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Tay. Alven  : Eppov 17 Kow.: BA. ITivaxog Amodektov
Tay. Kodwag: 101 86

Mpogopies : M. Zepém

Tniépovo  : 2103240645

Fax :21032 40388

e-mail : msereti@culture.gr

OEMA: 'Eykpion eyypopiis oo EOviké Evpenipro Aving [ohmetikis Kinpovopds g
Yahtukiig Téxvng (Bulavrivijg Moveukiig).

‘Exovrag on’ dyv:

A) T dozaters:

1. Tov N. 3028/2002 yw wnv «Ilpootacic TV ApxelothTOV Kol &v YEVEL NG
IokitwoTikng KAnpovoube» (PEK 153/A/28.06.2002).

2. Tov N. 3521/2006 «Kbpwon ng ZouPacng ywa tnv Ilpootacia tng Aving
Mohtiotikng KAnpovouaey (PEK 275/A/22.12.2006)

3. Tov ILA. 104 (O®EK 171 A"28/8/2014) «Opyaviopdg Ymnovpyeiov Ilodtiopod ko
AOMTIopo0y, dnwg Tponomombnke kot wyvel pe o Gpdpo 31 Tov N.
4305/2014.

4. Tov I1.A. 24 (PEK 20/A/27.1.2015) «Xbotaon kot Metovopaoio Yrovpyeinv, uetagopd g
Ievikiig 'pappateiog Kowwvikdv Acokiceov»y kot edikd 10 aph. 4 «Xdotaom
Yrovpyeiov [Toatiopow, [Moudeiag kot @pnokeupdtovy.

5. Tng Y.A. pe apibp. mp. YIIIIOA/T AAY/AOEITY/275876/40938/377/ 24.10.2014 Y.A. (PEK
B" 2890/29-10-2014) “Metafifacn tov dwkadparog vroypaens «Me eviodfy Ymovpyou»
otoug [levikd IDpappatéa, Ilpoictapévoug Tevikawv Agvbivoewv, AtgvBivoesny Kot
Tunudrev e Kevrpiknig Yanpesiag tov Ymovpysiov [ToAtiopod kot AOAnticpon”, dpdpo 1
map. 27».

B) Tov oxetikd pakero mov vrefAnbn o A/von Nedtepov Iloritiotikod Anobépatog

kat Aving [Moitiotikfg KAnpovopdg ex pépovg tov Ap. Avidviov E.

Alvylaxn.



Eyxpivoope v eyypapn oto EOvikd Evpetipio Aving IMoAttiotikng Kinpovopidg g
Yoartikng Téyxyvng (Bulavtiviig Movoikng), OT®G MEPLYPAPETAL GTO GLVNUUEVO GTO
mapdv Agitio Etorxeiov Aving IloMmtiotikng KAnpovouide mov @épet tov TithAO

«Yoartikn Téxvn».

Zvvnuuéva: To Agitio Ztoxeiov AIIK (ndvo oty kow. 1)
Ecwtepicn Awovopn): ANTTAATIK/TATIKA®

H I'evikn AteuBdvtplo Apyotot)tov &
HoMtiotikng KAnpovopdg

tov YIIOITAI®
"Exeva Kopka

Axp1Pég Avtiypagpo
H Ipoictapévn I'pappateiog, Apyeiov
xat Evnpépoong Kotvoo

X. Maxo

ivakog ATodEKTOV
1. EXinvicry EBvikny Emirpony| ywo tnv UNESCO, Axaodnuiog 3, T.K. 10027
2. Avtoviog E. Aloylaxng,

Ap. Kabnynmgc Bulavtivig Paitumg kor Movcikoroyiog
Kvdavimv 6, 546 55 Ntend
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Hellenic Ministry of Culture, Education Athens, 22 / 07 / 2015

& Religious Affairs Ref. Number:

General Directorate of Antiquities and YIIIIOIIAI®/TAAIIK/ANIIAATIK/
Cultural Heritage TAIIKA®/203432/120098/1013/228

Directorate of Modern Cultural Assets and
Intangible Cultural Heritage

Address : 17 Ermou Str, Athens CC: Attached table of recipients
Postal Code :105 63

Information : Maria Sereti

Tel. number : 0030 210-32 40 645

Fax : 0030 210- 32 40 388

E-mai :msereti@culture.gr

Subject: Inscription of the element with the title “The art of Chanting (Byzantine music)” on
the National Inventory of Intangible Cultural Heritage.

Taking into consideration:
A) The provisions:

1. of the law No 3028/2002 “For the protection of antiquities and cultural heritage in general”
(0.G.G. 153/A/28.06.2002)

2. of the law No 3521/2006 “Ratification of the Convention for the Safeguarding of Intangible
Cultural Heritage (0.G.G. 275/A/22.12.2006)

3. of the Presidential Decree No 104 (0.G.G. 171/A/28.8.2014) "Structure of the Ministry of
Culture and Sports", modified and in force according with article 31 of the law No 4305/2014.
4. of the Presidential Decree No 24 (0.G.G. 20/A/27.1.2015).

5. of the Ministerial Decision with the ref. number YIINOA/TAAY/AOENY/275876/40938/
377/24.10.2014 (0.G.G. 2890/B/29-10-2014)

B) The file Dr. Antonios E. Aligizakis submitted to the Directorate of Modern Cultural Assets
and Intangible Cultural Heritage.

We approve the inscription of the element with the title “The art of Chanting (Byzantine
music)”, as described in the Form of the element, on the National Inventory of Intangible
Cultural Heritage.

The General Director of Antiquities
and Cultural Heritage
Elena Korka



RECIPIENTS
1. Hellenic National Commission for UNESCO, 3 Akadimias Str, Postal Code 10027

2. Dr. Antonios E. Aligizakis, Professor of Byzantine Chanting and Musicology
6 Kydonion str, P.C. 546 55, Thessaloniki



EGNIKO EYPETHPIO AYAHX NOAITIETIKHX
KAHPONOMIAYX THX EAAAAAX

AEATIO LTOIXEIOY AYAHZ MMOAITIETIKHE KAHPONOMIAX
YAATIKH

I. Zuvroun Trapouciaon Tou otoixeiou AuAng MNMoAiTioTikng KAnpovouidg (AMNK)

1. Ovopa: WaATikr. AANn/-e¢  ovopaaia/-eg: BuCavtiviy  Mouaoikr}, WaAuwdia, upuvwdia,

KaAOQwVia, WAATIKF TEXVN

2. TautéTnTa: H pvnuotexvikh amodoan Twv JEAWDIWY OTIG EKKANCIAOTIKEG aKOAOUBiEg
(ouvTeAeOaTEG, AiTOUPYIKO TUTTIKG, OXEDIAOUOG HOUTIKWY OPpWHEVWY, EEOTTAICHOS BIBAIWY,

EKTTAIOEUON) KaI TG XOPAKTNPIOTIKA TTOMITIOTIKG aToIXEia Kal IDIWPATA TNG.
3. Medio AMNK

o [po@opikég TTaPASOOEIS KUl EKPPATEIS TO BEPEAILIOES AVTIKEIUEVO TNG WAATIKAG
OeCUEUETAI ATTO OUYKEKPIYEVEG TTOAUETTITTEDEC TEXVIKEG KAl BEWPNTIKES YVWOEIC TTOU
TTOPEXOVTAI,  OTTOKAEIOTIKA, OTOV  XWPO TWV  EKKANOIOOTIKWY  OKNVIKWV
TeAeToupyiwy. Ol CUVIOTWOEG QUTEG aTTAITOUV  PAKPOXPOVIEG OTTOUOEG KOl
OUOTNHATIKEG AOKAOEIG OTOUG EKKANOCIACTIKOUG XOPOUG, OTTOU Ol EKTTAIOEUGEVOI
eCeIOIKEUOVTAI O€ OUYKEKPIYEVEG PaBuideg kal  €10IKOTNTEG  (AvayvwaTng,
Kavovapxng, BonBdg, AouéoTtikog, Aaptraddpiog, Mpw-towdAtng). ‘Etol, ol
YVWOEIS TNG WOATIKAG ueTapiBalovTal atrd Toug TTaAAIOTEPOUG OTOUG VEOTEPOUG
TTPOPOPIKA. MVNUOTEXVIKEG, ETTIONG, TTPAKTIKEG EBODOI KAl PEAOTTOINUEVES AONUES
QPAceIS N AECEIC 1 aKOPn OTIXoupyAuaTa ouvowifouv TIG BACIKEC TTPAKTIKEG
YVWOEIG (EpUNVEIES, Avaveg, VEAVES, vavd, AyIa K.ATT.).

e O1 AcITOUPYIKEG TEXVEG WG AUTOTTPOOCBIOPICTIKA TTOAITICHIKG MéCa H WaATIKA
o€ ouvOUao O PE TNV EKKANCIACTIKA TToinon (WaAuoug, UPvoug), gival n kat eEoxAv
AEITOUPYIKA TEXVN OTO TTAQICIO TWV 1IEPWYV AKOAOUBIWY GTOUG 0pB0dGEOUG vaoUG.
XpnoiyoTrolgital o€ YeyAAO apiBud OTOBEPWVY E0PTWV, TEAETWV KaI IEPOTTPAILV
Kara Tn OIAPKEIO TOU €TOUG, TIG OTTOIEG KOAUTITEI O UYnAd TTO-00O0TO KAl UE

OIaPOPETIKO PETTEPTOPIO YIa KABe pia amd autés. H duvartr authi KoIvwviKA



EKQPAON, YE TA TTPWTOTUTTA AEITOUPYIKA OTOIXEID TNG, TOV aTTapAPIANO Aupiopd Kai
Ta TTOIKIAQ TTONITIOHIKA Kal QUTOTTPOCOIoPIoTIKA péoa: YAWoOoa, TToinon, MOUTIKN,
puBUOG, Kivnon, auela K.d., emaAnBeveTal dueca, av An@Bei uttdywn n abpda
OUMMETOXN TOU AaoU OTIG AEITOUPYIKEG TTPAEEIC. AUTH OKPIBWG gival Kal n anuagia
TOU €KKANCIOATIKOU OpouAgiroupyia (ARiToG-£pyo = €pyo Aaou).

M'vwoeIg KAl TIPOKTIKEG TTOU a@OPOUV TNV TTPOPOPIKA KAl YPATITA TTapddoon
NG WYAATIKAG TEXVNG H emiTuxia Tou €pyou TNG WOATIKAG €ival CUVUQACHEVN JE
TNV TToAUXpovn BATEUCN TWV WOATWY OTNV IEpApXia TOu €KKANCIACTIKOU XOPOU.
EIDIKOTEPQ, Ol CUYKEKPIMEVEG EIBIKES YVWOEIC QVAPEPOVTAI OTO CUCTNUA TWV OKTW
AXWV KOl TNV OKTANXN TagIivounon Kai KwoIKOTToinan oAGKANPoU Tou HOUCIKOU
pETTEPTOPIOU. Ta TEXVIKA aUTA BEUATA aQOPOUV GE OKTW aVEEAPTNTA PETALU TOUG
MEAIKG TTPOTUTTA, TA OTTOI0 AKOAOUBOUV CUYKEKPIUEVOUG TEXVIKOUG Kal BEwpnTIKOUG
KavOveG. H TUTTOTTOINON QUTA PE OPICHEVES KOl ECEIDIKEUPEVES TTPAKTIKEG EQAPUOYES
dlapoppwvel 1010iTEPEG HEAWDIKES E€IKOVEG, TTOU XOPOKTNPICOUV ATTOKAEIOTIKA KOl
MOvo TO Ugog, To ABOG Kal TN pop@oAoyia Tou pEAous. QoTdo0, KEBe Eva atrd Ta
OKTW MEAIKA TTPOTUTTO oXNuaTiel O€IPEG OAOKANPESG PEAWDIKWY TPAYOUDdIOTIKWV
MovTéEAwYV, Ta TpoTTdpia, TTAPAAANAQ P TIG BIBAIKESG Kol GAAEG eEWRIBAIKES WOEC. Z€
TTOMEG  eKATOVTAOEG TTPOCUETPWVTAI O TTPWTOTUTTEG QUTEG OUVBEODEIG Twv
EKKANOCIOOTIKWY JEAWDWYV, Ol OTTOIEG TOOO WG TTPOG TN YOUCIKH, OGO KAl TNV TT0iN0N
eK@pAcovTal e eEAPETIKA AITA pEoa, aAAG pe aouvhOn kal atrapduiAAn duvapn. Ta
XOPAKTNEIOTIKA QUTA YVWPIOPOTA PE TIG OUXVEG KAl TTUKVEG ETTAVA-AAWEIS TWV
MEAWDBIWV OTIG E0PTEG KO TEAETOUPYIEG TOU EKKANCIOOTIKOU £€TOUG OUYKPOTOUV TIG
MO BACIYEG KAl ATTOTEAECUATIKEG YVWOEIS KAl TIPOKTIKEG TTOU £¢ac@ali(ouv Tnv
ammooThBion kal TN dIGowaor Toug. Avau@ifoAa, n TTPOYOPIKN TTapddoon oTnv
WAATIKR, OTTWG Kal o€ GANEG POUCIKEG TTaPadOCEIG, TUUPBAAAEI KOBOPIOTIKA OTO
TTadaywyiko g £pyo. Ao Tnv AAAN TTAeupd, n ypatrth Tapddoaon @aiveTal TTwg
atroteAei TTAéov adnpiTn avAaykn, TToUu KAAUTITETAI JE PEYAAN KaBuoTEpnaon KaTd TN
pecoBudavTivry TTEPiIodO, PE €va apyaikO TUTTO ONUEIOYPOQIAg TTEPIOPICHEVWIV
ouvartotTwy, OAAG pe TIPOOTITIKEG €&EAIENG. 'ETol, peE TIG METAYEVEOTEPEG
onueloypagieg, aAAG Kail TIG BewpNTIKEG KAl TIPAKTIKEG TTPAYMOATEIEG Ol YVWOEIG TNG
WAATIKAGS dieupUvovTal dnuUIoUpywvTag Evav uwnAou eTTITTEOOU AUTOVOUO POUCIKO
TONTIONO. XIANIGOeG TTAéOV POUCIKA  XEIPOYPaPa Kal €VTUTTEG €KOOOEIS TNG
BulavTiviig, peTaBulavTiviig Kal oUyXPOovNng €TTOXNG KATAYPAPOUV Ta WAAMIKA,
TPOTTOPIOKA, OAG KOl TO HOPQPIKA KAACIKG WOATIKG pEAN, Ta oTtroia, BERaiq,
atroteAoUV Evav aag@aAr} 0dnyo PVAUNG TNG TTPOPOPIKNG TTApPAdoCNG TTOU PAiVETaI
OTI aOKei HEXPI anuEPa KABOPIOTIKO pOAO OTNV £@apPoyn TG WAATIKAG TTPAENG.
Texvoyvwoia 1Tou OUVOEETAl ME TO TTAPAdOCIAKA MOUCIKA KOl TroInTIKA

