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Abstract

There is a clear and abundant enicieto suggestthata s 2 | i s (19151084)s 8§ ni s

wasa well known songwriter, bouzoukirtuoso, lyricist and singer both in Greece

and abroad. The evaluation of his work reveals thaéimainsa key figure in the
history of Greekpoputa musi c. Vas?2lis Tsits8nis as mus
innovator, his musical roots me mb @®eing kamsformed through his creative

effortis said to havéed to the development and establishment of the mddern k -

style. An analtyss8insi sofs \taosnicdesrisdectesieal r ec or di ng
aspects of his unique contribution as both penty and composer. However, the

analysisalso reveathe development of a style that was to have a major impact on

the history of Greek popular music. Stua ng Tsi t s8ni s' s work in t
broader social and political developments in Greece, this thesis is the-tegitin

analysis of Tsits8nis's musical style with
recordings, from 1936 to 1983. Researchenthr e cor di ng career of Va
not only reveals information regarding his own music, which itselfimportant

alonegiventhe contribution he isaidtohave madey r emb ®t i ko schol ar s
sheds light oomore generaksues regardinthe Greek popular style that have been
previouslyneglected.
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Notes on Transliteration

Although I used the transliteration system suggested istytee sheeof the jounal of

theModern Greek Studies Associati@SGS) | have made some changes owing

to the fact that | located some transliteration problems in this particular style which

are eyplained herel should underline that the point of my transliteration is the

pronunciation and not the orthography/sipgllof the words, something that seems to

be mpossible for any language. However, we can succeed in being as close to a

worddéds pronunciation in its original | angu.
using correctly the available alphabet of the lagguato which it is being

transliterated, or by figuring out new ways, like the usage of the accent and by
combining some lterss A compari son between JMSGSO® tran:

mine follows (Table i).?

! See http://mgsa.org/ for thdodern Greek Studs Associatiomnd http://mgsa.org/pdfs/jmgsstyl.pdf
p. 11 for the transliteration rules.

Table i contains only the differences between JMSG
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Greek English letter Examples TW.TB.T.G.? English letter
letter (as in the IMGS) (as in this thesis)
i, 9]|G,g(beforeaouand| g§ mos, meg ooYeadYakdooa|Ghgh
cononants)
Y,y (before i,e) vynete, y®oo3UUUS, oyy
@, u|Dd d - mos, p-/30yheed, ~ f3|Dhdd
i G| Ch, ch(if phoneme has| sc ho | 2 o, S IVERC] a?ﬁba;m U H, h
long been known in
English this way and
after s)
H, h (otherwise) &@o, h8no |[¥y6¥Y, 6Y¥Y37Y
g6, Nk, nk (beforea,o,u |[s nkarit2r|0gsaU} dBedd Ul Nh, nh
and conenants)
Ba, Oi, oi &thr opoi, 9¥Yd} ¥ es, U%]|Li
to2hos
', B, b (initially) bel §s, b-rle Ua¥Yd, ¢ f}|B,b(initallyand
sometimes redially
as well, depeting on
the pronuncition of
the word?)
mb (medially) koumb2, kaaege aysUUsg"
| 9, Ai, ai kai, a2 ma |aUs, PUacU E, e
Tablei:Compari son between JMGS6 transliteration system

3 Transliterated word transliterated back to Greek. If the transliteration is correcté¢henginat
Greek word should come up again.

*The words in Greek Y camdf Uo Yoaa d

°I hereafter suggest the I|o%twhicbombundsi bhkéghbef 6
word o6yesterdaybd.

® This one could possibly work. For exampleh e wor d Wlyesded dlagtht er in the be
sounds bi kettbhbe 6f the Greek alphabet.

l' hereafter suggest the |U6twbicbombundsi bhkédhbef o
0t hi sd.

81 f it is to wrdha=snpéresklettershtteen thaowodldbé® e Fhe correct

pronunciation of the Greek worll ¢ 6 guSingdhe Roman alphabetsish 0.1 2 o

® Again, here, the word in Greekisg 2 ¢ U} ahd¥eojcss@he combaénias i somef hibng

close to® @but noté 8 .

10 As stated above, the real matter here is the right pronunciation and not the orthography of the word.
Therefore, there is no need to O6i mitatediont he Greek
ofe®® si mpl y b ecatonwoeld ke the sapea. o n u

M Taking for instance the word © Ue (sgelsthg i s bab ®s a ©deoncGOBIBEOGAK - f i | 2 |

7416) we note that the pronunciation in Greek does not include a eexiblededed . Thi s i s

relational, of course, becausetfet t eirncdbubdes an 6mdéd in its sound.

125een. 10
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Tsits8nis EI ecccessoni ¢ Database A

A demonstratiomndanalysisof the database can be foustdhe end of Chapter 1.

The Uniform Resource ocat or ( URL) of the Tsi})s8nis EI
is: <www.tsitsanisdatabase.com.he information for loggingn tothe database

afterclickngon t he OENTER TSI Ti8 @plitaBon:DsAsdasB A S E 6
database; user namexaminer password: 12345. After the lag page, one has to

click on the upper |l eft on the wthis,d o6t abl e
the general tablef the songs appeamghere are two possible actions: click on the

eyebutton on the left of each song in order to view information on the song, or press

the O0search/ fil t eattbe contrdop ofthe tablbinaorderté s | ocat e
apply a filter.Finally, it shouldbene nt i oned t hsavordléngteis dat abased
approximately 8,000 words.
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Chapter 1
Aims of This Thesis

Tsitsanis |ives oné
The creation of inthhee Tcsiittys onfi sTrMksaduam t he p
Music Academy Charles Gross ingifce in 1985, the firstpathe | | eni ¢ Tsi t s8ni

conference, the book and homonym theatrica
George Dalaras in the famous cthauweaft hall
the instrumentalsorgy @ c'pa®pUmi "- new minor] in the W

movie Mighty Aphroditg(1995)and the foundation of the Cultural Music Society

oVas?2l|lis Tsits8nisd are events that verify
Vas?2lis Tsité&e&nisaos wobak, i andststill consi
enthusiasts, academics and the people to be a national treasure. In the opinion of
academics, Vas?2lis Tsits8nis made a fundam
Greek popular musitMoreover, he feates in scholarly accounts of the

development of Greek music, namely the creationbfe new | ai k- styl e |
popul ar] out o f The éavielenceltodsepport suehra lol@uich kvidl .

be examined and tested further in this thesig, besough in the following:1)
Tsits8nisbs | arge recorded output (more th
recording career (1936983)? 2) Evidence shows that he was well respected by his

colleagues. Throughout his long career h@perated with somef the most

significant popular singers and musiciarigiis timemany of whom (as evidence

showy became known after B)ccordingtothgchat song by
saleghat were kindly granted from his family, as well as other sousces as

contemporary CD alburoollections, the popularity and the sales of his songs were

significant Figurel.1, Figurel.2 andFigurel.3 represent pages frogelectecchart

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

2 See for example: Conway Morris 1980: 83; Maril@90: 134; Pennand®99: 256, n. 7;

Kallimopoulou 200926; Holst 2006: 14 and 66.

®Regarding the two genres (remb®ti(109:187:;d | ai k-) see
Penranen(1999). Both styles are examined later on in this chapter.

* According to aratherroughesar ch | di d, based mostly on the archi

Tsits8nisds recording output is one of the | arger i



sales fron 1940, 1967 and 1978 respectively.

VLo "bOLUMBIA é APHOPHONE Co. OF GREECE L73®ATHENS

o " Record Shlpments From ... e R R

o B0 e S 24 NS, ¢ 1, s e
Copyright Owner:  V,PSITSANIS A/C No. B3I Signed..

: SHIPMENTS TO: %
RECORD No THT LB & ! P e e K

i & _ GREECE uvrrqm' 7 w

DG. 6440 Archont:l.ssa B o 26.

gamoa tou tsitsani /j;

»

6511 ..... 301'71!{0‘ 3 _s““ Foo v s 21> it Mokl S
0 fsitsunis ste” zoﬁ’gTﬁ' X o SIS

T

e

6547 | !i’afta ta 1 navra hatia sou | 484,
. ‘Fina tha tin pername 484

e

| e s v e
e 3.45 = 20,70 7 o B0
TL.Tee= 1.7k

Figure 1.1: Chartsalesof Vas?2 | i(1940)Tsi t s8ni s



TR
- ANONYMOI EAAKNIKH OQNOTPAOIKH ETAIPEIA “KOAOYMNIA,, =g
‘EEaywyal Alokwv &nd LENTEMBPION 1966 HEXP! ®EEPOYAPION 196.7
HMV
AIKQIOUXOG ZUVDETITOV SIKQUWPATWY : B.TZITZANHZ Mdpxag Ni
 gr—— ¥ EEATET RN EVE -
. E= B
Alokou HPINCOE, EAAAAL KA, - KANAAA AOIRAL XQPAI
"Ex petagopic 6078 100
TEGG2570 METAAEZ ENITYXIEL TOY TLITEANH | - 1484 5
ANTIAAAOYNE TA BOYNAS/IEDTOYN
THI BPOXHE Ol STAAEL/MHN ANEANIL
ZEZAI /TIATI ME EYNNHIEL [PQY 1484 5
* |T1 ZE MEAEI EZENA XI AN TYPNQ/TPI¥A-
AT'TH TEZAXIINA 1484 5
2585 |XAZANIKA 903 15
" IYPNa HONOZ/ITN KarmMraka| 903 15
MIA BPAAIA . 903 15
| 50%_TOURIST ‘13239 160 /
TEGGI2504 NEO MINOPE 24v
{ E=======
IYNOAON
: /9454 @ 0,975=apx. 9.217,70
‘ 559 @ 0,73I3=" 408,80 -
1268 @ 0,78 =» 989.~
23 @ 0,6338=" 14,60
150 @ 0,48¥s5." 340
- I75 @ 0,975=» 170,60
75 @ 0,78 = » 58,50
50 2 0,4875=" 24,40 _
100 @ 0,6825=" 68,30~
13239 @ 0,02875* 10.97I,80
1484 ® 0,62I56=" 922,40
| 903 @ 0,4I43 =» 374,10
| 24 @ 0,4143 =» T0ie
: 160 @ 0,82875=" _ 132,60
5 ® 0,62I56 = 3,10
i I5 @ 0,4143 =0 _____ 6,20 _|
’;\ . __gz% :ﬂs!!ftl@:
rEcuasas MAAHQIE TO TAKAKT MOY 903J 15 ¥
\ .éZ:.i {
VEGGZS?B OMOP®H OELZAAONIKH/TO TKAAQMATI 1484 51
: ======

Figure 1.2:

Chartsalesof Vasz2 | i(1867)Tsi t s8ni s



Q
¥
Figure 1.3: Chartsalesof Vas?2 | i(1978)Tsi t s8ni s
Vas?2 | i s songdotmp&trofithe dose repertoire of Greek popular musine

only has to listen to the output to realise thatwork bridges both rem®t i k o
I ai k- sittislhireesl tha hedntributel in fundamental ways to the
development of both genres. Moreover, of vital importdacéhis thesisare the
changes in his approach to songwritinghich can be heard as his recordings

progresi because, as evidenftgther suggesiother songwriterbegin tofollow

and



this new style.

Based on the above, key issues and questions arise, given the potentially
fundamentalandfar eachi ng si gni ficance of Vas?2lis T
qguantty and claimed importance of his recorded output, it is surprisingly scattered
and understudied. Aim depthanalysis of his musical works and compositional style
has not been conducted. Furthermore, a thol
Tsi t s 8§ nmdings@vih rafeeence to wider, musical, social and cultural
developments is absent from the literatUiteere will be some attempt to address the
wider significance of his work in this thesknally, various important and potentially
far-reaching claimsbout his work have yet tee fully examined and verifieguch as
the develpment of the chordal harmonyhe 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 selweays, and makes its
original contribution by offering a study
it is argued, provides a key to the unlocking of a number of musical, historical and
sociccul tur al i ssues pert davelopmegtoftGeeekTsi t s8ni s 0
popular music. In attempting to do just that, this thesis represents the first academic
study to collate and synthesize a great de
his career in the context of the development of Greeklpopwsic. It provides an
analysis of his compositional technique from every period in his recording &areer,
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
Vas?2lis Tsits8nis recordings; and 2) to tr.
throughout his career (charting structural, instrumental, textural, timbral, rhythmic,
harmonic ad modalchanges). Through these analyses the identification of the
elements that determine and identiig development of hisiusical style will
becomeeasier and clearer. Finally, the identification of any major changes in his
musical stylgwith 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 ter nhadrcnhoonrydéa lhas beenl93aken from Pennanen
®Ther ecording periods of Tsits&nis recording career,

are examined further below in Tsits8nis Electronic



genre. The key research question is: if significant musical changes can be identified in
VasqTbi §s8nisdés recordings, do they represe
the transitiof r om r e mb ®thatik® ¢ @i d abk -,emb®t i ko enth
embodied by his work?

The entire thesis jsherefore built upon someritical research questions that
have wide significance for the study of Greek popular music. Through a thorough
consideration of the material collected | will provide a critical assessment of the
evidence in order to provide a better understandingrapéx and longstanding
issueghat have been troubling musicians and musicologists in Greece and elsewhere.
Someof the key questionsheege i s Tsi ts8nisds music in a
own? What does an anal ysi thebmdndafiesoft s8ni so6s
remb®ti ko and the newer | ai k- style? What .
Tsits8nis used the Greek popular modes and
Was he the one who did the arrangemenht! of his songs? What are the crucia
diff erences between Tsits8nisosWwmmethse and r e
main el ements which form the new musi cal S
started by himas identified in his work The norexistence of answers to such
guestiongoints out tahe dearth of scholarly research on Greek popular music,

something which isxamined later on.

Rationale and M ethodology
Despite the complex interdisciplinarity nature of the research demanded by the
subject matter, it is impossible to covefrom every perspective. However, theories
and ideas from several disciplines are used occasionally when and where the demand
for the contributiorfor a clearer and moreholistic understanding arises. Within the
field of popular musicologysee Scot2009) or of the musicology of popular music
(see Moore2007), discographical research and musical analysis provide the main
means of examination of the evidenSec o a h d s Md@rogpdud ar musi col og
exempifies the interdisciplinary trends in music studies.
Ever since | realized that there was a lack of complete, detailed and
trustworthy discographical research on Vas:
that | should devote a large part of thisjpct 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 orichtihe entire thesis could be bdila

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.

The negligence towards some critical musicalisss of r emb®t i ko
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 perspectives{oalianalysis). 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 noeawaor they were not
able to locat€.0On the other hand, it examines, for the first time in detathe

context of Tuwdamentdl musgkdogicaWssuess such as the Greek

and

popular modeand rhythms. The backbone of thiojectisthelst s 8ni s EIl ectr oni

DatabasgT.E.D). In this database, all the data gathered durintptireyears of

resarch are available. Finally, thikesis deals only with the first recordings made by

Tsits8nis. This memaedswicédreaverntee tinmeg, aswellaat he

contemporary recordings made by other artists, are not inglndider in the
statistical tables nor in the text body of the thesis. However, if someone examines the

T.E.D, they caralso find details omontemporaryecordings of a song.

Aut h oackgeund

A significant characteristic of this thesis is the employment of terms from both the
field of popular musicologgnd thevernacular termemployed by Greek musicians

on the music starsd My personal experience has been crucial in setting the scene for

this investigation. | have been listeg to this musicastyle since | was eiglyears

" For instance, accurate recording dates are a critical piece of information, ipottanly to the
discographical analysis, but to the musical analysis as well.

® The vitality of source criticism is also discussed in Pennwren t hesi s (1999: 16) .
° See Chapter 3 for comments on these historical documents and gemgaitling the sources used

in this project.

r



old and played and s ansgngwhen lfwasrtvwelv&Sincee mb ®t i k o
1999(17 years al), | have beenwéingasa e mb @taiikko pi ani st and si
playing and also studying these musical styles.

In Greece, a considerable part of the population, alongsahymusicians
who are involved i n pl ayYi ofogls ok midertiskdo and
[ pat'®srtiragngly believe that ledlifjkf-a-sst yd et hheas
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 acaddriss.
approachor common beliefs, of course, problematfé.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 reput@tion an
respect that Tsits8nis stildl has i n Greece
national treasure, an intangible cultural asset, and in a time of ecotawrnturn
such nostalgic icons take on ever greater significance as people look bdck to
they may believéo be better timegone 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 populaomusi
Greecehut there is no need to prise the evidence out of the hands of fans and
admirers. That is why a broader contextual
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 sigriicance of the subject matter.

Returning to the significance of the experience for me so far, | should add that
| was a student who reached icMapdayirgr 6 s | ev el
remb®ti ko and | ai k- songs rtoébtainadgreetim t hi s,

classical pianavhile | was playingthe e mb &@taiikko pi ano i n venues.

VY ¥ o ibgular’ ¥ a)eré U U Ygingular: U U)¥ masic stands. Regarding the music stands in

Greece see also Tragaki 2007: 200.

M Interestingly connected to this is the point raised by Peter Manuéid o es popul ar music ri
peplewhocmst i tute its audience, or is it superimposed
2 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 ByzaBtiokesiastic chanting

in the Lhiversityof Macedotr in Greeceand at the same period working as a
remb®taiikko singer. The fact that | am an ac
in my portfolioand four discographical works something that could be considered
extremely hegiful in analyzingtheea mposi ti onal style of Tsitsg§
remb®ti ko and | aik-. The combination of st
styles can grant researchers the tools they need in order to not only try to understand

and examine the styles more easily, bsb &0 explain the fidings of their research to

their readers as clearly as possible. The fact that an activeiamusf the genre (that

is, myself) undertakes an academic research on the subject shows that a strong and old

trait of Greek societyreachéest s end. d&hiono6dbeltlwakkromr practic
(music standind 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 evefigiaéaspect

of both Taking advantagef the knowledge that can be obtained onrthe mb ®t i k o

|l ai k- music stands can solve many probl ems
confront with more difficulty. After all,

greatest assets)y memory, asescribed by Tenzer:

Musicians in many cultures preserve complex musical structures in
their minds without notation as a regace and think theoretically
or analytically about them. Analysis is made possible by musical

memory (Tenzer 200@).:

Such memories are both of the mind and of the body. For example, in the motor

movements touch and feel of bouzopkrformanced_earning to perforg as

described by JohBaily (2001), is a fundamental research technique in

ethnomwsicology and, | would argue, can be considered a fundamental research
technique when appr oachilshgpuldtieeforsyor k of Vas:
mention how studying the bmouki and the accordionere beneficiafor the

purposes oftte project. Along with the piarend simging, that | was already familiar

with, | was able tairectly engage with he per f or mance techniques

Bgeealso Lilliestams article regarding the role of memory in
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main instrument$? It has become cle&o me thathrough my research that

knowledgeof the basic instruments of a style can bring a popular musicologist closer

to the stylebs totality, from the inside o
Evidence clearly suggests that remb®ti k

musical contexts for Ts itrdatngnbdcaugestwasusi ¢, de:

mostly he that drew the boundaries and the

[popular]music!® Moreover this isa syncretianusical style which perhaps, and as

evidence sggests, is the very first nationalr ban musi cal O6productdé o

which®according to Peter Manyel 6 has one of the most disti

popul ar musics of any European countryo (1

happened@ttomanTurkishmakans, Greekparadhosiag [rural-traditional] Afro-

Cubanrhythms[Latin America} Western harmony ana $orth) is of major

importanceor Greek popular musicology.lt is excitingformet hat Tsi ts&8ni sods

music is still played and enjoyed in Greece, but disappointing that nblasdy

researched his musdilsoroughlyat an aedemic level. What academic research there

i's on remb®ti ko cl| e adigatynniust becongsingraat es t hat

significant findings in relation to musical (for example, mix of Eastern modes with

Westen harmony), historicathe establishmendf the dictatorships), social (the

acceptance of the previously neglected rem

Met a x 8 s 0 s) andecosomic (thé deyelopment of the role of theiomns,

from the previously pogpeopleinto professionals) nters have emerged.

The Educational System in Greece
Thebi k- style is not taught i n conservatoir

extremely widespread, while in other countriesydapstyles are part of the

14 A similar method was also used by Pennathering his research (1999: 5.

15 Although the correct phrase would 8el yeageg O[sleaei k2 music] | only wuse the
word, that is, laik-, in order to prevent confusion
¥This 6cultural vacillationd bet wekan tEhessi andl NeB).

" Several facts and ents concerning the syncretiature and the acculiation in Greek urban popular

music are mentioned and analyzed as the thesis develops.
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educational systems, being also extremely popular with stutfelsrt from the
political issues, that is, the fact that the government does not decide to introduce
programmes of popular music studies, lack of research igéisem for the negligence
of popular musicThis situation is beginning to chandrit still needs to take many
further steps in order to reach a stand&uaivalent to elsewhere (England and
Finland for examplg, that is, resolve some flems of the passuch as terminology,
and go on intaleeperesearch of the style. An examénd at the same time the best
proof) of this negligence of populanusicstudies inGreecds that the memorandum
of the State Caservatoire in Greece (on which all the otherrcs er vat oi r es 6
memoranda and teaching systems, state or private, are based) does not include the
teaching ol a imkisic style (its instruments, singing, theory, and so forth) alongside
the other Greek popular styles (ruoalurban) such assreek rock, Greek artistic
@®nt ¢ phapoadh@sltradkigalland so forthA passage, which can be
found on the official web site of the State Conservatory of Thessaloniki
(www. odi okrat.gr), follows: O6LOBL,s|I ative d
Parliamentary decree of 1957 published in the Official Journal of the Greek
Government (229/211-1957), define, until this day, the framework of the musical
education n o ur *Buat change isctearly possible within the Geaksical
education system with the T.E.I. in Epirus [Meological Education Institute of
Epirus]withits6 Depar t ment of Popul ar wasaeadtedinr adi t i on
20002001.
Bearing in mind the previous points, | will refer to some data celtefrtbm
the National Documentation Centre (www.ekt.gr) regardiogtoral thesebkeld at
GreekUnv er si ties. Four entries have been foun
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
Omusi cd have be e perdemoitheth werdvheld an Byzdngne 50
music at one of the two academic schools in Gréateens and ThessalonikiJhis

proportion alone givesseto many qusdtions, such as why this musical style merits

18 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.
¥ 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 veryimgoant musi cal fi gures, Ni |
and Man-Ilis Kalom2ris, whose music is base
wordd a ddoes not return even angle result, revals 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
recagnize popular music (theory, instrumeatsd so forth, something that is not in
effect today. | will describe a situatiavhich reflects the gravity of the whole matter.
Academic educatiois part of thgpurviewof the Ministry of Education, while music
edu@tion in conservatoires (private and state) is part of the Ministry of Culture. In
1988, he Greek gvernment introduced Public Musicl®ols, secatary and high
schools”® Today, music schools offer an alternative to pupils who do not desire to
follow the programme of studies of the general sdapnand high school and prefer
to have in their dailyscidleu | e as many &émusical & hours as
of studies of public music schools includes thehearof Greek popular music,
Greek traditional music, Byzantimeusic and Western classical music. Both
Byzantine music and classil music are part of the officialggramme of study of
both public and private educatidn.other wordsboth the Ministry of Eduation and
the Ministry of Culture (that is, both the universities and the conservatdipesvide
official recognizediegees 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 bouzoulkdt the University of Macedonia in Thessaloniki, they will obtain
an officialrecognizediegree. On the other hand, if someone studies the bouzouki at a
conservatoirethey will not be able to do so (obtain a recognized detpexguse the

Ministry of Culture has not yet recognized popular and traditional nansigts

instruments
2 |n Greece, public educatiasdivided as follows: six yearsind € s [Udlifhmot i k- = pri mary
school]; three yearsime 3 Yfighi mn§si o = secondai glUlsshioo!l 3 ;hitgh ee

school]. Although the law passed in 1988, the music schools became popular almost tefieye &
more details in terms of these schools see Kallimopoulou 200943.35

211t should be mentioned that all the universities in Greece are state.
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Consequently, the gority of the music teachers at music schools havemne
obtained an official degree. That éxcept for those who have studitdan academic
level who form approximately a J&&r centif not less, of the teachers of traditional
and popular music. Accordingly, in what way does the gowent appoint the
remaining90 per cenbf the teachers? The answer is simple, yet very bizahe fact
that the legislative decree, mentioned above, does not cover popular and traditional
music does not mean that private conservatoires do not offer such studieseo
they cannot provide the student with a degree recognized by the Mini§tojtafe.
The government asks for a signed statement from the private consenwéieiee
someone has either workedor studied popular and/or tididnal music. The
candidate, by bringing this statement, is appointed to music tefachmiblic music
schoolsasarlle ~ Uo ) @ty é 3 o ®hW@@smuitr Js(d 3®A ni )
experiencedpractisedt+ art, knack], as the law names these candidates

Outline of This Thesis
The thesis has been organized in the following Wzhapter 2 examines the
development oftsdies in popular musicologgnd rebetalgy.? These studies have
helped shape my own approach hemd it is crucial to establish thisundational
theoretical orientation and disciplinary framewoBy referring to several schek
(both in Greece and abroad), this chapter points out what has been done, and what has
to be done with regard tbe study of popular musino Greece.

Chapter 3 deals with historical recordings and many of tspecss. It reflects
on the wellintentioned interest but also sometimes problematic interpretations found
in numerous published works by Greek aficionaalod the problem around the
sources in Greece. On the other hand, Wangnation of the role of the recording
technologyand 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 papmodes, which is one of the
biggest problems in rebetological field studiasd central to understanding the basis

ZAl though | write remb®tiko, | choose to write rebe

translteration) because this is the way that the term has been established within academic circles.
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of Vasz?2lis Tsit s.Sineseyartcdamghaptergpieitoshedlight st y 1 e
on this issue by explaining the modes as weliyasffering an indepth analysis in
order to help in the continuation of the research in the future. The explanation of the
modes as wel | as thes oompar fTerkgmmakamh ht heei r
system but also, in turn, in Byzdine and Ancient Greek modal systelssalso a
vital part of these chapters. Chapters 4 apdovide anexamination and anggis of
t he har moni zat i gwhatisrcalldlshordakhegnmonysThesanadysian g s
shows the developmefound in Greek popular music in general, which is owing, on
the one hand, to the fact that the foundationsdfa y 6 s har moni zati on st :
set, to a great extent, by Tsits8nis and h
same musician®ok part in the recordings of other songwriters, too.

Chapters6and 7deal addi ti onally, with the Greek
similarly to the precedinghaptersconstitute another major problem in rebetology.
Due to limited academic research, the mimgtortant source is the oral traditiosed
by the nusicians. The nomenclature that this tradition uses is often problematic and
therefore it causes confusiddhapters 6 and 7 present and anagjzthe rhythms
f ound i nsrepetoire. 8\8usimgshdthmic patterns which have loeeated
for the purposes of thigroject, theechaptes aspirego clarify the two most serious
problems around the rhythms: | suggest ez nomenclature and show (with the
help of the rhythmic @tterns) ways of interpreting them.

In Chapter 8 provide my conclusions. This includas evaluation of
evidence and findingdrawn from the chapters before. To all intents ampqses,
this chapter examines the relationlbé ~ ) 93 [pOspbUeéne WEBYt o met §
and after] and the éjourneyd of remb®ti ko -
Tsi t s §niuon. # exanonesthe role and impact of his music, then and today.
Furthermore, great part of the filahapteris devoted to the importance of the
continuation of the research on Greek popular musiap@h 8deals with the
distressing fact of the basic level of the research in the field, especially within Greek
bordersVas 37 bi §s8ni s oryimpodantipartofi s ma®taiekko musi c,
but, a part, after all. The4depth 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 clpter.
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Biographical, Historical and Cultural Background

dUGaadd EVadAlviss dTsits8&nis] was born in the
central Greece near to the city of Larissa, on 18 January 1915. He had a very basic

muscal educationbut nevertheless, this waemething rather rare for the musicians

whower e i nvolved i n r e mbsiatjwhite quitdygungghe Evi den
learnt to play the nralolin and after a few years the violin as wélinost of the time

he played traitional/ruralsongs of the region of his hometown. He started playing the
bouzoukiwhen he was about 11 years old, and despite the fact that bouzouki was not

a popular instrument at thistime,c cor di ng t o amehmbsehd ko schol a
loved it more than any othét At this point, it should be mentioned that the region of

Tr2kal a i s armsaiitsquitueal dispositenrhe fagt thdt the region

has producechany of Gr eeceds gicigssssomsthingofgreat ci ans a
import Apart from Tsits8nils9 9 0Ap,- sitmi mitso sKrakl s h &
(19221999), Ghi - r§hosd BamobhadNWN&svos (1926) we
Tr 2 kbenlea.mi ght as khyhabthis particalar tegiom givéirtidtavso

much urban cultu@® Written and oral sources indicate that the regionamas

importanteconomical centre (from as long ago as th& ¢&ntury) and used to gather

roving musicians from every corner of the Ottomanpite, as well as from Europe

t002° One shoulchot underestimate the location of the city, either, which is in the

very middle of the Greek peninsuRidurel.4).

#®See Alex2o0u 2001 and 2003.

#|n fact the bouzoukivas considered to be an instrument connected with the people of the

undeworld, 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.
®N®arhos Gheorghi §dhis examines the aforementioned

information is alsoprovidd by The:-fil os Anastas2ou (2010).
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¥
Figure 1.4: Map of Greece and thecityofT r 2 k al a

Tsits8nis travelled in 1936 from Trikal
University of Athens. Oral evidence (from his son and from some Greek séfolars
supports the theory that he abandoned his studies quite early because of the
dictatoship (1936 1941) andNorld War 2 when Greece was under German
occution (19417 1944)? The major events that happened in his life can be found
in Appendix A,entitleddT s i t s 8 ni s Ch r @Thiwillustrgtipn isodésigied e nt s
to be used as a cowrpion throughout the entire thesis. It shows all the important facts
thathappeneddung Tsits8nisbébs recording career. T

I have engaged in interviews with K-stas Tsits8&nis

fact, very soon, we became friends and | visited him in Athens 15 times.
Bln an interview wissals thatahe arcuthstamaes wer extréeinely difficdt mi

At hens and that he needed to w2k in order to survi
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checked by taking information from oral stories, interviews, books, newspapers and
magpzines®
In 1980, andvi t h UNESCOG6s initiative, TsitsS8ni
calledge 6 Y] UoeUh §&r ama *as thib was thenprheiofghe tayern
where he worked during the last 14 years of his life. The album includes many of
Tsits8nisbds ol d songs uzukidin Fraace yn 1985this ovi sat i
album won the prize of the Music Academy Charles Grassear sign of his wodk s
significance Tsi t s8ni s, however, had already pas:
In 1923, as part of the treaty of Lausanne (signed on July 24, 1923), a great
exchange of populiens took place, and approximately 1.5 million Christians of
Turkish citizenship moved from Turkey (mainly Asia Mihto Greece, while
approximately fivehundred thousand Muslims of Greek citizenship moved from
Greece to Turkey. Theiterion of the exchange was the respective religions of the
populations™ This sparked ofthemodern Greek urbapopular, the sealled
r e mb @usicdl style, for the refuge&®m Asia Minor took with them their
musical traditions.
To give an idea ofhe prevalent discourse surrounding the history of
rembRiko, Greeks consider and call the music style that came with the refogmes
Asia Minorin 1923F ¢ g | 3 [U% mis s=f®m &noyrnhand, hence, they consider
it the very first stage and the forerunnerofghlle ~ § Ueand ®t i ko] musi c st
However,theusefo t he term Smirn®i ko i s probl emati c
songs from several other origins, such as Constantinople and Adrianople, which were
part of the repertoire that Greeksagldrs as Smirn®i ko. Risto Pek
discusses this problematicusd t he t e (1899:88n2004n3W.i k o
Furthermore, according to mmnon beliefs, remBiko has its roots in Piraeuwsgth
pieces very much basedbrhe styl e of Smirn®i ko but al so

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

®l'n terms of more detailed information on the city
Al ex2 du and0o®003) and Anastas2ou (1995) .

®¥The title of the HemneagecAlsitsadiB8 o i poukis6 6 Gr  ce:

31 see Blanchard (1925); Valaoras (1960); 100 years Greece (19997);#entzopoulos (2002);

National Geographic (2007: 30); Isiz (2008).
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theme*?Af t er remb®t i ko, vasits majoMBprekentativied(ia mv ak §r i s
often called bye mb ®t i ko en#hrusairacsht so fo trheembP®t i kod) , |
ofthenewa U y[alha i k - = usip stype withdtamdst importantepresentative
Vas2lis Tsits8nis. In fact, even Tsits8nis
composerandways avoids usi n®T heh ewowok do fr eVrebs®t li ikso
Tsits8ndist eids fcorr t heptogenrcreg 6 su nkdreada d ehre @ ceaan |
Remb®ti ko enthusiasts in Greece consider t|
the 19408 1 950s, basi cal | ywarwarkwhichTsofteh labglledas 6 s p o St
h i dassital period®! use the terms remb®ti ko and | ai
in the colloquial language, even though as terms they have proven to be rather
insufficient and problemati€. Risto Pekka Pennanen and Conway Mosibdivide
remb®ti ko into the f ol Inostingoftherpusicaftbeds: t he
caf ®s (what the Greeks call Sildtyegli ® o) , an
= hashish dendtyle or bouzoukbased Piraeus styfé.

sUyphdgi k-s] stands f36Averpgoqd appraachforof t he
understanding the term |l aik- is contained
Manueb s WPopaldr Musics of the dirWestern World1990: 127). Manuel
describe Greek popular music as beingdern Greek working class music. Manuel
al so gives a very good description of the
proletarian music of the early twentietmteu r y 6 ( #® Pennare6 91)a i k -

32| should also mention at this point the derivajivél ¢ *~ (plitaljdU ¢ * [y rUddrdb ®e¢ mis ®t es ] ) .

Apart from the musical style, the word also covers a more general and broader life stance, connected to

people living in the underwor]duch as criminals and druegddicts, who had their own ideology,
appearance, idiolectic and moral rules. Regarding r
Penmnen(1999: 67, n. 1).

% See Despina Michael (1996) regarding the tendendy®fi t s §ni s t o aikomswveell t he ter m
as regarding the negative attitude of society towards the word and everythinietiedlg represented

(members of the underwotlchusicians, music style, ingments).

*Innumerousdiscssi ons | had with many remb®ti ko ent husiast
specific period of Tsits8&8nis as his O6classical peri
my thesis.

®Regarding remb®0®ko, see Pennanen

% pennanef1999: 68); Morris (1980: 81).
¥sUOyphdgi k- s, atda[sleaiil ki 2n,edf)gmihaniikn-e,] ,neut er] .

A similar approach can also be found in St&this Dh
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songar e gener al 950 s6 pGrseae kmipdopul ar songsao. Ho
that the term O60is used for urban Greek pop!
ruraldimotikamus i ¢ 6 ( 5.9)9 9: 6 7:

Some issues regarding the musical baalgdoof the refugeasiust be
highlighted. The refugees were certainly aware of the Western tradition, since many
of Asia Mino® big cities were at their peak for various reasons: cultural, edanom
and so forth. SmyrngZ € + )(taddy Izmir)] is known for its flourishing culture at
this time: mseums, theatres, conservatoires satibols®® Also known are Asia
Mi nor6s connections with Eudoramdfroemmanyi nce mer
major cities frequently. It is n@tccidental that Smyrna had an English community
(Bornova) and two French printiffgouses. It was a multinational city and its
population consisted of Turks, Greeks, Jews, Armenians cévib(slyfewer)
English, Italians, French, which the localsusedd r e s s #®Ar 6§t am®B 0 s
Kalivinbog8kms sus that during the period of t|l
population exchange (192223), thenumber ofGreeks that lived there were
165,000, the Turks 80,000, the Aenians 40,000, the Jews 50,08@d the remaining
36,000 were Europeans and other nationalities (2002: 16, takiemn,f r om Hr 2 st os
Solomon2dhis 1972). As Kalivi-tis stresses
300,000 while Smyrnats wtasmulicGlhpadtds0 (i bi d) .
concerned, there were numerous music groups that weredalldd e g 3 Us U3 Ua 3 Ud
[ e st oun dthey wede2asedon the French estudiantines which were groups
consisting of two mandolins, a mandola and a ggit&h al 8t ou 20608: 23) .
calledkoad3soe UfBBgalUk¥s Ba &b erdditsfisttsengsi ant i ne]
as early as 1909. The nature of the recordings of the estudiantines varied: urban
popular songs from the broader region (Constantinople, Smyrnanagdhe and so
forth), Turkish and Greek traditional, Westestyle popular, accompgimg many
times foreign lyrical singers such as Paul Armao, Antonio Walter and Alfred Solar
(Ghal 8t ou 2008: 25). Furthermore, one of t|

included songs whose melodies wexpliitly based on Eastern modadsd styles,

% See also Politis (2005a).

““One of the most popul a talkssabonayGatholicgirl Wnrhis island,Va mv ak §r i s
Syr os. VamvakigrUoss eclpgfyresUsbee s i ri an2 = Frank (that is,
which is also the title of the song (HMV AO 228QGA 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 {b&ayne othese

characteristics were parallel thirdsintheceos 6 as wel | as ,anthe i nstr

rhythms such as the habanera and the march (seefeng:UUe | 9 ¢ ewiat 3 d d o

s m2 r March of-Smyrnp.** The habanera based songs were often used for a very

popular ativity which was brought by the refugees in the mainland too: the cantadas

(serenades) . Groups of metmatthegvestted tb @urtg o und e |

and sang these songs in an attempt to lure teemm The actual songs are also

known with the same name, that (@ilss,Uyvtatlht ada

[kandg d hia ¢rder to refer to some of his new songs. The etgmthat

characterized these songs (and this is the

label, that is, cantada) were basically the two and even three voices used, usually

moving in parallel thirds, the genesaimple and, in a way, Westebasedchordal

progressions, and the has§piko (2/4) rhythj
Of the highest i mportance i s what Tsits:

term cantada, in his interview with Stathis Gaun{2@01: 17381):

“The book of Kal eatsource df isforrhatich egayding tlse masica life of Smyrna

during the period 1900922. One can find lists of recorded songs, references to the multicultural

hypostasis of the music in the city, old photographs and postcards of imgmrilditigs 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 6remb®ti kod on t
author, is oe of the very first references to the word in discography.

“2 Orfeon 10439, recorded approximately in 19®08. At this point, | should mention that whenever a

song is mentioned within the entire thesis (along with its recording details such as matrt,numb
recording date and so forth), it is implied that it
recording dates of the songs of Vas?2lis Tsits8nis a
archives and locating authentic documehitswever, the dating of the other songs by other songwriters

is likely to be mistaken, although I tried to cra$geck the recording years as best as possible.

