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Abstract 

 

There is a clear and abundant evidence to suggest that Vas²lis Tsits§nis (1915-1984) 

was a well known songwriter, bouzouki virtuoso, lyricist and singer both in Greece 

and abroad. The evaluation of his work reveals that he remains a key figure in the 

history of Greek popular music. Vas²lis Tsits§nis as musician and composer was an 

innovator, his musical roots in remb®tiko being transformed through his creative 

effort is said to have led to the development and establishment of the modern laik· 

style. An analysis of Vas²lis Tsits§nis's commercial recordings does indeed reveal 

aspects of his unique contribution as both performer and composer. However, the 

analysis also reveals the development of a style that was to have a major impact on 

the history of Greek popular music. Situating Tsits§nis's work in the context of 

broader social and political developments in Greece, this thesis is the first in-depth 

analysis of Tsits§nis's musical style with a focus on songs found on his commercial 

recordings, from 1936 to 1983. Research on the recording career of Vas²lis Tsits§nis 

not only reveals information regarding his own music, which is in itself important 

alone given the contribution he is said to have made by remb®tiko scholars, it also 

sheds light on more general issues regarding the Greek popular style that have been 

previously neglected. 
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Notes on Transliteration 

Although I used the transliteration system suggested in the style sheet of the journal of 

the Modern Greek Studies Association (JMSGS),
1
 I have made some changes owing 

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

are explained here. I should underline that the point of my transliteration is the 

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

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

wordôs pronunciation in its original language as possible. This can be achieved by 

using correctly the available alphabet of the language into which it is being 

transliterated, or by figuring out new ways, like the usage of the accent and by 

combining some letters. A comparison between JMSGSô transliteration system with 

mine follows (Table i).
2
 

 

                                                 
1
 See http://mgsa.org/ for the Modern Greek Studies Association and http://mgsa.org/pdfs/jmgsstyl.pdf 

p. 11 for the transliteration rules. 

2
 Table i contains only the differences between JMSGSô system and mine. 
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Table i: Comparison between JMGSô transliteration system and this thesisô system 

                                                 
3
 Transliterated word transliterated back to Greek. If the transliteration is correct, then the original-

Greek word should come up again. 

4
 The words in Greek: ɔɎɛɞɠ and ɛŮɔɎɚɞɠ. 

5
 I hereafter suggest the letter combination óghô for the Greek óɔô which sounds like the óyô letter in the 

word óyesterdayô. 

6
 This one could possibly work. For example, the word óyesterdayô: the óyô letter in the beginning 

sounds like the óɔô letter of the Greek alphabet.  

7
 I hereafter suggest the letter combination ódhô for the Greek óŭô which sounds like the óthô in the word 

óthisô. 

8
 If it is to write down the word óschoolô using Greek letters then that would be ůəɞɡɚ. The correct 

pronunciation of the Greek word ůɢɞɚŮɑɞ, using the Roman alphabet, is shol²o.  

9
 Again, here, the word in Greek is ůɡɔɢŬɟɖŰɐɟɘŬ and Ɏɔɢɞɠ. The combination of óɔɢô is something 

close to óɜɢô but not óɜəô.  

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 óimitateô the Greek spelling by using the óoiô for the Greek combination 

of óɞɘô, simply because the pronunciation would be the same.  

11
 Taking for instance the word ɛˊŬɛˊɏůŬ (see song tis bab®sas to ghlik· fil², Odeon GO 3850 - GA 

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

relational, of course, because the letter óbô includes an ómô in its sound.  

12
 See n. 10. 

Greek  

letter 

English letter  

(as in the JMGS) 

Examples T.W.T.B.T.G.3 English letter  

(as in this thesis) 

ũ, ɔ G, g (before a,o,u and 

consonants) 

g§mos, meg§los ɔəɎɛɞɠ, ɛŮɔəɎɚɞɠ4 Gh, gh5  

 Y, y (before i,e) y²nete, y®ros ɔɑɜŮŰŬɘ, ɔɏɟɞɠ6  

ȹ, ŭ D, d dr·mos, p·di ɜŰɟɧɛɞɠ, ˊɧɜŰɘ Dh, dh7 

ɉ, ɢ Ch, ch (if phoneme has 

long been known in 

English this way and 

after s) 

schol²o, chr·ma ůəɞɚŮɑɞ,8 əɟɩɛŬ H, h 

 H, h (otherwise) ®ho, h§no  ɏɢɤ, ɢɎɜɤ  

ũɢ, ɔɢ Nk, nk (before a,o,u 

and consonants) 

sinkarit²ria, §nkos ůɡɜəŬɟɖŰɐɟɘŬ, Ɏɜəɞɠ9 Nh, nh 

Ƀɘ, ɞɘ Oi, oi §nthropoi, schoin², 

to²hos 

Ɏɜɗɟɤˊɞɘ, ůɢɞɘɜɑ, Űɞɑɢɞɠ10 I, i 

ɀˊ, ɛˊ B, b (initially) bel§s, b·ra ɛ́ ŮɚɎɠ, ɛˊɧɟŬ B, b (initially and 

sometimes medially 

as well, depending on 

the pronunciation of 

the word11) 

 mb (medially) koumb², kamb§na əɞɡɛˊɑ, əŬɛˊɎɜŬ  

ȷɘ, Ŭɘ Ai, ai kai, a²ma əŬɘ, ŬɑɛŬ12 E, e 
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Tsits§nis Electronic Database Access 

A demonstration and analysis of the database can be found at the end of Chapter 1. 

The Uniform Resource Locator (URL) of the Tsits§nis Electronic Database (T.E.D.) 

is: <www.tsitsanis-database.com>. The information for logging on to the database, 

after clicking on the óENTER TSITSANIS DATABASEô is: application: tsitsanis-

database; user name: examiner; password: 12345. After the log-in page, one has to 

click on the upper left on the word ótablesô and then on the word ósongsô. After this, 

the general table of the songs appears. ɇhere are two possible actions: click on the 

eye-button on the left of each song in order to view information on the song, or press 

the ósearch/filterô button which is located at the centre-top of the table in order to 

apply a filter. Finally, it should be mentioned that the databaseôs word length is 

approximately 30,000 words.
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Part I  

Introduction  
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Chapter 1  

Aims of This Thesis 

 

Tsitsanis lives oné 

The creation of the Tsits§nis Museum in the city of Tr²kala, the prize won from the 

Music Academy Charles Gross in France in 1985, the first pan-Hellenic Tsits§nis 

conference, the book and homonym theatrical play óOuzer² Tsits§nisô, the concert of 

George Dalaras in the famous concert hall óM®gharo Mousik²sô in Athens, the use of 

the instrumental song Ɂɏɞ ɛɘɜɧɟŮ
1
 [n®o min·re = new minor] in the Woody Allenôs 

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

óVas²lis Tsits§nisô are events that verify all the claims regarding the significance of 

Vas²lis Tsits§nisôs work, and the fact that it is still considered by remb®tiko 

enthusiasts, academics and the people to be a national treasure. In the opinion of 

academics, Vas²lis Tsits§nis made a fundamental contribution to the development of 

Greek popular music.
2
 Moreover, he features in scholarly accounts of the 

development of Greek music, namely the creation of the new laik· style [urban 

popular] out of the older remb®tiko.
3
 The evidence to support such a claim, which will 

be examined and tested further in this thesis, can be sought in the following: 1) 

Tsits§nisôs large recorded output (more than 550 commercial recordings) and his long 

recording career (1936-1983).
4
 2) Evidence shows that he was well respected by his 

colleagues. Throughout his long career he co-operated with some of the most 

significant popular singers and musicians of his time many of whom (as evidence 

shows) became known after recording a song by Tsits§nis. 3) According to the chart 

sales that were kindly granted from his family, as well as other sources, such as 

contemporary CD album-collections, the popularity and the sales of his songs were 

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

                                                 
1
 Columbia 7XCG 1419 - SCDG 3129, recorded on March 27, 1962. 

2
 See for example: Conway Morris 1980: 83; Manuel 1990: 134; Pennanen 1999: 25-6, n. 7; 

Kallimopoulou 2009: 26; Holst 2006: 14 and 65-6.  

3
 Regarding the two genres (remb®tiko and laik·) see also Morris (1980); Manuel (1990: 127); 

Pennanen (1999). Both styles are examined later on in this chapter. 

4
 According to a rather rough research I did, based mostly on the archive found in Mani§tis (2006), 

Tsits§nisôs recording output is one of the larger in Greek popular recording history. 
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sales from 1940, 1967 and 1978 respectively. 

 

 

 

Figure 1.1: Chart sales of Vas²lis Tsits§nis (1940) 
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Figure 1.2: Chart sales of Vas²lis Tsits§nis (1967) 
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Figure 1.3: Chart sales of Vas²lis Tsits§nis (1978) 

 

 

Vas²lis Tsits§nisôs songs form part of the core repertoire of Greek popular music: one 

only has to listen to the output to realise that his work bridges both remb®tiko and 

laik· styles and it is claimed that he contributed in fundamental ways to the 

development of both genres. Moreover, of vital importance for this thesis are the 

changes in his approach to songwriting ï which can be heard as his recordings 

progress ï because, as evidence further suggests, other songwriters begin to follow 
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this new style. 

Based on the above, key issues and questions arise, given the potentially 

fundamental and far-reaching significance of Vas²lis Tsits§nisôs work. Despite the 

quantity and claimed importance of his recorded output, it is surprisingly scattered 

and understudied. An in depth analysis of his musical works and compositional style 

has not been conducted. Furthermore, a thorough contextualization of Vas²lis 

Tsits§nisôs recordings with reference to wider, musical, social and cultural 

developments is absent from the literature. There will be some attempt to address the 

wider significance of his work in this thesis. Finally, various important and potentially 

far-reaching claims about his work have yet to be fully examined and verified, such as 

the development of the chordal harmony,
5
 the new role of the singers, the re-

determination of the role of the bouzouki and so forth. 

This thesis is, therefore, timely and important in several ways, and makes its 

original contribution by offering a study of Vas²lis Tsits§nisôs recorded output which, 

it is argued, provides a key to the unlocking of a number of musical, historical and 

socio-cultural issues pertaining to Tsits§nisôs role in the development of Greek 

popular music. In attempting to do just that, this thesis represents the first academic 

study to collate and synthesize a great deal of information about Vas²lis Tsits§nis and 

his career in the context of the development of Greek popular music. It provides an 

analysis of his compositional technique from every period in his recording career,
6
 

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 

Vas²lis Tsits§nis recordings; and 2) to transcribe and analyze selected recordings 

throughout his career (charting structural, instrumental, textural, timbral, rhythmic, 

harmonic and modal changes). Through these analyses the identification of the 

elements that determine and identify the development of his musical style will 

become easier and clearer. Finally, the identification of any major changes in his 

musical style (with reference to musical, historical, social and cultural contexts) will 

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

                                                 
5
 The term óchordal harmonyô has been taken from Pennanen 1999. 

6
 The recording periods of Tsits§nis recording career, as well as the reasons for this particular division 

are examined further below in Tsits§nis Electronic Database section. 
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genre. The key research question is: if significant musical changes can be identified in 

Vas²lis Tsits§nisôs recordings, do they represent not just a change in his own style but 

the transition from remb®tiko to laik·, that is said by remb®tiko enthusiasts to be 

embodied by his work? 

The entire thesis is, therefore, built upon some critical research questions that 

have wide significance for the study of Greek popular music. Through a thorough 

consideration of the material collected I will provide a critical assessment of the 

evidence in order to provide a better understanding of complex and long-standing 

issues that have been troubling musicians and musicologists in Greece and elsewhere. 

Some of the key questions here are: is Tsits§nisôs music in a style or even genre of its 

own? What does an analysis of Tsits§nisôs music reveal about the boundaries of 

remb®tiko and the newer laik· style? What are the differences between the way 

Tsits§nis used the Greek popular modes and the way other songwriters used them? 

Was he the one who did the arrangements of all of his songs? What are the crucial 

differences between Tsits§nisôs songs and remb®tiko songs before him? What are the 

main elements which form the new musical style called laik·, claimed to have been 

started by him as identified in his work? The non-existence of answers to such 

questions points out to the dearth of scholarly research on Greek popular music, 

something which is examined later on. 

 

 

Rationale and Methodology 

Despite the complex interdisciplinarity nature of the research demanded by the 

subject matter, it is impossible to cover it from every perspective. However, theories 

and ideas from several disciplines are used occasionally when and where the demand 

for the contribution for a clearer and a more holistic understanding arises. Within the 

field of popular musicology (see Scott 2009), or of the musicology of popular music 

(see Moore 2007), discographical research and musical analysis provide the main 

means of examination of the evidence. Scottôs and Mooreôs ópopular musicologyô also 

exemplifies the interdisciplinary trends in music studies. 

Ever since I realized that there was a lack of complete, detailed and 

trustworthy discographical research on Vas²lis Tsits§nisôs recording career, I believed 

that I should devote a large part of this project to the creation of a comprehensive 
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discography. A full discography would have two major positive impacts: it would put 

things in their place, as regards wrong information provided in publications made in 

the past, and it would work as the frame on which the entire thesis could be built.
7
 A 

vital method utilized in the discographical research is source criticism, for it was the 

only way to test the validity of numerous historical documents and material.
8
 

The negligence towards some critical musical issues of remb®tiko and laik· 

occurred because most of the available academic material covers the aforementioned 

styles from ethnographical, historical and anthropological perspectives but not (apart 

from a few exceptions) from a musicological perspective (musical analysis). From the 

historical point of view, this thesis provides more accurate recording dates than any 

other published material has done before. This is due to the finding of crucial 

historical documents that previous scholars were either not aware of, or they were not 

able to locate.
9
 On the other hand, it examines, for the first time in detail, in the 

context of Tsits§nisôs work, fundamental musicological issues, such as the Greek 

popular modes and rhythms. The backbone of this project is the Tsits§nis Electronic 

Database (T.E.D). In this database, all the data gathered during the four years of 

research are available. Finally, this thesis deals only with the first recordings made by 

Tsits§nis. This means that songs that he recorded twice or even three times, as well as 

contemporary recordings made by other artists, are not included, neither in the 

statistical tables nor in the text body of the thesis. However, if someone examines the 

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

 

 

Authorôs Background 

A significant characteristic of this thesis is the employment of terms from both the 

field of popular musicology and the vernacular terms employed by Greek musicians 

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

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

                                                 
7
 For instance, accurate recording dates are a critical piece of information, important not only to the 

discographical analysis, but to the musical analysis as well. 

8
 The vitality of source criticism is also discussed in Pennanenôs thesis (1999: 16). 

9
 See Chapter 3 for comments on these historical documents and generally regarding the sources used 

in this project. 
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old and played and sang my first remb®tiko and laik· song when I was twelve. Since 

1999 (17 years old), I have been working as a remb®tiko-laik· pianist and singer, 

playing and also studying these musical styles. 

In Greece, a considerable part of the population, alongside many musicians 

who are involved in playing remb®tiko and laik· on the ˊɎɚəŬ [p§lka] or ́ ŬŰɎɟɘŬ 

[pat§ria],
10

 strongly believe that laik· style has been created by the ɚŬɧɠ [la·s = the 

people] so it must continue to belong to them and generally remain simple in form 

and function, and be kept away from schools, researchers, and academies.
11

 This 

approach or common belief is, of course, problematic.
12

 It is hardly objective and 

raises many ideological and political issues, revealing a rather conservative thinking. 

This is, perhaps, understandable if one is aware of the considerable reputation and 

respect that Tsits§nis still has in Greece. As noted earlier, he might be seen as a 

national treasure, an intangible cultural asset, and in a time of economic downturn, 

such nostalgic icons take on ever greater significance as people look back to what 

they may believe to be better times gone by. With such adulation directed at my 

subject, my role as researcher was going to have to be carefully negotiated. There is a 

need, then, for rigorous and objective academic research into the popular music of 

Greece, but there is no need to prise the evidence out of the hands of fans and 

admirers. That is why a broader contextualisation of Vas²lis Tsits§nisôs work is 

maintained in this thesis. The views of his family, friends and fans play a significant 

role in informing the approach adopted here. However, as a performer of his music, I 

argue that his work clearly deserves the scholarly and objective treatment and 

interrogation it has not yet received and that this is completely necessary given the 

complexity and significance of the subject matter. 

Returning to the significance of the experience for me so far, I should add that 

I was a student who reached Masterôs level, while working as a musician playing 

remb®tiko and laik· songs. Prior to this, I was studying in order to obtain a degree in 

classical piano while I was playing the remb®tiko-laik· piano in venues. In addition, I 

                                                 
10

 ɄɎɚəŬ (singular ́ Ɏɚəɞ) or ́ ŬŰɎɟɘŬ (singular ́ ŬŰɎɟɘ) = music stands. Regarding the music stands in 

Greece see also Tragaki 2007: 200. 

11
 Interestingly connected to this is the point raised by Peter Manuel: ódoes popular music rise from the 

people who constitute its audience, or is it superimposed upon them from above?ô (1990: 8).  

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

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

in the University of Macedonia in Greece, and at the same period working as a 

remb®tiko-laik· singer. The fact that I am an active composer, including laik· songs 

in my portfolio and four discographical works, is something that could be considered 

extremely helpful in analyzing the compositional style of Tsits§nis and, generally, 

remb®tiko and laik·. The combination of studies on Western and Eastern musical 

styles can grant researchers the tools they need in order to not only try to understand 

and examine the styles more easily, but also to explain the findings of their research to 

their readers as clearly as possible. The fact that an active musician of the genre (that 

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

trait of Greek society reaches its end. This ócollaborationô between practice and theory 

(music stand and scholarship) is fruitful, for it can be used in order to cover the 

subject from as many of its angles as possible, making use of every beneficial aspect 

of both. Taking advantage of the knowledge that can be obtained on the remb®tiko-

laik· music stands can solve many problems that perhaps an óoutsiderô would have to 

confront with more difficulty. After all, I am capable of using one of musiciansô 

greatest assets, my memory, as described by Tenzer: 

 

Musicians in many cultures preserve complex musical structures in 

their minds without notation as a reference and think theoretically 

or analytically about them. Analysis is made possible by musical 

memory (Tenzer 2006: 6).
13

 

 

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

movements touch and feel of bouzouki performance. óLearning to performô, as 

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

ethnomusicology and, I would argue, can be considered a fundamental research 

technique when approaching the work of Vas²lis Tsits§nis. I should, therefore, 

mention how studying the bouzouki and the accordion were beneficial for the 

purposes of the project. Along with the piano and singing, that I was already familiar 

with, I was able to directly engage with the performance techniques of the styleôs 

                                                 
13

 See also Lilliestamôs article regarding the role of memory in popular musics (1996). 
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main instruments.
14

 It has become clear to me that through my research that 

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

to the styleôs totality, from the inside out. 

Evidence clearly suggests that remb®tiko and laik·, and thus the principle 

musical contexts for Tsits§nisôs music, deserve academic treatment because it was 

mostly he that drew the boundaries and the path for what was to be called Greek laik· 

[popular] music.
15

 Moreover, this is a syncretic musical style which perhaps, and as 

evidence suggests, is the very first national urban musical óproductô of Greece 

which,
16

 according to Peter Manuel, óhas one of the most distinctively national 

popular musics of any European countryô (1990: 126). The acculturation that 

happened (Ottoman-Turkish makams, Greek paradhosiak§ [rural-traditional], Afro-

Cuban rhythms [Latin America], Western harmony and so forth) is of major 

importance for Greek popular musicology.
17

 It is exciting for me that Tsits§nisôs 

music is still played and enjoyed in Greece, but disappointing that nobody has 

researched his music thoroughly at an academic level. What academic research there 

is on remb®tiko clearly demonstrates that an investigation must be ongoing, as 

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

Western harmony), historical (the establishment of the dictatorships), social (the 

acceptance of the previously neglected remb®tiko by the middle class), political (the 

Metax§sôs censorship) and economic (the development of the role of the musicians, 

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

 

 

The Educational System in Greece 

The laik· style is not taught in conservatoires in Greece today, although the style is 

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

                                                 
14

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

15
 Although the correct phrase would be ɚŬɥəɐ ɛɞɡůɘəɐ [laik² music] I only use the neuter type of the 

word, that is, laik·, in order to prevent confusion. 

16
 This ócultural vacillationô between East and West is the main subject in Pennanenôs thesis (1999). 

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

music are mentioned and analyzed as the thesis develops. 



12 

 

educational systems, being also extremely popular with students.
18

 Apart from the 

political issues, that is, the fact that the government does not decide to introduce 

programmes of popular music studies, lack of research is the reason for the negligence 

of popular music. This situation is beginning to change, but still needs to take many 

further steps in order to reach a standard equivalent to elsewhere (England and 

Finland, for example), that is, resolve some problems of the past, such as terminology, 

and go on into deeper research of the style. An example (and at the same time the best 

proof) of this negligence of popular music studies in Greece is that the memorandum 

of the State Conservatoire in Greece (on which all the other conservatoiresô 

memoranda and teaching systems, state or private, are based) does not include the 

teaching of laik· music style (its instruments, singing, theory, and so forth) alongside 

the other Greek popular styles (rural or urban), such as Greek rock, Greek artistic 

(®ntehno), paradhosiak§ (rural traditional) and so forth. A passage, which can be 

found on the official web site of the State Conservatory of Thessaloniki 

(www.odiokrat.gr), follows: óLegislative decrees 1445/42, 2010/42 and 2870/54, 

Parliamentary decree of 1957 published in the Official Journal of the Greek 

Government (229/11-11-1957), define, until this day, the framework of the musical 

education in our countryô.
19

 But change is clearly possible within the Geek musical 

education system with the T.E.I. in Epirus [Technological Education Institute of 

Epirus] with its óDepartment of Popular and Traditional Musicô which was created in 

2000-2001.  

Bearing in mind the previous points, I will refer to some data collected from 

the National Documentation Centre (www.ekt.gr) regarding doctoral theses held at 

Greek Universities. Four entries have been found with keyword óremb®tikoô. Two of 

them are from Psychology schools, one from a school of Media and one from a school 

of Sociology. There is not one from a school of Music. 84 entries with the keyword 

ómusicô have been found. More than 50 per cent of them were held on Byzantine 

music at one of the two academic schools in Greece (Athens and Thessaloniki). This 

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

                                                 
18

 During my Masters programme of study in England, I have had many seminars, tutorials and classes 

concerning popular styles. See the universities of Salford and Leeds for evidence, for example. 

19
 The entire decree can be found on the web site of the Official Journal of the Greek Government 

(www.et.gr). 
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such an academic treatment? Four entries deal with folk/traditional music. None of 

them, however, was held at a music school. The rest are divided in various research 

fields: two of them deal with two very important musical figures, Nik·laos M§ntzaros 

and Man·lis Kalom²ris, whose music is based on the Western style. The fact that the 

word ólaik·ô does not return even a single result, reveals how neglected this music is 

and much about the musical value system of Greek academia. 

 One crucial act that the Greek government should take is to officially 

recognize popular music (theory, instruments and so forth), something that is not in 

effect today. I will describe a situation which reflects the gravity of the whole matter. 

Academic education is part of the purview of the Ministry of Education, while music 

education in conservatoires (private and state) is part of the Ministry of Culture. In 

1988, the Greek government introduced Public Music Schools, secondary and high 

schools.
20

 Today, music schools offer an alternative to pupils who do not desire to 

follow the programme of studies of the general secondary and high school and prefer 

to have in their daily schedule as many ómusicalô hours as possible. The programme 

of studies of public music schools includes the teaching of Greek popular music, 

Greek traditional music, Byzantine music and Western classical music. Both 

Byzantine music and classical music are part of the official programme of study of 

both public and private education. In other words, both the Ministry of Education and 

the Ministry of Culture (that is, both the universities and the conservatoires
21

) provide 

official recognized degrees for these two specializations. However, it is only the 

Ministry of Education that recognizes the studies of the remaining two fields, that is, 

popular music and traditional music. In other words, if someone undertakes a BA 

degree in bouzouki at the University of Macedonia in Thessaloniki, they will obtain 

an official recognized degree. On the other hand, if someone studies the bouzouki at a 

conservatoire, they will not be able to do so (obtain a recognized degree) because the 

Ministry of Culture has not yet recognized popular and traditional music and its 

instruments.  

                                                 
20

 In Greece, public education is divided as follows: six years in ŭɖɛɞŰɘəɧ [dhimotik· = primary 

school]; three years in ɔɡɛɜɎůɘɞ [ghimn§sio = secondary school]; three years in ɚɨəŮɘɞ [l²kio = high 

school]. Although the law passed in 1988, the music schools became popular almost ten years after. For 

more details in terms of these schools see Kallimopoulou 2009: 135-45. 

21
 It should be mentioned that all the universities in Greece are state. 
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Consequently, the majority of the music teachers at music schools have never 

obtained an official degree. That is, except for those who have studied at an academic 

level who form approximately a 10 per cent, if not less, of the teachers of traditional 

and popular music. Accordingly, in what way does the government appoint the 

remaining 90 per cent of the teachers? The answer is simple, yet very bizarre. The fact 

that the legislative decree, mentioned above, does not cover popular and traditional 

music does not mean that private conservatoires do not offer such studies. However, 

they cannot provide the student with a degree recognized by the Ministry of Culture. 

The government asks for a signed statement from the private conservatoire where 

someone has either worked in or studied popular and/or traditional music. The 

candidate, by bringing this statement, is appointed to music teacher for public music 

schools as an ŮɛˊŮɘɟɞŰɏɢɜɖɠ [empirot®hnis, ɏɛˊŮɘɟɞɠ (®mpiros) + Űɏɢɜɖ (t®hni) = 

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

 

 

Outline of This Thesis 

The thesis has been organized in the following way: Chapter 2 examines the 

development of studies in popular musicology and rebetology.
22

 These studies have 

helped shape my own approach here and it is crucial to establish this foundational 

theoretical orientation and disciplinary framework. By referring to several scholars 

(both in Greece and abroad), this chapter points out what has been done, and what has 

to be done with regard to the study of popular music in Greece.  

Chapter 3 deals with historical recordings and many of their aspects. It reflects 

on the well-intentioned interest but also sometimes problematic interpretations found 

in numerous published works by Greek aficionados and the problem around the 

sources in Greece. On the other hand, the examination of the role of the recording 

technology and its development in the style provides a perspective which seems to be 

critical for the research conclusions as is convincingly demonstrated in the work of 

Timothy Warner (2009), for example. 

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

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

                                                 
22

 Although I write remb®tiko, I choose to write rebetology without the ómô and the accent (see 

transliteration) because this is the way that the term has been established within academic circles. 
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of Vas²lis Tsits§nis compositional style. These particular chapters aspire to shed light 

on this issue by explaining the modes as well as by offering an in-depth analysis in 

order to help in the continuation of the research in the future. The explanation of the 

modes as well as the comparison with their óancestorsô, found in the Turkish makam 

system, but also, in turn, in Byzantine and Ancient Greek modal systems, is also a 

vital part of these chapters. Chapters 4 and 5 provide an examination and analysis of 

the harmonization in Tsits§nisôs songs; what is called, chordal harmony. The analysis 

shows the development found in Greek popular music in general, which is owing, on 

the one hand, to the fact that the foundations of todayôs harmonization standards were 

set, to a great extent, by Tsits§nis and his music, and, on the other, to the fact that the 

same musicians took part in the recordings of other songwriters, too. 

Chapters 6 and 7 deal, additionally, with the Greek laik· rhythms which, 

similarly to the preceding chapters, constitute another major problem in rebetology. 

Due to limited academic research, the most important source is the oral tradition used 

by the musicians. The nomenclature that this tradition uses is often problematic and 

therefore it causes confusion. Chapters 6 and 7 present and analyze all the rhythms 

found in Tsits§nisôs repertoire. By using rhythmic patterns which have been created 

for the purposes of this project, these chapters aspire to clarify the two most serious 

problems around the rhythms: I suggest a correct nomenclature and show (with the 

help of the rhythmic patterns) ways of interpreting them. 

In Chapter 8 I provide my conclusions. This includes an evaluation of 

evidence and findings drawn from the chapters before. To all intents and purposes, 

this chapter examines the relation of Űɞ ˊɟɘɜ əŬɘ Űɞ ɛŮŰɎ [to prin ke to met§ = before 

and after] and the ójourneyô of remb®tiko towards laik· from the point of view of 

Tsits§nisôs contribution. It examines the role and impact of his music, then and today. 

Furthermore, a great part of the final chapter is devoted to the importance of the 

continuation of the research on Greek popular music. Chapter 8 deals with the 

distressing fact of the basic level of the research in the field, especially within Greek 

borders. Vas²lis Tsits§nisôs music is a very important part of remb®tiko-laik· music, 

but, a part, after all. The in-depth research on a musical style that is still alive and that 

is changing continuously is a matter that needs attention and solutions, proposals on 

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

ȸŬůɑɚɖɠ ɇůɘŰůɎɜɖɠ [Vas²lis Tsits§nis] was born in the city of Trikala, located in 

central Greece near to the city of Larissa, on 18 January 1915. He had a very basic 

musical education, but nevertheless, this was something rather rare for the musicians 

who were involved in remb®tiko style. Evidence suggests that, while quite young, he 

learnt to play the mandolin and after a few years the violin as well;
23

 most of the time 

he played traditional/rural songs of the region of his hometown. He started playing the 

bouzouki when he was about 11 years old, and despite the fact that bouzouki was not 

a popular instrument at this time, according to remb®tiko scholars and his son, he 

loved it more than any other.
24

 At this point, it should be mentioned that the region of 

Tr²kala is a unique case, in terms of its cultural disposition. The fact that the region 

has produced many of Greeceôs greatest musicians and lyricists is something of great 

import. Apart from Tsits§nis, Ap·stolos Kaldh§ras (1922-1990), Hr²stos Kolokotr·nis 

(1922-1999), Ghi·rghos Samoladh§s
25

 and K·stas V²rvos (1926) were also from 

Tr²kala. One might ask the question: ówhy has this particular region given birth to so 

much urban cultureô? Written and oral sources indicate that the region was an 

important economical centre (from as long ago as the 18
th
 century) and used to gather 

roving musicians from every corner of the Ottoman Empire, as well as from Europe, 

too.
26

 One should not underestimate the location of the city, either, which is in the 

very middle of the Greek peninsula (Figure 1.4). 

 

 

                                                 
23

 See Alex²ou 2001 and 2003. 

24
 In fact the bouzouki was considered to be an instrument connected with the people of the 

underworld, thus its reputation was not good. 

25
 Not able to find his year of birth and death. However, he lived in the same period as the others. 

26
 N®arhos Gheorghi§dhis examines the aforementioned situation in Tr²kala (2005). Valuable 

information is also provided by The·filos Anastas²ou (2010). 
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Figure 1.4: Map of Greece and the city of Tr²kala 

 

 

Tsits§nis travelled in 1936 from Trikala to Athens in order to study Law at the 

University of Athens. Oral evidence (from his son and from some Greek scholars
27

) 

supports the theory that he abandoned his studies quite early because of the 

dictatorship (1936 ï 1941) and World War 2, when Greece was under German 

occupation (1941 ï 1944).
28

 The major events that happened in his life can be found 

in Appendix A, entitled óTsits§nis Chronology of Eventsô. This illustration is designed 

to be used as a companion throughout the entire thesis. It shows all the important facts 

that happened during Tsits§nisôs recording career. These facts have been cross-

                                                 
27

 I have engaged in interviews with K·stas Tsits§nis since the beginning of this research project. In 

fact, very soon, we became friends and I visited him in Athens 15 times.  

28
 In an interview with Hatzidhoul²s, Tsits§nis says that the circumstances were extremely difficult in 

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

magazines.
29

 

In 1980, and with UNESCOôs initiative, Tsits§nis recorded a new album 

called ɇɞ ɢɎɟŬɛŬ [to h§rama = the daylight],
30

 as this was the name of the tavern 

where he worked during the last 14 years of his life. The album includes many of 

Tsits§nisôs old songs and many improvisations on bouzouki. In France in 1985, this 

album won the prize of the Music Academy Charles Gross, a clear sign of his workôs 

significance. Tsits§nis, however, had already passed away (January 18, 1984). 

In 1923, as part of the treaty of Lausanne (signed on July 24, 1923), a great 

exchange of populations took place, and approximately 1.5 million Christians of 

Turkish citizenship moved from Turkey (mainly Asia Minor) to Greece, while 

approximately five-hundred thousand Muslims of Greek citizenship moved from 

Greece to Turkey. The criterion of the exchange was the respective religions of the 

populations.
31

 This sparked off the modern Greek urban-popular, the so-called 

remb®tiko musical style, for the refugees from Asia Minor took with them their 

musical traditions. 

To give an idea of the prevalent discourse surrounding the history of 

remb®tiko, Greeks consider and call the music style that came with the refugees from 

Asia Minor in 1923 ɆɛɡɟɜŬɑɘəɞ [Smirn®iko = from Smyrna] and, hence, they consider 

it the very first stage and the forerunner of the ɟŮɛˊɏŰɘəɞ [remb®tiko] music style. 

However, the use of the term Smirn®iko is problematic and misleading, for there were 

songs from several other origins, such as Constantinople and Adrianople, which were 

part of the repertoire that Greeks address as Smirn®iko. Risto Pekka Pennanen 

discusses this problematic use of the term Smirn®iko (1999: 68; 2004: 3-4). 

Furthermore, according to common beliefs, remb®tiko has its roots in Piraeus with 

pieces very much based on the style of Smirn®iko but also with many differences, 

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

                                                 
29

 In terms of more detailed information on the city of Trikala, as well as on Vas²lis Tsits§nisôs life see 

Alex²ou (2001 and 2003) and Anastas²ou (1995). 

30
 The title of the French edition is óGr¯ce: Hommage A Tsitsanis, Bouzoukiô. 

31
 See Blanchard (1925); Valaoras (1960); 100 years Greece (1999: 176-77); Pentzopoulos (2002); 

National Geographic (2007: 30); Isiz (2008). 
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theme.
32

 After remb®tiko, with M§rkos Vamvak§ris as its major representative (he is 

often called by remb®tiko enthusiasts óthe Patriarch of remb®tikoô), the Greeks speak 

of the new ɚŬɥəɧ [laik· = popular] music style with its most important representative, 

Vas²lis Tsits§nis. In fact, even Tsits§nis himself speaks and refers to himself as a laik· 

composer and always avoids using the word remb®tiko.
33

 The work of Vas²lis 

Tsits§nis is credited for the genreôs broader acceptance, under the term laik·. 

Remb®tiko enthusiasts in Greece consider the turning point to be somewhere around 

the 1940s ï 1950s, basically with Tsits§nisôs post-war work which is often labelled as 

his óclassical periodô.
34

 I use the terms remb®tiko and laik· in the way that they appear 

in the colloquial language, even though as terms they have proven to be rather 

insufficient and problematic.
35

 Risto Pekka Pennanen and Conway Morris subdivide 

remb®tiko into the following periods: the first period consisting of the music of the 

caf®s (what the Greeks call Smirn®iko), and the second consisting of the ŰŮəɏɠ [tek®s 

= hashish den] style or bouzouki-based Piraeus style.
36

 

ȿŬɥəɧɠ [laik·s] stands for popular, of the people.
37

 A very good approach for 

understanding the term laik· is contained within the órebetikaô chapter of Peter 

Manuelôs book Popular Musics of the Non-Western World (1990: 127). Manuel 

describes Greek popular music as being modern Greek working class music. Manuel 

also gives a very good description of the remb®tiko style: óurban Greek lumpen 

proletarian music of the early twentieth centuryô (1990: 269).
38

 For Pennanen, laik· 

                                                 
32

 I should also mention at this point the derivative ɟŮɛˊɏŰɖɠ (plural ɟŮɛˊɏŰŮɠ [remb®tis ï remb®tes]). 

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

people living in the underworld, such as criminals and drug-addicts, who had their own ideology, 

appearance, idiolectic and moral rules. Regarding remb®tes, see Dimitri Monos (1987: 111) and 

Pennanen (1999: 67, n. 1). 

33
 See Despina Michael (1996) regarding the tendency of Tsits§nis to avoid the term remb®tiko as well 

as regarding the negative attitude of society towards the word and everything that allegedly represented 

(members of the underworld, musicians, music style, instruments). 

34
 In numerous discussions I had with many remb®tiko enthusiasts, I listened to them addressing this 

specific period of Tsits§nis as his óclassical periodô, and this is the reason that I, too, use this term in 

my thesis. 

35
 Regarding remb®tiko, see Pennanen 2004. 

36
 Pennanen (1999: 68); Morris (1980: 81). 

37
 ȿŬɥəɧɠ [laik·s, masculine], ɚŬɥəɐ [laik², feminine], ɚŬɥəɧ [laik·, neuter]. 

38
 A similar approach can also be found in St§this Dhamian§kos (1994). 
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songs are generally ópost mid-1950s Greek popular songsô. However, he points out 

that the term óis used for urban Greek popular music in general as distinct from the 

rural dimotika musicô (1999: 67: n. 1). 

Some issues regarding the musical background of the refugees must be 

highlighted. The refugees were certainly aware of the Western tradition, since many 

of Asia Minorôs big cities were at their peak for various reasons: cultural, economic 

and so forth. Smyrna [Ɇɛɨɟɜɖ (today Izmir)] is known for its flourishing culture at 

this time: museums, theatres, conservatoires and schools.
39

 Also known are Asia 

Minorôs connections with Europe, since merchants used to travel to and from many 

major cities frequently. It is not accidental that Smyrna had an English community 

(Bornova) and two French printing-houses. It was a multinational city and its 

population consisted of Turks, Greeks, Jews, Armenians, and (obviously fewer) 

English, Italians, French, which the locals used to address as óFranksô.
40

 Aristom®nis 

Kaliviot§kis informs us that during the period of the cityôs destruction and the 

population exchange (1922-1923), the number of Greeks that lived there were 

165,000, the Turks 80,000, the Armenians 40,000, the Jews 50,000 and the remaining 

36,000 were Europeans and other nationalities (2002: 16, taken, in turn, from Hr²stos 

Solomon²dhis 1972). As Kalivi·tis stresses, in 1920, the population of Athens was 

300,000 while Smyrnaôs was 350,000 (ibid). As far as Western musical impact is 

concerned, there were numerous music groups that were called ŮůŰɞɡɜŰɘŬɜŰɑɜŮɠ 

[estoundiand²nes]; they were based on the French estudiantines which were groups 

consisting of two mandolins, a mandola and a guitar (Ghal§tou 2008: 23). The so-

called Ⱥɚɚɖɜɘəɐ ŮůŰɞɡɜŰɘŬɜŰɑɜŬ [elinik² = Greek estudiantine] recorded its first songs 

as early as 1909. The nature of the recordings of the estudiantines varied: urban 

popular songs from the broader region (Constantinople, Smyrna, Adrianople and so 

forth), Turkish and Greek traditional, Western-style popular, accompanying many 

times foreign lyrical singers such as Paul Armao, Antonio Walter and Alfred Solar 

(Ghal§tou 2008: 25). Furthermore, one of the most interesting styles recorded 

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

                                                 
39

 See also Politis (2005a). 

40
 One of the most popular songs of M§rkos Vamvak§ris talks about a Catholic girl from his island, 

Syros. Vamvak§ris calls her ūɟŬɔəɞůɡɟɘŬɜɐ [frangosirian² = Frank (that is, Catholic) girl from Syros], 

which is also the title of the song (HMV AO 2280 - OGA 237, recorded in 1935). 
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but, on the other hand, were mixed with Western elements and thus, they created a 

style that sounds unique and clearly recognizable, even today.
41

 Some of these 

characteristics were parallel thirds in the voicesô as well as the instrumentsô parts, and 

rhythms such as the habanera and the march (see song: ȺɛɓŬŰɐɟɘɞ Ɇɛɨɟɜɖɠ [emvat²rio 

sm²rnis = March of Smyrna]).
42

 The habanera based songs were often used for a very 

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

(serenades). Groups of men used to go under girlsô balconies that they wished to court 

and sang these songs in an attempt to lure them down. The actual songs are also 

known with the same name, that is, cantada. Later, Tsits§nis used this term (əŬɜŰɎŭŬ 

[kand§dha]) in order to refer to some of his new songs. The elements that 

characterized these songs (and this is the reason that Tsits§nis put them under this 

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

moving in parallel thirds, the generally simple and, in a way, Western-based chordal 

progressions, and the has§piko (2/4) rhythm.
43

  

Of the highest importance is what Tsits§nis said about what he meant with the 

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

 

                                                 
41

 The book of Kalivi·tis (2002) is a great source of information regarding the musical life of Smyrna 

during the period 1900-1922. One can find lists of recorded songs, references to the multicultural 

hypostasis of the music in the city, old photographs and postcards of important buildings such as the 

theatre of Smyrna, photographs of record labels of high importance, as for example is the record label 

in page 134. One can read the word óremb®tikoô on that label, something which, according to the 

author, is one of the very first references to the word in discography. 

42
 Orfeon 10439, recorded approximately in 1907-1908. At this point, I should mention that whenever a 

song is mentioned within the entire thesis (along with its recording details such as matrix number, 

recording date and so forth), it is implied that it is a Tsits§nisôs creation, unless stated otherwise. The 

recording dates of the songs of Vas²lis Tsits§nis are accurate, for I have spent three years visiting 

archives and locating authentic documents. However, the dating of the other songs by other songwriters 

is likely to be mistaken, although I tried to cross-check the recording years as best as possible. 

Regarding fundamental problematic issues such as dating and generally locating primary sources see 

Chapter 3. About these problematic issues, see also: Smith (1989); Pennanen (1995 and 2005). 

