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This book is dedicated to the memory of

Alexander Ivashkin
(1948-2014)

Born in Blagoveschensk, Russia in 1948, Ivashkin began his musical education at the
Gnessins Special School of Music for gifted students at the age of five, playing both
piano and cello.

It was at the advice of Mstislav Rostropovich that Ivashkin decided on an
international performance career. Ivashkin worked alongside the likes of John Cage,
George Crumb, Penderecki, Part, Rodion Shchedrin and Gabriel Prokofiev. He was
also no stranger to our shores, having worked with Australian composers Peter
Sculthorpe and Brett Dean. Collaborations such as these meant that he rapidly
developed an international reputation as a keen advocate of contemporary music.

In 2008 he gave the world premiere of Penderecki’s revised version of the Largo
for Cello and Orchestra with the Cape Philharmonic Orchestra and Penderecki
himself conducting. As soloist and conductor with the City of Saratov State
Philharmonic Orchestra, he gave the world premiere of the orchestral version of
Schnittke’s Cantus Perpetuus in November 2011.

In one of his final major appearances, in May 2013 lvaskin gave the world
premiere of Gabriel Prokofiev’'s Concerto for Cello and Orchestra. Performed with
the St Petersburg Philharmonic Orchestra under Sabrie Bekirova, the concert
featured the music of three generations of the Prokofiev family.

During his career, Ivashkin made award-winning recordings of the complete cello
repertoire of Prokofiev, Shostakovich, Roslavets, Tcherepnin, Schnittke and Kancheli
with labels Chandos, BMG and Naxos.

An avid writer, Ivashkin published numerous books and articles on the music that
he performed. He also taught at conservatoires all around the world and at the time
of death held the position of Professor of Music and Director of Classical Music
Performance at the University of London. He passed away on 31st of January 2014.
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George Lambelet (1875-1945):
Aspects on the National and European Element in Greek music

Athanasios Trikoupis
National and Kapodistrian University of Athens (Faculty of Music Studies), Greece
atrikoupis@yahoo.co.uk

Abstract George Lambelet has been a pioneer in the systematization of the study for the creation of Greek music,
according to the standards of national schools. A multifarious personality, he has been active in Athens in the first
half of the 20th century as a composer, a columnist, an author, a music educator and a music-philosopher. He be-
queathed to us his vast work —theoretical, aesthetic, literary and musical- which not only has never been evaluat-
ed but also not in the least registered. By critics and colleagues he has been characterized as “a milestone” of his
era, as a “nobleman composer” who had lived with dignity and moral values. Lambelet was the first to point out
that Greek music should be based on the studies of folk songs and their melodic, rhythmic and other textural fea-
tures. At the same time he expressed his views concerning the use of elements from the Western music culture in
Greek National Music. In this study is attempted a collective survey of the composer’s views, concerning the sub-
ject of national identity in music, as they are deriving from his writing, at a theoretical level, as well as at a practical
level, as they are applied in some of his characteristic works. Attempted is also a first comprehensive assessment
of these views, taking into account the general historical frame, as well as the particular conditions in the Greek
state of his times.

1. Introduction

George Lambelet, offspring of a family of musicians of Swiss origin, was born in Corfu on the
24th December 1875. In 1888 he settled with his family in Piraeus. He studied in the Conserva-
tory of Naples from 1895 until 1901. There he was taught composition by the famous professor
Paolo Serrao (1830-1907), among whose students are included Cilea, Giordano and Leoncaval-

1
lo”.

As soon as he returned to Athens in 1901, he wrote an article under the title “H EBvikn
Mouotkiy” (The National Music) for the journal Panathinea®. Having as a model Solomos’ notion
of national art in poetry, he sought for the creation of national music inspired by the folk song.

One of his most important works, has been the writing of national pedagogical music, which
he created and was the first one to establish, as a professor at the Model Teachers-School for
the Secondary Education. He was assigned the musical part of the school-books for the Elemen-
tary Education [Mouowov adpaBntapiov (Musical Aphabet), Awyevric Akpitacg (Digenis Akritas),
etc]. He co-operated with Zacharias Papantoniou (1877-1940) in the poet’s writing and educa-
tional campaign with Ta XeA§évia (The Swallows) (1920)° and Mawbikd Toayousia (Children’s
songs) (1931)4. Lambelet went along Papantoniou in the choice of common educational ideals,

! Sansone, Matteo, “Serrao, Paolo”, Grove Music Online. In: www.oxfordmusiconline.com (accessed on January
1st, 2013).

> Napmelét, Tedpyloc “H EBviky Mouown”, [Lambelet, George “E Ethniké Mousiké” (The National Music)],
Panathinea 15/11 (1901), 82-90 and 30/11 (1901), 126-131.

* Nanavtwviou, Zaxapioc A. Ta XeAtSovia. Moiuara ya Maubid, pouvokr Fewpyiov Aapmelét[Papantoniou,
Zacharias L. Ta Helidonia (The Swallows), Poems for children, music by George Lambelet], (Athens: Library of
the Educational Association ed., 1920).

* Nanavtwviou, Zoxapiag — Aaunehét, Tewpyloc Mabikd Tpayoldia: mowiuata kat pouotkr[Papantoniou,
Zacharias — Lambelet, George Children’s Songs: poems and music], (Athens: Papadimitriou Publishing Com-
pany ed., 1931); Otépng, Newpylog “frewpylog Aapmelét (1875-1945)” [Fteris, Georgios, “George Lambelet
(1875-1945)"], Kerkyraika Nea, nr. 1605-1606, 4-5 (1986), 11.
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as love for Nature®, the clarity, subtlety, the unadorned and supple character of the form, as
artistic standards?®.

He spoke Italian and French and had cooperated with the Italian journal La Farfalla and the
French Mercure de France. He has also cooperated with many Greek journals, as lMpwia (Prédia),
Néov Kpatog (Neon Kratos), loviog Avdodoyia (lonios Anthologia), Mouatkn Epnuepic (Mousiké
Ephémeris), To Meptodiko uac (To Periodiko mas) (1900-1902), Kpitiknry (Kritiké) (2 volumes,
1903), Kawpoi (Kairoi) (1909-1910), Mouoikny EmiBewpnoic (Mousiké Epithedrésis) (1921-22),
Mouaotka Xpovika (Mousika Chronika) (1925 and 1928-1933), etc.

He was honored twice by the Academy of Athens. In 1921 with the Medal of Arts and Let-
ters, and in 1940, with the Mavrogenous Award for his work La Musique Populaire Grecque’.

He died on the October, 30th in 1945 and he was buried in the 1st Cemetery of Athens at
public expense®.

2. George Lambelet’s views on music.

In this announcement is attempted a concise presentation and a critical commentary of George
Lambelet’s views on the various aspects of the Art of Music. It is based mostly on primal
sources and specifically on the texts he wrote himself. The main focus is on his views on the na-
tional music creation. Intentionally we avoid commenting on his critical notes and his artistic
juxtapositions, which have been up to a point already evaluated in the existing bibliographyg.

In @ number of his articles on the relation of music to poetry, he maintains that “music
should not be subordinate to any other kind of art, and it should increasingly tend to its total
and complete independence”. He actually considers music as dominant in its coexistence with
poetry, since the later, “by submitting its rhythmic character to music, necessarily changes the

. . . 1
components of its form and therefore loses a great part of its expressive value”*.

In his studies on the relationship between language and music'’, he refers tothe following
points:
1. The sounding of language, that is,the way sounds in language are combined together,
2. The morphology of language, that is, the musical expression acquired by speech, ren-
dered in a specific form (“Every syllable and every word in the language has a musical
reason for being created, the pitch and the expression of the person speaking, the rais-

> swtnpiou, Kwotag A. Ta WnAd Bouvd. Antdvinon otnv Emutpontr [Sotiriou, Kostas D. The High Mountains. Re-
sponse to the Committee], (Athens: Publishing Company “ATHINA”, A.l. Ralli, 1923), 53-54.

® Napmelét, Tewpyloc “O Mamaviwviou dikoc e pehwsdiac” [Lambelet, George “Papantoniou, friend of the
melody”], Nea Estia, 1/4 (1940), 451.

7 Lambelet, Georges La Musique Populaire Grecque. Chants et Dances (Etude — Critique, Transcription et Har-
monisation), traduction de Antoine C. Ruben (Athénes: 1934).

® The main bibliographical data have been collected from: Mkpékac, lword Ot Aapmerét. Mia peydAn owkoyé-
VElA pouatkwy otnv EAAada (Papadopoulos — Grekas, Joseph “The Lambelets. A great musicians’ family in
Greece”), reprint from the annual edition Pirgeus 1960, p. 18-24); O@sodwpomovAou Alpa X “Tewpylog
Aaumehét” [Theodoropoulou Avra S. “Georgios Lambelet”, Nea Estia 15/11 (1945), 1040-1041];
KaAoyepdmoudog Takng “Aaumelét Mewpylog (Tlwpting)” [Kalogeropoulos, Takis “Lambelet George”], The
dictionary of Greek music (Athens: Giallelis ed., 1998), vol.3, 436-438].

*Pwpavou, Kaitn Evtexvn EANAnvikh Mouotkr otouc Nedtepouc Maliaras 138-142 and 170.

19 Aapmelét, Tewpyloc “Mouoikly kat Moinolc” [Lambelet, George “Music and Poetry”], Mousiké Epi-
theoreésis,May (1933), 5-6; AaumeAét Fewpylog, “To mvelpa TG Mouaotkig Tng Apxaiag EAANvikAG Tpaywdi-
ac¢” [Lambelet, George “The spirit of Music in Ancient Greek Tragedy”], Nea Estia, 1/8 (1940), 955.

" Aapmedét, Tewpytoc “Mwooa kat Mouotki” [Lambelet, George “Language and Music”], Mousika Chronika,
April (1928), 1-6 and May (1928),44-46 and 51-52; Aaumnelét, Fewpylog “To Mouaoikov AloBnua otn Nwooca”
[Lambelet, George “Musical Feeling in Language”], Mousika Chronika, April-May (1930), 108-117.
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ing and lowering of his voice and its faster or slower rhythmic movement, make lan-
guage some kind of musical recitation which is not completely devoid of an artistic spir-
it.”)

3. The architectural relationship between phrase and speech period in language, and
phrase and speech period in music.

4. The analogy of speaking or recitation and musical melody.

He also maintains that the creation and evolution of the language is subject to the music-
aesthetic criterion of the people speaking it. Based upon this fact, he commits himself to the
Greek language question, examining it from his aesthetic, musical point of view, putting for-
ward the following arguments:

1. The folk is the creator of the natural and our really national language, which is the one
used by the folk (Demotic Greek).

2. The language of the purists (Katharevousa) has been convicted by the musical sense of
the people.

3. The language of the folk has been used in the monumental creation of the folk songs.

The language of the purists has been created artificially to a great extent, and gives to
the ear the impression of an artless and wrong music.

In his studies on the ancient Greek tragedy he maintains that “ancient tragedy had been
predominantly a musical work”*? and “it should be considered not asa theatrical play belonging
to the dramatic theatre, but as a musical drama...” 2.

Lambelet, as well as Manolis Kalomiris later, had been the first one to point out that Greek
music should be based on the study of folk songs, and their melodic, rhythmical and other sty-
listic characteristics.

As for the question of Nationalism, it is worth focusing on Lambelet’s views, which he ex-
pounded mainly in his treatise Nationalism in Art and Greek Folk Music (1928)".

At first he refers to the opposing schools of nationalism and “universality”. He considers un-
avoidable the influence of place and race upon the artist, since he is subject to the physical in-
fluences of the environment, the race, the climate, etc. Therefore he believes that human Art
cannot be but national. Nevertheless he accepts the possibility of the existence of an idealized
Art, to the extent that the artist can distance himself from the bonds of the imperfect reality.
He also believes that national Art can produce works of global reach. Lambelet espouses Solo-
mos’ view: “Let the fundamental rhythm stand up in the centre of Nationality and let it rise up
vertically”. Making this view more explicit, he believes that the artist must have as starting
point the model of the folk, such as the folk song, and rise from this, with the help of technical
and scientific means, up to a higher level of global acceptance. As a characteristic example of a
perfect sample of art, he mentions Richard Wagner’s work which, according to Lambelet, re-
flects the spirit of his race, has a global reputation and has affected schools all over the world.
Lambelet does not rule out the existence of Art with a national substance, which does not arise
directly from the folk songs of a place, but brings a specific character in its rhythm and architec-

2 Aaunelét, Mewpyloc, “H Mououwkr kat n Artayyelia otnv Apxaio Tpaywsia” [Lambelet, George “Music and
Recitation in Ancient Tragedy”], Mousiké Z6€, November (1930), 28.

B Aapmelét, Tewpytoc “To mvedpa T Mouotkic tne Apxaiag EANNvikrc Tpaywsiac” [Lambelet, George “The
spirit of Music in Ancient Greek Tragedy”], Nea Estia, 1/7 (1940), 817.

Y Napmelét, Tewpyloc O EBVIKIOMAC €1 Ty Téxvny kat n EAAqvik Anpwsdne Mouoikr [Lambelet, George Na-
tionalism in Art and Greek Folk Music], (Athens: Eleftheroudakis Publishing House, 1928, reprint from To Ro-
don ed., 1986).
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ture, so that it can be distinguished from the Art of other races. As a characteristic example in
this case, he refers to Ludwig van Beethoven.

Lambelet considers the diatonic system and its two scales, the major andthe minor scale, as
the stronger tradition in Western Music. He wonders whether, with the satiation of this system,
the music of the East and particular Greek folk music might be a fruitful way out for the Art of
Music. Referring to his contemporary modernist composers, he wonders whether it might be
preferable if they focused their attention on natural resources, as the scales of folk music,
which have been created by the inspiration and the instinct of the people, instead of focusing
on artificial means. For example, Lambelet expresses the view that Jazz constitutes a remarka-
ble musical fact, because it has originated spontaneously from the instincts and the feelings of

the folk. For this reason it has offered “a new colour and a new rhythm to global music”®.

As for the Greek music, he notices the variety presented by the folk songs, with reference to
scales and the melodic intervals. He also realizes the relationship that exists between the scales
of folk songs and ancient Greek music'®. He also mentions that in some folk songs there are
found intervals smaller than a semitone, but he does not consider them to be one of their fun-
damental characteristics. In his opinion, since the listener in our days has become accustomed
to the diatonic system, these particular intervals either are not perceived, or they are under-
stood as a dissonance®’.

Subsequently he refers to the variety and the originality that Greek folk music presents in its
metres and rhythms. He refers to the usual complex meters of five, seven and nine quavers
which are met in our folk songs, as well as to the particular accents that stand apart from the
stereotypes of the Western European music.

Furthermore he refers to the problem of harmonization in folk songs. Owing to the variety of
scales being used in them and which defer from those used in western music, he believes that it
is easy to alter the character of their melody, unless the harmonization has been undertaken by
a person sufficiently versed in their spirit.

Lambelet points out that many of the folk songs are sung and danced at the same time. In
these cases the artistic conception of the creator-folk is threefold. That is, poetry, music and
dance coexist. Then he refers to the wealth of Greek dances with reference to their melody and
rhythm, nomenclature, topics, and the musical instruments accompanying them, etc. Then he
comments on the categories of folk songs. He also mentions the urban folk song as another
category of Greek songs.From all the folk songs, he believes that those having Epirus as their
origin arethe most expressive and songs can be divided into two great categories: those that
are only sung, and the ones that are danced. He also believes that can be divided into those
originating from islands and the ones from the mainland, because ofthe different feelings and
expressions owed to the influence of the environment.

Finally Lambelet states that his text on Greek folk music has simply the character of a sug-
gestion for a more extensive and specialized study that should be written on it. In conclusion he
points out that Greek art is the fruit of love for Nature and life. He recommends that young
Greek composers should derive the very substance of their art from exactly that feeling of love

> Aapnehét, Fewpytoc, “Néa Mouotkr kat Newteptotai SuvBétal” [Lambelet, George “New Music and Modern-
ist Composers”], Mousika Chronika, June (1928), 69.

'® The first reference on this specific subject is made in the: Aapmelet, Mewpylog “And ™ NeogAnviki Mouotkn
(KAipakeg, Métpa, PuBuol)” [Lambelet, George “From Modern Greek Music (Scales, Meters, Rhythms)”],
Mousika Chronika, 19/04 (1925), 3-4.

7 The subject is more analytically discussed in: Aaunehét, Fewpytoc “H EAAVIKY MOUGLKY) Kool UTOSLaUpETELC
Tou tévou” [Lambelet, George “Greek Music and the subdivisions of the tone”], Mousika Chronika, July-
August (1928), 105-108.
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for Nature which is the underlying characteristic of folk songs. He urges them to study all
schools and the great works of world music and to enrich their technique even with the most
daring contemporary means. However, all these influences should finally submit to the aesthet-
ic principles of the artist. When he arrives at the level of artistic maturity which will enable him
to face the higher artistic forms, then he will create in a natural way an Art characterized by

“the clarity, deep simplicity, the suppleness of the form andthe deep feeling of Nature”.*®

Defending the purity of the folk song and its simple and plain melody, he blames Kalomiris
for his ceremonial intentions and out of spirit renditions in cases of pompous conclusions [as in
the coda, in the harmonization of Mavro Yemeni] and the overloaded instrumental accompa-
niment [as in the Karavi apo ti Chio (The ship from Chios)]*’.

In 1933 Lambelet publishes 60 songs and dances harmonized, attempting an exemplary, in
his opinion, harmonization of Greek folk music?’. The author’s introduction is an enlarged re-
formulation of the views he had already expounded in his earlier relevant writings. He refers
analytically to the theoretical system of the ancient Greek scales, a subject he had presented
for the first time in his article on National Music in the journal Panathinea in 1901. Consequent-
ly he unfolds theoretically the construction of modern Greek scales —upon which the folk song
is built— from scales of ancient Greek music. Finally he proceeds in the presentation of his sug-
gestions for the “in a natural way harmonization of Greek folk melody” so that it maintains its

“character and expression”*" .

A few representative samples of his suggestions are:

1. The use of the minor chord on the fifth degree at the perfect cadence and generally at
the V-1l progression (both in root position), in scales of hypodorian character (that is, mi-
nor scales where the seventh degree is a whole tone lower than the tonic).

2. The use of the major chord on the fourth degree at the plagal cadence and generally at
the IV-I progression (both in root position), in scales of hypodorian character with raised
sixth degree.

3. The use of the major chord on the second degree at cadential progressions, combined
with descent by a whole tone to the tonic in melody, in scales of hypodorian character
with raised fourth and sixth degree.

Lambelet devotes a separate chapter to the plagal cadence in Greek folk music. According to
his opinion, it is used so frequently so that it can be considered as the predominant Greek ca-
dence. It seems that he had dealt extensively with this subject in the preceding years. In the
text that he writes on Modern Greek Harmony in the more general entry of “harmony” for the
encyclopedia of Eleftheroudakis, devotes more than three quarters of the whole for the presen-
tation of the different kinds of plagal cadence in Greek folk music. At the same time he gives
examples of usage of the aforementioned cadences in several songs of his own??.

18 Lambelet, George “Nationalism in Art and Greek Folk Music”, 57.

¥ Napmehét, Tewpytoc “O k. Kahopolpnc kat o Anpotikd Tpayoust” [Lambelet, George “Mr. Kalomoirés and
the Folk Song”], Mousika Chronika, July-August (1928), 135.

20 Aaprelét, Tewpyloc H EAAnVikA Anpdsnc Mouotkr. 60 Tpayolsia kat Xopol (Kpttikr) Mehétn — Metaypadi
kot Evapuoviolg) [Lambelet, George The Greek Folk Music: 60 Song and Dances (Critical Study — Transcription
and Harmonization)], (Athens, 1933); also published in French.

2 Lambelet, The Greek Folk Music, 28.

2 Napumelért, Fewpylog “Apuovia (Mouoikn)” [Lambelet, George “Harmony (Music)”] in Encyclopedic Diction-
ary, (Athens: Eleftheroudakis Publishing Company, 1927), 480-482; Aaumelét, lewpylog “Appovia
(Mouaowkn)” [Lambelet, George “Harmony (Music)”], in Eleftheroudakis Contemporary Encyclopedia (Athens:
Encyclopedic Editions N. Nikas & Co. E.E., 4th edition, without date), 480-482.
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In the last years of his life Lambelet wrote a study under the title Modern Greek music and
its aesthetic and theoretical being, which is still unpublished. The handwritten text is kept in the
Hellenic Literary and Historical Archive of the National Bank of Greece Culture Foundation®. In
the introduction of this study it is mentioned that the author had tried to study the aesthetic
and theoretical foundation of Modern Greek folk music, as well as of the Art Music that was
based on it. The possibility of the harmonization of the Greek melody had also been examined,
“with a harmonic basis naturally and closely connected to it”.