Regarding fundamental problematic issues such as dating and generally locating primary seurces s

Chapter 3. About these problematic issues, see also: GriBB); Pennanefi995 and 2005).

“3See, for example, songs; 6 3 fad U ndi sa = nGGsl874-®G 6440, Col umbi a
recoded in December, 19386 Y} d UG rr i st i = ungratef1vAD2M@ man] , HMV
recorded in June, 19 4dibgressA onWebsatodirbrd W ansseé da nacheo r(d anl t h e

[major] popular mode) the progression: I+ // IV+ [/ V+ /] 1+.
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K3s3aet ¥vd U a Ue "~ aUa8Uss UU "jaee GUoh3
aUohelU3U e0bBeggly¥ad®U fH vdg Ue |3 U ¥v¥dg ~ 0y
Tglbse U 2313900 oa.o. "
I basicall y-smeaomdtolbe somrgismq t wo voi ces) ,
called littlemajors and littleminors, such athear amb § 8 per n §
(the caris passingbypi a ki ri aK3Imstgougnbn-ri s a
Sunday) eté®

In countless discussions withe mb ®t i k o in Gnedcd) lwsderstaod that they

believet hat r emb®ti ko was Wemplltegautrothelmshis,rand bec a

dens and the underworéthd becamef broader acceptance) because of these songs
styl e by dnecantseeStineicantada fesn acquired several meanings and

was applied to several thinds:the activity of singing uner the balconies; 2he

songs that men used to sing under the balcpare3)t he t er m wi t h whi ch

described a group of his songs. We shall also not forget that the term was also used
according to its Italiaorigination, thats, serenad&,due to many songs that were

known and were also recorded on the mainland.

TheBackbone: Tsits8nis Electronic
The great need for a database for the
days of the project. The databaseanpanies the thesasa website which URL is

<www.tsitsanisdatabase.com>.

Tsits8nis EI ect )isthecentraDdy afltha engre project E .

and it only deals with the original recordings. However, it cites informationdwmggr
contemporary recdmgs as well. All thewritings of this thesis that concern statistics
had to pass through the T.E.D., sometimes for a simple-chesk of the data and

some others for much more complex reasons, such as creating statisticahgrhphs

“4 Parlophone GO 4009B. 74136l, recorded on September 20, 1948.
“SHMV OGA 705- AO 2463, recorded on March 17, 1938.
4 Gauntlett2001: 176.

" Many of the lonian islands were under Italraite for many years.

Dat a

song:
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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
Tsi ts §niithe asthe eomposer oe as the composer and the Iyfiblskt to
the®ngso titl esieatheleakng with &different chanaoteyistic of
either historical or musicogiical context. Most of the books that have lists of
Tsits8nisbdbs songs d dticsthattthe @.E.@. doesvThednlyt he ¢ ha
common olumnscharacteristics with the aforementioned publications are: the
recording date, which, many times, ralgnly refers to the date of reledS¢he
rhythm, where a lot of mistakes are also found, the company, the catalogue flumber
and the singer(s). Sarof the booksnclude some réssues and some contemporary
recordings (see K-ndos in R2gha 2003). Som
lyricist which, however, sometimes is wrong. Finally, some of them include
information regarding the personnel bétecordings.
Thespecialelementfunction of the T.E.Dis 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 accordingitet sear cher 6s wi shes:
clicking on the filter tool at the upper centre of the page or by clicking on a célsmn
title, depending on what someone wants to do. For example, if someone wants to list
the songs in alphabetical order according to tieiti Greek, they have to ck on
the title of Greeé. clod utmmi 6 Tway,e Jomeone <can
recoding company column (on the title of the column) in order to have the songs
categorized according to theecording company. Thalter tool is more complex but
its function is more powerful. For instance, if we want the database to show only the
songs N new zei mwesmpkohoosehey O lindwz ei mb®ki kod i n
r hyt h mafter wa cliek an the filter tooOne ca apply a multiple inquiry;dr
instance, we can ask the database to show
wi t h Pr - dhr osngisgthé Radioguveid kand svhich are based on the old
zei mb®ki ko rhyt hm.
The sources usegithin the database, which are not mentioned within the text body
of this thesis are: Torp (1993); Kal i vi - ti

®Tsits8nis never gave his lyrics in order to be set
9 For further analysis of such kind of mistakes see Chapter 3.

0 Only the Maniatis (2006ncludes the matrix number along with theategue number.
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R2gha (2003); Spir-poulos (2006) ; Dhr aghou
Dhiamand s (2009) .

TheT s i t Ble&BtronicdDatabase contains 88lumns A list (Tablel1.1) and
a descriptiorof these columnfollow below?>*

*1t should be mentioned that the general table does not show all the columns. One has to click on the

6eye buttondé on the |l eft of each sontgecolumnsor der to v



Title (Greek)

Title (Transliterated)

Title (English translation)

Company

Matrix number

Catalogue number

License mmber

Label

Recordbs ot her S

Recording date

Period

Recording date (Columbiaogistics)

Recording date (Howaéds Ar c

Recording date (AEBIs A r°c h

Recording date (

Recordingdte (EMB s Ar c hi

Recording dat

Recording dat

Recording dat

[ e
[ e
Recording dat e
[ e
[ e

I~ [N NN N

Recording dat

2nd and 3rd recdmgs info

Lyricist (B and C)

Singer A 8, C, D and E)

Director

Personnel

Tonality

Double tonality

Main dhr - m

0s
Secondary dhr - mi

Chordal harmony

Rhythm

Rhythmic value

Song timing

Tax 2 mi

Fantasia

Pitching problem

Comments

Table 1.1: ColumnsfoundintheTsi t s8ni s

25

El ecdlEDd NI C

2 AEPI = Hellenic Society for the Protection of Intellectual Property.

Dat abase

(
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Title (Greek)

This column contains the songbs title
that | was able to locate one. Otherwise, the title has beenatresked eithewith a
primary sourcesuch as the logistics boo&EColumbia the files from AEPbr the

files from EMI, or with the personal archives of several rembetiko sch&asscond
and ocesionally a third title are written in case the particular song has bassued

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

Title (Transliterated)

This column can be considered as the trandliter 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 thawihidoe details in the comments

coumn.

Company

The recording company of tlecording.

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 lwidke
companiesData 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 Columbiam the files of EMj

from the flesof AEPl f rom t he paying receipts from

n

t |

from the files of Charles Howaldee Chapter 3agndf r om Mani 8ti s (2006) .
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Label

Photograph or scanned image of the label of therdeco

Recordds other side

This column contains the songb6s title that
column applies on the songs that were recorded using the 78 rpm and the 45 rpm

technology In the cases of a 33 rpm LPetbolumn contains the title of the LP. The

titles of the songm this columnare given in their original Greek language.

Recording date
This is the central column for the recordi
recording date from the several soes (see other recording date columns) is written

in this column.

Recording period

This column shows the recording period that the song belongd sftould mention

that | have divided Tsits8nisds recording
aforementioned significant historical facts. These H9861940: prewar period,;

19461955: first pstwar period and until the firseleaseof 45 rpm records; 1956

1966: second postar and prgunta period; 1964983: junta, posjfunta and last

periad . | considered a division of this sort
Tsits8nisbs compositional style changes fr.
and thus, this division allows for a more proper categtion of the songs, since the

historical criterion coincides with that of stylistic alteration. Moreover, the enormous

amount of his work necessitates an orgation of the songs in smaller groups thus,

enabling the work to be better and easi@meined and analyzed.
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Recording date[Columbia logistics; Howardd srchige; AEPI6 s ar chi ve; RS8ni
archive; EMI 6 srchige;Mani 8t i s (1994 a2003 2006nN0do Al ex2 o
(2003 ; An a@@4)s 2 ou

Each one of these columns refershie 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. Thihers 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 infamation

Basic information regarding the second and the tigicdrding such as the matrix

number, the catalogue number, the recording date and the singer(s). It should be

clarified that thiscolumn (as well as the entire thesis) deals only with songs

recordinggmade by Tsi ts8ni s, or gthadentemparasy super v
recordings made by other artigtghich are countlesgre excluded.

Lyricist

The lyricist column mentions the name of the lyricist. The finding of information
regarding the | yrics of the sonrggardifgnot only
remb®ti ko and | ai k- i nffioyletasksofdhe jeseavedhs one of
project. Although most of the songs are cl
are some cases where it is almost impossible for someone now to becaurthab

name(s). My suspicions regarding this situation started when | 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 steries we

true.

Lyricist B and C
The lyricist B column as well as the lyricist C and D refer to any possibteshgrihat
have worked on the Ilyrics with Tsits8nis o0

anywhere else (logistics bookBEPIb s f i Il es and so forth) al on
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name. Where information are confused and the sources do not go well together, | put

the name of TsitsS8niyreistas one of the possib

Singer A

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

Singer B, C, D and 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 theedior of the recording. Information has been

taken either from the record labels, or from the logistics bobiolumbia

Personnel

This column contains the names of the musicians that took part in the recordings

Information has been taken from the logistics bafkSolumbig from the archive of

CharlesHward fr om t he notes of Dhi monri s S®msi s
K- nd2983) f r om Ma mrnd§dmithe re¢odd &alBels dr sleeve notes (for

the LPs).

Tonality
This col umn r ef er sity. Due totmary dasnagedgpdgenenally i n t on al
problematic qualities of the sounds of some recordings, the hearable tonality may not

be precise. Therefer, a 6 YESadngp moh hemd® pd¢ alhmn i s mar ke

Double tonality
Due to the structure of Greek | ai k- musi c,

central tonality. Usually, the second tonality is a fourth interval lower or higher from

the centralanality®>*l n such cases, a O6YESO6 is marked i

3 See Chapter 3 for problems regarding recording technology

** An analysis of the theoretical system of the modes can be found in Chaptets.
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Mai n d h(modeho s
This column refers to the central popufah r - (modsg that is utilized in the
songs>The name of the Turkish makam that the

written in parethesis(see Chapters 4 and.5)

Secondary dhr - mi

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 isthm&a, t h e nd h rh-ecodsm@ i n

writes Oequal mi x 6 .

Chordal harmony

The Ochhaarnbanly 6 col umn contains all the chor
to the order of their performance in the song. It should be clarified that the musica

degrees (chords) | write in this column are always based on the first/main tonality of

the piece. Whera chord is put in parenthesis, ieams that this particular chasinot

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

Rhythm

This column mentins the rhythm that the song is based on. The time signature of the
rhythm is written first, and then follows the name of the rhythihe way Greek

musicians refer to some rhythms (especially the Latin American) is written in brackets

(see Chapters 6 angl. 7

Rhythmic value

The rhythmic value column refers to the tempo of the song by giving the arithmetical

value of the unit. The appxonately equabymbol( &) i s used ionesstead of
(=). This happens because we are dealing with live recordimgsgaall of them)

and the tempo of the songs is not constant.

Song timing

This column shows the duration of the song.

*Dhr-mos, plural: dhr - mi.
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Tax?2 mi

A OYESO® shows Ubaatsesxizsmtignden oefi teher the beg
song. The tax?2mi -thghmicimprdvisatiom kasechonahe i s a non
dhr - mos rtoifc ulhaer psasong or on a combination of

beginning of the song. The other instruments may playtli¢e2 s o] , which i s a
ssst ai ned note. The r oslheowofa tmues itca xaznmis itsal ein
imagnat i on and skills, to emphasize the tonal

A tax?2 mi could also be pl ayeuhgtoplaythele a s on.

rhythmand the soloist improvising either based on thghm or not.

Fantasia

A 6YESO6 shows the existence of a fantasia
termdantasi@| separate what it looks like more pagranged (that is the fantasia)

from the more improvi died &¥3gdghiak 2smdna For
xeni ht - = alniggforyqu awakeong with a tax?2mi i n
sd UgUy U0OU *[ghiva Ut 8§ YiUa Um& @ g aesemickiey@sos o ¥4 = f o

yours]is a song with fantasia in thedinning.

Pitching problem
A 6YESG shows the existence of problems in

prool ems with the recordbds revolutions per mi

Comments

Comments of musicological and historical context are written in this column. This

coumn also include translation®f Greek words where needégiomments of a

different content are separated by two forward slashes (/). Generally, the comments

are given succinctly. Therefore, a comment

the lists of EMI give creditda Tst s 8ni s only as regards the mu

56 ColumbiaCG 1670- DG 6344, recorded in December, 1937
57 Columbia CG 2067 DG 6547, recorded in June, 1940.
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I n the next chapters, the details, char.
Tsits8nisbdbs work are unpacked. I n order to
found in Greek popular style as evenly as possib&eexamination and analysis of
the subject matter, that is, Tsits8nisds s
and rebetologwrecritical. Therefore, a presentation of the aspects from the
aforementioned disciplines thia¢lped 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 Il
History and Theory
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Chapter 2
Popular Musicology and Rebetology

Popular Musicology
Clearly, academic research on popular music has been developing fahislgan
be verified by the numerous theses, books, articles and sd fathus look upon a
problematic issueoncerning this field of atlies. If we take as a fact the domination
of the English language in the published t&atsd that it is usually Western scholars
that undertake research on Rédfestern musics, a dral question arises: what if
these nofWesern 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 properteanslon f or t he term O60Cr i ti
inGreece®hat about terms such as o6eticd and Oe
simple yet crucial question: how can we communicate with each other at an
international |l evel 2 Per haps, 60The I nternat
Mu s i c 0 )can pag @&vial role in thisAlthough there is something that brings
together everyone involved in popular musagy, that is, the music industgnd the
recorded musiéthere is need to find more connecting eletsgone of them being
the nomencture. For instance, whehetime comes to translate my thesis into
Greek, how am I going to translate the ter.
a ter maddyehe assgdippleasisrkiotoadyja@dd¥egh2a] or 6
[ | ai k 0 lkikolgdy]?wall this be accepted by scholars in Greece?
The primary sourcef my research is commercial studexordings, for these
are the basic media for the spread of a songwriter's wahetwentieth 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 technglpgsformance techniques and

A small part of this chapter has beesansi ncluded in
Collectioni Fi r st Recordings (1): The Songs of Tsaousaki sé
Tsitsanisd Publications (2012).

The term 6Popul ar M(R607)cSadt{2069y and as a titlel for éhelectidrico r e
journal O6Popul ar Musicology Onlineé is the term tha
% See Moore (2007: xii) and Sc@®009: 4).

* Scott2009: 2 and 4.
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so forth. Finally, the sound recordings desitate, in a sense, the final decision of
thesongwriteras regards the final form asdund 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 identiggnnot always be revealed through
commercial ecordings, | see them as the only objective historical material. A
guestion of what is an authentic musical style or simply authentic music is raised here.
Wh at r e nvbr®in Gréece thinkabout their beéd songs, as regard their
authenticity, matches, to a great extent, Derek 8c®tt ar gument t hat daut
may be defined as the music that has the effect of making you believe in its
truthful nessd (20009 :gis4onsiderddftabe the parhaty, sound |
medium of popular music (see also Warner 2009 and Wicke 2009). Moreover,
6popul ar music values are createéed by and o
(Brackett2000: 19). However, the mlof recordings in society has always been fluid
and changing. For instance, during the 193
have gramophones and thus, the only way for someone to listen to a new record was
by visiting one of these places ancelabn listening to songs on the radio, when and if
there was any station broadcasting popul ar
Later on, things changed: the medium (the record) becamperteaad their mass
production, as well as that of playingvitees, made them easier to purchase. All of
these, naturally, constitute the souadordingindustry and the devabment of
recor ded nopesadap the pdssiblity for increased numbers of people to
become Kteners in their own time and spacéteand enhanced through masspied
recording media, then through radio and TV, and finally through electronic means,
suchasnt er net d(Berghand Dandra 2009:G.04).

Similarly to most of the popular musical styles in the world, one cannobsay f
sure i f the final out put of a song was al w:
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 thieiems
that took part in the recordimgesphgpedaan
al so be described as O6coll ective composi ng
raised by Lars Lilliestan1996: 209). It shouldlvays ke borne n mi mustt hat o0

® A very good term is provided by Pennanen6 ur ba-h amemomusi c6 (1999: 11). L

names it o6on playing by eard6 (1996).
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successful popular music recordings are the result ofwegk, and such collective

creative practice tends to undermine the still somewhat prevalent romantic notion of
thesngle,a t i st i (¥Vargee2009:ul36¢-rom publisied interviews of
Evangerghar(Mmsiit s8ni sdés piani st,asawellasaccor di o
from an interview | personally conducted with Aiért i s known t hat Tsit:
her with regards to many aspects of his musich as the harmonization of his songs,

the arrangments, and even changes to the melody. She, as well as other people who

knew Tsits8nis, say that he uepheewhi® call h
she would propose the harmony and give heriopion the melodies. Fihermore,

the same sources giveidve nce of Tsits8&8nisbds yet another
evening work, when he was particularly struck by an improvisation of his, he would

turn around and ask Ma rhgdhuatplayedisothabhewr i t e do:
would not forget it. M draingdhpsanist) nremmebdrsitteto wa s a
she used to write down these notes in a pe
cigarettes. Marghar - hraddicn nowheaboase 88f yMan
raises a interestingssue which also seems to be onbathr e mb ®t i kods and | &
fundament al characteristics. This is the d
Without doubt, the musicimpardcseiwdd (an a emdr
job. Apart from this being a common belief
enttusiasts, the facts also support it. Except for some female sfhijens has never

been a woman songwrit-eai br mMuslesi gan Thi $ e m|
Marghar -ni 6s case even more interesting, f
few musicians who stayed close to Tsitsg8ni
she was a woman, something extremely rare, if not impossible, given theegérs

ethics and principle$The following figure Figure2.1) is a photograph where

Mar ghar - ni is viewable (first from right).
®The interview with Marghar-ni took place in June 2
'See al so (®axy.ghar - ni

8.For example, SRtzrn2&sB®hgnj, St ® a Haskz?21, Mar 2 ka N2

° Regarding manhood see also Dawe (2007: 13).
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Figure21l: Photograph wher e Enba segndfirst fiom ight;yTgh a4 rs-8mii sc a s
firstfromleft; phot ograph given by K:-stas Tsits8nis)

Lars Lilliestamunderlineghe necessity and importance of examiningysar
musi c outside the O6ébor detfnudicolegnhths crehted. st and a |
Il n his article 60n Playing by Earé (1996),
exiging between written and unwritten music, that is, music played usimgssand
musi c pl alypopulardmosic. He ampbasizes the rodtiiogy 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
inLill i estambs article is the Iiatmtpervigwadzance of t
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 examirtiis like examining the music from the insid
Lill i eeseérdhnadess rcriti cal hogvsongstare matdes howuch as 0O
people learn to play an instrument, how songs are taught and learned, how musicians
think of and theorize their musicin differenttypes® musi ¢ pl(18%ed by ear

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 bégha and the omega of
popular musicology Many i ssues di scuscera,domen Lil |l i es:H
directly while some others indirectly, res:
seems to be a rather problematic term for digisg such a huge range of sostgles.

In Need of a Term

The t er mextemayague.dHavingeen bon into andived in Greek society

for 27 yearsl will give someexampleegar di ng t he use of the ter
| ai kmy felbow countrymen and womeihese examples are products of

discussions with other people (musicians or not) and readimysté#d material such

as article in magazines, newspapers and so forth.

Whenever someone he@y svavi8aek oisareakm mveadkdrrd i
without any second thought, speak of a r eml
identificatio n 6 . Mo r e ov er ,rmirte the date of the rgcorting/sahg t e
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
t hen s pe akng.dHe mastbizare Bart of hestory 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 thahey 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 isthe Georgeddah s 6 s pr odu beine® at t h
Concert Halwhichisatr but e t o Nnahese £Rs§theresre many songs
that seem unrecognizablehen one compares themith the original recordings.

Obviously, modern arrangements, the use of more than one boutheulse of a

large ensemble, theusef a di ffer ent s ithagdchaggedstempil e t han
cantransform he song fr om r ethehc®mnes theoroletob | ai k- . Anc
technology Per forming and/ or recording a 1930 s

with virtuosobouzouki players usingophisticated arrangements and advanced

¥ Two CDs, MINOSEMI: 5099968855222 (2003).
“'n fact, generally harsh voices such as M§rkosods f

categorizations ade by the people.
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technological media, is like mailg a movie based on a Socratialogue. You use
the original text but, in the englou know that this is only a reconstruction

If we think that we have sorhew cleared things up in terms of the

charactr i sti cs of the remb®ti ko and how peopl e

seem to be even more complex for the term

transitiont owar ds | ai &around $950s, lnowean e have Theodorakis
Hadjidakis Tsi t s8ni s, Kal am8lr Ko ughamh@t ¢ s

form an urban popular (= laik-) musica

Min dte

same | abel, that is | aik-? Li tecausethéyy speak:

st

people( | a- s = .t hGn ptehoep loet)her hand, Theodoraki s

Western style concertos and operas, @i k - (ism niglse 195thand | ai
yet, the same term, that is, o6l aik-06
songwriters with different musical backgrounds and outputs are labelled under the
same ter m, t hatmadesleamClaptdr 3 regardisg histarical be
recordings, musical genres and styles cannot be labelled based onlyngn Taus,

artists may fit into one or more gen@sultaneouslyThere 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 thvaitenibt

be able to represeatparticular style anymore, and secondly, the fit can and should be
applied only to a single piece and not to an entire repertoire. In othes,vifone

k -

S

c

ap

consider the items of the preceding paragr.

style (that is, parts of the fit), a different arrangement (such asthadigm of

V a mv a largl the concert hall) would be like changinguston on a suit and thus,

the suit that wawornon the originalec or di ng of M8r kos (that

remb®ti ko) cannot be the same for the
scepticism, we cannot egorize all songs made by a particulangariter in a single

musical style, especially if their careers have been-lasting, such as in the case of

i s,

cont

Vas2l|lis Tsits8ni s, for it woul d have been

music based on one musical style, that is, using the very isgmeglients, again and
again.

A great sample of this confusion amongst the people regarding the terms
remb®t i ko todbefdund irthe text writtes outsidheVa mv a k 8r i s
museumn e xt t o hi s bustrigureg2).t he i sl and of

S2r 0:¢
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Figure22:Vamv a k § ' s b u the authon, July 201 s (

One can read on the plaque:

Here, the great master of |l aik- song an
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

O0remb®ti kod and Ogxtptpoul ar 6 in the English t
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A Changing Musical Syle
Research has revealed that the”fhemb®ti ko m
impact that some historical events have had on this change is of great importance and
thus, they are referred to and examined below. Waldtbear in mind the
interrelation between some of the events, for these were never isolated. They were
either the ftermath or the cause of othérs.
The Metax8s0s junta ruled from 1936 to
censorshipn all recordings anthis, unavoidably changed the recording repertoire.
As Ole Smithargues@he imposition of censorship in 193837 provokes a
fundametal change of themes in the recording songs which are our only evidence.
References tthe underworldand to drugsl i s a p(}®@lalB4). However,
Pennaneninsists thatalthough the regime promulgated a censorship law on 19
August 1936, it was at first more concerned with newspapers aikd tham the
recording industrycf. Kofas 1983:980 00 ; Her t*fige 1§06 est Oenenm
the censor were the Turkidfased gazelétand the hashiskongs™® It should be
noted that it was in thisguod that Greek stety greatly tended towards
Westernization. This affected almost every aspect of Greek life such as dressing,
food, entertanment, thinking, language and more. In other words, the lyrics can
change (and they did change) but that does not mean thatléhehstyges; still, the
sonic aesthetic core remains. This is obvious if someone compares thashish
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 hasingis were recorded.

At this point, a critical question is raised: is r
remb®ti ko | overs argue that, perhaps in its special
is not.See, for example,théi scussi on on the O6rebetiko forumb on t|
<http://www.rebetiko.gr/forum/viewtopic.php?t=531&postdays=0&postorder=asc&start=0

1¥See Appendix ATsi t s§nis Chr.onol ogy of Events

1 Pennaneif2004: 11).

®Singul ar, gnarovisation omaachogenm poatic tesit in flowing rhythm to cormtipos

systems called makams. The singer tries to create four sections, in which thentzinoisca

moduktion or alternatively a switch to the high register of the makam. Gazel is pedovitie®ut or

with a rhythmic ostinato accompaniment and it can be classicalorcsémra s si cal i n character
(Pennane2004: 9).

18 For details about the censorshige Pennang003) and Politis (2005bBee also Chapter 3 about

the license numbetf; s dklfld Ugr i t hm- s adh2as] that is written ot
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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(th8ge trips are

examined below) where they recorded these songs. Finally,sathgs lived through

the oral tradition
World War 2 (19461945), the civil war (1946.949) and the second military

junta, also known astiieC o | o e@EMe&{1867174), were events whose

aftermath inspired themes for the lyridsneany songs. Many of these songs had

lyrics that were allegorical. We are, obviously, dealing with an ideological aspect that

is always presentinpopularmusid. n general, all these are p.:

t he musi cal ritustespedatdabautithe 6oprection between the

musical sounds we hear and thé® Ahuman uni v
Continuing with the analysis and assessment of important historical events,

scholars have coined thetermJy agtiead Ud o etr 2 baddmeBa B @ s ,

that is, Indocracyeriod, 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. fese movies contained many popular andticadl 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 tjeb).*° Then, these peopleaarded the

changed songs using Grestiyle popular orchestras, and by selling the records,

achieved great profits without people knowing the truth about their origins and giving

credit to the original songwritef8In hisautobdb gr aphy Vas21lis Tsits§n

this period and bl ames the songwriters tha

" See, for example, songsY ~ eesWHIE UG U &k ¥pUa sm@nfBzana a mother sigh:
recorded in 1947 (Parlophone GO 3798 74100t); ¢d d U} Uaeigds gherak2nas ghi - s
haggard womands s onINOFEME7Y¥CCI583d- 21064 70192)¢8 ¢ GM 3 w3 a Ud

o Ud[etyiys kinon2as i dhiafor8§ = the dissimilarity of
10302- MSM 391 / 480056).

18 David Bracketi(2000: 9 [quoted by David Laing, quoted, in turn, in Middle®mdying Popular

Music, 228]).

®The book by Helen Abadzi and Man-lis Taso¥ as (199
the very important period of the Indocradyhe book even contains lists of the songs that have been

copied from Hindifilm music.

2 A Greekstyle popular orchestra of this period would consist of one or two bouzoukis, a@iano

double bassdrumsand percussion and a Spanish or acoustic-stagaig guitar
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foll owing statement from Tsits8nis shows h

situation had on him:

] Jehliososgs cdg lBplephodogs GU byYded Us UU,
dyeU €U Usd U s Ut GUsd Usg Usd GdeUy) a3y
bYyaegas GUes3 eUgjye a3UalU Usgd g Uidgsegd
[May specialized musicologists research this issue extensively, and

its consequences today and in theifef and may they put whoever

is responsible on the blacklist.]

Inevitably, many elements of the Hindiu s i ¢ sddy | ien 0Grteagyce after t
ended. New rhythms appeared and werestoamed in order to match Greek ears,
andwhichy ear by year became musts on Greek sta
Al ongside t he r hy newscalesasdunodes alsstook thedr platec d r «
in the Greek discography. Evidence uncovered in my research shows that a major
reasof or the decline in the number of Tsits§r
Greek | ai k2 mus i eginring with henaffectiorea Hindimmaisicn | 'y b
found in Hindi films that used to be played in Gre€de.at her obvi ously, Ts
did not suceededim eci procating this erads demands,
write in this modern style, or due to plems he may have encountered in writing in
this style. However, Ts maah8intiss isructcteiesd eme rii
style, too. Alhough few in number, the payment receipts as well as the fact that these
songs are still played in venues in Greece aitdsth e s e songs o6 popul arit
amongst the audience and the musicfans.

A further major influence was exerted by the trips madmbagy Greek
musgcians to the USAtrips that seem to have startedearly as the 191a020s (see

alsoSmith1995). The most important reason for these musicians to take these trips

% The first Hindifilm was played in 1954.

#gee, forinstance, songdldas e Ya@aU |l i m§ni a = TXC6 158003CDG 3197, Col umbi a
recordel on July 24, 196% 0 &« ¥ Uat B Usd me mal -nis = as |long as you
7XGA 1593- 7PG 3216, recorded on November 10, 1962;@bd ¢ Uos welydailth r mak om®na h2 | i
= poisoned lips], HMV 7XGA 25357PG 3586, recorded on May 31, 1966.
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was their ambition for an international careehbetter job, or simply for shows at

pl aces where many Gr eek (1621ligle78)rabosizakii v e d . Ma |

virtuoso and songwriter, was one of the foremost innovators. He travelled to the USA

twice for concertsrad returned, bringing to Greece his experiences from musical

styles such as Jaand AfroCuban(Latin American)’> By combining these elements

with the already existing multicultural style, he created a new school both in terms of

performanceracticeand songwriting. Something remarkesé

recodi ng activity i1s the fact that Hi - -tis inf

obvious i n s ometookpart gpparently @sithe botzbplayei’s

The two most significant contr ithipairtoi ons of

strings on the bouzéuand the utilization of the musical elements that he brought

with him from North Americ&® There is a huge corpusf songs, creations

basedonthisstyledg ar di ng hi s | i fe, see Kas2tas 200¢
One should also take into consideration some more interrelated historical

events of social, musical and technological importabhegond those discussed

above Forinstance, when the taste of the audience changed, unavoidably, the market

aimed to adapt accordingly. The O6rolebé of

was once the music of thederground became indexical of the nexgiyerging

middle class aftewor | d War 2.6 Tfhreo m t trdeetodlixdng toins h

bouzoukiclubs (known in Greeceas” e gs e gerUllat5eecci asU

[ bouzouKkt a2 dbuka¥%k i raplefact,vaftesall. Manués @oints i

t hat Ourbanization and modernization effeci

BHi .otsi sf i r st twasiinmpptoximately £957958.Mccording to account, he stayed there

for thirteen months, while according to M®’r.i L2nda,
The second tripwas in 1964.det ayed t here for four -9a@dlO®) ( And-ni s K
% gee, for example, songs:tl g 3 @@ U si ni k2a mo% = my neighbourhood]
PG 2858, recorded in 1960 apd) d g (l edyldp d @~ H[yn®@ hi sm®nos th§ o6rtho ap:-ps
tonight drunk], HMV 7XGA 7547 PG 2832, recorded in 1960.

% Some Greek musicians and aficadoglisagree, and claim that the fourth pair of strings had been

added years before. I coul d n oasbeingasporsiple fortthiss cl| ai m a
change. Anyway, even if there was someone el hat initially added the fourt
was the one that made this Onewbd i-nsgtsOhsmemnmplosd wmn .0n

that he recorded using the traditional theteng bouzoukibased on the nb ® t style.cOne more
notable contribution of Hi - ti-stringbowoukiesctheed t o the in

introduction of the electric h@ouki which is examined in Chapter 3.
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changesé and that o6the evolution of popul a

the evolution of -fHa&aeumportachere This is grecise{lyth® 9 0 :
case withegardtot he transition from remb®tiko
technological aspect, the evolution of recording technoddgryg with the change in
the construction of the instruments, as wellhesintroduction of new instruments in
t he | a,isuch as theetedric bass and the drums and percussion, gave birth to
new orchestrations, new arrangements, new performing techniques and new sound
mixing techniques. Manuel points out tidtese lattr (the former inhabitants of
Smyrnaand Istanbul) brought with them their own Turkisfluenced urban musics,
which eventually evolved into a commercial Greek popular music in conjunction with
thei se of t h &198as8B28Momeet,iashas been analyzed above, the
borrowing of elements from foreign musical styles was interrelated to the
aforementioned social and teclhogical changes.

A major chapter in this story is the change of the relationsieipgebn
musi cianshodhé éokhyHescan be character:i
the composer. In most cases, the composer was also the lyricist, a skilled bouzouki

16

t o

zed

player and a singer. This is evidenced by recalling some of the most popular names of
the peri odkossucvha mSFI8ME2s) ; Vas?2 | #1884)Tsi t s8ni

Ap-stol os Kdl9o®w8r,aLGh(i B8N Z1Pada; oAmout qllO®d 4

Hatz i hr 2 st1®$59() 1% 90Ghi - r g hi®%3). Mioftther8 (andsnany 1 9 2
more) manifested the @ementioned characteristics. This practice could have been

brought by the musicians from Asia Minglthough there were younger composers

1

p
C

C

-

1

C

that kept wup with this tr ad-il94),witha such as
repertoirebasedn | ai k- and (for s omsglesaswelt,ihem) on
seems that | ai k- style shangedassticaiscparact
that represented the new style. This is made obvious by photographs from the pre

|l ai k- period which show the players of the

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 technolomed in-depth examination and, thus, it is examined

separately in Chapter 3.
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accadionist while the double basthe pianand the percussionists would be situated
at the back!
This image was later replaced by one of artleme 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 facatleaid singer rather than a
composer is at the top of the pyramid. Whe
used to sign adracts with composers, in the new era, the owners sign contracts with
singers who became more popular than the composers. Obyithgstietermining
link in the chain was the rise of the recording indydoyit was this which
determined the new hierarchies. As Manuel

28 andtfius, we aan cengidet tkem o 6

capitalist societiesusliay i nvol ves
6singer staro6 as ¥ kshouldbeemphasizced thaugh thaththes sy st
advent of a cheap edium (the 33rpm record) was a crucial moment that opened the
road to these changes. We should also bear in mind thaittlaiso 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 venme@ners ad record companies and to earn more
money than they had done before.

The comparisons with O0the pastd and Ot h
similarities and the relations among the differesrtquls. Here, one deals with two
kinds of comparisons: cgmaring, 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 questios ar i s e : i n what way has Tsit
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 othevents that happened aroundrb. put it another way

Tsits8ni s b6s smugidalestylesjindhe world, ditkt gustasrivenseop 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 yéineidudet of the enue and so forth.
% Manuel(1990: 3).

YgSee also Brackdits st at ement (2000: 2) regarding the 6power
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previous one, play its role, then come to an end and leave the others to continue. We
are dealing with amteraction where one is affecting the other before, nexntd
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 tken, one must also deal with another issue: is he aware of this
situation? Is he creating music consagf Is he aware of the changes he introduces
and where they lead the style ¥b&nd if he is aware, it would seem like someone (in
this casies Tsoltwi8mg sdjequati onsd in order to
because this is what it has happefféehd then, how can this be possible, when
evelybody speaks ahegreat emotionalityo befound in his songs?
Tsits8nisobds st ytiomlstamslards tha mahy othars t he tr ad
songwriters used before him. Unavoidably, his repertoire is mostly based on the
r e mb @radtidna rhythms and modes. Owing to the fact that his career lasted for
many yearsinevitably, his compositional style chang&dm 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 maisicyi, such as the
demands of the market, the desirethefaudience and generally the tretids music
industry was promotintf. Therefore, he always tried to change his music in order to
be invogue However, we should bear in mincettharacteristicée introduced
immediately when the Columbfactory 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 composethduhe war, when living in
Thessaloiki. Therefore, when he got back to his recording business, he was ready to
record those new songs which seem to be the early stage ofch@ $ol ed | ai k- sty

Generally, the @riod of the 1940s and 1950s was a peiob great change, much of

¥see Michael (1996: 70) regarding the tcalye of Tsits
Greeklaiki mousikd .

®The payment receipts that were kindly provided by
Tsits8nisds songxwleweftheperodinong t he best

32 See, for example, his songs during the Indocpasipd which were affected by Hindityle songs

(forexampleBoa 6 g ¢ “@¥jleed 03 khumb&ros o Tsi trmagHME = Tsits§gni
7XGA 1821- 7PG 3335, recorded on September 10, 186856 3 YorlkbU | y[If)@en§o0 ke moé ar ®s
=1 pain and | liket], HMV 7XGA 2399 - 7PG 3540, recorded on December 11, 1965



48

which are credited to Tteisthesis§S3incs and are ex.
Thessaloiki has beementionedpneshould not forget the multicultural nature of the

city due to the viaous nationalities that used to (and still) raalp its population.

Written sources give evidence of Greeks, Jews, refdge@sAsiaMinor and Potus,

Turks, Bulgarians, Gypsies and otleghnicitest hat used to be part of
population®* It is rather obvious that someone vedse to listen to many different

mus cal styles at this time, and perhaps thi
uni que example would be the case cof the si.
Jew, thatisaJ ew from t he | berasana Pveenriyn spuol pau. | aHa srke?
singer and recor ded Iamendpsinterattiondadthe s 8ni s t oo

Sephadi ¢ song with the remb®ti ko and | ai k- st

Musical Analysis

The analysis used within thikesis can be divided into three major paltj}s:

comparisons2) transcriptios; and 3 statistics. The comparative methodology

reveals many important elements. For instance, the development of the performance

of a particular rhythm is revealed by comp.
written by songwriters that lived before and after him, or by simply comparing early
Tsits8nisbs songs with contemporary ones.
about Tsits8nisds songwriting style/techni:

of his reording career until its ends Tenzer argues:

It is a given that analysiswhether based on focused interior

|l i stening, working with a composero6s sc
own transcriptioni is a worthy exercise because it brings us to a

more intensiveelationship with the particularities of sound. What

arises next is the question of how we interpret and present our

perceptions and decisions (Tenzer 2006: 8).

#¥sSee Chapter 3 6number of recordings by yeard.

34 See Hastaoglou 199for instance, p. 494)
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There are passages from several songs in the form of musical scores that are used as

paradigns in order to help explain the findings of the resedtétowever, one should

be aware of several problems when using O6W

which 1t was n o2000278). Aftedad, trahscripBonsarieckrded t

popul ar songs O6represent recorded sounds, |

those soundsdé6 (Brackett 2000:plag&@cyitical Fi nal | y

role within theentire thesis because research has shown their greatampmfor the

better understanding of various facts and issues. Therefore, the statistics that have

been created from the T.E.Bccompany each of the chapters according to their

relevanceUltimately, the result of the analysésthe idantification 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 becomesse of f i n r el i(€hzerf20606n t he schemadd
Amongst all the works studied, the most useful, as well as most relevant to this

specific research wer@nalyzing Popular Musjcedited by Allan F. Mooré2003)

which presents v&ous models of analysis for many different music gemecording

to the views of outstanding researchers infigsld of popular music studies.