oxAuara H waAtikn eivar pia ¢wvtavr 1é€xvn. 'ETol, N TPOKTIKA €@appoyni TnG



UQIoTaTAl OUYKEKPIUEVEG €CENICEIC KOl TTPOCAPMOYEG, Oedopévou OTI WG AdyIa
TTapddoon cuvdEeTal e dlaxpoVIKa aAAG Kal peTaBaAAOpEVa pouaiK& Kal TTOINTIKG
TPOTUTTA, MIa oUCeugn, dnAadr, oToIxEiwyv TTOAATTAWY euTTAoUTIOPWY. ETOI, n
TEXVO-YVWOia TTOU avaTTUCOETAl OTOV XWPO aUTO aviXVEUETAI UE TNV TTPOCEYYION
OUYKEKPIUEVWYV KPITNPiwV Kal e Bdon TIG eKAOTOTE OIAUOPPOUUEVES IOTOPIKES
avaykaiotnTeg. ATTO TIG ONUAVTIKOTEPES, WOTOCO, TTAPAUETPOUG MIAS OUVOAIKAG
€IKOVOG TNG TEXVOYVWOIAG, TTOU CUVOEETAI PE TO EUPU TTEDIO TWV EIBIKWV YVWOEWY,
AQOPA OTIG OUYKEKPIUEVES €IBIKOTNTEG TTOU DIANOPPWYOUV TO GUVOAIKO £pYO TNG
WOATIKAG. EIDIKOTEPA, N WOATIKA €ival ATTOKAEIOTIKA XOPIKA TEXvR, n oTroia
JIAPOPPW-VETAI OTIG IEPEC OKOAOUBIES KAl TEAETEG TWV VAWV OTO TTAQICIO HOUOCIKWV
xopwv: Tov A’, Tov B" (AeC16¢-ApioTepdS) Kal Tov xopd Tou lepol BAuarog.
OAOKANpo T1O €pyo KaTeuBUveTal amd TOV Kopugaio Tou A" Xopou, TOV
MpwTOWAATN, TToU €TTI-AEYEl Kal ouvToVviCel OAOKANEN TN MOUTIKA €EENIEN. To KUpIO
PETTEPTOPIO diapoIpdleTal oToug U0 xopous. O xopdg Tou lepou Brjuartog
TTOpEPPaivEl O€ TOKTEG TTEPITITWOEIS EKQWVNTIKA Kal WAATIKA. Or1 emIPEPOUS
TTOPATTAVW TTAPEPPACEIS TWV TPIWV POUCIKWV XOPWYV, KaBWG £TTiong oAOKANpPN n
€EENIEN TWV 1EPWV OKOAOUBIWY KATAYPAPETAI AETTTOPEPWG OTIG EIBIKEG EKOOTEIG TOU
A€IToUpYIKOU TUTTIKOU. ZUUTTEPOCHATIKA, O TTOAUTTAOKEG YVWOEIG KAl TEXVIKEG TNG
WAATIKAG, KUPiIWG BE TOU JOUTIKOU PETTEPTOPIOU, EUTTEDWVOVTAI OTIG EKKANCIOOTIKEG
TEAETOUPYIEG Kal PETABIOOVTAI TTPOPOPIKA KUupiwg atmd Tov lMNpwTtoywdATtn, TTOU
QTTOKO-AgiTal AT TOUG pabnTeuduevoug Xopwdoug Adokahog. KaBe AdokaAog
dlaTnPEi TIG TIPOCWTTIKEG TOU ETTIAOYEG avAAOYa HE TIG WVNTIKES IGI0UOPQIES TOU.
To U@Qog, TEAOG, O XOPOKTPOG, N MOP®OAOYia Kal N IEPOTTPETTEIA TNG WAATIKAG
ouvIOTOUV Ta BaCIKG yvwpiopatd Tng, TTou eTnpedlouv Aueca TNV TEXVOYVWaia,
TIG BeWPNTIKES Kal TTPAKTIKEG puBuicelIg TNG. Me auTd Ta dedopéva n pabnreia oToug
€KKANOIOOTIKOUG X0poUG atroTeAEl TO povo dlaBabuiouévo Kal oAoKAnpwuévo
TTPOYPAUPG OTTOUDWY TTOU OTTOKTA, CUMPWVa Pe TnVv MNMatpiapxikn Tapddoon, yia
TIG peyaAUuTepeg Pabuideg uttnpeciag Tou Aaptradapiou kal Tou MpwTowdATou
OnTeia TTeEPITTOU TPILV OEKAETIWV PE Evapgn TO OEKATO I OEKATO TTEPTITO £TOG TNG

nAIKiag yia Tn 8éon Tou Kavovapyou.

Toémog: Ta peydAa kévipa Tng OpBodogiag: Matpiapxikds Nads  KwvoTavTivouTtoAewg,
Ta KaBoAIKG Twv lepwv Nawv Ayiou Opoug, MntpotroMiTikdg Nadg ABnvwyv. Naoi dAAwv

MnTtpotréAewy, Evopiwyv kar Movwyv EANGSag, Kutrpou.



Aé€eig-kAe1did: WaAtiky  1€xvn, WaATIKA, Mamadiky  TExvn, WYaAuwdia, MpwTto-waATng,
Naptraddpiog, AopéoTikog, Kalogwyvia, Mehoupyia, Xopdg, BulavTiviy youoikry, TUTTIKA,

AvaacTtaoiyardpio, AoaoTtdapio, EippoAdyio.

Il. TautéTNTA TOU POPEa TOU oToIXEiou AlNK

®opeic TNG TéxVNG €ival o1 OIOKEKPIPEVOI TTPWTOWAATEG TWwV MHEYAAWY KEVTPWVY TNG

Opbodogiag. MpwTtowdATeg GAAWV MnTpoTToAEWV, Evopiwv, Movwv K.ATT.

Oeopoi TTou avadelkvuouv Kal TTPOAyouv TO ETTIOTNMOVIKO £€PY0 TNG WOATIKAG WG
KAAAITEXVIKAG KANPOVOUIAG, TTOAITIOUIKOU ayaBou kal Adylag TTapaddoong, TTou CUUBAAAEI

OUCIOCTIKA GTN JOP@PWAON KAl TOV AUTOTTPOCSIOPICHO TOU KOIVWVIKOU GUVOAOU, gival:

e Tartplapyikév ‘Idpupa TMartepikwv  MeAetwy, Apxeiov BulavTivig
MouoikAg. ApaaTtnpioTnTeg: YAOTTOINON EUPWTTAIKWY TTPOYPANPATWY WAATIKAG:
INTERREG, EMNEAEK (ekB¢oeig TTaAQITUTTWY, WNOIOTTOINOEIS XEIPOYPAPWY,
Oiokwv  BivuAiou, nxoypa@noeig, PI-vTeoOKOTTAOEIG lepwyv  AkoAouBiwy,
€KOOOEIG). Zelpd  €kdOOEWV:  «WOATIKG  BAaTadwv». Zepivapia:  «PaKTIKEG
PwvnTIKAG OTNV YAATIKA TEXVN». AlclBuvon: lepd Mov BAatadwyv, EtTatrupyiou
64, 546 34 @cooalovikn TnA.: 30.2310.203620, 202.302, e-mail: director@pipm.gr

e lepd Xuvodog T1ng EkkAnoiag Tng EAAGSog-16pupa  Bulavtivig
Mouoikoloyiag. Apaotnpidtntes: Zeipd  ekdOoewv:  «MeAéTary,  KaTtAGAoyol
XEIpoypaowy, autoteAeig ekddoelg K.A. Hxoypaenoelg, oeipd dIoKOoypagiag:
«Bucavtivoi kai perapulavTivoi pehoupyoin. Opydvwon ouvedpiwy, AATPEUTIKWY
Kal GAAwV xopwdiakwyv ekdnAwaoewv. 1dpucn xopol waAtwv: «MdadioTopeg NG
WaATikng Téxvng», Zuvaulieg. AievBuvon: lwdvvou [evvadiou 14, 115 21
ABrjva. TnA.: 210-3843545.

Mouoikoi ZUAAoyol Kal ZUvdeopol, KévTpa TTou SpaocTnpIoTrolouvTal Yid TRV

TTPOOCTACIA TOU IEPOYPAATIKOU £pYyOU, TNV £€PEUVA KAl TV avAdEIEn Xopwdiwv.

e XUAAoyog PO S14doa1v ™mg EOvikAg
MouoikAg. ApaarnpiotnTes: Hxoypa@noeig, ekdOOEIG, OIaAELEIG, apxeio,
BiIBAI0BAKN K.ATT. AilBuvaon: 'Epong 9 kai MouAxepiag, AG@Qog Tou 2Tpépn, 114 73
ABnva.TnA.: 210 8237447, Fax: 210 8811930, e-mail: karaskepem@gmail.com

e TaveAAnviog Zuvdeopog lepopaATwv «Pwpaveg o MeAwdog» kai lwdvvng o

Aapaoknvog. ApacTnpidtnTeg: XopwdIakeéG ekdOOeIG aelpdg diokwv BIvVUAiou.



XopwdIakéG €KONAWOEIG. ZUVOIKOAIOTIKI) TTPOWONCN €PYOACIOKWY BEUATWY TWV
lepowaAtwyv. AleuBuvon: Akadnuiag 95, 106 77 ABrva, e-mail: pasier@hotmail.gr

e Kévrpo EkkANG100TIKAG Mouoikig-BudavTivi AgiToupyikn
Zknvn. Apactnpiornra: EmoTtnuoviké  kKal - KaANTeXVIKO  épyo.  TMpowBnon
ETTIOTNHOVIKOU TTEPIOBIKOU. XOPWDAIOKES AVTIQWVIKEG EKONAWOEIG BUO XOpwV. ThA.:
2310 429384, e-mail: aealygizos@gmail.com

e Kévrpo Epelvng kai MpofoAng Tng EBvikAG Mouacikng. Apactnpiornteg: Qdeio
«Zipwv  Kopdgr». ‘Epeuva  kai  TTpoBoAn TG  €BVIKAG  POUCIKAG. Mouoiko,
Naoypa@ikd kal ®DiIAoAoyiké Apxeio Zipwvog kal Ayyelikrig Kapd. AieuBuvon:
‘Epong 9 kai MouAxepiag, A6gpog Tou Z1pépn, 11473 ABriva. TnA.: 210 8237447,
Fax: 210 8811930, e-mail: karaskepem@gmail.com

Xopwdieg pe dnuooieupévo £pyo

e EAAnvIkR Budavtivifp Xopwdia. Apaornpidtnra: Ekdooelg BifAiwv kai CDs.
Xopwdiakég ekdnAwaeigAicuBuvan: NiknTapd 2-4 kai Ep. M1revakn, ABAva. TnA.:
210 3603111, 8823923

e Xopwdia Zuvdéouou KwvoTtavTtivoutroAitTwv Apacrnpidrnra;: Mouoikég
ekdnAwoelg. Ekddéoeig CDs.AletBuvaon: AnuooBévoug 117 KaAAiBéa, 176 72
ABnva. TnA.: 210 9598967, e-mail: copolitan.gr st: http://www.copolitan.gr/

e [MavemoTtnuiaki Budavtivil Xopwdia. Apacrnpidrnra: XopwdIakEG EKONAWOEIG.
Ekdooeig CDs. EmoTnuovikd Kai gpeuvnTiKO £pyo. powbnon emoTnuovikou
ePIodIKoU. AletBuvon: Kudwviwy 6, 546 55 @caoalovikn.TnA.: 2310 429384, e-
mail: aealygizos@gmail.com

e Bulavtivog Xopdg Tpotrog. Apaotnpidtnta: Mouoikég ekdnAwoelg. Ekdooelg
BiBAiwv, CDs.AietBuvon: AloAig Miképpi, T.O. 1410, T.K. 19009 TnA.: 6977408907,
Fax: 210 6035128, e-mail: info@troposchoir.gr



mailto:info@troposchoir.gr

lll. Nepiypa@n Tou otoixeiou AlMNK

1. Nepiypaen

H waATikn, wg {wvTavr TTapadociakr TEXVN, BewpeiTal atro Ta onUAVTIKOTEPO TTOAITIOUIKA
ayaBd, 1Tou cupBdAlouv duvapikd OTOV QUTOTTPOCOIOPICUO Kal TV QuTOyvwaia Tou
VEOTEPOU €AANVIOUOU. Ta XOPOKTNPIOTIKA TNG WAATIKAG CUVOETOUV €va 1I0XUPO KpAaua
eAANVIKOU AGyou, puBuol kal PEAOUG, ouvu@acuéva WE IDIOTUTTEG TEXVOTPOTTIEG Kal

MOP@OAOYIKA 181LOUATA, TTOU PETAPEPOVTAI ATTO OTOPO OE OTOUA.

2. AVOAUTIKA TrEpIYpO@R

H woATIKA TEXVN avaTrTiooeTal Kal avadelkvueTal oTa peyaAa kévipa NG OpBodotiag, To
Oikoupeviko Matpiapxeio, To Ayiov Opog kai Tnv EkkAnaia tng EAAGS0G. H kopugaia auTn
EK@paon Tou eAANVIKOU TTOAITIooU S1adideTal oe OAO TO €UPOG TNG AVATOAIKNG AEKAVNG TNG

Meooyeiou Kal OTIG GAABIKEG TTEPIOXEG UETOPEPHUEVN OE TTOAAEG YAWOOEG.

