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Opting for a pragmatic rather than a romantic view of h]];tg\f'y, the
laographia of this period was able, durn?g tl_le Second Wor ar, :10
refute successfully the renewed attacks, 1nst1gatt-fd ]’J,Y the propaian a
of the German occupying army, against the ‘‘purity of the Gree‘ race
and the continuity of Greek culture. Thf_: Gem.lan propaganda, in ktry
ing to prevent the German soldiers stationed in Greece from n;iel l1lng
the connection between the Ancient and the Modern Greeks, pu 1; ed
and circulated books and pamphlets repeating the old the51sdo th.e
Fallmerayer about the Slavic origin of the Modern Gfee‘lfs and, as f
that was not enough, adding a new theory ai.mut their Leva_ntme}:1
origin. The Germans used these arguments ‘m order to d,egfng t E
Greeks of their rights on their ancestr'al § Lebensr_aurln. ¢ ree
folklore answered to the task of providing the continuity oh Grﬁek
culture with arguments drawn, this time, from documentary rather than

speculative history.

i da on the “‘purity’’ of the
2L Kyriakides’ efforts to refute the German propagan ) :
Greg(b;)alcl:i dlylzing the Secong World War, see my Theory of Folklore in Greece, pp. 127-31,
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The Art of Greek Folk Music

RODERICK BEATON

GREEK MUSIC HAS ALWAYS SUFFERED from a bad press. Even in
classical times, when a sophisticated musical tradition flourished, the
art of the practical musician was not held in particularly high esteem.
Most ancient writers on the subject considered acoustic theory far
superior to music-making, and Plato, in the Republic, is even harder
on musicians than he is on poets, taking away from them most of their
musical instruments, restricting the modes in which they should be
allowed to play, and finally subordinating music to the words it
accontpanies.’

In Byzantine times the Church took a predictably stern view of all
music other than that prescribed for its own rituals, and this Church
music, up until the later Middle Ages, was probably quite distinct in
character from the secular music of Greek-speaking lands, of which
not a note survives. The views of the Cypriot monk, and later saint,
Neophytos Enkleistos, toward the end of the twelfth century, are com-
monplace in their condemnation, but are especially interesting because
Neophytos was the first writer ever to record a fragment of what is
recognizably a modern Greek folk poem.? The chances are that this
description of a wedding feast is not mere conventional tirade but based
on first-hand knowledge: “‘from the morning they devote themselves
to blameworthy and diabolical works, I mean dances and instruments

and music and shameful acts and wine-bibbing and other things hateful
to God and to the Devil most pleasing.””?

'Republic 398-400.

See Roderick Beaton, Folk Poetry of Modern Greece (Cambridge, 1980), pp.77-8.

B
L. Tsiknopoulos, “Tewypogukd kol Aooypogukd 1o “Ayiov Neogvtov,”” Kvnpraxai
Znovdai 26 (1962) 106.
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In more recent times, and even down to the present, Greek music
has had to contend, not so much with the censure of the Church, as
with the incomprehension of western-trained ears. The bafflement and
often disapproval or worse, of the western auditor, goes back to at least
the fifteenth century, when Canon Pietro Casola, visiting Crete in 1494,
was ‘‘greatly astonished at the chanting of the said Greek [priests],
because it appeared to me that they chanted with great discords.”
The English and French travelers of the eighteenth and nineteenth cen-
turies were less hesitant in their condemnation. William Gell describes,
of a visit in 1804, ““the discordant and screaming sounds of two Turkish
clarionets or hautboys intended to be in unison.’”® Chandler in 1776
complained of being tormented by his gardener ‘‘with droning songs
and the melancholy tinklings of a rude lyre’’;* and Edward Dodwell
in 1805, having remarked that ‘‘the music was of a most discordant
and unharmonious kind,”’ strictly forbade singing among his retinue
on an archaeological pilgrimage, on the grounds that ‘“The traveler is
sometimes tormented in this manner by his attendants from sun-rise
to sun-set!’”’

Much more perceptive, however, was the comment of Dalloway at
about the same time. ‘“They reject notes,”” he writes (presumably mean-
ing written notes), ‘‘depending entirely upon memory; but are notwith-
standing guided by strict rules of composition, according to their own
musical theory.”’® The broad truth of Dalloway’s observation is now
recognized by musicologists, who see their task as being to interpret
the ““rules of composition’” and the “‘musical theory’’ of a musical tradi-
tion such as the Greek, in which these things are not explicitly set out.

