou 7o A-
Pwvae an.ww\oc 1 Mey&)\eg Y7o doeic Xetpovo[.dczg
(a‘n,tw’cd'\xoc 7ot o7r0let «xpdﬁouv» 1 «q)ocvepcévouv» 70 /,Le’—
2o¢). A7rd b e 7oL oy o xot ouaf,bw a7 A TIOL
) Bonbnmind, J\‘llbuoupﬁenm s o"m@epé o] WAﬁpeg
alomua o‘n;uzoypoccpz’ag, eEiuEn me Hpa’ulumg Zpeeso-
ypacp/ag, Wpoop;a‘f,cévo Ve mmypof,cpu [u,e/)\n ALTIOUNEITTI-
ROC SONNTIATTIRA, éXl xoa‘,wxo/L.

AN ard T anpuddla ypdpovra e adpn eAdn
(mx. 7 Dwvnnind wou Xpovnco’c), A e wbwuvy (o
Mocp'rup/eg Xt ToL fAcpwvoc).

B'. O «worra "6baeic” 7p57mg 70U IU,E)\/CEIV». [osd el
vou 1 tJ\ounpé’m'mow'rﬁg ™ ypoc(pﬁg;’Omg xeu 1 Hpa')-
i Speioypacpie Twv Medwd oy, dt delyves POy~
youg, d)\/\ola, e e’m mxuypacpmé—o"revoypa,cpmé 7735711:,
,umpég opw’a&g Pwaﬁpwv Xt (bXVCY o‘n,z,wd‘la’w 7P
aToUY o)\éx)\npeg ‘quo‘m,e/g q)pofo‘etg, oi o7rvlec ouo,w:/cCo—
vrou «Béaeign. O Oéaesc d%v elvou 7révre-d¥na a)\)\oixt)\to/c—
d¥¢ neu e auTtc xwraypo’tcpovm Jenadc X:x\:o’af\eg fLe-
Dades (ueinds q)polw‘ezg). Os Béaesg Exou o‘ocq)rf Jopu,
ehveu ocu*ro’cpm:g xots owa\.ﬂva,ueg w¢ ,cwuo‘mz’g 'ypoc,u‘ue’g
Xl evwm’lovm QUTOUTIEC KT ewwa’t)\n\l/n aT0 eXHAY-
T TING [ue/)tog. > 7oy ocn/p[u,ovoc ya/\ocft/a QUTWY Ty e
iy o‘Xﬂ/,wmo‘lz,w’)v, ammowToly Bbaeac Batic, enolec,
eu,w/n[uéveu'reg, uwo’cpxouv, o/[umg, wou Béaec MVaRareg,
dVano)ec, o"rptcpve/g, Jbo‘wn[bw/veu%g, ompoa‘m’)&ow"reg
b ocpxocp/oug 1 o7rd oq,uﬁnnug il Te’xvn. Elveu ot 7re-
p/cpn,ueg «dhvésr Bkauc. er,u,epoc, braw ypo’cq)avm et
AuTind auTig or Béaeig, Fm’ope/ veL 'ye,quouv dVvo xeu Tpeig
oLpa/L&g evde o‘dmovou 7u7zwy,e/vou ﬁtBAfou. EVWd?Dlg,
ol BuCocv'nvof xou [ue'zu—BuCowﬂuo[ \I,o?)\'reg, Bémrovrog
mpow‘n;.ww‘;u’veg 7i¢ Okaeic, BonBolvray voccpelpvouv &ap—
K¢ TTYY ,u,vrf,un TOUG TIG em,ue/poug pce)\wcﬂ/eg TWY GUV-
Baecwr. A& xou o1 maTol 7rou exw\no‘:o’céowaw T
XTIHL, ;,m'opozﬁo“ow veL efotm:a’)vovm e Tig o“’m@epe’g xots
o"roc@epo’c emva)\a{,cﬁowé/,ceveg -\],oc)mm/g ,ue)\a)JYeg xoth vet
mj/a\Lo/c)\)\ouv HDLCI/ [ TOUG Xopozﬁg Ty Yo7y, xabié-
Ve XoUTeL TIg J‘Ul’&{kﬂg xou Tocxoapt’o‘/,coLTo’c 70U,

Me b 7 7roLpoL7ro’ww, vo;,u’Zw ’}A/VE’TOU BT, d
70 Cnmd[uevo et 70 /un;,w'rexvmé s o‘éa"m,t,wc dy

The Middle Comp[ete Byzantine Notation uses
different categories of signs, but the four major ones
are: Echos Testimonies (signs that show the Echos
where the melody moves). The Vocal Signs or Tones
(sz;gns that indicate the voice ascent or descent on the
scale). The Time Signs (§ymbo[s that show the
time) and the “Al)]nona” (it means speec})[ess) Signs
which also are called Large Hypostases of Gestures
(signs which “bide” or “show” the melodies). Out of
all these signs and _yet some others which are
auxi[imy, a stable and comp[ete notation system was
created, which was the de'velopment of the Early
Incomp[ete Notation and intended to exc[usifueb
record ecclesiastical (not secular) melodies.

Some of the signs were written in black ink
(eg, Vocals and Time Signs), others in red
(Testimonies and “APbomz ).

b. The “composition in a way of combining "the-
seis'”. What is the peculiarity of this writing? Like
the Early Incom[zlete Notation of Melodemata, the
Middle Notation does not show notes, but, in a steno-
gmpbic, s/aort—/mna[ing way, small groups of b[ack
and red signs represent whole musical [J/:»mses, called
“Theseis” (in erktbis word means “P[aces, posi ti-
ons™). The “theseis” are not five or ten, but thousands
and there are tens of thousands of melodies recorded
with them. The “theseis” bave a clear structure, they
are se[f—sufficient and se[f—reliant as musical lines and
tl)g} are btgblngted relbeatedb in the ecclesiastical

music pieces. In the endless galmg of these musical

formations, we find “theseis” that are easy and easy-
to-remember, but there are also dz‘fficult and difﬁ—
cult—to—remember, inaccessible to bqginners and those
who are wninitiated in Art. These are the famous
“terrible, painful theseis”. Nowadays, when we write
them anabtim” , we need two or three lines of a
modern Printed bookfor the melos of Just one of them.
However, the Byzantine and post-Byzantine chanters
were able to consmntb brz‘ng to their memory the
melodies of the compositions just éy a simple view of
the “theseis”. But also, the faithful who used to go to
Church rqgu[arb, were able to acquaint with constan-
tb repetitive Psa[tic melodies and to chant silentb
with the Chanter C;Joirs,eac}) according to bistalent.

With all the above, 1 tbinkit becomes clear
that the issue in question of this stenogmp/oic
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A7 [37%:3 7rpa)7v’7v7n1 J\nf,uoup'yt’oc, 70U VL fny T Exe
o‘xchn/ xawele ddo¢ prt/'repoc, ) vet <pu)\o/w‘o‘e7w 1
«’(,u/[l,u‘[o“n» Ty [L,Le)\omnfo‘ewv Ty Wpoyevéa"npwv didh-
axa)wv ot x40 véa atvBean, W‘POKleLLE/VOU ve cf\ocmpe;"rw
TETL 0 STITTIHIG Xoapow:rﬁpocg ™G \Pa)\;,cwd'\/ocg.
H pu’,uwo‘n au) d% eeea)pu’n v'zpo7n§, add [LLEI’)AO"M
T Yt Ve ,ue)\oup’yé.

Oa ocvoccpe’pw edW by Wapoi&zwoc:

Kard m BuCow'nvﬁ mp;’od% e’xou;u ™V Cwnpﬁ 7o
pouo‘/oL xou J}Jo/w‘n 30225 o‘etpo’a; emcpocva’w [u,é)\OUP’)/O{)V, Ty
ooy 7o e’pw eives ,ue’yto‘m xou 1 a‘ulxﬂo)\ﬁ npo/w"noc.
TMpoxerrou yiot Tov Aopeéamino Miyot ) Avavecrm (o 7é-
TP 7O IT'-o 'Té'mp’ro IA cwdbvog), 7o HPCU’TO'\LC/L)\’TH I-
wdyvy Tud) (,G/ ﬁ/.,ua‘u Ir'-oaf 'nlmp'm IA/oua/Jvog), TOV
Nmncpépo HOixd, 7ov mp/cpn,bw Moc'/o‘wpoc Ly Mo
wrod§7roudo KoumuCe/An €M 'n/'rocp'ro Ir'-o rflvuo‘u 1A’
auvog) pwu@n’né 7ou lwdvvou Thuxdoc xau 7ov Aa,umd&—
pro Twdwn Kladd (@’ élbuo‘u IA - o 're/'nxp'ro IE’ cucd-
voc), évay a7rd Toug ,ueya/\d'repoug BuCowﬂvou/g peAoup-
yous xou ddwaxdoug, mou OLVO()\WO/LVH ver 7rou’£et not-
Gopta‘mté pé)\o am J\oc—[uépcpwa‘n e Y nwdc Telxvng
amy Bagilebovaa, we Aa{,LWoLJ\o/Lp:og ToU Euocyozﬁg Ba-
Txod K)\rfpou (oyemnds [Lcap'rupt’eg arouc weddineg
1@#-pwy 975, péoce IE ., p. 2118 - E.B.E. 2406, ¢7o
1453, ¢. 4300 - IBﬁpwv 991, é7o¢ 1670, . 3638). Na,
os7rdy, ﬂ/j/POIL(PEI et bloug Toug 7rocpoc7rofyw [u,e)\oup'yozfg
0 Wpoowa,cpepee/g Mavous ) Xpuo‘o/cq)ng (v emxrf ™
Addaewe):