Oikoupevik6 Marplapyeio. H waATikr) Tpdén Tou lMarpiapyeiou avixveuetal o OAO TO
MAKOG Twv apxaiwv Trapaddoewv He Pacikols oTtaBuoug 1o Aopatikd TuTmke TNng
pegoBulavTiviag TTEPIGOOU, TN BEwPNTIKA Kal TTPOKTIKA avAaTTTUgn TNG JeAoupyiag Katd tnv
MaAaloAdyela €TTOXN Kal TN JOUCIKA PETappUBUIon KaTtd Tov 190 aiwva. H MaTpiapxiki
WAATIKA TTapadoon Kal 1o Upog TNG MeydAng EkkAnoiag atroTeAei €16IKO TTPOVOUIO TwV
Matpiapxikwv WYaAtwyv. O1 €vvoieg, wotdco, Oikouueviké lMatpiapyeio kar UQOG TNG
MeydAng EkkAnaiag gival katnyopieg ovToAoyIKEG Kal UTTEPRATIKEG, Ol OTTOIEG BILOVOVTAI KAl
UAOTTOIOUVTOI OXOAQCTIKA GUMGWVa e To Matpiapyikd Tutmikd oTig 1EpEG akoAoubieg. Tnv
TApNon Tou TutmikoU yia 6AOUG Toug OUVTEAEOTEG eITNPET O MpwToWAATNG. O idlog e Tn
OUCOWPEUPEVN EUTTEIPIO TOU OUVTACOEl TO TUTTIKO, TO OTTOI0 eyKpiveTal amd Tnv lepd
>Uv000. To OIKoupevIKO MaTplopxXeio CUVETTWG gival N KOITIOO TNG WAATIKAG TTOPadOTEWG,
OTTWG UAoTToIEiTal e TO MaTpiapxikO TuTTko, o1 AIaTAEEIG TOU OTTOIOU TUYXAVOUV IBIAITEPOU
oefaopol atrd OAeg TIG Katd TOTTOUG EKKANGieg. Ta HOP@OAOYIKG WOTOCO aToIXEa, Ta
TEXVIKA 1IO1LPATA KOl Ol TUTTOAOYiEG TNG WOATIKAG EKTEAEONG TTOIKIAOUV KATG €TTOXNA KAl
TPocwTIa MNMpwTtowaAtwy. ‘ET01, dlapop@uvovTal OI dIAPOPES WOATIKEG «XXOAEGH UE TA
QVTIOTOIXO XAPAKTNPIOTIKA TOUG YVWPIOUATA, TTOU ETTNPEACOUV Kal TIG AAAEG KOTA TOTTOUG

TEXVOTPOTTIEG.

Ayiov Opog. H waATikr Tapadoaon tou Ayiou Opoug diacwdel dlaxpoVvIKA Ta TTEPIcTOTEPA
KAl OnNUavTIKOTEPA PVNMEIQ O XEIPOYPAPOUG KWOIKEG TNG WAATIKAG. AloTnpei akdun eTmi
QIWVEG TIG TTNIO QUBEVTIKEG MOPQEG TNG QWVNTIKAG TTapddoong ME TIG KOBnUEPIVEG
Aeimroupyikég ouvaéelg. MNMapd Tauta To Ayiov Opog eupiokeTal o€ ouvexr) aAAnAe¢dpTnon Ye

TNV MNaTtplapxik WaATIKr TTapddoaon. To AyIopeITiIKO, woTdoo, UQOG ival OEUVOTTPETTEG,



NiTo, TTpdo Kal utrepynivo. Agoppdtal attd Tnv TToAaid aoknTikf TTapadocn Tou
lepocoAupITIKOU TUTTIKOU, TNV OTToia €TTEVOUEI PE PETAYEVEOTEPA OTOIXEIA. TN VEOTEPN
QYIOPEITIKA WAATIKA TTPAEN EEXWPICOUV TPEIG KUPIWG HOUTIKEG «ZXOAEGY, N AIOVUGIGTIKN, N
Batomedivil Kal n AOXEIOPITIKA PJE ONPAVTIKEG KAl EVOIOPEPOUTES GANEG WOATIKEG dPAOTN-

pIOTNTEG.

EkkAnoia Tng EAAGS0G. H waATikA Tapddoon mepIAappaveTal ue SI0TAYHATA O€ UOUCIKEG
OXOAEG TTOU 16pUOVTaI ATTO TIG TTPWTEG KuBepvnoeig Tou eAAnvIKoU KpdTtoug. MNapd 1o €101KO
auTd evdiagEpov, TToU eKQPAleTal aTrd Tov idio Tov lwdvvn KatrodioTpia, ol ZX0AEG dev
gudokipouv. H ExkkAncia tng EAAGBOG qaiveTal 0TI opyavwvel TTANPESTEPA TO BEPa TNG
WOATIKAG. MeTA atrd OXETIKO aitnud TnG TTpog To OIkoupeviko MaTtpiapyeio apxég Tou 2000
alwva  atmooTéAAETal otV ABriva  JIAKEKPIYEVOG  POUCIKODIOAOKaAOG aTrd  Tnv
KwvaoTtavtivoutroAn (KwvoTta-vrivog Wdxog), o otoiog dpactnpioTroicital oto Qdegio
ABnvwyv. H TTpooTITIKA TTou avoiyeTal @aiveTal apyIkad va kaptropopei. KaAuTrTelr duwg
TTEPICTOTEPO TO ETTICTNHOVIKO OKEAOG. IBIWTIKEG TTPpWTOROUAIEG (Zipwv Kapdg) @aiveTal
TTWG KAAUTITOUV TTEPIOOOTEPO TIG TTPAKTIKEG POUCIKEG avaykes. H atpoer], waTtdoo, Tng
EkkAnoiag tng EAAGSOG va opyavwael TO €KKANCIOOTIKO TuTrikd Kal TO WAATIKO £pyo
(EtriokoTtrog Alovuaiog Waplavog-TNpwTtowdAtng Zmrupidwyv MepioTtépng) @davnke 181aiTepa
EMTUXAG, avadeikvuovTag Tov KaBedpikd MnTpottoAImikd Nad ABnvwy Eva atrd Ta JeydAa
AeiIToupyikd kévtpa. O1 BagiKEG TTAPAUETPOI TNG ETTITUXIAG evTOTTICOVTAl OTNV €UTACiO TWV
IEPWV AKOAOUBIWYV, TNV ETTIAOYT TWV CUVTEAECTWY TOUG (lepeig, Aidkovol, WaATeg, Xopwdoi)
Kal TNV KaBiEpwaon Tou KAAOIKOU PouaIkoU petTepTopiou. 'ETOl, atmmoKpuaTaAAWVETAl £va
UTTOOEIYUATIKO KAl IEPOTTPETTEG AEITOUPYIKO 18iwpa (OTUA) 0TN JOUCIKA, TNV dpBpwaon Twv
AVAYVWONATWY, TIG EKQWVNAOEIG, TO KAPUYMA, TIG KIVAOEIG, T A&ITOUpyIKA péoda, TTou
KABIEPWVETAI PECW TWV PABIOPWVIKWY KOl TNAEOTITIKWY EKTTOUTTWYV. Avau@ifoAa n
oupBoAn Tng EkkAnaiag Tng EAAGSOG oTnv TTPOROAN Kal avadeign Twv TTONITIOTIKWY Kal
MOPQWTIKWY PEOWV TNG, OTTWG €ival N PYOUCIKH, N TToinon, N YAWooaq, To KAPUYHA Kal N
KOIVWVIKH TNG dpAan, CNUEIWVETAI EEAIPETIKA ATTODOTIKH aTTO Ta éECa ToUu 2000 Qildva PEXP!
onpepa. To evdlapépov, emmiong, TNG EkkAnoiag Tng EAAGDOG yia TNV WOATIKA TTapddoon
QIEUPUVETAl PE TNV UTTOBEIYMATIKI) opydvw-on Tou 1dpuparog Bulavtiviig MouaikoAoyiag
(1970).

3. Toémog kai péoa emTéAeong | doknong Tou ortoixeiou AlNK. Xwpog Tou ouv-

OéeTal ye TNV emiITéAgon/Tpayuarotroinon Tou oroixegiou AlMNK

O Naég. H waATikr TTapddoon atroteAei To opoouoio yévvnua tou OpBoddEou Naou, oTov
OTTOI0 TEAEGIOUPYOUVTAI KOl ETTITEAOUVTAI OI IEPEG AKOAOUBIEG TWV dIAPOPWY E0PTWV TOU
EKKANOCIOOTIKOU £€TOUG, OTTWG Kal Ol OIAPOPES AANEG TEAETEG, GUUPWVA PE TO AEITOUPYIKO

TUTTIKG. ZnueiwveTal OTI N 1EPOTNTA TOU XWPOU BV gival apnpnuévn £vvoia, yioTi akoAouBEei



OUYKEKPIUEVOUG AoyIKoUG TUTTOUG. AVOAUTIKOTEPA, OI TTIOTOi OToV XWpPo Tou Naou
OUYKPOTOUV TNV IEPF KOIVOTATA TOU ZWHATOG TNG EKKANCiag Tou petéxel oto 1Epd AgiTTvo.
‘ETol, n AoyikA AaTpeia, OTTwG €ival yvwoTr], €VOTIOIEI KAl OUVEXEI TNV KOIVWVI TTOoU
QUTOTTPOCOIOPICETaIl KOl EKQPACETAI CUANOYIKA HE TIG 1EPEG TEXVEG, TN Vvaodopia, Tn
Cwypa@ikn, TNV TToiNo”N, TN Pouoikr. ZTov Naod n WaATikr dev digyeipel To ouvaioBnua kai
Oev TTPOKOAEI Kapia TTPOCoWTTIKA i GUAAOyIKRy cuykivnon. AvTiBeta, «aAAOIWVE» TNV
UTTapén, epunvevel To B€io kal dppnTo KAAAOG Kal OTTOKAAUTITEI TO HUGTHPIO Tou oTnpiou
™G ZWNAG OTO TTPOCWTTO Tou XpIoToU. 2& TeAIKN avdAuon, o Nadg pe Tn O0LoAoyIK
Bewpnon ™G WoAuwdiag oTo TTAQICIO TOU €0pTOAOYioU Egival €vvola UTTAPEIaKN Kal
TTavavepwITivn, TTou TTPORAAAEI OAOKANPO TO URKOG TNG I0TOPIOG UE TNV IOXUPH TTPOCDOKIO

TOU PEAOVTO alwva, TS AIWVIOTATAG.

Ta AvaAoyia. H waATikn TEXVN BewpeiTal wg n auecoTepn Ek@pacn NG Aa-Tpeiag. MNa autd
aKPIBWG TOV AdYO N B€on Twv WaATwy TotToBeTeiTal O€ €10IKI) AAAG Kail TTEPIOTITN B€0N TOU
Naou. 'ETol, Ta AvaAdyia atroTeAoUv Toug €18IKoUG XWPOUG TTOU CUYKEVTPWVOUV Toug dU0
xopoug Twv WoAtwv. OucIaoTIKG, TTPOKEITAI YIO UIa PETECENIEN TNG QPXAIKAG ATASIKNAG
KOIvVwViag, Katé Tnv o1roia 0 Aadg xwpiloTav g dUo pépn oTo kEvTpo Tou Naou. EidikéTepa,
Kata Tn PulavTivr) €mToxn KaBopiletal N TAEN TOU KATWTEPOU KANPOU TWV WOATWY TTOU
OUYKEVTPWVOTAV OTnN ZwAEa, éva deuTepo emitredo Tou Naou, avdueoa otov Aad Kal To
TPITO UYNASGTEPO eTTiTTEdO TOU lgpoU Brpatog. Edw oTn péon, opBwvetal o AuBwvag, Eva
KaAAIgGpuapo uwnAd BAa ue TEoepIG PaBUideg ekaTEPWOEY yia TN XPHon WOATWY Kal
Olakovwyv. H ap@iBeatpiki autr diatagn avadeikvue Tov Nad kal eEutnpeToloe KaAUTEPQ
TO OTITIKOOKOUOTIKO QTTOTEAEOHA TwV dpwHEVWY. Ta AvaAdyia atrAoTrololv Ta dpwueva
TWV WYAATWV Kal Twv dIAKOVWY TTOU XpnoiyoTToioucav Kupiwg Tov Appwva. H EUAIveg
KOUWEG KOTAOKEUES TwV Avaloyiwv AeIToupyouv wg TTPOBAKES TwV AEITOUPYIKWY BIBAiwvY
OAAG KOl WG OTNPEIyPaTd Toug yia TNV WoATIKR Xpron. O1 TTpoBAKES auTég, OTTWG Kal TO
oTacidla Twv YaATwy, TotroBeTolvrav oTa U0 AKpa TNG ZwALag, TTavw e BABpa o€

QVTIKPIVH) B€0N yIO TNV aVTIQWVIKH WOAPWSIa TwV XOPWV.

