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Abstract

There is a clear and abundant evidence to suggest that Vasilis Tsitsanis (1915-1984)
was a well known songwriter, bouzouki virtuoso, lyricist and singer both in Greece
and abroad. The evaluation of his work reveals that he remains a key figure in the
history of Greek popular music. Vasilis Tsitsanis as musician and composer was an
innovator, his musical roots in rembétiko being transformed through his creative
effort is said to have led to the development and establishment of the modern laiké
style. An analysis of Vasilis Tsitsanis's commercial recordings does indeed reveal
aspects of his unique contribution as both performer and composer. However, the
analysis also reveals the development of a style that was to have a major impact on
the history of Greek popular music. Situating Tsitsanis's work in the context of
broader social and political developments in Greece, this thesis is the first in-depth
analysis of Tsitsanis's musical style with a focus on songs found on his commercial
recordings, from 1936 to 1983. Research on the recording career of Vasilis Tsitsanis
not only reveals information regarding his own music, which is in itself important
alone given the contribution he is said to have made by rembétiko scholars, it also
sheds light on more general issues regarding the Greek popular style that have been
previously neglected.
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Notes on Transliteration

Although I used the transliteration system suggested in the style sheet of the journal of
the Modern Greek Studies Association (JMSGS),* I have made some changes owing
to the fact that | located some transliteration problems in this particular style which
are explained here. I should underline that the point of my transliteration is the
pronunciation and not the orthography/spelling of the words, something that seems to
be impossible for any language. However, we can succeed in being as close to a
word’s pronunciation in its original language as possible. This can be achieved by
using correctly the available alphabet of the language into which it is being
transliterated, or by figuring out new ways, like the usage of the accent and by
combining some letters. A comparison between JMSGS’ transliteration system with

mine follows (Table i).2

! See http://mgsa.org/ for the Modern Greek Studies Association and http://mgsa.org/pdfs/jmgsstyl.pdf
p. 11 for the transliteration rules.

? Table i contains only the differences between IMSGS’ system and mine.
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Greek English letter Examples TW.TBTGS? English letter
letter (as in the IMGS) (as in this thesis)
I,y G, g (before a,0,u and gamos, megalos VKOO, HeYKGAOC” Gh, gh®
consonants)
Y,y (before i,e) yinete, yéros yiveron, yépoc®
A, d D,d dromos, podi VIPOLOG, TOVTL Dh, dh’
X, % Ch, ch (if phoneme has | scholio, chroma okoAeio,? kphpa H, h
long been known in
English this way and
after s)
H, h (otherwise) ¢ého, hano éxo, YoV
Ty, vy Nk, nk (before a,0,u sinkaritiria, ankos GUVKOPNTAPLDL, VKOG Nh, nh
and consonants)
O, ot Oi, oi anthropoi, schoini, avepamot, oxowi, toiyoc® | I, i
toihos
Mmr, ur | B, b (initially) belas, béra UIEAGG, HTOpOL B, b (initially and
sometimes medially
as well, depending on
the pronunciation of
the word™")
mb (medially) koumbi, kambana KOLWTE, KOpavo,
At o Al, ai kai, aima Ko, aipa® E, e

Table i: Comparison between JMGS’ transliteration system and this thesis’ system

® Transliterated word transliterated back to Greek. If the transliteration is correct, then the original-

Greek word should come up again.

* The words in Greek: yduoc and ueydloc.

® I hereafter suggest the letter combination ‘gh’ for the Greek ‘y’ which sounds like the ‘y’ letter in the

word ‘yesterday’.

® This one could possibly work. For example, the word ‘yesterday’: the “y’ letter in the beginning

sounds like the ‘y’ letter of the Greek alphabet.

"I hereafter suggest the letter combination ‘dh’ for the Greek ‘8’ which sounds like the ‘th” in the word

‘this’.

8 If it is to write down the word ‘school’ using Greek letters then that would be oxovl. The correct

pronunciation of the Greek word gyo/sio, using the Roman alphabet, is sholio.

° Again, here, the word in Greek is ovyyapnuipia and éyyoc. The combination of ‘yy’ is something

close to ‘vy’ but not ‘vik’.

19 As stated above, the real matter here is the right pronunciation and not the orthography of the word.

Therefore, there is no need to ‘imitate’ the Greek spelling by using the ‘oi’ for the Greek combination

of ‘ov’, simply because the pronunciation would be the same.

1 Taking for instance the word umouréoa (see song tis babésas to ghliké fili, Odeon GO 3850 - GA

7416) we note that the pronunciation in Greek does not include a double-extended ‘y’. This is

relational, of course, because the letter ‘b’ includes an ‘m’ in its sound.

12 5ee n. 10.
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Tsitsanis Electronic Database Access

A demonstration and analysis of the database can be found at the end of Chapter 1.
The Uniform Resource Locator (URL) of the Tsitsanis Electronic Database (T.E.D.)
is: <www.tsitsanis-database.com>. The information for logging on to the database,
after clicking on the ‘ENTER TSITSANIS DATABASE” is: application: tsitsanis-
database; user name: examiner; password: 12345. After the log-in page, one has to
click on the upper left on the word ‘tables’ and then on the word ‘songs’. After this,
the general table of the songs appears. There are two possible actions: click on the
eye-button on the left of each song in order to view information on the song, or press
the ‘search/filter’ button which is located at the centre-top of the table in order to
apply a filter. Finally, it should be mentioned that the database’s word length is
approximately 30,000 words.
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Chapter 1
Aims of This Thesis

Tsitsanis lives on...

The creation of the Tsitsanis Museum in the city of Trikala, the prize won from the
Music Academy Charles Gross in France in 1985, the first pan-Hellenic Tsitsanis
conference, the book and homonym theatrical play ‘Ouzeri Tsitsanis’, the concert of
George Dalaras in the famous concert hall ‘Mégharo Mousikis’ in Athens, the use of
the instrumental song Néo puvépe® [néo minére = new minor] in the Woody Allen’s
movie Mighty Aphrodite (1995) and the foundation of the Cultural Music Society
“‘Vasilis Tsitsdnis’ are events that verify all the claims regarding the significance of
Vasilis Tsitsanis’s work, and the fact that it is still considered by rembétiko
enthusiasts, academics and the people to be a national treasure. In the opinion of
academics, Vasilis Tsitsanis made a fundamental contribution to the development of
Greek popular music.? Moreover, he features in scholarly accounts of the
development of Greek music, namely the creation of the new laikd style [urban
popular] out of the older rembétiko.® The evidence to support such a claim, which will
be examined and tested further in this thesis, can be sought in the following: 1)
Tsitsanis’s large recorded output (more than 550 commercial recordings) and his long
recording career (1936-1983).* 2) Evidence shows that he was well respected by his
colleagues. Throughout his long career he co-operated with some of the most
significant popular singers and musicians of his time many of whom (as evidence
shows) became known after recording a song by Tsitsanis. 3) According to the chart
sales that were kindly granted from his family, as well as other sources, such as
contemporary CD album-collections, the popularity and the sales of his songs were

significant. Figure 1.1, Figure 1.2 and Figure 1.3 represent pages from selected chart

! Columbia 7XCG 1419 - SCDG 3129, recorded on March 27, 1962.

Z See for example: Conway Morris 1980: 83; Manuel 1990: 134; Pennanen 1999: 25-6, n. 7;
Kallimopoulou 2009: 26; Holst 2006: 14 and 65-6.

¥ Regarding the two genres (rembétiko and laik6) see also Morris (1980); Manuel (1990: 127);
Pennanen (1999). Both styles are examined later on in this chapter.

* According to a rather rough research I did, based mostly on the archive found in Maniatis (2006),

Tsitsanis’s recording output is one of the larger in Greek popular recording history.
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Vasilis Tsitsanis’s songs form part of the core repertoire of Greek popular music: one
only has to listen to the output to realise that his work bridges both rembétiko and
laiké styles and it is claimed that he contributed in fundamental ways to the
development of both genres. Moreover, of vital importance for this thesis are the
changes in his approach to songwriting — which can be heard as his recordings

progress — because, as evidence further suggests, other songwriters begin to follow



this new style.

Based on the above, key issues and questions arise, given the potentially
fundamental and far-reaching significance of Vasilis Tsitsanis’s work. Despite the
quantity and claimed importance of his recorded output, it is surprisingly scattered
and understudied. An in depth analysis of his musical works and compositional style
has not been conducted. Furthermore, a thorough contextualization of Vasilis
Tsitsanis’s recordings with reference to wider, musical, social and cultural
developments is absent from the literature. There will be some attempt to address the
wider significance of his work in this thesis. Finally, various important and potentially
far-reaching claims about his work have yet to be fully examined and verified, such as
the development of the chordal harmony,” the new role of the singers, the re-
determination of the role of the bouzouki and so forth.

This thesis is, therefore, timely and important in several ways, and makes its
original contribution by offering a study of Vasilis Tsitsanis’s recorded output which,
it is argued, provides a key to the unlocking of a number of musical, historical and
socio-cultural issues pertaining to Tsitsanis’s role in the development of Greek
popular music. In attempting to do just that, this thesis represents the first academic
study to collate and synthesize a great deal of information about Vasilis Tsitsanis and
his career in the context of the development of Greek popular music. It provides an
analysis of his compositional technique from every period in his recording career,®
involving consideration of the ensemble and vocalists he wrote for, and the various
structural elements which can be used to identify his style.

The key aims and objectives of this thesis are: 1) to provide a database of
Vasilis Tsitsanis recordings; and 2) to transcribe and analyze selected recordings
throughout his career (charting structural, instrumental, textural, timbral, rhythmic,
harmonic and modal changes). Through these analyses the identification of the
elements that determine and identify the development of his musical style will
become easier and clearer. Finally, the identification of any major changes in his
musical style (with reference to musical, historical, social and cultural contexts) will

put things in order with regard to the development of the Greek urban folk/popular

® The term ‘chordal harmony’ has been taken from Pennanen 1999.
® The recording periods of Tsitsanis recording career, as well as the reasons for this particular division

are examined further below in Tsitsanis Electronic Database section.



genre. The key research question is: if significant musical changes can be identified in
Vasilis Tsitsanis’s recordings, do they represent not just a change in his own style but
the transition from rembétiko to laikd, that is said by rembétiko enthusiasts to be
embodied by his work?

The entire thesis is, therefore, built upon some critical research questions that
have wide significance for the study of Greek popular music. Through a thorough
consideration of the material collected I will provide a critical assessment of the
evidence in order to provide a better understanding of complex and long-standing
issues that have been troubling musicians and musicologists in Greece and elsewhere.
Some of the key questions here are: is Tsitsanis’s music in a style or even genre of its
own? What does an analysis of Tsitsanis’s music reveal about the boundaries of
rembétiko and the newer laiké style? What are the differences between the way
Tsitsanis used the Greek popular modes and the way other songwriters used them?
Was he the one who did the arrangements of all of his songs? What are the crucial
differences between Tsitsanis’s songs and rembétiko songs before him? What are the
main elements which form the new musical style called laiko, claimed to have been
started by him as identified in his work? The non-existence of answers to such
questions points out to the dearth of scholarly research on Greek popular music,

something which is examined later on.

Rationale and Methodology
Despite the complex interdisciplinarity nature of the research demanded by the
subject matter, it is impossible to cover it from every perspective. However, theories
and ideas from several disciplines are used occasionally when and where the demand
for the contribution for a clearer and a more holistic understanding arises. Within the
field of popular musicology (see Scott 2009), or of the musicology of popular music
(see Moore 2007), discographical research and musical analysis provide the main
means of examination of the evidence. Scott’s and Moore’s ‘popular musicology’ also
exemplifies the interdisciplinary trends in music studies.

Ever since | realized that there was a lack of complete, detailed and
trustworthy discographical research on Vasilis Tsitsanis’s recording career, I believed

that I should devote a large part of this project to the creation of a comprehensive



discography. A full discography would have two major positive impacts: it would put
things in their place, as regards wrong information provided in publications made in
the past, and it would work as the frame on which the entire thesis could be built.” A
vital method utilized in the discographical research is source criticism, for it was the
only way to test the validity of numerous historical documents and material .2

The negligence towards some critical musical issues of rembétiko and laikd
occurred because most of the available academic material covers the aforementioned
styles from ethnographical, historical and anthropological perspectives but not (apart
from a few exceptions) from a musicological perspective (musical analysis). From the
historical point of view, this thesis provides more accurate recording dates than any
other published material has done before. This is due to the finding of crucial
historical documents that previous scholars were either not aware of, or they were not
able to locate.” On the other hand, it examines, for the first time in detail, in the
context of Tsitsanis’s work, fundamental musicological issues, such as the Greek
popular modes and rhythms. The backbone of this project is the Tsitsdanis Electronic
Database (T.E.D). In this database, all the data gathered during the four years of
research are available. Finally, this thesis deals only with the first recordings made by
Tsitsanis. This means that songs that he recorded twice or even three times, as well as
contemporary recordings made by other artists, are not included, neither in the
statistical tables nor in the text body of the thesis. However, if someone examines the

T.E.D., they can also find details on contemporary recordings of a song.

Author’s Background

A significant characteristic of this thesis is the employment of terms from both the
field of popular musicology and the vernacular terms employed by Greek musicians
on the music stands. My personal experience has been crucial in setting the scene for

this investigation. | have been listening to this musical style since | was eight years

" For instance, accurate recording dates are a critical piece of information, important not only to the
discographical analysis, but to the musical analysis as well.

® The vitality of source criticism is also discussed in Pennanen’s thesis (1999: 16).

® See Chapter 3 for comments on these historical documents and generally regarding the sources used

in this project.



old and played and sang my first rembétiko and laiké song when | was twelve. Since
1999 (17 years old), | have been working as a rembétiko-laiko pianist and singer,
playing and also studying these musical styles.

In Greece, a considerable part of the population, alongside many musicians
who are involved in playing rembétiko and laiké on the waixa [palka] or wazapia
[patétria],10 strongly believe that laiko style has been created by the Aaog [lads = the
people] so it must continue to belong to them and generally remain simple in form
and function, and be kept away from schools, researchers, and academies.™* This
approach or common belief is, of course, problematic.'? It is hardly objective and
raises many ideological and political issues, revealing a rather conservative thinking.
This is, perhaps, understandable if one is aware of the considerable reputation and
respect that Tsitsanis still has in Greece. As noted earlier, he might be seen as a
national treasure, an intangible cultural asset, and in a time of economic downturn,
such nostalgic icons take on ever greater significance as people look back to what
they may believe to be better times gone by. With such adulation directed at my
subject, my role as researcher was going to have to be carefully negotiated. There is a
need, then, for rigorous and objective academic research into the popular music of
Greece, but there is no need to prise the evidence out of the hands of fans and
admirers. That is why a broader contextualisation of Vasilis Tsitsanis’s work is
maintained in this thesis. The views of his family, friends and fans play a significant
role in informing the approach adopted here. However, as a performer of his music, |
argue that his work clearly deserves the scholarly and objective treatment and
interrogation it has not yet received and that this is completely necessary given the
complexity and significance of the subject matter.

Returning to the significance of the experience for me so far, | should add that
I was a student who reached Master’s level, while working as a musician playing
rembétiko and laiké songs. Prior to this, I was studying in order to obtain a degree in

classical piano while | was playing the rembétiko-laiko piano in venues. In addition, I

19 1Té/xa (singular zéiko) or watépia (singular zardpr) = music stands. Regarding the music stands in
Greece see also Tragaki 2007: 200.

! Interestingly connected to this is the point raised by Peter Manuel: ‘does popular music rise from the
people who constitute its audience, or is it superimposed upon them from above?’ (1990: 8).

12 There are countless discussions around these matters on the internet (see, for example,

<http://www.rembetiko.gr/forums/>).
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was having classical singing lessons while studying Byzantine Ecclesiastic chanting

in the University of Macedonia in Greece, and at the same period working as a
rembétiko-laikd singer. The fact that I am an active composer, including laik6 songs
in my portfolio and four discographical works, is something that could be considered
extremely helpful in analyzing the compositional style of Tsitsanis and, generally,
rembétiko and laiké. The combination of studies on Western and Eastern musical
styles can grant researchers the tools they need in order to not only try to understand
and examine the styles more easily, but also to explain the findings of their research to
their readers as clearly as possible. The fact that an active musician of the genre (that
is, myself) undertakes an academic research on the subject shows that a strong and old
trait of Greek society reaches its end. This ‘collaboration’ between practice and theory
(music stand and scholarship) is fruitful, for it can be used in order to cover the
subject from as many of its angles as possible, making use of every beneficial aspect
of both. Taking advantage of the knowledge that can be obtained on the rembétiko-
laiké music stands can solve many problems that perhaps an ‘outsider’ would have to
confront with more difficulty. After all, I am capable of using one of musicians’

greatest assets, my memory, as described by Tenzer:

Musicians in many cultures preserve complex musical structures in
their minds without notation as a reference and think theoretically
or analytically about them. Analysis is made possible by musical
memory (Tenzer 2006: 6).*2

Such memories are both of the mind and of the body. For example, in the motor
movements touch and feel of bouzouki performance. ‘Learning to perform’, as
described by John Baily (2001), is a fundamental research technique in
ethnomusicology and, | would argue, can be considered a fundamental research
technique when approaching the work of Vasilis Tsitsanis. | should, therefore,
mention how studying the bouzouki and the accordion were beneficial for the
purposes of the project. Along with the piano and singing, that | was already familiar

with, | was able to directly engage with the performance techniques of the style’s

3 See also Lilliestam’s article regarding the role of memory in popular musics (1996).
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main instruments.'* It has become clear to me that through my research that
knowledge of the basic instruments of a style can bring a popular musicologist closer
to the style’s totality, from the inside out.

Evidence clearly suggests that rembétiko and laikd, and thus the principle
musical contexts for Tsitsanis’s music, deserve academic treatment because it was
mostly he that drew the boundaries and the path for what was to be called Greek laiko
[popular] music.® Moreover, this is a syncretic musical style which perhaps, and as
evidence suggests, is the very first national urban musical ‘product’ of Greece
which,® according to Peter Manuel, ‘has one of the most distinctively national
popular musics of any European country’ (1990: 126). The acculturation that
happened (Ottoman-Turkish makams, Greek paradhosiakd [rural-traditional], Afro-
Cuban rhythms [Latin America], Western harmony and so forth) is of major
importance for Greek popular musicology.” It is exciting for me that Tsitsanis’s
music is still played and enjoyed in Greece, but disappointing that nobody has
researched his music thoroughly at an academic level. What academic research there
is on rembétiko clearly demonstrates that an investigation must be ongoing, as
significant findings in relation to musical (for example, mix of Eastern modes with
Western harmony), historical (the establishment of the dictatorships), social (the
acceptance of the previously neglected rembétiko by the middle class), political (the
Metaxas’s censorship) and economic (the development of the role of the musicians,

from the previously poor people into professionals) matters have emerged.

The Educational System in Greece
The laiko style is not taught in conservatoires in Greece today, although the style is

extremely widespread, while in other countries popular styles are part of the

1 A similar method was also used by Pennanen during his research (1999: 15-6).

1> Although the correct phrase would be Aaixs woveuj [laiki music] I only use the neuter type of the
word, that is, laikd, in order to prevent confusion.

18 This ‘cultural vacillation® between East and West is the main subject in Pennanen’s thesis (1999).

17 Several facts and events concerning the syncretic nature and the acculturation in Greek urban popular

music are mentioned and analyzed as the thesis develops.
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educational systems, being also extremely popular with students.*® Apart from the
political issues, that is, the fact that the government does not decide to introduce
programmes of popular music studies, lack of research is the reason for the negligence
of popular music. This situation is beginning to change, but still needs to take many
further steps in order to reach a standard equivalent to elsewhere (England and
Finland, for example), that is, resolve some problems of the past, such as terminology,
and go on into deeper research of the style. An example (and at the same time the best
proof) of this negligence of popular music studies in Greece is that the memorandum
of the State Conservatoire in Greece (on which all the other conservatoires’
memoranda and teaching systems, state or private, are based) does not include the
teaching of laiké music style (its instruments, singing, theory, and so forth) alongside
the other Greek popular styles (rural or urban), such as Greek rock, Greek artistic
(éntehno), paradhosiaka (rural traditional) and so forth. A passage, which can be
found on the official web site of the State Conservatory of Thessaloniki
(www.odiokrat.gr), follows: ‘Legislative decrees 1445/42, 2010/42 and 2870/54,
Parliamentary decree of 1957 published in the Official Journal of the Greek
Government (229/11-11-1957), define, until this day, the framework of the musical
education in our country’.*® But change is clearly possible within the Geek musical
education system with the T.E.I. in Epirus [Technological Education Institute of
Epirus] with its ‘Department of Popular and Traditional Music’ which was created in
2000-2001.

Bearing in mind the previous points, | will refer to some data collected from
the National Documentation Centre (www.ekt.gr) regarding doctoral theses held at
Greek Universities. Four entries have been found with keyword ‘rembétiko’. Two of
them are from Psychology schools, one from a school of Media and one from a school
of Sociology. There is not one from a school of Music. 84 entries with the keyword
‘music’ have been found. More than 50 per cent of them were held on Byzantine
music at one of the two academic schools in Greece (Athens and Thessaloniki). This

proportion alone gives rise to many questions, such as why this musical style merits

'8 During my Masters programme of study in England, | have had many seminars, tutorials and classes
concerning popular styles. See the universities of Salford and Leeds for evidence, for example.
19 The entire decree can be found on the web site of the Official Journal of the Greek Government

(Www.et.gr).
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such an academic treatment? Four entries deal with folk/traditional music. None of
them, however, was held at a music school. The rest are divided in various research
fields: two of them deal with two very important musical figures, Nikolaos Mantzaros
and Manolis Kalomiris, whose music is based on the Western style. The fact that the
word ‘laiko’ does not return even a single result, reveals how neglected this music is
and much about the musical value system of Greek academia.

One crucial act that the Greek government should take is to officially
recognize popular music (theory, instruments and so forth), something that is not in
effect today. I will describe a situation which reflects the gravity of the whole matter.
Academic education is part of the purview of the Ministry of Education, while music
education in conservatoires (private and state) is part of the Ministry of Culture. In
1988, the Greek government introduced Public Music Schools, secondary and high
schools.?® Today, music schools offer an alternative to pupils who do not desire to
follow the programme of studies of the general secondary and high school and prefer
to have in their daily schedule as many ‘musical’ hours as possible. The programme
of studies of public music schools includes the teaching of Greek popular music,
Greek traditional music, Byzantine music and Western classical music. Both
Byzantine music and classical music are part of the official programme of study of
both public and private education. In other words, both the Ministry of Education and
the Ministry of Culture (that is, both the universities and the conservatoires®!) provide
official recognized degrees for these two specializations. However, it is only the
Ministry of Education that recognizes the studies of the remaining two fields, that is,
popular music and traditional music. In other words, if someone undertakes a BA
degree in bouzouki at the University of Macedonia in Thessaloniki, they will obtain
an official recognized degree. On the other hand, if someone studies the bouzouki at a
conservatoire, they will not be able to do so (obtain a recognized degree) because the
Ministry of Culture has not yet recognized popular and traditional music and its

instruments.

? |n Greece, public education is divided as follows: six years in dnuotixé [dhimotiké = primary
school]; three years in youvdoio [ghimnasio = secondary school]; three years in Adkeio [likio = high
school]. Although the law passed in 1988, the music schools became popular almost ten years after. For
more details in terms of these schools see Kallimopoulou 2009: 135-45.

211t should be mentioned that all the universities in Greece are state.
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Consequently, the majority of the music teachers at music schools have never
obtained an official degree. That is, except for those who have studied at an academic
level who form approximately a 10 per cent, if not less, of the teachers of traditional
and popular music. Accordingly, in what way does the government appoint the
remaining 90 per cent of the teachers? The answer is simple, yet very bizarre. The fact
that the legislative decree, mentioned above, does not cover popular and traditional
music does not mean that private conservatoires do not offer such studies. However,
they cannot provide the student with a degree recognized by the Ministry of Culture.
The government asks for a signed statement from the private conservatoire where
someone has either worked in or studied popular and/or traditional music. The
candidate, by bringing this statement, is appointed to music teacher for public music
schools as an sureipotéyvns [empirotéhnis, sumerpog (émpiros) + éyvy (téhni) =

experienced, practised + art, knack], as the law names these candidates.

Outline of This Thesis

The thesis has been organized in the following way: Chapter 2 examines the
development of studies in popular musicology and rebetology.?? These studies have
helped shape my own approach here and it is crucial to establish this foundational
theoretical orientation and disciplinary framework. By referring to several scholars
(both in Greece and abroad), this chapter points out what has been done, and what has
to be done with regard to the study of popular music in Greece.

Chapter 3 deals with historical recordings and many of their aspects. It reflects
on the well-intentioned interest but also sometimes problematic interpretations found
in numerous published works by Greek aficionados and the problem around the
sources in Greece. On the other hand, the examination of the role of the recording
technology and its development in the style provides a perspective which seems to be
critical for the research conclusions as is convincingly demonstrated in the work of
Timothy Warner (2009), for example.

Chapters 4 and 5 deal with the Greek popular modes, which is one of the

biggest problems in rebetological field studies, and central to understanding the basis

22 Although I write rembétiko, I choose to write rebetology without the ‘m’ and the accent (see

transliteration) because this is the way that the term has been established within academic circles.
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of Vasilis Tsitsanis compositional style. These particular chapters aspire to shed light
on this issue by explaining the modes as well as by offering an in-depth analysis in
order to help in the continuation of the research in the future. The explanation of the
modes as well as the comparison with their ‘ancestors’, found in the Turkish makam
system, but also, in turn, in Byzantine and Ancient Greek modal systems, is also a
vital part of these chapters. Chapters 4 and 5 provide an examination and analysis of
the harmonization in Tsitsanis’s songs; what is called, chordal harmony. The analysis
shows the development found in Greek popular music in general, which is owing, on
the one hand, to the fact that the foundations of today’s harmonization standards were
set, to a great extent, by Tsitsdnis and his music, and, on the other, to the fact that the
same musicians took part in the recordings of other songwriters, too.

Chapters 6 and 7 deal, additionally, with the Greek laiko rhythms which,
similarly to the preceding chapters, constitute another major problem in rebetology.
Due to limited academic research, the most important source is the oral tradition used
by the musicians. The nomenclature that this tradition uses is often problematic and
therefore it causes confusion. Chapters 6 and 7 present and analyze all the rhythms
found in Tsitsanis’s repertoire. By using rhythmic patterns which have been created
for the purposes of this project, these chapters aspire to clarify the two most serious
problems around the rhythms: | suggest a correct nomenclature and show (with the
help of the rhythmic patterns) ways of interpreting them.

In Chapter 8 I provide my conclusions. This includes an evaluation of
evidence and findings drawn from the chapters before. To all intents and purposes,
this chapter examines the relation of zo piv ka1 7o uetd. [to prin ke to meta = before
and after] and the ‘journey’ of rembétiko towards laiké from the point of view of
Tsitsanis’s contribution. It examines the role and impact of his music, then and today.
Furthermore, a great part of the final chapter is devoted to the importance of the
continuation of the research on Greek popular music. Chapter 8 deals with the
distressing fact of the basic level of the research in the field, especially within Greek
borders. Vasilis Tsitsanis’s music is a very important part of rembétiko-laikd music,
but, a part, after all. The in-depth research on a musical style that is still alive and that
is changing continuously is a matter that needs attention and solutions, proposals on

which are given within this chapter.
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Biographical, Historical and Cultural Background

Bowoiing Toitoavng [Vasilis Tsitsdnis] was born in the city of Trikala, located in
central Greece near to the city of Larissa, on 18 January 1915. He had a very basic
musical education, but nevertheless, this was something rather rare for the musicians
who were involved in rembétiko style. Evidence suggests that, while quite young, he

1:% most of the time

learnt to play the mandolin and after a few years the violin as wel
he played traditional/rural songs of the region of his hometown. He started playing the
bouzouki when he was about 11 years old, and despite the fact that bouzouki was not
a popular instrument at this time, according to rembétiko scholars and his son, he
loved it more than any other.?* At this point, it should be mentioned that the region of
Trikala is a unique case, in terms of its cultural disposition. The fact that the region
has produced many of Greece’s greatest musicians and lyricists is something of great
import. Apart from Tsitsanis, Apostolos Kaldharas (1922-1990), Hristos Kolokotronis
(1922-1999), Ghiérghos Samoladhas® and Kostas Virvos (1926) were also from
Trikala. One might ask the question: ‘why has this particular region given birth to so
much urban culture’? Written and oral sources indicate that the region was an
important economical centre (from as long ago as the 18" century) and used to gather
roving musicians from every corner of the Ottoman Empire, as well as from Europe,
t00.2® One should not underestimate the location of the city, either, which is in the

very middle of the Greek peninsula (Figure 1.4).

% See Alexiou 2001 and 2003.

# In fact the bouzouki was considered to be an instrument connected with the people of the
underworld, thus its reputation was not good.

% Not able to find his year of birth and death. However, he lived in the same period as the others.
% Néarhos Gheorghiadhis examines the aforementioned situation in Trikala (2005). Valuable

information is also provided by Theéfilos Anastasiou (2010).
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¥
Figure 1.4: Map of Greece and the city of Trikala

Tsitsanis travelled in 1936 from Trikala to Athens in order to study Law at the
University of Athens. Oral evidence (from his son and from some Greek scholars?’)
supports the theory that he abandoned his studies quite early because of the
dictatorship (1936 — 1941) and World War 2, when Greece was under German
occupation (1941 — 1944).% The major events that happened in his life can be found
in Appendix A, entitled ‘Tsitsanis Chronology of Events’. This illustration is designed
to be used as a companion throughout the entire thesis. It shows all the important facts

that happened during Tsitsanis’s recording career. These facts have been cross-

"I have engaged in interviews with Kostas Tsitsanis since the beginning of this research project. In
fact, very soon, we became friends and | visited him in Athens 15 times.
% In an interview with Hatzidhoulis, Tsitsanis says that the circumstances were extremely difficult in

Athens and that he needed to work in order to survive (Tsitsanis 1980: 11-12).
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checked by taking information from oral stories, interviews, books, newspapers and
magazines.”

In 1980, and with UNESCOQO’s initiative, Tsitsanis recorded a new album
called To yépago [to harama = the daylight],*® as this was the name of the tavern
where he worked during the last 14 years of his life. The album includes many of
Tsitsanis’s old songs and many improvisations on bouzouki. In France in 1985, this
album won the prize of the Music Academy Charles Gross, a clear sign of his work’s
significance. Tsitsanis, however, had already passed away (January 18, 1984).

In 1923, as part of the treaty of Lausanne (signed on July 24, 1923), a great
exchange of populations took place, and approximately 1.5 million Christians of
Turkish citizenship moved from Turkey (mainly Asia Minor) to Greece, while
approximately five-hundred thousand Muslims of Greek citizenship moved from
Greece to Turkey. The criterion of the exchange was the respective religions of the
populations.®* This sparked off the modern Greek urban-popular, the so-called
rembétiko musical style, for the refugees from Asia Minor took with them their
musical traditions.

To give an idea of the prevalent discourse surrounding the history of
rembétiko, Greeks consider and call the music style that came with the refugees from
Asia Minor in 1923 Zuvpvaiixo [Smirnéiko = from Smyrna] and, hence, they consider
it the very first stage and the forerunner of the psumérico [rembétiko] music style.
However, the use of the term Smirnéiko is problematic and misleading, for there were
songs from several other origins, such as Constantinople and Adrianople, which were
part of the repertoire that Greeks address as Smirnéiko. Risto Pekka Pennanen
discusses this problematic use of the term Smirnéiko (1999: 68; 2004: 3-4).
Furthermore, according to common beliefs, rembétiko has its roots in Piraeus with
pieces very much based on the style of Smirnéiko but also with many differences,

such as the usage of a completely different orchestration and a different lyrical

 In terms of more detailed information on the city of Trikala, as well as on Vasilis Tsitsanis’s life see
Alexiou (2001 and 2003) and Anastasiou (1995).

30 The title of the French edition is ‘Gréce: Hommage A Tsitsanis, Bouzouki’.

%! See Blanchard (1925); Valaoras (1960); 100 years Greece (1999: 176-77); Pentzopoulos (2002);
National Geographic (2007: 30); Isiz (2008).
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theme.®* After rembétiko, with Markos Vamvakaris as its major representative (he is
often called by rembétiko enthusiasts ‘the Patriarch of rembétiko’), the Greeks speak
of the new Aaiko [laiké = popular] music style with its most important representative,
Vasilis Tsitsanis. In fact, even Tsitsanis himself speaks and refers to himself as a laikod
composer and always avoids using the word rembétiko.*® The work of Vasilis
Tsitsanis is credited for the genre’s broader acceptance, under the term laiko.
Rembétiko enthusiasts in Greece consider the turning point to be somewhere around
the 1940s — 1950s, basically with Tsitsanis’s post-war work which is often labelled as
his ‘classical period”.>* I use the terms rembétiko and laiko in the way that they appear
in the colloquial language, even though as terms they have proven to be rather
insufficient and problematic.® Risto Pekka Pennanen and Conway Morris subdivide
rembétiko into the following periods: the first period consisting of the music of the
cafés (what the Greeks call Smirnéiko), and the second consisting of the zexég [tekés
= hashish den] style or bouzouki-based Piraeus style.*®

Aairéc [laikos] stands for popular, of the people.®” A very good approach for
understanding the term laiko6 is contained within the ‘rebetika’ chapter of Peter
Manuel’s book Popular Musics of the Non-Western World (1990: 127). Manuel
describes Greek popular music as being modern Greek working class music. Manuel
also gives a very good description of the rembétiko style: ‘urban Greek lumpen

proletarian music of the early twentieth century’ (1990: 269).%® For Pennanen, laiké

%2 | should also mention at this point the derivative peurétyc (plural peunétec [rembétis — rembétes]).

Apart from the musical style, the word also covers a more general and broader life stance, connected to
people living in the underworld, such as criminals and drug-addicts, who had their own ideology,
appearance, idiolectic and moral rules. Regarding rembétes, see Dimitri Monos (1987: 111) and
Pennanen (1999: 67, n. 1).

% See Despina Michael (1996) regarding the tendency of Tsitsanis to avoid the term rembétiko as well
as regarding the negative attitude of society towards the word and everything that allegedly represented
(members of the underworld, musicians, music style, instruments).

% In numerous discussions I had with many rembétiko enthusiasts, I listened to them addressing this
specific period of Tsitsanis as his ‘classical period’, and this is the reason that I, too, use this term in
my thesis.

% Regarding rembétiko, see Pennanen 2004.

% Pennanen (1999: 68); Morris (1980: 81).

¥ Aaikéc [laikos, masculine], Aaixn [laiki, feminine], Aaiko [laiko, neuter].

% A similar approach can also be found in Stathis Dhamianakos (1994).
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songs are generally ‘post mid-1950s Greek popular songs’. However, he points out
that the term ‘is used for urban Greek popular music in general as distinct from the
rural dimotika music’ (1999: 67: n. 1).

Some issues regarding the musical background of the refugees must be
highlighted. The refugees were certainly aware of the Western tradition, since many
of Asia Minor’s big cities were at their peak for various reasons: cultural, economic
and so forth. Smyrna [Zuvpvy (today l1zmir)] is known for its flourishing culture at
this time: museums, theatres, conservatoires and schools.*® Also known are Asia
Minor’s connections with Europe, since merchants used to travel to and from many
major cities frequently. It is not accidental that Smyrna had an English community
(Bornova) and two French printing-houses. It was a multinational city and its
population consisted of Turks, Greeks, Jews, Armenians, and (obviously fewer)
English, Italians, French, which the locals used to address as ‘Franks’.*® Aristoménis
Kaliviotdkis informs us that during the period of the city’s destruction and the
population exchange (1922-1923), the number of Greeks that lived there were
165,000, the Turks 80,000, the Armenians 40,000, the Jews 50,000 and the remaining
36,000 were Europeans and other nationalities (2002: 16, taken, in turn, from Hristos
Solomonidhis 1972). As Kalividtis stresses, in 1920, the population of Athens was
300,000 while Smyrna’s was 350,000 (ibid). As far as Western musical impact is
concerned, there were numerous music groups that were called eorovvriavriveg
[estoundiandines]; they were based on the French estudiantines which were groups
consisting of two mandolins, a mandola and a guitar (Ghalatou 2008: 23). The so-
called EAAnvikn earovvuiovrive [eliniki = Greek estudiantine] recorded its first songs
as early as 1909. The nature of the recordings of the estudiantines varied: urban
popular songs from the broader region (Constantinople, Smyrna, Adrianople and so
forth), Turkish and Greek traditional, Western-style popular, accompanying many
times foreign lyrical singers such as Paul Armao, Antonio Walter and Alfred Solar
(Ghalatou 2008: 25). Furthermore, one of the most interesting styles recorded

included songs whose melodies were explicitly based on Eastern modal based styles,

% See also Politis (2005a).

% One of the most popular songs of Markos Vamvakaris talks about a Catholic girl from his island,
Syros. Vamvakaris calls her @payxoovpiovy [frangosiriani = Frank (that is, Catholic) girl from Syros],
which is also the title of the song (HMV AO 2280 - OGA 237, recorded in 1935).
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but, on the other hand, were mixed with Western elements and thus, they created a
style that sounds unique and clearly recognizable, even today.** Some of these
characteristics were parallel thirds in the voices’ as well as the instruments’ parts, and
rhythms such as the habanera and the march (see song: Euflatipio Zuipvns [emvatirio
smirnis = March of Smyrna]).*” The habanera based songs were often used for a very
popular activity which was brought by the refugees in the mainland too: the cantadas
(serenades). Groups of men used to go under girls’ balconies that they wished to court
and sang these songs in an attempt to lure them down. The actual songs are also
known with the same name, that is, cantada. Later, Tsitsanis used this term (kavrado
[kandadha]) in order to refer to some of his new songs. The elements that
characterized these songs (and this is the reason that Tsitsanis put them under this
label, that is, cantada) were basically the two and even three voices used, usually
moving in parallel thirds, the generally simple and, in a way, Western-based chordal
progressions, and the hasapiko (2/4) 1rhythrn.43

Of the highest importance is what Tsitsanis said about what he meant with the

term cantada, in his interview with Stathis Gauntlett (2001: 173-81):

! The book of Kaliviotis (2002) is a great source of information regarding the musical life of Smyrna
during the period 1900-1922. One can find lists of recorded songs, references to the multicultural
hypostasis of the music in the city, old photographs and postcards of important buildings such as the
theatre of Smyrna, photographs of record labels of high importance, as for example is the record label
in page 134. One can read the word ‘rembétiko’ on that label, something which, according to the
author, is one of the very first references to the word in discography.

%2 Orfeon 10439, recorded approximately in 1907-1908. At this point, | should mention that whenever a
song is mentioned within the entire thesis (along with its recording details such as matrix number,
recording date and so forth), it is implied that it is a Tsitsanis’s creation, unless stated otherwise. The
recording dates of the songs of Vasilis Tsitsanis are accurate, for I have spent three years visiting
archives and locating authentic documents. However, the dating of the other songs by other songwriters
is likely to be mistaken, although I tried to cross-check the recording years as best as possible.
Regarding fundamental problematic issues such as dating and generally locating primary sources see
Chapter 3. About these problematic issues, see also: Smith (1989); Pennanen (1995 and 2005).

*® See, for example, songs: Apydvricoa [arhondisa = mistress], Columbia CG 1874 - DG 6440,
recorded in December, 1938; Aydpiory [aharisti = ungrateful woman], HMV OGA 1238 - AO 2740,
recorded in June, 1947. A “Western based chordal progression” would be for instance (in the Matzore

[major] popular mode) the progression: 1+ // I+ [/ V+ /] 1+.
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Evvod wg eni to mieiotov ta Tpipo oeydvto TpayouddKia To
Aeyoueva, patlopaKia-pvopaKia, OTme To Apaumndc tepva, Mo

Kvpuokn o yvopioa KA.

I basically mean the ‘primo-secondo’ songs (two voices), the also
called little-majors and little-minors, such as the arambds pernd*
(the car is passing by), mia kiriaki se ghnérisa®™ (I met you one

Sunday) etc.*®

In countless discussions with rembétiko enthusiasts in Greece, | understood that they
believe that rembétiko was Westernized and became laiko (pulled out of the hashish
dens and the underworld and became of broader acceptance) because of these songs
style by Tsitsanis. As one can see, the cantada term acquired several meanings and
was applied to several things: 1) the activity of singing under the balconies; 2) the
songs that men used to sing under the balconies; and 3) the term with which Tsitsanis
described a group of his songs. We shall also not forget that the term was also used
according to its Italian origination, that is, serenade,*’ due to many songs that were

known and were also recorded on the mainland.

The Backbone: Tsitsanis Electronic Database

The great need for a database for the songs of Tsitsanis appeared from the very first
days of the project. The database accompanies the thesis as a website which URL is
<www.tsitsanis-database.com>.

Tsitsanis Electronic Database (T.E.D.) is the central body of the entire project
and it only deals with the original recordings. However, it cites information regarding
contemporary recordings as well. All the writings of this thesis that concern statistics
had to pass through the T.E.D., sometimes for a simple cross-check of the data and

some others for much more complex reasons, such as creating statistical graphs and

* Parlophone GO 4009 - B. 74136-1, recorded on September 20, 1948.
* HMV OGA 705 - AO 2463, recorded on March 17, 1938.
%6 Gauntlett 2001: 176.

*" Many of the lonian islands were under Italian rule for many years.
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tables, the creation of which would have been much more difficult without the
database. The T.E.D. is a database that contains all the titles found credited to
Tsitsanis’s name, either as the composer or as the composer and the lyricist.*® Next to
the songs’ titles there are columns — each dealing with a different characteristic of
either historical or musicological context. Most of the books that have lists of
Tsitsanis’s songs do not deal with the characteristics that the T.E.D. does. The only
common columns-characteristics with the aforementioned publications are: the
recording date, which, many times, mistakenly refers to the date of release,*® the
rhythm, where a lot of mistakes are also found, the company, the catalogue number®
and the singer(s). Some of the books include some re-issues and some contemporary
recordings (see Kondos in Righa 2003). Some of them also include the name of the
lyricist which, however, sometimes is wrong. Finally, some of them include
information regarding the personnel of the recordings.

The special element-function of the T.E.D. is the filter tool which can be used
in order to ask the database to filter the results of a single or even a multiple inquiry.
There are two ways to filter the results according to the searcher’s wishes: either by
clicking on the filter tool at the upper centre of the page or by clicking on a column’s
title, depending on what someone wants to do. For example, if someone wants to list
the songs in alphabetical order according to the title in Greek, they have to click on
the title of the column ‘Title (Greek)’. In this way, someone can also click on the
recording company column (on the title of the column) in order to have the songs
categorized according to their recording company. The filter tool is more complex but
its function is more powerful. For instance, if we want the database to show only the
songs in new zeimbékiko rhythm, we simply choose the ‘9/4 - new zeimbékiko’ in the
rhythm’s area, after we click on the filter tool. One can apply a multiple inquiry; for
instance, we can ask the database to show the songs that were issued on Odeon’s label
with Prodhromos Tsaousakis singing the leading voice and which are based on the old
zeimbékiko rhythm.

The sources used within the database, which are not mentioned within the text body
of this thesis are: Torp (1993); Kaliviotis (1999); Hatzidhoulis (2002 and 2005);

*® Tsitsanis never gave his lyrics in order to be set to music by another composer.
* For further analysis of such kind of mistakes see Chapter 3.

%0 Only the Maniatis (2006) includes the matrix number along with the catalogue number.
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Righa (2003); Spiropoulos (2006); Dhraghoumanos (2007); Matsotkas and
Dhiamandis (2009).

The Tsitsanis Electronic Database contains 38 columns. A list (Table 1.1) and
a description of these columns follow below.>*

%! It should be mentioned that the general table does not show all the columns. One has to click on the

‘eye button’ on the left of each song in order to view the record of the song and, thus, all the columns.
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Title (Greek)

Title (Transliterated)

Title (English translation)

Company

Matrix number

Catalogue number

License number

Label

Record’s other side

Recording date

Period

Recording date (Columbia Logistics)

Recording date (Howard’s Archive)

Recording date (AEPI’s Archive®)

Recording date (Ranios’s Archive)

Recording date (EMI’s Archive)

Recording date (Maniatis, 1994)

Recording date (Maniatis, 2006)

Recording date (Alexiou, 2003)

Recording date (Kondos, 2003)

Recording date (Anastasiou, 2004)

2nd and 3rd recordings info

Lyricist (B and C)

Singer A (B, C, D and E)

Director

Personnel

Tonality

Double tonality

Main dhrémos

Secondary dhromi

Chordal harmony

Rhythm

Rhythmic value

Song timing

Taximi

Fantasia

Pitching problem

Comments

Table 1.1: Columns found in the Tsitsanis Electronic Database (T.E.D.)

%2 AEPI = Hellenic Society for the Protection of Intellectual Property.
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Title (Greek)

This column contains the song’s title in Greek as written on the labels for the songs
that | was able to locate one. Otherwise, the title has been cross-checked either with a
primary source, such as the logistics books of Columbia, the files from AEPI or the
files from EMI, or with the personal archives of several rembetiko scholars. A second
and occasionally a third title are written in case the particular song has been re-issued

with another title, or it is simply very popular with an alternative title.

Title (Transliterated)

This column can be considered as the transliteration of the titles.

Title (English translation)
The Greek title of the song translated into the English language. In case further
explanations are needed, an asterisk means that there will be details in the comments

column.

Company

The recording company of the recording.

Matrix number

The matrix number of the recording.

Catalogue number
The catalogue number of the recording.

Licence number

The license number that is written on the label or within the logistics books of the
companies. Data such as the license number, the matrix code and the catalogue code
has been taken from sources in the following order: from the actual records or
photographs of them; from the logistics books of Columbia; from the files of EMI;
from the files of AEPI; from the paying receipts from the archive of Tsitsanis family;
from the files of Charles Howard (see Chapter 3); and from Maniatis (2006).
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Label

Photograph or scanned image of the label of the record.

Record’s other side

This column contains the song’s title that is found on the other side of the record. This
column applies on the songs that were recorded using the 78 rpm and the 45 rpm
technology. In the cases of a 33 rpm LP, the column contains the title of the LP. The
titles of the songs in this column are given in their original Greek language.

Recording date
This is the central column for the recording date of the songs. The most ‘correct’
recording date from the several sources (see other recording date columns) is written

in this column.

Recording period

This column shows the recording period that the song belongs into. | should mention
that [ have divided Tsitsanis’s recording career into four periods based on some of the
aforementioned significant historical facts. These are: 1936-1940: pre-war period,;
1946-1955: first post-war period and until the first release of 45 rpm records; 1956-
1966: second post-war and pre-junta period; 1967-1983: junta, post-junta and last
period. I considered a division of this sort to be necessary for two reasons: Vasilis
Tsitsanis’s compositional style changes from period to period in the course of time
and thus, this division allows for a more proper categorization of the songs, since the
historical criterion coincides with that of stylistic alteration. Moreover, the enormous
amount of his work necessitates an organization of the songs in smaller groups thus,

enabling the work to be better and easier examined and analyzed.
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Recording date [Columbia logistics; Howard’s archive; AEPI’s archive; Ranios’s
archive; EMVI’s archive; Maniatis (1994 and 2006); Alexiou (2003); Kondos
(2003); Anastasiou (2004)]

Each one of these columns refers to the recording date found in the archives of these
individuals respectively. Some of them are publications existing before this thesis and
they basically serve as reference points regarding the, until this thesis, known and
published recording dates. The others are documents that have been discovered during
my research which contain critical pieces of information. For information on these

sources/archives see Chapter 3.

2nd and 3rd recordings information

Basic information regarding the second and the third recording such as the matrix
number, the catalogue number, the recording date and the singer(s). It should be
clarified that this column (as well as the entire thesis) deals only with songs
recordings made by Tsitsanis, or under his supervision. This means that contemporary

recordings made by other artists (which are countless) are excluded.

Lyricist

The lyricist column mentions the name of the lyricist. The finding of information
regarding the lyrics of the songs (not only regarding Tsitsanis’s work but regarding
rembétiko and laiké in general) was one of the most difficult tasks of the research
project. Although most of the songs are clear regarding their lyricist’s name(s), there
are some cases where it is almost impossible for someone now to be sure about the
name(s). My suspicions regarding this situation started when I listened to some myths,
stories and rumours around the paternity of the lyrics of some songs. Ultimately,
evidence uncovered in my research revealed that indeed some of these stories were

true.

Lyricist Band C
The lyricist B column as well as the lyricist C and D refer to any possible lyricists that
have worked on the lyrics with Tsitsanis or whose name is credited on the label or

anywhere else (logistics books, AEPI’s files and so forth) along with Tsitsanis’s
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name. Where information are confused and the sources do not go well together, | put

the name of Tsitsanis as one of the possible co-lyricists.

Singer A

The singer A column refers to the name of the leading singer of each song.

Singer B, C,Dand E
The singer B, as well as the columns singer C and singer D refer to the names of the

singers singing a second, third and fourth voice respectively.

Director
This column contains the name of the director of the recording. Information has been

taken either from the record labels, or from the logistics books of Columbia.

Personnel

This column contains the names of the musicians that took part in the recordings.
Information has been taken from the logistics books of Columbia, from the archive of
Charles Howard, from the notes of Dhimitris Sémsis (found in Torp 1993), from
Koéndos (2003), from Maniatis (1994) and from the record labels or sleeve notes (for
the LPs).

Tonality
This column refers to the song’s main tonality. Due to many damaged or generally
problematic qualities of the sounds of some recordings, the hearable tonality may not

be precise. Therefore, a “YES’ in the “pitching problem’ column is marked.>®

Double tonality
Due to the structure of Greek laiké music, in many cases there is more than one
central tonality. Usually, the second tonality is a fourth interval lower or higher from

the central tonality.>® In such cases, a “YES’ is marked in this column.

%% See Chapter 3 for problems regarding recording technology.

> An analysis of the theoretical system of the modes can be found in Chapters 4 and 5.
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Main dhrémos (mode)
This column refers to the central popular dhromos (mode) that is utilized in the
songs.”® The name of the Turkish makam that the Greek dhrémos corresponds to is

written in parenthesis (see Chapters 4 and 5).

Secondary dhromi

In many cases, a song is not based on a single popular mode but it is a combination of
several modes. These subsequent modes are mentioned in this column. Where the
proportion of more than one mode is the same, then the ‘main dhrémos’ column

writes ‘equal mix’.

Chordal harmony

The ‘chordal harmony’ column contains all the chords played in the songs according
to the order of their performance in the song. It should be clarified that the musical
degrees (chords) I write in this column are always based on the first/main tonality of
the piece. Where a chord is put in parenthesis, it means that this particular chord is not

clear or it is not played by everyone in the band.

Rhythm

This column mentions the rhythm that the song is based on. The time signature of the
rhythm is written first, and then follows the name of the rhythm. The way Greek
musicians refer to some rhythms (especially the Latin American) is written in brackets
(see Chapters 6 and 7).

Rhythmic value

The rhythmic value column refers to the tempo of the song by giving the arithmetical
value of the unit. The approximately equal symbol (=) is used instead of the equal one
(=). This happens because we are dealing with live recordings (almost all of them)

and the tempo of the songs is not constant.

Song timing

This column shows the duration of the song.