43
 See, for example, songs: ȷɟɢɧɜŰɘůůŬ [arh·ndisa = mistress], Columbia CG 1874 - DG 6440, 

recorded in December, 1938; ȷɢɎɟɘůŰɖ [ah§risti = ungrateful woman], HMV OGA 1238 - AO 2740, 

recorded in June, 1947. A óWestern based chordal progressionô would be for instance (in the Matz·re 

[major] popular mode) the progression: I+ // IV+ // V+ // I+. 
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Ⱥɜɜɞɩ ɤɠ Ůˊɑ Űɞ ˊɚŮɑůŰɞɜ ŰŬ ˊɟɑɛɞ ůŮɔɧɜŰɞ ŰɟŬɔɞɡŭɎəɘŬ ŰŬ 

ɚŮɔɧɛŮɜŬ ɛŬŰɕɞɟɎəɘŬ-ɛɘɜɞɟɎəɘŬ, ɧˊɤɠ Űɞ ȷɟŬɛˊɎɠ ˊŮɟɜɎ, ɀɘŬ 

ȾɡɟɘŬəɐ ůŮ ɔɜɩɟɘůŬ ə.ɚ.ˊ. 

 

I basically mean the óprimo-secondoô songs (two voices), the also 

called little-majors and little-minors, such as the aramb§s pern§
44

 

(the car is passing by), mia kiriak² se ghn·risa
45

 (I met you one 

Sunday) etc.
46

 

 

In countless discussions with remb®tiko enthusiasts in Greece, I understood that they 

believe that remb®tiko was Westernized and became laik· (pulled out of the hashish 

dens and the underworld and became of broader acceptance) because of these songs 

style by Tsits§nis. As one can see, the cantada term acquired several meanings and 

was applied to several things: 1) the activity of singing under the balconies; 2) the 

songs that men used to sing under the balconies; and 3) the term with which Tsits§nis 

described a group of his songs. We shall also not forget that the term was also used 

according to its Italian origination, that is, serenade,
47

 due to many songs that were 

known and were also recorded on the mainland. 

 

 

The Backbone: Tsits§nis Electronic Database 

The great need for a database for the songs of Tsits§nis appeared from the very first 

days of the project. The database accompanies the thesis as a website which URL is 

<www.tsitsanis-database.com>. 

Tsits§nis Electronic Database (T.E.D.) is the central body of the entire project 

and it only deals with the original recordings. However, it cites information regarding 

contemporary recordings as well. All the writings of this thesis that concern statistics 

had to pass through the T.E.D., sometimes for a simple cross-check of the data and 

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

                                                 
44

 Parlophone GO 4009 - B. 74136-I, recorded on September 20, 1948. 

45
 HMV OGA 705 - AO 2463, recorded on March 17, 1938. 

46
 Gauntlett 2001: 176. 

47
 Many of the Ionian islands were under Italian rule for many years. 
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tables, the creation of which would have been much more difficult without the 

database. The T.E.D. is a database that contains all the titles found credited to 

Tsits§nisôs name, either as the composer or as the composer and the lyricist.
48

 Next to 

the songsô titles there are columns ï each dealing with a different characteristic of 

either historical or musicological context. Most of the books that have lists of 

Tsits§nisôs songs do not deal with the characteristics that the T.E.D. does. The only 

common columns-characteristics with the aforementioned publications are: the 

recording date, which, many times, mistakenly refers to the date of release,
49

 the 

rhythm, where a lot of mistakes are also found, the company, the catalogue number
50

 

and the singer(s). Some of the books include some re-issues and some contemporary 

recordings (see K·ndos in R²gha 2003). Some of them also include the name of the 

lyricist which, however, sometimes is wrong. Finally, some of them include 

information regarding the personnel of the recordings. 

The special element-function of the T.E.D. is the filter tool which can be used 

in order to ask the database to filter the results of a single or even a multiple inquiry. 

There are two ways to filter the results according to the searcherôs wishes: either by 

clicking on the filter tool at the upper centre of the page or by clicking on a columnôs 

title, depending on what someone wants to do. For example, if someone wants to list 

the songs in alphabetical order according to the title in Greek, they have to click on 

the title of the column óTitle (Greek)ô. In this way, someone can also click on the 

recording company column (on the title of the column) in order to have the songs 

categorized according to their recording company. The filter tool is more complex but 

its function is more powerful. For instance, if we want the database to show only the 

songs in new zeimb®kiko rhythm, we simply choose the ó9/4 - new zeimb®kikoô in the 

rhythmôs area, after we click on the filter tool. One can apply a multiple inquiry; for 

instance, we can ask the database to show the songs that were issued on Odeonôs label 

with Pr·dhromos Tsaous§kis singing the leading voice and which are based on the old 

zeimb®kiko rhythm. 

The sources used within the database, which are not mentioned within the text body 

of this thesis are: Torp (1993); Kalivi·tis (1999); Hatzidhoul²s (2002 and 2005); 

                                                 
48

 Tsits§nis never gave his lyrics in order to be set to music by another composer. 

49
 For further analysis of such kind of mistakes see Chapter 3. 

50
 Only the Maniatis (2006) includes the matrix number along with the catalogue number. 
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R²gha (2003); Spir·poulos (2006); Dhraghoum§nos (2007); Matso¼kas and 

Dhiamand²s (2009). 

The Tsits§nis Electronic Database contains 38 columns. A list (Table 1.1) and 

a description of these columns follow below.
51

 

 

 

 

                                                 
51

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

óeye buttonô on the left of each song in order to view the record of the song and, thus, all the columns. 
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Title (Greek) 

Title (Transliterated) 

Title (English translation) 

Company 

Matrix number 

Catalogue number 

License number 

Label 

Recordôs other side 

Recording date 

Period 

Recording date (Columbia Logistics) 

Recording date (Howardôs Archive) 

Recording date (AEPIôs Archive
52

) 

Recording date (R§niosôs Archive) 

Recording date (EMIôs Archive) 

Recording date (Mani§tis, 1994) 

Recording date (Mani§tis, 2006) 

Recording date (Alex²ou, 2003) 

Recording date (K·ndos, 2003) 

Recording date (Anastas²ou, 2004) 

2nd and 3rd recordings info 

Lyricist (B and C) 

Singer A (B, C, D and E) 

Director 

Personnel 

Tonality 

Double tonality 

Main dhr·mos 

Secondary dhr·mi 

Chordal harmony 

Rhythm 

Rhythmic value 

Song timing 

Tax²mi 

Fantasia 

Pitching problem 

Comments 
Table 1.1: Columns found in the Tsits§nis Electronic Database (T.E.D.) 

                                                 
52

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

This column contains the songôs title in Greek as written on the labels for the songs 

that I was able to locate one. Otherwise, the title has been cross-checked either with a 

primary source, such as the logistics books of Columbia, the files from AEPI or the 

files from EMI, or with the personal archives of several rembetiko scholars. A second 

and occasionally a third title are written in case the particular song has been re-issued 

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

 

Title (Transliterated)  

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

 

Title (English translation) 

The Greek title of the song translated into the English language. In case further 

explanations are needed, an asterisk means that there will be details in the comments 

column.  

 

Company 

The recording company of the recording. 

 

Matrix number  

The matrix number of the recording. 

 

Catalogue number 

The catalogue number of the recording. 

 

Licence number 

The license number that is written on the label or within the logistics books of the 

companies. Data such as the license number, the matrix code and the catalogue code 

has been taken from sources in the following order: from the actual records or 

photographs of them; from the logistics books of Columbia; from the files of EMI; 

from the files of AEPI; from the paying receipts from the archive of Tsits§nis family; 

from the files of Charles Howard (see Chapter 3); and from Mani§tis (2006). 
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Label 

Photograph or scanned image of the label of the record. 

 

Recordôs other side 

This column contains the songôs title that is found on the other side of the record. This 

column applies on the songs that were recorded using the 78 rpm and the 45 rpm 

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

titles of the songs in this column are given in their original Greek language. 

 

Recording date 

This is the central column for the recording date of the songs. The most ócorrectô 

recording date from the several sources (see other recording date columns) is written 

in this column. 

 

Recording period 

This column shows the recording period that the song belongs into. I should mention 

that I have divided Tsits§nisôs recording career into four periods based on some of the 

aforementioned significant historical facts. These are: 1936-1940: pre-war period; 

1946-1955: first post-war period and until the first
 
release of 45 rpm records; 1956-

1966: second post-war and pre-junta period; 1967-1983: junta, post-junta and last 

period. I considered a division of this sort to be necessary for two reasons: Vas²lis 

Tsits§nisôs compositional style changes from period to period in the course of time 

and thus, this division allows for a more proper categorization of the songs, since the 

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

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

enabling the work to be better and easier examined and analyzed. 
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Recording date [Columbia logistics; Howardôs archive; AEPIôs archive; R§niosôs 

archive; EMI ôs archive; Mani§tis (1994 and 2006); Alex²ou (2003); K·ndos 

(2003); Anastas²ou (2004)] 

Each one of these columns refers to the recording date found in the archives of these 

individuals respectively. Some of them are publications existing before this thesis and 

they basically serve as reference points regarding the, until this thesis, known and 

published recording dates. The others are documents that have been discovered during 

my research which contain critical pieces of information. For information on these 

sources/archives see Chapter 3. 

 

2nd and 3rd recordings information 

Basic information regarding the second and the third recording such as the matrix 

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

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

recordings made by Tsits§nis, or under his supervision. This means that contemporary 

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

 

Lyricist  

The lyricist column mentions the name of the lyricist. The finding of information 

regarding the lyrics of the songs (not only regarding Tsits§nisôs work but regarding 

remb®tiko and laik· in general) was one of the most difficult tasks of the research 

project. Although most of the songs are clear regarding their lyricistôs name(s), there 

are some cases where it is almost impossible for someone now to be sure about the 

name(s). My suspicions regarding this situation started when I listened to some myths, 

stories and rumours around the paternity of the lyrics of some songs. Ultimately, 

evidence uncovered in my research revealed that indeed some of these stories were 

true.  

 

Lyricist B and C 

The lyricist B column as well as the lyricist C and D refer to any possible lyricists that 

have worked on the lyrics with Tsits§nis or whose name is credited on the label or 

anywhere else (logistics books, AEPIôs files and so forth) along with Tsits§nisôs 
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name. Where information are confused and the sources do not go well together, I put 

the name of Tsits§nis as one of the possible co-lyricists. 

 

Singer A 

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

 

Singer B, C, 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 the director of the recording. Information has been 

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

 

Personnel 

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

Information has been taken from the logistics books of Columbia, from the archive of 

Charles Howard, from the notes of Dhim²tris S®msis (found in Torp 1993), from 

K·ndos (2003), from Mani§tis (1994) and from the record labels or sleeve notes (for 

the LPs). 

 

Tonality 

This column refers to the songôs main tonality. Due to many damaged or generally 

problematic qualities of the sounds of some recordings, the hearable tonality may not 

be precise. Therefore, a óYESô in the ópitching problemô column is marked.
53

  

 

Double tonality 

Due to the structure of Greek laik· music, in many cases there is more than one 

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

the central tonality.
54

 In such cases, a óYESô is marked in this column. 

 

                                                 
53

 See Chapter 3 for problems regarding recording technology. 

54
 An analysis of the theoretical system of the modes can be found in Chapters 4 and 5. 
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Main dhr·mos (mode) 

This column refers to the central popular dhr·mos (mode) that is utilized in the 

songs.
55

 The name of the Turkish makam that the Greek dhr·mos corresponds to is 

written in parenthesis (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 is the same, then the ómain dhr·mosô column 

writes óequal mixô. 

 

Chordal harmony 

The óchordal harmonyô column contains all the chords played in the songs according 

to the order of their performance in the song. It should be clarified that the musical 

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

the piece. Where a chord is put in parenthesis, it means that this particular chord is not 

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

 

Rhythm 

This column mentions the rhythm that the song is based on. The time signature of the 

rhythm is written first, and then follows the name of the rhythm. The way Greek 

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

(see Chapters 6 and 7). 

 

Rhythmic value 

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

value of the unit. The approximately equal symbol (å) is used instead of the equal one 

(=). This happens because we are dealing with live recordings (almost all of them) 

and the tempo of the songs is not constant. 

 

Song timing 

This column shows the duration of the song. 

                                                 
55

 Dhr·mos, plural: dhr·mi. 
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Tax²mi 

A óYESô shows the existence of a ŰŬɝɑɛɘ [tax²mi] in either the beginning or inside the 

song. The tax²mi (plural tax²mia) is a non-rhythmic improvisation based on the 

dhr·mos of the particular song or on a combination of dhr·mi. It is played at the 

beginning of the song. The other instruments may play the ɑůɞ [²so], which is a single 

sustained note. The role of the tax²mi is either to show a musicianôs talent, 

imagination and skills, to emphasize the tonality and the dhr·mos of the song or both. 

A tax²mi could also be played inside a song with the orchestra continuing to play the 

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

 

Fantasia 

A óYESô shows the existence of a fantasia at the beginning of the song. By using the 

term ófantasiaô I separate what it looks like more pre-arranged (that is the fantasia) 

from the more improvised style tax²mi. For instance, ũɘŬ ůɏɜŬ ɝŮɜɡɢŰɩ
56

 [ghi§ s®na 

xeniht· = I stay awake at night for you] is a song with a tax²mi in the beginning while 

ũɘô ŬɡŰɎ ŰŬ ɛŬɨɟŬ ɛɎŰɘŬ ůɞɡ
57

 [ghiô aft§ ta m§vra m§tia so¼ = for these black eyes of 

yours] is a song with fantasia in the beginning.  

 

Pitching problem 

A óYESô shows the existence of problems in the sound of the recording, such as 

problems with the recordôs revolutions per minute. 

  

Comments 

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

column also includes translations of Greek words where needed. Comments of a 

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

are given succinctly. Therefore, a comment such as óEMI: only composerô means that 

the lists of EMI give credit to Tsits§nis only as regards the music. 

 

 

                                                 
56

 Columbia CG 1670 - DG 6344, recorded in December, 1937. 

57
 Columbia CG 2067 - DG 6547, recorded in June, 1940. 
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In the next chapters, the details, characteristics and constituents of Vas²lis 

Tsits§nisôs work are unpacked. In order to prepare the reader for the special issues 

found in Greek popular style as evenly as possible, the examination and analysis of 

the subject matter, that is, Tsits§nisôs style, under the prism of popular musicology 

and rebetology are critical. Therefore, a presentation of the aspects from the 

aforementioned disciplines that helped the analysis of the music are presented and 

analyzed in the next chapter. Moreover, the issues of the development of the style and 

of the development of research around it hold special places in this chapter.
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Part II  

History and Theory 
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Chapter 2  

Popular Musicology and Rebetology 

 

Popular Musicology 

Clearly, academic research on popular music has been developing rapidly;
1
 this can 

be verified by the numerous theses, books, articles and so forth.
2
 Let us look upon a 

problematic issue concerning this field of studies. If we take as a fact the domination 

of the English language in the published texts
3
 and that it is usually Western scholars 

that undertake research on non-Western musics, a critical question arises: what if 

these non-Western countries develop popular music studies in their countries using, of 

course, their own language; will they have to take as facts the English nomenclature 

already established? What is the proper translation for the term óCritical Musicologyô 

in Greece? What about terms such as óeticô and óemicô? Basically, all of these form a 

simple yet crucial question: how can we communicate with each other at an 

international level? Perhaps, óThe International Association for the Study of Popular 

Musicô (IASPM) can play a vital role in this. Although there is something that brings 

together everyone involved in popular musicology, that is, the music industry and the 

recorded music,
4
 there is need to find more connecting elements, one of them being 

the nomenclature. For instance, when the time comes to translate my thesis into 

Greek, how am I going to translate the term ópopular musicologyô? If I choose to use 

a term such as óɚŬɥəɐ ɛɞɡůɘəɞɚɞɔɑŬô [laiki mousikologh²a] or óɚŬɥəɞɚɞɔɑŬô 

[laikologh²a ï laikology], will this be accepted by scholars in Greece? 

The primary source of my research is commercial studio recordings, for these 

are the basic media for the spread of a songwriter's work in the twentieth century. 

Moreover, the sound as well as other parts of the record such as the label, reveal a 

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

                                                 
1
 A small part of this chapter has been included in the notes of the compact disc óThe Tsitsanis 

Collection ï First Recordings (1): The Songs of Tsaousakisô [CD Box]. Cultural Music Society óVasilis 

Tsitsanisô Publications (2012). 

2
 The term óPopular Musicologyô used in Moore (2007), Scott (2009) and as a title for the electronic 

journal óPopular Musicology Onlineô is the term that I, too, preferred to use within my thesis. 

3
 See Moore (2007: xii) and Scott (2009: 4). 

4
 Scott 2009: 2 and 4. 
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so forth. Finally, the sound recordings demonstrate, in a sense, the final decision of 

the songwriter as regards the final form and sound of their songs at a specific time 

period. Although it could be argued that, many times, the original/true compositional 

style of a songwriter (their musical identity) cannot always be revealed through 

commercial recordings, I see them as the only objective historical material. A 

question of what is an authentic musical style or simply authentic music is raised here. 

What remb®tiko lovers in Greece think about their beloved songs, as regard their 

authenticity, matches, to a great extent, Derek Scottôs argument that óauthentic music 

may be defined as the music that has the effect of making you believe in its 

truthfulnessô (2009: 4). After all, sound recording is considered to be the primary 

medium of popular music (see also Warner 2009 and Wicke 2009). Moreover, 

ópopular music values are created by and organized around the music industryô 

(Brackett 2000: 19). However, the role of recordings in society has always been fluid 

and changing. For instance, during the 1930s and 1940s only taverns and caf®s used to 

have gramophones and thus, the only way for someone to listen to a new record was 

by visiting one of these places and later on listening to songs on the radio, when and if 

there was any station broadcasting popular music, in our case, remb®tiko and laik·. 

Later on, things changed: the medium (the record) became cheaper and their mass 

production, as well as that of playing devices, made them easier to purchase. All of 

these, naturally, constitute the sound recording industry and the development of 

recorded music which óopened up the possibility for increased numbers of people to 

become listeners in their own time and space, a trend enhanced through mass-copied 

recording media, then through radio and TV, and finally through electronic means, 

such as internet distributionô (Bergh and Denora 2009: 104). 

Similarly to most of the popular musical styles in the world, one cannot say for 

sure if the final output of a song was always Tsits§nisôs creation. This is because we 

are examining a popular musical style that did not need to be based on musical scores.
5
 

Furthermore, in most cases, the individual skills and the musicality of the musicians 

that took part in the recordings played an important role. This kind of ócomposingô can 

also be described as ócollective composingô about which many interesting points are 

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

                                                 
5
 A very good term is provided by Pennanen: óurban memory-based musicô (1999: 11). Lars Lilliestam 

names it óon playing by earô (1996). 
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successful popular music recordings are the result of teamwork, and such collective 

creative practice tends to undermine the still somewhat prevalent romantic notion of 

the single, artistic geniusô (Warner 2009: 136). From published interviews of 

Evangel²a Marghar·ni (Tsits§nisôs pianist and accordionist for 34 years), as well as 

from an interview I personally conducted with her,
6
 it is known that Tsits§nis trusted 

her with regards to many aspects of his music, such as the harmonization of his songs, 

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

knew Tsits§nis, say that he used to call her and play melodies on the telephone while 

she would propose the harmony and give her opinion on the melodies. Furthermore, 

the same sources give evidence of Tsits§nisôs yet another habit. Many times during his 

evening work, when he was particularly struck by an improvisation of his, he would 

turn around and ask Marghar·ni to write down what he had just played so that he 

would not forget it. Marghar·ni (who was a classically-trained pianist) remembers that 

she used to write down these notes in a personal notation ólanguageô on packs of 

cigarettes. Marghar·ni is now about 83 years old.
7
 In addition, the case of Marghar·ni 

raises an interesting issue which also seems to be one of both remb®tikoôs and laik·ôs 

fundamental characteristics. This is the domination of ómanhoodô over the genre. 

Without doubt, the musicianôs job (in remb®tiko and laik·) is perceived as a manôs 

job. Apart from this being a common belief amongst musicians and remb®tiko 

enthusiasts, the facts also support it. Except for some female singers,
8
 there has never 

been a woman songwriter or musician in remb®tiko-laik· history. This makes 

Marghar·niôs case even more interesting, for it is not only that she was one of the very 

few musicians who stayed close to Tsits§nis for so many years, but it is the fact that 

she was a woman, something extremely rare, if not impossible, given the genreôs 

ethics and principles.
9
 The following figure (Figure 2.1) is a photograph where 

Marghar·ni is viewable (first from right). 

                                                 
6
 The interview with Marghar·ni took place in June 2010. 

7
 See also Marghar·ni (2009). 

8
 For example, R·za Esken§zi, Sotir²a B®lou, St®la Hask²l, Mar²ka N²nou. 

9
 Regarding manhood see also Dawe (2007: 13). 
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Figure 2.1: Photograph where Evangel²a Marghar·ni can be seen (first from right; Tsits§nis is 

first from left; photograph given by K·stas Tsits§nis) 

 

 

Lars Lilliestam underlines the necessity and importance of examining popular 

music outside the óbordersô and the standards that traditional musicology has created. 

In his article óOn Playing by Earô (1996), Lilliestam tries to show the differences 

existing between written and unwritten music, that is, music played using scores and 

music played óby earô ï popular music. He emphasizes the methodology that the 

researcher should use when dealing with popular musical styles which has to differ 

from traditional methodological ideas applied to notated music. Another issue raised 

in Li lliestamôs article is the importance of the musiciansô part and what their view can 

show about the music. Clearly, the terminology and the vocabulary used by the 

musicians is something that was totally neglected in previous research. It deserves 

attention because its examination is like examining the music from the inside. 

Lilliestamôs research raises critical questions such as óhow songs are made, how 

people learn to play an instrument, how songs are taught and learned, how musicians 

think of and theorize their music ï in different types of music played by earô (1996: 

213). His work is of major importance for it is based on a different basis than 



38 

 

traditional musicology; a basis, though, that seems to be the alpha and the omega of 

popular musicology. Many issues discussed in Lilliestamôs work concern, some 

directly while some others indirectly, research around laik· style which, ultimately, 

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

 

 

In Need of a Term 

The term ólaik·ô is extremely vague. Having been born into and lived in Greek society 

for 27 years, I will give some examples regarding the use of the terms remb®tiko and 

laik· by my fellow countrymen and women. These examples are products of 

discussions with other people (musicians or not) and readings of printed material such 

as article in magazines, newspapers and so forth. 

Whenever someone hears M§rkos Vamvak§risôs voice in a recording, Greeks, 

without any second thought, speak of a remb®tiko song. I would call this óvoice 

identificationô. Moreover, they roughly determine the date of the recording/song 

somewhere in between the period of 1930s and 1950s. However, if the same people 

listen to a contemporary recording of the same song, made by a modern singer, they 

then speak of a laik· song. The most bizarre part of the story has to do with the case 

when someone listens to the contemporary recording before they listen to the original 

one. When they then listen to the original one, it is quite possible that they will not 

even realize that they are listening to the very same song or, in a better scenario, they 

are shocked and wonder whether this is the same song (than the one they already 

know) or not. A good example is the George Dalarasôs production at the Athensô 

Concert Hall which is a tribute to Vamvak§ris.
10

 In these CDs, there are many songs 

that seem unrecognizable, when one compares them with the original recordings. 

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

large ensemble, the use of a different singing style than M§rkosôs
11

 and changed tempi 

can transform the song from remb®tiko to laik·. And then comes the role of 

technology. Performing and/or recording a 1930 song in a countryôs best concert hall, 

with virtuoso bouzouki players using sophisticated arrangements and advanced 

                                                 
10

 Two CDs, MINOS-EMI: 5099968855222 (2003). 

11
 In fact, generally harsh voices such as M§rkosôs found in old recordings bring the same results in the 

categorizations made by the people. 
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technological media, is like making a movie based on a Socratic dialogue. You use 

the original text but, in the end, you know that this is only a reconstruction.  

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

characteristics of the remb®tiko and how people categorize old and new songs, things 

seem to be even more complex for the term laik·. If we accept that indeed the 

transition towards laik· is somewhere around 1950s, how can we have Theodorakis, 

Hadjidakis, Tsits§nis, Kaldh§ras, Zamb®tas, Hi·tis and Koughioumtz²s under the 

same label, that is laik·? Literally speaking, all of these are laik· songs, because they 

form an urban popular (= laik·) musical style which is intended and made for the 

people (la·s = the people). On the other hand, Theodorakisôs compositions range from 

Western style concertos and operas, to laik· songs (in the 1950sô laik· context); and 

yet, the same term, that is, ólaik·ô is applied to both of them. In other words, 

songwriters with different musical backgrounds and outputs are labelled under the 

same term, that is, laik·. As will be made clear in Chapter 3 regarding historical 

recordings, musical genres and styles cannot be labelled based only on dating. Thus, 

artists may fit into one or more genres simultaneously. There is a mixture of elements 

which fit together like a bespoke suit which can be applied to a song. From this, we 

can consider two things: first, we cannot change any part of the fit for there it will not 

be able to represent a particular style anymore, and secondly, the fit can and should be 

applied only to a single piece and not to an entire repertoire. In other words, if we 

consider the items of the preceding paragraph as being the óingredientsô of a musical 

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

Vamvak§ris and the concert hall) would be like changing a button on a suit and thus, 

the suit that was worn on the original recording of M§rkos (that is, labelled as 

remb®tiko) cannot be the same for the contemporary recording, too. Using the same 

scepticism, we cannot categorize all songs made by a particular songwriter in a single 

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

Vas²lis Tsits§nis, for it would have been almost impossible for someone to compose 

music based on one musical style, that is, using the very same ingredients, again and 

again. 

A great sample of this confusion amongst the people regarding the terms 

remb®tiko and laik· is to be found in the text written outside the Vamvak§ris 

museum, next to his bust in the island of S²ros (Figure 2.2). 
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Figure 2.2: Vamvak§ris's bust in S²ros (the author, July 2011) 

  

 

One can read on the plaque: 

 

Here, the great master of laik· song and craftsman of remb®tiko 

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 

óremb®tikoô and ópopularô in the English text, too. 
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A Changing Musical Style 

Research has revealed that the remb®tiko musical style has been changing.
12

 The 

impact that some historical events have had on this change is of great importance and 

thus, they are referred to and examined below. We should bear in mind the 

interrelation between some of the events, for these were never isolated. They were 

either the aftermath or the cause of others.
13

 

The Metax§sôs junta ruled from 1936 to 1940. The military regime imposed 

censorship on all recordings and this, unavoidably changed the recording repertoire. 

As Ole Smith argues, óthe imposition of censorship in 1936-1937 provokes a 

fundamental change of themes in the recording songs which are our only evidence. 

References to the underworld and to drugs disappearô (1991: 184). However, 

Pennanen insists that óalthough the regime promulgated a censorship law on 19 

August 1936, it was at first more concerned with newspapers and books than the 

recording industry (cf. Kofas 1983:98-100; Hering 1996)ô.
14

 The greatest óenemiesô of 

the censor were the Turkish-based gazeler
15

 and the hashish songs.
16

 It should be 

noted that it was in this period that Greek society greatly tended towards 

Westernization. This affected almost every aspect of Greek life such as dressing, 

food, entertainment, thinking, language and more. In other words, the lyrics can 

change (and they did change) but that does not mean that the style changes; still, the 

sonic aesthetic core remains. This is obvious if someone compares the non-hashish 

songs with the hashish ones that lived until today. There have been some intervals that 

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

                                                 
12

 At this point, a critical question is raised: is remb®tiko still alive today? Some musicians and 

remb®tiko lovers argue that, perhaps in its special way, remb®tiko is still alive, while some others that it 

is not. See, for example, the discussion on the órebetiko forumô on the Internet: 

<http://www.rebetiko.gr/forum/viewtopic.php?t=531&postdays=0&postorder=asc&start=0> 

13
 See Appendix A: Tsits§nis Chronology of Events. 

14
 Pennanen (2004: 11). 

15
 Singular, gazel: óa vocal improvisation on a chosen poetic text in flowing rhythm to compositional 

systems called makams. The singer tries to create four sections, in which the third contains a 

modulation or alternatively a switch to the high register of the makam. Gazel is performed without or 

with a rhythmic ostinato accompaniment and it can be classical or semi-classical in characterô 

(Pennanen 2004: 9). 

16
 For details about the censorship, see Pennanen (2003) and Politis (2005b). See also Chapter 3 about 

the license number [Ŭɟɘɗɛɧɠ ŬŭŮɑŬɠ = arithm·s adh²as] that is written on many records. 
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For example, the first months after World War 2 when many songwriters run to 

record these previously prohibited songs. Others went to the USA (these trips are 

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

the oral tradition.  

World War 2 (1940-1945), the civil war (1946-1949) and the second military 

junta, also known as the óColonelsô Regimeô (1967-1974), were events whose 

aftermath inspired themes for the lyrics of many songs. Many of these songs had 

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

is always present in popular music.
17

 In general, all these are parts of óthe notion of 

the musical codeô which ópermit us to speculate about the connection between the 

musical sounds we hear and the ñhuman universeò implied by the lyricsô.
18

 

Continuing with the analysis and assessment of important historical events, 

scholars have coined the term, ˊŮɟɑɞŭɞɠ Űɖɠ ȽɜŭɞəɟŬŰɑŬɠ [per²odhos tis indhokrat²as], 

that is, Indocracy period, which is a key period when many great changes took effect. 

This is the time when movies from India started to be shown in Greece, from 

approximately 1954. These movies contained many popular and traditional songs 

from India. Many famous and not so famous songwriters of that period took some of 

these songs and supplied them with Greek lyrics (it was either themselves or 

professional lyricists who would do the job).
19

 Then, these people recorded the 

changed songs using Greek-style popular orchestras, and by selling the records, 

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

credit to the original songwriters.
20

 In his autobiography Vas²lis Tsits§nis talks about 

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

                                                 
17

 See, for example, songs: ȾɎˊɞɘŬ ɛɎɜŬ ŬɜŬůŰŮɜɎɕŮɘ [k§pia m§na anasten§zi = a mother sighs] 

recorded in 1947 (Parlophone GO 3796 - ȸ. 74100-Ƚ); ɇɖɠ ɔŮɟŬəɑɜŬɠ ɔɘɞɠ [tis gherak²nas ghi·s = 

haggard womanôs son] recorded in 1975 (MINOS-EMI 7YCG 5234 - 2J-064 70172); ɇɖɠ əɞɘɜɤɜɑŬɠ ɖ 

ŭɘŬűɞɟɎ [tis kinon²as i dhiafor§ = the dissimilarity of the society] recorded in 1980 (Minos 7XGO 

10302 - MSM 391 / 480056). 

18
 David Brackett (2000: 9 [quoted by David Laing, quoted, in turn, in Middleton, Studying Popular 

Music, 228]). 

19
 The book by Helen Abadzi and Man·lis Taso¼las (1998) is a great source of information regarding 

the very important period of the Indocracy. The book even contains lists of the songs that have been 

copied from Hindi film music. 

20
 A Greek-style popular orchestra of this period would consist of one or two bouzoukis, a piano, a 

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

situation had on him: 

 

ȷɟɛɧŭɘɞɘ ɛɞɡůɘəɞɚɧɔɞɘ Ŭɠ ŮɟŮɡɜɐůɞɡɜ ůŮ ɓɎɗɞɠ Űɞ ŰŮɟɎůŰɘɞ ŬɡŰɧ 

ɗɏɛŬ ɛŮ Űɘɠ ŮˊɘˊŰɩůŮɘɠ Űɞɡ Űɘɠ ůɖɛŮɟɘɜɏɠ, əŬɘ ɔɘŬ Űɞ ɛɏɚɚɞɜ, əŬɘ Ŭɠ 

ɓɎɚɞɡɜ ůŰɞɜ ɛŬɡɟɞˊɑɜŬəŬ Űɞɡɠ ɡˊŮɨɗɡɜɞɡɠ. 

 

[May specialized musicologists research this issue extensively, and 

its consequences today and in the future, and may they put whoever 

is responsible on the blacklist.] 

 

Inevitably, many elements of the Hindi music style óstayedô in Greece after this period 

ended. New rhythms appeared and were transformed in order to match Greek ears, 

and which year by year became musts on Greek stages and venues with laik· music. 

Alongside the rhythms, such as the d«dr«, new scales and modes also took their place 

in the Greek discography. Evidence uncovered in my research shows that a major 

reason for the decline in the number of Tsits§nisôs recordings was this new era that 

Greek laik² music has entered, mainly beginning with the affection of Hindi music 

found in Hindi films that used to be played in Greece.
21

 Rather obviously, Tsits§nis 

did not succeeded in reciprocating this eraôs demands, either due to his refusal to 

write in this modern style, or due to problems he may have encountered in writing in 

this style. However, Tsits§nis succeeded in making some major hits in this periodôs 

style, too. Although few in number, the payment receipts as well as the fact that these 

songs are still played in venues in Greece attest to these songsô popularity, both 

amongst the audience and the musicians.
22

  

A further major influence was exerted by the trips made by many Greek 

musicians to the USA; trips that seem to have started as early as the 1910s-1920s (see 

also Smith 1995). The most important reason for these musicians to take these trips 

                                                 
21

 The first Hindi film was played in 1954. 

22
 See, for instance, songs: ɇŬ ɚɘɛɎɜɘŬ [ta lim§nia = the ports], Columbia 7XCG 1570 - SCDG 3197, 

recorded on July 24, 1962; ȳůɞ ɛŮ ɛŬɚɩɜŮɘɠ [·so me mal·nis = as long as you berate me], HMV 

7XGA 1593 - 7PG 3216, recorded on November 10, 1962; and ūŬɟɛŬəɤɛɏɜŬ ɢŮɑɚɖ [farmakom®na h²li 

= poisoned lips], HMV 7XGA 2535 - 7PG 3586, recorded on May 31, 1966. 
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was their ambition for an international career, a better job, or simply for shows at 

places where many Greek migrants lived. Man·lis Hi·tis (1921 ï 1970), a bouzouki 

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

twice for concerts and returned, bringing to Greece his experiences from musical 

styles such as Jazz and Afro-Cuban (Latin American).
23

 By combining these elements 

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

performance practice and songwriting. Something remarkable in terms of Tsits§nisôs 

recording activity is the fact that Hi·tis influenced the music of Tsits§nis. This is 

obvious in some songs where Hi·tis took part apparently as the bouzouki player.
24

 

The two most significant contributions of Hi·tis were the addition of a fourth pair of 

strings on the bouzouki and the utilization of the musical elements that he brought 

with him from North America.
25

 There is a huge corpus of songs, creations of Hi·tis, 

based on this style (regarding his life, see Kas²tas 2009). 

One should also take into consideration some more interrelated historical 

events of social, musical and technological importance, beyond those discussed 

above. For instance, when the taste of the audience changed, unavoidably, the market 

aimed to adapt accordingly. The óroleô of the style itself has also changed, for what 

was once the music of the underground became indexical of the newly-emerging 

middle class after World War 2. The ótransitionô from the hashish-den to luxury 

bouzouki clubs (known in Greece as ɛˊɞɡɕɞɡəŰůɑŭɘəŬ or ŰŬ ɛˊɞɡɕɞɨəɘŬ 

[bouzoukts²dhika ï ta bouzo¼kia]) was not a simple fact, after all. Manuelôs points 

that óurbanization and modernization effect qualitative as well as quantitative social 

                                                 
23

 Hi·tisôs first trip to the USA was in approximately 1957-1958. According to account, he stayed there 

for thirteen months, while according to M®ri L²nda, with whom he travelled, they stayed for two years. 

The second trip was in 1964. He stayed there for four years (And·nis Kas²tas 2009: 88-9 and 101-4). 

24
 See, for example, songs: ȼ ůɡɜɞɘəɑŬ ɛɞɡ [i sinik²a mo¼ = my neighbourhood], HMV 7XGA 8287 - 

PG 2858, recorded in 1960 and ɀŮɗɡůɛɏɜɞɠ ɗŬ óɟɗɤ ŬˊɧɣŮ [methism®nos th§ órtho ap·pse = I'll come 

tonight drunk], HMV 7XGA 7547 - PG 2832, recorded in 1960.  

25
 Some Greek musicians and aficionados disagree, and claim that the fourth pair of strings had been 

added years before. I could not verify this claim and thus, I refer to Hi·tis as being responsible for this 

change. Anyway, even if there was someone else that initially added the fourth pair, Man·lis Hi·tis 

was the one that made this ónewô instrument known. However, there are many of Hi·tisôs compositions 

that he recorded using the traditional three-string bouzouki, based on the remb®tiko style. One more 

notable contribution of Hi·tis, connected to the introduction of the four-string bouzouki, is the 

introduction of the electric bouzouki which is examined in Chapter 3. 
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changesô and that óthe evolution of popular musics, then, must be seen as paralleling 

the evolution of new societiesô (1990: 16-7) are important here. This is precisely the 

case with regard to the transition from remb®tiko to laik·. In terms of the 

technological aspect, the evolution of recording technology along with the change in 

the construction of the instruments, as well as the introduction of new instruments in 

the laik· band, such as the electric bass and the drums and percussion, gave birth to 

new orchestrations, new arrangements, new performing techniques and new sound-

mixing techniques. Manuel points out that óthese latter (the former inhabitants of 

Smyrna and Istanbul) brought with them their own Turkish-influenced urban musics, 

which eventually evolved into a commercial Greek popular music in conjunction with 

the rise of the mass mediaô (1989: 82).
26

 Moreover, as has been analyzed above, the 

borrowing of elements from foreign musical styles was interrelated to the 

aforementioned social and technological changes.  

A major chapter in this story is the change of the relationships between 

musicians. The óold schoolô style can be characterized by the leading role played by 

the composer. In most cases, the composer was also the lyricist, a skilled bouzouki 

player and a singer. This is evidenced by recalling some of the most popular names of 

the period such as: M§rkos Vamvak§ris (1905-1972); Vas²lis Tsits§nis (1915-1984); 

Ap·stolos Kaldh§ras (1922-1990); Ghi§nis Papaio§nou (1914-1972); Ap·stolos 

Hatzihr²stos (1904-1959); Ghi·rghos Mits§kis (1921-1993). All of them (and many 

more) manifested the aforementioned characteristics. This practice could have been 

brought by the musicians from Asia Minor. Although there were younger composers 

that kept up with this tradition, such as Ghi·rghos Zamb®tas (1925-1992), with a 

repertoire based on laik· and (for some of them) on other syncretic styles as well, it 

seems that laik· style changed this principle. The ósinger-starô was a characteristic 

that represented the new style. This is made obvious by photographs from the pre-

laik· period which show the players of the basic instruments sitting in a front row of 

chairs and the players of the other accompanying instruments sitting behind them. For 

example, the composer with his bouzouki should sit in the front row along with 

another bouzouki player, the guitarist, a female singer and, occasionally the 
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 However, the role of the recording technology needs in-depth examination and, thus, it is examined 

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

at the back.
27

  

This image was later replaced by one of a top-name singer sitting or standing 

alone in front of everyone else (something which is very common today, in Greece 

and in other countries) with the rest of the band behind them. However, the major 

difference is not the way they were seated but the fact that a lead singer rather than a 

composer is at the top of the pyramid. Whereas some years ago the venuesô owners 

used to sign contracts with composers, in the new era, the owners sign contracts with 

singers who became more popular than the composers. Obviously, the determining 

link in the chain was the rise of the recording industry, for it was this which 

determined the new hierarchies. As Manuel convincingly argues, ópopular music in 

capitalist societies usually involves a ñstar systemòô
28

 and thus, we can consider the 

ósinger starô as being a part of this system.
29

 It should be emphasized though that the 

advent of a cheap medium (the 33rpm record) was a crucial moment that opened the 

road to these changes. We should also bear in mind that this situation transformed the 

life of the musician; from having as their only option to work during the night under 

difficult circumstances, they could later have the chance to become a professional 

musician, to sign contracts with venue owners and record companies and to earn more 

money than they had done before. 

The comparisons with óthe pastô and óthe futureô reveal the differences, the 

similarities and the relations among the different periods. Here, one deals with two 

kinds of comparisons: comparing, on the one hand, his music with itself (that is, the 

changes observed in his style from period to period) and, on the other hand, 

comparing his style with the styles of other composers, before, along and after him. 

Interesting, yet critical questions arise: in what way has Tsits§nis affected the next 

generation(s) of popular song? In what way was he affected by the songwriters before 

him? The major problem, of course, lies in the fact that we are not talking about a 

static event, isolated from other events that happened around it. To put it another way, 

Tsits§nisôs style, just like other musical styles in the world, did not just arrive, stop the 

                                                 
27

 Obviously this is only an example regarding disposition, for this also depended on several other 

factors such as the particular period, the size of the venue, the budget of the venue and so forth.  

28
 Manuel (1990: 3). 

29
 See also Brackettôs statement (2000: 2) regarding the ópowerô of the singer. 
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previous one, play its role, then come to an end and leave the others to continue. We 

are dealing with an interaction where one is affecting the other before, next to, and 

after him. The most serious question here is: when he enters into the business 

(composing, recording and playing in venues), is he following the style, or, is the style 

following him? And then, one must also deal with another issue: is he aware of this 

situation? Is he creating music consciously? Is he aware of the changes he introduces 

and where they lead the style to?
30

 And if he is aware, it would seem like someone (in 

this case Tsits§nis) is solving óequationsô in order to produce hits and to sell records, 

because this is what it has happened.
31

And then, how can this be possible, when 

everybody speaks of the great emotionality to be found in his songs?  

Tsits§nisôs style is based on the traditional standards that many others 

songwriters used before him. Unavoidably, his repertoire is mostly based on the 

remb®tiko-traditional rhythms and modes. Owing to the fact that his career lasted for 

many years, inevitably, his compositional style changed from time to time. By reading 

and watching his interviews, we can understand that he was very conscious of the 

changes he made. Oral stories also support the theory that he could understand the 

changes and the development that was happening in the music industry, such as the 

demands of the market, the desires of the audience and generally the trends that music 

industry was promoting.
32

 Therefore, he always tried to change his music in order to 

be in vogue. However, we should bear in mind the characteristics he introduced 

immediately when the Columbia factory came back to business after the end of World 

War 2. From his interviews we learn that he was preparing a whole new repertoire 

consisting of new songs that he composed during the war, when living in 

Thessaloniki. Therefore, when he got back to his recording business, he was ready to 

record those new songs which seem to be the early stage of the so-called laik· style. 