Comnunicative Contract Analysis: an Approach to Popular Music Analygis

Thomas Shave (200®yoposesnodels of analysis that seem proper for thectc

researchP et er NPapular &usi@ssof the Newestern World1990) examines

remb®ti ko music i n one of i tbecauscitapt er s . |t

work as the basis for someone who wishes to restlache mb ®t i ko genr e. Da

B r a c knterpréting PopulaMusic(2000) opens up new horizons in analyzing

popular musics through thailization of technology. By using, for instance, spectrum

analyzer s, or by creating graphs of har moni

harmony,he findsnewmeansof analyzing popular musics. Moreover, Michael

T e n z Analdical Studies in World Mus{@006)includes various analytical models

appliedto a variety of differentusical cultures, such as flamenco, A@aban and

Balkan.These modelsaswells Tenzer 6s own introduction h

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

®*Thesocal | ed 6paradi gmati c a n(a000y 26) anddiddletans(1980e s cr i bed by
183-9), was used, too. See also Tenzer (2006). garding ways in which the sound patterns can be

mobilized.
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among the aforementioned musical cultures that are siilarr e k e ot t 6 s
Ashgate Research Companion to Popular Musicolo@y0 0 9) and Al |l an Moot
Critical Essays in Popular Musicolod2007)are truly companions to any researcher
who wishes to research on and analyze popular miyséssThe texts found within
do not only concern various musical cultures, somethingatloats them to address a
large corpu®f readers and researchers, but they also empleyaleanalytical
methods of diffeent natures, something that talles analyss further and the
researchers deeper as regards the understanding and interpretatjoulaf maoisics.
Finally, the High Anaysis of Low Musidy Dai Griffiths (1999) is a review of various
systems o x i st i-a& gandydisasgbplied to popular formk also contains the
wr i t e rvievesand prapositions regarding analysis. The that the Greek
popul ar and remb®ti ko music has not yet be
issue of considerable sigrdéince. Hence, there is no motledt has been trieolt or
even created for this specific music genre.
At this point, | have to mntion the great contribution of technologfye 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
categrized in twomain groups: the electronic software and the electronic
apparatuses. The T.E,[&s well as sound editing and mixing software that were used
for several rasons, such as to clear old recordings from noises, are somenoédnee
of the firg category®® In addition, sgcialized 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 acelerate sevellgrocesses and, thus, they save much time. Moreover, they
make possible things that looked impossible in the past. In general, they are
Oweaponso6 in the hands of ovateandgomotaer s t hat

research in their field.

% Several issues regarding the utilization of technolegse inspired by Brackethethodobgies in

analyzing his musical texts (2000).
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Rebetology
The study bedamdirraec bbp@ntacakemic circles, durittie late 96, as
O0rebetol ogyo. It has been accepted into th

Reletology could be considered as a subfield that draws on the disciplines of

ethnomustology and popular music studies. Rebetology has flourished during recent

years, and important academic work can be found all over the wdtichuigh there

has been a huge evolution in academic researche mb ®t Tkot s8ni sds musi
which is so importat to the musical evolution of Greece, is almost completiebent
withinthisesear ch. Yet, Tsits8nisds music can be
music band exists in Greece. Even in a performance based on Greek rock or other
popular music styles, itisi ghl y wunl i kely that a Tsits8nis

during the perfamance.

Academic and Non-academic Treatment of R mb ®t i k o

It is not only that too few acuwidbuithec schol ;
majority of them have viewed tlseibject from almost all its possible aspects, apart

from the musicological on@gnusical analysis)Therefore, we have anthropological

works, ethnograpbal works and historical works; but only a few publications talk

about the music, such as Pennadnen wor k. Further more, the pr
end here, for there amnportant publications such as Stathis Gauritlstt a n d

Pennaen6s academic theses, Conway Morrisés ol
caf ® mu scedings df theghirgppconderence of the ICTMakamStudy

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 magzines.

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 HalstLl975 and her booRoad to

Rambetika The book is quite old and we could say that it is a persoeal of

remb®ti ko and generally a quite personal a
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rather than a scientific approach. She pgerigh many simple and small
explanations for basic terms, but with very clear and comprehensible writing. The
book conains many hatoricale | e ment s whi ch can give a very
as it wagn 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 imptantly, full of easy comprehensible details. The first critical as
well as academic study was made by Stathis Gauimtl@885in his PhDthesis
(Oxford University) in which he investigates the terminology and the origins of
r e mko®t
A unique case is the doctoral thesis and, generally, all the published material
of the Finnish scholar Risto Pekka Pennaf@mnanen tolnes on several aspects of
r e mb @Hisistkdy is important and relevant to my thesis in the following wegys:
did fieldwork in Greece and tried to enlighten and clarify sogpeeac t s of r e mb ®t |
theory and performance. The thesis is one of the veryHfaideals with the Turkish
makans’and compares them with thedhr .é@iescenda
tries to clarify terminology,; famdits i nstance
problematic usage by the Greekmweverl do t ake i ssue with s ome
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 angpbesingl
theorieson such music scores regarding thegasand the way that some popular
modes work (1999: 94, Figure 14: the lasthord is wrongit 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 tbhenending up
sometimes with incorrect statements (1999:-108, Figure 24: theecording he
| a b €dissnenfioned that utites thek o fzte i mb ® K heteplistening of the
recording shows that it too utilizes thea I1zie-i mb ® ks iy k @ asFeananen
chooses to call it). However, the work of Pennanen is very important, and one of the

3" For a clearer understanding of the makams see Touma 1971 and Chapters 4 and 5.

®Thek o fztei mb®ki ko is a partioéultae pei mbPakoer hgt hmi o
ma n performance techniques are: sirian- or old zeir
zei mb®lk CHagerg s e
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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 mucmoected to my project, too.

Despoina M ¢ h aadidleq1996)seems to be the only academic publication
totally devot ed |though sieadsdhdt towsh oh any musi€ological. A
issues, her article succeeds in giving valuable explanations regarding confusing issues
and historicalédcts, liketheras ons and t he chronol ogy of the
instead of r emb@teimbd®.t i IxROON\Ie babed agharlPhDd s
thesis. It deals with the musical situation in the city of Thessaloniki at specific places
whererem®t i ko musi c happenings used to take pl
ethrographical 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
t wo r embwdaliskot hreetvioccurred in Greece, she n
describes her personal experiences with musicianwanshowsin Thessaloniki.

The analysis of the songs that she was listening to during her study is another

important eémentofthebok . She al so clearly shows how
in varying political stances and changing political ideologies. The work by

Petr - poel pibeiUlil®gmb ®t i ka= trreangbh®t}{tdB6), as on g s
although very large, contains many mistaked misleading conclusions. In addition,

many people, mostly efionados based their studies on Petr
continue this wronghpased type of work, something which is recognized by the

majority of academic resedwers nowadays,

Once more, the musicological point of vieweémarkable by its absence. The
Greeks published worksith basic subjectssucha9g:1 ci t i ng Tsits8nisods
of songs, including comments and other type of information on the regsyduch
as the catalogue numbdr é i t s § ;Miargatis11998 &nd 20Q0Anastasou 1995
and 2004; and Alexiou 20012) biographies, photographic material, myths and tales
around the Iives ofVapnpwaldSSrlioudmb ®tdhkpop8ki gu
1997 and Adham2dhou 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 objectiveigorousin a unque way and, most importantly, they

¥Regarding some comments on Petr-poul os200¢; work see
Holst 2006; and Tragaki 27
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show that their writers are well aware of academic standards and the development of
the research.

K- stas VI i s éedphhlished thfeeworks (2082t 2004 2606).
Moreover, his work\U ¢ ~ y@j) ) efremib®t i k o dthriaghao% mb®t i ko s o
consists of translations of three studies by Stathis Gaufftfte book also contains
anintevi ew wi th Tsi ts 8ni 2002y or &Rbliographyeof t . I n hi.
Re mb ®t i ki @001),Y 8 v B mah&ged something that seemed to be
unachievable in the past. After long research and efforts, he put together 2396
bibliographic referencets 0 r e nmba®iigle kook; 2262 i@ from Greek literature
and 134from foreign literature. Alone, this woik a tremendous source for
researchers, aficionadasd music lovers.& i ousl y, what VI ish2dhis
project was a unique list of perhaps every possible referemcetmb ®t i ko and
Tsits8nis, a | ob tneaisitingViorariesandpessgnali r e a | ot
archives.

Man-1lis Athanas8kis publishedsthijsh study
¢ Uo centiltddU 0 a o d d ig1046@0D6).3Tldedookleals withone of the
most fruitful years of T s-histoscgl backgroumd c ar eer .
that is given in the beginning offomhe book
several views; that is, discographical, historical and (most importantly) musicological
(musical analysisHis canments are important and serious, while the music scores of
the songs (which are perhaps the only correct and most detailed availahls@ain

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 Greecens t#rresearch 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 technologyd its development, and more. Chapter 3 also
includes analyses on statistical data expo
which shed | ight on issues regarteng the r

historical recordings themselves danconsidered as the basic implement for the

“0The third o has been written directly 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 inaufstriy

are strongly bound tpopular 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 Poblems
There is only one academic retThisisence with
Mi chael dsits Sanritsi calned t he Birth @96)iTheee New fL a
are of course manyrelences within books and articles t
a few linesThe bibliographyconcerningssues such as the Grdela imkdes, the
Greek | ai ke Frheynkbh®isiokyandimany mores limited. A few
publications have been made by two or three famous bouptaylers, such as
Ni kol - (p.@d)ubutenathing at all hdseen done at an academic level (apart from
Pennaneri999) 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) musicglo st s regarding remb®ti ko
notable exceptions are: the bachelor thesésmf® Btair © § t S)iasdof( 2 0 0 8
Ghi - rEgvhaonsg ® | 9 that WeBe@abrigd out in tiieechnobgical Edicational
Institution of Epirus in the Faculty of Music Techogy andits@p ar t ment of Lai |
andTraditional Music ino rta, GreeceAlso worthmentioning are the bachelor theses
of Hr 2 Kee $ ki § ArandofP EE2MDHBS s ©) that WebeZarried out at the
Universityof Macedoniaat the Eepatment of MusicScience and Art in Thessaloniki

'Part of this chapter has been published (in Greek)
Tsi t s §nl1R&3). An Aralysts of his Music from Commercial Regiogsi Four Major

Problematic | ssuebasktdt he uRaesaét £0ld)hdadditidednaherk - song
part of this chapter has been submitted and is unde
Remb®ti ko and Laiakh- P9tpwlleas ][ EBheeoluglir i he Recording (
(19361983) 6, The Journal of Popular Music Studies.

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

36 Vas 2| i $§ Anblgsis of thg Failys\Vork of the Compos&rr 2 k al a Per3i6dd 1932

“6The Laiikn Reumbt@tri k o S o n1p35aiid its BvadutioR throlighotide Par$bi2aB

Style of K-stas Dho%¥%sas, A. Kost2s, Ghi-rghos Katsa
St ®l i osSHrriece® nddresd, | a ®rliiss Hi -ti so

6Remb®ti ko Song dut9B8§6the Period of 1922

bM§ r k os V amhis Eilst®Disdographicaldpiod (19321 940) 6 .
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Greece However, there is a major problem with the aforementioned works: due to the

fact that they are degreesays they are not broadly available. An extremely

important publication for the advancementedaarchisats t he book of Vo ¥l
and VantdeaUrb8rkSorg jn Greece ofthe M r . Re b ®t iakda of Smyrr
Piraeus(2007)! The lack of esearch though, is not the only factor posing difficulties.

It is also the fact that mosef the Greek authors that are examined further below,

endeavouto penetrate unknown (to them) fieflB.e s pi t e t h#osteto schol ar s
contribute to progress in the field, it is more than obvious in their work that they were

unaware of basic methodologl research pnciples. Similar points have been

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

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

ethromusicologists (Pennand®99: 11).

Instead we find a lot of journalist and amateurish writing,
sonetimes even with scholarly pretensidnaot to mention
decidedly pseudscholarlyofferings to a public that cannot in
most cases see the difference (SriBB9: 179).

Further below, | shall defend my arguments by referring to examples frarake
publications.

Dhion2sis Mani 8tis gat hecordedin@réecdd 00 song
using the 78 rpm technology f rom 1886 to 1961 (Mani 8tis 2
introduction, due to the fact that some people refused to provide him witmatfon
and open up their archives, 209 records, thdtli8,songs are missing. Obviously, we
are dealing with a research of discographical character. In Greece, unfortunately, even

the very few samples of research with scdgraphical content are not scientifically

"This wor ko6s i mpo ehumeraugreférancesto it vattint tresdhesis yespechally in
Chapters 4 and 5.
8 Smith(1991), Aulin and Vejleskov (1991: 123) and Pennang004: 18; 1995) also write on

problematic issues found in the work of many afieidos
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based and are characterized by the lackpybper, or even total lack of,

methodology. Thus, these works are jugt faulty they are also dangerdos

research that attempts to fulitademic standards, due to the fact that they contain

fallacious published data which might mislead or delaydlearch, soathing that

has been happening all the time until today. For example, many bachelor theses from
Greek universities that | mantagoathese o f i nd
misleading works. Unavoidably, the initial sources of infation 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
catalogues are categorized based on the recording compangcardirayto

chronology. For each song there are the following ten colufraidg3.1):

Company
Record Number
Matrix Print
Title

Singers
Composers
Lyricists

Year

Genre

Rhythm

Table3.1: The columns in Mani 8tis (2006)

Although many problematic points can be noticed in ediche 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 ankhbelled many of which can be found in Pennaben ar t i cl es (199
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 noracademic text. The following tabl&gble3.2) shows some of the genre

coumnds str ange,guedefipitiomsadi ng and va
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Page Song Title Genre mentioned
11 goo UU# [ Ti k t Soft reml
99 joysaU [ a@goplon2a = a Soft

387 |¢) Uselet r el Pazylifl2 = ¢ From a film

167 |Ad3 sieefgfeedt hni k- s 2 mn o s | National

Table322 Genre definition errors in Mani 8tis (2006)

As one can observe, the genre column far from dsfihe genre of the
recorded music, since we get many different interpretations. Being aware of all the
muscal styles so that one can tell the differences between them seems to be
impossible even for a musician and/or musicologist. Unfortunately, ongetact
mistakes in the rhythm column, too. Hefalple3.3), | will provide examples from
both Mani 8tisbdés projects (1994 and 2006) .
discograpit al wor k of Vas 2| i sthatloslythree 8xamptes Despi t €
will be provided, it should be noted that one has to actually deal with hundreds of

such nstances when both publications are taken into consideration.

Book, Page Song itle Rhythm mentioned Correct rhythm
Mani §ti23 |[j Y ¢ei JalU Gch (Tsiftet ®II 8/8Sirt- s
[al 8 toYr ka h
dance for me ala Turka]

Mani §t:i120 ([¢lgsem@al Traghoudh§8Kki |4/4Chacha
[i sinik2za mo
neighbohood]

Mani §til2l [z6y GUsdydgiUo Ud Kal amati an - s|2/4Bayo
[ m®@f aghes m®f
6ated me (idi

Table 3.3: Rhythms definit i on errors in Mani 8tis (1994 and 2006)

Another example from Greek literature isthe s 2 | i s: MyfldejMys § ni s
Work( 1980) , edited by K:-stas Hatzidhoul ?2s. T
24) is an interview ofat\wa sd?hloiud 2T8s i tTsh&n irse sw

(apart from the amments and several pictures on the last pages) consists of music

scores and |l yrics of Tsits8nisds songs wit!
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person that wrote these scof@everal types of notesnd commentsan be found

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

Examples:
Page46(i e 968 g & [gGilocM; Bah8&r = Eastern female na
under the song: oO6recorded i n esh&bebéearchThe r ec

has shown that the most probable recording year is 3%4re, 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 hdieated an
i nitial/ pr i ma rwthregardtothemecording and i€leaserdates.d
Moreover, many of them have not even mentiaied sources at all (about these
mysteriesaround the sources see further below). An initial information sauncéd
be a document whose information is indisputable. Such types ainénts are the so
called recording sheets as well as the recording lists/catalogues of the recording
companies. Apparently, other questionable dates can be found indtifecdmok

Page51¢ U GOe¢tlds B andra = the bells]. The &
l yrics: O0zei mb®ki ko of 19516. The probl em |
clear to the reader, exactly what the date refers to, especially when there are three
types of dates foeach song coidered to be crucial in order to make safe findings
during research. These are the composing date (something often difficultrtaiagce
the recording date and the release date. Thus, another topic comes up $srafiscu
as further anlgized in the chapter v i not to mention the perception | have heard
by many aficonadoand r emb®t i ko ent husiasts with who
not care very much about the year that their boefes tq because (according t
them) most of the songs were recorded asided 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 dkasdics.

Page60Aac UG UJmble¥Yeos Bl §ni aurchinslaspaged str eet
Uy! Yy! YpPok UPa U= @hbMariall &he first song is

charactr i zed as hasapos®rviko while the second

? It should be mentioned that the musical transcriptions of the songs are inaccurate.
©YAEPI6S (Hellenic Society for the Protection of Intel

Columbiad s | obgdksyitei0804-1951 as the recording date. For both sources see further below.
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dance rhythnused). Both rhythms are 2/4Thefrs song o6 4& t @mmpwhiii Ise
the second Jé)ng@&. tRenp®arnsh has reveal ed a
temi nol ogy of the has8pi ko and hasapos®r vi Kk
among Greek musicians aaficionados oughl y suheedbtsapbat®reoi ko
fast has8pikod. Since there is no numer al |
hasapos ®r v ieklipationseofrapyi sort age eather deceitful and-non
scientific. Above all, the most i mportant
posteriorincepar i son with that of has8piko. This
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
perhapsite for this discipline (dancesearch) to entdurtherinto the sphere of
popular musicologyCuriously, even if these terms were appropriately used
(according to the suggestions of the common opinion) separating the tworsnrids
still be problematic. The reason, as one can observe, is simply because the one with
the faster tempo is characterized as a f ast
tempo is characterized as hasapisgs&r vi ko. |
the other way round by Hatti o u | 2 s .

The probl ems i np aApnedr-,n io6sTphidbebisdSsamsi GRsD ¢ h &
2003) are similar to those presented in the preceding paragraphs, that is, dating issues
as well as eaneous rhythm definitions. Nevesdless, 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 charactstic is that many contemporargcordings of songs are
mentioned as well. It is also worth noting that research so far has indicated the
exi stence of few songs (Tsits8nisds compos
the above books at all. Thisrpaps signifies the difficwjtof 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 tbeshrecord labels. Despite this, the
existence of several titles referring to #ame song is common in popular music.

There are cases where the musicians used to refer to songs usingukapanicl or

“"There is an issue regarding the fraction of the ha
about has8pi ko Dbryinstessbf 2MdseatChaptenls/ 4 fr act i
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short phrase from the lyrics, rather than the actual title of the song. Moreover, the
commpni es used t o cha&amngeesaae e ioargw recordingtoi e, ei tF

the particular song~gure3.1 andFigure3.2).

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

Figure3.1:Se t o%t o kiel(@asliit sgmii tsg
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Yo'y 1'1'.':'0'4”"'('

Figure3.22To pallabel6 Pt bs8&8ni s)

However, this does not mean that the researcher should not locate and examine
primarysources, 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
aficionadosn Greece. Since | mentioned the record labels, | should stress that

mistakes have even been found on these, too. Many ladetthe rhythm of the

song, nexttoornder t he songb6s title. I n some cases
incorrect. For example, the label ofthesgndd g e y3ed dU 63 dy U Ry U
[ met hi sm®nos t h§r t dnightdrynk] wrised) (= GI10 Ovgiy|éle ecto@me |
(Figure3.3). The correct rhythmhowever, is 2/2Znambo The same is true of the

label of the songli ¢ i U W3 e ie'B[Uaffoo 4 dhen maghapo¥%ses =
love me] which writesi g ; @isUUX[) 8 & 6 t o tFigure.4).eHov@ver, hore(

careful listening shows that its rhythm is based orb#y®rhythm.

2HMV 7XGA 754 - 7PG 2832, recorded on October 26, 1960.
BHMV 7XGA 1617- 7PG 3226, recorded on November 26, 1962.
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Moreover, some lyricadd tothis confusing situation. For example, asage
foundinthesonge UGs (UUUy &bt OcgsEgboBO®Bid tols Tsit:e
tsiftetUd iUy Uoeahy sGG ool JGUy ator ella- 3 Uss i Ggtleht ®1 i 2
tsiftet®li is this]. Both t hedngfortthee and t h
song is based onrhythm fromLatin America very close tguaracha(see Chapter
6). From these cases, we can assume that ei:-t
were not aware of basic thetical issues such as the understanding oftilgghms, or
that the word tsiftet®l i was O6useful d for
companies may have wanted to mislead the audience in order to buy their records.
Oneshouldnot forget thatinder discussion here ate 1970s and all of its
characteristics® big venues (bouzoukiubs), electric bouzoukis, plate smashing,
electrically amplified band§(loudervol ume) and belly dancing ('t
Perhaps, the companies wanted people to think that they were koyieghing that
was invogue thatis,atédt et ® 1 i song, even though this wa

All the publications containing various types of recording catalogues of
Vas?2lis Tsits §niin 0sso mee,c or dtaretstetidyeldl si t s8ni s 0
(Table3.4). In all of these publications there have been numerous errors of various

types, most of which have been mentioned previously.

Shor ®I-1981 (faud/Gglumes)
Tsits8nis 1980 (e
Mani §8t;i2806 199 4
Angeli k- poul os 19
Al ex?2ou 2001 and
Hri stian- pou20@s 2
K - n dnoRsgha 2003

An as t®B2004

P 8igtas (n.d.

Table 3.4: Publications wi tchtalogues or s i n their songs?®6

YHMV, 7XGA 3291i 7PG 3953recorded in 1970.
1> See PennanetP99: 69 regarding the pes950sla k - peri od.

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 Colunfaigtory (and not only) wouldcguire a code

consisting of (in most cases) antination of Latinetters and numbers, for example,

CG 2425 for the Columbia recordings, OGA 1
forth. This code is known as the matrix code and imeoted with the recording date

of the sond.” When engring the trade, the song would acquire one more code of this

type related to its release date. This code is usweitlyred to as a catalogue code.

There is great deception and error in the books aspiring to create record tables, many

of which have beeme nt i oned above. In all of them (w
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 theelease of the song. Therefore, the confusion is intensified each time

a new publication is released which, albegiiang to be a more perfect version of

another written by some other author, is in fact reproducing information of earlier

publications, andhus perpetuating the problem. The first timeatrix code was

found was in the accompanying inserts of Charles Hodvard e Bembatila 8:

Vas?2 | is Tsl940(sJ8RH sr,eclddr3dés, 5 CDs) . Mani 8ti s
uses and citesatrix codes (2006). Oral sources indicate that this was due to Charles
Howarddés instigation which may well be ver
graitude to Howard in the preface of his book. In his work, Pennaapanrts that

Greek esearchers made many mistakes, omissi@egptions 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
obsenations in terms of the lack oérl i abl e sources around r embd¢
can also be foundin Smidhs aTha cChr on ol oiAReconkideRtom ®t i k 0

of the Evidencé€1991). Pennanen mbers the various means that the researcher has

at his disposal, through wh he is able to create a sound discography. Several of the

ways andstrategieshat Pennanenpgp o ses i n order to find out

" 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 fooritiegdsee
Vernon 1995) . I't should be also mentioned that Vern

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 miges is the utilization of primary information sources, for

exanpl e, the companyd6s recording sheets whic
each sound engineer would make notes related to the recording carried out. Curiously,

the matrix number was notdfonly thing to which Greek aficionaddi&l not pay

attention. Rsearch 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 reqéodedample,

drugs) The songwriter initially had to send the lyrics to the censorship and only if

they wereapproved, the song went to the studi@ven 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 asteallgne

of their primary implements and sources of information or not, that is, the record
labels.Figure3.5 shows a record labethere the three types of numeric codes are

visible. The matrix code is load at the lower left whereas the catalogue ¢®de

the right. The license number is located above theBte ¢} s e fd ‘[eg € Y3 UUy
hor i s m- s eppes ¥thendi§ancd you foredayw Ugs 6 g iwhi ch st ands f
Ujysdefhd alli O dlind Eensediumber]s = |

18 The censorshifaw took effect orAugust 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 yecomprehended, nor appreciated in Greece. Further proof of this is
that three out of the eight buildings of the Colunfaigtory in Athens wereestroyed
in 2006, having the approval of the Ministry of Culture and of the Main Council of
Contemporary Monuments.According torumoursl have heard by various sources
such as r e mb ®&utringkmy visitdoiAtbens) thesedtloree buildings were
destroyed without taking items out from inside. A more tragic scenatioesk
rumoursis 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,
salesdé l|lists, archives, interviejtsof and
academic research hard and, sometimes, impossible yoocarr

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

¥ The Council of Contemporary Monuments belongs to the sphere of the Ministry of Culture. On

Feor uary 21, 2006, the Council characterized the

buildings B, C, D, E, F and G that they are not (see the officibsiteeof the Ministry of Culture,

www.culture.gr).

tap:

gat
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development of the musical style itself. A soundly formed and rational discography

has a historical, sociads well as a musitogical value and therefore phrases such as,

6of cour se, it i's not of wvital i mportance
1 9 F%edluce its value. The lack of clear chronological references obstructs

comprehension and (most importigihinterpretation of some @hents of a

musicological kind, as for example is the use of new foreign rhythms such as rumba

and guaracha, the change in the rhythmic f
and evolution of the tempo of all the rhythmgdisevolving 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. lititmos$t

i mportance to mention some stranée situati
historicd sources, for many times, it became a quest and not research. By describing
such situations | try to reveal exactly the extent of tflodlem of undertaking

research o popular music in Greece, to raise some critical questions and, finally, to
draw the aention 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 stagé:

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 th@dollow
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

®Angelik-poulos 1999: 98.
% 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 whereditferemt dates
are foundjt is highly possible that one author merely took his dates from anotieer w

had published before him. | managed to verify that by meeting with these authors. The

case of And-nis K-ndos is an exception, fo
from ol der publications (in Spirspoulos 20
research on several ol der -1981 fausvolunes).ch as T

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 bookis do no

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

dr G U0 o Uf[lveSYsteasgkar dhi § mo% = hold on my he

that the song wacorded on October 13, 1951; however, in his later work (2006), he

simply writes 1950 in the recording date c

(n.d.) and Al ex2ou (2003) agree with Mani §:
On the other handHowardd s not es wr i t ecortedant t he song

December 12, 1950. Eventually, the logistics bafkSolumbiav er i f i ed Howar do

date. Where could the otherdofPolut hsaveofoan

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 entgied ~ 6 g ¥t @9 o uk § mi s o

= the shirt]. Mani 8tis (1994 Xxcordingdates t he da:

P8pistas (n.d.) gives December 1, dd956, th:

TheHellenic Society for the Protection of Intellectual Pesty (AEPI) claims to own

the actual recording sheets of many of the iings held at the factory of Columbia

in Greece (about which more below). Paradoxically, dgestics books of Columbia

write that the song was recorded on October 1, 1956. Hiywossible that two

#HMV OGA 1725- AO 5000.
BZHMV OGA2480-A0 5364 and gxi&ené ®f@wb or mbrk eatalogue 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.
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official documents do not go well together? | should elaborate on this issue, for it is
the key of the whole siation.

In the preceding lines, | have mentioned three extremely critical things:
CharlesHowardd s n olungbsb,s doo gi @andiAEP® sboek®r di ng
Charles Howard visited the British Library of Recorded Sound during the 1990s. All
information was taken from microfilms of original recording skeffe cards and

handwritten notes made by the sound men. He also photocopied quite a few of the

Ssheets. Moreover, Ghi-rghos Ghramati k-

He then passed his file books over to Howard who continued for severml yea
Howard told me that they only took information from the 78rpm discs that they had
actually seen, or from old 78 catalogGéBigure3.6 shows such a document with
Howardd and Ghramati k- s6s notes.

241 have contacted Charles Howard via email several times, since 2009 visied him in Athens

three times.

shee

S st
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Figure 3.6: CharlesHoward s and Ghi - r glbesesGhr amati k- s

The logistics booksf Columbiawere something that | have never heard about
before, until I actually saw and hdad them. | had heamimoursthat some people

may have stolen items from inside the Columbia factory, or that they just found



73

material in the garbage. All thegere rumoursintil 2010, when with the priess
hel p of the son ofwelbeatedadnd nsetwittstirde &y pebpte, K- st .
One of them was K:-stas Matso¥kas with whom
informed me that he, along with Ghi-rghos
logistics books of Columbia which are approximately (&y tiold me) 7680 in
number. Apart from meeting with Matso%kas,
several times with Ghi -asizgchtliastheRd®ksicomtain |t s h.
lists of the recordings of all of the four main labels of the peticat is, Columbia,
Hi s Masterdéds Voice, Parl ophone and Odeon.
were using Oroyl,u nablisaod sk nfoawcnt ( all together) a
(regarding the history of the recording industrycreece, see Ewbank and
Papageorgiou, 1997: ®D).Mat s o%kas was not very clear r e
obtained the books, but they discussed wit
taking money from him (Tsits 8concernedhisn or der
fatherds songs. Hppiweavteerl,y a3pla rpta gferso ni haaptp rkKo- s
gave to 8, they did not keep their woeshd, eventually, the books remained in their
mere pasessiorf>

The value of these books cannotumelerestimatedor it is not only that they
cover a huge time period, from virtually the very lbegig of the recording activity
in Greece (around 1920s) until around 1970sis also the fact that each page,
referring to a single songecording, contains several piecésnformation 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 revealaredment, 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 4842 or GO 48443 and so forth. | found these numbershe
logistics books, too, and after researching the idsuas surprised to discover that no

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

't should also be added that Matso%kas, apart from

handwritten copies of information concerning 118 more songs.
% The information within the books (at least within sied managed to hold and open) is written in

pencil.
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line show t he 6 t?Arkothérsdrdssdmednd aan seébechooksd i n g .
thefollowing code: GO 4844, 2, 3.This means that there were three takes recorded

for this song. For some songs all the bafale takes have been issued, while, for other
songs, only a single take was issued. Therefore, there is anothEetynnew

aspect revealed which is tightly connected
most important distinguishing feature of popularsm is its close relationship with

t he mass melf90:&)0If momd thanwree ltakefound in the market, this

perhaps signifies that the people involved in the recording (songwriter, musicians,
company)iked 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 highlyspible that there was only one

take that met the tastes and the needs of these pEmplee3.7 shows a scanned

page from the book&igure3.8 shows a record lab®ihere this typef matrix code is

visible (CG 27383).

I't should not be forgotten that we deal with 6live

together.
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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 AEPT he first stages of my research revealed that
the Library of Recorded Sound in Englandshom | contacted had the files from
the recordings held in Greece. Rod Hamilton from the archive in Engéapdnded
t hat about ten years ago, Sotz2zris Likour - p:
the British Library Sound Archive and went through their arcAf\ée purchased
copies ofvarious reels of microfilm on behalf of AEPI which were mainly recording
sheets arranged by matrix number from the Athens office of Colyadtiag from
thelatel 93 0s to 1940s. Consequentl yyosany next m
AEPI6s offices in Athens. He showed me the e
that he intended to help me with the dates of the songs, as well as yiitimgrelse
he could with regard to information about the recordffigge sent me three
Microsoft Office Excel documents, each one concerning each of the reajoding
companies (HMV, Odeon ar@blumbia). These documents contained 166 songs
titles (in total), along with their matrix and catalogue number and their recording date.
Despite my innumerable ppals for letting me see the actual recording sheets, as well
as to send me more infoation from their archive such as recordings from other

28| contacted Rod Hamilton viamail in July 2009.
't should be notedgquénat!| Fshis §soalawdwalasméansas hi s

a composer) are members of AEPI
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companies, AEPI denied both. In other words, they gave me 166, out of
approximately 550 songsett i t e d tspandhittey hawe faver let me see the
actual source and thus, my source of information (from the part of AEPI) is merely
three Excel daaments.

Contrary to AEPJEMI kindly provided their valuable eoperation and help.
More speciically, Harris Tsakmatsian, Head of the archive in Greece, sent me a list
of the songs cYAkhdlgh trisdist contains miich vagiieands in
many cases, already credsecked mistaken information (such as recording years), it
provides somelements 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 sleev¥ Raase

39shows a pagaealogueom EMI 6s ¢

% contacted HS8rris Tsakmatsian in June 2011.

31 Obviously, these matrix codes are not included in the logistics bfmrkkey concern the 33 rpm

recordings.
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Tpayoudi 15i6TnTa 10 TpayoudIoTig Taivia MiTpa ‘Evog
1ZQZ AYPIO SYNOETHSE NTAAAPAZ MQPIroz 2121 1984
1ZQZ AYPIO STIXOYPIO KAZANTZIAHZ TTEAIOZ 7XGA 193 1958
1ZQZ AYPIO SYNGETHE KAZANTZIAHZ ZTEAIOZ 7XGA 193 1958
IZQT AYPIO SYNOETHE KAZANTZIAHZ ITEAIOZ 2001
KABOYPAKIA STIXOYPIO TEZITEANHZ BAZIAHZ 1946 7XGO 11900 1983
KABOYPAKIA SYNOETHE TEIITIANHZI BAZIAHZ 1946 7XGO 11900 1983
KABOYPAKIA TPAFOYAIS TEIITIANHI BAZIAHZ 1946 7XGO 11900 1983
KABOYPAKIA STIXOYPrO MMINHZ TAKHZ 1998 1976
KABOYPAKIA SYNOETHE MMINHZ TAKHZ 1998 1976
KABOYPAKIA TPArOYAIS MMINHI TAKHZ 1998 1976
KAGAPIZQ IMA ZENA KAI TA MAPTY AAAH TIAOYZAKHZ NPOAPOMOZ 1949
KAGAPIZQ IMA ZENA KAI A NAPTY STIXOYPIO TEIAOYEZIAKHZ NMPOAPOMOZ 1949
KAGAPIZQ MA ZENA KAI TA NAPTY SYNOETHS TIAOYIAKHZI MPOAPOMOZ 1949
KAGE BPAAY AYMHMENH STIXOYPIO MHTZIATZ 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 12064 1983
KAGE BPAAY AYMNMHMENH SYNOETHE TAAANH AHMHTPA 1968 7XGO 12054 1983
KAGE BPAAY AYMHMENH STIXOYPIO AANEZANAPA E 1116 7XCG 4247 1973
KAGE BPAAY AYMHMENH SYNOETHE AANEZANAPA E 1116 7XCG 4247 1973
KA®E BPAAY AYMHMENH TPArOYAIE ANEZANAPA E 1116 7XCG 4247 1973
KAGE BPAAY AYMHMENH ZYNOETHZ 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 SYNOETHE NINOY MAPIKA 1951
KAGE BPAAY MANTA AYMHMENH TPArOYAIE NINOY MAPIKA 1951
KASE BPAAY MANTA AYMHMENH STIXOYPIO NTAAAPAZ MQProx 2003
KAGE BPAAY MANTA AYMHMENH SYNOETHE NTAAAPAZ MQProz 2003
KAG©E BPAAY MANTA AYMHMENH SYNGETH: NINOY MAPIKA 2001
KAGE BPAAY MANTA AYMHMENH TPArOYAIZ NINOY MAPIKA 2001
KAGE BPAAY MANTA AYMHMENH STIXOYPIO NTAAAPAZ MQProz 2004
KAGE BPAAY MANTA AYMHMENH SYNOETHE NTAAAPAX MQProz 2004
KAI XIAIEZ KAPAIES STIXOYPIO AIONYZIOY STPATOL 1964
KAl XIAIEZ KAPAIEZ SYNGETHZ AIONYZIOY LTPATOZ 1964
KAIKI MOY AH-NIKOAA STIXOYPrO AYAIATIQTA 1962
KAIKI MOY AH-NIKOAA ZYNGETHE AYAIATIQTA 1962
KAIKI MOY AH-NIKOAA TPArOYAIZ AYAIATIQTA 1962
KAKIA MAHTH SYNGETHE POYMEAIQTHZ AHMHTPHZ 1957
KAAAMMAKIQTIZZA STIXOYPIO TZITIANHZI BAZIAHZ E 1116 7XCG 4251 1973
KAAAMMAKIQTIZZA SYNOETHE TZITIANHI BAZIAHZ E 1116 7XCG 4251 1973
KAAAMMAKIQTIZZA TPAroOYAIZ TEIITZIANHZ BAZIAHZ E 1116 7XCG 4251 1973
KAAAMMAKIQTIZZA SYNGETHE MNATMOYMTZHI LTPATOZ 1939
KAAAMMAKIQTIZZA TPArOYAIE NMAMIOYMTZHZ LTPATOZ 1939
KAAAMMAKIQTIZZA ZYNGETHZ 1970
ZeAida 19

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

To sum up, there were four major sources whichnagad to discover:

Howard s tesiwhich concern approximately 323 songs, the logistics ladoks
Columbiaconcerning 148 songs, AE®Is
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EMI6s | i st whi ch c oneipetheararchiwes with nedadd tothg t hey he

di scography of Tsits8&nis, cont &ltisi ng,
clear that unless someone manages to obtain complete aiforrfor each one of

these sources (that is, gather, for example, informdtaom all the pages of the

logistics books of Colmbia) the job of creating a sound discography seems very hard

to accomplish. Moreover, as Pennaaggues:

a record and the recording it contains should be compared with other
relevant reords 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 recaydiates, 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 seagpeaits of the recording
career of an artist, such as stylistic changes, performance techh&matons and so
forth.