« Teow obcwy Cewv. Toov o"zpo(pa/w 7wy Kovrodwy) b ye
7/7m1/727; woiy T 0 Avavedys 1/77}///055 xey J}U/n/aa; 0
Duxty o0 Aveveddryy /LU/LLOU//LLEI/U;. Eweire 7;0/70; o H-
Ords a//a/uz{a//uﬁ/a;, o¢ ddkordon fm,/uf//a; 7045 e4p-
/m///a/; A X ’%ml/uem;”J\ev ehveu ,.Lévo Xpovmé),
Xy /,cﬂzz/ wy TR AUTOU 0 /};:;oxmz/m/w; Kawcoc/j?//b/;,
o5, € xau ,uf/%x; 70 vt SIWaxalog v xw ovdbsd 7eov
70 avrot ﬂzz;ocz/gw/af/f/ 51//1/5 vola 57770“7,7,/407;, e/mero I oww
a//aw; xa7’ ///g//a; aurvls xeu oud¥r 7 Tow Exelvors J}fx/—
vIwy Ao J}wﬂwﬁf/ymﬁ iy Jhw dero ;awomﬂm//.
Adb ovd¥ zw//an//uz/. ¥/ Aa;umz/lv;oxa; Twdwys 7o0-
TV 0/0‘7?/00; w, xa xa7ovd¥y E/lczmu//uﬁ/a; 7700 77P0 77
Py, XU &y 720G /lé/fza“/ %uz@w// WS /?;5,;0//5@;/:/114{5/—
oTo¢ woinGelrn mt;o’flaac/ Twdou Aa;umz/}z;o/éu 70U
Klad¥ /a//cwu,ue/t/;/ xa7dt 70 SovaTdy Ty meaudy AxdOr-
arov (xeu edW 4 ;’w,ium‘/;”). Koy oux }702/{/1/5727 ;ﬁa@(w/
oUTTOC, E,;u;// /ua//l/la// xey ea‘wz///en, xeu 7o Aos ol -
aEp evouol¥Tes N 700 128’ cavrdy vrod¥savra xady
byey auml, xau Xy e OBy exilvog TE 0UTwE

system was not an orz'ginal creation that no one
else bad tkaugbt of before, but the imitation of
the previous teachers in every new composition, in
order to fait/vfu[b preserve the ecclesiastical
character of Psa[moob. This imitation was not
considered as a shame, but a maximum bonor for
a new composer.

Here is an examp[e:

During the Byzantine Period, we bave the active
presence of several eminent composers, whose nvor/‘is
great, and their contribution to the Art is kuge:
Michael Anneotis Dowmesticos (1¢ quarter of 1 3’;’ -1¢
quarter of 14 ¢.AD), loannis Gb/@ Protopsoz[tis
(27 balf of 13% - 1 quarter of 14% ¢.), Nikiforos
Etkik_os, the famous Maistor loannis Papadopoulos
Koukouzelis (2 quarter of 13% -1 balf of 14 ¢.)
student of loannis Gbgzs, and loannis Kladas
Labadarios (2 balf of 14% - 1¢ quarter of 15 b)),
one of the greatest Byzantine composers and
teac})ers, who under—took a decisive role in the
formation of Psaltic Art in Consmntinople as a
Labadarios of the We[[—off Roya[ C[e;zgy (see the
1berian Codex 975, middle of 15% c., p2llv -
National Library of Greece 2406, year 1453, p-
430r - lveron 991, year 1670, p. 363v). This is,
what is written for dl the above-mentioned
composers by the aforementioned Manvel Chrysafis
(at the time of the Fall of Constantinaple):
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eg)/oa///z/, X @oam}/// Here neu Adawr ovx E'sﬁfz//ﬂ 7, N
70U TRAUOUS GUUUEITO TIr TOINTIY, TOUS TY €T THUY

el 7;:/3[41/7&;. »

Acg J}Jdibu, 'm/)poc, 7WE b7 1 pu)tomz’na‘n Ty U-
v, 1 aUv0ean TwY eXINTIATTIRDY ;,LE/\C{)V:

O ,Uee)\oup'yo/ emtdeyaw Tig Obaeis 7ou Oa XPNTHL0-
Troolaay azrd tvaw Gno‘owpé Béaewr, Tig d/P[u.OCdJ’ 1 7I¢ o
vm're/a"zpwvow L o0 7zpw7z§7u7m 7p57ro e/;qawow exel-
vo, 7rpowa:pte’vou ver Toviarouy To 7o TING m/,uevo KAUTE THY
A TOUG [u,e)wmm'n;af ay'z{/\n\bn ot euauaOnata, add
¥ ;,meozfa‘ow Ve eiadyouy ;wuvodp'ytoa ;coa‘[buxolc a"m:xe:’oc

/ / / / / /
a7 €pYeL ToUg. Av To wawawe, nTaw BeBeuo, 0T 0 £pY0
7ou¢ Oa d,WOPPI/WTOV’TOLV oq,(,e/o‘wg amd my )\oc'zpewmﬁ

/ / / / /

Wpagn Xeu apa T mwiw[uevo oe adaveit wo
16y O ,L,wuo‘mocﬂd'\o/w‘xoc)\m - [u,e)\oup}o/, BB, L 7ro-
podo‘ocv va e7nvonaouy véec Béaeic, DL, auTic e'wpe'/rz ed
7r)\npozﬁv 76 77poi)7ro@e/o‘ezg SONTIATTIRO TN TR (¢ 7IPOg
70 [t,wuo‘mé T0U¢ u’cpog 1 #00c xots vet cpt)\'rpocpm"mdu 70

/ / / /
XPOVO, TIPOXEHLEVOU Vet evaopuaToOouy aTYY mpowf\oo‘n
Twy BuCoumvaSv ,ue)\tm’w Béaecov.

Me aurdy Tov 70 o‘n;uw'ypoccpz'ag ot HOL'TE/PEQ 7Ipo-
cidwoay oy e e ,bwuo‘mrf mpao‘nwﬂxﬁ
Beooixotc o‘u‘u,@o)uo“bwdg, b7rog ouqJ;Ba/Jg a‘u;,LBou/vet
e TG M eg ewdnaiaanints thyves. Qg pwaTs, amy
op@é&)fn )\owpeu'mu? Wpo’tfn ToL T TRL €)0UY TULBOAIKD,
D& ;wpt/wg ey wyixd Xoapoucnfpoe. Kdbe 7 7ou avmi-
/\oc,u,@ocvé/,ww‘ﬁ efwnpma@g, amn/\e/ecpa/\ﬁpto 7IPOG &
TWTLTL «,z,wo‘ﬂxo’c» cuTTAUTING TG THTTYC. Am’o‘fmzxoc,
1 BuCou"nué Wapoco‘nwﬂxﬁ a‘up.,@o)\;/Cet TIg Wupa,éo)\e/g
e 7 o7rolec ;,u)\ozﬁo‘e a7oL WA o Kzﬁptog. @u,w’lw ™
efﬁg evayyeund prz’ou «Kav 71,2:0(7‘&119/1/7?; ot /44(9;7722;{
ei7mov avrdd Cew. T Inaol) . Awead ev mz;o:wa/lmf Aeel;
avroly; O Jt am@zﬁyﬁ' e/mer avmoly. Om gy S¥dbreu
iy T2 /Lwa‘m//o/:z 7we Baaieig 7ov Ou/a:zmz///, exel
vorc It ov S¥dbreu... Aidd U070 ev 7722}042,@0/1&’/2' auTol;
e, i BAEmovTes Y77 BAémwar xeu axotorree oy a-
KoUwa /LU//}/ aumaar” (M. 17/ 10-11, 13). «Xw/o/? L
sz}m,éo/l}//; ovx eAder avroiy o0 Adpov. Kar idlay Ik
70/;/446’;771/2 aurol e wéve mEVTEL. . N (Mp. d'34). Ka-
e, 701, weu T /.wuo“mo’c a‘n/,(_o’cJ\oL npzﬂﬂ%ouv Fw\mo’c
TYHUALTEL, TrOU (UBVOV 0F JLUNULEVD 'vap/Zouv. Atow‘cpa)\/-
Ce"rou, brai, n Yo mn amrd Toug BéRn)ouc ocp@cx)\,bwdg
Ty «Odpo&)ev» 1 o7rd Tig ’mxév eI tseg mcpeu)\/o‘e;g
7wy «évdbyy, /,LETOLJ\I/&TCU 4 amd e nind o dooug <pe’—
pouv Ty Eq)pocy[d'& ToU A’yt/ou Tptocd'bwd ®cot xos ™Y
Awpeo’c 70U Ajdou Hved;,wc’mg.

Let’s now see how the ecclesiastical }J)mns
were composed :

The composers chose “theseis™ they would use
from a thesaurus of “theseis”. They applied them
to their own prototype way to empbasi{e the
poetic text according to their own perception and
sensitivity, but tke) could not introduce new
secular elements in their works. I f t})ey bhad done
it, it was certain that their workwould bave been
immediateb rejected b) the Wors;:ip and thus it
would have been condemmed to obscuriz;y and
oblivion. The music teachers - composers, of
course, could invent new “theseis”, but these bad
to meet the requirements of the ecclesiasticness in
their musical st)[e and ethos and be fi[tered over
time in order to integrate in the tradition of
Byzantine Church compositions.

With this type of notation, the Church Fatbers
gaveto the ecclesiastical music t/aeo[ogica[ ymbolisms,
as in the cases of the other ecclesiastical arts. As it is
well knanm ,eveyt/aing in Orthodox wors/aip is
ymbo[ic, but above all ever)tbing bas a reductive
character. Ew;yt/oing that we perceive extemalb isa
springboard to the very “secret” components of faith.
Accordingb, the Byzantine notation ymbo[i{es the
[mmbles that our Lord used to speakto the crowds. |
remind | you the fo[[o‘wing e'vcmgelical passages: And
the aflfa?/es came, and said mwito bie, (unto Jesus).

