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Résumé

Musical manuscripts, along with their rubrics and treatises, iconography, typika and
historical narratives, contain fragmentary evidence of various performance practices,
participants and aspects of the training procedure of the Byzantine chanting body named
choros. When co-examined, sources lead to a better understanding since they provide us
with data such as number, genders and ages of those chanting in churches, their attire,
means and practices of co-ordination, ison-practice, specific position and movement
during every part of an office, distribution of a chant among the members of the chanting
ensemble, instructions for the use of the voice and articulation, qualification terms for
voice, ages, methodology, training procedures and trainers of chanters and chantresses. In
particular, the paper demonstrates the dual function of the Byzantine chorosboth as a
performing body within worship and as a self-sufficient unit of lifelong training for its
members and the community. In the first part of the paper, ritual instructions of typikaand
musical manuscripts combined with historical narratives, depictions and imperial
legislation, will highlight the characteristics and performance practices of each
interdependent member of the choral ensemble. In the second part, data from historical
narratives, musical treatises and iconography testify to a systematic training procedure
interconnected with worship practice. Source material illuminates the starting age for the
training of a chanter, the various stages, the tutors, their goals and methodology according
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to each level and the constant training even among members considered at the top of the
choral pyramid. Sources also reveal the conscious training and use of vocal cavities, thus
leading to specific expectations of dynamics and vocal quality in performance instructions
of musical manuscripts and the theoretical treatise of Gabriel Hieromonachos. The
combined use of such sources and systematic music education also clarifies the idea of
chanting by heart, without the need for books, thanks to “gestic” notation, a term coined
by Christian Troelsgard. It refers to the depiction by the hand of neumes and their
combinations forming formulae that, along with the presence of the domestikoi who intone
and the kanonarchs who read hymnographic texts loudly, obviate the need for manuscripts
during worship. Finally, it confirms the existence of a systematic concern for articulation as
part of the training procedure, identified as early as the years of Theodoros Stoudites.
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Texte intégral

The increasing interest in medieval monophonic chant concerns both Western and Eastern
chanters. Various aspects are investigated, and among them are the ways chanters were
trained and performed. The present study focuses on the Byzantine chanters and
chantresses and the interrelated procedures of their performing and training. The
questions raised in this research need an interdisciplinary approach. In particular, the
present research seeks to highlight specific features of a Byzantine choral ensemble and its
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performance practices and to provide documentation for the necessary chant education,
inluding training methodology, age levels and teachers.

Fragmentary ritual instructions of late Byzantine musical manuscripts are a fundamental
starting point. In this article, | examine them together with related instructions from middle
and late Byzantine liturgical typika and foundation documents, supplemented with data
from theoretical treatises, historical narratives, lists of officials, imperial legislation and
depictions [1]. Using data derived from these sources, | will provide an overview of the
interdependent parts of a Byzantine choral ensemble, their function during worship, their
position in space and the specific indications of precise and demanding vocal instructions,
acquired during a life-long training process, even if one had already become a member of
the salaried chanting ensemble of a church.

Members and Performance Practices of the
Byzantine choros

The present section adresses how the combined sources help reconstruct performance
practices connected with the different groups of singers and the ways they occupied
specific parts of the sacred space. In particular, it provides data such as terminology; the
number, genders and ages of those chanting in churches; their attire; means and practices
of coordination; ison-practice; specific position and movement during parts of an office; the
distribution of a chant among the members of the chanting ensemble; and instructions for
the use of the voice, such as articulation, volume and register.

The tenth-century Suidae lexikon described the Byzantine choros as «t0 cUoThua TRV &V
gkkAnoiaig adovtwv» [2] (‘the system of those singing in churches’). The term system
defines a composite corps with interdependent parts [3]. Chanting in alternation was the
dominant characteristic of the Byzantine tradition, with specifically assigned parts among
the participants of the three orders: priests, chanters and people [4], that is, the numerous
volunteers hoping for a salaried vacancy [5]. The performance could take several forms.
According to the cathedral typikon, chant could be performed as an alternation of a soloist
either with the full ensemble or with semi-choirs on both sides, based upon the model of
secular antiphonal singing. As described in the Sabaitic typikon, it could also be performed
as an alternation of two equivalent choirs, or even as an uninterrupted recitation along
with the meditation of the praying congregation. All modes of performance maintained the
essential parts: a) the soloists (psaltai), b) the central coordinator of the ensemble (mesos



or domestikos or domestikos ton psalton), and c) the side coordinators (domestikoi) of the
parts or choirs [6].

Depending on the space in churches the different groups of soloists and choirs occupied,
two phases in the evolution of Byzantine choirs are traceable: one connected to the
cathedral typikon’s gradual impoverishment and another resulting from the final

dominance of the Sabaitic (monastic) typikon. During the first phase (6th—12th century), a
corps of twenty-four salaried soloists (psaltai) chanted above and beneath the ambo. A
broader corps was positioned in the solea, the space serving as an extension of the
sanctuary (Tab. 1). This group comprised lesser clerics, including one hundred to one
hundred and sixty lectors (anagnostai), subdeacons, semi-monks and semi-nuns
(asketeria), and children or orphans. Along with them chanted an undefined number of
volunteers, usually called «the people» [7].

The data in the table for Hagia Sophia and its annexes, as well as the smaller-scale temple
of the Virgin Mary, located in the Palace of Blachernae, derive from the imperial legislation
of Justinian and Heraclius [8]. Data for the two churches of the Pantokrator Monastery

derive from its foundation document, compiled in the 12t century [9]. The Church of Our
Lady of Eleousa was open to citizens and residents of the monastery’s charitable
institutions (hospital, nursing home, baths, hotel, medical school). It was staffed with
secular, salaried clergy. The Church of Christ Pantokrator belonged exclusively to the
monks [10]. This church’s lack of psaltai or anagnostairelates to how monastic choruses
functioned. Their roles rotated, and the ecclesiarch appointed soloists daily or weekly [11].
Consequently, the remaining thirty-two non-ordained ekklesiazontes presumably served
as psaltai or anagnostai. An interesting point regarding terminology are the terms
laosynaktai and paradomestikoifor the same offikion [12] (‘function’) but within different
contexts, namely urban and monastic churches.