The structure of this study is as follows:

Modern Greek Music and its aesthetic and theoretical being
Introduction
First Part: Greek folk music

e Introduction: Harmonization and harmonizers (p. 6-11)

e [On the formation of ancient Greek scales]**

e Non-native scales (p. 22)

e The minor and major system and the tonic in ancient, byzantine and modern
Greek music (p. 23-32)

e Modern Greek meters (p. 33-44)

e Modern Greek Dances (p. 41-55)

e The drone (ison) in Greek folk music

e The natural sources of Greek scales and Greek harmony (p. 60-65)

e Greek Harmony and Musical Modernism (p. 66-70)

e For the collectors of folk songs and dances (p. 71-80)

e Folk Song and folk singers (p. 81-85)

e Modern Greek scales (p. 86)

e The harmonization of Greek folk music (p. 87-;)

Second Part: The Greek scientific and art music (p. 100-102)

e Excerpts from Greek Compositions based on ancient diatonic scales (p. 103-112)

e Excerpts from Modern Greek Art Music, based on modern Greek scales (p. 112-
124)

e Forms of Cadences and of Melodic Endings (p. 125-135)

e Folk music sources (p. 138-145)

e Nationalism in Art and Greek folk music (p. 146-153)

This particular study is an expansion of earlier most important studies ofthe author, incorpo-
rating and supplementing them. Interesting is his attempt to maintain the historical continuity
of Greek music with theoretical (e.g. p. 23-32) and practical arguments as well (e.g. the use of
drone in folk music, p. 56-59). In the second part of this study he uses a large number of exam-
ples from his own works in order to show applications of elements of folk songs in art music.

2 Nopmelét, Mewpyloc “H veoeAANVIKY HOUGLKA Kat N aodnTikd kat Bewpntikf undotaoic tne’[Lambelet,
George “Modern Greek Music and its aesthetic and theoretical being”], handwritten text in the Hellenic Lit-
erary and Historical Archive of the National Bank of Greece Cultural Foundation, code 220; Napapubuwtng,
®woktripovag “OL Emtaviclol Moucoupyoi tou 19° Awwva” [Paramithiotis, Fliloktimonas “The Heptanesian
Composers in the 19th Century”], Kerkyraika Chronika,vol. XIX (1974), 49.

** It does not exist in the manuscript. It is part of the study Greek folk music, as is the former and the latter part
of the aforementioned manuscript. Its borrowing is deduced from the context on page 23 of the manuscript.
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Conversely, could be a particularly useful guide in the analytical study of his compositional
work.In conclusion, the publication of this study could be especially useful and informative, as it
presents the whole of Lambelet’s views on Greek music and, more generally, on the Art of Mu-
sic. The necessity for the publication of this study becomes even greater from the fact that, all
of the earlier published works ofthe author are no more available. Nevertheless, it should be
preceded by a critical editing of the text, because it contains a number of repetitions, since it is
to a greater extent the outcome of the compilation of earlier texts of the author.

Finally, from the manuscripts that are being kept in the same archive, worth mentioning is a
study which has remained in its early infancy, under the title “Music and Architecture”. Lam-
belet refers to the analogies presented on both arts, in the form as well as in the content.
Though this study had not proceeded any further and not any specific views of the author
might be derived, even its titleis evidence of the composer’s wide range of interest.

3. Epilogue

As is mentioned by Avra Theodoropoulou, “the era of the military revolution in 1909 and of the
Balkan Wars, is the period of the most intensive nationalism in Greece. National consciousness
wants to be expressed in every possible way in all arts”*>. George Lambelet has been a pioneer
in the systematization of the study for the establishment of Greek music in accord with the
standards of the national schools®®. By critics and colleagues he has been characterized as “a
milestone” of his era?’,as a “nobleman composer” who has lived with dignity and morals® as a
composer who had never consented in the commercialization of his art but maintained it at a
higher artistic level. According to the written testimony of his student, the musicologist and
composer Josef Papadopoulos-Grekas, the teacher Lambelet had confessed to him this: “I
strongly believe that in my small work, if not anything else, at least | have been sincere and im-
pulsive because, before | had decided to compose Greek music, | had first felt most deeply the
folk song, and | had felt even more deeply that if a Greek work of art might be possible to come
to life, three ingredients should contribute: Simplicity, clarity and a deep feeling ofthe Na-
ture””®. What remains to be done, is the analytical registration and study of his work, theoreti-
cal and compositional, so that he takes the place he deserves in the History of Greek Music.

Athanasios Trikoupis studied music in Athens (Piano Diploma under professor Dimitri Toufexis, Composition Di-
ploma under professor Yannis loannidis, Harpsichord Diploma under professor Thomas Karachalios) and mechani-
cal engineering at the National Technical University of Athens (N.T.U.A.). Completed his piano studies at the Con-
servatoire Europeén de Musique de Paris, under Chantal Stigliani, and his composition studies at the Music Univer-
sity of Graz, under Beat Furrer and George Friedrich Haas (Magister der Kiinste). Subsequently he accomplished his
doctoral studies in the Faculty of Music Studies, Aristotle University of Thessaloniki (A.U.TH.), under the supervi-
sion of professor Evi Nika-Sampson and was nominated Doctor of Musicology- Musical Education. As an artist (di-
rector of choir, orchestra and music ensembles, piano and harpsichord soloist, and as a composer) he has cooper-
ated with many Artistic Societies such as: the Academic Symphonic Orchestras of the Trakya University, and the

> Oeodwpornovlou, Abpa X. “H EANnviki Mouotkr Avayévvnon” [Theodoropoulou, Avra S. “The Greek Musical
Renaissance”], Aggloelléniké Epitheorése, October (1945), 26.

%% @eodwponovou, Alpa 5. “H Mouoikr otnv ENAGSa” [Theodoropoulou, Avra S. “Music in Greece”], Nea Es-
tia, December (1955), 463.

*7 @eobwponollou, Alpa 3. “Tewpyloc AapneAét”, [Theodoropoulou, Avra S. “George Lambelet”], Nea Estia,
December (1955), 1040.

*® Npokortiou, TTavpoc, “Ot sunatpibec Mouooupyol Aaunerét” oto MUGOTEC Kat Avatporeic T AoAGOVLAC
Téxvng: Aokipa [Prokopiou, Stavros “The Noblemen Composers Lambelet”], in Mistes ke anatropis tis Apol-
lonias technis: Essays, ed. Prokopiou, Stauros (Athens: Mousika Chronika ed., without date), 33.

2 lkpékag [Grekas], 22.
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Constantinos Chrestomanos, a pioneer overlooked.
His contribution to the formation of the National School of Music in
Greece

Manolis Seiragakis
University of Crete, Faculty of Letters, Department of Philology, Division of Theatre Studies and Musicology,
seiragakis@uoc.gr

Abstract. Can a theatre director be considered as a precursor of formatting a National School of music or is it a
privilege belonging to composers only? What is the certain element that we have to recognize as the key feature in
his action, in order to accept him as an early leader of such a movement? Is it a significant manifesto? Are the van-
guard music elements he uses in his work, the theoretical discourse on music, or a combination of afore men-
tioned principals? The paper assumes that the history of the Greek National School of Music has to include Con-
stantinos Chrestomanos in the list of the most significant persons prior the advent of Manolis Kalomoiris, who
paved the way for the creation of the movement. The use of music in his directions of Euripides’ Alcestis (Ch. W.
Gluck) Sophocles’ Antigone (F. Mendelson) and finally in Aristophanes’ Ecclesiazusae, mingling Wagnerian and folk
Greek elements (Theophrastos Sakellaridis), indicates an evolution, similar to the one Kalomoiris followed after
leaving Vienna. Finally, the paper points out the common aesthetic domain of the two significant personalities,
discussing also the reasons that led Kalomoiris to deny the collaboration Chrestomanos proposed to him and what
would be the possible effect of such a work.

During February 1901, an eccentric young intellectual invited a few Greek colleagues of his to
Dionysus’ theatre, in Athens. The recitation of his manifesto’, that same day, marked the be-
ginning of a new era in Greek Theater. His name was Constantinos Chrestomanos. Despite the
fact that the impact of Wagner’s ideas was apparent in the manifesto’s text and although there
is a clear reference to “the composer of the homeland of the North” in it,? the text has passed
almost unnoticed by musicologists within the framework of their research on Wagnerism in
Greece, on the emergence of the national element in music, or their research on the efforts for
the establishment of the National School of Music in Greece.

This omission can easily be justified. As Chrestomanos heralded the renaissance of drama
and theater in Greece, the fact that this very manifesto was written mostly in music terms,
somehow escaped the attention of the researchers of music history until today. Naturally, ma-
jor interest was focused on theatrical innovations of the pioneer stage director; the relevant
music innovations took second place. Soon after the aforementioned short ritual in the theatre
of Dionysus, the young artist tried to widen the team of the people that followed him. The nar-
row circle of eight writers became a large group of artists from all spheres of art, where music
held a special place. Among them was Georgios Lambelet, a very significant person in the estab-
lishment of the National School of Music in Greece. In the rest of the administrative commit-
tees of the troupe, we meet two more musicians: in the “mise en scéne” section was loannis
Psaroudas, who was soon asked to compose original baroque-style music for the new symbolist
drama Phaia and Nymphaia, which was performed during 1902. And among the members of

! Chréstomanos, Konstantinos “Eiségésis pros tous en td theatrd tou Dionysou synelthontas idrytas tés Néas
Skénés”, (Prelection to the Founders of the Nea Skéné theatre troupe summoned in the Dionysus Theatre),
Nea Estia, 70/ 826, (1961), 1626-1627.

2 Chréstomanos, “Eiségeésis...”, 1627.
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the Supervisors’ Committee we meet the composer Laurentios Camillieris.®> The activity of the
latter that concerns us more here is that he was a press’ correspondent of the Bayreuth Festi-
val.

The troupe officially started performing during the last days of November 1901. A couple of
weeks earlier, the first of the three aforementioned musicians, Georgios Lambelet, started pub-
lishing a series of articles and reviews in the art magazine Panathenaia. In conjunction with his
criticism of the work of Dionysius Lavrangas’ Magissa (The Witch), Lambelet launched an attack
on the use of orchestrated background music as incidental.* In her fundamental monograph on
the National School of Music, Olympia Fragou Psyhopaidi, on the occasion of the controversy
between Kalomoiris and Lambelet, quoted:

“In the texts of both authors the impression is given that they are specifically targeting enti-

ties or persons who are not in line with their own trend and aesthetic ideologies”.’

As this is an incitement to investigate further the identity of the persons involved, | believe
that Lambelet’s attack targeted the imminent premiere of the Chrestomanos’ troupe with Eu-
ripides’ Alcestis, and in more practical terms, his decision to use Gluck’s music, instead of order-
ing a new work composed by a Greek composer®. Georgios Lambelet knew that he had no
chance of being the one that would receive such a commission, despite the fact that he had of-
fered literary work to the troupe.’ During the last days of September he had abandoned Chres-
tomanos and his initiates or “mystes”, after an altercation between the director and the com-
poser®.

Yet, the point was not the conflict between Chrestomanos and Lambelet, but, beyond that,
the identity and the quality of the person who could have the authority to compose music for
the ancient drama. Chrestomanos in his manifesto described the sad artistic situation of his
time while talking about the separation of the three key elements of drama (Poetry, Dance, and
Mimesis) that had to be reunited:

“...Poetry, as it is so-called, is accompanied by rags of music and movement, less melodious
and rhythmic than the sound of the beater in the hands of women washing clothes in the
creeks among oleanders, less melodious and rhythmic than the buzzing of the bees in the

morning meadows”.?

One could assume that Chrestomanos radically rejected Greek music. There are two of his
works, however, that prompt us to revise this view. In his first book Orphische Lieder™ some of
his poems seem to have been inspired by Greek folk songs, as their titles suggest. And in his

3 Papanikolaou, Vania E symvolé tés Neas Skénés stén exelixé tou neoellénikou theatrou (The role of Nea Skéné
in the evolution of modern Greek theatre) (Doctoral dissertation, University of Crete, 2011), 415. In
http://elocus.lib.uoc.gr (accessed on August 28th, 2013)

* Lampelet, Gedrgios, “E magissa: melodramatikon dokimion eis mian praxin. Poiésis kai mousiké D. Lauranka”
(The Witch: A one - act operatic piece. Poetry and music by D. Laurankas), Panathénaia, 3/25 (1901) 29 - 30.

> Frankou Psychopaidé, Olympia E Ethniki Scholé Mousikés — Proviémata ideologias (The Greek National School
of Music - Ideology aspects) (Athens, Idryma Mesogeiakon Meleton, 1990), 81.

® Chrestomanos is obviously contained in the sum of the “sur-aethaerial artists” who Lambelet refers to in his
manifesto on the formation of the National School of Music: Lampelet, Georgios “E ethniké mousiké” (Na-
tional Music), Panathénaia, 3/26 (1901) 82 - 90, and 3/27 (1901) 127 - 131.

7 His translation of Gabriele D’ Annunzio’s, Il sogno di un mattino di primavera (A spring morning’s dream) had
been used earlier this summer for the occasional informal performances of the Nea Skene theatre troupe.

8 Papanikolaou, 85.

o Chréstomanos, “Eiségésis...”, 1627.

1% chréstomanos, Kanstantinos Orphische Lieder, (Orphic Songs) (Vienna: Konegen, 1899).
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famous Tagebuchbldtter,'* in the light of the description of the Empress Elisabeth’s stay in Cor-
fu he got the chance to express his admiration for Greek music, both the traditional and the
monophonic byzantine psalmody of the island’s monasteries. The latter appreciation is of
course of special significance, coming from the lips of a man living in Vienna at that time, where
polyphonic chant was the only thing he could listen to in churches, even in the two Greek Or-
thodox ones*?. Furthermore, the fact that in Corfu he found monasteries that had not adopted
the western polyphony, as he quotes in the book, is doubtful. Rather than highlighting the need
to preserve a tradition, Chrestomanos expressed his preference for monophonic church music
in purely aesthetic criteria, as its psalmody was...

“..drowned in a plaintive monotony that was as shocking as the incessant and monophonic

crying of the waves of the sea”."®

In an analogous description he had found the opportunity to refer to some other forms of
Greek music also: first the tunes played by a young shepherd, on his reed flute, tunes that Em-
press Elisabeth first noticed and praised:

“Art will never reveal a greater masterpiece than the song of the shepherd, because art is
just a glow of inner life, while these poor moans of the flute are the deep inner life itself. -
And | supplemented her thoughts, soliloquizing silently: With these same tunes, during the
hours that were dominated by the ancient god Pan, Mother Nature used to open her pelvis
to the horrible pleasure and the Fauns deceived the Nymphs. -With exactly the same tunes,
emanating from his reed, Kurwenal the shepherd, sang just before Isolde’s purple sail flour-

ished in the hazy horizon of the open sea”."

Three pages later, in the same book, he feels entranced by the song of the women collecting
olives, and concludes that it reaches us unchanged from the depths of time, directly from Greek
antiquity.

“Their song has been familiar to the trees since the time when Great Pan lived, when they
listened to it as it emanated from the mouth of the Nymphs; it is also similar, however, to
the psalms of the byzantine church service. These latter, are, indeed, exactly the same pa-

gan rhythms that used to praise the source of life”.*

The impact of Wagner’s ideas is obvious again'®, supplemented, in fact, by the respective
Nietzschean ideas on the Apollonian and the Dionysiac element. Presence of Wagner’s ideas is
apparent in Tagebuchbldtter as Empress Elisabeth recites by heart verses from Siegfried, prais-
es Wagner as a great contemporary redeemer and finally calls everybody to return to the spring
sources of Rhine where the Rheinghold song was born, in order to prevail upon ourselves. But if

1 Christomanos, Constantin Tagebuchblatter, |, Folge, (Wien: Perles, 1899).
<http://anemi.lib.uoc.gr/php/pdf pager.php?rec=/metadata/2/1/9/metadata-194-
0000095.tkl&do=199863.pdf&lang=el&pageno=1&pagestart=1&width=371&height=496&maxpage=295>
(accessed January 2nd, 2013).

2 Philopoulos, Yiannis Eisagogé stén elléniké polyfoniké ekklésiastiké moysiké (Athens, Nefeli, 1990)

13 Chréstomanos, Constantinos To vivlio tis autokrateiras Elisavet, Fylla @merologiou (Athens, Nefeli, 1987),
191-192.

1 Chréstomanos, To vivlio tis autokrateiras Elisavet, 141-142.

1 Chréstomanos, To vivlio tis autokrateiras Elisavet, 145.

'8 For further argument on Chrestomanos’ Wagnerism see Seiragakis, Manolis “Mediterranising the ‘composer
of the North’: Constantinos Chrestomanos, Richard Wagner, and the early Modern Greek Theatre”, Proceed-
ings of the Conference “The staging of Verdi and Wagner Operas” (Pistoia, Centro Studi Opera Omnia Luigi
Boccherini), forthecoming.
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Chrestomanos embraced also Wagner’s nihilistic philosophy on the value of his contemporary
music, and if he expressed his admiration only for the primitivism of traditional Greek music
and the monotonous lament of the byzantine psalm, what could have been the value of Greek
composers enjoying stardom within the realms of art music during the early 20th century? The
answer was given in Chrestomanos’ manifesto from the Dionysus’ Theatre and, as musicians
were absent from this first gathering, he tried simultaneously to solve potential queries from
the playwrights:

“You, the elite among Greek artists will crave and help produce wonderful works of poetic
conception. [...] But since all beginnings have difficulties, and because pure truth is hateful
to the majority of people, we’ll not impose ourselves, but we will also accept foreign poets’
works that will be woven with beauty, so they will be Greek”."’

Thus, in the field of incidental music Chrestomanos in Alcestis opted to fill the stage with the
original music from the eponymous Gluck’s opera, played not only by a rich orchestra but also
supplemented by an instrument of a special sentimental timbre, a harmonium®.

Chrestomanos unfolded Gluck’s melodies in different moments of the play, not only in the
chorus’ parts, but also during the “Marcia Funebre” for the heroine’s death as he entitled the
“Marcia Religiosa” (Act | scene Ill) of Gluck’s Alceste, directing a fully sentimental wordless mu-
sical scene which strongly impressed the audience, where the impact of Wagner was again
strongly felt. As about the orchestra’s instruments,

“...in the opening of the second part and also in the middle, they played music pieces pre-
senting the transitions of drama: from the hard and heartbreaking tones of the wind brass,
the orchestra shifted to the sweetness of the strings, playing tunes even with a comical
tone, resembling a dance out of rhythm, as if heralding the entrance of Hercules shortly af-

ter, staggering drunkenly”®.

We can easily recognize the programmatic character of this first staging. It seems that Chres-
tomanos determined to start with Euripides’ Alcestis for a host of reasons. Firstly, because, by
using an ancient tragedy as an “emblem” of his troupe, he was making a link with his aforemen-
tioned manifesto, where he argued, just like Wagner, that the pursuit of beauty and truth must
start from ancient Greece, especially from the genre that is the superior and more complete
form of poetry, ancient drama. At the same time, he determined to start with an author that
Wagner had blamed for contributing to the decline of tragic poetry.

Secondly, because the choice of Gluck’s music reminds us also of the composer’s Manifesto
of the Drama per musica and his hard effort to reform Opera staging practice:

“When | undertook to write the music for Alceste, | resolved to divest it entirely of all those
abuses introduced into it, either by the mistaken vanity of singers, or by the too great com-
plaisance of composers...”?° Gluck wrote.

Mutatis mutandis, the Greek troupe boasted of the “ensemble theatre” it launched. How-
ever, if we wish to understand the choice of Alcestis in depth, we have to consider the specifici-

v Chréstomanos, “Eiségeésis...”, 1627.

'® It was a small organ that Timotheos Xanthopoulos was playing solo offstage. At the time, he was the official
Royal Organist. Earlier, when he had lived in Smyrna, he had been one of Manolis Kalomoiris’ teachers.

19 proté tés Neas Skénés, E epitychia tés Alkésteds, E metaphrasis, & ypokrisis, & moysiké’ (The premiere of
Nea Skéne, Alcestis’ success; Translation, Acting, Music), To Asty, 23 November 1901, 1.

20 Loppert, Max “Gluck, Christoph Wilibald: 6. The Italian reform Operas” in The New Grove Dictionary of
Opera, ed. Stanley Sadie, 2" ed. (New York, MacMillan, 1997), 456.
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ty of the Myth. Its importance is crucial, not only for its theater function, but, more for its close
relationship to the birth of the Opera. The plot of Alcestis seems to be a female heroic descent
to the underworld, a relevant or even opposite version of the famous myth of Orpheus, so
closely connected to the first appearance of the genre of Opera in Europe (Monteverdi, Orfeo,
Madova 1607). According to this, it represents in the most convincing way the diffuse spirit of
the fin-de-siecle, a period when a new trend was extremely strong in the arts: to become in-
spired by a newly discovered creature called Woman and to present it in a totally different
mode. The fact proves a totally different point of view Chrestomanos held in comparison not
only to Wagner but also to most of the representatives of the National School of music in
Greece. In all the three plays he selected to stage from ancient drama (Alcestis, Antigone, Eccle-
siazusae [/ The Assembly Women) the key figure is female, a woman conflicting with a male he-
ro. The latter is portrayed with a plurality of defects in a way that highlights the value and quali-
ty of the central heroine.