% Dhrémos, plural: dhromi.
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Taximi

A “YES’ shows the existence of a taiu [taximi] in either the beginning or inside the
song. The taximi (plural taximia) is a non-rhythmic improvisation based on the
dhréomos of the particular song or on a combination of dhromi. It is played at the
beginning of the song. The other instruments may play the ico [iso], which is a single
sustained note. The role of the taximi is either to show a musician’s talent,
imagination and skills, to emphasize the tonality and the dhromos of the song or both.
A taximi could also be played inside a song with the orchestra continuing to play the

rhythm and the soloist improvising either based on the rhythm or not.

Fantasia

A ‘YES’ shows the existence of a fantasia at the beginning of the song. By using the
term “fantasia’ | separate what it looks like more pre-arranged (that is the fantasia)
from the more improvised style taximi. For instance, /10 géva E,gvvxro')% [ghia séna
xenihtd = I stay awake at night for you] is a song with a taximi in the beginning while
I avté ta padpa uétia cov’ [ghi’ afta ta mavra matia sot = for these black eyes of

yours] is a song with fantasia in the beginning.

Pitching problem
A “YES’ shows the existence of problems in the sound of the recording, such as

problems with the record’s revolutions per minute.

Comments

Comments of musicological and historical context are written in this column. This
column also includes translations of Greek words where needed. Comments of a
different content are separated by two forward slashes (//). Generally, the comments
are given succinctly. Therefore, a comment such as ‘EMI: only composer’ means that

the lists of EMI give credit to Tsitsanis only as regards the music.

% Columbia CG 1670 - DG 6344, recorded in December, 1937.
5" Columbia CG 2067 - DG 6547, recorded in June, 1940.
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In the next chapters, the details, characteristics and constituents of Vasilis
Tsitsanis’s work are unpacked. In order to prepare the reader for the special issues
found in Greek popular style as evenly as possible, the examination and analysis of
the subject matter, that is, Tsitsanis’s style, under the prism of popular musicology
and rebetology are critical. Therefore, a presentation of the aspects from the
aforementioned disciplines that helped the analysis of the music are presented and
analyzed in the next chapter. Moreover, the issues of the development of the style and
of the development of research around it hold special places in this chapter.
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Part 11
History and Theory
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Chapter 2
Popular Musicology and Rebetology

Popular Musicology
Clearly, academic research on popular music has been developing rapidly;* this can
be verified by the numerous theses, books, articles and so forth.” Let us look upon a
problematic issue concerning this field of studies. If we take as a fact the domination
of the English language in the published texts® and that it is usually Western scholars
that undertake research on non-Western musics, a critical question arises: what if
these non-Western countries develop popular music studies in their countries using, of
course, their own language; will they have to take as facts the English nomenclature
already established? What is the proper translation for the term ‘Critical Musicology’
in Greece? What about terms such as ‘etic’ and ‘emic’? Basically, all of these form a
simple yet crucial question: how can we communicate with each other at an
international level? Perhaps, ‘The International Association for the Study of Popular
Music’ (IASPM) can play a vital role in this. Although there is something that brings
together everyone involved in popular musicology, that is, the music industry and the
recorded music,* there is need to find more connecting elements, one of them being
the nomenclature. For instance, when the time comes to translate my thesis into
Greek, how am I going to translate the term ‘popular musicology’? If I choose to use
a term such as ‘Aaixn povaixoioyio’ [laiki mousikologhia] or ‘Aaixoloyia’
[laikologhia — laikology], will this be accepted by scholars in Greece?

The primary source of my research is commercial studio recordings, for these
are the basic media for the spread of a songwriter's work in the twentieth century.
Moreover, the sound as well as other parts of the record such as the label, reveal a

great deal of information, such as recording technology, performance techniques and

! A small part of this chapter has been included in the notes of the compact disc ‘The Tsitsanis
Collection — First Recordings (1): The Songs of Tsaousakis’ [CD Box]. Cultural Music Society ‘Vasilis
Tsitsanis’ Publications (2012).

% The term ‘Popular Musicology’ used in Moore (2007), Scott (2009) and as a title for the electronic
journal ‘Popular Musicology Online’ is the term that I, too, preferred to use within my thesis.

¥ See Moore (2007: xii) and Scott (2009: 4).

* Scott 2009: 2 and 4.
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so forth. Finally, the sound recordings demonstrate, in a sense, the final decision of
the songwriter as regards the final form and sound of their songs at a specific time
period. Although it could be argued that, many times, the original/true compositional
style of a songwriter (their musical identity) cannot always be revealed through
commercial recordings, | see them as the only objective historical material. A
question of what is an authentic musical style or simply authentic music is raised here.
What rembétiko lovers in Greece think about their beloved songs, as regard their
authenticity, matches, to a great extent, Derek Scott’s argument that ‘authentic music
may be defined as the music that has the effect of making you believe in its
truthfulness’ (2009: 4). After all, sound recording is considered to be the primary
medium of popular music (see also Warner 2009 and Wicke 2009). Moreover,
‘popular music values are created by and organized around the music industry’
(Brackett 2000: 19). However, the role of recordings in society has always been fluid
and changing. For instance, during the 1930s and 1940s only taverns and cafés used to
have gramophones and thus, the only way for someone to listen to a new record was
by visiting one of these places and later on listening to songs on the radio, when and if
there was any station broadcasting popular music, in our case, rembétiko and laiko.
Later on, things changed: the medium (the record) became cheaper and their mass
production, as well as that of playing devices, made them easier to purchase. All of
these, naturally, constitute the sound recording industry and the development of
recorded music which ‘opened up the possibility for increased numbers of people to
become listeners in their own time and space, a trend enhanced through mass-copied
recording media, then through radio and TV, and finally through electronic means,
such as internet distribution’ (Bergh and Denora 2009: 104).

Similarly to most of the popular musical styles in the world, one cannot say for
sure if the final output of a song was always Tsitsanis’s creation. This is because we
are examining a popular musical style that did not need to be based on musical scores.’
Furthermore, in most cases, the individual skills and the musicality of the musicians
that took part in the recordings played an important role. This kind of ‘composing’ can
also be described as ‘collective composing’ about which many interesting points are

raised by Lars Lilliestam (1996: 209). It should always be borne in mind that ‘most

® A very good term is provided by Pennanen: ‘urban memory-based music’ (1999: 11). Lars Lilliestam

names it ‘on playing by ear’ (1996).
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successful popular music recordings are the result of teamwork, and such collective
creative practice tends to undermine the still somewhat prevalent romantic notion of
the single, artistic genius’ (Warner 2009: 136). From published interviews of
Evangelia Margharoni (Tsitsanis’s pianist and accordionist for 34 years), as well as
from an interview | personally conducted with her,® it is known that Tsitsanis trusted
her with regards to many aspects of his music, such as the harmonization of his songs,
the arrangements, and even changes to the melody. She, as well as other people who
knew Tsitsanis, say that he used to call her and play melodies on the telephone while
she would propose the harmony and give her opinion on the melodies. Furthermore,
the same sources give evidence of Tsitsanis’s yet another habit. Many times during his
evening work, when he was particularly struck by an improvisation of his, he would
turn around and ask Marghardni to write down what he had just played so that he
would not forget it. Margharoni (who was a classically-trained pianist) remembers that
she used to write down these notes in a personal notation ‘language’ on packs of
cigarettes. Margharoni is now about 83 years old.” In addition, the case of Margharéni
raises an interesting issue which also seems to be one of both rembétiko’s and laikd’s
fundamental characteristics. This is the domination of ‘manhood’ over the genre.
Without doubt, the musician’s job (in rembétiko and laiko) is perceived as a man’s
job. Apart from this being a common belief amongst musicians and rembétiko
enthusiasts, the facts also support it. Except for some female singers,® there has never
been a woman songwriter or musician in rembétiko-laiko history. This makes
Marghardni’s case even more interesting, for it is not only that she was one of the very
few musicians who stayed close to Tsitsanis for so many years, but it is the fact that
she was a woman, something extremely rare, if not impossible, given the genre’s
ethics and principles.® The following figure (Figure 2.1) is a photograph where

Margharoni is viewable (first from right).

® The interview with Marghar6ni took place in June 2010.
" See also Margharéni (2009).
8 For example, Roza Eskenazi, Sotiria Bélou, Stéla Haskil, Marika Ninou.

° Regarding manhood see also Dawe (2007: 13).
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Figure 2.1: Photograph where Evangelia Margharéni can be seen (first from right; Tsitsanis is

first from left; photograph given by Koéstas Tsitsanis)

Lars Lilliestam underlines the necessity and importance of examining popular
music outside the ‘borders’ and the standards that traditional musicology has created.
In his article ‘On Playing by Ear’ (1996), Lilliestam tries to show the differences
existing between written and unwritten music, that is, music played using scores and
music played ‘by ear’ — popular music. He emphasizes the methodology that the
researcher should use when dealing with popular musical styles which has to differ
from traditional methodological ideas applied to notated music. Another issue raised
in Lilliestam’s article is the importance of the musicians’ part and what their view can
show about the music. Clearly, the terminology and the vocabulary used by the
musicians is something that was totally neglected in previous research. It deserves
attention because its examination is like examining the music from the inside.
Lilliestam’s research raises critical questions such as ‘how songs are made, how
people learn to play an instrument, how songs are taught and learned, how musicians
think of and theorize their music — in different types of music played by ear’ (1996:
213). His work is of major importance for it is based on a different basis than
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traditional musicology; a basis, though, that seems to be the alpha and the omega of
popular musicology. Many issues discussed in Lilliestam’s work concern, some
directly while some others indirectly, research around laiké style which, ultimately,

seems to be a rather problematic term for describing such a huge range of song styles.

In Need of a Term

The term ‘laiko’ is extremely vague. Having been born into and lived in Greek society
for 27 years, | will give some examples regarding the use of the terms rembétiko and
laik6 by my fellow countrymen and women. These examples are products of
discussions with other people (musicians or not) and readings of printed material such
as article in magazines, newspapers and so forth.

Whenever someone hears Markos Vamvakaris’s voice in a recording, Greeks,
without any second thought, speak of a rembétiko song. I would call this ‘voice
identification’. Moreover, they roughly determine the date of the recording/song
somewhere in between the period of 1930s and 1950s. However, if the same people
listen to a contemporary recording of the same song, made by a modern singer, they
then speak of a laiko song. The most bizarre part of the story has to do with the case
when someone listens to the contemporary recording before they listen to the original
one. When they then listen to the original one, it is quite possible that they will not
even realize that they are listening to the very same song or, in a better scenario, they
are shocked and wonder whether this is the same song (than the one they already
know) or not. A good example is the George Dalaras’s production at the Athens’
Concert Hall which is a tribute to Vamvakaris.™ In these CDs, there are many songs
that seem unrecognizable, when one compares them with the original recordings.
Obviously, modern arrangements, the use of more than one bouzouki, the use of a
large ensemble, the use of a different singing style than Markos’s™* and changed tempi
can transform the song from rembétiko to laik6. And then comes the role of
technology. Performing and/or recording a 1930 song in a country’s best concert hall,

with virtuoso bouzouki players using sophisticated arrangements and advanced

1 Two CDs, MINOS-EMI: 5099968855222 (2003).
' In fact, generally harsh voices such as Markos’s found in old recordings bring the same results in the

categorizations made by the people.
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technological media, is like making a movie based on a Socratic dialogue. You use
the original text but, in the end, you know that this is only a reconstruction.

If we think that we have somehow cleared things up in terms of the
characteristics of the rembétiko and how people categorize old and new songs, things
seem to be even more complex for the term laiko. If we accept that indeed the
transition towards laiké is somewhere around 1950s, how can we have Theodorakis,
Hadjidakis, Tsitsanis, Kaldharas, Zambétas, Hidtis and Koughioumtzis under the
same label, that is laik6? Literally speaking, all of these are laikd songs, because they
form an urban popular (= laik6) musical style which is intended and made for the
people (lads = the people). On the other hand, Theodorakis’s compositions range from
Western style concertos and operas, to laiko6 songs (in the 1950s’ laikd context); and
yet, the same term, that is, ‘laiké’ is applied to both of them. In other words,
songwriters with different musical backgrounds and outputs are labelled under the
same term, that is, laiko. As will be made clear in Chapter 3 regarding historical
recordings, musical genres and styles cannot be labelled based only on dating. Thus,
artists may fit into one or more genres simultaneously. There is a mixture of elements
which fit together like a bespoke suit which can be applied to a song. From this, we
can consider two things: first, we cannot change any part of the fit for there it will not
be able to represent a particular style anymore, and secondly, the fit can and should be
applied only to a single piece and not to an entire repertoire. In other words, if we
consider the items of the preceding paragraph as being the ‘ingredients’ of a musical
style (that is, parts of the fit), a different arrangement (such as the paradigm of
Vamvakaris and the concert hall) would be like changing a button on a suit and thus,
the suit that was worn on the original recording of Markos (that is, labelled as
rembétiko) cannot be the same for the contemporary recording, too. Using the same
scepticism, we cannot categorize all songs made by a particular songwriter in a single
musical style, especially if their careers have been long-lasting, such as in the case of
Vasilis Tsitsanis, for it would have been almost impossible for someone to compose
music based on one musical style, that is, using the very same ingredients, again and
again.

A great sample of this confusion amongst the people regarding the terms
rembétiko and laiko is to be found in the text written outside the Vamvakaris

museum, next to his bust in the island of Siros (Figure 2.2).
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Figure 2.2: Vamvakaris's bust in Siros (the author, July 2011)

One can read on the plaque:

Here, the great master of laiko song and craftsman of rembétiko

was born and lived his early years of his life.

It should be noted that the English text found below the Greek and French versions is
not a correct translation of the Greek one. However, one can notice the words

‘rembétiko’ and ‘popular’ in the English text, too.
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A Changing Musical Style
Research has revealed that the rembétiko musical style has been changing.'” The
impact that some historical events have had on this change is of great importance and
thus, they are referred to and examined below. We should bear in mind the
interrelation between some of the events, for these were never isolated. They were
either the aftermath or the cause of others.™

The Metaxas’s junta ruled from 1936 to 1940. The military regime imposed
censorship on all recordings and this, unavoidably changed the recording repertoire.
As Ole Smith argues, ‘the imposition of censorship in 1936-1937 provokes a
fundamental change of themes in the recording songs which are our only evidence.
References to the underworld and to drugs disappear’ (1991: 184). However,
Pennanen insists that ‘although the regime promulgated a censorship law on 19
August 1936, it was at first more concerned with newspapers and books than the
recording industry (cf. Kofas 1983:98-100; Hering 1996)’.** The greatest ‘enemies’ of
the censor were the Turkish-based gazeler™ and the hashish songs.® It should be
noted that it was in this period that Greek society greatly tended towards
Westernization. This affected almost every aspect of Greek life such as dressing,
food, entertainment, thinking, language and more. In other words, the lyrics can
change (and they did change) but that does not mean that the style changes; still, the
sonic aesthetic core remains. This is obvious if someone compares the non-hashish
songs with the hashish ones that lived until today. There have been some intervals that

the censorship was not in effect, and that is when the hashish songs were recorded.

12 At this point, a critical question is raised: is rembétiko still alive today? Some musicians and
rembétiko lovers argue that, perhaps in its special way, rembétiko is still alive, while some others that it
is not. See, for example, the discussion on the ‘rebetiko forum’ on the Internet:
<http://www.rebetiko.gr/forum/viewtopic.php?t=531&postdays=0&postorder=asc&start=0>

13 See Appendix A: Tsitsdnis Chronology of Events.

1 Pennanen (2004: 11).

' Singular, gazel: ‘a vocal improvisation on a chosen poetic text in flowing rhythm to compositional
systems called makams. The singer tries to create four sections, in which the third contains a
modulation or alternatively a switch to the high register of the makam. Gazel is performed without or
with a rhythmic ostinato accompaniment and it can be classical or semi-classical in character’
(Pennanen 2004: 9).

18 For details about the censorship, see Pennanen (2003) and Politis (2005b). See also Chapter 3 about

the license number [api6udc adeiag = arithmoés adhias] that is written on many records.
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For example, the first months after World War 2 when many songwriters run to
record these previously prohibited songs. Others went to the USA (these trips are
examined below) where they recorded these songs. Finally, other songs lived through
the oral tradition.

World War 2 (1940-1945), the civil war (1946-1949) and the second military
junta, also known as the ‘Colonels’ Regime’ (1967-1974), were events whose
aftermath inspired themes for the lyrics of many songs. Many of these songs had
lyrics that were allegorical. We are, obviously, dealing with an ideological aspect that
is always present in popular music.'” In general, all these are parts of ‘the notion of
the musical code” which ‘permit us to speculate about the connection between the
musical sounds we hear and the “human universe” implied by the lyrics’.*®

Continuing with the analysis and assessment of important historical events,
scholars have coined the term, zepiodo¢ ¢ Ivéokpariog [periodhos tis indhokratias],
that is, Indocracy period, which is a key period when many great changes took effect.
This is the time when movies from India started to be shown in Greece, from
approximately 1954. These movies contained many popular and traditional songs
from India. Many famous and not so famous songwriters of that period took some of
these songs and supplied them with Greek lyrics (it was either themselves or
professional lyricists who would do the job).™ Then, these people recorded the
changed songs using Greek-style popular orchestras, and by selling the records,
achieved great profits without people knowing the truth about their origins and giving
credit to the original songwriters.?® In his autobiography Vasilis Tsitsanis talks about

this period and blames the songwriters that took part in this ‘scandal’ (1980: 39). The

17 See, for example, songs: Kéaroia péva avaotevider [kapia mana anastenazi = a mother sighs]
recorded in 1947 (Parlophone GO 3796 - B. 74100-I); Ty¢ yepoxivag yiog [tis gherakinas ghios =
haggard woman’s son] recorded in 1975 (MINOS-EMI 7YCG 5234 - 2J-064 70172); Ty¢ korvwviog n
diagpopa [tis kinonias i dhiafora = the dissimilarity of the society] recorded in 1980 (Minos 7XGO
10302 - MSM 391 / 480056).

'8 David Brackett (2000: 9 [quoted by David Laing, quoted, in turn, in Middleton, Studying Popular
Music, 228]).

9 The book by Helen Abadzi and Manolis Tasoulas (1998) is a great source of information regarding
the very important period of the Indocracy. The book even contains lists of the songs that have been
copied from Hindi film music.

2 A Greek-style popular orchestra of this period would consist of one or two bouzoukis, a piano, a

double bass, drums and percussion and a Spanish or acoustic steel-strung guitar.
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following statement from Tsitsanis shows his sadness, as well as the impact that this

situation had on him:

Apudoiot LovstkoAdyotl ag pevviicovy o€ BABo¢ To TEpAoTIo 0VTO
D€l LE TIC EMTTMGELS TOV TIC ONUEPIVES, KOl Y10l TO LEAAOV, KO O

BdAovv 6ToV pawpomivaka Tovg vevHLVOLC.

[May specialized musicologists research this issue extensively, and
its consequences today and in the future, and may they put whoever

is responsible on the blacklist.]

Inevitably, many elements of the Hindi music style ‘stayed’ in Greece after this period
ended. New rhythms appeared and were transformed in order to match Greek ears,
and which year by year became musts on Greek stages and venues with laiké music.
Alongside the rhythms, such as the dadra, new scales and modes also took their place
in the Greek discography. Evidence uncovered in my research shows that a major
reason for the decline in the number of Tsitsanis’s recordings was this new era that
Greek laiki music has entered, mainly beginning with the affection of Hindi music
found in Hindi films that used to be played in Greece.?! Rather obviously, Tsitsanis
did not succeeded in reciprocating this era’s demands, either due to his refusal to
write in this modern style, or due to problems he may have encountered in writing in
this style. However, Tsitsanis succeeded in making some major hits in this period’s
style, too. Although few in number, the payment receipts as well as the fact that these
songs are still played in venues in Greece attest to these songs’ popularity, both
amongst the audience and the musicians.?

A further major influence was exerted by the trips made by many Greek
musicians to the USA, trips that seem to have started as early as the 1910s-1920s (see
also Smith 1995). The most important reason for these musicians to take these trips

21 The first Hindi film was played in 1954,

22 See, for instance, songs: Ta Aiudvia [ta liménia = the ports], Columbia 7XCG 1570 - SCDG 3197,
recorded on July 24, 1962; Oco ue poidveig [6so me malonis = as long as you berate me], HMV
7XGA 1593 - 7PG 3216, recorded on November 10, 1962; and ®apuaxwuéva yeiln [farmakoména hili
= poisoned lips], HMV 7XGA 2535 - 7PG 3586, recorded on May 31, 1966.
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was their ambition for an international career, a better job, or simply for shows at
places where many Greek migrants lived. Manolis Hiotis (1921 — 1970), a bouzouki
virtuoso and songwriter, was one of the foremost innovators. He travelled to the USA
twice for concerts and returned, bringing to Greece his experiences from musical
styles such as Jazz and Afro-Cuban (Latin American).?® By combining these elements
with the already existing multicultural style, he created a new school both in terms of
performance practice and songwriting. Something remarkable in terms of Tsitsanis’s
recording activity is the fact that Hidtis influenced the music of Tsitsanis. This is
obvious in some songs where Hiétis took part apparently as the bouzouki player.?*
The two most significant contributions of Hidtis were the addition of a fourth pair of
strings on the bouzouki and the utilization of the musical elements that he brought
with him from North America.?> There is a huge corpus of songs, creations of Hiétis,
based on this style (regarding his life, see Kasitas 2009).

One should also take into consideration some more interrelated historical
events of social, musical and technological importance, beyond those discussed
above. For instance, when the taste of the audience changed, unavoidably, the market
aimed to adapt accordingly. The ‘role’ of the style itself has also changed, for what
was once the music of the underground became indexical of the newly-emerging
middle class after World War 2. The ‘transition’ from the hashish-den to luxury
bouzouki clubs (known in Greece as urov{ovktoidika Of ta umovovxia
[bouzouktsidhika — ta bouzoukia]) was not a simple fact, after all. Manuel’s points

that ‘urbanization and modernization effect qualitative as well as quantitative social

2 Hiotis’s first trip to the USA was in approximately 1957-1958. According to account, he stayed there
for thirteen months, while according to Méri Linda, with whom he travelled, they stayed for two years.
The second trip was in 1964. He stayed there for four years (Andénis Kasitas 2009: 88-9 and 101-4).

2 See, for example, songs: H ovvoikia pov [i sinikia mot = my neighbourhood], HMV 7XGA 8287 -
PG 2858, recorded in 1960 and Mebvouévog Ga. ‘pbw amdye [methisménos tha ‘rtho apopse = I'll come
tonight drunk], HMV 7XGA 7547 - PG 2832, recorded in 1960.

% Some Greek musicians and aficionados disagree, and claim that the fourth pair of strings had been
added years before. I could not verify this claim and thus, I refer to Hidtis as being responsible for this
change. Anyway, even if there was someone else that initially added the fourth pair, Manolis Hidtis
was the one that made this ‘new’ instrument known. However, there are many of Hiotis’s compositions
that he recorded using the traditional three-string bouzouki, based on the rembétiko style. One more
notable contribution of Hidtis, connected to the introduction of the four-string bouzouki, is the

introduction of the electric bouzouki which is examined in Chapter 3.
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changes’ and that ‘the evolution of popular musics, then, must be seen as paralleling
the evolution of new societies’ (1990: 16-7) are important here. This is precisely the
case with regard to the transition from rembétiko to laikd. In terms of the
technological aspect, the evolution of recording technology along with the change in
the construction of the instruments, as well as the introduction of new instruments in
the laiko band, such as the electric bass and the drums and percussion, gave birth to
new orchestrations, new arrangements, new performing techniques and new sound-
mixing techniques. Manuel points out that ‘these latter (the former inhabitants of
Smyrna and Istanbul) brought with them their own Turkish-influenced urban musics,
which eventually evolved into a commercial Greek popular music in conjunction with
the rise of the mass media’ (1989: 82).%° Moreover, as has been analyzed above, the
borrowing of elements from foreign musical styles was interrelated to the
aforementioned social and technological changes.

A major chapter in this story is the change of the relationships between
musicians. The ‘old school’ style can be characterized by the leading role played by
the composer. In most cases, the composer was also the lyricist, a skilled bouzouki
player and a singer. This is evidenced by recalling some of the most popular names of
the period such as: Markos Vamvakaris (1905-1972); Vasilis Tsitsanis (1915-1984);
Apostolos Kaldharas (1922-1990); Ghidnis Papaiodnou (1914-1972); Apostolos
Hatzihristos (1904-1959); Ghiorghos Mitsakis (1921-1993). All of them (and many
more) manifested the aforementioned characteristics. This practice could have been
brought by the musicians from Asia Minor. Although there were younger composers
that kept up with this tradition, such as Ghiorghos Zambétas (1925-1992), with a
repertoire based on laiko and (for some of them) on other syncretic styles as well, it
seems that laiko style changed this principle. The ‘singer-star’ was a characteristic
that represented the new style. This is made obvious by photographs from the pre-
laik6 period which show the players of the basic instruments sitting in a front row of
chairs and the players of the other accompanying instruments sitting behind them. For
example, the composer with his bouzouki should sit in the front row along with

another bouzouki player, the guitarist, a female singer and, occasionally the

% However, the role of the recording technology needs in-depth examination and, thus, it is examined

separately in Chapter 3.
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accordionist while the double bass, the piano and the percussionists would be situated
at the back.?’

This image was later replaced by one of a top-name singer sitting or standing
alone in front of everyone else (something which is very common today, in Greece
and in other countries) with the rest of the band behind them. However, the major
difference is not the way they were seated but the fact that a lead singer rather than a
composer is at the top of the pyramid. Whereas some years ago the venues’ owners
used to sign contracts with composers, in the new era, the owners sign contracts with
singers who became more popular than the composers. Obviously, the determining
link in the chain was the rise of the recording industry, for it was this which
determined the new hierarchies. As Manuel convincingly argues, ‘popular music in

28 and thus, we can consider the

capitalist societies usually involves a “star system
‘singer star’ as being a part of this system.”® It should be emphasized though that the
advent of a cheap medium (the 33rpm record) was a crucial moment that opened the
road to these changes. We should also bear in mind that this situation transformed the
life of the musician; from having as their only option to work during the night under
difficult circumstances, they could later have the chance to become a professional
musician, to sign contracts with venue owners and record companies and to earn more
money than they had done before.

The comparisons with ‘the past” and ‘the future’ reveal the differences, the
similarities and the relations among the different periods. Here, one deals with two
kinds of comparisons: comparing, on the one hand, his music with itself (that is, the
changes observed in his style from period to period) and, on the other hand,
comparing his style with the styles of other composers, before, along and after him.
Interesting, yet critical questions arise: in what way has Tsitsanis affected the next
generation(s) of popular song? In what way was he affected by the songwriters before
him? The major problem, of course, lies in the fact that we are not talking about a
static event, isolated from other events that happened around it. To put it another way,

Tsitsanis’s style, just like other musical styles in the world, did not just arrive, stop the

2" Obviously this is only an example regarding disposition, for this also depended on several other
factors such as the particular period, the size of the venue, the budget of the venue and so forth.
% Manuel (1990: 3).

 See also Brackett’s statement (2000: 2) regarding the ‘power” of the singer.



47

previous one, play its role, then come to an end and leave the others to continue. We
are dealing with an interaction where one is affecting the other before, next to, and
after him. The most serious question here is: when he enters into the business
(composing, recording and playing in venues), is he following the style, or, is the style
following him? And then, one must also deal with another issue: is he aware of this
situation? Is he creating music consciously? Is he aware of the changes he introduces
and where they lead the style t0?*° And if he is aware, it would seem like someone (in
this case Tsitsanis) is solving ‘equations’ in order to produce hits and to sell records,
because this is what it has happened.®*And then, how can this be possible, when
everybody speaks of the great emotionality to be found in his songs?

Tsitsanis’s style is based on the traditional standards that many others
songwriters used before him. Unavoidably, his repertoire is mostly based on the
rembétiko-traditional rhythms and modes. Owing to the fact that his career lasted for
many years, inevitably, his compositional style changed from time to time. By reading
and watching his interviews, we can understand that he was very conscious of the
changes he made. Oral stories also support the theory that he could understand the
changes and the development that was happening in the music industry, such as the
demands of the market, the desires of the audience and generally the trends that music
industry was promoting.® Therefore, he always tried to change his music in order to
be in vogue. However, we should bear in mind the characteristics he introduced
immediately when the Columbia factory came back to business after the end of World
War 2. From his interviews we learn that he was preparing a whole new repertoire
consisting of new songs that he composed during the war, when living in
Thessaloniki. Therefore, when he got back to his recording business, he was ready to
record those new songs which seem to be the early stage of the so-called laiko style.

Generally, the period of the 1940s and 1950s was a period of great change, much of

%0 See Michael (1996: 70) regarding the role of Tsitsanis in creating ‘the new and more authentically
Greek laiki mousiki’.

%! The payment receipts that were kindly provided by Tsitsanis’s son Kostas, show that indeed
Tsitsanis’s songs were among the best-sellers of the period.

%2 See, for example, his songs during the Indocracy period which were affected by Hindi-style songs
(for example: O kovurdpoc o Torradvyg [0 koumbaros o Tsitsanis = Tsitsanis the best-man], HMV
7XGA 1821 - 7PG 3335, recorded on September 10, 1963; and Iovdw ko u' apéoer [pondo ke m’ arési
=1 pain and | like it], HMV 7XGA 2399 - 7PG 3540, recorded on December 11, 1965.).



48

which are credited to Tsitsanis and are examined within this thesis.** Since
Thessaloniki has been mentioned, one should not forget the multicultural nature of the
city due to the various nationalities that used to (and still) make up its population.
Written sources give evidence of Greeks, Jews, refugees from Asia Minor and Pontus,
Turks, Bulgarians, Gypsies and other ethnicities that used to be part of the city’s
population.® It is rather obvious that someone was able to listen to many different
musical styles at this time, and perhaps this is what also happened with Tsitsanis. A
unique example would be the case of the singer Stéla Haskil who was a Sephardic
Jew, that is, a Jew from the Iberian Peninsula. Haskil was a very popular rembétiko
singer and recorded songs of Tsitsanis too (see Chapter 6 for interactions of the

Sephardic song with the rembétiko and laiko style).

Musical Analysis

The analysis used within this thesis can be divided into three major parts: 1)
comparisons; 2) transcriptions; and 3) statistics. The comparative methodology
reveals many important elements. For instance, the development of the performance
of a particular rhythm is revealed by comparing either Tsitsanis’s songs with songs
written by songwriters that lived before and after him, or by simply comparing early
Tsitsanis’s songs with contemporary ones. The musical analysis reveals information
about Tsitsanis’s songwriting style/technique and its development from the beginning

of his recording career until its end. As Tenzer argues:

It is a given that analysis — whether based on focused interior
listening, working with a composer’s score, or by making one’s
own transcription — is a worthy exercise because it brings us to a
more intensive relationship with the particularities of sound. What
arises next is the question of how we interpret and present our

perceptions and decisions (Tenzer 2006: 8).

% See Chapter 3 ‘number of recordings by year’.

% See Hastaoglou 1997 (for instance, p. 494).
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There are passages from several songs in the form of musical scores that are used as
paradigms in order to help explain the findings of the research.*® However, one should
be aware of several problems when using ‘Western notation to “describe” music for
which it was not intended’ (Brackett 2000: 27-8). After all, transcriptions of recorded
popular songs ‘represent recorded sounds, not directions for performers to produce
those sounds’ (Brackett 2000: 29). Finally, statistical tables and graphs play a critical
role within the entire thesis because research has shown their great importance for the
better understanding of various facts and issues. Therefore, the statistics that have
been created from the T.E.D. accompany each of the chapters according to their
relevance. Ultimately, the result of the analyses ‘is the identification and grouping of
manifest sound patterns and their relationships to governing schema in a work,
repertoire, or genre, and especially the compelling musical tension that results as the
patterns become set off in relief from the schema’ (Tenzer 2006: 6).

Amongst all the works studied, the most useful, as well as most relevant to this
specific research were: Analyzing Popular Music, edited by Allan F. Moore (2003)
which presents various models of analysis for many different music genres according
to the views of outstanding researchers in the field of popular music studies.
Communicative Contract Analysis: an Approach to Popular Music Analysis by
Thomas Shave (2008) proposes models of analysis that seem proper for this specific
research. Peter Manuel’s Popular Musics of the Non-Western World (1990) examines
rembétiko music in one of its chapters. It is an extremely useful text because it can
work as the basis for someone who wishes to research the rembétiko genre. David
Bracket’s Interpreting Popular Music (2000) opens up new horizons in analyzing
popular musics through the utilization of technology. By using, for instance, spectrum
analyzers, or by creating graphs of harmonic proportions in order to illustrate a song’s
harmony, he finds new means of analyzing popular musics. Moreover, Michael
Tenzer’s Analytical Studies in World Music (2006) includes various analytical models
applied to a variety of different musical cultures, such as flamenco, Afro-Cuban and
Balkan. These models as well as Tenzer’s own introduction help the rembétiko

researcher to build up their own model of analysis, for there are musical aspects

% The so-called ‘paradigmatic analysis’, as described by Brackett (2000: 26) and Middleton (1990:
183-9), was used, too. See also Tenzer (2006: 6-7) regarding ways in which the sound patterns can be

mobilized.
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among the aforementioned musical cultures that are similar. Derek Scott’s The
Ashgate Research Companion to Popular Musicology (2009) and Allan Moore’s
Critical Essays in Popular Musicology (2007) are truly companions to any researcher
who wishes to research on and analyze popular music styles. The texts found within
do not only concern various musical cultures, something that allows them to address a
large corpus of readers and researchers, but they also employ several analytical
methods of different natures, something that takes the analyses further and the
researchers deeper as regards the understanding and interpretation of popular musics.
Finally, the High Analysis of Low Music by Dai Griffiths (1999) is a review of various
systems of existing ‘high-art” analysis as applied to popular forms. It also contains the
writer’s own views and propositions regarding analysis. The fact that the Greek
popular and rembétiko music has not yet been subject to a model of analysis is an
issue of considerable significance. Hence, there is no model that has been tried out or
even created for this specific music genre.

At this point, | have to mention the great contribution of technology, the role
of which was catalytic in my project. Without specific technological media, it would
have been more than difficult for some issues to be handled. These media can be
categorized in two main groups: the electronic software and the electronic
apparatuses. The T.E.D., as well as sound editing and mixing software that were used
for several reasons, such as to clear old recordings from noises, are some of the media
of the first category.®® In addition, specialized earphones and sound speakers that
made easier the hearing of details can be included in the second category. The
technological means available today to the researcher are more than necessary, for
they accelerate several processes and, thus, they save much time. Moreover, they
make possible things that looked impossible in the past. In general, they are
‘weapons’ in the hands of researchers that can help them to innovate and promote

research in their field.

% Several issues regarding the utilization of technology were inspired by Brackett methodologies in

analyzing his musical texts (2000).
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Rebetology

The study of rembétiko became firmed up in academic circles, during the late 90s, as
‘rebetology’. It has been accepted into the academy as the object of serious study.
Rebetology could be considered as a subfield that draws on the disciplines of
ethnomusicology and popular music studies. Rebetology has flourished during recent
years, and important academic work can be found all over the world. Although there
has been a huge evolution in academic research on rembétiko, Tsitsanis’s music,
which is so important to the musical evolution of Greece, is almost completely absent
within this research. Yet, Tsitsanis’s music can be found almost anywhere a live
music band exists in Greece. Even in a performance based on Greek rock or other
popular music styles, it is highly unlikely that a Tsitsanis song would not to be played

during the performance.

Academic and Non-academic Treatment of Rembétiko

It is not only that too few academic scholars have researched rembétiko music, but the
majority of them have viewed the subject from almost all its possible aspects, apart
from the musicological one (musical analysis). Therefore, we have anthropological
works, ethnographical works and historical works; but only a few publications talk
about the music, such as Pennanen’s work. Furthermore, the problems seem not to
end here, for there are important publications such as Stathis Gauntlett’s and
Pennanen’s academic theses, Conway Morris’s old (but seminal) article about Greek
café music, the proceedings of the third conference of the ICTM Makam Study
Group, which are unfortunately out of print and difficult to locate, something that is
true for old publications on the subject by Greek authors too, especially in newspapers

and magazines.

Key Studies in Rebetology

There are some scholars whose work has contributed much to the evolution of these
studies. The initial efforts started with Gail Holst in 1975 and her book Road to
Rembetika. The book is quite old and we could say that it is a personal view of

rembétiko and generally a quite personal and emotional demonstration of the style,
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rather than a scientific approach. She uses, though, many simple and small
explanations for basic terms, but with very clear and comprehensible writing. The
book contains many historical elements which can give a very clear idea of rembétiko
as it was in the very first years of its existence and how it developed. Although the
author lets the reader recognize her emotional connection with this music style, her
writing and description about almost all of the matters of the book remains subjective,
clear and, most importantly, full of easy comprehensible details. The first critical as
well as academic study was made by Stathis Gauntlett in 1985 in his PhD thesis
(Oxford University) in which he investigates the terminology and the origins of
rembétiko.

A unique case is the doctoral thesis and, generally, all the published material
of the Finnish scholar Risto Pekka Pennanen. Pennanen touches on several aspects of
rembétiko. His study is important and relevant to my thesis in the following ways: he
did fieldwork in Greece and tried to enlighten and clarify some aspects of rembétiko’s
theory and performance. The thesis is one of the very few that deals with the Turkish
makams®” and compares them with their ‘descendants’, the Greek popular dhrémi. He
tries to clarify terminology; for instance, he talks about the term Smirnéiko and its
problematic usage by the Greeks. However, I do take issue with some of Pennanen’s
points due to some critical mistakes he made, such as typing wrong chords in music
scores that have been created by him. Furthermore, he is creating and basing personal
theories on such music scores regarding the usage and the way that some popular
modes work (1999: 94, Figure 14: the last D chord is wrong; it should have been a
Bm chord). The problems seem not to stop there; Pennanen speaks not only about the
modes but about the rhythms and the way of performing them too, ending up
sometimes with incorrect statements (1999: 104-105, Figure 24: the recording he
labels C’ is mentioned that utilizes the koft zeimbékiko.*® A better listening of the
recording shows that it too utilizes the palié zeimbékiko, or syriano, as Pennanen

chooses to call it). However, the work of Pennanen is very important, and one of the

%" For a clearer understanding of the makams see Touma 1971 and Chapters 4 and 5.
* The kofto zeimbékiko is a particular performance technique of the zeimbékiko rhythm which three
main performance techniques are: siriano or old zeimbékiko, koftd or new zeimbékiko and mixed

zeimbékiko (see Chapter 6).
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very few studies that exist and can be used as a basis for further research, as it raises
fundamental issues, very much connected to my project, too.

Despoina Michael’s article (1996) seems to be the only academic publication
totally devoted to Vasilis Tsitsanis. Although she did not touch on any musicological
issues, her article succeeds in giving valuable explanations regarding confusing issues
and historical facts, like the reasons and the chronology of the usage of the word laiko
instead of rembétiko. Dafni Tragaki’s Rembétiko Worlds (2007) is based on her PhD
thesis. It deals with the musical situation in the city of Thessaloniki at specific places
where rembétiko music happenings used to take place. Her ethnomusicological and
ethnographical views grant to the studies new aspects and new pieces of information
that have never been mentioned before. By assessing the past and by speaking of the
two rembétiko revivals that occurred in Greece, she moves into ‘the field’ where she
describes her personal experiences with musicians and live shows in Thessaloniki.
The analysis of the songs that she was listening to during her study is another
important element of the book. She also clearly shows how rembétiko was implicated
in varying political stances and changing political ideologies. The work by
Petropoulos Peunétika Tpayovora [rembétika traghotidhia = rembétiko songs] (1996),
although very large, contains many mistakes and misleading conclusions. In addition,
many people, mostly aficionados, based their studies on Petropoulos’s book, thus they
continue this wrongly-based type of work, something which is recognized by the
majority of academic researchers nowadays.*

Once more, the musicological point of view is remarkable by its absence. The
Greeks published works with basic subjects such as: 1) citing Tsitsanis’s lyrics or lists
of songs, including comments and other type of information on the recordings, such
as the catalogue number (Tsitsanis 1980; Maniatis 1994 and 2001; Anastasiou 1995
and 2004; and Alexiou 2001); 2) biographies, photographic material, myths and tales
around the lives of popular rembétiko figures (Vamvakaris 1978; Loulé-Theodhoraki
1997; and Adhamidhou 1998).

However, there are works that completely differ from the aforementioned.
Although not written by academics and, once more, most of them do not deal with the

music itself, they are objective, rigorous in a unique way and, most importantly, they

% Regarding some comments on Petropoulos’s work see Beaton 1986; Pappas 1999; Pennanen 2004,

Holst 2006; and Tragaki 2007.
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show that their writers are well aware of academic standards and the development of
the research.

Kostas Vlisidhis, for instance, published three works (2002, 2004 and 2006).
Moreover, his work Pesumétiko Tpoyovor [rembétiko traghotidhi = rembétiko song]
consists of translations of three studies by Stathis Gauntlett.*’ The book also contains
an interview with Tsitsanis by Gauntlett. In his book (2002) For a Bibliography of
Rembétiko (1873 — 2001), Vlisidhis managed something that seemed to be
unachievable in the past. After long research and efforts, he put together 2396
bibliographic references to rembétiko in a single book; 2262 are from Greek literature
and 134 from foreign literature. Alone, this work is a tremendous source for
researchers, aficionados and music lovers. Obviously, what Vlishidhis offered to my
project was a unique list of perhaps every possible reference to rembétiko and
Tsitsanis, a job that would require a lot of time visiting libraries and personal
archives.

Manolis Athanasakis published his study with the support of the journal Aaixo
Tpayovor entitled Baoilng Toitadvne — 1946 (2006). The book deals with one of the
most fruitful years of Tsitsanis’s career. Apart from the socio-historical background
that is given in the beginning of the book, Athanasakis deals with the 1946 songs from
several views; that is, discographical, historical and (most importantly) musicological
(musical analysis). His comments are important and serious, while the music scores of
the songs (which are perhaps the only correct and most detailed available) are used in

the analysis of the songs.

The very next chapter (Chapter 3) deals with several aspects of the recordings
themselves. The subject is examined from various angles, such as the examination and
assessment of the sources available in Greece, in terms of research on historical
recordings, the pieces of information that the labels of the records can provide,
information of technological as well as historical aspect that can be retrieved from the
sound itself, the recording technology and its development, and more. Chapter 3 also
includes analyses on statistical data exported from the Tsitsdnis Electronic Database
which shed light on issues regarding the route of Tsitsanis’s recording activity. The

historical recordings themselves can be considered as the basic implement for the

“0 The third one has been written directly in Greek by Gauntlett.
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spread of popular musical styles across the world (of course with some exceptions).
Ultimately, all of the above are linked to the market and the recording industry which

are strongly bound to popular music and thus, they should always be part of research
undertaken on it.
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Chapter 3
The World of Historical Recordings

Source Criticism: Some Problems

There is only one academic reference with the name Tsitsénis in its title.” This is
Michael’s article Tsitsdnis and the Birth of the New “Laiké Tragoudi” (1996).2 There
are of course many references within books and articles to Tsitsanis but these are just
a few lines. The bibliography concerning issues such as the Greek laik6 modes, the
Greek laiké rhythms, the laiko-rembétiko harmony and many more, is limited. A few
publications have been made by two or three famous bouzouki players, such as
Nikolopoulos (n.d.), but nothing at all has been done at an academic level (apart from
Pennanen 1999) in order to throw light on issues which seem to be problematic for the
continuation and the development of the studies.

This rarity of exclusively musicological work is what possibly explains the
indifference of (especially Greek) musicologists regarding rembétiko. However, some
notable exceptions are: the bachelor theses of Anéstis Barbatsis (2008°) and of
Ghiodrghos Evangélou (2008”) that were carried out in the Technological Educational
Institution of Epirus in the Faculty of Music Technology and its Department of Laiko
and Traditional Music in Arta, Greece. Also worth-mentioning are the bachelor theses
of Hristos Kesikiadhis (2008°) and of Pétros Papas (2009°) that were carried out at the

University of Macedonia at the Department of Music Science and Art in Thessaloniki,

! Part of this chapter has been published (in Greek) as the article ‘The Recording Career of Vasilis
Tsitsanis (1936-1983). An Analysis of his Music from Commercial Recordings — Four Major
Problematic Issues of the Research’, Web-based journal for the laiké song (2011). In addition, another
part of this chapter has been submitted and is under review as the article ‘Source Criticism in
Rembétiko and Laiké Styles [Greek Urban Popular] through the Recording Career of Vasilis Tsitsanis
(1936-1983)’, The Journal of Popular Music Studies.

2 This work by Michael is been mentioned numerous times within the thesis.

¥ “Vasilis Tsitsanis — Analysis of the Early Work of the Composer, Trikala Period 1932-1936’.

* “The Laiké Guitar in Rembétiko Song of the Period 1928-1935 and its Evolution through the Personal
Style of Kostas Dhousas, A. Kostis, Ghiorghos Katsaros, Kdstas Skarvélis, Vangélis Papazoghlou,
Stélios Hrisinis, Spiros Peristéris and Manolis Hibtis’.

® ‘Rembétiko Song during the Period of 1922-1956’.

® ‘Markos Vamvakaris in his First Discographical Period (1932-1940)’.
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Greece. However, there is a major problem with the aforementioned works: due to the
fact that they are degree essays they are not broadly available. An extremely
important publication for the advancement of research is also the book of Voulgharis
and Vandarakis, the Urban Song in Greece of the Mid-War. Rebétika of Smyrna and
Piraeus (2007).” The lack of research though, is not the only factor posing difficulties.
It is also the fact that most of the Greek authors that are examined further below,
endeavour to penetrate unknown (to them) fields.? Despite these scholars’ efforts to
contribute to progress in the field, it is more than obvious in their work that they were
unaware of basic methodological research principles. Similar points have been

discussed by other scholars, too, as the following two examples demonstrate:

For most Greek musicologists, urban memory-based music has
been the Low Other that is not worth researching: the analysis of
Greek popular music has been largely left to Western

ethnomusicologists (Pennanen 1999: 11).

Instead we find a lot of journalist and amateurish writing,
sometimes even with scholarly pretensions — not to mention
decidedly pseudo-scholarly offerings to a public that cannot in
most cases see the difference (Smith 1989: 179).

Further below, I shall defend my arguments by referring to examples from several
publications.

Dhionisis Maniatis gathered 24,000 song titles that were recorded in Greece
using the 78 rpm technology, from 1886 to 1961 (Maniatis 2006). As mentioned in his
introduction, due to the fact that some people refused to provide him with information
and open up their archives, 209 records, that is, 418 songs are missing. Obviously, we
are dealing with a research of discographical character. In Greece, unfortunately, even

the very few samples of research with a discographical content are not scientifically

" This work’s importance is attested by the numerous references to it within this thesis, especially in
Chapters 4 and 5.
& Smith (1991), Aulin and Vejleskov (1991: 12-23) and Pennanen (2004: 18; 1995) also write on

problematic issues found in the work of many aficionados.
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based and are characterized by the lack of a proper, or even total lack of,
methodology. Thus, these works are not just faulty they are also dangerous for
research that attempts to fulfil academic standards, due to the fact that they contain
fallacious published data which might mislead or delay the research, something that
has been happening all the time until today. For example, many bachelor theses from
Greek universities that I managed to find and study base their songs’ dating on these
misleading works. Unavoidably, the initial sources of information in my research
project were these works. The great amount of time spent on checking the contents of
these books could have been spent on other aspects of the research. Maniatis’s
catalogues are categorized based on the recording company and according to

chronology. For each song there are the following ten columns (Table 3.1):

Company
Record Number
Matrix Print
Title

Singers
Composers
Lyricists

Year

Genre

Rhythm

Table 3.1: The columns in Maniatis (2006)

Although many problematic points can be noticed in each of the columns, the
most major problems can be spotted in the last two. Regarding the genre, even
nowadays there are multiple discussions over how genres and musical styles should
be named and labelled, many of which can be found in Pennanen’s articles (1999,
2004 and 2005). Thus, since it is not yet agreed and scientifically verified, the use of
such terms is incongruous. This is basically the main difference between an academic
and a non-academic text. The following table (Table 3.2) shows some of the genre

column’s strange, misleading and vague definitions.
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Page Song Title Genre mentioned
11 Tw tox [Tik tak] Soft rembétiko

99 Ayovia [aghonia = agony] Soft

387 Tpeln Lo [treli zoi = crazy life] From a film

167 EOvikog duvog [ethnikds imnos = national anthem] | National

Table 3.2: Genre definition errors in Maniatis (2006)

As one can observe, the genre column far from defines the genre of the
recorded music, since we get many different interpretations. Being aware of all the
musical styles so that one can tell the differences between them seems to be
impossible even for a musician and/or musicologist. Unfortunately, one can detect
mistakes in the rhythm column, too. Here (Table 3.3), | will provide examples from
both Maniétis’s projects (1994 and 2006). The 1994 book aspires to list the entire
discographical work of Vasilis Tsitsanis. Despite the fact that only three examples
will be provided, it should be noted that one has to actually deal with hundreds of

such instances when both publications are taken into consideration.

Book, Page Song title Rhythm mentioned Correct rhythm
Maniatis 2006: 238 | ALd Tovpka xopewé Lov Tsiftetéli 8/8- Sirtos

[ala totrka horepsé mou =
dance for me ala Turka]
Maniatis 1994: 120 | H cvvowio pov Traghoudhdki [Little song] | 4/4- Cha cha
[i sinikia mou = my
neighborhood]
Maniatis 1994: 121 | M’ épaysg 1’ épayeg Kalamatianos 2/4- Bayo
[méfaghes méfaghes = you
‘ate’ me (idiomatic)]

Table 3.3: Rhythms definition errors in Maniatis (1994 and 2006)

Another example from Greek literature is the Vasilis Tsitsanis: My life, My
Work (1980), edited by Kostas Hatzidhoulis. The first part of this book (up to page
24) 1s an interview of Vasilis Tsitsanis with Kdstas Hatzidhoulis. The rest of the book
(apart from the comments and several pictures on the last pages) consists of music

scores and lyrics of Tsitsanis’s songs without mentioning, though, the name of the
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person that wrote these scores.’ Several types of notes and comments can be found

under the songs, written (most probably) by the author/editor himself.

Examples:
Page 46, I'kiovl Mroydp [Gioul Bahar = Eastern female name]. The author writes
under the song: ‘recorded in 1950°. The recording date is questionable since research
has shown that the most probable recording year is 1951.° Here, of course, one is also
dealing with another issue, which is the source of the information contained in all the
published books of this sort. So far, none of the authors have indicated an
‘initial/primary information source’ with regard to the recording and release dates.
Moreover, many of them have not even mentioned their sources at all (about these
mysteries around the sources see further below). An initial information source would
be a document whose information is indisputable. Such types of documents are the so-
called recording sheets as well as the recording lists/catalogues of the recording
companies. Apparently, other questionable dates can be found in this specific book.

Page 51, Ta orjuavpo. [ta simandra = the bells]. The author mentions under the
lyrics: ‘zeimbékiko of 1951°. The problem is obviously the fact that it is not made
clear to the reader, exactly what the date refers to, especially when there are three
types of dates for each song considered to be crucial in order to make safe findings
during research. These are the composing date (something often difficult to ascertain),
the recording date and the release date. Thus, another topic comes up for discussion,
as further analyzed in the chapter below — not to mention the perception | have heard
by many aficionados and rembétiko enthusiasts with whom I have met, that we should
not care very much about the year that their books refer to, because (according to
them) most of the songs were recorded and issued in the same year and, many times,
in the same month. However, my research has revealed that this is a myth, for there
are countless songs which do not meet these characteristics.