My purpose in this paper is to point to some of these, in order to
show how, despite its strangeness to western ears and its relative neglect
by serious musicology, Greek music is not either “‘rude’” or “primitive,”
nor, conversely, intelligible only to those who have grown up with it.
Traditional Greek music is a developed art form in its own right, and
can be valued as such. My starting point will be the differences bet-
ween Greek music and European classical music. Certain of these dif-

ferences are historical. Others are best treated as purely formal.

“M. M. Newett, Canon Pietro Casola’s Pilgrimage to Jerusalem in the Year 1494
(Manchester, 1907), p. 200.

SWilliam Gell, Narrative of a Journey in the Morea (London, 1823), p. 180.

Richard Chandler, Travels in Asia Minor and Greece, 31d ed. (London, 1817).

TEdward Dodwell, A Classical and Topographical Tour through Greece, During the
Years 1801, 1805, and 1806 (London, 1819), 2, p. 18.

8¢ited in J. Griffiths, Travels in Europe, Asia Minor and Arabia (London, 1805), p-
116.
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Historical differences

Greece, unlike most other European countries, has never really
assimilated the classical musical tradition of her western neighbors. The
reason for this is partly religious — the deep-seated hatred of the éreek
Orthodox for everything Frankish (i.e. Western) goes back even beyond
the Fourth Crusade. But probably more crucial was the effect of Ot-
toman Turkish rule in almost all parts of the Greek-speaking world
during the_ very centuries (the sixteenth to the nineteenth) when the Euro-
pean musical tradition was reaching its fullest and most characteristic
development. Even after the political and cultural re-attachment of
Greece to Europe, western music has gained a suprisingly small foot-
hold. Both the discipline and the tonality of western music remain
foreign to many Greek musicians, and imported classical music at least
(as opposed to the more easily assimilable pop and rock music) shows
no sign of displacing more traditional musical forms. Similarl
although a number of talented Greek composers, such as Skalkotas any(i
Xenal.ﬂs, have made significant contributions to the avant-garde move-
ment in European music in the twentieth century, these composers were
all tramec_l and were largely active in the west, so that it would be an
exag_gerat_lon to say that they had worked within the tradition of Greek
n}uts;lc. (ka_e Stfra}\iinsky and Bartok, perhaps, they brought something
of the music of their native country i iti
B et ry into the European tradition, but

Greece’s lack of participation in the western tradition was not com-
pensated by the development of a parallel *‘classical’’ tradition of her
own. During the Ottoman centuries the “‘high art”’ music of the capital
and of l.ocal magnates was Turkish classical music, which belongs to
the musical tradition of the Islamic world. And although Greeks seem
Fo have played their part in this tradition, so far as I am aware there
is no branch of Turkish classical music which belongs distinctively to
ﬂ"le. Greek-speaking provinces of the Ottoman Empire. Historical con-
d.mons e‘ffectively prevented Greek music from evolving a classical tradi-
t.IOIl of its own, since Greek society at the time of Ottoman domina-
;;r;ilzlci:eg elth?r wealthy patronage for native music or the consequent

ation of music i i i i

L ———— al skills which took place during the same period
A tggfv e;?:encc;e 11:]1 Greece of the kind of musical specialization found
s Izn the consequent lack qf a classical or art-music tradi-
o » 4 ‘eant that the clearcut division in the west between the

$sical music of the courts and later of the nineteenth-century concert-
tgl:n'ng bourgeqisie on the one hand, and the music of the ““folk’’ and
mﬁlsl: nczlzl—spec1a_11§t musicians on tlfe other has no counterpart in Greek

IC. The traditional secular music of Greece can really only be called
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folk music. Even though there is no distinct, classical, tradition of Greek !
music, this folk music has on occasion served as the basis for
developments which can claim ““classic’’ status within the broad tradi-
tion. One was the sophisticated cafe music of the Asia Minor and Greek
mainland cities exemplified in the early rebetika. For a time around
the beginning of this century the patronage, not of wealthy familieg
such as the Borgia and the Gonzaga, but of the clients of hashish-houses
and brothels spending the proceeds of pettier misdeeds, did allow musi-
cians to specialize in their art, and also exacted high standards of per-
formance from them.’ A second development of the tradition which
may claim ““classic’’ status would be the so-called new wave of popular
music in the 1960s, made internationally famous by Hadzidakis and
Theodorakis. This is not traditional music of course; it is the work of
professional composers and performers. But its weaving together of
elements of traditional Greek and of western music may represent, at
its best at least, a significant innovation from within the tradition of

Greek music.”