To €opToAdyio. O1 €KKANCIAOTIKOI TTOINTEG KOl UPVOYPAQOI Eival TaUTOXPOVa Kail Ol
ONMIOUPYOI TWV EKKANCIOOTIKWY PEAWV. TO BePaTOAOYIO TOUG gival KaBapd €0PTOAOYIKO.
AvVTAOUV TO TTEPIEXOPEVO TOU OTTO TA IEPA KEIPEVA, TO EUTTAOUTICOUV HE TA TTOIKIAO YEYOVOTO
TNG EKKANCIAOTIKAG (WK KAl TO TTPOOPICOUV ATTOKAEIOTIKA YIO AEITOUPYIKH XPron. 2€ TEAIKA
avAAuaon n upgvoypo@ia Pe TNV WOATIKA TNG ETTEVOUON, WG NOUOIKOG AOYOG, EKPAlel Ta idla
Ta BiwpaTa TNG EKKANGiag Kal atroTeAei o€ GuvapTNon PE TO AEITOUPYIKO TUTTIKG TN OKNVIKN
TTapdoTaon g Ayiag ypagng. To eopToAGYIO KAAUTITEI OAOKANPO TO EKKANCIACTIKO £TOG
Kal £XEI WG ETTIKEVTPO TO TTACXAAIO JUCTAPIO TNG Beiag EuxapiaTiag, n oTroia GUYKEVTPWVEI
TNV EKKANCI100TIKA KolvoTnTa TNV Kuplakr, Huépa Tng Avaotdoewg Tou Kupiou. H Kuplakn

KaBigpwvel TN PICIKA KOIVOTOMIO TNG XPIOTIAVIKAG €0PTAG, €0PTAG MOVODIKAG, TTOU N



aKkTIvoBoAia TN wTiCel OAOKANPO TO £TOG Kal O TTAOUTOG TNG 0 O0EOAOYIKOG AVOTITUGCETAI
o€ €vav €0PTAOTIKO KUKAO OTTO TOUG TTIO £TTIQAVEIS HEAWDOUG Kal Uuvoypdagoug. ‘ETol, n
TTOAUTTOIKIAN  aopoToypagia TG €optg Tou [ldoxa Odiauop@wvel Tn  OUAAOYA
NG OKTWAYXOU, BIBAI0O KOBapd WaATIKG, TTPoRdaAAovTag To Bacikd yia TRV opBddoin
opoAoyia cupBoAicud Tng Oydong Huépag, tnv aiwviotnta. Tnv idia a@eTnpia Tou
MuoTnpiou Tng Beiag Euxapiotiog diatnpei kol 0 GANOG €0pTOAOYIKOG KUKAOG TTOU
avapépetal o€ Bacikoug oTaBPOUG Tou €KKANOIAOTIKOU I0TOPIKOU XPOVOU: AECTTOTIKEG,
OeounTopIKEG Kal €0PTEG TwV Ayiwv. H upvoypagia Twv €0pTWV QUTWY, €EAIPETIKA
TTPWTOTUTIN, SIGUOPPWVEI DWAEKA TOPOUG, TIG CUANOYEG KATA prva, Twyv Mnvaiwv, BiAia
Kal autd KaBapd WaATIKA. O TTpwTog €0pTOAOYIKOG KUKAOG €ival KIVvNTOG Kal 0 deUTEPOG
akivntog. Kai or dU0 KUKAoI Tou AeitoupyikoUu TuTtrikoUu TrpoBdAAouv atrd Kolvou To
QVAOTAOCIUO PAVUPA TTOU €1IoXwpEEi TTAEoV Babid oTov I0TOPIKO Xpovo. Kal aTig duo, dnAadn,
TEPITTWOEIG N EKKANCIa avake@AAQIWVEI TNV KOIVWVIA «PE TO KEQAAAIO TNG owTNPIAGY,
OTTWG WAAAel 0 Yuvwdog, utrooTacidaloviag 1o JuoThplo NG AvdoTaong. Ekatovtddeg
TTPWTOTUTTOI UPVOI JE TTOIKIAEG HOUCIKEG POPUES KAl PE ATTAPAUIAAO AUpIoUO gpunveUOUV
Kal avaAUouv Ta TTapaTTdvw eopToAOYIKA BEpaTa. ATTO TNV GAAN TTAEUpd, XINIGOEG HOUTIKA
XEIPOYPOPQ e TTOIKIAOUG  PEAOUPYIKOUG TUTTOUG KATAYPAQPOUV TIG HOUCIKEG QUTEG
Tapadooels. Ta pvnueia autd, TTayKOOPIa TTOMITIOUIKT) KAnpovould, TTpokaAouv eTTi

OEKAETIEG EVTOVA TO ETTIOTNUOVIKO EVOIAPEPOV.

Ta Aeitoupyikd BiBAia. Ta péoa diac@aAiong Kai TTpowbnaong Tou WAATIKOU £€pyou gival ol
TTOIKIAEG AEITOUPYIKEG GUANOYEG TNG EKKANCIACTIKAG Uvoypagiag. Ta Béuata autd pe TV
avdamTuén Twv PulavTivwv oTToudwy gixav eupeia diadoon. evikeupévn, €TTiong, NTAv n
TeTToiBNON OTI GuvioTOoUCAV TO MO YVACIO Kal oTroudaio dnuiolpynua NG BulavTtivig
AoyoTtexviag. Mia GUVOTITIKI) MAAIOTO €KTiNON NG TTpoo@opdg Tou Bulavriou oTov
TTAYKOOMIO TTOMITIONO avadelkvUEel TEOOEPIG KUPIWG ekppacelg: Toug Naoug, Tn CwypagIk,
TNV TT0iNON Kal TNV WOATIKN, TTou dgv gival Tuxaio OTI TauTiCovtal OAeg pe TRV 0pBAdogn
€KKANCIOOTIKA TTapadoaon. AuTr n Aoyotroinan oTn AATpEia Twv TEXVWY TTou aAnBeuouv
aTTOTEAEI JOVADIKO TTAYKOOMIWG 18iwpua uopewonsg Kal Traideiag diaxpovikig 10XU0G.
EIDIKOTEPQ, N WAATIKI ME TA PVNUEIA TOU TTOINTIKOU KAl JOUCIKOU TNG AOYOU avadeIKVUEL KOl
TTPORAAAEl TNV QUTOOUVEIBNCIO TWV KOIVWVIWY, OIEPUNVEUOVTAG QEIEC OIKOUMEVIKWY
d1a0TA0EWY, OTTWG egival n dikaloouvn, n e€Aeubepia, 0 OERACUOS TWV aAvOPWTTIVWY
OIKQIWPATWY. AAwoTe oTn PACN QUTH KTIOTNKE TO KOOWOOWTAPIO WAVUPA TOU
XPICTIQVIOUOU Kal N UTTAPEIaKr TOU TTPOOTITIKN. ATTO pia dAAn dtmown Ta Asitoupyiké BiAia
OuVvIOTOUV OTABEPOUG OEIKTEG TNG MVNMOTEXVIKAG WAATIKAG MEBOOOU OE eKTETAUEVA
UPVOYpa@IKG Keigeva TTou WdaAAovtal pe Tn PoriBeia Tou uttofoAéa Tou xopou, Tou
Kavovdapyou. Me Tnv eupUTepn évvola Twv AsIToupyikwy BIBAiwy, TETola BewpolvTal Kal ol

OIAPOPES POUTIKEG EKOOTEIG, TTOU XPNOIMOTTOIOUVTAl KOTG KOPOV, £VW N BACIKY TTPAKTIKA



TTOU UTTOXPEWVEI TOV lEpOWAATN va aoKei To £€pyo Tou gival N aTTooTABION TWY PJEAWY, TV
otroia ouoTrvel Pe EykukAioug Tou TO Olkoupevikd TllaTpiapyeio. Ta avagepBévia
ToPaTTAvw PaoiKa WaATIKG Asitoupyikd BiBAia, OTTwg etmiong Kal AAAeG BonBnTIKES

ekdO0¢€Ig, evaTroTiBevTal OTa dUO AVAAGYIQ TWV XOPWV.

Ol lepég akoAouBieg. To eTTikevTpo TWV IEPWV akoAouBiwv ival n Beia Acitoupyia. OAeg ol
GAAeG akoAouBieg TeAoUvTal TTPIV OTT’ QUTAYV, META Kal YUpw ot auThv. H WaATIKA Téxvn
OQOKEl TTPWTAYWVIOTIKO POAO Ot OAEG TIG OKOAOUBIEG Kal KOpu@wveTal Katd Tn Oecia
AeiToupyia. ZOp@wva Pe TNV €KKANCIOOTIKA TTapddoan, dlakpivovtal didgopa €idn Kai
TOTTOI OKOAOUBIWY, 01 0TToieg XwpiovTal g€ dUO KATNyopieg. ZTNV TTPWTN UTTAyovTal Ol
lepotrpagiec kai Ta MuoTtrpia (Beia Acitoupyia, Ayiaoudg, Bammioua, Mapog, EuxéAaio,
Eykaivia, EZ0d106). 21n Oeutepn o1 AkoAoubBieg Tou NuxBnuépou (OpBpog, Qpeg,
Eotrepivog, ATmodermmvo, MegovukTiko). H Beia Aeitoupyia cuvdudleTal Je opiouéva aTro Ta
Muothpia (Bammioua, Mauog, Eykaivia). Or akoAouBieg Tou NuxBnuépou atroteAoUv Toug
KalpoUg TNG AaTpeiag, OTTwG @aiveral GAAWCTE aTTO TIG OVOUACieG TOUG. ZuvdEovTal dnAadn
ME OUYKEKPIMEVEG WPEG TNG NUEPOAG Kal TNG VUKTAG. 2T YOVACTNPIAKN TTPAEN TEAOUVTAI
OAeg ol akoAouBieg Tou vuxBnuépou, vy OTNV €VOpPIOKA ol Tpelg Baoikeg: Eotrepivog,
‘Opbpog, Beia Acitoupyia, aTig OTTOIEG DIAVEUETAI N KATA TTEPITITWAN UMVOYpPaQia, CUPPwva
ME TO TPEXOV €0pTOAOGYIO. KaBe €opTrh OnAadr] TTAaicilveTal PE TN IKN TNG UPVOYpaQia oTo
TAQiolo TTavra Twv OIatdéewv Tou AeitoupylkoU TutmikoU. To Tummko efeidikelel TO
TTEPIEXOUEVO TOU KOTA EVOTNTEG, OTIG OTTOiEG KaBopilovTtal Ta TEAOUPEVA, CUUQWVA HE TIG
TTOIKIAEG CUUTITWOEIG TOU NPEPOAOYIOU Kal Tou €idoug TNG €0pTrG, ONAadK Tou KivnTou Kal
akivnTou €optoAoyiou. O1 CUUTITWOEIG QUTEG gival eEAIPETIKA TTOAUTTAOKEG. ZUPQWVA HE
00a AéxOnkav eival autovontn n €ubuvn OAwV TWV CUVTEAEOTWV TNG AATPEIOG Kal
TTIPOTTAVTOG Tou [pwTOWAATOU, OTOV OTIOIO QVTIOTOIXEI TO PEYAAUTEPO TTOOOCTO TWV
TapeuBaoewy ToU OTIG akoAouBieg. AT auTr Tnv ATToWn, €ival autovonto ANl 611 O
MpwTOWAATNG TTPETTEl va BIABETEN PEYAAN HOPPWON Kal EPTTEIPiIa, augnuévn eubluvn Kal
ETOINOTNTA, YVWOEIG ONAAdN Kal TTPoodvTa yia TNV doknon Tou €pyou Tou. ATTO GAAN
ONMUAVTIKA ATTOWn CNUEIWVETAI TO JEYAAO Kal TTOIKIAO €UPOG TWV IEPWYV AKOAOUBIWY, aAAG
KAl Ol XPoVvIKEG OIOOTACEIS TOU, OnuEia Ta OTToia ATTAITOUV €KTOG TWV AVOQEPBEVTWV
oToIxeiwyv, €I0IKA TTPOETOINATia, HEAETN KAl TTPOTTAPOCKEUN TOU PETTEPTOPIOU. ApPKED va
avagepBei 0 apIBuog Twv Kupiakwy Kal JeEYGAWY €0PTWYV, TTOU QVEPXETAI OTIG EKATOV
TTEVAVTA TTEPITTOU, EKTOG TWV AAAWYV IEPOTTPAEILIV OTIG OTTOIEG Ol WAATEG Eival UTTOXPEWMEVOI
va TrapeupiokovTtal. H onpavtikh, woTtéco, TITuX Tou MeydAou apiBuol Twv lepwv
AkoAouBiwv TToU evdiagEépel 1IBIOITEPA TNV WOATIKA TEXVN €ival OTI ouvIOTOUV dia TTARPN
olaBabuiopévn ektraideuan. Xwpig TNV TOKTIKF) CUUUETOXN OTIG lep€G akoAouBieg kal Tnv
101aitepn @povTida Tou AackdAou MpwTtowdATou dev gival duvaTtdv va UTTAPEE! N KATAAANAN

O01ad0x] TTPOCWTIWY OTO IEPOYOATIKO €pyo. O,TI yivetal oAPeEpa €ival pia PEYAAN



TTAPEKKAION WE TTOAU apvnTIKG ATTOTEAECMOTA, VIO TO OTTOI TTPETTEl VA UTTAPEEI €IDIKA
QPOVTIdO TTPOCTACIAG TOU ON-MAVTIKOU E€KKANCIOOTIKOU KAl TTOMITIONIKOU €pyou TG

WAATIKNAG.

4. Aladikaoia peTAdoong atro yevid o€ yevid Tou oToixeiou AMK

Meprypagn Tng diadikaoiag

H peradoon ammo yevid o€ yevid TG WOATIKAG TEXVNG AKOAOUBEI GUYKEKPIPMEVOUS TPOTTOUG
pjoBnTeiag. 'Hon avoeépdnke OTI N KUPIO KAl QTTOTEAECUATIKA HOP@r] AOKNONG KOl
eKTTaiIdEUONG, KATW aTrd TNV 181aiTEPN @PovTida Tou MpwToWdaAToU, €ival N TOKTIKY Kal
QVEAAITTAG CupuETOX OTO Aeimoupyikd €pyo TnG EkkAngiag. OAeg o1 GANEG POPQEG
poBnTeiag eival Xproipeg, aAAd aveETTOPKEIG KOl TTEPIOPIOPEVES O€ OTTOIO ETTITTEDO KAl HOPPN
TWV eKTTAIdEUTNPIWY KAl av TTpaydaToTTolEiTal. @a atroteAoloe TTpdodo kal Ba ATav
BonBnTIKSG To €pyo Twv ekTTaIdEUTNPIWY av avadlopydvwvay To £py0 TOUG OE OXEON JUE TOV
Naod.