Imperial legislation (Novellae) Foundation Document

Justinian Heraklius DrM‘:‘::::;yr;ifhn“
(AD 535) (AD 612) (AD 1136)
CLERGY Saint Theodore of Sphorakiou | Blachernae Eleousa Pantokrator
S A L A R I E D STAFF Monks
: ; Ekklesiazontes
Clerical order Offikion 425 600 74 50
e Up to 50
Priests 60 80 12 8 6
Deacons 100 150 18 10 6
Deaconesses 40 40 6
Subdeacons 90 70 8
Psaltai 25 25 4 16
Anagnostai 110 160 20
Pyloroi 100 75 6
Domestikoi 2 2
Laosynaktai 2
Paradomestikoi 2
Kanonarchai 4 2
Orhpanoi emvathmoi-kandylanaptai 8
(‘ranked orphans, namely candle lighters”)
Orphanoi perissoi
«EmbEyectal pokomv ket drxoiovbiav, Omote O
ap1Bpog v Eufadumy opeaviv EAATNG YEvnTam
(*superfluous orphans, who will prosper according to
sequence whenever the number of ranked orphans is 8
lessened’)
Graptai 4

Tab. 1. Data of the salaried clerical staff per order or offikion
(see image in original format)

2th century [13], soloists were

In the second phase, which is distinguishable after the 1
gradually assimilated into the choirs occupying the two sides left and right of the space,

thus transforming the terminology in use. Initially, the choral ensemble was conceived as

one entity, called choros and it consisted of «the one» or «the other part». After the 12th
century and the shift from the central axis, the two parts were renamed «the right» or «the
left choros» [14]. The kanonarch, apart from reciting the texts, coordinated them from the
middle or by moving from one choir to its opposite [15]. Nevertheless, performance
instructions of the second phase describe that the right and left choros continued to gather
in the centre during the conclusion of specific liturgical units. Such is the case for the
Stichera of the Octoechos[16], the Amomos[17], the final verse ‘In wisdom hast thou made
them all’ («Md&vta év codia Emoinoag») of the Anoixantaria (Psalm 103, 28-35) [18], the Glory
to the Father-Both now and always (Aoéa Matpi-Kai viv kai asi) with the Theotokion in
Vespers, before the Entrance [19] and before the Dismissal [20], the last Trisagion [21] of

Vespers, the post-dismissal Kontakion [22], the Prokeimena (23] and the Great Doxology [24].
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These two phases resulted in mingling the choral and soloist repertoires, which had been
kept in separate musical manuscripts, as well as the addition of new compositions. Both
the Asmatikon manuscript (which contained the music of the choral responses to soloists
such as Hypakoai, Trisagia, Kontakia, Koinonika and various troparia) and the Psaltikon
manuscript (which contained the soloistic and highly melismatic parts of Hypakoai,
Koinonika, Kontakia, Prokeimena or Dochai, troparia and stichologia for the feasts of
Christmas and Theophany) were merged into the new manuscript type known as
Akolouthiai or Papadike[25]. Moreover, a consequent differentiation in garments is
traceable. In the first phase, white robes (himatia) and purple capes (phelonia or smaller
kamisia) prevailed [26]. The Roman Catholic Church preserved the combination after the
Schism of 1054. In the second phase, the Orthodox Church shifted to more oriental
garments, with embroidered sfiktouria, mainly in blue and red for the coordinators and
with pointed hats named skiadia [27].

In the following we will see that the different singers and choirs all had specific places from
which they performed, places that highlighted not only their visual presence but also their
specific vocal range and quality. Emperor Justinian and Heraclius had institutionalised a
grandiose choral system for the correspondingly oversized Hagia Sophia to obtain the
necessary sonic volume. It comprised voices ranging from the dark and profound
frequencies of the bass, ison-singers, named vastaktai («Baotaktai») [28], who had to
‘sustain the ison from deep’ («kpateiv Ao €k Babou¢») [29]; to the clear, female voice of the
asketriai («aokrjtplat») [30] and the penetrating range of the soprano children [31], The
choirs chanted on both sides of the central axis of the temple, past the fourth green marble

line, called «river». They stood in the approximately 500 m? solea - namely the space in

front of the sanctuary %21 The one hundred asketriai of Hagia Sophia chanted from a space
on the left of the sanctuary that connected with the rest of the building through a
colonnade. Thanks to the niche surrounding them [33], their sound was amplified.

oth

Already present in an anonymous description of the gth century under the term adousai

(«@douoal»), the specific term of asketriai («aoknTpLaL») appears in the 11t_centu ry version
of the typikon of the Great Church, the Hagia Sophia of Constantinople [34]. According to
the anonymous description, among the one thousand clerics of the Great Church, there
were one hundred chanting women living around the church in tents and forming two
asketeria[35]. There are two suggested explanations for the term asketeria: a) religious
institution such as monastery or nunnery and, b) institutionalised grouping of lay women
living under religious observance (or a «sorority») attached to a church or hospital, akin to a
late medieval western beguinage [36].