Historical Recordings and Recording echnology
Source criticism is &rgesubjectwhich, 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 critici§aorge Brock
Nannestad gives a detailed and interestirsgidgtion 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 misleadingiooscl

The recording technologgvailable at the period under discussion played a

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

%2 This became obvious after | cresisecked the dates provided by Eth the historical documents |
managed to examine during my research.
¥ See BrockNannestad (1984: 925) and Penna(2905: 83).

howe:
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of the song, which is one of the starting points and main implements of the Inesearc
Pennanespeaks 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 &édmusi ci aniguespften had
instrumentatormand even musi cal -sandaiddizedrevavirdy t hat ot h
speeds and the limited recording time affected the recording tempi and length of
sections (Millard 1995: 10001, 2612 6 2*%| éannot see that the first aspect is true
of Vas?2I|I sBsré@&sotdBngsp as wel l as of remb®t
Firstly, becaus espdaksafrstgreldrdfiaed s¢tup igddathe n i
recording room, that is, of praranged positions of the musicians in order to achieve
the desirable sound. For instance, she remembers the dmdselayer and the
pianist sitting behind and far from the two main instents, that is, the bouzouknd
the guitar so that, due to their sound volume, the formeuld not cover them. This
way, they also achieved in playing with theirurat/normal technique without having
to be afraid if they would cover one another. Moreover, we are dealing with-the so
called live recording techniqu&his means that, due to the early stage of recording
technology and of the available equipment, the musicians had to iggthtr, as
they used to play in venues. After all, thi
initially created in hashisdens and generally by people of the underwoRdba
long time it stayed away from mass guesce as fringe music addressed to the
underworld andlosely connected to pat mo k (Ewlgaidk and Papageorgiou 1997:
68). Thus, in the studiaoo, at least during its first period, it kept the sansthatic.
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 perfoens®hgs is almost the
same.
With the new era of recording technology well as with the development in
the construction of instruments and even the use of new, for the stylemests, it is
highly likely that musicians had to chantheir playing techniques in order to try the
aforementioned newly introduced parameters, that is, new technology and new
instruments. For example, the use of #teelstrungguitar (usually called acoustic)
instead of the Spanish (aftéet1960s) compelled the guitarists to search new playing

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

34 pennane2005: 83.
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the rapid development of the style along with the development of recording

technology compelled the musicians gr&ihaps the sound engineers too, to find new

techniques, orchestrations antceagements. 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 iptessThe 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 wlume of the instruments was not wblillanced, something that perhaps shows

t hat both the sound engineers and the musi

pammeters>® Fromtheearly-1960s, new rhythms, new scales/modes, new

instruments? new playing techniques, new singing styles and adadnecording

technol ogy were some of the aspects that cl
Another available source thatdets understand that the playing technique

t he ear | wasbasicaly@e sakein the studial on the music stands, is

live recordings where we can clearly hear the musicianygngl@ongs in, more or less,

the same way as they did in the studio. A possible explanation for this situation is the

fact that remb®ti ko and® ®herefdreytheydidiotk - i nvol v

have to think of complex and sophisticated arrangements. Obviously, the nature of the

style itself played a centr al r ollaei,k -t oo . |

studio and live recalings, as well as to bands playing the music live aties today,

they will see that the style of the masioes not require exaggeratiorthe dynamics.

On the cotrary, it demandsa detached treatment, without fluctuations pfaovide a

basic modelthe music within a song can be likened to being a strarghwith slight,

almost hard to discern fluctuations. The most notablerdyisacan be heard when the

% songexampleg Ud g G edy\dsp d § ~ Hymet hi sm®nos th§ 6rtho ap-pse =

tonight], HMV 7XGA 754- 7PG 2832, recorded on October 26, 1960¢ U G Ufeoihastso Yuk i = t he
slap], HMV 7XGA 948- 7PG 2911, recorded on March 11, 1961; @add B oYy e ¢ @1 a n a
kl 8psoume maz2 = come to weP&R3307, eeordedioreure 8,19634V 7 XGA 1

These are some of the songs where an almoshearable guitais notable.

% Acoustic steebtrung guitar bouzoukiplaying with jack cable (see further below); congas and

bongos (tumbadorasindkeyboards.

%As heard in the r ecswasuasuallygensistetl of ihsboyzamikieiSpadishs or c he
guitarand the baghtag s . B a g h IUa @ ® anwtompanying instrument which looks like a

miniature bouzoukand produces a rather higlitched 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. Obvidhslygands and the
arrangements became much more complex and sophisticated later on, roughly after the
1960s. Surely, the development of recording teaigyohffected the music itself as
well, thus, it also affected arrangements and estdtions.
On the other hand, the natandardized revolving speed, as well as the limited
recording time, obviously affected various aspects of the songs, such asphelte
length of the song, the structure and the tonality. As Pekka Gronow says in
interview with Risto PekkdPennanen 6 a change of four revol ut |
pl ayback causes a difference of a half st e,
that the basic implemenn whicha researcher can build their analysthat is the
recording, provides false and misleading elements and thus, it can mislead them to
false assumtions and conclusions. If we also take into consideration the argument of
Nannes a d thehrecord conmpanies of those days may account fdathéhat the
speed sggested to customers was deliberately ch@s@npm to 3rpm greater than the
recodi n g s(BrexleNarinestad 1984: 925), we can then understand the real
di mension of the situation. A dihd ference i
songbs tempquentdl|l ycothe songbés | engt h. Mo r
of the voices and the instruments. There are numerous examples of such songs within
Tsits8&nisds c FAngthisis notfthe end of the pioblent; To¢he
fact that many of the original 78 rpm recordings can hardly be locaad even if
they could be located many of them are damaged and thus, the sound qualify is bad
people, today, use digital archives in mp3 format. This is the easiest andosgbtep
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 cavert 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 pitchjagell } U[xamear t ol 2 = sinner wom
ColumbiaCG 2271- DG 6674, recorded on October 6, 198%; W U athate Ye®na tax2dhi i n i
= life is a journey], ®lumbia CG 4058 DG 7531, recorded on February 15, 1960; &nd¥ | & &8
GoROiUp&rhi mi§ fl - ghaXGA1l%&6-7TRGBIOE, reeoxdedon Maly 9, 198V 7
¥Obviously the same is true of 45 rpm records too.

easier.
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which will, ultimately, reachthe archive of other peopf€ Secondly, many
characteristics of the same song can differ from archive to archive. For example, song
A'is in Dtonality, withatempeda 80, and comes from the mp3
collector/individual B. The same song A is found in D sharp tonality, with a twr&po
90 in the mp3 archive of collector C. | should underline the fact that numerous times, |
even found three different versionsao$ingle 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 onarcprove very dficult.

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 aocptal 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 gnake with
his hand to the musicians, wanting to show that they were runniraf tone. This is
verified by the last instrumental part of the spnd d 3 G'¢ep i iUn ®i sa = At heni
woman] and the oral story existing, which | managed to erbesk by discussing
with several people, such as researchers o
around the end of the last verse, the engigigedled Ts i t s8ni s that there
seconds left and so he improvised and finished the song wittsecb®d melodic
phrase which was not part of the song. Some of the differences found between studio
recordings and recordings of live perfances of the same songs attest the fact that
many times the ¢ ompos ecture iceodling tothediditatipris t he s
of the recording time. Some of these differences found in live recordings are: repeated
intros or even musically changeerfgthier) intros; altered (slower) tempndt a x 2 mi
in the beginning omiside the song.

Some examples from Tsits8nisobds recordin:
examples to the writings above. Two are the conclusions drawn from the cases below:

firstty, manyof t he probl ems descri bed above are t

0 As we saw in the preceding lines, the sound might already be changed from its initial market source,
that is, the record.
1 ColumbiaCG 2166- DG 6600, recorded on June 25, 1946.
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secorly, through the examples, one can see the impact that recording techimatbgy

in different periods.

Fade-out

Some songs e ndutwiatleddysdsotnd endifearsd Many problems are
found within some reissues of older recordings, where, contrary to theadsigvhich

do not end with the fadeut, the contemporary do. Pennamettesthe following

about ressues:

In the 1970s dung the first stage of the rebetika revival, the editor
of several histacal reissues, Kostas Hatzidoulis, was in the habit
of ending all performances with a fadat (e.g. EMIRegal 14C
034-70364)

Pennanemrontinues and saythatdadeout has been the standard closure of Western
pop songs since the 1960s, and possibly Hatzidoulis wanted to modernise the historic
recordings by(2005 920 ganaged tsfindeolit the exacbreason for
t his sit uaitki-opno.u lKo ss tyamgsedrtohneanyofdhesegsues.
In an interview | condeted with himheinformed me that the reason that they used the
fadeout effect was that many of the records they had in their possession were
extremely dirty and damagé&dTherefore, and because the stylus jumped, they
decided to cut off some parts of the songs. In addition, Pennanen correctly thieames
recor d c¢ omp havd netsondideredshiritalepygpuld@ music worthy of
painstaking editorial work. Therefor@stead of an original or restored historical
recording there may be a distorted or forgeduduoent. Most reissues do not contain
even basic discographical data, not to mention commentaries with source references
shedding light on the background of thearetings and mus i a(Remr@anen 2005:
90).

Curiously, all these cases did not provoke the suspicion of the aficiowados
wrote on remb®ti ko songs in Greece. Nobody

42 pennane2005: 92.

“I'nterview with K-stas Prik-poulos contacted on May
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instance, why song A ends widideout, since this was not common for the
6recording traditiondé of remb®ut ko and
technique was used in original recordings too, after the 1960s, perhaps in an imitation
of Western pop song$able3.5 shows some examples of original recordings which

end with the fad®ut tednique.

Song title Recording details Recording year
g6 YeoU HMV 1960
[ t op § zterafermale Bams] OGA 2990- AO 5614

and7PG 2657
OadB oYy eadlsl HMV 1963
[ ®daa kK| §psoume maz?2 her] | 7XGA 1745- 7PG 3307
7 U®a sesWdli sy d HMV 1964
[ ke h21] i es ukaadrhdrts]i ® s = 7XGA 1959- 7PG 3376
®Ps ~ ewe HMV 1964
[dhipl2 zo2 = doubl e | 7XGA1998-7PG 3384
Kli o2agesY e€69g thse HMV 1964
[es?2 ghliki 8§ mo¥% m- no 7XGA 1857-7PG 3361
oy vy Uiec®OGUs HMV 1966
[dhe rot- pi ghotyw@ = || 7XGA2574-7PG 3615
opd o d UeQiteey b U CBS 83406 1978
[ dhil it 2r iisonirstheiveini | ®v a

Table 3.5: Examples of T s i t s $my$ ending with the fadeout technique

Panning

Thesec al | ed dap anathei mmodedtn teashnique that was used by sound
engneers. 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 instrutaai the band play utterly from the left

channel, whereas the rest play from the rigable3.6 includes some examples of

such recordings.
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Song title Recording details Recording year
ds ®yg 66 BUY Uesly HMV 1968
[[psil 2 vroh?2 sta m8ti al 7XGA2936-7PG 3797
¢6 Udld@osc Y39 HMV 1968
[to pedh?2 apto | i m§ni |7XGA?2937-7PG 3797
yUOUWsleazlg@dhadUo &l Us d HMV 1969
[ tan tha sm2xis maft - r 7XGA 3001-7PG 3825
be bgether with the one you will love]
¢ 0o9 ¥aglbor MINOS-EMI 1975
[ 1 s ki §hommyshdeveand me] (COLUMBIA)

7YCG 5240- 23064 70172
EUUg; UUURJ MINOS-EMI 1975
[ st as=xgaldeh eagle] (COLUMBIA)

7YCG 5239 23064 70172

Table 3.6: Examples of T s i t s $omys wstldtse panning technique

Reverb

The adding of the reverb effecttime recording/mixing procedusmon became very
popular. Clearly, research on the recording procedures of the periods under discussion
is very interesting, on the one hand, and \eeugial for the continuation giopular
musicstudies, 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 tegcal, forthere are cases where the type of effect

seems to be very like a wedl effect, for examplearising from the use & big empty
studioroom or even a hall. One should take into account that until the first recording
studios were built (136), recording sessions used to take place in the halls of

At hensds bigger hotel s ( EVabla3r&owssoie Papageo.l

Ts i t ss8ngs whdresreverb was used.

Song title Recording details Recording year
] hepWsdoade Odeon 1953
[ap-pse k8nis bam = t o] GO4785 GA7716

FUOUy3fh e€6g oageecyY) Ue U HMV 1958

[ st er n- manré= gmhldstiskeetiddwn] | OGA 2798- AO 5516

glhysy) oU HMV 1962

[ta x®na h®ria = the u|7XGA1607-7PG 3216
yUUWsheazlgdhehUo eiUs d HMV 1969

[ - tan tha sm2zxis maft -|7XGA3001-7PG 3825

come together with the one you will love]

Table 3.7: Examples of T s i t s $mg$ gith the reverb effect
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The electric bouzouki

This is one @ Maedd itshedti -ahanged | ai k- sor
suggest that this was broughtwitloHim ftorh the USA e ment s
(see Chapter 2), imitating the electric guitaat mainly used Fender ampdifs.

Figure3.10 andFigure3.11 are the only photos | managed todj where an amplifier

is hardly visible.
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Figure 3.11:  Hiwitht his squipmert (2)

't should be ment i alsoeskdthelelactric bd@wgukil i s Tsi t s §|
especially on the music stanésgure3.12, Figure3.13, Figure3.14 andFigure3.15

show Tsits8ni s wiwherethdjaicabld, theouteripast ofthe u z o u k i
magnet and/othe amplifier, are visible**

“Photographs given by K-stas Tsits§nis.
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Figure 3.12 T si$ witk I§srelectric bouzouki ()

Figure 3.13 T si$ witk I§srelectric bouzouki (9

Figure 3.14: T sis witk I§srelectric bouzouki (3



90

el ectric bouzouki (4)
This new bouzouks ound, as well as the new playing
introduced, weré& more or les$ the first stage of the neelectricl ai k- er a as

defined by a fusion of Western technologryd flamboyance, and a musical context of
Eastern origin. Many remb®ti kacoustot husi ast s
bouzouki style (both as regards its sound and its performance tegharigue that

Hi -ti s 6dest r opdtidn@nd thatie alienated the obd, authehtie (fot r

t hem) r e mb Bhe deketopneent gf kthe style is not only due to the

introduction of the electric sound of the instrumesr, but al so due to Hi
performance technique which was something very outlandish for the standards of the

peri od. It is true that Hi - -tis created an
from now on, were closer to the western context viduassicians. It is also clear

that both Hi -tisbdbs new bouzouki sound as w
techniquentroducedthe newstage of thé a i k -*° Ateo all,gt should always be

kept in mind that the development of a musical stylegytstiyy connected to its

instruments. Consequently, it is also connected to the development of performance

tedhniques and thus, to the people who are involved in it, that is, the musicians. The

i ssue of whether all t hi softaste and subjectiviyéd or n o

My sources here are discussions with remb®tiko | ov
Internet.

“About Man, | se HAndimsis Kas2tas (2009). See also Ch
Tsits8nisds ansd wal-It i assdsi rsfcchromdtsi,om about their rel

style.
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Table38s hows some songs examples from Tsitsg8n

with the eletric bouzouki.

Song title Recording details Recording year
figscoag U HMV 1960

[i sinik?2a mo¥ = my nei | 7XGAB828-7PG 2858
zUdgledydledg Hy O HMV 1960

[met hi sm®nos th8rtho ap- g 7XGA754-7PG 2832

drunk]

ZzYUslba UUy GGU, U Columbia 1963

[ m§ti a dhekat ®s er dic)l= ey | 7XGA 2036- SCDG 3349

2 W6y 60 Wa Weedi a HMV 1964

[na to pros®hi ofthechild) e d h | 7XGA 2137- 7PG 3485

Table 3.8: Examples of T s i t s $mgéwithdar 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 thé8songe &(les d

hr2stos = GhrdihsrJo nsousn, gicetdsd aO8tdber 29, 1946. If

someone | istens carefully to Tsaous8kisods

interesting. The sound volume (of the voice) is slightly reducing, as if he is turning his

head awy from the microphone, creating, in a sense, a physical fade out. This is the

only time Tsaous8kis used this technique.
Another recording techniquenost possibly an imitation of foreign recordings,

was a second voice sangthye same singer through the use of overdubbing

tedhniques. This, obviously, became possible only after multichgonehultitrack)

recording was introducgd@rom 1950s onwards)'wo repesentative songs examples

arege " Usilia OT6 oUpaaling Ymep= t he guyngbyr om t he

Stam§tis K-kotas, reCoddddonikthIgshz2 aard t h

nostalgia, sag by Dh2 mitra Ghal §rgy the mulichannel ed i n 1

possibility allowed not only the singers, but alsorés of the band, and especially

the bouzoukplayers to enrich their playing through ogebbing.

4" Odeon GO 3666 GA 7351.
BHMV 7XGA 2937- 7PG 3797.
“9MINOS-EMI (COLUMBIA) 7YCG 5241- 23064 70172.
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A Limitless Range of ®urces
An extremely important source regarding historical recordings is the press of the
period. Hitherto, Icouldnat find any work with a reference thscography in Greece
which hadcrosschecked the dates it provided witte numerous publications in the
press of the periotf. By referring to the press of the period, | also includenthay
intervie ws of V@&sik¢$ iasmheTeshnatrsd t o | ocatdlostoday. F.
Anastas2ou has gathered al most every inter:
corresponding newspaper. Although he kindly gave this material to me for
examination, | should mention that he was radé¢ @o find any printing house
interested in publishing this extremefgluable documentaticand thus, itremains
unavaitb| e t o the publ i c. Remb®ti ko ent husi ast
and aticles would have drawn better (and in many caseser) conclusions as regards
the dates they provided, if thépdnot neglected this source of imfoation. For
example, there may be an i nt ewhichrefars of Tsi t.
to songs reorded the very same year and wéhen hits in venues. And since the
range of sources is under examination here, it should also be mention@alutiat
useful information could be derived from nittitack tapes, track sheets, synthesizer
patches, diagrams and data relating to the acoustic of@stcs of the studicsignal
processor settings, choice of microphonesami phgr aphs of their pl ac
(Warner 2009: 141n. 38).
Finally, | should also mention the need of the sound source itself. To explain,
prior to the era of theapidspread of information (which admittedly is the era that we
arenow in), musicologists used to write musical scores in order to illustrate what they
ardlyzed. In other words, the musical score used to take the place of the sound itself,
in order to hi the reader to construct a sonic ima@¢éhe song that the writer
analyzed. As popular/new musicology gained ground, scholars belgark tor new
means of transcriptions of music (for example, imdges spectrum analyzer§ see
Brackett 2000: 6@, for instancg On the other hand, there are few publications which
are accompanied by dtgl means of information, such as a Compact Disc (&D)is
critical to elaborate on thissue: clearly, the easiest way today for someone to listen
to a song, duto the aforementioned era of information, is the Internet. As | have

** However, there are works by aficionadbat include photographs of papers from newspapers.
’See, for example: Kalivi -tis (2002); Tenzer (2006)
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noticed during myasearch project, more and more journals (academic and non

academic) choose tlpathof electronic publication, as this is more functional from

several aspects. Thereép some interesting yet imgant questionsarise 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 iatellectual property. However, one could also argue

about the latter, too, for the déspment and progress of academic research could be
considered as being equally important as the notiontefectual propertyWould it

not be eaer for the readerto have a better idea about the song/s? Why speoldle

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

paossibility that (as taditional musicology does) popular/new musicology tends to

prefer the visal from the auditory?flyes, why?2dts eems t hat Ti mot hy War
argument isaccuratethatavhile most classical music analysts focus on the score as

the primary text, scores of polar music tend to be both rare and largely redundant,

since the ecording represents a far more complete and accurah r ecor dé of mus
i nt e ifWarner 8089: 139).

T s i t & Renordsg Career: Basic $atistics
As the graphsumber ofrecordingsby yearshows Figure3.16), there is a great and

almost steady decline in the number of recordings produced.
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The year 198 seems to be the mosbguctive 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 the

war. One of the reasons fibre massive production during the early years is
Tsits§8nisods collaboration witHThis he famous
collaboration resulted in 6B2cordingqas the leading singerincluding some of the

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

still performed oday.

1950: a Key Year for Laik- Song

A notableyearwat 950 when Ts i tsengs)somethngyrecedehtedd 4 6
by the standards of the period. TaBl@lists some of théest knowrsongwriters of

this period and the number of songs that thegnded in 1950. Information has been
taken fr d200Mani 8t i s

Songwriter sSongs
Ghi 8ni s Pa|21
Man -Hii-st i s |13
Sp2ros Per |13
Ghi -rghos 11
BE8§mbis Bak]|10
l o8ni s Tat |10
St 8vros Tz |10
K-stas Kap]|9
Ap-stol os 7
Ap-stol os 6
M8&8r kos Vam|2

Table 3.9: Number of recordings by other songwriters in 1950

*2First recordingB ¢ 0 o U &i¥ml gl e Tsi t s§ni s =sTtsa tM-Smdes Kar IMont e
Carl], HMV OGA 657- AO 2448, recorded in 1937. Last recordiggth oy & are U[Utea Yv | ®p o
skoti ng§ = |I,PalepkonetGOelT82007427M1,recorded on November 21, 1952.
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There are somiaiteresting details to point out regarding this particular year
withregard t o Tsi t Nheléadsingerswererecordéand Gve .
others performed as second vofcavi t hout counti ng).Forgti t s8ni s08s
oneof the songs are whollyce at e d b yhat iB,d0th nsuSicanddyrid@hile
threeappear tdhave lyricsbyef t i h2 a Pap ag honeohtlepesdaggsou. Thi r
are in old zei mb®kitkhe nr ray teh m,iwothr@iesISywe ko r hy
b8lamsd one i n.Fikeotttesesadngasn -véer e recorded t wi c
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 harm

The year 1950 isacrucialof@Vas 21 i s Tsits8nisbs recorc
as the genreds future. It is the year with
Tsi t s §niSevwemincoentstigaearcurred in this specific year are worth
notingbecause they acted as catal filey@mn t o t he
also be interpreted as heralds of the changes that the genre was abdatgo.u
Several otheeventsof major importance that had occurred the year before paved the
way forthe year to come by laying the foundations for a new era, both for the
composer and (as evidenced in the recordings) far thenb @ taiikko musi cal st
as a whole. In 1949, the Civil War officially came to an end. Thereforeyyadr3
period ofconflict came to an entf.The same year, the historical lecture of Manos
Hadjidakisabout rteakpl®da ¢ & o( 1949) . Many schol ars ¢
|l ecture as the begi meseptiomFurthdrmoreetmella®t i Kk obds br
recordingon whichM&§ r k o s Vasmwagks§ rai sTs idUs & n i0& s egfong |
mar r i ed aoadmg with thiehsiegers a me year

[ pandr em®nos
Mar 2ka N2nou, one of the key singers in Ts
madeinthesonis U UU eyYUZ¥Ughieg UaUmEtia po¥% aghap-
love]. Concurrently, thepartne hi p bet ween N2nou andé Tsits§8n
begins. These events alone manifest, in a way, the end of aneerayWa k 8 r i s6s er a,

“Tsaous &8Kinsou, B®l ou, Gheor ghsak oMoosyhl conu§ s ,S tB8&Moiua aErvdg |
Tzouan8nos are the names of these singers.

19361 940: Met ax §s 0 s1946:iWntdaMar®yasdhl94p949: Qivel War.

%5 ColumbiaCG 2534- DG 6786, recorded on October 27, 1949.

% ColumbiaCG 2535- DG 6786, recorded on fember 31, 1949.
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that is, the remb®ti ko era) and the beginni
| ai k- era) . eclonr dli9n5g0 wihteh ltahset sri nger | o8na C
also stood for the old genre) ismadeinthe gy y 6 g U d clichigpos K ®p ¥ o W
ti dh-lia m8na mo%» = think of my poor mot h
importance is the firstgtlio collaboratiorb et ween Vas?2 Evangeil Ba8ni s
Ma r g h asran atdordionistinthe sofigus ~ YdUsd &Pk io ms P §d¢ chd =
ke kami 8 zimi 8 = if you suf flegi tanadkepisss] . Fi |
his first appearance in a me, something that became very fashionable from that
period onwards. If we also take into consatiem the article of the jourhiat and
musiccr i tic Sof2a Spano¥%dhi about Tsits8nis &
the next year (1951), one can understand the gravity and the importance of this
specificr i od. Sp an aftedice beibggaogppane nt of remb®t i ko,
T s i t farBandthsis,a person that finallgcknowledged the genre.

All the above are not just signs of the
not concern the musanly. They are also signs of a broader social transitom,
mostly due to the aforementioned end of the turmoil in the country, after many years.
Greek society had t h-ergacizechanccflourigh.oflae péople 6 r e st 6
were now able to go out freely, and to find sevarahnsof entertainment, wbh
includedtaverns, 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, & it w
also the recording industry that flourished. Whereas the musicians used to play for a
piece of bread (during the yearsturmoil), they now found two profitable ways of
performing, that is, recording and working on the music stands.

Many distinctive &ments can be found if we examine the statistical graphs in
connetion toAppendix ATs i t s8ni s Chr.&ariodtancg, weaafseeEvent s
thatT s i t Ise@an hissmilitary service in 1938 and it ended in 1940. However, the

production of the songs didot decrease. According tlbose who have writteon

*" ColumbiaCG 2590- DG 6814, recorded on daary 7, 1950.

%8 ColumbiaCG 2738- DG 6886, recorded on October 31, 1950.

*The title of Spano ¥dhéodgcal aharge (aslregardstheni ch s hows he
acknowledgement of the genre)Bs¥ ) 0 Jaj@U y ¢ ¢ ¢ 8¢ G o U Jtveavdrids of popular

art: Tsits8nis].



98

Tsitss§fi kdbs happened because Tsits§nis use
the camp for weekends in order to travel to Athens and record. Under sberpref
time, he ofén did not succeed in returning by the Monday and he washed by
being locked in the guard house. It has been rumoured, and some of his friends
agree™t hat Tsits&nis used to do this on purpo
as he liked working onew songs. He is said to have written his greatesivprehit,
j1cha3a®Bpafd - ndi sa = mi st redosis{]s ecku rHiant @ i arhe ud 2 :
2002)

In the next two chapters (Chapter 4 and 5) the musical analysis part of this
thesiscommencesThey dal with the Greek popular modes which constitute a major
chapter in the history of Greek popularmysicand i n t he devel opment
Tsits8nisobs c dhmfaathat d thomugh dnalysis and examination has
never been carried out makestimg a history of therem®t i ko and(addai k- sty

Tsits8&nisds aomdlee. within them)

®see, for example, Alex2o0ou (2001 and 2003) .
®"For example, The-fil os AadmMarch201Q testified ta thimpiecemn ver s at i
information.

52 ColumbiaCG 1874 DG 6440, recorded in December, 1938.
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The Music
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Chapter 4
|l ntroduction to the Greek Lai k- M

The Greek Popular Modes: the Rot of a Long-Lasting Problem
) A addh r Y] mears road or street (pluraly f,e ebh EThrd )l.ai k- dhr - mo
[popular modejs, more or less, a commuaimn code used by Greek musicians. This
code, that i1 s the dhr -.isbhased ®wwepeaensneddl on by
theoretical systems, and more specifically on the system aiuttkésh makans.
According to B¢lent Aksoy, ORauf Yekta | i s
makam which were as follows: 1) a particular octavelseath 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 usedrimliamscale, 4) entry, 5) the
dominant, 6) the finalis, 7) itseyir 6 ( Aksoy 1997: 8).

Evidence suggests that there is a possibility that many musicians ofabad?
(bouzoukibaseds c hool thought that t htehye nwteirced act ua
makans, whereas the evidence (that is, the actual recordings) points to the fact that

they were creating different version of therh.

It is difficult to trace the mutual influences that inevitably took
place during the centuries of coexisten€d@urkish and Greek
music (Zannos 1990: 42).

The situation became clearer when chohdainony was introduced to the style

(examined bel ow). During the years of the
remb®t i ko ( ouzouktbhsed) peiiofltheavaysthattGreek musicians used

themakans was similar to the way in which theakans were used in the @than

' use dhr-mos for singular and dhr-mi for plural.
Parts of Chapters 4 and 5 haelk Pepwnl pubVMidded, aBr itt
Postgraduate Musicology, 11 (2011).

%In order to mark the differencebwe en dhr - mi and makams, | write the
al phabet (Ous 8§k, Hit z8z) invahli Ifeo rim wrUktke©kt, h eHilcactzt)er i

“See Chapter 1 regarding the chronology of the musi
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repertoire. Obviously, the turning point should be sought somewhere around this

moment, when the refegswere performing their music which was very close to the

0 a u t hneakatstyte Gmainly using fretless instrumentsyhile the Greeks at

Piraeus were trying to learn and perform it witheit context (ethos, aesthetemsd

themes of the lyrigs The moment that the bouzouka fretted instrumerit became

themai nl and Greeksd basic and | eading instru

change of style took effett.

During its formative process a new style somehow tiemidself

from its predecessor and, wittingly or unwittingly, emerges as a
reaction to the older style. Qrdhrily, this reaction to and breaking
away from the older style is not cleaut. In fact the new style

usually barows and/or adapts some elemiatn the older style.

After the formative process, the new style becomes crystallized and
establishes itself, and its audience begins tograze the

boundaries of it (Byrnside 1975: 219).

In fact, it was unavoidable that confusion like thiswouldodcudr. t he f i r st r emk
(in Piraeus)whoeat ed a new repertoire by wusing the
style that they either heard or with which they were already familiar are borne in

mind, the changes that occurred can perhaps be bettestomie Unér discussion

here are native Greeks who were affected by thggrefe s 6 musi ¢ ( Ghi - rgho
for instance), or )whesk styleecrasged(frépthecalesl Per i st ®:
(as examined i rkonfuhsaipct esrt yll)e Smihrant® i s, t he ¢
remb®t i ko ( P-based)estyls Thb major differénce was the use of the

bouzouki astherab ®t e s 6 ngtrumemt ansteyad of instruments without frets that

the rduges used. It seems that the r@ueb tried to produce the saseund sfle by

using the bouzouki; they tried to fit as many elements as possible of theegefuge

0w h e mmiakarostyle into their bazoukirbased style. After all, as Beaton
convincingly ar gu e shtwoielementswhichedetgrrhinelthet o 6 di s

nature and development of a musical tradit]

®Obviously the bouzoukvas phased in the style which was gradual

changed | mraphasiteythe vatalytic role af this particular instrument.
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(1980: 1). According to Beatonés theory, t|
musical styles, such as modes or scales, teevals as they are actually heard and so
forth, while the second has to do with the practical matters, such as composition and

improvisation.

[é] 1t is impossible to tell, at a give
musical tradition, the proportions in white 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 t he maaditieasanabling, rotdnl®t es, mo
musically, but geerally® Perhaps this is the most important reason for the theoretical

problems that exist today. The most prominent of these problems is the erroneous

assoc i on dr awn bet we e n Tdrkislemakaasi As mentohedo mi and
above, a crucial difference is that, contrarytotiset r ument s of Greek | ai
Turkishmusic mostly uses instruments without fretsvith movable fret$ We are,

therefore, dealing with a comparison that is false fronvémg beginning, since we

are discussing musical systems with two very different theoretical backgrounds, the

use of micretones on the one hand and, on the other, tones anda@®sionlyThe
observation of Vo¥l gharis nand nVatnhdaatr 8ktihse ia
system (of the makams) arises as an encoding of the corpus of compositions by literati

musi cians, extensive and fine in their pro
about remb®t i kbanpopuwa mukicad formEven if inisithecase that

we can accept that tmeakamsystem can be applied to vocal parts of Greek music
because¢heremicro-tonesare possibleits application to the instrumental part,

especially in that of the bouzoufa/hich is the major solmstrument of the genre), is

® /'t should not be forgotten that this period was a

dictatorship, Word Wars and so forth (see Chapter 2).

"It should always be kept in minbat | am only dealing withurbamo pul ar musi c, that i s,
and | ai k- a strdditionaltalsoknowmas d o 8-88 p Wi g[ddshUier¥o t i k §

paradhosi ak§8] wh danes waslfaed still sspsgneethingfveryntonemom (regarding
paradhosiak8 music see Kallimopoulou 2009). Obvious

as well, suclas in the case of theolin which makes use of micrimnes.
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problematic. In other words, and speakgamerally themakamsystem could
possibly be applied to Greek rutahditional music, as well as to the music of the
caf ®s, wunt i It hteh éb onmazmoeurkti twaasst est abl i shed as
remb®ti ko style, that is, the descendant, |
This moment can be roughly def i megahtoas t he |
record his mus, that is, around 1930. Due to the aforementioned problem regarding
the erroneouendency to draw parallels betweeth e d hr - mmekangihd t he
cannot be stated foxe mpl e, t hat song A iIis making use
despite the fact that Gek musicians @ept, use and (above all) understand each
other when using this terminology, itisimpdss e f or t htobeGheee k Ous §Kk
same as t he bedausefthamicrédibres &k the commas (see below).

Moreover, the strangest part of this issue is that although Greeks kept the

makamn ames, t he names of ma pfortheydanotmi are mis
correspond b the originamakans ( f or exampl e, dhr - mos Ous§Kk
tomakamUk k ©k) . Thi s probl emati c wai@e wbefe names

Greek musicians communicate on the music stands by actually using incorrect names
torefertothedhrmi . There are, of coumakam musi ci an:
theory and who are aware of tipblem andthat makes it even more complex
because they cannot communicate witleountrained musicians antherefore
have to make use of the false namemnethough they know that they do not
correspond toTurkish equivalentFor example, the maestro on the music staight
instructus (the rest of the band) to play a G O
dhr - mos @akarBlkk ka@hkd Al t hough | know that the
makam | too call this dhr-mos Ous8k. This si
guestion: is it not enough that the naigns communicate? Should one have to care
whether one uses a word, a phrasa term correctly, since the one to whom they are
talking understands them?

The problem of categorizing the songs a
on is a further issue tackled in my research. For example, when the majority of the
musicians refeto, play or teachthesogg bHU fj3 o U[ 6 o UgdmdtmBj daU
Pers2a = thehbmay $poak Pefr sdita]l- mos Ous§&k. /

makans, though, shows that the correttkam( or dhr - mos, 1 f the ter

8 MINOS-EMI [COLUMBIA] 7YCG 6314- 2J 006 70529/I1, recorded in 1977.
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carect) ismakamK ¢ r d ©  (d sha# inFgereA.d shows thanakamto which

dhr - mos Ous §kOnc otrhree soptohnedrs )hhand, dhr - mos Ki o
makamK ¢ r d “Figrest.8, éourth staff)'° As Pennanepoints out, 6the conf
existent in Greek terminology derives from the deficient knowledge of the Ottoman

musicct ured (2004: 10).
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Figure 4.1: Dhr - mo snak@mks SrkadnakamUK Kk ©k ; dhr - makamKKa roaud jda r;

°See Vo¥ gharis and Vandar §kis (2006: 51). Mistak2d
225).

%1n 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 tht (ihait

is, the basic tonic).
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Themakamf or m of the dhr - mos, that is, the tet
appropriate accidentals is shown in the third staFigure4.1. By adding other
makans to the enaf each of these tetrachords and pentachords, the makam
can develop beyond the given tetrachords and pentachords can be shown. Some more
special characteristics and issues of the
dhr - mi ar e dekyalhs tairachordd & (p ja Y =fauy +isting (note,
degree)] is the basic unit of theakamt heory ( Vo%l ghari s and Vani
16)M

Some examples from my personal experience follow, in order to depict the

degree of penetration of certain problems in performance peactd oral trattion.

The following examples are part of my fieldwepka r t i ci pati on i n remb®
performance during the years that | have b
Chapter 1).

One night we tie band) played a song which sounded complex and, in terms
of its modalconstructionstrange™® Instantly, | asked the bouzouiayer whether or
not he knew what this particud@Uiefdh - mos w
[ Mat z'3Thesspn@ was in D tonality, but it used fta VII major chord, that is,
a C (natural) major, instead of the V major, that is, an A major, in its cadences.

Basically, the melody in thetroduction sounded like thigigure4.2):

Figure 4.2: Introductionof mi n k8ni s -nira trel§

" Regarding the important mbof the tetrachord, as well as of other small collections of degrees

(trichord and pentachord) see Zannos (199664

2The songisentittetdd ® Y3R)odey Qo n k&nis -nira trel§ = donét o
It has been recorded by severndists and is a popular song today.

“Matz-re dhr-mos is very close to the Western major

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 fdtiguse(
4.3):

s s .
JGer © © R 0 B
Figure 4.3: Supposed scale of the modeofii n k8ni s - nira trel §
| should underline thatthgatV1l I maj or chord in the Matz- -re

Greek songs. Everything became clearer only when | confithadhis particular

song is one of the songs from thecadled Indocracyeriod (see Chapter 2), that is, a

Hindi movie song recorded with Greek lyrics and a Greek style populaestra. In

other words, during the night the venuewe were playing a song based on a Hindi

r U arother Eastern modsystem). After the first response of the bouzoplkiyer, |

continued: Ot his i s aorfgaotd? DoyeuknowWbtaet about

songs i n Matz-re dhr - mo snarty hoazoukiplayersdarehi s c ho

familiar with the basic chorddlar mony used i n every dhr - mos,

chords or wondering about the correctness of them is something not in their tradition.

The final response of the fellow bouzoukhye r was somet hinhy | i ke: ¢

are you bothering yourself with such thing
Another indicative example consists in considering the way that bouzouki

players nform the rest of the band about the song they are about to begimgplbuyi

many cases, at venues with live music, and duringtteead | ed o1 ai k- part o

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 ptbgram.

In dmost every venuerhere | have worked @oneas a customerhé bouzouki

player was the one responsifide detemi ni ng t he or dBuetoth¢ t he | ai

need for quick changes with virtually no gap between the songs, the bouzouki playe

has to be as succinct as possible when telling the rest of the band what is about to

follow. Thus, he indicates only the songos

“Since the dancing part of the pr ogwasmemienedpler f or med

should highlight that one must understand remb®ti ko
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will say for example: d&Widthos hegeo)t ked mMiorvi me
isactud y referring to the very first chord of
on which the song is based. Therefore, he may play a song based on any of the
foll owing dhr-mi: a D Ous8k, a D @®lin-re Ar
ofthes e dhr - mi use a miTheoest of¢chb lmanddvillbasetd he t oni ¢
follow him either by identifying which song it is (if they know it), or lgzognising
the songdsumbdalk, that is, underisanding w
process is often called by Greek musiciand a ¢ ¥ ¢[Up @80 Umdlat o aft 2 =
by ear]. They basically mean that one should rely on their experience arwdimus
skills rather than on a miesl score. In a sense, it is a matter of musical instinct and
alettness on the part of the musiciasseg(Lilliestaml 996 regarding o6pl ayi
Basically, t,oe wbed wo Miuseddiadicate thedirdt chord
of the following song, which, inturn,va es according to the dhr - n
song is actuayl based. Interestingly enough, regardless of the prevalent téomgyno
which is based omakamn ames, t he bouzouki pl ayero6s 1ins
rather Western ceept and not a modal one.