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

                                                 
30

 See Michael (1996: 70) regarding the role of Tsits§nis in creating óthe new and more authentically 

Greek laiki mousikiô. 

31
 The payment receipts that were kindly provided by Tsits§nisôs son K·stas, show that indeed 

Tsits§nisôs songs were among the best-sellers of the period. 

32
 See, for example, his songs during the Indocracy period which were affected by Hindi-style songs 

(for example: Ƀ əɞɡɛˊɎɟɞɠ ɞ ɇůɘŰůɎɜɖɠ [o koumb§ros o Tsits§nis = Tsits§nis the best-man], HMV 

7XGA 1821 - 7PG 3335, recorded on September 10, 1963; and ɄɞɜɎɤ əŬɘ ɛ' ŬɟɏůŮɘ [pon§o ke mô ar®si 

= I pain and I like it], HMV 7XGA 2399 - 7PG 3540, recorded on December 11, 1965.). 
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which are credited to Tsits§nis and are examined within this thesis.
33

 Since 

Thessaloniki has been mentioned, one should not forget the multicultural nature of the 

city due to the various nationalities that used to (and still) make up its population. 

Written sources give evidence of Greeks, Jews, refugees from Asia Minor and Pontus, 

Turks, Bulgarians, Gypsies and other ethnicities that used to be part of the cityôs 

population.
34

 It is rather obvious that someone was able to listen to many different 

musical styles at this time, and perhaps this is what also happened with Tsits§nis. A 

unique example would be the case of the singer St®la Hask²l who was a Sephardic 

Jew, that is, a Jew from the Iberian Peninsula. Hask²l was a very popular remb®tiko 

singer and recorded songs of Tsits§nis too (see Chapter 6 for interactions of the 

Sephardic song with the remb®tiko and laik· style). 

 

 

Musical Analysis 

The analysis used within this thesis can be divided into three major parts: 1) 

comparisons; 2) transcriptions; and 3) statistics. The comparative methodology 

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

of a particular rhythm is revealed by comparing either Tsits§nisôs songs with songs 

written by songwriters that lived before and after him, or by simply comparing early 

Tsits§nisôs songs with contemporary ones. The musical analysis reveals information 

about Tsits§nisôs songwriting style/technique and its development from the beginning 

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

 

It is a given that analysis ï whether based on focused interior 

listening, working with a composerôs score, or by making oneôs 

own transcription ï is a worthy exercise because it brings us to a 

more intensive relationship with the particularities of sound. What 

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

perceptions and decisions (Tenzer 2006: 8). 
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 See Chapter 3 ónumber of recordings by yearô. 

34
 See Hastaoglou 1997 (for instance, p. 494). 
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There are passages from several songs in the form of musical scores that are used as 

paradigms in order to help explain the findings of the research.
35

 However, one should 

be aware of several problems when using óWestern notation to ñdescribeò music for 

which it was not intendedô (Brackett 2000: 27-8). After all, transcriptions of recorded 

popular songs órepresent recorded sounds, not directions for performers to produce 

those soundsô (Brackett 2000: 29). Finally, statistical tables and graphs play a critical 

role within the entire thesis because research has shown their great importance for the 

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

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

relevance. Ultimately, the result of the analyses óis the identification and grouping of 

manifest sound patterns and their relationships to governing schema in a work, 

repertoire, or genre, and especially the compelling musical tension that results as the 

patterns become set off in relief from the schemaô (Tenzer 2006: 6). 

Amongst all the works studied, the most useful, as well as most relevant to this 

specific research were: Analyzing Popular Music, edited by Allan F. Moore (2003) 

which presents various models of analysis for many different music genres according 

to the views of outstanding researchers in the field of popular music studies. 

Communicative Contract Analysis: an Approach to Popular Music Analysis by 

Thomas Shave (2008) proposes models of analysis that seem proper for this specific 

research. Peter Manuelôs Popular Musics of the Non-Western World (1990) examines 

remb®tiko music in one of its chapters. It is an extremely useful text because it can 

work as the basis for someone who wishes to research the remb®tiko genre. David 

Bracketôs Interpreting Popular Music (2000) opens up new horizons in analyzing 

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

analyzers, or by creating graphs of harmonic proportions in order to illustrate a songôs 

harmony, he finds new means of analyzing popular musics. Moreover, Michael 

Tenzerôs Analytical Studies in World Music (2006) includes various analytical models 

applied to a variety of different musical cultures, such as flamenco, Afro-Cuban and 

Balkan. These models as well as Tenzerôs own introduction help the remb®tiko 

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

                                                 
35

 The so-called óparadigmatic analysisô, as described by Brackett (2000: 26) and Middleton (1990: 

183-9), was used, too. See also Tenzer (2006: 6-7) regarding ways in which the sound patterns can be 

mobilized. 
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among the aforementioned musical cultures that are similar. Derek Scottôs The 

Ashgate Research Companion to Popular Musicology (2009) and Allan Mooreôs 

Critical Essays in Popular Musicology (2007) are truly companions to any researcher 

who wishes to research on and analyze popular music styles. The texts found within 

do not only concern various musical cultures, something that allows them to address a 

large corpus of readers and researchers, but they also employ several analytical 

methods of different natures, something that takes the analyses further and the 

researchers deeper as regards the understanding and interpretation of popular musics. 

Finally, the High Analysis of Low Music by Dai Griffiths (1999) is a review of various 

systems of existing óhigh-artô analysis as applied to popular forms. It also contains the 

writerôs own views and propositions regarding analysis. The fact that the Greek 

popular and remb®tiko music has not yet been subject to a model of analysis is an 

issue of considerable significance. Hence, there is no model that has been tried out or 

even created for this specific music genre. 

 At this point, I have to mention the great contribution of technology, the role 

of which was catalytic in my project. Without specific technological media, it would 

have been more than difficult for some issues to be handled. These media can be 

categorized in two main groups: the electronic software and the electronic 

apparatuses. The T.E.D., as well as sound editing and mixing software that were used 

for several reasons, such as to clear old recordings from noises, are some of the media 

of the first category.
36

 In addition, specialized earphones and sound speakers that 

made easier the hearing of details can be included in the second category. The 

technological means available today to the researcher are more than necessary, for 

they accelerate several processes and, thus, they save much time. Moreover, they 

make possible things that looked impossible in the past. In general, they are 

óweaponsô in the hands of researchers that can help them to innovate and promote 

research in their field. 

 

 

                                                 
36

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

analyzing his musical texts (2000). 
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Rebetology 

The study of remb®tiko became firmed up in academic circles, during the late 90s, as 

órebetologyô. It has been accepted into the academy as the object of serious study. 

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

ethnomusicology and popular music studies. Rebetology has flourished during recent 

years, and important academic work can be found all over the world. Although there 

has been a huge evolution in academic research on remb®tiko, Tsits§nisôs music, 

which is so important to the musical evolution of Greece, is almost completely absent 

within this research. Yet, Tsits§nisôs music can be found almost anywhere a live 

music band exists in Greece. Even in a performance based on Greek rock or other 

popular music styles, it is highly unlikely that a Tsits§nis song would not to be played 

during the performance. 

 

 

Academic and Non-academic Treatment of Remb®tiko 

It is not only that too few academic scholars have researched remb®tiko music, but the 

majority of them have viewed the subject from almost all its possible aspects, apart 

from the musicological one (musical analysis). Therefore, we have anthropological 

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

about the music, such as Pennanenôs work. Furthermore, the problems seem not to 

end here, for there are important publications such as Stathis Gauntlettôs and 

Pennanenôs academic theses, Conway Morrisôs old (but seminal) article about Greek 

caf® music, the proceedings of the third conference of the ICTM Makam Study 

Group, which are unfortunately out of print and difficult to locate, something that is 

true for old publications on the subject by Greek authors too, especially in newspapers 

and magazines. 

 

 

Key Studies in Rebetology 

There are some scholars whose work has contributed much to the evolution of these 

studies. The initial efforts started with Gail Holst in 1975 and her book Road to 

Rembetika. The book is quite old and we could say that it is a personal view of 

remb®tiko and generally a quite personal and emotional demonstration of the style, 
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rather than a scientific approach. She uses, though, many simple and small 

explanations for basic terms, but with very clear and comprehensible writing. The 

book contains many historical elements which can give a very clear idea of remb®tiko 

as it was in the very first years of its existence and how it developed. Although the 

author lets the reader recognize her emotional connection with this music style, her 

writing and description about almost all of the matters of the book remains subjective, 

clear and, most importantly, full of easy comprehensible details. The first critical as 

well as academic study was made by Stathis Gauntlett in 1985 in his PhD thesis 

(Oxford University) in which he investigates the terminology and the origins of 

remb®tiko.  

A unique case is the doctoral thesis and, generally, all the published material 

of the Finnish scholar Risto Pekka Pennanen. Pennanen touches on several aspects of 

remb®tiko. His study is important and relevant to my thesis in the following ways: he 

did fieldwork in Greece and tried to enlighten and clarify some aspects of remb®tikoôs 

theory and performance. The thesis is one of the very few that deals with the Turkish 

makams
37

 and compares them with their ódescendantsô, the Greek popular dhr·mi. He 

tries to clarify terminology; for instance, he talks about the term Smirn®iko and its 

problematic usage by the Greeks. However, I do take issue with some of Pennanenôs 

points due to some critical mistakes he made, such as typing wrong chords in music 

scores that have been created by him. Furthermore, he is creating and basing personal 

theories on such music scores regarding the usage and the way that some popular 

modes work (1999: 94, Figure 14: the last D chord is wrong; it should have been a 

Bm chord). The problems seem not to stop there; Pennanen speaks not only about the 

modes but about the rhythms and the way of performing them too, ending up 

sometimes with incorrect statements (1999: 104-105, Figure 24: the recording he 

labels óCô is mentioned that utilizes the koft· zeimb®kiko.
38

 A better listening of the 

recording shows that it too utilizes the pali· zeimb®kiko, or syrian·, as Pennanen 

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

                                                 
37

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

38
 The koft· zeimb®kiko is a particular performance technique of the zeimb®kiko rhythm which three 

main performance techniques are: sirian· or old zeimb®kiko, koft· or new zeimb®kiko and mixed 

zeimb®kiko (see Chapter 6). 
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very few studies that exist and can be used as a basis for further research, as it raises 

fundamental issues, very much connected to my project, too. 

 Despoina Michaelôs article (1996) seems to be the only academic publication 

totally devoted to Vas²lis Tsits§nis. Although she did not touch on any musicological 

issues, her article succeeds in giving valuable explanations regarding confusing issues 

and historical facts, like the reasons and the chronology of the usage of the word laik· 

instead of remb®tiko. Dafni Tragakiôs Remb®tiko Worlds (2007) is based on her PhD 

thesis. It deals with the musical situation in the city of Thessaloniki at specific places 

where remb®tiko music happenings used to take place. Her ethnomusicological and 

ethnographical views grant to the studies new aspects and new pieces of information 

that have never been mentioned before. By assessing the past and by speaking of the 

two remb®tiko revivals that occurred in Greece, she moves into óthe fieldô where she 

describes her personal experiences with musicians and live shows in Thessaloniki. 

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

important element of the book. She also clearly shows how remb®tiko was implicated 

in varying political stances and changing political ideologies. The work by 

Petr·poulos ɅŮɛˊɏŰɘəŬ ɇɟŬɔɞɨŭɘŬ [remb®tika tragho¼dhia = remb®tiko songs] (1996), 

although very large, contains many mistakes and misleading conclusions. In addition, 

many people, mostly aficionados, based their studies on Petr·poulosôs book, thus they 

continue this wrongly-based type of work, something which is recognized by the 

majority of academic researchers nowadays.
39

  

Once more, the musicological point of view is remarkable by its absence. The 

Greeks published works with basic subjects such as: 1) citing Tsits§nisôs lyrics or lists 

of songs, including comments and other type of information on the recordings, such 

as the catalogue number (Tsits§nis 1980; Maniatis 1994 and 2001; Anastasiou 1995 

and 2004; and Alexiou 2001); 2) biographies, photographic material, myths and tales 

around the lives of popular remb®tiko figures (Vamvak§ris 1978; Loul®-Theodhor§ki 

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 objective, rigorous in a unique way and, most importantly, they 
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 Regarding some comments on Petr·poulosôs work see Beaton 1986; Pappas 1999; Pennanen 2004; 

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

the research. 

 K·stas Vlis²dhis, for instance, published three works (2002, 2004 and 2006). 

Moreover, his work ɅŮɛˊɏŰɘəɞ ɇɟŬɔɞɨŭɘ [remb®tiko tragho¼dhi = remb®tiko song] 

consists of translations of three studies by Stathis Gauntlett.
40

 The book also contains 

an interview with Tsits§nis by Gauntlett. In his book (2002) For a Bibliography of 

Remb®tiko (1873 ï 2001), Vlis²dhis managed something that seemed to be 

unachievable in the past. After long research and efforts, he put together 2396 

bibliographic references to remb®tiko in a single book; 2262 are from Greek literature 

and 134 from foreign literature. Alone, this work is a tremendous source for 

researchers, aficionados and music lovers. Obviously, what Vlish²dhis offered to my 

project was a unique list of perhaps every possible reference to remb®tiko and 

Tsits§nis, a job that would require a lot of time visiting libraries and personal 

archives. 

 Man·lis Athanas§kis published his study with the support of the journal ȿŬɥəɧ 

ɇɟŬɔɞɨŭɘ entitled ȸŬůɑɚɖɠ ɇůɘŰůɎɜɖɠ ï 1946 (2006). The book deals with one of the 

most fruitful years of Tsits§nisôs career. Apart from the socio-historical background 

that is given in the beginning of the book, Athanas§kis deals with the 1946 songs from 

several views; that is, discographical, historical and (most importantly) musicological 

(musical analysis). His comments are important and serious, while the music scores of 

the songs (which are perhaps the only correct and most detailed available) are used in 

the analysis of the songs.  

 

The very next chapter (Chapter 3) deals with several aspects of the recordings 

themselves. The subject is examined from various angles, such as the examination and 

assessment of the sources available in Greece, in terms of research on historical 

recordings, the pieces of information that the labels of the records can provide, 

information of technological as well as historical aspect that can be retrieved from the 

sound itself, the recording technology and its development, and more. Chapter 3 also 

includes analyses on statistical data exported from the Tsits§nis Electronic Database 

which shed light on issues regarding the route of Tsits§nisôs recording activity. The 

historical recordings themselves can be considered as the basic implement for the 
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 The third one has been written directly in Greek by Gauntlett. 
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spread of popular musical styles across the world (of course with some exceptions). 

Ultimately, all of the above are linked to the market and the recording industry which 

are strongly bound to popular music and thus, they should always be part of research 

undertaken on it.
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Chapter 3  

The World of Historical Recordings 

 

Source Criticism: Some Problems 

There is only one academic reference with the name Tsits§nis in its title.
1
 This is 

Michaelôs article Tsits§nis and the Birth of the New ñLaik· Tragoudiò (1996).
2
 There 

are of course many references within books and articles to Tsits§nis but these are just 

a few lines. The bibliography concerning issues such as the Greek laik· modes, the 

Greek laik· rhythms, the laik·-remb®tiko harmony and many more, is limited. A few 

publications have been made by two or three famous bouzouki players, such as 

Nikol·poulos (n.d.), but nothing at all has been done at an academic level (apart from 

Pennanen 1999) in order to throw light on issues which seem to be problematic for the 

continuation and the development of the studies. 

This rarity of exclusively musicological work is what possibly explains the 

indifference of (especially Greek) musicologists regarding remb®tiko. However, some 

notable exceptions are: the bachelor theses of An®stis Barb§tsis (2008
3
) and of 

Ghi·rghos Evang®lou (2008
4
) that were carried out in the Technological Educational 

Institution of Epirus in the Faculty of Music Technology and its Department of Laik· 

and Traditional Music in ȯrta, Greece. Also worth-mentioning are the bachelor theses 

of Hr²stos Kesiki§dhis (2008
5
) and of P®tros Pap§s (2009

6
) that were carried out at the 

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

                                                 
1
 Part of this chapter has been published (in Greek) as the article óThe Recording Career of Vas²lis 

Tsits§nis (1936-1983). An Analysis of his Music from Commercial Recordings ï Four Major 

Problematic Issues of the Researchô, Web-based journal for the laik· song (2011). In addition, another 

part of this chapter has been submitted and is under review as the article óSource Criticism in 

Remb®tiko and Laik· Styles [Greek Urban Popular] through the Recording Career of Vas²lis Tsits§nis 

(1936-1983)ô, The Journal of Popular Music Studies. 

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

3
 óVas²lis Tsits§nis ï Analysis of the Early Work of the Composer, Tr²kala Period 1932-1936ô. 

4
 óThe Laik· Guitar in Remb®tiko Song of the Period 1928-1935 and its Evolution through the Personal 

Style of K·stas Dho¼sas, A. Kost²s, Ghi·rghos Katsar·s, K·stas Skarv®lis, Vang®lis Pap§zoghlou, 

St®lios Hris²nis, Sp²ros Perist®ris and Man·lis Hi·tisô. 

5
 óRemb®tiko Song during the Period of 1922-1956ô. 

6
 óM§rkos Vamvak§ris in his First Discographical Period (1932-1940)ô. 
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Greece. However, there is a major problem with the aforementioned works: due to the 

fact that they are degree essays they are not broadly available. An extremely 

important publication for the advancement of research is also the book of Vo¼lgharis 

and Vandar§kis, the Urban Song in Greece of the Mid-War. Reb®tika of Smyrna and 

Piraeus (2007).
7
 The lack of research though, is not the only factor posing difficulties. 

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

endeavour to penetrate unknown (to them) fields.
8
 Despite these scholarsô efforts to 

contribute to progress in the field, it is more than obvious in their work that they were 

unaware of basic methodological research principles. Similar points have been 

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

 

For most Greek musicologists, urban memory-based music has 

been the Low Other that is not worth researching: the analysis of 

Greek popular music has been largely left to Western 

ethnomusicologists (Pennanen 1999: 11).  

 

Instead we find a lot of journalist and amateurish writing, 

sometimes even with scholarly pretensions ï not to mention 

decidedly pseudo-scholarly offerings to a public that cannot in 

most cases see the difference (Smith 1989: 179).  

 

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

publications. 

Dhion²sis Mani§tis gathered 24,000 song titles that were recorded in Greece 

using the 78 rpm technology, from 1886 to 1961 (Mani§tis 2006). As mentioned in his 

introduction, due to the fact that some people refused to provide him with information 

and open up their archives, 209 records, that is, 418 songs are missing. Obviously, we 

are dealing with a research of discographical character. In Greece, unfortunately, even 

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

                                                 
7
 This workôs importance is attested by the numerous references to it within this thesis, especially in 

Chapters 4 and 5. 

8
 Smith (1991), Aulin and Vejleskov (1991: 12-23) and Pennanen (2004: 18; 1995) also write on 

problematic issues found in the work of many aficionados. 
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based and are characterized by the lack of a proper, or even total lack of, 

methodology. Thus, these works are not just faulty they are also dangerous for 

research that attempts to fulfil academic standards, due to the fact that they contain 

fallacious published data which might mislead or delay the research, something that 

has been happening all the time until today. For example, many bachelor theses from 

Greek universities that I managed to find and study base their songsô dating on these 

misleading works. Unavoidably, the initial sources of information in my research 

project were these works. The great amount of time spent on checking the contents of 

these books could have been spent on other aspects of the research. Mani§tisôs 

catalogues are categorized based on the recording company and according to 

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

 

 

Company 

Record Number 

Matrix Print  

Title 

Singers 

Composers 

Lyricists 

Year 

Genre 

Rhythm 

  

Table 3.1: The columns in Mani§tis (2006) 

 

 

Although many problematic points can be noticed in each of the columns, the 

most major problems can be spotted in the last two. Regarding the genre, even 

nowadays there are multiple discussions over how genres and musical styles should 

be named and labelled, many of which can be found in Pennanenôs articles (1999, 

2004 and 2005). Thus, since it is not yet agreed and scientifically verified, the use of 

such terms is incongruous. This is basically the main difference between an academic 

and a non-academic text. The following table (Table 3.2) shows some of the genre 

columnôs strange, misleading and vague definitions. 
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Page Song Title Genre mentioned 

11 ɇɘə ŰŬə [Tik tak] Soft remb®tiko 

99 ȷɔɤɜɑŬ [aghon²a = agony] Soft 

387 ɇɟŮɚɐ ɕɤɐ [trel² zo² = crazy life]  From a film 

167 Ⱥɗɜɘəɧɠ ɨɛɜɞɠ [ethnik·s ²mnos = national anthem] National 

  

Table 3.2: Genre definition errors in Mani§tis (2006) 

 

 

As one can observe, the genre column far from defines the genre of the 

recorded music, since we get many different interpretations. Being aware of all the 

musical styles so that one can tell the differences between them seems to be 

impossible even for a musician and/or musicologist. Unfortunately, one can detect 

mistakes in the rhythm column, too. Here (Table 3.3), I will provide examples from 

both Mani§tisôs projects (1994 and 2006). The 1994 book aspires to list the entire 

discographical work of Vas²lis Tsits§nis. Despite the fact that only three examples 

will be provided, it should be noted that one has to actually deal with hundreds of 

such instances when both publications are taken into consideration.  

 

 

 

Book, Page Song title Rhythm mentioned Correct rhythm  

Mani§tis 2006: 238 ȷɚɎ ɇɞɨɟəŬ ɢɧɟŮɣɏ ɛɞɡ  

[al§ to¼rka h·reps® mou = 

dance for me ala Turka] 

Tsiftet®li 8/8- Sirt·s 

Mani§tis 1994: 120 ȼ ůɡɜɞɘəɑŬ ɛɞɡ  

[i sinik²a mou = my 

neighborhood] 

Traghoudh§ki [Little song] 4/4- Cha cha 

Mani§tis 1994: 121 ɀô ɏűŬɔŮɠ ɛô ɏűŬɔŮɠ 

[m®faghes m®faghes = you 

óateô me (idiomatic)] 

Kalamatian·s 2/4- Bayo 

 

Table 3.3: Rhythms definition errors in Mani§tis (1994 and 2006) 

 

 

Another example from Greek literature is the Vas²lis Tsits§nis: My life, My 

Work (1980), edited by K·stas Hatzidhoul²s. The first part of this book (up to page 

24) is an interview of Vas²lis Tsits§nis with K·stas Hatzidhoul²s. The rest of the book 

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

scores and lyrics of Tsits§nisôs songs without mentioning, though, the name of the 
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person that wrote these scores.
9 
Several types of notes and comments

 
can be found 

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

 

Examples: 

Page 46, ũəɘɞɡɚ ɀˊŬɢɎɟ [Gio¼l Bah§r = Eastern female name]. The author writes 

under the song: órecorded in 1950ô. The recording date is questionable since research 

has shown that the most probable recording year is 1951.
10

 Here, of course, one is also 

dealing with another issue, which is the source of the information contained in all the 

published books of this sort. So far, none of the authors have indicated an 

óinitial/primary information sourceô
 
with regard to the recording and release dates. 

Moreover, many of them have not even mentioned their sources at all (about these 

mysteries around the sources see further below). An initial information source would 

be a document whose information is indisputable. Such types of documents are the so-

called recording sheets as well as the recording lists/catalogues of the recording 

companies. Apparently, other questionable dates can be found in this specific book. 

Page 51, ɇŬ ůɐɛŬɜŰɟŬ [ta s²mandra = the bells]. The author mentions under the 

lyrics: ózeimb®kiko of 1951ô. The problem is obviously the fact that it is not made 

clear to the reader, exactly what the date refers to, especially when there are three 

types of dates for each song considered to be crucial in order to make safe findings 

during research. These are the composing date (something often difficult to ascertain), 

the recording date and the release date. Thus, another topic comes up for discussion, 

as further analyzed in the chapter below ï not to mention the perception I have heard 

by many aficionados and remb®tiko enthusiasts with whom I have met, that we should 

not care very much about the year that their books refer to, because (according to 

them) most of the songs were recorded and issued in the same year and, many times, 

in the same month. However, my research has revealed that this is a myth, for there 

are countless songs which do not meet these characteristics. 

Page 60, ȺɑɛŬůŰŮ ŬɚɎɜɘŬ [²maste al§nia = we are street-urchins] and page 91 

Ʉɤ! Ʉɤ! Ʉɤ! ɀŬɟɑŬ [Po! Po! Po! Mar²a = Oh! Maria]. The first song is 

characterized as hasapos®rviko while the second as a fast has§piko (in terms of their 

                                                 
9
 It should be mentioned that the musical transcriptions of the songs are inaccurate. 

10
 AEPIôs (Hellenic Society for the Protection of Intellectual Property) recording sheets and 

Columbiaôs logistics books give 05-04-1951 as the recording date. For both sources see further below. 
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dance rhythm used). Both rhythms are 2/4.
11

 The first songôs tempo is  å 97 while 

the second songôs tempo is  å 106. Research has revealed a problem regarding the 

terminology of the has§piko and hasapos®rviko rhythms. The perception that exists 

among Greek musicians and aficionados roughly suggests that óthe hasapos®rviko is a 

fast has§pikoô. Since there is no numeral limit/border to the has§piko and 

hasapos®rviko tempi, generalizations of any sort are rather deceitful and non-

scientific. Above all, the most important fact is that the term hasapos®rviko is 

posterior in comparison with that of has§piko. This specific issue, as well as the 

problems that emerge, should be dealt with through the collaborative work of 

musicians, historians and dancers, since we are dealing with dances. After all, it is 

perhaps time for this discipline (dance research) to enter further into the sphere of 

popular musicology. Curiously, even if these terms were appropriately used 

(according to the suggestions of the common opinion) separating the two songs would 

still be problematic. The reason, as one can observe, is simply because the one with 

the faster tempo is characterized as a fast has§piko while the other with the less fast 

tempo is characterized as hasapos®rviko. In other words, this common belief is used 

the other way round by Hatzidhoul²s. 

The problems in And·nis K·ndosôs paper, óTsits§nisôs Alphabetô (in R²gha 

2003), are similar to those presented in the preceding paragraphs, that is, dating issues 

as well as erroneous rhythm definitions. Nevertheless, there are two additions of 

major importance. Firstly, there is reference to CDs and LPs on the market that 

contain the songs mentioned, which helps in finding the specific songs more easily. 

Another important characteristic is that many contemporary recordings of songs are 

mentioned as well. It is also worth noting that research so far has indicated the 

existence of few songs (Tsits§nisôs compositions) that are not mentioned in the lists of 

the above books at all. This perhaps signifies the difficulty of locating primary 

sources of information. 

Another issue that is noticed when studying these books is that the titles of 

many songs do not match the titles found on the actual record labels. Despite this, the 

existence of several titles referring to the same song is common in popular music. 

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

                                                 
11

 There is an issue regarding the fraction of the has§piko; some authors, as well as musicians, speak 

about has§piko by using the 4/4 fraction instead of 2/4 (see Chapter 6). 
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short phrase from the lyrics, rather than the actual title of the song. Moreover, the 

companies used to change a songôs title, either in a re-issue or in a new recording of 

the particular song (Figure 3.1 and Figure 3.2).  

 

 

 

Figure 3.1: Se to¼to to pali·spito label (Tsits§nis) 
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Figure 3.2: To pali·spito label (Tsits§nis) 

 

 

However, this does not mean that the researcher should not locate and examine 

primary sources, such as the records themselves. It has also been observed that the 

very same songs are given with several different titles within the books published by 

aficionados in Greece. Since I mentioned the record labels, I should stress that 

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

song, next to or under the songôs title. In some cases, these rhythms references are 

incorrect. For example, the label of the song ɀŮɗɡůɛɏɜɞɠ ɗŬ óɟɗɤ ŬˊɧɣŮ
12

 

[methism®nos th§rtho appose = I will come tonight drunk] writes ŰůɘűŰŮŰɏɚɘ [tsiftet®li] 

(Figure 3.3). The correct rhythm, however, is 2/2 mambo. The same is true of the 

label of the song ȷűɞɨ ŭŮɜ ɛô ŬɔŬ́ ɞɨůŮɠ
13

 [afo¼ dhen maghapo¼ses = since you didnôt 

love me] which writes ůɡɟŰɞŰůɘűŰŮŰɏɚɘ [sirtotsiftet®li] (Figure 3.4). However, more 

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

 

                                                 
12

 HMV 7XGA 754 - 7PG 2832, recorded on October 26, 1960. 

13
 HMV 7XGA 1617 - 7PG 3226, recorded on November 26, 1962. 
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Figure 3.3: Label of the song methism®nos tha órtho ap·pse (Tsits§nis) 

 

 

 

Figure 3.4: Label of the song afo¼ dhen mô aghapo¼ses (Tsits§nis) 
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Moreover, some lyrics add to this confusing situation. For example, a passage 

found in the song ɇɞ ŰůɘűŰŮŰɏɚɘ Űɞɡ ɇůɘŰůɎɜɖ
14

 [to tsiftet®li to¼ Tsits§ni = Tsits§nisôs 

tsiftet®li] says: óŰɘ ŰɟŮɚɧ ŰůɘűŰŮŰɏɚɘ ŮɑɜŬɘ ŬɡŰɧô [ti trel· tsiftet®li ²ne aft· = what a crazy 

tsiftet®li is this]. Both the title and the aforementioned lyrics are misleading, for the 

song is based on a rhythm from Latin America, very close to guaracha (see Chapter 

6). From these cases, we can assume that either they (the companies and Tsits§nis) 

were not aware of basic theoretical issues such as the understanding of the rhythms, or 

that the word tsiftet®li was óusefulô for the companiesô policies. In other words, the 

companies may have wanted to mislead the audience in order to buy their records. 

One should not forget that under discussion here are the 1970s and all of its 

characteristics:
15

 big venues (bouzouki clubs), electric bouzoukis, plate smashing, 

electrically amplified bands
16

 (louder volume) and belly dancing (that is, tsiftet®li). 

Perhaps, the companies wanted people to think that they were buying something that 

was in vogue, that is, a tsiftet®li song, even though this was not true. 

All the publications containing various types of recording catalogues of 

Vas²lis Tsits§nisôs recorded work (in some, not only Tsits§nisôs) are listed below 

(Table 3.4). In all of these publications there have been numerous errors of various 

types, most of which have been mentioned previously.  

 

 

Shor®lis 1977-1981 (four volumes) 

Tsits§nis 1980 (edited by Hatzidhoul²s) 

Mani§tis 1994; 2006 

Angelik·poulos 1999 

Alex²ou 2001 and 2003 

Hristian·poulos 2001; 2002; 2009 

K·ndos in Righa 2003 

Anastas²ou 1995; 2004 

P§pistas (n.d.) 

  

Table 3.4: Publications with errors in their songsô catalogues 

                                                 
14

 HMV, 7XGA 3291 ï 7PG 3953, recorded in 1970. 

15
 See Pennanen 1999: 69 regarding the post-1950s laik· period. 

16
 Electric guitar, electric bass and electric bouzouki. 
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Dating the Recordings 

A problem of grave importance relates to the recording and release dates of the songs. 

Each recording contacted at the Columbia factory (and not only) would acquire a code 

consisting of (in most cases) a combination of Latin letters and numbers, for example, 

CG 2425 for the Columbia recordings, OGA 1195 for the His Masterôs Voice, and so 

forth. This code is known as the matrix code and is connected with the recording date 

of the song.
17

 When entering the trade, the song would acquire one more code of this 

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

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

of which have been mentioned above. In all of them (with an exception of Mani§tis 

2006 which is referred to later on) the date of the recording is accompanied by the 

catalogue number. In other cases, it is not clear whether the given date is related to the 

recording or the release of the song. Therefore, the confusion is intensified each time 

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

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

publications, and thus perpetuating the problem. The first time a matrix code was 

found was in the accompanying inserts of Charles Howardôs edition Rembetika 3: 

Vas²lis Tsits§nis, 1936-1940 (JSP records, 5 CDs). Mani§tis is the first Greek who 

uses and cites matrix codes (2006). Oral sources indicate that this was due to Charles 

Howardôs instigation which may well be verified by Mani§tisôs expression of 

gratitude to Howard in the preface of his book. In his work, Pennanen reports that 

Greek researchers made many mistakes, omissions, deceptions and in general actions 

that are not based on methodologies of an academic type, with regard to 

discographical works (Pennanen 1999 and 2005). Priceless comments and 

observations in terms of the lack of reliable sources around remb®tikoôs discography 

can also be found in Smithôs article The Chronology of Reb®tiko ï A Reconsideration 

of the Evidence (1991). Pennanen numbers the various means that the researcher has 

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

ways and strategies that Pennanen proposes in order to find out a songôs recording 

                                                 
17

 Research has shown that it can be connected with other things, too, as long as it can be proven by 

facts. For example, with the name of the sound engineer who was responsible for the recording (see 

Vernon 1995). It should be also mentioned that Vernonôs work is an inspiration for scholars 

undertaking research with discographical context (see for example Vernon 2003). 
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date, are based on logic and simple mathematical accounts. Obviously, the most sure 

and proper way to avert mistakes is the utilization of primary information sources, for 

example, the companyôs recording sheets which were usually a piece of paper, where 

each sound engineer would make notes related to the recording carried out. Curiously, 

the matrix number was not the only thing to which Greek aficionados did not pay 

attention. Research has revealed a third numeric type which can also help in the 

dating of songs. This is the license number which was given by the censorship 

board.
18

 It should not be forgotten that the censorship did not allow songs which had 

lyrics that were connected to some specific subjects to be recorded (for example, 

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

they were approved, the song went to the studio. Given that the matrix and the license 

number were written on the actual record (on its label) makes it justifiable to wonder 

whether the authors of the books with discographical references had actually seen one 

of their primary implements and sources of information or not, that is, the record 

labels. Figure 3.5 shows a record label where the three types of numeric codes are 

visible. The matrix code is located at the lower left whereas the catalogue code is on 

the right. The license number is located above the title (Ƀ ɢɤɟɘůɛɧɠ ˊɞɡ ɛɎɜŰŮɣŮɠ [o 

horism·s po¼ m§ndepses = the divorce you foresaw]) as óŬɟ. Ɏŭ.ô, which stands for 

Ŭɟɘɗɛɧɠ ŬŭŮɑŬɠ [arithm·s adh²as = license number]. 

 

 

                                                 
18

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

 

 

Unfortunately, the value of the information these documents (primary sources) 

provide is not yet comprehended, nor appreciated in Greece. Further proof of this is 

that three out of the eight buildings of the Columbia factory in Athens were destroyed 

in 2006, having the approval of the Ministry of Culture and of the Main Council of 

Contemporary Monuments.
19

 According to rumours I have heard by various sources 

such as remb®tiko aficionados during my visits to Athens, these three buildings were 

destroyed without taking items out from inside. A more tragic scenario of these 

rumours is that much of the material was thrown into the garbage (more about these 

scenarios below). A great amount of every kind of material, such as recording sheets, 

salesô lists, archives, interviews and tapes were destroyed or stolen, making the job of 

academic research hard and, sometimes, impossible to carry out. 

Regarding the creation of a discography of Greek songs, apart from relating to 

the order of things, since we deal with a specific event that took place on a particular 

day and time and therefore it is void of meeting various recording and song release 

dates. The discography also has the ability to reveal information regarding the 

                                                 
19

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

February 21, 2006, the Council characterized the gate and building A as being ómonumentsô, and 

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

www.culture.gr). 
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development of the musical style itself. A soundly formed and rational discography 

has a historical, social, as well as a musicological value and therefore phrases such as, 

óof course, it is not of vital importance whether a song was recorded in 1938 or 

1939ô
20

 reduce its value. The lack of clear chronological references obstructs 

comprehension and (most importantly) interpretation of some elements of a 

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

and guaracha, the change in the rhythmic form of the zeimb®kiko rhythm, the course 

and evolution of the tempo of all the rhythms used, evolving production methods and 

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

 

 

Mysteries around the Sources in Greece 

The finding of critical historical documents that previous scholars were either not 

aware of, or they were not able to locate, enables the provision of more accurate 

recording dates and generally information totally neglected in the past. It is of utmost 

importance to mention some strange situations that appeared during this óquestô for 

historical sources, for many times, it became a quest and not research. By describing 

such situations I try to reveal exactly the extent of the problem of undertaking 

research on popular music in Greece, to raise some critical questions and, finally, to 

draw the attention of possible future researchers. Most importantly, these situations 

show the reason, or at least one of the main reasons, that research in Greece is at an 

embryonic stage.
21

 

As mentioned above, research on recording and release dates began with the 

publications available in the market. Very soon, the researcher will realize (as I did) 

the problematic situation created by the writings of these books and will soon suspect 

that the dates are incorrect and misleading. The most obvious reason is the following: 

if we assume that there are six publications that contain references to recording and 

release dates, one will discover that there are songs with up to six different 

recording/release dates! To put it another way, each one of the authors of these six 

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

                                                 
20

 Angelik·poulos 1999: 98. 

21
 Regarding the available resources in Greece at the time that the article was published, see Ratliff 

(1979). 
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some of them merely estimated the year. In other cases where fewer different dates 

are found, it is highly possible that one author merely took his dates from another who 

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

case of And·nis K·ndos is an exception, for he at least states that the dates are taken 

from older publications (in Spir·poulos 2006: 53). K·ndos says that he based his 

research on several older works, such as T§sos Shol®risôs (1977-1981, four volumes). 

Strangely, the authors that copied from older publications as vital information as the 

dates, did not even think to check for their accuracy, since these old books do not 

reveal their sources. And the problems do not end here; a case where one author 

gives, for example, 1959 as the recording year of a song and another gives 1960, is 

frequent but, nevertheless, quite easily solved. However, I 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 

ȸɎůŰŬ əŬɟŭɘɎ ɛɞɡ
22

 [v§sta kardhi§ mo¼ = hold on my heart]. Mani§tis (1994) writes 

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

simply writes 1950 in the recording date column. K·ndos (in R²gha 2003), P§pistas 

(n.d.) and Alex²ou (2003) agree with Mani§tisôs first date, that is, October 13, 1951.  

On the other hand, Howardôs notes write that the song was recorded on 

December 12, 1950. Eventually, the logistics books of Columbia verified Howardôs 

date. Where could the other four have found this óOctober 13, 1951ô? It is not a 

simple speculation, that is, merely a year which can be estimated if someone studies 

the matrix numbers. This, unfortunately, is not the strangest case among the cases of 

different dating. Let us examine another song entitled ɇɞ ˊɞɡəɎɛɘůɞ
23

 [to pouk§miso 

= the shirt]. Mani§tis (1994) gives the date November 24, 1956 as its recording date. 

P§pistas (n.d.) gives December 1, 1956, the same as K·ndos and the files of AEPI do. 

The Hellenic Society for the Protection of Intellectual Property (AEPI) claims to own 

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

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

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

                                                 
22

 HMV OGA 1725 - AO 5000. 

23
 HMV OGA 2480 - AO 5364 and ȷɃ 5367. The existence of two or more catalogue numbers means 

that the song was issued in more than one record. This, obviously, does not affect its matrix number, 

that is, its recording date. 
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official documents do not go well together? I should elaborate on this issue, for it is 

the key of the whole situation. 

In the preceding lines, I have mentioned three extremely critical things: 

Charles Howardôs notes, Columbiaôs logistics books and AEPIôs recording sheets. 

Charles Howard visited the British Library of Recorded Sound during the 1990s. All 

information was taken from microfilms of original recording sheets, file cards and 

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

sheets. Moreover, Ghi·rghos Ghramatik·s started a discography project in the 1970s. 

He then passed his file books over to Howard who continued for several years. 

Howard told me that they only took information from the 78rpm discs that they had 

actually seen, or from old 78 catalogues.
24

 Figure 3.6 shows such a document with 

Howardôs and Ghramatik·sôs notes. 

                                                 
24

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

three times. 
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Figure 3.6: Charles Howard's and Ghi·rghos Ghramatik·sôs notes 

 

 

The logistics books of Columbia were something that I have never heard about 

before, until I actually saw and handled them. I had heard rumours that some people 

may have stolen items from inside the Columbia factory, or that they just found 
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material in the garbage. All these were rumours until 2010, when with the priceless 

help of the son of Vas²lis Tsits§nis, K·stas, we located and met with three key people. 

One of them was K·stas Matso¼kas with whom I met several times in Athens. He 

informed me that he, along with Ghi·rghos and Dhim²tris R§nios, possessed the 

logistics books of Columbia which are approximately (as they told me) 70-80 in 

number. Apart from meeting with Matso¼kas, I, along with K·stas Tsits§nis, also met 

several times with Ghi·rghos R§nios. It should be emphasized that the books contain 

lists of the recordings of all of the four main labels of the period, that is, Columbia, 

His Masterôs Voice, Parlophone and Odeon. I should clarify that all of the companies 

were using Columbiaôs factory, also known (all together) as óThe Gramophone COô 

(regarding the history of the recording industry in Greece, see Ewbank and 

Papageorgiou, 1997: 74-80). Matso¼kas was not very clear regarding the way they 

obtained the books, but they discussed with K·stas Tsits§nis for over a year about 

taking money from him (Tsits§nis) in order to photocopy the pages that concerned his 

fatherôs songs. However, apart from approximately 30 pages that K·stas Matso¼kas 

gave to us, they did not keep their word and, eventually, the books remained in their 

mere possession.
25

  

The value of these books cannot be underestimated, for it is not only that they 

cover a huge time period, from virtually the very beginning of the recording activity 

in Greece (around 1920s) until around 1970s;
26

 it is also the fact that each page, 

referring to a single song-recording, contains several pieces of information connected 

to the song, such as the recording date, the names of the musicians that took part in 

the recording along with their payments, the names of the songwriter and the lyricist 

and more. The pages of the logistics books also reveal another element, never 

previously noticed by scholars. If someone carefully examines the record labels they 

will notice that in many cases, there are more numbers next to the matrix code. For 

example, GO 4844-2 or GO 4844-3 and so forth. I found these numbers in the 

logistics books, too, and after researching the issue, I was surprised to discover that no 

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

                                                 
25

 It should also be added that Matso¼kas, apart from these 30 photocopied pages from the books, sent 

hand-written copies of information concerning 118 more songs.  