This trend of a new depiction of Female seems to have heavily affected, besides a wide
range of arts, also a series of disciplines, the most important of which for our research being
archaeology. The premiere of Chrestomanos’ troupe Nea Skene, probably took advantage of
archaeology’s recent discoveries, specifically of the excavations of Sir Arthur Evans in Knossos.
Chrestomanos brought on stage, as it seems, Evans’s new interpretation of a major symbol of
the Bronze Age civilization, the Lions’ Gate at Mycenae. We have four reviews, contemporary to
the premiere, providing evidence that the depicted setting included on the right a model of the
famous Gate.”’ More accurate observation of the only existing photo provides us with evidence
of the presence of the Gate and also forces us to consider the significance of its presence on
stage.

It was not the first time that the monument appeared on the European stage. During 1893
the audience in the theatre of the Comedie Francaise had the opportunity to admire a similar
model, integrated into the setting for Sophocles’ Antigone, with Julia Bartet and Jean Moune
Sully in the main roles. Five years later Gabrielle D’ Annunzio, wrote a symbolist drama, where
much of the action unfolds under the Lions Gate, which is, however, not depicted on stage, but
often referred to, both in stage directions and quite a lot in the text itself. The realm of La citta
morta, (1898) as the drama was entitled, is mainly Schliemann's excavation site at Mycenae and
the archaeologist himself seems to be one of the main characters of the play. Although we are
located in the symbolist poetic theatre, the monument is not exploited on stage with all its
symbolic connotations. The gate functioned here simply as an invisible symbolic connecting
path between the ancient and the modern, the live and the dead city, although it is not depict-
ed anywhere in the scene. Such a use of the monument on stage seems rather significant, con-
sidering that Schliemann himself interpreted the Gate as decorative regalia and nothing more.

Evans now, in 1901, was beginning to suggest a completely different interpretation of the
symbol, associated with his theories on the Minoan and Mycenaean cult of a Great Mother
Goddess who was allegedly depicted in the centre of the heraldic triangle in the form of the
column. Additionally, Evans insisted on the importance of the tree cult in the Minoan and My-
cenaean religion, in order to set up an outdoor worship space, where they may well have wor-
shiped either a male or a female deity.

Chrestomanos put on stage both these symbols. Although he partly mimicked the 1893 set-
ting from Comedie Francgaise’s Antigone, he also employed the perspective of Bayreuth

2 Indicatively: Pikman, ‘Apo ta paraskénia, (From the Backstage), Nykteris, A/30, 23 December 1901, 2. Epis-
kopopoulos, Nikolaos “E Néa Skéné”, (The Néa Skéné), Neon Asty, 30 July 1902, n.p.n.
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Festspielhaus and the Meininger Theatre on a three dimension setting.?> He used the Lions
Gate as a symbol, rejecting its decorative character, utilizing also the rest of Evans’ ideas and
complementing the scenery with truly natural trees and plenty of soil to sustain them. The per-
formance came thus extremely close to a ritual. Furthermore, the focus of the myth had sub-
stantially shifted to the need for complementarities between the sexes, > in an era where
Woman continued to be treated as an object, as a bird in a cage, or at best, exclusively as a vir-
tuous mother and wife.

Also evident on stage was the coupling of the Apollonian and Dionysiac element, through the
contrast between dreamy and evocative, the monotonous recitation of the actress playing the
role of Alcestis counterbalanced by the outgoing, vivid and earthy manners of Hercules. This
contrast, as well as a fierce conflict between king Admetus and his father, Feres, aroused the
critics’ reaction. Finally, choosing a tragedy that presents the death of the central heroine on
stage, obviously targeted conventional thought and the staging traditions of the era.

Chrestomanos used a host of Wagner’s ideas, daring however to revamp them, in order to
recast Wagnerian myths, in order to “mediterranise”** them, and in order to offer a new, more
familiar, international contemporary Myth to his audience. The mediation of a Greek composer
in such an effort still seemed to be considered impossible or even unnecessary. However,
things were different again. After adopting Mendelssohn’s music for the staging of Antigone
and after an all-out conflict with the most famous Greek poet of the era, Kostis Palamas, during
1903, Chrestomanos commissioned a promising young Greek musician to compose incidental
music for the new world premiere of Aristophanes’ Ecclesiazusae in 1904. At the mention of the
name of Theofrastos Sakellarides as recipient of the commission, one might think that Chres-
tomanos wanted to build on the composer's successes in the operetta or theatre revue. The
statement is false again.

In this first stage of his career (1898-1909), Sakellarides was considered a promising young
composer of art music, with his interests concentrated on Byzantine and ancient Greek music.
Let as bear in mind that in the age of 19 he had already composed an operazs. We can also
mention some of his prose work, for example an article on the sentimental character of the
music of the ancient flute.”® Of course Sakellarides did not have the slightest idea about the
success that would come after 1908 through his music for operetta and revue, a success that, in
combination with the prejudices that dominated the representatives of the National School of
Music, and the strong personal attacks by Manolis Kalomoiris, convinced not only his contem-
porary musicians, but also the subsequent scholars not to include him in the group of the
movements’ pioneers.

Yet, the fact that, under the guidance of Chrestomanos, Sakellarides composed music for the
staging of Aristophanes which utilized urban (rebetika) instead of rural folk music is one of the
most vanguard attainments of Greek stage music in general. It is perhaps the first time in an-

?2 The ideas which Max Briickner had already used in his works in Bayreuth and Meininger’s theatre helped him
to create an effect with the reflection of light on the painted cloth, but mostly an illusion of a feeling of depth
by skillful use of a combination of the cut drop (principale), the background and the wings.

2 This issue was extremely familiar to the fans of Wagner’s ideas through his early prose texts. In Opern und
Drama, Wagner had used a metaphor with the lack of unity between Poetry and Music, seen respectively as
the incarnation of male and female principles, suggesting their reunification.

** | use the term first used for the relevant attempt of a great artist in Venice. See Calloi, lllaria “The reception
of the ‘Minoans’ in the modern art of Mariano Fortuny y Madrazo”, Creta Antica 11(2010), 279-299.

» Frangias, l10annés G. Ymenaios: Melodramatikon eidyllion eis praxeis treis (Athens, Typografeion tou kratous
1902).

2 Sakellaridés, Theofrastos I. “Diati o €hos tou aulou einai thrénddés”, Athénai 2/5 (1909), 1831-1834.
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cient drama’s staging in modern Europe that such a radical use takes place. The prejudices of
the time turned, however, the performance into a scandal.”’

During 1906 Chrestomanos started translating into Greek his own Tagebuchblditter. Near the
end of the book there is a folk song about a lost handkerchief which is supposed to have origi-
nated on the island of Corfu®®. In fact, during this transition he composed something new,
based on an extremely popular urban folk song. The high quality of his creative imitation during
transcription caused the song to be considered folk, although there are clear signs of his per-
sonal style in it. The poet Kostas Varnalis offers us valuable evidence about this procedure and
about Chrestomanos’ effort to deepen his study of the Greek folk song of his era, in order to
use it not only for his own artistic purposes but also as an unrivalled model for the young po-
ets.” Thus, Passow’s collection of Greek folk songs* and Chrestomanos’ personal attempts to
collect traditional Greek songs were, obviously, the first sources of inspiration for his poem.31
An interesting additional point is, however, that the poem was widespread as a folk song, not
only in Greece, but throughout the Balkan Peninsula and the Asia Minor coasts.

With the exception of some fragmented efforts of Alexandros Rizos Rankaves, Chrestomanos
was the first person involved in Greek theater who used incidental music in such a significant
way. He also showed keen interest in Greek music, both artistic and traditional, both rural and
urban, using it not only by incorporating it as an autonomous part in his artistic works, but also
by reconstructing it creatively. And this is exactly the point where the concerns of Chrestoma-
nos met the respective concerns of the first representatives of the National School of music in
Greece, like Kalomoiris.

As the leadership of the movement for the establishment of the National School of Music in
Greece was very early allocated to Kalomoiris, every appointment of a major personality of a
wide range and decisive views on such issues becomes extremely significant. Furthermore, the
possibility of interactions between such persons could have created a totally different intellec-
tual atmosphere in the theatre and music life of Greece, at the dawn of the 20th century. Yet,
the prejudices of Manolis Kalomoiris prevented the co- operation between two artists with a
wide range of common aesthetic elements. As Chrestomanos was perpetually looking for new
talented artists, he was among the sparse audience of Kalomoiris’ first concert in Greece in
1908. The composer, however, not only rejected the director’s request to compose incidental
music for his play Kontorevithoulis, (Tom Thumb) but he also scoffed a posteriori at the re-
sounding failure of the performance, commenting on the requisition thus in his Memoirs:

“I mention it here because it indicates the appreciation that a globetrotter intellectual, like
Kostas Chrestomanos, had for my music art and my effort. How could he imagine, however,

%7 Another scandal occurred when the other major theatre director of the era, Thomas Oikonomou, asked
Sakellarides to compose byzantine style incidental music for Oscar Wilde’s Salome (1908).

28 Christomanos, Tagebuchblatter, 264

?® Chrestomanos had hired two young poets, Varnalis and Markos Avgeris, to copy folk songs for him from Ar-
nold Passow’s book. “What would he do with these songs? He said that he was gathering them in order to
publish them, together with a series of others that he himself had collected. Yet, furthermore, he wanted
them in order to study the use of language in them and to crop from their genuine linguistic material what
was most rare and valuable, in order to use it in his own medieval style poems”. Varnalés, Kostas Philologika
Apomnémoneumata, 2" ed. (Athens: Kedros, 1981), 90.

*% passow, Arnoldus Tragoudia Rémaiika: Popularia carmina graeciae recentioris (Lipsiae: Teubneri, 1860). An-
other explanation for his motives could be, of course, that he wanted to acquaint the two young poets with
the folk songs of their homeland.

* In the translation of the song from Tagebuchbldtter, Chrestomanos uses the verb «pupopal» (Chrestomanos,
To vivlio, 217) giving to it the meaning “to lament”. The verb, however, was not and is not in use in Greek.
We find it only in Passow’s book, in the vocabulary (Passow, 621).
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that a composer with dreams and aspirations like me would condescend to compose not
even the music of an operetta but simply some cabaret songs?”

One could suppose that the phrase indicates simply Kalomoiris’ narcissism or an empathy
that cannot be interpreted otherwise. Things are a little more complicated. On the one hand,
here is being expressed theoretically and practically one of the basic prejudices of representa-
tives of the National School of Music: contempt for the humblest music genres and forms. On
the other hand, Kalomoiris’ integration into Noumas and the demoticists’ camp was a decision
in which the composer had invested heavily to secure his career. After 1903 and the fierce con-
troversy between Chrestomanos and Palamas, with the latter being considered the most dis-
tinguished representative of the demotic movement living in Greece, any collaboration be-
tween Chrestomanos and Kalomoiris would mean a war declaration against the composer on
the part of the demoticists. It is obvious that Kalomoiris was not willing to get involved in such
an adventure before he had satisfactorily secured his position in the Greek musical firmament.
Besides, according to a variant on this matter, the failure of Chrestomanos’ Kontorevithoulis
premiere itself, was not due to the natural and spontaneous reaction of the audience but be-
cause of an organized movement of journalists, as we are informed by the poet Kostas Varnal-
is.>? Thus an artificial controversy was created, although the ideas of the two artists could com-
plement each other creatively. Kalomoiris’ refusal to work with Chrestomanos takes on the
character of a lost opportunity and gives us the chance to mention the host of common ele-
ments in the work of the two artists.

Firstly, they both appealed to their fellow artists with manifestos, in which the problem of
the artist’s identity had a prominent place as the artist had to define it in relation to antiquity,
tradition and Western art. Both of them asked for free and creative use of the nations’ past.
They rejected the limitations of national identities and borders, even at the price of being at-
tacked by the most fanatical nationalists. Chrestomanos, however, with the incidental music for
the Ecclesiazusae abolished the distinction between rural and urban traditional music, sublime
and humble music genres, taking an extremely bold step, which took Kalomoiris more than for-
ty years to follow: in his opera Anatolé (East) instead of the Wagner’s leitmotivs Kalomoiris
used the “characteristic tunes” of the humble Greek Shadow Theatre.*

Secondly, they both based many of their plays on a magical world of unexplained demonic
forces and momenta.> Faithful to the fundamental principles of Romanticism, Kalomoiris ex-
pected for his heroes a release from this world and a return to the reality of life with the power
of moral and religious values. Instead, Chrestomanos considered this dreamy world as real,
while he considered Art and the acceptance of fate as the only values that can help us make it
more painless. It seems that a common origin of their ideas can be found in Wagner’s prose
work and music dramas. This is most obvious in their attempt to unite the arts, especially poet-
ry and music. Kalomoiris in his third symphony, for example, juxtaposes simple recitation with
music. It is no coincidence that he entitled this symphony Palamike.*

32 Varnalés, Kostas Antropoi Zontanoi Aléthinoi (Athens: Kedros, 1978), 52

3 Frankou, Psychopaidé E Ethniki Scholé Mousikés, 68. In Serbia, for example, the composers that tried to make
relevant efforts to establish National School of Music, managed to incorporate urban folk song in their operas
as early as in 1903. For the case of Stanislav Binicki’s and Branislav Nusic’s opera Na uranku (At dawn) see
Milin, Melita “Images of the Eastern Other in Serbian Art Music” In Beyond East and West division: Rethinking
Balkan Music’s poles of attraction, Proceedings of Conference organized by REEM and the Serbian Academy
of Sciences and Arts, Belgrade 2013, forthcoming.

** Frankou Psychopaidé E Ethniki Scholé Mousikés, 28.

** Frankou Psychopaidé E Ethniki Scholé Mousikés, 52.
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Kostis Palamas finally proved a key figure for the work and the life of both of them. Initially
partner, then fanatical opponent of Chrestomanos, and artistic model throughout Kalomoiris’
life,*® he became the reason or the cause that prevented collaboration between Chrestomanos
and Kalomoiris on a more practical level, a collaboration that could have proved very fruitful.

Emmanuel Seiragakis is a theatre historian, specialized in light musical theatre (Operetta and Theatre Revue) of
the Eastern Mediterranean. He is a former actor and now lecturer in the University of Crete, elected since 2008. In
his dissertation and in a series of articles he had pointed out the close relationship between the theatrical life of
Athens, Salonika, Constantinople and Izmir. His work includes articles on ancient drama performances in contem-
porary Greece (Three Cyclops in Greece during the Interwar period, Ariadne 2011), on the influence of rembetiko
music in the work of Manos Hadjidakis (Nea Hestia, 2011), on the turkish operetta Leblebidji Hor-hor Agha (Ciepo
symposium, 2012) and on the music of the Greek shadow theatre. He has coordinated the second meeting on
Greek Operetta (Thessaloniki 2010) and the conference on the contemporary incidental Greek music for the an-
cient drama (Rethymno 2012, honorary to Professor George Amargianakis).

*® Tabakaki, Paulina “Ethniké tautotéta kai & poiésé s tragoudi: O Palamas kai @ mousiké”, (Poetry as Song and
National Identity: Palamas and Music’) Proceedings of the Fourth International EENS Congress(European So-
ciety of Modern Greek Studies, Granada, 9-12 September 2010). Vol. 4, 381-396 In
http://www.eens.org/wordpress/wp-content/uploads/2012/05/Identities-in-the-Greek-world-Granada-
2010-Congress-Vol 4-2011-isbn 978-960-99699-6-31.pdf (accessed 12th May 2013)
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Abstract. Johanna Kinkel (1810-1858) has for a long time been overshadowed by her husband, Gottfried Kinkel
(1815-1882), who was an influential German political propagandist in the 19" century. When he was arrested as a
result of a pre-unionist revolutionary speech in 1849, Johanna was not allowed to visit him, because the state es-
timated her influence as being harmful for Gottfried’s peace of mind and his indoctrination. In fact, Johanna Kinkel
was the co-founder of the political magazine Maikdfer and she expressed her sympathy for her husband’s political
activities in many letters and diary entries. Another interesting avenue to her political perceptions is her musical
CEuvre including more than 80 art songs, three cantatas as well as incidental music. This paper aims to introduce
Johanna Kinkel’s lied Thurm und Fluth, Opus 19, No. 6, which was published in 1848, one of the most eventful
years on the way from scattered regionalism to a united Germany. The consistently ambiguous words are deliv-
ered through a broad variety of compositional features, ranging from traditional formal aspects to fairly experi-
mental harmonic and melodic progressions. The lyrics, which were written by Gottfried Kinkel, describe the Ger-
man political status quo as well as the writer and composer’s rather optimistic hopes using the power of nature as
a major allegory. A musical analysis and interpretation of the lied will show how the piece carries political hints
without arousing public suspicion of political agitation."

1. Introduction

Johanna Kinkel (1810-1858) has for a long time been overshadowed by her husband, Gottfried
Kinkel (1815-1882), who was an influential German political propagandist in the nineteenth
century. However, Johanna Kinkel herself seemed to be involved with politics and the distribu-
tion of revolutionary ideas just as much as her husband. Gottfried Kinkel was arrested after his
involvement with the social democrat rebellion in the Palatinate in 1849. As the state consid-
ered Johanna Kinkel’s influence on her husband as being harmful for his indoctrination, Johan-
na was not granted permission to visit him in prison.” Paul Kaufmann acknowledges Johanna'’s
pivotal influence on her husband and refers to her as Gottfried Kinkel’s demon.? In fact, Johan-
na Kinkel was the co-founder and the only female member of the Maikdferbund, a literary and
political association publishing the political magazine Maikdfer. Although Johanna Kinkel missed
her husband whenever he left the house for the sake of politics, she expressed her sympathy
for his political activities in many letters. When Gottfried Kinkel joined the revolutionary forces
in the Siegburger Zeughaussturm on 10 May 1849, from which he did not return home as he
tried to hide from the military, Johanna bemoaned his absence in one of her letters to him. At
the same time, however, she promises him to control herself and grants him her full support:

“I want to pull myself together. — | want to stick to my promise to bring up the children as
good revolutionaries. | believe, you were not able to act in a different way; and whatever

! The presentation of this paper at the conference “The National Element in Music”, 18-20 January 2013, Ath-
ens, was financially supported by the Graduate Studies Office, National University of Ireland Maynooth.

? Neue Leipziger Zeitung, 242 (30/08/1850), p. 961.

* Paul Kaufmann “Johanna Kinkel. Neue Beitrage zu ihrem Lebensstil“, PreufSische Jahrbiicher 22 (1931), 3-47, p.
4,
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may happen, if the torture of missing you exasperates me, you do not have to fear me blam-
» 4

ing you”.
Besides Johanna Kinkel’s psychological support of her husband’s political activities, she her-
self actively contributed to the Bonner Zeitungs, as indicated in one of her letters to Gottfried,
in which she discusses the option of her and the family following the sadly-missed husband and
father to Berlin, where he worked as a member of the Prussian Diet from 23 February 1849 un-
til May 1849:

“I believe that my presence is very important to the punctual publication of your newspa-
per. You can be sure that the paper will be looked after and driven carefully, and that | will

take care of the evening work, the Sunday work and the reviews as long as | am in charge of

them”.®

Another promising avenue to Johanna Kinkel’s political activity is the examination of her mu-
sical CEuvre which includes more than 80 lieder, 15 of which are settings of her husband’s poet-
ry.

This paper aims to introduce Johanna Kinkel’s lied Thurm und Fluth, Opus 19, No. 6, which
was published in 1848, one of the most eventful years in nineteenth-century German history.
The consistently ambiguous words written by Gottfried Kinkel are delivered through a broad
variety of compositional features, ranging from traditional formal aspects to a fairly experi-
mental piano accompaniment as well as thoroughly organised harmonic and melodic progres-
sions. The lyrics summarise and criticise the German political status quo and show the poet and
composer’s rather optimistic hopes using the power of nature as a major allegory.

A short synopsis followed by a musical analysis and interpretation of the lied will show how
the piece carries political hints without arousing public suspicion of political agitation. In a con-
cluding section | would like to introduce further research points and questions resulting from
this study.

* Johanna Kinkel in a letter to Gottfried Kinkel on 14 May 1849, published in Liebe treue Johanna! Liebster
Gottit! Der Briefwechsel zwischen Gottfried und Johanna Kinkel 1840-1858, ed. Monica Klaus (Bonn: Stadtar-
chiv und stadthistorische Bibliothek, 2008), pp. 506-508, p. 508. Original citation: “Ich will fest bleiben. — Ich
will dir mein Wort halten und die Kinder zu guten Republikanern erziehen. Ich glaube, du konntest nicht an-
ders handeln, und was auch daraus entstehe, wenn die Qual dich zu missen mich zur Verzweiflung bringt,
keinen Vorwurf hast du von mir zu beflirchten”.

> The Bonner Zeitung was Bonn’s only democratic newspaper of the time and was edited by Gottfried Kinkel
from 6 August 1848 until he became a member of the Prussian Diet in Berlin and moved to the Prussian capi-
tal city on 24 February 1849. From then on, Carl Schurz was appointed editor of the Bonner Zeitung, followed
by Johanna Kinkel, who took over the editorship in May 1849 when Carl Schurz and Gottfried Kinkel both
joined the Siegburger Zeughaussturm.

® Johanna Kinkel in a letter to Gottfried on 10 March 1849, published in Monica Klaus (ed.) Liebe treue Johanna!
Liebster Gottit!, pp. 453-454, p. 554. Original citation: “Endlich glaube ich, daR meine Anwesenheit fir das
plinktliche Erscheinen deiner Zeitung sehr wichtig ist. Dies konsequente Aufpassen, Antreiben, Versorgen fir
die Abendarbeit, fir den Sonntag u. die Rezensionen bist du ja auch beruhigt, solange du sie in meinen Han-
den weil3t”.