The chanting women were salaried semi-nuns living under the monastic rules of St. Basil
the Great, therefore mentioned as kanonikai (related to the western canonesses).
Justinian’s legislation regulated their monthly payment with the specific appointment to
take care of the deceased and chant during the burials [37]. In particular, they anointed the
deceased with myrrh and prepared the funeral decorations [38]. The female singers and
their professional association with funerals makes it obvious why the llth-century
Dresden, Sachsische Landesbibliothek, Gr. A. 104 of the typikon of the Great Church
incorporates them in the chanting of the Amomos (Psalm 118) [39]. In this version of the
typikon, they cooperate with the domestikoi, namely, the coordinator on the left and the
middle coordinator [40]. Because of their primary duty as part of the burial procedure, the
term «pupodopow» (‘myrrh bearers’) appears when referring to the semi-nuns chanting in
an urban church. Such is the instance from the typikon of the Holy Sepulchre of 1122 [41]

and of Antony of Novgorod, who saw them chanting near the prothesis of the Great Church
in the 13t century [42]. Near this exact spot, there was also the Gynaikites Narthex.

Constantine Porphyrogenitus (10th century) described the diaconissai (nuns introduced
into the clergy only after their fortieth year) standing in the Gynaikites Narthex [43]. Also,
the Dialogue Timarion referred to the alternating choirs of holy women and nuns that had
come to celebrate the matins of the feast of St. Demetrius in his own church in Thessaloniki

in the 12t century. The dialogue placed them in the same spot at the left transept of the
church [44],

For the soloistic parts with elaborate, kalophonic treatment, the eunuch-soprano
psaltail45] ascended the oversized central ambo. Its elevated platform was positioned
above the average person’s height, thus avoiding the sound-absorbing surfaces of the
congregation’s bodies. The existence of the skilled soloists chanting on the ambo during
the first stage is evident in the typika and in the musical manuscripts that preserve the
ritual of the cathedral offices. The soloist (monophonares) could be amplified by the two
assistants he was entitled to have, according to the domestikos Gabriel

Hieromonachos [46]. For instance, «avépxeTal 6 a’ PAATNG LETA KAl ETEPWV KO AEYEL
oUTwCe» (‘the first psaltes ascends with others and chants’) the three antiphons of the
liturgy. The rest of the psaltai standing beneath were referred to as «oi katw» (‘the below’)
and completed the antiphons by chanting the refrain [47]. The Jerusalem typikon of the
Holy Sepulchre, based on the manuscript Jerusalem, Monastery of the Cross, Gr. 43 (1122),
describes briefly the same practice. It only mentions that the psaltaiascend the ambo and
chant the antiphons [48]. Using different terms, but typical of the ritual of the Great Church

during the 10th

century, the monastic typika belonging to the Stoudite family or merely
bearing its strong influence distribute the chanting of the antiphons between the psaltai

and the people (/aos) [49].



In several cases, the voices of all of the psaltai or children (orphanoi) came from the cavern
of the ambo, referred to as their positioning area [50]. Their voices were amplified by the
floor of the ambo platform above their heads and by its silver vaults [51].

Despite its purely practical purposes, the central ambo also served as a means of
visualising the state and function of every member of the ecclesiastical hierarchy. During
chanting, only soloists may chant from the top of the ambo. The deacons (diakonoi), when
not involved in the reading of the Epistles and Gospels [52], the coordinators (domestikoi)
and their subordinate laosynaktai, were only permitted to ascend up to the third grade or

step («Babuida») of the ambo, according to a 15%-centu ry version of the typikon of the
Great Church [53]. Finally, lectors were allowed to stand on the second grade or step
provided they bore candles, according to this same typikon [54].

The first and second side coordinators (domestikoi) stood on the right and the left step of
the solea, the space in front of the sanctuary, facing the bishop. Every half-choir comprised
half of the lectors, divided into two categories: the higher and lower lectors. The ones who
had a certain offikion were referred to as «€okemaopévol», meaning that they covered their
heads with a type of hat. For the lesser lectors, the term dokemels (‘bare-headed’) was
used [55].

A practice vital for the performance was the kanonarch’s delivering of the chanted text [56].
Kanonarchs were always depicted [57] in front of everybody, the only ones holding a book.
They were sometimes represented on an unnaturally small scale and mostly beardless to
denote their very young age [58]. Their duty was to deliver a text, designated in the
manuscript between two dots, in the tone given by the central domestikos (mesos). The
side-domestikos showed to his choir the formulae with his fingers in a practice called
cheironomy, essentially making use of an unwritten “gestic notation” [59]. Together, they
both functioned as a living book for the choristers.

The kanonarch recited the text on the basis of the mode or tetrachord, following the initial
or short, intermediate intonations of the coordinator (domestikos). According to Raasted,
who followed Hgeg, intonations were either fully recorded in musical manuscripts or
chanted in case of a medial signature, serving as an abbreviation of the intonation. Raasted
connected medial signatures to medial intonations with the help of the red-lettered
confirmatory neumes written above the melody immediately after the medial signature. He
assumed that both kinds of medial intonations were chanted by the domestikos or a
monophonares simultaneously a) for the psaltes, who continued the melody and b) for the
choir who chanted the drone (isokratema). Furthermore, Raasted suggested that the ison
was only momentarily interrupted by the brief vocalization of the domestikos to restart at
the prolonged final note of the intonation [60]. Therefore, intoning was the source for the



practice of ison-singing, although ritual instructions did not literally dictate it. This solidly
documented theory essentially introduces ison-singing [61] as part of unwritten
performance practices. Moreover, it justifies the absence of any visible musical indication in
manuscript sources for many centuries.