TpoTtrol kai Sidpkeia EKpAdnong/padnreiag/pinong

To ekTTaIBEUTIKO £pYO Kal ol TPOTTOl, KaBwg Kai n didpkKeia padnTeiag Kal eKkPabnong Tng
WAATIKAG PTTOPOUV va KaTtavonBouv Povo €dv yivel avTIANTITO OTI oI SIadIKACIEG QUTEG
TIPETTEI VA €ival CUVUQPACUEVEG E TN HUNGON Kail Tov €18IKO AdokaAo, MUOTn. ZnuelwveTal
OTI OTIG TEXVEG N €vvold TNG PUNONG €XEl TTOAAEG TTAPAPETPOUG, BETIKEG KAl APVNTIKEG.
MepiAapPavel, akoun, TTOANOUG €EQIPETIKA XPFOINOUG KAVOVEG. YTTAPXOUV £TTIONG TTOAAG
MUOTIKA TTOU KATA TTEPITITWON ATTOKAAUTITOVTAI | KOl aTTOKPUTTTOVTAl. [Na TN punon otnv
WAATIKA gival XpAOIUO va ava@epBei Evag pOvo OTiXoG atrd TNV UTTEPOXN UPVOypaia TnNg
M. EBdopdadog: Mndeic, w moroi, tod Agomornikod Aegimmvou duunrtog. H Bapltnta Twyv
A€€ewv auTwyv gival KaBopIoTIKA yia 0A0 To TTAApwa TNG AaTpeiag. Av cupfei auth n
pMOnon, 10T OAa efeAicoovtal Aoyik@ Kal OvToAoyikd. Ze avTiBeTn TTepimTwan OAa
TTapekKAivouv. EGv dnAadr o1 ouvteAeoTEG TNG AaTpeiag Oev €XOUV TNV ETTiyVWOnN TOU
OIOKOVAMATOG TOUG, TOTE ATTOXWPEI N ouadia kal n idla n punon. KovroAoyig, n WaATIKn
TTPETTEI va OIOBETEN IEPOTTPETTEIN, OXI ETTIPAVEIOKA AAAG oualaaTikr. Kai yia va cupBei auTo,
0 WAATNG TTPETTEl VA KATAvVONOEl TToU atreuBuveTal Kol va JunBei TTpwTioTwg oT1o A€iTTvo.
Mapeu@epwg e¢eAicoovTal Kail ol TPATTOI HaBNTEIaG Kal EKUAONOoNG TNG WAATIKNG TEXVNG TTOU
EVTOTTICOVTAI KUPIWG OTNV TTPOTTAPACKEUN] TOU HOUCIKOU PETTEPTOPIOU, YIO TNV EVVOIOAOYIKI)
KOl TTPOKTIKA KaTavonon Tou, OTTWG KAl OTnV TTPOCEKTIKA CUMMPETOXN TOU pabnthi ota
WaA\bueva. H TTpakTikr d10dIKOoia TTPOETOINOCIAG TWV PEAWV TTPETTEI va €ival eVOEAEXAS
Kal va gyyicel Ta Opla TNG amooTnBiong. ‘Exel Adn avagepBei 611 n didpkela eKPGBNoNg Kal

MaBnteiag eivar ToAUXpovn. Ta TTapakdtw oToixeia ammd 10 Oikoupevikd TaTpiapyeio



(MpwToWdAATNG ldkwpBog NautrAiwtng 1910-1939) eival evdelkTIKG TNG dlaBabuiouévng
TTOAUXpOVNG eKTTaidEUONS O0TOUG XopoUg TnG MeydAng EkkAnoiag, mmou dlopkei yia Tn

BaBuida Tou B” WAATN (Aautradapiou) TTEPITIOU Wia EIKOCOETIA.

‘Etog Oéon HAIkia Xpoévog utrnpeciog
1879 Kavovdapxng 15 €TV 3 €1

1882 B” AopéoTiKog 18 eTwv 6 £€Tn

1888 A" AouéoTikog 24 €TV 17 €1n

1905 Aautraddpiog 41 eTwv 5¢émn

1910-1939 MpwToWAATNG 46 eTwVv 29 €1n

Popcic peradoong

Popeig peradoong ival ouaIaoTIKA OAol ol vaoi. H Evopia, 0TTwg yia TTOANOUG QIIVEG
ovopaloTav n ETTIOKOTTIKA TTEPIPEPEIQ, WG N MIKPOTEPN EKKANCIACTIKI Jovada avadeixBnke
MIa aTrd TIG EUPWOTOTEPEG KOIVWVIKEG uTTodlalpéaels. H Evopia, Tépa atmd 10 apiywg
EKKANCIOOTIKGA BépaTa, opydvwve TTOAOUG TOUEIG TOU KOIVWVIKOU Biou, TwV YPAPUATWY Kal
TOU TTONITIONOU. ATTO TIG €VOpieg avadeIKVUOVTAl OKOWPN Kal OfpuePa TTOAAG OTEAEXN TNG
WOATIKAG TEXVNG, OAAG KAl GAANOI €POACITEXVEG TTOU HPE TOV TPOTTO TOUG TTPOAYOUV KOl
01adidouv g TIG DIAPOPEG EPYATIEG KAI TIG EAETEG TOUG TN ONUACIa Kal T CUPBOAAR AQUTAG
NG Tapddoong oTnv TIveupdaTiky KaAAiEpyela Tou NeoéAAnva. MaAaid TTapddelypya o
AAECavdpog  Matradiapdving.  TloAAoi  amd  Toug  TTOAQIOTEPOUG  Kal  VEOTEPOUG
Olakekpigévoug 'EAANVEG  POUCTIKOUG KOl KAAMITEXVEG UTTAPEQV TOKTIKA MEAN Twv
EKKANOI00TIKWY AvaAoyiwv. AuOTUXWG TO QAIVOUEVA QUTA GTOUG KAIPOUG PAG apaItVOUV
ETTIKIVOUVQ, ETTEION OI VEOTEPEG YEVEEG OEV TTAQICIWVOUV ETTOPKWG TOUG EKKANGIOOTIKOUG
X0POoUG. ATTO TNV GAAN TTAEUPd, N TTOAUTTAOKN EKTTAIBEUON, OAAG Kal N EAAEIWPN KIVATPWY YIO
gepyaoiokn Kata&iwon otnv  WaATik dev  ouufdAAouv  OTnv  TTPOCEAEUCN  VEWV
OTTOUdAOTWY. ZNUAVTIKO, WOTOCO0, £pY0 YIa TNV avATITUEN Kal PJETAd00N TNG WOAATIKAG
TTapadoong TTPOCPEPOUV Ol dIAPopol ZUAAOYOI OTa PEYAAD AOTIKA KEVTPA, OTTWG Kal Ol
>x0Aég BuavTiviig Mouaoikrg TTou AsitoupyoUv o€ TTOAEG MnTpotroAeig TG EANGSOG Kai
NG Kutrpou.



IV. loTopik6 Kal yevealoyia Tou oToixegiou AlMNK

loTopikég TTAnpO@POpPiEg N TOTTIKEG SINYACEIG YIO TNV ERPAvVION, TN SIAPKEIA, TV

TTAPOUCia Kal TI§ TIPOCUPHOYEG 1] KOI TPOTTOTTOINCEIG TOU oTolXEiou AMNK

H WaATIKA €ival yvwoTA cAPEpa TTEPICTOTEPO WE ToV 6po BulavTivi) HOUCIKK OE TOTTIKO
000 Kal dIEBVEG eTTiTTEdO. O OPOG PE TO TTAATU TTEPIEXOUEVO TOU XPNOIUOTTOINONKE TTPIV AT
Evav TTEPITIOU alwva TTEPIAAMPBAVOVTAG KAl TNV KOOWIKA JOUOIKh. ATTO Tnv TTAEupd NG
EkkAnoiag, oTta emionud tng paAioTa keipeva Twv lepwv Kavovwy, aAAd kal atrd Toug
Matépeg Kal EKKANOCIOOTIKOUG ouyypageic XPNoIJoTToIoUVTal ol
O0pol YoaApwdia kal upvwdia, evw oTto BuldvTio TTayiwveTal 0 0pog YAATIKR TEXVN, TTOU

EVOANAOOETAI OPIOUEVES POPEG E TOV OPOTTATTASIKA TEXVN.

H Ovopagoia, woTtdo0, WOATIKA avTITTPOoWTTEUEl KOAUTEPA TNV €KKANCIACTIKA WOUCIKA
TTapddoon. H 1oTopia TNG WAATIKAG PTTOPEI va XWPEIOTEl O€ TPEIG HEYAAEG TTEPIOdOUG ATTO
Tov 10 aiwva péxpl Tov 100" n Bulavtiviy TTEPiIodOG avaTITUENG TNG WOATIKAG Ws Tov 150
alwva: Kal oAOKANpn n YeTapulavTivr) TTEPIOdOG PEXPI oAUEPA. IMa TN MEAETN TNG WOATIKAG
E€XOUUE EUPEDEG KOl APECEG TTNYEG. 2TNV TTPWTN KaTnyopia TTepIAauBavovTal ol dIAPopES
TTANPOYOpPieg Twv eKKANCIAOTIKWY [Ma-Tépwv Kal ouyypagéwyv. Tnv idla Ttepiodo
dlapopuwvovTal Ta dIAPoPa Poual-KoTroINTIKG €idn. O1 TTpwTeg BERaIa TTANPOPOPIEG KATA
TNV TTOAQIOXPIOTIAVIKA €TTOXH ava@épovtal ot TTAnpo@opiec Tng Kaivig Aiabnikng
(AtréoToAog MauAog) TTou TTepIoPiICovTal OVOUAOTIKG oTa didgopa €idn Twv acudTwy TNG
EUXAPICTIAKNG oUvVaENG: WAAUOi, UPvol, wdES TIVEUUATIKES. ‘ETOI, atrd Ta atmrooTOAIKG KON
XPOVIO avaTrTUCCOETAl PIa AUTOTEARG POUGCIKOTTOINTIKF dpacTnEIéTNTA OTOUG KOATTOUG TNG
EkkAnciog 1600 OTOV OUPOTTAAQICTIVIOKO OCO0 Kal OTOV €AANVIKO XWPO, TIG OTTOIEG
kataypdoouv akpoBiywg didgopol cuyypageic (lyvaTtiog emmiokotrog AvTioxeiag, MAiviog
Emapxos Tng BiBuviag). Baoikh, wotdéco, Tpoutobecn yia TNV avamtuén  Tng
€KKANOCIOOTIKAG JOUaIKAG ATav 1o WaAthpio Tou Aaid atmod mn yerdepacn Twyv O, TTpayua
TTou O¢gixvel TNV Aueon XPron TS EAANVIKAG YAWOOOG aKOPN Kal oTa TTPWTA XPOvIa TwV
AEITOUPYIKWYV Cuvaewy Twy mMOoTwv. To WaAthplo yiveral n Bdon avamtuéng 6Awv Twv
MOPQWVY TNG YOUOIKAG TNG EkkAnaiag, TTpdyua mou BeBaiwveTal Ye TOV KOAUTEPO TPOTTO
Q1o TNV OVOUaoia WaATIKA TTOU KaBIEPWVETAI KOTA TN pegofulavTivr) TTepiodo. H TpwTn
IOTOPIKN, WOTO00, TEPI0dOG (106-100G alwva) ypriyopa Pag @épvel deiyuaTta TG TTPWIKNG
ONMavTIKAG aVvATITUENG TNG ME TOUG AEyOPEVOUG OTPOQYIKOUG Uuvoug. Méxpr Twpa ol
xploTiavoi xpnaoipotroioucayv 1o WaAtipio. ‘Evag éwale Toug aTixoug Kai 0 Aadg GUUMETEIXE
OTO OKPOTEAEUTIO Kal 0T €QUUVIA, TTOU ATAV £€va €idog pe@pév. Mapd Tnv amASTNTA TG N
MOUGOIKr auTh €€€@pade e PMEYOAEIWDN TPOTTO Ta AEITOUPYIKG PBllopaTa Kal UTTEDEIKVUE UE
OEPVOTNTA, TTOU JOVO N apXaikh aTagikr XPIOTIAVIKI KOIVOTATA YTTopoUaE va OIaTUTTWOEI,

TNV evOTNTA Kal TNV auBevTikOTNTO Tou Beouou TTAéov TNG EkkAnaiag, Tn diaxpovikn Kai



OIKOUMEVIKH] TOU BIACTACT). TN CUVEXEIA Ol OTPOYIKOI UPVOI JE EKTTPOCWTTOUG dNIoUpyoUg
TOUG peydAoug MeAwdoug, TTou JOVO PE TNV KAAOIK apXaidTnTa UTTopouV va OuyKpIiBouv
(Pwuavog, Avdpéag Kpntng, lwavvng Aapoaoknvég, Koopdg) oTToyeiwvouv  Tnv
KAANITEXVIKA €Kppaon TNG AaTpeiag, TTou Tnv armmolntouoe €viova, AOYyw Twv HeYGAwv

aipéocwyv, N EkkAnoia. ATtotéAeopa n peyadAn ATTa 1S BAIBEPS Eikovouayiag.

EAeUBepn TAéoV n EKkANGia katd Tn 8eUTEPN TTEPIODO TNG WAATIKAG, TTOU EYOAOUpPYEi OTOV
MEAOUPYIKO (OUVOETIKO) ToPED, EpxeTal va atrodeifel oTi n OpBodotia Exel aTéEPeEC DOMES
TTOU TNV avadeikvliouv OXI WG €va aTeEYavO Kal TTEPIBWPIAKO XWPo, aAAd wg pia duvaTh
OIKOUMEVIKY ék@pacn. ‘Etol, o1 ouvBéoelg Ttwv peydAwv MeAoupywv TnG XPUONHS
TaAaloAdyelag €mmoxns: lwavvng TAuklg, lwdvvng KoukouléAng, lwavvng KAaddag,
MavounA Xpuodeng, =évog Kopwvng K.&., Ox1 amAwg ePTTAOUTICOUV TNV WOATIKA
Tapadoan, aAAdG TNV €dpAIWVOUV WG Wia aTrd TIG HEYAAUTEPES TTONITIOUIKES TTAPAYWYES KOl
Ta TTIO0 eUPWOTA ATTOBEUATA TNG TTAYKOCOMIAS TTOAITIOUIKAS KANPOVOUIAGS. Tnv idla eTToxXN
avatmTuooeTal Kal N PulavTivi] onueloypagia, éva atd Ta efoxoOTtepa deiyuata TnG
BulavTiviig UOUCIKAG TTANPOQYOPIKAG, OTa OTToi0 KATAypPA@OvTal avapiBunTeG HOPQIKES
MOUCIKEG ouvBéoelg TTou TTepIAaBAvovTal o€ TTOAAEG XINADEG XEIPOYPAPWY KWIKWY,
OleoTTapuévwy o€ eAANVIKEG Kal EEveg BIBAIOBRAKeS. H BulavTivA auTr] HOUCIKA TTapaywyn,

TTOU BEV €PEUVRBNKE AKOPN OUVOAIKA, OVOUAOTNKE aTTo Toug £peuvnTéG Ars Nova.

OAOKANpNn n petapBulavTivi) TTEPIOdOG £€wg CAMEPA, OUVOEdEUEVN OTTOAUTO HE TIG
TTPOYEVECTEPEG TNG TINYEG, EMTTAOUTICETAI PEAOUPYIKA Kal  avadeikvuel  agloAoyoug
onuioupyous (Mavayiwtng Xpuodaeng, Meppavog Néwv TMatpwyv, MtraAdoiog lepeug,
lwavvng Tpatedouvtiog, TMéTpog TMehotrovvrolog, ldkwBog TMpwTtowdAtng, TMETpog

BugavTiog K.4.).