7 Besides typical nineteenth-century themes such as longing, the South, love and romanticised pictures of na-
ture, Johanna Kinkel includes different socio-political themes in her lieder compositions, such as nationalist
allusions to history (e.g. Rheinsage, Opus 8, No. 2; words by Emanuel Geibel), revolutionary appeals (e.g.
Demokratenlied, no opus, words by Johanna Kinkel; Auf wohlauf, ihr Candioten, Op. 18. No. 3; words by Gott-
fried Kinkel; Stiirmisch wandern, Op. 18, No. 6; words by Gottfried Kinkel), the sorrows of a wife whose hus-
band is leaving for war (e.g. Abreise, Opus 8, No. 6; words by Emanuel Geibel; Des Lehnsmanns Abschied, Op.
21, No. 6; words by Gottfried Kinkel), the fight against religious conventions (Die Gefangenen, Op. 16, No. 1;
words by Johanna Kinkel) and nationalism under the disguise of orientalism (Beduinen-Romanze, Op. 19, No.
4; words by Gottfried Kinkel).
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2. Words

Gottfried Kinkel gave his first political speech on 20 March 1848 in Bonn only one day after the
March Revolution had commenced and had been violently put down by the emperor in Berlin.®
Reading Thurm und Fluth as a political poem, one is struck by the ambiguity that is evident
throughout all five stanzas. The poet is using nature as an overall allegory for the German polit-
ical status quo by choosing a tower as a symbol of the politically powerful Prussian emperor
and the sea as a metaphor for the people. That way the sea could equally be considered as the
revolutionary movement favouring a united Germany with a constitution.

2.1. Synopsis

Thurm und Fluth tells the story of a waterfront tower that is constantly touched and finally de-
stroyed by the raging sea. The first stanza introduces the tower which is located at the cliffs
overlooking the countryside. As a counterpart to each stanza the reader is confronted with a
refrain that portrays the wild ocean, permanently bathing the quiet and strong tower. In the
second stanza we are presented with a rhetorical question about the sea: Why would it keep
itself calm? A second rhetorical question alludes to the sea’s past which could be considered as
a reference to German history. The lyrical | characterizes the current political force as a “drone”
(line 10). The third stanza describes how the sea bravely approaches the tower but only takes
away a grain of sand from it. At this stage the tower is referred to as a “castle” (line 21) which
shows the strength and stability it is assigned. At this moment we reach the climax of the poem,
and a turning point at the same time. In the following stanza the balance of power between the
sea and the tower seems to change as spirits sally in from the West during the night. Here Kin-
kel adverts to his own political speech and the revolutionary movement in and around Bonn,
Western from the Prussian court in Berlin. The Western approach results in the victory of the
sea against the tower which finally cracks and collapses. The refrain could be interpreted as a
positive development of the sea’s attempt to crush down the tower. This becomes an ambi-
tious political undertaking and could be read as an optimistic threat, voiced by a convinced rev-
olutionary.

2.2. Interpretation

2.2.1. Imagery

The poem is laden with personification giving the reader the impression that the tower and the
sea are acting like human beings. Especially the chorus “Die Wellen kennen nicht Rast noch
Ruh” [“The troubled water knows neither rest nor calmness”, line 7] seems to go beyond the
literal meaning of nature. It constantly reappears in order to remind the reader of the staying
power of the revolutionaries.” Furthermore, the chorus forms a permanent contrast to the

& Cf. Monica Klaus Johanna Kinkel. Romantik und Revolution (Cologne: Bohlau, 2008), p. 153. For more details
on German history of the ninteenth century, especially the 1848/49 revolutions see Frank Eyck The Revolu-
tions of 1848-49 (Edinburgh: Longman, 1972), pp. 3 ff. and Ernest John Knapton & Thomas Kingston Derry Eu-
rope 1815-1914 (Norwich: Jarrold & Sons, 1965), pp. 20 ff.

? Although the Berlin March revolution (17 March 1848) was violently suppressed by the Prussian military, the
insurrection awarded the revolutionaries freedom of press, which resulted in an increased number of revolu-
tionary organisations and newspapers, which, in turn, enabled the revolutionaries to associate with each
other. This is also reflected by Gottfried Kinkel’s increasing political activities: On 20 March 1848, he gave his
fist political speech at the City Hall in Bonn; on 27 March 1848, he contributed to the foundation of a central
committee of the Bonn democrats (Central-Biirgerversammlung); on 19 April 1848, Kinkel wrote a petition
for craftsmen favouring a better education of this lower societal stratum, followed by the foundation of the
Handwerkerbildungsverein (Educational association for craftsmen) on 28 May 1848 and the establishment of
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verses. Whereas the chorus stays the same all the time, the preceding verses tell a story that
incorporates a change of atmosphere. In addition to this the poet uses metaphors such as
“krauses Haupt” [“fizzy head” (line 18) for the troubled water] in order to create variety and
attract the reader’s imagination. Another reason for the huge concentration of imagery within
the poem could be Kinkel’s awareness of the socio-political situation he was in. His profession
as a Protestant theologian ended when he married a Catholic-born woman who had been mar-
ried before.'® However, he certainly did not want to put his own life and his family’s life at addi-
tional risk publishing obvious revolutionary ideas that were not welcomed by the political pow-
ers.'! Apart from that, Kinkel might have hoped for as big a readership as possible and there-
fore tried to hide his political message between the lines rather than putting off readers who
were not on the same wavelength as him.

2.2.2. Formal aspects

The poem consists of five stanzas, each of which includes one alternate rhyme, followed by a
rhyming couplet and the refrain. Each verse contains three stressed syllables and the poet only
uses falling rhythmic feet, i.e. trochees and dactyls, depending on the number of syllables in a
word. In order to keep that pattern the poet inserts fillers (e.g. “so” in lines 4 and 5) or uses eli-
sions (e.g. “Well” rather than “Welle”, line 22).

2.2.3. Sound

Besides the well-chosen allegory of nature'” as a disguise for a political statement, an evenly
organized formal sketch and a regular metre there is another feature which adds to the musical
qualification of this poem, namely the sound. The words seem extremely harmonious as the
poet uses many alliterations (e.g. “Rast noch Ruh”, line 7) and assonances (e.g. “wihlen und
spllen”, line 8).

3. Musical Analysis

Many of the above-mentioned features that create regularity and seem to result from a thor-
ough organisation of the syllables, words, verses and stanzas recur in the musical framework of
Johanna Kinkel’s setting.

3.1. Formal Sketch

Looking at the formal sketch of the song (Figure 1) one is reminded of the traditional eight-
eenth-century phrasal pattern. Four bars form one phrase and we have a total of 24 bars, i.e.
six phrases. This supports the regularity Gottfried Kinkel applied in his poem, especially because

the Demokratischer Verein (Democrats’ association) on 31 May 1848. On 6 August 1848 he took editorship of
the Bonner Zeitung and on 15 November 1848, Kinkel made a public appeal for tax refusal. (Cf. Monica Klaus
Johanna Kinkel, pp. 152 ff.)

19 ¢f. Monica Klaus Johanna Kinkel, p. 90.

" on10 February 1846, Gottfried Kinkel was appointed professor at the Faculty of the history of arts at the
Bonn University, which made up for the financial shortage caused by Kinkel’s religious dishonest behaviour
and which polished up financially the Kinkels’ household. However, Gottfried Kinkel’s political engagement
with the Siegburger Zeughaussturm in 1849 cost him his job at the Bonn University and endangered his fami-
ly’s life to a great extent (Cf. Monica Klaus Johanna Kinkel, p. 183); a fact, of which he did not know when he
wrote his poem Thurm und Fluth in 1848.

2 This is also a general typical feature of the romantic era, in which, according to Rey M. Longyear, the “love of
an unspoiled pre-industrial nature” alludes to the industrialisation that influenced large parts of Western Eu-
rope in the middle of the nineteenth century. (Cf. Rey M. Longyear Nineteenth-Century Romanticism in Mu-
sic, third edition [New Jersey: Prentice Hall, 1988] p. 12)

21



The National Element in Music

each line is always assigned two bars. One stanza consists of three phrases, whereas the first
two phrases, in accordance with the alternate rhyme, seem to be an entity. The third phrase
sets itself apart from its preceding phrases as it is made up of a rhyming couplet. The rhythmic
change of the piano accompaniment adds to the contrast between the first two phrases and
the third phrase.

The musical organisation of the song conforms to the poetical structure of the poem as Kin-
kel inserts one bar, namely bar 13 that functions as a bridge between stanza and refrain. How-
ever, this bridge introduces a little bit of irregularity as bar 13 is a stand-alone section. The fol-
lowing four bars, i.e. phrase four, cover the first part of the chorus in which the refrain repeats
one line. The second part of the refrain is represented by three bars, which, if we add bar 13,
makes the chorus into an entity of eight bars, i.e. two phrases. That means that the irregularity
generated in bar 13 is balanced at the end of the chorus and the traditional number of four bars
per phrase has been restored. At this stage the song could finish off, but Johanna Kinkel com-
poses another phrase for the solo piano. Summarising the formal structure of this composition |
would like to stress the close relationship to the German folk song as it is a strophic setting.

bar 1123 [4]5 6 7 8 |9 10 (11 [ 12|13 | 14 | 15 16 17 [ 18| 19|20 21 [ 22|23 |24
verse 1 2 3 4 5 6 Refrain’ Refrain’ Refrain”
])hl'ﬂSC ~ ~ I ) (T, V FETSTT R
1 2 3 4 5 6
melody | [~ | I T YT T~T~T—mP A [ 1]
section A A g Chorus
piano Triplets/ arpeggios 8/8 — 4/4 Triplets/ arpeggios Triplets calming down
against 4/4
harm. g | e EE B|egB |F.b»\h Eb/Bb | Eb cD‘g cBb D | Dd cF'leF.b|AbcD]gD G |6 |6 |G IG |G |G
com. climax melody/ words! melody/ words! harmonics solo piano
centre contrast harmonics

Furthermore, Thurm und Fluth reminds us of the traditional bar form A — A — B if we examine
the stanzas separately from the chorus. The lyrics address a large audience that might go be-
yond the musically well-educated social stratum and might include musical laymen. Hence the
appliance of two folk-like structural features might have been chosen in order to assist the lis-
tener as it increases both comprehensibleness and memorability of the piece. One might be
tempted to assume that Johanna Kinkel structured this piece as a folk song because she was
most used to folk songs herself due to the lack of organised musical education during her child-
hood. However, | would like to hold against this that the composer’s musical understanding
must have developed from 1836 on as she then went to Berlin and spent a lot of time with Fan-
ny Hensel who had enjoyed a brilliant musical education as a child and certainly must have in-
fluenced Johanna Kinkel’s compositional style. Kinkel was also friendly with Felix Mendelssohn-
Bartholdy™® with whom she was in close touch discussing compositional matters and on whose
compositions she gave lectures in London in the 1850s'* — a point which might prove Kinkel’s
musical and compositional understanding.

3 Adeline Rittershaus “Felix Mendelssohn und Johanna Kinkel. Ungedruckte Tagebuchblatter und Briefe”, Neue
Freie Presse. Morgenblatt. (19/4/1900), pp. 1ff. Johanna Kinkel’s close friendship with the Mendelssohns is
also reflected in her memories of her time in Berlin, in which she speaks very well of Felix Mendelssohn’s sis-
ter Fanny Hensel and her Sonntagsmusiken (Cf. Monica Klaus Johanna Kinkel, p. 44). Furthermore, Mendels-
sohn’s other sister Rebecka Dirichlet was involved with Gottfried Kinkel’s escape from prison in November
1850, as she kept the money Johanna had sent to Berlin in order to conduct the escape until Carl Schurz, who
finally freed Gottfried Kinkel with the help of a few prison guards, collected the money at Rebecka Dirichlet’s.
(Cf. Monica Klaus Johanna Kinkel, p. 234)

" The lectures are archived in the Handschriftenlesesaal at Universitits- und Landesbibliothek Bonn.
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3.2 Piano Accompaniment

In opposite to the quite simple formal organisation of the song, the piano accompaniment is far
from simple. The huge amount of triplets and arpeggios produces a fast tempo and challenges
the pianist. Thus the composition could hardly be considered as a folk-like piece from the pia-
nist’s point of view. This observation is contradictory to the argument that Johanna Kinkel in-
tended to compose a folk song for a large audience as the superior piano accompaniment cer-
tainly hindered public performance and, therefore, distribution. On the other hand it is under-
standable that Kinkel wanted to show her whole musical and compositional potential and
therefore assigned a fairly important role to the piano. This is not only recognisable by means
of the last four bars which include a solo piano passage. But the piano exceeds a purely accom-
panying function throughout the lied and takes on a semantic role.

A good example of an effective pianistic figuration used to illustrate the text is found in the
chorus, bars 18-20 (musical example 1). Whereas the first verse “Die Wogen kennen nicht Rast
noch Ruh” [“The troubled water knows neither rest nor calmness”] is accompanied by triplets
and arpeggios supporting the fast motion of the troubled sea; the piano part becomes inde-
pendent in bars 18-20. These bars are made up of triplets in the right hand and groups of four
guavers in the left hand. The coexistence of an even and an uneven rhythm reinforces the un-
settledness of the sea and accurately pictures the contents of the last verse, which is “Sie wih-
len und spiilen immerzu” [“They constantly grub and swill”].

3.3. Melodic aspects

Remaining with the last verse of the chorus, bars 18 to 20, it is striking how Kinkel uses melody
as a means of contrast. Whereas the piano part portrays the troubled water, the vocal part
consists of only one note, namely “g” (see musical example 1). As the sea is used as an overall
allegory for the people the tonal uniformity could be interpreted as the persistence of the revo-
lutionaries who fight against the Prussian powers.

Musical example 1: Bars 18-20 of Thurm und Fluth by Johanna Kinkel®

3.4. Harmonic aspects

Also the harmonics are used as a meaning-bearing musical parameter. The piece is set in
G minor with all its common tonal mediants as well as its dominant key D major arranged
around it. The desperate attempts of the sea to approach the tower are represented by a ra-
ther restrained g-minor tone. However, the chorus is used as a means of modulation to G major
and thereby brightens up the general atmosphere. It does not surprise that Johanna Kinkel uses
the note “g” for the melody in the last phrase of the chorus as this functions as a stabilizer of
both the originally introduced key g minor and the newly established mode G major. The shift
from G minor to G major in the chorus supports the initial interpretation of the refrain as an
optimistic and enthusiastic appeal to the revolutionaries. In relation to this, the solo piano part

> Musical example: Johanna Kinkel Sechs Lieder (K6In: M: SchloR, 1848). It has been transcribed by the author.
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in G major at the end of the piece could be considered as a reassurement of the words voiced
before, which increases its contextual function.

4. Summary

Thurm und Fluth contains many stylistic means which attract the reader’s imagination. Fur-
thermore, the musical appearance of the words, the strophic organization and the regular me-
tre enabled Johanna Kinkel to compose a piece that, at the first glance, seems like a folk song.
The setting of five stanzas which are each structured according to the Minnesang bar form in-
creases the comprehensibleness and memorability of the piece. In addition to this, the melodic
and harmonic progression takes on a contextual level and supports the message that is hidden
between the lines which could be summarised as the attempt of the revolutionary movement
to dispossess the political force. The chorus functions as both an appeal to Johanna and Gott-
fried Kinkel’s like-minded people to not give in and keep fighting as well as a clear statement
towards the Prussian court who had violently put down the political rebellion on 19 March
1848 in Berlin.

5. Conclusion

However, more than likely this piece was perceived as a political message only by a small part
of the population rather than the general public as it would have taken a certain perspective,
namely the perspective of a revolutionary, to interpret the piece as an attempt of political agi-
tation. Furthermore it is questionable in how far the general public was intellectually able to
understand and interpret Johanna Kinkel’'s message. As Kinkel was the mother of three chil-
dren, a fourth child on its way, she might have purposely hidden her revolutionary ideas under
the disguise of “mother nature” as she certainly did not want to endanger the well-being of her
family for the sake of politics any more than necessary.'® Having said this, it would be interest-
ing to examine if this piece was promptly performed and, if so, under what circumstances and
on which occasion the performance took place.

In addition to this, | would like to raise attention to the question of distribution of revolu-
tionary ideas, expressed through music. Such ideas can certainly only be considered politically
influential if there is some kind of public distribution at all. The media preferably published
words that carried political information more obviously. The Bonner Zeitung for example, since
6 August 1848 under Gottfried Kinkel’s editorship, published Johanna Kinkel’s Demokratenlied
in December 1848."" But as the Bonner Zeitung was a fairly revolutionary medium the distribu-
tion of the words through this medium might not have gone beyond the revolutionary crowd
that agreed with Kinkel anyway. It shall be interesting to investigate if Johanna Kinkel also pub-
lished her works through non-political media such as women’s magazines, art journals or rather
neutral daily newspapers.

Thurm und Fluth could have been a useful means to distribute revolutionary ideas to rather
neutral and undecided sections of the population as the lyrics are not as obvious and aggressive
as for example the words of the Demokratenlied. Opus 19 was published in 1848 by the music
publisher Schloss in Cologne. But has the general public ever been confronted with these thor-
oughly chosen words and notes or was Thurm und Fluth not much more than a team work ex-
perience of highly-psychological value for Gottfried and, more importantly, Johanna Kinkel?

'® Monica Klaus Johanna Kinkel, p. 154.
7 Bonner Zeitung, 192 (6/12/1848), p. 1.
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Having raised this point, | would like to try to transfer my findings to a more general argu-
ment and | would like to address the following question to my audience. If we consider music
carrying revolutionary content as a phenomenon of fringe groups, i.e. a small part of the popu-
lation, rather than a mainstream occurrence, why is it that such kind of music is assigned a huge
political relevance, sometimes even a danger by its respective political force?

Anja Bunzel holds a Bachelor Degree in the fields of media and communication studies, English language and liter-
ature and musicology. Having mostly dealt with music theory during her Bachelor she later started to concentrate
on different research areas such as historical musicology, music in combination with other arts as well as the rela-
tionship between music, society and politics. She graduated from Freie Universitat, Berlin, last year and now holds
a Master Degree in musicology. During her Master studies Anja specialized on 19th-century music and wrote her
dissertation on aspects of orientalism, patriotism and nationalism in Robert Schumann’s oratorio The Paradise and
the Peri. Anja is most interested in interdisciplinary research and tries to find innovative approaches on 19th-
century gender and media studies within the research area of musicology. She has just taken on a PhD course un-
der the supervision of Dr Lorraine Byrne Bodley at National University of Ireland, Maynooth. Anja aims to revive
Johanna Kinkel’s many-sided compositions and introduce the nearly forgotten 19thcentury German female com-
poser to an international musical and musicological audience.
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Medea on opera: “ethnic” identity and operatic adaptations
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Abstract. The figure of Medea is usually approached through her main characteristics, most of them related to her
ethnic («Colchian») identity: Medea the (barbaric) witch, Medea the infanticide, Medea the outsider, Medea as a
proto-feminist, as a victim and victimizer etc. Her exotic/ barbaric origin obviously plays a significant role (along
with her divine descent) in order to “justify” her crimes and drive the dramatic plot: f.i. nowhere in Euripides’ trag-
edy is the famous act of infanticide described as “unnatural”; it is condemned as “unholy”, [épyov avoowwtatov],
“savage” and “horrific”, but not as “against nature”. These and other aspects of Medea’s identity are discussed in
this paper, along with Carl Dahlhaus’ arguments on this subject, and a presentation of Medea’s figure and func-
tion in the plots of well- known operas (mainly in Cherubini’s Medea, and others) such as: Marc-Antoine Charpen-
tier's Médée (1693), Medea, by liti Benda (1775), Medea in Corinto by Giovanni Simone Mayr, Giovanni Pacini’s
Medea (1843), Darius Milhaud’s Médée (1938) and the recent, Medea by Mikis Theodorakis (1991) and Rolf
Liebermann’s last opera Freispruch fiir Medea (1995).

The figure of Medea is usually approached through her main characteristics, most of them re-
ferring to her ethnic/ barbaric and her other identities: Medea the witch, Medea the infanticide
-filicide, Medea the “protofeminist”, Medea the Outsider etc. In Euripides’ tragedy (431 B. C.),
Jason, prince of lolcus and leader of the Argonauts, has won the Golden Fleece from King Aietes
of Colchis with the aid of the magical powers of Aietes’ daughter Medea, who is the grand-
daughter of the sun-god Helios and also related (a niece) to the enchantress Circe. Medea, in
love with Jason, betrays her father and follows Jason to his native city lolcus. Along the way
Medea kills her younger brother Apsyrtus, whose dismembered body is spread upon the sea to
distract Aietes in his pursuit of the pair. In lolcus, Jason’s uncle Pelias denies him the crown, and
Jason gets revenge by Medea’s witchcraft: the daughters of Pelias are enchanted into killing
their father in hope of rejuvenating him through Medea’s elixirs. At the beginning of the play,
Jason, Medea, and their two young sons have sought refuge from the lolcians in Corinth. There,
Jason abandons Medea for young Glauce, daughter of the Corinthian King Creon, partly be-
cause Medea was considered a barbarian, but mostly because this new marriage would elevate
him socially.! Betrayed and desperate, Medea proceeds to the horrific deed of killing her two
sons; right before this, in operas treating the same subject, she usually has a monologue in
which she is tormented by contrasting feelings, at the same time wanting to murder and spare
her children; this is invariably a major aria, usually alternating between dramatic rage and lyri-
cal tenderness.