A second historical feature which distinguishes modern Greek =
secular music from that of the west, and which is related to the absence
of a classical tradition, is that the music is not written down. There
are no scores to study, no parts to distribute, and of course no con--
trolling figure like the orchestral conductor. For most of this music,
there is no composer either. The performer is himself a composer. He
learns the melodies he plays or sings from hearing them performed by:
others, but in the absence of a fixed musical text, he is expected not
to repeat exactly what he has heard, but to vary it, adding to it or sub- |
tracting from it, and to use it as the basis for whatever ornaments his
skill permits. At the same time there is a marked conservatism in this
process of continuous composition — the broad outline of tunes or
of melodic phrases often remains unchanged over a period of time
although no two renditions are remotely identical, when compared note

for note."

9Described by Roderick Conway Morris: ‘‘Greek Cafe Music,”” Recorded Sound (Lor'{.,
don), 80 (1980) pp. 79-117. For an authoritative account of the history and developme it
of rebetika, see Stathis Gauntlett, Carmina Rebetica Graeciae Recentioris (Athens, 1984 &

10pescribed in Gail Holst, Theodorakis: Myth and Politics in Modern Greek Music
(Amsterdam, 1980).

lgee Bertrand Bronson,
Folklore 67 (1954) 5-6; the
International Folk Music Counci
pp- 70-2.

«“The Morphology of Ballad Tunes,”’ Journal of Americal
«proceedings of the Seyenth Conference,’” Journal of lﬁ
7 (1955) 23, and discussion in Beaton, Folk Poetr)i
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The fact that the composer an ]
person is. E}nother instance of the ic?xf—rsi;;;;;zzﬁozeiflista:il'ly'the hes
this tradition from classical music. The composer-perf lstm_gmshes
likely to explore the art of composition to the thelcj)retﬁzregl ftfll" iahits of
a Sc_h(_)?-r‘lberg; nor can he be expected to develop th elghts_ i
p0551b111t1es of his voice or of his musical instrumentpt tfl el
tained by modern concert performers. But it is importan(t)t sl
that the‘ conce_rt performer has no responsibility whatev ; rememt_ier
the music he‘smgs or plays. The folk musician who does Er I}? _pr0V_lde
something different from either the classical composer or(i;le fodn(z:]: gt
r

performer, and if he does his job : )
B neirs. job well, it need be no easier than either

Formal differences

The formal characteristics of i ;
ferent demands are placed on theG giil?ﬁiﬁifx?eﬁ%ﬁf o
the composer of a classical piece of music. I shall menti D o
monody, tonality and rhythm. ion three of these:
a. Monody. Almost all of mod ic i i
is to say, there is m?ly one musical lirelrer,1 tﬁg TEI;I:)I:I];SI:IiltShI:L?tn?d}iC’ e
g;fot?l); c;;l:?rl:interpomt. The absence of harmony is c;)mmon l:c:3 gleerrn}:;; ;
o : :vorid, althoug_h historically it may also be related to theC
o o strumental music of the Orthodox liturgy. In the i
was the development of keyboard instruments, beginning wi\tﬁfstth:

church organ, that made h ization i
( ; armonization in instrum. i i
A : _ ental music
ftrflsrlnt:::t B(} that as it may, in Greek music when two or m(r)iid'ﬂy
meloaiessa];eay tog'ether3 only a melodic line is present. And since :1111'
T wﬁ;)t fli(ed, élt follows that two instruments or a voice an§
not produce an identical i

B K ’ cal melody. Musicologist

d the term ‘‘heterophony”’ for the resulting sound, andgthii :]ei‘;r?

quite correctly emphasizes that uni
L at unis . )
William Gell, is not intended. on, the lack of which so disturbed

Someti i i
etimes a plucked stringed instrument such as the lagouto (a long

necked itar i i

oy colrl;tg ;); %‘Illlltélr 1s used to provide rhythmic backing to the melody

i non in Carete when the bowed lyra is accompanied by the’

e sis th.e p]aye.rs strum elementary chords, but it is

i ack this practwsa goes. Apart from this, the nearest

e A generally found in Greece is the drone, which usuall
more that one note. This is known in Ch’urch music a)sr

the icov (or |

evel note), a name whi i

- the. = e ch suggests that its function is to
pattern is found in the n
the drone has been tak