Why You sfe/z{ them in /;mzéés.?A/m/ He answered
and said mnto them. Becanse it is gruen wnto yoo o
/{/:70227 the mysteries of the K/’;g/m of Heaven, but to
them it is nor gruen... There, e, | s//wz{ 20 thew in
/dmféés; Becanse seeing fég/ see ot ands éedrz’;g tég/
bear not, veither do tég/ wndlrstand... "(Mth . 13:10-

11,13). “Withow 2 /Mrﬂé/z" s/zo/{e He not wato thewe,

And when they were alone, He ex/ozwaéa/ l z‘éz’;gf.f
to His csz‘a? bs...” \Mr. 4: 34). Somebow, the

musical signs also bide musical sbapes that onb/ the

initiates knan:. Thus, Psaltic Art is ensured by the

profane eyes of the seculars or b) any frivolous

deviations of those who are within the Church and is

transmitted onb to those bearing the Stamp of the

Holy Triune God and the Gifts of the Holy Spirit.
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[To)\Y evﬁa@e’poua‘eg ¢ives o Wapampﬁa‘ug 70U otBOn-
yn'rod Fp. ®. S7dby o‘XEﬂ;{,o/L[we TG am&/fug b n
o‘uyzwqatluévn 'ypoo:pﬁ ez/vou Wpo/c%,wm a"revoypotcpnuf:

« Tf/fﬂ/ocz Za;a:z;cm/a/fma{ ¢a///a//zum y27.73 anod-
wow adldoeare Ty 0‘7?1/0%%@//(0/7)7728 e weeuds
77041;0;7/; )y a‘w/cz/goa/a‘;f "Dy Grecwr 7ov JUETPOP-
wxd v etves xa@blov Sovés. B) H a‘z////7/u,ya‘}7 weaso7é-
Py /,Le/lwﬂw/r el /}5/017—07#07727/?/: a,/aw;, 77?/0/0‘0'27/7?/000;
yapaxnipes -onddla- (welvmidepy ypaph) an’ o7
70 idlo 70 a‘wan/uem /uf//la;. 2 H ”557/747077 " e -
e ;ﬁa@)//; xt ot 45 m/o/mw 55;774/7?2' ar’ 7ov
Mz doio /Lébox 0 1814. D H czmé//'n/a?/ vés Jpa-
¢}7/;.' 1o mﬂdgpw Y7 u/a‘:’z,azz 70 cx/l¢cr,6;777;w/ ot~
TTHUA TOU Apamiov Ha//ls/o/wfw...» (Fp. ®. S7abnc,
Terpalopia..., ce). 421 - 422.)

Hpoa‘éf're 'm/)poc, Wupou(a)\a’), QuTs:

H pelém 7wv xepbypapor Bulawmvdy x pera-
BuCow'nva')v pwua‘ma')v xevdYxewv e Yo mung eduoda o
7wodeixvdes, dn amd 7ov IB' we xou 7ov 1Z' awdwe n an-
y,eto'ypa(p/ac v Bbaewwy J\wn)prfenx,e o"mﬁeprf, xwp/g
xa,u(.da, J\cupopo'/ro/na‘n. An)ad¥, mo amdd: Me b7roieg
a‘n‘z,(.uoypaq)m,e’g Béoeic ,L,Le)\om;oda‘ow xou ypoi(powe X
7ov IT cuedver, e 7Ig {dvec outhBa/Jg ypo&powe Xoth [LEAO-
7ottty w¢ Xoh 7OV 1Z'. Av W‘O/(POU[.LE byt Xezpé'ypompo
X TOU IA cucdvet wots 70 o‘uyxp/vouy,& e e ou 1T,
7ou IE/, 700 [T, ouzé,buy Xoth (L )& 00 TH aucdve,
O Jbzﬁy.e 671 o8 Béaresc Ty ,ue)\omnfo‘ewv elveu xowée. T
a‘n,z,cafvet au7s;'On Wupéy,ewe a"nzﬁepé Ko 70 ‘u.é)\og Ty
Béaecwov e7rl éft authvec, o’cpoc n Y nid Telxvn Wapaof\/&—
o0 awad olwm am [bLe)\ommﬂ;ué ™G d'b[u,ﬁ we ov IH'
e Ee/pe're Yl em/,évw Tbao mob ae awd; Tiori 0
Avnind Bu@wﬂvo[,wumxo)\oyxﬁ e’peuvoc e7l dexaetlec i
O'XUPICO/TOLV, 0T 1 eanop@o’J\oEn Yalix e;cmupmd—
TXE H,E’Toi v Adwen m¢ Kwverwnvourdlewe and
T0U¢ O@w[bwcvodg, lO‘XUPIO“bLO/g TUWTADG e nOic xau
Babid Wpomm)\n,z,q,ce/vog.

SYMIIEPASMA: Ta Yo yapoaxmpiorina T Bu-
(avmwis xou pera-Bulawmvig \I,a)m;uég TMLelopat-
<p/ocg, ) n o‘nvo;poccpzm? o‘n/.woypoccp/oc ot B) 70 «xa7dt
Géaess /m/l/fﬁt/», eivau o T T TR o‘uud'\zJ\e‘bLe/voL [Le-
&) Toug: H o’ny,ﬂo'ypacp/oc 7o mvo'ypa@mﬁ, V7 n
pedomolnan Huvérow xordk Béaeg. Av n pedomrolnan vé-
T Vo7t - V8 TR, AT NTVTRG THY TP TOTUTI L, 1 G Teve-
7pa<p;;a§ o"n‘u,eto'ypacp/oc dt 6o eEuwnpemdo’e ™MV XLTot-
Yt U exxANTiag TR0y idoug.

The remarks of Professor Gregory Th.
Statbis about the evidences that this notation is
indeed shorthand are very interesting:

Forr characteristic phenomena mmzkz‘zz{zzéjf

proe the shorthandiness o// the old . Scripts ) The
acconmiliation 0// “einat thesers” which both in therr
notational sézz[be as well as in therr m%{?'mzz/ per-

/sz';g one are not ar all "deinai”. ) The abbre-
viations 0// oAder mmelodles use more characters ~SLpns-

(tn a detailed writing) than the 0/’{;71'/%/ notation

sself. ) The "Explanation” of the old notation and
the 45 e/\?&ﬂdfoflkff boms Baliasios to 1814. ) The
search /{7/’ new writing The ? PENLALT I and then the
alphabetical systen: of Apapios Palermitos... " (Gr.

Stathis, Tetralggy..., pp. 421-422.)

Watch out now, p[ease, this:

The study of the Byzantine and post-Byzantine
Psaltic manuscripts easily proves that from the 12
to the 17" century the notation of the “theseis” was
retained stable without any differentiation. More
simply: The “theseis” that the composers were using
to write eg. in the 13% c. are exactly the same with
those of the 17% century. If we lookat a manuscript
eg.of the 14 century and compare it to those of 13,
15%,16%, even with many of the 18% century, we will
see that the “theseis” of the compositions are
conmon. What does this mean; That the melodies
of the “theseis™ for six centuries remained stable, so
Psaltic Art is delivered unaltered in its melodic
structure until the 18th century. Do you /Q'zcmz why 1
insist so wuch on that? Because, for decades the
Western By{antinomusico[ogiml research was
c[aimz’ng that the Greek Orthodox Psaltic Art
became Tur/g‘s/a after the Fall of Constantinople by
the Ottomans, a claim totally untrue and

Profoundb biased.

CONCLUSION: The two characteristics of the
Byzantine and post-Byzantine psd[tic notation, i) the
shorthand notation and it) the Composition in a way

3 .

of combining "t]aeseis"’, are mextricabb interrelated:
"The notation was stengmpbic because the composition
was done in a “thesis-to-thesis”system. 1f the composi-
tion was done in a note-to-note system, searcbing for
onginalitj, the shorthand notation would not serve
the mcording of the ecclesiastical melos.
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3.i.3. Efﬁyno‘n o Epynve;’a. e Méanc HAﬁpoug
BuZow'nvrfg Movaiitc Zny,etoypa.cp/ag
(1670 u.X.-TH w.)

- O véec Taeic ey a‘ny,eloypmcp/ac. O a7oudtdog
prn-\l,of)\'mg e M.X.E. mummﬁ%&rm)\og, e
)\oup'yo/g xeu Méyiog epeuvn'rﬁg I‘ea/)p'ytog Bioddune, o xd-
7ol [u,e)ke/'m ToU, mptypoigpe: e Cwnpo’c Xpoﬁpwmx ila
,buyo’i)\eg dvanolec e;q,w/cena‘ng ¢ Méanc H)\rfpoug -
,ueto*ypaq)/ag, os o7roleg cwaywaaaw ™y Exxdnata ve azro-
&XGE/ m oradond amdobaTeua ™me. I‘po&pet XopoueTn-
pm‘ﬂxo/c:

«K. a'/m/a a//uw; oI otawe Ty JvaroordTae
TG /ufé’a%u G ,qua‘/;a/; %ﬂ@}/;, o1 xa7d UG TE-
Jevrniov emrrd auddvag xau evretBer o/}czzf/vf/f\)lacyﬂ; 04
¢£ZI/E/2' /wa‘/;ca/f... ;zczm);oé’aw o gD//ia/Wv//a/ o704 cf//zﬂ:f;
v um/om/ﬂu/o'/ w2 Jixa;l/e/oy&;, as J};///o 0y 0r70 £
VEXZ TOU 0‘7?//0%&4@/1600/ o/ %uz@;//; a‘ua'ml/ax'm;, arva-
W&//uf//w, BiBAove wg et 10 FAehTIon N E:l/(do‘/ vl
am//ommlf aurdy /u;///a;/// xa WWQ&'¢/V xew T Ty TOV0Y
xeu avévdbror /ch/if/m//. OUrwg czmﬂ;u/?w// £V T VW aU-
7 T cz/m/,ocz a;};)/,/cazm v )/ngp}/; 72 m/auc/lf/émzz
72 czm,;éau; y;acz;cgucz/; 17 /}wa//oa/; Géoeas xeu y27; 728t
TET TOU /ué//lau;, a/z'z/a rrewg /l/o‘/ge/oe/o‘mmr, 120678 o1
Pawry nza///qga;omm//af; X o‘}/ﬂxﬂ@wm M/icw‘a‘quf/-
Vv TEov TNy Hlagaor xa auTd T /Zf//cgwlf T ...
Kew #A6: doswdy 57127/1/;7/;&/ w/a,;iaw‘é// y mEmolbyaic, 67
a /}/a;gf//oezcz/ ey E/szm v ;fa/m wlibas 7Ador /},/cz/-
PH TV TE a‘awa///w// Xy 70 €780 Za/uz///wr SevEdy...