2T00POG yia TNV YWaATIkn TTapddoon atmofaivel n Moucoikry Metappubuion Twv Tpiwv
AidaokdAwyv (XpuocavBog o MaduTivog, pnyodpiog lMpwTtowdAtng kair Xoupuoudiog
XaptopuAakag). To €pyo Toug (1815) amoteAei TpooTTdbeia ammAoTroinong TNG TTaAAIAG
MOUGCIKNAG onueloypagiag. YrooTnpixdnke d¢ atrd 1o MNatpi-apxeio pe v idpuon Moucikhg
2x0ANAG. Ta atroteAéouata TNG MOUCIKAG METaPPUBUIoNG Oev €Xouv aKOPn HEANETNOET
ouoTnuaTika. MNépa amod autd, ol Tpeig AIddoKaAol CUYKATAPIBPOUVTAl PE T PWTEIVOTEPO
TveUpaTa Tou véou EAANVIoPoU. H 1o BaaikA evépyeid TOUG ATAV N JETAYPAPH TWV PEAWV
NG TTaAAIGG ypaPrg oTn véa onueloypagia. I1diaitepo poAo yia Tnv TTepaitépw puBuIon
BepdTwy TNG POUCIKAG Bewpiag kal TTpaEng avéraBe n Matpiapxikl Mouaoikr) ETiTpotm
(1881). H onuepivA pouaiki TTpdén kai Bewpia BpiokeTal avaueoa OTIG €TTIONUES puBUioEIg

Twv Tpiwv AIdackadAwv kal TG MNaTplapxikig ETITPOTTAG.



H WaATIK atTOTEAECE TO AVTIKEIUEVO EKTETAUEVWV ETTIOTAUOVIKWY EPEUVWV OTTO EEVOUG Kal
‘EAANVEG £pEUVNTEG TTOU BPACTNPIOTTOIOUVTAI CUCTAMATIKA ToV 200 QIva. ZNPEIVETAI N
TpwToBouAia Tng Akadnuaikns Evwong tng Komeyxdyng (1931), Tou Tmpowbnoe
TTOAATTAEG ekdOOEIC e TN oeipd Monumenta Musicae Byzantinae. 2tnv EAAGOa 1O
emoTnuovikd  épyo  yia Tn  PBulavTivil  POUCIKN  @IAoeveital  ota Mavemoriuia,
10 Marpiapxiké  16puua  Margpikwv  MeAstwy kai 10 16pupa  Bulavrivig

MouaikoAoyiag 1ng I. Zuvodou tng EkkAnaoiag tng EAAGdog.

2UUTTEPOCHATIKA, N WAATIK TTApAGdoon KE TO MOVASIKO Kal apIoTOUPYNUATIKO PETTEPTOPIO
NG, aAAG Kal TNV TTPWTOTUTIN PVNPOTEXVIKN OnueEloypagia Tng, TTou £pBace ag UYWIOTO
Babud TeAEIOTNTAG, WG CUCTNUA ATTOPVNHOVEUONGS TWV PEAWDIWY aTTd Toug WAaATeg, dev
pTTOPEl Va TTapaAANAICTE e TITTOTE ATTO TIG PMOU-OIKEG TTapadoaelg Tou Meoaiwva Kal Tng
Avayévvnong otn Auon (Egon Wellesz). Avap@ioBATnTa, ol BulavTivég AOYIEG HOUCIKEG

ouvB£oe€Ig aTToTEAOUVAPICTOUPYAHATA TNG TTAYKOOWIAG TTONITIOTIKAG KANPOVOUIAG.

Ei131kég TTANpoO@Opieg Yia TO OTOIXEIO

AvTwviog E. AAuyilakng  Ap. KaBnyntg BulavTiviig WaATIKAG Kal
MouaikoAoyiag Kudwviwv 6, 546 55 Nrtemmw, ©cocalovikn TnA.: 2310 429384 e-mail:

aealygizos@gmail.com

V. Emriloyog

H WoATIKA WG @WVNTIKA YOUOCIKA KAl CUVETTWS WG AUAN TTONITIOTIKI KAnpovouid, OTTwg Kol
ol GAAeG AsITOUupyIKEG TEXVEG TNG EKkAnGiag, €xel xapakthpa kabapd uttepBaTIKO Kail
OVTOAOYIKO, TTou Og&v UTINPETEI TNV TTPOKANCN Twv aioBroewv, aAAd diepunvelel TV
aAnBivr) Bewpnon Tou KOOUOU Kal TNG CWAG. ZUYKEKPIYEVA, N OETUEUCN QUTH) TTPORAAAEI
IOXUPA KOIVWVIKA TTPOCDIOPIOTIKA OTOIXEIQ KAl KivnTpd, OTTWS N YAWOoOA, n aywyr, n
TEXVIK Kol N aioBnTikr avriAnwn. Ta TOANTIOTIKG auTtd yvwpiopata NG WAATIKAG,
OIKOUMEVIKWV OIOOTACEWY, TTAYIWVOVTOI O€ CUYKEKPIUEVOUG KOIVWVIKOUG Kal EUPUTEPOUG
€BVIKOUG oxnuatiopous. ‘ETol, Ta oToIXEid QuTd OTTOKTOUV MIa eKTETaUEVN AlopBodogn
EVOTNTO TTOU Ta KOBIOTG Aao@IAf) Kal Piwaoiya. Eivar 19iaitepa XapakTnpIoTIKEG Ol
TTEPITITWOEIG TTOU APOPOUV TN OUYYEVEID TNG OOUNG TWV EKKANCIACTIKWY TPOTTOPIWY PE TA
onuoTik& Tpayoudia. ATO Tnv GAAN TTAEupd, n XPAON Twv A&IToupylikwy BIBAIwY Kal
1IB1aitepa TNG OKTWAXOU TNV EKTTAIOEUCN, TTOU XPNOIUOTTOINONKE KaTA TNV ToupKoKpaTia
WG avayvwaTikG eyxXeIpidlo pe Ta ypduuoTa TNG aA@aBrTou otnv TTPwTn oeAida,
avadeikvuoouv TN OUVOMPIK  TNG  AQUANG  TTOANITIOTIKAG  KANPOVOMIAG TNG  WOATIKAG
TTapadoong. MoAAG atrd Ta TpoTrdpia TNG EKKANCiag AeIToupyouv akOpn Kal GHPEPA, OTTwG

TO BOUPIO Kail TO dNUOTIKG TPAyoUdI, TTou avaBAUlouv KaTeubeiav atTd TIG AOTEIPEUTEG TINYEG


mailto:aealygizos@gmail.com

Kal Ta BiwpaTa Tou Aaou. MNMoinon dnAadn Kal JOUCIKI) CUUTTUKVWVOUV E évav PEYAAEILON
TPOTTO 106€€C Kal QVTIAAWEIG OIOXPOVIKNG 10XU0G, OTTWG €ival N TIVEUPATIKOTATA KAl Ol
TTapadOOEIG TNG KOIVWVIKAG KAl EKKANCIOOTIKAG CwrG. H SuvauIKr auTh TNG WAATIKAG TEXVNG
EKQPAOCTNKE QVWVUUA KAl ouvTnenRonke pe 1epn emiPéAEIla €dW Kal TTOAAOUG AIWVEG,

META@EPPEVN aTTO OTOPA OE OTOMA.
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NATIONAL INVENTORY OF
INTANGIBLE CULTURAL HERITAGE OF
GREECE

I. BRIEF PRESENTATION OF THE ELEMENT OF INTANGIBLE
CULTURAL HERITAGE (ICH)

1. Name : Chant. Other names : Byzantine Music, Eastern Orthodox Church
Music, Art of Chanting, Chant of Constantinople, Psaltic Art, Psalmody,
Hymnody

2. ldentification : The mnemotechnics of the rendering of chants in Church
services (practitioners, Liturgical Typikon, planning of concerts, resources,
manuals, training and its characteristic cultural constitutive elements and
idioms).

3. Domain represented by the element

e Oral traditions and expressions. The fundamental subject of chanting is
bound by specific techniques and theoretical knowledge on many levels
provided exclusively in church staged rites. These components require long
studies and systematic exercise in church choirs, where trainees specialize in
specific levels and areas of expertise (rising from the lower roles of Anagnostis
[Reader], Canonarch [who intones the verses of the hymns], Isokratis [who holds
the fundamental note of a given melodic section] or Melodist, to the higher
offices of Domestikos B and Domestikos A [Assistants to the Leaders of the Left
and Right Choirs, respectively], Lampadarios [Leader of the Left Choir] or
Protopsaltis [First Cantor, Leader of the Right Choir]). In this manner, the
knowledge of chanting is transmitted orally from the older masters to the
younger. Moreover, mnemonic, practical methods and insignificant phrases or
words or even mnemonic verses capture and summarize the basic practical
knowledge (interpretations, “ananes” for an intonation, or “neanes”, “nana”,
“agia” etc.).

= Liturgical arts as cultural means of self-determination. In conjunction with
church poetry (psalms, hymns), chant is the liturgical art par excellence within
the framework of Holy Services in Orthodox churches. It is practiced in a large
number of fixed feasts, ceremonies and Holy Services throughout the year,
which it accompanies to a large extent and with a different repertoire for each
of the aforementioned occasions. It is a powerful social expression with its



original liturgical elements, its unequalled lyricism and various cultural means
of self-determination (language, poetry, music, rhythm, movement, vestments,
etc.) This can be quickly confirmed by the massive turnouts of people in
liturgical services. After all, this is precisely the meaning of the term “Liturgy”
in the Church (from the Greek words leitos, people + ergon, work = work of the
people).

= Knowledge and practices regarding the oraland written tradition of the art
of chanting. The success of the practice of chantingisintertwined withthelong
service of cantors in the hierarchy of church choirs. Thus, the specialized
knowledge in question pertains to the system of eight modes and the eight-
mode classification and codification of the entire musical repertoire. These
technical matters are to do with eight melodic models, independent of one
another, which comply with specific technical and theoretical rules. This
standardization by means of predetermined and specialized practical
applications forms melodic outlooks solely and exclusively characterizing the
style, the ethos and the morphology of the chant. Nonetheless, each one of the
eight melic modes forms entire sequences of melodic singing patterns, the
troparies, apart from the biblical and extra-biblical odes. These original
compositions by Church melodists run into many hundreds and in terms of
music and poetry are expressed through exceptionally austere means, but with
unusual and unequalled power. Thanks to the frequent and dense repetitions
ofthe chants at feasts and ritesthroughoutthe ecclesiastical year, these features
constitute the best-founded and effective knowledge and practices which thus
ensure their own memorization and preservation. Undoubtedly, justas in other
musical traditions, oral tradition in chanting decisively contributes to its
pedagogical mission. Written tradition, on the other hand, now seems to be an
ineluctable need, which was first met, even though with great delay, in the
Middle Byzantine period, thanks to an archaic form of notation, of limited
abilities but with prospects of development. In this manner, through the later
systems of notation and the relevant theoretical and practical treatises,
knowledge of chanting was broadened, thus creating ahigh-level, autonomous
musical culture. Today, thousands of music manuscripts and printed editions
ofthe Byzantine, Post-Byzantineand moderntimesrecordthe psalmic, tropary
and formal classical chanting melodies, which of course constitute asafe guide
for the memory in the oral tradition, which seems to play a decisive part in the
application of the chanting practice up to this day.

< Know-how connected with the traditional musical and poetic forms.
Chanting is a living art. As a result, its practical application is subject to specific
developments and adjustments, given that, as part of the learned tradition, it
relates to perennial but also changing musical and poetic standards, in a union,
cantordeveloped in this area can be traced through an approach taking specific
criteria and the historical needs of each period into account. Even so, one of the
most significant parameters of a broader picture of the know-how relating to
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the vast field of specialist knowledge regards the individual specializations
which make up the whole of the work of chanting. More specifically, chanting
is exclusively a choral art, which is formed in the Holy Services and ceremonies
of churches within the framework of musical choirs: Choir A, Choir B (right —
left), and the Choir of the Holy Sanctuary. The whole endeavor is directed by
the leader of Choir A, the First Cantor (Protopsaltis), who selects and
coordinates the whole development of the music. The main repertoire is
distributed between Choirs A and B, with that of the Holy Sanctuary regularly
intervening through recitatives and chanting. These individual contributions
on the part of each of the three choirs as well as the entire unfolding of Holy
Services is recorded in detail in special editions of the liturgical Typikon. In
conclusion, the complex knowledge and techniques of chanting, and of the
musical repertoire, are consolidated in church rites and orally transmitted,
mainly by the First Cantor, whom the apprentice chorists address as Master.
Each Master maintains his own personal choices depending on his vocal
particularities. Finally, style, ethos, the morphology and sacred solemnity of
chanting constitute its fundamental features, directly affecting its know-how,
and its theoretical and practical regulations. Given all the above,
apprenticeship in  church choirs constitutes the only graded and
comprehensive program of studies which, according to the Patriarchal
tradition, requires nearly a three-decade-long service if one is to reach the
highest grades of service such as those of Lampadarios or Protopsaltis, starting
from the age of 10 or 15 for the post of Canonarch.

Place: The important centers of Orthodoxy: Patriarchal Church of
Constantinople, the Katholika of the Holy Churches of Mt. Athos, the Cathedral
of Athens. Churches of other Metropolitanates, Parishes and Monasteries of
Greece and Cyprus.

Keywords: Art of Chanting, Chanting, Priestly Art, Psalmody, Protopsaltis,
Lampadarios, Domestikos, Calophonia, Melurgy, Choir, Byzantine Music,
Typikon, Asmatikon, Anastasimatarion (Resurrectional Hymns), Doxastarion,
Irmologion, Psaltikon, Psaltologion.

I1. Identification of the bearer(s) of the ICH element

The bearers of the art are the distinguished First Cantors (Protopsaltes) of the
great centers of Orthodoxy. First Cantors of other Metropolitanates, Parishes,
Monasteries etc.