Another confusing issue is the factthat Greek i k- musi ci ans t hink
d h r - maing scales of eight notes, that is, octachords. They teach them in this way
and they also communicate on the music stands in thisAvglanceat the few books
published by bouzoukilayersverife s t hi s i nteresting point. A
presented as being scales (see below). However, the main elementraikidum
system is that it emphasizes the utilization of the tetrachord and the pentachord rather
than the oachord!® The impatance of the tetrachord and pentachord is true for
Byzantinemusicaswelt’Obvi ously, the way Greek musici
octachords) reveals a tendency towards Western musichintpiand not towards
Eastern musical thinking

Althoughsignificantd i f f er ences bet ween the two sys
and themakans), they still have one thing in common. This is the general concept
under which both systems woilR.h r - mo makams @n eatity whose qualities

cannoteasilybeedls cr i bed and represented in an exha

“Min-re is a dhr-mos very close to the Western mino
18 This does not mean that maké#meory does not include and use the octachord.

YWith the t emunsiocBdy,z aQrteienkes refer to Greek orthodox e
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Fur t her mor emakath$ are alsd inexhaudtibléin the sense that in most

cases they cannot be represented in all their characteristics in one and the same

me | o dy 0 hefeiaramard/@xampl&€s where the cadenes f dhr - mi and
makamsre idatical or at least very similar; dominant notes that create a particular
6soundd are also similar; furytolefd®hgrir e, man:
(singular), ®I xi s ygantinemusiclcan beobsgrvedin bothat i on s ]
the system of the dmakansnTheansgl xihe system of
central/dominant note which draws/pulls/attracts peripheral notestisvself-® A
characteristicexampleou!l d be the case of dhr - mos OusS§
behaviours can be observed) the instability of the second degree of the scale, which

somretimes sounds flat and sometimes natural, depending on whether the selod

ascewling or descending;)Zhe 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 BFigured4s hows a eryipig@d| meélopdy of a
based on dhr - mos Ous8k. Since we are deal i
6senza tempod (the t abxevemi a) , | preferred t

Instability of the 2nd and the 6th degrees

T
2YP=Y
PHO

O
T [¢] O

e & O Weo (h)_o_ o ©O e O

Leading 1

note gravitation of By (VI note)
Figure44: 1 di oms of the Ous8k dhr - mos

The few attempts by scholars to write on the topic have clashed with the oral
traditionof the musicians, and instead of solving the problem, have created two
6camps6, one of which f ohbndthewtherthhe rul es of
proposals of the scholars. Therefore, veetianized and wilepth research iggently
needed in order to at least prevent the continuation of this problem.

Generally, two kinds of publications exist: a few pracbesed books, wten

by bouzoukip | ayers that <cite the dhr - mi in the f

BEverymakamand dhr - mos has its own ®l xi s.

9 Both idioms are also met in makaheory.
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acompanied by a few |Iines of commentary (P
n.d.). The two major issues with these peditions are that they lack-tdepth

research, and that there are many mistakes egtird to the names and the structure

of the dhr - mi (regarding the nomencl ature |
Paghi 8tis gives lladws Figuedsy: Ki ourd?2 as fo

]
|
O [§ ] ~ |
O [§ ) ~ ]

O ©

Iz N8

Figure 4.5: Dhr - mos Kiourd?2 as given by Paghi 8§tis (1992:

On the other hand, Ni koFigurgh6)d’ltsheui®e Ki our d?2
ment i oned t ha tdoedNnotknallde gnyaorhneests at all.

Dhrémos Kiourdi

|
. |
O O ~ =~ [§ ] FiTP=Y 1
O © PHO O

t<§3t>
D
N
e
q
q
]
e
>

Figure 4.6: Dhr - mos Kiourd2 as given by Nikol  -poulos (n.c¢

Turning now to the other category, it consists in the asrebody of books

written by scholarsvho are clearly aware of the subject. However, apart from
Dhim2tris Mist ak?2 dtheyded withtpeurrkishnaleats) rather ( 2004 )
than with the Greek dhr-mi; however, these
be appliedoand helpanalyg t he dhr - mi . The study made by
and Vas?lis Vandar8kis (2006) imakawser y spec:
they transcribe songs ferodsifl9221940) accardlim and t h
to the Ottoman form of themakans (see below regarding the problems that can occur

®Roderick Beaton, similarly to my comparison betwee

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



110

in these kinds of transcription®)Mist ak2 dhi's (2004) presents th
similar way to that ofweRrnheshedstightonmanyd Ni k ol
problematic issues such as the ineotr(or correct for the musicians) use of the
names of thenakans in Greek popular music. Rbhermore, he mentions many
idiomatic characteri st iacisonosf wihteh dohtrh-enri ,d hsr
chordahar mony andsm&maéai KzPpiddkse (1996) analyz
makans i n a waylgshiamiilsarantdo V\vam*dar 8kis (2006) ,
an extent. Finally, &heiadthtemgdtlo9m®de clayn M
as being the cornerstone of all research madbe@modes. Not only does he examine
themakans, giving important details and critical comments, but he also deals with
Byzantinemusic theory and its modes,tkec  3hi ) , showing the cl os
between these two sgms (Byzantie andmakans) 2

| 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 theakamsystem, the Byzantingystem and the Western
tonal system and harmomy an interactive wayEach of these systems has been
created to serve a particular repertoire and, most importantly, have been created
according to, and out of, thepertoire they serve. When a cheteristic of theirs
cannot find its proper place in | aik- musi.
example, the musical notation of Byzantine music wouldffeidic ul t f or Gr eek
musicians to read because very few of them have studie@ihierfore, it is rather
difficulttouse thisnat i on i n order t oFigeireddieancr i be | ai k-

exampl e of a | eniusingthesByzaginetnotadions cr i pt i

% The title of the book contains the term wiiwas discussed in the Introduction (Chapter 1), that is,

6Smiron®i ko

2568d2hosec@mk i Al ar emotdhees . ByTzhaen twiored 2 hos | iterally |
very detailed examination of the relationshietween the Byzantine modes and the makams can be

found in Zannos (1990).

BA similar point is also made in Vo¥% gharis and Van
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Figure47:1 pantagdnfcri pti on using the Byzantine notatio

Due to the aforementioned difficulty of the Byzantine notatldoo use the system

that the scholarswhadd er t ook a st udy aorfakatshave uddd.r - mi  anc
This system is based on staff notation, notes acidentals®* However, there are

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

by Greek musicians and foreign stdrs, such as theo-called in Byzantine theory,

idioms (see below)The aforementioned three systems, that is, the makam, Byzantine
and Western are examined separately below.

't should be clarified that the accidental of the

the beginning, no matter i f these key signatures ar e

dhr - mos6 key signature employs both flats and sharp
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The Makam Tradition

Today, the prevailing system is the one developed by Raouf Yekta

(1922), Suphi Ezgi (1933953)and Sadreddin Arel. Its roots lie in

the medieval Persian and Arabic traditions and especially in that of

the fAisystematic schbDmQubalDiepr esented by
and further elaborated by musicians such as Abdulkadir Meragi and

al-Ladigi (Zannos 190: 489).

Initially, some fundamental elements of the theory ofntlakans 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/traditionatdaaki (the threestring one)

istunedinD(BA-D) t he bouzouki ©players al ways pref

giving examples using this particular tonality. Tixamples in thenakamsystem,

however, are given in their traditional forraking, though, note C as the basihich

is namedRast).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 théHatether words,

one can define/rename any note to Rastt, is, the basis (séeégure4.8), or, to

rephrase it, one can choose the pitch they

Vandar 8ki s gi ve t hr eatalplaincoosirtgea pitsh)thehat can |

instrument hat is about to play a piece), tbe extat of the melody of a piece) the

extent and capabilities of the voice that is about to sing the piece (2006: 19). It should

alsobementioned that the Byzantisen d Ot t o man makefuiluseaof st yl es

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

consciousnd refined me(@ann®s 1890:5BH.x pr essi onod
Interestingare some pointound inB {entAk souds iofthe oducti on

OProceedings of the Third Meedgadingthef t he |

re-introduced theory of theakans:

“sSee Vowl ghari s an-9) fovtherehsonsHikchossing idt@ Q &sthe Hagis.
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It is of no surprise that the whole procedure of the new attitude was
provided wth Western concepts. Thus the theory asmteduced

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
makamw h i ¢ h t h-angChoc,alwheidc hhi was i n fact the
Pythagoreancale, 2) fixed the number pitcheswithin an octave

at 25, passing over others, 3) explaitieeimakamstructures by
juxtaposingGreektetrachordsnd pentachords, 4) classified the
makams according to the transpositions of major and minor scales,
5) barowed Western terms such as dominant, subtonic, leading
note, etc. to designate the function of the degrees withimékam
scalesjgnoringthe traditional concept of tteeyir(melodic
progression)(Aksoy 1997: 8.

According to Vo %5k, theraareitvgo maimsdaleywseddna r 8

makamtheory and generally in the musical traditions of the Mediterranean and from

which all themakans are cortsucted. These two scales arptiee UacUose UsUUB 3 9 91
[ mal askt2o ndihkiz = softheGddafenlis@caddahi at oni k
harsh diatonicRigure4.8 andFigure4.9).°61 n t he harsh diatonic s«
construegetoed almy mmi t - ni o intervals, the 1 mi
the tone, as in Western music, buf smaller.
Each note/degree of these two scales has its own name. Today, the names of the

makans derive from th@ame of their first degree/note.

(8]

Al
]

O

N
p

do (o3 ©
do

© ©
rast dugiah segiah tsargiah neva houseini evits gerdaniyé

Figure 4.8: Soft diatonic scale

®See VoWsglhad Vand@r §kis (2006: 16

As it is explained below, m2zotwneinterval is the to
% For a thorough examination of the history of the makams and many other elements that concern them

see Elsner and Pennan@n897).
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rast dugiah bouselik tsargidh neva houseini mahotr gerdaniyé

N

Figure 4.9: Harsh diatonic scale

In Ottoman music, one tone is dividedamine comma (Table 4.1§°

There are a number of instances in which musicians recognize certain

notes as deviatingdrm t he nor m by t heThisnterval of
term,k T nirlJArabic, is from ancient Greek music theory. used in

t his cont ext , isnotmeanttesigmfy ain ntervahod O

any specific size and is thus never defined in terms of frequency

ratios, string length, or cents (Scb€93: 41).

4= pne comma flat

X = four commas flat

X= five commas flat

+ =one commasharp

¢ = four commas sharp

+ = five comma sharp

N = natural

Table 4.1: The values of the accidentals imakams

As one carsee 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

Byzantinetheory as well as by Greek musicians who are aware ohdkamtheory

2 Comma is the measurement unit of the intervals of the modes.
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Uf d(epra;Uf 3= gsi ngul ar ) )etUanpowsd z=o nt &n enja:j olr ]

UavYlllels§son )YomcpeBgB8stos
[ i mit - ni o*Egueeltshows theifrval constructed within the two
scales.

soft diatonic

>4 n ]
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{ey n Py T o 1
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¢ © O O
rast dugih segith tsargidh neva houseini evits gerdaniyé
mizon eldson eldhistos mizon mizon eldson eldhistos
harsh diatonic
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y © (8] 1
{2y Py (8] © |
%4 Py (8] o ]
e © O ©
rast dugigh bouselik tsargigh nevé houseind mahotir gerdaniyé
mizon mizon imitonio mizon mizon mizon imitonio

Figure 4.10: The construction of the intervalsin the soft and harsh diatonic scales

The above two scales could be also considered as a structure which obrsists
t hat 6bou
dtiheery (sedrigured.¥1e | i

tetrachords
UoUgUdalha mfpce f t i k-

identi cal

ar e

S =

pentachord
1 1
i ic ! disjuntcive tone'
soft d“’m;;lc 1 tetrachord ) 1 tetrachord
b4 1 ]
y qo o) 1
{os n Py [8) o 1
UV Jo o) © 1
J © o =
rast dugidh segidh tsargidh nevé houseini evits gerdaniyé
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pentachord
] I
I
harsh diatonic ' disjuntcive tone
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Figure 4.11: The construction of the two scalegsoft and harsh diatonic)
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Thetetrachord, that is, folguccessive toneg one of the fundamental constituents of

the theory of thenakans . Vo %l ghari sé6s and Vandar 8ki sds
i mportance: Othe fundamental significance
from theoetical analyses but mainly from the compositional technique and the

developre nt of the phrasesdé (2006: 16) .

The ByzantineTradition

The elements of Byzantimausic that were deemed necesdaryeused n r e mb ®t i ko
theory are: the idiomsq i 8 ¥ ¢ Uithmiee B s m2 ), theutddmhrastiUdot
Gdhooeddesp-zontes fthalUbgsPokdan calt2txd sdad elthee
are idiosycratic behavioursr simply specific movements of certain notes within

paticular modes. For instance, in the Ous8k an
an ascending movement ahoms belometheoRad rote (inor Mat z -
our case D) and towards it will be found-fGB-C-D i s G Rast/ Mat z- -re pe
SeeFigure 4.12).3! This should be considered afiiom of Ous&k/ Hitz&z r a
modubt i on t o t he RastHRgMedtlzf -orre ddhhrr--mAmoss H(i steze§ z )
Manuel correctl y ar gtumedslationi ihvohingeithet s o si gni f |
change of scale type or transposition of tonic, or batha central feature in Turkish

performance practice, whether of art music, gypsy urban popular music, or many

makami nf or med f ol k stylesd (Manuel 1989: 76)
Below base (ascending)
) .
o |
du_ — > - ]
o A4 d

G Matzore or G Rast 5-chord

Figure412 The Rast idiom of the dhr-mi Ous8k and Hitzs§

¥ Rast is another makdmd hr - mo s . I't is often used by Greek music

dhr - mos.
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Dhromos Hitzaz
P A 1
y 4 ho (8] © 0]
[fan 1 I O O T O O -
174 o 7O © © 9L 8 )
e O P 1 1

Pl
¢

P!
¢

G Minére S-chord

Figure 413 Dhr - mo®% Hit z§z

The dominant notes, as descri lkard by Hr 2.
the notes that O0the 2hos enjoys more to go
dominant notes are the notes that are heard more than other notes and thus create a
partill ar O0f eeling/ sense6, ethos, awelart hetic ar
mode (seé-igure4.14 for examples of dominant notes).

Finally, in Byzantinenusi ¢, cadences in each mode (2
di fferent from those in other FHRmguckkes. This
4149 . |1 have never heard of a term used for
and this is the reasavhy | borrowed the names of tmadences from Byzantine
theory(as | remarked earliethere is no written theorpfr Gr ee k-l meé b ®t i k o
musiQ. Therefore, | call oO6interim cadencesd t
pieces ahaendds dmatthaese which occur at the er
music. | should point out that while the main concern oBymantine cadences is the
|l yrics, the main concern in the cadences u:
clearly, Byzantine interimatlences are divided into two categories,thé U 8t ¢ | 2 s
= incamplete]i where there is a cadence or simply a pangba music, but where a
sentence in the lyrics has not yet finished (in other words, when a comma or a
semicolon is reacheil)andthed 3 UJemdd 1 § s = ending at a full
sentence is fished along with the melodic line (within the hymHpwever, when
we discuss Bzantine music, we are talking about a strictly vocal music. This
accounts for the emphasis on thedy. Figure4.14 shows the cadences and the

dominant notes withtheacogp anyi ng chorws8k.n dhr - mos O

¥t should be niottz8z,t hadntdrhar ynotso HHhr - mos Ous§8k exa

correspond to makai ¢ ©z .
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Figure414 Cadences and dominant notes with accompanyin

The Western Tradition

[ €] a recipient culture may adapt forei
idiosyncratic ways thatubstantially alter their fustion, context,

and meaning. The uses of harmony, fomeple, in Greek, Balkan,

and Turkish popular musics could not be called functional in the

Western sense, since the chondatabularities derive not from

European common practice but from tleadl resources of the

modes used (Manu&B90: 201).
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[ €] rather than by Westernisation

can be more readily analysed through thecept of

modernization. According to Bno Nettl (1985: 20),

Westernisation may be describedtas substitution of central

feaures of noAWestern music for their Western analogues, thereby
sacrificing essential facets of
the other hand, is the incidentabwement of a system or its
components in the direction of Wem music and musical life
without requiring major changes in those aspects of the non
Western tradion that are central and essential. Western elements
are viewed in the dture as ways of camuing the tradition rather
than changing it. (Pennan&@99: 78) .3

The introduction of characteristics from Western music, or from what

t

most impotantred on f or t he tr ansf makambasedstyle o f

al one
he tr a
t he 0

(that is, the music of therefugges t o a new one, stytelhMorer e mb ®t i k

specifically, the role that chordahrnony played in the development of Greek

popular music was of major importariééManuelw r i t e fsom thé 040s an,

particularly under the influence of Vassilis Tsitsanis, Europeidurence increased,

with even moremp hasi s 0 (1988: 83). ihis tnug thaafter World War 2

the songs r ecor de doplbsticatddsniterns 8fathsthewwe r e mor e
virtuosity and their harmonic sto@94@t ure. N
T 1950s)thatseems to justify claims such as the one about the csionerom the

remb®ti ko t o t he | hnenkofspecificichomal pragressionsise est a
clearly part borexdmpleatclsagactarigidchordal seguence found
inmanyTsi s8ni s6s songs aallddkaads ¢ stgle sarigd(see i n hi s

Chapter 1) is, in a sensmaltered version of the cycle of fifths: I+ // IV+ /[ llI+ (V+

of the relative minor) // \fl(relative minor). However, the establishmehand the

Bsee

al so Bruno Nettl 6s s ttemizationand modérdiztbbinthel 56) r egar
Middle East.

3 For an indepth analysis of the developmenichbrdalharmony in Greek popular music see
Penranen(1999: 67118). See also Manuel (1989).

C

-
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gravity given to harmony by Trakamexdgemi s does
The best proof of thisistheway heutt es t he dhr *®mi in his tax?2
Astheyearpassed t he wusable dhr-mi begani to reducc¢
thatis, the usablenakans / d hr - mi o T thetfinakgroupeof lateg e end ®t i k 0
andearlyl ai k- er a coinXx ad mre-dmif.i vRarttoi cul arly unc
Tsits8ni s b6s 06(h9ddsialg563, theawo mpspreferredd h r - mi became
dhr - mosr Maamrzd Mi n- r eombirfatomsg u evh t st thler r mos Re
and Niav®nd. The other dhr - mi used were dh
with their combinationdn essence, it was harmony thpéyed a vital role in the
effacement of the traditionake of themakans. Therefore, the falsification of the
makans brought by the refugees occurred in two stages: firstly because of the use of a
fretted instrument, that is the bouzouki as t he new repertoireds |
(around 1930), instead of instruments without fret®t to mention the other fretted
instruments such as ti¥panislgpui t ar a n d .Howeger, mthig petiod m§ s
still, and before chordddarmony became@mu st 6, t he new dhr - mi <co
close to its ancestors. Although microtones were not utilized to the same extent, the
concept was still a modahei until the second stage took place, that is, the
introduction and establishment of chordal harm&#yr om now on, the st yl
concept changed from modal to chordfal.

| managed to verify, in a sense, this swift towards harmonizing the songs when
| visited for the firstit me Tsi t s8ni sds h(nDecember,008! yf ada,

Hi s son, Ketstheao®m where lte kised to work. Surprisingly, in there, |

saw three or f ourSpanishguitat a M®s banmd oa ks malalt al
informed me that his bouzoukis are in diff
Tr 2 kHel aa.l so i nformed me of something astoni

times preferred to compose and rehearse songs with this siteal) god not with the
bouzouki.Ultimately, this preference towards the guitar was verified after listening to
arared bum that K-stas ol ¥gpb&ld deggs®@ahilat i s ¢

% SeeTable7.5in Chapter # egar di ng some interesting tax2mia case
% This establishment of chordalar mony can be defined @&r odind the ear|
Tsits8nis, t hwaterai(1946).t he early post

3" Regarding this falsification see also Beaton (1980: 9).
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aghapi m®na = *%Apart iomeame anpuplistted recordings, the two

CDs also containsome homee c or di ngs, unpublished songs,
Tsits8nis sings and accomparrchosdsanhi msel f pl .
singing theintroductions and catindresponsas The following figure Figure4.15)

is a photograph of Tsits8nisbs guitar.

Figure415 Vas?2 1| i s Ts hetasgtfomfebroas20d42)i t ar (t

However, one should always bear in mind the fact thaaudin@ competencies
were certainly differ ent (thans, unth aoumde mb ®t i ko .
1950s) Today the songs tend to use a more strict and vett@atony, that is, utilize
more chords i n oWedsetrertno cporrordeuccted as odu n d . Il n ¢
early stages of harmonization did not employ vertical harmonizations of the songs but

Ohori zont al dnvinchglyaRgesn nanen

38 MBI Music Box International, PAN 117/118
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In rebetika and laika performance practicleords 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 | willa | | Atraditional 0 har moni

different from the Western one (Pennad€89: 77).

Il n other words, the guitarists used to | et
basic chords, despite whetlwrnotthey would perfectly suihe melody Therefore,
one could consider this period (the early stages of harmonization) as the interval
between the purely modebncept and the chordahe.

Let us lookat an examplevhich demonstratethis falsificationoft he dhr - mi
Dhr - mos Hitzaski 8r coul d,thatasycwsetowmkammi ned ver:
Hi ¢ © wvikh@ut the usage of harmony (deigure4.16).

Dhroémos Hitzaskiar
A Hitzaz 4-chord

7. —— © oL O N — 1
J@e . =
Leading 1 D Hitzaz 4-chord G Nikriz 5-chord
note

Makam Hicizkar Nikriz 5-chord
9 1 I ]

r A\ 4 O [$ ) dO 4 |
(oS T Py 120 ‘O ‘o 1018 ) Py 7 |

7.4 7 do o) o o (o) do—1 1
Jdoy o PO i i

Leading I Hiciz S-chord Hiciz 4-chord
note

Figure4.16:. Dhr - neossk iHEmaksaantHd ¢ ©z k ©r

When it came to be harmonized, the guitarists (for they were the people who played

theharmompr ovi ding instruments) had to find 6p
dhr - mos. There ar e p guttaridtsylaydlat VB miaomp | es wher |
chord in a cadence of a s dciggedbh7aswellason Hi t z
Chapter . Thus, considering D as the main tonality, they play(aa@ural) chord

however, a [xeshiCtsharp sokeilf8he guilarists chose to do

something different, like playing the notes of the melody in the cadence along with
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the bouzoukwithoutachord t he dhr - mos styl e ofedt hese sc
more 6t rsaad ts toatadlséddiog uribtreddD 8t 6 o f

F# Hitzaskiar dhrémos

>
e
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¢
==
2
™

Columbia CG 2066 - DG 6546
Hasapiko

F# Hitzaskiar

Time: 00.11

J=c.53

; \
Bouzouki y s e ————

|l

Fi7 Bm
T
Hasapiko % T T i T J} T T i T

Guitar —¢)-

b |
“
w
He

Bouzouki Hfy—#"— | I I —_ w v
iV r ) - d r i Il | 1 Il
o T J L ¢ ¢4 4 L . 3 .
v
PE-LL Em Fi
: s f K %
Paapihu fey 2 : : : = : B !
Guitar [ o)
B BV Chord
p 8, F _F
Modal-bascdﬁ) = =; = =: ; : = i i
© ¢ ¢ El B BV Chord

Figure4172 Exampl e of the fal si f(Tgiatt Sopgms ed fz i Hi®vza sskei §ro nd
i CD Track 1)

't should be noted t lpe minutedeem to be changatiiseeg 6 s r e
Chapter 3). The songdéds tonality most possi |
(and still is) almost impossible for the bouzoplayers to choossuch a tonality. A

good proof for this is perhaps the last measure where a C sharp note bedtaifthe

played, something which is not possible for thestnng bouzouki (tuned in {A-D).

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

®l'n the transcriptions, 6Bd or 6Basso6 refers to a s

chord (see Chapter 6 for more explanations).
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of the o6playing freedomd of the | ai k- musi.
interpretations?®

Continuing with the falsifie t i o n o f oricdahordaharmoenywas
introduced, it was unavoidable rtotfalsify the oldmakamb ased dhr - mi , si mp
because there cannotexistahdue nt i ¢ d h rthe otibzation(owin some u t
cases, simply impipg) a Westerrs t y | e -dchle. Fomistgnce, the safig
Gdoody) 4Okl d r —theastoddhé art woman] is in dhr - mo:
Figure4.18).

Dhroémos Segiih

) 8 ) M4 hul 1t T © L8 )
" hL e ) [Py
O o . 1 i O
b L ! or A Minore 4-chord

¢
==
e

Cé\)

L@

D Houzam 4-chord A Rast 4-chord

Makam Segih

b4 1 O O O 1 ]
7. dOo L8] = = O dO T ]
{7 N PN d}) SO S 4 O Py |
o for—Oo——— ———<o—fo —

.
Leading I Segih 4-chord
note L
or Segih 5-chord

o) |

P A Il O AL S ) O I ]
Y 41 do O ~ ~ O O |
(£ anY N O O A NEF O Py |

Vo Ac O ~F ~F O o o 1 1

oJ ROT T I A Bo

Rast 5-chord
e —
Segih 3-chord

Figure4.18 Dhr - mo s rBakaniS&®&ly ©an d

Thissong i s k| iisrin-BKlat tordhlityt Byutilizing a VV degree major chord in

its cadences, It i mplies the B flat Matz- r
dhr - mos, a V degree major chord cannot exi :
sharp note. However, theory did mweventthe gutaristfrom playing the V degree

major chord (se€igure4.19).

“%In terms of this playing freedom, as well as regardirgrhythms and the way the guitar
accompanies the songs, see Chapters 6 and 7.
“THMV 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=c 98

idiom 1 idiom 2

0 |
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9-beat Q)U L a—) 1 B i i
Chord Bass V

Bass Chord Bass  Chord Chord  Bass

Ts. 9-beat

Figure 4.19; of the

Track 2)

Exampl e

fal s(TSi ¢ addgio 8s lolfi rEBIgd r8chhid hr -

The Fmajor chord played by the guitarist conflicts with the C sharp note of the

dhr -

mo S .

Ther e

ar e

plenty dpf)l eXadfpl @8syo 0

S

[ vrI e

vlI ®p o

m8nga

sp8se

=z Ui g W diud e oyt weSveapya]Y ek U

k il se&@theadarkaamddismal). Onecan also notice two basic idi@n

gravitations

of

dhr -

mo Biguig£1§)ithe firstgpneidi om one

about the fourth note of the mode whiavitates tdhe fifth note(dominant for this

dhr -

m ¢ines) where the melody revolves around the fifth. The other idiom

concernghe second note and its behariabove the octae, where, in some cases, it

loses its sharp when the melody revolves around thie (hat is, the first degree) but

does not go over the second. In terms of these cl@tdsh may be deemed

6unsuiftoaumlde@)n s ome dhr - mi efadthatmasyhtimesl d bear
the guitarists may have simply made a mistakexplored new optiong his could

have been caused by several factors such as lack of rehearsal and prepgeion

the will to experimen{see Chapter fegarding matters concergin t he ni ght 6 s wo

of the musicians).

42 HMV OGA 2060- AO 5150, recorded on November 28, 1953.
43 ColumbiaCG 3073- DG 7041, recoded in 1952.

m

4‘
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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 refugeesre extrenely skilled and educated musicians (for
exampl e, Sp Wwhowas agp@nted artisti® direcsor of Columinia
Greece). The fact that many of them were aware of various musical styles (due to the
variety of themusical life of Asia Minowhich was analyzed in Chapter 1) granted
them the ability of using elements from th
cases where the gaiists used chords reversesuchag 0 2 g3 Uaoa Ud*eds3s Uy Ut
[ me ghin®kes min travi ®se = dondét mess up
guitarist plays the G minor chord with the B flat in the Ba$4oreover, the cases
with innovaive (for the standards of the period) modulations amt@d sequences are
numerous and partitarly interesting. For examplg} 2 6 G b e 3*€[sadr gehfjossdv 2 ni s
moni = you languish alone]lisaw#dlln own song amongst Greek | ai
its arrangement, structure, rich harmonization and movement througintidies
(seeFigure4.20).*’

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

“SeealsosongUo asftmadingi -ra = buster -WATmalnrecorde®dneon GO 3758
March 1, 1947.

0 ColumbiaCG 2259- DG 6683, recorded on July 8, 1947.

“"Worth-mentioning is thaFigure4.20shows howatyi cal | ai k- score of the musi
This type of transcription, as well asgitdoehdgscore it
[ odhigh:-s = guide], and it is mainly used by the ac

and the pianist.
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Some more songxamples of special chordsgquences ar@ U0y a 3 U
U0 G & U a8 3koastoeYr 2 n a = Catherinedrbno Thessalorfiif.AC0 i € & g
“e) Ud Ydess?Uymo %4 p2res ti hargge=(Gpoydt adddk th
a0 ®fgbi - for®s se p2stanpgsa U= AB[jodeilei eved vy
ap - vr ahe bady evening].

Chordal harmony is one of thenidamental, most complex and profound
characteristics of neiWestern 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 technalsgjyments
construction and more, were cataRAsytic with

Bruno Nettl cogently igues:

Urbanization, the interaction of various culture groups, Western
technologyin music and elsewhere, secularization of musical
culture all of this came about because of the impact oftérfas
culture, andso 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
Italianrulef or many years, it becomewmncl ear that
el ements was unavoidable. Worth mentioning
V a mv a kh& mansvho played a critical role in the creation of iln@elRs
(bouzoukib ased) remb®ti ko stylZe J[e8*r owsos=f Bpmat h
Syrog. Venetians, Greeks and Turks lived on thansl. Venetians declared
Catholicism the dominant religion in 1204. Turks ruled the island from 1579 but gave

many privilegestothe¢gt ens of S2r os, o0newusdréedomhem being

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

“The sequence VI/IV-/ /| | + as well as the way that the mel ody
to the Sousin8k dhr - mos is noteworthy and rare.

0 0Odeon LG 1039 GA 7774, recaded on April 9, 1954,

*1 Columbia7XCG 1919- SCDG 3311, recorded on July 13, 1963.

*2HMV OGA 2873- AO 5562, recorded on June 2, 1959.
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The population of thesiandrosefrom around 4,000 people at the beginning of the

Greek Revaltion in drca1821 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 tteatndyaas

1864. Manuea dds t hat o6Syra, for examoppolis,, with it
hosted an opera house from the 1820s6 (198
style songs, Turkismakambased music, Greek fomusic, opera, Catholic religious

music and so forth. Although Vamvak8ris | e
that every sound which hemembered may well have influenced his bouzouki music

during his life in Piraeu®’ Finally, if we add thee ¥ o a0 d ( oh & ngstest

urchin, thug, toughie) that clearly affected his way of living as well as his songs (see

Vamv akS8r i sobgs), ithacenmes dehr that the musical style he introduced

was a mix of culturalradtions based in different and varied soundscapes.

The Sedal Role of theR U gSgstem

The Indocracyeriod (see Chapter 2) had an important impact on the development of

Greek popular music, and t Kfrorsaround13%6h e devel
onwards). Due to the nature of thé)gj that is, of a very close relation to the

makans, we cannot be sure if a Greek song of that period has been affected by a

Hindir U gr&y amakam® However, there areases where a song of this period,

although obviously utilizing a particulanakam does so in a different way than this
particularmakamwas used in the pa3tTherefore, it is dficult to observe whether

we have a simpl e dev e ffectpdbethatl gsadrastriote d hr - mi

imitation and utilization of the Usgy a

“Regardi ng 6amwalgdriisi ng techni3ue see also Politis
**| hawe contacted David Courtney who is specialized in Himdsic (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 clearl kamutilizing a rUga or a ma

% See, for example, song®:0 6 g ¢ " &¥jled) (Vs kpumb&ros o Tsits8§nis = Ts
man], HMV 7XGA 1821- 7PG 3335, recorded on September 10,1968 d hr - mos very <cl ose
Khammaj):a U ¢ Uos welydadlth r ma k o np@isoaed lipg],IHMV AXGA 25357 PG 3586,

recorded on May 31, 1966ndds 3 YoxlkbU ) y[ip)en§o0o ke moé ar ®s i = | pain ar
7XGA 2399- 7PG 3540, recorded on December 11,1966 e | ast t wo are very cl ose



130

Pennanema r g u e the fteduent sudalen shifts between parallel major and
minor nalities that became common in Greek popular music of the 1960s originate
from the melodic modslof Indian film songsin Ul Sra Pol 1. The pecul
thisr U i the unstable third degree (cf. Nimbus NI 5385}t is true that those
sudden shifts between major and minor chords/tonalities, which usually occur on the
first degreechord(l- to I+), are signs of Hindsonginfluence. Howevergne must
bear in mind that there are countless songs recorded years before the Indocracy period
that make use of the same shift (see below)nRem en conti nuthes by sayi
most influential model sapfor Greek coposer of the new style was the 3/4 (or 6/4)
ti me (1 ntddlaan) dikRlunkya men humo by Naushad Al
film Mother Indiad(1999: 79. The Greek copyrighted songisentittgd ¢ U ~ H3 Ua U
9 U3°(Joddhe me p-nese kan2s = nobody felt sorr
B8mbi s Bak8hgbs, Sitmi§ttioasl IDyhiomni s2ou. Since t
several times by other artists, too. Pennanen continues by providing an excerpt from
thesong® ycaegs3 9 Ua¥dBmochgosu ne gihjel SesviUadthi - m§ v i
two black eyes have fooled me] bya\s 2 | i s (1999:i73) ©r&eagasn, the
argument is correct, that is, the fact that the 3/4 time appeared during this period.
However, there are two major issues: if ®ome compags the first example, that is,
@Dunyame n  hwitimtbe Greek copyrighe d one and the excerpt o
song they will see that, although all of them are in 3/4 time, there are great
differences between the intergagn of the rhythm. The Greek copyrighted version
of the firstone (thatisl he me p -) msestheGreekd & ¥ spto 8 §mi k 0 s ]
rhythm, which is auralktraditional rhythm found in several places in Greece,
especially in Peloponnesus and Stere8 regi
(which is not a copyrighted song, it s i t s 8§ ni s 6 ebviauslyraffectedibyt i o n ,
Hindi music) makes use of 3/4 in a way similaniestern waltz. Newvéheless,
Hindi influenceis in evidence in this period and in any case it reveals one of the most

characteristic aspects of Greek popular music: the susceptiblegeable aneasy

*® Pennanern999: 72.
*"HMV 7PG 2831, recorded most probably in 1960.
B HMV 7XGA 1142- 7PG 3004; Pennangjives 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 adoption®©f course, all these mattdedl usthat there is aeed for

further regarch on what impact the newly impeddr Usghad.

Other Musical Styles that Affected the Mbdes

Many Greek musicians travelled to the UZ/Clearly, the Bluesind the AfreCuban
(Latin American)popular song affected Greek popular music in several aspects:
rhythms, singing, arrangements, performance techniques and modes. Regarding songs
obviously affected btheJazzBlues traditionseez Ye @ e U Ujméhdbg d ~ Us sy d
me trel ®s peni ®s = mambo with <MG®H3y stroke:
recaded on October 21, 1955. The rhythmic performance as well as some lines in the
melody link to the music of the Bluasid JazzUItimately, the final chord in the final
cadence (A6 major) also attettgyreat affectiorfor the aforementioned traditien
Seealsage Geyyd [Whi  afWOYWS se p2stepsa = | be
Columbia7XCG 1919 SCDG 3311, recorded on July 13, 1963. One can notice some
unusuakfor the Greek standards of the period) chdedsended chords: ninth and
elevenh) played by the accordigtheorigin of which areclearly once again Blues
and Jazz.

Moreover, there are cases thadthaugh fewer in number, show the existence
of musical elements from musical styles such as the Spanish and then@gisy
cuture®® For instance, there are innumerable cases where the Andalusian cadence or
at least a chord sequence obviously affected by the Andalusian cadence ,isvioaind
Manuel calls Phrygian tonality/chordal sequence (198%®)#1 Furthermore, one
should not forget the Italigmopular songnfluenceandthesa&c al | ed by Tsi ts8n
o Us Ukadd® d k aerenade] style which holds a dominant position within his work

and pehaps this is one of the signs of the moderniraéind the Westernizatiai his

*9See Chapter 2.

%0 Regarding the Gypsy affection see, for example, sottyy apU&r 2 nda = femal e name],
2929- AO 5585, recorded on October 29, 1959
®1 See, for example, songss Us o UbtBd gadyndi | al o%ne ta voun§ = the mou

OGA 1788- AO 5009 recorded on September 1, 1951000 ; 3l U tnh = thetactress],
ColumbiaCG 2486- DG 6759, recorded on January 7, 1949; arfigd; U griottisé = rake], Odeon
GO 3759 GA 7391, recorded on March 1, 1947.
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style®? Finally, there are cases where thecatiedpentatonicscales are noted® ~ a®©
¥ dhipl?2 zo2feFatldebkedlkm&]2asl dmodd -1 a gl
= my girl everything is foryoulandz 0 U} ed OU&@Paned r 2 st e tis pligl
count the woundsjre some song examples

The most outstanding case, however, isfitremost of the time, strange and
specialcombinations of the aforementioned styles which produced synstgs®®
These what one mightcath mMui ¢ u | t u, shaw tibe tesdencygad the era
towards experimentation, something thatissttlreo bvi ous i n todayds Gr
popular style.

All these characteristics of remb®ti ko
analyzedn the following chapter (Chapter 5), the maxemplarof which are the
musical scores. These scores have been created in order to shed more light on the
theoretical matters analyzed abpard depict some of the most noteworthy cases
found withinthewdk o f Vas 2| i s(thésethebrstiSahmatiers)coutrse c h
concern the vital i ssue of the |l ai k- dhr - mi
Greek popular music.

®?Regar di ng $ohgs styeasae Claptdr 4.

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

SSHMV 7XGA 2722- 7PG 3679, recorded in 1967.

% See Pennanetp99: 725.
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Chapter 5
Modes and Harmony inthe ®ngsof Vas?2 1l i s Tsits8n

Selected amples

Mi n - r eProbldmlofea Vague Brm
It is crucial toclarify the use of the terfmi néwie hi n | anckagainmusi c. O
things became messlyie to reasons that wettesscussedt the beginning of Chapter
4, such as the issue of putting together a musical stylettlizesimicrotones to
fretted instruments, thenwillingnesso f Gr eek | ai k- musicians to
theoretical issues of the music of the refugaad so forth. Greek a imkisicians
separate the Min-re dhyrbasadoos whethmetitautilizessao mai n
chromatically raised seventh degree or not. Thus, they usually réfegyth s o e €93 3 U
[ fisiki min-re = natwural minor JthatassD t he one
i Ei FiGi AiBflati CiD8%ndU) e e 3 s ofearcmamiklz min-re =
harmonic minor] as the one that has a chromatically raised seventh (bgtég Di
Ei Fi Gi Ai Bflati C sharg D @ Yhere are, however, some problematic issues
regarding this nomenclature, for unavoidably, these scales/r{tbdéss, the
Mi n - dicenst)derive from the Western classical music tradition, but from the
makans . On t he other hand, there are songs,
whoseuse of Min-re Armoni k- seems clearly cl c
to Eastern.