H ExxAyaia xeu o1 72 7ov éQovg 7878 S movreg, BAE-
TOVTES THY ao',y,ca//acz/ oy El'\/ll/ f//l//w///w// /L{OUU’I)CQJ/I/ -
axd Ay s Y o/i/a‘ﬁ}//o:z/// 7 ) /LLE//HWW G Tys ov-
s 7po {movTeg, y//ofm/m ot mrealu W/azé’w/; m/a/
U 71 4 YevéaOu ev T /uél/la//ﬂ.» (I‘ewpy/ou Biodxn
I"Ipw'mv\l,o?)\'rou m¢ M. X.E., Mawwa/['/oag);/.., ae. 30-
31.)

- H Efn'yn'nmf o‘n[.x,eto}pdzp/ac. ’prwou, os7rdy,
'm/>poc, 0 Aby0g Ty €70 xaLTEL THY 07TOkL deXI/Cél ver yi-
VETOU eTNTAXTI 1) QAYKN ATEAOUTTEUTNG TNG TS
a‘n,ue:o;poccpfocg. No,eu’Cw, 0 xotBbvag ,mepe/ Vel XATNL-
B, b7 wdm Throio dE B /.wmpozﬁo‘e Ve emﬂuxee//.wvo-
,uuo?g xou OLx,d,pldJ/OL. To <pouuo’lz,cev0 xpo’c’mo‘e evapuan xou
TNEoV oo xaus W‘e’pow‘e and Tpesg cpo’w‘e:g. H Méan ITa-
prg Snueioypadple petad et aradlaxd ot EEmyn-
7ins], MemaBaminy Efn'yn(.xwmaf ot TENog, Avadunind).
pw xaw, 5;,ng, owoc(popo’c e x4Be ;,u’oc amd auTic, 7I'P€/—

3.4.3. Explamztian and Interpretation of
Middle Full Byzantine Notation Music

(1670 AD - ninth century)

- New Trends in Notation. The great Proto-
Psa[is of the G.Ch .C., music teac})er, composer
and scholar researc})er, Georgios Vio[a/‘is, in one
of bis studies, describes in vivid colors the great
difficulties of [earning the Middle Comp[ete
Notation, which forced the Church to accept the
gmdual simp[iﬁcation of its notational system.
He writes (in a free interpretation) :

However, while this method 0/f 7HSIC WHLING
was so af//r'fmé‘, the Lrear composers who were
csz‘fz’;ggm’:éec/ aé/rz';g the last seven centnries
owards... wd;zdgea/ 20 overcome all the af’/ff’cz;é‘ies
becanse 0/- the shorthand writing systes. So, instead
o/r éaa{s z‘ég/ bad their vast IOV Y and, | pereeprion
as well as their continmons sfz;@//. So, tég/ saved in
their wind the 17%%[76 wrsical :éd/e: a// writing,
which were e/mési/gf the also 1%/%123 st lives in
differenr ‘theseis” and transitions of the melod).
Bt this féz’;g s indeed wery af/%mé‘, becanse the
vocal characters and the other Stgns were féd;gfi;gf
their power each time fég/ were cézz;g/;gg their //%ce
o the music scales... And then, /4'724/4/, the time
cane, and the conviction was ser that those
aiﬁmém bad to be smoothed, /for the :zz{e 0// he
modern and the > PENEVALLONS 10 CONEE...

Then, the Church and those who bad the
nation's LOVErNING SAW the ézc{ o// expert mnsic
teachers and the bad position in which Church
mnisic wonld be in the /éfz‘zme and z‘é_e)/ started
téz'/@{/';gg /Jmfa-mmﬁ abont what z‘é_cy should do
Jor the future. ”(George Viola/‘is Protopsdltis of
G.Ch.C, Music Writing.., pp. 30 - 31.)

- The Explanatory Notation. So, it’s time to
speak about  the Perioa[ that the need for
simpliﬁcation of the old notation begins to become
imperative. | t})inﬁ\ everyone can understand that
this could not be achieved at once and instanta-
neousb. The pkenomenon lasted for one and a }mlf
centuries and went t})roug}) three Pkases. The
Middle Comp[ete Notation gmdmlb transformed
into Exgetical, Transitional Exgimatil(_i and,
fina[[ s Amz]ytical . But before I ma/@ a reference to
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VIR O‘HILLHO{)O‘C:J ed¥ wdre 7o o‘uo"m[uuﬂxola ToU¢ N6~
20UG, 710U J\};,uou/pyno‘ocv ™V owo’cy;w etﬁpeo‘ng evde véou o
YA UTIOU 7'p57mu ypacpﬁg e Ve nuic Téxvng:

a'. Autde o Idboc o o‘nvoypoo:pmég wou dYa ) n7rroc
chpoucn?pag ™G TG a‘n,uetoypacp/ocg.

B’ To q)wvo/[buvo ™G Ka)\oq)ww/ocg Ty [LLE)\.C:/)V, -
dY, mou umpﬁo)uxod ,quo‘moé m)t)\wquoé Ty e’p'ywv,
7I0U e,ucpow/o"mxe ™V emxrf ou lwdyvou KouxouZe/)\n
(A wdvag) xauw Wvovrag enrevéorores oe J\o’(pmta nots

dnraay ;,Le)\omnfa‘etg, J\Ja‘xé)\e'\l/e U TRl Wpolcw'm.

5.0 umpﬁo)u;afg ’/T)\ouwa‘[uég TWY eXINNTIATTINDY
,ae)\a’w a7 W'e’pow‘/,wc Tov vy, dydad¥, 1 z)\ryyta/x%g
oaffno‘n ToU ocpz@,u,oxj Ty ,bce)\ommfa‘ewv. Avtic o i)
7ou 1Z" cucdver ebvos 7r)éov d'\eno'c&g X:)uo'c&g "o, eved ypo’c—
Povreu véeg, o it I eyxaralelmovTon.

4. H varndbd)wan 1ou EXMmixod "Ebvouc aroug O-
Gco,bwwou/g, 70U écpepe )\e;'\l,avé})/oc oy Ewnale xw

arouc Yo minole Xopozﬁg TV vy

¢/.H avayun o‘zﬁvwo‘ng Ty [LLE/\C'./)V, ya a‘uvﬁ,ueua‘n
™ J\o’cputag TV enaiaa Ty Axodoubidy, 7rou
W‘POéI{,U\I/E xord 1ov 12 wdva, «f} G /,cm/aou/a’f v
@a%mmmwﬁfxf /gw/aé aTHLEsD ;p:z@/;a// A Aoiway 7w
Géaecn», word, Tov m@nyn'né Fp. ®. S7dby.

¢ H e’m@ul,u'oc Ty /,wua‘nm/)v ve éxouv wg epya)\e/o
rua o‘n‘uetoypa(p/oc, 70U VL [bLW'OPEl/ Ve mmypo@(pu xatBe
,L,Lé)\og, 5;0 ‘LLO/VO SN TIATTING, DTTE Ve ,wfmpodv veL b

/ / / /
TAYOUY XU VeEG TIPOTWTIINEG TOUG [AEAOTIOMTEIS 070 U-
W&pxov pemp’m/pw.

C/. H em@u[bu/:x TWY [ue'zu—BuCowwua/w ,LLE)\OUP’)/O/)V 70U
IH %ot 10 awadver var Wpoo‘af:[uéo‘ouv ™ [.muo‘nuf TOUG
a7 ueocpowﬁ waL ™Y Avaro) Wpé’rumx me Adang, T
o7role m/)poc ™mv mmx)\rﬁzouv ,.LEIG"C'.) 70U A;oc(pwﬂoyod.

n’. H avayun 7w /.,wuo“ma’w et Fu’a o‘n/.uto'ypo@/oc
70U Qo ,z,wmpozﬁo‘e veL m'roqpo&pet Hot Ver wxwwpo/c 70

/ / / /
xpovo (mg xpovixig J\zotpmmg) T (ouTIRY.

Tt 6)oug awTods Toug Adjoug, emxe:pﬁ@nm n Efﬁ—
man 1 e Epy,nve/a I TG o‘n;,woypocq)t’ocg, dy-
Xad¥, 1 Wpoo'7ro’c6aoa mm'ypoccprfg Ty K\ATIXDY TRy
'm)m[ue’vwv anpeioypadixwy Béaewy e mpto‘o‘é’rapa an-

padia, @oTe v xadloTayTon ¥4 7Mwg euxoNopnUbYEUTES .