Apart from the fact that ison-singing was practiced as part of the domestikos’s unwritten
contribution to performance, rubrics clearly demand the ison-singing when it comes to the
kalophonic treatment [62] of a chant. The late Byzantine musical manuscripts use the
following terms to denote the practice of keeping the ison (isokratema): «peta BaoTaKTOV»
and «0OA\ov BAOTAKTIKOV LETA 100U » or just «ioov». The first term is the more common,
indicatively traced in the chanting of the Great Doche of Vespers. In this particular case, the
scribe of the manuscript Mount Athos, Monastery of lviron, 973 defined the members of the
Byzantine choral system functioning as vastaktai, namely, the lectors and the rest of the
people gathered around this particular domestikos[63]. The expression «uetd Bactakt®Ov»
(‘with ison-singers’) appears during the chanting of a) the Theotokion Every generation (Ai
veveal mdoai) of the Amomos (641, b) the third sticheron Idiomelon of the Great Hours

Today He is born of Virgin (Sriuepov yewdtai éx Mapbévou) [65], ¢) the 23" stanza of the
Akathist Hymn Extolling your birth-giving (¥aAAovtég oou Tov tékov) [66], d) the verses of
Psalm 135 O house of Israel, O house of Aaron (Oiko¢ lopariA, Oiko¢ Aapwv) and Alleluia of
the Polyeleos[67] and, e) the Anaphonemata of the second stasis of the Koukoumas
Polyeleos[68]. In this last case, the rare quotation «6Aov BacTAKTIKOV UETA Toou» is also
used. The term «ueta ioou» is encountered during the chanting of a) the two Koinonika,
such as Praise the Lord (Aiveite Tov Kupiov) and [ will lift up the cup of salvation (lotrptov

owtnpiou) [69] and b) the Kratema of Manuel Chrysaphes in 41" mode [70]. Finally, the
quotation «ot 6& Aotrtol 10 Toov» is included in the Alleluia that concludes the Doxology of
the Polyeleos[71]. The appearance of rubrics related to ison-singing in late Byzantine
musical manuscripts does not mean the practice was initiated in these centuries, since
both the practice and the vocal range were already described in the typikon of the Holy

oth century) [72]. Rubrics only appeared as a clarification or expression of the

Sepulchre (1
specific intentions of the composer within the new kalophonic treatment of the older

repertoire.

Being in charge of both the melody and its drone, the central domestikos was sometimes
referred to as mesos because he was standing in front of the central ambo [73]. He had to
intone the appropriate pitch [74] and manage the rhythmical coordination by hand-
conducting [75] . Only he had the authority to choose which one of the twenty-four chanters
would ascend the ambo and chant as a soloist [76].



Like the building itself, the structure and function of the Hagia Sophia choir was the model
for both the smaller-scale choirs of lesser urban churches under the Patriarchal or imperial
authority (Tab. 1). Such is the recorded case of the smaller-sized basilica of Theotokos of
Blachernae, comprising four soloists and twenty lectors. Also, the Church of Theotokos

Eleousa in the Monastery of Pantokrator is indicative. Its foundation document of the 12th
century is enlightening because it provides numerical data on the functions, namely the
offikia of the choristers. In particular, it denotes the soloists (psaltai), the coordinators
(domestikoi), their subordinate assistants (laosynaktai), the kanonarchs for reciting the
texts, the graptaiwomen and the eight orphans (four salaried and four volunteers).

Though similar in their roles, choirs for palatine churches differed in terminology from the
Hagia Sophia ones. The description of the festivities of the Lord in the Palace in the

historical narrative of Pseudo-Kodinos of the 141" century gives a detailed account of such a
choir. Its right coordinator was the protopsaltes; the left was the domestikos. The central
coordinator, called maistorand the palatine soloists (psaltai), were dressed in red,
following the Old Testament David and his chanters [77]. One can see this in the famous
marginal miniature of St. John Koukouzeles, where the palatine maistoris dressed in a red
garment with golden sleeve embroideries, before fleeing to Mount Athos and becoming a
monk [78]. The palatine choros also had its group of lectors, divided into two semi-choirs

4th

and dressed in white [79]. They were depicted in the Lesnovo Monastery (mid-14'" century),

ranging from the beardless young lector to the oldest, with his long white beard [80].

Apart from distribution among members of the ensemble and their position in space, ritual
instructions of musical manuscripts and liturgical typika as listed below incorporate subtle
and detailed vocal designations. A variety of terms function as interpretative instructions,
such as dynamics - ranging from fortissimoto piano(a, b, ¢, d, f, g, h, i), choice of register
(d, e, g, k) or tone (i, j), tempo (d, i), and recommendation to use the drone (k). They even
remind or describe the appropriate inner attitude of the singer (i) [81]. For example:

a. «kpadovtac ék y ' PETA KpavYFiG ioxupdc» [82] (‘cry out with a powerful outcry’), «peta
Kpavyfi¢ loxupdc kpdlovtoc kai petd péhouc» [83] (‘cry out with a powerful outcry and
melodically’), «tol Aaol kpaldvtwv» [84] (‘the people shout’);

b. «€KBoRVTOC TO KUpLE EAENCOV EK Y ' UETA KPAUYIG LoXUPAS, [...] 6 8& EKKANOLAPXNG
HETA TO TEAOG TAG Y ' KPAUYHG Kai odpayiocws apa mavTl Tk Aak apxetatl To Kipte
ENENOOV OUAAWTEPOV HEV TPAXVUTEPOV &€ [...] TTAC 0 AAOC TAG PWVAG KOVWOAUEVOS
Bodv &pxovtart» [85] (‘exclaims Kupte éAénoovthree times in a loud voice. [...] After the
end of the third shout and signing of the cross, the ekklesiarches along with all the



people begins Kupie EAénoov, quite gently but still quite emphatically [...] all the
people joining in the utterances begin to shout’);