Page 60, Eiuaote alavio. [imaste alania = we are street-urchins] and page 91
Hw! lw! Ilw! Mapio [Po! Po! Po! Maria = Oh! Maria]. The first song is

characterized as hasaposérviko while the second as a fast hasapiko (in terms of their

® It should be mentioned that the musical transcriptions of the songs are inaccurate.
1 AEPI’s (Hellenic Society for the Protection of Intellectual Property) recording sheets and

Columbia’s logistics books give 05-04-1951 as the recording date. For both sources see further below.
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dance rhythm used). Both rhythms are 2/4.™ The first song’s tempo is 4 = 97 while
the second song’s tempo is 4 = 106. Research has revealed a problem regarding the
terminology of the hasépiko and hasaposérviko rhythms. The perception that exists
among Greek musicians and aficionados roughly suggests that ‘the hasaposérviko is a
fast hasapiko’. Since there is no numeral limit/border to the hasapiko and
hasaposérviko tempi, generalizations of any sort are rather deceitful and non-
scientific. Above all, the most important fact is that the term hasaposérviko is
posterior in comparison with that of hasapiko. This specific issue, as well as the
problems that emerge, should be dealt with through the collaborative work of
musicians, historians and dancers, since we are dealing with dances. After all, it is
perhaps time for this discipline (dance research) to enter further into the sphere of
popular musicology. Curiously, even if these terms were appropriately used
(according to the suggestions of the common opinion) separating the two songs would
still be problematic. The reason, as one can observe, is simply because the one with
the faster tempo is characterized as a fast hasapiko while the other with the less fast
tempo is characterized as hasaposérviko. In other words, this common belief is used
the other way round by Hatzidhoulis.

The problems in Andonis Kondos’s paper, ‘Tsitsanis’s Alphabet’ (in Righa
2003), are similar to those presented in the preceding paragraphs, that is, dating issues
as well as erroneous rhythm definitions. Nevertheless, there are two additions of
major importance. Firstly, there is reference to CDs and LPs on the market that
contain the songs mentioned, which helps in finding the specific songs more easily.
Another important characteristic is that many contemporary recordings of songs are
mentioned as well. It is also worth noting that research so far has indicated the
existence of few songs (Tsitsanis’s compositions) that are not mentioned in the lists of
the above books at all. This perhaps signifies the difficulty of locating primary
sources of information.

Another issue that is noticed when studying these books is that the titles of
many songs do not match the titles found on the actual record labels. Despite this, the
existence of several titles referring to the same song is common in popular music.

There are cases where the musicians used to refer to songs using a particular word or

' There is an issue regarding the fraction of the hasapiko; some authors, as well as musicians, speak

about hasapiko by using the 4/4 fraction instead of 2/4 (see Chapter 6).
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short phrase from the lyrics, rather than the actual title of the song. Moreover, the
companies used to change a song’s title, either in a re-issue or in a new recording of

the particular song (Figure 3.1 and Figure 3.2).

f Columbia

This Racord (made by paleniad , -acess

must not he sold = Fland i plrateas
Made in Greece & Ap. . 1428-460M
C.G.2799 D.G. 4%00

ZE TOY TO TO MAAHOZITITO
(B. Tottoawvn)
T ronAm.rmm APIKA NINOY
ouvod. Aaimmg "O¢y NoTeug
?‘Aw’ B, Towwoavy

Figure 3.1: Se todito to palisspito label (Tsitsanis)
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Figure 3.2: To paliéspito label (Tsitsanis)

However, this does not mean that the researcher should not locate and examine
primary sources, such as the records themselves. It has also been observed that the
very same songs are given with several different titles within the books published by
aficionados in Greece. Since | mentioned the record labels, I should stress that
mistakes have even been found on these, too. Many labels have the rhythm of the
song, next to or under the song’s title. In some cases, these rhythms references are
incorrect. For example, the label of the song MeGvouévoc o ‘pOw amdye'?
[methisménos thartho appose = I will come tonight drunk] writes zoipretéds [tsiftetéli]
(Figure 3.3). The correct rhythm, however, is 2/2 mambo. The same is true of the
label of the song Apod dev u’ ayanoéaegl3 [afou dhen maghapouses = since you didn’t
love me] which writes ovprotoipretéds [sirtotsiftetéli] (Figure 3.4). However, more

careful listening shows that its rhythm is based on the bayo rhythm.

12 MV 7XGA 754 - 7PG 2832, recorded on October 26, 1960.
B HMV 7XGA 1617 - 7PG 3226, recorded on November 26, 1962.
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Figure 3.3: Label of the song methisménos tha ‘rtho apopse (Tsitsanis)
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Figure 3.4: Label of the song afoui dhen m’ aghapotses (Tsitsanis)
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Moreover, some lyrics add to this confusing situation. For example, a passage
found in the song 7o towpretéds tov Torroavn™ [to tsiftetéli tou Tsitsani = Tsitsanis’s
tsiftetéli] says: ‘w1 pelo torpretédl eivar awto’ [ti treld tsiftetéli ine afté = what a crazy
tsiftetéli is this]. Both the title and the aforementioned lyrics are misleading, for the
song is based on a rhythm from Latin America, very close to guaracha (see Chapter
6). From these cases, we can assume that either they (the companies and Tsitsanis)
were not aware of basic theoretical issues such as the understanding of the rhythms, or
that the word tsiftetéli was ‘useful’ for the companies’ policies. In other words, the
companies may have wanted to mislead the audience in order to buy their records.
One should not forget that under discussion here are the 1970s and all of its
characteristics:*® big venues (bouzouki clubs), electric bouzoukis, plate smashing,
electrically amplified bands™® (louder volume) and belly dancing (that is, tsiftetéli).
Perhaps, the companies wanted people to think that they were buying something that
was in vogue, that is, a tsiftetéli song, even though this was not true.

All the publications containing various types of recording catalogues of
Vasilis Tsitsanis’s recorded work (in some, not only Tsitsanis’s) are listed below
(Table 3.4). In all of these publications there have been numerous errors of various

types, most of which have been mentioned previously.

Shorélis 1977-1981 (four volumes)
Tsitsanis 1980 (edited by Hatzidhoulis)
Maniétis 1994; 2006

Angelikopoulos 1999

Alexiou 2001 and 2003
Hristianopoulos 2001; 2002; 2009
Koéndos in Righa 2003

Anastasiou 1995; 2004

Papistas (n.d.)

Table 3.4: Publications with errors in their songs’ catalogues

" HMV, 7XGA 3291 - 7PG 3953, recorded in 1970.
15 See Pennanen 1999: 69 regarding the post-1950s laiké period.

18 Electric guitar, electric bass and electric bouzouki.
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Dating the Recordings

A problem of grave importance relates to the recording and release dates of the songs.
Each recording contacted at the Columbia factory (and not only) would acquire a code
consisting of (in most cases) a combination of Latin letters and numbers, for example,
CG 2425 for the Columbia recordings, OGA 1195 for the His Master’s Voice, and so
forth. This code is known as the matrix code and is connected with the recording date
of the song.” When entering the trade, the song would acquire one more code of this
type related to its release date. This code is usually referred to as a catalogue code.
There is great deception and error in the books aspiring to create record tables, many
of which have been mentioned above. In all of them (with an exception of Maniatis
2006 which is referred to later on) the date of the recording is accompanied by the
catalogue number. In other cases, it is not clear whether the given date is related to the
recording or the release of the song. Therefore, the confusion is intensified each time
a new publication is released which, albeit aspiring to be a more perfect version of
another written by some other author, is in fact reproducing information of earlier
publications, and thus perpetuating the problem. The first time a matrix code was
found was in the accompanying inserts of Charles Howard’s edition Rembetika 3:
Vasilis Tsitsanis, 1936-1940 (JSP records, 5 CDs). Maniatis is the first Greek who
uses and cites matrix codes (2006). Oral sources indicate that this was due to Charles
Howard’s instigation which may well be verified by Maniatis’s expression of
gratitude to Howard in the preface of his book. In his work, Pennanen reports that
Greek researchers made many mistakes, omissions, deceptions and in general actions
that are not based on methodologies of an academic type, with regard to
discographical works (Pennanen 1999 and 2005). Priceless comments and
observations in terms of the lack of reliable sources around rembétiko’s discography
can also be found in Smith’s article The Chronology of Rebétiko — A Reconsideration
of the Evidence (1991). Pennanen numbers the various means that the researcher has
at his disposal, through which he is able to create a sound discography. Several of the

ways and strategies that Pennanen proposes in order to find out a song’s recording

17 Research has shown that it can be connected with other things, too, as long as it can be proven by
facts. For example, with the name of the sound engineer who was responsible for the recording (see
Vernon 1995). It should be also mentioned that Vernon’s work is an inspiration for scholars

undertaking research with discographical context (see for example Vernon 2003).
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date, are based on logic and simple mathematical accounts. Obviously, the most sure
and proper way to avert mistakes is the utilization of primary information sources, for
example, the company’s recording sheets which were usually a piece of paper, where
each sound engineer would make notes related to the recording carried out. Curiously,
the matrix number was not the only thing to which Greek aficionados did not pay
attention. Research has revealed a third numeric type which can also help in the
dating of songs. This is the license number which was given by the censorship
board.*® It should not be forgotten that the censorship did not allow songs which had
lyrics that were connected to some specific subjects to be recorded (for example,
drugs). The songwriter initially had to send the lyrics to the censorship and only if
they were approved, the song went to the studio. Given that the matrix and the license
number were written on the actual record (on its label) makes it justifiable to wonder
whether the authors of the books with discographical references had actually seen one
of their primary implements and sources of information or not, that is, the record
labels. Figure 3.5 shows a record label where the three types of numeric codes are
visible. The matrix code is located at the lower left whereas the catalogue code is on
the right. The license number is located above the title (O ywpiouog mov udvieyeg [0
horismés pott mandepses = the divorce you foresaw]) as ‘ap. dd.’, which stands for

ap1luog ooeiog [arithmos adhias = license number].

'8 The censorship law took effect on August 19, 1936.
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Figure 3.5: A record label where the three types of codes are visible

Unfortunately, the value of the information these documents (primary sources)
provide is not yet comprehended, nor appreciated in Greece. Further proof of this is
that three out of the eight buildings of the Columbia factory in Athens were destroyed
in 2006, having the approval of the Ministry of Culture and of the Main Council of
Contemporary Monuments.'® According to rumours I have heard by various sources
such as rembétiko aficionados during my visits to Athens, these three buildings were
destroyed without taking items out from inside. A more tragic scenario of these
rumours is that much of the material was thrown into the garbage (more about these
scenarios below). A great amount of every kind of material, such as recording sheets,
sales’ lists, archives, interviews and tapes were destroyed or stolen, making the job of
academic research hard and, sometimes, impossible to carry out.

Regarding the creation of a discography of Greek songs, apart from relating to
the order of things, since we deal with a specific event that took place on a particular
day and time and therefore it is void of meeting various recording and song release
dates. The discography also has the ability to reveal information regarding the

¥ The Council of Contemporary Monuments belongs to the sphere of the Ministry of Culture. On
February 21, 2006, the Council characterized the gate and building A as being ‘monuments’, and
buildings B, C, D, E, F and G that they are not (see the official website of the Ministry of Culture,

www.culture.gr).
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development of the musical style itself. A soundly formed and rational discography
has a historical, social, as well as a musicological value and therefore phrases such as,
‘of course, it is not of vital importance whether a song was recorded in 1938 or
1939°? reduce its value. The lack of clear chronological references obstructs
comprehension and (most importantly) interpretation of some elements of a
musicological kind, as for example is the use of new foreign rhythms such as rumba
and guaracha, the change in the rhythmic form of the zeimbékiko rhythm, the course
and evolution of the tempo of all the rhythms used, evolving production methods and

so forth. This is because a correct time schedule of the recordings cannot be created.

Mysteries around the Sources in Greece

The finding of critical historical documents that previous scholars were either not
aware of, or they were not able to locate, enables the provision of more accurate
recording dates and generally information totally neglected in the past. It is of utmost
importance to mention some strange situations that appeared during this ‘quest’ for
historical sources, for many times, it became a quest and not research. By describing
such situations I try to reveal exactly the extent of the problem of undertaking
research on popular music in Greece, to raise some critical questions and, finally, to
draw the attention of possible future researchers. Most importantly, these situations
show the reason, or at least one of the main reasons, that research in Greece is at an
embryonic stage.?

As mentioned above, research on recording and release dates began with the
publications available in the market. Very soon, the researcher will realize (as | did)
the problematic situation created by the writings of these books and will soon suspect
that the dates are incorrect and misleading. The most obvious reason is the following:
if we assume that there are six publications that contain references to recording and
release dates, one will discover that there are songs with up to six different
recording/release dates! To put it another way, each one of the authors of these six

books gives a different date than the authors of the other publications. This means that

% Angelikopoulos 1999: 98.
2! Regarding the available resources in Greece at the time that the article was published, see Ratliff
(1979).
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some of them merely estimated the year. In other cases where fewer different dates
are found, it is highly possible that one author merely took his dates from another who
had published before him. | managed to verify that by meeting with these authors. The
case of Andonis Kondos is an exception, for he at least states that the dates are taken
from older publications (in Spiropoulos 2006: 53). Kondos says that he based his
research on several older works, such as Tasos Sholéris’s (1977-1981, four volumes).
Strangely, the authors that copied from older publications as vital information as the
dates, did not even think to check for their accuracy, since these old books do not
reveal their sources. And the problems do not end here; a case where one author
gives, for example, 1959 as the recording year of a song and another gives 1960, is
frequent but, nevertheless, quite easily solved. However, | confronted cases where a
full date is given for a song while another author gives another full date, too. For
example, research has revealed an extremely complex situation around the song
Baorto kopoia ,uov22 [vasta kardhid mot = hold on my heart]. Maniatis (1994) writes
that the song was recorded on October 13, 1951; however, in his later work (2006), he
simply writes 1950 in the recording date column. Kondos (in Righa 2003), Pépistas
(n.d.) and Alexiou (2003) agree with Maniétis’s first date, that is, October 13, 1951.
On the other hand, Howard’s notes write that the song was recorded on
December 12, 1950. Eventually, the logistics books of Columbia verified Howard’s
date. Where could the other four have found this ‘October 13, 1951°? It is not a
simple speculation, that is, merely a year which can be estimated if someone studies
the matrix numbers. This, unfortunately, is not the strangest case among the cases of
different dating. Let us examine another song entitled 7o movrduco® [to poukamiso
= the shirt]. Maniatis (1994) gives the date November 24, 1956 as its recording date.
Papistas (n.d.) gives December 1, 1956, the same as Kondos and the files of AEPI do.
The Hellenic Society for the Protection of Intellectual Property (AEPI) claims to own
the actual recording sheets of many of the recordings held at the factory of Columbia
in Greece (about which more below). Paradoxically, the logistics books of Columbia

write that the song was recorded on October 1, 1956. How is it possible that two

#2 HMV OGA 1725 - AO 5000.
2 HMV OGA 2480 - AO 5364 and AO 5367. The existence of two or more catalogue numbers means
that the song was issued in more than one record. This, obviously, does not affect its matrix number,

that is, its recording date.



71

official documents do not go well together? | should elaborate on this issue, for it is
the key of the whole situation.

In the preceding lines, | have mentioned three extremely critical things:
Charles Howard’s notes, Columbia’s logistics books and AEPI’s recording sheets.
Charles Howard visited the British Library of Recorded Sound during the 1990s. All
information was taken from microfilms of original recording sheets, file cards and
handwritten notes made by the sound men. He also photocopied quite a few of the
sheets. Moreover, Ghiorghos Ghramatikoés started a discography project in the 1970s.
He then passed his file books over to Howard who continued for several years.
Howard told me that they only took information from the 78rpm discs that they had
actually seen, or from old 78 catalogues.?* Figure 3.6 shows such a document with

Howard’s and Ghramatikods’s notes.

24| have contacted Charles Howard via email several times, since 2009. | also visited him in Athens

three times.
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Figure 3.6: Charles Howard's and Ghiérghos Ghramatikés’s notes

The logistics books of Columbia were something that | have never heard about
before, until I actually saw and handled them. I had heard rumours that some people

may have stolen items from inside the Columbia factory, or that they just found
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material in the garbage. All these were rumours until 2010, when with the priceless
help of the son of Vasilis Tsitsanis, Kostas, we located and met with three key people.
One of them was Kostas Matsotukas with whom I met several times in Athens. He
informed me that he, along with Ghiérghos and Dhimitris Ranios, possessed the
logistics books of Columbia which are approximately (as they told me) 70-80 in
number. Apart from meeting with Matsoukas, I, along with Kostas Tsitsanis, also met
several times with Ghiorghos Rénios. It should be emphasized that the books contain
lists of the recordings of all of the four main labels of the period, that is, Columbia,
His Master’s Voice, Parlophone and Odeon. I should clarify that all of the companies
were using Columbia’s factory, also known (all together) as ‘The Gramophone CO’
(regarding the history of the recording industry in Greece, see Ewbank and
Papageorgiou, 1997: 74-80). Matsoukas was not very clear regarding the way they
obtained the books, but they discussed with Kostas Tsitsanis for over a year about
taking money from him (Tsitsanis) in order to photocopy the pages that concerned his
father’s songs. However, apart from approximately 30 pages that Kostas Matsoukas
gave to us, they did not keep their word and, eventually, the books remained in their
mere possession.?

The value of these books cannot be underestimated, for it is not only that they
cover a huge time period, from virtually the very beginning of the recording activity
in Greece (around 1920s) until around 1970s;% it is also the fact that each page,
referring to a single song-recording, contains several pieces of information connected
to the song, such as the recording date, the names of the musicians that took part in
the recording along with their payments, the names of the songwriter and the lyricist
and more. The pages of the logistics books also reveal another element, never
previously noticed by scholars. If someone carefully examines the record labels they
will notice that in many cases, there are more numbers next to the matrix code. For
example, GO 4844-2 or GO 4844-3 and so forth. | found these numbers in the
logistics books, too, and after researching the issue, | was surprised to discover that no

previous researchers had seemed to understand that the number/s right after the dash

% It should also be added that Matsotikas, apart from these 30 photocopied pages from the books, sent
hand-written copies of information concerning 118 more songs.
% The information within the books (at least within those | managed to hold and open) is written in

pencil.
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line show the ‘take/s’ of the recording.?” In other words, someone can see in the books
the following code: GO 4844-1, 2, 3. This means that there were three takes recorded
for this song. For some songs all the available takes have been issued, while, for other
songs, only a single take was issued. Therefore, there is another completely new
aspect revealed which is tightly connected to the recording industry. After all, ‘the
most important distinguishing feature of popular music is its close relationship with
the mass media’ (Manuel 1990: 4). If more than one take is found in the market, this
perhaps signifies that the people involved in the recording (songwriter, musicians,
company) liked all of the takes and simply wanted to issue all of them. In the case of
finding only a single take in the market, it is highly possible that there was only one
take that met the tastes and the needs of these people. Figure 3.7 shows a scanned
page from the books. Figure 3.8 shows a record label where this type of matrix code is
visible (CG 2738-3).

2" It should not be forgotten that we deal with ‘live’ recordings where the band played/recorded

together.
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Figure 3.7: A page from the logistics books of Columbia
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Figure 3.8: A record label where the '-3" type of matrix code is visible

Turning now to the files of AEPI: The first stages of my research revealed that
the Library of Recorded Sound in England — whom I contacted — had the files from
the recordings held in Greece. Rod Hamilton from the archive in England responded
that about ten years ago, Sotiris Likourdpoulos, Head of the archive of AEPI, visited
the British Library Sound Archive and went through their archive.?® He purchased
copies of various reels of microfilm on behalf of AEPI which were mainly recording
sheets arranged by matrix number from the Athens office of Columbia, dating from
the late-1930s to 1940s. Consequently, my next meeting was with Likouropoulos at
AEP/I’s offices in Athens. He showed me the electronic database of AEPI and told me
that he intended to help me with the dates of the songs, as well as with anything else
he could with regard to information about the recordings.?® He sent me three
Microsoft Office Excel documents, each one concerning each of the major recording
companies (HMV, Odeon and Columbia). These documents contained 166 songs
titles (in total), along with their matrix and catalogue number and their recording date.
Despite my innumerable appeals for letting me see the actual recording sheets, as well

as to send me more information from their archive such as recordings from other

%8 | contacted Rod Hamilton via e-mail in July 2009.
# It should be noted that Tsitsanis (and consequently his son, Kostas, as his heir-at-law) as well as | (as

a composer) are members of AEPI.



77

companies, AEPI denied both. In other words, they gave me 166, out of
approximately 550 songs credited to Tsitsanis, and they have never let me see the
actual source and thus, my source of information (from the part of AEPI) is merely
three Excel documents.

Contrary to AEPI, EMI kindly provided their valuable co-operation and help.
More specifically, Harris Tsakmatsian, Head of the archive in Greece, sent me a list
of the songs credited to Tsitsanis.*® Although this list contains much vague and, in
many cases, already cross-checked mistaken information (such as recording years), it
provides some elements which were hard to locate until then. These are the matrix
numbers of the songs included in 33rpm LP records, which (the records) do not
include these numbers, neither on the actual records, nor in their sleeve notes.* Figure

3.9 shows a page from EMI’s catalogue.

0T contacted Harris Tsakmatsian in June 2011.
*! Obviously, these matrix codes are not included in the logistics books, for they concern the 33 rpm

recordings.
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Tpayoudi 1516TnTal 10 TpayoudIoTig Taivia MiTpa ‘Evog
1ZQZ AYPIO SYNOETHSE NTAAAPAZ MQPIroz 2121 1984
1I£2QZ AYPIO STIXOYPIO KAZANTZIAHZ XTEAIOZ 7XGA 193 1958
1ZQZ AYPIO SYNGETHE KAZANTZIAHZ ZTEAIOZ 7XGA 193 1958
1ZQZ AYPIO SYNOETHS KAZANTZIAHZ LTEAIOX 2001
KABOYPAKIA STIXOYPIO TEITEANHZ BAZIAHL 1946 7XGO 11900 1983
KABOYPAKIA SYNOETHE TEIITIANHZI BAZIAHZ 1946 7XGO 11900 1983
KABOYPAKIA TPArOYAIE TEZITIANHZI BAZIAHZ 1946 7XGO 11900 1983
KABOYPAKIA STIXOYPrO MMINHEZ TAKHZ 1998 1976
KABOYPAKIA SYNGETHE MMINHI TAKHZ 1998 1976
KABOYPAKIA TPArOYAIE MMINHZ TAKHZ 1998 1976
KAGAPIZQ IMA ZENA KAI A NMAPTY AANH TEAOYZAKHZ NMPOAPOMOZ 1949
KAGAPIZQ IMA ZENA KAI A NAPTY STIXOYPIO TIAOYIAKHEI MPOAPOMOZ 1949
KAGAPIZQ MA ZENA KAI TA NAPTY SYNOETHS TIAOYIAKHZI MPOAPOMOZ 1949
KAGE BPAAY AYMHMENH STIXOYPIO MHTEZIAZ MANQAHZ T 9291 7YCG 8628 1983
KAGE BPAAY AYMNHMENH SYNOETHE MHTZIAZ MANQAHZ T 9291 7YCG 8628 1983
KAGE BPAAY AYMHMENH STIXOYPIO TAAANH AHMHTPA 1968 7XGO 12054 1983
KASE BPAAY AYMHMENH SYNOETHS TAAANH AHMHTPA 1968 7XGO 12054 1983
KAGE BPAAY AYMHMENH STIXOYPIO AAE=ZANAPA E 1116 7XCG 4247 1973
KAGE BPAAY AYMHMENH SYNGETHE AAEZANAPA E 1116 TXCG 4247 1973
KAGE BPAAY AYMHMENH TPArOYAIE ANEZANAPA EXi16 7XCG 4247 1973
KAGE BPAAY AYMHMENH ZYNGETHZ 1970
KAGE BPAAY MANTA AYMHMENH STIXOYPIrO KQX MAPIZA 1667 7XGO 7808 1976
KAGE BPAAY MANTA AYMHMENH SYNOETHEZ KQX MAPIZA 1567 7XGO 7808 1976
KAGE BPAAY MANTA AYMHMENH SYNGETHZ NINOY MAPIKA 1951
KAGE BPAAY MANTA AYTHMENH TPAroYAIE NINOY MAPIKA 1951
KAGE BPAAY MANTA AYMHMENH STIXOYPIO NTAAAPAZ MNQProx 2003
KAGE BPAAY MANTA AYMHMENH SYNOETHSE NTAAAPAZ MNQProz 2003
KAGE BPAAY MANTA AYMHMENH SYNOETHZ NINOY MAPIKA 2001
KAGE BPAAY MANTA AYMHMENH TPAroYAIZ NINOY MAPIKA 2001
KAGE BPAAY MANTA AYMNMHMENH STIXOYPIO NTAAAPAZ MQPIroz 2004
KAGE BPAAY MANTA AYMHMENH SYNGETHEZ NTAAAPAZ MNQProx 2004
KAI XIANIEZ KAPAIEZ STIXOYPIO AIONYZIOY ZTPATOZ 1964
KAI XIANIEZ KAPAIEZ SYNOETHS AIONYZIOY LTPATOZX 1964
KAIKI MOY AH-NIKOAA ZTIXOYPIrO AYAIATIQTA 1962
KAIKI MOY AH-NIKOAA SYNGETHZ AYAIATIQTA 1962
KAIKI MOY AH-NIKOAA TPAIOYAIE AYAIATIQTA 1962
KAKIA MAHTH SYNGETHE POYMEAIQTHZ AHMHTPHZ 1957
KAAAMMAKIQTIZZA STIXOYPIO TZITZANHEI BAZIAHZ E 1116 7XCG 4251 1973
KAAAMMAKIQTIZZA SYNOETHE TZITIANHI BAZIAHZ E 1116 7XCG 4251 1973
KAAAMMAKIQTIZZA TPAroOYAIZ TEIITZIANHZ BAZIAHZ E 1116 7XCG 4251 1973
KAAAMMNAKIQTIZZA SYNGETHE NMArOYMTZHI LTPATOL 1939
KAAAMIMAKIQTIZZA TPArOYAI:X TAMOYMTZHZ ETPATOZ 1939
KAAAMMAKIQTIZZA ZYNOETHZ 1970
ZeAida 19

Figure 3.9: A page from the list of EMI of Greece

To sum up, there were four major sources which | managed to discover:
Howard’s notes which concern approximately 323 songs, the logistics books of
Columbia concerning 148 songs, AEPI’s Excel files which concern 166 songs, and
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EMVI’s list which concerns everything they have in their archive, with regard to the
discography of Tsitsanis, containing, however, much mistaken information.** It is
clear that unless someone manages to obtain complete information for each one of
these sources (that is, gather, for example, information from all the pages of the
logistics books of Columbia) the job of creating a sound discography seems very hard

to accomplish. Moreover, as Pennanen argues:

a record and the recording it contains should be compared with other
relevant records and recordings and data received from other source
groups, i.e. record company files, record catalogues, record reviews,
newspaper advertisements, interviews, photographs and films (2005:
88).

The accuracy of critical information such as the recording dates, the matrix
numbers and so forth is an extremely vital matter, as this can help the researcher to
create a solid discography from which they can export statistics which, in turn, are
also extremely useful for the clearest understanding of several aspects of the recording
career of an artist, such as stylistic changes, performance technique alterations and so
forth.

Historical Recordings and Recording Technology
Source criticism is a large subject which, of course, is applied not only to recordings
and the science of music, but also to other sciences where the sources have to be
examined under the concept of inner and outer source criticism.*® George Brock-
Nannestad gives a detailed and interesting description of the recording procedure as
well as of the problems that arose from the examination of historical recordings. The
researcher has to bear in mind those issues in order to avoid misleading conclusions.
The recording technology available at the period under discussion played a

crucial role in the final outcome of the song itself or, to be more accurate, of the sound

% This became obvious after | cross-checked the dates provided by EMI with the historical documents |
managed to examine during my research.
% See Brock-Nannestad (1984: 925) and Pennanen (2005: 83).
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of the song, which is one of the starting points and main implements of the researcher.
Pennanen speaks of the problems, as well as to what extent recording technology
affected the final form of the song (2005). Two of the most important aspects have to
do with the fact that ‘musicians often had to alter their normal playing techniques,
instrumentation and even musical style’ and that ‘the non-standardized revolving
speeds and the limited recording time affected the recording tempi and length of
sections (Millard 1995: 100-101, 261-262)’.%* | cannot see that the first aspect is true
of Vasilis Tsitsanis’s recordings, as well as of rembétiko and laiké music in general.
Firstly, because Evangelia Margharoni speaks of standard/fixed set up inside the
recording room, that is, of pre-arranged positions of the musicians in order to achieve
the desirable sound. For instance, she remembers the double-bass player and the
pianist sitting behind and far from the two main instruments, that is, the bouzouki and
the guitar, so that, due to their sound volume, the former would not cover them. This
way, they also achieved in playing with their natural/normal technique without having
to be afraid if they would cover one another. Moreover, we are dealing with the so-
called live recording technique. This means that, due to the early stage of recording
technology and of the available equipment, the musicians had to play altogether, as
they used to play in venues. After all, the style was meant to be a ‘live’ musical style,
initially created in hashish-dens and generally by people of the underworld. ‘For a
long time it stayed away from mass acceptance as fringe music addressed to the
underworld and closely connected to pot-smoking” (Ewbank and Papageorgiou 1997:
68). Thus, in the studio, too, at least during its first period, it kept the same aesthetic.
In other words, if one compares studio recordings of this period with live recordings of
the same periods, they will see that the way the band performs the songs is almost the
same.

With the new era of recording technology as well as with the development in
the construction of instruments and even the use of new, for the style, instruments, it is
highly likely that musicians had to change their playing techniques in order to try the
aforementioned newly introduced parameters, that is, new technology and new
instruments. For example, the use of the steel-strung guitar (usually called acoustic)
instead of the Spanish (after the 1960s) compelled the guitarists to search new playing

techniques in order to find the desirable sound of their new instrument. Furthermore,

3 pennanen 2005: 83.
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the rapid development of the style along with the development of recording
technology compelled the musicians and perhaps the sound engineers too, to find new
techniques, orchestrations and arrangements. The course of events should have also
forced them to search for new and better positions inside the recording room in order
to record and produce the best sound possible. The reason is simple: the balance of the
volume and the general sound of the band had changed. Some recordings made in the
early 1960s show various problems found in this new age of recording technology.
The volume of the instruments was not well-ballanced, something that perhaps shows
that both the sound engineers and the musicians were actually ‘examining’ the new
parameters.® From the early-1960s, new rhythms, new scales/modes, new
instruments,*® new playing techniques, new singing styles and advanced recording
technology were some of the aspects that changed in laiké music.

Another available source that lets us understand that the playing technique in
the early rembétiko was basically the same in the studio and on the music stands, is
live recordings where we can clearly hear the musicians playing songs in, more or less,
the same way as they did in the studio. A possible explanation for this situation is the
fact that rembétiko and early laiko involved small bands.?” Therefore, they did not
have to think of complex and sophisticated arrangements. Obviously, the nature of the
style itself played a central role, too. If someone listens carefully to rembétiko-laiko
studio and live recordings, as well as to bands playing the music live at venues today,
they will see that the style of the music does not require exaggeration in the dynamics.
On the contrary, it demands a detached treatment, without fluctuations. To provide a
basic model, the music within a song can be likened to being a straight line with slight,
almost hard to discern fluctuations. The most notable dynamics can be heard when the

% Song examples: Mebvouévog Oa "pbw amdye [methisménos tha ‘rtho apopse = I will come drunk
tonight], HMV 7XGA 754 - 7TPG 2832, recorded on October 26, 1960; To yaorovk: [to hastouki = the
slap], HMV 7XGA 948 - 7PG 2911, recorded on March 11, 1961; and Ela va kldwovue podi [éla na
klapsoume mazi = come to weep together], HMV 7XGA 1745 - 7PG 3307, recorded on June 8, 1963.
These are some of the songs where an almost non-hearable guitar is notable.

% Acoustic steel-strung guitar; bouzouki playing with jack cable (see further below); congas and
bongos (tumbadoras); and keyboards.

3" As heard in the recordings, this period’s orchestras usually consisted of the bouzouki, the Spanish
guitar and the baghlamas. Baghlamas [uzayioudc] is an accompanying instrument which looks like a

miniature bouzouki and produces a rather high-pitched sound
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voice comes in, usually right after an instrumental intro, where the band lowers its
sound volume in order to help the voice/s to stand out. Obviously, the bands and the
arrangements became much more complex and sophisticated later on, roughly after the
1960s. Surely, the development of recording technology affected the music itself as
well, thus, it also affected arrangements and orchestrations.

On the other hand, the non-standardized revolving speed, as well as the limited
recording time, obviously affected various aspects of the songs, such as the tempi, the
length of the song, the structure and the tonality. As Pekka Gronow says in an
interview with Risto Pekka Pennanen, ‘a change of four revolutions per minute in
playback causes a difference of a half step in pitch’ (Pennanen 2005: 90). This means
that the basic implement on which a researcher can build their analyses, that is the
recording, provides false and misleading elements and thus, it can mislead them to
false assumptions and conclusions. If we also take into consideration the argument of
Nannestad that, ‘the record companies of those days may account for the fact that the
speed suggested to customers was deliberately chosen at 2rpm to 3rpm greater than the
recording speed’ (Brock-Nannestad 1984: 925), we can then understand the real
dimension of the situation. A difference in pitch changes the song’s tonality, the
song’s tempo and, consequently, the song’s length. Moreover, it can affect the timbre
of the voices and the instruments. There are numerous examples of such songs within
Tsitsanis’s corpus of recordings.*®And this is not the end of the problems; due to the
fact that many of the original 78 rpm recordings can hardly be located — and even if
they could be located many of them are damaged and thus, the sound quality is bad —
people, today, use digital archives in mp3 format. This is the easiest and most possible
way for someone to find old recordings. There are two basic problems though; firstly,
someone who owns a 78 rpm record may lack the technical skills and knowledge
required to convert the sound from the record into another format (cassette, wav,

mp3).%® A mistake in the procedure can easily affect the final output of the conversion

% Some indicative examples with problems in the pitch are: Auaprwis [amartoli = sinner woman],
Columbia CG 2271 - DG 6674, recorded on October 6, 1947; Eva talioi iv’ n {wi} [éna taxidhi in i zoi
= life is a journey], Columbia CG 4058 - DG 7531, recorded on February 15, 1960; and Yzdpyer uia
pAdya [iparhi mia flogha = a flame exists], HMV 7XGA 1746 - 7PG 3307, recorded on May 9, 1963.

% Obviously the same is true of 45 rpm records too. However, their ‘young’ age makes locating them

easier.
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which will, ultimately, reach the archive of other people.*® Secondly, many
characteristics of the same song can differ from archive to archive. For example, song
Ais in D tonality, with a tempo « = 80, and comes from the mp3 archive of
collector/individual B. The same song A is found in D sharp tonality, with a tempo « =
90 in the mp3 archive of collector C. I should underline the fact that numerous times, |
even found three different versions of a single song from three different archives. In
other words, | have listened to the same song in three different tonalities and tempi. In
such cases, if the finding of the original record is impossible, then understanding
which version is the correct one can prove very difficult.

The structure of the songs is something that also needs attention. Due to time
limits, songs had to last around three to three and a half minutes. This, obviously,
forced the songwriters to form the structure of their songs according to these
parameters. This is perhaps one of the reasons for the gradual acceleration that is noted
in many songs. Oral stories reveal that the sound engineer used to make signals with
his hand to the musicians, wanting to show that they were running out of time. This is
verified by the last instrumental part of the song 40yvaiioa® [athinéisa = Athenian
woman] and the oral story existing, which | managed to cross-check by discussing
with several people, such as researchers of Tsitsanis’s life and his son. It is said that
around the end of the last verse, the engineer signalled Tsitsanis that there were some
seconds left and so he improvised and finished the song with a 16-second melodic
phrase which was not part of the song. Some of the differences found between studio
recordings and recordings of live performances of the same songs attest the fact that
many times the composer had to adapt the song’s structure according to the limitations
of the recording time. Some of these differences found in live recordings are: repeated
intros or even musically changed (lengthier) intros; altered (slower) tempi; and taximi
in the beginning or inside the song.

Some examples from Tsitsanis’s recordings are given as complementary
examples to the writings above. Two are the conclusions drawn from the cases below:

firstly, many of the problems described above are true of Tsitsanis’s recordings and

0 As we saw in the preceding lines, the sound might already be changed from its initial market source,
that is, the record.
“! Columbia CG 2166 - DG 6600, recorded on June 25, 1946.
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secondly, through the examples, one can see the impact that recording technology had

in different periods.

Fade-out

Some songs end with the ‘fade-out’, so-called by sound engineers. Many problems are
found within some reissues of older recordings, where, contrary to the originals which
do not end with the fade-out, the contemporary do. Pennanen writes the following

about reissues:

In the 1970s during the first stage of the rebetika revival, the editor
of several historical reissues, Kostas Hatzidoulis, was in the habit
of ending all performances with a fade-out (e.g. EMI Regal 14C
034-70364).%

Pennanen continues and says that ‘fade-out has been the standard closure of Western
pop songs since the 1960s, and possibly Hatzidoulis wanted to modernise the historic
recordings by using this effect’ (2005: 92). | managed to find out the exact reason for
this situation. Kostas Prikopoulos was the sound-engineer of many of these re-issues.
In an interview | conducted with him he informed me that the reason that they used the
fade-out effect was that many of the records they had in their possession were
extremely dirty and damaged.*® Therefore, and because the stylus jumped, they
decided to cut off some parts of the songs. In addition, Pennanen correctly blames the
record companies for they ‘have not considered historical popular music worthy of
painstaking editorial work. Therefore, instead of an original or restored historical
recording there may be a distorted or forged document. Most reissues do not contain
even basic discographical data, not to mention commentaries with source references
shedding light on the background of the recordings and musicians’ (Pennanen 2005:
90).

Curiously, all these cases did not provoke the suspicion of the aficionados who

wrote on rembétiko songs in Greece. Nobody ever wondered and wrote about it, for

%2 pennanen 2005: 92.

* Interview with Kostas Priképoulos contacted on May 31, 2012 in Thessaloniki.
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instance, why song A ends with fade-out, since this was not common for the
‘recording tradition’ of rembétiko and laiko generally. However, the fade-out
technique was used in original recordings too, after the 1960s, perhaps in an imitation
of Western pop songs. Table 3.5 shows some examples of original recordings which

end with the fade-out technique.

Song title Recording details Recording year
Tondlio HMV 1960
[topazia = Eastern female name] OGA 2990 - AO 5614

and 7PG 2657
"Ela va klayovpe podi HMV 1963
[éla na klapsoume mazi = come to weep together] | 7XGA 1745 - 7PG 3307
Kon yiheg xapdiég HMV 1964
[ke hilies kardhiés = a thousand hearts] 7XGA 1959 - 7PG 3376
Auti Lon HMV 1964
[dhipli zoi = double life] 7XGA 1998 - 7PG 3384
Eo? yAvkid pov pévo HMV 1964
[esi ghlikia mou méno = only you my sweet] 7XGA 1857 - 7PG 3361
Ag poto mowa icon HMV 1966
[dhe roté pia ise = I don’t ask about you] 7XGA 2574 - 7PG 3615
AnAntiplo ot eAEPa CBS 83406 1978
[dhilitirio sti fléva = poison in the vein]

Table 3.5: Examples of Tsitsanis’s songs ending with the fade-out technique

Panning

The so-called ‘panning’ was another modern technique that was used by sound
engineers. In most cases, and due to the fact that this was a newly introduced
recording (actually mixing) technique, the engineers tended to exaggerate. There are
several cases where half of the instruments of the band play utterly from the left
channel, whereas the rest play from the right. Table 3.6 includes some examples of

such recordings.
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Song title Recording details Recording year
Y Bpoyn ota patio Gov HMV 1968

[psili vrohi sta matia sou = drizzle in your eyes] 7XGA 2936 - 7PG 3797

To moudi omt' To Ayévi HMV 1968

[to pedhi apto limani = the guy from the port] TXGA 2937 - 7PG 3797

Ortav Ba opitelg | owtdv mov 0" ayomioeig HMV 1969

[6tan tha smixis mafton pou thaghapisis = when you | 7XGA 3001 - 7PG 3825
be together with the one you will love]

H oxé pov kot yo MINOS-EMI 1975
[T skia mou ke gho = my shadow and me] (COLUMBIA)

7YCG 5240 - 2J-064 70172
Ztavpaetoc MINOS-EMI 1975
[stavraetds = golden eagle] (COLUMBIA)

7YCG 5239 - 2J-064 70172

Table 3.6: Examples of Tsitsanis’s songs with the panning technique

Reverb

The adding of the reverb effect in the recording/mixing procedure soon became very
popular. Clearly, research on the recording procedures of the periods under discussion
IS very interesting, on the one hand, and very crucial for the continuation of popular
music studies, on the other. A thorough research project on the types and the general
history of the reverb effect, for instance, could show which of the songs have a natural
reverberation, and which a technical, for there are cases where the type of effect
seems to be very like a natural effect, for example, arising from the use of a big empty
studio room or even a hall. One should take into account that until the first recording
studios were built (1936), recording sessions used to take place in the halls of
Athens’s bigger hotels (Ewbank and Papageorgiou 1997: 74). Table 3.7 shows some

Tsitsanis’s songs where reverb was used.

Song title Recording details Recording year
AmOyE KAVELG o Odeon 1953

[apopse kanis bam = tonight you go off with a bang] | GO 4785 - GA 7716

Z1epVO HOL YAVKOYGPOLLOL HMV 1958

[sterné mou ghlikoharama = my last sweet dawn] OGA 2798 - AO 5516

Ta Eva xépua HMV 1962

[ta xéna héria = the unknown/strange hands] 7XGA 1607 - 7PG 3216

Ortav Oa opiéels ' avtdv Tov 0' ayamnoelg HMV 1969

[6tan tha smixis maftén pou thaghapisis = when you | 7XGA 3001 - 7PG 3825

come together with the one you will love]

Table 3.7: Examples of Tsitsanis’s songs with the reverb effect
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The electric bouzouki

This is one of Manolis Hiotis’s deeds that changed laiké song forever. Oral stories
suggest that this was one of the elements that Hiotis brought with him from the USA
(see Chapter 2), imitating the electric guitar that mainly used Fender amplifiers.

Figure 3.10 and Figure 3.11 are the only photos | managed to find, where an amplifier
is hardly visible.

Figure 3.10: Hiétis with his equipment (1)



88

Figure 3.11: Hiétis with his equipment (2)

It should be mentioned that Vasilis Tsitsanis also used the electric bouzouki,
especially on the music stands. Figure 3.12, Figure 3.13, Figure 3.14 and Figure 3.15
show Tsitsanis with his electric bouzouki where the jack-cable, the outer part of the

magnet and/or the amplifier, are visible.**

“ Photographs given by Kostas Tsitsanis.
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Figure 3.12: Tsitsanis with his electric bouzouki (1)

Figure 3.13: Tsitsanis with his electric bouzouki (2)

Figure 3.14: Tsitsanis with his electric bouzouki (3)
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Figure 3.15: Tsitsanis with his electric bouzouki (4)

This new bouzouki sound, as well as the new playing technique that Hidtis
introduced, were — more or less — the first stage of the new electric laiko era as
defined by a fusion of Western technology and flamboyance, and a musical context of
Eastern origin. Many rembétiko enthusiasts in Greece, lovers of the old acoustic
bouzouki style (both as regards its sound and its performance technique) argue that
Hiotis ‘destroyed’, in a sense, the tradition and that he alienated the old, authentic (for
them) rembétiko style.*® The development of the style is not only due to the
introduction of the electric sound of the instruments, but also due to Hiotis’s
performance technique which was something very outlandish for the standards of the
period. It is true that Hidtis created an entire new generation of bouzouki players who,
from now on, were closer to the western context virtuoso musicians. It is also clear
that both Hiotis’s new bouzouki sound as well as his new very skilled performance
technique introduced the new stage of the laiko song.*® After all, it should always be
kept in mind that the development of a musical style is tightly connected to its
instruments. Consequently, it is also connected to the development of performance
techniques and thus, to the people who are involved in it, that is, the musicians. The

issue of whether all this is ‘“wrong’ or not, is merely an issue of taste and subjectivity.

*® My sources here are discussions with rembétiko lovers as well as discussions I read in forums on the
Internet.

*® About Manolis Hiotis, see Andonis Kasitas (2009). See also Chapter 8 for a comparison between
Tsitsanis’s and Hiotis’s schools, as well as information about their relationship in establishing the laiko

style.
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Table 3.8 shows some songs examples from Tsitsanis’s recordings that were recorded

with the electric bouzouki.

Song title Recording details Recording year
H cvvowia pov HMV 1960

[i sinikia moll = my neighborhood] 7XGA 828 - 7PG 2858

MebBvopévog Ba ‘pbw amdye HMV 1960
[methisménos thartho apopse = I will come tonight TXGA 754 - 7TPG 2832

drunk]

Mario, dekatécoepo Columbia 1963

[matia dhekatésera = eyes fourteen (idiomatic)] 7XGA 2036 - SCDG 3349

Noa 10 Tpocéyelg to mondi HMV 1964

[na to proséhis to pedhi = take care of the child] 7XGA 2137 - 7PG 3485

Table 3.8: Examples of Tsitsanis’s songs with an electric bouzouki

Recording Innovations

There are some cases with unique and potentially innovating (at least for the period
under discussion) elements. One of them is the case of the song O Xpsioroc*’ [0
hristos = Chris] sung by Prodhromos Tsaousakis, recorded on October 29, 1946. If
someone listens carefully to Tsaousékis’s cadences, they will notice something very
interesting. The sound volume (of the voice) is slightly reducing, as if he is turning his
head away from the microphone, creating, in a sense, a physical fade out. This is the
only time Tsaousakis used this technique.

Another recording technique, most possibly an imitation of foreign recordings,
was a second voice sang by the same singer through the use of overdubbing
techniques. This, obviously, became possible only after multichannel (or multitrack)
recording was introduced (from 1950s onwards). Two representative songs examples
are: To woudi am’ o Aypévi™ [to pedhi ap’ to limani = the guy from the port], sung by
Stamatis Kokotas, recorded in 1968, and the song Noamiyz’a“g [nostalghia =
nostalgia], sung by Dhimitra Ghalani, recorded in 1975. Obviously, the multichannel
possibility allowed not only the singers, but also the rest of the band, and especially

the bouzouki players to enrich their playing through overdubbing.

*" Odeon GO 3666 - GA 7351.
B HMV 7XGA 2937 - 7PG 3797.
“ MINOS-EMI (COLUMBIA) 7YCG 5241 - 2J-064 70172.
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A Limitless Range of Sources

An extremely important source regarding historical recordings is the press of the
period. Hitherto, I could not find any work with a reference to discography in Greece
which had cross-checked the dates it provided with the numerous publications in the
press of the period.> By referring to the press of the period, | also include the many
interviews of Vasilis Tsitsanis which are hard to locate today. Fortunately, Thedfilos
Anastasiou has gathered almost every interview of Tsitsanis by locating the
corresponding newspaper. Although he kindly gave this material to me for
examination, | should mention that he was not able to find any printing house
interested in publishing this extremely valuable documentation and, thus, it remains
unavailable to the public. Rembétiko enthusiasts in Greece that have published books
and articles would have drawn better (and in many cases easier) conclusions as regards
the dates they provided, if they had not neglected this source of information. For
example, there may be an interview of Tsitsanis that took place in 1970, which refers
to songs recorded the very same year and were, then, hits in venues. And since the
range of sources is under examination here, it should also be mentioned that ‘much
useful information could be derived from multi-track tapes, track sheets, synthesizer
patches, diagrams and data relating to the acoustic characteristics of the studio, signal
processor settings, choice of microphones and photographs of their placements’
(Warner 2009: 141, n. 38).

Finally, I should also mention the need of the sound source itself. To explain,
prior to the era of the rapid spread of information (which admittedly is the era that we
are now in), musicologists used to write musical scores in order to illustrate what they
analyzed. In other words, the musical score used to take the place of the sound itself,
in order to help the reader to construct a sonic image of the song that the writer
analyzed. As popular/new musicology gained ground, scholars began to look for new
means of transcriptions of music (for example, images from spectrum analyzers — see
Brackett 2000: 66-8, for instance). On the other hand, there are few publications which
are accompanied by digital means of information, such as a Compact Disc (CD).* It is
critical to elaborate on this issue: clearly, the easiest way today for someone to listen
to a song, due to the aforementioned era of information, is the Internet. As | have

%0 However, there are works by aficionados that include photographs of papers from newspapers.
%! See, for example: Kaliviotis (2002); Tenzer (2006); Kallimopoulou (2009); and Uribe (n.d.).
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noticed during my research project, more and more journals (academic and non-
academic) choose the path of electronic publication, as this is more functional from
several aspects. Therefore, some interesting yet important questions arise: why should
the author not include an Internet link for the songs they discuss and analyze?
Obviously, under discussion here are songs which are allowed to be used publically
and do not apply to the laws of intellectual property. However, one could also argue
about the latter, too, for the development and progress of academic research could be
considered as being equally important as the notion of intellectual property. Would it
not be easier for the readers to have a better idea about the song/s? Why should people
bother themselves with the transcriptions of the songs, since it is possible (and far
easier even for a musician) to understand a song by simply listening to it? Is there a
possibility that (as traditional musicology does) popular/new musicology tends to
prefer the visual from the auditory? If yes, why? It seems that Timothy Warner’s
argument is accurate, that ‘while most classical music analysts focus on the score as
the primary text, scores of popular music tend to be both rare and largely redundant,
since the recording represents a far more complete and accurate ‘record’ of musical
intention’ (Warner 2009: 139).

Tsitsanis’s Recording Career: Basic Statistics

As the graphs number of recordings by year shows (Figure 3.16), there is a great and

almost steady decline in the number of recordings produced.
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Figure 3.16: Number of Tsitsanis’s recordings by year

The year 1950 seems to be the most productive while years like 1972, 1974,
1976, 1981 and 1982 have no recording at all. World War 2 is the reason that the
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years 1940 — 1945 are missing from the graph because all recording ceased during the

war. One of the reasons for the massive production during the early years is

Tsitsanis’s collaboration with the famous singer Stratos Piaghioumtzis.>* This

collaboration resulted in 63 recordings (as the leading singer), including some of the

most popular songs of the period, achieving a high level of sales, some of which are

still performed today.

1950: a Key Year for Laiko Song

A notable year was 1950 when Tsitsanis recorded 46 songs, something unprecedented

by the standards of the period. Table 3.9 lists some of the best known songwriters of

this period and the number of songs that they recorded in 1950. Information has been
taken from Maniatis (2006).