26
 The information within the books (at least within those I managed to hold and open) is written in 

pencil. 
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line show the ótake/sô of the recording.
27

 In other words, someone can see in the books 

the following code: GO 4844-1, 2, 3. This means that there were three takes recorded 

for this song. For some songs all the available takes have been issued, while, for other 

songs, only a single take was issued. Therefore, there is another completely new 

aspect revealed which is tightly connected to the recording industry. After all, óthe 

most important distinguishing feature of popular music is its close relationship with 

the mass mediaô (Manuel 1990: 4). If more than one take is found in the market, this 

perhaps signifies that the people involved in the recording (songwriter, musicians, 

company) liked all of the takes and simply wanted to issue all of them. In the case of 

finding only a single take in the market, it is highly possible that there was only one 

take that met the tastes and the needs of these people. Figure 3.7 shows a scanned 

page from the books. Figure 3.8 shows a record label where this type of matrix code is 

visible (CG 2738-3). 

 

                                                 
27

 It should not be forgotten that we deal with óliveô recordings where the band played/recorded 

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

 

 

Turning now to the files of AEPI: The first stages of my research revealed that 

the Library of Recorded Sound in England ï whom I contacted ï had the files from 

the recordings held in Greece. Rod Hamilton from the archive in England responded 

that about ten years ago, Sot²ris Likour·poulos, Head of the archive of AEPI, visited 

the British Library Sound Archive and went through their archive.
28

 He purchased 

copies of various reels of microfilm on behalf of AEPI which were mainly recording 

sheets arranged by matrix number from the Athens office of Columbia, dating from 

the late-1930s to 1940s. Consequently, my next meeting was with Likour·poulos at 

AEPIôs offices in Athens. He showed me the electronic database of AEPI and told me 

that he intended to help me with the dates of the songs, as well as with anything else 

he could with regard to information about the recordings.
29

 He sent me three 

Microsoft Office Excel documents, each one concerning each of the major recording 

companies (HMV, Odeon and Columbia). These documents contained 166 songs 

titles (in total), along with their matrix and catalogue number and their recording date. 

Despite my innumerable appeals for letting me see the actual recording sheets, as well 

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

                                                 
28

 I contacted Rod Hamilton via e-mail in July 2009. 

29
 It should be noted that Tsits§nis (and consequently his son, K·stas, as his heir-at-law) as well as I (as 

a composer) are members of AEPI. 



77 

 

companies, AEPI denied both. In other words, they gave me 166, out of 

approximately 550 songs credited to Tsits§nis, and they have never let me see the 

actual source and thus, my source of information (from the part of AEPI) is merely 

three Excel documents. 

Contrary to AEPI, EMI kindly provided their valuable co-operation and help. 

More specifically, Harris Tsakmatsian, Head of the archive in Greece, sent me a list 

of the songs credited to Tsits§nis.
30

 Although this list contains much vague and, in 

many cases, already cross-checked mistaken information (such as recording years), it 

provides some elements which were hard to locate until then. These are the matrix 

numbers of the songs included in 33rpm LP records, which (the records) do not 

include these numbers, neither on the actual records, nor in their sleeve notes.
31

 Figure 

3.9 shows a page from EMIôs catalogue. 

 

                                                 
30

 I contacted H§rris Tsakmatsian in June 2011. 

31
 Obviously, these matrix codes are not included in the logistics books, for they concern the 33 rpm 

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

 

 

To sum up, there were four major sources which I managed to discover: 

Howardôs notes which concern approximately 323 songs, the logistics books of 

Columbia concerning 148 songs, AEPIôs Excel files which concern 166 songs, and 
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EMIôs list which concerns everything they have in their archive, with regard to the 

discography of Tsits§nis, containing, however, much mistaken information.
32

 It is 

clear that unless someone manages to obtain complete information for each one of 

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

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

to accomplish. Moreover, as Pennanen argues: 

 

a record and the recording it contains should be compared with other 

relevant records and recordings and data received from other source 

groups, i.e. record company files, record catalogues, record reviews, 

newspaper advertisements, interviews, photographs and films (2005: 

88). 

 

The accuracy of critical information such as the recording dates, the matrix 

numbers and so forth is an extremely vital matter, as this can help the researcher to 

create a solid discography from which they can export statistics which, in turn, are 

also extremely useful for the clearest understanding of several aspects of the recording 

career of an artist, such as stylistic changes, performance technique alterations and so 

forth. 

 

 

Historical Recordings and Recording Technology 

Source criticism is a large subject which, of course, is applied not only to recordings 

and the science of music, but also to other sciences where the sources have to be 

examined under the concept of inner and outer source criticism.
33

 George Brock-

Nannestad gives a detailed and interesting description of the recording procedure as 

well as of the problems that arose from the examination of historical recordings. The 

researcher has to bear in mind those issues in order to avoid misleading conclusions. 

The recording technology available at the period under discussion played a 

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

                                                 
32

 This became obvious after I cross-checked the dates provided by EMI with the historical documents I 

managed to examine during my research. 

33
 See Brock-Nannestad (1984: 925) and Pennanen (2005: 83). 
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of the song, which is one of the starting points and main implements of the researcher. 

Pennanen speaks of the problems, as well as to what extent recording technology 

affected the final form of the song (2005). Two of the most important aspects have to 

do with the fact that ómusicians often had to alter their normal playing techniques, 

instrumentation and even musical styleô and that óthe non-standardized revolving 

speeds and the limited recording time affected the recording tempi and length of 

sections (Millard 1995: 100-101, 261-262)ô.
34

 I cannot see that the first aspect is true 

of Vas²lis Tsits§nisôs recordings, as well as of remb®tiko and laik· music in general. 

Firstly, because Evangel²a Marghar·ni speaks of standard/fixed set up inside the 

recording room, that is, of pre-arranged positions of the musicians in order to achieve 

the desirable sound. For instance, she remembers the double-bass player and the 

pianist sitting behind and far from the two main instruments, that is, the bouzouki and 

the guitar, so that, due to their sound volume, the former would not cover them. This 

way, they also achieved in playing with their natural/normal technique without having 

to be afraid if they would cover one another. Moreover, we are dealing with the so-

called live recording technique. This means that, due to the early stage of recording 

technology and of the available equipment, the musicians had to play altogether, as 

they used to play in venues. After all, the style was meant to be a óliveô musical style, 

initially created in hashish-dens and generally by people of the underworld. óFor a 

long time it stayed away from mass acceptance as fringe music addressed to the 

underworld and closely connected to pot-smokingô (Ewbank and Papageorgiou 1997: 

68). Thus, in the studio, too, at least during its first period, it kept the same aesthetic. 

In other words, if one compares studio recordings of this period with live recordings of 

the same periods, they will see that the way the band performs the songs is almost the 

same. 

With the new era of recording technology as well as with the development in 

the construction of instruments and even the use of new, for the style, instruments, it is 

highly likely that musicians had to change their playing techniques in order to try the 

aforementioned newly introduced parameters, that is, new technology and new 

instruments. For example, the use of the steel-strung guitar (usually called acoustic) 

instead of the Spanish (after the 1960s) compelled the guitarists to search new playing 

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

                                                 
34

 Pennanen 2005: 83. 
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the rapid development of the style along with the development of recording 

technology compelled the musicians and perhaps the sound engineers too, to find new 

techniques, orchestrations and arrangements. The course of events should have also 

forced them to search for new and better positions inside the recording room in order 

to record and produce the best sound possible. The reason is simple: the balance of the 

volume and the general sound of the band had changed. Some recordings made in the 

early 1960s show various problems found in this new age of recording technology. 

The volume of the instruments was not well-ballanced, something that perhaps shows 

that both the sound engineers and the musicians were actually óexaminingô the new 

parameters.
35

 From the early-1960s, new rhythms, new scales/modes, new 

instruments,
36

 new playing techniques, new singing styles and advanced recording 

technology were some of the aspects that changed in laik· music. 

Another available source that lets us understand that the playing technique in 

the early remb®tiko was basically the same in the studio and on the music stands, is 

live recordings where we can clearly hear the musicians playing songs in, more or less, 

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

fact that remb®tiko and early laik· involved small bands.
37

 Therefore, they did not 

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

style itself played a central role, too. If someone listens carefully to remb®tiko-laik· 

studio and live recordings, as well as to bands playing the music live at venues today, 

they will see that the style of the music does not require exaggeration in the dynamics. 

On the contrary, it demands a detached treatment, without fluctuations. To provide a 

basic model, the music within a song can be likened to being a straight line with slight, 

almost hard to discern fluctuations. The most notable dynamics can be heard when the 

                                                 
35

 Song examples: ɀŮɗɡůɛɏɜɞɠ ɗŬ ôɟɗɤ ŬˊɧɣŮ [methism®nos th§ órtho ap·pse = I will come drunk 

tonight], HMV 7XGA 754 - 7PG 2832, recorded on October 26, 1960; ɇɞ ɢŬůŰɞɨəɘ [to hasto¼ki = the 

slap], HMV 7XGA 948 - 7PG 2911, recorded on March 11, 1961; and ȰɚŬ ɜŬ əɚɎɣɞɡɛŮ ɛŬɕɑ [®la na 

kl§psoume maz² = come to weep together], HMV 7XGA 1745 - 7PG 3307, recorded on June 8, 1963. 

These are some of the songs where an almost non-hearable guitar is notable. 

36
 Acoustic steel-strung guitar; bouzouki playing with jack cable (see further below); congas and 

bongos (tumbadoras); and keyboards. 

37
 As heard in the recordings, this periodôs orchestras usually consisted of the bouzouki, the Spanish 

guitar and the baghlam§s. Baghlam§s [ɛˊŬɔɚŬɛɎɠ] is an accompanying instrument which looks like a 

miniature bouzouki and produces a rather high-pitched sound 
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voice comes in, usually right after an instrumental intro, where the band lowers its 

sound volume in order to help the voice/s to stand out. Obviously, the bands and the 

arrangements became much more complex and sophisticated later on, roughly after the 

1960s. Surely, the development of recording technology affected the music itself as 

well, thus, it also affected arrangements and orchestrations. 

On the other hand, the non-standardized revolving speed, as well as the limited 

recording time, obviously affected various aspects of the songs, such as the tempi, the 

length of the song, the structure and the tonality. As Pekka Gronow says in an 

interview with Risto Pekka Pennanen, óa change of four revolutions per minute in 

playback causes a difference of a half step in pitchô (Pennanen 2005: 90). This means 

that the basic implement on which a researcher can build their analyses, that is the 

recording, provides false and misleading elements and thus, it can mislead them to 

false assumptions and conclusions. If we also take into consideration the argument of 

Nannestad that, óthe record companies of those days may account for the fact that the 

speed suggested to customers was deliberately chosen at 2rpm to 3rpm greater than the 

recording speedô (Brock-Nannestad 1984: 925), we can then understand the real 

dimension of the situation. A difference in pitch changes the songôs tonality, the 

songôs tempo and, consequently, the songôs length. Moreover, it can affect the timbre 

of the voices and the instruments. There are numerous examples of such songs within 

Tsits§nisôs corpus of recordings.
38

And this is not the end of the problems; due to the 

fact that many of the original 78 rpm recordings can hardly be located ï and even if 

they could be located many of them are damaged and thus, the sound quality is bad ï 

people, today, use digital archives in mp3 format. This is the easiest and most possible 

way for someone to find old recordings. There are two basic problems though; firstly, 

someone who owns a 78 rpm record may lack the technical skills and knowledge 

required to convert the sound from the record into another format (cassette, wav, 

mp3).
39

 A mistake in the procedure can easily affect the final output of the conversion 

                                                 
38

 Some indicative examples with problems in the pitch are: ȷɛŬɟŰɤɚɐ [amartol² = sinner woman], 

Columbia CG 2271 - DG 6674, recorded on October 6, 1947; ȰɜŬ ŰŬɝɑŭɘ Ůɑɜô ɖ ɕɤɐ [®na tax²dhi in i zo² 

= life is a journey], Columbia CG 4058 - DG 7531, recorded on February 15, 1960; and Ɉ́ ɎɟɢŮɘ ɛɘŬ 

űɚɧɔŬ [ip§rhi mi§ fl·gha = a flame exists], HMV 7XGA 1746 - 7PG 3307, recorded on May 9, 1963. 

39
 Obviously the same is true of 45 rpm records too. However, their óyoungô age makes locating them 

easier. 
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which will, ultimately, reach the archive of other people.
40

 Secondly, many 

characteristics of the same song can differ from archive to archive. For example, song 

A is in D tonality, with a tempo  å 80, and comes from the mp3 archive of 

collector/individual B. The same song A is found in D sharp tonality, with a tempo  å 

90 in the mp3 archive of collector C. I should underline the fact that numerous times, I 

even found three different versions of a single song from three different archives. In 

other words, I have listened to the same song in three different tonalities and tempi. In 

such cases, if the finding of the original record is impossible, then understanding 

which version is the correct one can prove very difficult.  

The structure of the songs is something that also needs attention. Due to time 

limits, songs had to last around three to three and a half minutes. This, obviously, 

forced the songwriters to form the structure of their songs according to these 

parameters. This is perhaps one of the reasons for the gradual acceleration that is noted 

in many songs. Oral stories reveal that the sound engineer used to make signals with 

his hand to the musicians, wanting to show that they were running out of time. This is 

verified by the last instrumental part of the song ȷɗɖɜŬɑɘůŬ
41

 [athin®isa = Athenian 

woman] and the oral story existing, which I managed to cross-check by discussing 

with several people, such as researchers of Tsits§nisôs life and his son. It is said that 

around the end of the last verse, the engineer signalled Tsits§nis that there were some 

seconds left and so he improvised and finished the song with a 16-second melodic 

phrase which was not part of the song. Some of the differences found between studio 

recordings and recordings of live performances of the same songs attest the fact that 

many times the composer had to adapt the songôs structure according to the limitations 

of the recording time. Some of these differences found in live recordings are: repeated 

intros or even musically changed (lengthier) intros; altered (slower) tempi; and tax²mi 

in the beginning or inside the song. 

Some examples from Tsits§nisôs recordings are given as complementary 

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

firstly, many of the problems described above are true of Tsits§nisôs recordings and 

                                                 
40

 As we saw in the preceding lines, the sound might already be changed from its initial market source, 

that is, the record. 

41
 Columbia CG 2166 - DG 6600, recorded on June 25, 1946. 
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secondly, through the examples, one can see the impact that recording technology had 

in different periods. 

 

 

Fade-out 

Some songs end with the ófade-outô, so-called by sound engineers. Many problems are 

found within some reissues of older recordings, where, contrary to the originals which 

do not end with the fade-out, the contemporary do. Pennanen writes the following 

about reissues: 

 

In the 1970s during the first stage of the rebetika revival, the editor 

of several historical reissues, Kostas Hatzidoulis, was in the habit 

of ending all performances with a fade-out (e.g. EMI Regal 14C 

034-70364).
42

 

 

Pennanen continues and says that ófade-out has been the standard closure of Western 

pop songs since the 1960s, and possibly Hatzidoulis wanted to modernise the historic 

recordings by using this effectô (2005: 92). I managed to find out the exact reason for 

this situation. K·stas Prik·poulos was the sound-engineer of many of these re-issues. 

In an interview I conducted with him he informed me that the reason that they used the 

fade-out effect was that many of the records they had in their possession were 

extremely dirty and damaged.
43

 Therefore, and because the stylus jumped, they 

decided to cut off some parts of the songs. In addition, Pennanen correctly blames the 

record companies for they óhave not considered historical popular music worthy of 

painstaking editorial work. Therefore, instead of an original or restored historical 

recording there may be a distorted or forged document. Most reissues do not contain 

even basic discographical data, not to mention commentaries with source references 

shedding light on the background of the recordings and musiciansô (Pennanen 2005: 

90). 

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

wrote on remb®tiko songs in Greece. Nobody ever wondered and wrote about it, for 

                                                 
42

 Pennanen 2005: 92. 

43
 Interview with K·stas Prik·poulos contacted on May 31, 2012 in Thessaloniki. 
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instance, why song A ends with fade-out, since this was not common for the 

órecording traditionô of remb®tiko and laik· generally. However, the fade-out 

technique was used in original recordings too, after the 1960s, perhaps in an imitation 

of Western pop songs. Table 3.5 shows some examples of original recordings which 

end with the fade-out technique. 

 

 

Song title Recording details Recording year 

ɇɞˊɎɕɘŬ  

[top§zia = Eastern female name] 

HMV  

OGA 2990 - AO 5614  

and 7PG 2657 

1960 

ȰɚŬ ɜŬ əɚɎɣɞɡɛŮ ɛŬɕɑ  

[®la na kl§psoume maz² = come to weep together] 

HMV  

7XGA 1745 - 7PG 3307 

1963 

ȾŬɘ ɢɑɚɘŮɠ əŬɟŭɘɏɠ  

[ke h²lies kardhi®s = a thousand hearts] 

HMV  

7XGA 1959 - 7PG 3376 

1964 

ȹɘˊɚɐ ɕɤɐ  

[dhipl² zo² = double life] 

HMV  

7XGA 1998 - 7PG 3384 

1964 

Ⱥůɨ ɔɚɡəɘɎ ɛɞɡ ɛɧɜɞ  

[es² ghliki§ mo¼ m·no = only you my sweet] 

HMV  

7XGA 1857 - 7PG 3361 

1964 

ȹŮ ɟɤŰɩ ˊɞɘŬ ŮɑůŬɘ  

[dhe rot· pi§ ²se = I donôt ask about you] 

HMV  

7XGA 2574 - 7PG 3615 

1966 

ȹɖɚɖŰɐɟɘɞ ůŰɖ űɚɏɓŬ  

[dhilit²rio sti fl®va = poison in the vein] 

CBS 83406 1978 

  

Table 3.5: Examples of Tsits§nisôs songs ending with the fade-out technique 

 

 

Panning 

The so-called ópanningô was another modern technique that was used by sound 

engineers. In most cases, and due to the fact that this was a newly introduced 

recording (actually mixing) technique, the engineers tended to exaggerate. There are 

several cases where half of the instruments of the band play utterly from the left 

channel, whereas the rest play from the right. Table 3.6 includes some examples of 

such recordings. 
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Song title Recording details Recording year 

Ɋɘɚɐ ɓɟɞɢɐ ůŰŬ ɛɎŰɘŬ ůɞɡ  

[psil² vroh² sta m§tia so¼ = drizzle in your eyes] 

HMV  

7XGA 2936 - 7PG 3797 

1968 

ɇɞ ˊŬɘŭɑ Ŭ'́ Űɞ ɚɘɛɎɜɘ  

[to pedh² apto lim§ni = the guy from the port] 

HMV  

7XGA 2937 - 7PG 3797 

1968 

ȳŰŬɜ ɗŬ ůɛɑɝŮɘɠ ɛ' ŬɡŰɧɜ ˊɞɡ ɗ' ŬɔŬˊɐůŮɘɠ  

[·tan tha sm²xis maft·n po¼ thaghap²sis = when you 

be together with the one you will love] 

HMV  

7XGA 3001 - 7PG 3825 

1969 

ȼ ůəɘɎ ɛɞɡ əŬɘ ɔɤ  

[I ski§ mo¼ ke gho = my shadow and me] 

MINOS-EMI  

(COLUMBIA)  

7YCG 5240 - 2J-064 70172 

1975 

ɆŰŬɡɟŬŮŰɧɠ  

[stavraet·s = golden eagle] 

MINOS-EMI  

(COLUMBIA)  

7YCG 5239 - 2J-064 70172 

1975 

  

Table 3.6: Examples of Tsits§nisôs songs with the panning technique 

 

 

Reverb 

The adding of the reverb effect in the recording/mixing procedure soon became very 

popular. Clearly, research on the recording procedures of the periods under discussion 

is very interesting, on the one hand, and very crucial for the continuation of popular 

music studies, on the other. A thorough research project on the types and the general 

history of the reverb effect, for instance, could show which of the songs have a natural 

reverberation, and which a technical, for there are cases where the type of effect 

seems to be very like a natural effect, for example, arising from the use of a big empty 

studio room or even a hall. One should take into account that until the first recording 

studios were built (1936), recording sessions used to take place in the halls of 

Athensôs bigger hotels (Ewbank and Papageorgiou 1997: 74). Table 3.7 shows some 

Tsits§nisôs songs where reverb was used. 

 

 

Song title Recording details Recording year 

ȷˊɧɣŮ əɎɜŮɘɠ ɛˊŬɛ  

[ap·pse k§nis bam = tonight you go off with a bang] 

Odeon  

GO 4785 - GA 7716 

1953 

ɆŰŮɟɜɧ ɛɞɡ ɔɚɡəɞɢɎɟŬɛŬ  

[stern· mo¼ ghlikoh§rama = my last sweet dawn] 

HMV  

OGA 2798 - AO 5516 

1958 

ɇŬ ɝɏɜŬ ɢɏɟɘŬ  

[ta x®na h®ria = the unknown/strange hands] 

HMV  

7XGA 1607 - 7PG 3216 

1962 

ȳŰŬɜ ɗŬ ůɛɑɝŮɘɠ ɛ' ŬɡŰɧɜ ˊɞɡ ɗ' ŬɔŬˊɐůŮɘɠ  

[·tan tha sm²xis maft·n po¼ thaghap²sis = when you 

come together with the one you will love] 

HMV  

7XGA 3001 - 7PG 3825 

1969 

  

Table 3.7: Examples of Tsits§nisôs songs with the reverb effect 
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The electric bouzouki 

This is one of Man·lis Hi·tisôs deeds that changed laik· song forever. Oral stories 

suggest that this was one of the elements that Hi·tis brought with him from the USA 

(see Chapter 2), imitating the electric guitar that mainly used Fender amplifiers. 

Figure 3.10 and Figure 3.11 are the only photos I managed to find, where an amplifier 

is hardly visible. 

 

 

 

Figure 3.10: Hi·tis with his equipment (1) 
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Figure 3.11: Hi·tis with his equipment (2) 

 

 

It should be mentioned that Vas²lis Tsits§nis also used the electric bouzouki, 

especially on the music stands. Figure 3.12, Figure 3.13, Figure 3.14 and Figure 3.15 

show Tsits§nis with his electric bouzouki where the jack-cable, the outer part of the 

magnet and/or the amplifier, are visible.
44

 

 

 

                                                 
44

 Photographs given by K·stas Tsits§nis. 
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Figure 3.12: Tsits§nis with his electric bouzouki (1) 

 

 

 

Figure 3.13: Tsits§nis with his electric bouzouki (2) 

 

 

 

Figure 3.14: Tsits§nis with his electric bouzouki (3) 
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Figure 3.15: Tsits§nis with his electric bouzouki (4) 

 

 

This new bouzouki sound, as well as the new playing technique that Hi·tis 

introduced, were ï more or less ï the first stage of the new electric laik· era as 

defined by a fusion of Western technology and flamboyance, and a musical context of 

Eastern origin. Many remb®tiko enthusiasts in Greece, lovers of the old acoustic 

bouzouki style (both as regards its sound and its performance technique) argue that 

Hi·tis ódestroyedô, in a sense, the tradition and that he alienated the old, authentic (for 

them) remb®tiko style.
45

 The development of the style is not only due to the 

introduction of the electric sound of the instruments, but also due to Hi·tisôs 

performance technique which was something very outlandish for the standards of the 

period. It is true that Hi·tis created an entire new generation of bouzouki players who, 

from now on, were closer to the western context virtuoso musicians. It is also clear 

that both Hi·tisôs new bouzouki sound as well as his new very skilled performance 

technique introduced the new stage of the laik· song.
46

 After all, it should always be 

kept in mind that the development of a musical style is tightly connected to its 

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

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

issue of whether all this is ówrongô or not, is merely an issue of taste and subjectivity. 

                                                 
45

 My sources here are discussions with remb®tiko lovers as well as discussions I read in forums on the 

Internet. 

46
 About Man·lis Hi·tis, see And·nis Kas²tas (2009). See also Chapter 8 for a comparison between 

Tsits§nisôs and Hi·tisôs schools, as well as information about their relationship in establishing the laik· 

style. 
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Table 3.8 shows some songs examples from Tsits§nisôs recordings that were recorded 

with the electric bouzouki. 

 

 

Song title Recording details Recording year 

ȼ ůɡɜɞɘəɑŬ ɛɞɡ  

[i sinik²a mo¼ = my neighborhood] 

HMV  

7XGA 828 - 7PG 2858 

1960 

ɀŮɗɡůɛɏɜɞɠ ɗŬ óɟɗɤ ŬˊɧɣŮ  

[methism®nos th§rtho ap·pse = I will come tonight 

drunk] 

HMV  

7XGA 754 - 7PG 2832 

1960 

ɀɎŰɘŬ ŭŮəŬŰɏůůŮɟŬ  

[m§tia dhekat®sera = eyes fourteen (idiomatic)] 

Columbia  

7XGA 2036 - SCDG 3349 

1963 

ɁŬ Űɞ ˊɟɞůɏɢŮɘɠ Űɞ ˊŬɘŭɑ  

[na to pros®his to pedh² = take care of the child] 

HMV  

7XGA 2137 - 7PG 3485 

1964 

  

Table 3.8: Examples of Tsits§nisôs songs with an electric bouzouki 

 

 

Recording Innovations 

There are some cases with unique and potentially innovating (at least for the period 

under discussion) elements. One of them is the case of the song Ƀ ɉɟɐůŰɞɠ
47

 [o 

hr²stos = Chris] sung by Pr·dhromos Tsaous§kis, recorded on October 29, 1946. If 

someone listens carefully to Tsaous§kisôs cadences, they will notice something very 

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

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

only time Tsaous§kis used this technique.  

Another recording technique, most possibly an imitation of foreign recordings, 

was a second voice sang by the same singer through the use of overdubbing 

techniques. This, obviously, became possible only after multichannel (or multitrack) 

recording was introduced (from 1950s onwards). Two representative songs examples 

are: ɇɞ ˊŬɘŭɑ Ŭˊô Űɞ ɚɘɛɎɜɘ
48

 [to pedh² apô to lim§ni = the guy from the port], sung by 

Stam§tis K·kotas, recorded in 1968, and the song ɁɞůŰŬɚɔɑŬ
49

 [nostalgh²a = 

nostalgia], sung by Dh²mitra Ghal§ni, recorded in 1975. Obviously, the multichannel 

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

the bouzouki players to enrich their playing through overdubbing. 

                                                 
47

 Odeon GO 3666 - GA 7351.  

48
 HMV 7XGA 2937 - 7PG 3797. 

49
 MINOS-EMI (COLUMBIA) 7YCG 5241 - 2J-064 70172. 
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A Limitless Range of Sources 

An extremely important source regarding historical recordings is the press of the 

period. Hitherto, I could not find any work with a reference to discography in Greece 

which had cross-checked the dates it provided with the numerous publications in the 

press of the period.
50

 By referring to the press of the period, I also include the many 

interviews of Vas²lis Tsits§nis which are hard to locate today. Fortunately, The·filos 

Anastas²ou has gathered almost every interview of Tsits§nis by locating the 

corresponding newspaper. Although he kindly gave this material to me for 

examination, I should mention that he was not able to find any printing house 

interested in publishing this extremely valuable documentation and, thus, it remains 

unavailable to the public. Remb®tiko enthusiasts in Greece that have published books 

and articles would have drawn better (and in many cases easier) conclusions as regards 

the dates they provided, if they had not neglected this source of information. For 

example, there may be an interview of Tsits§nis that took place in 1970, which refers 

to songs recorded the very same year and were, then, hits in venues. And since the 

range of sources is under examination here, it should also be mentioned that ómuch 

useful information could be derived from multi-track tapes, track sheets, synthesizer 

patches, diagrams and data relating to the acoustic characteristics of the studio, signal 

processor settings, choice of microphones and photographs of their placementsô 

(Warner 2009: 141, n. 38). 

Finally, I should also mention the need of the sound source itself. To explain, 

prior to the era of the rapid spread of information (which admittedly is the era that we 

are now in), musicologists used to write musical scores in order to illustrate what they 

analyzed. In other words, the musical score used to take the place of the sound itself, 

in order to help the reader to construct a sonic image of the song that the writer 

analyzed. As popular/new musicology gained ground, scholars began to look for new 

means of transcriptions of music (for example, images from spectrum analyzers ï see 

Brackett 2000: 66-8, for instance). On the other hand, there are few publications which 

are accompanied by digital means of information, such as a Compact Disc (CD).
51

 It is 

critical to elaborate on this issue: clearly, the easiest way today for someone to listen 

to a song, due to the aforementioned era of information, is the Internet. As I have 

                                                 
50

 However, there are works by aficionados that include photographs of papers from newspapers. 

51
 See, for example: Kalivi·tis (2002); Tenzer (2006); Kallimopoulou (2009); and Uribe (n.d.). 
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noticed during my research project, more and more journals (academic and non-

academic) choose the path of electronic publication, as this is more functional from 

several aspects. Therefore, some interesting yet important questions arise: why should 

the author not include an Internet link for the songs they discuss and analyze? 

Obviously, under discussion here are songs which are allowed to be used publically 

and do not apply to the laws of intellectual property. However, one could also argue 

about the latter, too, for the development and progress of academic research could be 

considered as being equally important as the notion of intellectual property. Would it 

not be easier for the readers to have a better idea about the song/s? Why should people 

bother themselves with the transcriptions of the songs, since it is possible (and far 

easier even for a musician) to understand a song by simply listening to it? Is there a 

possibility that (as traditional musicology does) popular/new musicology tends to 

prefer the visual from the auditory? If yes, why? It seems that Timothy Warnerôs 

argument is accurate, that ówhile most classical music analysts focus on the score as 

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

since the recording represents a far more complete and accurate órecordô of musical 

intentionô (Warner 2009: 139). 

 

 

Tsits§nisôs Recording Career: Basic Statistics 

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

almost steady decline in the number of recordings produced.  
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Figure 3.16: Number of Tsits§nisôs recordings by year 

 

 

The year 1950 seems to be the most productive while years like 1972, 1974, 

1976, 1981 and 1982 have no recording at all. World War 2 is the reason that the 
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years 1940 ï 1945 are missing from the graph because all recording ceased during the 

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

Tsits§nisôs collaboration with the famous singer Str§tos Piaghioumtz²s.
52

 This 

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

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

still performed today.  

 

 

1950: a Key Year for Laik· Song 

A notable year was 1950 when Tsits§nis recorded 46 songs, something unprecedented 

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

this period and the number of songs that they recorded in 1950. Information has been 

taken from Mani§tis (2006). 

 

 

Songwriter Songs 

Ghi§nis Papaio§nou 21 

Man·lis Hi·tis 13 

Sp²ros Perist®ris 13 

Ghi·rghos Mits§kis 11 

B§mbis Bak§lis 10 

Io§nis Tatas·poulos 10 

St§vros Tzouan§kos 10 

K·stas Kapl§nis 9 

Ap·stolos Hatzihr²stos 7 

Ap·stolos Kaldh§ras 6 

M§rkos Vamvak§ris 2 

  

Table 3.9: Number of recordings by other songwriters in 1950 

 

 

                                                 
52

 First recording: Ƀ ɇůɘŰůɎɜɖɠ ůŰɞ ɀɧɜŰŮ ȾɎɟɚɞ [o Tsits§nis sto M·nde K§rlo = Tsits§nis at Monte 

Carl], HMV OGA 657 - AO 2448, recorded in 1937. Last recording: ɇŬ ɓɚɏˊɤ ůəɞŰŮɘɜɎ [ta vl®po 

skotin§ = I see them dark], Parlophone GO 4732 - ȸ. 74271-Ƚ, recorded on November 21, 1952. 
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There are some interesting details to point out regarding this particular year 

with regard to Tsits§nisôs recordings. Nine lead singers were recorded
53

 and five 

others performed as second voice (without counting Tsits§nisôs own vocals). Forty-

one of the songs are wholly created by Tsits§nis (that is, both music and lyrics) while 

three appear to have lyrics by Eftih²a Papaghianopo¼lou. Thirty-one of these songs 

are in old zeimb®kiko rhythm, twelve of them are in has§piko rhythm, two are in 

b§los and one in kalamatian·s. Five of these songs were recorded twice. Tsits§nis 

decided to record some songs twice or even three times. The changes, in most cases, 

involved the singer, the tempo of the piece, the orchestration and, in some cases, he 

changed melodic lines and/or the harmony.  

The year 1950 is a crucial one for Vas²lis Tsits§nisôs recording career, as well 

as the genreôs future. It is the year with the greatest number of recordings in 

Tsits§nisôs career. Several incidents that occurred in this specific year are worth 

noting because they acted as catalysts to the yearôs recording productivity. They can 

also be interpreted as heralds of the changes that the genre was about to undergo. 

Several other events of major importance that had occurred the year before paved the 

way for the year to come by laying the foundations for a new era, both for the 

composer and (as evidenced in the recordings) for the remb®tiko-laik· musical style 

as a whole. In 1949, the Civil War officially came to an end. Therefore, a 13-year 

period of conflict came to an end.
54

 The same year, the historical lecture of Manos 

Hadjidakis about remb®tiko took place (1949). Many scholars consider Hadjidakisôs 

lecture as the beginning of remb®tikoôs broader reception. Furthermore, the last 

recording on which M§rkos Vamvak§ris sings a Tsits§nisôs song is ɄŬɜŰɟŮɛɏɜɞɠ
55

 

[pandrem®nos = married man]. The same year, the first recording with the singer 

Mar²ka N²nou, one of the key singers in Tsits§nisôs career from several view points, is 

made in the song ũɘŬ ŰŬ ɛɎŰɘŬ ˊɞɡ ŬɔŬˊɩ
56

 [ghi§ ta m§tia po¼ aghap· = for the eyes I 

love]. Concurrently, the partnership between N²nou and Tsits§nis on the music stands 

begins. These events alone manifest, in a way, the end of an era (Vamvak§risôs era, 

                                                 
53

 Tsaous§kis, N²nou, B®lou, Gheorghakopo¼lou, St§mou, Evghenik·s, Moshon§s, D§lia and 

Tzouan§nos are the names of these singers. 

54
 1936-1940: Metax§sôs dictatorship; 1940-1946: World War 2; and 1946-1949: Civil War. 

55
 Columbia CG 2534 - DG 6786, recorded on October 27, 1949. 

56
 Columbia CG 2535 - DG 6786, recorded on September 31, 1949. 
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that is, the remb®tiko era) and the beginning of a new one (N²nouôs era, that is, the 

laik· era). In 1950 the last recording with the singer Io§na Gheorghakopo¼lou (who 

also stood for the old genre) is made in the song Ɇəɏɣɞɡ Űɖ ŭɧɚɘŬ ɛɎɜŬ ɛɞɡ
57

 [sk®psou 

ti dh·lia m§na mo¼ = think of my poor mother]. Furthermore, an event of major 

importance is the first studio collaboration between Vas²lis Tsits§nis and Evangel²a 

Marghar·ni as an accordionist in the song Ⱦɘ Ŭɜ ˊɎɗŮɘɠ əŬɘ əŬɛɘɎ ɕɖɛɘɎ
58

 [ki an p§this 

ke kami§ zimi§ = if you suffer a loss]. Finally, during the same year, Tsits§nis makes 

his first appearance in a movie, something that became very fashionable from that 

period onwards. If we also take into consideration the article of the journalist and 

music-critic Sof²a Spano¼dhi about Tsits§nis and laik· music that was published in 

the next year (1951), one can understand the gravity and the importance of this 

specific period. Spano¼dhi became, after once being an opponent of remb®tiko, a 

Tsits§nis fan and, thus, a person that finally acknowledged the genre.
59

 

All the above are not just signs of the genreôs change; in other words, they do 

not concern the music only. They are also signs of a broader social transformation, 

mostly due to the aforementioned end of the turmoil in the country, after many years. 

Greek society had the chance now to órestô, be re-organized and flourish. The people 

were now able to go out freely, and to find several means of entertainment, which 

included taverns, bouzouki clubs and venues and so forth; in other words, places 

where music had its special role and therefore, it, also, its own chance to flourish. 

This is possibly the reason for the great amount of recordings of this year, for it was 

also the recording industry that flourished. Whereas the musicians used to play for a 

piece of bread (during the years of turmoil), they now found two profitable ways of 

performing, that is, recording and working on the music stands. 

 Many distinctive elements can be found if we examine the statistical graphs in 

connection to Appendix A Tsits§nis Chronology of Events. For instance, we can see 

that Tsits§nis began his military service in 1938 and it ended in 1940. However, the 

production of the songs did not decrease. According to those who have written on 

                                                 
57

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

58
 Columbia CG 2738 - DG 6886, recorded on October 31, 1950. 

59
 The title of Spano¼dhiôs article, which shows her ideological change (as regards the 

acknowledgement of the genre), is Ƀɘ Ⱦɧůɛɞɘ Űɖɠ ȿŬɥəɐɠ ɇɏɢɜɖɠ: ɞ ɇůɘŰůɎɜɖɠ [the worlds of popular 

art: Tsits§nis]. 
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Tsits§nisôs life,
60

 this happened because Tsits§nis used to obtain permission to leave 

the camp for weekends in order to travel to Athens and record. Under the pressure of 

time, he often did not succeed in returning by the Monday and he was punished by 

being locked in the guard house. It has been rumoured, and some of his friends 

agree,
61

 that Tsits§nis used to do this on purpose so that he could spend as much time 

as he liked working on new songs. He is said to have written his greatest pre-war hit, 

ȷɟɢɧɜŰɘůůŬ
62

 [arh·ndisa = mistress] during one of these periods (see Hatzidhoul²s 

2002). 

 In the next two chapters (Chapter 4 and 5) the musical analysis part of this 

thesis commences. They deal with the Greek popular modes which constitute a major 

chapter in the history of Greek popular music, and in the development of Vas²lis 

Tsits§nisôs compositional style. The fact that a thorough analysis and examination has 

never been carried out makes writing a history of the remb®tiko and laik· styles (and 

Tsits§nisôs role within them) complex.

                                                 
60

 See, for example, Alex²ou (2001 and 2003). 

61
 For example, The·filos Anastas²ou, in a conversation we had in March 2010, testified to this piece of 

information. 

62
 Columbia CG 1874 - DG 6440, recorded in December, 1938. 
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Part III  

The Music 
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Chapter 4  

Introduction to the Greek Laik· Modes and Harmony 

 

The Greek Popular Modes: the Root of a Long-Lasting Problem 

ȹɟɧɛɞɠ [dhr·mos
1
] means road or street (plural ŭɟɧɛɞɘ, dhr·mi). 2 The laik· dhr·mos 

[popular mode] is, more or less, a communication code used by Greek musicians. This 

code, that is the dhr·mi, is passed on by oral tradition. It is based however on modal 

theoretical systems, and more specifically on the system of the Turkish makams. 

According to B¿lent Aksoy, óRauf Yekta listed theoretically the constituents of the 

makam, which were as follows: 1) a particular octave scale with particular intervals, 

2) a tetrachord and a pentachord, 3) a tessitura, which means apart from the 8 pitches, 

the extensions from the lowest and highest pitches of the octave scale, in other words, 

all the notes which are found or may be used in a makam scale, 4) entry, 5) the 

dominant, 6) the finalis, 7) its seyir.ô (Aksoy 1997: 8). 

Evidence suggests that there is a possibility that many musicians of the Piraeus 

(bouzouki-based) school thought that they were actually playing the óauthenticô 

makams, whereas the evidence (that is, the actual recordings) points to the fact that 

they were creating a different version of them.
3
  

 

It is difficult to trace the mutual influences that inevitably took 

place during the centuries of coexistence of Turkish and Greek 

music (Zannos 1990: 42). 

 

The situation became clearer when chordal harmony was introduced to the style 

(examined below). During the years of the music of the caf®s and the first years of the 

remb®tiko (or the Piraeus bouzouki-based) period,
4
 the way that Greek musicians used 

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

                                                 
1
 I use dhr·mos for singular and dhr·mi for plural. 

2
 Parts of Chapters 4 and 5 have been published as the article óThe Greek Popular Modesô, British 

Postgraduate Musicology, 11 (2011). 

3
 In order to mark the difference between dhr·mi and makams, I write the former using the Latin 

alphabet (Ous§k, Hitz§z) while I write the latter in their original form (Uĸĸ©k, Hic©z). 

4
 See Chapter 1 regarding the chronology of the music of the caf®s, remb®tiko and laik·. 



101 

 

repertoire. Obviously, the turning point should be sought somewhere around this 

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

óauthenticô makam style (mainly using fretless instruments), while the Greeks at 

Piraeus were trying to learn and perform it within their context (ethos, aesthetics and 

themes of the lyrics). The moment that the bouzouki ï a fretted instrument ï became 

the mainland Greeksô basic and leading instrument, is perhaps the moment when the 

change of style took effect.
5
  

 

During its formative process a new style somehow detaches itself 

from its predecessor and, wittingly or unwittingly, emerges as a 

reaction to the older style. Ordinarily, this reaction to and breaking 

away from the older style is not clear-cut. In fact the new style 

usually borrows and/or adapts some element from the older style. 

After the formative process, the new style becomes crystallized and 

establishes itself, and its audience begins to recognize the 

boundaries of it (Byrnside 1975: 219). 