C. «avappoolvTeg TNV dwvhyv, PaMopev» [86] (‘raising the voice, we chant’), «avappoel
TOV otixov OPnAdTepov» [87] (‘raising the verse higher’);

d. «yeyovwTépa wvi [...] peyarodwvwg kai peTd péAoug» [88] (‘with a sonorous voice
[...] loud-voiced and tuned’), «6 SouéoTikog yeyovwTtépa nxilew» [89] (‘the domestikos
intones sonorously’), «yeyovwTépa Ti dwvi], 0 SouEoTikog am’ £Ew €ig
SimAaopov» [90] (‘with a sonorous voice, the domestikos chants an octave higher’),
«YEYOVWTEPQA T PwVij St Ta StmAdopatar [91] (‘with a sonorous voice for the
octaves’), «<HeYaAOPWVWE KAl LETA péEAoUC apy®c» [92] (‘loud-voiced and tuned,
without haste’ [93]);

e. «0 AOPEOTIKOC HETA TRV BaoTakT®V ATT £Ew StAAopOC [...] €i¢ TOV 0w SIMAACHOV ol
oMot aro xopol» [94] (‘the Domestikos [sic] with the ison-singers in the upper octave
[...] everybody chorally in the lower octave’), «0 S0UE0TIKOG AEYEL TIAVTAG TAG APXAS
€€w» [95] (‘the domestikos says all the beginnings in the upper octave’), «t0 a0To &l
BoUAel €imté kai £ow kat €Ew» [96] (‘the same, if you wish, say it both inside and outside
[both in the lower and upper octave]’);

f. «<o0 Aoal &€ dpeileTe Aéyelv Ton dwvi, tva PN kKataBpovt@vratl UV at akoai Kai
TOV AKOVOVTWY, AMA pia APXETW TS AkoAoubiag Kai T dpwvig, kal at Aotrai
akolouBeitwoay €miong x0aparwtépa pwvii» [97] (‘not everyone ought to chant
equally, so that our hearing and the listeners’ are not thundered down, but one [of the
nuns] should lead the office and the voice and the rest should follow her in a lower
voice’) [98];

g. «PaMwot £€w 6ol Tolito, 00TwWE dpya Kal ioa» [99] (‘everybody chants this in the
upper octave, without haste and equally’);

h. «f] é&kkAnotapxlooa 1ol EEaPaApou ATapEsTal oXoAaiwS TE Kai TIPOCEKTIKWE Adovoa
a0TO Kal NoUXw UTadovoa T pwvi, 1v’ Exolev AkoAoubelv auTi] at Aotrai
ATPOOKOTIWE Kai ATAavic» [100] (‘the ekklesiarchessa begins the hexapsalmos
chanting it slowly and carefully, in a way of accompaniment with a gentle voice, in
order that the rest [of the nuns] follow her without any difficulty or mistake’);

i. «OUXWE KAl EDTAKTWC, €K TPITOU Kai Apy®§ TO TIPRTOV XaunAd, To Ssutepov
oPnAWTEPOV Kai Tpitov péon» [101] (‘gently and well-disciplined, three times, the first
low, the second higher and the third in the middle’), «fouxa kal dpyd, peta maong

TIPAOTNTOG, Pobupiac kai ebAaBeiag [...] kai to y°¥ péon pwvhv» [102] (‘gently and



without haste, with all gentleness, willingness and reverence [...] the third in the
middle voice’), «paAbaki] kal ouXw PwVi, 10’ 00 TWES SEVTEPOV AVWTEPOV TIPOG
OAiyov» [103] (‘in a soft and gentle voice, and then the second higher for a while’);

j. «€i¢ loag péong dwviig» [104] (‘the initial tone in the middle voice’);

k. «avadwvnua S§e€16v- dAov BacTakTikov petd ioou» [105] (‘right anaphonema with
drone sustained to the end’), «Gpxovtal Ta Avadwvnuata, LETA BACTAKTOV: O SE10G
SouEaTikog, AT’ £€w» [106] (‘the anaphonemata begin with ison-singers, the right
domestikos in the upper octave’).

Especially the above-mentioned vocal instructions are a precious source for our
understanding of the multiple, complex and demanding performance practices of the
hierachically organised Byzantine choral ensemble, positioned in concrete parts of the
space with distinct roles. Moreover, the presence of this variety of vocal instructions within
manuscripts suggest that choral ensembles were systematically trained with conscious
vocal skills, as will be shown in what follows.

Professional Music Education

Based upon the above-mentioned indicative specifications that demand a high vocal
control, one wonders about the training of the future salaried chanters and chantresses.
The assumption of a solid, demanding and systematic training becomes plausible when
considering the prerequisites for one to be a «perfect chanter» («<téAelov Ppdaitnv») [107] or a
«perfect teacher» and «composer» («618A0KAAOG WV TEAELOG AOLTIOV TIOLNTW TE TIOLATA KAl
vpadETw Kat SidaokETw») [108], They were enumerated respectively by Gabriel
Hieromonachos, himself a domestikos, i.e. coordinator from the Constantinopolitan
monastery of Xanthopoulon, and Manuel Chrysaphes the lampadarios, the left choir
coordinator of the Palace. Both their theoretical treatises come from the same period, close
to the Second Fall of Constantinople in 1453.