The story of Medea flourished in a large variety of versions and genres: stage dramas, nov-
els, ballet suites (such as Samuel Barber’s Medea: Suite op. 23, 1947), and internationally
known operas, mostly of the Italian-French operatic spectacle-and-aria tradition. Some well-
known operas based on Medea (apart from the ones based on the figure of Jason / Giasone )
are: Marc-Antoine Charpentier’'s Médée (1693, with Thomas Corneille’s Médée as libretto), Jifi
Benda’s Medea, a one-act opera on a text by Friedrich Wilhelm Gotter (Leipzig, 1775), and Luigi
Cherubini’s Medea (1797). To be noted are also Giovanni Simone Mayr’'s Medea in Corinto
(premiered in 1813, libretto by Felice Romani), Giovanni Pacini’s Medea (1843), Darius Mi-

! See: Medea: Essays on Medea in Myth, Literature, Philosophy, and Art, eds. James J. Clauss and Sarah lles
Johnston (Princeton: Princeton University Press, 1997) and Mythos Medea, ed. Liutkehaus Ludger (Leipzig:
Reclam, 2001).
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lhaud’s Médée (1938), Mikis Theodorakis’ Medea (Bilbao, 1991), and Rolf Liebermann’s last
opera Freispruch fiir Medea (1992, premiere 1995 in Hamburg).

Some crucial points in operatic plots: Jason (Giasone) abandons Medea to marry Glauce (also
called Creusa or Dirce), the daughter of Creon/ Creonte, King of Corinth. Medea tries in vain to
get Jason back, but is promised that she will see her children one last time before she is sent
away (this “banishment” of Medea appears in several different versions in the operas, and even
in the several re-workings of Cherubini’s opera). As revenge she sends a poisoned robe to Glau-
ce (who dies in a subsequent scene), whereupon she also kills her two sons and finally sets fire
to the temple. Medea has already betrayed her own father and her homeland, murdered and
cut to pieces her own brother, and tricked other women into murdering and cutting to pieces
her father. But at the same time Medea’s exotic and barbaric origin plays a significant role in
“justifying” these crimes and driving the tragedy’s plot. Therefore, a main issue is the “justifica-
tion of the unjustifiable”, because of Medea’s extraordinary identities.

Luigi Cherubini’s (1760-1842) Medea actually incorporates at least five different “national”
identities: It is Italian, it is based on a Greek textual background, but it was originally composed
in French (Médée) as an opéra-comique with spoken dialogue. Additionally, when it was per-
formed in Frankfurt in 1854/55, the German organist Franz Paul Lachner changed it further and
inserted recitatives in an almost Wagnerian style. Furthermore, it was revived by a Greek (-
American) soprano (Maria Callas), and was the very first opera ever to be conducted in La Scala
by an American conductor (Leonard Bernstein).

Carl Dahlhaus has pointed out that the major differences between Euripides' original tragic
drama and the Luigi Cherubini- Francois Benoit Hoffmann operatic version, derive from the fact
that the early 19th—century French bourgeois audience would never have understood the causes
that motivated Medea to commit infanticide. Dahlhaus regards Euripides’ Medea as driven to
the extremes by her exiled, expatriate, personal status: being without a homeland, “a-polis”; a
social- political status unbearable in the ancient world. Thus, Dahlhaus argues, Medea’s deeds
would have made a lot of sense to Euripides' contemporaries, but they would have been in-
comprehensible to a French audience in 1797 without some sort of psychological and theatrical
refinement.

"To render comprehensible to a post-revolutionary public an intrigue whose historico-social
grounding had long ceased to subsist, Hoffmann, Cherubini's librettist, performed a “psicolo-
gizzazione” totally alien to the Euripidean world, a psychological elaboration (and this is crucial)

that was structurally dialectical, and which could therefore give life to the drama."?.

This was done, according to Dahlhaus, by elaborating the wedding preparations and the
wedding ceremony of Jason and Creusa/ Dirce as a counterpart to the continuous threat posed
by Medea’s presence on stage; by stressing the “earthly” and "human" qualities of both Jason
and Medea and therefore implying a "tragic irony" absent from Euripides' original.?

Ever since Maria Callas revived this opera in the 1950s, Cherubini’s Medea has been the
point of reference for the operas treating this subject. But this has not always been so; for in-
stance, in mid-19th century Italy, the most famous opera using this subject was the one com-
posed by Giovanni Pacini (1796-1867). Johann Simon Mayr’s Medea in Corinto (1813) had al-
ready disappeared from the repertoire by around 1845, and Cherubini’s had already been for-
gotten before that. In Mayr's opera the orchestration is significantly different from Gluck’s

2 Littlejohn David, The Ultimate Art: Essays Around and About Opera (Berkeley and Los Angeles: Columbia Uni-
versity Press, 1994}, 86.

* Dahlhaus Carl and Miller Norbert, Europdische Romantik in der Musik, Band 1: Oper und symphonischer Stil
1770-1820 (Stuttgart: J.B. Metzler Verlag GmbH, 1999), 211-212 .
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(Mayr's model of inspiration) while the arias remain in the bel canto tradition with plenty of
space for ornamentation.”

The three-act Pacini opera, on a libretto by Benedetto Castiglia, premiered in 1843 in Paler-
mo, was revised several times (mainly in 1857), and had a long “international” career: at least
43 productions up to ca.1869 all over the world, from Russia to several Latin American coun-
tries and also to New York City. Pacini’s Medea is actually more melodious than Cherubini's;
Pacini is a composer whose importance has now started again to be recognized. In his Medea,
there are two great duets (one each for Medea with the tenor/ Giasone and the baritone/ Cre-
onte), effective arias for all the principal roles (most important is Medea's final aria), as well as
some remarkable ensembles and choruses.

Cherubini’s Italian version of Medea returned to the repertoire in 1953, when Maria Callas
sang the title role, first in Florence, then in Milan, and, in later years, in Venice, Rome, London,
and also in Dallas in 1958, where the staging was done by personalities of that time with a
strong “national” Greek identity: Yannis Tsarouhis (stage design and costumes) and Alexis
Minotis (stage direction). This was the very production that took place at the theatre of Epi-
daurus in 1961°. Callas also performed in Pier-Paolo Pasolini’s film adaptation of Medea
(1969/1970), playing as an actress the title role: a famous film, filmed in the district of the
Goreme ancient Christian Churches in Nevsehir, Turkey and in Aleppo, Syria, stressing the “sav-
age” aspects, the origin and the “ethnic” identity of Medea (without historical/ anthropological
accuracy in relation to the myth though).

Cherubini originally structured a dramatic opera using the conventions of the French opéra-
comique, where the drama is carried forward by means of spoken dialogue rather than the
“half- sung” recitative. The Chorus last appears in a spectacular Finale, in which the crowd
rushes toward the temple to murder Medea, who appears in the doorway, surrounded by three
Furies and waving over her head the knife with which she has just killed her sons. Then she an-
nounces her departure for hell, having set fire to the temple, which bursts into flames.

In Euripides’ finale though, Medea appears suddenly on the roof of the temple, with the
corpses of her sons, about to escape in a chariot drawn by flying dragons, that was given to her
by her grandfather, the god Helios [what she does, according to the myth, after this escape,
(acting again in accordance with her specific identities), is horrifying enough, and out of the
scope of this presentation]. One might start an endless discussion on the various aspects of
Medea’s nature whereby this foreigner is not just “the other”, she is the “unknown”; any un-
conventional, exotic or extreme behavior on her part is excusable, or at least understandable.
Additionally, an exotic mysterious barbarian does not have to comply with local social tradi-

* Ref: Johann Simon Mayr (1763-1845), Medea in Corinto - Tragic Melodramma in two acts (1813), National
Theatre, Munich, 2010, DVD NTSC, ARTHAUS MUSIK 108 03

Data on Luigi Cherubini’s Medea: Premiere - Théatre Feydeau, Paris - 13 March, 1797. Berlin premiere - 17
April, 1800. Vienna premiére — 1803. Cherubini's Vienna version (cut by about 500 bars) -1809. Premiere of
the Franz Paul Lachner version (with cuts of Cherubini's score and the addition of over 500 bars of recitative
to replace the original dialogue) - Frankfurt 1855. U.K. premiére at Her Majesty's Theatre, Haymarket - 6
June, 1865 with recitatives by Luigi Arditti (Thérése Tietjes as Medea), Covent Garden premiére - 30 Decem-
ber, 1870. La Scala premiére - 30 December, 1909 in the Italian translation (by Carlo Zangarini) of the Lachner
version. Other important modern performances: 7 May, 1953 - 16th Maggio Musicale Fiorentino — The first
performance in Italy since 1909 with Maria Callas in the title roéle conducted by Vittorio Gui. 28 July 1984 -
Buxton Festival - original French version with reduced spoken dialogue. 6 November 1989 - Covent Garden —
same version as above, 4 August, 1995 - Valle d'ltria Festival — Premiere of the original French version in Italy.
April, 1996 - Opera North, Leeds - Vienna version in English translation. 6 March, 1997 - Lincoln Center -
complete original French version. See also: The New Grove Dictionary of Opera Volume IV, ed. Sadie Stanley
(Oxford: Oxford University Press,1997), 292.

5
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tions, moral norms and practices; in general, as Dahlhaus also points out, she is perceived as a
“threat- posing factor” (in Greek: ¢poBoyevikog mapaywv), not unlike what has been the case
with, for instance, African/Americans within urban societies in America, or immigrants in west-
ern/ white societies.® Nowadays, we are familiar with Medea as a “dramatis persona” (here: in
the musical drama), and tend to forget the mythical parameters attached to this figure: that
this stranger/ outsider from Colchis, is at the same time the granddaughter of the sun-god Heli-
os and also the niece of the witch Circe, that she actually is a (foreign) semi-goddess etc... It is
also known that in his tragic drama, Euripides expresses doubt about traditional values related
to biological origin, to the national (Greek) identity and to traditionally established social and
moral values.

Another point related to national identities: Cherubini’s Medea, as already mentioned, was
also the very first opera conducted by an American maestro in ““La Scala”. Leonard Bernstein
had agreed to conduct the work in this famous opera house in 1953, a house in which no Amer-
ican had ever conducted opera before. He only had five days in which to learn the score, he had
never conducted grand opera in his life and never even heard of Cherubini’s Medea’. “To make
things worse, he had a case of bronchitis [...] and the 1797 score gave off dust —to which Bern-
stein was allergic. But the opera authorities canceled a conflicting rehearsal of Rigoletto to give
him more time [...].” At the end, the audience cheered up half a dozen curtain calls for Maria
Callas and Bernstein and leaned into the orchestra pit to compliment the musicians®.

In Mikis Theodorakis’s Medea, premiered in Bilbao, 1991, it becomes evident that the musi-
cal setting of the text, the musical dramaturgy itself, is often based on a contradiction between
the meaning of the text and the style of the music. This is very clear in Medea’s tragic aria,
where she struggles with the decision to kill or spare her two sons. Here, the music is rather
sweet”, very close to bel canto, or rather to Neapolitan canzonetta style (much beloved in the
musical tradition of the lonian islands / Heptanisos in Greece), and thus contradicting the heavi-
ly tragic text.

The traditional versions of ""Medea” present this wild semi-goddess as a barbaric outsider
who uses her magical powers to destroy Corinth and who kills her children to punish her faith-
less husband, Jason. The underlying message is probably that civilized nations like ancient
Greece, should be afraid of uncultured or “uncontrollable” foreigners. Therefore, the myth of
Medea can be easily modernized on the basis of “national, social and personal identities”, e.g.
with Jason and the Argonauts portrayed as colonial brutals raping and plundering Colchis; and
Medea herself as a dark-skinned (Georgian?) immigrant who finally avenges all betrayal, dis-
crimination, and humiliation she has suffered.

®See Helene P. Foley, «Reimagining Medea as the American Other» in her Reimagining Greek Tragedy on the
American Stage (Berkeley and Los Angeles: University of California Press, 2012), 190-228.

7 “Lennie at La Scala”, Time Magazine, Dec. 21, 1953
(http://www.time.com/time/magazine/article/0,9171,890837,00.html), accessed on July 29, 2013.

8 During the 20" century, the work was practically unheard until Maria Callas dug it out for the performances in
May 1953 during the Maggio Musicale Fiorentino and later the same year at La Scala. Callas performed Me-
dea 31 times in total from 1953 to 1962. There exists a recording from La Scala in 1955, again with Bernstein
conducting. A few years later Callas made a studio recording with Tulio Serafin. There are also a couple of
later recordings of the work : Decca set it down in 1967 with the then young Gwyneth Jones in the title role
and Pilar Lorengar, Fiorenza Cossotto and Bruno Prevedi in other roles. Lamberto Gardelli conducted this,
and the same conductor also lead a Hungaroton recording with Sylvia Sass as Medea and Veriano Luchetti as
Jason. Apart from all this, one may recognize much of the style and the sonorities of the Beethoven sympho-
nies when hearing the orchestral Overture of Medea. Or, as it is also written “Cherubini’s Medea looks back
to Gluck and forward to Beethoven [..] when there are moments where the chorus foreshadows, by no
means unworthingly the final movement of Beethoven’s 9th Symphony”... [“Opera and Concert Notices” (un-
signed), The Musical Times Vol. 100, No. 1398 (Aug., 1959), 433-435].
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This myth has also been reworked with a remarkable twist. Instead of leaving Medea for
Creon’s daughter (Glauce), Jason runs off with the king's son, also named Creon. This is the plot
of the Swiss composer Rolf Liebermann’s last opera Freispruch fiir Medea (in English named
Medea), which has gained attention after French critics proclaimed it "the first explicitly homo-
sexual opera" in 2002°. For this work, commissioned by the Hamburg State Opera, librettist Ur-
sula Haas has adapted her own novel, Freispruch fiir Medea (Acquittal for Medea). The musical
dramaturgy reveals many influences, ranging from the Javanese gamelan (Introduction), to 12-
tone, atonal and expressionistic styles.

So, if Medea has to be pronounced innocent for her crimes, there have to be strong reasons
for it. The reason given in Liebermann’s opera seems to be a strong one indeed, since it is
based on a crucial personal/ sexual identity. To be abandoned, betrayed and desperate are
some other good reasons; the infanticide can also be understood as an act of madness brought
on by despair. To be caught by madness/ mental iliness, speaks for the acquittal of murderers,
in the so-called «civilized societies», since the end of the 19th century. Additionally, a stranger,
a savage foreigner, a barbarian does not have to comply with local morals and ethics. And most
of all: a semi-goddess, with an extra-terrestrial identity does not have to comply with human
morals and ethics, since non-humans do not have to do so. All in all, one might also argue, anal-
ysis is valuable, but, in fact this is only a myth about a foreign supernatural witch. And after all
“it’s all in the theatre...”.

Minas I. Alexiadis: Born 1960 in Athens, he studied piano with Marika Papaioannou and George Platon, jazz piano
with Bela Lakatos, music theory and composition with Yannis loannidis in Athens and then with Guenther Becker in
Dusseldorf (Diploma in composition, Robert Schumann University). He also is a graduate of Law and a PhD in musi-
cology (University of Athens). Many of his compositions have been performed and broadcast worldwide, awarded
prizes, recorded and released in 22 LP’s and CD’s in Greece, Italy, Germany, England and Japan. From 1989 till now
he is a member of the administrative council (at present, 2nd vicepresident) of the Greek Composers’ Union and in
2002- 2006 he was a member of the administrative council and the General Secretary of the Greek National Opera.
He has participated in international musicological and theatrological congresses and writings of his have been pub-
lished in several editions —i.e. his analytical study on Igor Stravinsky’s Histoire du Soldat published by Ph. Nakas
Editions, and his recent Orpheus’s Magic Flute: Ten studies on opera and musical theatre, by Papazisis Editions,
Athens. From 2000-2004 he has been teaching at the Music Departments of the Aristotle University and the Mace-
donian University in Thessaloniki. He is an Assistant Professor for Music Theater and Opera at the Department of
Theatre Studies -University of Athens.

° The data of this opera, at the official publisher’s site:
http://www.sikorski.de/575/en/0/a/0/opera/1002093 freispruch fuer medea oper in 2 akten.html.  Li-
bretto:
http://www.sikorski.de/661/en/0/a/0//2827 freispruch fuer medeae acquittal for medea libretto.html
(accessed on July 29, 2013).
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The Greek symphony (1900-1950): oscillating between Greek na-
tionalism and Western art-music tradition

Giorgos Sakallieros
School of Music Studies, Aristotle University of Thessaloniki, Greece
gsak@mus.auth.gr

Abstract. The reformation of Athens Conservatory in 1891, followed by significant aesthetic and cultural changes
as regards the indigenous perception of western-European music, and the formation of the first orchestral ensem-
bles contributed to an inceptive promotion of symphonic music in Greece between 1890-1910. However, it was
due to the continuous efforts of Dimitri Mitropoulos, mainly between 1924-1939, to establish a steady full orches-
tral ensemble and expand the repertory of performed works that brought the Athenian audience closer to the
Western-European symphonic repertory.

Important Greek symphonic works had already emerged after the second half of the 19" century (i.e. by Dionysios
Rodotheatos and Demetrios Lialios), while the preceding sinfonias by Mantzaros, Padovanis, Metaxas and other
lonian composers were more related to the pattern of the italian overture. The Greek symphony, originating from
1920 onwards, combined romantic aesthetics and ideals (mainly of Austrian — German orientation), (neo)classical
structural features and indigenous characteristics of musical folklorism, national identity and tradition (initially
modelled after 19" century European national schools). Manolis Kalomiris and Petros Petridis comprised prime
symphonists, followed by an important number of composers more or less attached to the ideals of the Greek Na-
tional School.

While examining the existing repertory of Greek symphonies during the first half of the 20" century, both histori-
cally and analytically, this paper also aims at corellating landmark works and composers to important social, politi-
cal and even military events in Greece, up until World War II. The invasion of modernism after 1950 in Greek art
music and its repercussions to the production of post-war Greek symphonies will be also commented upon.

The cultivation of orchestral music and symphonic genres, during the first half of the 20" centu-
ry in Greece, was both influenced by and depended upon several aesthetic, cultural, ideological
and political circumstances in modern Greek society that pertained to music. However, such
criteria had already been originating - to a degree - during the 19" century in the lonian islands,
even before the establishment of modern Greek state, relating to the necessity and purpose of
formating orchestral ensembles, the respective repertory there was to be performed, the evo-
lution of indigenous music education in order orchestral musicians to be properly trained, and
the interest for composing purely instrumental music - apart from vocal genres and especially
opera that dominated the lonian musical life during the 19" century. Aspects of musical life in
the 18" and 19™ centuries in the lonian islands, such as perception, education, repertory and
even social perspective were largely influenced by italian patterns, thus revealing a musical cul-
ture that was generally cut off from the central-European — beyond the Alps — evolutions in mu-
sic, as Italy also was up until 1850," while including its own special characteristics.

Around 1810-1830, a number of about 15-20 musicians comprised a steady orchestral en-
semble at the theatre San Giacomo of Corfu, in order operatic productions to be held.? The

b As regards the gradual alinement of the italian orchestral music - especially in programmatic symphony and
symphonic poem - with the central-European evolution of orchestral genres after 1850, see: Antonio Rostag-
no, La musica Italiana per orchestra nell' Ottocento (Firenze: Leo Olschki, 2003), 53.

For a detailed discussion of the formation and evolution of the orchestra of San Giacomo during the first half
of the 19th century, see: Konstantinos Kardamis, The "Pre-Solomian" Nikolaos Halikiopoulos Mantzaros and
his Work (PhD diss., lonian University, 2006), 273-276 [in Greek]. Also, for additional information on the rela-
tions of Italian musicians to the orchestra of San Giacomo: Katy Romanou, "The lonian Islands", in Serbian
and Greek Art Music, ed. Katy Romanou (Bristol/Chicago: Intellect Books, 2009), 99-124: 108-109.
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basic group of string performers was enhanced, on occasion, by performers of woodwind and
brass instruments that later became permanent members of the orchestra and also contributed
to the training of young musicians by teaching at the Corfu Philharmonic Society (founded in
1840). Nevertheless, it was not up until December 1907 that an orchestral ensemble of 46
members was assembled in Corfu in order to perform a program that included Beethoven’s first
symphony and extracts of works by Grieg, Weber, Goldmark and Moskowski under the direc-
tion of Dimitrios Andronis.? The annexation of the lonian Islands to the Greek state in 1864 led
many distinguished musicians to leave Corfu in order to establish themselves and (re)launch
their careers in Athens and other cities. This led to the weakening of local music institutions.