The following institutions raise and promote the status of the scholarly work
of chanting as artistic heritage, cultural good and learned tradition, which
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essentially contributes to the formation and self-determination of the social
whole:

= Patriarchal Institute of Patristic Studies (http://www.pipm.gr), Archives of
Byzantine Music. Activities : Implementation of European programs dedicated
to chanting, such as INTERREG, EIVTOP (“Education and Initial Vocational
Training Operational Programs”) for exhibitions of early printed books,
digitization of manuscripts, vinyl records, audio and video recordings of Holy
Services, publications). Thus e.g. see the series of publications under the title
“Psaltika of Vlatadon” or seminars in “Vocal Training Practice in the Art of
Chanting”. Postal address: Holy Monastery of Vlatades, 64, Eptapyrgion Street,
546 34 Thessaloniki, Greece, telephone numbers 0030-2310-203620 or -202302,
e-mail address: director@pipm.gr.

< Holy Synod of the Church of Greece — Foundation of Byzantine
Musicology (http://www.ibyzmusic.gr/). Activities : series of publications
under the title “Studies”, catalogues of manuscripts, independent publications,
etc. Audio recordings, discography on ‘“Byzantine and Post-Byzantine
composers”, organization of conferences, worship and other choral events.
“Masters of the Art of Chanting” Choir of Cantors founded. Concerts
organized. Postal address : 14, loannou Ghennadiou Street, 115 21 Athens,
Greece, telephone number 0030-210-3843545, e-mail address
info@ibyzmusic.qgr.

Music Societies and Associations, Centers active in the protection of church
cantors’ work, in research into and the promotion of choirs

= Society for the Diffusion of Greek National Music, founded in 1929 by
Simon Karras, renowned Greek musicologist and music researcher, today
known as “Center for the Research and Promotion of Greek National Music”
(since 2009, https://kepem.org/). Activities: Audio recordings, publications,
lectures, archives, library, teaching etc. Postal address : 9, Ersis & Pulcherias
Streets, StrefiHill, 114 73 Athens, Greece, telephone number 0030-210-8237447,
telefax number 0030-210-8811930, e-mail address : info@kepem.org.

= Romanos the Melodist and John Damascene Association of Church
Cantors of the Region of Attica (formerly known as Panhellenic Association
of Church Cantors), http://psaltesattikis.gr/. Acivities : Release of choral
performances on a series of vinyl discs, concerts, syndicalist advocacy of
employment issues of church cantors. Postal address : 95, Academias Street,
106 77 Athens, Greece, telephone number 0030-210-3236568, e-mail address :
psaltesattikis@gmail.com.
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= Researchand Publications Center (http://e-kere.qgr) . Activities : Publications,
lectures, interviews, research into manuscripts and printed books of music of
the period 1820-1920, bibliographical catalogues. Postal address : Mr Manolis
K. Hadziyakoumis, 119, Solonos Street, 106 78 Athens, Greece, telephone
number 0030-210-6425498, e-mail address : info@e-kere.qr.

e Saint Maxim the Greek Institute (http://www.stmaximthegreek.org).
Research, preservation and promotion of (Greek) spiritual and cultural
traditions. Activities : printed and digital publications, cultural events, concerts,
conferences, research etc. Postal address : 22, Mikhail Nouarou, Maroussi, 151
26, Northern Sector of Athens, telephone number 0030-210-6141-171, telefax
number -6141-170, e-mail address : contact@stmaximthegreek.org.

Choirs with published work

= Hellenic Byzantine Choir (also known with its initials EABYX in Greek).
Founded in 1977 by Lykourgos Anghelopoulos, student of the aforementioned
master Simon Karras. Activities : publication of books, release of CDs, concerts,
audio recordings. Postal address : 2-4, Nikitara Str. and Emmanuel Benaki,eve
Athens, telephone number : 0030-210-3603111, -8823923. For further
information, see http://analogion.com/site/html/GreekByzantineChoir.html.

e Choir of the Society of Constantinopolitans (http://www.cpolitan.gr).
Activities : Concerts, release of CDs. Postal address : 117, Demosthenous Street,
176 72 Athens, Greece, telephone number 0030-210-9517072, -9560611, telefax
number 0030-210-9598967, e-mail address: cpolitan@otenet.gr.

< Choir of the Society of Music Lovers of Constantinople at Athens
(http://www.cmkon.org/home.php?action=cat&cateqory=/psaltiki/istoria_mo
usiki&language=GR). Activities : E-collection of audio recordings for each
religious feast, catalogues of cantors, initiatives for the preservation of the
“patriarchal style” in Byzantine chanting. Postal address : 54-56, Melantias
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Street, 117 44 Athens, Greece, telephone number 0030-210-522-7459, telephax
number -894 6903, e-mail address : cmkon@hol.qgr.

= “Trope” Byzantine Choir. Activities : Concerts, publication of books, release
of CDs. Postal address : Aeolis, 190 09 Pikermi, Attica, Greece, P.B. 1410,
telephone number 0030-6977-408907, telefax number 0030-210-6035128, e-mail
address : info@troposchoir.gr.

Moreover, on websites such as http://www.pemptousia.gr/psaltiki-pili/ one
can find a reflection of multifarious cultural activities in relation to the same
subject, audio recordings, videos, theoretical texts, research and publications.

Finally, choirs of Byzantine music are active in virtually every church of Greece
and Cyprus, around respected masters of the genre (e.g.
http://melourgia.blogspot.com),  while  e-discussion  fora such as
http://analogion.com/forum, gather important authorities of the field and
present the relative problematics to several followers. For an indicative list of
dozens of such choirs, see http://analogion.com/forum/forumdisplay.php?f=99.

I11. Description of the ICH element
1. Description

As a living traditional art, chanting is considered one of the most significant
cultural goods, which dynamically contribute to the self-determination and
self-knowledge of contemporary Hellenism. The features of chanting constitute
a powerful combination of Greek literature, rhythm and music, intertwined
with particular techniques and morphological idioms, orally transmitted from
mouth to ear.

2. Detailed presentation

The art of chanting is developed and highlighted in the great centers of
Orthodoxy, namely the Ecumenical Patriarchate, Mount Athos, the Church of
Cyprus and the Church of Greece. This paramount expression of Greek
civilization spreads throughout the Eastern basin of the Mediterranean and the
Slavic regions, translated into many other languages.

Ecumenical Patriarchate. The chanting practice of the Patriarchate can be
traced back to centuries-old traditions, with the Asmatikon (music book) of the
Middle Byzantine period, the theoretical and practical development of melurgy
during the Paleologan period, and the music reform in the 19% century as their
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main landmarks. The Patriarchal chanting tradition and the style of the Great
Church constitute a special prerogative of Patriarchal Cantors. Nevertheless,
the notions of Ecumenical Patriarchate and style of the Great Church are
ontological and transcendental categories, which are experienced and
diligently implemented according to the Patriarchal Typikon in Holy Services.
The person in charge of supervising the observance of the Typikon by all
contributing parties is the Protopsaltis. It is he who, with his accumulated
experience, draws up the Typikon, which is subsequently adopted by the Holy
Synod. Accordingly, the Patriarchate is the cradle of the tradition of chanting,
as the latter materializes through the Patriarchal Typikon, the provisions of
which enjoy great respect on the part of all local Churches. Even so, the
morphological elements, technical idioms and typologies of the performance of
chanting vary depending on the period in question and on the personality of
each Protopsaltis. This is how the various ‘schools’ of chanting are formed, with
their respective features, also influencing other local stylisticidioms.

Mount Athos. The chanting tradition of Mount Athos diachronically preserves
the most significant and numerous monuments in the form of manuscript
(codices) of chanting. Moreover, thanks to its everyday liturgical Synaxes, it has
preserved for centuries the most authentic forms of this vocal tradition. All this
said, Mount Athos is in a state of constant interdependence with the Patriarchal
chanting tradition. Even so, the Athonite style is solemn, austere, mellow and
ethereal. It springs from the old ascetic tradition of the Typikon of Jerusalem,
which it vests with later elements. In the more recent Athonite chanting
practice, three main music ‘schools’ stand out, those of the Dionysios, the
Vatopedion, and the Docheiarios Monasteries, with many other significant and
interesting chanting activities.

Church of Greece. By virtue of relevant decrees, the chanting tradition is
included in schools of music founded by the first governments of the modern
Greek state. Despite this specific interest, expressed already by none other than
loannis Kapodistrias, these schools are not successful. The Church of Greece
seems to have organized the chanting issue more fully. After a request it
submits to the Ecumenical Patriarchate in the early 20% century, the
distinguished music master Konstantinos Psahos is sent from Constantinople
to Athens, where he becomes active in the Athens Conservatoire. On the one
hand, the prospect opening up seems to bear fruit initially. However, it covers
only the scholarly side of the matter. Private initiatives (e.g. Simon Karras), on
the other hand, seem to have catered more for the practical music needs. Even
so, the turn of the Church of Greece to organizing the ecclesiastical Typikon and
the chanting work (Bishop Dionysios Psarianos, Protopsaltis Spyridon
Peristeris) seemed particularly successful, raising the Cathedral of Athens to
the status of one of its great liturgical centers. The main parameters of success
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can be identified in the orderliness of Holy Services, the selection of the
contributors to them (i.e. priests, deacons, cantors, choir singers) and the
consolidation of the classical musical repertoire. An exemplary and solemn
liturgical idiom (style) is thus crystallized in music, the articulation of readings,
the recitals, the sermon, the movements, the liturgical means, established
through radio and television broadcasts. Undoubtedly, the contribution of the
Church of Greece to the promotion and enhancement of its cultural and
educational media, such as music, poetry, language, sermon, and its social
action, has been highly effective from the mid-20th century to this day.
Moreover, the interest of the Church of Greece in the tradition of chanting is
enlarged through the exemplary organization of the aforementioned
Foundation of Byzantine Musicology in1970.

3. Place and means of performance or exercise of the ICH element. Sites
connected with the performance/implementation of the ICH element

The church. Byzantine chanting is a tradition born and bred in the church, in
this case the Orthodox church, where the Holy Services of the different feasts
of the ecclesiastical year are performed and celebrated, as well as the different
other rituals, in accordance with the liturgical Typikon. It should be noted that
the sacredness of the place is not some abstract notion, given that it follows
specific rational forms. In more detail, the faithful within the space of the
church constitute the holy community of the Body of the Church partaking of
the holy Supper. This is how rational worship, as it is known, unifies and causes
society to cohere, as the latter determines and expresses itself collectively
through holy arts, church architecture, icon painting, poetry, music. In the
church, chanting is not meant to stir emotions or to bring about any personal
or collective thrill. On the contrary it “alters’ existence, interprets the divine and
unspeakable beauty and reveals the mystery of the Chalice of Life in the person
of Christ. After all, according to the doxological view of psalmody within the
framework of the calendar of feasts, the church is an existential notion,
universal to all humans, projects the entire length of history onto a powerful
expectation of the age to come, ofeternity.

The lecterns. The art of chanting is considered the most direct expression of
worship. This is exactly why cantors are placed in a specific and conspicuous
area of the church. Thus, the lecterns are specially designated places around
which the choirs of cantors gather. Essentially, this is a trace of evolution from
the classless society of the historical beginnings of the Church, when the people
was divided into two groups in the middle of the church. More specifically,
during Byzantine times it was determined that the junior clergy and cantors
should stand on the Soleas, a raised part of the floor of the church between the
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people and the third, higher level of the inner sanctuary. Here, in the middle,
the Ambon (pulpit) is raised, a high platform entirely in quality marble, with
four steps leading to it so that cantors and deacons may stand on either side of
it. This amphitheatric arrangement enhanced the church and served the
audiovisual effect of performances better. Lecterns facilitate the performance
of cantors and deacons who mainly used the Ambon. The elegant, wooden
construction of lecterns serves at the same time as a showcase for the display
of liturgical books and a stand for use in chanting. These stands, just as the
stalls of cantors, were placed at the two extremities of the Soleas, upon pedestals
facing one another for the antiphonal effect of choir singing.

Thecalendar of feasts. Ecclesiastical poetsandhymnographersare atthe same
time the composers of church chants. Their agenda is purely feast-centred.
They draw their content upon sacred texts, enrich it with the various events of
church life and destine itexclusively for liturgical use. After all, hymnography
in its chanting guise as musical discourse expresses the very lived experiences
of the Church and in conjunction with the liturgical Typikon constitutes the
scenic presentation of Holy Scripture. The calendar of feasts covers the entire
ecclesiastical year and is centered around the Resurrectional Sacrament of the
Holy Eucharist, which gathers the community of the Church every Sunday, the
day of the Resurrection of the Lord. Sunday establishes the radical innovation
ofthe Christian feast, aunique feast, whose radiance illuminates the entire year
and its doxological richness is developed into a festal cycle by the most
prominent melodists and hymnographers. This is how the varied repertoire of
thefeastofEasterformsthecollectionofthe Octoechos,asystemandaliturgical
book purely for chanting, by promoting the main symbolism of the Eighth Day
for the Orthodox denomination, i.e. eternity. The same starting point of the
Sacrament of the Holy Eucharist is also preserved by the other festal cycle,
which refers to key milestones of the ecclesiastical historic time : Despotic
feasts, Theometoric feasts (i.e. related to the Mother of God, Theometor) and feasts
of Saints. The hymnography of these feasts, highly original, forms twelve
volumes, collections for each month, the Menaia (plural of Menaion, i.e. book of
the month in Greek), also books purely for chanting. The former festal cycle is
moveable, while the second is fixed. Both these cycles of the liturgical Typikon
jointly proclaim the Resurrectional message, which thus deeply permeates
historic time. In other terms, in both cases the Church recapitulates the whole
of society in “the chapter of Salvation™, as is sung by the Hymnodist, by
hypostasizing the mystery of Resurrection. Hundreds of original hymns in
various musical forms and with unequalled lyricism interpret and analyze the
festal subjects mentioned above. On the other hand, thousands of manuscripts
of music record these musical traditions in a wide range of types of
compositions. These monuments, part of the world cultural heritage, have
aroused the most intense interest on the part of scholars for decades now.