éntgme. A fascinat‘ing exception to the general
! rf ern part of Epiros, where the principle of
n further to the point where a group of five
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or six singers, with well defined parts, produce a kind of ‘‘polyphony’
based on the pentatonic scale. . ‘
b. Tonality. Mention of the pentatonic sc.ale sc?rves to introduce the
topic of the tonality of Greek music. And in this too, the north\.yesl
where the music is pentatonic, 1s unique. Elsewhere Gre:ek TUSic -
modal. The modes of modern Greek music — called. dpouo (Tf’ads)
by instrumental musicians and 7oL, their old Byzantmf? name, in the
music of the church — are probably not connected W‘lth th.e modes
(tpoémoror apuovion) of ancient Greek music. The well—n-ltennoned als
tempt, which is still sometimes made, to apply the ancient names gﬁ
modes, Phrygian, Lydian, etc., to the modes of modern Greek .mu_s“%
obscures the fact that the meaning of these names and the functmmu
of these modes in ancient music is still far from understood. The equa:
tion of the ancient modes with the actual scales which somepmes bear
their names in modern musical theory, was made in the lmldd]e ages,
at a time when only the names, and nothing of the musical pracnoe
of the ancient Greeks survived.” :
Western European music is based entirely on only two modes, the

major and the minor, which compared to Arabic, Turkish or modern

Greek music represents real poverty in this area of musiFal ela‘b(.);
hurch recognizes eight disting

tion. The vocal music of the Greek ¢
modes. Just how many modes are repre : :
for theoretical debate: a great many melodies cover quite a small tona
range (usually five or six notes) so that it is not al\_vays easy or usef
to determine the mode (that is, the octave series) to which they
theoretically belong.” . 7
The music of the east and north of the Greek-speaking world h,.‘
the richest variety of modes. In these areas, and in urban folk mu.ﬁj
(cafe music or rebetika), the modal system used was that of .T.urk1;
music, known as the makam system. Greek instrumental musiclansis
Asia Minor, in the cities, and throughout much of the northern “:,j
mainland, used the Turkish names for the 8pbpotin whicfh they play
— and this is still true of many surviving refugee musicians and
descendants who came into Greece from these areas after 1922. In the
Turkish makam system the octave is not divided up into the Whole ton
and half-tones of the European major and minor scales, but into av“
ty of intervals of different sizes, many of which sound out of tunel

< i i ic development of Greek music and releydl
For an analysis of the diachronic develop .
bibliography see Roderick Beaton, ‘‘Modes and Ro_a\.ds: Factors of Cha;l;gelaél;g) a
tinuity in Greek Musical Tradition,” Annual of the British School at Athens 75 ( g. '-

13gee Academy of Athens, “EAlnvika STUOTIKG rpayo:iléla, Tou. I yo::la’r.:;ﬁ 0
(Athens, 1968), pp.XV-XXXV and discussion by Beaton (**Modes and roads”).
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western-trained ears, and whose arrangement in various sequences
makes up the characteristic features of each mode, or makam. The
distinctive feature of this tonality is not, as is sometimes though:[ the
use of quar'te]: tones, but rather of a variety of different microt(;nes
ggl::egfeglhlt; ! g;);.rlisponds exactly to the semi- or to the quarter-tone

These intervals are common to much Greek music, even to t es
of music where the 8péuo are little used and overt Tu;kish inﬂuzrlice
is much less. The characteristic tonality of Greek church music. which
is quite unlike that of either western music or even of the Slay Or,thodox
churches to the north, is based on a very similar system, and it is strik-
ing that in the last century, books of church hymns s’ometimes ave
the names of Turkish makamlar in place of or alongside the old B ;
tine names for the church modes. e

Something of this distinctive tonality is also found in the folk music
of the central and southern mainland and the southern islands, although
it is less common there to find the Turkish names being uséd for tﬁe
modes, or to hear such modal variety in the music. But in the islands
gspecially, diatonic influence, presumably from the west, is stronel
established and probably goes back to the days of the Ven:etians Org1ly

the Ionian islands, off the west of Greece, escaped Turkish do.m' 4

tion and musical influence entirely. e

c. Rhythm. Here again it is remarkable (for the westerner at least)
to dl.SCOVCI‘ the relative poverty of rhythmical possibilities of European

music compared with Greek. All European rhythmic invention (at? t

until relatively recently) has been based upon the regular repetitiosa;f

groups of two or of three beats. But in Greek music groups of twos

:'u}d th_n_ees may alternate in a wide variety of fixed patterns, so that

ln-adlelon to bars consisting of two or three beats or their m,ult' 1

the equivalent of the ‘‘bar’’ in Greek music may be made up of alllpoilsci

g::lberdofhl;eats: ijive, seven or nine, split up into varying patterns of

fb_]]ﬁ. ‘:Ield ]tjy ;egsr.ol:'l‘ll;%fff; ci,nsgaru;ce, may be played as a group of three
: s a group of two followed by a gro