 

In fact, it was unavoidable that confusion like this would occur. If the first remb®tes 

(in Piraeus) who created a new repertoire by using the ósoundsô from the Ottoman 

style that they either heard or with which they were already familiar are borne in 

mind, the changes that occurred can perhaps be better understood. Under discussion 

here are native Greeks who were affected by the refugeesô music (Ghi·rghos B§tis, 

for instance), or refugees (Sp²ros Perist®ris) whose style changed from the so-called 

(as examined in Chapter 1) Smirn®iko music style (that is, the caf®s style) to the 

remb®tiko (Piraeus bouzouki-based) style. The major difference was the use of the 

bouzouki as the remb®tesô primary instrument instead of instruments without frets that 

the refuges used. It seems that the remb®tes tried to produce the same sound style by 

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

óauthenticô makam style into their bouzouki-based style. After all, as Beaton 

convincingly argues, it is helpful to ódistinguish two elements which determine the 

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

                                                 
5
 Obviously the bouzouki was phased in the style which was gradually changing. With óthe moment of 

changeô I merely want to emphasize the catalytic role of this particular instrument. 
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(1980: 1). According to Beatonôs theory, the first includes theoretical matters of the 

musical styles, such as modes or scales, the intervals as they are actually heard and so 

forth, while the second has to do with the practical matters, such as composition and 

improvisation.  

 

[é] it is impossible to tell, at a given moment in the history of a 

musical tradition, the proportions in which the two types of 

structure have contributed to the establishment of musical norms. 

In consequence, they are best regarded as maintaining a constant 

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

 

To continue with the mainland remb®tes, most of them had little schooling, not only 

musically, but generally.
6
 Perhaps this is the most important reason for the theoretical 

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

association drawn between the laik· dhromi and the Turkish makams. As mentioned 

above, a crucial difference is that, contrary to the instruments of Greek laik· music, 

Turkish music mostly uses instruments without frets or with movable frets.
7
 We are, 

therefore, dealing with a comparison that is false from the very beginning, since we 

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

use of micro-tones on the one hand and, on the other, tones and semi-tones only. The 

observation of Vo¼lgharis and Vandar§kis is extremely important in that óthe above 

system (of the makams) arises as an encoding of the corpus of compositions by literati 

musicians, extensive and fine in their progressionô (2006: 11). However, when talking 

about remb®tiko, we discuss an urban-popular musical form. Even if it is the case that 

we can accept that the makam system can be applied to vocal parts of Greek music 

because there micro-tones are possible, its application to the instrumental part, 

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

                                                 
6
 It should not be forgotten that this period was a real chaos for the Greek society, due to the Metax§sôs 

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

7
 It should always be kept in mind that I am only dealing with urban-popular music, that is, remb®tiko 

and laik· and not with rural-traditional, also known as ŭɖɛɞŰɘəɎ-ˊŬɟŬŭɞůɘŬəɎ [dhimotik§-

paradhosiak§] where the usage of micro-tones was (and still is) something very common (regarding 

paradhosiak§ music see Kallimopoulou 2009). Obviously some exceptions can be found in remb®tiko 

as well, such as in the case of the violin which makes use of micro-tones. 
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problematic. In other words, and speaking generally, the makam system could 

possibly be applied to Greek rural-traditional music, as well as to the music of the 

caf®s, until the moment that the bouzouki was established as the óflagô of the 

remb®tiko style, that is, the descendant, more or less, of the musical style of the caf®s. 

This moment can be roughly defined as the period when M§rkos Vamvak§ris began to 

record his music, that is, around 1930. Due to the aforementioned problem regarding 

the erroneous tendency to draw parallels between the dhr·mi and the makams, it 

cannot be stated for example, that song A is making use of the Ous§k dhr·mos for, 

despite the fact that Greek musicians accept, use and (above all) understand each 

other when using this terminology, it is impossible for the Greek Ous§k to be the 

same as the Ottoman Uĸĸ©k, because of the micro-tones and the commas (see below).  

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

makam names, the names of many dhr·mi are mistakenly used, for they do not 

correspond to the original makams (for example, dhr·mos Ous§k does not correspond 

to makam Uĸĸ©k). This problematic use of names has created a bizarre situation where 

Greek musicians communicate on the music stands by actually using incorrect names 

to refer to the dhr·mi. There are, of course, musicians who have studied makam 

theory and who are aware of this problem, and that makes it even more complex 

because they cannot communicate with other un-trained musicians and, therefore, 

have to make use of the false names even though they know that they do not 

correspond to Turkish equivalent. For example, the maestro on the music stand might 

instruct us (the rest of the band) to play a G Ous§k. I have two ous§ks in my mind: 

dhr·mos Ous§k and makam Uĸĸ©k. Although I know that the dhr·mos differ from the 

makam, I too call this dhr·mos Ous§k. This situation raises a simple yet critical 

question: is it not enough that the musicians communicate? Should one have to care 

whether one uses a word, a phrase or a term correctly, since the one to whom they are 

talking understands them?  

The problem of categorizing the songs according to the dhr·mi they are based 

on is a further issue tackled in my research. For example, when the majority of the 

musicians refer to, play or teach the song ɇɞ ɓŬˊɧɟɘ Ŭˊô Űɖɜ ɄŮɟůɑŬ [to vap·ri apô tin 

Pers²a = the boat from Persia],
8
 they speak of dhr·mos Ous§k. An examination of the 

makams, though, shows that the correct makam (or dhr·mos, if the terminology was 

                                                 
8
 MINOS-EMI [COLUMBIA] 7YCG 6314 - 2J 006 70529/II, recorded in 1977. 
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correct) is makam K¿rd´ (the second staff in Figure 4.1 shows the makam to which 

dhr·mos Ous§k corresponds).
9
 On the other hand, dhr·mos Kiourd² differs from 

makam K¿rd´ (see Figure 4.1, fourth staff).
10

 As Pennanen points out, óthe confusion 

existent in Greek terminology derives from the deficient knowledge of the Ottoman 

music cultureô (2004: 10). 

 

 

 

Figure 4.1: Dhr·mos Ous§k; makam K¿rd´; makam Uĸĸ©k; dhr·mos Kiourd²; makam Karcēĵar 

                                                 
9
 See Vo¼lgharis and Vandar§kis (2006: 51). Mistak²dhis also points out the issue of Kiourd² (2004: 

225). 

10
 In the modes, the first note in brackets is the leading tone. This is the usual way that modes appear in 

texts in order to mark the, many times, different behaviour of the leading tone below the tonic-1 (that 

is, the basic tonic). 
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The makam form of the dhr·mos, that is, the tetrachord/pentachord using the 

appropriate accidentals is shown in the third staff in Figure 4.1. By adding other 

makams to the end of each of these tetrachords and pentachords, the way a makam 

can develop beyond the given tetrachords and pentachords can be shown. Some more 

special characteristics and issues of the dhr·mi are examined further below, when the 

dhr·mi are examined separately. The tetrachord [ŰŮŰɟɎɢɞɟŭɞ = four + string (note, 

degree)] is the basic unit of the makam theory (Vo¼lgharis and Vandar§kis 2006: 

16).
11

 

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

degree of penetration of certain problems in performance practice and oral tradition. 

The following examples are part of my fieldwork-participation in remb®tiko 

performance during the years that I have been working as a laik· musician (see 

Chapter 1). 

One night we (the band) played a song which sounded complex and, in terms 

of its modal construction, strange.
12

 Instantly, I asked the bouzouki player whether or 

not he knew what this particular dhr·mos was. His response was óitôs a ɛŬŰɕɧɟŮ 

[Matz·re]ô.
13

 The song was in D tonality, but it used the flat 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 the introduction sounded like this (Figure 4.2): 

 

 

 

Figure 4.2: Introduction of min k§nis ·nira trel§ 

 

 

                                                 
11

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

(trichord and pentachord) see Zannos (1990: 44-6). 

12
 The song is entitled ɀɖɜ əɎɜŮɘɠ ɧɜŮɘɟŬ ŰɟŮɚɎ [min k§nis ·nira trel§ = donôt dream of crazy dreams]. 

It has been recorded by several artists and is a popular song today. 

13
 Matz·re dhr·mos is very close to the Western major scale. It, along with the other dhr·mi, is 

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

4.3): 

 

 

 

Figure 4.3: Supposed scale of the mode of min k§nis ·nira trel§ 

 

 

I should underline that the flat VII major chord in the Matz·re dhr·mos is very rare in 

Greek songs. Everything became clearer only when I confirmed that this particular 

song is one of the songs from the so-called Indocracy period (see Chapter 2), that is, a 

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

other words, during the night at the venue, we were playing a song based on a Hindi 

rǕga (another Eastern modal system). After the first response of the bouzouki player, I 

continued: óthis is a Matz·re? What about the C major (chord)? Do you know other 

songs in Matz·re dhr·mos that use this chord?ô Although many bouzouki players are 

familiar with the basic chordal harmony used in every dhr·mos, searching for proper 

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

The final response of the fellow bouzouki player was something like: ócome on! Why 

are you bothering yourself with such things?ô 

Another indicative example consists in considering the way that bouzouki 

players inform the rest of the band about the song they are about to begin playing. In 

many cases, at venues with live music, and during the so-called ólaik· partô of the 

programme which is a two to three hour dancing program, some bands prefer to 

improvise the order of the songs and not make use of a carefully planned program.
14

 

In almost every venue where I have worked or gone as a customer, the bouzouki 

player was the one responsible for determining the order of the laik· part. Due to the 

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

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

follow. Thus, he indicates only the songôs tonality, its dhr·mos and its rhythm. So, he 

                                                 
14

 Since the dancing part of the programme performed in remb®tiko and laik· venues was mentioned, I 

should highlight that one must understand remb®tiko and (even more) laik· as also a dance culture. 
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will say for example: ó(letôs go) D Min·re zeimb®kikoô.
15

 With the term óMin·reô, he 

is actually referring to the very first chord of the song and not to the actual dhr·mos 

on which the song is based. Therefore, he may play a song based on any of the 

following dhr·mi: a D Ous§k, a D Min·re Armonik·, a D Min·re or a D Kiourd² (all 

of these dhr·mi use a minor chord as the tonic). The rest of the band will have to 

follow him either by identifying which song it is (if they know it), or by recognising 

the songôs modal structure, that is, understanding what dhr·mos it is based on. This 

process is often called by Greek musicians ˊŬɑɕɤ ɛŮ Űɞ ŬɡŰɑ [p®zo me to aft² = playing 

by ear]. They basically mean that one should rely on their experience and musical 

skills rather than on a musical score. In a sense, it is a matter of musical instinct and 

alertness on the part of the musicians (see Lilliestam 1996 regarding óplaying by earô). 

Basically, the word óMin·reô, or the word óMatz·reô, is used to indicate the first chord 

of the following song, which, in turn, varies according to the dhr·mos on which the 

song is actually based. Interestingly enough, regardless of the prevalent terminology 

which is based on makam names, the bouzouki playerôs instructions are based on a 

rather Western concept and not a modal one. 

Another confusing issue is the fact that Greek laik· musicians think of the 

dhr·mi as being scales of eight notes, that is, octachords. They teach them in this way 

and they also communicate on the music stands in this way. A glance at the few books 

published by bouzouki players verifies this interesting point. All the dhr·mi are 

presented as being scales (see below). However, the main element of the makam 

system is that it emphasizes the utilization of the tetrachord and the pentachord rather 

than the octachord.
16

 The importance of the tetrachord and pentachord is true for 

Byzantine music as well.
17

 Obviously, the way Greek musicians treat the dhr·mi (as 

octachords) reveals a tendency towards Western musical thinking and not towards 

Eastern musical thinking. 

Although significant differences between the two systems exist (the dhr·mi 

and the makams), they still have one thing in common. This is the general concept 

under which both systems work. Dhr·mos and ómakam is an entity whose qualities 

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

                                                 
15

 Min·re is a dhr·mos very close to the Western minor scales. Zeimb®kiko is a 9/4 laik· rhythm. 

16
 This does not mean that makam theory does not include and use the octachord. 

17
 With the term óByzantine musicô, Greeks refer to Greek orthodox ecclesiastic chanting. 
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Furthermore, dhr·mi and ómakam-s are also inexhaustible in the sense that in most 

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

melodyô (ibid). There are many examples where the cadences (of dhr·mi and 

makams) are identical or at least very similar; dominant notes that create a particular 

ósoundô are also similar; furthermore, many instances which are called ɏɚɝŮɘɠ [®lxi 

(singular), ®lxis (plural) = gravitations] in Byzantine music can be observed in both 

the system of the dhr·mi and the system of the makams. The ®lxi is a 

central/dominant note which draws/pulls/attracts peripheral notes towards itself.
18

 A 

characteristic example could be the case of dhr·mos Ous§k where two idiomatic 

behaviours can be observed: 1) the instability of the second degree of the scale, which 

sometimes sounds flat and sometimes natural, depending on whether the melody is 

ascending or descending; 2) the other idiom is observed in the sixth degree which 

tends to gravitate towards the seventh in ascending melodies that revolve around the 

tonal note, in our case D.
19

 Figure 4.4 shows a typical óopeningô melody of a tax²mi 

based on dhr·mos Ous§k. Since we are dealing with melodies which are played 

ósenza tempoô (the tax²mia), I preferred to use semibreves. 

 

 

 

Figure 4.4: Idioms of the Ous§k dhr·mos 

 

 

The few attempts by scholars to write on the topic have clashed with the oral 

tradition of the musicians, and instead of solving the problem, have created two 

ócampsô, one of which follows the rules of the music stand, and the other the 

proposals of the scholars. Therefore, well-organized and in-depth research is urgently 

needed in order to at least prevent the continuation of this problem.  

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

by bouzouki players that cite the dhr·mi in the form of Western scales and modes 

                                                 
18

 Every makam and dhr·mos has its own ®lxis. 

19
 Both idioms are also met in makam theory. 
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accompanied by a few lines of commentary (Paghi§tis 1987 and 1992; Nikol·poulos 

n.d.). The two major issues with these publications are that they lack in-depth 

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

of the dhr·mi (regarding the nomenclature problem see further below). For instance, 

Paghi§tis gives dhr·mos Kiourd² as follows (Figure 4.5): 

 

 

 

Figure 4.5: Dhr·mos Kiourd² as given by Paghi§tis (1992: 57) 

 

 

On the other hand, Nikol·poulosôs Kiourd² is different (Figure 4.6).
20

 It should be 

mentioned that Nikol·poulos does not include any comments at all. 

 

 

 

Figure 4.6: Dhr·mos Kiourd² as given by Nikol·poulos (n.d.: 34) 

 

 

Turning now to the other category, it consists in the main, as a body of books 

written by scholars who are clearly aware of the subject. However, apart from 

Dhim²tris Mistak²dhisôs publication (2004), they deal with the Turkish makams, rather 

than with the Greek dhr·mi; however, these publications do provide models that can 

be applied to and help analyze the dhr·mi. The study made by Evgh®nios Vo¼lgharis 

and Vas²lis Vandar§kis (2006) is very special; after citing and analyzing the makams, 

they transcribe songs from the caf® and the remb®tiko periods (1922-1940) according 

to the Ottoman form of the makams (see below regarding the problems that can occur 

                                                 
20

 Roderick Beaton, similarly to my comparison between Greek dhr·mi and makams, he compares the 

Byzantine modes with the makams and points out several problems, too (1980: 7). 
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in these kinds of transcriptions).
21

 Mistak²dhis (2004) presents the Greek dhr·mi in a 

similar way to that of Paghi§tis and Nikol·poulos. However, he sheds light on many 

problematic issues such as the incorrect (or correct for the musicians) use of the 

names of the makams in Greek popular music. Furthermore, he mentions many 

idiomatic characteristics of the dhr·mi, such as combinations with other dhr·mi, basic 

chordal harmony and more. Kiri§kos Kalaitz²dhis (1996) analyzes the Ottoman 

makams in a way similar to Vo¼lgharis and Vandar§kis (2006), although not to such 

an extent. Finally, the attempt made by M§rios Mavroidh²s (1999) can be considered 

as being the cornerstone of all research made on the modes. Not only does he examine 

the makams, giving important details and critical comments, but he also deals with 

Byzantine music theory and its modes, the ɐɢɞɘ (²hi), showing the close connection 

between these two systems (Byzantine and makams).
22

  

I hereby suggest that the deeper understanding of Greek popular modes should 

involve the study of all elements combined in their construction as a system. These 

elements emanate from the makam system, the Byzantine system and the Western 

tonal system and harmony in an interactive way. Each of these systems has been 

created to serve a particular repertoire and, most importantly, have been created 

according to, and out of, the repertoire they serve. When a characteristic of theirs 

cannot find its proper place in laik· music, it has to be changed or excluded. For 

example, the musical notation of Byzantine music would be difficult for Greek laik· 

musicians to read because very few of them have studied it.
23

 Therefore, it is rather 

difficult to use this notation in order to transcribe laik· songs. Figure 4.7 is an 

example of a laik· song transcription using the Byzantine notation.  

                                                 
21

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

óSmirn®ikoô. 

22
 ȱɢɞɠ, ²hos (plural ɐɢɞɘ, ²hi) are the Byzantine modes. The word ²hos literally means sound or tune. A 

very detailed examination of the relationship between the Byzantine modes and the makams can be 

found in Zannos (1990). 

23
 A similar point is also made in Vo¼lgharis and Vandar§kis (2006: 11). 
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Figure 4.7: I panaghi§ transcription using the Byzantine notation (song by Ap·stolos Kaldh§ras) 

 

 

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

that the scholars who undertook a study of the dhr·mi and/or the makams have used. 

This system is based on staff notation, notes and accidentals.
24

 However, there are 

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

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

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

and Western are examined separately below. 

 

 

                                                 
24

 It should be clarified that the accidental of the dhr·mi in all examples are given as a key signature in 

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

dhr·mosô key signature employs both flats and sharps. 
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The Makam Tradition  

 

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

(1922), Suphi Ezgi (1933-1953) and Sadreddin Arel. Its roots lie in 

the medieval Persian and Arabic traditions and especially in that of 

the ñsystematic schoolò represented by Safi al-Din, Qutb al-Din 

and further elaborated by musicians such as Abdulkadir Meragi and 

al-Ladiqi (Zannos 1990: 48-9). 

 

Initially, some fundamental elements of the theory of the makams must be mentioned. 

All musical examples are given in D tonality. Examples from other authors are given 

as they appear in their texts. Since the old/traditional bouzouki (the three-string one) 

is tuned in D (D-A-D) the bouzouki players always prefer to speak of the dhr·mi by 

giving examples using this particular tonality. The examples in the makam system, 

however, are given in their traditional form, taking, though, note C as the basis (which 

is named, Rast). It should be clarified that one can consider any note as the basis of a 

mode, as long as they keep the correct intervals amongst the notes.
25

 In other words, 

one can define/rename any note to Rast, that is, the basis (see Figure 4.8), or, to 

rephrase it, one can choose the pitch they prefer for their Rast note. Vo¼lgharis and 

Vandar§kis give three parameters that can play a vital role in choosing a pitch: 1) the 

instrument that is about to play a piece; 2) the extent of the melody of a piece; 3) the 

extent and capabilities of the voice that is about to sing the piece (2006: 19). It should 

also be mentioned that the Byzantine and Ottoman musical styles ómake full use of 

the flexibility of the voice as a melodic instrument. Thus, the interval sizes identified 

by music theory are constantly varied in practice by small inflections that are 

conscious and refined means of expressionô (Zannos 1990: 51). 

Interesting are some points found in B¿lent Aksouôs introduction of the 

óProceedings of the Third Meeting of the ICTM MaqǕm Study Groupô regarding the 

re-introduced theory of the makams: 

 

                                                 
25

 See Vo¼lgharis and Vandar§kis (2006: 17-9) for the reasons of choosing note C as the basis. 
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It is of no surprise that the whole procedure of the new attitude was 

provided with Western concepts. Thus the theory as re-introduced 

by Ezgi and Arel: 1) took the C major key of Western music for the 

fundamental scale of Turkish music and presented it as a Turkish 

makam which they called ñ­arg©hò, which was in fact the 

Pythagorean scale, 2) fixed the number of pitches within an octave 

at 25, passing over others, 3) explained the makam structures by 

juxtaposing Greek tetrachords and pentachords, 4) classified the 

makam-s according to the transpositions of major and minor scales, 

5) borrowed Western terms such as dominant, subtonic, leading-

note, etc. to designate the function of the degrees within the makam 

scales, ignoring the traditional concept of the seyir (melodic 

progression). (Aksoy 1997: 8). 

 

According to Vo¼lgharis and Vandar§kis, there are two main scales used in 

makam theory and generally in the musical traditions of the Mediterranean and from 

which all the makams are constructed. These two scales are: 1) the ɛŬɚŬəɐ ŭɘŬŰɞɜɘəɐ 

[malak² dhiatonik² = soft diatonic], and 2) the ůəɚɖɟɐ ŭɘŬŰɞɜɘəɐ [sklir² dhiatoniki = 

harsh diatonic (Figure 4.8 and Figure 4.9).
26

 óIn the harsh diatonic scale, which is 

constructed by m²zon and imit·nio intervals, the imit·nio is not equal with the half of 

the tone, as in Western music, but smallerô (Vo¼lgharis and Vandar§kis 2006: 17).
27

 

Each note/degree of these two scales has its own name. Today, the names of the 

makams derive from the name of their first degree/note.
28

 

 

 

 

Figure 4.8: Soft diatonic scale 

                                                 
26

 See Vo¼lgharis and Vandar§kis (2006: 16-7). 

27
 As it is explained below, m²zon interval is the tone, and imit·nio the semi-tone. 

28
 For a thorough examination of the history of the makams and many other elements that concern them 

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

 

 

In Ottoman music, one tone is divided into nine commas (Table 4.1).
29

 

 

There are a number of instances in which musicians recognize certain 

notes as deviating from the norm by the interval of ña commaò. This 

term, kȊmǕ in Arabic, is from ancient Greek music theory. As used in 

this context, the term ñcommaò is not meant to signify an interval of 

any specific size and is thus never defined in terms of frequency 

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

 

 

4p= one comma flat 
X = four commas flat  

X = five commas flat 

    = one comma sharp 
c = four commas sharp 
    = five comma sharp 
 ̂= natural 

 
Table 4.1: The values of the accidentals in makams 

 

 

As one can see, the two differences of the two scales are in the third and seventh 

degrees. From the above, four kinds of intervals are made which are usually called in 

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

                                                 
29

 Comma is the measurement unit of the intervals of the modes. 
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Űɧɜɞɘ [(=plural; Űɧɜɞɠ = singular) t·nos = tone]: 1) ɛŮɑɕɤɜ [m²zon = major] 2) 

ŮɚɎůůɤɜ [el§son = minor] 3) ŮɚɎɢɘůŰɞɠ [el§histos = minimal] and 4) ɖɛɘŰɧɜɘɞ 

[imit·nio = semitone].
30

 Figure 4.10 shows the interval constructed within the two 

scales. 

 

 

 

Figure 4.10: The construction of the intervals in the soft and harsh diatonic scales 

 

 

The above two scales could be also considered as a structure which consists of two 

identical tetrachords that are óboundedô by a m²zon tone in the middle which is called 

ŭɘŬɕŮɡəŰɘəɧɠ [dhiazeftik·s = disjunctive] in Byzantine theory (see Figure 4.11). 

 

 

 

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

 

                                                 
30

 See Hr²santhos n.d.: 21. 
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The tetrachord, that is, four successive tones, is one of the fundamental constituents of 

the theory of the makams. Vo¼lgharisôs and Vandar§kisôs argument is of major 

importance: óthe fundamental significance of these structures does not only derive 

from theoretical analyses but mainly from the compositional technique and the 

development of the phrasesô (2006: 16). 

 

 

The Byzantine Tradition  

The elements of Byzantine music that were deemed necessary to be used in remb®tiko 

theory are: the idioms (ɘŭɘɤɛŬŰɘůɛɞɑ, idhiomatism²), the dominant notes (ŭŮůˊɧɕɞɜŰŮɠ 

űɗɧɔɔɞɘ, dhesp·zontes fth·ngi) and the cadences (əŬŰŬɚɐɝŮɘɠ, katal²xis). The idioms 

are idiosyncratic behaviours or simply specific movements of certain notes within 

particular modes. For instance, in the Ous§k and Hitz§z dhr·mi, it is highly likely that 

an ascending movement in the Rast or Matz·re pentachords below the tonal note (in 

our case D) and towards it will be found (G-A-B-C-D is G Rast/Matz·re pentachord. 

See Figure 4.12).
31

 This should be considered an idiom of Ous§k/Hitz§z rather than a 

modulation to the Rast/Matz·re dhr·mos (see Figure 4.13 for dhr·mos Hitz§z). As 

Manuel correctly argues óit is also significant that modulation ï involving either 

change of scale type or transposition of tonic, or both ï is a central feature in Turkish 

performance practice, whether of art music, gypsy urban popular music, or many 

makam-informed folk stylesô (Manuel 1989: 76). 

 

 

 

Figure 4.12: The Rast idiom of the dhr·mi Ous§k and Hitz§z 

 

 

                                                 
31

 Rast is another makam/dhr·mos. It is often used by Greek musicians as a synonym for the Matz·re 

dhr·mos. 
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Figure 4.13: Dhr·mos Hitz§z
32

 

 

 

The dominant notes, as described by Hr²santhos from M§dhita in his book are 

the notes that óthe ²hos enjoys more to go in forô (n.d.: 134). In other words, the 

dominant notes are the notes that are heard more than other notes and thus create a 

particular ófeeling/senseô, ethos, aesthetic and general sound style for every popular 

mode (see Figure 4.14 for examples of dominant notes).  

Finally, in Byzantine music, cadences in each mode (²hos) are specific and 

different from those in other modes. This is the same as in the dhr·mi (see Figure 

4.14). I have never heard of a term used for the cadences from Greek laik· musicians 

and this is the reason why I borrowed the names of the cadences from Byzantine 

theory (as I remarked earlier, there is no written theory for Greek remb®tiko-laik· 

music). Therefore, I call óinterim cadencesô those cadences which occur during the 

pieces and ófinal cadencesô those which occur at the end, just as they do in Byzantine 

music. I should point out that while the main concern of the Byzantine cadences is the 

lyrics, the main concern in the cadences used in Greek dhr·mi is the music. More 

clearly, Byzantine interim cadences are divided into two categories, the ŬŰŮɚŮɑɠ [atel²s 

= incomplete] ï where there is a cadence or simply a pause in the music, but where a 

sentence in the lyrics has not yet finished (in other words, when a comma or a 

semicolon is reached) ï and the ŮɜŰŮɚŮɑɠ [endel²s = ending at a full stop], where the 

sentence is finished along with the melodic line (within the hymn). However, when 

we discuss Byzantine music, we are talking about a strictly vocal music. This 

accounts for the emphasis on the lyrics. Figure 4.14 shows the cadences and the 

dominant notes with the accompanying chords in dhr·mos Ous§k. 

 

 

                                                 
32

 It should be noted that dhr·mos Hitz§z, contrary to dhr·mos Ous§k examined before, does 

correspond to makam Hic©z. 
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Figure 4.14: Cadences and dominant notes with accompanying chords in Ous§k dhr·mos 

 

 

The Western Tradition  

 

[é] a recipient culture may adapt foreign elements in distinctly 

idiosyncratic ways that substantially alter their function, context, 

and meaning. The uses of harmony, for example, in Greek, Balkan, 

and Turkish popular musics could not be called functional in the 

Western sense, since the chordal vocabularities derive not from 

European common practice but from the tonal resources of the 

modes used (Manuel 1990: 20-1). 
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[é] rather than by Westernisation alone, musical change in Greece 

can be more readily analysed through the concept of 

modernization. According to Bruno Nettl (1985: 20), 

Westernisation may be described as the substitution of central 

features of non-Western music for their Western analogues, thereby 

sacrificing essential facets of the tradition. [é] Modernisation, on 

the other hand, is the incidental movement of a system or its 

components in the direction of Western music and musical life 

without requiring major changes in those aspects of the non-

Western tradition that are central and essential. Western elements 

are viewed in the culture as ways of continuing the tradition rather 

than changing it. (Pennanen 1999: 7-8).
33

 

 

The introduction of characteristics from Western music, or from what 

(according to the above quotations) appears to be Western music, was perhaps the 

most important reason for the transformation of the óauthenticô, makam-based style 

(that is, the music of the refugees), to a new one, the remb®tiko (Piraeus style). More 

specifically, the role that chordal harmony played in the development of Greek 

popular music was of major importance.
34

 Manuel writes that ófrom the 1940s on, 

particularly under the influence of Vassilis Tsitsanis, European influence increased, 

with even more emphasis on harmonyô (1989: 83). It is true that, after World War 2, 

the songs recorded by Tsits§nis were more sophisticated in terms of both their 

virtuosity and their harmonic structure. Nevertheless, it is his óclassical periodô (1940s 

ï 1950s) that seems to justify claims such as the one about the conversion from the 

remb®tiko to the laik· style; and the establishment of specific chordal progressions is 

clearly part of Tsits§nisôs work. For example, a characteristic chordal sequence found 

in many Tsits§nisôs songs and especially in his so-called kand§dha style songs (see 

Chapter 1) is, in a sense, an altered version of the cycle of fifths: I+ // IV+ // III+ (V+ 

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

                                                 
33

 See also Bruno Nettlôs statement (1985: 156) regarding Westernization and modernization in the 

Middle East. 

34
 For an in-depth analysis of the development of chordal harmony in Greek popular music see 

Pennanen (1999: 67-118). See also Manuel (1989). 
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gravity given to harmony by Tsits§nis does not mean that he was not a makam expert. 

The best proof of this is the way he utilizes the dhr·mi in his tax²mia.
35

 

As the years passed, the usable dhr·mi began to reduce. From a range of options ï 

that is, the usable makams/dhr·mi of the refugees ï the final group of later-remb®tiko 

and early-laik· era contained five to six dhr·mi. Particularly under the influence of 

Tsits§nisôs óclassical periodô (1940s ï 1950s), the two most preferred dhr·mi became 

dhr·mos Matz·re and Min·re along with their combinations, such as dhr·mos Rast 

and Niav®nd. The other dhr·mi used were dhr·mos Hitz§z, Hous§m and Ous§k, again 

with their combinations. In essence, it was harmony that played a vital role in the 

effacement of the traditional use of the makams. Therefore, the falsification of the 

makams brought by the refugees occurred in two stages: firstly because of the use of a 

fretted instrument, that is the bouzouki, as the new repertoireôs leading instrument 

(around 1930), instead of instruments without frets ï not to mention the other fretted 

instruments such as the Spanish guitar and the baghlam§s. However, in this period 

still, and before chordal harmony became a ómustô, the new dhr·mi concept was very 

close to its ancestors. Although microtones were not utilized to the same extent, the 

concept was still a modal one ï until the second stage took place, that is, the 

introduction and establishment of chordal harmony.
36

 From now on, the styleôs 

concept changed from modal to chordal.
37

 

I managed to verify, in a sense, this swift towards harmonizing the songs when 

I visited for the first time Tsits§nisôs house in Glyfada, Athens (in December, 2008). 

His son, K·stas, took me to the room where he used to work. Surprisingly, in there, I 

saw three or four baghlam§s and a small Spanish guitar. No bouzouki, at all! K·stas 

informed me that his bouzoukis are in different places, such as Tsits§nis museum in 

Tr²kala. He also informed me of something astonishing: Tsits§nis loved and many 

times preferred to compose and rehearse songs with this small guitar, and not with the 

bouzouki. Ultimately, this preference towards the guitar was verified after listening to 

a rarer album that K·stas granted to me. It is called ȸɟɎŭɘŬ ȷɔŬˊɖɛɏɜŬ [vr§dhia 

                                                 
35

 See Table 7.5 in Chapter 7 regarding some interesting tax²mia cases of Tsits§nis. 

36
 This establishment of chordal harmony can be defined around the early óclassical periodô of 

Tsits§nis, that is, the early post-war era (1946). 

37
 Regarding this falsification see also Beaton (1980: 9). 
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aghapim®na = beloved nights].
38

 Apart from some unpublished recordings, the two 

CDs also contain some home-recordings, unpublished songs, made by Tsits§nis alone. 

Tsits§nis sings and accompanies himself playing the guitar (playing chords and 

singing the introductions and call-and-responses)! The following figure (Figure 4.15) 

is a photograph of Tsits§nisôs guitar. 

 

 

 

Figure 4.15: Vas²lis Tsits§nis's guitar (the author, February 2012) 

 

 

However, one should always bear in mind the fact that the aural competencies 

were certainly different in the remb®tiko and early laik· era (that is, until around 

1950s). Today, the songs tend to use a more strict and vertical harmony, that is, utilize 

more chords in order to produce a óWestern correctô sound. In contrary, back then, the 

early stages of harmonization did not employ vertical harmonizations of the songs but 

óhorizontalô. As Pennanen convincingly argues:  

 

                                                 
38

 MBI Music Box International, PAN 117/118 
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In rebetika and laika performance practice, chords are not 

always based exclusively on scale degrees. Instead, melodies are 

built around tonal centres and melodic formulae, which leads to 

a harmonic logic (what I will call ñtraditionalò harmonization) 

different from the Western one (Pennanen 1999: 77). 

 

In other words, the guitarists used to let the melody ómoveô and only utilize some very 

basic chords, despite whether or not they would perfectly suit the melody. Therefore, 

one could consider this period (the early stages of harmonization) as the interval 

between the purely modal concept and the chordal one.  

Let us look at an example which demonstrates this falsification of the dhr·mi. 

Dhr·mos Hitzaski§r could have remained very ótraditionalô, that is, close to makam 

Hic©zk©r, without the usage of harmony (see Figure 4.16). 

 

 

 

Figure 4.16: Dhr·mos Hitzaski§r and makam Hic©zk©r 

 

 

When it came to be harmonized, the guitarists (for they were the people who played 

the harmony-providing instruments) had to find óproperô chords for this particular 

dhr·mos. There are plenty of examples where the guitarists play a flat VII  minor 

chord in a cadence of a song based on Hitzaski§r dhr·mos (see Figure 4.17 as well as 

Chapter 5). Thus, considering D as the main tonality, they play a C (natural) chord; 

however, a D Hitzaski§r utilizes a C sharp note. If the guitarists chose to do 

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

more ótraditionalô (see staff ómodal-based guitaristô of Figure 4.17).
39

 

 

 

 

Figure 4.17: Example of the falsification of Hitzaski§r dhr·mos (Tsits§nis song: se zil®vo se pon· 

ï CD Track 1) 

 

 

It should be noted that the recordingôs revolutions per minute seem to be changed (see 

Chapter 3). The songôs tonality most possibly is G and not F sharp because it was 

(and still is) almost impossible for the bouzouki players to choose such a tonality. A 

good proof for this is perhaps the last measure where a C sharp note below the staff is 

played, something which is not possible for the six-string bouzouki (tuned in D-A-D). 

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

                                                 
39

 In the transcriptions, óBô or óBassô refers to a single bass note and óB_Vô refers to the fifth note of the 

chord (see Chapter 6 for more explanations). 
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of the óplaying freedomô of the laik· musicians, as regards the rhythmsô 

interpretations.
40

 

Continuing with the falsification of the dhr·mi, once chordal harmony was 

introduced, it was unavoidable not to falsify the old makam-based dhr·mi, simply 

because there cannot exist an authentic dhr·mos, without the utilization (or, in some 

cases, simply implying) a Western-style dhr·mos-scale. For instance, the song ȼ 

ůəɚɖɟɧəŬɟŭɖ
41

 [i  sklir·kardhi = the stone-heart woman] is in dhr·mos Segi§h (see 

Figure 4.18).  

 

 

 

Figure 4.18: Dhr·mos Segi§h and makam Seg©h 

 

 

This song (i sklir·kardhi) is in B flat tonality. By utilizing a V degree major chord in 

its cadences, it implies the B flat Matz·re dhr·mos. Judging by the structure of the 

dhr·mos, a V degree major chord cannot exist, at least theoretically, due to the II 

sharp note. However, theory did not prevent the guitarist from playing the V degree 

major chord (see Figure 4.19). 

 

 

                                                 
40

 In terms of this playing freedom, as well as regarding the rhythms and the way the guitar 

accompanies the songs, see Chapters 6 and 7. 

41
 HMV OGA 1041 - AO 2637, recorded on April 25, 1940. 
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Figure 4.19: Example of the falsification of Segi§h dhr·mos (Tsits§nis song: i sklir·kardhi ï CD 

Track 2) 

 

 

The F major chord played by the guitarist conflicts with the C sharp note of the 

dhr·mos. There are plenty of examples of such songs (see also ȸɟŮ ɛɎɔəŬ ůˊɎůŮ
42

 

[vre m§nga sp§se = hey dude go away] and ɀŬɨɟŬ ŰŬ ɓɚɏˊɤ əɘ ɎɟŬɢɜŬ
43

 [m§vra ta 

vl®po ki §rahna = I see them dark and dismal]). One can also notice two basic idioms-

gravitations of dhr·mos Segi§h (idiom one and two in Figure 4.19): the first one is 

about the fourth note of the mode which gravitates to the fifth note (dominant for this 

dhr·mos) in lines where the melody revolves around the fifth. The other idiom 

concerns the second note and its behaviour above the octave, where, in some cases, it 

loses its sharp when the melody revolves around the tonic (that is, the first degree) but 

does not go over the second. In terms of these chords (which may be deemed 

óunsuitableô) found in some dhr·mi, one should bear in mind the fact that many times 

the guitarists may have simply made a mistake or explored new options. This could 

have been caused by several factors such as lack of rehearsal and preparation or just 

the will to experiment (see Chapter 6 regarding matters concerning the nightôs work 

of the musicians). 

                                                 
42

 HMV OGA 2060 - AO 5150, recorded on November 28, 1953. 

43
 Columbia CG 3073 - DG 7041, recorded in 1952. 
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 On the other hand, there are cases where the musicality and skills of the 

musicians (and particularly the guitarists) is more than obvious. One should always 

bear in mind that many refugees were extremely skilled and educated musicians (for 

example, Sp²ros Perist®ris, who was appointed artistic director of Columbia in 

Greece). The fact that many of them were aware of various musical styles (due to the 

variety of the musical life of Asia Minor which was analyzed in Chapter 1) granted 

them the ability of using elements from them into remb®tiko. For example, there are 

cases where the guitarists used chords in reverse, such as ɀŮ ɔɡɜŬɑəŮɠ ɛɖɜ ŰɟŬɓɘɏůŬɘ
44

 

[me ghin®kes min travi®se = donôt mess up with women]. In all the verses, the 

guitarist plays the G minor chord with the B flat in the bass.
45

 Moreover, the cases 

with innovative (for the standards of the period) modulations and chord sequences are 

numerous and particularly interesting. For example, ȷɟɔɞůɓɐɜŮɘɠ ɛɧɜɖ
46

 [arghosv²nis 

moni = you languish alone] is a well-known song amongst Greek laik· musicians for 

its arrangement, structure, rich harmonization and movement through the tonalities 

(see Figure 4.20).
47

 

 

                                                 
44

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

45
 See also song ɀŬɔəɘɩɟŬ [mangi·ra = buster woman], Odeon GO 3758 - GA 7391, recorded on 

March 1, 1947. 

46
 Columbia CG 2259 - DG 6683, recorded on July 8, 1947. 

47
 Worth-mentioning is that Figure 4.20 shows how a typical laik· score of the music stands looks like. 

This type of transcription, as well as the score itself, is often called by Greek laik· musicians ɞŭɖɔɧɠ 

[odhigh·s = guide], and it is mainly used by the accompanying instrumentalists, such as the guitaris 

and the pianist. 
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Figure 4.20: Arghosv²nis m·ni transcription  ï CD Track 3 (Tsits§nis) 
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Some more song-examples of special chordal sequences are: ȾŬŰŮɟɑɜŬ 

ŪŮůůŬɚɞɜɘəɘɎ
48

 [kater²na thesaloniki§ = Catherine from Thessaloniki];
49

 Ⱥůɨ ɛɞɡ 

ˊɐɟŮɠ Űɖ ɢŬɟɎ
50

 [es² mo¼ p²res ti har§ = you took the joy from me]; ȹɡɞ űɞɟɏɠ ůŮ 

ˊɑůŰŮɣŬ
51

 [dhi· for®s se p²stepsa = I believed you twice]; and ɇɞ ŬˊɧɓɟŬŭɞ
52

 [to 

ap·vradho = the early evening]. 

Chordal harmony is one of the fundamental, most complex and profound 

characteristics of non-Western musical traditions, because it reveals how and to what 

extent musicians adapt to Western influences and contribute to musical syncretism. 

Furthermore, the impact that other aspects of the Western tradition had on non-

Western musical cultures, apart from harmony, such as technology, instruments 

construction and more, were catalytic with regard to these stylesô development. As 

Bruno Nettl cogently argues:  

 

Urbanization, the interaction of various culture groups, Western 

technology in music and elsewhere, secularization of musical 

cultureïall of this came about because of the impact of Western 

culture, and so the music that might best symbolize this state of 

society would almost have to include Western and native elements 

side by side (Nettl 1985: 85). 

 

Ultimately, if we also consider the fact that many Greek islands were under 

Italian rule for many years, it becomes clear that the óimportationô of Western 

elements was unavoidable. Worth mentioning in this regard is the case of M§rkos 

Vamvak§ris, the man who played a critical role in the creation of the Piraeus 

(bouzouki-based) remb®tiko style. He was from the island of Ɇɨɟɞɠ [S²ros = Syra or 

Syros]. Venetians, Greeks and Turks lived on the island. Venetians declared 

Catholicism the dominant religion in 1204. Turks ruled the island from 1579 but gave 

many privileges to the citizens of S²ros, one of them being their religious freedom. 

                                                 
48

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

49
 The sequence VI- // IV- // I+ as well as the way that the melody shifts in this song from the Matz·re 

to the Sousin§k dhr·mos is noteworthy and rare. 