Songwriter Songs
Ghianis Papaioanou 21
Manolis Hibtis 13
Spiros Peristéris 13
Ghidérghos Mitséakis 11
Bambis Bakalis 10
Ioanis Tatasopoulos 10
Stavros Tzouandkos 10
Kostas Kaplanis 9
Apostolos Hatzihristos | 7
Apostolos Kaldharas 6
Markos Vamvakaris 2

Table 3.9: Number of recordings by other songwriters in 1950

>2 First recording: O Toitadvic oto Mévte Kapio [o Tsitsanis sto Monde Karlo = Tsitsanis at Monte
Carl], HMV OGA 657 - AO 2448, recorded in 1937. Last recording: Ta flénw oroteva [ta vlépo
skotind = I see them dark], Parlophone GO 4732 - B. 74271-1, recorded on November 21, 1952.
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There are some interesting details to point out regarding this particular year
with regard to Tsitsanis’s recordings. Nine lead singers were recorded™ and five
others performed as second voice (without counting Tsitsanis’s own vocals). Forty-
one of the songs are wholly created by Tsitsanis (that is, both music and lyrics) while
three appear to have lyrics by Eftihia Papaghianopotlou. Thirty-one of these songs
are in old zeimbékiko rhythm, twelve of them are in hasapiko rhythm, two are in
balos and one in kalamatianés. Five of these songs were recorded twice. Tsitsanis
decided to record some songs twice or even three times. The changes, in most cases,
involved the singer, the tempo of the piece, the orchestration and, in some cases, he
changed melodic lines and/or the harmony.

The year 1950 is a crucial one for Vasilis Tsitsanis’s recording career, as well
as the genre’s future. It is the year with the greatest number of recordings in
Tsitsanis’s career. Several incidents that occurred in this specific year are worth
noting because they acted as catalysts to the year’s recording productivity. They can
also be interpreted as heralds of the changes that the genre was about to undergo.
Several other events of major importance that had occurred the year before paved the
way for the year to come by laying the foundations for a new era, both for the
composer and (as evidenced in the recordings) for the rembétiko-laiké musical style
as a whole. In 1949, the Civil War officially came to an end. Therefore, a 13-year
period of conflict came to an end.>* The same year, the historical lecture of Manos
Hadjidakis about rembétiko took place (1949). Many scholars consider Hadjidakis’s
lecture as the beginning of rembétiko’s broader reception. Furthermore, the last
recording on which Markos Vamvakaris sings a Tsitsanis’s song is ITavipeuévoc™
[pandreménos = married man]. The same year, the first recording with the singer
Marika Ninou, one of the key singers in Tsitsanis’s career from several view points, is
made in the song /'ia ta udria oo ayana')ss [ghié ta matia pou aghapo = for the eyes I
love]. Concurrently, the partnership between Ninou and Tsitsanis on the music stands

begins. These events alone manifest, in a way, the end of an era (Vamvakaris’s era,

53 Tsaousakis, Ninou, Bélou, Gheorghakopoulou, Stamou, Evghenikds, Moshonas, Délia and
Tzouananos are the names of these singers.

> 1936-1940: Metaxas’s dictatorship; 1940-1946: World War 2; and 1946-1949: Civil War.
% Columbia CG 2534 - DG 6786, recorded on October 27, 1949.

% Columbia CG 2535 - DG 6786, recorded on September 31, 1949.
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that is, the rembétiko era) and the beginning of a new one (Ninou’s era, that is, the
laik6 era). In 1950 the last recording with the singer lodna Gheorghakopotlou (who
also stood for the old genre) is made in the song Zxéwov 7 d6Aia uiva pov® [sképsou
ti dhélia mana mou = think of my poor mother]. Furthermore, an event of major
importance is the first studio collaboration between Vasilis Tsitsanis and Evangelia
Margharéni as an accordionist in the song Ki av néfeic xou kogud Gpud® [i an pathis
ke kamia zimia = if you suffer a loss]. Finally, during the same year, Tsitsanis makes
his first appearance in a movie, something that became very fashionable from that
period onwards. If we also take into consideration the article of the journalist and
music-critic Sofia Spanoudhi about Tsitsanis and laiké music that was published in
the next year (1951), one can understand the gravity and the importance of this
specific period. Spanoudhi became, after once being an opponent of rembétiko, a
Tsitsanis fan and, thus, a person that finally acknowledged the genre.>®

All the above are not just signs of the genre’s change; in other words, they do
not concern the music only. They are also signs of a broader social transformation,
mostly due to the aforementioned end of the turmoil in the country, after many years.
Greek society had the chance now to ‘rest’, be re-organized and flourish. The people
were now able to go out freely, and to find several means of entertainment, which
included taverns, bouzouki clubs and venues and so forth; in other words, places
where music had its special role and therefore, it, also, its own chance to flourish.
This is possibly the reason for the great amount of recordings of this year, for it was
also the recording industry that flourished. Whereas the musicians used to play for a
piece of bread (during the years of turmoil), they now found two profitable ways of
performing, that is, recording and working on the music stands.

Many distinctive elements can be found if we examine the statistical graphs in
connection to Appendix A Tsitsanis Chronology of Events. For instance, we can see
that Tsitsanis began his military service in 1938 and it ended in 1940. However, the
production of the songs did not decrease. According to those who have written on

> Columbia CG 2590 - DG 6814, recorded on January 7, 1950.

*8 Columbia CG 2738 - DG 6886, recorded on October 31, 1950.

% The title of Spanoudhi’s article, which shows her ideological change (as regards the
acknowledgement of the genre), is O1 Kdouor e Aaixis Téyvng: o Torradvng [the worlds of popular

art: Tsitsanis].
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Tsitsanis’s life,” this happened because Tsitsanis used to obtain permission to leave
the camp for weekends in order to travel to Athens and record. Under the pressure of
time, he often did not succeed in returning by the Monday and he was punished by
being locked in the guard house. It has been rumoured, and some of his friends
agree,61 that Tsitsanis used to do this on purpose so that he could spend as much time
as he liked working on new songs. He is said to have written his greatest pre-war hit,

Ap)(éVTlO'O‘OCGZ [

2002).

arhondisa = mistress] during one of these periods (see Hatzidhoulis

In the next two chapters (Chapter 4 and 5) the musical analysis part of this
thesis commences. They deal with the Greek popular modes which constitute a major
chapter in the history of Greek popular music, and in the development of Vasilis
Tsitsanis’s compositional style. The fact that a thorough analysis and examination has
never been carried out makes writing a history of the rembétiko and laiké styles (and

Tsitsanis’s role within them) complex.

% See, for example, Alexiou (2001 and 2003).
® For example, Theofilos Anastasiou, in a conversation we had in March 2010, testified to this piece of
information.

82 Columbia CG 1874 - DG 6440, recorded in December, 1938.
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Part 111
The Music



100

Chapter 4
Introduction to the Greek Laiko Modes and Harmony

The Greek Popular Modes: the Root of a Long-Lasting Problem
Apduoc [dhromos'] means road or street (plural dpduor, dhrémi).? The laiké dhromos
[popular mode] is, more or less, a communication code used by Greek musicians. This
code, that is the dhromi, is passed on by oral tradition. It is based however on modal
theoretical systems, and more specifically on the system of the Turkish makams.
According to Biilent Aksoy, ‘Rauf Yekta listed theoretically the constituents of the
makam, which were as follows: 1) a particular octave scale with particular intervals,
2) a tetrachord and a pentachord, 3) a tessitura, which means apart from the 8 pitches,
the extensions from the lowest and highest pitches of the octave scale, in other words,
all the notes which are found or may be used in a makam scale, 4) entry, 5) the
dominant, 6) the finalis, 7) its seyir.” (Aksoy 1997: 8).

Evidence suggests that there is a possibility that many musicians of the Piraeus
(bouzouki-based) school thought that they were actually playing the ‘authentic’
makams, whereas the evidence (that is, the actual recordings) points to the fact that

they were creating a different version of them.?

It is difficult to trace the mutual influences that inevitably took
place during the centuries of coexistence of Turkish and Greek
music (Zannos 1990: 42).

The situation became clearer when chordal harmony was introduced to the style
(examined below). During the years of the music of the cafés and the first years of the
rembétiko (or the Piraeus bouzouki-based) period,* the way that Greek musicians used

the makams was similar to the way in which the makams were used in the Ottoman

' T use dhromos for singular and dhromi for plural.

Z Parts of Chapters 4 and 5 have been published as the article ‘The Greek Popular Modes’, British
Postgraduate Musicology, 11 (2011).

® In order to mark the difference between dhrémi and makams, I write the former using the Latin
alphabet (Ousak, Hitzaz) while I write the latter in their original form (Ussak, Hicaz).

* See Chapter 1 regarding the chronology of the music of the cafés, rembétiko and laiko.
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repertoire. Obviously, the turning point should be sought somewhere around this
moment, when the refugees were performing their music which was very close to the
‘authentic’ makam style (mainly using fretless instruments), while the Greeks at
Piraeus were trying to learn and perform it within their context (ethos, aesthetics and
themes of the lyrics). The moment that the bouzouki — a fretted instrument — became
the mainland Greeks’ basic and leading instrument, is perhaps the moment when the

change of style took effect.’

During its formative process a new style somehow detaches itself
from its predecessor and, wittingly or unwittingly, emerges as a
reaction to the older style. Ordinarily, this reaction to and breaking
away from the older style is not clear-cut. In fact the new style
usually borrows and/or adapts some element from the older style.
After the formative process, the new style becomes crystallized and
establishes itself, and its audience begins to recognize the
boundaries of it (Byrnside 1975: 219).

In fact, it was unavoidable that confusion like this would occur. If the first rembétes
(in Piraeus) who created a new repertoire by using the ‘sounds’ from the Ottoman
style that they either heard or with which they were already familiar are borne in
mind, the changes that occurred can perhaps be better understood. Under discussion
here are native Greeks who were affected by the refugees’ music (Ghioérghos Batis,
for instance), or refugees (Spiros Peristéris) whose style changed from the so-called
(as examined in Chapter 1) Smirnéiko music style (that is, the cafés style) to the
rembétiko (Piraecus bouzouki-based) style. The major difference was the use of the
bouzouki as the rembétes’ primary instrument instead of instruments without frets that
the refuges used. It seems that the rembétes tried to produce the same sound style by
using the bouzouki; they tried to fit as many elements as possible of the refugees’
‘authentic’ makam style into their bouzouki-based style. After all, as Beaton
convincingly argues, it is helpful to ‘distinguish two elements which determine the

nature and development of a musical tradition: formal structure and melodic structure’

® Obviously the bouzouki was phased in the style which was gradually changing. With ‘the moment of

change’ I merely want to emphasize the catalytic role of this particular instrument.
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(1980: 1). According to Beaton’s theory, the first includes theoretical matters of the
musical styles, such as modes or scales, the intervals as they are actually heard and so
forth, while the second has to do with the practical matters, such as composition and

improvisation.

[...] it is impossible to tell, at a given moment in the history of a
musical tradition, the proportions in which the two types of

structure have contributed to the establishment of musical norms.
In consequence, they are best regarded as maintaining a constant

balance and constantly interacting (Beaton, 1980: 1).

To continue with the mainland rembétes, most of them had little schooling, not only
musically, but generally.® Perhaps this is the most important reason for the theoretical
problems that exist today. The most prominent of these problems is the erroneous
association drawn between the laikd dhromi and the Turkish makams. As mentioned
above, a crucial difference is that, contrary to the instruments of Greek laiké music,
Turkish music mostly uses instruments without frets or with movable frets.” We are,
therefore, dealing with a comparison that is false from the very beginning, since we
are discussing musical systems with two very different theoretical backgrounds, the
use of micro-tones on the one hand and, on the other, tones and semi-tones only. The
observation of Voulgharis and Vandarakis is extremely important in that ‘the above
system (of the makams) arises as an encoding of the corpus of compositions by literati
musicians, extensive and fine in their progression’ (2006: 11). However, when talking
about rembétiko, we discuss an urban-popular musical form. Even if it is the case that
we can accept that the makam system can be applied to vocal parts of Greek music
because there micro-tones are possible, its application to the instrumental part,

especially in that of the bouzouki (which is the major solo instrument of the genre), is

® It should not be forgotten that this period was a real chaos for the Greek society, due to the Metaxas’s
dictatorship, Word Wars and so forth (see Chapter 2).

" It should always be kept in mind that I am only dealing with urban-popular music, that is, rembétiko
and laiké and not with rural-traditional, also known as dnuotikd-rapadooiaxd [dhimotika-
paradhosiaka] where the usage of micro-tones was (and still is) something very common (regarding
paradhosiaka music see Kallimopoulou 2009). Obviously some exceptions can be found in rembétiko

as well, such as in the case of the violin which makes use of micro-tones.



103

problematic. In other words, and speaking generally, the makam system could
possibly be applied to Greek rural-traditional music, as well as to the music of the
cafés, until the moment that the bouzouki was established as the ‘flag’ of the
rembétiko style, that is, the descendant, more or less, of the musical style of the cafés.
This moment can be roughly defined as the period when Markos Vamvakaris began to
record his music, that is, around 1930. Due to the aforementioned problem regarding
the erroneous tendency to draw parallels between the dhromi and the makams, it
cannot be stated for example, that song A is making use of the Ousak dhrémos for,
despite the fact that Greek musicians accept, use and (above all) understand each
other when using this terminology, it is impossible for the Greek Ousak to be the
same as the Ottoman Ussak, because of the micro-tones and the commas (see below).

Moreover, the strangest part of this issue is that although Greeks kept the
makam names, the names of many dhromi are mistakenly used, for they do not
correspond to the original makams (for example, dhromos Ouséak does not correspond
to makam Ussak). This problematic use of names has created a bizarre situation where
Greek musicians communicate on the music stands by actually using incorrect names
to refer to the dhrémi. There are, of course, musicians who have studied makam
theory and who are aware of this problem, and that makes it even more complex
because they cannot communicate with other un-trained musicians and, therefore,
have to make use of the false names even though they know that they do not
correspond to Turkish equivalent. For example, the maestro on the music stand might
instruct us (the rest of the band) to play a G Ousék. I have two ousaks in my mind:
dhromos Ousak and makam Ussak. Although I know that the dhrémos differ from the
makam, I too call this dhromos Ousak. This situation raises a simple yet critical
question: is it not enough that the musicians communicate? Should one have to care
whether one uses a word, a phrase or a term correctly, since the one to whom they are
talking understands them?

The problem of categorizing the songs according to the dhromi they are based
on is a further issue tackled in my research. For example, when the majority of the
musicians refer to, play or teach the song To fardpt ax’ v Iepaio [to vapori ap’ tin
Persia = the boat from Persia],? they speak of dhrdmos Ousék. An examination of the

makams, though, shows that the correct makam (or dhromos, if the terminology was

& MINOS-EMI [COLUMBIA] 7YCG 6314 - 2] 006 70529/11, recorded in 1977.
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correct) is makam Kiirdi (the second staff in Figure 4.1 shows the makam to which
dhromos Ousak corresponds).9 On the other hand, dhromos Kiourdi differs from
makam Kiirdi (see Figure 4.1, fourth staff).!> As Pennanen points out, ‘the confusion
existent in Greek terminology derives from the deficient knowledge of the Ottoman
music culture’ (2004: 10).
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Figure 4.1: Dhromos Ousak; makam Kiirdi; makam Ussik; dhromos Kiourdi; makam Karcigar

® See Voulgharis and Vandarakis (2006: 51). Mistakidhis also points out the issue of Kiourdi (2004:
225).

19In the modes, the first note in brackets is the leading tone. This is the usual way that modes appear in
texts in order to mark the, many times, different behaviour of the leading tone below the tonic-1 (that

is, the basic tonic).
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The makam form of the dhrémos, that is, the tetrachord/pentachord using the
appropriate accidentals is shown in the third staff in Figure 4.1. By adding other
makams to the end of each of these tetrachords and pentachords, the way a makam
can develop beyond the given tetrachords and pentachords can be shown. Some more
special characteristics and issues of the dhrémi are examined further below, when the
dhromi are examined separately. The tetrachord [zezpayopdo = four + string (note,
degree)] is the basic unit of the makam theory (Voulgharis and Vandarakis 2006:
16).1

Some examples from my personal experience follow, in order to depict the
degree of penetration of certain problems in performance practice and oral tradition.
The following examples are part of my fieldwork-participation in rembétiko
performance during the years that I have been working as a laiké musician (see
Chapter 1).

One night we (the band) played a song which sounded complex and, in terms
of its modal construction, strange.*? Instantly, | asked the bouzouki player whether or
not he knew what this particular dhromos was. His response was ‘it’s a uat{ope
[Matzére]’.* The song was in D tonality, but it used the flat VI major chord, that is,
a C (natural) major, instead of the VV major, that is, an A major, in its cadences.

Basically, the melody in the introduction sounded like this (Figure 4.2):

Figure 4.2: Introduction of min kdnis énira treld

! Regarding the important role of the tetrachord, as well as of other small collections of degrees
(trichord and pentachord) see Zannos (1990: 44-6).

12 The song is entitled Myv kaveic dveipa tpeid [min kénis Onira treld = don’t dream of crazy dreams].
It has been recorded by several artists and is a popular song today.

3 Matzore dhromos is very close to the Western major scale. It, along with the other dhromi, is

examined and analyzed in the next chapter.
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If one was to present this particular mode as a scale, it would be as follows (Figure
4.3):

B>
o}

=

e

Jifey © ©° i o (o)

Figure 4.3: Supposed scale of the mode of min kdnis énira treld

| should underline that the flat VII major chord in the Matzore dhrémos is very rare in
Greek songs. Everything became clearer only when | confirmed that this particular
song is one of the songs from the so-called Indocracy period (see Chapter 2), that is, a
Hindi movie song recorded with Greek lyrics and a Greek style popular orchestra. In
other words, during the night at the venue, we were playing a song based on a Hindi
raga (another Eastern modal system). After the first response of the bouzouki player, |
continued: ‘this is a Matzore? What about the C major (chord)? Do you know other
songs in Matzore dhromos that use this chord?” Although many bouzouki players are
familiar with the basic chordal harmony used in every dhrémos, searching for proper
chords or wondering about the correctness of them is something not in their tradition.
The final response of the fellow bouzouki player was something like: ‘come on! Why
are you bothering yourself with such things?’

Another indicative example consists in considering the way that bouzouki
players inform the rest of the band about the song they are about to begin playing. In
many cases, at venues with live music, and during the so-called ‘laiké part’ of the
programme which is a two to three hour dancing program, some bands prefer to
improvise the order of the songs and not make use of a carefully planned program.**
In almost every venue where | have worked or gone as a customer, the bouzouki
player was the one responsible for determining the order of the laiko part. Due to the
need for quick changes with virtually no gap between the songs, the bouzouki player
has to be as succinct as possible when telling the rest of the band what is about to

follow. Thus, he indicates only the song’s tonality, its dhromos and its thythm. So, he

Y Since the dancing part of the programme performed in rembétiko and laiké venues was mentioned, |

should highlight that one must understand rembétiko and (even more) laiko as also a dance culture.
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will say for example: ‘(let’s go) D Mindre zeimbékiko’.® With the term ‘Minoére’, he
is actually referring to the very first chord of the song and not to the actual dhrémos
on which the song is based. Therefore, he may play a song based on any of the
following dhromi: a D Ousak, a D Minére Armoniko, a D Minore or a D Kiourdi (all
of these dhromi use a minor chord as the tonic). The rest of the band will have to
follow him either by identifying which song it is (if they know it), or by recognising
the song’s modal structure, that is, understanding what dhromos it is based on. This
process is often called by Greek musicians zai{w ue to avti [pézo me to afti = playing
by ear]. They basically mean that one should rely on their experience and musical
skills rather than on a musical score. In a sense, it is a matter of musical instinct and
alertness on the part of the musicians (see Lilliestam 1996 regarding ‘playing by ear’).
Basically, the word ‘Minoére’, or the word ‘Matzore’, is used to indicate the first chord
of the following song, which, in turn, varies according to the dhromos on which the
song is actually based. Interestingly enough, regardless of the prevalent terminology
which is based on makam names, the bouzouki player’s instructions are based on a
rather Western concept and not a modal one.

Another confusing issue is the fact that Greek laiko musicians think of the
dhromi as being scales of eight notes, that is, octachords. They teach them in this way
and they also communicate on the music stands in this way. A glance at the few books
published by bouzouki players verifies this interesting point. All the dhrémi are
presented as being scales (see below). However, the main element of the makam
system is that it emphasizes the utilization of the tetrachord and the pentachord rather
than the octachord.™® The importance of the tetrachord and pentachord is true for
Byzantine music as well.'” Obviously, the way Greek musicians treat the dhromi (as
octachords) reveals a tendency towards Western musical thinking and not towards
Eastern musical thinking.

Although significant differences between the two systems exist (the dhromi
and the makams), they still have one thing in common. This is the general concept
under which both systems work. Dhrémos and ‘makam is an entity whose qualities

cannot easily be described and represented in an exhaustive way’ (Aksoy 1997: 23).

> Minére is a dhromos very close to the Western minor scales. Zeimbékiko is a 9/4 laiké rhythm.
18 This does not mean that makam theory does not include and use the octachord.

" With the term ‘Byzantine music’, Greeks refer to Greek orthodox ecclesiastic chanting.
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Furthermore, dhromi and ‘makam-s are also inexhaustible in the sense that in most
cases they cannot be represented in all their characteristics in one and the same
melody’ (ibid). There are many examples where the cadences (of dhromi and
makams) are identical or at least very similar; dominant notes that create a particular
‘sound’ are also similar; furthermore, many instances which are called é/éeig [élxi1
(singular), élIxis (plural) = gravitations] in Byzantine music can be observed in both
the system of the dhrémi and the system of the makams. The élxi is a
central/dominant note which draws/pulls/attracts peripheral notes towards itself.’® A
characteristic example could be the case of dhromos Ousak where two idiomatic
behaviours can be observed: 1) the instability of the second degree of the scale, which
sometimes sounds flat and sometimes natural, depending on whether the melody is
ascending or descending; 2) the other idiom is observed in the sixth degree which
tends to gravitate towards the seventh in ascending melodies that revolve around the
tonal note, in our case D.*° Figure 4.4 shows a typical ‘opening’ melody of a taximi
based on dhromos Ousak. Since we are dealing with melodies which are played

‘senza tempo’ (the taximia), I preferred to use semibreves.

Instability of the 2nd and the 6th degrees

P4 ]
7 1
[fan) O i T 1 1 |
¢ © © ®Oo O O fHoPe—o PO 0o o 5 e O PO o o©
Leading 1 (h)
note gravitation of By (VI note)

Figure 4.4: Idioms of the Ousak dhromos

The few attempts by scholars to write on the topic have clashed with the oral
tradition of the musicians, and instead of solving the problem, have created two
‘camps’, one of which follows the rules of the music stand, and the other the
proposals of the scholars. Therefore, well-organized and in-depth research is urgently
needed in order to at least prevent the continuation of this problem.

Generally, two kinds of publications exist: a few practice-based books, written

by bouzouki players that cite the dhrémi in the form of Western scales and modes

'8 Every makam and dhrémos has its own élxis.

19 Both idioms are also met in makam theory.
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accompanied by a few lines of commentary (Paghiatis 1987 and 1992; Nikolopoulos
n.d.). The two major issues with these publications are that they lack in-depth

research, and that there are many mistakes with regard to the names and the structure
of the dhromi (regarding the nomenclature problem see further below). For instance,

Paghiatis gives dhromos Kiourdi as follows (Figure 4.5):
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Figure 4.5: Dhromos Kiourdi as given by Paghiatis (1992: 57)

On the other hand, Nikolépoulos’s Kiourdi is different (Figure 4.6).° It should be

mentioned that Nikolopoulos does not include any comments at all.

Dhrémos Kiourdi
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Figure 4.6: Dhromos Kiourdi as given by Nikolépoulos (n.d.: 34)

Turning now to the other category, it consists in the main, as a body of books
written by scholars who are clearly aware of the subject. However, apart from
Dhimitris Mistakidhis’s publication (2004), they deal with the Turkish makams, rather
than with the Greek dhrémi; however, these publications do provide models that can
be applied to and help analyze the dhromi. The study made by Evghénios Votlgharis
and Vasilis Vandarakis (2000) is very special; after citing and analyzing the makams,
they transcribe songs from the café and the rembétiko periods (1922-1940) according
to the Ottoman form of the makams (see below regarding the problems that can occur

% Roderick Beaton, similarly to my comparison between Greek dhrémi and makams, he compares the

Byzantine modes with the makams and points out several problems, too (1980: 7).



110

in these kinds of transcriptions).?* Mistakidhis (2004) presents the Greek dhromi in a
similar way to that of Paghiatis and Nikolopoulos. However, he sheds light on many
problematic issues such as the incorrect (or correct for the musicians) use of the
names of the makams in Greek popular music. Furthermore, he mentions many
idiomatic characteristics of the dhromi, such as combinations with other dhréomi, basic
chordal harmony and more. Kiriakos Kalaitzidhis (1996) analyzes the Ottoman
makams in a way similar to Voulgharis and Vandarakis (2006), although not to such
an extent. Finally, the attempt made by Marios Mavroidhis (1999) can be considered
as being the cornerstone of all research made on the modes. Not only does he examine
the makams, giving important details and critical comments, but he also deals with
Byzantine music theory and its modes, the 7yor (ihi), showing the close connection
between these two systems (Byzantine and makams).?

| hereby suggest that the deeper understanding of Greek popular modes should
involve the study of all elements combined in their construction as a system. These
elements emanate from the makam system, the Byzantine system and the Western
tonal system and harmony in an interactive way. Each of these systems has been
created to serve a particular repertoire and, most importantly, have been created
according to, and out of, the repertoire they serve. When a characteristic of theirs
cannot find its proper place in laiké music, it has to be changed or excluded. For
example, the musical notation of Byzantine music would be difficult for Greek laiko
musicians to read because very few of them have studied it.® Therefore, it is rather
difficult to use this notation in order to transcribe laik6 songs. Figure 4.7 is an

example of a laiko song transcription using the Byzantine notation.

*1 The title of the book contains the term which was discussed in the Introduction (Chapter 1), that is,
‘Smirnéiko’.

*2 Hyoc, ihos (plural #jyo, ihi) are the Byzantine modes. The word ihos literally means sound or tune. A
very detailed examination of the relationship between the Byzantine modes and the makams can be
found in Zannos (1990).

2 A similar point is also made in Voulgharis and Vandarakis (2006: 11).
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Figure 4.7: I panaghid transcription using the Byzantine notation (song by Apostolos Kaldharas)

Due to the aforementioned difficulty of the Byzantine notation, I too use the system

that the scholars who undertook a study of the dhromi and/or the makams have used.

This system is based on staff notation, notes and accidentals.?* However, there are

other theoretical norms in Byzantine music that can be used and can be comprehended

by Greek musicians and foreign scholars, such as the so-called in Byzantine theory,

idioms (see below). The aforementioned three systems, that is, the makam, Byzantine

and Western are examined separately below.

1t should be clarified that the accidental of the dhrémi in all examples are given as a key signature in

the beginning, no matter if these key signatures are Western or Eastern. For instance, D Hitzaz

dhromos’ key signature employs both flats and sharps.
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The Makam Tradition

Today, the prevailing system is the one developed by Raouf Yekta
(1922), Suphi Ezgi (1933-1953) and Sadreddin Arel. Its roots lie in
the medieval Persian and Arabic traditions and especially in that of
the “systematic school” represented by Safi al-Din, Qutb al-Din
and further elaborated by musicians such as Abdulkadir Meragi and
al-Ladigi (Zannos 1990: 48-9).

Initially, some fundamental elements of the theory of the makams must be mentioned.
All musical examples are given in D tonality. Examples from other authors are given
as they appear in their texts. Since the old/traditional bouzouki (the three-string one)
is tuned in D (D-A-D) the bouzouki players always prefer to speak of the dhrémi by
giving examples using this particular tonality. The examples in the makam system,
however, are given in their traditional form, taking, though, note C as the basis (which
is named, Rast). It should be clarified that one can consider any note as the basis of a
mode, as long as they keep the correct intervals amongst the notes.”® In other words,
one can define/rename any note to Rast, that is, the basis (see Figure 4.8), or, to
rephrase it, one can choose the pitch they prefer for their Rast note. Voulgharis and
Vandarakis give three parameters that can play a vital role in choosing a pitch: 1) the
instrument that is about to play a piece; 2) the extent of the melody of a piece; 3) the
extent and capabilities of the voice that is about to sing the piece (2006: 19). It should
also be mentioned that the Byzantine and Ottoman musical styles ‘make full use of
the flexibility of the voice as a melodic instrument. Thus, the interval sizes identified
by music theory are constantly varied in practice by small inflections that are
conscious and refined means of expression’ (Zannos 1990: 51).

Interesting are some points found in Biilent Aksou’s introduction of the
‘Proceedings of the Third Meeting of the ICTM Maqgam Study Group’ regarding the

re-introduced theory of the makams:

% See Voulgharis and Vandarakis (2006: 17-9) for the reasons of choosing note C as the basis.
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It is of no surprise that the whole procedure of the new attitude was
provided with Western concepts. Thus the theory as re-introduced
by Ezgi and Arel: 1) took the C major key of Western music for the
fundamental scale of Turkish music and presented it as a Turkish
makam which they called “cargdh”, which was in fact the
Pythagorean scale, 2) fixed the number of pitches within an octave
at 25, passing over others, 3) explained the makam structures by
juxtaposing Greek tetrachords and pentachords, 4) classified the
makam-s according to the transpositions of major and minor scales,
5) borrowed Western terms such as dominant, subtonic, leading-
note, etc. to designate the function of the degrees within the makam
scales, ignoring the traditional concept of the seyir (melodic
progression). (Aksoy 1997: 8).

According to Voulgharis and Vandarakis, there are two main scales used in
makam theory and generally in the musical traditions of the Mediterranean and from
which all the makams are constructed. These two scales are: 1) the ualoxi diaroviri
[malaki dhiatoniki = soft diatonic], and 2) the oxAnp# drarovirs [skliri dhiatoniki =
harsh diatonic (Figure 4.8 and Figure 4.9).% ‘In the harsh diatonic scale, which is
constructed by mizon and imitonio intervals, the imitonio is not equal with the half of
the tone, as in Western music, but smaller’ (Voulgharis and Vandarakis 2006: 17).27
Each note/degree of these two scales has its own name. Today, the names of the

makams derive from the name of their first degree/note.?®
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Figure 4.8: Soft diatonic scale

% See Voulgharis and Vandarakis (2006: 16-7).
2 Asitis explained below, mizon interval is the tone, and imitonio the semi-tone.
% For a thorough examination of the history of the makams and many other elements that concern them

see Elsner and Pennanen (1997).
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Figure 4.9: Harsh diatonic scale

In Ottoman music, one tone is divided into nine commas (Table 4.1).%°

There are a number of instances in which musicians recognize certain
notes as deviating from the norm by the interval of “a comma”. This
term, kima in Arabic, is from ancient Greek music theory. As used in
this context, the term “comma” is hot meant to signify an interval of
any specific size and is thus never defined in terms of frequency

ratios, string length, or cents (Scott 1993: 41).

d = one comma flat

% = four commas flat

b = five commas flat

+ = one comma sharp

4 = four commas sharp

+ = five comma sharp

i = natural

Table 4.1: The values of the accidentals in makams

As one can see, the two differences of the two scales are in the third and seventh
degrees. From the above, four kinds of intervals are made which are usually called in

Byzantine theory as well as by Greek musicians who are aware of the makam theory

2 Comma is the measurement unit of the intervals of the modes.
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tovor [(=plural; zévog = singular) tonos = tone]: 1) ueilwv [mizon = major] 2)
eldoowv [elason = minor] 3) eAdyiotoc [elahistos = minimal] and 4) yuizévio
[imitonio = semitone].*° Figure 4.10 shows the interval constructed within the two
scales.

soft diatonic

>4 n ]
7, Jo (8] ]
{ey n Py T o 1
7.4 <o (8] S 1
o O O
rast dugih segith tsargidh neva houseini evits gerdaniyé
mizon eldson eldhistos mizon mizon eldson eldhistos
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Figure 4.10: The construction of the intervals in the soft and harsh diatonic scales

The above two scales could be also considered as a structure which consists of two
identical tetrachords that are ‘bounded’ by a mizon tone in the middle which is called

oralevktnirog [dhiazeftikos = disjunctive] in Byzantine theory (see Figure 4.11).
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1 1
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mizon mizon imitonio mizon mizon mizon imitonio

Figure 4.11: The construction of the two scales (soft and harsh diatonic)

% See Hrisanthos n.d.: 21.
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The tetrachord, that is, four successive tones, is one of the fundamental constituents of
the theory of the makams. Voulgharis’s and Vandarakis’s argument is of major
importance: ‘the fundamental significance of these structures does not only derive
from theoretical analyses but mainly from the compositional technique and the
development of the phrases’ (2006: 16).

The Byzantine Tradition

The elements of Byzantine music that were deemed necessary to be used in rembétiko
theory are: the idioms (1diwuoriouot, idhiomatismi), the dominant notes (deomdlovreg
pbloyyor, dhespdzontes fthongi) and the cadences (karainceig, katalixis). The idioms
are idiosyncratic behaviours or simply specific movements of certain notes within
particular modes. For instance, in the Ousak and Hitzdz dhromi, it is highly likely that
an ascending movement in the Rast or Matzore pentachords below the tonal note (in
our case D) and towards it will be found (G-A-B-C-D is G Rast/Matzoére pentachord.
See Figure 4.12).3 This should be considered an idiom of Ousak/Hitzaz rather than a
modulation to the Rast/Matzore dhromos (see Figure 4.13 for dhromos Hitzaz). As
Manuel correctly argues ‘it is also significant that modulation — involving either
change of scale type or transposition of tonic, or both — is a central feature in Turkish
performance practice, whether of art music, gypsy urban popular music, or many
makam-informed folk styles’ (Manuel 1989: 76).

Below base (ascending)
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G Matzore or G Rast 5-chord

Figure 4.12: The Rast idiom of the dhrémi Ousak and Hitzaz

*! Rast is another makam/dhromos. It is often used by Greek musicians as a synonym for the Matzére

dhrémos.
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Dhromos Hitzaz
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Figure 4.13: Dhrémos Hitzaz*

The dominant notes, as described by Hrisanthos from Madhita in his book are
the notes that ‘the ihos enjoys more to go in for’ (n.d.: 134). In other words, the
dominant notes are the notes that are heard more than other notes and thus create a
particular ‘feeling/sense’, ethos, aesthetic and general sound style for every popular
mode (see Figure 4.14 for examples of dominant notes).

Finally, in Byzantine music, cadences in each mode (ihos) are specific and
different from those in other modes. This is the same as in the dhromi (see Figure
4.14). T have never heard of a term used for the cadences from Greek laiké musicians
and this is the reason why | borrowed the names of the cadences from Byzantine
theory (as | remarked earlier, there is no written theory for Greek rembétiko-laikod
music). Therefore, I call ‘interim cadences’ those cadences which occur during the
pieces and ‘final cadences’ those which occur at the end, just as they do in Byzantine
music. | should point out that while the main concern of the Byzantine cadences is the
lyrics, the main concern in the cadences used in Greek dhromi is the music. More
clearly, Byzantine interim cadences are divided into two categories, the azreleic [atelis
= incomplete] — where there is a cadence or simply a pause in the music, but where a
sentence in the lyrics has not yet finished (in other words, when a comma or a
semicolon is reached) — and the evzedeic [endelis = ending at a full stop], where the
sentence is finished along with the melodic line (within the hymn). However, when
we discuss Byzantine music, we are talking about a strictly vocal music. This
accounts for the emphasis on the lyrics. Figure 4.14 shows the cadences and the

dominant notes with the accompanying chords in dhromos Ousak.

%21t should be noted that dhrémos Hitzaz, contrary to dhromos Ousak examined before, does

correspond to makam Hicéz.
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Figure 4.14: Cadences and dominant notes with accompanying chords in Ousak dhrémos

The Western Tradition

[...] a recipient culture may adapt foreign elements in distinctly
idiosyncratic ways that substantially alter their function, context,
and meaning. The uses of harmony, for example, in Greek, Balkan,
and Turkish popular musics could not be called functional in the
Western sense, since the chordal vocabularities derive not from
European common practice but from the tonal resources of the
modes used (Manuel 1990: 20-1).
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[...] rather than by Westernisation alone, musical change in Greece
can be more readily analysed through the concept of
modernization. According to Bruno Nettl (1985: 20),
Westernisation may be described as the substitution of central
features of non-Western music for their Western analogues, thereby
sacrificing essential facets of the tradition. [...] Modernisation, on
the other hand, is the incidental movement of a system or its
components in the direction of Western music and musical life
without requiring major changes in those aspects of the non-
Western tradition that are central and essential. Western elements
are viewed in the culture as ways of continuing the tradition rather
than changing it. (Pennanen 1999: 7-8).%

The introduction of characteristics from Western music, or from what
(according to the above quotations) appears to be Western music, was perhaps the
most important reason for the transformation of the ‘authentic’, makam-based style
(that is, the music of the refugees), to a new one, the rembétiko (Piraeus style). More
specifically, the role that chordal harmony played in the development of Greek
popular music was of major importance.®** Manuel writes that “from the 1940s on,
particularly under the influence of Vassilis Tsitsanis, European influence increased,
with even more emphasis on harmony’ (1989: 83). It is true that, after World War 2,
the songs recorded by Tsitsanis were more sophisticated in terms of both their
virtuosity and their harmonic structure. Nevertheless, it is his ‘classical period’ (1940s
— 1950s) that seems to justify claims such as the one about the conversion from the
rembétiko to the laikd style; and the establishment of specific chordal progressions is
clearly part of Tsitsanis’s work. For example, a characteristic chordal sequence found
in many Tsitsanis’s songs and especially in his so-called kandddha style songs (see
Chapter 1) is, in a sense, an altered version of the cycle of fifths: I+ // IV+ /] 11+ (V+

of the relative minor) // V1- (relative minor). However, the establishment of and the

¥ See also Bruno Nettl’s statement (1985: 156) regarding Westernization and modernization in the
Middle East.

% For an in-depth analysis of the development of chordal harmony in Greek popular music see
Pennanen (1999: 67-118). See also Manuel (1989).
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gravity given to harmony by Tsitsanis does not mean that he was not a makam expert.
The best proof of this is the way he utilizes the dhrémi in his taximia.®
As the years passed, the usable dhrémi began to reduce. From a range of options —
that is, the usable makams/dhromi of the refugees — the final group of later-rembétiko
and early-laik¢ era contained five to six dhromi. Particularly under the influence of
Tsitsanis’s ‘classical period” (1940s — 1950s), the two most preferred dhrémi became
dhromos Matzore and Minodre along with their combinations, such as dhromos Rast
and Niavénd. The other dhromi used were dhrémos Hitzaz, Housam and Ousak, again
with their combinations. In essence, it was harmony that played a vital role in the
effacement of the traditional use of the makams. Therefore, the falsification of the
makams brought by the refugees occurred in two stages: firstly because of the use of a
fretted instrument, that is the bouzouki, as the new repertoire’s leading instrument
(around 1930), instead of instruments without frets — not to mention the other fretted
instruments such as the Spanish guitar and the baghlamas. However, in this period
still, and before chordal harmony became a ‘must’, the new dhrémi concept was very
close to its ancestors. Although microtones were not utilized to the same extent, the
concept was still a modal one — until the second stage took place, that is, the
introduction and establishment of chordal harmony.*® From now on, the style’s
concept changed from modal to chordal.®’

| managed to verify, in a sense, this swift towards harmonizing the songs when
| visited for the first time Tsitsanis’s house in Glyfada, Athens (in December, 2008).
His son, Kostas, took me to the room where he used to work. Surprisingly, in there, |
saw three or four baghlamas and a small Spanish guitar. No bouzouki, at all! Kostas
informed me that his bouzoukis are in different places, such as Tsitsanis museum in
Trikala. He also informed me of something astonishing: Tsitsanis loved and many
times preferred to compose and rehearse songs with this small guitar, and not with the
bouzouki. Ultimately, this preference towards the guitar was verified after listening to

a rarer album that Kostas granted to me. It is called Bpdoia Ayarnuéva [vradhia

% See Table 7.5 in Chapter 7 regarding some interesting taximia cases of Tsitsanis.
% This establishment of chordal harmony can be defined around the early “classical period’ of
Tsitsanis, that is, the early post-war era (1946).

%" Regarding this falsification see also Beaton (1980: 9).
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aghapiména = beloved nights].*® Apart from some unpublished recordings, the two
CDs also contain some home-recordings, unpublished songs, made by Tsitsanis alone.
Tsitsanis sings and accompanies himself playing the guitar (playing chords and
singing the introductions and call-and-responses)! The following figure (Figure 4.15)

is a photograph of Tsitsanis’s guitar.

Figure 4.15: Vasilis Tsitsanis's guitar (the author, February 2012)

However, one should always bear in mind the fact that the aural competencies
were certainly different in the rembétiko and early laiké era (that is, until around
1950s). Today, the songs tend to use a more strict and vertical harmony, that is, utilize
more chords in order to produce a ‘Western correct’ sound. In contrary, back then, the
early stages of harmonization did not employ vertical harmonizations of the songs but

‘horizontal’. As Pennanen convincingly argues:

% MBI Music Box International, PAN 117/118
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In rebetika and laika performance practice, chords are not
always based exclusively on scale degrees. Instead, melodies are
built around tonal centres and melodic formulae, which leads to
a harmonic logic (what | will call “traditional” harmonization)
different from the Western one (Pennanen 1999: 77).

In other words, the guitarists used to let the melody ‘move’ and only utilize some very
basic chords, despite whether or not they would perfectly suit the melody. Therefore,
one could consider this period (the early stages of harmonization) as the interval
between the purely modal concept and the chordal one.

Let us look at an example which demonstrates this falsification of the dhromi.
Dhromos Hitzaskiar could have remained very ‘traditional’, that is, close to makam

Hicazkar, without the usage of harmony (see Figure 4.16).

Dhroémos Hitzaskiar
A Hitzaz 4-chord
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Figure 4.16: Dhrémos Hitzaskiar and makam Hicazkar

When it came to be harmonized, the guitarists (for they were the people who played
the harmony-providing instruments) had to find ‘proper’ chords for this particular
dhromos. There are plenty of examples where the guitarists play a flat VIl minor
chord in a cadence of a song based on Hitzaskiar dhrémos (see Figure 4.17 as well as
Chapter 5). Thus, considering D as the main tonality, they play a C (natural) chord,;
however, a D Hitzaskiar utilizes a C sharp note. If the guitarists chose to do

something different, like playing the notes of the melody in the cadence along with
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the bouzouki without a chord, the dhromos style of these songs would have remained

more ‘traditional’ (see staff ‘modal-based guitarist’ of Figure 4.17).*

F# Hitzaskiar dhrémos
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Figure 4.17: Example of the falsification of Hitzaskiar dhrémos (Tsitsanis song: se zilévo se poné
—CD Track 1)

It should be noted that the recording’s revolutions per minute seem to be changed (see
Chapter 3). The song’s tonality most possibly is G and not F sharp because it was
(and still is) almost impossible for the bouzouki players to choose such a tonality. A
good proof for this is perhaps the last measure where a C sharp note below the staff is
played, something which is not possible for the six-string bouzouki (tuned in D-A-D).

Moreover, | chose not to score the bass notes of the guitar, since these notes are part

% In the transcriptions, ‘B’ or ‘Bass’ refers to a single bass note and ‘B_V” refers to the fifth note of the

chord (see Chapter 6 for more explanations).
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of the ‘playing freedom’ of the laikd musicians, as regards the rhythms’
interpretations.*°

Continuing with the falsification of the dhromi, once chordal harmony was
introduced, it was unavoidable not to falsify the old makam-based dhromi, simply
because there cannot exist an authentic dhrémos, without the utilization (or, in some
cases, simply implying) a Western-style dhromos-scale. For instance, the song A
orinporapon™ [i sklirokardhi = the stone-heart woman] is in dhrémos Segidh (see
Figure 4.18).
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{) or
>4 Py Y 0 ]
27 o 1O © 1O (o) o 1
[ anY Y O O ~ kil hal ! ~ (8] O 7y ]
17,4 Yo 49T ¢ 3 © © 1o o ]
o O O — T [ e (8
L - . L or 4 Mindre 4-chord
D Houzam 4-chord A Rast 4-chord
Makam Segih
> N P 6 ) Py N ]
y 4 Jo 8] © © 8] do T 1
{7 N PN d!) SO S 4 O Py |
Vi <o 8] © © 8] P P—" 1
o (o <@ - “o—go
Leading I Segih 4-chord
note L
or Segih 5-chord
[o) |
P A Il O AL S ) O I ]
7, <o [e) © © o) Jo 1
(£ anY N O O A T O Py |
V5 <o o) © © o) P P— ]
o (B0 V\I’ o —fo

Rast 5-chord
e —
Segih 3-chord

Figure 4.18: Dhromos Segiah and makam Segéh

This song (i sklirokardhi) is in B flat tonality. By utilizing a V' degree major chord in
its cadences, it implies the B flat Matzore dhromos. Judging by the structure of the
dhrémos, a V degree major chord cannot exist, at least theoretically, due to the II
sharp note. However, theory did not prevent the guitarist from playing the V degree

major chord (see Figure 4.19).

“% In terms of this playing freedom, as well as regarding the rhythms and the way the guitar
accompanies the songs, see Chapters 6 and 7.
“ HMV OGA 1041 - AO 2637, recorded on April 25, 1940.
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His Master's Voice OGA 1041 - AO 2637
Tsiftetéli in 9-beat

Bb Segiah

Time: 00.13

J=c98
idiom 1 idiom 2

. 9 T ‘r)u O

Bouzouki ﬁ\—H—V—m ;
3v4 > 3 et el &

oJ i ;t - ;t A ’ 7 —=

.. B F B>
Tsiftetéli A P —— Lo : N — ! !
9-beat Q)U L a—) 1 B i i B I B I 1 1
Bass Chord Chord Bass V Chord Bass  Chord Chord  Bass Chord Chord

|
Ts. 9-beat £ :p,.uﬁ K T K T T

Figure 4.19: Example of the falsification of Segiah dhrémos (Tsitsanis song: i sklirékardhi — CD
Track 2)

The F major chord played by the guitarist conflicts with the C sharp note of the
dhromos. There are plenty of examples of such songs (see also Bpe udyxa ondoe™
[vre manga spase = hey dude go away] and Madpa ta frénw ki o’c,ooc)(voc“'3 [mavra ta
vlépo ki arahna = | see them dark and dismal]). One can also notice two basic idioms-
gravitations of dhromos Segiah (idiom one and two in Figure 4.19): the first one is
about the fourth note of the mode which gravitates to the fifth note (dominant for this
dhromos) in lines where the melody revolves around the fifth. The other idiom
concerns the second note and its behaviour above the octave, where, in some cases, it
loses its sharp when the melody revolves around the tonic (that is, the first degree) but
does not go over the second. In terms of these chords (which may be deemed
‘unsuitable’) found in some dhromi, one should bear in mind the fact that many times
the guitarists may have simply made a mistake or explored new options. This could
have been caused by several factors such as lack of rehearsal and preparation or just
the will to experiment (see Chapter 6 regarding matters concerning the night’s work

of the musicians).

2 HMV OGA 2060 - AO 5150, recorded on November 28, 1953.
3 Columbia CG 3073 - DG 7041, recorded in 1952.
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On the other hand, there are cases where the musicality and skills of the
musicians (and particularly the guitarists) is more than obvious. One should always
bear in mind that many refugees were extremely skilled and educated musicians (for
example, Spiros Peristéris, who was appointed artistic director of Columbia in
Greece). The fact that many of them were aware of various musical styles (due to the
variety of the musical life of Asia Minor which was analyzed in Chapter 1) granted
them the ability of using elements from them into rembétiko. For example, there are
cases Where the guitarists used chords in reverse, such as Me yovaikec unv tafiécor™
[me ghinékes min traviése = don’t mess up with women]. In all the verses, the
guitarist plays the G minor chord with the B flat in the bass.*> Moreover, the cases
with innovative (for the standards of the period) modulations and chord sequences are
numerous and particularly interesting. For example, ApyooBijveic uévy*® [arghosvinis
moni = you languish alone] is a well-known song amongst Greek laiké musicians for
its arrangement, structure, rich harmonization and movement through the tonalities
(see Figure 4.20).*’

* Columbia CG 2167 - DG 6600, recorded on June 28, 1946.

% See also song Mayxidpe [mangiora = buster woman], Odeon GO 3758 - GA 7391, recorded on
March 1, 1947.

“® Columbia CG 2259 - DG 6683, recorded on July 8, 1947.

" Worth-mentioning is that Figure 4.20 shows how a typical laiko score of the music stands looks like.
This type of transcription, as well as the score itself, is often called by Greek laiké musicians 0dxyog
[odhighds = guide], and it is mainly used by the accompanying instrumentalists, such as the guitaris

and the pianist.
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Some more song-examples of special chordal sequences are: Kazepiva
Ocoooiovikié™ [Katerina thesalonikia = Catherine from Thessaloniki];* Eov uov
mipec ™ yapd™ [esi mou pires ti hard = you took the joy from me]; dvo popéc oe
miotewa’® [dhi6 forés se pistepsa = I believed you twice]; and To axdfpado™ [to
apovradho = the early evening].

Chordal harmony is one of the fundamental, most complex and profound
characteristics of non-Western musical traditions, because it reveals how and to what
extent musicians adapt to Western influences and contribute to musical syncretism.
Furthermore, the impact that other aspects of the Western tradition had on non-
Western musical cultures, apart from harmony, such as technology, instruments
construction and more, were catalytic with regard to these styles’ development. As

Bruno Nettl cogently argues:

Urbanization, the interaction of various culture groups, Western
technology in music and elsewhere, secularization of musical
culture—all of this came about because of the impact of Western
culture, and so the music that might best symbolize this state of
society would almost have to include Western and native elements
side by side (Nettl 1985: 85).

Ultimately, if we also consider the fact that many Greek islands were under
Italian rule for many years, it becomes clear that the ‘importation” of Western
elements was unavoidable. Worth mentioning in this regard is the case of Markos
Vamvakaris, the man who played a critical role in the creation of the Piraeus
(bouzouki-based) rembétiko style. He was from the island of 29pog¢ [Siros = Syra or
Syros]. Venetians, Greeks and Turks lived on the island. Venetians declared
Catholicism the dominant religion in 1204. Turks ruled the island from 1579 but gave

many privileges to the citizens of Siros, one of them being their religious freedom.

® HMV OGA 1265 - AO 2761, recorded on October 6, 1947.

* The sequence VI-// IV- // T+ as well as the way that the melody shifts in this song from the Matzére
to the Sousindk dhréomos is noteworthy and rare.

* Odeon LG 1039 - GA 7774, recorded on April 9, 1954,

*! Columbia 7XCG 1919 - SCDG 3311, recorded on July 13, 1963.

2 HMV OGA 2873 - AO 5562, recorded on June 2, 1959.
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The population of the island rose from around 4,000 people at the beginning of the
Greek Revolution in circa 1821 to 14,000 in 1828, and finally reached 22,000 around
1889. Moreover, a high school was built as early as in 1833, and a theatre as early as
1864. Manuel adds that ‘Syra, for example, with its important port of Hermoupolis,
hosted an opera house from the 1820s’ (1989: 7). This suggests a mixture of Italian-
style songs, Turkish makam-based music, Greek folk music, opera, Catholic religious
music and so forth. Although Vamvakaris left the island at the age of 12, it is obvious
that every sound which he remembered may well have influenced his bouzouki music
during his life in Piraeus.> Finally, if we add the udyxac world’ (mangas = street-
urchin, thug, toughie) that clearly affected his way of living as well as his songs (see
Vamvakaris’s hashish songs), it becomes clear that the musical style he introduced
was a mix of cultural traditions based in different and varied soundscapes.