9



The liturgical books. The means of securing and promoting the work of
chanting are the various liturgical collections of ecclesiastical hymnography.
Thanks to the development of Byzantine studies these subjects enjoyed
widespread diffusion. Moreover, the conviction that they constituted the most
genuine and important creation of Byzantine literature was universally shared.
As a matter of fact, a brief assessment of the contribution of Byzantium to world
civilization is bound to highlight mainly four modes of expression : churches,
icon-painting, poetry and chanting, all of which are integral parts of the
Orthodox ecclesiastical tradition, and this can certainly not be accidental. This
‘discoursification’ in the arts of worship serving the truth constitutes a globally
unique idiom of learning and culture of perennial force. More specifically,
through the monuments of its poetic and musical discourse, chanting
highlights and promotes the self-consciousness of societies, by interpreting
values of ecumenical dimensions, such as justice, freedom, and respect for
human rights. Besides, it was on this basis that the world-saving message and
the existential prospect of Christianity were built. Viewed from a different
perspective, the liturgical books constitute constant signs of the mnemonic
method of chanting applied to extensive hymnographic texts, which are to be
chanted with the aid of the Canonarch, i.e. the prompter of the choir. In the
broader sense of the term, liturgical books are also considered to comprise the
various musical editions used habitually, while the main obligation of the
cantor in fulfilling his task is the obligation to memorize chants, which is also
recommended by the Ecumenical Patriarchate in its encyclicals. The key
liturgical books for chanting mentioned above, as well as other auxiliary
editions, are placed upon the lecterns of thechoirs.

Holy Services. The center of Holy Services is the Divine Liturgy. All other
services are performed before or after and around it. The art of chanting plays
a paramount part in all Services and culminates in the Divine Liturgy.
According to the ecclesiastical tradition, sistinct types and places of Services
can be distinguished and divided into two groups. The first group comprises
the Sacred Acts and Sacraments (particularly, Divine Liturgy, Sanctification of
Water, Consecration, Funeral Service, and Baptism, Marriage, Holy Unction).
The second group includes the Services of the Nychthemeron (i.e. full calendar
day of twenty-four consecutive hours, night and day : Matins, Hours, VVespers,
Compline, Midnight Office). The Divine Liturgy can be combined with some of
the Sacred Acts mentioned above (Baptism, Marriage, Consecration). The
Offices of the Nychthemeron determine the times of worship, as can be inferred
from their names. In other terms, they are linked to specific hours of day and
night. In monastic practice, all Offices of the Nychthemeron are performed,
whereas in parochial practice the three core ones: Vespers, Matins and Divine
Liturgy, over which the hymnography is distributed depending on each case

10



and in accordance with the current calendar of feasts. In other terms, each feast
is accompanied by its own hymnography, always pursuant to the provisions of
the liturgical Typikon. The content of the Typikon is specified in units, each of
which stipulates the performances to be followed, depending on the various
coincidences between the calendar and the type of the feast, i.e. moveable or
fixed. These coincidences may be highly complex. According to what has been
indicated, it goes without saying that all contributors to worship bear a heavy
burden of responsibility, and most of all the Protopsaltis, for whom the largest
part of interventions in Holy Services is reserved. From this perspective, it also
goes without saying that the Protopsaltis should have extensive learning and
experience, a heightened sense of responsibility and readiness, in other terms
both the knowledge and the qualities that will enable him to carry out his task.
From a different perspective, one should note the wide and varied range of
Holy Services, as well as its dimensions in time, all of which, apart from the
elements already mentioned, also require special preparation, study and
rehearsals of the repertoire. Suffice to remind the great number of Sundays and
important feasts, rising to ca. 150, apart from other Holy Offices, which cantors
are obligated to contribute to. Even so, the significant aspect of the great
number of Holy Services, which is of interest to the art of chanting is that they
constitute a fully graded system of education. Without the regular participation
in Holy Services and the special care on the part of the Master Protopsaltis, it is
not possible to achieve the appropriate succession of persons in the task of
chanting. What is observed today is a serious deviation with very negative
results, in view of which special care should be taken for the preservation of
the important ecclesiastical and more broadly cultural work of chanting.

4. Process of transmission of the ICH element from one generation to the next
Description of the process

Passing the art of chanting over from generation to generation follows specific
modes of apprenticeship. It has already been mentioned that the main and most
effective form of exercise and education, under the special care of the
Protopsaltis, is the regular, unfailing participation in the liturgical work of the
Church. All other forms of apprenticeship are useful, yet insufficient and
limited, whatever level this may take place at, and irrespective of the form of
the educational foundation involved. Indeed, it would be a progress and an
enhancement of the work of such foundations, if they could overhaul their
curriculum so that it may be more closely aligned with the needs of the Church.
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Modes and duration of learning / apprenticeship / initiation

The educational work and its modes as well as the duration of the
apprenticeship and learning of the art of chanting may only be understood if
one realizes that this process must be intertwined with initiation and the
specialist Master, the Initiator. It should be noted that the concept of initiation
In the arts has many parameters, both positive and negative ones. Moreover, it
comprises many extremely useful rules. Furthermore, there are also many
secrets which are revealed or concealed, depending on the case. Regarding
Initiation in chanting it would be relevant to quote one verse from the exquisite
hymnography of the Holy Week : Let no one, o ye faithful, remain uninitiated into
the Lord’s Supper. The gravity of these words is determining for the entire
pleroma of worship. If this initiation does take place, then everything unfolds
rationally and ontologically. Otherwise, everything will deviate. If, in other
words, the contributors to worship are not aware of their ministry, then the
essence and the very initiation disappear. In a nutshell, chanting should be
solemn not on a superficial level but in its essence. And for that to be achieved,
the cantor should realize where he addresses himself to and, first and foremost,
be initiated into the Supper. The modes of apprenticeship and learning of the
art of chanting related mainly to the preparation of the musical repertoire, for
the purposes of its conceptual and practical understanding, as well as to the
careful involvement of the student in the melodies chanted, develop in a similar
manner. In practice, the process of preparation of the melodies chanted must
be thorough and stop short of memorization. It has already been pointed out
that the apprenticeship and the learning require a large amount of time. The
following information from the Ecumenical Patriarchate (regarding the
Protopsaltis lakovos Nafpliotis, 1910-1939) are indicative of the graded, long
education in the choirs of the Great Church, which takes ca. 20 years in orfer
for one to reach the rank of Cantor B (Lampadarios).

Year Post Age Years of service

1879 Canonarch 15 3

1882 Domestikos B 18 6

1888 Domestikos A 24 17

1905 Lampadarios 41 5
1910-1939 Protopsaltis 46 29

Instruments of transmission

Essentially all the churches are instruments of transmission. The Parish, as the
diocese was called for many centuries, turned out to be one of the more robust
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social subdivisions as the smallest ecclesiastical unit. Apart from the purely
ecclesiastical matters, it organized various areas of social life, literature and
culture. Many stars of the art of chanting still rise out of parishes, including
other dilettanti, who, each in his own manner, by means of their papers and
studies, promote and spread the importance and contribution of this tradition
to the cultivation of the modern Greek mind. Alexandros Papadiamandis was
one of those cultural beacons. Many of the older and contemporary Greek
musicians and artists, more broadly, were regular members of church choirs.
Unfortunately, in our times, on the one hand, such phenomena become
dangerously scarce, because younger generations do not seem to wish to staff
church choirs in sufficient numbers. On the other hand, the complex education
and the lack of incentives for professional recognition in chanting are not
conducive to attracting young students. Be that as it may, the various
associations in large urban centers, as well as the Schools of Byzantine Music
operating in many Metropolitanates of Greece and Cyprus contribute a
significant amount of work to the development and transmission of the
tradition of chanting.

IV. History and genealogy of the ICH element

Historical information or local accounts of the appearance, duration,
presence and adjustments or modifications of the ICH element

Chanting is today more broadly known as Byzantine music on both local and
international levels. In its broad sense, the expression was used a century ago
to include secular music as well. On the part of the Church, indeed in its formal
texts of the Holy Canons, but also on the part of Church Fathers and
ecclesiastical writers, the terms psalmody and hymnody are used, while in
Byzantium the expression art of chanting is consolidated, sometimes as an
alternative of the expression papadic art (i.e. the artof priests, related to Papadike,
a late Byzantine anthology of musical settings for hymns, psalms and other
chants).

Still, the designation of ‘“chanting” better represents ecclesiastical musical
tradition. The history of chanting may be divided into three long periods: from
the 1stc. to the 10 c. A.D.; the Byzantine period proper of development of
chanting until the 15% century; and the whole of the Post-Byzantine period up
to this day. Regarding the study of chanting there are indirect and direct
sources. The first group comprises the various information provided by Church
Fathers and other writers. During the same period the different genres of
musical composition were formed. Of course, the first information is drawn
upon the Old Testament (mainly Apostle Paul’s writings) and are necessarily
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limited to the various types of chants of the Eucharistic Synaxis: psalms, hymns,
spiritual odes. In this manner, as early as the Apostolic Age, an independent
activity of musical composition was developed within the Church both in the
Syro-Palestinian and in the Greek areas, as is recorded in passing by many
authors (Bishop Ignatius of Antioch, Governor Pliny of Bithynia). Nonetheless,
an essential prerequisite for the development of ecclesiastical music was the
Psalter by David, in the Septuagint translation, a fact which demonstrates the
iImmediate use of the Greek language, even during the first years of the
liturgical synaxes of the faithful. The Psalter became the basis of development
of all the forms of music of the Church, a fact best confirmed by the designation
of this music as psaltic art which is established during the Middle Byzantine
period. However, even in its first historic period (1-10™" centuries) this art
showed the first signs of its remarkable early development, through the so-
called strophic hymns. Until that time, Christians used the Psalter : one person
would chant the verses and the congregation would join in the akroteleution or
the ephymnion, both of which were different types of a refrain. Despite its
simplicity, this music magnificently expressed the liturgical experiences lived
and, in a manner which only the early classless Christian community could
formulate, modestly signified the unity and authenticity of what by that time
was the institution of the Church. Subsequently, the genre of strophic hymns,
represented by creators such as the great Melodists (Romanos, Andrew of
Crete, John of Damascus, Kosmas), comparable only to Classical Antiquity, lift
the artistic expression of worship to unprecedented heights, as was keenly
desired by the Church because of the serious turmoil caused by heresies. The
result was the resounding defeat of the sad movement of Iconoclasm.

During the second period of the psaltic art, which excelled in masterpieces of
musical composition, the Church, now freed, comes to prove that the
Orthodoxy has solid structures which raise it to the status of a powerful
ecumenical expression, not a mere watertight and marginal area. Thus, works
by great composers of the Golden Pal@ologan period such as loannis Glukys,
loannis Koukouzelis, loannis Kladas, Manuel Chryssaphes, Xenos Koronis,
among others, not only enrich the tradition of chanting but establish it as one
of the greatest cultural outputs and one of the most robust depositories of the
world cultural heritage. In the same period one of the most exquisite samples
of Byzantine musical communication is developed, namely Byzantine musical
notation, in which innumerable formal musical compositions are recorded and
included in many thousands of manuscript codices, now scattered in Libraries
of Greece and abroad. This Byzantine musical output, which has not yet fully
been researched into, was called Ars Nova by scholars.

The entire Post-Byzantine period to the present day, absolutely connected with
its older sources, is enriched in terms of the chants composed and produces
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remarkable creators such as Panaghiotis Chryssaphes, Germanos of New
Patras, Balassios the Priest, loannis of Trebizond, Petros Peloponnesios,
lakovos Protopsaltis, Peter the Byzantine, and others.

A turning point in the tradition of chanting turned out to be the Musical Reform
of the Three Masters (Chryssanthos of Madytos, Gregory the Protopsaltis and
Hourmouzios Hartophylax). Their work (1815) constitutes an endeavor to
simplify the older musical notation. Moreover, it was supported by the
Ecumenical Patriarchate through the foundation of a school of music. The
results of that musical reform have not yet been studied systematically. Indeed,
the Three Masters are still numbered among the brightest minds of
contemporary Hellenism. Their principal act consisted in the transcription of
chants from the old into the new notation. A Patriarchal Musical Committee
(1881) assumed a special part in regulating matters of musical theory and
practice further. Today’s musical theory and practice can be said to lie in the
interstice between the formal regulations of the Three Masters and those of the
Patriarchal Committee.

Chanting was the subject of extensive scholarly research by Greek and foreign
researchers, who were systematically active in the 20" century. Among these,
it is worth noting the initiative undertaken by the “Union Académique
Internationale” of Copenhagen (1935ff.)) to promote a great number of
publications in the series Monumenta Musiccee Byzantince. In Greece scholarly
work on Byzantine music is hosted by Universities, the Patriarchal Institute of
Patristic Studies and the Foundation of Byzantine Musicology of the Holy
Synod of the Church of Greece.

In conclusion, thanks to its unique and magisterial repertoire and its original
mnemonic notation which was perfected to the highest degree as a system of
memorization of the melodies by Cantors, the tradition of chanting cannot be
paralleled to anything in the traditions of the Middle Ages or of the Renaissance
in the West (Egon Wellesz). Undoubtedly, learned Byzantine musical
compositions constitute masterpieces of the world cultural heritage.

Specialized information about the element
Dr Antonios E. Alygizakis, Professor of Byzantine Chanting and Musicology,

6, Kydonion Street, 546 55 Depot, Thessaloniki, Greece. Telephone number
0030-2310-429384, e-mail address : aealygizos@gmail.com.
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V. Conclusion

As vocal music, and therefore as intangible cultural heritage, chanting is, like
the other liturgical arts of the Church, of a purely transcendental and
ontological nature, which is not designed to serve the titillation of the senses
but to interpret the truthful contemplation of world and life. Specifically, this
commitment raises powerful social determining elements and incentives such
as the language, education, technique and asthetic perception. These cultural
features of chanting, of an ecumenical scope, are consolidated into specific
social and broader, cultural formations. In this manner, the elements in
guestion contribute to a sense of a comprehensive, inter-Orthodox unity which
renders them popular and viable. Particularly telling are those cases which
regard the Kinship of structure between ecclesiastical troparies and folk songs.
On the other hand, the use of the liturgical books and particularly of the
Octoechos in education (with the Octoechos having been used as a school reading
manual during the Turkish rule, with the letters of the Greek alphabet on its
first page, highlights the dynamics of the intangible cultural heritage of the
tradition of chanting. Many of the troparies of the Church, just like the Thourios
patriotic hymn or folk songs, can still have a powerful effect today, springing
up directly from the inexhaustible sources and lived experiences of the people.
In other terms, poetry and music magnificently encapsulate perennial ideas
and notions such as spirituality and the traditions of social and ecclesiastical
life. This dynamics of chanting was expressed anonymously and has been
preserved with dedicated diligence for many centuries now, passed down
through the generations by word of mouth.
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