It is very rare to find a sonboutbased t o
utilizing elements from the other. Therefore,irthd at abase i n the col ur
dhr - mosd | thissMi anl-Irye wreirtsea on (that i s, ei ther

Ar mo nthakhag a larger proportion in the piece, or generally the one which

0sendeodofarl ioved & ed6 Wit hed 6 s . For inskance, it
songstouse theuppertetnar d as i1t 1 s uwweldhaiignDt he Min-r e
tonality), A//Bflat/ / C [/ / DO notes, but , @afnthet he ot he

leadirg tonein the lower pentehord C#1 D // E /I F /I G I/ A notes) in the cadences.

'Usually, in Greek laik- music dmanoehérelysows n Byzant
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 th&@<the eighth note of the scale (higher part of the scale).



134

Figure5.1s hows the two main Min-re variations (
shows dhr - mos Niav®nd which i &avisgi mi | ar t o
though its fourth degree raised. The last staff of the figure shows the most common

combination of the two Min-res.

Dhrémos Minére Natural
D Minore S-chord

f)
7 T PaY ]
y ho (4 © |
{ey PoY O a4 |
NSV PoY (0] o 1
J© °
Leading 1 D Minére 4-chord G Minére 5-chord
note
Dhrémos Minére Armoniké G Nikriz 5-chord
n 1
7 T Dy PoY ]
y a0 o 1o © |
{ey Py o) a4 f 1
V © (8] ~ 1
oJ (Fo) ‘I’ .
A Hitzaz 4-chord
Dhrémos Niavénd F Houzam 5-chord
o}
7 T PoY ]
y o 1o © |
{oy o o) a4 1
% PoY () 7o 1
J o o
1 D Nikriz S-chord
A very common-popular combination
ol
7 T in ]
r 40 ho IisIL 8 ] |
{oy o e) ias4 1 |
%4 © o) © 1
o o o
I
Figure 5.1: Mi n-re Natural, Min-re Armoni k-, Ni av®nd and

Very interesting is the fact that it sostrare to find a song having the notes of the

upper tetrachord played one after the ot hel
di scussion here is the case wherdy the two |
reaches C (upper tetrachordany 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®, or from A to DO6. On the other
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interim or final, these songs tend to use

thus, utilize a raised seventh (C sharp), belowtdhe (D note). Ultimatéy, the

melodic movementisnanl y r esponsi ble for determining

The harmony iglso a serious factor that can conftlsagsfor the concerned analyst

For instance, thenmaybe a melody set only in the lower pentachord, that is, D to A,

which is identical forbbh Mi n- res. Therefore, one cannot

mel ody bel ongs i n norofeNatsrg. Ateus, a fifttorhajor’”chomdo ni k -

could play the determining role in this case, for it includes a seventh raised note and

thus, this particulame | ody woul d i ncline towards that
The next figures show to whichakans t hese dhr - mi correspor

show the extent of this confusing situatiéigure5.2r e pr esent s dhr - mos Mi

Ar moni k- @espoddentralamNiolr@v e n d .

Dhromos Minére Armonikéo

N
D Minére S-chord G Nikriz 5-chord

A .
) A l - O ]
7 ho B ~ |
{ey Py o ro t |

1v4 © O 1
o o) i

Leading ! —

note ) | D Minoére 4-chord A Hitzaz 4-chord

Corresponds to

Makam Nihédvend

N>

Il
74 <o [ o —

Po— L o B—L4 < T
S [+ © © [ o S—v=y
© ho

4

D
P
N

Ydo) © © o e do

1 Nihavend S-chord G Hiciz 4-chord

Figure52: Dhr - mos Mi n- r makainNind ®ivie-n dand

On the other hand, dhr - mos Nimaken®nd (the na
N i h @yocerresponds tmakamNeveser Figure5.3).
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Dhromos Niavénd
{)
o
[fan L. Py O
1v4 O [.d
J e , .
Leading 1 D Nikriz 5-chord A Hitzaz 4-chord

note

F Houzam S-chord

P
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Makam Neveser
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I Nikriz S-chord G Hicaz 4chord
Figure 5.3: Dhr - mos NmakamRavakera n d
As a matter of fact, many songsusembileed on d]|

raised fourth degree (in our case G sharp). This is a very common idiomatic
movement of the fourth and thus, many ti me:
are consideretbbeone single dhr - mos. Howhwliyer, there
basedbn dhr - mos Ntheyha®he fourth raised withirsthe entire song,
and this is the basic reason for the separ.
Some cases where all these three dhr - mi
Ni a v ®+exs)in tbessame songlfow: 0 s UR% sgthéi @ - ni wurkthe nei ghbo
momentis very importanwh en t he i ntro comes to end and
to Natur al Min-re by dfUalldfeixag2t o thtemahat oi
the cadence utilizes the seventh sharp note (fiifonchord) instead of seventh
natur al as it is in the Min-re Natur al dhr
utilizes the cadence of the Armoni k- Min-r.
seventh sharp in its lower pentachord for the cadence.
The problems regarding terminology do not end here, for most of the early

remb®ti ko songs that wutilize what would be
musicians, do so clearly in a way thaakamH ¢, s ey n” does. Further mor
wherethecoe X i st e nc e orhakamsthatyare genyrsimitar is noted (such

as Min-re Natural, Min-re Armoni k-, H¢seyn!

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

2 parlophone GO 2640B. 21897, recorded in late 1936.
¥ Odeon GO 3061 GA 7139, recorded in August, 1938.
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musicians triedd put elements fromtheakams y st em i nt o t heir dhr - n
in a way that kept the idioms and the basic characteristics ofdkans, such as the

dominant notes and the gravitations. They could not succeed, though, in reproducing

the intervals, fotheirmaininstrument was the fretted bouzovuKkherefore, if we also

take into consideration the lack of basic theoretical background on the gt of

Greek musicianswvolved a song may utilize the gravitations and the dominansnote

of H¢makamn "but , neverthel ess, is a clear Min
theoretically, baseddnai k- t h e or y )unawdse ohhoveto depparate theve r e

(most of the times numerous) versions ofrtiekans, they chose the easiesty to

merelydivide all the minors (or, more correctly, everything that looked like a minor

scale) into two: natural and harmorfiegure5.4 shows threenakans which are

similar with regard to theintervalsandwhosecharacteristics are tmd within

remb®ti ko and | ai k- musical styl es.
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Makam Hiiseyni
G Rast S-chord

[}

P A 1 O 1 ]
2. <o (0] o O do 1
{ey n o [ & B O (4] o T 1

iV <o [0 o o [ ¢ S—P= 1
R O O O O o

I Hiiseyni 5-chord A Ussék 4-chord

Makam Biiselik

o]

b4 Il Il ]
y o o O 5o |
{ey n Py [ & — s 4] o 1
ANSY4 PPy 7N (o] © © O do 1
J o, #e) O 7 . : N o o

L P 5.
Rdlst 4chord F Qargﬁlh chord

1 (D Biiselik 5-chord)

Figure 5.4: Makams Ni h©vend, H¢e8eyn” and B¥sel ik

“Veryclosetomakarhl ¢ seyn” are al so mak aheshaptek)and Muhfysee e begi nni

The | atterb6és intervals are identical to those of H¢

descending than ascending.
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There are many remb®ti ko and magandsy | ai k- s
idioms (sincahey cannot use their exact intervals). Some songs of this sort are
mentionedn this chapter, along with theakamthey seem to be close. In other
words, the T.E.Dmay justallocateMi n t me a songd6s dhr - mos char a
thisMin - r e mafyomdréeveryaosetomakand s i di oms. The sear
examination and comparison of makane dhr - mi 0
seemed unachievable for this project. Some examples of songs that directly link to the
original form of thenakans arez Uy st o UB3[ malk3iv-bdkde man§vis =
greengrocerlz U3z Ue a9 6} §[imaniad Lldic yBmi sokendi m®no =
embroidery neckerchiefgndyaU 295U HaU'[00U ay ghi §80ad@s t a ®h
played everything].

Continuing with sane special characteristics, many ofiefhconcern both
Mi n - r e smentionmg i¢hb ending phrase of the introductioithe songs
dyaUsd 8Uth €eg®lUis ap- m®na = what do you wke
remb®ti ko/ | ai kumercuhsanmE€gure5..und i n n

His Master's Voice OGA 761 - AO 2484
Haséapiko

D Minére Armonikéd

Time: 00.28

J=c.60

Bouzouki

Dm Dm
Hasépiko A F— : , : — s
V s 3 1T T I ) I T

D) 4 i

Bass Chord Bass V Chord

Figure55: Ti t h ®1 i sansarjption iMCDM@ack4( Tsi t s8ni s)

Generally, the use of triplets is very

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

® ColumbiaCG 1533- DG 6305, recorded in February 1937.
® Odeon GO 2607 GA 1990, recordd 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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Min-re has8pi ko songs. The ca&dmoteshapei s comp|

in eights.

Thesongis afhUsecae &0si yesUbcho dbben ®his pi § =
more earnestness] includes a chrFgmati c mov
5.6).

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

E - Minére Armonikd

Time: 01.03

Final Cadence

Bouzouki [y
LA

e

T
TN

Em Em B Em

T
T T T
T T T T T T i T T T T T T
I I T I I I I

f
Old zeimbékiko 74

&
MRS

Bass  Chord Chord Bass V. Chord Bass Chord Bass Chord Bass Chord  Chord

Interim cadence

n weeee.melody
)

Bouzouki

C,:SS\D

Au Em
0ld zeimbékiko — T T
1 & an Y T T T T Il T T T T T
A T T T T T T T T
o
i

T

T | — T | — x—T T T
- T T T - T T
T - T - - T T

Figure56:Fi | - d h eno ®thanseription ¥ CD Track5( Tsi t s8ni s)

Once again, thénal cadence ends with the standaid-1 shape in eights. It should
be mentioned that this particular cadence
has8pi ko songs.

Therelationshipf t he rel ative Min-re and Matz-r
Western music. The sotidy ¥ 3 U U a'3[Ush @M goy snlhe v nieto ki ri ak?
be Sunday] uses a melodic shape found in M

rel ative MaFigqures7g dhr - mos (

1 parlophone GO 4786B. 74279, recorded on March 13, 1953.
L 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

Jecss Minére 1o Matzére

: L) = t N E_h_ﬁ o —— -

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

.jl 1 & 'IV" "-#Ir.\el‘l'\J s o A '-é"dijr“l'u

Ko %6~ 0n - ke A0k - P& pou
bouzouki
Em Fi Bm D
. . . ﬁg q T
Mixed zeimbekiko-2 fpw—H—9—R—1 h f f e A f f f I e e e e e e
V.4 X7 Il 1T Il Il 1T Il 1T Il Il 1 | TT T TT T T T
B Chord Chord BV Chord B Chord Chord BV Chord Chord

Figure57. Th ® o n a transaeiptidnii CD BrdacR6( Tsi t s8ni s)

Thisissue ofthece x i st ence of Min-re and Matz-re in
elaborated. There amanysongs that give the sense of a modulation from one

dhr - mos t(oMitnh-er eo tthoerMat z-re or the other wa
modulation results from the Westerntheofy he f uncti on of har mony.
however, combine the conceptsbotthWest and East, that is, the harmony, the basic

principles found in miar and major scales and so forth, as well as the idioms of the

makans . Thus, a modul ation is not always the
the relative Matz-re, cannot be considered
where Western theory caake effect. For examplehe basic thing that | consider

i mportant to hear in order to say that the
is the fifth major chord of the Matz- -re. o}
easier tcclarify, where for instance, part of the song (for example, the intro) plays in

Min-re and another part (chorwus) plays in |
t he t wo -ekistfollomithesormg UUG U ¥anm® sar §nga = cheat ]
from the aforementioned modtitan, also includes another very interesting element

found i n remb®t i k otiirt faundkin the inffohMasy times, ah he r ai s
ascending movement towards the fourth degr
naturalthird with a sharghird. Thisc an be consi dered an idiom c
dhr - mos. The third sharp note in such |ine:
the fourth Figure5.8).

2HMV OGA 1000- AO 2667, recorded in circa January, 1940.
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HMV OGA 1000 - AO 2667
New zeimbékiko
D Minére Armoniké // Mindre

Melody (z -—'

. ra a— Vg & T o @
New zeimbékiko A —y—o-o o +—F— K — f i e e — —
L o i —— T | — T I I I s s B T i o — T T
- -
Chord B Chord Chord B Chord  Chord

New z. 3 B

’ he N, 5
N N A e ) A =
P A i VO B~ R e O Y r IT PO — - i
M. Has T —v— i s S 1t e e e 1 e e 1 . i i
L | 1.4 1 4 L4 L4 ¥ T T 11 17 Il "4 A Il ¥ 17 Il 5 1 I} 1 7]
D i ’ 4 r r y— r v 14 4
Ei- neg mog cov &-ko-vo o-mO-WeE  po- Toe- pl- yro (ko) TG - ha-Peg ™ pn-ya-vi ov cov 'oty - GO pe pd - Yk
5 Dm A Dm F C F
New z O—F-< T - T | —  —  — H T —T T X T —T T T
- Z Hhre T 1 T Il 1 T 1 T T T i T 1 T T 1 T 1 T T T
L 1 B — - I - 1 — — TH T I T T | — - T I
N I Ay
o - 1 K 1. 1 K N n
I e e e
0.4 1 4 ¥ I‘ 1) ] & ¥ g Il T
3] A7 . o 7

Newz B F—F T

T ) — T

Figure 5.8: Ma t s a rtr&@nscgpgion i CD Track7( Tsi t s8ni s)

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

in the relatives WMas'slzaer i sHrn-2moss weormea:n f r om
s UUa eU 3% @phiddkd? "mer ax 2diydu avelee mp so@dry] = why

z0 "1 hurvGU0dPEewe dpfUdidJgfes me sk-toses = you
me].

BHMV OGA 1056- AO 2647, recorded on circa June 10, 1940.
¥ HMV OGA 1367- AO 2814, recorded on June 4, 1948.
15 ColumbiaCG 3491- DG 7254, recorded on October 30, 1956.
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One can notice some special cases of Mi
of recordings. These cases concern some interestingand rarecomb i ons of dhr
For example, thesorgs 3 UG ¥Y§ Upve Wef §n d-tmeparty andilse bi g
beginning utilize notes PRgure5®)h refer to the

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

Bouzouki
Voice

Old zeimbékiko
rhythmic pattern

BChordCh Ch BChord BChChCh B Ch Ch

PY T PNA T L7 LANT 140 Emw
e o A raeffasey
Bz. & V. e e e e
3
- D FéBm F# Bm
0.z ﬂ: . — T e N " pr— T T r— — T
- Z R ] S s B T I T i T i i i I — —
L S S — — T o — - — T T i i S — ——

Figure59: To x e f 8randcoptiom i CD Track8( Tsi t s8ni s)

Another special caseisthesdigU e s U o2g5Ughkils chidg adhi n®ka h
= | was destroyed for a womarHigure5.10). This is one of the few times that

dhr - Knosur d?2 i s combined with the Min-re, i

the most popular combinations (Ous8k and Ki

16 ColumbiaCG 2428- DG 6735, recorded on August 11, 1948.
"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
accordion
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 510 Ghi 8§ mi 8§ g h iran®kptaon h @Dt Thackk &Tsits § ni s )

The most popular combination of the Min
further below regarding Hitz8z). There is,
if one considers the faceéxitédts ai HhttzlBe Mier
Armo ni k - dHigure5SmD.s  (

Dhroémos Minére Armoniko

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

————————————————————————————————————————————————

D Hitzaz 4-chord G Minore S-chord

Figure511: The construction of dhr - mi Hitz8z and Min-re

Some examples of songs belonging in this category#ite: Ug i Ue Ug[se” Uas h O °

toYto to pali-spitBele yiand tehyi dsBdoklleds ipRaficyr U thsoYu
2rthes mi§ vradhi § = Blgu Oddame gd'%B &t mieplet]d dwe

18 ColumbiaCG 2799- DG 6900, reorded on April 5, 1951.
19 ColumbiaCG 2487- DG 6761, recorded on January 7, 1949.
HMV OGA 1670- AO 2964, recorded on September 12, 1950.
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mo ¥% n a =knakeithe led formetosleepl;andd ~ej3 U Ue 3deyy) veU @

U) hfdmpg2re to xi m®roma sto%s dhr-mous = th
Anot her common phenomenon is the swift

the same tonality. Thesopng” bd € Y3 U e é&fapdrdviym&da mo¥

dhi oghm®nos = r ej e edofthabe daseFigurg5.1B)ot her ] i s on

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

Time: 00.14
J=c.80
. 9 I ) T — !_= T T
Voice fawP—¥—— } — — I — — 1
AV X T [ [ [ ] r 3‘ 3‘ = T T [ ] [ ] =l 3‘ [ 3‘ 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 Il T
lv] X T 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] =
7 - 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 T Il I T T T Il I I Il Il T
L%

Figure 512 Ap 6 t i m8 n a madascrption D @DhTRE&A®(sTs i t s8ni s)

The unique element of this modulation is that it occurs unpedpthat is, without
any particular chordaequence which would show that a modulation is about to

happen. Other song examples from the same categoifiages U e fsaead e Ud @U0d

3i@gh2rna m-nos mes sti méhtpryre sOrdg!l al
U) eUi¥ftod) pro2 me ti dhroso¥% anddgalU £t &Umor
80ds XKpevylta mesa stin el &dha = stroll in

2L ColumbiaCG 2758 DG 6904, recorded on November 30, 1950.
%2 0deon GO 4050 GA 7475, recorded on November 23, 1948.

% ColumbiaCG 2199- DG 6619, recorded on November 18, 1946.
24 ColumbiaCG 2161- DG 6598, recorded on June 15, 1946.

%> 0deon GO 4655GA 7670, recorded on April 16, 1952.
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A general idiomgderiving from themakans as well as from Byzantimausic
istheraisedf ourt h degree. This |inks, as menti on:
al so works as a gravitation, not only in M
lineswhere the phrase revolves around the fifth degree, it (the fifth) tends to pull the
peripheral notes, that is, the fourth and the sixth. The&fng ~eg ¢ 3 3 Ueg¥Yas
[ es?2 po% me xemi 8lises = you that you ench;

this idiom Figure5.13).

Columbia CG 2866 - DG 6940
Old zeimbekiko

D Minére

Time: 00.17

J=68
) e — e
Voice#ﬂﬁ'ﬂ -‘” J -H 'u'J -J fﬂ' — .H i $ t L
B} ==
€ o0 oV ue &e wd - - ogg
Dm
Od zsimmb. G4 —— | | == | *

Figure 513 Es 2 p o % meransceiption§ CD Braclsll( Tsi t s8&ni s)

Other songs with the same characteristic@tes U % [sgihiiUt - ni & = nei ghb

andgej Uaocofff pd)iBrel ok-ritso = the crazy girl
A similar case concerns the seventh degree, too. The seventh tends to pull the

sixth inmelodies that revolve around the former. Thespegs Uy } 3 Ud o Us e Uooaa

j dd3 Udanohdl ®r nes ke mang2tises athin®ises =

women] is one of these cas&sgure5.14).

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

% 0deon GO 2906 GA 7095, recorded on February 10, 1938,
%9 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 514 Mond ®r nes ke ma mransctiptios € GD TaatkH2 (nT®si istess§ ni s )

Usually, this particular melodic shape is accompanied by a first degree major chord
which changes from its original minor form. This happens bedausest cases these
types of melodic shapes lead to the fourth degree/dhikeda modulation to the
subdominant)
Finally, Figure5.15, according to the databaseds f
used in each one poefs,t haes twed | Midoslythen dhr - mos

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 Min-re Natural, Min-re Armoni
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Dhr - mos MditUz- i Major][

The poblem found in the terfma t D (frameWestern major) is similar to that of

thedni n @ However, things look clearer and easier to comprehend in this case,

because there are notsomamgkans and dhtot miis cparsteiimoul ar dh
contrastot he Mi n-re case. Some Greeks tend to e
makamRast . The analysis of Tsits8nisds music
Mat z-re fr omFigllegl6ésnoswsRadhr.- mos sMastand r e, dhr

makamRast.

Dhrémos Matzore
A Rast 4-chord

E Minore 5-chord ,
T

|
of -

O nO
O ~7 bl

o}

O

I O
1O i
m [

3
¢
¢

O ©

2R 158

! F# Ousak 5-chord
D Rast 4-chord

The difference of dhromos Rast (7th degree flat in descending)

o L ]
O L0 ~F O © ]
[§ ] = k! | s O O }

Q<§>'o
D

Makam Rast

¢

T T
dOo O o

1 P O NEF N O O |

O O sl = [§ ) qd

O S

g:;!"b

)
¢

o o © .
1 Rast 5-chord Rast 4-chord

Figure516. Dhr - mos Mat z - rrekam@astr - mos Rast,

As one can observe in the above figure, dh
degree in descending melodies The reason for this separatdi
Mat z-re and dhr - mos Rast (contrary to the
musicians) is simply the fact that a great
other songwriters, too) ishollybaseda what | c¢chose to call dhr
other words, these songs do not utilize the lower VII degree, found in descending

melodies, but thewholly utilize the Western type major scale. A separation of that

kind was considered to be critical in ordeptont out the difference in the VIl 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 Matz-re with those based on Rast
Someid omati c characteristics of dhr - mos M
aforementioned separation of the two dhr - -m
true for both dhr-mi, showing, in this way
well as (importantly) thevay the Western major scale was Hellenized in order to suit
to | ai k- standar dsdgsoaemdre siga ef the/ncretiniusie r al |, t |
produced in Greece during the remb®ti ko an:
traditions (Western and Eastemere mixed together.
In many cases, the fifth degree pulls the fourth in melodies where the fifth is a
dominant note. The sogj¢ Uoa U (PB[aoli tda k at z2fas = mal e name]
that depicts this idiomFgure5.17).3!

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

Bb matzore

Time: 00.31

J=126
H T T T T T T
Voice s : T : e =
34 4T o I - o I | Th gl o I T @5 r I T
o 3 L & " L4 = H L L
ue m B& - va Gov Yhev o0 - oG T4 A po. moh - hd  oxop - MO0 - 6&g
Bb B>
q T
Obeat P F kT
TR Al a— 3 I — i) 1 i T im) I I I - - I - - I I
Tsiftételi
B Chord Chord B_V  Chord B Chord Chord BV~ Chord  Chord

Figure 5.17. O ta k a t wahscriptoon 1 CD Track 13( Tsi t s8ni s)

Inthesongia 3 U d U (Fgaf 2'nlay 3tvheal t i n perng&me = we Wi
notice the idiomatic behawio of the peripheral of some donant notes. The A flat,

C and E flat notes which is the triad of the first degree chadrgull the notes next to

them Figureb.18).

39 MINOS-EMI (COLUMBIA) 7YCG 5238- 23064 70172, recorded in 1975.

% geealsosongUslicego1e@é " aPamblz2 so¥% egh- po¥% t§ 'blexa = |
GO 3423 GA 7254, recorded in early 1940.

32 ColumbiaCG 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

Figure518 F2 na t ha transcrippoat @D8Tnaek14( Tsi t s8ni s)

As can be noticed iRigure5.16, t here i s a min-re pentachor
degree of the matz-re. A |ine, someti mes s
min-re pentrachicrudali 9 hae nwanenon i n Matz-re s

where the second degree minor chord comes
the sixth degree major chord (which functions as the fifth of the second), whereas
there are caseghenit does soud and thus, the sense of a complete kind of

modulation is given. lany case, the passagesinthism- r e pent achord sho

considered as an idiom of the Matz-re dhr -
second degree Min-re dngzd mossU3 Ans sk mpal &l G C
[ M6 ®nan pikr- anast emgargoi9nh: = wi t h a bitt e

33 His Master's Voice OGA 1129A0 2695, recorded on October 27/28, 1940.
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His Master's Voice OGA 1129 - AO 2695
Hasapiko
G matzore - Segiah

Melody

Hasapiko # i

MRS
1

[ KL,0V T 8ev os ey - vo KoL UAPOG  OTHVAOP - T GOV wEP - VO

B B_V Chord

Figure 519 M' ®nan pi kr -tramsaigienti €D Brachlb( Tsi t s8ni s)

It should be mentioned that this particular chosdguence, that is, I+ // IV+ /[ VI+

(V+ of the IF) / 11-, is, on the one hand, a very common phenomenon within
Tsits8nisbdbs repertoire and, ontemmimesicot her ,
wi t hin | ai kAnotheussrigexarple st ¢ | & U d*8[mgssiire 3 U

athzna = i nsi-darechrtingg thesspquende of the bB- #il

Mat z-re songs is a Omustoé in Tsitsanis's s
cases with preparation, that is, with the Vijonahord before the Il minor. A special
caseisthesongl Uy a%a[UtGsUar k2t sa = |l ittle stroll]. 1In
F natural note in order to modulate to A mineigre5.20). Furthermore, it is

perhapstheonlyi me i n a Matz-re song that the V m:

34HMV OGA 1708- AO 2977, recorded on November 14, 1950.
35 CBS 83406, recorded in 1978.
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CBS 83406
Hasapiko

G Matzoére
Time: 00.29

J=123

Voice

Jrees KLE - q® 7 S m wK - pn Y i weap -
OV mp - O Lo - va  pe  Ppel

ipiko E I F——— —— ., s
Hasaplko /m N T i i 1 1 | 1 T i i 1 | i | T T i T 2}
& @ - T T 1 T T [ 17 1 I I T T T T 1 I i T
B Chord B V. Chord
f & e .
< — 1 > -3 7 ) I - - t Tt |
V.  —— a— — - . —— o = H
Y S ——— i I T I ¥ 1 B ——— T @ ® I i |
o — e —
Kt 60 T - pe uag oy Pap - ko GOV om pép ko cov  Pap K& P
E Am Am_ C G G G
Hs. S i i 1 T 1 1 T T T ) —— 1 i T T ——FT——T—
i i 1 1 - 1 i i T i —— 1 i 1 i | S A — i |

Figure 5.20: T s a r kr@&ndcription i CD Track 16 ( Tsi t s 8ni s)

Other song examples with this sequenceBre:U3 U} B g spadn dsteem®n o

marriedman]g0 0 3 fh e€6g *desgeaay) Ueold: ghli koh§r ama :

twilight]; s 6 } U¥ e 0%8[dg HiieerJy 8zi s s2 mer and@ ayou cel eb

byece GUXP[ p¥Us8 & e g hraindsopsm yonrSyesl.a s o ¥ =
Similarlytothec ase descri bed above, there is an

within the Matz-re dhr-mos which starts on

constructed from the sixth degree is no other than what is known in Western music as

the relative minor. Once again, theare cases that this VI minor chord comes

prepared, that is, after the 11l major chord which functions as the fifth of the sixth, and

some other where it comes unprepared. An example isthg sohge U a Us G U(d 3

ofholiagk - ma ke stin IFigureBall. = even in hell] (

% Odeon GO 4239 GA 7509, recorded on October 27, 1949.
3"HMV OGA 2798- AO 5516, recorded on Novemb20, 1958.

3 ColumbiaCG 3702- DG 7351, recorded on November 16, 1957.
¥ HMV 7XGA 2936- 7PG 3797, recorded in 1968.

“° ColumbiaCG 3689- DG 7350, recorded on November 5, 1957.
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Columbia CG 3689 - DG 7350
Old zeimbékiko

C matzore
Time: 00.37
J=6t
o ==
o) A h N N
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Figure 521: Ak - ma k e tsanscriptioki-ADdmdk17( Tsi t s&8ni s)

Other song examples aBJ UU} Ue y 3 Y[ kbddsalddm@&ni xeniti § = ¢
lands];andgs ¢ ¥ 09 pot § mi = the river]. Worth no
song( t o p, bath&emihor and major third degree chords are used, something
thatis specialandstrangesd per haps signifies the modern
Let us examine now some cases that conc
dhr - mos. Bifea®dgngyYs Y ol gekrgegedmiyd dhoul i ®s
crafty persorhas two jobs]includes c| assi c al mel odi c shape ir
(Figureb5.22).

“1 His Master's Voice OGA 2705A0 5483, reorded on May 22, 1958.
42 Columbia7XCG 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

Time: 00.56
J =69 cadence shape
A Canto 3
y T k:- f ﬁ > E==—| a Iy
Melody (9 A R i P IR FPTIPS
o = = = == v =
ca - ve - o - M Kt &6 on bouzouki
D Am D G D G G
. O T
New zeimb, FFA—g—H—— o : o S i J B
T I T I I T I 1T I I I |
B Chord Chord B_V Chord B Chord Chord B Chord Chord

Figure 522 O m8 nkg8ansi d h i transtriptom il GD&kack 18( Tsi t s8ni s)

Another interestingase with regard to cadencesisthe sopgy aUby3 U a0 G U o6’
[ mi 8 | ev ®n dfeistygirl] Fgype®.t3p = a
His Master's Voice 7XGA 3010 - 7PG 3824
Old zeimbekiko
G Matzore // Rast
Time: 00.32
=68
o e — ‘
Voice He A F—h N e S S
S e T e : O S E
T po - Yo i Ee-on- ko - oe KLop - 86 ko - Q6 uag &M - Ao 3
C D D G
B Chord Chord B_V Chord B Chord Chord B Chord Chord
Figure 523 Mi 8 | e v ®n tansriptiok 0QD&taek 19( Tsi t s8&ni s)
The melody in the voicendswith the thirddegree f t he dhr - mos, a char
t hat represents t he b onmkhss, smeethis pagiculat he dhr - |
cadence (in the third degree) shows the existence of a wmuapt in this particular
song (hakamRast occasionally uses the same melodic model/cadence, too).
A special, as well as interesting, caseisthesgny 6 U Ud 3 ei®e " U UU @
[ vi 8se ti rov¥asmba t a s oFpgarebg@4d.= hang rumba an:

4 HMV 7XGA 3010- 7PG 3824, recorded in 19609.
45 Odeon GO 3673 GA 7354, recorded on October 31, 1946.
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Odeon GO 3673 - GA 7354
Haséapiko
E Matzére

o=59
Intro
& r @ o —~
e g g o . » ~ o 0 0 ®
. > i i 1 T I i |
Bouzouki i I = t e . va
iV i i i P 1 i
o _—— e |
3 3 3 3 3 2
E Fim G#m A B7 E
. T T T
Hasaplko /- i i T = T T i = T i 1 = i i T
17 1 T T T | 1 1 T T 1 T T T 1 T 1
B Chord B Chord B Chord B Chord B Chord BV Chord B Chord B_V  Chord

Figure524:Vr 8se t i r o HYemdzriptionh BCDSTmck2M(gT s i t s 8ni s)

Thisis one of the few times (if not the only time) that the sequence of the following

chords appears i n t hidl-Mg+/RV+.dneothed Wwords, mo s : I+
one by one, all the chords from the first to the fifth degree are played in ordedto |

to the common cadence of the Matz-re. This
music of Mikis Theodorakis one of Greeceds most popul ar
often uses this sequence in higsie, something that gives birth qoestions

regarding thenfluenceo f r e mb ® bnicdn@mporarg doraposers who,
unquestionably, based their dmgungbdsssiati on st
photograph of Tsits8nis darmdtBHBad ddrsalkiosmn,, w

good friends.

Figure525 Vas?2|lis Tsits8niéphadoWi apb dTdheedobwkKsstas
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Finally, Figure5.26represaet s t he chords wused in dhr-m

Dhroémos Matzore

0
b4 P2 ]
e I < o © i !
34 P O ~F 1
.) O -~ L
D Em FHm G A Bm D

Figure526. Chords wused in dhr - mos Matz-re

Dhr - mos jHa UgdGezc Oz ]

Surprisingly, and at the same time curious|
dhr -Maotsz-re, the second place in Tsits8ni sc¢
for this is the fact that dhr-mos Hitz8z (
urban dhr - mos Hit z§z) -tradiiosal rapertoiedaDhry- mas t of |
Hitz8z is very popular within remb®ti ko an:
of the dhr - mi itrhaadsakeakanythatsispnakardHsi ctEmgure (

5.27).

Dhromos Hitzaz

9 1 Py 1 ]
y ho o) © o) 127y |
D e o © — — © fo b I
e O ad Tt Tt e (8]
Hitzaz 4-chord G Minére 5-chord
Makam Hicaz
0
y ,\-‘1'0 (03 © (03 L‘,G |
D be o © — — o 1o fo I
o ©) o ro—+# # ho o
I Hicéz 4-chord G Rast 5chord —
G Biiselik 5-chord
Figure 52727 Dhr - mos rhbkamH§ z ©an d
6 See, for exmple, songB Ue ¥ UsoUsagm&§r andos = the amaranth], a son

originated in Stere8 region.
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Figure528s hows a very common idiom of dhr - - mos |

of the Hitz8z tetrachord wit Bbovethe Mat z - -r e
formerds tetrachord.

)

[

I S8

T [y
ho 1“0 ~
PO *

s =° © < 7
G Matzore S-chord " Hitzaz 4-chord " G Matzore S-chord
Figure528 The matz-re pentachord idiom in dhr-mos Hitz
This idiomatic movement derives from the original formrmetkamHi ¢ ©z . As s hown

in Figure5.28, in its ascending movememiakamHi ¢ ©z cr eates a G Rast

(GtoD, belowthetonadl. The O6reconstmakamt ediot vy edBi omo ® f
form, o6preferredd to creat gBffathaadusethal e wi t h
upper pentachord (Gto® wi t hout the flat (that is, as

as an idiomtic movementAn example of this popular combination is the sBng

g} Ushd y%Ue cuwrggm-Gdds®hi mavr Fgure529.t he sky

4THMV OGA 1800- AO 5028, recorded on October 13, 1951.
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His Master's Voice OGA 1800 - AO 5028
Old zeimbékiko

C Hitzaz

Time: 00.33

Accordion How

fH
Old zeimbékiko FZABL>
Rhythmic pattern o

SN

Bass Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord

Pir

Voice {ey

<

=
=}
&
&

i
N
i
SN
i
i
N
M

A F Gm Fm C Bbm C

~ 7
Old z. {onPb T i i I

T
T T — T

T T T T T - T T T T 7 T
T  — T T T i  — T T

Figure 529 O our an - s transdriptiond €D Frack21( Tsi t s8ni s)

Other examplesare:” } Yb e ¢ ¢'Ywavd beumouknondz = bravo my
bouzoukil;tis U UU ey ®$ ghiag mBotU a pd aghap:- = for t
lovel 8Ua 300 e em®xt ® slou z o %k i andGe Up Ihd b dJwzldiwk
[ ®l a - pos 2se = come as you arej.

This o6instabilitydé of the upptof tetrach
ot her dh ratesrdiomatigmyitatiarst Tdne sixth degredor example,
sounds sometimes natural, and sometimes flat, depending on the movement of the
melody. For instance, inthesobdg ¢ 3 U3 Ui 6 g 3°[ e o @U®RYOdn to st
= they want to get Stamatis marfjeddh i ¢ h i s when thE meibdytisz § z ,
ascending, the D note is natural, whereas the melody is descending, D is with a flat

(Figure5.30).

8 ColumbiaCG 2779 DG 6924, recorded on December 16, 1950.

“9 ColumbiaCG 2535- DG 6786, recorded on October 31, 1949.

0 Odeon GO 4835GA 7737 and GA 7740, recorded on August 24, 1953.
1 0deon GO 4912 GA 7765, recorded on February 10, 1954.

*20deon GO 3421 GA 7248, recorded in early 1940.



Odeon GO 3421 - GA 7248

Karsilamdis
F Hitzdz
Time: 00.14

$=160

Melody
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bouzouki
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Rhythmic pattern
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Figure 530 Pr o x e n ® v 0 Ui trangcriptios it GDnMTEack22( Tsi t s8ni s)

The same idiom is also obvious inthe séegU e a 3 d G U [y e e b3 wiliga

vr 8dhi

| sTehte osfof n go niewhanithee h@lddyt reacke§ rote
B flat, the A is natural,rad then, when the melody descendote A is with a flat.

Continuing with some special characteristicsiofrd- mo s

Hi

tz8z,

mentioning is the case of the VII degree minor chord which, almesalyal functions

as the preparatiothord for the cadence in the | degree major chord. Similarly to the

case examinebeforeregarding the preparation of the Il miroth o r d

Mat z-r e,

|l V. maj or

t he VI
chord

[ mi nor chord

of

of dh

dhr

®n a
wortt
r - mos
mos Hi |

of Bt oo eyior dnd k.o kPhrd sso=ng he
man] is a song where the IV major chord sounds before the VII nfigure5.31).

53 ColumbiaCG 2984- DG 6998, recorded in 1952.
S4HMV OGA 1629- AO 2939, recorded on June 7, 1950.
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His Master's Voice OGA 1629 - AO 2939

Hasapiko
E Hitzaz
Time: 00.21
=68
Intro Canto
A A 1 N
= f = —a o — ra——
Melody [Hfw Y — e s T o i — T T C—— [ fuat it o= o
—4— e o . - — 2ty gy —— —— i i =
D] bd ’ ’ |4 4
accordion 0 o to 3 w0 KO - Yo oL
g g Dm E Dm E Dm E Am
Hasapiko T i i i i T T i I il jmi T T T i ! T i Tt i i i
D——4 1 I 1 = i 1 i T —1 I 1 I 1 i 1 I - —1—
L2
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o4 I\
 —— r_—1 r — < - - & T " f—te—> — 7
M {oy—f f—ae i i o @11 f 17 72 1 i S . S— R— T3
i 1 i T 1 I Ty % L L I — — | — - — i e
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Figure 531 O n i k wakstriptios i CD Track23(Tsi t s 8ni s)

Other songs with the same characteristictttén 3 0 j j e G UG [ p®x® 8g66i o :¢

hr2sto t=oChrsplaytheholzoukipndd0d Uas v 29 03° Us Uaosase ¢

[ pet h®no ghi 8 to dh2kio mo¥%“ = 1 die for my
Turning now to somspecial (and rare) cases, the sprigc U >0 amm har an 2

= Maharanee] contains an interestingovationf or t he nocharmdsl of Hit z §z

sequence(Figure5.32).