The Special Role of the Raga System

The Indocracy period (see Chapter 2) had an important impact on the development of
Greek popular music, and thus in the development of the dhromi (from around 1960
onwards). Due to the nature of the ragas, that is, of a very close relation to the
makams, we cannot be sure if a Greek song of that period has been affected by a
Hindi raga or by a makam.>* However, there are cases where a song of this period,
although obviously utilizing a particular makam, does so in a different way than this
particular makam was used in the past.>® Therefore, it is difficult to observe whether
we have a simple development of the dhrémi, even affected by the ragas, or a strict

imitation and utilization of the ragas.

%3 Regarding Vamvakaris’s songwriting technique see also Politis (2005a: 2-3).

* | have contacted David Courtney who is specialized in Hindi music (contacted via email in May
2011). He agreed on the same thing, that is, the fact that it is rather difficult to say that a song from that
period is clearly utilizing a raga or a makam.

> See, for example, songs: O kovurépoc o Torroavie [o koumbaros o Tsitsanis = Tsitsanis the best-
man], HMV 7XGA 1821 - 7PG 3335, recorded on September 10, 1963 (a dhromos very close to raga
Khammaj); @apuoxwuéva yeiln [farmakoména hili = poisoned lips], HMV 7XGA 25357 - PG 3586,
recorded on May 31, 1966; and ITovdw ko ' apéoer [ponao ke m’ arési = I pain and I like it], HMV
TXGA 2399 - 7PG 3540, recorded on December 11, 1965. The last two are very close to raga Bhairav.
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Pennanen argues that ‘the frequent sudden shifts between parallel major and
minor tonalities that became common in Greek popular music of the 1960s originate
from the melodic models of Indian film songs in raga Misra Pilii. The peculiarity of
this raga is the unstable third degree (cf. Nimbus NI 5365).”% It is true that those
sudden shifts between major and minor chords/tonalities, which usually occur on the
first degree-chord (I- to 1+), are signs of Hindi song influence. However, one must
bear in mind that there are countless songs recorded years before the Indocracy period
that make use of the same shift (see below). Pennanen continues by saying that ‘the
most influential model song for Greek composer of the new style was the 3/4 (or 6/4)
time (Indian dadra tala) “Dunya men hum” by Naushad Ali in Misra Pilti from the
film Mother India’ (1999: 72). The Greek copyrighted song is entitled A& ue moveoe
kaveic' [dhe me ponese kanis = nobody felt sorry about me] and it is credited to
Bambis Bakalis, initially sung by Stratos Dhionisiou. Since then, it has been recorded
several times by other artists, too. Pennanen continues by providing an excerpt from
the song M’ &yovv yeldoer dvo uatpo pdria® [m’ éhoun ghelasi dhié méavra matia =
two black eyes have fooled me] by Vasilis Tsitsanis (1999: 73). Once again, the
argument is correct, that is, the fact that the 3/4 time appeared during this period.
However, there are two major issues: if someone compares the first example, that is,
‘Dunya men hum’, with the Greek copyrighted one and the excerpt of Tsitsanis’s
song, they will see that, although all of them are in 3/4 time, there are great
differences between the interpretation of the rhythm. The Greek copyrighted version
of the first one (that is, dhe me ponese kanis) uses the Greek roduurog [tsamikos]
rhythm, which is a rural-traditional rhythm found in several places in Greece,
especially in Peloponnesus and Stered regions. On the other hand, Tsitsdnis’s song
(which is not a copyrighted song, but a Tsitsanis’s composition, obviously affected by
Hindi music) makes use of 3/4 in a way similar to a Western waltz. Nevertheless,
Hindi influence is in evidence in this period and in any case it reveals one of the most

characteristic aspects of Greek popular music: the susceptible, changeable and easy

% pennanen 1999: 72.
> HMV 7PG 2831, recorded most probably in 1960.
¥ HMV 7XGA 1142 - 7PG 3004; Pennanen gives 1960 as the recording year of the song. However, the

recording sheets show that the song has been recorded on July 11, 1961.
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nature of its adoptions. Of course, all these matters tell us that there is a need for

further research on what impact the newly imported ragas had.

Other Musical Styles that Affected the Modes
Many Greek musicians travelled to the USA.> Clearly, the Blues and the Afro-Cuban

(Latin American) popular song affected Greek popular music in several aspects:
rhythms, singing, arrangements, performance techniques and modes. Regarding songs
obviously affected by the Jazz-Blues tradition, see Mdumo e tperéc meviég [mambo
me trelés peniés = mambo with crazy strokes of the pick], Melody MA 84 - MG 53,
recorded on October 21, 1955. The rhythmic performance as well as some lines in the
melody link to the music of the Blues and Jazz. Ultimately, the final chord in the final
cadence (A6 major) also attests to great affection for the aforementioned traditions.
See also Avo popéc o miotewa [dhid forés se pistepsa = I believed you twice],
Columbia 7XCG 1919 - SCDG 3311, recorded on July 13, 1963. One can notice some
unusual (for the Greek standards of the period) chords (extended chords: ninth and
eleventh) played by the accordion, the origin of which are clearly once again Blues
and Jazz.

Moreover, there are cases that, although fewer in number, show the existence
of musical elements from musical styles such as the Spanish and the Gypsy music
culture.®® For instance, there are innumerable cases where the Andalusian cadence or
at least a chord sequence obviously affected by the Andalusian cadence is found, what
Manuel calls Phrygian tonality/chordal sequence (1989: 71-3).%! Furthermore, one
should not forget the Italian popular song influence and the so-called by Tsitsanis
kovtado [kandadha = serenade] style which holds a dominant position within his work

and perhaps this is one of the signs of the modernization and the Westernization of his

% See Chapter 2.

% Regarding the Gypsy affection see, for example, song: @apivra [farinda = female name], HMV OGA
2929 - AO 5585, recorded on October 29, 1959.

% See, for example, songs: Avrilalotve ta fovvé [andilalotne ta vouna = the mountains echo], HMV
OGA 1788 - AO 50009, recorded on September 1, 1951; H fzazpivo. [ theatrina = the actress],
Columbia CG 2486 - DG 6759, recorded on January 7, 1949; and Mépniooa [mortise = rake], Odeon
GO 3759 - GA 7391, recorded on March 1, 1947.
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style.®® Finally, there are cases where the so-called pentatonic scales are noted: Aizi#
Cam'63 [dhipli zoi = double life]; Kopitar puov olo yia oéva’ [koritsi mou 6la ghia séna
= my girl everything is for you]; and Mewpiore tic hnyéc® [metriste tis plighés =
count the wounds] are some song examples.

The most outstanding case, however, is the, for most of the time, strange and
special combinations of the aforementioned styles which produced syncretic styles.®®
These, what one might call ‘multicultural” songs, show the tendency of the era
towards experimentation, something that is still more obvious in today’s Greek
popular style.

All these characteristics of rembétiko and laiko styles are examined and
analyzed in the following chapter (Chapter 5), the main exemplars of which are the
musical scores. These scores have been created in order to shed more light on the
theoretical matters analyzed above, and depict some of the most noteworthy cases
found within the work of Vasilis Tsitsanis, which (these theoretical matters) of course
concern the vital issue of the laiké dhrémi and their use and development within

Greek popular music.

62 Regarding the candadha songs style see Chapter 1.

% HMV 7XGA 1998 - 7PG 3384, recorded on May 28, 1964.
¥ HMV 7XGA 2730 - 7PG 3679, recorded in 1967.

% HMV 7XGA 2722 - 7PG 3679, recorded in 1967.

% See Pennanen 1999: 72-5.
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Chapter 5
Modes and Harmony in the Songs of Vasilis Tsitsanis:

Selected Examples

Minore: the Problem of a Vague Term

It is crucial to clarify the use of the term ‘mindre’ within laiké music. Once again,
things became messy due to reasons that were discussed at the beginning of Chapter
4, such as the issue of putting together a musical style that utilizes micro-tones to
fretted instruments, the unwillingness of Greek laiké musicians to study basic
theoretical issues of the music of the refugees, and so forth. Greek laiké musicians
separate the Minore dhromos into two main categories, based on whether it utilizes a
chromatically raised seventh degree or not. Thus, they usually refer to pvoixi uivépe
[fisiki minore = natural minor] as the one that has a natural seventh degree (that is, D
—E-F-G-A-Bflat—C-D")," and apuovixij uvépe [armoniki mindre =
harmonic minor] as the one that has a chromatically raised seventh degree (that is, D —
E-F-G-A-Bflat- Csharp —D"). There are, however, some problematic issues
regarding this nomenclature, for unavoidably, these scales/modes (that is, the
Minores) did not derive from the Western classical music tradition, but from the
makams. On the other hand, there are songs, especially within Tsitsanis’s repertoire,
whose use of Minore Armoniké seems clearly closer to Western tradition, rather than
to Eastern.

It is very rare to find a song based totally on one of the two Minores, without
utilizing elements from the other. Therefore, in the database in the column ‘Main
dhromos’ I usually write this Minore version (that is, either Minore or Minore
Armoniko) that has a larger proportion in the piece, or generally the one which
‘sense’ and ‘feeling’ ‘wins’ over the other’s. For instance, it is very common for laiko
songs to use the upper tetrachord as it is used in the Mindre Natural, that is (in D
tonality), A // B flat // C // D’ notes, but, on the other hand, use a C sharp note as the
leading tone in the lower pentachord (C#— D // E // F // G /I A notes) in the cadences.

! Usually, in Greek laiké music as well as in Byzantine theory, an accent next to a note merely shows
that this note is the top of the scale. For example, in D tonality, the D note without the accent is the

tonic (lower part of the scale) whereas the D" is the eighth note of the scale (higher part of the scale).
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Figure 5.1 shows the two main Mindre variations (staff one and two). Staff three
shows dhromos Niavénd which is similar to dhromos Minére Armonikd having
though its fourth degree raised. The last staff of the figure shows the most common

combination of the two Minores.
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Figure 5.1: Minére Natural, Minére Armoniko, Niavénd and a popular combination

Very interesting is the fact that it is most rare to find a song having the notes of the
upper tetrachord played one after the other, that is, A, B flat, C natural, D". Under
discussion here is the case where the two Minores are mixed. Usually, the melody
reaches C (upper tetrachord) many times with a chromatic movement from A, that is,
A, B flat, B natural, C, and then falls back to A. The tetrachord is not completed
directly but indirectly, that is, with an interval bigger than the second, either from B
(either flat or natural) to D’, or from A to D’. On the other hand, in its cadences, either
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interim or final, these songs tend to use the lower tetrachord of Minére Armoniko,
thus, utilize a raised seventh (C sharp), below the tonic (D note). Ultimately, the

melodic movement is not only responsible for determining the type of Minére used.

The harmony is also a serious factor that can confuse things for the concerned analyst.

For instance, there may be a melody set only in the lower pentachord, that is, D to A,
which is identical for both Minoéres. Therefore, one cannot suggest that this particular
melody belongs in the sphere of Armoniko, nor of Natural. Thus, a fifth major chord
could play the determining role in this case, for it includes a seventh raised note and
thus, this particular melody would incline towards that of the Armoniko.

The next figures show to which makams these dhromi correspond, in order to
show the extent of this confusing situation. Figure 5.2 represents dhromos Minore

Armoniko and its correspondent, makam Nihavend.
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D Minoére S-chord G Nikniz 5-chord
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Figure 5.2: Dhrémos Minére Armonikoé and makam Nihdvend

On the other hand, dhromos Niavénd (the name obviously taken from makam

Nihavend) corresponds to makam Neveser (Figure 5.3).
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Dhrémos Niavénd F Houzam 5-chord
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Figure 5.3: Dhréomos Niavénd and makam Neveser

As a matter of fact, many songs based on dhrémos Mindre Armonikd make use of the
raised fourth degree (in our case G sharp). This is a very common idiomatic
movement of the fourth and thus, many times, dhrémi Mindre Armoniké and Niavénd
are considered to be one single dhromos. However, there are songs that are wholly
based on dhromos Niavénd, that is, they have the fourth raised within the entire song,
and this is the basic reason for the separation of these two dhromi.

Some cases where all these three dhromi (Minore Natural, Armoniko6 and
Niavénd) co-exist in the same song follow: I&itévigoa® [ghitonisa = neighbour]: the
moment is very important when the intro comes to end and changes from Armoniko
to Natural Minore by falling to the A natural note. Booijw® [vasilo = female name];
the cadence utilizes the seventh sharp note (fifth major chord) instead of seventh
natural as it is in the Mindre Natural dhromos. Thus, one can think that the cadence
utilizes the cadence of the Armoniké Mindre or that the Mindre Natural utilizes the
seventh sharp in its lower pentachord for the cadence.

The problems regarding terminology do not end here, for most of the early
rembétiko songs that utilize what would be called Mindre Natural by many Greek
musicians, do so clearly in a way that makam Hiiseyni does. Furthermore, in cases
where the co-existence of many dhromi/makams that are very similar is noted (such
as Minore Natural, Minére Armoniké, Hiiseyni, Niavénd, Nihavend, Biselik and so

forth), even more confusion arises. The reason is simple, yet very serious: once Greek

2 parlophone GO 2640 - B. 21897, recorded in late 1936.
® Odeon GO 3061 - GA 7139, recorded in August, 1938.
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musicians tried to put elements from the makam system into their dhrémi, they did so
in a way that kept the idioms and the basic characteristics of the makams, such as the
dominant notes and the gravitations. They could not succeed, though, in reproducing
the intervals, for their main instrument was the fretted bouzouki. Therefore, if we also
take into consideration the lack of basic theoretical background on the part of the
Greek musicians involved, a song may utilize the gravitations and the dominant notes
of Hiiseyni makam, but, nevertheless, is a clear Minére Natural scale (at least
theoretically, based on laiké theory). Since they were unaware of how to separate the
(most of the times numerous) versions of the makams, they chose the easiest way to
merely divide all the minors (or, more correctly, everything that looked like a minor
scale) into two: natural and harmonic. Figure 5.4 shows three makams which are
similar with regard to their intervals and whose characteristics are found within

rembétiko and laik6é musical styles.
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Figure 5.4: Makams Nihavend, Hiiseyni and Biselik”

* Very close to makam Hiiseyni are also makams Ussék (see beginning of the chapter) and Muhayyer.
The latter’s intervals are identical to those of Hiiseyni; Muhayyer’s behaviour, though, is more

descending than ascending.
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There are many rembétiko and early laiko songs that make use of these makam’s
idioms (since they cannot use their exact intervals). Some songs of this sort are
mentioned in this chapter, along with the makam they seem to be close. In other
words, the T.E.D. may just allocate Mindre to a song’s dhrémos characterization, but
this Minére may derive from or be very close to a makam’s idioms. The search,
examination and comparison of the dhrémi of every song to the original makams
seemed unachievable for this project. Some examples of songs that directly link to the
original form of the makams are: Mapid kau povéfnc’ [marié ke manavis = Mary and
greengrocer]; Mavtijii )(pvaoxsvm,uévoe [mandili hrisokendiméno = golden-
embroidery neckerchief]; and Ola yia 6Aa ta éyw moiéer” [6la ghia 6la ta ého péxi =1
played everything].

Continuing with some special characteristics, many of which concern both
Minores, worth mentioning is the ending phrase of the introduction of the song 7:
Oéreig amo ,uévas [ti thélis ap6 ména = what do you want from me]. This is a classical

rembétiko/laiké shape, found in numerous songs (Figure 5.5).°

His Master's Voice OGA 761 - AO 2484
Haséapiko

D Minére Armonikéd

Time: 00.28

J=c.60

Bouzouki

Haséapiko ﬁ K K K
T T

K
T
I

T
T 1T T I

Bass Chord Bass V Chord

Figure 5.5: Ti thélis apé ména transcription — CD Track 4 (Tsitsanis)

Generally, the use of triplets is very common, especially in hasapiko songs.

This particular note sequence, put in triplets, is one of the most common cadences in

> Columbia CG 1533 - DG 6305, recorded in February 1937.
® Odeon GO 2607 - GA 1990, recorded in circa October 1936.
"HMV 7XGA 3009 - 7PG 3837, recorded in 1969.

8 HMV OGA 761 - AO 2484, recorded in 1938.

° For explanations on the rhythmic patterns of the transcriptions see Chapters 6 and 7.
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Minore hasapiko songs. The cadence is completed with the standard I-V-1 note shape
in eights.

The song ®iAétipo dev éxerc ma [fildtimo dhen éhis pia = you don't have any
more earnestness] includes a chromatic movement found in Minére cadences (Figure

5.6).

Parlophone GO 4786 - B. 74279-1
0Old zeimbékiko

E - Minére Armonikd

Time: 01.03

Final Cadence

Bouzouki [y
LA

e

0 Em Em B Em
Old zeimbékiko AF—F— T T T p— T — — - -
{oy—J T i T T T i — T i i —
AV S 3 T T T T T T T T T T T T I T
D}
Bass  Chord Chord Bass V. Chord Bass Chord Bass Chord Bass Chord  Chord
Interim cadence
A u weeee.melody
Bowzouki e —= > or T f -
G fotme e
D) ===
I Y, I Em
0ld zeimbékiko p— T T p— T e o "  — T  —  — T T
k } —— f } —F— } ——h— — } — i } f

ey

Figure 5.6: Filotimo dhen éhis pia transcription — CD Track 5 (Tsitsanis)

Once again, the final cadence ends with the standard 1-V-1 shape in eights. It should
be mentioned that this particular cadence type is met in zeimbékiko as well as in
haséapiko songs.

The relationship of the relative Mindre and Matzore scales is the same as in
Western music. The song @éiw va eivou Koprori™* [thélo na ine kiriaki = I want it to
be Sunday] uses a melodic shape found in Minére and Ousak dhromi that leads to the

relative Matzore dhromos (Figure 5.7).

19 parlophone GO 4786 - B. 74279-1, recorded on March 13, 1953.
1 HMV 7XGA 947 - 7PG 2911, recorded on March 11, 1961.
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His Master's Voice 7XGA 947 - 7PG 2911
Mixed zeimbékiko-2

B Minére Natural // Armoniké

Time: 01.13

J —¢.55 Mindre to Matzére

: L) = t N E_h_ﬁ o —— -

Bouzouki fas—H—% T o P e g I N T Her s gag 1

.)u 1 & 'IV" '-ér.\é‘l-\'{ s o A '-é"‘Jij)“I'H

Ko %6~ 0n - ke A0k - P& pou
bouzouki
Em Fi Bm D
. . . q T

= === ——— < S < : IS G
s 3 T Il 1T Il Il 1T Il 1T Il Il 1 | TT T TT I T T

K
T
I
B Chord Chord B V Chord B Chord Chord BV Chord Chord

Figure 5.7: Thélo na ine kiriaki transcription — CD Track 6 (Tsitsanis)

This issue of the co-existence of Mindére and Matzore in the same song should be
elaborated. There are many songs that give the sense of a modulation from one
dhrémos to the other (Minore to Matzore or the other way around). The concept of the
modulation results from the Western theory of the function of harmony. The dhrémi,
however, combine the concepts of both West and East, that is, the harmony, the basic
principles found in minor and major scales and so forth, as well as the idioms of the
makams. Thus, a modulation is not always the case in the dhrémi. A short phrase in
the relative Matzore, cannot be considered as a modulation. However, there are cases
where Western theory can take effect. For example, the basic thing that I consider
important to hear in order to say that there is a Matzére dhromos inside a Min6re song
is the fifth major chord of the Matzore. On the other hand, there are cases that are
easier to clarify, where, for instance, part of the song (for example, the intro) plays in
Minore and another part (chorus) plays in Matzére. Some examples of cases where
the two dhromi co-exist follow: the song Matoapdyka'? [matsardnga = cheat], apart
from the aforementioned modulation, also includes another very interesting element
found in rembétiko/laiké. This is the raised third found in the intro. Many times, an
ascending movement towards the fourth degree/note of the dhromos replaces its
natural third with a sharp third. This can be considered an idiom of the Minore
dhromos. The third sharp note in such lines plays the role of the leading note towards

the fourth (Figure 5.8).

2 HMV OGA 1000 - AO 2667, recorded in circa January, 1940.
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HMV OGA 1000 - AO 2667
New zeimbékiko
D Minére Armoniké // Mindre
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Figure 5.8: Matsardnga transcription — CD Track 7 (Tsitsanis)

Some other examples of songs that include phrases (other extensive and other short)

in the relative Matzore dhromos are: Aapiorvi™ [larisini = woman from Larissa];

Tt pe Eomvnoee mpwit® [ghiati me xipnises proi = why did you awake me so early];

Me mpoowaoeg e oxdéTwoec™ [me proédhoses me skétoses = you betrayed me you killed

me].

¥ HMV OGA 1056 - AO 2647, recorded on circa June 10, 1940.

¥ HMV OGA 1367 - AO 2814, recorded on June 4, 1948.

15 Columbia CG 3491 - DG 7254, recorded on October 30, 1956.
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One can notice some special cases of Mindre songs within Tsitsanis’s corpus
of recordings. These cases concern some interesting and rare combinations of dhrémi.
For example, the song To Eepdvrwua™ [to xefindoma = the big-time party] and its

beginning utilize notes which refer to the Ousak dhromos (Figure 5.9).

Columbia CG 2428 - DG 6735
Old zeimbékiko
B Minére armonikd (Minore)

Bouzouki
Voice

Old zeimbékiko
rhV[hln]C pat[em S 3 | I I | [ [ T | I | [ | [ I 1T | I | T [ [ I [ |

BChordCh Ch BChord BChChCh B Ch Ch

Bz. & V.

0.z

Figure 5.9: To xefdndoma transcription — CD Track 8 (Tsitsanis)

Another special case is the song o ua yovaixa yéOnra’’ [ghia mia ghinéka hathika
= | was destroyed for a woman] (Figure 5.10). This is one of the few times that
dhromos Kiourdi is combined with the Minore, instead of the Ousak which is one of

the most popular combinations (Ousak and Kiourdi) even today.

16 Columbia CG 2428 - DG 6735, recorded on August 11, 1948.
T HMV OGA 1743 - AO 2984, recorded on March 15, 1951.
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HMV OGA 1743 - AO 2984
Aptéliko zeimbékiko mond
B Minére-Houseini // Kiourdi (Kartsighar)

J=96

Kiourd{

bouzouki

Melody

Aptaliko zeimbékiko

M. miga el ol x-‘-r--r-;----——-
I I A A~ 7 P N R R o
o vy o
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A .Dm A Dm Bm A Bm
P’ vy T
Apt. 7. Hgw—HT—T1H f s f —H — f 1 ——
D — 1 1 - 1 1 — — — i  —— i ——
LY

Figure 5.10: Ghid mia ghinéka hdthika transcription — CD Track 9 (Tsitsanis)

The most popular combination of the Minoére is with dhrémos Hitzaz (see
further below regarding Hitz4z). There is, however, a very simple explanation for this,
if one considers the fact that a Hitzaz tetrachord already co-exists with the Minore

Armoniké dhréomos (Figure 5.11).

Dhroémos Minére Armoniko

************************************************

D Hitzaz 4-chord G Minore S-chord

Figure 5.11: The construction of dhromi Hitzaz and Minore Armoniké

Some examples of songs belonging in this category are: e rodro to malidomito™ [se
touto to palidspito = in this old/poor house]; Kiowuévy npbes o ﬂpa51d19 [klaméni

irthes mia vradhia = you came one night weeping]; 2Zpwae pov va Koz,unea')zo [strose

18 Columbia CG 2799 - DG 6900, recorded on April 5, 1951.
19 Columbia CG 2487 - DG 6761, recorded on January 7, 1949.
2 HMV OGA 1670 - AO 2964, recorded on September 12, 1950.
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mou na kimithé = make the bed for me to sleep]; and Me mijpe 1o Enuépawuo. otovg

5p0’,uovg21 [me pire to ximéroma stots dhrémous = the dawn found me in the streets].

Another common phenomenon is the swift from Minore to Matzére, based on

the same tonality. The song Az’ i udva pov drwyuévoc® [ap’ ti mana mod

dhioghménos = rejected by my mother] is one of those cases (Figure 5.12).

Odeon GO 4050 - GA 7475
Old zeimbékiko
D Equal Mix: Matzére - Minére Armonikod

Time: 00.14
J=c.80
) 9 ) T — v—= T T
Voice fawP—¥—— } — — I — — ——
lyl X T [ [ [ ] r 3‘ 3‘ = T T [ ] [ ] =l =l [ 3‘ T T
2 2 = s
ey m pé-vo pov Sy - ué vog KLU [ Yé-mn op-pa-vog
) ) A Dm A A Dm A Dm
Old zeimbékiko A H—P— — T T T — T T T — — T T — T  —
L oo WA ] Il I T T T Il Il Il T Il Il Il T I Il T Il I T Il Il T
lyl X T T T T T T T T T T T T T T T T T T T T T T
L%
Bass Chord Chord Bass Chord Bass  Chord Chord Bass Chord Chord
o] =
75 - T <
V oy I T T T T & & Il T T T T T Il o Vg T
avs T Il Il Il [ P Il I & ¥ g
P v v o @ o o * A
& & - Kd - va Toug dpd - povg {n-rev-16 M- A - T Lov o
r r
H y & T M o
o T = ] T o g T -
Bz {festa ] == —R
) —
*y F
I Dm A D : gﬁ D A
Oldz. HawpPF—TFT+F1—"F—"F—TFTT1T— f f - = f f s m—r f f
\'} I T I T I T I I I T T I Il I T T T Il I I Il Il T
L%

Figure 5.12: Ap’ ti mdna mou dhioghménos transcription — CD Track 10 (Tsitsanis)

The unique element of this modulation is that it occurs unprepared, that is, without

any particular chordal sequence which would show that a modulation is about to

happen. Other song examples from the same category are: I'dpvo. uévog ueg oty

vé)(wc23 [ghirna ménos mes sti nihta = stroll alone in the night]; To mpwi ue ™

5,000013/10(24 [to proi me ti dhrosotla = in the morning with the dew]; and Boira uéoo

oty EMéSa® [volta mesa stin eladha = stroll in Greece].

21 Columbia CG 2758 - DG 6904, recorded on November 30, 1950.
22 Odeon GO 4050 - GA 7475, recorded on November 23, 1948.

%% Columbia CG 2199 - DG 6619, recorded on November 18, 1946.
#* Columbia CG 2161 - DG 6598, recorded on June 15, 1946.

% Odeon GO 4655 - GA 7670, recorded on April 16, 1952.
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A general idiom, deriving from the makams as well as from Byzantine music
is the raised fourth degree. This links, as mentioned earlier, to dhromos Niavénd but it
also works as a gravitation, not only in Mindres, but in other dhrémi, too. In melodic
lines where the phrase revolves around the fifth degree, it (the fifth) tends to pull the
peripheral notes, that is, the fourth and the sixth. The song Ead mov e Eepuvdrioec™
[esi poll me xemialises = you that you enchant me] contains a melodic phrase with

this idiom (Figure 5.13).

Columbia CG 2866 - DG 6940
Old zeimbekiko
D Minére

Time: 00.17
J=68
g — —
Voice <
174 X " T T T 1
B} ==
€ o0 oV ue &e wd - - ogg
Dm
Old zeimb. )‘L, 9, ! ! Y T T T : ' T T T
LA S T T T T T T T T T T

Figure 5.13: Esi poti me xemidlises transcription — CD Track 11 (Tsitsanis)

Other songs with the same characteristic are: I'citéviooo®’ [ghitonisa = neighbour];
and To rplc;/loxo'pzwoz8 [to trelokdritso = the crazy girl].

A similar case concerns the seventh degree, too. The seventh tends to pull the
sixth in melodies that revolve around the former. The song Movtépves kou paykitioeg
Aanaz’zaegzg [mondérnes ke mangitises athinéises = modern and cool Athenian

women] is one of these cases (Figure 5.14).

% Columbia CG 2866 - DG 6940, recorded on October 13, 1951.
% parlophone GO 2640 - B. 21897, recorded in late 1936.

%8 Odeon GO 2906 - GA 7095, recorded on February 10, 1938,
2% CBS 83406, recorded in 1978.
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CBS 83406

New zeimbékiko

E Minore // Minére Armoniko)
Time: 00.14

Voice

. 0 T
New zeimb, FFAIHF—— T NI S B AN S R R N R

Figure 5.14: Mondérnes ke mangitises athinéises transcription — CD Track 12 (Tsitsanis)

Usually, this particular melodic shape is accompanied by a first degree major chord
which changes from its original minor form. This happens because in most cases these
types of melodic shapes lead to the fourth degree/chord (like a modulation to the
subdominant).

Finally, Figure 5.15, according to the database’s findings, shows the chords
used in each one of the two Minore types, as well as in dhrémos Niavénd (only the

chords written below the notes are used).

Dhrémos Minére Natural

o)

) A 1 O ]
s s o bo o ° |
Q)\/ = = Py 8] 1

C Dm Em F Gm Am Bb C Dm
Dhrémos Minore Armoniké

o)
v’rL):\ S 8 I'V‘c ﬁ“ © i
Q)u (Hfﬁ = o 8] © 1

Dm F Gm A Bb Dm
Dhrémos Niavénd

o)

7 b o © !
G = = to o == f |
oJ o o °

Dm F G#dim A Bb Dm

Figure 5.15: Chords used in Minore Natural, Minére Armoniké and Niavénd
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Dhromos Matzore [Mat{ope — Major]

The problem found in the term ‘matzore’ (from Western major) is similar to that of
the ‘mindre’. However, things look clearer and easier to comprehend in this case,
because there are not so many makams and dhromi close to this particular dhromos, in
contrast to the Mindre case. Some Greeks tend to equal dhromos Matzore with
makam Rast. The analysis of Tsitsanis’s music, however, led me to separate dhromos

Matzoére from dhromos Rast. Figure 5.16 shows dhromos Matzore, dhromos Rast and

makam Rast.
Dhrémos Matzore
. A Rast 4-chord
E Minore 5-chord , .

0 ' '

P4 g Py ]
Z Py 9L ) © 9L ) Py ]
(e ) o o) © T © [8) Py p 1

7. © 1L ) © hSd 9L 8 ) Py 1

Y O © T T " hd O

! F# Ousak 5-chord
D Rast 4-chord
The difference of dhromos Rast (7th degree flat in descending)
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;4 P © T ]
y o Py 491 ) © I8 o 1
ey Py 4 o L 1 © e ) Py " 1

V O HO ~ 7 4O O 1
e O © T © O
Makam Rast
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p 4 N N ]
r A\ dOo O do |
[ a0 1 O O NEF NEF O Py | |

7.4 do o] © o (8] do 1
Jdo) o o N N o =3
1 Rast 5-chord Rast 4-chord

Figure 5.16: Dhrémos Matzore, dhromos Rast, makam Rast

As one can observe in the above figure, dhromos Rast tends to lowers its seventh
degree in descending melodies. The reason for this separation between dhrémos
Matzére and dhromos Rast (contrary to the aforementioned tendency of some Greek
musicians) is simply the fact that a great part of Tsitsanis compositions (as well as
other songwriters, too) is wholly based on what I chose to call dhromos Matzore. In
other words, these songs do not utilize the lower VI degree, found in descending
melodies, but they wholly utilize the Western type major scale. A separation of that

kind was considered to be critical in order to point out the difference in the VII degree
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of such songs. Moreover, there were some other elements which suggested this
separation, such as the difference between the dominant notes used in songs totally
based on Matzore with those based on Rast.

Some idiomatic characteristics of dhrémos Matzore follow. Despite the
aforementioned separation of the two dhroémi, many of the idioms presented below are
true for both dhrémi, showing, in this way, the close relationship between them, as
well as (importantly) the way the Western major scale was Hellenized in order to suit
to laiké standards and needs. After all, this is one more sign of the syncretic music
produced in Greece during the rembétiko and laiko era, when these two musical
traditions (Western and Eastern) were mixed together.

In many cases, the fifth degree pulls the fourth in melodies where the fifth is a
dominant note. The song O Taxarlipac™ [o takatzifas = male name] is one example
that depicts this idiom (Figure 5.17).%

MINOS-EMI (COLUMBIA) 7YCG 5238 - 2]-064 70172
Tsiftetéli in 9-beat

Bb matzore

Time: 00.31
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B Chord Chord B_V  Chord B Chord Chord BV~ Chord  Chord

Figure 5.17: O takatzifas transcription — CD Track 13 (Tsitsanis)

In the song ®iva Oa v mepviue™ [fina tha tin pername = we will be cool] one can
notice the idiomatic behaviour of the peripheral of some dominant notes. The A flat,
C and E flat notes — which is the triad of the first degree chord — pull the notes next to
them (Figure 5.18).

¥ MINOS-EMI (COLUMBIA) 7YCG 5238 - 2J-064 70172, recorded in 1975.

%! See also song Mali cov eyd) mov ta ‘umeéo [mazi soi eghd pou ta 'blexa = I mixed with you], Odeon
GO 3423 - GA 7254, recorded in early 1940.

%2 Columbia CG 2068 - DG 6547, recorded in June 1940.
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Columbia CG 2068 - DG 6547
Hasapiko

Ab matzére (pitching problem)
Time: 00.12

J=90

Bouzouki

Hasapiko

|

B B_V Chord

Figure 5.18: Fina tha tin pername transcription — CD Track 14 (Tsitsanis)

As can be noticed in Figure 5.16, there is a minoére pentachord starting on the second
degree of the matzore. A line, sometimes short and sometimes extended, based on this
minore pentachord is a very usual phenomenon in Matzore songs. There are cases
where the second degree minor chord comes ‘unprepared’, that is, without listening to
the sixth degree major chord (which functions as the fifth of the second), whereas
there are cases when it does sound and thus, the sense of a complete kind of
modulation is given. In any case, the passages in this mindre pentachord should be
considered as an idiom of the Matzore dhromos, rather than a modulation to the
second degree Mindre dhromos. An example is the song M’ évav mixpo avaarevay,uo'?’?’

[m’ énan pikrd anastenaghmo = with a bitter sigh] (Figure 5.19).

% His Master's Voice OGA 1129 - AO 2695, recorded on October 27/28, 1940.
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His Master's Voice OGA 1129 - AO 2695
Hasapiko
G matzore - Segiah
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Figure 5.19: M' énan pikré anastenaghmé transcription — CD Track 15 (Tsitsanis)

It should be mentioned that this particular chordal sequence, that is, I+ // IV+ /] VI+
(V+ of the I1-) // Il-, is, on the one hand, a very common phenomenon within
Tsitsanis’s repertoire and, on the other, clearly shows the influence of Western music
within laiké musical style. Another song example is Mec oty AGjva® [mes stin
athina = inside Athens]. In post-war recordings, the sequence of the 1+ // II- in
Matzodre songs is a ‘must’ in Tsitsanis's songs. Moreover, it is from now on in most
cases with preparation, that is, with the VI major chord before the Il minor. A special
case is the song Toapkitaa® [tsarkitsa = little stroll]. Interestingly, the voice sings the
F natural note in order to modulate to A minor (Figure 5.20). Furthermore, it is

perhaps the only time in a Matzore song that the V major chord is not played at all.

¥ HMV OGA 1708 - AO 2977, recorded on November 14, 1950.
% CBS 83406, recorded in 1978.
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CBS 83406
Hasapiko

G Matzoére
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Figure 5.20: Tsarkitsa transcription — CD Track 16 (Tsitsanis)

Other song examples with this sequence are: O wavipeuévoc™ [o pandreménos = the
married man]; Ztepvé pov ylvkoydpaua®’ [sterné mot ghlikohdrama = my last
twilight]; Iopraleic oiuepa® [ghiortazis simera = you celebrate today]; and ¥is
Bpoyii ota péria cov® [psili vrohi sta matia sot = raindrops in your eyes].

Similarly to the case described above, there is another Mindre pentachord
within the Matzére dhromos which starts on the sixth degree. The scale that is
constructed from the sixth degree is no other than what is known in Western music as
the relative minor. Once again, there are cases that this VI minor chord comes
prepared, that is, after the 111 major chord which functions as the fifth of the sixth, and
some other where it comes unprepared. An example is the song Axduo. koa oty

K0'/1a07740 [akoma ke stin kolasi = even in hell] (Figure 5.21).

% Odeon GO 4239 - GA 7509, recorded on October 27, 1949.

" HMV OGA 2798 - AO 5516, recorded on November 20, 1958.
% Columbia CG 3702 - DG 7351, recorded on November 16, 1957.
¥ HMV 7XGA 2936 - 7PG 3797, recorded in 1968.

“® Columbia CG 3689 - DG 7350, recorded on November 5, 1957.
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Columbia CG 3689 - DG 7350
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Figure 5.21: Akéma ke stin kélasi transcription — CD Track 17 (Tsitsanis)

Other song examples are: Kazapouévy Eevyreid™ [kataraméni xenitia = cursed foreign
lands]; and 7o motégu™ [to potami = the river]. Worth noting is the fact that in this
song (to potami), both the minor and major third degree chords are used, something
that is special and strange, and perhaps signifies the modernization of laiko style.

Let us examine now some cases that concern the cadences in Matzore
dhrémos. The song O udykac xdver dvo dovieiéc™ [o mangas kani dhio dhouliés = the

crafty person has two jobs] includes a classical melodic shape in Matzore cadences

(Figure 5.22).

*I His Master's Voice OGA 2705 - AO 5483, recorded on May 22, 1958.
%2 Columbia 7XCG 1176 - SCDG 3025, recorded in 1961.
B HMV 7XGA 3538 - 7PG 8050, recorded in 1971.
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His Master's Voice 7XGA 3538 - 7PG 8050
New zeimbékiko
G Matzére // Rast
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Figure 5.22: O mdngas kani dhié dhouliés transcription — CD Track 18 (Tsitsanis)

Another interesting case with regard to cadences is the song Mia \efévricoa koméia™®

[mia levéndisa kopéla = a feisty girl] (Figure 5.23).

His Master's Voice 7XGA 3010 - 7PG 3824
Old zeimbeékiko

G Matzore // Rast
Time: 00.32
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Figure 5.23: Mid levéndisa kopéla transcription — CD Track 19 (Tsitsanis)

The melody in the voice ends with the third degree of the dhromos, a characteristic
that represents the bonds between the dhromi and the makams, since this particular
cadence (in the third degree) shows the existence of a modal concept in this particular
song (makam Rast occasionally uses the same melodic model/cadence, t00).

A special, as well as interesting, case is the song Bpdoe t potuma ta coviyr™

[vrase ti roimba ta souing = hang rumba and swing] (Figure 5.24).

“ HMV 7XGA 3010 - 7PG 3824, recorded in 1969.
% Odeon GO 3673 - GA 7354, recorded on October 31, 1946.
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Odeon GO 3673 - GA 7354
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Figure 5.24: Vrdse ti rouumba ta souing transcription — CD Track 20 (Tsitsanis)

This is one of the few times (if not the only time) that the sequence of the following
chords appears in the Matzore dhrémos: I+ // 11- // 11I- // IV+ [/ VV+. In other words,
one by one, all the chords from the first to the fifth degree are played in order to lead
to the common cadence of the Matzore. This case is also special if one studies the
music of Mikis Theodorakis, one of Greece’s most popular composers. Theodorakis
often uses this sequence in his music, something that gives birth to questions
regarding the influence of rembétiko music on contemporary composers who,
unquestionably, based their composition style on rembétiko standards. Figure 5.25 is a

photograph of Tsitsanis and Theodorakis, who, according to Tsitsanis’s son, were

good friends.

Figure 5.25: Vasilis Tsitsanis and Mikis Theodorakis (photograph given by Kastas Tsitsanis)
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Finally, Figure 5.26 represents the chords used in dhromos Matzore.

Dhroémos Matzore

0
b4 O ]
y 4% O nO ~F ]
[ fanY Lh O O ~ |
34 P O ~F 1
Jo ° f
D Em FHm G A Bm D

Figure 5.26: Chords used in dhrémos Matzére

Dhréomos Hitzaz [ Xiz{al — Hicaz]

Surprisingly, and at the same time curiously, dhromos Hitzaz holds, along with
dhromos Matzore, the second place in Tsitsanis’s choices. Perhaps, the explanation
for this is the fact that dhrémos Hitzaz (or, more correctly, a mode very close to the
urban dhrémos Hitzaz) was already part of the rural-traditional repertoire.*® Dhromos
Hitzaz is very popular within rembétiko and laiké songwriters, even today. This is one
of the dhromi that corresponds to its namesake makam, that is, makam Hicaz (Figure
5.27).

Dhromos Hitzaz

o 1 O 1 ]
Z. 1P (o) o o) TPy |
[fan 1 W O O LS4 L= (83 =~ I T 1

7.4 TP 9L ) © © 71O TPy 1
e O =4 L # PO o
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Makam Hicéz

7 T Py T ]
y i {o 0] © 0] TP |
{s 2 g Py (o) ‘o iaSa (o) Py ) 7 |

7.4 o Lo ) © © L0 ) TP ]
o © o PO— # ho o

I Hicéz 4-chord

G Rast 5-chord
G Biiselik 5-chord

Figure 5.27: Dhrémos Hitzdaz and makam Hicéz

%6 See, for example, song: O oudpavtog [o amarandos = the amaranth], a song in 3/4 tsamikos rhythm

originated in Stered region.
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Figure 5.28 shows a very common idiom of dhromos Hitzaz which is the combination
of the Hitzaz tetrachord with the Matzore pentachord, either below or above the

former’s tetrachord.

)

[

I S8

T [y
ho 1“0 ~
PO *

o o o

¢l

O

G Matzore S-chord Hitzaz 4-chord G Matzore S-chord

Figure 5.28: The matzére pentachord idiom in dhrémos Hitzaz

This idiomatic movement derives from the original form of makam Hicaz. As shown
in Figure 5.28, in its ascending movement, makam Hicaz creates a G Rast pentachord
(G to D, below the tonal). The ‘reconstructed’ version of the makam in its dhromos
form, ‘preferred’ to create the scale with a flat in the sixth degree (B flat) and use the
upper pentachord (G to D) without the flat (that is, as a Rast or Matzore pentachord)
as an idiomatic movement. An example of this popular combination is the song O

ovpavic éxer pavpioer”’ [0 ourands éhi mavrisi = the sky has darkened] (Figure 5.29).

T HMV OGA 1800 - AO 5028, recorded on October 13, 1951.
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His Master's Voice OGA 1800 - AO 5028
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Figure 5.29: O ourands éhi mavrisi transcription — CD Track 21 (Tsitsanis)

Other examples are: Mrpdfo umovlobri ov*® [bravo bouzouki mou = bravo my
bouzoukil; I'ia ta pdmia 7' apord™ [ghia ta matia p> aghapo = for the eyes that I
love]; Iaiéte umovlotria™ [péxte bouzotkia = play bouzoukis]; and Eia émwe eivon™
[éla Opos ise = come as you are].

This ‘instability’ of the upper tetrachord, not only of dhromos Hitzaz but of
other dhrémi too, creates idiomatic gravitations. The sixth degree, for example,
sounds sometimes natural, and sometimes flat, depending on the movement of the
melody. For instance, in the song IZpoevetovy to Zraudan® [proxenévoun to stamati
= they want to get Stamatis married], which is in F Hitzaz, when the melody is
ascending, the D note is natural, whereas the melody is descending, D is with a flat
(Figure 5.30).

*® Columbia CG 2779 - DG 6924, recorded on December 16, 1950.

*° Columbia CG 2535 - DG 6786, recorded on October 31, 1949.

*® Odeon GO 4835 - GA 7737 and GA 7740, recorded on August 24, 1953.
> Odeon GO 4912 - GA 7765, recorded on February 10, 1954.

%2 0deon GO 3421 - GA 7248, recorded in early 1940.
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Odeon GO 3421 - GA 7248
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Figure 5.30: Proxenévoun to stamadti transcription — CD Track 22 (Tsitsanis)

The same idiom is also obvious in the song E¢exivijoa éva Bpadv> [exekinisa éna
vradhi = I set off one night]. The song is in C Hitzaz. When the melody reaches note
B flat, the A is natural, and then, when the melody descends, note A is with a flat.
Continuing with some special characteristics of dhromos Hitzaz, worth
mentioning is the case of the VI degree minor chord which, almost always, functions
as the preparation chord for the cadence in the | degree major chord. Similarly to the
case examined before regarding the preparation of the 11 minor chord of dhrémos
Matzore, the VII minor chord of dhromos Hitzdz, many times, comes prepared by the
IV major chord of the dhrémos. The song O voixoxipnc™ [0 nikokiris = the family

man] is a song where the IV major chord sounds before the VIl minor (Figure 5.31).

53 Columbia CG 2984 - DG 6998, recorded in 1952.
 HMV OGA 1629 - AO 2939, recorded on June 7, 1950.
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His Master's Voice OGA 1629 - AO 2939
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Figure 5.31: O nikokiris transcription — CD Track 23 (Tsitsanis)

Other songs with the same characteristic are: I7aice Xpijoto 1o umovlobri® [péxe
hristo to bouzouki = Chris play the bouzouki]; and [Zefaive yia to dixio pov®®
[pethéno ghid to dhikio mot = I die for my right].

Turning now to some special (and rare) cases, the song Mayapavii®’ [maharani
= Maharanee] contains an interesting innovation for the norms of Hitzaz chordal

sequences (Figure 5.32).

S HMV OGA 1523 - AO 2890, recorded on December 6, 1949.
% Columbia CG 3691 - DG 7393, recorded on November 5, 1957.
" HMV OGA 2981 - AO 5608, recorded on January 26, 1960.
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His Master's Voice OGA 2981 - AO 5608
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Figure 5.32: Maharani transcription — CD Track 24 (Tsitsanis)

The A minor (fifth degree minor) is very rare, found a few times in the Hitzdz songs

of Tsitsanis. The G follows (fourth degree), which has become a major in order to

lead to C minor (seventh degree), a case which has been mentioned above.

Finally, Figure 5.33 shows the chords used in dhromos Hitzaz.

Dhromos Hitzaz

[}
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7 b O B |
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Do ho fo Cl !
D E> Gm Cm D

Figure 5.33: Chords used in dhromos Hitzaz

Dhréomos Hitzaskiar [Xiz{aokidp — Hicdzkir)

Dhromos Hitzaskiar is very close to dhrémos Hitzdz. Many idioms and characteristics

are similar between these two dhrémi. Figure 5.34 represents dhromos Hitzaskiar and

makam Hicazkar.
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Dhromos Hitzaskiar
A Hitzaz 4-chord
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Figure 5.34: Dhrémos Hitzaskiar and makam Hicazkar

By adding a sharp to note G (fourth degree), the so-called by rembétes Ileyparwtikog
[piredtikos = from Piracus] dhromos is made. Figure 5.35 represents dhromos

Piredtikos and its correspondent, makam Zengiileli Stiznak.

Dhroémos Piredtikos
A Hitzaz 4-chord
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Figure 5.35: Dhromos Piredtikos and makam Zengiileli Stiznak

It should be mentioned that Tsitsanis never used dhromos Pireotikos, except for the
song mavromadta (see further below), which is not totally based on Pireotikos, but
there are elements of the dhrémos. Tsitsanis also recorded three taximia which utilize

dhromos Piredtikos in 1980.
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Occasionally, Hitzaskiar revokes the flat from its second degree above the
octave. The song Oa Bpw o diin pe kapdid>® [tha vro mia ali me kardhia = I'll find
another one with a heart] contains this idiomatic behaviour (Figure 5.36).

His Master's Voice OGA 1057 - AO 2666
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G Hitzaskiar // Hitzaz
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Figure 5.36: Tha vro mia dli me kardhia transcription — CD Track 25 (Tsitsanis)

Noteworthy is the D flat that appears in measure seven in the above transcription.
This is a very common gravitation in both Hitzaz and Hitzaskiar dhromi. In melodic
shapes like this, the fourth degree pulls the fifth (D flat in this case). Both idioms
above, that is, the second natural above the octave and the gravitation of the fifth from
the fourth are found in the song IZixpdc (o) eivar o mévoc pov™ [pikrés (tha) ine o

pénos mou = my pain (will be) is bitter] (Figure 5.37).

% HMV OGA 1057 - AO 2666, recorded on June 11, 1940.
%9 Odeon GO 2613 - GA 1990, recorded in circa October 1936.
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Odeon GO 2613 - GA 1990
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E Hitzaz // Hitzaskiar
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Figure 5.37: Pikros (tha) ine o pénos mou transcription — CD Track 26 (Tsitsanis)

Initially, it is noteworthy the way this melody finishes in measure two. This particular
shape, V (sixteen) // 1 // V [ | (eights), is considered a classical cadence in zeimbékiko
songs.

As has been already mentioned within this and the previous chapter, the
introduction of harmony can be seen to have complicated the dhrémi and their
recognition within the compositions. The co-existence of dhromi Hitzaz and
Hitzaskiar is a good example of this mix and its results. The critical issue for the
understanding of the use of the dhromi is whether the person who analyzes the songs
does so by taking into account the movement of the melody alone® or the
combination of the melody and the harmony. For instance, if one observes the last
transcription’s melodic movement in the first measure (Figure 5.37), it will be seen
that the melody is clearly based on dhrémos Hitzaskiar. However, the D minor chord
that sounds in the fifth beat cannot belong to the sphere of Hitzaskiar due to the D
natural note (VII natural and not VII sharp as in Hitzaskiar). This is perhaps the
difference between the theoretical structure of the dhromi and that of the makams.
There are plenty of examples of such cases: @avrales oav nplylcnnéaaam [fandazes

san pringipésa = you looked like a princess]; 2ty o pov éyw w600 minywbel™ [sti

% Makams do not employ harmony.
81 Odeon GO 3588 - GA 7322, recorded in circa October, 1940.
62 Columbia CG 2670 - DG 6855, recorded on June 13, 1950.
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zoi mou ¢ého t6so plighothi = I have been hurt in my life]; and Bydie ,uo'cmcasg
[vghale ti maska = take off the mask].

On the other hand, there are cases that show that the guitarist was at least
aware of the dhromi and the makams, as, for example, in the song 4vo ypovia
o ayorc®® [dhi6 hrénia s’ aghapé = I have been loving you for two years]. The chords
used by the guitarist attest this claim, for he does not use the natural seventh minor
chord (C minor) at all. Instead, he chooses to play either the major fifth or the major
second which do not ‘falsify’ the sound of Hitzaskidr.

In terms of the mixtures of dhromi similar to Hitzaskiar, the song I'ia oéva
Eevoyr®™ [ghia séna xeniht6 = I stay awake at night for you] is a very special case
(Figure 5.38). The intro starts with the upper tetrachord. If there was not the C minor
chord in the third bar, then the melody could have been considered as belonging in the
sphere of Hitzaskiar. Moreover, there is a movement which sounds like a modulation
to G Minore utilizing the D7 major chord when the voice sings the C natural

(something that can be regarded as an idiom), while the cadence sounds as if it is in

Matzore (V major chord).