50
 Odeon LG 1039 - GA 7774, recorded on April 9, 1954. 

51
 Columbia 7XCG 1919 - SCDG 3311, recorded on July 13, 1963. 

52
 HMV OGA 2873 - AO 5562, recorded on June 2, 1959. 
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The population of the island rose from around 4,000 people at the beginning of the 

Greek Revolution in circa 1821 to 14,000 in 1828, and finally reached 22,000 around 

1889. Moreover, a high school was built as early as in 1833, and a theatre as early as 

1864. Manuel adds that óSyra, for example, with its important port of Hermoupolis, 

hosted an opera house from the 1820sô (1989: 7). This suggests a mixture of Italian-

style songs, Turkish makam-based music, Greek folk music, opera, Catholic religious 

music and so forth. Although Vamvak§ris left the island at the age of 12, it is obvious 

that every sound which he remembered may well have influenced his bouzouki music 

during his life in Piraeus.
53

 Finally, if we add the óɛɎɔəŬɠ worldô (m§ngas = street-

urchin, thug, toughie) that clearly affected his way of living as well as his songs (see 

Vamvak§risôs hashish songs), it becomes clear that the musical style he introduced 

was a mix of cultural traditions based in different and varied soundscapes. 

 

 

The Special Role of the RǕga System 

The Indocracy period (see Chapter 2) had an important impact on the development of 

Greek popular music, and thus in the development of the dhr·mi (from around 1960 

onwards). Due to the nature of the rǕgas, that is, of a very close relation to the 

makams, we cannot be sure if a Greek song of that period has been affected by a 

Hindi rǕga or by a makam.
54

 However, there are cases where a song of this period, 

although obviously utilizing a particular makam, does so in a different way than this 

particular makam was used in the past.
55

 Therefore, it is difficult to observe whether 

we have a simple development of the dhr·mi, even affected by the rǕgas, or a strict 

imitation and utilization of the rǕgas.  

                                                 
53

 Regarding Vamvak§risôs songwriting technique see also Politis (2005a: 2-3). 

54
 I have contacted David Courtney who is specialized in Hindi music (contacted via email in May 

2011). He agreed on the same thing, that is, the fact that it is rather difficult to say that a song from that 

period is clearly utilizing a rǕga or a makam. 

55
 See, for example, songs: Ƀ əɞɡɛˊɎɟɞɠ ɞ ɇůɘŰůɎɜɖɠ [o koumb§ros o Tsits§nis = Tsits§nis the best-

man], HMV 7XGA 1821 - 7PG 3335, recorded on September 10, 1963 (a dhr·mos very close to rǕga 

Khammaj); ūŬɟɛŬəɤɛɏɜŬ ɢŮɑɚɖ [farmakom®na h²li = poisoned lips], HMV 7XGA 25357 - PG 3586, 

recorded on May 31, 1966; and ɄɞɜɎɤ əŬɘ ɛ' ŬɟɏůŮɘ [pon§o ke mô ar®si = I pain and I like it], HMV 

7XGA 2399 - 7PG 3540, recorded on December 11, 1965. The last two are very close to rǕga Bhairav. 
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Pennanen argues that óthe frequent sudden shifts between parallel major and 

minor tonalities that became common in Greek popular music of the 1960s originate 

from the melodic models of Indian film songs in rǕga MiŜra PǫlȈ. The peculiarity of 

this rǕga is the unstable third degree (cf. Nimbus NI 5365).ô
56

 It is true that those 

sudden shifts between major and minor chords/tonalities, which usually occur on the 

first degree-chord (I- to I+), are signs of Hindi song influence. However, one must 

bear in mind that there are countless songs recorded years before the Indocracy period 

that make use of the same shift (see below). Pennanen continues by saying that óthe 

most influential model song for Greek composer of the new style was the 3/4 (or 6/4) 

time (Indian d«dr« t«la) ñDunya men humò by Naushad Ali in MiŜra PǫlȈ from the 

film Mother Indiaô (1999: 72). The Greek copyrighted song is entitled ȹŮ ɛŮ ˊɧɜŮůŮ 

əŬɜŮɑɠ
57

 [dhe me p·nese kan²s = nobody felt sorry about me] and it is credited to 

B§mbis Bak§lis, initially sung by Str§tos Dhionis²ou. Since then, it has been recorded 

several times by other artists, too. Pennanen continues by providing an excerpt from 

the song ɀô ɏɢɞɡɜ ɔŮɚɎůŮɘ ŭɡɞ ɛŬɨɟŬ ɛɎŰɘŬ
58

 [mô ®houn ghel§si dhi· m§vra m§tia = 

two black eyes have fooled me] by Vas²lis Tsits§nis (1999: 73). Once again, the 

argument is correct, that is, the fact that the 3/4 time appeared during this period. 

However, there are two major issues: if someone compares the first example, that is, 

óDunya men humô, with the Greek copyrighted one and the excerpt of Tsits§nisôs 

song, they will see that, although all of them are in 3/4 time, there are great 

differences between the interpretation of the rhythm. The Greek copyrighted version 

of the first one (that is, dhe me p·nese kan²s) uses the Greek ŰůɎɛɘəɞɠ [ts§mikos] 

rhythm, which is a rural-traditional rhythm found in several places in Greece, 

especially in Peloponnesus and Stere§ regions. On the other hand, Tsits§nisôs song 

(which is not a copyrighted song, but a Tsits§nisôs composition, obviously affected by 

Hindi music) makes use of 3/4 in a way similar to a Western waltz. Nevertheless, 

Hindi influence is in evidence in this period and in any case it reveals one of the most 

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

                                                 
56

 Pennanen 1999: 72. 

57
 HMV 7PG 2831, recorded most probably in 1960. 

58
 HMV 7XGA 1142 - 7PG 3004; Pennanen gives 1960 as the recording year of the song. However, the 

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

further research on what impact the newly imported rǕgas had.  

 

 

Other Musical Styles that Affected the Modes 

Many Greek musicians travelled to the USA.
59

 Clearly, the Blues and the Afro-Cuban 

(Latin American) popular song affected Greek popular music in several aspects: 

rhythms, singing, arrangements, performance techniques and modes. Regarding songs 

obviously affected by the Jazz-Blues tradition, see ɀɎɛˊɞ ɛŮ ŰɟŮɚɏɠ ˊŮɜɘɏɠ [mambo 

me trel®s peni®s = mambo with crazy strokes of the pick], Melody MA 84 - MG 53, 

recorded on October 21, 1955. The rhythmic performance as well as some lines in the 

melody link to the music of the Blues and Jazz. Ultimately, the final chord in the final 

cadence (A6 major) also attests to great affection for the aforementioned traditions. 

See also ȹɡɞ űɞɟɏɠ ůŮ ˊɑůŰŮɣŬ [dhi· for®s se p²stepsa = I believed you twice], 

Columbia 7XCG 1919 - SCDG 3311, recorded on July 13, 1963. One can notice some 

unusual (for the Greek standards of the period) chords (extended chords: ninth and 

eleventh) played by the accordion, the origin of which are clearly once again Blues 

and Jazz. 

Moreover, there are cases that, although fewer in number, show the existence 

of musical elements from musical styles such as the Spanish and the Gypsy music 

culture.
60

 For instance, there are innumerable cases where the Andalusian cadence or 

at least a chord sequence obviously affected by the Andalusian cadence is found, what 

Manuel calls Phrygian tonality/chordal sequence (1989: 71-3).
61

 Furthermore, one 

should not forget the Italian popular song influence and the so-called by Tsits§nis 

əŬɜŰɎŭŬ [kand§dha = serenade] style which holds a dominant position within his work 

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

                                                 
59

 See Chapter 2. 

60
 Regarding the Gypsy affection see, for example, song: ūŬɟɑɜŰŬ [far²nda = female name], HMV OGA 

2929 - AO 5585, recorded on October 29, 1959. 

61
 See, for example, songs: ȷɜŰɘɚŬɚɞɨɜŮ ŰŬ ɓɞɡɜɎ [andilalo¼ne ta voun§ = the mountains echo], HMV 

OGA 1788 - AO 5009, recorded on September 1, 1951; ȼ ɗŮŬŰɟɑɜŬ [I theatr²na = the actress], 

Columbia CG 2486 - DG 6759, recorded on January 7, 1949; and ɀɧɟŰɘůůŬ [mortise = rake], Odeon 

GO 3759 - GA 7391, recorded on March 1, 1947. 
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style.
62

 Finally, there are cases where the so-called pentatonic scales are noted: ȹɘˊɚɐ 

ɕɤɐ
63

 [dhipl² zo² = double life]; ȾɞɟɑŰůɘ ɛɞɡ ɧɚŬ ɔɘŬ ůɏɜŬ
64

 [kor²tsi mo¼ ·la ghi§ s®na 

= my girl everything is for you]; and ɀŮŰɟɐůŰŮ Űɘɠ ˊɚɖɔɏɠ
65

 [metr²ste tis pligh®s = 

count the wounds] are some song examples. 

The most outstanding case, however, is the, for most of the time, strange and 

special combinations of the aforementioned styles which produced syncretic styles.
66

 

These, what one might call ómulticulturalô songs, show the tendency of the era 

towards experimentation, something that is still more obvious in todayôs Greek 

popular style. 

All these characteristics of remb®tiko and laik· styles are examined and 

analyzed in the following chapter (Chapter 5), the main exemplars of which are the 

musical scores. These scores have been created in order to shed more light on the 

theoretical matters analyzed above, and depict some of the most noteworthy cases 

found within the work of Vas²lis Tsits§nis, which (these theoretical matters) of course 

concern the vital issue of the laik· dhr·mi and their use and development within 

Greek popular music.

                                                 
62

 Regarding the cand§dha songs style see Chapter 1. 

63
 HMV 7XGA 1998 - 7PG 3384, recorded on May 28, 1964. 

64
 HMV 7XGA 2730 - 7PG 3679, recorded in 1967. 

65
 HMV 7XGA 2722 - 7PG 3679, recorded in 1967. 

66
 See Pennanen 1999: 72-5. 
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Chapter 5  

Modes and Harmony in the Songs of Vas²lis Tsits§nis:  

Selected Examples 

 

Min·re: the Problem of a Vague Term 

It is crucial to clarify the use of the term ómin·reô within laik· music. Once again, 

things became messy due to reasons that were discussed at the beginning of Chapter 

4, such as the issue of putting together a musical style that utilizes micro-tones to 

fretted instruments, the unwillingness of Greek laik· musicians to study basic 

theoretical issues of the music of the refugees, and so forth. Greek laik· musicians 

separate the Min·re dhr·mos into two main categories, based on whether it utilizes a 

chromatically raised seventh degree or not. Thus, they usually refer to űɡůɘəɐ ɛɘɜɧɟŮ 

[fisiki min·re = natural minor] as the one that has a natural seventh degree (that is, D 

ï E ï F ï G ï A ï B flat ï C ï Dȭ),
1
 and Ŭɟɛɞɜɘəɐ ɛɘɜɧɟŮ [armonik² min·re = 

harmonic minor] as the one that has a chromatically raised seventh degree (that is, D ï 

E ï F ï G ï A ï B flat ï C sharp ï Dȭ). There are, however, some problematic issues 

regarding this nomenclature, for unavoidably, these scales/modes (that is, the 

Min·res) did not derive from the Western classical music tradition, but from the 

makams. On the other hand, there are songs, especially within Tsits§nisôs repertoire, 

whose use of Min·re Armonik· seems clearly closer to Western tradition, rather than 

to Eastern. 

It is very rare to find a song based totally on one of the two Min·res, without 

utilizing elements from the other. Therefore, in the database in the column óMain 

dhr·mosô I usually write this Min·re version (that is, either Min·re or Min·re 

Armonik·) that has a larger proportion in the piece, or generally the one which 

ósenseô and ófeelingô ówinsô over the otherôs. For instance, it is very common for laik· 

songs to use the upper tetrachord as it is used in the Min·re Natural, that is (in D 

tonality), A // B flat // C // Dȭ notes, but, on the other hand, use a C sharp note as the 

leading tone in the lower pentachord (C# ï D // E // F // G // A notes) in the cadences. 

                                                 
1
 Usually, in Greek laik· music as well as in Byzantine theory, an accent next to a note merely shows 

that this note is the top of the scale. For example, in D tonality, the D note without the accent is the 

tonic (lower part of the scale) whereas the Dȭ is the eighth note of the scale (higher part of the scale). 
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Figure 5.1 shows the two main Min·re variations (staff one and two). Staff three 

shows dhr·mos Niav®nd which is similar to dhr·mos Min·re Armonik· having 

though its fourth degree raised. The last staff of the figure shows the most common 

combination of the two Min·res. 

 

 

 

Figure 5.1: Min·re Natural, Min·re Armonik·, Niav®nd and a popular combination 

 

 

Very interesting is the fact that it is most rare to find a song having the notes of the 

upper tetrachord played one after the other, that is, A, B flat, C natural, Dȭ. Under 

discussion here is the case where the two Min·res are mixed. Usually, the melody 

reaches C (upper tetrachord) many times with a chromatic movement from A, that is, 

A, B flat, B natural, C, and then falls back to A. The tetrachord is not completed 

directly but indirectly, that is, with an interval bigger than the second, either from B 

(either flat or natural) to Dȭ, or from A to Dȭ. On the other hand, in its cadences, either 
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interim or final, these songs tend to use the lower tetrachord of Min·re Armonik·, 

thus, utilize a raised seventh (C sharp), below the tonic (D note). Ultimately, the 

melodic movement is not only responsible for determining the type of Min·re used. 

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

For instance, there may be a melody set only in the lower pentachord, that is, D to A, 

which is identical for both Min·res. Therefore, one cannot suggest that this particular 

melody belongs in the sphere of Armonik·, nor of Natural. Thus, a fifth major chord 

could play the determining role in this case, for it includes a seventh raised note and 

thus, this particular melody would incline towards that of the Armonik·. 

The next figures show to which makams these dhr·mi correspond, in order to 

show the extent of this confusing situation. Figure 5.2 represents dhr·mos Min·re 

Armonik· and its correspondent, makam Nih©vend. 

 

 

 

Figure 5.2: Dhr·mos Min·re Armonik· and makam Nih©vend 

 

 

On the other hand, dhr·mos Niav®nd (the name obviously taken from makam 

Nih©vend) corresponds to makam Neveser (Figure 5.3). 
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Figure 5.3: Dhr·mos Niav®nd and makam Neveser 

 

 

As a matter of fact, many songs based on dhr·mos Min·re Armonik· make use of the 

raised fourth degree (in our case G sharp). This is a very common idiomatic 

movement of the fourth and thus, many times, dhr·mi Min·re Armonik· and Niav®nd 

are considered to be one single dhr·mos. However, there are songs that are wholly 

based on dhr·mos Niav®nd, that is, they have the fourth raised within the entire song, 

and this is the basic reason for the separation of these two dhr·mi. 

Some cases where all these three dhr·mi (Min·re Natural, Armonik· and 

Niav®nd) co-exist in the same song follow: ũŮɘŰɧɜɘůůŬ
2
 [ghit·nisa = neighbour]: the 

moment is very important when the intro comes to end and changes from Armonik· 

to Natural Min·re by falling to the A natural note. ȸŬůɑɚɤ
3
 [vas²lo = female name]; 

the cadence utilizes the seventh sharp note (fifth major chord) instead of seventh 

natural as it is in the Min·re Natural dhr·mos. Thus, one can think that the cadence 

utilizes the cadence of the Armonik· Min·re or that the Min·re Natural utilizes the 

seventh sharp in its lower pentachord for the cadence. 

The problems regarding terminology do not end here, for most of the early 

remb®tiko songs that utilize what would be called Min·re Natural by many Greek 

musicians, do so clearly in a way that makam H¿seyn´ does. Furthermore, in cases 

where the co-existence of many dhr·mi/makams that are very similar is noted (such 

as Min·re Natural, Min·re Armonik·, H¿seyn´, Niav®nd, Nih©vend, B¾selik and so 

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

                                                 
2
 Parlophone GO 2640 - B. 21897, recorded in late 1936. 

3
 Odeon GO 3061 - GA 7139, recorded in August, 1938. 
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musicians tried to put elements from the makam system into their dhr·mi, they did so 

in a way that kept the idioms and the basic characteristics of the makams, such as the 

dominant notes and the gravitations. They could not succeed, though, in reproducing 

the intervals, for their main instrument was the fretted bouzouki. Therefore, if we also 

take into consideration the lack of basic theoretical background on the part of the 

Greek musicians involved, a song may utilize the gravitations and the dominant notes 

of H¿seyn´ makam, but, nevertheless, is a clear Min·re Natural scale (at least 

theoretically, based on laik· theory). Since they were unaware of how to separate the 

(most of the times numerous) versions of the makams, they chose the easiest way to 

merely divide all the minors (or, more correctly, everything that looked like a minor 

scale) into two: natural and harmonic. Figure 5.4 shows three makams which are 

similar with regard to their intervals and whose characteristics are found within 

remb®tiko and laik· musical styles.  

 

 

 

Figure 5.4: Makams Nih©vend, H¿seyn´ and B¾selik
4
 

 

                                                 
4
 Very close to makam H¿seyn´ are also makams Uĸĸ©k (see beginning of the chapter) and Muhayyer. 

The latterôs intervals are identical to those of H¿seyn´; Muhayyerôs behaviour, though, is more 

descending than ascending. 
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There are many remb®tiko and early laik· songs that make use of these makamôs 

idioms (since they cannot use their exact intervals). Some songs of this sort are 

mentioned in this chapter, along with the makam they seem to be close. In other 

words, the T.E.D. may just allocate Min·re to a songôs dhr·mos characterization, but 

this Min·re may derive from or be very close to a makamôs idioms. The search, 

examination and comparison of the dhr·mi of every song to the original makams 

seemed unachievable for this project. Some examples of songs that directly link to the 

original form of the makams are: ɀŬɟɘɩ əŬɘ ɛŬɜɎɓɖɠ
5
 [mari· ke man§vis = Mary and 

greengrocer]; ɀŬɜŰɐɚɘ ɢɟɡůɞəŮɜŰɖɛɏɜɞ
6
 [mand²li hrisokendim®no = golden-

embroidery neckerchief]; and ȳɚŬ ɔɘŬ ɧɚŬ ŰŬ ɏɢɤ ˊŬɑɝŮɘ
7
 [·la ghi§ ·la ta ®ho p®xi = I 

played everything]. 

Continuing with some special characteristics, many of which concern both 

Min·res, worth mentioning is the ending phrase of the introduction of the song ɇɘ 

ɗɏɚŮɘɠ Ŭˊɧ ɛɏɜŬ
8
 [ti th®lis ap· m®na = what do you want from me]. This is a classical 

remb®tiko/laik· shape, found in numerous songs (Figure 5.5).
9
  

 

 

 

Figure 5.5: Ti th®lis ap· m®na transcription  ï CD Track 4 (Tsits§nis) 

 

 

Generally, the use of triplets is very common, especially in has§piko songs. 

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

                                                 
5
 Columbia CG 1533 - DG 6305, recorded in February 1937. 

6
 Odeon GO 2607 - GA 1990, recorded in circa October 1936. 

7
 HMV 7XGA 3009 - 7PG 3837, recorded in 1969. 

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

9
 For explanations on the rhythmic patterns of the transcriptions see Chapters 6 and 7. 
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Min·re has§piko songs. The cadence is completed with the standard I-V-I note shape 

in eights.  

The song ūɘɚɧŰɘɛɞ ŭŮɜ ɏɢŮɘɠ ˊɘŬ
10

 [fil·timo dhen ®his pi§ = you don't have any 

more earnestness] includes a chromatic movement found in Min·re cadences (Figure 

5.6).  

 

 

 

Figure 5.6: Fil·timo dhen ®his pi§ transcription  ï CD Track 5 (Tsits§nis) 

 

 

Once again, the final cadence ends with the standard I-V-I shape in eights. It should 

be mentioned that this particular cadence type is met in zeimb®kiko as well as in 

has§piko songs. 

The relationship of the relative Min·re and Matz·re scales is the same as in 

Western music. The song Ūɏɚɤ ɜŬ ŮɑɜŬɘ ȾɡɟɘŬəɐ
11

 [th®lo na ²ne kiriak² = I want it to 

be Sunday] uses a melodic shape found in Min·re and Ous§k dhr·mi that leads to the 

relative Matz·re dhr·mos (Figure 5.7). 

 

 

                                                 
10

 Parlophone GO 4786 - B. 74279-Ƚ, recorded on March 13, 1953. 

11
 HMV 7XGA 947 - 7PG 2911, recorded on March 11, 1961. 
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Figure 5.7: Th®lo na ²ne kiriak² transcription  ï CD Track 6 (Tsits§nis) 

 

 

This issue of the co-existence of Min·re and Matz·re in the same song should be 

elaborated. There are many songs that give the sense of a modulation from one 

dhr·mos to the other (Min·re to Matz·re or the other way around). The concept of the 

modulation results from the Western theory of the function of harmony. The dhr·mi, 

however, combine the concepts of both West and East, that is, the harmony, the basic 

principles found in minor and major scales and so forth, as well as the idioms of the 

makams. Thus, a modulation is not always the case in the dhr·mi. A short phrase in 

the relative Matz·re, cannot be considered as a modulation. However, there are cases 

where Western theory can take effect. For example, the basic thing that I consider 

important to hear in order to say that there is a Matz·re dhr·mos inside a Min·re song 

is the fifth major chord of the Matz·re. On the other hand, there are cases that are 

easier to clarify, where, for instance, part of the song (for example, the intro) plays in 

Min·re and another part (chorus) plays in Matz·re. Some examples of cases where 

the two dhr·mi co-exist follow: the song ɀŬŰůŬɟɎɔəŬ
12

 [matsar§nga = cheat], apart 

from the aforementioned modulation, also includes another very interesting element 

found in remb®tiko/laik·. This is the raised third found in the intro. Many times, an 

ascending movement towards the fourth degree/note of the dhr·mos replaces its 

natural third with a sharp third. This can be considered an idiom of the Min·re 

dhr·mos. The third sharp note in such lines plays the role of the leading note towards 

the fourth (Figure 5.8). 

 

                                                 
12

 HMV OGA 1000 - AO 2667, recorded in circa January, 1940. 
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Figure 5.8: Matsar§nga transcription ï CD Track 7 (Tsits§nis) 

 

 

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

in the relative Matz·re dhr·mos are: ȿŬɟɘůɘɜɐ
13

 [larisin² = woman from Larissa]; 

ũɘŬŰɑ ɛŮ ɝɨˊɜɖůŮɠ ˊɟɤɑ
14

 [ghiat² me x²pnises pro² = why did you awake me so early]; 

ɀŮ ˊɟɧŭɤůŮɠ ɛŮ ůəɧŰɤůŮɠ
15

 [me pr·dhoses me sk·toses = you betrayed me you killed 

me]. 

                                                 
13

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

14
 HMV OGA 1367 - AO 2814, recorded on June 4, 1948. 

15
 Columbia CG 3491 - DG 7254, recorded on October 30, 1956. 
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 One can notice some special cases of Min·re songs within Tsits§nisôs corpus 

of recordings. These cases concern some interesting and rare combinations of dhr·mi. 

For example, the song ɇɞ ɝŮűɎɜŰɤɛŬ
16

 [to xef§ndoma = the big-time party] and its 

beginning utilize notes which refer to the Ous§k dhr·mos (Figure 5.9). 

 

 

 

Figure 5.9: To xef§ndoma transcription  ï CD Track 8 (Tsits§nis) 

 

 

Another special case is the song ũɘŬ ɛɘŬ ɔɡɜŬɑəŬ ɢɎɗɖəŬ
17

 [ghi§ mi§ ghin®ka h§thika 

= I was destroyed for a woman] (Figure 5.10). This is one of the few times that 

dhr·mos Kiourd² is combined with the Min·re, instead of the Ous§k which is one of 

the most popular combinations (Ous§k and Kiourd²) even today. 

                                                 
16

 Columbia CG 2428 - DG 6735, recorded on August 11, 1948. 

17
 HMV OGA 1743 - AO 2984, recorded on March 15, 1951. 
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Figure 5.10: Ghi§ mi§ ghin®ka h§thika transcription  ï CD Track 9 (Tsits§nis) 

 

 

The most popular combination of the Min·re is with dhr·mos Hitz§z (see 

further below regarding Hitz§z). There is, however, a very simple explanation for this, 

if one considers the fact that a Hitz§z tetrachord already co-exists with the Min·re 

Armonik· dhr·mos (Figure 5.11). 

 

 

 

Figure 5.11: The construction of dhr·mi Hitz§z and Min·re Armonik· 

 

 

Some examples of songs belonging in this category are: ɆŮ ŰɞɨŰɞ Űɞ ˊŬɚɘɧůˊɘŰɞ
18

 [se 

to¼to to pali·spito = in this old/poor house]; ȾɚŬɛɏɜɖ ɐɟɗŮɠ ɛɘŬ ɓɟŬŭɘɎ
19

 [klam®ni 

²rthes mi§ vradhi§ = you came one night weeping]; ɆŰɟɩůŮ ɛɞɡ ɜŬ əɞɘɛɖɗɩ
20

 [str·se 

                                                 
18

 Columbia CG 2799 - DG 6900, recorded on April 5, 1951. 

19
 Columbia CG 2487 - DG 6761, recorded on January 7, 1949. 

20
 HMV OGA 1670 - AO 2964, recorded on September 12, 1950. 
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mo¼ na kimith· = make the bed for me to sleep]; and ɀŮ ˊɐɟŮ Űɞ ɝɖɛɏɟɤɛŬ ůŰɞɡɠ 

ŭɟɧɛɞɡɠ
21

 [me p²re to xim®roma sto¼s dhr·mous = the dawn found me in the streets]. 

Another common phenomenon is the swift from Min·re to Matz·re, based on 

the same tonality. The song ȷˊô Űɖ ɛɎɜŬ ɛɞɡ ŭɘɤɔɛɏɜɞɠ
22

 [apô ti m§na mo¼ 

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

 

 

 

Figure 5.12: Apô ti m§na mo¼ dhioghm®nos transcription  ï CD Track 10 (Tsits§nis) 

 

 

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

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

happen. Other song examples from the same category are: ũɨɟɜŬ ɛɧɜɞɠ ɛŮɠ ůŰɖ 

ɜɨɢŰŬ
23

 [gh²rna m·nos mes sti n²hta = stroll alone in the night]; ɇɞ ˊɟɤɑ ɛŮ Űɖ 

ŭɟɞůɞɨɚŬ
24

 [to pro² me ti dhroso¼la = in the morning with the dew]; and ȸɧɚŰŬ ɛɏůŬ 

ůŰɖɜ ȺɚɚɎŭŬ
25

 [v·lta mesa stin el§dha = stroll in Greece]. 

                                                 
21

 Columbia CG 2758 - DG 6904, recorded on November 30, 1950. 

22
 Odeon GO 4050 - GA 7475, recorded on November 23, 1948. 

23
 Columbia CG 2199 - DG 6619, recorded on November 18, 1946. 

24
 Columbia CG 2161 - DG 6598, recorded on June 15, 1946. 

25
 Odeon GO 4655 - GA 7670, recorded on April 16, 1952. 
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A general idiom, deriving from the makams as well as from Byzantine music 

is the raised fourth degree. This links, as mentioned earlier, to dhr·mos Niav®nd but it 

also works as a gravitation, not only in Min·res, but in other dhr·mi, too. In melodic 

lines where the phrase revolves around the fifth degree, it (the fifth) tends to pull the 

peripheral notes, that is, the fourth and the sixth. The song Ⱥůɨ ˊɞɡ ɛŮ ɝŮɛɡɎɚɘůŮɠ
26

 

[es² po¼ me xemi§lises = you that you enchant me] contains a melodic phrase with 

this idiom (Figure 5.13). 

 

 

 

Figure 5.13: Es² po¼ me xemi§lises transcription  ï CD Track 11 (Tsits§nis) 

 

 

Other songs with the same characteristic are: ũŮɘŰɧɜɘůůŬ
27

 [ghit·nisa = neighbour]; 

and ɇɞ ŰɟŮɚɞəɧɟɘŰůɞ
28

 [to trelok·ritso = the crazy girl]. 

A similar case concerns the seventh degree, too. The seventh tends to pull the 

sixth in melodies that revolve around the former. The song ɀɞɜŰɏɟɜŮɠ əŬɘ ɛŬɔəɑŰɘůŮɠ 

ȷɗɖɜŬɑɘůŮɠ
29

 [mond®rnes ke mang²tises athin®ises = modern and cool Athenian 

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

 

 

                                                 
26

 Columbia CG 2866 - DG 6940, recorded on October 13, 1951. 

27
 Parlophone GO 2640 - B. 21897, recorded in late 1936. 

28
 Odeon GO 2906 - GA 7095, recorded on February 10, 1938, 

29
 CBS 83406, recorded in 1978. 
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Figure 5.14: Mond®rnes ke mang²tises athin®ises transcription  ï CD Track 12 (Tsits§nis) 

 

 

Usually, this particular melodic shape is accompanied by a first degree major chord 

which changes from its original minor form. This happens because in most cases these 

types of melodic shapes lead to the fourth degree/chord (like a modulation to the 

subdominant). 

 Finally, Figure 5.15, according to the databaseôs findings, shows the chords 

used in each one of the two Min·re types, as well as in dhr·mos Niav®nd (only the 

chords written below the notes are used).  

 

 

 

Figure 5.15: Chords used in Min·re Natural, Min·re Armonik· and Niav®nd 
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Dhr·mos Matz·re [ɀŬŰɕ·ɟŮ ï Major] 

The problem found in the term ómatz·reô (from Western major) is similar to that of 

the ómin·reô. However, things look clearer and easier to comprehend in this case, 

because there are not so many makams and dhr·mi close to this particular dhr·mos, in 

contrast to the Min·re case. Some Greeks tend to equal dhr·mos Matz·re with 

makam Rast. The analysis of Tsits§nisôs music, however, led me to separate dhr·mos 

Matz·re from dhr·mos Rast. Figure 5.16 shows dhr·mos Matz·re, dhr·mos Rast and 

makam Rast. 

 

 

 

Figure 5.16: Dhr·mos Matz·re, dhr·mos Rast, makam Rast 

 

 

As one can observe in the above figure, dhr·mos Rast tends to lowers its seventh 

degree in descending melodies. The reason for this separation between dhr·mos 

Matz·re and dhr·mos Rast (contrary to the aforementioned tendency of some Greek 

musicians) is simply the fact that a great part of Tsits§nis compositions (as well as 

other songwriters, too) is wholly based on what I chose to call dhr·mos Matz·re. In 

other words, these songs do not utilize the lower VII degree, found in descending 

melodies, but they wholly utilize the Western type major scale. A separation of that 

kind was considered to be critical in order to point out the difference in the VII degree 
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of such songs. Moreover, there were some other elements which suggested this 

separation, such as the difference between the dominant notes used in songs totally 

based on Matz·re with those based on Rast.  

Some idiomatic characteristics of dhr·mos Matz·re follow. Despite the 

aforementioned separation of the two dhr·mi, many of the idioms presented below are 

true for both dhr·mi, showing, in this way, the close relationship between them, as 

well as (importantly) the way the Western major scale was Hellenized in order to suit 

to laik· standards and needs. After all, this is one more sign of the syncretic music 

produced in Greece during the remb®tiko and laik· era, when these two musical 

traditions (Western and Eastern) were mixed together. 

In many cases, the fifth degree pulls the fourth in melodies where the fifth is a 

dominant note. The song Ƀ ɇŬəŬŰɕɑűŬɠ
30

 [o takatz²fas = male name] is one example 

that depicts this idiom (Figure 5.17).
31

 

 

 

 

Figure 5.17: O takatz²fas transcription  ï CD Track 13 (Tsits§nis) 

 

 

In the song ūɑɜŬ ɗŬ Űɖɜ ˊŮɟɜɎɛŮ
32

 [f²na tha tin pern§me = we will be cool] one can 

notice the idiomatic behaviour of the peripheral of some dominant notes. The A flat, 

C and E flat notes ï which is the triad of the first degree chord ï pull the notes next to 

them (Figure 5.18). 

 

                                                 
30

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

31
 See also song ɀŬɕɑ ůɞɡ Ůɔɩ ˊɞɡ ŰŬ óɛˊɚŮɝŬ [maz² so¼ egh· po¼ t§ 'blexa = I mixed with you], Odeon 

GO 3423 - GA 7254, recorded in early 1940. 

32
 Columbia CG 2068 - DG 6547, recorded in June 1940. 
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Figure 5.18: F²na tha tin pern§me transcription ï CD Track 14 (Tsits§nis) 

 

 

As can be noticed in Figure 5.16, there is a min·re pentachord starting on the second 

degree of the matz·re. A line, sometimes short and sometimes extended, based on this 

min·re pentachord is a very usual phenomenon in Matz·re songs. There are cases 

where the second degree minor chord comes óunpreparedô, that is, without listening to 

the sixth degree major chord (which functions as the fifth of the second), whereas 

there are cases when it does sound and thus, the sense of a complete kind of 

modulation is given. In any case, the passages in this min·re pentachord should be 

considered as an idiom of the Matz·re dhr·mos, rather than a modulation to the 

second degree Min·re dhr·mos. An example is the song ɀô ɏɜŬɜ ˊɘəɟɧ ŬɜŬůŰŮɜŬɔɛɧ
33

 

[mô ®nan pikr· anastenaghm· = with a bitter sigh] (Figure 5.19). 

 

 

                                                 
33

 His Master's Voice OGA 1129 - AO 2695, recorded on October 27/28, 1940. 
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Figure 5.19: M' ®nan pikr· anastenaghm· transcription  ï CD Track 15 (Tsits§nis) 

 

 

It should be mentioned that this particular chordal sequence, that is, I+ // IV+ // VI+ 

(V+ of the II-) // II-, is, on the one hand, a very common phenomenon within 

Tsits§nisôs repertoire and, on the other, clearly shows the influence of Western music 

within laik· musical style. Another song example is ɀŮɠ ůŰɖɜ ȷɗɐɜŬ
34

 [mes stin 

ath²na = inside Athens]. In post-war recordings, the sequence of the I+ // II- in 

Matz·re songs is a ómustô in Tsitsanis's songs. Moreover, it is from now on in most 

cases with preparation, that is, with the VI major chord before the II minor. A special 

case is the song ɇůŬɟəɑŰůŬ
35

 [tsark²tsa = little stroll]. Interestingly, the voice sings the 

F natural note in order to modulate to A minor (Figure 5.20). Furthermore, it is 

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

                                                 
34

 HMV OGA 1708 - AO 2977, recorded on November 14, 1950. 

35
 CBS 83406, recorded in 1978. 
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Figure 5.20: Tsark²tsa transcription  ï CD Track 16 (Tsits§nis) 

 

 

Other song examples with this sequence are: Ƀ ˊŬɜŰɟŮɛɏɜɞɠ
36

 [o pandrem®nos = the 

married man]; ɆŰŮɟɜɧ ɛɞɡ ɔɚɡəɞɢɎɟŬɛŬ
37

 [stern· mo¼ ghlikoh§rama = my last 

twilight]; ũɘɞɟŰɎɕŮɘɠ ůɐɛŮɟŬ
38

 [ghiort§zis s²mera = you celebrate today]; and Ɋɘɚɐ 

ɓɟɞɢɐ ůŰŬ ɛɎŰɘŬ ůɞɡ
39

 [psil² vroh² sta m§tia so¼ = raindrops in your eyes]. 

 Similarly to the case described above, there is another Min·re pentachord 

within the Matz·re dhr·mos which starts on the sixth degree. The scale that is 

constructed from the sixth degree is no other than what is known in Western music as 

the relative minor. Once again, there are cases that this VI minor chord comes 

prepared, that is, after the III major chord which functions as the fifth of the sixth, and 

some other where it comes unprepared. An example is the song ȷəɧɛŬ əŬɘ ůŰɖɜ 

əɧɚŬůɖ
40

 [ak·ma ke stin k·lasi = even in hell] (Figure 5.21). 

 

 

                                                 
36

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

37
 HMV OGA 2798 - AO 5516, recorded on November 20, 1958. 

38
 Columbia CG 3702 - DG 7351, recorded on November 16, 1957. 

39
 HMV 7XGA 2936 - 7PG 3797, recorded in 1968. 

40
 Columbia CG 3689 - DG 7350, recorded on November 5, 1957. 
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Figure 5.21: Ak·ma ke stin k·lasi transcription  ï CD Track 17 (Tsits§nis) 

 

 

Other song examples are: ȾŬŰŬɟŬɛɏɜɖ ɝŮɜɖŰŮɘɎ
41

 [kataram®ni xeniti§ = cursed foreign 

lands]; and ɇɞ ˊɞŰɎɛɘ
42

 [to pot§mi = the river]. Worth noting is the fact that in this 

song (to pot§mi), both the minor and major third degree chords are used, something 

that is special and strange, and perhaps signifies the modernization of laik· style. 

 Let us examine now some cases that concern the cadences in Matz·re 

dhr·mos. The song Ƀ ɛɎɔəŬɠ əɎɜŮɘ ŭɡɞ ŭɞɡɚŮɘɏɠ
43

 [o m§ngas k§ni dhi· dhouli®s = the 

crafty person has two jobs] includes a classical melodic shape in Matz·re cadences 

(Figure 5.22). 

 

                                                 
41

 His Master's Voice OGA 2705 - AO 5483, recorded on May 22, 1958. 

42
 Columbia 7XCG 1176 - SCDG 3025, recorded in 1961. 

43
 HMV 7XGA 3538 - 7PG 8050, recorded in 1971. 



153 

 

 

Figure 5.22: O m§ngas k§ni dhi· dhouli®s transcription  ï CD Track 18 (Tsits§nis) 

 

 

Another interesting case with regard to cadences is the song ɀɘŬ ɚŮɓɏɜŰɘůůŬ əɞˊɏɚŬ
44

 

[mi§ lev®ndisa kop®la = a feisty girl] (Figure 5.23).  

 

 

 

Figure 5.23: Mi§ lev®ndisa kop®la transcription  ï CD Track 19 (Tsits§nis) 

 

 

The melody in the voice ends with the third degree of the dhr·mos, a characteristic 

that represents the bonds between the dhr·mi and the makams, since this particular 

cadence (in the third degree) shows the existence of a modal concept in this particular 

song (makam Rast occasionally uses the same melodic model/cadence, too). 

 A special, as well as interesting, case is the song ȸɟɎůŮ Űɖ ɟɞɨɛˊŬ ŰŬ ůɞɡɑɔə
45

 

[vr§se ti ro¼mba ta sou²ng = hang rumba and swing] (Figure 5.24).  

 

                                                 
44

 HMV 7XGA 3010 - 7PG 3824, recorded in 1969. 

45
 Odeon GO 3673 - GA 7354, recorded on October 31, 1946. 
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Figure 5.24: Vr§se ti ro¼mba ta sou²ng transcription  ï CD Track 20 (Tsits§nis) 

 

 

This is one of the few times (if not the only time) that the sequence of the following 

chords appears in the Matz·re dhr·mos: I+ // II- // III - // IV+ // V+. In other words, 

one by one, all the chords from the first to the fifth degree are played in order to lead 

to the common cadence of the Matz·re. This case is also special if one studies the 

music of Mikis Theodorakis, one of Greeceôs most popular composers. Theodorakis 

often uses this sequence in his music, something that gives birth to questions 

regarding the influence of remb®tiko music on contemporary composers who, 

unquestionably, based their composition style on remb®tiko standards. Figure 5.25 is a 

photograph of Tsits§nis and Theodorakis, who, according to Tsits§nisôs son, were 

good friends. 

 

 

 

Figure 5.25: Vas²lis Tsits§nis and Mikis Theodorakis (photograph given by K·stas Tsits§nis) 
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 Finally, Figure 5.26 represents the chords used in dhr·mos Matz·re. 

 

 

 

Figure 5.26: Chords used in dhr·mos Matz·re 

 

 

Dhr·mos Hitz§z [ɉɘŰɕɎɕ ï Hic©z] 

Surprisingly, and at the same time curiously, dhr·mos Hitz§z holds, along with 

dhr·mos Matz·re, the second place in Tsits§nisôs choices. Perhaps, the explanation 

for this is the fact that dhr·mos Hitz§z (or, more correctly, a mode very close to the 

urban dhr·mos Hitz§z) was already part of the rural-traditional repertoire.
46

 Dhr·mos 

Hitz§z is very popular within remb®tiko and laik· songwriters, even today. This is one 

of the dhr·mi that corresponds to its namesake makam, that is, makam Hic©z (Figure 

5.27). 

 

 

 

Figure 5.27: Dhr·mos Hitz§z and makam Hic©z 

 

 

                                                 
46

 See, for example, song: Ƀ ŬɛɎɟŬɜŰɞɠ [o am§randos = the amaranth], a song in 3/4 ts§mikos rhythm 

originated in Stere§ region. 
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Figure 5.28 shows a very common idiom of dhr·mos Hitz§z which is the combination 

of the Hitz§z tetrachord with the Matz·re pentachord, either below or above the 

formerôs tetrachord. 

 

 

Figure 5.28: The matz·re pentachord idiom in dhr·mos Hitz§z 

 

 

This idiomatic movement derives from the original form of makam Hic©z. As shown 

in Figure 5.28, in its ascending movement, makam Hic©z creates a G Rast pentachord 

(G to D, below the tonal). The óreconstructedô version of the makam in its dhr·mos 

form, ópreferredô to create the scale with a flat in the sixth degree (B flat) and use the 

upper pentachord (G to Dȭ) without the flat (that is, as a Rast or Matz·re pentachord) 

as an idiomatic movement. An example of this popular combination is the song Ƀ 

ɞɡɟŬɜɧɠ ɏɢŮɘ ɛŬɡɟɑůŮɘ
47

 [o ouran·s ®hi mavr²si = the sky has darkened] (Figure 5.29). 

 

 

                                                 
47

 HMV OGA 1800 - AO 5028, recorded on October 13, 1951. 
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Figure 5.29: O ouran·s ®hi mavr²si transcription  ï CD Track 21 (Tsits§nis) 

 

 

Other examples are: ɀ́ ɟɎɓɞ ɛˊɞɡɕɞɨəɘ ɛɞɡ
48

 [bravo bouzouki mo¼ = bravo my 

bouzouki]; ũɘŬ ŰŬ ɛɎŰɘŬ ˊ' ŬɔŬˊɩ
49

 [ghi§ ta m§tia pô aghap· = for the eyes that I 

love]; ɄŬɑɝŰŮ ɛˊɞɡɕɞɨəɘŬ
50

 [p®xte bouzo¼kia = play bouzoukis]; and ȰɚŬ ɧˊɤɠ ŮɑůŬɘ
51

 

[®la ·pos ²se = come as you are]. 