On the other hand, new efforts of establishing music ensembles were held elsewhere, espe-
cially in Athens. A small orchestral ensemble, along with a mixed chorus, was first assembled by
Rafaelle Parisini. They were later both embodied into the Philharmonic Society “Eyterpi” in
1871.% An ensemble of 40 musicians was assembled by the “Associaton of the Friends of Music”
under Riccardo Boniccioli in 1893.° It performed works by Samaras and Lavrangas in the Olym-
pic Games of 1896. But the most important step was the foundation of the Athens Conservato-
ry Symphony Orchestra that occurred as part of the reformation of the conservatory’s program
of studies, after Georgios Nazos had become its new director in 1891. The formation of the en-
semble coincided with the new directions of music education in Greece that left behind any
italian influences, by which the lonian music institutes were founded and were operating. This
new orientation focused mainly on the Austrian-German model of music perception, perfor-
mance, repertory and studies and was also related to political circumstances, the subsequent
rise of Greece’s urban social class and its craving for europeanization.® The orchestra of Athens
Conservatory was benefited by the presence of Frangois Choisy from 1903 and was further im-
proved under Armand Marsick from 1908 to 1922.

Between 1924-1939 symphonic music flourished to the highest degree in the Greek capital
thanks to the spirit and skill of Dimitri Mitropoulos. After arriving from Berlin in 1924, where he
had served as 'Korrepetitor und Assistent' at the prestigious Berlin State Opera “Unter der Lin-
den” under Erich Kleiber for two years,” Mitropoulos first took up the symphony orchestra of
the Hellenic Conservatory.® The next year the orchestras of the Athens and the Hellenic con-
servatories merged, forming a unified symphonic ensemble, the orchestra of the “Concerts’ As-
sosiation”.? This ensemble performed for two seasons, until 1927, and then Mitropoulos be-
came the director of the regenerated Symphony Orchestra of the Athens Conservatory up until
1939, the year that he permanently left Greece for the United States.'® During Mitropoulos’

leadership the repertory of symphonic concerts in Athens was widely expanded from Viennese

3 Katy Romanou, Greek Art Music in Modern Times (Athens: Koultoura, 2006), 67 [in Greek].

4 Romanou, Greek Art Music in Modern Times, 111.

> Takis Kalogeropoulos, Athens State Orchestra. Pre-history and History (Athens: Athens State Orchestra, 2004),

24-27 [in Greek].

Giorgos Sakallieros, "Perspectives of the Athenian musical life, 1870-1940", in Musik-Stadt. Traditionen und

Perspektiven urbaner Musikkulturen - Bericht (iber den XIV. Internationalen Kongress der Gesellschaft fiir

Musikforschung, eds. Katrin Stéck & Gilbert Stock (Leipzig: Gudrun Schroder Verlag, 2012), 94-104: 97-98. Al-

so, Romanou, Greek Art Music in Modern Times, 131-132.

As regards Mitropoulos' activities in Berlin between 1921-1924, see: Apostolos Kostios, Dimitri Mitropoulos

(Athens: Educational Institute of the National Bank of Greece, 1985), 33-35 [in Greek]; also, Haris Xanthou-

dakis, "Mitropoulos in Berlin", Moussikos Hellinomnemon 5 (2010), 3-16 [in Greek] .

8 Romanou, Greek Art Music in Modern Times, 217.

° Haris Xanthoudakis and Aris Garoufalis (eds.), Dimitri Mitropoulos and the Athens Conservatory. Chronicle and
Documentation (Corfu: lonian University-Department of Music Studies, 2011), 34-40 [in Greek].

YFor a detailed discussion on Mitropoulos' activities during his second "Athenian period" from 1924 to 1939,
see: Kostios, 36-60; Xanthoudakis - Garoufalis, Dimitri Mitropoulos and the Athens Conservatory, 34-49.

6
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classics to 20™ century works by Debussy, Ravel, Stravinsky, Prokofiev, Honegger, R. Strauss and
even Mahler.™ Famous composers, directors and performers were invited to perform with the
orchestra, such as Richard Strauss himself, Alfred Cortot, Egon Petri, Arthur Rubinstein and Wil-
helm Kempff.'?

The orchestra of the Athens Conservatory became the first Greek state symphony orchestra
during World War II. The law by which the orchestra became nationalized was voted by the ap-
pointed, by the occupational forces, government and was published on December 12, 1942.5
Its first concert, as Athens State Orchestra, in February 28, 1943, comprised of works by Lav-
rangas, Samaras, Sklavos, Kalomiris and Petridis, in a program that both depicted the symphon-
ic spirit of the composers of the Greek National School during the first half of the 20" century,
while establishing a distant link with the past by performing works from composers coming
from the lonian Islands.

The repertory of instrumental music in the lonian Islands during the first half of the 19th
century also followed the italian model of period, where there was hardly any interest for com-
posing orchestral music outside the operatic theatre. In Italy, according to Antonio Rostagno,
the main genre up until 1860 was the one-movement orchestral overture modelled after Rossi-
ni and Mercandante. The overture generally coincided with the type of the italian sinfonia, ex-
cept for the omission of the middle slow movement. Its structure followed a condensed sonata-
allegro pattern with the use of two contrasting themes but without the middle unit of devel-
opement. Sometimes the allegro movement was preceded by a slow introduction, usually in
dotted rhythm.14 Nikolaos Halikiopoulos Mantzaros (1795-1872), the most important musical
figure of the 19th century in the lonian Islands composed a large number of sinfonias, the ear-
liest one dated in 1820 as an overture to the cantata Ulisse agli Elisi. A manuscript collection of
18 of his sinfonias are preserved at the Motsenigos’ Archive of the National Library of Greece,
without being quite certain if they are originally scored for piano or are piano reductions of or-
chestral works.”> Among them, sinfonia no. 7 also comprises the piano reduction of the afore-
mentioned cantata overture, while another autograph of the same work is preserved in the Li-
brary of the Corfu Philharmonic Society.*®

" order to get an idea of the significant input of Mitropoulos in the expansion of symphonic repertory in the
Athenian musical life during the 1920s and 30s, one can go through: (i) the archived programmes of his con-
certs with the Athens Conservatory Symphony Orchestra (1927-1939), in Xanthoudakis - Garoufalis, Dimitri
Mitropoulos and the Athens Conservatory, 177-207, and also (ii) the large number of music reviews on Mi-
tropoulos' Athenian concerts, collected from newspapers and compiled in albums by Katy Katsoyannis, now
archived in Dimitri Mitropoulos Papers, American School of Classical Studies in Athens, Gennadius Library Ar-
chives (Folder 20 / Subfolders 1, 2 and 3, covering the period 1920-1936).

12 xanthoudakis - Garoufalis, Dimitri Mitropoulos and the Athens Conservatory, 92; Romanou, Greek Art Music
in Modern Times, 214-216.

13 Katy Romanou, "Occupied by the most musical people of Europe; a musical Greek tragedy", in Proceedings of
the International Musicological Conference 'Crossroads | Greece as an Intercultural Pole of Musical Thought
and Creativity', eds. Evi Nika-Sampson, Giorgos Sakallieros, Maria Alexandru, Giorgos Kitsios & Emmanouil
Giannopoulos (Thessaloniki: School of Music Studies, A.U.Th., 2013), 53-62: 59 [published electronically as an
e-book; accesed July 12, 2013, http://crossroads.mus.auth.gr/proceedings/].

14 Rostagno, 54, 61-104.

> For a detailed historical overview regarding the relation of Mantzaros to the genre of the italian sinfonia, see:
Kardamis, The "Pre-Solomian" Nikolaos Halikiopoulos Mantzaros and his Work, 342-354, 483-484. Also, Katy
Romanou, "The Septinsular musical culture: an adequate intention", Polyphonia 5 (2004), 7-34: 20-24 (where
Romanou proceeds to an analysis of Mantzaros' Sinfonia in C (the same work presented in autograph in im-
age 1, above). The score is also fully presented in the same issue of the journal, in pp. 149-173 in typeset mu-
sical fonts, with a subsequent commentary in pp. 174-175 [in Greek].

'® According to Kardamis, there are four versions of this sinfonia (one for orchestra and the other three in piano
reduction). Kardamis, The "Pre-Solomian" Nikolaos Halikiopoulos Mantzaros and his Work, 349.
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Image 1. Nikolaos Mantzaros, Sinfonia in C, pp. 1-2, autograph [©Library of the Corfu Philhar-
monic Society].

Mantzaros’ student Domenico Padovanis (1817-1892) attested to a «Sinfonia in the German
style [alla tedesca]...no less important than of Beethoven’s symphonies». This sinfonia was the
introductory part of Mantzaros’ Te Deum composed for the enthronement of archbishop Nos-
trano in Corfu in 1830, which is a still missing work. So, what exactly Padovanis refers at, an
one-movement sinfonia or perhaps a multi-movement symphony that could comprise the first
Greek symphony, is still a mystery waiting to be resolved."’

Besides Mantzaros, the aforementioned Padovanis and also Nikolaos Tzanis Metaxas (1825-
1907) also comprised Septinsular composers of sinfonias. Although the genre seems to decay
around the first decades of the second half of the 19th century, a quite belated example was
recently found in a concert program from February 27, 1926: in the 19th concert of the “Con-
certs’ Assosiation” orchestra led by Mitropoulos, exclusively comprising of works by Greek
composers, the Sinfonia orientale ("AvatoAwn Suupwvia") by Dionysios Lavrangas (1860-1941)
was performed.'® Lavrangas also came from the lonian Islands but comprised a connenting link
between the Septinsular School of the 19th century and the Greek National School of the 20th
century. His Greek Suite no. 1 for orchestra (before 1904) is generally regarded as the first sym-
phonic work of the Greek National School.*

Another aspect of symphonic music composition from the lonian islands came after 1850
with the works of Dionysios Rodotheatos (1849-1892). His two symphonic poems Atalia after
Racine and Lo Cid after Corneille, along with the orchestral Rapsodie: Idée allégorique, all com-
posed in the 1870s, reveal the influences of romanticism that led to the flourish of italian sym-
phonic poem by composers like Antonio Bazzini®® and also, to a degree, the reflection of the
German spirit that largely reformed italian symphonic repertory after 1880. In Rodotheatos'

7 A detailed commentary on the Padovanis' attestation about Mantzaros' missing work Te Deum can be found
in: Kardamis, The "Pre-Solomian" Nikolaos Halikiopoulos Mantzaros and his Work, 396-399.

'8 Evidence was found in the albums consisting of music reviews on Mitropoulos' concerts (from newspapers),
compiled by Katy Katsoyannis, all archived in Dimitri Mitropoulos Papers, American School of Classical Studies
in Athens, Gennadius Library Archives (Folder 20 / Subfolder 1). For the aforementioned concert (and Lav-
rangas' Sinfonia orientale), seven music reviews were collected (among their authors we trace Manolis Kalo-
miris, Georgios Lambelet and loannis Psaroudas).

¥ Demetre Yannou, Greek Symphonic Music (Thessaloniki: School of Music Studies, A.U.Th., 1993), 8 [in Greek].

20Rostagno, 159-160.
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symphonic poems, each section is corresponding to the plot of the respective literary work by a
specific theme on terms of a leitmotiv, which coincides with practices also found in Liszt’s or
Smetana’s symphonic poems. Rodotheatos’ works evoke an eclectic composer who creatively
absorbed several influences from Italian, French and German romanticism.?*

But it was not until the presence of Demetrios Lalas (1848-1911) and Demetrios Lialios
(1869-1940) that we trace the first Greek composers directly related to the German romantic
ideas. Lalas was a close friend and assistant of Richard Wagner, and it is certain that he contrib-
uted in the 1876 complete staging of Wagner's Ring in Bayreuth. Almost all his compositional
output was lost during World War One, along with the sank vessel that had been transporting it
from Thessaloniki to Italy, where they was to be published. The expected Wagnerian influences
in his works are detected in a number of surviving choral songs.? Lialios came from Patras and
his musical training was completed not in Italy, as for the most Septinsular composers, but in
Munich, Germany, a city where wagnerian ideas where very vivid. He was a pupil of Ludwig
Thuille (1861-1907). His symphonic work Mitternachtstraum (im Siiden) composed in 1891 is —
according to Vyron Fidetzis — a work where the naturalist spirit of German “Zeitgeist” is embod-
ied into the symphonic form.? Lialios subtitles the work as “Symphonisches Werk fiir Grosses
Orchester” (“symphonic work for large orchestra”). Its four-movement structure has been de-
scribed either as a large-scale tone poem or a programmatic symphony. If analysis should cor-
roborate the second case, this means that Lialios’ Mitternachtstraum could comprise the first
Greek four-movement symphony.?

*! For more information on Rodotheatos and his works, see: Konstantinos Kardamis, "Greece and symphonism.
The case of Dionysios Rodotheatos through his symphonic poem Atalia (for wind band), 1879", in Six Studies
for the Corfu Philharmonic Society (Corfu: Corfu Philharmonic Society, 2010), 111-126.

*? Giorgos Leotsakos, "Demetrios Lalas, Richard Wagner's Macedonian pupil and intimate", in Wagner and
Greece (Athens: Athens Concert Hall, 1992), 207-245 [in Greek]. Also, Haris Xanthoudakis, "Composers,
trends and the question of nationality in nineteenth-century musical Greece", Nineteeth-Century Music Re-
view 8/1 (2011), 41-55: 53.

2 Vyron Fidetzis, "Demetrios Lialios (1869-1940). A European composer from Patras", Musicology
(MouaoikoAoyia) 10-11 (1998), 265-286: 266 [in Greek].

2 By taking a closer look in Lialios' catalogue of works, we ascertain that the composer himself clearly distin-
guishes Mitternachtstraum as a "Symphonisches Werk fiir Grosses Orchester" (though not clearly a sympho-
ny) from several of his other symphonic works, as regards form. See for example the symphonic cycle Erin-
nerungen, comprising of: |. Teil: Moriska - Die wilde Leidenschaftliche. Il. Teil. Amalie - Die romantische,
trédumende. ll. Teil. Giulia - Die heitere, spielerische. Each one of these three orchestral works is subtitled as
"Symphonisches Dichtung flr Grosses Orchester" (symphonic poem, tone poem). See, Fidetzis, 273; also the
link "Demetrios Lialios", Digital archive of Greek music of the Music Library of Greece “Lilian Voudouri”
(http://digma.mmb.org.gr/Collection.aspx?cid=9) accesed on July 16, 2013.
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Image 2. Demetrios Lialios” Mitternachtstraum (im Stiden) - (Munich, 1891). Probably the first
Greek programmatic symphony. First, second and last page of the autograph.
[©Digital archive of Greek music of the Music Library of Greece “Lilian Voudouri” (http:// dig-
ma.mmb.org.gr)].

Political and social circumstances around 1880-1910 in Greece, urged the rising upper class
of the intellectuals to foreground several issues of ethnological content and the perception of
historical past, and employ them creatively in arts and letters. At that time, the terms “nation-
al”, “Greek character” (of an artwork, etc.) and “historical continuance” rose all over, along
with a general conflict concerning a diglossia (bilingual) situation that had occurred since the
foundation of the modern Greek state, better known as the language quest‘ion.25 Greek art mu-
sic seemed almost completely devoted to the quest of 'national' style and identity between
1910-1940, by combining a post-romantic to an early neoclassical style in form and genre, along
with diversity on the elaboration of folk material.?® Moreover, regarding genres and ensembles,
symphonic music comprised an integral part of the compositional output of the Greek national
school representatives.”’

For Manolis Kalomiris (1883-1962), the founder and main representative of the Greek Na-
tional School, the symphonic form was an opportunity to develop his nationalistic ideas through
the use of Western structures and the orchestral idiom.?® The ideological context of his creative
stimulus is clearly described, in his own words, by referring to his symphonies in 1955:

«These three symphonies are an important part of my creative life’s work...They character-
ize my struggle as a composer to accomplish my mission: the creation of national music.

 Gerasimos Augustinos, “Greece and the Balkans between the World Wars: self-identity, the other, and na-
tional development”, in Greece and the Balkans. Identities, Perceptions and Cultural Encounters since the En-
lightenment, ed. D. Tziovas (Aldershot-Burlington: Ashgate, 2003), 84—100.

26 Giorgos Sakallieros, "Diverging from an established Greek musical nationalism: aspects of modernism in the
works of Dimitri Mitropoulos, Nikos Skalkottas, Dimitrios Levidis and Harilaos Perpessas, during the 1920s
and 30s", Musicology (My3ukonozuja - Journal of the Institute of Musicology of the Serbian Academy of Sci-
ences and Arts) 12 (2012), 183-206: 184-187.

2 While, in example, chamber music did not; Yannis Belonis, Chamber Music in Greece during the First half of
the Twentieth Century. The Case of Marios Varvoglis (1885-1967) (Athens: Hellenic Music Centre, 2012), 50-
52 [in Greek].

*®Bliss S. Little, The Symphonies of Manolis Kalomiris (1883-1962) (MMus thesis, University of Kansas, 1985), 27.
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This musical art comes not only from folk music, but from our past, our desires, our imagi-
nation and stories, and our tradition, which is the tradition of the Greek nation».”

Kalomiris’ composing of his three symphonies spans between 1918 and 1955. The use of
text, either sung or narrated, along with programmatic elements in all three of them, is essen-
tial for the composer to adduce his multiple symbolic references to the Byzantine tradition, the
demotic language, the national soul and folksong material. Kalomiris’ symphonies cannot be
regarded within the context of the supremacy of symphonic music as an absolute form, as de-
scribed i.e. by German philosophers of romanticism like E.T.A. Hoffmann, Heinrich Wacken-
roder or Ludwig Tieck,*® but more as programmatic works deploying within a poetic context of
multiple nationalistic ideas and symbols.*

Kalomiris’ first symphony, entitled «Leventia» (literary translated as ‘manliness’, ‘bravery’ or
‘pride with heroism and patriotism’) was completed in 1920 and was devoted to the national
poet Kostis Palamas. It was first performed in September 15, 1920 at the Herodus Atticus Thea-
ter at the foot of Acropolis, to the presence of Eleftherios Venizelos and King Alexandros. The
performance took place at a time where the Asia Minor Expedition of 1919-1922 of Greece
against Turkey, was at its culmination victorious point for the Greeks. At that time, this sym-
phony comprised the musical symbolism of "Megali Idea" (Great Idea), a nationalistic concept
that expressed the goal of unifying all ethnic Greeks into an extented Greek state spanning
from Sicily to Asia Minor and the Black Sea, and from Macedonia and Epirus to Crete and Cy-
prus.>

As regards thematic material form and structure, the «Leventia» symphony, as well as sym-
phonies no. 2 and 3, all follow the classical four-movement pattern. Thematic material draws
heavily upon elements of Greek folksong, however without the employment of authentic folk
melodies. Kalomiris’ themes often contain melodic patterns and embellishments, modulation
units and cadential endings that derive from codified diatonic, chromatic and mixed Greek folk-
song modes, traditional meters and rhythms. This practice also affects the vertical sonorities
and the harmonic vocablary. Structurally, he employs ternary, binary or variation form for the
inner movements of the symphony and sectional or cyclic form for the outer ones. Sonata form
is generally not a constructive element in Kalomiris’ symphonies.*®> The initial theme of “Le-
ventia” symphony is elaborated as a cyclic pattern with its variations appearing in all three
movements and is unified with the Byzantine hymn “Ta Nikitiria” at the finale.

*Manolis Kalomiris, "The 'Palamas' Symphony: thoughts by the composer", introductory notes in Manolis Ka-
lomiris, 'Palamas' Symphony (Symphony no. 3 in D) (Athens: Greek Ministry of Education - Greek Composers'
Union, 1961), 7 [offprint, in Greek]. Translated by Bliss S. Little and cited in: Little, 27.

*° Anastasia Siopsi, Music in Europe during the Nineteenth Century (Athens: "Typothito"-Giorgos Dardanos,
2005), 44, 54 [in Greek].

*1 Olympia Frangou - Psychopedi, The National School of Music. Problems of Ideology (Athens: Institute of Med-
iterranean Studies), 143-148 [in Greek].

*> For more information, (i) on the chronicle of Asia Minor Expedition (1919-1922), see: Richard Clogg, A Con-
cise History of Greece (Cambridge: Cambridge University Press, 2002), 46-97; (ii) on the general concept of
"Megali Idea" (Great Idea), see: Thanos Veremis (ed.), National Identity and Nationalism in Modern Greece
(Athens: Educational Institute of the National Bank of Greece, 1999), 14 [in Greek].

3 As regards a general overview on the melodic, harmonic, instrumental, textural and formal characteristics of
Kalomiris' three symphonies, see: Little, 18-36, 199-204 (conclusions).
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Musical example 1. Manolis Kalomiris, Symphony no. 1, "Leventia" (piano reduction), I. "Heroi-
cally and pathetically”, mm. 1-8 [© Editions Michel Gaetano, Athénes, 1936]. The initial cyclic
theme and its variations throughout the first movement.>

The concept of Greek dance as a symbolic realisation of a Greek feast, is represented in the
Scherzo, third movement of the symphony. Both the folk-like melody and folk-like performance
are depicted here. The oboe, the clarinet and the violins are representative timbres of folk in-
truments like the shawm, the klarino, the lyre or the fiddle.

At the finale of the first symphony the use of a well-known Byzantine hymn (Ti Ypermacho)
accumulates elements of Kalomiris’ nationalistic ideology. The byzantine hymn appears as part
of the art (and non-folk) national music tradition. The selection of the specific hymn applies to
the concept of “Megali Idea” (Great Idea) and is also referring to the Greco-Turkish War (1919-
1922) in Asia Minor, in which the Greek army forces had reached a temporary triumph in 1920.