% HMV OGA 1583 - AO 2919, recorded on February 25, 1950.
% Odeon GO 3062 - GA 7139, recorded on June 14, 1938.
% Columbia CG 1670 - DG 6344, recorded in December, 1937.
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Columbia CG 1670 - DG 6344

Hasapiko

D Hitzaskiar [Hitzaz // Sousinak // Matzore]
Time: 00.48

=61

Hitzaskiar - Hitzaz

Melody

E 3 D Gm D Cm D D Gm D Cm D
Hasapiko — t I S B S I — e T i — ! -
D L o 1 11— T I T Tt
v
B Chord B_V Chord B B_V Chord
Sousinak Coices
9 voices voiees
T N W N IN Ny I IR VN W N N N I I N
P i I B Py R TR T
M. ST L T A T R . & LR
i ¥ r - 1 i i IRE e - i A ] 71
© 1% = e ry == vy
oo KB fpboty Bowr - Be TV K- BG-po pov Y - KG 00U ooy < 86 omg vy, - tg
9
. D D D D D D D D
ﬁﬁ" T T T T T T T
Hs. e st s s o s S I i " — T T
D ) S B S S S S S B — I —| 1 T 1
L
Ry ny Nyo
* — & - —
M. 2 2 > - 0 y ] T r
i 4 Pl oL CF —s-3- i
=== e CE =8 =
M | , . e arars’
W OKOTBL PO-VOS BV T NG €100 vo - pi-lo mog Ou ma-pr - qo - pn - 0D g
bouzoukis
17
. D D Gm Gm D A D D
%v T T T T T T T
Hs. e e s s e e s s i e s s s e s — i T H i h—
i S ) S S S S B i s . — — i . —— - i  — i i (| 1 ini
L2

B BV Chod

Figure 5.38: Ghid séna xenihto transcription — CD Track 27 (Tsitsanis)

The next lines show some very common cadence techniques. The most
popular of them, with regard to hasapiko songs, is the I-V-I note shape played in
eights. For example, the song Mavpoudra (Hepaio kar Mocydro)® [mavromata (peréa

ke moshato = black-eyed woman (Piraeus and Moshato)] (Figure 5.39).

% MINOS-EMI (COLUMBIA) 7YCG 5235 - 2J-064 70172, recorded in 1975.
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MINOS-EMI (COLUMBIA) 7YCG 5235 - 2]-064 70172
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Figure 5.39: Mavromata transcription — CD Track 28 (Tsitsanis)

Other song examples are: O udykac tov prokod vepod®' [o méangas tou ghlikot nerot =
the sweet water's buster]; and Tyc urournéooc to yrord @iAi®® [tis babésas to ghliko fili
= the sneaky woman’s sweet kiss].

Another note/chord progression of the cadences is the I-11-1 sequence. For
example, the song To “yw picer ato Eeviyn® [to *ho rixi sto xenihti = I started sitting
up all night] (Figure 5.40).

His Master's Voice OGA 2061 - AO 5150
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Figure 5.40: To 'ho rixi sto xenihti transcription — CD Track 29 (Tsitsanis)

Other song examples containing the same melodic shape in the cadences are: T«

PAérw oxotevd® [ta vlépo skotinad = I see them dark]; Orav Oa ouieic u' avtov mwov 6’

% parlophone GO 4092 - B. 74151, recorded on February 21, 1949.

% Odeon GO 3850 - GA 74186, recorded on October 31, 1947.

* HMV OGA 2061 - AO 5150, recorded in November 1953,

" parlophone GO 4732 - B. 74271-1, recorded on November 22, 1952.
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ayamjaezgn [o6tan tha smixis m’ afton pou th’ aghapisis = when you get together with

the one you'll love]; and H yovaika étav giyer’ [i ghinéka 6tan fighi = when the

woman leaves].

Finally, Figure 5.41 shows the chords used in dhromos Hitzaskiar.

Dhromos Hitzaskiar

o)
P4 Il O ]
7 ho nO ~F ]
Il O
) 5 o © o — |
°
o © ho B
D E> Gm D

Figure 5.41: Chords used in dhrémos Hitzaskiar

Dhromos Ousak [Oveadk - Ussak]

Dhromos Ousék is one of the most popular dhrémi in laik6 style. Tsitsanis recorded
53 songs in dhromos Ousak. Moreover, there are five songs that include elements of
Ousak without it being the predominant dhrémos. Many of Ousak’s most common

characteristics have already been examined in the previous chapter. The following

lines contain some song examples illustrating some of the dhrémos’ idioms.

Regarding the instability of the second and the sixth degrees, one good

example which attests to this is the song Meiayporvij koméia" [melahrini kopéla =

brunette girl] and its very first line (Figure 5.42).

Odeon GO 3309 - GA 7222
Karsilamas
E Ousik

Bouzouki

Karsilamas

Il

=

Chord Chord B_V Chord B Chord Chord B_V Chord Chord

Figure 5.42: Melahrini kopéla transcription — CD Track 30 (Tsitsanis)

" HMV 7XGA 3001 - 7PG 3825, recorded in 1969.
ZHMV 7XGA 2787 - 7PG 3729, recorded in 1967.
" 0deon GO 3309 - GA 7222, recorded on June 7, 1939.
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One can see the way notes C and F sound sometimes natural (that is, in their Ousak
position) and sometimes raised by a semitone. There are plenty of songs that include
this instability. For example: Eot yivkid oo uévo™ [esi ghlikia mou méno = only you
my sweetie]; and Ay ntipio oty pAépa’ [dhilitirio sti fléva = poison in vein]. This
issue regarding the instability of the second degree is examined by Zannos: ‘the key
problem of the diatonic species is a very old one: the position of the degree segah
(vou). [...] Today, some schools prefer a higher position, some a lower one; [...]
Normally, musicians use both degrees, changing from one to the other according to
the needs of the melody’ (1990: 52-3).”

Another very popular idiom of dhrémos Ousak is its combination with the
Matzore dhromos on the third degree of the former. If one observes the scale of
dhromos Ousék, one can see that there is a Matzore pentachord starting on the third
degree (Figure 5.43).

Dhrémos Ousik F Matzére S-chord

)

I 1
hoO O [§ ) h
PO P

o}

O O

o

Py
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Qé’k)

I
O ho
PO

BT
¢

G Minére S-chord

Figure 5.43: Matzore pentachord in Ousak

In the case where the flat from the second degree is revoked, we get a whole Matzore
scale from the third degree (F to F). The song AAd Totpka yopewé oo’ [ala Totrka
horepsé mou = dance for me ala Turka] is an example that shows this movement in
the third degree Matzore pentachord (Figure 5.44). Moreover, it is noteworthy that
this particular song includes the previous idiom, too, that is, the instability of the

second degree.

" HMV 7XGA 1857 - 7PG 3361, recorded on February 4, 1964.
7> CBS 83406, recorded in 1978.

"® Regarding the intonation in Arab music, see (Scott 1993).
THMV OGA 2580 - AO 5417, recorded on August 20, 1957.



169
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Figure 5.44: Ala tourka horepse mou transcription — CD Track 31 (Tsitsanis)

One can observe that Ousdk uses the same melodic shape (measure four) to move
from dhromos Ousak to dhromos Matzore in the third degree, as in dhrémos Minore
that has been examined before. Other song examples are: Ma(i pov Sev tarpiélerc’
[Mazi mot dhen teriazis = we don't suit each other]; and Avafeua arnv opopgia oov”®
[anathema stin omorfia sotl = damn your beauty].

Continuing to Ousak’s characteristics, another common phenomenon is a
movement and temporary establishment on the fifth degree. The chord played on this
beat, that is, a V minor, gives the sense of the connection of either two Ousdk
pentachords, or of an Ousék and a Mindre, one from D to A notes, and the other from
A to E" notes. Obviously, what the second (upper) pentachord will look like depends
on whether the melody contains a flat sixth or a natural sixth degree (see Figure 5.45).
It should be mentioned that this particular sound became more popular after the
1960s, not only within Tsitsdnis’s repertoire, but within laiké style in general. The

song 7t x1 av {ovooue ,ua(z"go [ti ki an zousame mazi = what's the point of us living

8 Columbia CG 2191 - DG 6617, recorded on November 9, 1946.
 HMV 7XGA 2138 - 7PG 3445, recorded on October 29, 1964.
8 HMV 7XGA 2573 - 7PG 3615, recorded on September 13, 1966.
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together] is an example of this temporary establishment on the fifth degree (Figure

5.45).

His Master's Voice 7XGA 2573 - 7PG 3615
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Figure 5.45: Ti ki an zotisame mazi transcription — CD Track 32 (Tsitsanis)

Other song examples are: Maxpid pov ot dev kaverc™ [makria mou esi dhen kénis =
you can't live away from me]; Ayand xou movd (Svatoyirc)® [aghapd ke pond
(dhistihos) = I love and I suffer (unfortunately)]; and Ecd ylokid oo ,uo'v083 [esi
ghlikia mot méno = only you my sweetie].

Another extremely popular combination is the combination between dhrémi
Ousak and Kiourdi.** The song llepimiovouevn Ca)n'85 [periplanoémeni zoi = drifter

life] is an example of this combination (Figure 5.46).

8 HMV 7XGA 1958 - 7PG 3376, recorded on March 31, 1964.
8 HMV 7XGA 2204 - 7PG 3506, recorded on February 18, 1965.

8 HMV 7XGA 1857 - 7PG 3361, recorded on February 4, 1964.

8 With Kiourdi I refer to what Greek laiké musicians mean when they use the term Kiourdi. The issue
of wrong terminology used on their part is examined at the beginning of Chapter 4.

8 Melody MG 25, recorded on June 3, 1954.



171

Melody MG 25
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Figure 5.46: Periplanémeni zoi transcription — CD Track 33 (Tsitsanis)

The melodies in Kiourdi within an Ousak song are accompanied by a third degree
minor chord. A very usual as well as traditional behaviour of melodies in Kiourdi
(which also derives from makam tradition) is the glide from the fifth note to its lower
position, that is, the flat fifth. One can also observe (in periplanémeni zoi) that
another popular idiom of Ousék is still present, which is the instability of the second
degree. Other songs that make use of this combination are: Towc atpio® [isos avrio =
perhaps tomorrow]; and I'ia va o¢ kdvew avBpwmo®’ [ghia na se kano anthropo = in
order to make you a good person].

Finally, Figure 5.47 shows the chords used in dhromos Ousak.

Dhrémos Ousak

[}

7 T Py ]
27 o [8) © |
{es T Py O PO |
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Figure 5.47: Chords used in dhrémos Ousak

% HMV OGA 2717 - AO 5497, recorded on June 3, 1958.
8 0deon GO 5028 - GA 7809, recorded on November 24, 1954.
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Dhromi Houzam and Segiah [Xovlap — Hiizzam and Xeyxudy —

Segah]

Dhrémi Houzam and Segiah are usually confused by Greek laiké musicians. It is very

common to call every song Houzam that utilizes a lower tetrachord as shown in

Figure 5.48, Staff 1.5

Dhrémos Houzim
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[ a0 1 Py PO R N D O |
1%, <o o) o © [ & S P — ]
o (O @ | oy

I Hiizzam| 5-chord

Hicaz 5-chord

Figure 5.48: Dhromos Houzam and makam Hiizzam

Possibly, the reason for this confusion is the fact that both Houzam and Segiah

involve the same lower tetrachord (see Figure 5.50).

Things become very confusing when a third dhromos is taken into
consideration. This is dhrémos Suzindk. Many times, Suzinak’s cadences occur in the
third degree. By doing so, a sense of either a Houzam or a Segidh melody is created,

for the two latter also have cadences in the third. Moreover, the upper tetrachord of

dhromos Suzinak and dhrémos Houzam are the same, and thus, another problem

arises, for one cannot say for sure if a melody that sounds in this particular tetrachord

belongs in either dhromi — not to mention that some melodies may even sound like

Hitzaskiar, too. Figure 5.49 represents dhromos Suzinak and makam Sizinak.

8 For an in-depth examination and analysis of dhrémos Houz4m see Pennanen’s ‘the development,

interpretation, and change of dromos Houzam in Greek rebetika music’ (1999: 23-65).
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Dhroémos Souzinak
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Figure 5.49: Dhrémos Souzinak and makam Sézinak

Finally, Figure 5.50 represents the chords used in dhrémi Houzam, Segiah and

Suzinak.

Dhréomos Houzam
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Figure 5.50: Chords in dhrémi Houzam, Segiah and Souzinak

Statistics: Number of Recordings by Dhromos
The statistics (Table 5.1 and Figure 5.51) verify, ultimately, all the claims about

Tsitsanis’s work and the shift towards harmonization and Westernization.
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Dhrémos Number of recordings
Minore Natural 111
Matzore 102
Hitzaz 102
Minore Armonikd 83
Ousak 53
Equal Mix 47
Rast 15
Hitzaskiar 12
Segiah 10
Sousinak 8
Niavénd 5
Housam 3
Nikriz 2
Kiourdi 1

Table 5.1: Number of Tsitsanis’s recordings by dhromos

Miavénd 5 Housam 3
Sousingk 8 Mikriz 2 Kiourdi 1l

Segiah 10

Hitzaskiar 12
Rast 15

Figure 5.51: Number of Tsitsanis’s recordings by dhromos
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Dhrémos Minore and Matzoére hold the two dominant places with regard to how many
songs used them as their leading dhrémi. If one takes into consideration the fact that
45 songs in Minore Armoniko, 28 in Minoére Natural and 27 in Matzore (100 in total)
are in hasapiko rhythm, then the realistic importance of the so-called kandddha songs
of Tsitsanis will be clear. In other words, 100 songs out of the 296 that utilize these
three dhromi, that is, one-third, are in Tsitsanis’s new song style, which is one of the
most serious reasons for the style’s development and broader admission (regarding
the kandddha see Chapter 1).

The following chapters (6 and 7) deal with the popular rhythms that constitute
a problem similar to that analyzed in this and the previous chapter, that of laik6
dhromi. This problem is once more closely connected to the limited existence of
musicological studies, as well as to the confusing oral tradition of Greek laiko
musicians. In the case of research that deals to a great extent with the musicological
aspect of a work and more specifically with its analysis, the problems of laiké dhrémi
and rhythms (that is, the problems of a huge amount of elements of the music itself)
are in fact extremely arduous. Something that needs to be clarified is that, according
to my research findings, the examination of rhythms, especially in cultures such as the
one under examination where rhythm is synonymous to dance, cannot be covered in

all of its perspectives unless dance research is involved.
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Chapter 6
Greek Laiko Rhythms in the Songs of Vasilis Tsitsanis: Presentation

and Analysis from Selected Examples

General Comments on the Rhythmic Patterns

The first section of this chapter includes some general guidelines and comments on
the rhythmic patterns. These will help and prepare the reader to understand how they
should use these patterns, and what they aspire to depict.

It should be clarified that the patterns that follow are typical ways of
performing the laiké rhythms. In many cases, and mostly because we are dealing with
a popular musical style which is mainly based on oral tradition, the musicians tend to
improvise and, therefore, they choose various ways of interpreting the rhythms. For
instance, in most cases of the zeimbékiko, the baghlamas plays the part of a
rhythmical instrument by playing the chords in eights. However, occasionally, it can
be heard playing melodic lines and even parts of intros, as for example in songs
Ayarcd e wavipsuévy' [aghapd mia pandreméni = I love a married woman] and
Kozopouévny favmezo’cz [kataraméni xenitid = cursed foreign lands]. The only
indispensable instrument is the guitar. Apart from that (and, of course the bouzouki),
all the others are subordinate instruments and do not always take part in the band. My
greatest concern here is to demonstrate, especially to someone unfamiliar with Greek
rhythms, the ways of their interpretations by showing the beats or, as they are often
called by Greek musicians, ta ytomijuoza [ta htipimata = the hits], writing either bass
notes or chords. Another aim is to illustrate how the musicians that took part in the
recordings performed these rhythms. It is worth noting that the patterns were created
by me after listening and examining each and every available commercial recording
by Vasilis Tsitsanis.

At this point, 1 should highlight the importance of the role of the guitar within
the entire genre. The uracoxiBapo [basokitharo = bass guitar], as it is often called by
Greek musicians, can be considered as the backbone of the entire genre, especially
with regard to the way the rhythms were modeled and formed. The guitar, apart from

1 Odeon GO 3420 - GA 7254, recorded on December 4, 1939.
2HMV OGA 2705 - AO 5483, recorded on May 22, 1958.
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its harmony-providing role, makes use of melodic lines played in its bass section (see
further below).? These are the called by Greek musicians, uracoypouuéc
[basoghramés = baso (bass) + ghramés (lines)]. After all, the smallest, yet adequate
band type that can fully interpret the style of the genre consists of the bouzouki
(melody) and the Spanish bass-guitar (rhythm). Also very popular were the so-called
by rembétiko enthusiasts x1fapovio. [kithardnia = little guitars] which look like
Flamenco guitars, requinto guitars or the ukulele, a small guitar originating in Hawaii.
However, the type that prevailed was that of the Spanish, classical guitar. The strings
used by the guitarists, also used today, were metallic (something unusual for a
Spanish guitar).* However, as Hristos Spourdhalékis informs us, the alloy of the old
metal was far different than today’s, something that has a great impact on the timbre
(2006: 31). It should also be mentioned that we are discussing rembétiko recordings
where the guitar had an accompanying role rather than a soloist role. This segregation
is critical because many café (refugees) and early rembétiko (Piraeus bouzouki-based)
songwriters used the guitar as a solo instrument, not just an accompanying
instrument.”

The reason | created patterns for foreign rhythms as well, although I could
have just referred to already published literature on this topic, is that these rhythms
were adopted by Greek rembétiko-laiké musicians and have been changed in order to
match Greek standards (‘laikized’). Obviously the reason why Greek musicians used
and still use these particular names is not that the rhythm is exactly the same as in
Latin genres or any other music, but because it is very similar.

Although the bibliography lacks references to Greek laiké rhythms, Ghiorghos
Metalinés (1999) and Leftéris Pavlou (2006) give good general idea of many laiko

and traditional Greek rhythms. However, the most valuable information has been

¥ Anéstis Barbatsis’s (2008) and Ghiorghos Evangélous’s (2008) bachelor theses involve a stylistic
analysis of the orchestra types and especially of the Spanish guitar’s performance techniques.

* There is a Spanish-like guitar in Italy which is also used with metallic strings, known as

‘chitarra battente’.

> See, for example, songs: 0o yasic [ouzo hasish] by Spiros Peristéris, Odeon GA 1791 - GO 2119,
recorded in 1934; and O Auepixavog [o amerikanos = the American] by Idkovos Mondanaris,
Perlophone B 21823 - 101602, recorded in 1935. | should also mention the work of Ghidrghos
Katsaros (1888-1997 [he lived for 109 years!]) who used the guitar as the soloist instrument in his

songs perhaps more than any other.
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taken from interviews, consultations, discussions with Greek percussionists (such as
Leftéris Pavlou and Stratos Samiotis — see also ‘Acknowledgements’) and, above all,
from personal experience (as a rembétiko-laikoé musician). Obviously, this chapter
examines the most popular rhythms (traditional or not) within the genre. This means
that it does not deal with rhythms with a small number of recordings.

A ‘B’ or ‘Bass’ in the rhythmic patterns refers to a single bass note — the first
degree of the chord played in that particular beat. The ‘Bass V’ (or ‘B_V’) refers to
the fifth degree/note of the chord. The second, smaller staff under the larger one
shows an altered version of this particular instrument’s performance technique. Of
course, one should bear in mind that many times the final result can be a combination
of two or more versions. Finally, the ‘Guitar’ implies all guitar types that may take
part in a recording (Spanish, steel-strung acoustic, electric and so forth). The Spanish
guitar (and some types of the kitharonia) was exclusively used until 1970s, when the
steel-strung acoustic guitar also took a place in Greek laik6 bands, without the former
vanishing.

Following these guidelines is the presentation of the laiké rhythms themselves.
The analysis of the rhythms along with references to numerous selected song-
examples constructs a detailed image of how the rhythms used within rembétiko and

laik6 styles evolved and are still evolving.

Zgipnéxko [Zeimbékiko (Turkish: Zeybek)]

The zeimbékiko dance rhythm holds a prominent position amongst Vasilis Tsitsanis’s
recorded output.® As evidenced in Greek discography, the zeimbékiko was also the
most beloved rhythm of every songwriter of the rembétiko and the laiké era. The fact
that 285 of Vasilis Tsitsanis’s 554 commercial recordings (that is, 51.8 per cent) are in

the zeimbékiko family is of the utmost importance, with regard to the analysis and

® The ‘zeimbékiko’ section of this chapter, along with some other small parts from other chapters
(working as introductory comments) were submitted and are under review as the article ‘The
Zeimbékiko Rhythm in Vasilis Tsitsanis’s Recording Career (1936-1983)’, Journal of Music Research

Online.
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assessment of this specific rhythm.” The zeimbékiko dance rhythm is considered to be
one of the most representative characteristics of the cultural identity of modern
Greeks. It is an example of how acculturation can happen between cultures (Ottoman-
Turkish and Greek).? It can also depict to what extent cultures can ‘inter-loan’ and
then ‘inter-return’ elements of theirs, creating in the end a situation where nobody can
tell which one gave birth to these elements. The route of the zeimbékiko, from once
being an expression of the underworld and of the ‘cosmos’ of the rembétis to today’s
urban popular dance of every Greek, is something that needs attention and
examination from several perspectives. The transportation of this rhythm from the
hashish-dens to luxury venues can be credited (to a great degree) to Vasilis Tsitsanis.
Therefore, the sociological perspective from which one can examine this issue is of
value and importance. However, as already highlighted before, popular musicology in
Greece has not shown its will to produce fruits as yet. Perhaps it is now the time for
another, equally important transportation to happen; one from the luxury venue to

academia.

Moo Zeipnéxiko [palio = old zeimbékiko]
When a piece is labelled ‘old zeimbékiko’, Greek musicians will be heard to play the

following rhythmic pattern (Figure 6.1):°

" With the term ‘zeimbékiko family’, apart from the three major types, I also refer to karsilamas,
tsiftetéli in 9-beat and aptaliko zeimbékiko rhythms.

& See also Politis (2005a).

% Others, such as Risto Pekka Pennanen (1999: 105) and Peter Manuel (1990: 130-1) choose to call it
2vpravo [Siriand = from Syros island]. See also Holst about the zeimbékiko in Syros and about
Vamvakaris who was born and lived there until he moved to Piraeus when he became 12 years old
(2006: 41).
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Figure 6.1: Old zeimbékiko rhythmic pattern

The rhythmic structure of the old zeimbékiko consists of a pair of identical 4/4s, plus
an extra quarter-note at the end. Otherwise, we can simply think of the structure as
being 4/4 + 5/4. The alternative version of the guitar (second staff) reveals a tendency
of the ‘old school’ guitarists to fill in the rhythm with eights, rather than playing strict
‘hits’. This is obvious in almost every recording until approximately the end of the
1950s, when richer instrumentations and more sophisticated and prefixed
arrangements replaced the ‘playing freedom’ of the old musicians, which (the playing
freedom) is definitely worth a thesis. However, the tendency of embellishment has
been never absent on the part of the accompanying instruments. One of the most
popular embellishment techniques of the guitarists were the bass-lines created by
movements from one bass note to another. Figure 6.2 shows an example of this bass-

line technique in a rather ‘classical’ chordal progression (see below).
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Figure 6.2: Guitar bass-line technique in old zeimbékiko

| refer to this progression as being classical because it is true that in many cases,
especially in the café style period, that the songs give a sense of being arrangements
rather than compositions, especially in Western contexts; although Lilliestam refers to
this compositional technique as something that makes use of conventional formulas
which vary depending on the cultural background of everyone and which are always
the starting point of the music-making procedure (1996: 203-5). Regarding the café
tunes, indeed, there were countless traditional tunes which seemed to be part of a big
‘storehouse’ from where musicians (with a rather high skill in re-arranging the notes
and the notes’ values) tended to pick them up and create songs for recording.10
However, ‘composing or arranging is like making food. A composition is no new
invention. You have to take the ingredients that are there, mix them, dare to try new
things and trust your imagination and feeling (Goteborgs-Posten, 28 December

1992)°.1

19 See also Morris (1980: 82-3) and Pennanen (1995: 141).
1 In Lilliestam (1996: 203).
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Continuing now to Figure 6.2’s explanations, the ‘modal based’ staff of the
score indicates how this particular progression would have been interpreted by a
guitarist of the café era, showing the modal background of their music, since there
was almost no employment of chordal harmony. The third, smaller staff indicates
something quite special that is found in rembétiko as well as in the laikd musical
style. This is the changed tunings that many musicians, especially the bouzouki
players, used to use.*? As far as the bouzouki is concerned, these tunings are also
known as vroolévia [ntouzénia (plural), ntouzéni (singular)] which is an expression
met in the slang of the rembétiko people and simply refers to the then several tunings.
As evidenced in many recordings, this technique was also used (and is still used) by
guitarists too, because it (the technique) can offer the usage of open strings. Thus, the
third staff in Figure 6.2 implies that the guitarist may tune the E bass string a tone
lower and make it a D. Obviously, the changed tuning can also be applied on the first
staff.

Figure 6.3 shows a very popular cadence technique/formula (interim and final)

of the guitar, especially of the ‘old school’.

Guitar é 2 | | | I
Bass Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord
Bass_V Bass_V
G %9) | | o, hh b | I
Bass Chord Chord Bass Chord Bass Chord Chord Bass vV 1 \'% I
Bass V Bass V

Bass

Figure 6.3: Guitar cadence technique in old zeimbékiko

Perhaps this is another element that links the music of the cafés with the rembétiko
style of Piraeus. In most cases, the accompaniment of the refugees’ songs was

essentially a sort of a bass continuo played by instruments such as the ud, the lute and

12 This is a common phenomenon found in several other traditions such as Rock and Blues (see
Lilliestam 1996: 203).
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the Spanish guitar on their bass strings.'® In the case of the zeimbékiko, early
recordings show that this ‘bass technique’ effectively looked as in Figure 6.4 and
Figure 6.5. The second measure is a cadence measure which illustrates the similarity
between the bass technique of the music of the cafés and the rembétiko. Where there
are two notes in a single beat, it means that the guitarist plays either the top or the
lower one. Similarly to old zeimbékiko’s bass technique, Figure 6.5 illustrates a
similar technique used in the new zeimbékiko which, just like the old one, reveals the
strong bonds between the Ottoman-Turkish musical culture and the café and
rembétiko styles. Obviously, in many cases the guitarists used a combination of the
two versions, that is, the V-1 (first staff) or the octave technique (second staff).
Moreover, we shall always bear in mind the changed tuning option, as shown in
Figure 6.2.

, -
Guitar (V1) Hy > } — | i —— E :
Q) [ 4 & j & & & j & &
. J/— e - e - -
Guitar (octave) fb—— — 4 2 4 —— i £ r
lyl > 3 .I Il Il .\ 1 .\ Il I .\ T T
e
0
Gtr. (V-I) fo>— i i T I I T T h o N 1} f
= v = = O o
. D
Gr. (oct.) Hay>— ———— = i — N~
!)' & [ J T & j‘, ¥ jl ¥

Figure 6.4: Bass technique of the music of the cafés (old zeimbékiko)

13 peter Manuel wrote on the role of the refugees as well as the early recordings of rembétiko (1990:
129). Risto Pekka Pennanen also discussed several matters of these techniques at several places within
his thesis (for example, 1999: 68).
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Figure 6.5: Bass technique in new zeimbékiko type

If we now compare these figures with Figure 6.1 (old zeimbékiko’s general pattern)
we will understand how the harmony replaced the modal concept of the
accompaniment. A representative example would be the case of a very popular song
entitled Itati povudpw rxokoivy [ghiati foumaro kokaini = why I smoke cocaine] by
Panaghiotis Totndas, originally recorded either by Marika Politisa’* or by Roza
Eskenazi,™ both, possibly, in 1932. The song can also be found with other titles such
as M’ éumiee évog uoptns [m’ émblexe énas mortis = an urchin got me in this] and O
kokaivorotng [0 kokainopdtis = the cocaine-drinker], since it has been recorded many
times by numerous singers, old and contemporary. In both original recordings no
harmony is involved. On the other hand, every following recording involves chordal
progressions. At this point, it is of crucial importance to mention the multicultural
nature of Greece, especially in the early rembétiko period. Research on some
particular key singers who collaborated with Tsitsanis and other songwriters led me to
some astonishing findings. One of these cases is the case of the singer Stéla Haskil
who was a Sephardic Jew, that is, a Jew from the Iberian Peninsula.’® After some
rather rough research on Sephardic musical style, | found a song that sounds very
much like the song examined in the preceding lines. The song is included in the CD
‘Jewish-Spanish Songs from Thessaloniki’ (by David Saltiel, 1997) and it is entitled

* Columbia WG 376 - DG 279.
** Odeon GO 1793 - GA 1624.
'® Many major cities, such as Thessaloniki, were (and still are) well-known for the multinational

constitution of their populations.
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La cigarrera'” [the tobacco girl]. It is very interesting that both songs are in the
tsiftetéli rhythm. Whereas we have the accompaniment of the Spanish guitar playing
in octaves in the Greek version, we have a tambourine ‘keeping’ the rhythmic 4/4
structure in the Jewish-Spanish one. Moreover, the modal structure of both songs
sounds pretty much the same, and ultimately, even the lyrical context is very similar.
Nevertheless, the issue of ‘inter-borrowing’ amongst cultures needs a more in-depth
examination. Unfortunately, | was not able to find out the recording date and
originating information regarding the Sephardic version in order to see which is the
oldest.

There is also one more song example which seems to depict the musical
situation of the period. The song is entitled Bale ue otnv aykotia oov [vale me stin
angalia sol = put me in your arms] by Vangélis Papazoghlou. There are three
recordings of this song. They all seem, as evidence shows, to have been recorded in
1934. | must stress that this was a usual phenomenon; many songwriters used to
record a song twice and even three times. The three singers that sang the song were
Roéza Eskenazi,'® Stelakis Perpiniadhis®® and Marika Kanaropoulou.?’ The peculiar
characteristic of this particular song is the fact that two of the recordings involved
chordal harmony, whereas the third one (Perpiniadhis’s) did not. In this third version,
the guitarist either doubles the solo instruments by playing the melodic lines with
them, or, he accompanies using the bass technique (octave or V-I) I analyzed before.
These three recordings raise some important questions: was the songwriter undecided
about what style he should apply to the song? Given that there are other songs with
the same characteristic, is there a possibility of this being something fashionable at
this period? That is, recording in both ways? Ultimately, the most important question
in my mind would be something like: was, by any chance, that period really in
disarray or in a state of musical flux? Given that there were so many new parameters,
as regards music in general, would this be something that may have thrown some

people off their calculations? Some examples: the recording procedure was something

7 Track number six, in the CD by David Saltiel ‘Jewish-Spanish Songs of Thessaloniki’. Oriente
Musik, LC 3592 (1998).

¥ HMV AO 2206 - OGA 168.

19 Columbia DG 6033 - CG 1014.

% Odeon GA 1821 - GO 2171.
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quite new (we are dealing with 1920s — 1930s) and thus, the entire concept of the
‘music industry’ was something new. The rapid mix of styles, instruments, musicians,
customs and human idiosyncrasies would also have created a mess. Greece was
undergoing modernization as well as the Westernization process, while the refugees
had just brought with them an almost utterly Eastern cultural background (see
Pennanen 1999). Not to mention, of course, the political scene of the period: world
wars, Greek-Turkish war, Greek Junta and so forth. Perhaps, the market and the
companies, as well as the musicians, wanted to try some things out first, to
experiment with the audience’s tastes and preferences.

Returning now to the performance techniques, it must be said that it is almost
impossible for someone to listen to the old school’s technique today, even by
musicians known as being purely rembétiko musicians. The harmony has clearly
surpassed the modal-based accompaniment. However, elements of the old school
technique are still alive in today’s performance practices as, for example, are the so-
called ‘tutti’ (in the Greek context), where the guitarist, from time to time, changes his
chordal based accompaniment and doubles the bouzouki or the voice by playing their
melodic lines, something that was very common in old recordings (regarding these
‘tutti’ see also page 216).

It is not only the performance techniques that changed, but also the tempi of
the songs. However, let us take this story from its beginning. Figure 6.6 examines the
development of tempo in old zeimbékikos within Vasilis Tsitsanis’s recording career.
It explicitly shows the transformation of the rhythm from allegro to andante. | should
clarify that I have calculated the tempo of each of the recordings in order to create the
most accurate representation I could. Thus, Figure 6.6 (and all other figures that
contain tempo values) represents every song’s tempo value in chronological order
(according to their recording date). It seems like the old zeimbékiko was a rather
moderato and even allegro rhythm (pre-war). This situation changes from the first

post-war period onwards.
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Today, whenever an orchestra means to make a song sound ‘heavier’, more ‘serious’,
more grandiose and add a larger volume in order to give the impression of something
pompous, they usually make use of the old zeimbékiko style, combined with quite a
slow tempo.? To put it another way, the role and the use of the rhythm have been
almost reversed. It must be noted that it is hard to find a new song today based on the
old style, for it is the new type that prevails.

We should not forget that a piece’s tempo was not standard during the
recording. Usually, due to the fact that recording technology ‘demanded’ the band to
record together, what is known as ‘live recording’, the tempo tended to accelerate as
the recording reached its finale.?

There are 160 recordings of Vasilis Tsitsanis in old zeimbékiko. 14 of these
were recorded in the period between 1936 and 1940, that is, from the beginning of
Vasilis Tsitsanis’s recording career until the cessation of recordings due to World War
2. 114 were recorded from 1946 to 1955, namely when the recording factory was back
in business after the end of the war and until 1955, when the first release of a 45 rpm
record took place. 29 songs were recorded between 1956 and 1966, that is, when the
regime of the colonels and the military junta took place. Finally, three songs were
recorded between 1967 and 1983. The following graph (Figure 6.7) shows the course

of the number of recordings in old zeimbékiko based on the recording year.

2! pennanen chooses to call these songs ‘heavy zeimbékikos’, which is the translation of the Greek
phrase used even today, that is, Sapid (eiunéxuco [varia zeimbékika] (Pennanen 1999: 114).

%2 Regarding the impact of recording technology, see Chapter 3.
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From 1938 until 1960, that is, for sixteen years (without taking into account the six
years of cessation due to World War 2), the old zeimbékiko is present in every year.
Moreover, in comparison with the total number of recordings, it seems that it holds a
dominant place. The rhythm reaches its apogee in 1950 when 31 songs (out of 46) are
in old zeimbékiko, something that shows the preference of the composer towards the
traditional rembétiko rhythms. It also shows that he ‘built’ his so-called ‘classical
repertoire’ using traditional rhythms as his basic tools. Therefore, one has to look to
the other ‘ingredients’ of his music in order to see the changes that he introduced;
namely the lyrics (see Chapter 8) and the formulation of his melodies. One substance
of the latter has already been mentioned, the kandadhas. From 1961 until Tsitsanis’s
death, the old zeimbékiko appears only in the following three years: 1969, 1980 and
1983.

The 1980 song is entitled T#¢ xovaviac n Siapopd?® [tis kinonias i dhiafora =
the dissimilarity of society] and was initially included in the LP Ta peumétika e
roroyn¢ [ta rembétika tis katohis = the rembétiko songs of the period of the
occupation], sung by George Dalaras. However, as the evidence shows, this was an
older song that had never been recorded. Since | have mentioned this popular singer,
it should be noted that Vasilis Tsitsanis’s relationship with George Dalaras is in need
of much closer investigation. There are various reasons for their relationship being
important and interesting for research: Dalaras is often credited for making many old
songs popular to a broader audience, due to his popularity (in Greece and abroad).
Moreover, there is much audiovisual material with these two artists rehearsing and
talking.?* Finally, Dalaras gave a concert-tribute to Tsitsanis (in 2004) at the famous
music hall Méyapo Movaixic AGyvaov [mégharo mousikis athinon] in Athens. Apart
from the historical-sociological significance of the event, that is, of taking a musical
style from once being a synonym with the underworld and the hashish-den to a
Western style concert hall, there are numerous issues which demand the examination
from a musicological and artistic perspective, such as the use of a big orchestra, the
use of a group of bouzouki players instead of the traditional soloist and the
employment of sophisticated arrangements. However, perhaps the most distinctive

and new element, for the genre, is the fact that this particular concert was a directed

2 Minos, 7XGO 10302 - MSM 391 / 480056, recorded in 1980.
24 See Dalaras 2004.
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theatrical-musical performance, involving artistic aspects which were never used,
such as a stage director and a stage designer.

The 1983 song is Ilpryknrouactoipndes [pringipomastouridhes = aristocratic
dope-heads].? Another older version of this song (which is a live performance) was
recorded in 1978. This effacement of the old zeimbékiko can be interpreted as a sign
of the changing preferences of the genre as regards the rhythms used. The corollary of
these changes would be the decline in the popularity of the traditional popular
rhythms, here, of the old zeimbékiko.

Kawovpro Zsipnéxkiko [kenourio = new zeimbékiko]

Some musicians and scholars have said in discussions | had with them (and this is
also a general common belief) that the old zeimbékiko, as the name implies, is the
performing style of the zeimbékiko that was used by the musicians of the first
recording period of the genre, that is, the 1920s - 1930s.%° However, the research has
shown that the new performing style, that is, the new zeimbékiko, was used in early
Tsitsanis’s (and generally early rembétiko) recordings, t0o.?” This contrasts with the
perceptions of rembétiko enthusiasts who assert that the new zeimbékiko style is the
transformation and, in a way, the development of the old one. However, the fact that
almost all of the early recordings in new zeimbékiko were recorded in a fast tempo,
may hide the key to unlocking the mystery. To explain, the fast new zeimbékiko
(which is a 9/4 rhythm) is very close to the tsiftetéli rhythm (which is a 4/4 rhythm),
with the difference lying in the ninth beat of the zeimbékiko. In this way, allegro

% V\enus-Tzina, SV 75.

% For example, Stavros Kromidhas (guitarist) in a discussion we had in April 2010 also supported this
theory.

%" See, for instance, songs: X' évav vrexé oxapdoave (s’ énan deké skarésane = they hatched up into a
dive), Odeon, GO 2430 - GA 1929, recorded in January or February, 1936; and Twpa yvpvag otig
yerroviég (tora ghirnas stis ghitoniés = you now stroll in the neighbourhoods), HMV, OGA 920 - AO
2600, recorded in 1939.
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songs in new zeimbékiko give the feeling of the tsiftetéli rhythm (Figure 6.8. See also
Figure 6.23).%

4/4 + 5/4

New zeimbékiko —9 h | h | | : h | h | | | |
(Guitar) 4 B Chord Chord B Chord B Chord Chord B Chord  Chord

e AN LN |ih| Nl

(Guitar) B Chord Chord B Chord B Chord Chord B Chord !

Figure 6.8: Comparison between the new zeimbékiko and the tsiftetéli rhythms

If we bear in mind what I have already mentioned, that is, the fact that the zeimbékiko
rhythm consists of two 4/4s plus a single quarter at the end, we will then understand
that this pair of 4/4s is the same as having two bars of tsiftetéli. If we now consider
the average tempo of the tsiftetéli, which is a moderato to allegro rhythm, we will see
that a fast new zeimbékiko is similar to a tsiftetéli, with the only difference being the
ninth beat of the former. After discussing with some percussionist friends, my
conclusion is that there is no common term which is followed by all of them as a
general rule. For instance, one of them responded that during his career, he refers to
these fast zeimbékikos as nine-beat tsiftetélis [evvidpn (eniari) torptetéh (evvid =
nine)] rather than fast zeimbékikos. In addition, Leftéris Pavlou calls it ‘zeimbékiko
that reminds you of tsiftetéli’ (2006: 50). One can assume, then, that old musicians
used to refer to this particular rhythm in a similar way, and this perhaps can be an
explanation as regards the nomenclature issue. Moreover, other musicians responded
that they never even thought about this special connection between the zeimbékiko
and the tsiftetéli, thus, they never thought of a term for these rhythms, that is, whether
they should refer to them as fast zeimbékikos or nine-beat tsiftetélis.

Today’s wrongly based perceptions perhaps signify a problem regarding the
naming of these two rhythms. Apart from the almost non-existence of research around

8 Song examples: O pidpoc [o floros = the oriole], HMV OGA 2579 - AO 5413 and AO 5415,
recorded on July 11, 1957; and Moo wipav kai ta péoto wov [mo piran ke ta résta mot = they took my
change too (idiomatic)], MINOS-EMI (Columbia) 7YCG 5242 - 2J-064 70172, recorded in 1975.
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these matters in Greece, the lack of knowledge on the part of the musicians can also
be credited for these problematic situations. The several perceptions that exist among
them may play a serious role. For example, they may perform a song in old
zeimbékiko, only because they know that this specific song was recorded before the
1950s — 1960s. In fact, it is very possible that they have never listened to the first,
original recording. The contemporary recordings of the same songs have played a
special role in this situation, too. These have been made either by the composers
themselves, in an attempt to modernize the songs, or by contemporary singers. In
many cases, the contemporary recordings surpass the older. A very interesting
example, relevant to the above situation, which is drawn from my personal
experience, is the song Mad(i pov Sev taupiélerc®® [mazi mot dhen teridzis = you don't
fit me]. I have listened to it in numerous places, as well as been instructed to perform
it on the music stand according to the old zeimbékiko style. However, the original
recording was made in the new one. Most possibly, the reason that the band (actually,
the elder musicians are usually those in command on the music stands) decided to
perform it in this style was the fact that they roughly knew that this was an old
recording and thus, they presumed that the band should perform it in the old style.
There are various problems, such as those described in the preceding paragraph, that
need examination from both sociological and musicological aspects.

Similarly to the old zeimbékiko, there is an additional name for the new one.
This is the xopo [koftd = abrupt]. A rhythmic pattern for the new zeimbékiko type
may look like the one that follows (Figure 6.9). In many cases, it seems that the bag-
hlamas plays a key role in the way a song sounds. As we can see in both the old and
the new zeimbékikos, by playing the eighth notes it gives a sense of ‘movement’ and
‘continuance’ in the rhythm, whereas, by playing a strict new zeimbékiko, it signifies
a rather stricter, more vertical and solid performance. A similar case is the guitar (that
I examined before in the old zeimbékiko) which fills the rhythm by playing the eighth

notes.

2 Columbia CG 2191 - DG 6617, recorded on November 9, 1946.
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Figure 6.9: New zeimbékiko rhythmic pattern
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Figure 6.10 shows the tempo’s development in the new zeimbékiko recordings. The
decline in the tempo of the songs recorded from approximately 1954 until mid-1967 is

more than obvious.
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As revealed in the previous graph, the tempo in new zeimbékiko tends to become

slower, as the years pass. However, as mentioned above, the notable period is 1956-

1967. The key element for the understanding of this retardation of the tempo is

perhaps the new singing style that was introduced in the genre by some rising singer-

stars of this period. Singers like Mandlis Angeldpoulos, Stratos Dhionisiou and Poéli

Panou are known for their melismatic and full-of-embellishment voices. After all, this

is the period when the establishment of the singer-star began to supersede the, until

then, songwriter’s status. This new singing style needed a new songwriting style

which would consist of more complicated vocal phrases and thus, ‘demand’ a slower

tempo in order to give space to the voices to ‘unfold’ and make use of their accented

vibrato and legato. Generally, from this period on, the notion of the team gives its

place to the notion of the unit, where new performance techniques needed more

skilled musicians to utilize them. The idea of the virtuoso (whether singer or

instrumentalist) is clearly the central reference point of the new laiké period.

Notable are some contemporary recordings of old songs, made either by

Tsitsanis himself or by other artists. In these recordings, many musical constituents of

the original recording have been changed in the contemporary one. The following

table (Table 6.1) includes some examples of songs originally recorded in old or new

zeimbékiko style and the changes that occurred in their modern versions.

Song title First recording Rhythm Tempo Second recording Rhythm Tempo
Meg otnVv moAAY HMV Oold COLUMBIA Old

GKOTOVPO, OV OGA 851 — zeimbékiko =100 I 7XCG 1187 - zeimbékiko =56
[mes stin poli AO 2540, SCDG 3023,

skototira mot = 1939 Jan./Feb. 1961-07-24

in my great trouble]

1phoe o HMV old J HMV Mixed J

va, koym 0 OGA 1670 — zeimbékiko =71 TXGA 949 — zeimbékiko-2 =69
[strose mou AO 2964, 7PG 2917,

na kimith6 = 1950-09-12 1961-03-01

make the bed for me

to sleep]

Avtiadolve HMV old J HMV EXT New J

T Bouvé OGA 1788 — zeimbékiko =69 TEGG 2578, zeimbékiko =63
[andilaloune AO 5009, 1961-12-05

ta vouna = 1951-09-01

the mountains echo]

Table 6.1: Changes found in contemporary recordings of zeimbékiko songs (Tsitsanis)
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59 songs were recorded in new zeimbékiko. The following graph (Figure 6.11) shows

the course of the number of the recordings in new zeimbékiko by year.
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As mentioned above, this performance type was already present in the first years of
Tsitsanis’s recording career. 1940 stands out as the year with the most recordings of
this type. Despite the fact that the old zeimbékiko prevails during the composer’s first
years, not only over the new zeimbékiko, but also over all rhythms, the new
zeimbeékiko is the only one that is virtually never absent from his discography. While
the old zeimbékiko does not exist after 1960, with the only exceptions being three
recordings, one in 1969, one in 1980 and one in 1983, the new zeimbékiko, on the
other hand, seems to be preferred more often, even though it numbers very few
recordings. There were, of course, years when the new zeimbékiko was not used at
all, with the largest interval being from 1949 until 1952. Its presence, however, is
evident and frequent until 1979. 1940 is the year when the new zeimbékiko surpasses
the old genre greatly, as regards the number of recordings. In contrast with the old
zeimbékiko that numbers only three recordings, the new zeimbékiko numbers twelve.
Until 1957, the new zeimbékiko is in an inferior position as opposed to the old.
However, from 1958 onwards, when both types number the same amount of
recordings, it becomes quite clear which of the two is meant to carry on. The years
1970, 1971, 1973 and 1979 are also interesting. The overall number of recordings is
very small; however, the new zeimbékiko is still in a prominent position as in the year
1970 when it is the only recording made. In 1971 it numbers three out of a total of
four songs, in 1973 it numbers one out of the two songs that were recorded and

finally, in 1979 it becomes, once again, the only song that was recorded.

Mmnepogpévo Zeipnékiko [berdheméno = mixed zeimbékiko]

After the examination of the corpus of the songs of Vasilis Tsitsanis, 31 zeimbékiko
recordings have shown up for which a categorization based on one of the two known
types (old or new) was thought to be inappropriate. Due to the non-existence of this
style in the books about Greek laikd rhythms as well as the fact that I have never
heard a musician talking about this particular style, I call it ‘mixed zeimbékiko’.
There are, however, many cases where | have heard or worked with musicians who
tend to play very closely to this performing style, that is, the mixed zeimbékiko, only

because they are familiar with old recordings such as those we are dealing with.
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One type of this mixed zeimbékiko is clear on recordings in which the
orchestra sometimes plays in the old style and sometimes in the new (during the same
song). From time to time, the orchestra gives the sense of the accidental choice of the
interpretation style, whereas sometimes it gives the sense of it being conscious, of
pre-arranged and pre-agreed parts where the musicians play together either in the old
or in the new style. This is the mixed zeimbékiko number one (m.z.1).

On other pieces, the guitar, along with the other accompanying instruments
(where they exist), plays in the new zeimbékiko style while the double bass (which
had only recently begun to take part in the orchestras) plays in the old zeimbékiko
style. In most cases the recordings give the impression of a lack of preparation and
rehearsal on the part of the musicians, something that has been confirmed by
Evangelia Margharoni during her interview. This is the mixed zeimbékiko number
two (m.z.2). Thus, the category of mixed zeimbékiko can be divided into two sub-
categories. Worth noticing, yet also strange in this issue, is that none of the scholars,
who published books about Greek popular music, including references to the rhythms
as well, wrote about this special category of the zeimbékiko. This category-type was
possibly created by accident; the statistics, however, instruct that a further
examination and analysis is required. The table below (Table 6.2) shows some

examples of songs in mixed zeimbékiko:

Title Matrix Catalogue  Recording date M.z. category

Q¢ note mo tétora (o OGA 1266 | AO 2761 October 6, 1947 m.z.1
[os pote pia tétia zoi = for how
long such a life]

Q¢ mOTE O PAYKOS GOV GO 4857 B. 74296 October 30, 1953 | m.z.1
[os pote o mangas sou = for how
long your buster]

Towg avpilo OGA 2717 | AO 5497 June 3, 1958 m.z.2
[isos avrio = maybe tomorrow]

Oého va eivar Kvproxm TXGA 947 | 7PG 2911 March 11, 1961 m.z.2
[thélo na ine kiriaki = I want it to

be Sunday]

Table 6.2: Examples of Tsitsanis’s songs in mixed zeimbékiko

I have chosen to analyze two songs as examples, considering them as representative

illustrations of this unexamined zeimbékiko performance technique. The first is
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entitled Efuar aydpi xou Sev kdver® [ime aghori ke dhen kani = it isn’t right because
I’'m a boy]. The song belongs in the first category, where the orchestra plays either in
the old or new type. This is also the reason that the creation of a rhythmic pattern was
not necessary. Before analyzing the following figure (Figure 6.12), I should clarify an
issue regarding the terminology used. By using the term ‘tutti’ (known from classical
music), Greek musicians may indicate that they play all together the same melodic
line. The meaning, thus, is the same as in Western music. However, by ‘tutti’, they
may also refer to a part that is played only by part of the orchestra, usually by the
main accompanying instruments, that is, the guitar and the double bass. In terms of
the first song examined, | should initially say that a further development of such an
illustration, which can be derived after taking full advantage of the capabilities of
technology, can produce much more detailed representations of a song.*! For
example, with the appropriate computer software today we can examine the vibrato of
the singers in the rembétiko recordings. Moreover, we can examine the dynamics of
the instruments that took part in the recording.

I chose this song primarily because it can be considered as being the definition
of a complex zeimbékiko that combines various characteristics. First of all, the song
begins with a taximi, a characteristic of Tsitsanis mostly found in his old recordings
(especially in the pre-war years of 1936-1940), now brought back again in 1958.
Evidence suggests clearly that the band did not ‘decide’ what zeimbékiko type it
would use until the second verse onwards. The first intro is in old zeimbékiko while
the second is divided: the first ten seconds are in new, whereas the remaining six are
in old. The first verse is very complex. A better term would be the term used by many
Greek musicians, which is Spwuaroc fyo¢ [vromikos ihos], that is, ‘dirty sound’. It
gives the sense that the bouzouki tries to ‘establish’ the new type, but the guitar is not
following: it plays either in the old or ‘tutti’. The first time that the new type becomes
clear is in the first refrain and there is when the song, due to its fast tempo (d = 123),
gives the sense of a nine-beat tsiftetéli. From that point on, except from the second
part of the second intro that | have already mentioned above, the song is in new

zeimbékiko. However, before the finale, it gives another ‘modern’ characteristic

% Columbia CG 3726 - DG 7394, recorded on January 23, 1958.
%1 Regarding the exploitation of computer software and generally of technology see ‘Singer

Identification in Rembetiko Music’ (Holzapfel and Stylianou, n.d.).
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found in the genre from this period onwards. Modern productions wanted the refrain
to be played twice in the end, having either a small instrumental part, or half intro

before it, and this is what happens in this particular song as well.*

%2 In terms of the development in the structure of the songs see also Chapter 8.
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My second analysis focuses on the song entitled 7o umpiyiév® [to brighian =
the brilliantine]. The song belongs in the second type of mixed zeimbékiko. However,
the reason | chose it is that it seems to be well prepared and rehearsed (that is, the
ensemble sounds tight), despite the fact that songs in this category, as | said, generally
give the sense of a lack of preparation, due to the different hits by the double bass.**
As shown in Figure 6.13, a different ‘hit’ by the double bass can ‘ruin’ the structure of
the rhythm as well as create a confused, ‘dirty’ sound. If we also take into
consideration the fact of the rapid adding of many new (for the genre) instruments,
such as the drums and percussion, we can imagine the ‘bizarre’ situation and the
‘weird’ sound that was produced, until the new instruments would find a ‘correct’,
well-suited performance technique. The fact that this particular song, in contrast to the
majority of the songs in this category, gives the sense of a well rehearsed song
(although the double bass still plays in between the hits of the new zeimbékiko) may
imply that this particular mixed type had become an establishment in this period. I can
also suspect that the double bass players were trying to form and establish a technique
of playing Greek laiké rhythms. We should not forget that these particular rhythms
could possibly have been completely unknown to them, due to the nature of the
instrument (the double bass) and the repertoires of various musical styles, other than
laiko, that they used to play. This can be also the reason that the recordings of the
early ‘bass period’ (early 1960s) of other new and foreign (for the genre) rhythms that
became part of the repertoire, such as the guaracha and the rumba, sounded better, or,
at least, more standard and ‘tight’ than the zeimbékikos. It is quite possible that the
double bass players were trained in Jazz or Latin American or even in Classical music
and, thus, they found these foreign rhythms (guaracha and rumba), although
‘laikized’, closer to the essence of their own music or, simply, easier to perform — to
‘put them into their instruments’.