Though deriving from different environments, monastic and courtly, they almost coincide.
The lampadarios Manuel and the monk Gabriel agree that one has to be able to: a) write
down everything one knows how to chant without needing to look it up in the book, b)
compose melodies, and c) write down and chant whatever melody one hears, that is, to
take dictation [109], In their final prerequisite, Manuel and Gabriel differ. Manuel points
towards a deep knowledge of the repertoire and the composers’ compositional
idiosyncrasy when asking the future teacher to be able to judge the quality of a work and to



recognise the composer only by listening to a work [110], In contrast, Gabriel is the only one
among his peers pointing toward the notion of talent. He concludes that for the chant to be
excellent and beautiful, it needs to be granted by nature [111],

Gabiriel, a conductor himself, further elaborates on vocal issues. He is concerned about the
quality of the performance, both choral and soloistic. Gabriel mainly adresses problematic
voices and their effects on chanting. In his instructions to the soloist («povodpwvapng») who
will chant kalophonically and the criteria for the selection of his two assistants («Bonfoi»),
Gabriel uses specific terms, both descriptive and evaluative, to contrast voices ‘fit for
chanting and nice’ («pwval émtrdial kai kaAai») to those only close to the pitch,
discordant and nasty, ill-sounding («tapnxwv [...] kai kakodwvwv»). Gabriel also
enumerates the specific characteristics of the bad voice such as ‘faster than needed and
like a stone or weak and slack’ («taxutépa o0 S€0vTog Kal TIETPWONE N AcOeVN Kal
KEXOAQOUEVN»). Based upon the possible dangers for the quality of the performance, the
choirmaster Gabriel suggests to the soloist (monophonares) not to choose assistants with
problematic voices because he, too, risks being carried away. Moreover, he considers that
such a chanter should be expelled from the chor’al ensemble because his voice risks
harming everybody unconsciously, drawing them away from the proper pitch, either
upwards or downwards [112],

Gabriel manifests a deep understanding of both voice and choral conducting. He is also
concerned about unconsciously departing from the pitch initially set by the choirmaster.
Gabriel calls the phenomenon «avépxeaBat | katépxeobat AUAG AeANBOTWGS»
(‘imperceptibly go up or down’). He attributes the problem to two factors. One has to do
with discordant choristers, and the other with the very nature of Byzantine intervals.
Gabriel declares that the step interval is subdivided into two and three parts. He admits
that if they only chanted with integral intervals and not “corrupted” («dkepaioug Kai pn
SlepBapuevag»), the phenomenon of imperceptibly going up or down would not occur.
Since they chant the half and one-third of the one-step imperceptibly, these halves and
thirds of the one-step interval combined into whole steps cause the departure from the
pitch. Without further explanations, Gabriel also admits that the phenomenon happensin
every mode, but that some of them are particularly prone to it [113],

Gabriel’s overall understanding of the voice makes the voice requirements of the musical
manuscripts seem part of a hidden, yet wide and deep concern for vocal training. Indeed,
many aspects of the systematic training of chanters are revealed thanks to the detailed
description of the educational activities taking place in the narthex and the galleries of the
later demolished imperial Church of the Holy Apostles in Constantinople [114]. In 1200,
deacon Nikolaos Mesarites presented three distinct stages of the learning process (little



children, lads and young men). All three stages are practical but differ in the degree of
awareness:

ExelBev 1601¢ ¢ Tpog Suounv PaAtwdolg oLV ALl VNTILOXOLS oxXeSOV Kal LTToPeMI(oVaLV
Kal TAg ONAfig apTiwg amoomaoBeioly, ol kal dvolyouolt oToua kal AaAolot codlav kal
kaTapTi(ouatv aivov TG TAVTWY BacIAel kal Oe@ kal Tolg ayiolg adtol Tolg Ekelvou
TIOATEIQV LIUNOALEVOLS KAl TA TTabnuata. Mikpov TTaplwV UEIPAKIOLG EVTUXOIG OUV
VEQVIOKOLG, ApTL TOV pelpaka apapelBouoty, ebpubuov HEAOS Kal CUUGWVOV Gppoviay €k
GAPLYYOG, EK OTOUATOC, K YAWTTNG, K XEIAEWY, €€ OOOVTWY TIPOTIEUTIOUOLY, VWUDCLY
o0TOl Kal XETpa TTPOC GwV@V Kal AXWV EElowaly TOV ApTIpabi] xelpaywyoloav olov Tod un
100 ouvTovou £€oAloBalvelv kKak TolU puBLOT KaTaTmTE NS’ €K TS CULPWVIAG EKVEVELY
Kal dlapaptavelv tol éppeholc [115]

(‘There, towards the west, you may see hymn-singers with little children, almost infants,
who lisp and have only lately been taken from the breast, who open their mouths and utter
wisdom [...]. Going on a little, you will find lads and young men who have just put away
their boyhood, sounding forth sweet melody and harmonious songs from their throats,
their mouths, their tongues, their lips and their teeth. These beat the time with their hands
in order to keep the voices and the melody in time and train the beginners, so that they
may not slip away from the melodic line or drop out of the rhythm or fall away from the

other voices or sing out of tune.’) [116)

Combined with the seven «ages of man» [117] from the fourteenth-century manuscript

Mount Athos, Vatopedi Monastery, 1203 (fol. 8"), the Mesarites provides us with conclusions
about age limits, the instructors and the teaching methodology per level. Additionally, his
narrative related to the period before the First Fall (1204), attests to the multi-year
apprenticeship necessary for chanting, which seems to have lasted from five to forty-four
years.

If taking the Mesarites’s narrative of a multi-year apprenticeship and training as a fact, one
wonders: at what age would a trainee be eligible for a salaried post as a member of the
choral ensemble? Or did the trained chanter become professional only after completing the
three training stages, namely after forty years? Justinian’s legislation is definite. According
to Novella 123 from the year 546, one may not be ordained as a professional lector before
the age of eighteen: «We permit no one to become presbyter below the age of thirty years,
nor a deacon or subdeacon below twenty[five], nor a reader below eighteen» [118],
Consequently, thirteen years of training were prerequisites for becoming part of the choral
ensemble.