IIPOXOXH: To pédog Ty Béaecov dbv adNoscdOnxs.
Mapépeive e ebepd xou apreTa@ANT0. Mévo 1 ypacpn / xat-
Ty po TOU (UTAOUTIETXE [ TrEPITTETEpL anpdda.

each one of them, 1 must mention bere somebow more
systematically the reasons that created the need to
find a new analytical way of writing Psaltic Art:

a. The stenogmp/oica[ and incompre/aensib[e
character of the old notation.

b. The p})enomenon of the Ka[op})onia, that
is to say, the exaggemted musical decoration of
the work_s, which appeared at the time of jo/m
Koukou{elis (14 ¢) and with its extensive
lengt}y compositions made t/:vings very difﬁcu[t.

c. The excessive enrichment of the ecclesiastical
Pieces over the centuries, that is, the breatbmking
increase in the number of melodies. These are tens

of thousands at the end of the 17 . and while new

ones are written, the old ones are not abandoned.

d. The enslavement of the Greek Nation to
the Ottomans that brought shortage of men to
the Clmnting Choirs of the Churches.

e. The need for abbreviated compositions to
shorten the duration of the ecclesiastical Ceremo-
nies, which emerged in the 17tb c., “conld nor
bave M/{m //vdc.e without a distinceive alteration
of the ‘theseis”, according to Professor Stathis.

f. The desire of the musicians to bave a tool
of notation, which could record every /(_md of
music, not on[) ecclesiastical, so that tl)y could
introduce new Personal yntbeses to the existing
repertoire.

g. The desire of the composers of the 18 and
19% centuries to adapt their music to the
newcoming models of the West which now flood
the East t/ﬂroug/a the En[igbtenment.

b. The need of East Church musicians for a
notation that could record and count the time
(that is to say, the time durations) in music.

For all the above reasons, the Explanation or
otherwise the Interpretation of the old notation
was attempted, that is, the attempt to record the
classical, fixed notational “theseis” with more

signs to make tke memori{ation a bit easier

CAUTION: The melos of the “theseis” bas not
been altered. 1t remained stable and uncbanged :
Onb its recording was enriched with more signs.
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Ag de[ue WG e/ytve auTd:

Ztﬁ[uq)awoc e TV o amoudido "EX e epeuvrﬂﬁ
e Vol Telxvng, 7r0U J\e/a‘mCe e7rl 7p/oc 7!/7'0(,P7'OL
ToU K/oua/woc, oV Z/Mmm Koqaolc, 1 Efﬁymrn TWY /ooe)\a/w
meumpe/'rou ndy oo Xezpo'ypoccpoa 7ou IB’ awava. Y-
mfpxe, dWad¥, curibeia, amd Moo wud, Ty pue
Béan 1w «devi», xdroios, owcévuym auvibug, «Efnyn—
Ther Ty eEnyolaay e mpt@a’)ptoc Twy q)é)\)\wv TV Yk
poypo/ccpwv e mpta‘o‘éﬂpoc o‘npw’d\oc. 'O, 5[1,ng, ap'}o—
TEpaL, XATIOIOC ,wt@nﬂfg 1 e7roc'y;4)\/,wm’ag owﬂ'ypaq)e'ag
mva)to@uﬂcue ver OLV'Tl’)/PO/U\]/El 700 o*uym;cpt;u’vo weodxat,
T7e auTde o‘u‘u,mpte)\o/cfx,@owe 7Ig efn'yn,u,elveg ypa{,q,z,e/g
,ue’a’oc a7 ;wp/wg ,,wuo‘mo’ m[,u.evo. An)adY, draw ezﬁpm‘m
egn'yn/vcévn Oéan o7o mpt@a’;pto ToU cptﬁ)\)\ou, Tl v T
’}/PO/LCPH ™ ocpxm.r;, ow'n/%mcpe am Béan ™c Ty efn'yn—
,ue’vn. "E7ot, oraddouxd, or «d¥ivéc» Béaes n‘epvozﬁa‘ou/ amy
a‘nlbcetoypacpmﬁ Wapolcc{bo‘n eAa(ppa/)g «efnyn/vce/veg».

/O[umg, 70 cpouvé,uevo Ty Efnyrfo‘ewv ;wptapxez’ a7d
7ov 1Z" cuchver (oerrd 70 1670) xews [.LE'TO/L. Hpa’mag, 0 ¢7roU-
drudrarog ‘u,E)\OUP’}/ég M7z daioc :epedg xets No,bwcpu'—
Xetf Mg MX.E. xau M=y0 apybTEpet 0 7rd AJ}Jtowouno—
Aewg Onwu[uew;w/g How’ptofpxng Abavdaiog, e 70 ;afpog
Ty ocftw[bw/wwv TOUG NU [LE Babid pan e Yadnuig,
mpocJYJbuv a‘uo"m;,wcmcolc Efnyrfo‘eu; 7ro()\ouo7'e'pwv e
v, Memcpépw edtd 7r)\npo<pop[eg ToU m@nyn'rod Fpn—
)/op/ou S 7e0n:

«H npw/ﬂ/ n;ooo'mz/ﬁmz Cew. Efﬁ'yna‘ng ¢ Meang
BuCay'nvég Zn/,woypoc(p[ag) eme e éaOy vad rov M-
Aaaioy /E/OE/[:};‘ 77 aomﬁ;omo// avrot ke, Ty Mawe-
ety ],6)///05111/ 1250, %WW/””” 71E/o/7o 1670. Ei 70
P. 2118 avrod 7ou xidhos o‘w/wmfuﬁ //Y;o/o‘cz/;//oﬂ Vve-
190(42/07/401/, Woo,/uf//ot/ aByrettiieon, «/af/l/lol/za//o// c;o}o/t/, #
yos 7.8 1A oG 0 @sds”, xeu erg 70 P. 212z, cvll; ,ufm/
70 7 Aog Ty anw 7'5//oa1 oubigews 1o avTd, éf}/;/;//ﬁ)/ wep [
erod (dn)ad¥, Maredaatou tepe/wg), Ao 7. B, Apsog
0 @zo/; i H:z;o:zm/oou///n; ™ o‘}/,uﬂozo:zgp/fa/ NG «ff;/}xf/—
TEWS» TOU 1/6190(1107/2{00 7;0/0‘@42(/ ,Q/lf/m/ufl/ o7 a;o/@af/
a;gz/o/// Dl daior ogo/eao/y o‘;//wzcﬂéw xeu 871 éney /LLE}CZ/—
e vmoaTrdaes Ef)/¢cz///o‘§;/o‘cz1/, Hén w UWZ?VOOU//LLEI/OI/
v’ avrie pédog laxﬂ;ﬁz@;; cz//aylomcw/ﬂ/oolx At o0
/‘{{/0}707/,(0710/}/(95/#70; y2Z; }a'/lwz//ooo a;o/@,wo/ o‘;//aa/ogpw/—
ven. Tyy eEvpnaw redmyw mou Y;o/o‘cz;//éo vt 7ou M-
Naaiov m/ﬂo/loyf/o o‘o/ug)o/ﬂ/ﬂ/; avrol K. oo‘/ad/; 0 Ma-
wedy. A/o;o/ﬂ/oo//, o Abavdriog Hx@om‘;/o/};;/; 0 and A-
oﬁo/cu/oom//l E§ E777 /ge,;oé/mzloo/,w/fx// 557/%0'/// 700 avTol
//e;gowo‘/,&oo Y;o/o‘czyou. A;co/looﬁf/,wfz Ay wevryrorrets

|2 2116 of this code there is z "Trisagios Soneral

Let’s see bow this bappened.:

Accoroling to another distinguz’sbeol Gree/‘resear—
cher of Psaltic Art,whowas in the foreground durz‘ng
the first three quarters of the 20 c., Simon Karas,
the exp[anation of the compositions is a[reaqu obser-
ved in the manuscripts of the 12 century. Therewas
a babit, so [ong ago, when a “thesis” was “deini”,
difficult, some usually anonymons Exp[anators were
exp[aining it with more signs to the margins of the
manuscript sheets. When later bowever a student or
a Professiona[ scriber undertookt/ve jobto copy this
coolex, be included the exp[dineo[ pbmses within the
main musical text. That is, when be Poz'nteol out an
explained “thesis” on the sheet margin, instead of
copjing the or{ginal, be copiea’ the explanation inits
P[ace. Thus, gmolual[ , the “deinai theseis” [mssed
on to the notational tradition slightly “explained”.

However, the Explanation P})enomenon Pre'vai[eo[
inthe 17th c. (from 1670) omwards. First, the impo-
rtant melow:gos Balasios priest and Nomofylax of
G.Ch.C.and a little later the Ecumenical Patriarch
Athanasios, ex—Metropolimn Aolrianoupoleos, with
the prestige of their positions and  their deep
kno’w[eolge of the Psaltic Art, _systemczticczlb handed
out Exp[anations of old compositions. I'm copying
bere informcztion b) Professor Stathis:

“The first attempr (for Explanation of the
Middle Byzantine notation) toof place by
Balassios the Priest in bis ﬂtz‘gg/’d/é coczé’,
Pd/da%i, Tveron 1250, written in aromd 1670. In

_é)/mn, called. nféz’nﬂz}{on, argon, i echos //ngn/ é,

Hagios o Theos - and in verse 212z, lhzwea%fqé/
q/f‘er the end o// the above ynféesz's, this, was
ex/éz/nm/ éj e (that is, Balassios the priest)

echos /égzz/ é, Hagios o Theos”. Oé.fo/‘w'/gf the
notation in the 6’)(/1/41{42‘/017 o/r the /z}nc%z/
Trisapion we see that it bas ;mz;é/ doblle waniber
of signs since some of “Megaliai Hypostasess” bave
czﬁsnp/mrmf becanse the Lranscription o/f 2he melos
was dowe in @ detailed ﬁfw, l'nvo/w';g a éz;gfe/’
rmiber o/f S{pHS. The Ex/z/n'nntion o/f the Balassis
“Trisqpion” is antholggised by his classmate
Koswmas the Macedon. Later ox, the Patrizrch

Atbanasins from Ac/rz’zzno/zé attempts 2 stmiliar
Explanation of this frmeral “Trisqgion”. There are
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Ef;/y;/d// w7t ov TH auddye, or omroios Ef;//y/aw/ H704
wilvaay ev /m/}cx /,Lz//aa; /,cf/lw/// e Méoye B//{ T
2)//,(,510770%@/28;...» (70, Am;fc;a,wzﬂa;cw/.., ael.
53-54.)