On the other hand, and according to Margharoni’s comments to me, one has to

try to imagine this period: these people (the musicians) used to work on the music

¥ HMV 7XGA 12717 - PG 3067, recorded on December 9, 1961.

% For an example of non well-prepared mixed zeimbékiko-2 songs, see Zkioe 7' avévouo ypduua [skise
t' andénimo ghrama = tear the anonymous letter], HMV 7XGA 831 - 7PG 2858, recorded on January 5,
1960.
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stands for many hours and until very late at night (or more correctly, until early in the
morning) and, consequently, they had to rest during the day. It would have been quite
hard for them to find free time for rehearsals and recording sessions. Margharoni, as
well as Kostas Papadhopoulos who took part as a bouzouki player in many of
Tsitsanis’s recordings, and whom I also interviewed, stated that many times that
songwriters used to take their bands from their work venues straight to the studio in
the morning. Bearing in mind all the above, the ‘erratic’ sound of the mixed
zeimbékikos was probably the least adverse effect of the musicians circumstances.
Returning now to the analysis of the mixed zeimbékiko, Figure 6.13 shows a
typical performance technique of mixed zeimbékiko-2. Following (Figure 6.14) is a

graph that shows the number of recordings made in both types of mixed-zeimbékiko.

Mixed Zeimbekiko-2

Guitarghl h | N [ h ]

Bass Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord

Bass V Bass_V
Chords

™1 | I R o R B B

Double Bass 2

Notes Bassline

|
|
|

Notes_Bassline

I S I o R

o

Baghlamas

Chords

Combination of chords and notes (melodic lines)

Figure 6.13: Mixed zeimbékiko-2 rhythmic pattern

% The interview with Papadhdpoulos was contacted in June 2010.
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My analysis of the statistics show that 31 songs are based on the aforementioned
rhythmic type (Figure 6.15 and Table 7.1: Number of Tsitsanis’s recordings by
rhythm’ in the next chapter). It is clear that the mixed zeimbékiko-1, although
numbering fewer recordings than the second, appears more frequently. In fact, it
should not be considered as something special and different than the two known types
(the old and the new), because it is merely a combination of them. Provided that the
guitarist alone was responsible for the rhythmic form of the song, due to the fact that
it was only he who had a rhythmical role in the band (before the introduction of new
instruments), it is rather possible that the output of the recording, from its rhythmical
side, was left to the guitarist’s imagination. It is highly likely that he decided to play a
few bars in new and others in old zeimbékiko, according to his musical instincts.
However, the exact reason/s which made him (the guitarist) not play these particular
songs in only one zeimbékiko style (as they did in the majority of the zeimbékiko
recordings) is something which needs further research. In any case, other factors must
not be forgotten, such as the sociological side of music and the technology, which,
often, play a vital role in forming and changing fundamental characteristics of the
music (or more correctly, of the sound). After all, a changed guitar technique, which
will then account for a changed interpretation of a rhythm, can be simply due to the
introduction of the steel-strung acoustic guitar in the genre, which could have
happened for a reason as unimportant as, for example, watching a film, when the
‘candidate’ guitarist watched a guitarist in the film playing the steel-strung guitar, and
he simply liked the sound.

Things seem clearer in mixed zeimbékiko-2. It shows up in 1958 and it
disappears in 1961. Figure 6.15 clears things up, as regards the discographical route of

the zeimbékiko performance styles.
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It is rather obvious that zeimbékiko rhythm, in general, went out of fashion after the
1960s, at least for Vasilis Tsitsanis.*® We have a complete disappearance of the old
type, which returns again in 1969 in the song entitled Mia Aefévriooa koréla® [mia
levéndisa kopéla = a dashing girl], very much changed, though: two bouzoukis,
drums, steel-strung acoustic guitar and electric bass are some of the new elements. In
fact, it is very interesting that the entire band plays such a strict old zeimbékiko,
considering the year (1969) and the newly introduced instruments. Also, worth noting
is the drummer’s part in the verses. His technique style (sixteens on the cymbal) is

very rare, at least for Tsitsanis’s recordings (Figure 6.16).

Old zeimbékiko

Guitar 9 | | | | | | |
Bass Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord
Bass_V Bass_V
Baghlamas 9 '_‘ I_I '_‘ '_‘ '_‘ l_‘ '_‘
Chord
Fl Bass| 9 | I I
Bass - - - Bass Bass
Bass_V Bass_V
Cymbal %

Figure 6.16: Rare performance technique of the percussionist in mid levéndisa kopéla (Tsitsanis)

As evidenced in the discography, the modernization procedure under which Greek

popular genre found itself during this period, favours the newly ‘imported’ foreign

rhythms, such as the guaracha (the first Tsitsanis’s recording is in 1960), the rumba
(in 1963) and the bayo (in 1961), which are examined further below within this

chapter.

% A rough research on the recordings of other songwriters of this period revealed that the decline of the

zeimbékiko was a general phenomenon.
¥ HMV, 7XGA 3010 - 7PG 3824, recorded in 1969.
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Koapowhapag [karsilamas]

Karsi means avtikpo [opposite, face to face] in Turkish [karsi]. The name of the
rhythm most probably derives from the fact that the dancers dance one opposite the
other. Tsitsanis recorded 27 songs based on karsilaméas rhythm, which can be
considered as belonging in the zeimbékiko family. However, one can find variations
of karsilamas amongst the wide range of genres of the Hellenic world (from rural
traditional to urban popular). One can listen to a Greek musician referring to this
group of rhythms as evvidpn [eniari (enia = nine)], owing to their time signature, that
is number nine. Its structure within Tsitsanis and generally laiko repertoire can be
considered as being 2+2+2+3. A typical rhythmic pattern for the karsilamas rhythm is

shown in Figure 6.17.



Karsilamas
Gurl@a N B N N N B N h N
Bass Chord Bass Chord  Bass Chord Chord Bass Chord  Chord
Bass V Bass V
Bass V Bass V
9 h f\ h h h l\r
8 Bass Chord Bass Chord ~ Bass Chord Bass Chord Chord
Bass V
Bass_V Bass_V
(for faster g h f‘ P h h h h h h
rempi) Bass Chord Bass Chord Bass Chord Bass Chord Chord
Bass V Bass V
Bass V Bass V
(for faster g B‘ ‘Clh 4 c1h 1 B ;h d c1h d Clr\’ d
tempi) ass “hor hord ass hor hor “hor
Double Bass g | h
or El. Bass Bass Bass Bass Bass Bass_V
Bass V
9 | | h b h
8 Bass Bass Bass Bass Bass Basgs V
Bass_V Bass_IIT
Bass V Bass Bass V
congs [ | | b b
or Bongos Bass Treble Bass Treble  Treble Treble
(tumbadoras)
9 A F\ P\ f\ h f\ A h h
8 Bass Treble Bass Treble Bass Treble Bass Treble Treble
9 D == == \ — D b h
8 Bass Treble Bass Treble Bass Treble Bass Chord Chord
I S e e Y e e B e B e B e B e
8 Bass Treble Bass Treble Treble Bass Treble Treble Bass Treble Treble Treble
Baghlamas
gmisl NN N N NN NN
Piano (Treble)  Chords
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Figure 6.17: Karsilamas rhythmic pattern

Three different approaches to the interpretation of karsilamas rhythm are noted here.
The character of the first approach is closer to, what is known in Greece, rapadooiaxi

uovaoiki [paradhosiaki mousiki], that is, folk-traditional music.®® For instance, the

% See Kallimopoulou 2009.
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song I'ia koita kéoue éva kopui> [ghié kita késme éna kormi = people look out what
a body] is the best example in Tsitsanis’s repertoire for the traditional approach. The

best proof for this is the vzaodd: [daouli = tabor] instrument that gives the four basic

‘hits’ of the rhythm, that is, Jdd '] and the allegro tempo of the song (see Figure
6.17, third and fourth versions of the guitar staff, and first staff of the percussion).
This performance technique of the daouli as well as the entire aesthetic of this
approach is commonly met in mainland Greece and is especially common in the
Macedonia region (Pavlou 2006: 53, n. 7). The traditional approach is also called by
laiké musicians zetaytog kapailouag [petahtds karsilamas = brisk karsilamas] (Pavlou
ibid). The character of the second could be labelled the rembétiko-laikoé version of the
rhythm, due to the different orchestra of the laiko style, that is, bouzouki, baghlamas
and so forth. For example, in the song IIpocevedovy to Sroudrn™ [proxenévoun to
Stamati = they mediate Stamatis], it is the solo instrument (bouzouki) and the
baghlamas that give the sense of the laiko, rather than the traditional approach,
although the melodic movements are drawn from the rural-traditional repertoire. The
third more modern approach seems to be a mixture of Greek musical elements and
various others introduced in the Greek commercial (and not only) music around the
1960s, such as Hindi, Afro-Cuban and so forth. Apparently, it takes more than the
performance technique of the instruments alone to change a rhythm’s aesthetic. From
this period onwards, a mix of several other elements, such as foreign — for the style —
modes/scales and instruments, along with some innovating and generally new
rhythmic interpretations were observed. For example, the tumbadoras (also known as
congas and bongos) that ‘keep’ the 9/8 rhythm, and the keyboard soloist part in the
intro of the song Aeipe e ko puddwoé pue** [dhire me ke malosé me = hit me and scold
me] are some of these new elements.

Finally, in terms of the wide range of tempi noted in karsilamas songs, it is
often connected with the aforementioned issue of the differing aesthetics. Table 6.3

includes some characteristic examples.

% Columbia CG 3419 - DG 7218, recorded on May 17, 1956.
0 Odeon GO 3421 - GA 7248, recorded in circa early 1940.
‘L HMV 7XGA 2669- 7PG 3660, recorded in 1967.
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Title Matrix Code Catalogue Code Tempo
Ta xapovpdxio GO 4641 GA 7663 ~
[ta kavourakia = the monkey-wrenches] =93
To Bandpt an’ v [epoia 7YCG 6314 2J 006 70529/11 Jj ~157
[to vapori ap’ tin persia = the boat from -
Persia]

TN koita kOope Eva Koppi CG 3419 DG 7218 Jj ~ 275
[ghia kita kosme éna kormi = people look -
out a body]

Table 6.3: Examples that show the range of tempi noted in karsilamas (Tsitsanis)

Xaoamxo [hasapiko = the butchers’ dance]

Vasilis Tsitsanis recorded 146 songs in hasépiko rhythm, which holds the second
place in his preferences with regard to the rhythms used. Its rhythm is 2/4. In some
cases, either in slower songs, or in hasapikos that sound like the Blues style (see
further below), the rhythm sounds more like a 4/4. A typical rhythmic pattern for the
hasapiko rhythm is shown in Figure 6.18.

Hasapiko
Guitar z h h h h
Bass Chord Bass V Chord
Double Bass | £ |
or El. Bass 4 Bass Bass V
Bass
Baghlamas | £ h h ) h
Chord
Piano % - h \ h
Chord V Chord
Bass Bass V
(left hand) (left hand)

Bass Chord (analysis) Bass V Chord (analysis)

Figure 6.18: Hasapiko rhythmic pattern
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From interviews and discussions with fellow musicians, I understood that many of
them think of the rhythm more as 4/4 than as 2/4. | also noticed that this happens very
commonly when the band plays a contemporary song based on hasapiko, or when
they play an old song with a contemporary interpretation. Usually, this ‘contemporary
interpretation’ includes an accompaniment in triplets, such as the one shown in the
last staff of Figure 6.18.

Research has revealed a problem regarding the terminology of the hasapiko
and hasaposérviko rhythm. In this case, historical questions are also being posed and
this is something that the present research cannot cover. Generally, when a haséapiko
song reaches a fast tempo and is played in a more scherzoso and effervescent way,
then, this is usually called ‘hasaposérviko’ in Greece [hasapiko + sérviko (=
Serbian)]. Outside Greece, this dance rhythm is known as ‘sirtaki’ from the Greek
movie Zorba the Greek (1964) and the song composed by Mikis Theodorakis and
danced by Anthony Quinn. However, it does not constitute a traditional Greek dance
(Vavritas 2004: 141). In general, views such as ‘the fast hasapiko is hasaposérviko’*?
are not pronounced under the scientific framework of a doctoral thesis and thus,
cannot be used. One should not forget the fact that there are innumerable versions
close to the laik6 haséapiko in several places of the Hellenic world, such as the
traditional dance ravovywpitikog [panouhoritikos = of the upper country] found in the
islands of North-East Aegean.

An important issue has to do with the fact that many contemporary recordings
of the older songs are altered, with regard to their tempo. For instance, a song in
hasapiko has been initially recorded with a tempo of 4 ~ 80 while in its newer
recording the tempo became J ~ 120. Similar to this (and some times inverted) is the
phenomenon noted between a studio recording and a live performance of the same
song. One of the most representative examples within Tsitsdnis’s repertoire is the
song Xot(n ,umxéég‘l?’ [hatzi baxés = the Peréa region outside Thessaloniki]. The song
was originally recorded with a tempo d ~ 72. It is not only the fact that today the song
is a synonym to the fast dancing found in big luxury-bouzouki clubs in Greece, with

all its accompanying aspects (such as plate smashing) — therefore, characterized by its

*2 This is, more or less, the common belief in Greece (amongst musicians and rembétiko lovers) around
the hasapiko issue (see also Chapter 3).
*3 Columbia CG 2162 - DG 6598, recorded on June 15, 1946.
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current fast tempo. It is also the fact that Tsitsanis himself used to play it in a faster
tempo than the studio recording tempo at the venues where he worked.* Noteworthy
is the label of the song H yvvaixa érav pdyer® [i ghinéka 6tan fighi = when the
woman leaves] which has the word ‘hasaposérviko’ [yacamocépBiko] next to the

song’s title (Figure 6.19).

e Manufucturerang, otk
)

\\x\

%\\NEIM

FOE IN GRE;

~ "

vnAol MARK REGD,

7PG 3729

Figure 6.19: Label of the song i ghinéka dtan fighi (Tsitsanis)

At this point, one should bear in mind the musical style’s change in the course of
time, due to historical events that played a dramatic role in shaping the style’s
aesthetics, colour, ethics and, most of all, use/function. In Tsitsanis’s recordings, the
tempo ranges from & = 40 to 4 = 155.*" Figure 6.20 shows the development of the

tempo of hasapiko songs.

a4 See, for example, CD 1 in Hatzidhoulis 2005, which is a live recording from the bouat ‘Themélio’ in
1979. The tempo of the song ranges from 4~ 100to 4= 120.

* HMV 7XGA 2787 - 7PG 3729, recorded in 1967.

*® Song: M ‘évav mikpd avaotevoyud [m’ énan pikrd anastenaghmé = with a bitter sigh], HMV OGA
1129 - AO 2695, recorded on October 27/28, 1940.

*" Song: Néo uvépe [néo mindre = new minor] (the second-fast part of the song), Columbia 7XCG
1419 - SCDG 3129, recorded one March 27, 1962.
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Figure 6.20: The development of tempo in hasapiko (Tsitsanis’s recordings)
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As one can see, the tempo is fluctuating, that is, there are both fast and slow haséapikos
during the recording career of Tsitsanis, and the tempo does not follow a specific
descending or ascending route.

Although simple in form and structure, with few options for alterations in its
‘hits” by the accompanying instruments — especially with regard to the early recording
period where only the guitar and occasionally the baghlamas had this role — there are
cases where either an altered version or a mix of colours and styles from other genres
can be observed. For example, there is a very special performance technique on the
part of the guitarist in the song Aev ue orepavadvesa*® [dhen me stefandnese = you
don’t marry me], especially if one considers the early period of its recording (June 15,
1946). The guitarist preferred to use a rather ‘foreign’ technique for the hasapiko’s
common performance technique. Instead of playing the classical
‘bass — chord — bass_V — chord’ type, he used ‘bass_III — chord — chord — chord” and
occasionally ‘bass_III — chord x 7°. One should bear in mind, however, that the
guitarist is Kostas Karipis, a refugee songwriter and guitarist who came to the
mainland in 1922 after the Greek-Turkish war and its aftermath (see Chapter 1), and
well-known for his creativity, skills and musicality. According to the recording sheets
as well as the Columbia logistics books, Karipis was one of the most sought after
guitarists, not only by Tsitsanis, but by many other songwriters, too. Figure 6.21
represents this innovative performance technique of the hasapiko by Karipis.

8 HMV OGA 1153 - AO 2704.
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Figure 6.21: Innovative performance technique of the hasapiko by Kostas Karipis (Tsitsanis

song: dhen me stefanénese — CD Track 34)

Finally, Figure 6.22 represents the rhythmic pattern of the Blues-style hasapiko
rhythm.
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Hasapiko (Blues)

Guitar @ |
Bass Chord Bass V Chord

Double Bass e

or El. Bass Bass B III BV BV

walking bass
Baghlamas | g

¥

Chord
3 3 3 3
Drums| o | | | | | | | | | | | |

Percussion | ~ > > > >

®»

Figure 6.22: Blues-style hasapiko rhythmic pattern

The basic characteristics of the interpretation of this particular rhythm are two, and
they define, in a sense, the style of the rhythm. Either the triplets give the sense of the
Blues, or the walking bass. Usually, the triplets are played by the solo instruments; to
rephrase, it is the melodic structure itself that consists of triplets and thus, it is they
that grant this particular aesthetic and make this hasapiko interpretation differ from
the classical one. Moreover, the triplets can be also be heard from the percussionists,

usually played on the ‘high-hat’ cymbal.

Towpteté [tsiftetéli = belly dance (Ciftetelli)] and MnoAépo

(avaToAritiko; opievtal) [bolero (anatolitiko = oriental)]

The tsiftetéli thythm is also known outside Greece as the belly dance. Tsitsanis
recorded eleven songs in tsiftetéli, four in tsiftetéli in nine beat, one in bayo-tsiftetéli
and one in tsiftetéli variation and guaracha. The reason that the tsiftetéli is examined
together with the bolero is because, in many cases, these two rhythms tended (and

occasionally still do) to sound close to one another. It is true that there is confusion
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with regard to the bolero’s name. The rhythm is also given other names such as
oriental, which relates it to the East. However, this is a rhythm from Latin America.
This confusing situation perhaps reveals the strong bonds between the rhythm and the
melody, especially in popular traditions. One cannot split them and examine the
rhythm or the melody separately. In other words, it might have been the melodies of
such songs that referred to Eastern traditions and therefore, the term oriental became
equal of the term bolero, for, on the one hand, the rhythm’s interpretation was
affected by the Latin American tradition yet, on the other hand, the melodies were
purely Eastern. Ultimately, as Ed Uribe stated during an Internet-based consultation
lesson | had with him, ‘the accompanying rhythm is one factor, as are the rhythms of
the melodies, the vocal phrasing and the playing of the melodic passages between the
vocals’.*® Figure 6.23 represents the rhythmic pattern of the tsiftetéli, while Figure
6.24 the pattern of the bolero.

*® The consultation lesson via Internet with Ed Uribe was carried out in January 2012. The lesson had
to do with the Latin American element found in laiké music due to Uribe’s expertise in Afro-Cuban

and Latin rhythms (see also Uribe n.d.).



221

Tsiftetéli
Guitar 2 h | h | I
Bass Chord Chord Bass_V Chord
Bass
4 A | A |
4 Bass Chord Chord Bass_V Bass_V Chord
Bass Bass
Bongos | 4 E_\
Congasror. 4 Bass Treble Tr. Tr Tr. Tr. Bass Tr. Tr. Tr. Tr. Tr.
Toubeléki
g T —r— \ .
4 Bass Treble Tr. Tr. Tr. Tr. Tr. Tr. Tr. Tr. Tr.
5 N | b | \
4 Bass Treble Treble Bass Treble
Tambourine l[t B ‘ l,l ‘
Bass Treble Bass Treble
Baghlamas 2 ! ! ! ! !
Chords
4 N h
T Chows
Piano 2 | h
b Chord Chord | Chord
Bass Bass V
(lefi hand) Bass
(left hand)
Double Bass| 4 I I I
or EL. Bass| 4 Basgs ———8M88 Bass ————
Bass V
4 A \ A | |
4 Bass V. Bass Bass Bass V. Bass
Bass Bass
4 h ‘ h ‘
4 Bass V. Bass Bass Bass V. Bass V. Bass
Bass Bass_V Bass_VII

Figure 6.23: Tsiftetéli rhythmic pattern
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Bolero
Guitar 2 h

Bass Chord Chord Bass_V Chord
Bass Chord Bass Chord Bass_V Chord

4 N — — | |

4 Bass Chord Bass V Chord Bass Chord Bass_V Chord
Bass Chord Bass V Chord Bass Chord Bass Bass V
Bass Chord Bass V Chord Bass V Chord Bass Bass_V

5 | —

1 Chord Bass V Chord Bass Chord Bass V

5 | !

4 Bass Chord Bass Chord Bass V Chord
Bass Chord Bass Chord Bass Bass_ V
Bass Chord Bass V Chord Bass Bass V

/- b | | [ |
Bass Chord Chord Bass Chord Bass Chord
Bass Chord Chord Bass Chord Bass_V Chord

Congas 2 | 1 | I
or Bongos Bass Treble Treble Bass Treble Treble Treble

Bass Treble Treble Treble Treble Treble Treble
Bass Treble Treble Bass Treble Bass Treble

N, —

4 Treble

Treble (Same as above)

Treble

Figure 6.24: Bolero rhythmic pattern

The mix of these two rhythms produced syncretic types of songs, where one cannot
tell for sure if the song is based on either of the two (tsiftetéli or bolero). For many
people in Greece (especially musicians) the bolero-tsiftetéli rhythm is considered to
be a Tsitsanis creation, both with regard to the rhythm’s interpretation, and the
structure of the melodies.® Also noted, are some further cases where the mix of other
rhythms with the tsiftetéli and bolero can be heard. Some song examples are: Apdmixo

AovAovdr [arapiko louloudhi = Eastern flower]:> the rhythm, especially in the

% See, for example, k100l Mrayép [Gioul bahar = Eastern female name], Columbia CG 2800 - DG
6900 and DG 6909, recorded on April 5, 1951. In an interview with him, Stratos Samidtis, a Greek
professional percussionist, said that the sound of this specific rhythmic type immediately brings
Tsitsanis to mind (interviewed in January, 2011).

> Odeon GO 3812 - GA 7399, recorded on October 18, 1947.
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beginning, sounds like a very slow bayo. The main difference is that the guitar plays a
chord on the third beat instead of a bass note;*? the song Tora(ia [Topazia = topaz]:>®
the guitar plays tsiftetéli. The double bass, along with the toubeléki plays something
close to bolero;>* the song H oxié: piov kau yo [i skia mou ke gho - my shadow and
me]:> this one, according to Ed Uribe, is based on bolero and bolero cha (the Latin

types) more than any other song of Tsitsanis.

Greek Rural-Traditional Rhythms

Apart from the purely rembétiko rhythms, that is, zeimbékiko, hasapiko and bolero-
tsiftetéli, Tsitsanis (and many other songwriters) also used some of the rural-
traditional rhythms, apparently ‘laikized’, that is, recorded with a laiko orchestra.”®
Specifically, he recorded eight songs in kalamatiands rhythm, six in balos, five in
sirtds, three in reversed kalamatianos, two in tsaimikos, one in sirtds in three, one in
sirtds in two and one in zonaradhiko (twenty-seven songs in total). Research reveals
that some of them are adaptations of older traditional songs, made by Tsitsanis (for
these adaptations, see the T.E.D.). The rhythmic patterns, as well as some noteworthy

cases of the most popular of these rural-traditional rhythms follow.

KoAlopoatiavog [kalamatianos (Kalamata = city in Peloponnesus)
Today, kalamatianoés is one of the most popular traditional group-dances in Greece.
As Irene Loutzaki points out, kalamatiands is ‘a dance assuming the status of a
national symbol, a dominant dance idiom based on the Peloponnesian dance idiom
and diffused (thanks to the national education system) across all of Greece’ (2001:

131). The dance is in 7/8 time, which can be broken into 3+4 (3+2+2). Kalamatiands

%2 Regarding the bayo rhythm see further below.

> HMV OGA 2990 - AO 5614 and 7PG 2657, recorded on February 11, 1960.

> Toubeléki or touberléki is a percussion instrument that looks like a small drum.

> MINOS-EMI (COLUMBIA) 7YCG 5240 - 2]-064 70172, recorded in 1975.

% There are, however, instances where Tsitsanis used a traditional or a semi-traditional orchestra, such
as in the case of the song 2vpe uava meg orov I'iévvy [sire mana pes ston ghiani = go mother tell John],
HMV OGA 2498 - AO 5377, recorded on January 15, 1957.
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(also known as sirtos kalamatianos) is danced in a circle or half-circle and is spread
(with variations) throughout the Balkans. A typical performance technique of the

laiko kalamatianos, based on Tsitsanis’s recordings, is shown in Figure 6.25.

Kalamatianés
Guitar Z T\ h h
Bass Chord Chord Bass V Chord
Bass
7 | h |
8
Bass Chord Bass V Chord
Chord
Double Bass | Y|
8 Bass Bass 111 Bass V
Bass V

Figure 6.25: Kalamatianés rhythmic pattern

A common variation of kalamatiands is named by Leftéris Pavlou avdrodo
kodauatiavo [anapodho kalamatiané = reversed kalamatiands] or Adlixoc™
kapoiioudc [lazikos karsilamas].”® The difference from kalamatiands is the fact that
this reversed type (as its name implies) is broken into 4+3 (2+2+3). Figure 6.26

represents a typical performance technique of the laiké reversed kalamatianos.*®

> The Jaloi [lazi] was a race that lived in the coastline regions of the Black Sea.
% Pavlou 2006: 41.
¥ In Greek: kadapatiavée — kadapatiavii — kedapamiové [kalamatinds (masculine) — kalamatiani

(feminine) — kalamatiané (neutral)].
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Reversed kalamatianos

Guitar g h h h h h h h

Bass Chord Bass Chord Bass Chord Chord
Bass_V
Double bass g | -
or El. Bass Bass Bass Bass
Bass V

bowos gL P b P b b

Congas or Bass Treble Treble Bass Treble Treble Bass Treble Treble
Toubeleki

S —  — —  — h b b

B Treble Treble Treble Treble Bass Treble Treble

Treble

Figure 6.26: Reversed kalamatianés rhythmic pattern

Mmnalrog [balos]

Balos is the most popular dance rhythm across the Aegean islands, found with various
names and variations. Interestingly, its laiké performance technique is close to what
Greek musicians call rumba (laikd rumba), which is examined further below. Figure

6.27 represents the balos rhythmic pattern.

Balos
Guitar —i | i | |
Chord
Bass Chord Chord Chord
Bass V
4 Bass Chord Chord Bass V Chord

Figure 6.27: Balos rhythmic pattern
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Yvptog [sirtés = drawn along]

Sirtds is another popular traditional dance, found in numerous places across the
Hellenic world (see Pavlou 2006: 37). It is in 8/8 metre, broken into 3+3+2. Figure
6.28 represents a typical rhythmic pattern.

Sirtés

Guitar 8 | 0
Bass Chord Chord

Double bass| 8 |

or El. Bass 8 Bass Bass_IIT Bass V
Bongos, 8 | | |
Congs or Bass Treble Treble

Toubeleki

\ b \ b \

Bass Treble Treble Treble Treble

8
8

Figure 6.28: Sirtos rhythmic pattern

The Latin American Influence
The ‘borrowings’ from Latin and the North American cultures have already been
examined in Chapter 4. A presentation of rhythms used from the aforementioned
traditions, as well as some comments regarding the way these rhythms have been
‘laikized’, follow.

Today, the ‘laikized’ rumba is one of the most popular rhythms in Greek laiko
music. Yet, Greek musicians misleadingly use the term rumba in order to refer to this
rhythmic pattern (Figure 6.29):
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Rumba
Guitar P | i | |
Bass Chord Bass_V Chord
Chord Chord
2 L ] o b
4 Bass Chord Chord
Chord
Double bass % h . h . h
or El. Bass Bass Bass_III Bass V
2 |
4 Bass Bass V
2 | | \
4 Bass Bass 'V Bagss_VII
Bongos, %
Congs or Bass Treble Tr. T> Treble Tr. T> Tr.
T T.

Toubeleki Treble 4 Bass

Figure 6.29: Laikized rumba rhythmic pattern

At the same time, people (the clientele of the bouzouki clubs) often confuse the term
rumba (as used by musicians), with the tsiftetéli dance (to be more precise, people
confuse the rhythm and, obviously, not the term). The reason for this is the fact that a
‘rumba series’ is an inseparable part of the programme of today’s bouzouki clubs.
Strangely, the people on the ziora [pista = dancing floor] dance this rhythm
sometimes as a tsiftetéli, and sometimes as a traditional sirtds. The situation that
exists in these bouzouki clubs is, obviously, the reason for this situation, for the dance
itself is the central purpose of these venues. Since dance became the alpha and omega,
many songs were arranged in order to serve the needs of the dancers. For instance, |
too used to refer to this rhythm using the term rumba, when playing on the music
stands. However, when | listened to the original recordings, | realized that their
original rhythm and general performance style was completely different. A vital

addition was the drums and percussion, which were not used in the original
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recordings. Apparently, the drums are the backbone of this rumba rhythm and the
purely dance-type programme of the bouzouki clubs in general.

Another rhythm similar to rumba is the so-called bayo by Greek musicians.
This is a rhythm that is very close to rhythms such us the traditional balos and sirts.*®

Figure 6.30 represents the ‘laikized’ bayo’s rhythmic pattern.

Bayo
Guitar 2 h h h
Bass Chord Bass Chord
Bass V
Chord
2 h % . f
4 Bass Chord ) Chords
Double bass | 2 |
or El. Bass 4 Bass Bass
Bass V
2 | \ |
4 Bass Bass V Bass VII
Bass Bass Bass V
Congas % N N N
or Bongos Bass Treble Bass Treble
Treble
2 h = ‘
4 Bass Treble Treble
2 N — \ T |
K Bass Treble Bass Treble Treble

Figure 6.30: Laikized bayo rhythmic pattern

Continuing with the ‘laikized’ Latin American rhythms, Greek musicians also use

another term, which is the ‘bayorumba’. As the word implies, it is a mix of the two

% |n fact, the dance style of all these three rhythms is almost identical. One should, however, bear in
mind the essential dissociation of the rural-traditional dance style with the way it was re-formed as an

urban-popular one.
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rhythms, and this is basically the reason for the non-existence of a set rhythmic
pattern.

Finally, another Latin American term existing within the terminology of Greek
musicians is the ‘guaracha’. One can also listen to a musician referring to this
particular rhythm using the term ‘akouaratsa’. Figure 6.31 represents the Greek

version of the guaracha’s rhythmic pattern.

Guaracha
Guitar % h I |>
Bass Chord Chord Chord
2 b B | |
4 Bass Chord Bass V Clir d
Bass
Chord
2 h % h %
4 Bass Chord Bass > Chord
Bass V
Bongos | 2 h
or Congas 4 Bass Treble Treble —
2 r) = r) =
4 Bass Treble Bass > Treble
2 f f T
4 > Treble >
Treble
Bass+Treble
2 f |
4 > Treble
Treble
Bass+Treble
Tambourine| 2 | [
or Maracas| # > >
Double bass | £ | h h
or El. Bass 4 Bass Bass V Bass V
Bass_VII
Bass IIT Bass V
2 | |
4

Bass Bass V

Figure 6.31: Laikized guaracha rhythmic pattern
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Chapter 7
The Greek Laiké Rhythms in Vasilis Tsitsanis’s Work: Comments
and Statistics

The greatest part of Vasilis Tsitsanis’s work is based on the core rembétiko rhythms,
that is, the zeimbékiko and the hasapiko.® Tsitsanis recorded in 46 rhythms. Owing to
the fact that the very same musicians took part in the recordings of the other
songwriters too, this is a characteristic that will help the reader acquire a general
image not only of Tsitsanis’s songs, but of Greek laikd music in general, especially in
terms of the interpretation of rhythms.

Several general graphs are cited in order to create a primary, yet general image
of the course of the rhythms in Tsitsanis’s recording career. It should be noted that
some other graphs found within the thesis, such as the number of recordings by year
(Chapter 3) should always be combined with these graphs, as well as with the writings
across the entire thesis. The table number of songs by rhythm (Table 7.1) clearly

verifies the argument that Tsitsanis based his work on traditional rembétiko rhythms.

8 part of this chapter has been presented as the paper ‘The Greek Laiké (Popular) Rhythms: Some
Problematic Issues’. Athens Institute for Education and Research. 2nd Annual International Conference

on Visual and Performing Arts, 2011.
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Rhythm Number of Songs
9/4 - Old Zeimbékiko 160

2/4 - Hasépiko 146

9/4 - New Zeimbékiko 59

9/8 - Karsilamas 24

9/4 - Mixed zeimbékiko-2 21

2/4 - Bayo 14

2/4 - Guaracha 11

4/4 - Tsiftetéli 11

4/4 - Bolero 11

9/4 - Mixed zeimbékiko-1

7/8 - Kalamatiands (or Sirtds)
5/8

2/4 - Bélos

2/4 - Rumba

4/4 - Hasapiko (Blues)

8/8 - Sirtos

2/4 - Bayorumba

Taximi

9/4 - Tsiftetéli in 9-beat

6/8 - Dadra

7/8 - Reversed kalamatiand

3/4 - Tsamikos

9/4 - Aptaliko zeimbékiko

4/4 - Tsiftetéli-Bolero (mix)

4/4 - Taximi & 2/4 - Hasapiko
6/8 - Dadra & 5/8

4/4

6/8 - Sirtos sta tria (Epirus)

4/4 & 5/8

3/4 - Taximi & 2/4 - Hasapiko
9/4 - Zeimbékiko variations

4/4 - Argentinean tango-cha-cha (mix)
2/4 - Bayo & 4/4 - Tsiftetéli

4/4 - Bolero (var.)

4/4 - Tsiftetéli (var.) & 2/4 - Guaracha
9/4 - Aptaliko mon6 & 9/4 Aptaliko dhipld
Problem, Afro-Cuban, Latin

2/2 - Tumbao-Salsa

4/4 - Traditional (Epirus)

6/8 - Zonaradhiko (Thrace-var.)
2/2 - Cha Cha

2/4 - Balos & 2/4 - Rumba

2/4 - Haséapiko & 2/4 - Roumba
3/4 - Ballad

8/8 - Malfuf-tumbao (mix)

9/4 - Aptaliko zeimbékiko dhipld

=
N

I I e N e R R R R G R R R LN L I A N TS RS B A Ko R Fe R BN Fe)

Table 7.1: Number of Tsitsanis’s recordings by rhythm

This table also shows that Tsitsanis experimented with several rhythms that were not

popular among rembétiko-laiko songwriters. Some examples are: Kapdia
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%2 [kardhi4 paraponidra = grumbler heart] and Kau yiiec kapdiéc® [ke

TOPOTOVIGPO.
hilies kardhiés = a thousand hearts], both being in tsamikos rhythm, a rural-traditional
rhythm that used to be performed mainly in Sterea and the Morias (= Peloponnesus)
regions. XZope udva e tov I ldvv:164 [sire mana pes tol ghiani = go mother tell John]
is based on another traditional rhythm from Epirus region which can be found with
the names yopdc ota. vo [hords sta dhio = dance in two®] or Haywvijoiog
[paghonisios = from the Pagoni region]. This particular song is an arrangement of an
older traditional song by Tsitsanis. ZréAda uwp’ Zrédo®® [stéla mor’ stéla = Stella oh
Stella] is once again an arrangement by Tsitsanis based on an Epirus style traditional
song. This dance is called in Epirus yopdg ota tpia [horés sta tria = dance in three]
(see also Pavlou 2006: 30).

The rhythms used from the 1960s onwards constitute a major, special chapter.
They are either foreign rhythms or a mixture of rhythms of a Greek and foreign
origin. Many of these rhythms are now the basis for modern Greek popular song. In
essence, foreign elements existed long before the 1960’s. They were assimilated in a
way and are considered to be part of the rembétiko and laiko culture. For example, it
is worth referring to the song Aparivec®’ [arapines = women from the East]. Its
rhythm is named by Greek musicians and rembétiko enthusiasts as bolero or oriental
(Eastern). Apparently — and perhaps due to continuous use — the word bolero equated
with the word oriental! In other words, a Latin rhythm became a synonym for an
Eastern term.®® The (erroneous, most of the time) labels employed by musicians
nowadays is actually a part of the problematic terminology of such rhythms (similarly
to the cases of the modes, as analyzed in Chapters 4 and 5). A concrete example
would be the way in which many songs are currently performed, based on the rumba

rhythm (or more properly, on what is nowadays called and considered to be rumba),

2 HMV OGA 2499 - AO 5377, recorded on January 15, 1957.

% HMV 7XGA 1959 - 7PG 3376, recorded on March 31, 1964.

* HMV OGA 2498 - AO 5377, recorded on January 15, 1957.

® Due to its rhythm, that is 2/4. The same is true of the dance in three (3/4).

% Odeon GO 3761 - GA 7378, recorded on March 1, 1947.

%" Odeon GO 3665 - GA 7351, recorded on October 29, 1946.

% Worth noting is the chapter in Athanasakis’s book regarding the bolero (2006: 90). It should be also
mentioned that it is the aficionados and not the musicians that mainly use the term ‘oriental’ when

referring to bolero songs.
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while their initial recording was not according to this rhythm. Of course, this is not
always the case, because popular music (especially via discography) always tends to
evolve and, thus, change; it is nevertheless an existing and increasing problem. Most
of the time however, this occurs due to the lack of orchestras similar to those that
once recorded the particular songs. Since we are dealing with rhythms that were based
on percussion and drums, it is rather difficult nowadays to find large orchestras
performing this type of music live (except from the big bouzouki clubs). Thus, they
do not approach even slightly the way in which music was performed at the time. It
was therefore due to functional reasons that the variations in the interpretation of
rhythms such as guaracha, rumba and bayo (rhythms that are quite similar) have
nearly disappeared.® This of course, sounds reasonable when taking into
consideration that the main instruments that defined the rhythm (namely the drums
and percussion) are now absent from orchestras, and instruments such as the guitar or
the piano have to perform and interpret these rhythms instead.’ It should not be
forgotten, however, that the percussionists created a mixture of rhythms, mostly for
experimentation. This in turn gives birth to further problems regarding the
terminology of rhythms. Furthermore, there are many instances of differences
between the interpretation of a song in the studio recording and the interpretation at a
live performance, even when it is performed by the same musicians that took part in
the recording. I have seen videos of old live recordings of Tsitsanis where the
musicians perform some of the songs with alterations in the rhythms. This, of course,
is one of the main characteristics of popular song. Typical examples of songs with

mixed rhythms are the following (Table 7.2):

% 1 am talking about the ‘laikized’ versions of the aforementioned rhythms and not about their original,
Latin American forms. This ‘laikization’ of the Latin rhythms is examined further below.

"0 Some presentations of the Greek laiké rhythms can be found in the books: Metalinés (1999); Pavlou
(2006).
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Song title Recording information Rhythm mixture
To yootovkt HMV 7XGA 948 - 7PG 2911 4/4 - Bolero Son and
[to hastotuki = the slap] Bolero Cha (mix)

>’ avolym mOPTEG Kl AyKAALES HMV 7XGA 3012 - 7PG 3838 Bolero and tsiftetéli

[s* anigho portes ki angaliés =1
opend doors and arms for you

To towpteté tov Tottodvn HMV 7XGA 3291 — 7PG 3853 Tsiftetéli and guaracha
[to tsiftetéli tou tsitsani =
Tsitsanis’s tsiftetéli

Table 7.2: Examples of songs with mixed rhythms within Tsitsanis’s recordings

If the rhythms and the production per year are viewed carefully (Table 7.3 and
Table 7.4) it will be observed that the output decreases as the years go by, but, on the
other hand, the choice of rhythms evolves. The amount of recorded songs, however,
keeps the number of these rhythms in small quantities. This means that Tsitsanis
might have used many more of these new rhythms if he had continued to record the
amount of songs he did in earlier years. In the following tables, the order of the
rhythms depends on their songs’ quantity. The rhythm found on the left, that is the old
zeimbékiko, has the most songs.

78 - 44 -
9/4 - Old 2/4 - 9/4 - New 9/8 - 9/4 - Mixed | 2/4-| 2/4- 4l4 - | 4/4 - | 9/4 - Mixed | Kalamatiands 2/4-| 2/4- [Hasapiko| 8/8 - 2/4 -
Year i iko | Hasépiko | Zeif iko|Karsilaméas| zeimbékiko-2 | Bayo | Guaracha | Tsiftetéli | Boléro |zeimbékiko-1| (or Sirtés) |5/8|Bélos |Rumba| (Blues) |Sirtds [Bayorumba | Taximi
1936 1 1 1 1 1
1937 7 1 2
1938 6 15
1939 5 15 4 1 1
1940 3 17 12 1
1946 6 9 4 2
1947 8 13 2 3 3
1948 12 12 2 1 2 1
1949 14 10 1
1950 31 12 1 2
1951 6 2 2
1952 16 1 1
1953 10 4 2 1 2 1
1954 9 1 2 2
1955 2 1 1 1
1956 8 1 2 2 1 1
1957 12 1 1 1 1 1
1958 4 1 3 7 1 1 1
1959 3 1 1 3 1 1
1960 2 1 8 1 2 1 1 1
1961 1 2 3 2 1 1
1962 1 1 1 4 1
1963 1 1 5 3 1 1
1964 1 2 1 4 1 1 2 2
1965 1 1 2 1 1 1
1966 1 2 1
1967 3 3 3 1 1 1 1 2
1968 3 1
1969 1 1 3 1 3 1
1970 1
1971 1 3
1973 1 1
1975 3 1 1 1 1
1977 1
1978 4 4 2 1
1979 1
1980 1 2 2 1 2
1983 1 1 1 1
no date 2

Table 7.3: Number of Tsitsanis’s recordings by rhythm and year (A)
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4/4 -
Tsiftetéli

44 - 2/4 - 2/4 - 24 - 34 - 44 -
9/4 - Tsiftetéli- 22 - Bélos & | Bayo & |Hasapiko Taximi & Argentinean| 4/4 - | Taximi & 4/4 - (var.) & 6/8 -
Aptéliko | Boléro [2/2 - Cha|Tumbao-| 2/4- 4/4 - &2/4- | 3/4- 2/4 - tango & chajBoléro| 2/4- [Traditional| 2/4 - Dadra &
Cha Salsa | Rumba | Tsiftetéli | Roimba [Ballad |Hasapiko|4/4| cha (mix; var.) [Hasapiko| (Epirus) |Guaracha|4/4 & 5/8| 5/8

1983
no date

Table 7.4: Number of Tsitsanis’s recordings by rhythm and year (B)

At first glance, there are two obvious things: first of all the fact that Tsitsanis
mostly used the traditional rembétiko rhythms, that is, zeimbékiko and hasapiko, and
secondly, that as the years pass, there are less recorded songs being produced.
However, there are some points in the tables that are of great importance, although
they are less obvious. I will highlight some of these beginning with the utilization of a
transformed hasapiko which I call ‘4/4 blues style hasapiko’.”" As one can see,
Tsitsanis recorded six songs in this rhythm.”? He recorded one in each of the years
1958, 1960, 1961, 1962 and 1963. This was the beginning of a new era for the laiko
music. One of its most remarkable characteristics is the use of new rhythms taken
from other music traditions such as Cuban-Latin, Hindi, Jazz-Blues and so forth. The
new hasapiko style is one of these rhythms.

The original hasapiko rhythm was never missing until 1959. The year with the

most hasapiko songs was 1940 with 17 recordings. The same is true for the old

™ The name is due to the rhythm’s sound relevance to Blues music.

"2 This is the way this particular rhythm appears in the electronic database, that is, hasdpiko (Blues).
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zeimbékiko rhythm as well. It was not missing from 1938 until 1960. The old
zeimbeékiko, the backbone of the rembétiko and laiké music tradition, is something
that deserves attention. Although the new style zeimbékiko was played since the first
recording year, one can see that the majority of the recordings were in the old style. In
1950 Tsitsanis recorded 31 songs in old zeimbékiko. The majority of songs in old
zeimbékiko were recorded before 1960. From 1961 to 1983, the new style took the
place of the old and left the old zeimbékiko with only five recordings out of one
hundred seventy-seven, that is, 2.8 per cent. For the new zeimbékiko style, there is a
more normal increase in the quantity. 51 out of 80 songs recorded before 1960, that is,
63.7 per cent. Tsitsanis sporadically recorded three more songs in old zeimbékiko
rhythm, one in 1969, one in 1980 and one in 1983, but his preference for the new style
is clear.

If one examines the period between the years 1958 and 1969 they will notice
that the next step after the ‘birth of the new laiké song’ (Michael 1996) is in between
these years. The new imported rhythms that Tsitsanis used in this period are: bayo,
guaracha, rumba, blues hasapiko, dadra, cha-cha, bayo-rumba and tumbao-salsa. If we
take into consideration the Greek rhythms that are now established or used for the first
time such as the tsiftetéli, the 5/8 and the reversed kalamatianos, we will see that the
once poor style composed of almost only the zeimbékiko family rhythms and the
hasapiko, now became a multifaceted style with combinations and sounds of several
cultures. Rhythms like the 5/8 (initially used by Tsitsanis in 1964) and the 6/8
(initially used in 1961) were not popular within rembétiko songwriters.

The year 1936 is quite remarkable for the fact that Tsitsanis recorded only five
songs. Each one is in a different rhythm: one in hasapiko, one in new zeimbékiko, one
in mixed zeimbékiko, one in kalamatianos and one in balos. Curiously, he did not
record a song in old zeimbékiko until 1938. A closer study of the facts shows that the
evolution in the songs’ style that Tsitsanis recorded is due to two main reasons: the
demands of the market and the available singer in each period. These two elements
can be ramified and examined in a more analytical way. The demands of the market
changed from time to time according to several factors. For instance, the introduction
of new rhythms from foreign markets, such as Afro-Cuban and Latin (due to Hiotis’s
trips to the USA), forced Tsitsanis to write and record songs in these styles as well.

Moreover, the rise to stardom of the singer Stélios Kazantzidhis left Tsitsanis with no
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other choice than to use him as the lead singer of his songs (from 1956 to 1963).
However, rumours and stories from some people (mainly rembétiko enthusiasts)
indicate that the great and astonishing career of Kazantzidhis was due to Tsitsanis’s
help and support by using him for recordings when, at the same time, Prédhromos
Tsaousakis was the first line singer for many songwriters of the same period (Alexiou
2003: 262)."

The taximi (see page 31) has a special position within Tsitsanis’s recordings.
He recorded three taximia in 1980. He recorded one more for which | was not able to
obtain recording date. He also recorded taximia in combination with particular
rhythms. He recorded one taximi with karsilamas rhythm in 1956 and two in 1980; a
taximi in 4/4 time with hasépiko rhythm in 1946; one in 3/4 time with haséapiko in
1962; and a free-style taximi with a zeimbékiko in 1980. Apart from these taximia
recordings, one should not forget that Tsitsanis, in many recordings, used to play a
short taximi before the actual song. This technique was used more in his pre-war
recordings and began to disappear in later years. The next table (Table 7.5) includes

some interesting cases of recordings of songs which include a taximi.

7 Stélios Kazantzidhis was a singer. He is one of the few artists in Greece that have been worshipped.
Some facts that show the extent of this worship are the creation of hundreds of clubs in his name by
fans of his singing. In fact, people love and admire him for various reasons such as his personality and
not only for his singing. Moreover, the sales that Kazantzidhis achieved cannot be compared to other’s
singers’ sales. He is perhaps the reference point between the old-school music stands with the
composer in the middle who was also (in most cases) a bouzouki player and a singer, and the new-style

music stands with a singer-star in the middle and (later on) even in front of the band.
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Recording information

Notes

Ta ydpota g Eevnreldg [ta
homata tis xenitias = the lands
of the foreign lands]

Odeon GO 4704 - GA 7689,
recorded on February 9, 1952

Taximi by the clarinet

Trng paotovpag o okondg [tis
mastouras o skopos = the
melody of the high-trip]

Columbia CG 2160 - DG 6599,
recorded on June 15, 1946

Very interesting combination of
dhrémi

INa koita koope éva kopui [ghia
kita kdsme éna kormi = people
look out what a body]

Columbia CG 3419 - DG 7218,
recorded on May 17, 1956

The taximi is played inside the
song

Ta&ip kon yopdg amtdAkog
[taximi ke horos aptalikos =
taxim and aptalikos rhythm]

Ocora C559010 HM®65,
recorded on February 16, 1980

Very interesting is the fact that

Tsitsanis firstly gives the tempo
of 3/4 and then starts the taximi
without accompaniment

Ta&i xetlas [Meyparmrico-
AXéykpo 9-8 [Taximi hitzaz
Piredtiko = Taximi in hitzaz
Pireotiko-Allegro 9-8]

Venus-Tzina SV 35, recorded
on February 16, 1980

In 03’ 58’ Tsitsanis leaves the
bouzouki, takes the baghlamas
and continues the taximi

Table 7.5: Interesting cases of taximia in the songs of Tsitsanis

A table showing the leading rhythm of each year follows (Table 7.6).”* Once again,

the domination of hasapiko and zeimbékiko rhythms is confirmed. Moreover, the

change from the old-style zeimbékiko to the mixed and the new (from the year 1958)

as well as the appearance and frequent use of modern and foreign rhythms, such as the

bayo and guaracha, is obvious.