This óinstabilityô of the upper tetrachord, not only of dhr·mos Hitz§z but of 

other dhr·mi too, creates idiomatic gravitations. The sixth degree, for example, 

sounds sometimes natural, and sometimes flat, depending on the movement of the 

melody. For instance, in the song ɄɟɞɝŮɜŮɨɞɡɜ Űɞ ɆŰŬɛɎŰɖ
52

 [proxen®voun to stam§ti 

= they want to get Stamatis married], which is in F Hitz§z, when the melody is 

ascending, the D note is natural, whereas the melody is descending, D is with a flat 

(Figure 5.30).  

 

 

                                                 
48

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

49
 Columbia CG 2535 - DG 6786, recorded on October 31, 1949. 

50
 Odeon GO 4835 - GA 7737 and GA 7740, recorded on August 24, 1953. 

51
 Odeon GO 4912 - GA 7765, recorded on February 10, 1954. 

52
 Odeon GO 3421 - GA 7248, recorded in early 1940. 
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Figure 5.30: Proxen®voun to stam§ti transcription  ï CD Track 22 (Tsits§nis) 

 

 

The same idiom is also obvious in the song ȺɝŮəɑɜɖůŬ ɏɜŬ ɓɟɎŭɡ
53

 [exek²nisa ®na 

vr§dhi = I set off one night]. The song is in C Hitz§z. When the melody reaches note 

B flat, the A is natural, and then, when the melody descends, note A is with a flat. 

 Continuing with some special characteristics of dhr·mos Hitz§z, worth 

mentioning is the case of the VII degree minor chord which, almost always, functions 

as the preparation chord for the cadence in the I degree major chord. Similarly to the 

case examined before regarding the preparation of the II minor chord of dhr·mos 

Matz·re, the VII minor chord of dhr·mos Hitz§z, many times, comes prepared by the 

IV major chord of the dhr·mos. The song Ƀ ɜɞɘəɞəɨɟɖɠ
54

 [o nikok²ris = the family 

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

 

 

                                                 
53

 Columbia CG 2984 - DG 6998, recorded in 1952. 

54
 HMV OGA 1629 - AO 2939, recorded on June 7, 1950. 
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Figure 5.31: O nikok²ris transcription  ï CD Track 23 (Tsits§nis) 

 

 

Other songs with the same characteristic are: ɄŬɑɝŮ ɉɟɐůŰɞ Űɞ ɛˊɞɡɕɞɨəɘ
55

 [p®xe 

hr²sto to bouzouki = Chris play the bouzouki]; and ɄŮɗŬɑɜɤ ɔɘŬ Űɞ ŭɑəɘɞ ɛɞɡ
56

 

[peth®no ghi§ to dh²kio mo¼ = I die for my right]. 

 Turning now to some special (and rare) cases, the song ɀŬɢŬɟŬɜɐ
57

 [maharan² 

= Maharanee] contains an interesting innovation for the norms of Hitz§z chordal 

sequences (Figure 5.32). 

 

 

                                                 
55

 HMV OGA 1523 - AO 2890, recorded on December 6, 1949. 

56
 Columbia CG 3691 - DG 7393, recorded on November 5, 1957. 

57
 HMV OGA 2981 - AO 5608, recorded on January 26, 1960. 
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Figure 5.32: Maharan² transcription  ï CD Track 24 (Tsits§nis) 

 

 

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

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

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

 Finally, Figure 5.33 shows the chords used in dhr·mos Hitz§z. 

 

 

 

Figure 5.33: Chords used in dhr·mos Hitz§z 

 

 

Dhr·mos Hitzaski§r [ɉɘŰɕŬůəɘɎɟ ï Hic©zk©r] 

Dhr·mos Hitzaski§r is very close to dhr·mos Hitz§z. Many idioms and characteristics 

are similar between these two dhr·mi. Figure 5.34 represents dhr·mos Hitzaski§r and 

makam Hic©zk©r. 
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Figure 5.34: Dhr·mos Hitzaski§r and makam Hic©zk©r 

 

 

By adding a sharp to note G (fourth degree), the so-called by remb®tes ɄŮɘɟŬɘɩŰɘəɞɠ 

[pire·tikos = from Piraeus] dhr·mos is made. Figure 5.35 represents dhr·mos 

Pire·tikos and its correspondent, makam Zeng¿leli S¾znak. 

 

 

 

Figure 5.35: Dhr·mos Pire·tikos and makam Zeng¿leli S¾znak 

 

 

It should be mentioned that Tsits§nis never used dhr·mos Pire·tikos, except for the 

song mavrom§ta (see further below), which is not totally based on Pire·tikos, but 

there are elements of the dhr·mos. Tsits§nis also recorded three tax²mia which utilize 

dhr·mos Pire·tikos in 1980. 
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 Occasionally, Hitzaski§r revokes the flat from its second degree above the 

octave. The song ŪŬ ɓɟɤ ɛɘŬ Ɏɚɚɖ ɛŮ əŬɟŭɘɎ
58

 [tha vro mi§ §li me kardhi§ = I'll find 

another one with a heart] contains this idiomatic behaviour (Figure 5.36). 

 

 

 

Figure 5.36: Tha vro mi§ §li me kardhi§ transcription  ï CD Track 25 (Tsits§nis) 

 

 

Noteworthy is the D flat that appears in measure seven in the above transcription. 

This is a very common gravitation in both Hitz§z and Hitzaski§r dhr·mi. In melodic 

shapes like this, the fourth degree pulls the fifth (D flat in this case). Both idioms 

above, that is, the second natural above the octave and the gravitation of the fifth from 

the fourth are found in the song Ʉɘəɟɧɠ (ɗŬ) ŮɑɜŬɘ ɞ ˊɧɜɞɠ ɛɞɡ
59

 [pikr·s (tha) ²ne o 

p·nos mo¼ = my pain (will be) is bitter] (Figure 5.37). 

 

                                                 
58

 HMV OGA 1057 - AO 2666, recorded on June 11, 1940. 

59
 Odeon GO 2613 - GA 1990, recorded in circa October 1936. 
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Figure 5.37: Pikr·s (tha) ²ne o p·nos mo¼ transcription ï CD Track 26 (Tsits§nis) 

 

 

Initially, it is noteworthy the way this melody finishes in measure two. This particular 

shape, V (sixteen) // I // V // I (eights), is considered a classical cadence in zeimb®kiko 

songs. 

As has been already mentioned within this and the previous chapter, the 

introduction of harmony can be seen to have complicated the dhr·mi and their 

recognition within the compositions. The co-existence of dhr·mi Hitz§z and 

Hitzaski§r is a good example of this mix and its results. The critical issue for the 

understanding of the use of the dhr·mi is whether the person who analyzes the songs 

does so by taking into account the movement of the melody alone
60

 or the 

combination of the melody and the harmony. For instance, if one observes the last 

transcriptionôs melodic movement in the first measure (Figure 5.37), it will be seen 

that the melody is clearly based on dhr·mos Hitzaski§r. However, the D minor chord 

that sounds in the fifth beat cannot belong to the sphere of Hitzaski§r due to the D 

natural note (VII natural and not VII sharp as in Hitzaski§r). This is perhaps the 

difference between the theoretical structure of the dhr·mi and that of the makams. 

There are plenty of examples of such cases: ūɎɜŰŬɕŮɠ ůŬɜ ˊɟɘɔəɖˊɏůůŬ
61

 [f§ndazes 

san pringip®sa = you looked like a princess]; ɆŰɖ ɕɤɐ ɛɞɡ ɏɢɤ Űɧůɞ ˊɚɖɔɤɗŮɑ
62

 [sti 

                                                 
60

 Makams do not employ harmony. 

61
 Odeon GO 3588 - GA 7322, recorded in circa October, 1940. 

62
 Columbia CG 2670 - DG 6855, recorded on June 13, 1950. 
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zo² mo¼ ®ho t·so plighoth² = I have been hurt in my life]; and ȸɔɎɚŮ Űɖ ɛɎůəŬ
63

 

[vgh§le ti m§ska = take off the mask]. 

On the other hand, there are cases that show that the guitarist was at least 

aware of the dhr·mi and the makams, as, for example, in the song ȹɡɞ ɢɟɧɜɘŬ 

ůȭŬɔŬˊɩ
64

 [dhi· hr·nia sô aghap· = I have been loving you for two years]. The chords 

used by the guitarist attest this claim, for he does not use the natural seventh minor 

chord (C minor) at all. Instead, he chooses to play either the major fifth or the major 

second which do not ófalsifyô the sound of Hitzaski§r. 

 In terms of the mixtures of dhr·mi similar to Hitzaski§r, the song ũɘŬ ůɏɜŬ 

ɝŮɜɡɢŰɩ
65

 [ghi§ s®na xeniht· = I stay awake at night for you] is a very special case 

(Figure 5.38). The intro starts with the upper tetrachord. If there was not the C minor 

chord in the third bar, then the melody could have been considered as belonging in the 

sphere of Hitzaski§r. Moreover, there is a movement which sounds like a modulation 

to G Min·re utilizing the D7 major chord when the voice sings the C natural 

(something that can be regarded as an idiom), while the cadence sounds as if it is in 

Matz·re (V major chord). 

 

 

                                                 
63

 HMV OGA 1583 - AO 2919, recorded on February 25, 1950. 

64
 Odeon GO 3062 - GA 7139, recorded on June 14, 1938. 

65
 Columbia CG 1670 - DG 6344, recorded in December, 1937. 
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Figure 5.38: Ghi§ s®na xeniht· transcription  ï CD Track 27 (Tsits§nis) 

 

 

 The next lines show some very common cadence techniques. The most 

popular of them, with regard to has§piko songs, is the I-V-I note shape played in 

eights. For example, the song ɀŬɡɟɞɛɎŰŬ (ɄŮɟŬɑŬ əŬɘ ɀɞůɢɎŰɞ)
66

 [mavrom§ta (per®a 

ke mosh§to = black-eyed woman (Piraeus and Moshato)] (Figure 5.39). 

 

 

                                                 
66

 MINOS-EMI (COLUMBIA) 7YCG 5235 - 2J-064 70172, recorded in 1975. 



166 

 

 

Figure 5.39: Mavrom§ta transcription  ï CD Track 28 (Tsits§nis) 

 

 

Other song examples are: Ƀ ɛɎɔəŬɠ Űɞɡ ɔɚɡəɞɨ ɜŮɟɞɨ
67

 [o m§ngas to¼ ghliko¼ nero¼ = 

the sweet water's buster]; and ɇɖɠ ɛˊŬɛˊɏůŬɠ Űɞ ɔɚɡəɧ űɘɚɑ
68

 [tis bab®sas to ghlik· fil² 

= the sneaky womanôs sweet kiss]. 

 Another note/chord progression of the cadences is the I-II -I sequence. For 

example, the song ɇɞ óɢɤ ɟɑɝŮɘ ůŰɞ ɝŮɜɨɢŰɘ
69

 [to óho r²xi sto xen²hti = I started sitting 

up all night] (Figure 5.40). 

  

 

 

Figure 5.40: To 'ho r²xi sto xen²hti transcription  ï CD Track 29 (Tsits§nis) 

 

 

Other song examples containing the same melodic shape in the cadences are: ɇŬ 

ɓɚɏˊɤ ůəɞŰŮɘɜɎ
70

 [ta vl®po skotin§ = I see them dark]; ȳŰŬɜ ɗŬ ůɛɑɝŮɘɠ ɛ' ŬɡŰɧɜ ˊɞɡ ɗ' 

                                                 
67

 Parlophone GO 4092 - B. 74151, recorded on February 21, 1949. 

68
 Odeon GO 3850 - GA 7416, recorded on October 31, 1947. 

69
 HMV OGA 2061 - AO 5150, recorded in November 1953. 

70
 Parlophone GO 4732 - ȸ. 74271-Ƚ, recorded on November 22, 1952. 
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ŬɔŬˊɐůŮɘɠ
71

 [·tan tha sm²xis mô afton po¼ thô aghap²sis = when you get together with 

the one you'll love]; and ȼ ɔɡɜŬɑəŬ ɧŰŬɜ űɨɔŮɘ
72

 [i ghin®ka ·tan f²ghi = when the 

woman leaves]. 

 Finally, Figure 5.41 shows the chords used in dhr·mos Hitzaski§r. 

 

 

 

Figure 5.41: Chords used in dhr·mos Hitzaski§r 

 

 

Dhr·mos Ous§k [ɃɡůɎə - Uĸĸak] 

Dhr·mos Ous§k is one of the most popular dhr·mi in laik· style. Tsits§nis recorded 

53 songs in dhr·mos Ous§k. Moreover, there are five songs that include elements of 

Ous§k without it being the predominant dhr·mos. Many of Ous§kôs most common 

characteristics have already been examined in the previous chapter. The following 

lines contain some song examples illustrating some of the dhr·mosô idioms. 

 Regarding the instability of the second and the sixth degrees, one good 

example which attests to this is the song ɀŮɚŬɢɟɞɘɜɐ əɞˊɏɚŬ
73

 [melahrin² kop®la = 

brunette girl] and its very first line (Figure 5.42).  

 

 

 

Figure 5.42: Melahrin² kop®la transcription  ï CD Track 30 (Tsits§nis) 

                                                 
71

 HMV 7XGA 3001 - 7PG 3825, recorded in 1969. 

72
 HMV 7XGA 2787 - 7PG 3729, recorded in 1967. 

73
 Odeon GO 3309 - GA 7222, recorded on June 7, 1939. 
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One can see the way notes C and F sound sometimes natural (that is, in their Ous§k 

position) and sometimes raised by a semitone. There are plenty of songs that include 

this instability. For example: Ⱥůɨ ɔɚɡəɘɎ ɛɞɡ ɛɧɜɞ
74

 [es² ghliki§ mo¼ m·no = only you 

my sweetie]; and ȹɖɚɖŰɐɟɘɞ ůŰɖ űɚɏɓŬ
75

 [dhilit²rio sti fl®va = poison in vein]. This 

issue regarding the instability of the second degree is examined by Zannos: óthe key 

problem of the diatonic species is a very old one: the position of the degree segah 

(vou). [é] Today, some schools prefer a higher position, some a lower one; [é] 

Normally, musicians use both degrees, changing from one to the other according to 

the needs of the melodyô (1990: 52-3).
76

  

 Another very popular idiom of dhr·mos Ous§k is its combination with the 

Matz·re dhr·mos on the third degree of the former. If one observes the scale of 

dhr·mos Ous§k, one can see that there is a Matz·re pentachord starting on the third 

degree (Figure 5.43). 

 

 

 

Figure 5.43: Matz·re pentachord in Ous§k 

 

 

In the case where the flat from the second degree is revoked, we get a whole Matz·re 

scale from the third degree (F to Fȭ). The song ȷɚɎ ɇɞɨɟəŬ ɢɧɟŮɣɏ ɛɞɡ
77

 [al§ To¼rka 

h·reps® mo¼ = dance for me ala Turka] is an example that shows this movement in 

the third degree Matz·re pentachord (Figure 5.44). Moreover, it is noteworthy that 

this particular song includes the previous idiom, too, that is, the instability of the 

second degree. 

 

 

                                                 
74

 HMV 7XGA 1857 - 7PG 3361, recorded on February 4, 1964. 

75
 CBS 83406, recorded in 1978. 

76
 Regarding the intonation in Arab music, see (Scott 1993). 

77
 HMV OGA 2580 - AO 5417, recorded on August 20, 1957. 
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Figure 5.44: Ala to¼rka h·repse mo¼ transcription  ï CD Track 31 (Tsits§nis) 

 

 

One can observe that Ous§k uses the same melodic shape (measure four) to move 

from dhr·mos Ous§k to dhr·mos Matz·re in the third degree, as in dhr·mos Min·re 

that has been examined before. Other song examples are: ɀŬɕɑ ɛɞɡ ŭŮɜ ŰŬɘɟɘɎɕŮɘɠ
78

 

[Maz² mo¼ dhen teri§zis = we don't suit each other]; and ȷɜɎɗŮɛŬ ůŰɖɜ ɞɛɞɟűɘɎ ůɞɡ
79

 

[an§thema stin omorfi§ so¼ = damn your beauty]. 

Continuing to Ous§kôs characteristics, another common phenomenon is a 

movement and temporary establishment on the fifth degree. The chord played on this 

beat, that is, a V minor, gives the sense of the connection of either two Ous§k 

pentachords, or of an Ous§k and a Min·re, one from D to A notes, and the other from 

A to Eȭ notes. Obviously, what the second (upper) pentachord will look like depends 

on whether the melody contains a flat sixth or a natural sixth degree (see Figure 5.45). 

It should be mentioned that this particular sound became more popular after the 

1960s, not only within Tsits§nisôs repertoire, but within laik· style in general. The 

song ɇɘ əɘ Ŭɜ ɕɞɨůŬɛŮ ɛŬɕɑ
80

 [ti ki an zo¼same maz² = what's the point of us living 

                                                 
78

 Columbia CG 2191 - DG 6617, recorded on November 9, 1946. 

79
 HMV 7XGA 2138 - 7PG 3445, recorded on October 29, 1964. 

80
 HMV 7XGA 2573 - 7PG 3615, recorded on September 13, 1966. 
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together] is an example of this temporary establishment on the fifth degree (Figure 

5.45). 

 

 

 

Figure 5.45: Ti ki an zo¼same maz² transcription  ï CD Track 32 (Tsits§nis) 

 

 

Other song examples are: ɀŬəɟɘɎ ɛɞɡ Ůůɨ ŭŮɜ əɎɜŮɘɠ
81

 [makri§ mo¼ es² dhen k§nis = 

you can't live away from me]; ȷɔŬˊɩ əŬɘ ˊɞɜɩ (ŭɡůŰɡɢɩɠ)
82

 [aghap· ke pon· 

(dhistih·s) = I love and I suffer (unfortunately)]; and Ⱥůɨ ɔɚɡəɘɎ ɛɞɡ ɛɧɜɞ
83

 [es² 

ghliki§ mo¼ m·no = only you my sweetie]. 

 Another extremely popular combination is the combination between dhr·mi 

Ous§k and Kiourd².
84

 The song ɄŮɟɘˊɚŬɜɩɛŮɜɖ ɕɤɐ
85

 [periplan·meni zo² = drifter 

life] is an example of this combination (Figure 5.46). 

 

 

                                                 
81

 HMV 7XGA 1958 - 7PG 3376, recorded on March 31, 1964. 

82
 HMV 7XGA 2204 - 7PG 3506, recorded on February 18, 1965. 

83
 HMV 7XGA 1857 - 7PG 3361, recorded on February 4, 1964. 

84
 With Kiourd² I refer to what Greek laik· musicians mean when they use the term Kiourd². The issue 

of wrong terminology used on their part is examined at the beginning of Chapter 4. 

85
 Melody MG 25, recorded on June 3, 1954. 
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Figure 5.46: Periplan·meni zo² transcription  ï CD Track 33 (Tsits§nis) 

 

 

The melodies in Kiourd² within an Ous§k song are accompanied by a third degree 

minor chord. A very usual as well as traditional behaviour of melodies in Kiourd² 

(which also derives from makam tradition) is the glide from the fifth note to its lower 

position, that is, the flat fifth. One can also observe (in periplan·meni zo²) that 

another popular idiom of Ous§k is still present, which is the instability of the second 

degree. Other songs that make use of this combination are: Ȳůɤɠ Ŭɨɟɘɞ
86

 [²sos §vrio = 

perhaps tomorrow]; and ũɘŬ ɜŬ ůŮ əɎɜɤ Ɏɜɗɟɤˊɞ
87

 [ghi§ na se k§no §nthropo = in 

order to make you a good person].  

 Finally, Figure 5.47 shows the chords used in dhr·mos Ous§k. 

 

 

 

Figure 5.47: Chords used in dhr·mos Ous§k 

 

 

                                                 
86

 HMV OGA 2717 - AO 5497, recorded on June 3, 1958. 

87
 Odeon GO 5028 - GA 7809, recorded on November 24, 1954. 
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Dhr·mi Houz§m and Segi§h [ɉɞɡɕɎɛ ï H¿zz©m and ɆŮɔəɘɎɢ ï 

Seg©h] 

Dhr·mi Houz§m and Segi§h are usually confused by Greek laik· musicians. It is very 

common to call every song Houz§m that utilizes a lower tetrachord as shown in 

Figure 5.48, Staff 1.
88

 

 

 

 

Figure 5.48: Dhr·mos Houz§m and makam H¿zz©m 

 

 

Possibly, the reason for this confusion is the fact that both Houz§m and Segi§h 

involve the same lower tetrachord (see Figure 5.50). 

 Things become very confusing when a third dhr·mos is taken into 

consideration. This is dhr·mos Suzin§k. Many times, Suzin§kôs cadences occur in the 

third degree. By doing so, a sense of either a Houz§m or a Segi§h melody is created, 

for the two latter also have cadences in the third. Moreover, the upper tetrachord of 

dhr·mos Suzin§k and dhr·mos Houz§m are the same, and thus, another problem 

arises, for one cannot say for sure if a melody that sounds in this particular tetrachord 

belongs in either dhr·mi ï not to mention that some melodies may even sound like 

Hitzaski§r, too. Figure 5.49 represents dhr·mos Suzin§k and makam S¾zin©k. 

 

 

                                                 
88

 For an in-depth examination and analysis of dhr·mos Houz§m see Pennanenôs óthe development, 

interpretation, and change of dromos Houzam in Greek rebetika musicô (1999: 23-65). 
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Figure 5.49: Dhr·mos Souzin§k and makam S¾zin©k 

 

 

Finally, Figure 5.50 represents the chords used in dhr·mi Houz§m, Segi§h and 

Suzin§k. 

 

 

 

Figure 5.50: Chords in dhr·mi Houz§m, Segi§h and Souzin§k 

 

 

Statistics: Number of Recordings by Dhr·mos 

The statistics (Table 5.1 and Figure 5.51) verify, ultimately, all the claims about 

Tsits§nisôs work and the shift towards harmonization and Westernization.  
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Dhrómos Number of recordings

Minóre Natural 111

Matzóre 102

Hitzáz 102

Minóre Armonikó 83

Ousák 53

Equal Mix 47

Rast 15

Hitzaskiár 12

Segiáh 10

Sousinák 8

Niavénd 5

Housám 3

Nikríz 2

Kiourdí 1  

Table 5.1: Number of Tsits§nisôs recordings by dhr·mos 

 

 

 

Figure 5.51: Number of Tsits§nisôs recordings by dhr·mos 
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Dhr·mos Min·re and Matz·re hold the two dominant places with regard to how many 

songs used them as their leading dhr·mi. If one takes into consideration the fact that 

45 songs in Min·re Armonik·, 28 in Min·re Natural and 27 in Matz·re (100 in total) 

are in has§piko rhythm, then the realistic importance of the so-called kand§dha songs 

of Tsits§nis will be clear. In other words, 100 songs out of the 296 that utilize these 

three dhr·mi, that is, one-third, are in Tsits§nisôs new song style, which is one of the 

most serious reasons for the styleôs development and broader admission (regarding 

the kand§dha see Chapter 1). 

The following chapters (6 and 7) deal with the popular rhythms that constitute 

a problem similar to that analyzed in this and the previous chapter, that of laik· 

dhr·mi. This problem is once more closely connected to the limited existence of 

musicological studies, as well as to the confusing oral tradition of Greek laik· 

musicians. In the case of research that deals to a great extent with the musicological 

aspect of a work and more specifically with its analysis, the problems of laik· dhr·mi 

and rhythms (that is, the problems of a huge amount of elements of the music itself) 

are in fact extremely arduous. Something that needs to be clarified is that, according 

to my research findings, the examination of rhythms, especially in cultures such as the 

one under examination where rhythm is synonymous to dance, cannot be covered in 

all of its perspectives unless dance research is involved.
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Chapter 6  

Greek Laik· Rhythms in the Songs of Vas²lis Tsits§nis: Presentation 

and Analysis from Selected Examples  

 

General Comments on the Rhythmic Patterns 

The first section of this chapter includes some general guidelines and comments on 

the rhythmic patterns. These will help and prepare the reader to understand how they 

should use these patterns, and what they aspire to depict. 

It should be clarified that the patterns that follow are typical ways of 

performing the laik· rhythms. In many cases, and mostly because we are dealing with 

a popular musical style which is mainly based on oral tradition, the musicians tend to 

improvise and, therefore, they choose various ways of interpreting the rhythms. For 

instance, in most cases of the zeimb®kiko, the baghlam§s plays the part of a 

rhythmical instrument by playing the chords in eights. However, occasionally, it can 

be heard playing melodic lines and even parts of intros, as for example in songs 

ȷɔŬˊɩ ɛɘŬ ˊŬɜŰɟŮɛɏɜɖ
1
 [aghap· mi§ pandrem®ni = I love a married woman] and 

ȾŬŰŬɟŬɛɏɜɖ ɝŮɜɖŰŮɘɎ
2
 [kataram®ni xeniti§ = cursed foreign lands]. The only 

indispensable instrument is the guitar. Apart from that (and, of course the bouzouki), 

all the others are subordinate instruments and do not always take part in the band. My 

greatest concern here is to demonstrate, especially to someone unfamiliar with Greek 

rhythms, the ways of their interpretations by showing the beats or, as they are often 

called by Greek musicians, ŰŬ ɢŰɡˊɐɛŬŰŬ [ta htip²mata = the hits], writing either bass 

notes or chords. Another aim is to illustrate how the musicians that took part in the 

recordings performed these rhythms. It is worth noting that the patterns were created 

by me after listening and examining each and every available commercial recording 

by Vas²lis Tsits§nis.  

At this point, I should highlight the importance of the role of the guitar within 

the entire genre. The ɛˊŬůɞəɑɗŬɟɞ [basok²tharo = bass guitar], as it is often called by 

Greek musicians, can be considered as the backbone of the entire genre, especially 

with regard to the way the rhythms were modeled and formed. The guitar, apart from 

                                                 
1
 Odeon GO 3420 - GA 7254, recorded on December 4, 1939. 

2
 HMV OGA 2705 - AO 5483, recorded on May 22, 1958. 
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its harmony-providing role, makes use of melodic lines played in its bass section (see 

further below).
3
 These are the called by Greek musicians, ɛˊŬůɞɔɟŬɛɛɏɠ 

[basoghram®s = b§so (bass) + ghram®s (lines)]. After all, the smallest, yet adequate 

band type that can fully interpret the style of the genre consists of the bouzouki 

(melody) and the Spanish bass-guitar (rhythm). Also very popular were the so-called 

by remb®tiko enthusiasts əɘɗŬɟɧɜɘŬ [kithar·nia = little guitars] which look like 

Flamenco guitars, requinto guitars or the ukulele, a small guitar originating in Hawaii. 

However, the type that prevailed was that of the Spanish, classical guitar. The strings 

used by the guitarists, also used today, were metallic (something unusual for a 

Spanish guitar).
4
 However, as Hr²stos Spourdhal§kis informs us, the alloy of the old 

metal was far different than todayôs, something that has a great impact on the timbre 

(2006: 31). It should also be mentioned that we are discussing remb®tiko recordings 

where the guitar had an accompanying role rather than a soloist role. This segregation 

is critical because many caf® (refugees) and early remb®tiko (Piraeus bouzouki-based) 

songwriters used the guitar as a solo instrument, not just an accompanying 

instrument.
5
 

The reason I created patterns for foreign rhythms as well, although I could 

have just referred to already published literature on this topic, is that these rhythms 

were adopted by Greek remb®tiko-laik· musicians and have been changed in order to 

match Greek standards (ólaikizedô). Obviously the reason why Greek musicians used 

and still use these particular names is not that the rhythm is exactly the same as in 

Latin genres or any other music, but because it is very similar. 

Although the bibliography lacks references to Greek laik· rhythms, Ghi·rghos 

Metalin·s (1999) and Left®ris P§vlou (2006) give good general idea of many laik· 

and traditional Greek rhythms. However, the most valuable information has been 

                                                 
3
 An®stis Barb§tsisôs (2008) and Ghi·rghos Evang®lousôs (2008) bachelor theses involve a stylistic 

analysis of the orchestra types and especially of the Spanish guitarôs performance techniques. 

4
 There is a Spanish-like guitar in Italy which is also used with metallic strings, known as 

óchitarra battenteô. 

5
 See, for example, songs: Ƀɨɕɞ ɢŬůɑɠ [ouzo hasish] by Sp²ros Perist®ris, Odeon GA 1791 - GO 2119, 

recorded in 1934; and Ƀ ȷɛŮɟɘəɎɜɞɠ [o amerik§nos = the American] by I§kovos Mondan§ris, 

Perlophone B 21823 - 101602, recorded in 1935. I should also mention the work of Ghi·rghos 

Katsar·s (1888-1997 [he lived for 109 years!]) who used the guitar as the soloist instrument in his 

songs perhaps more than any other. 
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taken from interviews, consultations, discussions with Greek percussionists (such as 

Left®ris P§vlou and Str§tos Sami·tis ï see also óAcknowledgementsô) and, above all, 

from personal experience (as a remb®tiko-laik· musician). Obviously, this chapter 

examines the most popular rhythms (traditional or not) within the genre. This means 

that it does not deal with rhythms with a small number of recordings. 

A óBô or óBassô in the rhythmic patterns refers to a single bass note ï the first 

degree of the chord played in that particular beat. The óBass_Vô (or óB_Vô) refers to 

the fifth degree/note of the chord. The second, smaller staff under the larger one 

shows an altered version of this particular instrumentôs performance technique. Of 

course, one should bear in mind that many times the final result can be a combination 

of two or more versions. Finally, the óGuitarô implies all guitar types that may take 

part in a recording (Spanish, steel-strung acoustic, electric and so forth). The Spanish 

guitar (and some types of the kithar·nia) was exclusively used until 1970s, when the 

steel-strung acoustic guitar also took a place in Greek laik· bands, without the former 

vanishing. 

Following these guidelines is the presentation of the laik· rhythms themselves. 

The analysis of the rhythms along with references to numerous selected song-

examples constructs a detailed image of how the rhythms used within remb®tiko and 

laik· styles evolved and are still evolving.  

 

 

ȻŮɥɛˊɏəɘəɞ [Zeimb®kiko (Turkish: Zeybek)] 

The zeimb®kiko dance rhythm holds a prominent position amongst Vas²lis Tsits§nisôs 

recorded output.
6
 As evidenced in Greek discography, the zeimb®kiko was also the 

most beloved rhythm of every songwriter of the remb®tiko and the laik· era. The fact 

that 285 of Vas²lis Tsits§nisôs 554 commercial recordings (that is, 51.8 per cent) are in 

the zeimb®kiko family is of the utmost importance, with regard to the analysis and 

                                                 
6
 The ózeimb®kikoô section of this chapter, along with some other small parts from other chapters 

(working as introductory comments) were submitted and are under review as the article óThe 

Zeimb®kiko Rhythm in Vas²lis Tsits§nisôs Recording Career (1936-1983)ô, Journal of Music Research 

Online. 
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assessment of this specific rhythm.
7
 The zeimb®kiko dance rhythm is considered to be 

one of the most representative characteristics of the cultural identity of modern 

Greeks. It is an example of how acculturation can happen between cultures (Ottoman-

Turkish and Greek).
8
 It can also depict to what extent cultures can óinter-loanô and 

then óinter-returnô elements of theirs, creating in the end a situation where nobody can 

tell which one gave birth to these elements. The route of the zeimb®kiko, from once 

being an expression of the underworld and of the ócosmosô of the remb®tis to todayôs 

urban popular dance of every Greek, is something that needs attention and 

examination from several perspectives. The transportation of this rhythm from the 

hashish-dens to luxury venues can be credited (to a great degree) to Vas²lis Tsits§nis. 

Therefore, the sociological perspective from which one can examine this issue is of 

value and importance. However, as already highlighted before, popular musicology in 

Greece has not shown its will to produce fruits as yet. Perhaps it is now the time for 

another, equally important transportation to happen; one from the luxury venue to 

academia. 

 

 

ɄŬɚɘɧ ȻŮɥɛˊɏəɘəɞ [pali· = old zeimb®kiko] 

When a piece is labelled óold zeimb®kikoô, Greek musicians will be heard to play the 

following rhythmic pattern (Figure 6.1):
9
 

 

 

                                                 
7
 With the term ózeimb®kiko familyô, apart from the three major types, I also refer to karsilam§s, 

tsiftet®li in 9-beat and apt§liko zeimb®kiko rhythms. 

8
 See also Politis (2005a). 

9
 Others, such as Risto Pekka Pennanen (1999: 105) and Peter Manuel (1990: 130-1) choose to call it 

ɆɡɟɘŬɜɧ [Sirian· = from Syros island]. See also Holst about the zeimb®kiko in Syros and about 

Vamvak§ris who was born and lived there until he moved to Piraeus when he became 12 years old 

(2006: 41). 
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Figure 6.1: Old zeimb®kiko rhythmic pattern 

 

 

The rhythmic structure of the old zeimb®kiko consists of a pair of identical 4/4s, plus 

an extra quarter-note at the end. Otherwise, we can simply think of the structure as 

being 4/4 + 5/4. The alternative version of the guitar (second staff) reveals a tendency 

of the óold schoolô guitarists to fill in the rhythm with eights, rather than playing strict 

óhitsô. This is obvious in almost every recording until approximately the end of the 

1950s, when richer instrumentations and more sophisticated and prefixed 

arrangements replaced the óplaying freedomô of the old musicians, which (the playing 

freedom) is definitely worth a thesis. However, the tendency of embellishment has 

been never absent on the part of the accompanying instruments. One of the most 

popular embellishment techniques of the guitarists were the bass-lines created by 

movements from one bass note to another. Figure 6.2 shows an example of this bass-

line technique in a rather óclassicalô chordal progression (see below). 
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Figure 6.2: Guitar bass-line technique in old zeimb®kiko 

 

 

I refer to this progression as being classical because it is true that in many cases, 

especially in the caf® style period, that the songs give a sense of being arrangements 

rather than compositions, especially in Western contexts; although Lilliestam refers to 

this compositional technique as something that makes use of conventional formulas 

which vary depending on the cultural background of everyone and which are always 

the starting point of the music-making procedure (1996: 203-5). Regarding the caf® 

tunes, indeed, there were countless traditional tunes which seemed to be part of a big 

óstorehouseô from where musicians (with a rather high skill in re-arranging the notes 

and the notesô values) tended to pick them up and create songs for recording.
10

 

However, ócomposing or arranging is like making food. A composition is no new 

invention. You have to take the ingredients that are there, mix them, dare to try new 

things and trust your imagination and feeling (Gºteborgs-Posten, 28 December 

1992)ô.
11

 

                                                 
10

 See also Morris (1980: 82-3) and Pennanen (1995: 141). 

11
 In Lilliestam (1996: 203). 
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Continuing now to Figure 6.2ôs explanations, the ómodal basedô staff of the 

score indicates how this particular progression would have been interpreted by a 

guitarist of the caf® era, showing the modal background of their music, since there 

was almost no employment of chordal harmony. The third, smaller staff indicates 

something quite special that is found in remb®tiko as well as in the laik· musical 

style. This is the changed tunings that many musicians, especially the bouzouki 

players, used to use.
12

 As far as the bouzouki is concerned, these tunings are also 

known as ɜŰɞɡɕɏɜɘŬ [ntouz®nia (plural), ntouz®ni (singular)] which is an expression 

met in the slang of the remb®tiko people and simply refers to the then several tunings. 

As evidenced in many recordings, this technique was also used (and is still used) by 

guitarists too, because it (the technique) can offer the usage of open strings. Thus, the 

third staff in Figure 6.2 implies that the guitarist may tune the E bass string a tone 

lower and make it a D. Obviously, the changed tuning can also be applied on the first 

staff. 

Figure 6.3 shows a very popular cadence technique/formula (interim and final) 

of the guitar, especially of the óold schoolô. 

 

 

 

Figure 6.3: Guitar cadence technique in old zeimb®kiko 

 

 

Perhaps this is another element that links the music of the caf®s with the remb®tiko 

style of Piraeus. In most cases, the accompaniment of the refugeesô songs was 

essentially a sort of a bass continuo played by instruments such as the ud, the lute and 

                                                 
12

 This is a common phenomenon found in several other traditions such as Rock and Blues (see 

Lillie stam 1996: 203). 
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the Spanish guitar on their bass strings.
13

 In the case of the zeimb®kiko, early 

recordings show that this óbass techniqueô effectively looked as in Figure 6.4 and 

Figure 6.5. The second measure is a cadence measure which illustrates the similarity 

between the bass technique of the music of the caf®s and the remb®tiko. Where there 

are two notes in a single beat, it means that the guitarist plays either the top or the 

lower one. Similarly to old zeimb®kikoôs bass technique, Figure 6.5 illustrates a 

similar technique used in the new zeimb®kiko which, just like the old one, reveals the 

strong bonds between the Ottoman-Turkish musical culture and the caf® and 

remb®tiko styles. Obviously, in many cases the guitarists used a combination of the 

two versions, that is, the V-I (first staff) or the octave technique (second staff). 

Moreover, we shall always bear in mind the changed tuning option, as shown in 

Figure 6.2. 

 

 

 

Figure 6.4: Bass technique of the music of the caf®s (old zeimb®kiko) 

 

 

                                                 
13

 Peter Manuel wrote on the role of the refugees as well as the early recordings of remb®tiko (1990: 

129). Risto Pekka Pennanen also discussed several matters of these techniques at several places within 

his thesis (for example, 1999: 68). 
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Figure 6.5: Bass technique in new zeimb®kiko type 

 

 

If we now compare these figures with Figure 6.1 (old zeimb®kikoôs general pattern) 

we will understand how the harmony replaced the modal concept of the 

accompaniment. A representative example would be the case of a very popular song 

entitled ũɘŬŰɑ űɞɡɛɎɟɤ əɞəŬȶɜɖ [ghiat² foum§ro koka²ni = why I smoke cocaine] by 

Panaghi·tis To¼ndas, originally recorded either by Mar²ka Pol²tisa
14

 or by R·za 

Esken§zi,
15

 both, possibly, in 1932. The song can also be found with other titles such 

as ɀô ɏɛˊɚŮɝŮ ɏɜŬɠ ɛɧɟŰɖɠ [mô ®mblexe ®nas m·rtis = an urchin got me in this] and Ƀ 

əɞəŬɥɜɞˊɧŰɖɠ [o kokainop·tis = the cocaine-drinker], since it has been recorded many 

times by numerous singers, old and contemporary. In both original recordings no 

harmony is involved. On the other hand, every following recording involves chordal 

progressions. At this point, it is of crucial importance to mention the multicultural 

nature of Greece, especially in the early remb®tiko period. Research on some 

particular key singers who collaborated with Tsits§nis and other songwriters led me to 

some astonishing findings. One of these cases is the case of the singer St®la Hask²l 

who was a Sephardic Jew, that is, a Jew from the Iberian Peninsula.
16

 After some 

rather rough research on Sephardic musical style, I found a song that sounds very 

much like the song examined in the preceding lines. The song is included in the CD 

óJewish-Spanish Songs from Thessalonikiô (by David Saltiel, 1997) and it is entitled 

                                                 
14

 Columbia WG 376 - DG 279. 

15
 Odeon GO 1793 - GA 1624. 

16
 Many major cities, such as Thessalon²ki, were (and still are) well-known for the multinational 

constitution of their populations. 
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La cigarrera
17

 [the tobacco girl] . It is very interesting that both songs are in the 

tsiftet®li rhythm. Whereas we have the accompaniment of the Spanish guitar playing 

in octaves in the Greek version, we have a tambourine ókeepingô the rhythmic 4/4 

structure in the Jewish-Spanish one. Moreover, the modal structure of both songs 

sounds pretty much the same, and ultimately, even the lyrical context is very similar. 

Nevertheless, the issue of óinter-borrowingô amongst cultures needs a more in-depth 

examination. Unfortunately, I was not able to find out the recording date and 

originating information regarding the Sephardic version in order to see which is the 

oldest. 

There is also one more song example which seems to depict the musical 

situation of the period. The song is entitled ȸɎɚŮ ɛŮ ůŰɖɜ ŬɔəŬɚɘɎ ůɞɡ [v§le me stin 

angali§ so¼ = put me in your arms] by Vang®lis Pap§zoghlou. There are three 

recordings of this song. They all seem, as evidence shows, to have been recorded in 

1934. I must stress that this was a usual phenomenon; many songwriters used to 

record a song twice and even three times. The three singers that sang the song were 

R·za Esken§zi,
18

 Stel§kis Perpini§dhis
19

 and Mar²ka Kanaropo¼lou.
20

 The peculiar 

characteristic of this particular song is the fact that two of the recordings involved 

chordal harmony, whereas the third one (Perpini§dhisôs) did not. In this third version, 

the guitarist either doubles the solo instruments by playing the melodic lines with 

them, or, he accompanies using the bass technique (octave or V-I) I analyzed before. 

These three recordings raise some important questions: was the songwriter undecided 

about what style he should apply to the song? Given that there are other songs with 

the same characteristic, is there a possibility of this being something fashionable at 

this period? That is, recording in both ways? Ultimately, the most important question 

in my mind would be something like: was, by any chance, that period really in 

disarray or in a state of musical flux? Given that there were so many new parameters, 

as regards music in general, would this be something that may have thrown some 

people off their calculations? Some examples: the recording procedure was something 

                                                 
17

 Track number six, in the CD by David Saltiel óJewish-Spanish Songs of Thessalonikiô. Oriente 

Musik, LC 3592 (1998). 