3.i4. MemBanu) Egn'yn'nmf ;,wzu—Bu(:owﬂwf
Enyzm'ypacp/a, (IH' w. -1814)

K eved cuvé@auvaw 4 50‘0L,bu§)\tg owécpep(x, véer cpo’w‘n
op:’le; 1 7ro¢pouo‘t’a 700 prn«l&)«rou ¢ M. X.E. lwdy-
you Tpocmzow'n/ou (o rf,t,ua‘u IH' waver), o omolog «é-
;7043& mr’cxm:/lumcw/ﬂ/ow/ 7;70’7727/, ov /LCU/I/UV don pr/—
700 QUTS Ex THC 7,77::1/ ol 0'731/0970@/&; zf;/y;a‘zt/, N
xeu doa 7 7/77(:1/ 700 0 idbog auwvébeaer.» (K. ‘Po’cxo v, [apa-
Ty Tixs..., 7). 74.) Elvs o, 01 o TpocmCorﬁ—
vTI06 AT ) oMOnKs fus TV EZfynan Twy pEADY xeLTd T
evroc o0 T Otxouy,ewxotf Hac'rptépxou. Ecpéo‘ov dt
o Iwawne efxe SN TIT TN e’yxp:a‘n, ,uw?)\za'ToL -
T, a7 ov idYo Tov Omoulvcevmé Hourpto’qaxn, 7oV LU~
,wé@nmv cﬂa&xmo’a xoth 04 em{[uevo: I'Iowp:ocpxmo/ Y-
7eg, AL Kotk IAN AT TR THG £7R0X NG, TIOU G TH o0
VT e THY Yaonnd: O Aang) pr'ro'\l,oi)\'mg ™
M.X.E., o0 Kzﬁpt)\)\og e7riaxo7rog Tvou o Mocp[uapnvég, 0
Mtxocﬁ)\ :epezﬁg 0 Xiog wou, zwp[wg, 0 He/'zpog eXo7rovwy-
aiog, AOLFL?I’C(M‘OQ ¢ M. X E. ot 04 ‘u,E'To/L a7md auTdy,
curéRe)ay KDL@OPlO"TlKD/L amy mpouﬁpw adduan e
-\Loc)m;uég o‘n,uetoypa(p/ag. Tn q)o'w‘n auTh o xaBnnic
Tp. S7é0ns ovbpase Meru@amud EEnynmnd, Myeru,
5/4&)«;, nots Efn'yny.ammf, YL va Eexwp/Ca o‘a@e’o‘npoc
CL7I'O/ ™my Wpon)«ozﬁ‘uevn cpo/w‘n.

A7t 1oug EEnyntés aunic mg Pdang, mou dh avé-
Pepot, a‘mucf&xo’npog owa&/x@nm 0 Hé'q)og el o7rovi-
ai0¢, 0 07F0i0¢ e[bwr)\od'na‘e e mpto‘o‘o/'repoc q)wvn'mw'c an-
/.u/cJ‘xoL ¢ T ouée o“nvoypacpmz/g Béaeac. To o‘zﬁo“'m/,w’c
70U umfpfe Tao o‘agpe’g, baTe Gea)pe['zw lz,ce'zw/x‘z,uo ™
UG a‘nvoypoo:p/ag Xou TG o'zﬁ';%povng, TeXelwe avo-
AUTIHAG ypaq)rfg me Néag Mebédbu, avnic 7ou Xt
,uwm:ozﬁpu a‘élz,cepoc, 70U elveu 70 T euTedo arddlo QEE/)\l—
Eng ™g o‘n/,um'ypoacp/ocg xots 70 07r0lo GoL‘L,Lo/c@oupLe eUxoda
a70 Bzw[u.omxo/ Epyow"népto. H Efnyn[z,wmxﬁ anpeio-
ypa,q)/oc, 70U 0 He/'zpog eTvbnae neu ,z,ce'raxetp[o"mu, 7
To i Ve xoLToL'ypo’L.(pez Kot o‘zﬁv'mlz.wc TuIMaBixd ,ué)\n
e Yo e, To ‘LUZLPO/ ot Xpovnuf J‘zoﬁpuux (7tBave ae
nunda 45 erwn), adda wedapio o byxo épyo 700 Tézpou
[e)o7rovvnaiou o‘uve’xto‘e 0 [uocermfg 70U Hé'zpog BUC&V—
TI0¢ pr'm'\l/oﬁ)\mg mm¢ M.X.E. xau &) )os, b7rwe o 1d-
xwf3og prm\l,o/c)\'mg ms M.X.E., o0 I‘ea/)p'ytog 0 Kpng, 0
Avridviog AaTz,muJ\o’cp:og ¢ M.X.E. xou &) )or.

at least [fifty Exegeres czézf’l';gg the 18 c., who
&77/41';256/; that is 4ﬂ¢é/{é’6£ a /d/gn’ numiber a/r
preces of the Middle Byzantine Notation... "
(Statbis, Anagranmmatismor..., pp. 53 - 54.)

3i4. Transitional Exegemeti/q’ Post-By-
Zantine Notation (18% c.-1814)

While all these were going on as | bave Just men-
tioned, a new Period is definec{ b) the presence of the
Protopsa[tis of G.Ch.C. loannis Tmpe{oundios as
balf of the 18 ¢ ), who S0z cvaly swrote whar be forse
e/\y/diﬂe/ ﬂoﬂz he /{'rsz‘ sz‘mgfrd/?éic method in a
rore detadled way, bt also what be first composed.”
(K Psachos, Pdrdsimd/ﬂ%/,.., p74) Itis well /qzanm
that Jobn Tm[ze{ozmdios was mgaged in the expla—
nation of the Old Psaltic notation accoring to the
instructions of the Ecumenical Patriarch of the time.
Since _]o/vn bad that supreme ecclesiastical endorse-
ment b) the Ecumenical Patriarch bimself, was fo[[o—
wed by all the next Patriarchal Chanters, as well as
other persons of the era related to Psaltic Art:
Daniel Protopsa[tis of G.Ch.C., Cyril Marmarinos
the Bis/aop of Tinos, Michael the Priest from Chios,
and above all , Petros Pe[oponessios the I_ampadarios
of G.Ch.C. and the others after bim, contributed
decisi'veb to the furt/aer cmabsis of the Psaltic
notation. Prof. Stathis named this [Jeriod, the
Transitional Ex[zlanator) Notation Period in order
to alistinguis}) it more c[earb from the previous one.

Between the Exp[amtors of this Period, who |
bawve alreaq[y mentioned, Petros Pe[oponessios, who
enriched with more vocal signs the old shorthand
“theseis”, is considered to be the most important .
His system has been so clear that it is considered to
be the borderline between the old shorthand and the
modern comp[eteb anabtim[ notation of the New
Method, that we are using today, the last stage of
the notation, which we will read eczsib in the Experi-
ential Work;bop. The Explanato;y notation, which
was invented and used by Petros, was able to record
short syllabic bywms of Psa[ti/q’ as well. Petros died
at the age of 45 years, but bis wor/v‘s louge and was
continued by bis student Detros Byzantios the
Protopsa[tis of G.Ch.C.and otbers, such as Iakovos
Protopsa[tis of GChC » George from Creta,
Antonios Lampadarios of G.Ch.C.and others.
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ae op:o‘lz,céveg mpm'm/)a‘e:g evmm/Cov'rw dVo - Tpesg dhot-
cpoprm{,ég o‘n,t,z,ew}pa(pme/g emﬂ:xe’g evég [u,e/)\oug ™my e
Xpow;uf mp[oJ\o.

y/. Beﬂ%ou/wg, ow'm/g 0 owoc,@pow‘[bw/g 7rou emcpe/pu pet-

/ / / / /
)/cf\:ueg efv\;fe;g, a0V LT TPOJLAKTINOG . @wmlet g
Boc,@e//\. >y Wpo’ifn, o/{.,(mg, O‘U/.,L,@OU/VH outp:Ba/)g T0 Tl
Bero. Aidm, occpevo/g T vea/)'npoi egnyn/,wmxolc TuTTY-
2% 123 eiveu o’cppnu:m o‘uvcf\ecf\qu/voc ,uemfzﬁ T0UG, errady

/ / / / / /
eiveu OereMwpever wou pth‘uevoL o™y and vy adid-
lolv/godopr )] o‘nlbczzoypd(pmﬁ W’ocpo/Ld'ba‘n, oz,cpe'n/pou, o]} EEn’yn—
Téc - fu)\oup'yo[ el ae Oéan va J\a,@o’alouv x40 7pé—
xovae emfnyn‘w:m;uf ,L,Le/GoJ\o, Wpoyeve/o‘npn 9 e TR e
VE/0‘7'€P)1 ™ cﬂmﬂg ToUG .
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Bodbs (1814 pu.X. - oipaspr)

Os xa 7 ouareg cEeMEec i Wponyod,uevng mpto’—
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Tpug Adaradoi, o o7roios e’,u,ewow am™my ;o"mp/oc wg
Tpeig Adaxaos, o szﬁo'oweog Mn'zpom)\/mg Auppa-
X:’ou 3 Moaf\f'zmv, 0 I‘pnyo’p:og HP&J'TO'\I,OD\'THQ ™C
M.X.E. %ot o Xoup[u.oé@og XoLp?‘OCPd)\dE ™ms M.X.E.,
emnvénaaw mm Néa Mébodb aveduminsdc o‘ny,ew'ypdzp/ag,
Bau‘zo‘;u’vn, TG, T we Tov 1O awdva BuCoumvrf
xots Mem—BuZoLVﬂvé a‘nf,wo%aacpmrf Wapoino“n, xots

- Characteristics of the Explamttoy
Notation. But let’s see, in sort the characteristics
of the Exp[amzto;y Period.

a. The great teachers loannis Trapezoun-
dios, Daniel Protopsa[tis, Petros Lampadarios,
Petros Byzantios and others, who 1 bave already
mentioned, deliver their works from the begin—
ning to the exp[dndto;y notation, which t/vgi bad
invented or used. Tk@i do not compose in the old
notation any more.

b. The fo[[owing [)laenomenon is observed:
Each music teacher - composer  invents and
app[ies his system to bis Personal exp[anations or
compositions. Then bis student receives bis
teacher’s method, simp[iﬁes it even more and
composes or exp[dins it in bis own personal way.
And the next student, after bim, does similarb.
Thus, in some cases two or three different
notational versions of a piece are identified inthe
sawme Period :

Co Of course, this turmoil that brings about
mpid deve[opments sounds terrifying. It look_s
ltke a Babel. In Pmctice, loowe'ver, the opposite is
the case. Because, on the one band, the newer
exp[anato;y systems are inextricabl) [in/@d to
each other, as t}Je) are founded and rooted in the
undisturbed notational tmdition, on the other
hand, Explamztors - composers are able to read
every current explamzto;y method, before or
after their own.