Structurally, the elaboration of the Byzantine chant, both in orchestral and choral parts,
shows a way of mixing monophonic Greek musical tradition along with polyphonic western-
European art music and its techniques. Finally, the epic and solemn emotion that culminates in
the dramatic finale of the symphony reveals Kalomiris’ belated romantic nationalism.

The first exposition of the Byzantine hymn is purely monophonic through an orchestral
unison, but then Kalomiris can’t resist to presenting a four-part harmonization.

*Cited in: Little, 176.
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Musical example 2. Kalomiris, Symphony no. 1, “Leventia" (piano reduction), IV. "Ta
mm. 16-22.

ikitiria",

Later on, the polyphonic elaboration is more evident as the byzantine melody is presented
through contrapuntal texture.*
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Musical example 3. Kalomiris, Symphony no. 1, "Leventia" (piano reduction), IV. "Ta Nikitiria",
mm. 99-108.

The second symphony of Kalomiris is entitled «of the Good and the Innocent People» and is
the less familiar of the three, belonging to a period that the composer produced few works. The
symphony employs a mixed choir along with the orchestra in the second and fourth move-
ments while the scherzo is based on verses by the French writer Jean Richepin, which Zacharias
Papantoniou translated into a Greek regional dialect and Kalomiris set for mezzo soprano. Im-
pressionistic elements are more profound in this symphony, regarded as French music influ-
ences on Kalomiris. The employment of chorus is wordless and adds a unique timbre in the or-
chestration of the symphony, reminding Debussy’s no. 3 of Nocturnes («Sirénes») or Ravel’s,
Daphnis et Chloé. The use of oboe d' amore, english horn, alto saxophone, xylophone, harps,
celesta and muted strings, also result in differentiated layers of texture and timbre.*

**For a broader analytical and aesthetic outline on the polyphonic elaboration of Byzantine chant in Kalomiris'
first symphony, see : Giorgos Sakallieros, "Transitions of style and texture in Greek Art Music from the 19"
century till 1950. A historical and critical approach", Musicology (MouaoikoAoyia) 20 (2011), 215-238: 220-223
[in Greek].

*® Kalomiris' second symphony was first performed on January 10, 1932, by the Athens Conservatory Symphony
orchestra, the Hellenic Conservatory Chorus and Elena Nikolaidi as mezzo-soprano. Dimitri Mitropoulos was
the conductor.
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Musical example 4. Kalomiris, Symphony no. 2 "Of the Good and Innocent People" (1931). II.
Moderato ma non troppo, mm. 15-20. Wordless use of chorus as an indicative impressionistic
timbral effect [© Manolis Kalomiris Papers - Manolis Kalomiris Society, Athens].

The third symphony of Kalomiris is entitled after the national poet Kostis Palamas. Complet-
ed in 1955, it employs verses of Palamas’ poems «lambes and Anapestes» (in the first move-
ment) and “The Dodecalogue of the Gypsy” (in the next three), who are performed by a narra-

tor and not sung. Kalomiris, in his own words, denoted the close relationship between this work
and the poet:

“Palamas’ work was a true lighthouse of art that will give its light for the rest of the Greek
nation’s life [...] His poetry is like the sun is to nature [...] So | composed the “Palamas” sym-

phony an altar and monument of my belief in the etrnal Greek art and to the poet — maker
that represents it”.*’

In this mature work, Kalomiris accumulates all the musical elements that defined his unique
style for over 40 years of composing, while employing novelties he used to exclude as non re-
sponsive to the ideal of national identity and Greeknesss. The belated example of twelve-tone
melody in the scherzo of the symphony is a relevant example of such novelties.

"Kalomiris, 10-12. Translated by Bliss S. Little and cited in: Little, 34. Fisrt performance on January 22, 1956 by

the Athens State Orchestra and Thanos Kotsopoulos (as narrator), conducted by Andreas Paridis (who was al-
so the dedicatee).
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Musical example 5-1. The twelve-tone row employed in the third movement of Kalomiris' Sym-
phony no. 3 ("Palamas’ Symphony).*
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Musical example 5-1I. Kalomiris, Symphony no. 3, /ll. Lento ma non troppo (mm. 9-12). Flute solo
doubled by cello solo two octaves lower (12-tone implementation).
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Musical example 5-11l. Kalomiris, Symphony no. 3, Ill. Lento ma non troppo (mm. 13-14). Clarinet
solo (12-tone implementation).

Kalomiris is not the first Greek composer to apply twelve-tone technique in a symphony. Nor
is Skalkottas, as many may presume. It is Georgios Poniridis' (1887-1982), Symphony no. 1 that
comprises a primal example of dodecaphony no later than 1935, during his stay in Paris. Poni-
ridis in his long life adopted several idioms, from Byzantine melody to neoclassical modality,
and from folk allusions to serial techniques. Much of his work is not known or properly re-
searched yet. A combination of the drafts of his - probably uncompleted - first symphony
shows clearly the serial pitch organization through melodic implementation.

%8 Cited in: Little, 187-188.
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Image 3. Georgios Poniridis, Symphony no. 1 (1935): drafts. [© Georgios Poniridis Papers -
Music Library of Greece "Lilian Voudouri". Reproduced with permission].

As regards Nikos Skalkottas (1904-1949), both his Classical Symphony in A for woodwinds,
harp and doublebasses, and his Symphonietta in B-flat are considered works of his late tonal
period (1947-48). Quite interesting in its conception, though not named as symphony by the
composer, is his orchestral overture, The return of Ulysses, a 30-minute one-movement twelve-
tone work, written in 1942, possibly as an introduction to an opera that was never completed.
The structure follows a large-scale sonata form with two extended thematic groups, a fugal de-
velopment, a varied recapitulation and a culminating coda.*® In a wider scope, this work could
also be considered as a 20" century sinfonia, neoclassical in form and deeply expressionistic in
its musical language. One can easily relate sound to image, from the very beginning, where the
ostinato pattern of the strings, harp, oboes and flutes recalls the image of Ulysses’ trireme in
the sea and the constant rowing of his comrades.

After this brief encounter to prewar 12-tone symphonic attempts, let’s go back to the Greek
National School and its prime symphonist, the composer Petros Petridis (1892-1977). His stay in
Paris (1913-1926) offered him the opportunity to come into contact with French music and its
neoclassical aspects, especially as a pupil of Albert Roussel. Trying to adapt the modal features
of French music to his own compositional style, Petridis came up with the idea of codifying the
modes of Greek folk music in 1929. His references to Greek musical tradition mostly regard the
polyphonic elaboraton of the Byzantine chant and its adoption for large-scale works (oratorios
and symphonies). Thematic process, modality and contrapuntal texture comprise core ele-
ments of his style that also maintain a distant link to the romantic German symphonic reperto-
ry.40 At a first reading, Petridis symphonic works’, in comparison to Kalomiris’, sound more

*See also: Eva Mantzourani, The Life and Twelve-Note Music of Nikos Skalkottas (Farnham-Burlington: Ash-
gate, 2011), 307-317; Nikos Christodoulou, "Nikos Skalkottas - A centenary of his birth", in Nikos Skalkottas -
A Greek European, ed. Haris Vrondos (Athens: Benaki Museum, 2008), 128-174: 168-172.

“% sakallieros, "Transitions of style and texture in Greek Art Music from the 19" century till 1950. A historical
and critical approach", 224-227.
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“westernized”. This is an example of the second movement of his first symphony, entitled
“Greek”, where contrapuntal texture in strings is combined with pure lyricism and subtle mo-
dality.

Image 4. P. Petridis, Symphony no. 1 “Greek” (1926-28). Il. Adagio molto cantabile, mm. 15-20
(autograph by the composer) [©Library of Greek Radio Television - E.R.T. Repr. with permission].

The last movement of Petridis’” Symphony no. 4 (“Dorian”), composed in 1946, calls for a
comparison with the last movement of Kalomiris” Symphony no. 1 (“Leventia”), since both
movements are structured through elaboration of the same Byzantine hymn (Ti Ypermacho).
Differences in form and content can be easily detected. Instead of the solemn romantic nation-
alism of Kalomiris, Petridis combines the modal features of the hymn with contrapuntal tech-
niques and thematic elaboration that he adapts into a form of variations, through continuous
changes of timbre, dynamics and rhythm. The four-part harmonized version of the byzantine
hymn Ti Ypermacho, is performed by the low brass section of the orchestra in slow tempo and
low dynamics. While listening to it, one can sense the religious atmosphere, as, perhaps, a four-
part choral is heard, coming from the pipes of a church organ.
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Musical example 6. Petridis, Symphony no. 4 “Dorian” (1944-46). IV. Andante maestoso, mm.
149-163.
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Emilios Riadis (1880-1935) and Marios Varvoglis (1885-1967),*! also members of the Greek
National School, did not contribute much to the symphonic idiom. Their musical style was also
shaped during their stay in Paris. Riadis’ main compositional output includes a big number of
song cycles (for voice and piano), where improvisatory modal melodic line, the use of chromatic
tetrachords, the functional deconstruction of modal chord relations, and the refined use of
timbre, construct a strong personal — quite impressionistic - musical language.*’ Unfortunately,
many of his works remained unfinished projects in multiple handwritten drafts, often difficult
to recompose. Such is the case with the Symphonie argeste (“peasant” or “rural” symphony) a
project that Riadis had conceived possibly as a four-movement programmatic symphony in pas-
toral style, but never completed. The remaining drafts are all piano reduction sketches.

Image 5. Emilios Riadis, Symphonie argeste, handwritten drafts in piano reduction [©Digital ar-
chive of Greek music of the Music Library of Greece “Lilian Voudouri” (http:// dig-
ma.mmb.org.gr)].

Between 1930-1950 most of the Greek composers born after 1900 revealed their first sym-
phony. The quest of national identity is still evident in most works following the tonal idiom,
either under different perspectives of neoclassicism blended with folk modality and chromati-
cism (as in Evangelatos, Nezeritis or Zoras) or with programmatic content (as in Margaritis),
while the post-romantic element that defined the initiatives of Greek National School, especial-
ly in Kalomiris” first period until the 1920s, is gradually understated. Russian musical back-
ground is profound in the works of Kountourov (especially in orchestration), while Papaioan-
nou’s first symphony belongs to his early period before he encountered the modernist idioms
of which he comprised the main originator in Greece, both as composer and teacher, after

* More information on Varvoglis' life and works: Konstantinos Kentrotis, Marios Varvoglis' Thematic Catalogue
of Works (BA thesis, Aristotle University of Thessaloniki, 1998) [in Greek]; Katy Romanou, "Marios Varvoglis
(1885-1967)", Musicology (MouatikoAoyia) 2 (1985), 13-47 [in Greek].

*’As regards Riadis' musical style and its interrelations with French music, see: Dimitra Diamantopoulou-
Cornejo, Les mélodies pour une voix et piano d’ Emile Riadis: aspects esthétiques entre les musiques francaise
et grecque au début du XX° siécle (PhD diss., Université Francois Rabelais, 2001) [in French].
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1950. Regardless of the employment of folk or Byzantine melodic material, the use of tradition-
al meters and rhythms, or the implementation of folk performance practices, almost all com-
posers adopt the four-movement symphonic pattern through thematic elaboration, binary or
ternary forms for the inner movements and cyclic or sectional development units for the outer
ones. This is an indicative table of Greek symphonies up until 1950.

Composer Work Date
Antiochos Evangelatos (1903-1981) Symphony no. 1 1929
Loris Margaritis (1895-1953) Epic symphony "Ulysses and Nausika" 1930
Theodoros Karyotakis (1903-1978) Little symphony for strings 1942
Andreas Nezeritis (1897-1980) Symphony no. 1 in G-dur 1943
Yannis Andreou Papaioannou (1910-1989) Symphony no. 1 1946
Aristotle Kountourov (1897-1969) Symphony 1947
Leonidas Zoras (1905-1987) Symphony no. 1 1947
Menelaos Pallantios (1914-2012) Symphony in B-flat 1948

Table. 1 Greek symphony within tonality and/or national identity until 1950, in the periphery of
Greek National School.

World War Il and the subsequent tragic events of the Civil War in Greece that lasted up until
1949, left deep marks in the soul of Greek people, who battled for almost a decade against oc-
cupational forces while being forced into taking sides in bloodstained political conflicts, where
opposing parties militated against each other on power struggle. A new perspective of national
identity, not deriving from folk tradition or historical continuance, but gradually initiated as an
art-form of protest against any kind of political or military oppression on people’s rights, is ob-
vious in a number of Greek symphonies written after the mid-1940s by composers of a leftist
ideology such as Alekos Xenos (1912-1995)*, Dimitris Dragatakis (1914-2001)* and Mikis The-
odorakis (b. 1925). To some extent, such works evince - along with the individual characteristics
of each composer - a distant link with Russian neoclassicism of the 1930s and 40s, and especial-
ly Shostakovich.

 Alekos Xenos, Symphony no. 1 ("of Resistance", 1946). Also see: Dionysios Boukouvalas, "Alekos Xenos' cata-
logue of works" (1912-1995)», Musicology (MouaotwkoAoyia) 18 (2003), 165-207 [in Greek].

* Dimitris Dragatakis, Symphony no. 1 (1959). Also see: Magdalini Kalopana, "Dimitris Dragatakis' catalogue of
works", Polyphonia 16 (2010), 54-87 [in Greek].
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Image 6. Three possible cases of three different works that may comprise Theodorakis' first
symphony.

(1) Left up: Symphony no. 1, for two narrators, mixed choir and string orchestra (1944-45), cov-
er page - Left down: first page of the autograph score. (2) Center up: Symphony in three move-
ments, op. 10 (1947-48) for full orchestra, cover page - Center down: first page of the auto-
graph. (3) Right up: First Symphony (Premiere Symphonie), for full orchestra (1948-1954), cover
page - Right down: first page of the autograph.

[©Digital archive of Greek music of the Music Library of Greece “Lilian Voudouri” (http:// dig-
ma.mmb.org.gr)].

In Mikis Theodorakis' catalogue of works, symphonies comprise a quite puzzling case as re-
gards their numbering and chronology of composing. There are at least three works that could
be described as Theodorakis' first symphony (see Image 6). After symphonies 2, 3 and 4 the
numbering moves on to... symphony no. 7, while the symphonies no. 5 an 6 are peculiarly ab-
sent.®®

After 1950 Greek symphonic production is aligned with the quick spreading of musical
modernism in Greece, which is largely promoted, artistically, educationally and economically,
by indigenous and foreign cultural institutions during the 1950s and 60s. Jani Christou’s and
Yorgo Sicilianos’ first symphonies*® comprise prime examples of the new trends in post-war
Greek art music where neoclassical structure is met with atonality or serial vocabulary and the
gradual abandonement of the quest of national identity. Greek symphonists generally followed

*"Mikis Theodorakis", Digital archive of Greek music of the Music Library of Greece “Lilian Voudouri” (http:// dig-
ma.mmb.org.gr/Search.aspx?col=1, accesed on July 17, 2013).

*® For Christou's Symphony no. 1, see: Anna Martine Lucciano, Jani Christou, The Works and Temperament of a
Greek Composer (trans., suppl., catalogue of works, ed.) Giorgos Leotsakos (Athens: Vivliosynergatiki, 1987),
70-85 [in Greek]. For Sicilianos' Symphony no. 1: Valia Christopoulou, Yorgo Sicilianos' Catalogue of Works
(Athens: Papagrigoriou-Nakas, 2011), 45-47 [in Greek].

46



International Musicological Conference, Athens 18-20 January 2013

the new trends (such as Papaioannou®’ and Dragatakis), while few remained close to the pre-
war symphonic tradition (such as Konstantinos Kydoniatis). Generally, symphonic production
after 1960 was decreased among Greek composers, due to the lack of interest by conservative
urban audiences of symphonic concerts for musical modernism and the subsequent disinclina-
tion of indigenous state orchestras’ organizations to perform or — furthmore — commission
symphonic works by contemporary Greek composers. Up to this day, the performance of Greek
symphonies by Greek orchestras is generally an exception to the standard classic and romantic
Western repertory of symphonic concerts.

Image 7. Left: Jani Christou, Symphony no. 1 (1949-50), cover page [© Edizioni De Santis, 1953]
- Right: Yorgo Sicilianos, Symphony no. 1 (1956), a page from the composer's autograph with
handwritten notes by Dimitri Mitropoulos who premiered the work with the New York Philhar-

monic Orchestra, on March 1, 1958.%

| would like to conclude my paper with an exceptional work. Harilaos Perpessas (1907-1995)
was an enigmatic and secluded figure of Greek art music.”> A classmate of Skalkottas’ in the
prestigious Schoeberg masterclasses at the Prussian Academy of the Arts in Berlin in the late
1920s, Perpessas abandonded musical expressionism and atonality quickly, and focused on cul-
tivating a post-romantic idiom where mahlerian and straussian influences were creatively
blended with french impressionistic evocations into neoclassical patterns, forming a unique
musical identity. Unfortunately, very few works and drafts are preserved by this composer, ap-
proachable in today’s research.

* Kostis Demertzis, "A discussion of the position of Yannis A. Papaioannou in the Greek National Music School,
based on an analysis of Vassilis o Arvanitis", in Yannis A. Papaioannou, the Composer, the Teacher. Quest and
Avant-Garde, ed. Kostas Chardas (Athens: Benaki Museum, 2004), 38-56: 41 [in Greek].

8 Cited in: Yorgo Sicilianos, “Two occasions attesting to my personal contact with Mitropoulos in America” in:
Proceedings of the Symposium ‘The art and the contribution of Dimitris Mitropoulos’, ed. Nikos Christodoulou
(Athens: Cultural Organization of the Municipality of Athens, 2000), 20-23: 20 [in Greek].

*For more information on the - still quite unknown - life and work of Harilaos Perpessas, see: Peter E.
Gradenwitz, “Requiem to a Forgotten Composer”, The Athenian 272 (1996), 16—18; By the same author: Ar-
nold Schénberg und seine Meisterschiiler. Berlin 1925-1933 (Wien: Paul Zsolnay), 184-198; Stratos. D. Heli-
adelis, “Harilaos Perpessas, the unknown classical composer and philosopher from Siatista”, Eleimiaka 43
(1999), 93-110 [in Greek]; Nina-Maria Jaklitsch (1999), "Manolis Kalomiris, Nikos Skalkottas, Harilaos Per-
pessas — Greek composers of the 20th century, in between Greek tradition and western modernism”], in Pro-
ceedings of the First European Congress of Modern Greek Studies, Band Il, eds. A. Arghyriou, K. A. Dimadis &
A. D. Lazaridou (Athens: Ellinika Grammata), 297-309 [in Greek].
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Image 8. Left: The program from the concerts of October 26 & 27, 1950, of the New York
Philarmonic Orchestra, under Mitropoulos, where Perpessas' Christus' Symphony was premi-
ered. Right: The cover page of the recent edition of the work, by the Hellenic Music Centre edi-
tions (Athens, 2013).

In 1948 Perpessas moved to New York. Mitropoulos, leading the New York Philharmonic Or-
chestra at the time, gave him a great deal of support. Although he led a secluded life, he was
one of the very few Greek composers to achieve repeated performances of his works by promi-
nent American orchestras. His Prelude and Fugue in C introduced him to the American audience
when Mitropoulos performed it with the New York Philharmonic in November 4, 5, and 6, 1948.
He then completed his Symphony no. 2 under the title “Christus Symphony”, which was per-
formed twice in a concert season, by NYPh and Mitropoulos, in October 26 and 27 and in De-
cember 2 and 3, 1950. The Philadelphia Orchestra under Eugene Ormandy also performed this
work in 1956. The recent Greek performance and edition of his Christus’ Symphony,™ revealed
a kaleidoscope of constrasting timbres, fierce rhythms and dramatic gestures still unprecedent-
ed by a Greek composer of his time. This work comprises a rare and unique example of a Greek
symphony, different from all similar works, tonal or atonal, within or outside the boundaries of
the Greek National School, or postwar avant-garde or any other trend in Greek art music.

Although the lack of interest from Greek symphonic concert audiences and the disinclination
of Greek orchestras to perform new symphonic works by Greek composers is still a reality, and
this is probably not to going to change within the following years mainly due to economical rea-
sons, Greek symphonic production is still present towards the end of the 20th century and on
the threshold of the 21st. Within diffusion and mixture of several different ideas, styles and
trends in European and American art music over the last decades, the belated neoclassical im-
pact of the symphony, conceived as an absolute or programmatic form more or less, still seems
appealing by a number of Greek composers that attempt to reinstate tradition and innovation,
each one with his personal musical language, technique and style. Theodore Antoniou's, Sym-
phony no. 1 (2002) and Symphony no. 2 (2010), emerging after over forty years of composing,
or Christos Samaras' Symphony no. 1 (1998), Symphony no. 2 (2010) and Symphony no. 3
(2011), the latter employing, besides a full orchestra, mezzo-soprano and mixed choir parts, all
comprise such examples. A broader study where the Greek symphonic production from the

*Greek premiere: April 11, 2012, Thessaloniki Concert Hall. Thessaloniki State Symphony Orchestra, conducted
by Alexandros Myrat.
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19th to the 21th century will be researched historically, analytically and aesthetically, is essen-
tial and should be conducted within the academic musicological field. Such a project will define
issues of Greek symphonicism (regarding ensembles, composers and works), its interrelations
and interactions with the consecutive indigenous and foreign musical trends over the years,
while filling blanks on several fields of modern Greek music history, even generative ones.