18
 HMV AO 2206 - OGA 168. 

19
 Columbia DG 6033 - CG 1014. 

20
 Odeon GA 1821 - GO 2171. 
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quite new (we are dealing with 1920s ï 1930s) and thus, the entire concept of the 

ómusic industryô was something new. The rapid mix of styles, instruments, musicians, 

customs and human idiosyncrasies would also have created a mess. Greece was 

undergoing modernization as well as the Westernization process, while the refugees 

had just brought with them an almost utterly Eastern cultural background (see 

Pennanen 1999). Not to mention, of course, the political scene of the period: world 

wars, Greek-Turkish war, Greek Junta and so forth. Perhaps, the market and the 

companies, as well as the musicians, wanted to try some things out first, to 

experiment with the audienceôs tastes and preferences. 

Returning now to the performance techniques, it must be said that it is almost 

impossible for someone to listen to the old schoolôs technique today, even by 

musicians known as being purely remb®tiko musicians. The harmony has clearly 

surpassed the modal-based accompaniment. However, elements of the old school 

technique are still alive in todayôs performance practices as, for example, are the so-

called ótuttiô (in the Greek context), where the guitarist, from time to time, changes his 

chordal based accompaniment and doubles the bouzouki or the voice by playing their 

melodic lines, something that was very common in old recordings (regarding these 

ótuttiô see also page 216). 

It is not only the performance techniques that changed, but also the tempi of 

the songs. However, let us take this story from its beginning. Figure 6.6 examines the 

development of tempo in old zeimb®kikos within Vas²lis Tsits§nisôs recording career. 

It explicitly shows the transformation of the rhythm from allegro to andante. I should 

clarify that I have calculated the tempo of each of the recordings in order to create the 

most accurate representation I could. Thus, Figure 6.6 (and all other figures that 

contain tempo values) represents every songôs tempo value in chronological order 

(according to their recording date). It seems like the old zeimb®kiko was a rather 

moderato and even allegro rhythm (pre-war). This situation changes from the first 

post-war period onwards.  
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Figure 6.6: The development of tempo in old zeimb®kiko (Tsits§nisôs recordings) 
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Today, whenever an orchestra means to make a song sound óheavierô, more óseriousô, 

more grandiose and add a larger volume in order to give the impression of something 

pompous, they usually make use of the old zeimb®kiko style, combined with quite a 

slow tempo.
21

 To put it another way, the role and the use of the rhythm have been 

almost reversed. It must be noted that it is hard to find a new song today based on the 

old style, for it is the new type that prevails. 

We should not forget that a pieceôs tempo was not standard during the 

recording. Usually, due to the fact that recording technology ódemandedô the band to 

record together, what is known as ólive recordingô, the tempo tended to accelerate as 

the recording reached its finale.
22

  

There are 160 recordings of Vas²lis Tsits§nis in old zeimb®kiko. 14 of these 

were recorded in the period between 1936 and 1940, that is, from the beginning of 

Vas²lis Tsits§nisôs recording career until the cessation of recordings due to World War 

2. 114 were recorded from 1946 to 1955, namely when the recording factory was back 

in business after the end of the war and until 1955, when the first release of a 45 rpm 

record took place. 29 songs were recorded between 1956 and 1966, that is, when the 

regime of the colonels and the military junta took place. Finally, three songs were 

recorded between 1967 and 1983. The following graph (Figure 6.7) shows the course 

of the number of recordings in old zeimb®kiko based on the recording year.  

 

                                                 
21

 Pennanen chooses to call these songs óheavy zeimb®kikosô, which is the translation of the Greek 

phrase used even today, that is, ɓŬɟɘɎ ɕŮɥɛˊɏəɘəŬ [vari§ zeimb®kika] (Pennanen 1999: 114). 

22
 Regarding the impact of recording technology, see Chapter 3. 
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Figure 6.7: Number of Tsits§nisôs recordings in old zeimb®kiko by year 
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From 1938 until 1960, that is, for sixteen years (without taking into account the six 

years of cessation due to World War 2), the old zeimb®kiko is present in every year. 

Moreover, in comparison with the total number of recordings, it seems that it holds a 

dominant place. The rhythm reaches its apogee in 1950 when 31 songs (out of 46) are 

in old zeimb®kiko, something that shows the preference of the composer towards the 

traditional remb®tiko rhythms. It also shows that he óbuiltô his so-called óclassical 

repertoireô using traditional rhythms as his basic tools. Therefore, one has to look to 

the other óingredientsô of his music in order to see the changes that he introduced; 

namely the lyrics (see Chapter 8) and the formulation of his melodies. One substance 

of the latter has already been mentioned, the kand§dhas. From 1961 until Tsits§nisôs 

death, the old zeimb®kiko appears only in the following three years: 1969, 1980 and 

1983.  

The 1980 song is entitled ɇɖɠ əɞɘɜɤɜɑŬɠ ɖ ŭɘŬűɞɟɎ
23

 [tis kinon²as i dhiafor§ = 

the dissimilarity of society] and was initially included in the LP ɇŬ ɟŮɛˊɏŰɘəŬ Űɖɠ 

əŬŰɞɢɐɠ [ta remb®tika tis katoh²s = the remb®tiko songs of the period of the 

occupation], sung by George Dalaras. However, as the evidence shows, this was an 

older song that had never been recorded. Since I have mentioned this popular singer, 

it should be noted that Vas²lis Tsits§nisôs relationship with George Dalaras is in need 

of much closer investigation. There are various reasons for their relationship being 

important and interesting for research: Dalaras is often credited for making many old 

songs popular to a broader audience, due to his popularity (in Greece and abroad). 

Moreover, there is much audiovisual material with these two artists rehearsing and 

talking.
24

 Finally, Dalaras gave a concert-tribute to Tsits§nis (in 2004) at the famous 

music hall ɀɏɔŬɟɞ ɀɞɡůɘəɐɠ ȷɗɖɜɩɜ [m®gharo mousik²s athin·n] in Athens. Apart 

from the historical-sociological significance of the event, that is, of taking a musical 

style from once being a synonym with the underworld and the hashish-den to a 

Western style concert hall, there are numerous issues which demand the examination 

from a musicological and artistic perspective, such as the use of a big orchestra, the 

use of a group of bouzouki players instead of the traditional soloist and the 

employment of sophisticated arrangements. However, perhaps the most distinctive 

and new element, for the genre, is the fact that this particular concert was a directed 

                                                 
23

 Minos, 7XGO 10302 - MSM 391 / 480056, recorded in 1980. 

24
 See Dalaras 2004. 
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theatrical-musical performance, involving artistic aspects which were never used, 

such as a stage director and a stage designer.  

The 1983 song is ɄɟɘɔəɖˊɞɛŬůŰɞɨɟɖŭŮɠ [pringipomasto¼ridhes = aristocratic 

dope-heads].
25

 Another older version of this song (which is a live performance) was 

recorded in 1978. This effacement of the old zeimb®kiko can be interpreted as a sign 

of the changing preferences of the genre as regards the rhythms used. The corollary of 

these changes would be the decline in the popularity of the traditional popular 

rhythms, here, of the old zeimb®kiko. 

 

 

ȾŬɘɜɞɨɟɘɞ ȻŮɥɛˊɏəɘəɞ [keno¼rio = new zeimb®kiko] 

Some musicians and scholars have said in discussions I had with them (and this is 

also a general common belief) that the old zeimb®kiko, as the name implies, is the 

performing style of the zeimb®kiko that was used by the musicians of the first 

recording period of the genre, that is, the 1920s - 1930s.
26

 However, the research has 

shown that the new performing style, that is, the new zeimb®kiko, was used in early 

Tsits§nisôs (and generally early remb®tiko) recordings, too.
27

 This contrasts with the 

perceptions of remb®tiko enthusiasts who assert that the new zeimb®kiko style is the 

transformation and, in a way, the development of the old one. However, the fact that 

almost all of the early recordings in new zeimb®kiko were recorded in a fast tempo, 

may hide the key to unlocking the mystery. To explain, the fast new zeimb®kiko 

(which is a 9/4 rhythm) is very close to the tsiftet®li rhythm (which is a 4/4 rhythm), 

with the difference lying in the ninth beat of the zeimb®kiko. In this way, allegro 

                                                 
25

 Venus-Tzina, SV 75. 

26
 For example, St§vros Krom²dhas (guitarist) in a discussion we had in April 2010 also supported this 

theory. 

27
 See, for instance, songs: Ɇ' ɏɜŬɜ ɜŰŮəɏ ůəŬɟɩůŬɜŮ (sô ®nan dek® skar·sane = they hatched up into a 

dive), Odeon, GO 2430 - GA 1929, recorded in January or February, 1936; and ɇɩɟŬ ɔɡɟɜɎɠ ůŰɘɠ 

ɔŮɘŰɞɜɘɏɠ (t·ra ghirn§s stis ghitoni®s = you now stroll in the neighbourhoods), HMV, OGA 920 - AO 

2600, recorded in 1939. 
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songs in new zeimb®kiko give the feeling of the tsiftet®li rhythm (Figure 6.8. See also 

Figure 6.23).
28

 

 

 

 

Figure 6.8: Comparison between the new zeimb®kiko and the tsiftet®li rhythms 

 

 

If we bear in mind what I have already mentioned, that is, the fact that the zeimb®kiko 

rhythm consists of two 4/4s plus a single quarter at the end, we will then understand 

that this pair of 4/4s is the same as having two bars of tsiftet®li. If we now consider 

the average tempo of the tsiftet®li, which is a moderato to allegro rhythm, we will see 

that a fast new zeimb®kiko is similar to a tsiftet®li, with the only difference being the 

ninth beat of the former. After discussing with some percussionist friends, my 

conclusion is that there is no common term which is followed by all of them as a 

general rule. For instance, one of them responded that during his career, he refers to 

these fast zeimb®kikos as nine-beat tsiftet®lis [ŮɜɜɘɎɟɖ (eni§ri) ŰůɘűŰŮŰɏɚɘ (ŮɜɜɘɎ = 

nine)] rather than fast zeimb®kikos. In addition, Left®ris P§vlou calls it ózeimb®kiko 

that reminds you of tsiftet®liô (2006: 50). One can assume, then, that old musicians 

used to refer to this particular rhythm in a similar way, and this perhaps can be an 

explanation as regards the nomenclature issue. Moreover, other musicians responded 

that they never even thought about this special connection between the zeimb®kiko 

and the tsiftet®li, thus, they never thought of a term for these rhythms, that is, whether 

they should refer to them as fast zeimb®kikos or nine-beat tsiftet®lis.  

Todayôs wrongly based perceptions perhaps signify a problem regarding the 

naming of these two rhythms. Apart from the almost non-existence of research around 

                                                 
28

 Song examples: Ƀ űɚɩɟɞɠ [o fl·ros = the oriole], HMV OGA 2579 - AO 5413 and AO 5415, 

recorded on July 11, 1957; and ɀɞɡ ˊɐɟŬɜ əŬɘ ŰŬ ɟɏůŰŬ ɛɞɡ [mo¼ p²ran ke ta r®sta mo¼ = they took my 

change too (idiomatic)], MINOS-EMI (Columbia) 7YCG 5242 - 2J-064 70172, recorded in 1975. 
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these matters in Greece, the lack of knowledge on the part of the musicians can also 

be credited for these problematic situations. The several perceptions that exist among 

them may play a serious role. For example, they may perform a song in old 

zeimb®kiko, only because they know that this specific song was recorded before the 

1950s ï 1960s. In fact, it is very possible that they have never listened to the first, 

original recording. The contemporary recordings of the same songs have played a 

special role in this situation, too. These have been made either by the composers 

themselves, in an attempt to modernize the songs, or by contemporary singers. In 

many cases, the contemporary recordings surpass the older. A very interesting 

example, relevant to the above situation, which is drawn from my personal 

experience, is the song ɀŬɕɑ ɛɞɡ ŭŮɜ ŰŬɘɟɘɎɕŮɘɠ
29

 [maz² mo¼ dhen teri§zis = you don't 

fit me]. I have listened to it in numerous places, as well as been instructed to perform 

it on the music stand according to the old zeimb®kiko style. However, the original 

recording was made in the new one. Most possibly, the reason that the band (actually, 

the elder musicians are usually those in command on the music stands) decided to 

perform it in this style was the fact that they roughly knew that this was an old 

recording and thus, they presumed that the band should perform it in the old style. 

There are various problems, such as those described in the preceding paragraph, that 

need examination from both sociological and musicological aspects. 

 Similarly to the old zeimb®kiko, there is an additional name for the new one. 

This is the əɞűŰɧ [koft· = abrupt]. A rhythmic pattern for the new zeimb®kiko type 

may look like the one that follows (Figure 6.9). In many cases, it seems that the bag-

hlam§s plays a key role in the way a song sounds. As we can see in both the old and 

the new zeimb®kikos, by playing the eighth notes it gives a sense of ómovementô and 

ócontinuanceô in the rhythm, whereas, by playing a strict new zeimb®kiko, it signifies 

a rather stricter, more vertical and solid performance. A similar case is the guitar (that 

I examined before in the old zeimb®kiko) which fills the rhythm by playing the eighth 

notes. 

 

 

                                                 
29

 Columbia CG 2191 - DG 6617, recorded on November 9, 1946. 



194 

 

 

Figure 6.9: New zeimb®kiko rhythmic pattern 

 

 

Figure 6.10 shows the tempoôs development in the new zeimb®kiko recordings. The 

decline in the tempo of the songs recorded from approximately 1954 until mid-1967 is 

more than obvious. 
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Figure 6.10: The development of tempo in new zeimb®kiko (Tsits§nisôs recordings) 
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As revealed in the previous graph, the tempo in new zeimb®kiko tends to become 

slower, as the years pass. However, as mentioned above, the notable period is 1956-

1967. The key element for the understanding of this retardation of the tempo is 

perhaps the new singing style that was introduced in the genre by some rising singer-

stars of this period. Singers like Man·lis Angel·poulos, Str§tos Dhionis²ou and P·li 

P§nou are known for their melismatic and full-of-embellishment voices. After all, this 

is the period when the establishment of the singer-star began to supersede the, until 

then, songwriterôs status. This new singing style needed a new songwriting style 

which would consist of more complicated vocal phrases and thus, ódemandô a slower 

tempo in order to give space to the voices to óunfoldô and make use of their accented 

vibrato and legato. Generally, from this period on, the notion of the team gives its 

place to the notion of the unit, where new performance techniques needed more 

skilled musicians to utilize them. The idea of the virtuoso (whether singer or 

instrumentalist) is clearly the central reference point of the new laik· period. 

Notable are some contemporary recordings of old songs, made either by 

Tsits§nis himself or by other artists. In these recordings, many musical constituents of 

the original recording have been changed in the contemporary one. The following 

table (Table 6.1) includes some examples of songs originally recorded in old or new 

zeimb®kiko style and the changes that occurred in their modern versions. 

 

 

 

Table 6.1: Changes found in contemporary recordings of zeimb®kiko songs (Tsits§nis) 

 

 

Song title First recording Rhythm Tempo Second recording Rhythm Tempo 

ɀŮɠ ůŰɖɜ ˊɞɚɚɐ  

ůəɞŰɞɨɟŬ ɛɞɡ  

[mes stin pol²  
skoto¼ra mo¼ =  

in my great trouble] 

HMV  

OGA 851 ï  

AO 2540,  
1939 Jan./Feb. 

Old  

zeimb®kiko  å 100 
COLUMBIA  

7XCG 1187 ï  

SCDG 3023,  
1961-07-24 

Old  

zeimb®kiko  å 56 

ɆŰɟɩůŮ ɛɞɡ  

ɜŬ əɞɘɛɖɗɩ  
[str·se mo¼  

na kimith· =  

make the bed for me  
to sleep] 

HMV  

OGA 1670 ï  
AO 2964,  

1950-09-12 

Old  

zeimb®kiko  å 71 
HMV  

7XGA 949 ï  
7PG 2917,  

1961-03-01 

Mixed  

zeimb®kiko-2  å 69 

ȷɜŰɘɚŬɚɞɨɜŮ  

ŰŬ ɓɞɡɜɎ  
[andilalo¼ne  

ta voun§ =  

the mountains echo] 

HMV  

OGA 1788 ï  
AO 5009,  

1951-09-01 

Old  

zeimb®kiko  å 69 
HMV EXT  

7EGG 2578,  
1961-12-05 

New  

zeimb®kiko  å 63 
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59 songs were recorded in new zeimb®kiko. The following graph (Figure 6.11) shows 

the course of the number of the recordings in new zeimb®kiko by year.  
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Figure 6.11: Number of Tsits§nisôs recordings by year in new zeimb®kiko 
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As mentioned above, this performance type was already present in the first years of 

Tsits§nisôs recording career. 1940 stands out as the year with the most recordings of 

this type. Despite the fact that the old zeimb®kiko prevails during the composerôs first 

years, not only over the new zeimb®kiko, but also over all rhythms, the new 

zeimb®kiko is the only one that is virtually never absent from his discography. While 

the old zeimb®kiko does not exist after 1960, with the only exceptions being three 

recordings, one in 1969, one in 1980 and one in 1983, the new zeimb®kiko, on the 

other hand, seems to be preferred more often, even though it numbers very few 

recordings. There were, of course, years when the new zeimb®kiko was not used at 

all, with the largest interval being from 1949 until 1952. Its presence, however, is 

evident and frequent until 1979. 1940 is the year when the new zeimb®kiko surpasses 

the old genre greatly, as regards the number of recordings. In contrast with the old 

zeimb®kiko that numbers only three recordings, the new zeimb®kiko numbers twelve. 

Until 1957, the new zeimb®kiko is in an inferior position as opposed to the old. 

However, from 1958 onwards, when both types number the same amount of 

recordings, it becomes quite clear which of the two is meant to carry on. The years 

1970, 1971, 1973 and 1979 are also interesting. The overall number of recordings is 

very small; however, the new zeimb®kiko is still in a prominent position as in the year 

1970 when it is the only recording made. In 1971 it numbers three out of a total of 

four songs, in 1973 it numbers one out of the two songs that were recorded and 

finally, in 1979 it becomes, once again, the only song that was recorded.  

 

 

ɀˊŮɟŭŮɛɏɜɞ ȻŮɥɛˊɏəɘəɞ [berdhem®no = mixed zeimb®kiko] 

After the examination of the corpus of the songs of Vas²lis Tsits§nis, 31 zeimb®kiko 

recordings have shown up for which a categorization based on one of the two known 

types (old or new) was thought to be inappropriate. Due to the non-existence of this 

style in the books about Greek laik· rhythms as well as the fact that I have never 

heard a musician talking about this particular style, I call it ómixed zeimb®kikoô. 

There are, however, many cases where I have heard or worked with musicians who 

tend to play very closely to this performing style, that is, the mixed zeimb®kiko, only 

because they are familiar with old recordings such as those we are dealing with. 
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One type of this mixed zeimb®kiko is clear on recordings in which the 

orchestra sometimes plays in the old style and sometimes in the new (during the same 

song). From time to time, the orchestra gives the sense of the accidental choice of the 

interpretation style, whereas sometimes it gives the sense of it being conscious, of 

pre-arranged and pre-agreed parts where the musicians play together either in the old 

or in the new style. This is the mixed zeimb®kiko number one (m.z.1). 

On other pieces, the guitar, along with the other accompanying instruments 

(where they exist), plays in the new zeimb®kiko style while the double bass (which 

had only recently begun to take part in the orchestras) plays in the old zeimb®kiko 

style. In most cases the recordings give the impression of a lack of preparation and 

rehearsal on the part of the musicians, something that has been confirmed by 

Evangel²a Marghar·ni during her interview. This is the mixed zeimb®kiko number 

two (m.z.2). Thus, the category of mixed zeimb®kiko can be divided into two sub-

categories. Worth noticing, yet also strange in this issue, is that none of the scholars, 

who published books about Greek popular music, including references to the rhythms 

as well, wrote about this special category of the zeimb®kiko. This category-type was 

possibly created by accident; the statistics, however, instruct that a further 

examination and analysis is required. The table below (Table 6.2) shows some 

examples of songs in mixed zeimb®kiko: 

 

 

Title Matrix  Catalogue Recording date M.z. category 

ɋɠ ˊɧŰŮ ˊɘŬ ŰɏŰɞɘŬ ɕɤɐ  

[os p·te pia t®tia zo² = for how 

long such a life] 

OGA 1266 AO 2761 October 6, 1947 m.z.1 

ɋɠ ˊɧŰŮ ɞ ɛɎɔəŬɠ ůɞɡ  

[os p·te o m§ngas sou = for how 

long your buster] 

GO 4857 B. 74296 October 30, 1953 m.z.1 

Ȳůɤɠ Ŭɨɟɘɞ  

[²sos §vrio = maybe tomorrow] 

OGA 2717 AO 5497 June 3, 1958 m.z.2 

Ūɏɚɤ ɜŬ ŮɑɜŬɘ ȾɡɟɘŬəɐ  

[th®lo na ²ne kiriak² = I want it to 

be Sunday] 

7XGA 947 7PG 2911 March 11, 1961 m.z.2 

Table 6.2: Examples of Tsits§nisôs songs in mixed zeimb®kiko 

 

 

I have chosen to analyze two songs as examples, considering them as representative 

illustrations of this unexamined zeimb®kiko performance technique. The first is 
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entitled ȺɑɛŬɘ Ŭɔɧɟɘ əŬɘ ŭŮɜ əɎɜŮɘ
30

 [²me agh·ri ke dhen k§ni = it isnôt right because 

Iôm a boy]. The song belongs in the first category, where the orchestra plays either in 

the old or new type. This is also the reason that the creation of a rhythmic pattern was 

not necessary. Before analyzing the following figure (Figure 6.12), I should clarify an 

issue regarding the terminology used. By using the term ótuttiô (known from classical 

music), Greek musicians may indicate that they play all together the same melodic 

line. The meaning, thus, is the same as in Western music. However, by ótuttiô, they 

may also refer to a part that is played only by part of the orchestra, usually by the 

main accompanying instruments, that is, the guitar and the double bass. In terms of 

the first song examined, I should initially say that a further development of such an 

illustration, which can be derived after taking full advantage of the capabilities of 

technology, can produce much more detailed representations of a song.
31

 For 

example, with the appropriate computer software today we can examine the vibrato of 

the singers in the remb®tiko recordings. Moreover, we can examine the dynamics of 

the instruments that took part in the recording.  

I chose this song primarily because it can be considered as being the definition 

of a complex zeimb®kiko that combines various characteristics. First of all, the song 

begins with a tax²mi, a characteristic of Tsits§nis mostly found in his old recordings 

(especially in the pre-war years of 1936-1940), now brought back again in 1958. 

Evidence suggests clearly that the band did not ódecideô what zeimb®kiko type it 

would use until the second verse onwards. The first intro is in old zeimb®kiko while 

the second is divided: the first ten seconds are in new, whereas the remaining six are 

in old. The first verse is very complex. A better term would be the term used by many 

Greek musicians, which is ɓɟɩɛɘəɞɠ ɐɢɞɠ [vr·mikos ²hos], that is, ódirty soundô. It 

gives the sense that the bouzouki tries to óestablishô the new type, but the guitar is not 

following: it plays either in the old or ótuttiô. The first time that the new type becomes 

clear is in the first refrain and there is when the song, due to its fast tempo ( å 123), 

gives the sense of a nine-beat tsiftet®li. From that point on, except from the second 

part of the second intro that I have already mentioned above, the song is in new 

zeimb®kiko. However, before the finale, it gives another ómodernô characteristic 

                                                 
30

 Columbia CG 3726 - DG 7394, recorded on January 23, 1958. 

31
 Regarding the exploitation of computer software and generally of technology see óSinger 

Identification in Rembetiko Musicô (Holzapfel and Stylianou, n.d.). 
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found in the genre from this period onwards. Modern productions wanted the refrain 

to be played twice in the end, having either a small instrumental part, or half intro 

before it, and this is what happens in this particular song as well.
32

 

 

 

 

 

 

 

 

 

 

 

 

                                                 
32

 In terms of the development in the structure of the songs see also Chapter 8. 
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Figure 6.12: óIme agh·ri ke dhen k§ni rhythmic development (Tsits§nis song) 
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My second analysis focuses on the song entitled ɇɞ ɛˊɟɘɔɘɎɜ
33

 [to brighi§n = 

the brilliantine]. The song belongs in the second type of mixed zeimb®kiko. However, 

the reason I chose it is that it seems to be well prepared and rehearsed (that is, the 

ensemble sounds tight), despite the fact that songs in this category, as I said, generally 

give the sense of a lack of preparation, due to the different hits by the double bass.
34

 

As shown in Figure 6.13, a different óhitô by the double bass can óruinô the structure of 

the rhythm as well as create a confused, ódirtyô sound. If we also take into 

consideration the fact of the rapid adding of many new (for the genre) instruments, 

such as the drums and percussion, we can imagine the óbizarreô situation and the 

óweirdô sound that was produced, until the new instruments would find a ócorrectô, 

well-suited performance technique. The fact that this particular song, in contrast to the 

majority of the songs in this category, gives the sense of a well rehearsed song 

(although the double bass still plays in between the hits of the new zeimb®kiko) may 

imply that this particular mixed type had become an establishment in this period. I can 

also suspect that the double bass players were trying to form and establish a technique 

of playing Greek laik· rhythms. We should not forget that these particular rhythms 

could possibly have been completely unknown to them, due to the nature of the 

instrument (the double bass) and the repertoires of various musical styles, other than 

laik·, that they used to play. This can be also the reason that the recordings of the 

early óbass periodô (early 1960s) of other new and foreign (for the genre) rhythms that 

became part of the repertoire, such as the guaracha and the rumba, sounded better, or, 

at least, more standard and ótightô than the zeimb®kikos. It is quite possible that the 

double bass players were trained in Jazz or Latin American or even in Classical music 

and, thus, they found these foreign rhythms (guaracha and rumba), although 

ólaikizedô, closer to the essence of their own music or, simply, easier to perform ï to 

óput them into their instrumentsô.  

On the other hand, and according to Marghar·niôs comments to me, one has to 

try to imagine this period: these people (the musicians) used to work on the music 

                                                 
33

 HMV 7XGA 12717 - PG 3067, recorded on December 9, 1961. 

34
 For an example of non well -prepared mixed zeimb®kiko-2 songs, see ɆəɑůŮ Ű' Ŭɜɩɜɡɛɞ ɔɟɎɛɛŬ [sk²se 

t' an·nimo ghr§ma = tear the anonymous letter], HMV 7XGA 831 - 7PG 2858, recorded on January 5, 

1960. 
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stands for many hours and until very late at night (or more correctly, until early in the 

morning) and, consequently, they had to rest during the day. It would have been quite 

hard for them to find free time for rehearsals and recording sessions. Marghar·ni, as 

well as K·stas Papadh·poulos who took part as a bouzouki player in many of 

Tsits§nisôs recordings, and whom I also interviewed,
35

 stated that many times that 

songwriters used to take their bands from their work venues straight to the studio in 

the morning. Bearing in mind all the above, the óerraticô sound of the mixed 

zeimb®kikos was probably the least adverse effect of the musicians circumstances.  

Returning now to the analysis of the mixed zeimb®kiko, Figure 6.13 shows a 

typical performance technique of mixed zeimb®kiko-2. Following (Figure 6.14) is a 

graph that shows the number of recordings made in both types of mixed-zeimb®kiko. 

 

 

 

Figure 6.13: Mixed zeimb®kiko-2 rhythmic pattern 

 

                                                 
35

 The interview with Papadh·poulos was contacted in June 2010. 
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Figure 6.14: Number of Tsits§nisôs recordings by year in mixed zeimb®kiko 
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My analysis of the statistics show that 31 songs are based on the aforementioned 

rhythmic type (Figure 6.15 and Table 7.1: Number of Tsits§nisôs recordings by 

rhythmô in the next chapter). It is clear that the mixed zeimb®kiko-1, although 

numbering fewer recordings than the second, appears more frequently. In fact, it 

should not be considered as something special and different than the two known types 

(the old and the new), because it is merely a combination of them. Provided that the 

guitarist alone was responsible for the rhythmic form of the song, due to the fact that 

it was only he who had a rhythmical role in the band (before the introduction of new 

instruments), it is rather possible that the output of the recording, from its rhythmical 

side, was left to the guitaristôs imagination. It is highly likely that he decided to play a 

few bars in new and others in old zeimb®kiko, according to his musical instincts. 

However, the exact reason/s which made him (the guitarist) not play these particular 

songs in only one zeimb®kiko style (as they did in the majority of the zeimb®kiko 

recordings) is something which needs further research. In any case, other factors must 

not be forgotten, such as the sociological side of music and the technology, which, 

often, play a vital role in forming and changing fundamental characteristics of the 

music (or more correctly, of the sound). After all, a changed guitar technique, which 

will then account for a changed interpretation of a rhythm, can be simply due to the 

introduction of the steel-strung acoustic guitar in the genre, which could have 

happened for a reason as unimportant as, for example, watching a film, when the 

ócandidateô guitarist watched a guitarist in the film playing the steel-strung guitar, and 

he simply liked the sound.  

Things seem clearer in mixed zeimb®kiko-2. It shows up in 1958 and it 

disappears in 1961. Figure 6.15 clears things up, as regards the discographical route of 

the zeimb®kiko performance styles. 
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Figure 6.15: Number of Tsits§nisôs recordings in all zeimb®kiko types 
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It is rather obvious that zeimb®kiko rhythm, in general, went out of fashion after the 

1960s, at least for Vas²lis Tsits§nis.
36

 We have a complete disappearance of the old 

type, which returns again in 1969 in the song entitled ɀɘŬ ɚŮɓɏɜŰɘůůŬ əɞˊɏɚŬ
37

 [mi§ 

lev®ndisa kop®la = a dashing girl], very much changed, though: two bouzoukis, 

drums, steel-strung acoustic guitar and electric bass are some of the new elements. In 

fact, it is very interesting that the entire band plays such a strict old zeimb®kiko, 

considering the year (1969) and the newly introduced instruments. Also, worth noting 

is the drummerôs part in the verses. His technique style (sixteens on the cymbal) is 

very rare, at least for Tsits§nisôs recordings (Figure 6.16). 

 

 

 

Figure 6.16: Rare performance technique of the percussionist in mi§ lev®ndisa kop®la (Tsits§nis) 

 

 

As evidenced in the discography, the modernization procedure under which Greek 

popular genre found itself during this period, favours the newly óimportedô foreign 

rhythms, such as the guaracha (the first Tsits§nisôs recording is in 1960), the rumba 

(in 1963) and the bayo (in 1961), which are examined further below within this 

chapter. 

                                                 
36

 A rough research on the recordings of other songwriters of this period revealed that the decline of the 

zeimb®kiko was a general phenomenon. 

37
 HMV, 7XGA 3010 - 7PG 3824, recorded in 1969. 
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ȾŬɟůɘɚŬɛɎɠ [karsilam§s] 

Kars² means ŬɜŰɑəɟɡ [opposite, face to face] in Turkish [karĸē]. The name of the 

rhythm most probably derives from the fact that the dancers dance one opposite the 

other. Tsits§nis recorded 27 songs based on karsilam§s rhythm, which can be 

considered as belonging in the zeimb®kiko family. However, one can find variations 

of karsilam§s amongst the wide range of genres of the Hellenic world (from rural 

traditional to urban popular). One can listen to a Greek musician referring to this 

group of rhythms as ŮɜɜɘɎɟɖ [eni§ri (eni§ = nine)], owing to their time signature, that 

is number nine. Its structure within Tsits§nis and generally laik· repertoire can be 

considered as being 2+2+2+3. A typical rhythmic pattern for the karsilam§s rhythm is 

shown in Figure 6.17. 
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Figure 6.17: Karsilam§s rhythmic pattern 

 

 

Three different approaches to the interpretation of karsilam§s rhythm are noted here. 

The character of the first approach is closer to, what is known in Greece, ́ŬɟŬŭɞůɘŬəɐ 

ɛɞɡůɘəɐ [paradhosiak² mousik²], that is, folk-traditional music.
38

 For instance, the 

                                                 
38

 See Kallimopoulou 2009. 
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song ũɘŬ əɞɑŰŬ əɧůɛŮ ɏɜŬ əɞɟɛɑ
39

 [ghi§ k²ta k·sme ®na korm² = people look out what 

a body] is the best example in Tsits§nisôs repertoire for the traditional approach. The 

best proof for this is the ɜŰŬɞɨɚɘ [dao¼li = tabor] instrument that gives the four basic 

óhitsô of the rhythm, that is, , and the allegro tempo of the song (see Figure 

6.17, third and fourth versions of the guitar staff, and first staff of the percussion). 

This performance technique of the dao¼li as well as the entire aesthetic of this 

approach is commonly met in mainland Greece and is especially common in the 

Macedonia region (P§vlou 2006: 53, n. 7). The traditional approach is also called by 

laik· musicians ˊŮŰŬɢŰɧɠ əŬɟůɘɚŬɛɎɠ [petaht·s karsilam§s = brisk karsilam§s] (P§vlou 

ibid). The character of the second could be labelled the remb®tiko-laik· version of the 

rhythm, due to the different orchestra of the laik· style, that is, bouzouki, baghlam§s 

and so forth. For example, in the song ɄɟɞɝŮɜŮɨɞɡɜ Űɞ ɆŰŬɛɎŰɖ
40

 [proxen®voun to 

Stam§ti = they mediate Stam§tis], it is the solo instrument (bouzouki) and the 

baghlam§s that give the sense of the laik·, rather than the traditional approach, 

although the melodic movements are drawn from the rural-traditional repertoire. The 

third more modern approach seems to be a mixture of Greek musical elements and 

various others introduced in the Greek commercial (and not only) music around the 

1960s, such as Hindi, Afro-Cuban and so forth. Apparently, it takes more than the 

performance technique of the instruments alone to change a rhythmôs aesthetic. From 

this period onwards, a mix of several other elements, such as foreign ï for the style ï 

modes/scales and instruments, along with some innovating and generally new 

rhythmic interpretations were observed. For example, the tumbadoras (also known as 

congas and bongos) that ókeepô the 9/8 rhythm, and the keyboard soloist part in the 

intro of the song ȹŮɑɟŮ ɛŮ əŬɘ ɛɎɚɤůɏ ɛŮ
41

 [dh²re me ke m§los® me = hit me and scold 

me] are some of these new elements.  

Finally, in terms of the wide range of tempi noted in karsilam§s songs, it is 

often connected with the aforementioned issue of the differing aesthetics. Table 6.3 

includes some characteristic examples. 

 

 

                                                 
39

 Columbia CG 3419 - DG 7218, recorded on May 17, 1956. 

40
 Odeon GO 3421 - GA 7248, recorded in circa early 1940. 

41
 HMV 7XGA 2669- 7PG 3660, recorded in 1967. 
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Title  Matrix Code Catalogue Code Tempo 

ɇŬ əŬɓɞɡɟɎəɘŬ  

[ta kavour§kia = the monkey-wrenches] 

GO 4641 GA 7663 
 å 93 

ɇɞ ɓŬˊɧɟɘ Ŭố Űɖɜ ɄŮɟůɑŬ  

[to vap·ri apô tin pers²a = the boat from 

Persia] 

7YCG 6314 2J 006 70529/II 
 å 157 

ũɘŬ əɞɑŰŬ əɧůɛŮ ɏɜŬ əɞɟɛɑ  

[ghi§ k²ta k·sme ®na korm² = people look 

out a body] 

CG 3419 DG 7218 
 å 275 

 

Table 6.3: Examples that show the range of tempi noted in karsilam§s (Tsits§nis) 

 

 

ɉŬůɎˊɘəɞ [has§piko = the butchersô dance] 

Vas²lis Tsits§nis recorded 146 songs in has§piko rhythm, which holds the second 

place in his preferences with regard to the rhythms used. Its rhythm is 2/4. In some 

cases, either in slower songs, or in has§pikos that sound like the Blues style (see 

further below), the rhythm sounds more like a 4/4. A typical rhythmic pattern for the 

has§piko rhythm is shown in Figure 6.18. 

 

 

 

Figure 6.18: Has§piko rhythmic pattern 
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From interviews and discussions with fellow musicians, I understood that many of 

them think of the rhythm more as 4/4 than as 2/4. I also noticed that this happens very 

commonly when the band plays a contemporary song based on has§piko, or when 

they play an old song with a contemporary interpretation. Usually, this ócontemporary 

interpretationô includes an accompaniment in triplets, such as the one shown in the 

last staff of Figure 6.18. 

Research has revealed a problem regarding the terminology of the has§piko 

and hasapos®rviko rhythm. In this case, historical questions are also being posed and 

this is something that the present research cannot cover. Generally, when a has§piko 

song reaches a fast tempo and is played in a more scherzoso and effervescent way, 

then, this is usually called óhasapos®rvikoô in Greece [has§piko + s®rviko (= 

Serbian)]. Outside Greece, this dance rhythm is known as ósirt§kiô from the Greek 

movie Zorba the Greek (1964) and the song composed by Mikis Theodorakis and 

danced by Anthony Quinn. However, it does not constitute a traditional Greek dance 

(Vavritas 2004: 141). In general, views such as óthe fast has§piko is hasapos®rvikoô
42

 

are not pronounced under the scientific framework of a doctoral thesis and thus, 

cannot be used. One should not forget the fact that there are innumerable versions 

close to the laik· has§piko in several places of the Hellenic world, such as the 

traditional dance ́ ŬɜɞɡɢɤɟɑŰɘəɞɠ [panouhor²tikos = of the upper country] found in the 

islands of North-East Aegean.  

An important issue has to do with the fact that many contemporary recordings 

of the older songs are altered, with regard to their tempo. For instance, a song in 

has§piko has been initially recorded with a tempo of  å 80 while in its newer 

recording the tempo became  å 120. Similar to this (and some times inverted) is the 

phenomenon noted between a studio recording and a live performance of the same 

song. One of the most representative examples within Tsits§nisôs repertoire is the 

song ɉŬŰɕɐ ɛˊŬɝɏɠ
43

 [hatz² bax®s = the Per®a region outside Thessaloniki]. The song 

was originally recorded with a tempo  å 72. It is not only the fact that today the song 

is a synonym to the fast dancing found in big luxury-bouzouki clubs in Greece, with 

all its accompanying aspects (such as plate smashing) ï therefore, characterized by its 

                                                 
42

 This is, more or less, the common belief in Greece (amongst musicians and remb®tiko lovers) around 

the has§piko issue (see also Chapter 3). 

43
 Columbia CG 2162 - DG 6598, recorded on June 15, 1946. 
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current fast tempo. It is also the fact that Tsits§nis himself used to play it in a faster 

tempo than the studio recording tempo at the venues where he worked.
44

 Noteworthy 

is the label of the song ȼ ɔɡɜŬɑəŬ ɧŰŬɜ űɨɔŮɘ
45

 [i ghin®ka ·tan f²ghi = when the 

woman leaves] which has the word óhasapos®rvikoô [ɢŬůŬˊɞůɏɟɓɘəɞ] next to the 

songôs title (Figure 6.19).  

 

 

 

Figure 6.19: Label of the song i ghin®ka ·tan f²ghi (Tsits§nis) 

 

 

At this point, one should bear in mind the musical styleôs change in the course of 

time, due to historical events that played a dramatic role in shaping the styleôs 

aesthetics, colour, ethics and, most of all, use/function. In Tsits§nisôs recordings, the 

tempo ranges from  = 40
46

 to  = 155.
47

 Figure 6.20 shows the development of the 

tempo of has§piko songs. 

 

                                                 
44

 See, for example, CD 1 in Hatzidhoul²s 2005, which is a live recording from the bouat óThem®lioô in 

1979. The tempo of the song ranges from  å 100 to  å 120. 

45
 HMV 7XGA 2787 - 7PG 3729, recorded in 1967. 

46
 Song: ɀ óɏɜŬɜ ˊɘəɟɧ ŬɜŬůŰŮɜŬɔɛɧ [mô ®nan pikr· anastenaghm· = with a bitter sigh], HMV OGA 

1129 - AO 2695, recorded on October 27/28, 1940. 

47
 Song: Ɂɏɞ ɛɘɜɧɟŮ [n®o min·re = new minor] (the second-fast part of the song), Columbia 7XCG 

1419 - SCDG 3129, recorded one March 27, 1962. 
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Figure 6.20: The development of tempo in has§piko (Tsits§nisôs recordings) 
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As one can see, the tempo is fluctuating, that is, there are both fast and slow has§pikos 

during the recording career of Tsits§nis, and the tempo does not follow a specific 

descending or ascending route. 

Although simple in form and structure, with few options for alterations in its 

óhitsô by the accompanying instruments ï especially with regard to the early recording 

period where only the guitar and occasionally the baghlam§s had this role ï there are 

cases where either an altered version or a mix of colours and styles from other genres 

can be observed. For example, there is a very special performance technique on the 

part of the guitarist in the song ȹŮɜ ɛŮ ůŰŮűŬɜɩɜŮůŬɘ
48

 [dhen me stefan·nese = you 

donôt marry me], especially if one considers the early period of its recording (June 15, 

1946). The guitarist preferred to use a rather óforeignô technique for the has§pikoôs 

common performance technique. Instead of playing the classical  

óbass ï chord ï bass_V ï chordô type, he used óbass_III ï chord ï chord ï chordô and 

occasionally óbass_III ï chord x 7ô. One should bear in mind, however, that the 

guitarist is K·stas Kar²pis, a refugee songwriter and guitarist who came to the 

mainland in 1922 after the Greek-Turkish war and its aftermath (see Chapter 1), and 

well-known for his creativity, skills and musicality. According to the recording sheets 

as well as the Columbia logistics books, Kar²pis was one of the most sought after 

guitarists, not only by Tsits§nis, but by many other songwriters, too. Figure 6.21 

represents this innovative performance technique of the has§piko by Kar²pis. 

 

 

                                                 
48

 HMV OGA 1153 - AO 2704. 
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Figure 6.21: Innovative performance technique of the has§piko by K·stas Kar²pis (Tsits§nis 

song: dhen me stefan·nese ï CD Track 34) 

 

 

Finally, Figure 6.22 represents the rhythmic pattern of the Blues-style has§piko 

rhythm. 

 

 
















































































































