3.i.5. New Analytical Notation or New Me-
thod (1814 AD - today)

The m[)id developments of the previous
Period open the way for conceiving the idea of the
“New Method of Analytical Notation®, the
suppression of all the previous exp[anato;y
attempts.

Three Teachers, who remained in History as
the Three Teachers, Chrysantbos Metropo[imn
of Dyrrachion from Madytos, Gregory Protopsa-
ltis and Ckourmou{ios Chartofylax of G.Ch.C.
devised the New Method of Analytical Notation,
based, bowever, to the old Byzantine and post-
Byzantine notational tradition, and t/ogl also
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d". Hpoo‘d'\op/Zet ™my m"ra,z,te/'zpno‘n ToU Xpévou nou
Twy pUBLUKDY THYNUATY.
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/ / / /

TTI 1] KOTLUA, (L ATROAUTY axpifBesct.

¢, METQI’}/POL'\]/E 70 ,ueya/\tﬁ'npo ,u,e’pog ToU BuCoumvod
nou /,Lem—BuCowmod pemp’rop/ou a7 véo TU7D TLelo-
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/
KU THY LTI,
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Mooy (A 107 - & 're/’rocp’m K’ adve), 1ou Kevora-
vrivou \I’O/LXOU, WL oV ¢yt b Toug Tpug Adbarddoug,
700 l"pn'yépto prm\],of)\'m. H Wpoo‘wmxo/m'm auToY
X 1 AT eToTTEleL xeu YTy 70U elye SAwy T
7zpo'yeveo‘7'e’paw cpo/w‘ea)v TV NTIaT TIAG lz,wuo‘nufg
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avbeynidm T e Néag Mebddbu:
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a‘ﬂm)fwg)/&; X U 7/270/77&// 700 avelew reedTy xeu
Eff/ye/f/. Kau 7w }/I/QJ//M)/I/ )//uw/// 7Y EV/O}’L/U/E/ y TANs
700 /Lazﬁff/uz/my, drve o F/o;/}a//a/o; e avrod /1/5/0071//
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- H diduorarla mg Néag Mebbdbu. H xabiépwan
xou eupela epappron s g Niéag Mebdbu avaduminng on-
/ / / /
petoypadias amvaKROTIOUGE TTY T)UPPUBIN  exTTeu-
Jevan 1wy urmonepiwy teporledTriv. Sdupwre e axe-
T f,wcpmp/eg, ey T’ How'ptocpxmﬁ Mouaii) E o,
/ / / / / /

1 o7l ump—fe 1 TPWTN GOAN [LOUTHIAG (LeTL THY Kot~
Gte/pwa‘n e Néag MeBédbu, o amoud¥e amy Yl

Proceea’ed tothe final and definitive explanation
of the compositions of the old stenogmp})).

The main features of this music notation are:

a. It uses the pre-existing signs, mainb the
Vocal signs, and thus maintains an insepamb[e
[inkwit/v the old notational tradition.

b. 1t removes some of the old signs, which
were not abso[ute[) necessary in the new system.

c. Every sign now shows a note ratber than an
encrypted musical “thesis”.

d. 1t determines the count of the time and
r/?ytbmic patterns.

e. It can record every me[oab/, ecclesiastical or
secular, with an absolute precision.

f. It bas transcribed most of the Byzantine
and post-Byzantine repertoire in the new type of
notation and bhas rescued thousands of
compositions from obscurt’t) or loss.

Please, let me bere give a testimony of another
great Greek By{antinomusico—logist (late 19 -
1% quarter of 20 ¢.), of Const. Psachos. He gives
bis testimony for one of the Three Teachers,
Gregory Protopsa[tis of G.Ch.C.. His Persondligy
and the absolute supervision and /Q'zowledge of
all the past P]mses of the ecclesiastical Psa[tic
notation md/@ Gregorios a guarantee of the
authenticity of the New Method.:

Cregry... was the perfect expert of the ancient
shorthand notation and its 4;%4/5/3‘ and e/xf/dﬂdfio/f.
Owr oppizion becores Stronger becanse 0/fz‘ée it
0// comgposttions that Gregory has written éj bis own
ézz/m./c, bath in the aucieont séwféd/mf and the ex//d—
ational notation o/f Pe/a/mar:z’oy and Byzantios, as
well as in bis own eayﬁ/d;zdtzb;zd/ systern and in the
corvent Method, o// which he was the main irventor
and introdcer, ”(Psachos, Pdm'sm;m%i.., p238.)

- The Teacbing of the New Method. The
introduction and broad imp[emenmtion of the New
Method of the Analytical Notation aimed to
accelerate the training of the candidate Chanters.
According to relevant testimonies, in the 3”1
Patriarchal Music School, which was the first
music school after the establisbment of the New
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Ko7 aurdy Tov 7pé7ro, )\oqxﬁ%o’wou[ue we J\ecﬁo[ue/vn ™y
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Met})oal, the studies in Psaltic Art were comp[eted
in fust two _years. Graduates received the dip[oma
of the music teacher, with which t/vg; were able not
onb forma[b but objectiveb as well to teach the
Ecclesiastical Music with the new notational and
theoretical system of their time. 1t is rmarkab[e
that during the operation Perz'od of this Music
School, many great music teachers, students of the
Three Teachers and inventors of the New Method,
bave emergea[ . T/;@; [item[b carried the amzbtica[
notation to all Orthodox Churches of the Bd[/&dns,
of the Orthodox countries of Eastern Europe, of
Asia Minor, of Middle East and of other regions.

3.i.6. Retrospective Parallelism of the
Notational Phases

1 will conclude the section for the Byzantine and
post-Byzantine Church notation and its explanato;y
p/mses with a clarification: By which scientific
method is it proved that the New Method is a
smooth and indivisible evolution of the notational
recording of the Byzantine and post-Byzantine
melos? Again, 1 will borrow the description of the
method that wust be followed by Konstantinos
Psachos. The wmethod is called Retrospective
Parallelism of the current music notation to the old
shorthand and this is notbing more than the
Pczm[[e[ examination of the compositions in their
various notational P}mses of recording, starting
from the recent ones and, going backto the older ones.

“They who want to filter into the secrets of |
this sz‘emgmyéz’c Systens wnst search and /{;zc/
] the {;mzm and dll the zz;z{;zazm stages a//
4%44/5/19 and. ex//d;z;zfz’o;z o// this System z‘é/wgé
which the compositions o// onr ecclesiastical went
té;wgé, And there is 0”_4/ one M/é way to o
this, which is z‘é/wgé the retrospective stuq[y
moving from the last m’/i/d;%fia;z 2o the /f’rsz‘
/Z/w o/f the ancient shorthand, and. 4/f‘er this to
achicve and reach whar they want mwost”
(Psachos, P¢r¢:mzz;m}{/..., p-236.)

In this way, we wor/vzs follows: We m@ the
autbenticity of the New Method for gmnted . We
point out in bandwritten or prz'nteal sources of all
notation p}mses the composition which we want to
stuab and we begin the comparative observation,
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3. Kard emroyés n Op@éJbEﬂ Bela Aoc’rpe[oc Jagri)-
XeTou, d'\zeupzfvwou, )\a,t,m'pdew, em[buq;dve'rw. Tére

first in the text of the New Method in comparison
with the same composition in the previous notational
phase, that is the Explanatory system of the teachers
at the end of the 18% century, before the New
Method (eg. Gregory Protopsa[tis). Next, we rna/ce
comparative remar/Q‘ of the composition in the
Exp[anatory system of the teachers before the New
Method in comparison with the same piece in some
version -if any- in the Exp[anator) system of the
Teachers of the 2 /mlf of the 18 (eg. Petros
Vyzantios, Petros Pe[opones—sios), alwa)s going
back_warols. In the next P/mse, we study the above
welos with anotber similar of a prior Pkﬂse, eg. of
the phase of Exegeseis (17° century) . This one with
the corresponding from the Middle Cornplete
Notation and the last one with the Edrb Incomplete
Notation, if there is one. Finall , we return and
supervise at the same time the versions of all P]mses.

This in genem[ is bow we rna/‘e the so-called
Retrospective Parallelism.

Musical-Historical Phenomena and
Facts about Psaltic Art

3.i.