Apart from age limits, the same Novellademanded literacy: «We do not allow clergy to be
ordained unless they are literate» [119], Nevertheless, one year before the inauguration of
Hagia Sophia, Justinian had defined the exact high literacy levels, along with the number of
clerics to be paid by the imperial treasury. Novella 6 from the year 535 determined: «[...] we
decree that the most reverend clerics [...] are, of course, to be well-attested and,
necessarily, literate men; we absolutely do not wish any illiterate person to hold any
position in the clergy whatsoever» [120], The Greek text uses the term «&motruovag» [121],
the one which defines the protopsaltes or psaltes a’[the first among the psaltai] and the
psaltai, according to the Stoudite typikon of Messina of the year 1131. They were
characterized as such because they were skilled, trained and experienced enough to chant
the highly melismatic Hypakoe and Kontakia[122],

Therefore, when combining data on the trainees and the prerequisites for becoming a
salaried member of the choral ensemble, it becomes obvious that both statuses co-existed.
After the first thirteen years of training, one would be eligible for a professional position
and simultaneously continue a life-long chanting education, as shown in the paragraphs to
follow.

According to the narrative of Mesarites, there were three distinct stages in the training of
church musicians:

A. Stage 1 — Imitation: The first level commenced immediately after the cessation of
breastfeeding at the age of five, when school life began, according to St. John Chrysostom
[123], This first stage lasted at least seven years, depending on the age of voice mutation,
and used imitation as its core method. The end of voice mutation was the criterion for the
transition to the second level of education, as inferred from the phrase «apTL TOV pelpaka
riapapeiBouctv». The term «peipad» attributed effeminacy to a man [124] so that the
phrase used by Mesarites can be translated as ‘to have changed the effeminate features in
particular’. The soprano voice of the boys before it mutates in puberty is of such a
“feminine” quality [125],

According to Mesarites, the first stage seems to have involved only the imitation of
psaltodoi, as he calls those who deal with young children. It is no coincidence that he used
the terminology of the Old Testament to refer to the Byzantine psaltai, that is, those who

chanted the more complex and embellished parts from the ambo. In the 7th century,
Maximus the Confessor had given the term specific evaluative content when he contrasted
the Old Testament psaltodoito psaltai, who knew no theory. Instead, the psaltodoi could
pleasingly use their theoretical background to guide the faithful to spiritual
understanding [126], Notably, Byzantines assigned their best to train the newcomers and



prepare them for succession of the elders. Given that the royal clergy staffed the Holy
Apostle church, the palatine psaltai were possibly responsible for this stage of education.

The first stage was exclusively based on sensory cognitive processes. Both the prefix O0-
and the verb itself -QeM\ilouat give a clear picture: together, the children lisped in a low
voice what the psaltodoi chanted. The low volume (010-), interpreted as sotto voce, was
essential since it allowed children to listen while simultaneously singing along. In
particular, this listening without any explanations and thinking, combined with the effort to
conform while lisping (-@peMilouat), subconsciously imprinted to the ear the repertoire
with its intonations, intervals, ambitus and formulae[12T].

If we also take into account that, according to the commentator on the sacred canons

Theodore Valsamon, the chanters were eunuchs in the 12th century [128] another
characteristic of this stage becomes clear. The process became more accessible for the
children to follow and imitate a voice of the same vocal range as a soprano.

B. Stage 2 — Conscious learning: The second stage began after voice mutation and lasted
until age twenty-two. The second part of the training procedure involved systematic
training in orthophony. Mesarites, for example, enumerated the vocal cavities and the
central systems of the human body that are involved in the phonation: pharynx, mouth,
tongue, lips and teeth. This indicates that students were trained to use them consciously.

After all, the ancient Greek awareness of pronunciation continued to be discussed among
the Byzantines. The Roman imperial period had handed down specialised types of training,
called «pwvaokia» (phonaskia) to preserve and improve the voices of professional singers,
actors and orators [129]. Dionysius of Halicarnassus, a teacher of rhetoric, described the
production of each vowel within the oral cavity.

a0TOV 0 TV HOKPGOV TIAAY EDGWVOTATOV HEV TO -@, OTAV EKTEVNTAL AEyETAL VAP
AVOLYOUEVOU TE TOU 0TOUATOC ETTL TTAETOTOV KAl TOU TIVEUHATOC AVw GEPOUEVOL TIPOC TOV
00PAVOV. SEUTEPOV OE TO -1, SIOTL KATW TE TIEPL TNV BACLY TFAG YAWTTNG EPeldeL TOV N)XOV
AN 00K AVw, KAl LETPIWE AVOLYOLLEVOU TOU OTOHATOG. TPITOV 8€ TO -w 0TpodUAIleTaL Yap
£V aLT® TO OTOUA KAl TIEPLOTEMETAL TA XEIAN TNV TE TTANYNV TO Tivelpa Ttepl 1O
AKPOOTOLOV TIOLETTAL.

(‘Of the long vowels, again, ais the best sounding, when it is prolonged. The reason is that
itis pronounced with the mouth most widely open and the breath moving upwards
towards the palate. Second is e, because it presses the sound (ekhos) downwards around
the root of the tongue, not upwards, while the mouth is opened only moderately. Third is
0, because the mouth becomes spherical when pronouncing it, draws the lips together

and the breath [generates the sound by] striking around the edge of the mouth’.) [130]



Within the notion of orthophony, Meletius the Monk elaborated on the use of each specific

[131] Similarly, Theodore Stoudites advised the kanonarch to use his tongue as

vocal cavity
a «TANKTpov» (‘plectrum’), essential in instrumental music to pluck the strings. This
comparison clarified his instruction for rendering the dental consonants distinctly, namely
by hitting the tongue on the teeth [132]

Training future chanters in articulation is an inherent, yet concealed part of the Mesarites’s
narration. According to Beatrice Daskas, Mesarites deliberately described the musical
training in the Holy Apostles church immediately after the training in rhetoric and the
specific exercises it involved. After all, training in rhetoric took place in a space of the
colonnade next to chanting. Mesarites himself admitted how close speech and chanting
were, since «disciplines of language are closely connected [to music] for their attention to
the phonic and aural aspects of verbal composition» [133]