SSHMV OGA 1523- AO 2890, recorded on December 6, 1949.
%6 ColumbiaCG 3691- DG 7393, recorded on November 5, 1957.
*"HMV OGA 2981- AO 5608, reorded on January 26, 1960.
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His Master's Voice OGA 2981 - AO 5608
Tsiftetéli

D Hitzaz

Time: 00.23

Bouzouki

A ul Gm Cm Gm D
Difeeh @ %4 x| L [N N R A S B N R N |
.jl x T T T T T | - T T 7T T T T | - T
Bass Chord Chord B V  Chord
54 —_—— e e =T
B R g afe e Ee e =
!j, .I ’ ’I .I - I L}‘ ﬁ ‘V‘ bOuZIOLI»l | ‘
accordion
5y, D Am G Cm D
Ts. g1 — f - o f — — f i N—F 1
J |- 1771 1| | - |- Il | |- 1 7T I B Il Il
Figure 5.32 Ma h a rtransctiption i CD Track24( Tsi t s8ni s)
The A minor (fifth degree minor) is very r.
of Tsits88nis. The G follows (fourth degree
lead to C minor (seventredree), a case which has been mentioned above.
Finally, Figure533s hows t he chords wused n dhr - mo
Dhrémos Hitzaz
9 l O ]
'.vao lb‘c 1o © © — ]
D E’ Gm Cm D
Figure533 Chords wused in dhr-mos Hitz§z
Dhr - mos HijtsddaUKi®IFOEk k ©Or
Dhr - mos Hitzaski 8r is very close to dhr - mo:
are similar between tset wo d frigureBbi34r epr esent s dhr - mos Hit

makamHi ¢ ©z k ©r



Dhromos Hitzaskiar
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A Hitzaz 4-chord

9 1 o P2y 1 ]
y WP — 6 ) S —Y S M— = |
{ey T y Py [ & M — PO (o) Py T |
194 ho LS ] ~ ~ LS ] ho 1
JEe o T . ARt L
Lelading 1 D Hitziz 4-chord G Nikriz 5-chord
note
Makam Hicizkér Nikriz 5-chord
A !
7 7 T ]
y 7 <o (o) P — |
{2y I o PXe) <o ‘o DOy P2y N 1
%4 1 Py (o) © © [ & S— = — J
Jdoy  © o @ Ve e
Leading 1 Hicaz 5-chord Hicéz 4-chord
note
Figure534 Dhr - mos Hinmakamkdike ®z k @n d

By adding a sharto note G (fourth degree), the-soa | | e d

byUsgjethd @ 2s6 d

[ pire-ti kos] =dhfrr-onmo BRuies85ameguiree sent s dhr - mos
Pire-ti kos an dnakamnZe ncgo¢rlreelsip ohdzemat k, .
Dhrémos Pireétikos
A Hitzaz 4-chord

n — —
P I I O 1 ]
ﬁﬁﬁﬁ—()—pe—ﬁl’—ﬁl)—pe—()—ﬂﬁ'
U(ﬂe) (.) P L 1 PO O (Fe’
Leading I D Pireotikos 5-chord
note
Makam Zengiileli Siizinak
lh 1 1 ]
O A S oA o o o

1 Pireotikos 5-chord Hicaz 4-chord
Figure 5.35: Dhr - mos PimakemZe ksl alnid S¥%znak
It should be mentioned that Tsits8nis never
songmavr omgeea further below), which is not t
there are el ements of the dhr - - mos. Tsitsg8n]
dhmes Pire-tikos in 1980.
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Occasional l vy, Hitzaski 8r revokes the f1l
octave. ThesongU b} ¥ e9U YIdadhasUVraUmisy s§li me kar
another one with a heart] contains this idiomatic beha\{leigure5.36).

His Master's Voice OGA 1057 - AO 2666

Haséapiko

G Hitzaskiar // Hitzaz

J=54

Intro
oo e T e e e e

(3} so® - @ L= 4 e L4 P

0 4 Cm G Cm G
Hasépiko [-ff~b—% X - . — = = |= —

'j} x || T I T T T T T 1 I T T T T I T

B Chord BV Chord

S = e — T = == -

B b T e o e e e e e

le > '\ O b B b bt bt I E T .I et

Ay Cm G Fm G

b = I =SES=——=—=—=—=C———x.
o
B BV Chord
Figure536 Tha vr o mi § t&irsdcriptionei CR draci25( §si t s8ni s)
Noteworthy is the D flat that appears in measaeenn the above transcription.
Thisisavery common gravitation in both Hitz§gz

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 faurthare foundnthe songds 8 § f d

(dU)

0% plU&kre s  fachd)e @ q e

nos

mo Y

p .

my

p aRigare5@®i | |

8 HMV OGA 1057- AO 2666, recorded on June 11, 1940.
5 0deon GO 2613 GA 1990, recorded in circa October 1936.

S

be) i

bitter]

(
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Odeon GO 2613 - GA 1990
New zeimbékiko
E Hitzaz // Hitzaskiar

J=103
Intro
. T I T =
Bouzouki —a o1 — o ¥ T i PR — 73 g oo T & <
S —— R == S e <
4
ny E Dm E
New zeimbekiko FZE 9 x T Iy T T K T K T T T
Rhythmic pattern '!? A . = : 1 } ! b i i !
B Chord Chord BV Chord B Chord Chord B Chord Chord
[l “ —_— e
o T - e r ] r ] = r ] I "
B '% (7] 1 I d T } F f » :; r H T = Il r ] é =l T T b\e‘ Il T T - — Il — N &
AV I | — L
D} | m—— %ﬁlﬁ——éﬁ:"ﬁ%ﬁi
E Dm E
’? # 1N T 1N T T 1N T 1N T T T
R S : A Lo : :

ey

Figure5372Pi kr - s (t ha) transceptiani @D Tmacks26 (mMos4 t s 8ni s)

Initially, it is noteworthythe way this melody finishes in meas two. This particular
shapey (sixteen) // 1 /[ V II | (eghts), is considered aclassicah dence i n zei mbe
songs.

As has been already mentioneithin thisand the previoushapter, the
introduction of harmongan be seen to have complicateth e d hr - mi and thei
recogrition within the compositionsThecee x i st ence of dhr - mi Hit z
Hi t zaski 8r i afthiamiganitd rewilis.armapidalessue for the
understanding of t he upersomtdanayhesthedsbngs: mi is
does so by taking into account the movement of the melody*Slomne
combination of the melody and the harmony. For instance, ibbserveghelast
transcriptionés mel odi digured.37gitwdlibésees n t he f i

that the melody is clearly based on dhr - mo:
that sounds in the fifth beat cannot beléothe sphee of Hi t zaski 8r due t
natural note (VII natur al sispdrhapsaite VI I shar
differenceb et ween t he theoretical S makans.t ur e of t
There are plenty of examples of such cagé@3 UUe Udo fI'UBJfF Eadazes

san pringip®sa = y@ld | ookeded i k&staUfplrd ncada

% Makams do not employ harmony.
51 Odeon GO 3588 GA 7322, recorded in circa October, 1940.
62 ColumbiaCG 2670- DG 6855, recorded on June 13, 1950.
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zo2 mo¥% ®ho t-so plighotamd ¥aU Uida veeY tbeele n
[ vgh8l e ti m8ska = take off the mask].

On the other hand, there are cases show that the guitarist was at least
awar e of t hemakhhsras,foi example inthdiseage 6 ) 3 o U
880 dhi - hr - nithavedeaen lavipgowfor two years]. The chords
used by the guitarist attest this claim, for he doesisethenaturalseventh minor

chord (C minor) at all. Instead, he chooses to play eithen#jerfifth or the major

second which do not o6falsifyd the sound

In terms of the mixturesfd hr smimi | ar t o Hild dad&ks @r ,

3048¢°¢ ghi &8 s®na x e natright for ysu] i$ a very special aasea k e
(Figure5.38). The intro startsvith the upper tetrachord. If there was not the C minor
chord in the third bar, then the melody could have been coedids belonging in the
sphere of Hitzaski 8r. Mor e o likeamodulatior r e

to G Min-re wutilizing the D7 major chord

(something that can be regarded as an idiom), while the cadence soiirnidis &3
Matz-re (V major chord).

3 HMV OGA 1583- AO 2919, recorded on February 25, 1950.
540deon GO 3062 GA 7139, recorded on June 14, 1938.
8 ColumbiaCG 1670- DG 6344, recorded in December, 1937.

h i
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W |
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Columbia CG 1670 - DG 6344

Hasapiko

D Hitzaskiar [Hitzaz // Sousinak // Matzore]
Time: 00.48

=61

Hitzaskiar - Hitzaz

Melody
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P ) ) S S S B S S S — I T ) e S S S S S S B B T
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bouzoukis
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o

B BV Chod

Figure 538 Gh i § s ® n teansgrigtion ThaD Track27( Tsi t s8ni s)

The next lines show some very common cadence techniques. The most
popular of them, withregad t o h as § p i-K-lmotsshapgptayedins t he |
eights. For example, thesond) g} e e YUOU (B0 PgthasvemeacypPe)
ke mo s h §+#yedwomdn(Paaeusd Moshato)]Figure5.39).

% MINOS-EMI (COLUMBIA) 7YCG 5235- 23064 70172, recorded in 1975.
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MINOS-EMI (COLUMBIA) 7YCG 5235 - 2]-064 70172

Hasépiko
D Hitzaskiar // Hitzaz // Piredtikos
Time: 00.17
J=83
& I
Baghlam’c’lswu % SEEES S e A TR DT e B
o _ == = == == =
D Gm D D E> D
- T T T T
Hasablko /- T T T - T T T - T T I = T T I - T o e
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B Chord BV Chord B BV Chord

Figure 539 Ma v r o tmefigcription 1 CD Track28( Tsi t s8ni s)

Other song examples a®e Yo a Ud Ueg®pegm8imdaddhdii kol ner o
the sweet water's bustedndgd § ¢~ Ue ~ yfi Uffd ddies obglw®sas to gh
=thesneakwo manodés sweet Kkiss].

Another note/chord progression of the cadences isfihedequence. For
example,thesonge 66y J a3Bpt 6U6heUB?t xlUsasto xen2hti
up all night] Figure5.40).

His Master's Voice OGA 2061 - AO 5150

Hasapiko
G Hitzaz
Time: 00.11
J=97
. T T T
Accordion Y < & < ——t —7
A MU A A DT E R I A
>
a. Cm G Ab Fm Ab G A G
.. T T T T
Hasapiko /i i i T = i i i = 1 i 1 — i L v a— hN—+
V X T T I | I T I T T T T 1 T T 1 1 1T
B Chord BV Chord B Chord B Chord Chord Chord Chord Chord

Figure540: To ' ho r 2 stransception i @Tmatk2®(i Tsi t s8ni s)

Other song examples containing the same melodic shape in the cadengés are:
baoy ¥ 3F9e¢@U0x | ®po skot iynkUs= diU slesea 3tChsegm ed a rikg

" parlophone GO 4092B. 74151, recorded on February 21, 1949.
% Odeon GO 3850 GA 7416, recorded on October 31, 1947.
#HMV OGA 2061- AO 5150, recorded in November 1953,

O Parlophone GO 4732ch 74271t recorded on November 22, 1952.
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UoU E€pUbdgn tha sm2xis md afton po¥s thod agh:
the one you'll loveland¢ 2 g 3 Uaa U fUGUs3g hiiino®ksa -t an f2ghi =

woman leaves].

Finally, Figure541s hows t he chords wused in dhr - mo
Dhromos Hitzaskiar
f
p e o © |
!ﬂ'\u L\I\ L © o — T I
Jo =
D E> Gm D

Figure 5.41: Chords used in dhr-mos Hitzaski §r

Dhr - mos BJulsY&k K][a k

Dhr - mos Ous8k icpwlner odhrt-hmrei momstl gi k- styl e
53 songs in dhr - mos Ous§8k. Moreover, there
Ous 8k wit hopredominendthe i- mg st hdany of Ous8kds m
characteristics hee already been examined iretpreviouschapter. The following

lines contain some song exampiésstratings o me of t he dhr - mosdo i di

Regarding the instability of the second and the sixth degrees, one good
example which attests thisisthe song UaUc } e 9 e mebBattieUn2 kop®I a

brunette girl] and its very first lind={gure5.42).

Odeon GO 3309 - GA 7222
Karsilamas
E Ousik

Bouzouki

. , Y OF
Karsilamas =g —F—— } A — —
S 1 A T

B Chord Chord B_V Chord B Chord Chord B_V Chord Chord BV

Figure 542 Me | a hr i nransckimpign® CR Track30( Tsi t s8ni s)

"THMV 7XGA 3001- 7PG 3825, recorded in 19609.
2ZHMV 7XGA 2787- 7PG 3729, recorded in 1967.
" Odeon GO 3309GA 7222, recorded on June 7, 1939.
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Onecanseeth way notes C and F sound someti mes I
position) and sometimes raised by a semitone. There are plesaggsd that include
this instability For exampleA i 2ago d% esédg ghRls ki § mo% m-no
my sweetie]andqg] & Ue } s e P[0 i IliatyrJi o sti fl ®va = po
i ssue regarding the instability of the sec
problem of the diatonic species is a very old one: the position of the degyaie
(vou).] é] Tomaysckools prefer a higher positio
Normally, musicians use both degrees, changing from one to the other according to
the needs of t BE° melodyodo (1990: 52

Anot her very popular idiom of dhr- - mos O
Matz-re dhr-mos on the third degree of the
dhr - moson®aars 8le, t hat there is a Matz-re pent

degree Figure5.43).

Dhromos Ousak
b4 1
7. ho
an) P O LS4 O Il
YV ho (8] © (8] ho
o O Lt PO O
L )

G Minére S-chord

F Matzére S-chord

)

1
O [§ ) h
P

o}

I~

o

Figure543 Mat z-re pentachord in Ous§8k

Inthecasewheret he fl at from the second degree is
scale from the thirjdeYdefgrige W' ithd yFo)xe gTah e
h-reps® mo¥ = da isamrexampleathanskowathissmovemeantdina ]

the third degr e &iguva.44)zMoreever i is moteveodthiytioat d  (
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.
> CBS 83406recorded in 1978.

8 Regarding the intonation in Arab music, see (Scott 1993).
""HMV OGA 2580- AO 5417, recorded on August 20, 1957.
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Sirtos
D Ousak
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Time: 00.11
o =186
fHo| \ \
. D’ AN B ) " A I K T x I T x A " K T " X
Bowzouki P —g——FF A g A R e ) R gy P R R
(o] g & Ihe T g T T T g @ o e Il T & I 1+ I
o o ¥ LA M 3 4 A O v g v
A Dm Dm Dm Dm
Guitar (& ‘»V\U 88— T T — T T = T T — T T
(Sirtés pattern) :%9 8 = } — £ ! H = ! = = !
Bass Chord Chord
fH | \ ] | N |
v " M—— | — h—— —Tr M | — e ———
. 10 T PN T & & & g T Il Il I e [T g™ & & |- T Iy T Iy I
.J\I & e | & q:‘ & & I & - | r ) q:‘ & ;I &
vib-cov,a-1d - e Kt ot - M oV oV yo-vod - o oa o - ou
0 |
P A i 1N T - T - T -
Bz, HawP——% - ! } !
U\I & T T T
p F F F F
P A i T T T
Sr. HpwP— f f - f f - f I — f I
U‘I \. T T T \. T T T I. I. T T I‘ T T
Figure544: Al a t o Yr k a tréinscripiom $ €D Track!31( Tsi t s8ni s)

Ous 8k
dergr end,s

uses the
Matizn reehn -nmd s
eeag uU®s UUsy s¥Y;
t eri §z iasl 3=y dwlee Ud olinU dtd° seuciat) (iesav
§
characteri

observe that
Ous 8k
that has been examined before. Other song examples @re:a
[ Maz 2 dhen

[ an8t hema sti

One can same mi

from dhr mo s t o

mo Va

n omor fi S O Y damn your bea

Continuingto@ s 8 k 6 s stics, another <c

movement and temporary establishment on the fifth degree. The chord played on this

beat, that is, a V minor, gives the sense
pentachords, or cefoneafrom [Dta A rotespeithedbthex fromi n -
A to EO notes. Obviously, what the second

on whether the melody contaiaflat sixth or anaturalsixth degree (seleigure5.45).
It should be mentioned that this pami&r sound became more popular after the

1960s, y t hi Tsi
99 Ppt G UEU atlemo¥s ame

not onl Wi t s8&§ni sobs

Us

n repert o]

songgs ma z 2 what ' s

"8 ColumbiaCG 2191- DG 6617, recorded on November 9, 1946.
HMV 7XGA 2138- 7PG 3445, recorded on Obier 29, 1964.
80 HMV 7XGA 2573- 7PG 3615, recorded on September 13, 1966.
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together] is an example of this temporary klssament on the fifth degre&igure
5.45).

His Master's Voice 7XGA 2573 - 7PG 3615
Bayo

E Ousik
Time: 00.21
J=102
N N A
; K N— NNy o — " e —r T f -
Voice % 4 I R -~ A I 1] O S 8 B . — i
IV & 1 e I 1 1 I 7] v/ 1 Il 1T ¥ ¥ Il 17 1T Il
i | 7 F—F— v r—¢ 1
T KLV Lob - oa ue po - Gi pod-peg N - Taw oL Kap - dEg pug
Em Em Bm Bm Bm Bm
R I I T T T
B (Emr#w; 5t SO FHMERE AR O RS Y OIRERNAERT
o
(Bayo pattern) o
Bass Chord Bass  Chord
o] NN N
’{ N >y H |k } \k \’V\ >y o }‘4 = ﬁ. e o I = H' e Il
v oy 1—= T - 4 ot ' 5 1 o S T i o1
) - ma—| b — ) i i 17— — S 7 17 1 i T
(3] I 4 I rer—r 4 £ 4 I
v - W P& - pu pe kLot dvo M-ysg 10 Tay ot s pEG oG
AEm Em Bm Bm Bm
. 2 T T T T
Gtr. Ao h—F=h~—h = =—h—P—Fh e m— s - = B e e
2 o e i — ) i — | — — i} i {7 T i I S B '
(3]

Figure 545 T i ki an ztaisgigiome Charack32( Tsi t s8ni s)

Other song examplesaelJa} s ¥ €6 g Ufinak i®3s meM3s&syg dhen k
you can'tlive away frommej;o U« o Us ~ e%[taghagpi-Ugksa dpon -

(dhistih-s) = | |l oveandkid bogabdfleess2uaffost ul
ghli ki 8 mo¥“ m-no = only you my sweetie].
Another extremely popular combimnabn i s t he combination be

Ous 8§k an¥Th&songdlryjds? .o U3 133 lpsedt igpt@@an- meni zo2 =

life] is an example of this combinatioRigure5.46).

# HMV 7XGA 1958- 7PG 3376, recorded on March 31, 1964.

82HMV 7XGA 2204- 7PG 3506, recorded on February 18, 1965.

83 HMV 7XGA 1857- 7PG 3361, recorded on February 4, 1964.

#withKiour d2 |1 refer to what Greek | aik- musicians mea
of wrong terminology used on their part is examined at the beginning of Chapter 4.

8 Melody MG 25, recorded on June 3, 1954.
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Melody MG 25
Old zeimbékiko
A Ousik // Kiourdi

Time: 00.19
o =02
0
; ‘K—L—E)—f‘f‘—‘K—s | I  —— ¥ ya 3 <—h
Voice famw>—% KK N — r 2 o ® g | T T t & Py 75 T
1 — 3 NT—T7 - P~ m— Sy gw g g
D] # e I bd n v q-.‘ & hd
M - pL - T - VO ne R [ - -1 ne
. Cm
Old zeimbékiko —AH—9 F — T T T — T T T
{20 T T T I T I T I I I I
V—t T T T I T I T I I I I
D)
V. ; \ £ £ £
V—¢ e —¢ ! = ' ——3 | ]
5 SR “ ehebe o 2
pL o vy ne vo Ko - - - pui
A Am Am
) "
Old z. fon 2 i i — f I i 1 f f I
!j/ T T I b e T T T T T I T

Figure5.46. Per i p | a ntranseription izCOZArack33( Tsi t s8ni s)

The melodies in Kiourd? within an Ous8k so
minor chord. A very usual as well as traditional behavio of mel odi es i n Ki
(which also derives frormakamtradition) is the glide from the fifth note to its lower

position, that is, th#lat fifth. One can also obserei n per i plthatn - meni zo02)
anot her popul ar predanteviich s the i3talslig kf the secosdt i | |

degree. Othesongs that make use of this combination¥ier d &{ ¢ ses §vri o =
perhaps tomorrowpndtis U 3 U G U &°%3g¥h i ¥83 dyjary 'see k§no §nt hi
order to make you a good person].

Finally, Figure5.47 shows the chordsuseédn dhr - mos Ous 8k.

Dhrémos Ousak

[}

7 T Py ]
27 o [8) © |
{es T Py O PO |

7. o o) o 1

e © ho-

Dm Eb F Gm Cm Dm

Figure547 Chords wused in dhr-mos Ous§8k

8 HMV OGA 2717- AO 5497, recorded on de 3, 1958.
8 Odeon GO 5028 GA 7809, recorded on November 24, 1954.
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Dhr-mi Houz&m andHSegoOfhhahifcBFBYes Yo
Seg®O©h]
Dhr - mi Houz8m and Segi 8h are usualhy conf u:

common to call every sorid o u ztBatrutilizes a lower tetrachord as shown in
Figure5.48, Staff 1%

Dhrémos Houzim

9 I " O W 1 ]
2 he L ~7 L ho |
[ fan) - O O L= d b kil L= d O O o |
34 [. Py B e ~ LS ] ey 1
Jo o F y oo
D Houzam 4-chord | A Hitzaz 4-chord |
G Nikriz 5-chord
Makam Hiizzim
0
P A 1 Py [$] O 1 ]
Z - — 1 (/‘C O ~F ~F O dc XD() — }
'mll g PPy O ~ it ~ (8] O vy |
oJ RO . | OTTRO)
I Hiizzam| 5-chord '
1 I
I Hicaz 5-chord I
Figure548 Dhr - mos HuekamB mz a @ ch
Possibly,tt r eason for this confusion is the fac

involve the same lower tetrachord ($e8gure5.50).

Things become very confusing when a thi
consideration. ThistimeshrSmpsn®kas nG&ade Ma:«
third degree. By doing so, a sense of eith
for the two latter also have cadences in the third. Moreover, the upper tetrachord of
dhr - mos Suzin8k and dé andinessanother praberm ar e t he
arises, for one cannot say for sure if a melody that sounds in this particuldraetrac
bel ongs i n 1 moftdnmeetion thchttsoame melodies may even sound like
Hi t z as kFiggab.49refroecs.ent s dhr - mos S&zi m®k. and ma

®Foranindept h examination and analysis of dhr-mos Houz

interpretation, and change of dr o#f.s Houzam in Gree
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Dhroémos Souzinak

P
g b€ H!) © H!’ be
iy O O Y
Vv O L0 ~F ~ L e ] O 1
e O - T T ~ O
L

D Rast S-chord A Hitzaz 4-chord

Makam Sizinak

o)

P A I I ]
y i 7 <o 0] o ¥ 1
{ry N rey PO © ‘O PO o 7 1

o o—<o o i — O—o ] '
© ©
"
Rast S-chord Hicéz 4-chord

Figure549 Dhr - mos SmakamSr#&k natrkd

Finally, Figure5.50r e pr esent s t he chordgi 8iseandn dhr
Suzing8k.

Dhréomos Houzam

0

b4 1 O ]
7 o 1O © 1
[dan Py 03 PO 1

gjl — #c o © 1

D G D
Dhroémos Sengiih
o]

7 Py ]
7 i PN o © 1
(a0 gy © [0} © 1

Py
le — F Py 7o © 1
D G D
Dhromos Souzinak
o)

> 4 T ) © |
7. o 9L ¢ ) © 1
(a0 e} iS4 Lt 1

J — Py 1O © 1

D G D

Figure 5.50: Chords in dhr - mi Houz 8m, Segi 8h and Souzin8k

Statistics: Number of Recordingsby b r - mo s
The statistic§Table5.1 andFigure5.51) verify, ultimately, all the claims about
Tsits8nisbébs work and the shift towards har



Dhrémos
Minére Natural
Matzére

Hitzaz

Minére Armonikd
Ousak

Equal Mix
Rast
Hitzaskiar
Segidh
Sousinak
Niavéend
Housam

Nikriz

Kiourdi

174

Number of recordings
111
102
102

83
53

Table5.1: Numberof Ts i t si§end srddi ngs

Segiah 10

Hitzaskiar 12
Rast 15

Figure 551 Numberof Tsi t sr8end¢ srddi ngs

Miavénd 5
Sousingk 8

Housam 3
Mikriz 2

Kiourdil

by

by

dhr -

dhr -
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Dhr - mos Min-re and Matz-re hold the two do

songs used them as their | eading dhr - mi. |
45 songs in Min-re Armoni k-, 28 in Min-re N
are in has8piko rhythm, t-balledkandhclsangsal i st i c
of Tsits8nis wildl be cl ear . atullizeotheteer wor ds

three dhr - mih,i rtdhataries ,i nonles whicsi§ane dthes new s o
most serious r aevslogpment afbmadertadmesios fregdrdng s
thekandg d Isee Chapter 1).

The following chapters (6 and 7) deatithe popular rhythmthatconstitute

a problem similar to that analyzed in this
dhr-mi. This problem is once more closely
musicological studies, as well as to tomfusingoral traditiono f Gr eek | ai k-

musicians. In the case of research that deals to a great extent with the musicological
aspect of a work and more specifically wit
and rhythmgthat is, the prol@ms of a huge amount oeglents of the music itsélf

are in fact extremely arduous. Something that needs to be clarified is that, according

to my research findings, the examination of rhythms, especially in cuttucbsaghe

one under examation whererhythm is synonyrmusto dance, cannot be coveried

all of its perspectives unless dance researaivved.
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Chapter 6
Greek Lai k- Rhythms in the Songs of

and Analysis from Selected Examples

General Comments on the Rhythmic Pa#rns
Thefirst section of this chapter includes some general guidelines and comments on
the rhythmic patterns. These will helpd preparéhe reader to understand how they
should use these patteyasnd what they aspire to depict.

It should be clarifiedhat the patterns that follow are tgpl ways of
performing the | aik- rhythms. deaingwithny cas e:
apopular musical style which is mainly based on oral traditioe mugcians tend to
improvise andtherefore theychoosevarious ways of interpreting the rhythms. For
instance, in most cases of the zei mb®ki ko,
rhythmical instrument by playing the chords in eights. However, occasionally, it can
beheardplaying melodt lines and even parts witros, as for example in songs
joU « e9U0'[dphlig pde ymid§ pandrem®ni = | |l ove a
FUU0U, Ueys3’fkatladadm®®i xeniti§ = cursed fore
indispersable instrument is the guitakpart from that (and, of course the bouzQuki
all the others are subordinate instruments and do not always take part in the band. My
gredest concern here is to demonstrate, especially to someone unfamiliar with Greek
rhythms, the ways of their interpretations by showing the beats theware often
called by Greek musiciand) ¢ Ug [eaUbWwi p2 mat a itherttatsse hi t s] ,
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 @hexamining each and every available commercial recording
by Vas?2lis Tsits8nis.

At this point, I should highlight the importance of the role of the gwttain
the entire gnre. Thee = U0 @ o[abdalsjosk 2t har o = baaledbyui t ar ],
Greek musicians, can be considered as the backbone of the entire geauiallg
with regard to the way the rhythms were modeled and formed. The guitar, apart from

1 0deonGO 3420- GA 7254, recorded on December 4, 1939.
2HMV OGA 2705- AO 5483, recorded on May 22, 1958.
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its harmonyproviding role, makes use of melodic lines played in its bass sdste

further below)’ These are the called by Greek musicians, Utie 0} Ue e ¥ d

[ basoghram®s = b8so (bass) + ghram®s (1l i ne:
band type that cafully interpret the style of the genre consists of the bouzouki

(melody) and the Spanish bagsitar (rhythm). Also very gpular were the soalled

by remb®t i ke d&y fkhi u dhiadite thstars] which lookike

Flamenco guitars, requinto guitarstbe ukulele, a small guitar originating Hawaii.

However, the type that @railed was that of the Spanishassical guitar. The strings

used by the guitarists, also used today, were metallic (something unusual for a

Spanish guitatjHo we v er , asdhtr 8ktics i SIgoums us, the
met al was far different t timpactdnthdtapré s, s o me:
(2006: 31). 't should also be mentioned t h.

where the guitar had ac@mpanying role rather than a soloist role. This segregation
is critical b e ¢ a)ammlee a Mmilay iko (Riradbidiuzbukieated)g e e s
songwriters used the guitar as a solo instruprasitjust an accompamng
instrument

The reason | created patterns for foreign rhythms as well, although | could
have just referred to already pughled literature on this topic, is that these rhythms
were adopted by Greeke mb @taiikko musi ci ans and have beel
match Greek standar ds ( édvhy&redkimasgadstuyed Ob Vi o0 u:
and still use these particular namenas 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 referendzessr eek | ai k- r hyt hms,
Metalin-s (1999) and gdodgfetn@&rriad R &wlao w f( 2mMat6y

and traditional Greek rhythms. However, the most valuablen#bon has been

|An®stis Barbg§tsisbébs (2008) and Ghi-rghos Evang®l ou
analysis of the orchestra types and especially of th@iSpguitad s per f or mance techni que
* There is a Spanislike guitar in Italy which is also used with metallic strings, known as

6chibtatrtreant e 0.

®See, for example, songdi s@Ufodizo hasi sh] ,BDdeonBPi17010CGO 2H8r i st ®r i s
recordedin1934;am8) ¢ U) sp&3audieri k§nos = the American] by | 8§k
Perlophone B 21823101602, recorded in 1935. | should also mentionthewdfk Ghi - r ghos

Kat s ar -1997 [helli@e8 ®r 109 years!]) who used the guétaithe soloist instrument in his

songs perhaps more than any other.
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taken from interviews, consultations, discussions with Greek gmotusts (such as
Left®ris P8vl oui saamatb@Atkhowl@dgemers) arad nabovetall, s

from personal experience (as & mb @taiikko musi ci awchppter Obvi ous|
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 6B6 or oO0Bass6 in the rhythriefirstpattern
degree of the chord played in that particu
the fifth degree/note of the chord. The second, smaller staff utidetarger one
showsan altered version of this par®fi cul ar [
course one should bear in mind that many times the final result can be a combination
of two or more ves i on s . Finally, t taetypes Gat imayaaked i mp |l i
part in a recording (Spanish, stas#dung acoustic, electric and so fortfihe Spanish
guitar (and some t y potusivelpused urile976sjwhéndhe - ni a)

steelstrungacoustic guitar alsotookagpc e i n Greek | ai k- bands,
vanighing.
Foll owing these guidelines is the prese!

The analysis of the rhythms along with references to numerous selected song
examples constructs a detailed image of howe r hyt hms wused within

l ai k- st ywidars stikevaiving/ e d

Z0ye yosoee [Zei mb®ki ko (Turkish: Zey
The zeidafc@iythnrkhool ds a promi nent position amo
recorded outptAs evi denced in Greek discography,

most beloved rhythm of every songwriter of thelbbetkto and t he | ai k- er a
that 285 of Vasz2| is Tdigs (tha is, bls8@par cebtbadle inc o mme r
t he zei mb ®Kk itheuwmos$t anpartdnge, wittsregard to the analysis and

®The 6zei mb®ki kod section of this chapptesr, along wi-
(working as introductory comments) were submitted a
Zei mb®ki ko Rhythm in Vas2|id9Bli)tbs8§AioudsraReodr dMiursg c

Online.
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assesment of this specific rhythrhT h e z éko damc@Hythmis considered to be

one of the most representativeadcteristics of the cultural identity of modern

Greekslt is an examplef howacculturation can happen between cultures (Otteman

Turkishand Greek.It can also depict to whatextesllt ur e s d aom n®di mtnar

t hen-réturmht efements of theirs, crobodytcanng i n t |
tell which one gave birth to these el ement
being an expression of the underwaalch d of t he O6cosmosdé of the
urban popular dance of every Greek, is something that needs attention and

examiration from several perspectives. The transportation of this rhythm from the
hashishdens to luxury venuesea be credited (to a great deg
Therefore, the saclogical perspective from which one can examine this issue is of

value and importance. However, as already highlighted before, popular musieology

Greee has not shown its will to produce fruits as yet. Perhaps it is now the time for

another, equallynportant transportation to happen; one from the luxury vémue

academia.

"bUaosh €Uye yosoe6 [pali- = old zei mb®
When a piece i s | aGveekmuscansib bedeard oiplayth@ k i k o 6 ,
following rhythmic patterr{Figure6.1):°

"With the term 6zei mbQRki &e® majmid ytoypap,arlt dlroam rtéfeer
tsift edte@lti ainmd %9 pt 8§l i ko zei mb®ki ko rhyt hms.

8 See also Politis (2005a).

° Others, such as Risto Pekka Penngi®89: 105) and Peter Manuy@990: 1301) choose to calt

Fgy ofUsifri an- = from Syros island]. See also Holst a
Vamv a k §vhoiwas born and lived there until he moved to Piraghen he became 12 years old

(2006: 41).
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Old zeimbékiko

Guitarl 9| | L | I
4
Bass  Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord
Bass V Bass V
] ] | \ 1 1 | |

Yo

Bass  Chord Chord Chord Bass Chord Bass Chord Chord Chord Bass Chord Chord
Bass V Bass 'V
Chord Chord

Baghtamas| 9| 1 [ 1 [ [ ] 7 [ [ [

Chord
Double Bass|—$ | ()\ ()\ 2\ ,)\
or El. Bass Bass - - - Bass Bass Bass Bass
Bass V Bass V
9 | | | | |
4 Bass - - - Bass Bass
Bass_V Bass_V

Figure 6.1: Old zei mb®ki ko rhythmic pattern

The rhythmic structure f t h e o | donsists of mpai®df iddntacal 4/4s, plus
an extraquarternoteatthe end. Otherwise, we can simply think of the structure as
being 4/4 + 5/4. The altegtive version of tle guitar(second staff) reveals a tendency

of the 6éold school 6 guitarists to fil

O0hitsé. This is obvious in al most every

1950s, when richenstrumerdtions and more sophisticated and prefixed

arrangements reptlam@dot hehépblagi mgsif cieans,

freedom) is definitely worth a thesis. However, the tendency of embellishment has
been never absent on the part ofaheompanying instruments. One of the most
popular embellisment techniques of the guitarists were the tiags created by
movements from one bass note to anotRigure6.2 shows an example of this bass

line technique inaraéthr 6 c | a s sprograskian (seetbelawy a |

n

r

1

e |
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Dm bass line G
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Figure 6.2: Guitar bass-line techniquei n ol d zei mb®ki ko

| refer to this progression as being classical because it is true that in rsasy ca

es;eci ally in the caf ® styl ebengarrangechentst hat t he
rather than compositions, especially in Western contexts; although Lilliestars to

this compositional technigue as something that makesfusmvational formulas

which vary depending on the cultural backgrouhdweryone and whichre always

the starting point of the musimaking procedure (1996: 28). Regar di ng t he caf ¢
tunes, indeed, there were countless traditional tunes which s¢eimegart of a big
060storehoused fr om ahbraighekillimuearracgingtmesiotgswi t h a
and the notesd values) tended t¥8 pick them
However,accomposing or arranging is like making food. A compositiomasiew

invention. You have to take the ingredients that are there, mix them, dare to try new

things and trust your imagination andlfeen g lfogSPbseen, 28 December

199%2) 6

12 see also Morris (18D: 823) and Pennangi995: 141).
™ n Lilliestam (1996: 203).



182

Continuing now td-igure6.26 s e x pl anadabasse ddét Beadbm of
score indicates how this particular progression would have been interpreted by a
guitarist of the caf® era, showing the mod
was almost no employment of chortiarmony. The third, smaller staff indicates
something quite special that is found in r
style. This is the changednings that many musicians, especially the bouzouki
players, used to uséAs far asthe baizouki is concerned, these tunings are also
knownass UsgépseuUz®nia (plural), ntouz®ni (sin
met in the slang of the remb®ti ko peopl e a
As evidenced in many recordings, this technique was also used (and is still used) by
guitarids too, lkecause it (the technique) can offer the usage of open strings. Thus, the
third staff inFigure6.2 implies that the guitarist may tune the E bass string a tone
lower and make it a D. Obviously, the changed tuning carbalspplied on the first
staff.

Figure6.3 shows a very popular cadence technique/formula (interim and final)

ofthegutar, especially of the 6éold school 6.
Guitar éz | | | 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 v I
Bass V Bass V
Bass
Figure6.3: Guitar cadence technique in old zei mb®ki ko
Perhaps hi s i s another el ement that ikoinks the

style of Piraeusin most cases, the accompaniment of the refdgees ongs was

essentidl/ a sort of a bass continuo played by instruments such as the ud, the lute and

2 This is a common phenomenon found in several other traditions such as Rock and Blues (see
Lillie stam1996: 203).
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the Spanishguitaron their bass stringsl n t he case of the zei mb®k
recodi ngs show t hat effdetivedylogkédasigigute6.4Landhi que 6
Figure6.5. The second measure is a cadence measure which illustrates the similarity

bet ween the bass technique of the music of
are two notes in a single beatrrieans that the guitarist plays either the top or the

| ower one. Similarly t oFigute@5illastatemd ®ki kods b

similar technique used in the new zei mb®ki
strongbonds between the @thanTurkishmu s i ¢ a | culture and the c
remb®ti ko styles. Obviously, in many cases

two versions, that is, the-\(first staff) or the octave technique (second staff).
Moreover, we shathlways bear in mind the changed tuning option, as shown in
Figure6.2.