Now, I ask for a little more patience. There
is anotber third part in this Third Session of my
lecture, w/oic}), I belie've, 1 should not olepri"oe of

you. But 1 promise that 1 will be not just short,

but epigmlb/aic. 1 will make a simp[e reference to
sowme very impressive Pbenornend and events that
concern Dsaltic, without anab{ing or going
deeper into them. Whoever cares for more, may
get in touch with wme, and Ull be }mply to give
more details and bibliogmp/gy. well...

a. After a periool of acme and bloom of
Psaltic Art, and after every period of exp[osi've
oleve[opment, another Perioa’ of recession and
conservation fo[lows.

b. After a period of renewal of the repertory
and of the musical forms, a Perioo] of ft’lterz'ng
and processing of the new data fol[ows, in order
for them to be accepted and incorpomted, M
inthe practice of Orthodox Wors/oip and tlﬁﬂ in
the current Psa[tic tradition.

c. From time to time the Orthodox Worskip is
expano[ing, enlarging, brig})tening, [engt})ening.
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Then, Byzantine or post-Byzantine composing fol-
lows the same P})enomena. The nvor/‘s become bigger
in duration and more comp[ex in terms of musicdlit)
and qua[z’t). This z'nﬂuences the sacred Ceremonies,
which become [onger and bri;gkter. T}Jen, recession
or decline fo[[aws (depending on the ecclesiastical

and Po[itical conditions) and e'veiyt/:ving becomes

shortened, diminished and simplified .

d. The need for mu[tip[ication of wusical nvor/‘s
also nulti P[ied the ecclesiastical musical books. Let’s
not fo;;get that every sacred Temp[e bhad a constant
need for its own musical boo/@, as well as for its
litw;giml boo/(.& Tod@;, we estimate that around
10,000 - 15,000 manuscript music codexes of the
Byzantine and post-Byzantine era are Preserved in
libraries around the world.

e. The cost and luxu;y of writing materials
(Parckment, paper, in/‘, leather, etc.) made the
1900/@ expensive and bard to find, forcing
writers and Professional scribers to invent
tec/miques and ways of writing that saved space
and time. This was greiztb assisted b) the
notational stenogmpby of Psaltic Art, but
Probabb the difficulties of writing and creating
a band script book led to a stenogmp/aical type

notation.

f . Each MANUSCript was Personcz[ , SO it was
unique. The aesthetics of each scriber reﬂected bis
soul world and reveal bis speciczl talents (/:»is divine
gifts) . From bis manuscript we can understand if be
is eg. an ort/aogmp/:ver, m[[zgmpber, mcbqgmp/o,
painter or <good decorator, neat in Iaooksaﬁ/@eping or
wmaintenance, and more. But m@lbe, be was not/aing
else but... wea[t/y, s0 be Paid for a good, carefu[[)
and often impressiwb decorated many-script, with
fine jewels over the titles of the clmpters and capim[
letters in the bqginning of each composition, with
wiiniature Paintings, even with expensive and secure
fastening, with leatber instead of cloth, with go[den
stamped and luxurious buc/(!es in the bookbinding,

even with m)er[@;s of silver or go[d shirts.

g Greekand international contemporary Byza-
ntinomusico[ogical research owes to our Proﬁessor Gr.
Stathis the amzbtica[ cam[ogues of the precious
wsical MANUSCripts of the major libraries of Ortho-
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dwg and the pub[isbing of these cam[ogues in bul/g
volumes. He bas cam[ogued all the Church wusical
MANUSCripts of Mount Athos and Meteora, while bis
PhDs continue bis outsmnding wor/&. They composed
cata[ogues of the MAnUSCripts of the Holy Monastery
of Saint Catberine of Sinai, of the collections of the
Patriarchate of Jerusalem, of the Greekislands, of
England, of my region in Hob Metropo[is of
Demetrias and Almyros, and of many other regions.

b. At the time of the Transitional Exp[anato—
ry Notation and of the earl) _years of the New
Method of Analytical Notation, the aesthetics of
manuscript codes fall. Mass demand degmdes
(]ua[it). What was being ds/@d was speed -the
mpid production of a copy- not luxur)z, without,
of course, excluding exceptions.

i. The invention of New Method wo/@ up new,
lber}mlbs repelled, desires. leus, the interest in the
[mblication of prz'nted boo/g of Psaltic Art bas
eme;ged . In 1814 the New Method was introduced,
in 1820, the ft'rst printed musical boo/@ were
[mblisbed in Bucharest and Paris. Previously, the
music  signs and ymbo[s were engm'ved for
tjpogmpbiml use and for the composition of speciczl
zypogmpkic fouts. Tn 1821, the national—re[zgious
revolution of the Gree/Q bro/@ out against the
Ottoman )0/@. 1f the Providence of the Holy Trinity
God bad not takm wisely care of all these, Per}mps
today we would not bave a Psaltic Art in Orthodox
Church. Per/mps it would bad been forgotten under
the burden of the revolution and would bave been
substituted by other, warelated to Orthodoxy and
Hellenism systems of notation and music.

i Aﬁ‘er the liberation from the Ottoman )/0/@,
Greece and Hellenism passed tkrougk another dark
Period of about a bundred and fifty years under the
government of the Bavarian /Q'ngs, who fougbt and
tried to eliminate eve;yt/ﬂing Greekana’ Orthodox.
Those foret;gn kings brougbt Psaltic Art in very
difficult conditions. They imposed Western Music
Tetmplyon) on the Orthodox Wors/ﬂip and buried
the Byzantine melos  as “uncivi[i{ed > and
unfami[iar to their ears. The Byzantine icons and
bagiogmpbies also descended and were extinguis/oed
from the Orthodox temp[es by thewm.
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1‘. But, we tbankHob Trinity God. Psaltic Art
is bere, as well as the Byzantine bagiogmp@. Tb_cy
are in the service of the spiritml Orthodox Wors/vip
of our Lord Jesus Christ. The bidden spiritua[ forces
of the er/QOnkodox culture were reborn when
tbg found an appropriate... spring.

. Tod@:, there are bundreds of Printed
musical Pub[ications and many re—lbublications of
Psa[tic books and even wmlti-volume musical
collections.

m. Personally, 1 bad the b[essing to assist my
teac})er, Pr.Gr. Smtbis, in the des:;gning and deve-
lopment of the first officia[b recqgni:(ed dzgiml
psaltic notational font, the “Stathis Series”, which
bas received the socalled 1SO by the World Stan-
dards Organization. This font and bas been used
for years on the type of Mac and 1BM computers.

n. The mpz’a’ exp[osion of the dz’giml techno-
logy bas belped the almost ddib virtudli{ation
of new digim[ Pub[ications of Ecclesiastical
Music boo/@, enkancing Personcz[ initiative and
creativity, while numerous digiml Psdltic fonts
bave been a’esigned and used in many simple or

st)[isb a’igiml editions.

0. The spreaa[ of the internet bas also ensured
the rich bosting of the above editions in an impres-
si’veb [m:ge number of websites, a[ong with a [Jlu—
mlii_:y of P]aotogmpbic and audio dtgim[ material.,

Pp- Today, in Greece as well as in all the
Orthodox communities of the world, Psaltic Art
is cultivated {ea[ousb. There are numerous
great Chanters, as well as many small or [arge
Psaltic Choirs, who resurrect and perform the
old Byzantine and post-Byzantine compositions
with excellent results.

q. At the same time, the Greek Orthodox
Church, tbrougb the mouths and scripts of c[ergy
and non—c[ergy t})eo[ogists and musico[ogists, re-
energizes the {eal for ecclesiastical wusic. All of
them teach that this music must be the fruit of
prayer, and the expression of love and gmtitude for
the Holy Trinity God and our Lord, the God-and-
Man Jesus Christ. Currently, there are many who
stm&g[e to restore Psaltic Arttoa [z‘ving prayer tool
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and to relieve it of a mere wusical-artistic st)[e, to
which there is a btg danger to demean.

r. Finally, the 20 century must be chara-
cteri:{eal as the century of By{dntinomusico[ogy.
At the end of the 19% ¢. Constantinos Psachos
established the musico[ogica[ research in Greece
and would bave scientifica[b raised it to a very
}ngb level z'f kumﬂrzit) and Greece bad not been
destr(yed because of fzfgy ) years of local, g[obal or
civil wars. Then Simon Caras came and broug/vt
B);{antinomusico[ogy to the international confe—
rences, trying to refute and restore misunderstan-
dings and deliberate misinterpretations of the
Byzantine Chant 19) the Western Byzantinomusi-
co[ogists. Finally, Professor Gregorios Stathis
came in as a “morning dew”, who bas elevated the
Psaltic Art to a university campus subject. With
bis Personal unappeased desire, bis tireless {eal,
bis walid scierztt'fic metbods and bis own
indomitable Persona[z’t , be mcmaged to establish
University Schools, postgmdudte and doctoral
programs (be bimself had more than sixty Phds),
to sta]’]’ University Departments with modern,
well-trained and competent Greek Byzantino-
musico[ogists of all discip[ines and all individual
speciali;(dtions in Psaltic Art, while at the same
time be bas so far deposited over 1,500 titles of
works with a total account of tens of thousands of
pages Publis/oed and still urzpub[isbed wor/‘- not
but

Pbilo[ogical, [itemiy, poetic, administmti've,

onb musico[ogical, also tbeo[ogim[,
Pedagogica[ and others. Moreover, bis Publz’s})ing
and artistic activity is enormous, boused in the
Byzantine Musico[ogy Institute of the Church of
Greece, of which be still is the tireless Director at
the age of 78.

I close here. Please, pray and wish for
Professor Gr. Stathis to whom 1 dedicate this
lecture and finally 1 wish you to be able to get to

know bim closeb.

K.X K. - Bélog, 20 Semrreuplov 2018

Mvrflbuy ToU Ayt/ou Euarabiou
xet ¢ auvodtlag awToy,
™ o“uCu/you ToU @eom%"mg
xeu Ty Texvwy Tou Aoy xeu oo Tou

K.Ch X - Volos, 27 September 2018

Mewmory of St. Kallistratos
and bis escort of 49 Martyres