C. Stage 3 — Mutual teaching: During the second level, the students, referred to as
«pelpdkia» (‘lads’), worked with the «veaviokow (‘young men’) of the third level [134], These
neaniskoi consolidated their own knowledge by serving as guides for the younger

trainees [135], In addition to vocal training and the proper use of vocal cavities, the older
neaniskoiintroduced the meirakiato using gestic notation, when conducting them with
their hand («vwu®otv o0Tol Kal Xeip»). In particular, the neaniskoi showed the meirakiathe
exact movement of hand and fingers corresponding to musical phrases (formulae) already
known by heart. They also showed them how to coordinate each other in rhythm and pitch,
using their gestures. According to Mesarites, knowledge of the cheironomy would prevent
them from slipping away from the proper pitch, rhythm and unison. Without the
cheironomy, they would lose the melody altogether. Movement systematising and
rationalising the already imprinted auditory experience in both the second and third stages
enhanced memory. Consequently, hand movement resulted in enriching the multi-sensory
perception of the musical material.

Gestures were not only a didactic tool but a life-long aid for every member of the choral
ensemble. The choirmaster mentioned above, Gabriel Hieromonachos, refers to this exact
gestic notation used by psaltai of the ambo when chanting solo parts, referring to the
practice as «<kahodpwvia» (‘bel canto’ [136]). He claims that they ‘chant better’ («kpeittov
adouot») when they move their hands because cheironomy helps and guides them. He also
draws parallels with those engaging themselves in an argument. Accordingly, they become
more creative when they move their hands and even their entire bodies. Gabriel also points
to its benefits during choral performance, when everyone looks at the domestikos’s hand,

given that cheironomy is practised solemnly [137]. As late as the 17th century, this gestic
notation was still in use. The Dominican monk Jacobus Goar was an eye-witness of a choral



performance under the cheironomic guidance of the central coordinator in the Greek island
of Chios, and he also highlighted the rare use of books during the performance of Greek
choirs [138].

D. Life-long training: Although Mesarites described a three-stage musical education for
professionals lasting for almost forty years, the art and science of chanting seemed to be a
lifelong learning process. The suggestion is attested by the interpretation of a miniature
from the manuscript Mount Athos, Koutloumousiou Monastery, 457, dating from the

second half of the 14t century [139]. The miniature depicts loannes protopsaltes the
Glykys, with protopsaltes Xenos Korones and maistorloannes Koukouzeles. In the first
folio, they are mentioned both as Glykys’s students and as his successors [140]. All three sit
on imaginary stools like the young students of the Holy Apostles did. According to the
inscription between the hands of Glykys, the miniature depicts a learning process. In
particular, Glykys trains (pavBavwv) Korones and Koukouzeles: «lw[avvng] o’ q)d7\| ™ne

) | Havoavwy tov K0| pwVij K[al] TOV Kou | KoUZEANV». According to the inscription of the
miniature, constant study concerned even the salaried, well-trained and experienced
professionals responsible for coordinating the complex Byzantine choral system.

In the image, the two chanters on either side of Glykys cheironomise the formulas of the
ison and oxeia, holding small musical manuscripts in their other hand. As we can see, these
manuscripts serve as a mnemonic aid until they learn the sequence of formulae by

heart [141], Glykys, functioning as a mesos and having a staff lying on his knees, coordinates
them from the middle by making the cross sign with both hands. This cross sign is, for
instance, described in performance instructions of the Trisagion, in a fourteenth-century
Vatopedi musical manuscript [142]. Before the Glory to the Father, the domestikos or
(according to a Sinai manuscript [143]) the Mesos, having given the blessing (e0Aoyrjoac),
intones the Glory to the Fatherfor everybody to chant.

The presence of the mesos (‘teacher’) conducting the effort of the domestikoito memorise
from their musical manuscripts symbolises the two factors co-existing during the process of
learning how to chant. That is, the cooperation of gestic notation, or later written tradition
with the oral one, only transmitted through the teacher, as authorised by the church. His
authority, being on the top of the hierarchy, is evident, thanks to the smaller size of his
pupils, depicted near his feet, while he sits on the top of the triangle. Finally, the miniature
is interpreted as evidence for the interconnection of the training procedure between the
exclusive training within a separate institution and the constant learning and consolidation
within the choral system.



Conclusion

In search for evidence related to Byzantine monody, its performance and training and their
perpetual relation, | have examined fragmentary evidence from ritual instructions of
musical manuscripts and typika, theoretical treatises, historical narratives and
iconography. Chanters and chantresses formed the Byzantine choral ensemble named
«choros», with interdepending members of various ages. The terminology denoting them
varied according to the sources and the church they served. Depending on their rank and
function, choristers were allocated to specific spaces of the church and assigned related
movements. Apart from alternation of solo and choral parts, Byzantine performance
practices included sketching the melody by the gestures of the side coordinators to remind
the choristers what they already knew by heart, as well as intonations and the derivative
ison-singing along with rhythmic coordination, mainly from the central domestikos. We
have also seen how detailed some of the treatise authors like Gabriel Hieromonachos and
Manuel Chrysaphes look into vocal technique and even into the inner attitude of the
singers while performing.

Moreover, apart from chanting, the interdependent members of the choral ensemble were
solely responsible for preparing their successors through a life-long systematic training
beginning from the age of five. Although professionals from the age of eighteen, choristers
still took partin training procedures. Consequently, Byzantine choral ensembles integrated
the dual notion of a performing and educational entity. Taking these conclusions as a
starting point, scholars should reconsider Byzantine historical narratives, vitae of saints
and iconography, which will likely provide further data on the performance practices and
training of Byzantine chanters and chantresses.

Documents annexes

Tab. 1. Data of the salaried clerical staff per order or offikion
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