™ The number in the parenthesis indicates the number of songs in the particular rhythm recorded in

each year.
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Year Rhythm (number of recordings) Total
1936 Hasapiko, new zeimbékiko, mixed zeimbékiko, kalamatian6é and 5
balo (1)
1937 Hasapiko (7) 10
1938 Hasapiko (15) 21
1939 Hasapiko (15) 28
1940 Hasapiko (17) 34
1946 Hasapiko (8) 20
1947 Hasapiko (14) 33
1948 Hasapiko (14) 33
1949 Old zeimbékiko (14) 23
1950 Old zeimbékiko (30) 44
1951 Old zeimbékiko (8) 12
1952 Old zeimbékiko (16) 19
1953 Old zeimbékiko (9) 18
1954 Old zeimbékiko (8) 13
1955 Old zeimbékiko (2) 5
1956 Old zeimbékiko (8) 15
1957 Old zeimbékiko (13) 21
1958 Mixed zeimbékiko (9) 19
1959 Mixed zeimbékiko (4) 12
1960 Mixed zeimbékiko (6) 16
1961 INew zeimbékiko and mixed zeimbékiko (3) 14
1962 Baghio (4) 9
1963 Baghio (5) 11
1964 Akouaratsa (5) 17
1965 New zeimbékiko, tsiftetéli and akouaratsa (2) 12
1966 Baghio (2) 7
1967 Hasapiko (4) 13
1968 Hasapiko (3) 7
1969 5/8 (3) 11
1970 INew zeimbékiko and tsiftetéli (1) 2
1971 New zeimbékiko (3) 4
1972 No recording 0
1973 New zeimbékiko and karsilama (1) 2
1974 No recording 0
1975 Hasapiko and new zeimbékiko (3) 12
1976 No recording 0
1977 Karsilamas (1) 1
1978 Hasapiko and new zeimbékiko (4) 11
1979 New zeimbékiko (1) 1
1980 Taximi and taximi & karsilamés (2) 8
1981 No recording 0
1982 No recording 0
1983 Old zeimbékiko, hasapiko, mixed zeimbékiko and karsilamas (1) 4
No date [Taximi (2) 3

Table 7.6: Dominant rhythms in each recording year for Tsitsanis songs
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The years 1975 and 1978 are notable for the quantity of recordings issued.
Although Tsitsanis’s recordings seemed to reduce dramatically after 1970 until the
end of his recording career, there was a sudden recording explosion in these two
years. He recorded 12 songs in 1975 and 11 in 1978.” The number of recordings in
1975 was due to the creation of a new LP (33 rpm) record entitled Zxozcvipio
[skopeftirio = shooting ground] with 12 completely new recordings. In 1978, he
recorded another new LP (33 rpm) record entitled 12 Néeg Aaikés Anuiovpyies [12
nées laikés dhimiourghies = 12 new laiké creations]. In fact, the title is deceptive
because one of these 12 songs was recorded for the first time in 1960. This is Tnv
televtaio (oo Cocpw’c76 [tin teleftéa mou zaria = my last throw of the dice]. There are
two important factors about these two records: the first is the title that Tsitsanis chose
for the second LP. After all, it verifies the claims of Despina Michael in her article
‘Tsitsanis and the Birth of the New “Laiké Tragoudi”’ (1996). Michael argues that
Tsitsanis deliberately used to use this term to describe his music, that is, the word
laik6. He wanted to separate his music from the underground and mistrustful
rembétiko played in the hashish dens. The second important point is the fact that both
LPs included a song with a political subject. In 1970 he included T#c yepaxivoc yioc’’
[tis gherakinas ghids = the haggard woman’s son], and in 1978 Mzidkoc™® [blokos =
dragnet]. With both songs’ lyrics Tsitsanis confirmed the claims for his left-wing
(apiotepdc [aristeros]) beliefs.”

The tables below (Table 7.7, Table 7.8, Table 7.9 and Table 7.10) give an
understanding of the reasons for the choices of the singers in terms of the rhythms.
They also help the analyst to give possible explanations regarding Tsitsanis’s thoughts
in terms of choosing the right singer for the right song. Table 7.7 and Table 7.8
represent the number of recordings by singer. They function as yardsticks for the next
tables (Table 7.9 and Table 7.10) which show the number of recordings by rhythm

and singer.

™ From 1970 onwards, the number of recordings did not exceed the four songs except from the year
1980 when he recorded eight songs.

"® Columbia CG 4179 - DG 7583, recorded on June 21, 1960.

" MINOS-EMI (COLUMBIA) 7YCG 5234 - 2J-064 70172, recorded in 1975.

"8 CBS 83406, recorded in 1978.

" See Chapter 8. In terms of the “discourse of the Greek left on rebetiko’ see Zaimakis (2009).
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Paghioumtzis | Tsaousékis | Tsitsénis | Bélou Angelépoulos | Ninou | Panou | Gheorghakopotlou Kazantzidhis | Lidhia | Perdhiképoulos | Ghavalas | Bithikétsis
Year Stratos i Poli lodna Gréi Kéti Stélios Ghiota Dhimitris Pénos | Ghrighdris

1936

1937 1 6

1938 8 1 6

1939 22 3

1940 20

1946 7 6

1947 5 5 3

1948 5

1949 11 4 4

1950 22 3

1951 3 4

1952 1 4 2

1953 2 7

1954 1 2 4

1955 1

1956 1

1957 2

1958

1959

1960 1

1961

1962 2

1963

1964

1965

1966

1967

1968

1969

1970

1971

1973

1975

1977

1978

1979

1980 8

1983 4

no date 2
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Table 7.7: Number of Tsitsanis’s recordings by singer and year (A)

Karivali-
Hrisafi| Hristou ['Imwiou | Kaki [Kalfopoulou|Kambanis |Kanaridhis | Abatzi [Ki itis| Kokotas Labiri | Lambraki Linda [ Makris [ Maraki| Mawomihali | Menidhiati

Year | ‘Ana [Dhimitris| Sénia |Elvira] Soula Stawos | Mandlis | Sofia | Stélios [Stamétis [Korénis |Eléni| Haroula [Léoura| Méri | llias | Kéti | s Késtas | s Hristos

1936 2 2

1937

1938

1939

1940 2

1946 1

1947

1948 1 1

1949 1

1950

1951

1952 2 1

1953 3 2 1 1

1954 4

1955 2

1956

1957

1958 4

1959

1960 1 1 4

1961

1962 1

1963 1

1964 1

1965 2

1966

1967 3

1968 2

1969 2 1 2

1970

1971

1973

1975

1977

1978 1

1979

1980

1983

no date

N
i
N

-

Table 7.8: Number of Tsitsanis’s recordings by singer and year (B)
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Kalamati
4/4- | a/4- | 9/4 - Mixed | angs (or
[ Tsiftetéli| Boléro |zeimbekiko-1| Sirtés)

/-
Hasépiko
(Blues)

94 -
Tsiftetéli
in 9-beat

718 -
Reversed

24-
Singer Hasapik

Paghioumtzis Strétos 14 33 12 2

Tsaousékis Prodhromos a1 12 1

Tsitsanis Vasilis 2 13 1 8 1

Bélou Sotiria 17 8 4 1

Instrumental 1 7 3

Angeldpoulos Mandlis 1 1 4 1 3 1 2 1 2

Ninou Marika

Pénou Poli

Gheorghakopotlou loana

Gréi Kéti

Kazantzidhis Stélios

Lidhia Ghiota

Perdhikopoulos Dhimitris

Ghavalas Pénos

Bithiktsis Ghrightris

Perpiniadhis Stelakis 10 1

Stawopotilou Dézi 6 3 1

Haskil Stéla 6 2 2

Abatzi Rita 1

Anaghnostékis Pétros 1

Angelidhou Anthi 1 1

Binis Takis 3 1

Daléras Ghiérghos

Délia Réna 1 1

Dhanéi 1

Dhionisiou Strétos 1 3 1 1 1

Dhrosings Ghavil 1

Evghenikos Thanésis 3

Fotiou Mandlis 1

Ghalani Dhimitra

Ghaspar 'Ef 1

Ghrili Maria 1 1

Harmanda Litsa 2

Hasapakis Minail 1 2

Hatziandoniou Ghiorghos 1 2 1 1

Hatzihristos Apostolos 1 4

Hrisafi ‘Ana 3 1 1 1

Hristou Dhimitris 2

‘Imwiou Sonia 1

Kaki Elvira 1 1

Kalfopoulou Soula 1 1

Kambanis Stavos 4 2 1

Kanaridhis Mandlis 1

Karivali-Abatzi Sofia 1 1

Ki(e)romitis Stélios 3

Kokotas Stamatis 1

Korénis 2

Labiri Eléni 2 1

Lambraki Haroila 1 1 1 1 1

Laoura

Linda Méri 3 1 1

Makris llias 1

Maraki Keti 1

Mavromihalis Késtas 3 1

Menidhiatis Hristos 1 1 1

Mitaki Gheorghia 1

Mosholiou Viki 1 1 2

Moshonas Odhiséas 1 1 1 2

Moustékas Andonis 1

Nikolaidhis Apostolos 1 1 1

Papadhdpoulos Ghiorghos

Pasalari Sotla 1

Poliméris Fotis 1 2

Repénis Andonis 1 1 1 1

Rio Bémba 1

Roumelidtis Dhimitris 2 1 1 1

Sinaidhis Theodhosis 1 1

Sofroniou 'Eli 1 1

Soughioultzis Stélios 1

Stakas Tzon 1

Stamou Réna 3 4

Tzouanakos Stawos 2 2 1

Vamvakaris Mérkos 3 2

Vasiliou Sotiria 1

Vortsi Mértha 1

Zaghoréos Spiros 2

24 -
Bayo

24 -
Guarachal

214 -
Balos

214 -
Rumba

88 -
Sirtos

24 - 34-

 Tsamikos|

9/4 - Mixed

9/4 - New | 98 -

9/4 - Old

518 [Taximi Dadra
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Table 7.9: Number of Tsitsanis’s recordings by singer and rhythm (A)




243

ol -
Aptaliko

s~
Tsifetéli-
(mix)

22~ |2/4 - Balos|
Tumbao-| & 214 -
Salsa | Rumba

2~
Hasépiko &
214 - Rou

374 - Taximi
4| aa-
Hasépiko |414|

474 - Taximi
&2~
Hasépiko

-
Traditional
I (Epirus)

474 - Tsiftetel
(ar) & 214 -
Guaracha.

o8-
Dacra &
si8

6/8-Sirtos
sta tria
(Epinus)

214 - Bayo)
&aia-
Tsifietél

4/4 - Argentinean
tango-cha-cha
(mix)

-
Boléro)
Qar )

8-
Zonaradhiko
(Mhrace-var)

818 - Maliuf] 974 - Aptaliko
tumbao | mon6 & 9/4
(mix)

94 - Aptalikol
zeimbékiko
dhiplé.

9/a- | Problem,
[Zeimbékiko| Afro-Cuban,
ariations | _Latin

212 - Chal 414 8]

si8

1
1 1

it

Abatzi Rita
Anaghnostakis Pétros

Angelidhou Anthi
Binis Takis
Daléras Ghiérghos
Délia Réna
Dhanai

R

$8232333%

Table 7.10: Number of Tsitsanis’s recordings by singer and rhythm (B)

There appear to be unwritten rules within the ranks of Greek musicians (just as
evidence suggests there are within all musicians’ ranks) regarding the categorization
of songs. For instance, songs in zeimbékiko rhythm are considered more serious,
many times called by Greek musicians fapid [varia (plural), vari (singular) = heavy],
where a virtuoso singer and/or soloist (most of the time a bouzouki player) can show
their skills, either by playing a very skilled intro, or either by singing very difficult
passages or performing with very artistic melismas. Moreover, in many cases, the
dhromos that a song is based on can indicate the song’s style and aesthetics. For
example, dhrémos Ousak, which is a very serious and heavy dhrémos, is mainly used
for zeimbékiko and rather rarely used for hasapiko. Table 7.11 shows some examples

of this type of song based on zeimbékiko rhythm.
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Title Matrix code Catalogue code  Worth-noticing
TevviOnko yio va Tovd GO 4924 B 74306-1 Bouzouki; accordion;
[ghenithika ghia na pon6 = I was born voice
to suffer]
Agv ¢' dkovoa povodra pov TXGA 1379 7PG 3115 Voice; general feeling
[dhen s’ akousa manoula mou =
mother | didn't listen to you]
Znrtiavog [zitianos = the beggar] OGA 1191 AO 2722 General feeling
H dwtotopiooa OGA 2404 AO 5329 Bouzouki; voice
[ dhiktatorisa = the dictator]
Oélw va givar Kvptokn TXGA 947 7PG 2911 Voice; bouzouki
[ thélo na ine kiriaki = I want to be
Sunday]
Tkioe T avaviuo ypaupo 7TXGA 831 7PG 2858 Bouzouki; accordion
[skise t” anonimo to ghrama = tear the
anonymous letter]
Ta vidta To PTepUmavTIKo, GO 4626 GA 7657 General feeling
[ta niata ta berbandika = philanderer
youth]
Tng Kowaviog 1 Stopopd 7XGO0 10302 | MSM 391/ General feeling; voice
[tis kinonias I dhiaforda = the 480056
dissimilarity of the society]
To kokKwo poviiit OGA 2566 AO 5417 Bouzoukia
[to kdkino mandili = the red scarf]
To movkdpico OGA 2480 AO 5364 General feeling;
[to poukamiso = the shirt] bouzouki;
accordion; voice

Table 7.11: Examples of ‘heavy’ zeimbékiko songs (Tsitsanis)

On the other hand, hasapiko rhythm needs completely different treatment, both from
the orchestra and, especially, from the singer. In many cases, due to its fast tempo, the
voice has to be airy and light, with more attention to the accentuation of the lyrics.*
In many cases, hasapiko songs ‘use’ the lyrics in a completely different way to the
zeimbékiko. In most hasapikos, almost every single note of the melodic line carries a
single syllable, while most zeimbékiko songs utilize more melismatic phrases, where
a single syllable continues for more than one note. Furthermore, in hasapiko songs,
due to their style, the utilization of a second melodic line by a second singer (in most
cases in parallel thirds with the first) is easier to create than in a zeimbékiko song (see

Tsitsanis’s kandadha style songs — Chapters 1 and 4). There are of course exceptions

8 A special exception is the case of the singer Stratos Paghioumtzis. The combination of the hasapiko
with his heavy, loud and sort of tenor-like voice produced many and successful (with regard to their
sales) songs. However, one should not forget that the hasapiko rhythm was not played as fast as it was

played later on (see Chapter 6).
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with hasapiko songs that have a heavier air and need more virtuoso skills on the part
of the singer(s). In many cases, various aspects of the music depend on the period
when the songs were written. For instance, the melismatic phrases of the voices and
the virtuoso performance techniques of the bouzouki players are elements of the new
era that began around 1960. Table 7.12 shows some examples of songs in hasapiko

rhythm where a lighter or more scherzoso style is obvious.

Title Matrix code Catalogue code Worth noticing
ATOYE OTIC OKPOYIAEG TXGA 2808

[apopse stis akroghialiés = tonight at the

coasts] 7PG 3748 Scherzoso style
Béipia yio [vérko ghiald = boat coast] CG 2165 DG 6599 Simplicity, voices
BoAta péoa otnv EAAGSa GO 4655

[vélta mésa stin eladha = stroll in Greece] GA 7670 Style, voices

Mo to pétio T oyornd CG 2535

[ghia ta matia p’ aghapo = for the eyes that

I love] DG 6786 Style, voices
Eipon monddke pe woyn xon Cniepévo GO 2818

[ime pedhaki me psihi ke zileméno =1 am a

kid with soul and enviable] GA 7068 Simplicity, voices
H xapdid cov Oa yiver ypvon CG 2625

[i kardhid sou tha ghini hrisi = your heart

will become gold] DG 6819 Scherzoso style

Table 7.12: Examples of ‘light’ songs in hasapiko (Tsitsanis)

Based on the above evidence, one can make reasonable conjectures regarding
the preferences of the songwriter. For instance, if one considers the two singers with
the most recordings, that is Paghioumtzis with 64 and Tsaousakis with 57, it can be
seen that Paghioumtzis sang 29 songs in zeimbékiko (old, new and aptaliko) rhythm
(that is 45.3 per cent of the total) and 33 in hasapiko (that is 51.5 per cent of the total).
On the other hand, Tsaousakis sang 46 songs in zeimbékiko (old, new and mixed)
rhythm (that is 80.7 per cent of the total) and 11 in hasapiko (19.2 per cent of the
total). According to these data, two thoughts can be borne in mind: firstly that
Tsitsanis thought of Paghioumtzis’s voice as being more appropriate for hasapiko
style songs, while he preferred Tsaousakis’s voice for the zeimbékiko songs and,
secondly, that the composer clearly did not want these two singers to sing other
rhythms than the aforementioned. Paghioumtzis sang two songs in a rhythm other
than those, that is, in karsilamas. However, if one thinks that the karsilamas also

belongs in the zeimbékiko family then one will understand that there is no other



246

rhythm sung by Paghioumtzis. The same is also true of Tsaousakis. Tsitsanis used
him only for zeimbékiko and hasapiko rhythms. There are more examples of similar
cases, such as Kazantzidhis and Angelopoulos. It should be mentioned that | am
comparing singers that were active during the same time period. Kazantzidhis sang 13
songs in zeimbékiko while Angelopoulos seemed to be more appropriate for

contemporary foreign rhythms, such as the guaracha and the rumba.

Together with the end of the analysis of the laiké rhythms, the analysis of the
musical part of Tsitsanis’s discographical work also ends. The next chapter (Chapter
8) gathers all the pieces of Tsitsdnis’s puzzle so far identified and tries to put them
back together. By gathering these pieces together, the chapter aspires to demonstrate
the most complete image possible of Tsitsanis’s musical, as well as socio-cultural,
significance. One should not forget that the construction of the musical identity of a
songwriter does not only belong to him, for its changes, occasionally, depend on
several other factors, outside the songwriter’s sphere of actions. The best proof for
this argument is the fact that even after the death of the songwriters their songs still
continue to evolve. In other words, what a young person listens to today, and they
connect to Vasilis Tsitsanis’s music, is not the same as another person listening to it in
1950, for example. Furthermore, a Tsitsanis’s song means something to a 60 year old
Greek, while it means something completely different to a teenager. The music
evolves and nobody will ever be sure if Tsitsanis himself would approve of the way
his music is performed today. After all, the message that music passes is the key to the
unlocking of a songwriter’s intentions. Undoubtedly, rembétiko and laiké have
evolved and changed, as my thesis demonstrates, along with the messages they now

convey to their audience.®*

8 See also in Middleton Popular Music as a Message (1990: 172).
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Part IV

Conclusions



248

Chapter 8

Conclusions

Re-evaluation of Tsitsanis’s Significance

Vasilis Tsitsanis’s recording career (1936 — 1983) reveals information not only
concerning the music itself (from the particularities of his own songwriting style to
the genre in its entirety), but also concerning multifarious sociological aspects of
Greek culture. This first in-depth analysis of his musical works and compositional
style deals with important and far-reaching claims about his work and aspires to
provide a better understanding of complex and longstanding issues that have been
troubling musicians and musicologists for many years, such as the development of the
harmony, the role of the singers, the re-determination of the role of the bouzouki, and
so forth. This project, therefore, makes its original contribution by offering an
analysis of Vasilis Tsitsanis’s recorded output that provides a key to the unlocking of
a number of musical, historical and socio-cultural issues pertaining to Tsitsanis’s role
in the development of Greek laiké music, the first urban musical product of modern
Greece. Because of the previous neglect in academia of rebetological and laikological
issues, this thesis represents the first academic study to collate and synthesize a large
quantity of information about Greek popular music.

The two core tools of the project are: 1) the electronic database of Vasilis
Tsitsanis recordings (T.E.D.) which includes all the recordings made by him along
with a great deal of information about them; and 2) the transcription and analysis of
selected recordings throughout his career (charting structural, instrumental, textural,
timbral, rhythmic, harmonic and modal changes). By analyzing Tsitsanis’s music, this
thesis succeeds in revealing at numerous points the boundaries of rembétiko and the
newer laiko style, and disclosing the particular characteristics that form the new
musical style. It can be argued that the project not only contributes to the
understanding of Greek popular music (something important per se judging by the
embryonic stage of Greek popular musicology), but also offers findings concerning
other musical cultures, such Turkish, Afro-Cuban, Blues, Latin, Italian, Hindi and so
forth. It functions, therefore, as a bridge for all these cultures that have been mixed
together in the Greek peninsula on various occasions, and which have been examined

and analyzed within this thesis. Vasilis Tsitsanis’s project helps Greek laikology to
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gain its place within popular musicological studies for, on the one hand, it deals with
an extremely rich musical culture (involving synthesis with other musical cultures)
and, on the other hand, it reveals information that aids the researchers, musicians, and
audiences to understand and evaluate the socio-cultural history of a wide geographic
area (the Mediterranean).

What the previous chapters have indisputably revealed is that Vasilis Tsitsanis
based his songwriting style on the traditional rembétiko standards that many other
songwriters used before and after him. However, no matter whether the changes that
Tsitsanis introduced are judged to be of low or high importance (something that is
subjective), the style (that is rembétiko) lead to a different, new age. Some of the
‘highlights’ of the new style that Tsitsanis himself always wanted to refer to as laiko,
rather than as rembétiko (without meaning that the word laik6 was not used before
Tsitsanis) follow, along with a summary and (in some cases) a re-evaluation. Clearly,
through the path that he showed, along with many other laik6 songwriters of the same
period (such as Papaioanou, Hiotis, Kaldharas, Mitsakis and Hatzihristos), they
succeeded in taking the style out of the underworld, and delivered it to every social
strata, making it, more or less, an inseparable part of Greek identity and culture, not
only within the country’s borders, but all over the world. From now on, sounds like
the sound of the bouzouki and of the rhythmic style of the hasapiko would be
identifications of modern Greek culture. Some of the constituents found in this freshly
regenerated musical style were clearly changes introduced by Tsitsanis, as the

findings within this thesis reveal.

The Lyrics

The issue of the themes of the lyrics was too large for me to do justice to in the space
available here. It would have meant dealing inadequately with critical matters issues
such as the dhromi and the rhythms. The focus of this thesis has been on music, and
an examination of the lyrics would fill a second thesis. However, | make reference to
the subject here (in the conclusion) because, first, the lyrics should be mentioned as a
‘highlight” of Tsitsanis’s new style, and secondly, | wish to underline their

significance and, in so doing, suggest a potential area for future research.
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The topics found in the lyrics constitute one of the most important changes in
Tsitsanis’s music, compared to the almost constant preference of the songwriters until
then towards words that had to do with prison, drugs, assassinations and so forth. In
other words, the lyrical theme, due to which the whole style had been characterized as
marginal and directly connected to the underworld, had now changed. Apparently,
this is not the case for the entire rembétiko song repertoire that existed before
Tsitsanis, for there were countless songs that had to do with love, passion, women and
so forth. To see it as an image, one can consider the low-life theme as being at the top
of the pyramid of rembétiko’s lyrical preferences, while the themes about love are at
the second level of this pyramid. With Tsitsanis’s lyrical work the second level takes
the place of the first and the first is given an even lower level at the pyramid of his
lyrical preferences. One can now find plenty of song examples that contain social
messages: songs about poverty, exile, migration, the civil war, travelling, anecdotes,
songs that describe the life of the working proletariat, and so forth. There are,
obviously, many references to the low-life themes, but these are dramatically fewer
than before. Moreover, it is not only a matter of the changed themes but also of the
changed writing technique. Tsitsanis used a far more sophisticated writing technique
than the previous rembétes. Some important song examples illustrating several lyrical
techniques of Tsitsanis are presented below.

Worth noting are those cases that perhaps reveal a habit of Tsitsanis: he used
to have a female singer to sing a song when its lyrics were the words of a man to a
woman (he also did that the other way around). Two song examples are: I'sizévigoa?
[ghitonisa = neighbour lady]; and ®iloc xau yovaixae® [filos ke ghinéka = friend and
woman.

Although he never took a political position openly, and he even rejected
Andreas Papandreou’s proposal for taking part in the elections with the PA.SO.K.
Party (the party that has been governing Greece for approximately 20 years, since

1981), Vasilis Tsitsanis did make his political views public, through his lyrics. The

! Anastasiou (1995 and 2004) and Hristianopoulos (2009) contain very good analyzes of Tsitsanis’s
lyrical work.

2 parlophone GO 2640 - B. 21897, recorded in late 1936.

¥ Columbia CG 3582 - DG 7304, recorded on March 19, 1957.
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next table (Table 8.1) includes some songs that have been connected to some political

circumstances.

Title Recording information

Kémowa pévoe avactevalet Parlophone GO 3796 - B. 74100-1,

[kapia mana anastenazi = a mother sighs] recorded on May 31, 1947

H yepaxiva [i gherakina = the haggard] Columbia CG 2424 - DG 6729,
recorded on July 14, 1948

Mo o {nud wov wébape CBS 7815,

[po po zimia pou pathame = oh my, what a recorded in circa October, 1979.

damage we had]

Tng yepakivag yrog MINOS-EMI (COLUMBIA) 7YCG 5234 - 2J-

[tis gherakinas ghios = the haggard woman’s son] | 064 70172,
recorded in 1975

Nootodyia [nostalghia = nostalgia] MINOS-EMI (COLUMBIA)
7TYCG 5241 - 2J-064 70172,
recorded in 1975

Table 8.1: Tsitsanis’s songs connected to political circumstances

As previously mentioned above, Tsitsanis’s repertoire also does include songs
with lyrics that refer to low-life themes. One of them is drugs. Some examples are: 2¢
laytapnoa apyidé pov” [se lahtarisa arghilé mot = I desired you my nargileh]; To
Parépr ax’ v Iepoia’® [to vapoéri ap' tin Persia = the boat from Persia]; and
Anntipio oty pAéBa® [dhilitirio sti fléva = poison in vein]. This is one of the most
important signs that show that Tsitsanis did not come from somewhere else but from
the same class of the rembétes. He came from the heart of rembétiko, but he
succeeded in developing his own musical style, taking with him the entire genre in a
new direction.

Finally, another interesting ‘lyrical habit’ of Tsitsanis was the use of proverbs.
| can say that his case is the only one | am aware of, for | have never listened to Greek
proverbs set to music by any other songwriter. Some song examples are: Oca dev
pToVEL ] ademot’ [0sa dhen ftani i alepou = everything that the fox can't reach];

2TEPVI OV YVDTN VO. OE ELYO. npa')ms [sterni mou ghnosi na se iha prota = my late

*Venus-Tzina SV 75, recorded in 1983.

> MINOS-EMI (COLUMBIA) 7YCG 6314 - 2] 006 70529/11, recorded in 1977.
® CBS 83406, recorded in 1978.

"HMV OGA 1528 - AO 2911, recorded on December 10, 1949.

& parlophone GO 4828 - B. 74287-I1, recorded on July 10, 1953.
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knowledge I wish I had you earlier]; and H ayidda éxer miow mv ovpd e’ [i ahladha

¢hi piso tin ourd tis = the big pear has its tale at the back].

The Re-determination of the Role of the Bouzouki

Greek laiko musicians usually — and generally — speak of two main bouzouki schools:
the Tsitsanis’s school and the Hiotis’s school. Although many skilled bouzouki
players existed before Tsitsanis, especially within the ranks of the refugees, Tsitsanis
is credited with the re-determination of the role of the bouzouki and, consequently, of
the whole style itself. Especially when compared to the case of Piraeus rembétiko
bouzouki players, the technique of Tsitsanis was far different from that which existed
till then. The simple movements of the melodies found, for example, in Vamvakaris’s
songs were substituted by the more complex lines of Tsitsanis. There are three major
sources that testify and, indeed, justify his skilled technique: 1) Tsitsanis described in
some of his interviews that he used to literally bleed due to many hours of practice, a
practice, though, that was based on songwriting and not on today’s practice of
musicians, that is, of playing exercises. 2) Many of his friends, rembétiko aficionados
who have published books and articles, include in their texts stories regarding a habit
of Tsitsanis: he used to throw off many melodies that he had created and from which
many others songwriters would have made a number of songs, in order to make only
one which would satisfy his desires. By doing so, they say, he used to spend days in
his work room at home, making his fingers bleed.* 3) Information given to me by
Kostas Tsitsanis verifies the same situation. He told me that his father used to spend
countless hours in his work room, that is, in the basement of their house in Glyfada.
Many times, Tsitsanis made the rest of the family wonder, because he did not appear
in the main house for lunch. The following photograph (Figure 8.1) is a gift from

Kostas Tsitsanis, showing his father inside his working room during songwriting.

® HMV OGA 1727 - AO 2984, recorded on December 16, 1950.

19'If one sees a bouzouki or photographs of bouzoukis of this period, they will observe that the space
between the strings and the fingerboard (what it is often called by Greek musicians uaviki [maniki =
sleeve]) is much bigger than today’s instruments. Thus, a long-lasting practice would cause pain to the

player’s fingers and, in cases of exaggerations, even bleeding.



253

Figure 8.1: Vasilis Tsitsanis during work

The facets of the new performance technique of Tsitsanis did not concern
merely the instrument, for it also affected other constituents of the style such as the
accompanying technique of the rest of the band and, later, the sound engineers who
would search for different ways to record him. It consequently affected the next
generations of musicians and especially bouzouki players who now had a reference
point with regard to the virtuosity they wanted to build. In fact, especially if one also
takes into consideration the second bouzouki school (the school of Manolis Hiotis),
one can see that a higher level of virtuosity in musical instruments (especially in those
that are the ‘flagships’ of the style, such as the bouzouki in rembétiko and laiko) is a
major reason for the development of a style. In other words, a musical genre can
evolve through the virtuosity that new artists put in the style. After all, there might not
be a better proof of this than Hiotis’s entirely new song style in his Latin American-
influenced era, which has been examined and analyzed within this thesis. First, he
listened to something new, that is, Latin and Blues (in the USA), and then, he took
advantage of his high-level virtuosity to import these new elements into his

songwriting technique. By doing so, a new era for the style began.
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The Shift towards the West

There are many references within this thesis to the impact of the newly introduced
elements of Tsitsanis, which led rembétiko towards Westernization and wider
acceptance. The most important of these characteristics are: 1) the kandadha song
style, about which there are several references within the thesis; 2) the new role given
to as well as new combinations of the voices (for example, using movements in
parallel thirds all over the song); and 3) the richer chordal harmony introduced in his
early post-war repertoire, basically caused by the more complex and sophisticated
melodies of his songs. Unquestionably, many of the new parameters introduced by

Tsitsanis became the foundations of the laiké song and are each examined below.

The Foundations for the Future

Some key songs of Vasilis Tsitsanis follow, along with explanatory comments, in
order to point out interesting cases, vital for the development of the style. These songs
attest to Tsitsanis’s musical significance, for they set the foundations for the future of
the genre.

H oxi6 piov kau yeo'* [i skid mou ke gho = my shadow and me]: this song
belongs in the Tsitsanis bolero category. Under discussion here is the special case of
bolero songs, which were examined in Chapter 6. This particular bolero can be
considered as one of the composer’s most modern ideas as regards the chordal
progressions and the rhythm’s interpretation. After all, he had Dhimitra Ghalani to
sing this song, a young singer whose name was integrally connected to the véo xoua
[néo kima = new wave] musical style, a style that can be considered as being in
between the laiké of the period under discussion (1970s) and the so-called évzgyvo
[éntehno = artistic] song. To put it another way, the selection of Ghalani shows that
there should always be a link connecting laiko style to the style-branches that
followed it — not to mention the fact that most of these post-laiko styles have, in turn,
their roots in laiko.

O auoOnuartioc™ [o esthimatias = the sentimentalist] is a song that illustrates

the Westernized additions of Tsitsanis into the style. Apart from the movement of the

I MINOS-EMI (COLUMBIA) 7YCG 5240 - 2J-064 70172, recorded in 1975.
12 0deon LG 1018 - GA 7753, recorded in December, 1953.
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melody which sounds far distant from the older makam-based melodies, the key point
here is the existence of two soloist guitars that play the intro, along with the
accordion. In other words, this is a sign that, even as early as 1953, the style can exist
without the existence of its flag, that is, the bouzouki.

Holwopria™ [poliorkia = the siege] does not sound like any other song of
Tsitsanis (I could even say like any other song of this period made by any other
songwriter). The most obvious characteristic of this particular song, compared to
other songs, is the arrangement, which is not based on some older, rembétiko-laikod
classical, already existing formula. Moreover, there is no rhythmic pattern that can
match this song’s performance. Ultimately, there is something of a link to the music
of Theodorakis, which is strengthened by the voice of Ghrighoris Bithikotsis (1922-
2005) who is the singer in this song.™* This particular singer, with some new songs of
Tsitsanis that he recorded, along with some re-recordings of older songs of the same
songwriter, marked the new era of laiké song (mainly the electric era). Bithikotsis was
the flagship singer of the laiké style music of Mikis Theodorakis. The following
figure (Figure 8.2) is a photograph of Tsitsanis and Bithikotsis (the two in the

middle).

B HMV 7XGA 1807 - 7PG 3362, recorded on February 4, 1964.

“ There is a well-known statement-saying of Mikis Theodorakis that he ‘would like to be considered as
a plain student of Tsitsanis’. Unfortunately, although this statement is very famous and can be found in
numerous books and articles by several authors, none of them indicates the original source, that is,

where has Theodorakis initially stated this.
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Figure 8.2: Vasilis Tsitsanis and Ghrighoris Bithikotsis (in the middle; photograph given by

Kostas Tsitsanis)

To to19ptetéda Tov Tortodvn™ [to tsiftetéli tot Tsitsani = Tsitsanis's tsifteteli]
might be described in a rather exaggerated way, as an instrumental piece that contains
a short section with lyrics. The song lasts about three minutes. Apart from a section
that lasts from 01°.33°” until 02°. 11°’, that is, for 38 seconds, it does not contain
singing. This paradigm is the single exception within Tsitsanis’s entire repertoire —
not to mention that there is no other song by anyone else with the same attributes that
has ever come to my attention. Thus, this song is another sign of Tsitsanis’s
innovative songwriting and imagination.

To pilvtiol koumoloydxi ,uovle [to fildisi kombologhdki mot = the chaplet of
ivory] links in its rhythm, as well as its general aesthetic, to the music of
contemporary Greek composers, and especially to the case of Manos Loizos’s (1937-
1982) music, who is considered in Greece as one of the leaders of the new wave and

the artistic styles, having composed, however, many laiko6 songs, too.

1 HMV 7XGA 3291 - 7PG 3953, recorded in 1970.
8 MINOS-EMI (COLUMBIA) 7YCG 5237 - 2J-064 70172, recorded in 1975.
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To motéu™ [to potami = the river], once again, has an obvious link to
Theodorakis’s music. The chord sequence is very close to the sequence of the song
entitled ZaBparéppado™ [savatovradho = Saturday evening], written by Theodorakis.

H Eeuvaliotpa™ [i xemialistra = the temptress], similarly to some previous
cases, is linked to music composed by contemporary laiké composers. In particular,
this song’s aesthetic is close to the music of Ghiérghos Zambétas (1925-1992). It is
also reminiscent of Theodorakis’s song entitled IZapdmovo® [parapono = complaint].
There is also another general characteristic that connects Tsitsanis’s music to
contemporary styles, and that is the guitarist’s performance technique. Here, | am
referring to the ‘new age’ hasapiko songs, where the guitar plays arpeggios in triplets
and not the rembétiko-traditional bass guitar (bass_I — chord — bass_V — chord).?*

Some song examples follow that have to do with the development of song
structure within laiko style. The song Eva talior eiv' n (a)rjzz [éna taxidhi in'i zoi =
life is a trip] is a fine example. It is one of the few in which, after the last intro, the
band plays the refrain of the song once more. The ‘refrain after the last intro’ structure
is one of the new characteristics established in the new laiko style, especially after the
1970s.

Another new song structure is the performance of the last verse instrumentally.
After the last intro of the song, the band plays the melody of the verse without lyrics.
Usually, after this section comes the refrain for the last time before the song’s finale.
Some song examples are: Me oravidiikec yoPéyiec™ [me spanidlikes havaghies =
with Spanish havagias]; Mrpdfo cov mwc ue dovledeic™ [bravo sou pos me dhoulévis

= well done for the way you play with me];*® ITw 7w mw Mapia® [po po po Maria =

" Columbia 7XCG 1176 - SCDG 3025, recorded in 1961.

8 In LP IToizgia, Minos-EMI Columbia, 70231/70231, 1976.

¥ HMV 7XGA 2392 - 7PG 3568, recorded on December 2, 1965.

%I LP IHozeia, Minos-EMI Columbia, 70231/70231, 1976.

21 See Chapter 6.

%2 Columbia CG 4058 - DG 7531, recorded on February 15, 1960.

% parlophone GO 2837 - B. 21936, recorded on November 18, 1937.
 Odeon GO 3215 - GA 7181, recorded in 1939.

% In this song, the band plays only half of the verse without the lyrics.

% HMV OGA 1493 - AO 2875 and AO 2876, recorded on October 19, 1949.
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oh Mary]; Iépe ue Mépw mépe pe®’ [pare me Maro pare me = take me Maro take me];
and Xijpa Covroyripa® [hira zondohira = grass widow divorcee]; and H peiépBo®® [i

rezérva = the spare wheel].

Evolution Within

The analysis of a style’s development (such as the case of rembétiko) does not
produce results only after comparing one songwriter’s music to another’s; it also
comes about after comparing the music of a songwriter with itself: how a song was
played during the 1950s, and how the same song is been played now, for example.
Therefore, some cases follow which reveal clearly in what direction as well as to what
extent Tsitsanis’s style developed.

The song To wapamovo tov éewyre,zw'vov30 [to parapono tol xeniteménou = the
emigrant's complaint] is one of the most popular songs of Tsitsanis, re-recorded and
re-issued by many singers, numerous times. It is a song, along with many others, that
has ‘suffered’ many stylistic changes due to the aforementioned recordings and re-
issues. To put it another way (and to generalize the issue), there are two major reasons
for the changes that are observed in re-recordings of old songs: 1) its popularity
(therefore, people do not stop playing it), and 2) time: because people do not stop
playing it, inevitably as the years pass some changes occur — some of them being
conscious while others are unconscious. The usual changes that occur in songs such as
the one above are: 1) a changed tempo (usually a faster tempo), 2) a changed chordal
harmony (usually a more enriched one), and 3) a changed melody (especially in the
intro and in the call-and-response melodies). All three of the aforementioned are
present in to pardpono tou xeniteménou.

Another extremely popular hit of Tsitsanis that is now played with major
changes compared to the way it was played in the original recording is Xwpicoue éva

de1Avo® [horisame éna dhilind = we broke up at nightfall]. Once again, the faster

2" HMV OGA 1395 - AO 2827, recorded on July 16, 1948.

% HMV OGA 1316 - AO 2786, recorded on February 9, 1948.

» HMV OGA 2567 - AO 5413, recorded on June 27, 1957.

¥ HMV OGA 1722 - AO 2995, recorded on November 30, 1950.
#! Columbia CG 2212 - DG 6626, recorded on December 9, 1946.
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tempo and the different chordal harmony employed are the most ‘ringing’ changes.
Other song examples with crucial changes are: Kafe Bpddv wévra Avmnuévi®® [Kathe
vradhi panda lipiméni = every night always sad]; To pruoyuévo omiti®® [to
rimaghméno spiti = the derelict house]; Ta xafovpdxio™ [ta kavourakia = the
monkey-wrenches]; Xor(i uracéc™® [hatzi baxés (name of a place)]; To yaorovx® [to
hastotki = the slap]; and Zvorve kot fAénwm Jl’égpoc37 [xipno ke vIépo sidhera = [ wake
up and see the prison’s bars].

Under discussion here are, more or less, the performance techniques and their
development, as the musical styles evolve. Apart from the characteristics of a
musicological nature that this evolution reveals, it also hides many socio-cultural
elements. How does music respond to the needs of the society? In the case of
rembétiko, laik6 and Tsitsanis, the accelerated tempo observed in many re-recordings
of older songs shows the importance of the dancing activity obtained within Greek
society, as it was evolving. Therefore, the establishment of large venues with live
laiké music (from around 1970s onwards) which were full of people who wanted to
entertain themselves (especially after 1974, when the colonels’ junta came to its end
and democracy was again established) compelled the bands to play the hasépiko
songs, for example, faster, in order to help the clients to dance to it. Moreover, a slow
tempo means a longer (in duration) song; a longer song means less songs performed
during the night and, thus, less wapayysliéc [parangeliés = special requests] from the
clients satisfied. Ultimately, all of these testify to the strong bonds between popular

music and society and that almost always evolve side by side.

Popular Music Studies in Greece: Laikology at its Birth
One of the most important results that this thesis aspires to lead to is to stir into action
all those involved in the educational system of Greece, and to underline the urgent

%2 Columbia CG 2739 - DG 7288, recorded on October 31, 1950.
¥ HMV OGA 1272 - AO 2764, recorded in October, 1947.

% Odeon GO 4641 - GA 7663, recorded on March 7, 1952.

% Columbia CG 2162 - DG 6598, recorded on June 15, 1946.

% HMV 7XGA 948 - 7PG 2911, recorded on March 11, 1961.

¥ parlophone GO 4690 - B. 74261-11, recorded on June 30, 1952.
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necessity of giving popular music studies the place they deserve. The flourishing of
popular music studies and, generally, the wider acceptance of the value of popular
culture within the educational system of Greece looks to be in a more than critical
situation, especially in this period of depression, crisis and injustice for the people of
the country. Laikology and rebetology should take its place in academia, for two main
reasons: 1) popular music studies have developed to a high level abroad, leaving
Greece far behind, and 2) by undertaking research on Greek popular music, one can
begin to understand the chain that connects far more musical cultures across the
world: for instance, Afro-Cuban, the Blues, Ottoman-Turkish, Greek rural traditional,
Hindi, Gypsy, Sephardic and so forth. Therefore, it is not only important for Greek
education, but also for the development of popular music studies globally.

However, one could wonder: ‘yes, but why not under rebetology? What is the
need for laikology’? It becomes clear through this thesis that there is a need for
separating Greek urban popular music into categories. The sub-styles that were
examined in this thesis are: the music of the cafés, the Piraeus bouzouki-based style
and the laiko style (1950s onwards, mainly under the influence of Tsitsanis’s post-war
work). However, as already mentioned in several cases within this thesis, the word
‘laikd’ is vague and cannot describe properly and holistically the musical style to
which it was applied. The problem, though, lies in this word’s meaning in Greek,
which is ‘of the people’ (ladg [lads = the people]). Therefore, what urban popular
musical style is not ‘of the people’, that is, is not laik6? To put it another way, today,
the music of the cafés (Smirnéiko), the Piraeus bouzouki-based (rembétiko), the post-
war song that has been labelled ‘laiko’, the Greek artistic style, the new wave and so
forth, are all laiko styles, that is, popular styles, because they are mainly meant for the
people (the lads). Therefore, the title that can perhaps describe best the field of Greek
popular music studies is ‘laikology” which, apparently, includes rebetology.

The urban popular musical styles in Greece are truly many. Conservatoires
and universities (and thus, the Greek state) should begin to invest in Greek popular
musicology (that is, laikology). Apart from the progress of the studies and research,
this will also lead to new labour positions, something which is examined below. The
recognition of laikology and generally of popular music studies in Greece should not
only be viewed as a matter of academia but of a more general educational and

political matter. Special programmes of studies that will exclusively concern popular
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styles are needed in all levels of education (public and private). The most critical act
that the Greek government should initially take, as already mentioned and examined
in Chapter 2, is the recognition of popular music studies (theories and instruments),
just as is the case with Western classical music which is one of the two main musical
styles that are taught in public and private education in Greece. The other recognized
field is Byzantine music. Why, then, such a delay towards the recognition of laiké
music? Moreover, as analyzed in Chapter 2, why do the two ministries responsible for
such matters not come to an understanding and jointly recognize popular music
studies?®® After all, it is at least undemocratic not to treat all musical styles the same
way, within an educational system. The equal treatment of all musical styles (that is,
to be available for studies at all educational levels) shows respect towards them and
the culture they enclose; it also denotes a high level of civilization and progress of a
modern state. The persistence towards a restricted number of musical styles, such as
the case of the Greek state and its persistence towards classical and Byzantine music,
shows a rather conservative spirit. After all, the lack of equal options and
opportunities in education shows, unfortunately, a lack of democratic spirit.

The Labour Market

If one examines the whole issue from another point of view, it will be ascertained
that, today in Greece, the labour market for musicians is extremely limited. The once,
more or less, good jobs at venues with live music (that is, membership of a band on
music stands) has now been transformed into a nightmare, due to Greece’s economic
crisis: people do not have money to spend on entertainment and thus, venues do not
have clients; therefore, they do not need musicians. At this point, | should mention an
anecdote from my personal experience: | was working as a rembétiko-laiko pianist in
the 2004-2005 season, at a live music stage in the city of Thessaloniki. The venue was
opened five days a week and, therefore, the musicians (including myself) went to
work five times per week. In 2006-2007, the venue was opened only three days
(actually nights) during the week. My fellow musicians with whom I have been
working with told me (because | was in the United Kingdom for my studies) that in

% As mentioned in Chapter 2, the Ministry of Education (that is, academia) recognizes popular music,

whereas the Ministry of Culture (that is, conservatoires) does not.
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the 2010-2011, they used to go to work only two days a week. The same (that is, two
days a week) is true of the 2011-2012 season — not to mention the simultaneous
reduction in the day-wage. To put it another way, in merely five years, the days per
week that an average professional musician works have been reduced from five to two
days, along with their earnings. On the other hand (and obviously this is true of every
profession), taxes, goods and generally the cost of living have gone up.

Continuing with the situation within the labour market of musicians in Greece,
it is the same economic situation that made people stop sending their children to
conservatoires (which are the primary educational establishments in order for them to
learn music in Greece). Therefore, conservatoires have reduced the number of
employed music teachers, due to the reduction in the number of students.
Consequently, another job option for musicians has also turned out to be non
profitable. A third job option for musicians is the position of music teacher in public
schools. There are two problems, though: first of all, music (as a class) is not
mandatory in all schools and in those that it is mandatory, the regulations of the
Ministry of Education order one class hour per week. Therefore, the job positions in
public schools are limited, considering the number of available musicians. Secondly,
the aftermath of the economic crisis and the loans from the International Monetary
Fund (IMF) have caused a dramatic reduction in wages of almost every social
stratum, including teachers in public schools. The following table (Table 8.2) shows

the wages of the teachers at public schools.*

% Whether music as a class is compulsory or not depends on the number of students of the school.

“0 Information has been taken from the Teacher’s Union of Greece (DOE) <www.doe.gr>.
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Employment years Mainwage  Compulsory Wage without deductions
(in Euros) deductions  (in Euros)

1 985 346 639
2 1,092 379 713
3-4 1,201 378 823
5-6 1,225 389 836
7-8 1,250 399 851
9-10 1,381 424 957
11-12 1,409 436 973
13-14 1,437 448 989
15-16 1,588 485 1,103
17-18 1,620 498 1,122
19-20 1,652 511 1,141

Table 8.2: The wages of teachers at public schools in Greece

According to the above, the job of a professional musician is now in the heart
of the crisis and in one of its worst periods. The field of popular music studies is so
big (especially in countries like Greece) that it can open new horizons in the labour
market of musicians. The official recognition by the state of popular music can top up
conservatoires’ number of students, for there are many children that desire to study
popular instruments but be able to obtain a degree recognized by the state. Moreover,
the creation of research programmes on popular music (something that it is promoted
and economically supported by the European Union but, paradoxically, does not work
in Greece) can create new jobs — popular music researchers. If one takes additionally
into consideration several contiguous fields, whose bonds are closely knit with
popular music, such as the construction of popular instruments and sound
engineering, one will understand that popular music studies is nothing else but a
viable field; a field that can open the road to more and new opportunities in the labour

market of musicians.

What Comes Next
Along with the end of this research project, a great desire of mine was also fulfilled.
This was the introduction into academia of one of the most popular, beloved and key

figures of Greek urban popular song, Baciins Towroavng [Vasilis Tsitsanis].
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Moreover, part of the same desire was to develop in-depth understanding of as many
elements connected to rembétiko and laiko (and thus, to Tsitsanis) as possible. Under
discussion here are either historio-cultural or musicological elements. What | have
been performing on the music stands since my youth — a rather detached participation
— has now been turned into a more holistic participation. To put it simply, it is far
more essential (at least to me) to know why (how it theoretically works) the fourth
degree minor chord of a Minor mode (in Greek popular music) occasionally becomes
major, than to just know (by memory) that at specific points the minor becomes
major.

However, at its beginning (and even more now, in the end), | did not consider
this project to be the ultimate level either of my studies, or of my general ambitions. I
found research on Greek popular music fascinating, for there are countless issues that
can provoke the interest of someone who tries to examine and analyze this unlimited
subject. Therefore, this thesis has contributed in giving birth to new ambitions and
aspirations regarding my future. There are some key sub-subjects of vital importance,
as far as the development of the field studies is concerned. For instance, this research
project has given birth (in my mind) to some highly critical possible subjects for
future postdoctoral research: these subjects range from projects similar to mine (for
example, an analysis of other key figures such as Markos Vamvakaris) to more
complex and multifaceted projects, such as the thorough analysis of the laikized Afro-
Cuban Latin rhythms found in laiké music. The subject for future research that
fascinates me more than perhaps any other is the relationship between Greek laikod
music and Hindi popular music; and even more specialized, the examination of the
connection between the Greek dhromi and the Hindi ragas, on the one hand, and the
connection between the Greek laik6 rhythms and Hindi popular rhythms, especially
those found in movies played in Greece from 1960 onwards, on the other (see Chapter
2).

Nevertheless, there are dozens of possible future projects that can be (and
according to what was described in this chapter regarding popular music studies in
Greece, should be) carried out: how were the elements from the Blues style
assimilated in Greek laiké music? Does Tsitsanis’s kandadha song style hide more
information regarding the cultural relationship between Greece and Italy? How can

the Greek popular singing technique sound so similar to the Turkish technique but at
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the same time have many differences? What is the historical connection among
Byzantine ihi, Turkish makams, Hindi ragas and Greek dhromi? In what way did the
Sephardic musical culture affect the cultures with which it has reacted and in what
way was it assimilated by them? What is the real import of the Gypsy culture in
Europe and especially in the Balkans and Mediterranean region? What was the true
role that it played and continues to play?

At this point, apart from the aforementioned possible subjects for future
research, | should also mention the fact that there still is a huge amount of unexploited
material concerning Vasilis Tsitsanis and (part of this material) rembétiko and laiko in
general. This information has been gathered during the four years of my research. The
two basic reasons for not including these data in my thesis were time pressure —
therefore much of this material could not be handled within the time given, and the
fact that, in many cases, | was not able to obtain complete information about some
particular types of data. For example, Kostas Tsitsanis decided to give me the entire
archive of the family. Before that, he had just given me part of it, such as the payment
receipts of his father. Some small-scale projects that I desire to accomplish in the near
future are the digitalization of this archive which, apart from the receipts, includes
hundreds of rare photographs, handwritten notes and lyrics by Tsitsanis, contracts
with recording companies, correspondence and so forth. As regards the digitalization
of the payment receipts, | should mention that this has almost been accomplished, for
| began to work on it a year ago. The digitalization of such types of archives is of vital
import for the foundations of popular music studies in Greece, and therefore, it is one
of my most basic aims for the future.

All of the above, and especially the relationships and connections amongst
countries and cultures, are some of the most foundational characteristics and aims of
popular music studies, at least to me. To put it another way, and perhaps a little
simply and child like, the same moment that there is political turmoil between Greece
and Turkey, a Greek musician can sit at the same table with a Turkish musician, and
without each knowing the language of the other, can ‘communicate’, using the
language of music, having nothing to separate, at all. Music and culture, nevertheless,
show that there can be no borders in civilization and progress, and that humanity can

continue to evolve without politics, but not without art, especially in one of its purest
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and oldest forms: popular art. After all, as a graffiti street-saying that | read puts it:

‘borders are scratches on the body of Earth’.
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