of three. Seven may be divided eith + : : g

B € eras§.4(37272),oras

ey ; ere are many different ways

bea;fl;;s; :::e; hllglhly complex rhythmical patterns are not counted out
y the performer. Rather, from listening to other musi-

cians i i
, he learns to internalize the rhythmic pattern on which the music

of dividing a

Se——

14,
‘See Doktor Suphi i . )
Turk Musikisi De]:sl:; Nazari ve Ameli Turk Musikisi (Istanbul, 1933-35);

ri (Istanbul, 1973). Zeki Yilmaz,
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is based, the length and shape of phrases, and of possible ornamenta|
figures, that will fit into the pattern. All of these rhythms belong tg.
dances, with formal steps, and the steps of the dance are an essentia]
part of the rhythm of the music. The rhythmical pattern of the kalamg-
tianos syrtos, almost the national dance of Greece, is natural to the

point of being hackneyed, to Greek ears, but even this relatively sim.
ple rhythmical pattern (3 + 4) can sound strange and elusive to the
western listener. The kalamatianos is danced all over Greece, as is the
zeibekiko, a dance in slow nine-rhythm originally from Asia Minor but |

widely diffused through the urban tradition. Apart from these
panhellenic dances, rhythmical complexity is largely confined to the
north and east — to the northern mainland, especially Macedonia, and
to Anatolia, especially Pontos.

As a result of its different historical evolution and formal struc.
ture, modern Greek traditional music offers quite different oppor-
tunities and challenges to the musician than are explored and overcome
in the conservatories of Europe and America. The development of
melody, in the absence of harmony or counterpoint, focuses attention
on the melodic line and its ornamentation. The complex tonality of
the mode system offers opportunities for improvisation which have long
fallen out of use in the European tradition, and the large number of
rhythmic patterns allows a complexity of rhythmic invention such as
has only begun to be explored by western composers, with all the ad-
vantages of pen and manuscript paper, in this century.

Epilogue

So far I have dwelt upon the past, and my emphasis has been on
what is traditional in Greek music. The traditional music is still sung,
played and enjoyed, not in a spirit of revival, as is usually the case with
Anglo-American folk music, but as part of the life of the people in
the Greek provinces, and increasingly of people who have moved into
Athens from the provinces bringing their music and musicians witl
them. But inevitably the tradition has been affected by the modermn
world, and particularly by the rapid re-orientation of the Greeks awaj
from the Islamic middle east and toward western Europe. The effects
of this re-orientation can easily be seen in music, in the adoption of
western musical instruments, in the introduction or development of i
struments with fixed frets such as the guitar or bouzouki which can
only play in a European tonality, and in the gradual rounding up of
down of the characteristic intervals of Greek tonality to conform 0
the western diatonic scales.

But it would be wrong to take a nostalgic view and to suggest that

|
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these inﬂuen.ces are necessarily for the worse. A tradition, if it is ali
js never static, and the little we know of the history of G 1 ll(s ahv?’
Suggestl:s that it has always been receptive, in a creative as wellme arels
mimetic way, to changing outside influences. Present inﬂu";S ap;l e
FEurope has greatly enhanced the technology of instrument-m Ill(c'e g
instance, as well as the sophistication of many of the ety
su-uments_avallable to traditional performers, so allowing th e iz
their musical idiom with greater range and accurac grhemitymealies
An:::ther effect of: influence from the west has begr; the creati
anew ‘‘popular music” (Aaik? povour)), which as mentiom:-::il lonl‘Of
represents a de\_felopment of the tradition in a new and, w ope
hope, frU{tful direction. Most interesting in the last decaéi ehmay -
the _eXperlmentS of composers, in a broadly popular idioersn n bt_%en
the 1.n_struments., melodies, rhythms and sometimes even the tingers of
trad'ltlona] music to create new effects, often allied in an un .
fective way w1t‘h the work of serious poets. Suffice it to nausu'ally .
clusion the a_chlevements in this direction of Mikis TheodorI:;'iq e
60s of Yannis Markopoulos (with the voice of Nikos Xylou ) in the
early 70s, of the talented and sadly unobtrusive Eleni Kaiain:ll:glinwtiltl}f

a single record published in 197 ] 1
b, 974, I Megali Agrypnia, and of Christo-