, y—

Guitar (V1) Hy > } — | i —— E :
ry) [ L4 3 L4 L4 14 3 L4 14
hH

Sui o) AT ® ® ‘ ® ‘ ® 2 ‘ 2 2
Guitar (octave) Hfawb—¢—1 i i i i i i T 1 i i
lyl =x .I L I .\ 1 .\ I Il .\ I I
D)
=
Gtr. (V-I) Hwb— i T T f ] T 1 A L —— 'y f
o= — . - v e
) N
Gu.oot) [ —F—F———F ¢ ¢ ==——
o L4 [ y L4 27 s °

Figure64: Bass technique of the music of the caf ®s (o0l c

13 peter Manuelvrote on the role of the refugeess wel | as the early recordings
129). Risto Pekka Pennanalso discussed several matters of these techniques at several places within
his thesis (for exampld,999: 68).
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A J—
Guitar (V-T) FHfagP—%—K ] K ! 1 K | 5 ‘ | 1
S j o e ﬁ' & g‘ » » {t " &
3/ - - - - - -
Guiar (octave) b p—P—B———F =
U [ 4 v & & L4 [ 4
P A
Gtr. (V-I) Hes?>—h f N T f i f N N L va—— X f
o :J‘ - > il v ﬁ - ,J[ o #N’ o ﬁ v
0 - - - - -
Gtr. (oct.) Ffpab—R—F g ] £ —= g " X |
S — F— : - — e
Figure 6.5: Bass technigue in new zei mb®ki ko type

If we now compare these figures wkigure6.1( ol d zei mb®ki kods gener
we will understand how the harmony replaced the mealatept ofhe

accompaniment. A representative example would be the case of a very popular song

entittedd s UUa (e ge[Yghri ate2e Ut dulm&r o koka2ni = why
Prnaghi -tis To%ndas, origina'fdry bryecPrzdaed ei-
E s k e T toth,ipossibly, in 1932. The song can also be found with other titles such

asz6 ye odfpU0 e Umbl exe ®nas m-rtisB= an ur c
96aUys[ed AIalkga i n o p - 4drinker], since ihhas been rearided enany

times by numerous singers, old and contemporary. In both original recordings no

harmony ismvolved. On tle other hand, every following recording involves chordal

progressions. At this point, it is of crucial importance to mention theculiitral

nature of Greece, especially in the early |
partiaular keysinge s who col |l aborated with Tsits8nis
someagini shing findings. One of these cases i

who was a Sephadew, that is, a Jew from the Iberian Peninstilsiter some

rather roughesearch orSephardic musical style, | found a song that sounds very

much like the songxamined in the preceding lines. The song is included in the CD
QewishSpani sh Songs from Thessaloni ki é (by Da

¥ ColumbiaWG 376- DG 279.
*Odeon GO 1793 GA 1624,
®Many major cities, such as -kiiowefertherlultnatoriali , were (and

constitution of their populations.
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La cigarrera’ [the tobaco grl]. It is very interesting that both sgmare in the
t si ft et ®hereaswé hatehhmaccolpaniment ofSpanishyuitarplaying
inoct aves in the Greek version, we have a t al
structure in theewishSpanish one. Moreover, the modal structure of both songs
sounds pretty much the same, and ultimately, even the lyrical context is very similar.
Nevertheless t he | s-sbBarr owi mgdtamongst -depthl t ur es n.
examination. Unfortunately,was not able to find out the redorg 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 eteilcdbY U ¢ U G Ud[3v §Uoea Uhwes s tdiang
angali 8 so%% = put me i n yoherearathrees] by Vang
recordings of thisong. They all seem, as evidersteows, to have been recorded in
1934. | must stress that this was a usual phenomemamy songwriters used to
record a song twice and even three times. The three singers that sang the song were
R-za Es!seegssk| s Hfaerrdp iMair & ki KEhepeculiap o %1 o u .
charateristic of this particular song is the fact that two of #ordings involved
chordalh ar mony, whereas the third one (Perpini
the gutarist either doubles the solo instruments by playing the melodic lines with
them, or, he acconapies using the bass techniqeetave or V) | analyzed before.
These three recordings raise some important questions: was the songvadéteided
about what style he should apply to the song? Given that there are other songs with
the same characteristic, is there a polgiof this being something fashionable at
this period? That is, recording in both waydfirdately, the most important question
in my mind would be something like: was, by any chance, that period really in
disarrayor in a state of musical flii’xGiven that therevere so many new parameters,
as regards music in general, would this be something that may have thrown some

people of their calculations? Some examples: the recordingegtoe was something

Y Track number sixin the CD by David 8 | t i e |-SpanisteSerigsdi Theseali ki 6. Ori ent e
Musik, LC 3592 (1998).

BHMV AO 2206- OGA 168.

19 ColumbiaDG 6033- CG 1014.

2 0deonGA 1821- GO 2171.
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guite new (we are dealing with 19204930s) and thus, thetere concept of the
Omusi c 60i wdhsstsroynet hing new. The usiggms,d mi x o
customs and human idiosyncrasies would also have created a mess. Greece was
undegoingmodernization as well as the Westernization pecehile the refugees
had just brought with them an almost utterly Eastettural background (see
Pemanen 1999). Not to mention, of course, the political scene of the period: world
wars, GreekTurkish war, Greek Junta and so forthriizegs, the market and the
companies, as well as the musiciamanted to try some things out first, to
experiment with theeeacesdi encebds tastes and

Returning now to the performance techniques, it must be said thatritast
impossible forsomeoe t o | i sten to the old school 6s t
musci ans known as being purely remb®ti ko mu:
surpassed the modahsed accompaniment. However, elements of the old school
technique are still aliveimtd ay 6 s per f or mance practices as,
cal | ed thetGreektcant@xtwherenthe guitarist, from time to time, changes his
chordalbased acaopaniment and doubles the bouzoakthe voice by playig their
melodic lines, something that was very common in old diegs (regarding these
6tutti 6 8®e al so page

It is not only the performance techniques that changsdalso the tempi of
the songsHowever, let us take this story from its beginniRigure6.6 examines the
developmentftempoi n ol d zei mb®ki kos within Vas2lis
It explicitly shows the transformation of the rhythm frolegro to andante. | should
clarify that | havecalculatedhe tempo of each of the recordings in order to create the
most accurate representation | could. Thugure6.6 (and all other figures that
contain tempo values) represents every son:
(accordng t o their recording dikotwas)arathért seems |
moderato and even allegro rhythm @uvar). This situation changes from the first

postwar period onwards.
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Todaywhenever an orchestra means to make a s
more grandiose and add a larger volume in order to give the impression of something
pompous,they sual |l y make use of the old zei mb®ki
slow tempd:! 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 itis the new type that prevails.

We should not forget that a piecebs tem|
recoding. Usually, due to the fact that recording technoldogye mandeddé t he ban
record toget her, wh attheitempokendedmmaceelsratédasi ve r e
the recording reached its finafé.

There are 160 recordings of Vas?2lis Tsi.l
were recorded in the period between 1936 and 1940, that is, from the beginning of
Vas?2 | i s Ts ingcarganunsl thescessatian ofrediogs due to World War
2. 114 were recorded from 1946 to 1955, namely wheretioeding 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. 2®D8ags were recorded between 1956 and 1966, that is, Wwhen t
regime of the colonels and the military junta took place.|Bindree songs were
recorded between 1967 and 198Be following graph Figure6.7) shows the course

ofthe number of recordings idnggehrd zei mb®ki ko

Zpennanec hooses to call thes e ickipthegranslatitnefthe Greeke i mb ®k i k o s
phrase used even today, thatis])  es0fy ¢ [yveasrsilE zei mb®ki ka] (Pennanen 19
%2 Regarding the impact of recording technolpgge Chapter 3.
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From 1938 until 1960, that is, feixteenyears (without taikg into account the six

years of cessation due ikoasprédsentiheveryaar. 2) , t h.
Moreover, in comparison with the total number of relgays, it seems that it holds a

dominant place. The rhythm reaches its apogee in 1950 viheongs (out of 46) are

in old zei mb®ki ko, somet hi mpgpsettbwardstreh ows t h
traditional remb®t i ko rhytkmd .l eldt 6xll s s3 lt@
repertoired using t rteotsiTheefarenomd hagtdlgokth ms as hi
the other o6ingredientsdéd of his music in or
namely the lyric§see Chapter &nd the formulation of his melodies. Ondstiance

ofthe latterhaa | r eady been méhastFiomin®eal urhtei [k alhdigt s §
death, the old zei mb®ki ko appears only in
1983.

The 1980 songisentittegfid d @893 ¥3 &PYi d EbDGaayXs i dh
the dissimilarity of society] and was initially included intte¢g U j} Ue "y Usa U Udd
aUUgctead remb®t i ka tis kathepgefiodofthe t he r e mb®t i
occupation], sng by George Dalaras. However, as the evidence shows, this was an
older song that had never been recorded. Siheed mentioned this populsinger
it should be noted that Vas2lis Tsits8niso:
of much closer investigation. There are various reasons for their nslapdeing
important and interesting for research: Dalaras is often credited for gnaliny old
songs popular to a broader audience, due to his popuyiariBreece and abroad)

Moreover, there is much audiovisual material with these two artists rehearsing and

talking?* Finally, Dabrasgavea concert r i but e to Tsi famdusni s (i n 2
musichalf y oU) 6 zeglUpm®dhpddameausi k2s athin-n]j
from the hstorical-sociological significance of the event, that is, of taking a musical

style from once &ng a synonym with the underworéhd the hshishden to a

Western style concert hall, there are numerous issues which demand the examination

from a musicological and artis perspective, such as the use of a big orchestra, the

useof agroup of bouzoukplayers ingead of the traditional soloist atfte

employment of sophisticatedrangements. However, perhapsmost distinctive

and new a@ment, for the genre, is the fact that this particular concert was a directed

2 Minos, 7XGO 10302 MSM 391 / 480056, mordad in 1980.
24 See Dalaras 2004.
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theatricaimusical performance, involving ariistaspects which were never used,
such as a stagerdctor and a stage designer.

The 1983 songi®} 9s9o0d 6ec PpWainjgd pOdgharstocaatiecr i dhes =
dopehead$ ?® Another older version of this song (which is a live performanes)
recordedin1978T hi s ef facement of the old zei mb®ki
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, ofthe | d z i&ko. mb ® k

TUos3ai ) 9@ e Jukdeawostsrnew zei mb®ki ko]

Some musicians and scholdrave said in discussions | had with them (and this is

also a general common belieghh at t he ol d 2z e implibsRikithek o, as t h
performing st ydtetwadused byehe musiciand obtkei fikst

recording period of the genre, thattlse 1920s- 1930s2° However, the research has

shown that the new performing style, that
Tsits8&nisods ( an dkopgrecordingsatbd This emtrasts withithe mb ®t i
perceptions of remb®ti ko enthusiasts who a:
transformation and, in a way, the development of the old one. However, the fact that

amost all of the early recordingsinme z ei mb®ki ko were recorded
may hide the key to unlocking the mystery.
(which is a 9/4 rhythm) is very close to t|
with the difference lying in the ninth bedto t he =z ei mb®ki ko. Il n this

% \enusTzina, SV 75.

®For example, St&vros Krom2dhas (guitarist) in a di
theory.
?’See, for instance, sondg:y 3 B8 Wy |« (U8 U®nan dek® skarnnosane = they

dive), Odeon, GO 2430GA 1929, recorded in January or February, 1986¢¢. } g a6 g d
oUs U@gts-aryal ghirn§s stis ghit orhoodsy HMV, QGA®20MO W st r ol | [
2600, recorded in 1939.
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songs i n new zei mb®ki ko gi vFegurdb.B.&eefalsoel i ng o
Figure6.23).28

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: Compari son between the new zei mb®ki ko and t he

I f we bear in mind what | have already meni

rhythm consists of two 4/4s plus agle quarter at the end, we will then understand

thatthispai of 4/ 4s is the same as having two ba
the average tempo of the tsiftet®l i, which
that a fast new zei mb®ki ko is similar to a

ninth beat of the former. Aftatiscussing witlsome percussionist friends, my

conclsion 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 fastegimb ® k i k o sb eaast ntisnief t et ® i s [Ussoa¥Yyd (eni

nine)] rather than fast zei mb®ki kos. Il n ad:

thatremindgouof t si ftet®l i 6 (2006: 50). One can

used to refeto this paticular rhythm in a similar way, and this perhaps can be an

explanation as regards the nomenclature issue. Moreover, other mussporsied

that they never even thought about this sp:

and the tdt e tti@s, they never thought of a term for these rhythms, that is, whether

they should refer to tbheeant atss iffatsett &leiismb ®Kk i |
Todayods wr on glInypethanssegunify gopeoblaregapding tbe

naming of these two rhythms. Aparbin the almost neexistence of research around

% 30ng examples (i &t [ @d ob * theroriole], HMV OGA 2579A0 5413 and AO 5415,
recoded on July 11, 1957; arde g e j} JABY y delslymo ¥4 p2ran ke ta r®sta mo¥
change too (idiomatic)], MINOEMI (Columbig 7YCG 5242- 23064 70172,&corded in 1975.
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these matters in Greece, the lack of knowledge on the part of theianascan also
be credited for these problematic situations. The several perceptionsishan@ng
them may play a serious role. For eyae, they may perform a song in old
zei mb®ki ko, only because they kforeote t hat t h
1950si 1960s. In fact, it is very possible that they have never listened to the first,
original recording. The contemporary recordingfsthe same songs have played a
special role in this situatignoo. These have been made either by the composers
themselves, in artt@mpt to modernize the songs,bgrcontemporary singers. In
many cases, the contemporary recordings surpass the oldery Ateresting
example, élevant to the above situation, which is drawn from my personal
experience, isthesoggUe a € 6 g WsmalkBs jmovs (Hshden teri §zi s
fit me]. | have listened to it in numerous places, as wdlleasinstructed to pgorm
itonthemusicstandccor ding to the ol d oD@ihanb®ki ko st
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
recordingand thus, they presumed that the band should perform it in the @d styl
There are various problenmsjch as those described in the preceding paragtagih
need examination frofnoth sociological and musatogical aspects

Simil arl y t oko,tthere isao ddditioraleamerfdr td riew one.
Thisisthee ¢ ([Ujof t - = abrutpein Aorhyheéamhewpaei mb:
may look like the onghat follows(Figure6.9). In many cases, it seems that thg-ba
h 1 a m8§8 sa key Iroke 1n $he way a song sounds. As we can see in both the old and
thenewze mb®ki kos, by pliatyi gigve hhea es gmsd wnfot@m
6commutanced in the rhythm, whereas, by pl ayi
a rather stater, more vertical and solid perfoance. A similar case is the guittnat
I exami ned bef or gwhicmfillstthe enythonlbylplayire thendightk i k o

notes

2 ColumbiaCG 2191- DG 6617, recorded ondvember 9, 1946.
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New zeimbékiko

Guitar|-3 h | h | b h | | |
B Chord Chord B Chord B Chord Chord B Chord  Chord
Bass_ V Bass_ V
hlamis 9. ] 1 ™
Baghlamas %
Chords
9 h ‘ l\r f\ ‘ h
4 Chords
Double Bass 2 | s o | % | - | 2\ |
or El. Bass Bass Bass Bass Bass
Bass V Bass_V
9 h | h | | N | h | |
4 Bass Bass Bass Bass - - - - Bass
Bass_V Bass V
Figure 6.9: New zé mb ® khythnac pattern
Figure6.10s hows t he tempobés devel opment

decline in the tempo of the songs recorded from approximately 1954 until®6id is

more than obvious.
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As revealed inthpreviousgr aph, the tempo in new zei mb®Kk
slower, as the yeampass. However, as m#wned 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
starsofthisgr i od. Singers bukesMa®Btri8soAn@®ali opi s+
P8 nou anrfoethek maismatic and fulbf-embellishment voices. After all, this

is the @riod when the establishment of the sing&r began to supersede the, until

t hen, s ostatgsiWhid nevesinging stgl needed a new songwriting style
which would consist of more complicated vo:
tempo in order to give space to the voices

vibrato and legato. Generally, from this period on,rtbion 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 nefece point of the newilak - per i od.

Notable are some contemporary recordings of old songs, made either by
Tsits8nis himself or bymaoyniugcal comgtittentsdfs. | n
the original recording have been changed in the contemporary one. The following
table (Table6.1) includes some examples of songs originally recorded in old or new

zei mb®ki ko style and the changes that occu

Song title First recording Rhythm Tempo Second recording  Rhythm Tempo
zUdg aU0ds ‘| HmvV old COLUMBIA old

GoaagUsij U ¢ OGAS85II zei mb® ®& 1( 7XCG 1187 zei mb®kl ®#& 5
[ mes stin | AO 2540, SCDG 3023,

skot o ¥ar a mo { 1939 Jan./Feb. 1961-07-24

in my great trouble]

EUp 1 60 eeg HMV old J HMV Mixed J
3U ag8o9¢eddti| OGA1670i zei mb® a 7 1 7XGA 949i z e i nko-®k a 6
[ str-se mo AO 2964, 7PG 2917,

nakmi t h - = | 195009-12 1961-03-01

make the bed for me

to sleep]

] 3UsaUasi 3 HMV oid J HMV EXT New J
Uu begsy OGA 1788i zei mb® a 69 7EGG 2578, zei mb®k a 6
[andi |l al o% AO 5009, 1961-12-05

ta voung§8 = 19510901

the mountains echo]

Table6.1: Changes found in contemporary recordings of z
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59 songswererecaedd i n new z éllombg®iaph Eigure6.Il)sleows

the course of the number of the recordings
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As mentioned above, this performance type was already present in the first years of
Tsits8nisbdbs recording career. 1940 stands
thistype.@s pi t e the fact t halts tdhuer ionlgd tzheei ntbo®ikpi oks
year s, not only over the new zei mb®ki ko, b i
zei mb®ki ko is the only one that is virtual/
the old zei mb®ki ko does n epionebeingshtee aft er 19
recordings, one in 1969, one in 1980 and o
other hand, seems to be preferred more often, even thoughbersivery few
recordings. There were, of coursea years w|
all, with the largest interval being from 194&iti1952. Its presence, however, is

evident and frequent wuntil 1979. 1940 is t
the old gnre greatly, as regards the number of recordings. In contrast withdthe ol

zei mb®ki ko that numbers only thrteewe recordi
Unt il 1957, the new zei mb®ki ko is in an in
However, from 1958 onwards, when both types number the same amount of

recordings, it beconsequite clear which of the two is meant to carry on. The years

1970, 1971, 1973 and 1979 are also interesting. The ovenatlarwof recordings is

very small; however , t henemtpogtiozasinthby®d i ko i s
1970 when it is therdy 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 veasted.

z UjyuUeysgog€ae [berdhem®no = mixed z
After the examination of the corpus of the
recordings have shown up for which a categorization based on one of the two known

types (old or new) was thought te mappropriate. Due to the nemistence of this

style in the books about Greek | aik:- rhyt hi
heard a musician talking about this partic:
There are, however, many cases whédravie heard or worked withusicians who

tend to play very closely to this perfor mi]|

because they are familiar with old redioigs such as those we are dealing with.
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One type of this migcerdingziewhibti@k i ko i s cl
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 stylewhereas sometimes it gives the serfgelmeingconscious, of
pre-arranged and pragreed parts where the musicians play together either in the old
or in the new st yl ekonumberme(mz.l)t he mi xed zei
On other pieces, the guitalong with the other accompangiinstruments
(where they exist), pl ays in t hwhcmew zei mb:
had only recently begun to take part in th
style. In most cases thecordings give the impressiof a lack of preparation and
rehearsal on the part of the musicians, something that has been confirmed by
Evangel 2 a Ma@wghamg:- mier interview. This is the
two (m.z.2). Thus, t hecarcbhe tiwdgdantoywostb mi xed z
categories. Worthaticing, 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 thenzei® k i k o . ory-tgpewasc at e g
possibly created by accident; the statistics, however, instruct that a further
examiration and analysis is require@ihe table belowTable6.2) shows some
examples of songs in mixed zei mb®ki ko:
Title Matrix Catalogue Recording date M.z. category
ad ~hUOU osU Uy|OGA1266 | AO2761 | October6,1947 | m.z.1
[0os p-te pia t
long such a life]
ad ~HAUU 6 € ¥oal|GO4857 B. 74296 October 30, 1953| m.z.1
[ os p - t esouc=fomfow
long your buter]
Yird Uiy} oa OGA 2717 | AO 5497 | June 3, 1958 m.z.2
[2so0os 8vr i aorond
Uyoay 30U UasUs |7XGA947 | 7PG 2911 | March 11,1961 | m.z.2
[th®l o na 2 nieto
be Sunday]
Table6.22 Exampl es of Tsits8&8nisb6s songs in mixed zei mb®

| havechos@ to analyze two songs as examples, considering them as representative

illustrat i ons of this unexamined . Tthefirsmd ®ki ko perf
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entitedAae Us Uofhy & othe &QB- e¥3kKe dhen k&ni = i
|l 6m a boy]. The song belongs in the first
the old or new type. This is also the reason that the creation of a rhythmic pattern was
nat necessary. Before analyzing the following figurBigure6.12), | should clarify an
i ssue regarding the terminology used. By u.
music), Greek msiciansmay indicate that theglay all tagether the same melodic
line. The meaning, thus, is the same as in Westeenimc . However, by Otut
may also refer to a part that is played only by part of theestra, usually by the
main accompanying instruments, that is, the gaital the double bask terms of
the first song examined, | should initially say that dhfer development of such an
illustration, which can be derived after taking full akeae of the capabilities of
technologycan produce much more detailed representations of a®56ng.
example, with the appropriate computer software today we can examine the vibrato of
the singers in the remb®ti ko wnmwmicofdi ngs. M
the instruments that o part in the recording.

| chose this songrimarily because it can be considered as being theitiefin
of a complex zei mb®ki ko that combines vari.
begi ns with a tax2mi, a c¢ mdaimhsoldrecrdisgsi ¢ of T:
(especially in the prevar years of 1938940), now brought back again in 1958.
Evidence suggests clearly thakotypethe band di
would use until the second verse onwards. The first intro is in oldrzkik® kvhile
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, whichfs} L e 98¢ g reensd kos 2ihrotsy] ,s aumado .i sli,t
gives the sense thatthe bouzouki i es t o O6establ i shidnott he new
foll owi ng: it plays either in the old or 0
clear is in the first refiin and there is when the song, due to its fast tesh@o (1 2 3 ) ,
gives the sense of a nibeat tsit et ®l i . From t hat point on, e
part of the second intro that | have already mentioned above, the song is in new

zei mb®ki ko. However , before the finale, it

%0 ColumbiaCG 3726- DG 7394, recorded on Jaary 23, 1958.
31 Regarding the exploitation of computer software and generally of techreleggingér
l denti ficati on (HolzapiRlemlisStylianok md.)Musi c 6
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found in the genre from this periodwards. 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 thigipalar song as wefl?

32|n 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 entifled ¢ *~ ¥[stooe Yr i ghi §n =
thebrilliant i ne] . The song belongs in the second
the reason | chose it is that it seems to be well prepared and rehearsed (that is, the
ensemble sounds tight)espite the fact that songs ini$ category, as | said, generally
give the sense of a lack of preparation, due to the different hits by the doubié bass
As shown inFigure6.13, adif er ent o6hi td by the dodaibl e bas
the rhythm as wellascreateaaxtou s ed, O6di rty6 sound. I f we a
consideration the fact of the rapid adding of many new (for the genre) instruments,
such as the drums and percussion, we can i
owei rnddd tshoaut was produced, wuntil the new in
well-suited performance techniquehe fact that this paaicular song, in contrast to the
majority of the songs in this category, gives the sense oflaehelarsed song
(although the doubl e bass stil]l pl ays in b
imply that this particular mixed type had become an estabést in this period. | can
also suspect that the double bass players were trying to forestaidish a tdwique
of playing Greek |l ai k- rhythms. We shoul d
could possibly have been completely unknown to them, due to the nature of the
instrument (the double bass) and the repertoires aduamusical sty other than
|l ai k-, that they wused to play. This can be
eal y 6bass periodé (early 1960s) of other n
became part of the repertoire, such as the guaracha and the raumuedsbetter, or,
atleastt morestl ar d and O0tightoé than the zei mb®ki k
double bass players were trained in Jazizatin Americanor even in Classical music
and, thus, they found these forerrythms (guaracha and rumba), although
01 ai kcloserdadthie essence of their own musicsimply, easier to perforinto
Oput themstmumenthed.r i

On the other hand, @&@rmsd coaoamerndisng ot aneMa ro
try to imagire this periodthese people (the mggns) used to work on the music

¥ HMV 7XGA 12717- PG 3067, recorded on December 9, 1961.

% ForanexampleofnonWepr epar ed mi x2esongszsefomi®& i kpe¥dsl2se

t an-nimo ghr8ma = tear t h<€/P@G2888nrgconded en Janeaty 5,er ] HMV
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 haveuiteen q

hard for them to find free time for rehearsals and recording sessiorgh dar - ni , as

well as K:-stas Papadh:- popldygmmmanpad t ook part

Tsi t sr&ordings)and whom | also interview®dtated that manyrties that

songwriters used to take their bands from their wertues straight to the studio

the morning. Bearing in mind all the above

zei mb®ki kos was probably thercdmstaneces. adver se
Returning now to the anFRgurg6sld3showed t he mi

typical performance techniquef mi x e d -2 Eollomibg@Hgur&6d4) is a

graph that shows the number of recordings made in both types ofmieed mb ®k i k o .

Mixed Zeimbekiko-2

Guitar |- N | N N Y R\ W I
Bass Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord
Bass V Bass_V
Chords
Double Bass 2 | | | | [_I | | |
Notes Bassline
bl ] — 1 |
Notes_Bassline
Baghlamas Z ! ! | | | l_‘ |_| l_\ l_\ l_l

Chords

Combination of chords and notes (melodic lines)

Figure 6.13; Mi x ed z-2riwthibi®paitekno

®The interview with Papadh-poulos was contacted in
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/ \

N
Year

o

(2] [ce] N~ © n < [32) ~N - o

sBuiplodal Jo JaquinN

Figure 6.14: Numberof Tsi t s 8§ni sd6s recordings by year in mixed ze¢



207

My analysis of the statistics show that 31 songs are based on the aforementioned
rhythmic type Figure6.15andTable7.1: Number ofT s i t sr&cardingby
rhythmdin thenextc hapt er ) . 1t i s cl| eBalthoughat t he mi x
numbering fewer recordings than the second, appears more frequently. In fact, it
should not be considered as ®tinmg special and different than the two known types
(theold and the new), because it is merely a combination of them. Provided that the
guitarist alone wasesponsible 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 pabge that the output of the recording, from its rhythmical
side, was | e fnaginaton. It ik leghlglikelythat ha decidédgo play a
few bars in new and otiny®hismusical ingtttsd zei mb®k i
However, the exact reason/s which made him (the guitarist) not play these particular
songs in only one zei mb®ki ko style (as the
recordings) is something which needsglier research. In any case, other factoust
not be forgotten, such as the sociological side of music and the technelogly,
often, play a vital role in forming and changing fundamental characteristics of the
music (or more awectly, of the sound). After all, a changedtgutechnique, which
will then account for a changed interpretation of a rhythm, can be simply due to the
introduction of the steebtrung acoustic guitar in the genre, which could have
happened foa reasoras unimportant agor examplewatching a film, when the
6candidated guitari st wathecsteasuungguitay,andt ar i st
he simplyliked the sound.
Things seem cl| ear -2.tshowsupmin1958dndt ei mb ®k i ko
disgopears in 1961Figure6.15 clears things up, as regards the discographical route of

t he zikdperfor®ance styles.
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zei mb®ki ko
| e as t°Wk bave adraptetedisappgeardnseiot tre ®ld i s .
96"

It is rather obvious tha rhythm, in general b
1960s, at

type, whichreturnsagain in 1969 in the song entitleds U a0 b y 3 0’4 (mi &

y o L
| evi®a dk op ®I| ng girf, vaay miich shlariged, though: two bouzoukis,

drums, steestrung acoustic guitaand electric bass are some of the new elements. In

fact,itisveryintee st i ng that the entire band plays s
considering thgrear (1969) and the newly introduced instruments. Also, worth noting
is the drummer dés part in the verses. Hi s t
very rare, at etodiags Figufe®l6). Tsi t s8ni sds r
Old zeimbékiko
Guitar_ 9| I I
Bass Chord Chord Bass Chord Bass Chord Chord Bass Chord Chord
Bass_V Bass_V
Baghlamas -9 || 1 M ™ 1 M ™
Chord
4 Bass Bass Bass
Bass_V Bass_V
Cymbal %

Figure 6.16: Rare performance techniqueof the percussionistirmi 8§ | ev®n@dTsiat $®pi®$s h

As evidenced in the discography, the modernization procedure under which Greek
t his h e
Tsi t siEmlb6o)dtlse rumbac or di ng

popular gnrefound itselfd u r i n g period, favours t
rhythms, such as the gaachathef i r st
(in 1963) and the bayo (in 1961), which are examined further below within this

chapter.

% A rough reseatton the recordings of other songwriters of this period revealed that the decline of the
zei mb®ki ko
$"HMV, 7XGA 3010- 7PG 3824, recorded in 1969.

was a gener al phenomenon.
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TUp GsaUeY¥Yd [karsil am§s]

Kar s 2 Umdlajopgogite, face to face] in Turkisk [a r. khé flame of the

rhythmmost probably derives from the fact that the dancers dance one opposite the
otherni §sres8rded 27 songs beaanda on kar sil
considered as belonging in the zei mb®ki ko
of karsilam8s amongst the wide range of ge
traditional to urbamopular). One can listen to a Greek musician meéfg to this

group of rhythmsasla 3 §%ynd §ri (eni &8 = nine)], owing t
i'sSs number nine. l'ts structure within Tsits.
considered as being 2+2+2+3. A typical rhythmic pattern for thelkarsn8 s r hyt hm i

shown inFigure6.17.



Guitar

(for faster
tempi)

(for faster
tempi)

Double Bass
or El. Bass

Congas
or Bongos
(tumbadoras)

Baghlamas
or
Piano (Treble)

Figure 6.17:

Thr ee
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Karsilamas
g b F— h H b F= h h b
Bass Chord  Bass Chord  Bass Chord Chord Bass Chord  Chord
Bass V Bass V
Bass V Bass V
] N h b h b h
5 Bass Chord Bass Chord Bass Chord Bass Chord Chord
Bass V
Bass_ V Bass V
2 h b h N b N h b h
8 Bass Chord Bass Chord Bass Chord Bass Chord Chord
Bass V Bass V
Bass V Bass V.
9 | th b th b b
8 Bass Chord Chord Bass Chord Chord Chord
8 Bass Bass Bass Bass Bass V
Bass V
9 | l h b b
8 Bass Bass Bass Bass Bass Basgs V
Bass_V Bass_IIT
Bass V Bass Bass V
8 Bass Treble Bass Treble  Treble Treble
2 A A h h b h A b A
8 Bass Treble Bass Treble Bass Treble Bass Treble Treble
9 h A N h N A
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

g N |

Chords
Karsil am8s
di fferent

rhyt hmic

pattern

approaches

to the

nterpre:

The character of the first approach is closemthat is known in Greece,U} Ut e G s Ua e

€689 Uopsaer adhosi ak?

¥ See Kallimopoulou 2009.

ri@ditionalkmisjé® Fortinstante, thes |

folk
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songi s U acalUU &% (gehl 8§y 3k teas jkepespiedook®utwhatkk o r m2 =
abodjyi s the best example in Tsitawmdhrnihesds repe
best proof for thisisthe UUd ida®o %l i = tabor] instrument t
6hitsod of t ¢ randythe allegro tempoatthe song (Begure
6.17, third and fourth versions of the guitaff, and first staff of the percussion).
This performance technigeef t he daow%l i as well as the en
approach is ammonly met in mainland Greece and is especially common in the
Macedonia regioff P 8§ v 006: 63, r£7). The traditional approach is also called by
| ai k- mulU (eei Usngse [¥flgtiaht - s karsil am§8s = bris
i bid). The character of t hel asiek-o0nwe rcoiudrd df
rhythm, due to the differentorctier a of t he | ai k ,baghhtaym8s, t hat
and so forth. For example, inthe sahg 6 2 U3 Ui e g ¥[ e o E&WO®WYddn t o
Stam8ti = they mediate Stam8tis], it is th
baghl am§8§s that give the sense of the | aik:-
although be melaic movements are drawn from the ruti@ditional repertoire. The
third more modern approach seems to be a mixture of Greek musical elements and
various others introduced in the Greek commercial (andmigt music aroundte
196Gs, such as HindiAfro-Cuban and so forth. Apparently, it takes more than the
performance technique of the instruments al
this period onwards, a mix of several other elements, such as foreigthe stylei
modes/scales and instruments, along with some itimgvand generally new
rhythmic interpretations we observed. For example, thentoadras(also known as
congas and bongos)hat o6keepd the 9/8 rhytthen, and th
introofthesongpUaj U ¢ U &Paheryarlime @ m&l os® me =
me] are some of these new elements.

Finally, i n terms of the wide range of
often connected with the aforementioned issue of the differing aestfetiies.3
includes some characteristic exales.

39 ColumbiaCG 3419 DG 7218, recordedroMay 17, 1956.
“00deon GO 3421 GA 7248, recorded in circa early 1940.
" HMV 7XGA 2669 7PG 3660Qrecorded in 1967.



213

Title Matrix Code Catalogue Code Tempo

gU aUbegy YooU GO 4641 GA 7663 Jy 93

[ t a k a v theumogk&yivranche} a

g U BPphdquwU) GaU 7YCG 6314 2J 006 70529/l Jj .

I - _ a 15

[to vaétpi-mipearmps2za =

Persia]

i sdls celhtliyg 4808 | € a CG 3419 DG 7218 J) s o7

[ghi§ k2ta k- sme@akornm? people look a

outa body
Table 6.3: Examples that show the range of tempi noted i
j UGY o906 [has&8piko = the butcherso d
Vas3sl Tsits8nis recorded 146 songs in has§8p
place in his preferences with regard to the rhythms used. Its rhythm is 2/4. In some
cases, either in slower songs,ohim s 8 pi kos t hauesstylegead | i ke t h

furtherbelow), the rhythm sounds more like a 4/4. A typical rhythmic pattern for the

has8pi ko r hyFRgdure618 s shown i n
Hasapiko
Guitar 2 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: Has8pi ko rhythmic pattern
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From interviews and dcussions with fellow musicians, | understood that many of
them think of the rhythm more as 4/4 tha®#. | also noticed that this happens very
commonly when the band pl aysikoaorwhennt empor ar

they play an old songwithacenmpor ary i nterpretation. Usua
interpretationé includes an accompani ment |
last staff ofFigure6.18.

Research has revealed a problem regarding the terminology &f theS8hp i k o
andhaspos ®r vi ko r hyt hm. I n this case, histor.i
this is something that the present resear cl

song reaches a fast tempo and is played in a sohierzos@nd effervescenway,
then, this is usually calledh a s a p o Gn&reecd khnoas §pi ko + s®r vi ko (
Serbian)]. Outside Greece, this danegthm is known ags i rofrdinkthe Greek
movie Zorba the Greek1964)and thesong composed by Mikis Theod&sand
danced byAnthony Quinn However, it does not constitute a traditional Greek dance
(Vavritas 2004: 41). In general, views suchést he f ast apas®pwv kkobs h
are not pronounced under the scientific framework of a doctoral thesis and thus,
cannot be usedneshouldnot forget the fact that there are innumerable versions
close to the |l aik- has8piko in several pl a
traditional dancé U3 6 g 6 ¥[j pnddeoewshgor 2t i kos = of the uppe
islands of NorthREast 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,ia song
has&8pi ko has been initéda80Oywhiekerdedi wsthe
recording the tempobecard& 120. Similar to this (and so

phenomenon noted between a studicording and a live performance of d&me

song. One of the most representative examp
songf UUge )y hlazyzd bax®s = the Per®a region ou
was originally recorded withatemdd 72. 1t is not osorlgy the f:é

is a synonym to the fast dancing found in big luxbogzoukiclubs in Greece, with

all its accompanying aspects (such as plate smashthgyefore, characterized by its

“This is, more or | ess, the common belief in Greece
the has8piko is3ue (see also Chapter
43 ColumbiaCG 2162- DG 6598, recorded on June 15, 1946.
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currentf ast tempo. 't i s al susedtoplayitih afaster t hat Ts
tempo than the studio recording tempo at the venues where he WoN@teworthy

is the label of thesory 2 g3 Uaa UP[HU Wsh i tniGklths - t an f2ghi =
woman leaves] which has the waida s a p o &e®U vU ‘keoll et boshe 6 |

s ong o6 Figute6. 191 e (

" \he Manufucturerang, otk

\\‘\

MRS,
i &&E i GWJ' ﬂ/(}

&

TRADE MARK REGD,

7PG 3729

3
5
Bino, é
O

Figure 6.19: Label ofthesongi g hi n ®k a T-sti a s 8fn2i gsh)i

At this point, one should bear in mind the
tmedue to historical events that played a d
aesthetics, colour, ethics and, mostbfal use/ funct i odings,then Tsi t s §|
tempo ranges frord = 40* to J = 155" Figure6.20 shows the development of the

tempoof has8pi ko songs.

“See, for example, CD 1 in Hatzidhoul?2s 2005, which
1979. The tempo of the song ranges fobfn 1 048 t12 O .
®HMV 7XGA 2787- 7PG 3729, recorded in 1967.

“Song:iz 63 Us aUshU G UJamdo e®Bnan pi kr- anastenaghm- = with a
1129- AO 2695, recorded on October 27/28, 1940.
“Song?ysoshmp®o min-re = n efastpaiafthespng)(Qotbia7XE€@ ¢ o n d

1419- SCDG 3129, recorded one March 27, 1962.
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As one carsee the tempo is fluctuating, that is, theneb ot h f ast and sl ow
during the recording c aoesa followdspeEici t s8ni s,
descending or ascending route.

Although simple in form and structure, with few options for alterations in its
0 hi t s éccompanyindniestruanenisespecially with regard to the early recording
period where onlytheguitarnd occasi onal | y t hiterebaeghl| am§s
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 tecmiljee
part of the guitarist in the somgU 3 ¢ U 3@ P@Ehsein me stefan-nese
dondt ma reciajly if ore tonsiderstipe early period of its recording (June 15,
1946). The guitarist preferred to use a raf
common performance technique. Instead of playire classical
0 b dsherdibass Vichor dé tvype, 1 btherdiehomidc héobradsés alnldl
occasionaldhgrdx@Bbas©Onkl Bhoul d bear i n mind,
guitarist is K-stas Karz2pis, a&atheefugee son
mainland in 1922 after the Gre@kirkish war and its aftermath (see Chapterahy
well-known for his creativity, skills and musicality. According to the recording sheets
as well as the Columblagistics books Kar 2 pi s wa soughtrafeer of t he mc
gui tarists, notbymamnyothersongwiiters, toBsg8re6i2ls , b ut
represents this innovatiyeerformancetdsn i que of the has8pi ko by
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Figure 6.21: Innovative performance techniqueo f t he h &s §Kakd&é pby ( Tsits8&nis
songgddhen me si@fTemck34) e s e

Finally, Figure6.22 represents the ritymic pattern of the Bluest yl e has 8pi ko
rhythm.
























































































































































































