Giorgos Sakallieros is a lecturer of historical musicology at Aristotle University of Thessaloniki (School of Music
Studies/ Faculty of Fine Arts). He was born in Tlbingen, Germany in 1972. Initial studies on classical guitar and mu-
sic theory (National Conservatory of Athens) were followed by further studies on musicology at the School of Mu-
sic Studies, Aristotle University of Thessaloniki (BA, 1996) as well as the Faculty of Music Studies, University of Ath-
ens (PhD, 2005). He also studied guitar performance, music theory and composition at ‘Collegium Musicum’ Con-
servatory in Thessaloniki (graduated with Advanced Diplomas in 1995 and 2005). He has presented papers in in-
ternational musicological conferences and published in several musicological journals, collective editions and pro-
ceedings. He is the author of the book Yiannis Constantinidis (1903-1984). His life, works and compositional style
(Thessaloniki: University Studio Press, 2010). His works, including orchestral, vocal and chamber music, have been
regularly performed and have received awards in national composition competitions. He is a member of the Inter-
national Musicological Society (IMS), of the Society of Interdisciplinary Musicology (SIM) and of the Greek Com-
posers’ Union.
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Compositional techniques and the folk element in the music drama
The Afternoon of Love of Marios Varvoglis

Stamatia Gerothanasi
TuRua Mouowkwv Znoudwy, ZxoAn KaAwv Texvwy, A.M.0.
matige@webmail.auth.gr

Abstract. The Afternoon of Love, music drama in one act and libretto by Marios Varvoglis based on a theatrical
piece by Theodoros Sinadinos, was performed for the first time in the Greek National Opera of Athens on the 10"
of June 1944. Varvoglis is regarded as one of the main contributors of the Greek National School of Music. The aim
of the presentation is, after a thorough musical-dramaturgical analysis, to systematize and therefore contribute to
the understanding of the compositional techniques that Varvoglis applies in the composition of the music drama’.
Special attention will be given (a) on the technique of Leitmotiv as a unifying parameter of the overall musical
dramaturgical composition; (b) on the harmonic and chordal symbolization of the stratification of the music dra-
mas plot; (c) on the use of linear harmonical alterations as an agent of rendering dramatical tension; (d) on the use
of collage-technique and (e) on the use of fuge as a dramaturgical symbol. The examination of folk element pre-
sent in music focuses on the use of modal scales in the construction of the melodic lines and on the use of parts of
original religious hymnes and folk songs. Undoubtedly the use of folk element as an expression of greek national
identity is bounded with the theme and parameters of the libretto of the music drama. The Afternoon of Love is
the only attempt of Varvoglis to compose a music drama and together with the lyrical drama St. Barbara (Ayia
BapBapa) are the only scenical pieces created by the composerz.

The plot

The action of the music drama takes place in Greece around 1850 in the evening of Easter Sun-
day and for this reason it is also called The Afternoon of Love.

The characters are: Tasos, 35 years old, who belongs to the lower class and is deeply in love
with Malamo, 19 years old. She is married to Thanos, 25 years old, who is a rich peasant. Tasos,
blind from jealousy, takes revenge through Chrisavgi, mother of Thanos. He induces Chrisavgi in
killing Malamo by telling her an old greek superstition: if a priest gets a couple married at the
same day that he blessed a dead man, then in three months one of the two dies. Chrisavgi, in
total desperation, kills Malamo in order to save the life of her son. She meets Malamo in a nar-
row passage on a rock near the sea and throws her down>. After a while fishermen announce
that they have found a dead body in the sea. Chrisavgi thinks they found Malamo’s body and
before even recognizing it, she admits that she killed her. However, recognizing that the dead
body belongs to her own son she falls dead.

! My research is based: (i) on the first of the four manuscripts that Sinadinos wrote (11 pages) (Archive of The-
odoros Sinadinos, E.L.I.A., Athens, Greece); (ii) on the libretto that Varvoglis used for his music drama which
is detached from the Particell of the musical drama (Library of the National Opera, Athens, Greece); (iii) on
the vocal score (Particell) of the music drama (photocopy of the manuscript, Library of the National State
Opera of Greece, Athens). According to Rentzeperi, a typed version of Varvoglis’ libretto is found in the ar-
chive of the composer and belongs to his daughter Elisavet Asimakopoulou. There are some alterations being
made on the libretto of the Particell concerning stage directions and words, see Rentzeperi, Anna-Maria “The
Greek element in the vocal music of the composers of the National School of Music M. Kalomiris and M.
Varvoglis”. In www.muse.gr/muse-e.../A M Rentzeperi.pdf (accessed on June 29th, 2013).

? For information concerning the complete works of the composer, see Kentrotis, Konstandinos Thematic cata-
log of the works of Marios Varvoglis, Diploma thesis (Department of Music Studies, Aristotle University of
Thessaloniki, 1998) and Romanou, Kaiti “Marios Varvoglis [1885-1967]”, Mousikologia 2 (1985), 13-47.

3 Varvoglis composes an interméde which expands into the situation in which Chrisavgi kills Malamo. It is a mu-
sical depiction of the murder which happens offstage.
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Methodology of analysis

The musical-dramaturgical analysis, because of its interdisciplinary nature, needs, in the first
place, to be systematized in two ways: in a structural analysis of the musical text and in an
analysis of the poetic text (libretto). A combination of these two types leads to the so-called
music-poetic analysis which offers a thorough insight into the relation of language and music.
This complex relation has to be examined into two basic levels: the relation of music and lan-
guage in a sound-musical level and the relation of music and language in a semantic level. The
next step concerns the examination of the relation of language and music * at the level of
words, phrases and, of course, of the piece as a whole. The music-poetic analysis offers the
basic structure for the next step which is the musical-dramaturgical analysis. This, in turn, takes
into consideration the outcomes of the music-poetic analysis and combines them with the
structural analysis of the dramatic text. For the systematization of the information, tables have
been employed; they offer an overview of the coordination of tempo, rhythm, measure and
meter, harmonical settings, musical structure and form, leitmotifs and orchestration with the
structure of the plot, the dramatic text and the scenical directions. This overview is helpful for
focusing on the specific parameters which function as unifying elements of the music drama
and which also reveal the dramaturgical intention of Varvoglis.

Musical parameters as unifying elements of the music drama and as agents for
Varvoglis’ dramaturgical intention

1. The technique of leitmotif as a unifying parameter of the overall musical dramaturgical
composition

The leitmotifs function as a second layer of narration of the dramatic plot. The immediate art of
the libretto is reflected, commented and further enriched by the network structure that the
leitmotifs build. The leitmotifs, through their constant variations, serve as a musical unifying
parameter of the music drama but they also offer a thorough insight into the psychological
state of the characters, they reveal information of the past and anticipate future events.

In the music drama the main leitmotifs are the following:

(i) Tasos’ leitmotif
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Musical example 1: m. 2-4 of the orchestral introduction®

The leitmotif of Tasos is the principal leitmotif of the music drama. Morphemes of the leit-
motif are presented individually through the course of the music drama. Untouched, most of

* For an analysis of the relation of language and music in the Afternoon of Love, see Rentzeperi, Anna-Maria
The relationship of music and language in the melodramatic work of Greek composers of the first generation
of the Greek National School of Music Dionisios Lavrangas, Manolis Kalomiris and Marios Varvoglis, PhD the-
sis (Department of Music Studies, Aristotle University of Thessaloniki, 2002).

> Due to space restrictions, only the first appearance of each leitmotif will be noted. Their variations won’t be
included in this paper.

® particell of the music drama (Library of the National Opera, Athens, Greece).

51



The National Element in Music

the times, stays the first rhythmo-melodic motivic nuclear (the first three notes of the leitmotif)
and also the mixture of the whole tone scale and the scale with the interval of the augmented
second which characterizes the melodic structure of the leitmotif. The leitmotif is mainly pre-
sented from the brass winds. When Tasos speaks about Malamo, the leitmotif obtains a “soft-
er” instrumental colour: it appears in the flutes and 1* violins.

(ii) The leitmotif of the byzantine troparion Christos Anesti (trans. Christ has risen)
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Musical example 2: m. 24-25 of the orchestral introduction
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Musical example 3: m. 26-27 of the orchestral introduction

Varvoglis presents the first phrase of the verse of the Easter troparion (for the celebration of
the resurrection of Christ in the Eastern Orthodox Church) and also its cadence. The appear-

ance of the hymn as leitmotif reveals the significance of the national element in this music
drama.

(iii) Malamo’s leitmotif

Musical example 4: f. 8

The leitmotif of Malamo is presented in the part of flutes and 1% violins as an instrumental
implication of the character’s purity. After the fight between Malamo and Tasos, the instru-
mentation of Malamo’s leitmotif changes: it appears in the horn and the bassoon.

(iv) The beggar’s leitmotif

SEEadaE

X
.

Musical example 5: 3 meters before f. 6

The beggar’s leitmotif appears in the part of bassoon and english horn. After the death of
Malamo (after the interméde) the role of the beggar changes. From a former outcast, he be-
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comes the one who consolidates Chrisavgi and tries to help the fishermen. The instrumentation
of the leitmotif changes accordingly: it appears in the flute.

(v) The leitmotif of the music heard from the traditional feast-day
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Musical example 6: f. 24

The leitmotiv is a remote variation of the theme of the dance “Lambri Kamara”. The dance
belongs to the Easter songs of Megara and it refers to Easter Sunday; therefore it represents
the music heard from the traditional feast-day (ravnyupt).

(vi) The leitmotif of death
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Musical example 7: f. 57

The leitmotif has a remote coincidence with motives of the melody of the byzantine tropari-
on Defte telefteon aspasmon. The leitmotiv functions as a proikonomia of the tragic turn of the
plot.

2. The harmonic and chordal symbolization of the stratification of the plot of the music drama

(i) The tempo of change of harmonic topoi and the tempo of change of the emotional state of
the characters

Varvoglis avoids the long duration in a tonal area and therefore blurs the tonal center with suc-
cessive modulations. From a dramaturgical point of view, the frequent change of tonal center
reflects the frequent change of the emotional state of the characters. The harmonic center is
mostly implied and it is not confirmed with a cadence. The unfulfilled harmonic implications
create a tension which is not defused but changes in the course of time. The unfulfilled love of
Tasos for Malamo, which is actually the main dramaturgical motif, is reflected musically
through the continuous and unexpected modulations: from the f. 15 where Tasos describes his
vision to the beggar (he foresees Malamo coming out of the church), the part resembles a re-
citative that it is accompanied by chords with a duration of a half or a quarter note.
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Musical example 8: f. 15

The recitative of Tasos is characterized by unexpected harmonic connections. The reference
to Malamo is characterized by a clear harmonic plan (tonality of A major). The beginning of the
vision (in a while...) is characterized by chords with major seventh, an impressionistic element,
and minor chords with major sixth. The minor chord with sixth is, so to say, a harmonic leitmo-
tif. It appears in points of extreme inner and external tension (see f. 7: trés lent, when Tasos’
emotional state resembles that of a dead person).
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Musical example 9: f. 7

(ii) The deceptive cadence

Lento (f. 6): in this specific point of the plot the beggar asks for Tasos’ charity. This act causes
the reaction of Tasos (charity I’'m asking too but who can give it to me). The implied tonality is
that of D major. In m. 85, the expectation of D major is not fulfilled because in sm. 86 the 6"
grade appears. In the drama the deceptive cadence signals the emotional state of unfulfilled
needs. This state is also reflected through unexpected cadence and bitonality:

m. 85 m. 86
Tasos: charity I'm asking too but who can give it to me
l | l J
D9 H minor
of D major

(iii) Change in musical rhythm in combination to unexpected harmonic connections

Varvoglis changes the rhythm in combination with a thickening of harmony in emotionally in-
tense dramatic situations. More specifically, when Tasos describes the beauty of Malamo (4
meters before f. 9) in his sentence Malamo is the most beautiful woman of the village (trans.
glv'n wuopewtepn yuvaika tou ywptou), Varvoglis changes the rhythm from 2/4/ to 6/8:
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Musical example 10: 4 measures before f. 9

The change of rhythm is combined with a thickening of the harmonic pace from A flat major
7 and 9 2>to A major 7 and 9 = to C major 7 and 9 (sus4) = that leads to C major 7 with aug-
mented 5™

(iv) Diminished and augmented triads

The chords with diminished and augmented intervals not only show the impressionistic influ-
ences of Varvoglis; they are also used to blur any implications of tonal center. The technique of
blurring the tonality is combined with situations where characters lack a specific goal. More
specifically, from f. 16, where one of the peasants urges Tasos to watch out for other girls in the
village, in the orchestral accompaniment chords appear with augmented thirds which do not
lean to any specific tonal direction. The lack of total direction reflects the aimless urge of the
peasant because Tasos actually ignores him.

From f. 43 the outbreak of the storm is depicted through a rising and cathodic chromatic
scale in the part of the wood-winds, which is a straight reference to The flying Dutchman of
Wagner or Salome of Strauss.
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Musical example 11: 1 measure after f. 43
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Musical example 12: 3 measures after f. 43

Varvoglis plays with the tradition by using augmented triads which are succeeded by dimin-
ished triads. The originality of Varvoglis’ compositional style at this point is to be found in the
transformation of the tradition to something new and personal.

(v) The reharmonization of the melody

The melodic line of the peasant, from f. 16 where he urges Tasos to start looking for other
beautiful girls, is on the diatonic scale of F major. The confusion of the tonal center through the
chordal orchestral accompaniment leads to the reharmonization of the melodic line. Varvoglis
reharmonizes the melody in order to convey a second layer of dramatic sense: the comment of
the peasant (melodic line) is cancelled from Tasos’ attitude (chordal orchestral accompaniment)
who insists on his love for Malamo.

(vi) The traditional harmonic relations and the normality

The traditional harmonic connections constitute a rare technical aspect of the music drama be-
cause they characterize emotionally balanced situations like for instance the scene between
Thanos and Malamo.

(vii) The white chord

In m. 24 of the intermede, a chord appears which is a combination of A minor and C major.
The notes of the chord correspond to the white keys of the piano that is why it is called “white
chord”. The characterization “white chord” has also a dramaturgical aspect. The specific chord
appears in the end or in the pick of a phase of the action with increasing dramatic tension. This
phase begins from the end of Malamos’ aria and concludes with the murder of Malamo by
Chrisavgi. The offstage murder takes place in the interméde. From f. 46 of the interméde the
non-existent tonic center is caused by the succession of diminished and augmented chords, al-
terations of the single melodic lines and collage-technique. The white chord appears in tremolo
and pianissimo after Chrisavgi throws Malamo from the rock. After an intense dramatic phase
both the dramatic and musical tension are defused through the appearance of this chord.

3. The use of linear harmonic alterations as an agent of rendering dramatic tension

The aria of Malamo follows the scene of confrontation between Tasos and Malamo. The dra-
matic tension is reflected through continuous harmonic modulations. Varvoglis does not imply,
through these modulations, a specific harmonic center because these modulations are the out-
come of alteration of specific notes of the individual orchestral lines. The orchestral texture is
linearly constructed. When Tasos asks Malamo to hear his desperate calls for love (f. 46), D ma-
jor 7 appears which leads, in the next meter, to A flat major 7 and 9. The seventh grade is sharp
(F sharp) and the ninth grade instead of being flat is actually also sharp (A sharp). The chord
sounds like a dominant but actually it is rather a confusing enharmonic modulation chord.
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Musical example 13: f. 46

The emotional tension of the sheer confrontation is reflected through the appearance of A
sharp and A flat together. The note of A sharp, which is anticipated through A natural, tends to
H and the A flat tends to G. Therefore these two tensions of the same chord anticipate a solu-
tion not harmonically, but as individual melodic lines. The alteration, as a way of modulation,
functions as a musical characterization of the specific dramatic situation. Moreover, the way
Varvoglis notates the chord leads to this specific conclusion.
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Musical example 14

4. The use of collage-technique’

In the confrontation of Tasos and Chrisavgi (from f. 58) Varvoglis tends to construct non func-
tional chord successions. The collage-technique serves the dramaturgy of the scene in which
Tasos narrates the old greek superstition to Chrisavgi. Tasos relates lies and stories which he
constructs in order to convince Chrisavgi to kill Malamo.

5. The fuge as a dramaturgical symbol

The dance of the beggar (f. 36: allegretto) morphologically is an exposition of a fuge. The theme
of the fuge is a remote variation of the theme of the dance “Lambri Kamara”:

" The specific term has been proposed from Dirk Wedmann, Doz. in the Folkwang Universitat der Kiinste, Essen.
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f. 36>theme, f. 37> imitation of the theme (interval of a fourth down), f. 38>the theme
again in the tonic

According to the scenical directions, the beggar is trying to dance but because of his handi-
cap, he falls down. The attempt of the beggar to coordinate his limps (entrance of the theme) is
not successful (the fuge is interrupted). Generally in the compositions of Varvoglis the fuge and
the fugato play an important role.

6. The construction of the melodic lines

The construction of the melodic lines is characterized by chromatisism which questions the
identity of the tonality of the melodic line. It could be assumed that the chromaticism of the
melodies probably stands for the modal scales; it conveys folkloristic colour and therefore em-
phasizes the national element of the music drama.

More specifically, in the aria of Tasos (f. 8: The blue eyed Malamo is the most beautiful
woman of the village), in the melodic line appears a d flat (one could say that the melodic line is
a combination of diatonic and phrygian modus (see in the melodic line: 2 meters after f. 8 and
the f flat in the melodic line, 2 meters after f. 9).

In the f. 12 (allegretto) in the melodic line of the oboe, an f sharp and c natural appear (it
could be said that the melodic line is a combination of diatonic and dorian modal scale).

7. The use of parts of original religious hymns and folk songs

The use of original folk songs, dances and religious hymns functions as a symbol of national
identity, values and collective memory. The folk element as an expression of Greek national
identity is bounded by the theme and the parameters of the libretto of the music drama.

The first phrase of the byzantine troparion Christos Anesti appears almost always, either in
the singing line or in the orchestral part, when the characters utter these holly words or refer to
the Easter Sunday. The ritual character of the piece is therefore intensified through the repeti-
tion of these words and the citation of the byzantine melos?® (see, for example, 5 bars after f. 12
in the part of the clarinet, 3 bars after f. 21 and 4 bars after f. 41).

A remote coincidence of motives of the melos of the byzantine troparion Defte telefteon
aspasmon mainly appears from the f. 57 until the end of the music drama’. It is this point of the
plot where Tasos begins to narrate the old greek superstition and instills in Chrisavgi’s mind the
idea of killing Malamo. The troparion Defte telefteon aspasmon is part of the funeral service'.

In the “aria” of Tasos, from f. 19, Varvoglis is using Sinadinos’ text which is actually a folk
song. The melodic structure of the “aria” resembles that of the folk song Mavtpevouv thv
ayarnn uou (Padrevoun tin agapi mou: they marry off my love). Although the melodic structure

8 A compromise for the absence of a chorus which takes part to ritual procedures - a feature of the musical
dramaturgy of veristic operas.

° The first appearance of the leitmotif is at f. 32 when Malamo asks Tasos the reason why he looks so sad. The
leitmotif has dramaturgically and formally a primary role in the confrontation of Tasos and Malamo from f.
50.

1% The focus on the appearance of the hymn Defte telefteon aspasmon and the melody of “Lambri Kamara” was
inspired according to Romanou’s note, where it is mentioned that Varvoglis is using the melody of the folk
song Padrevoun tin agapi mou (they marry off my love), the byzantine melodies Christos Anesti and Defte te-
lefteon aspasmon and the theme of the dance of Megara. The other melodies are Varvoglis’ inspirations, see
Romanou, “Marios Varvoglis [1885-1967]”, 33.Special thanks are addressed to Ms. Maria Alexandrou who
helped me in finding transcriptions of the byzantine hymns Christos Anesti and Defte telefteon aspasmon as
well as valuable information of their performance.

59



The National Element in Music

is almost the same, the difference is to be researched in the structure of the melismatic ges-
tures which characterize the spontaneity of the folk song concerning its performance and prop-
agation.

A remote rhythmical coincidence of the motives of the melody of the dance “Lambri Kama-
ra” is to be found when references are made to the festivities of the day.

Musical example 15: transcription of the first verse of the melody of the dance "Lambri Kamara"
in4/4

The dance of “Lambri Kamara” belongs to the Easter songs of Megara. It refers to the Easter
Sunday (the day of Lambri) in which the music drama takes place.

In general, the imitation of greek folk songs is evident through the change of beat, the use of
the beat of 2/4 or 5/4 which often occurred in dances, the appearance of instrumental passages
that have an improvisational gesture and the appearance of bordun.

The music drama of Varvoglis and the connection to the music drama of Wagner

The principle underlying Wagner’s music dramas from Das Rheingold onwards - the idea of mu-
sic drama in dialogue form - is based on the interaction of unfamiliar principles of syntax, tonal-
ity, melodic disposition and motivic procedures'’. The symphonic style of orchestral composi-
tion, as Wagner recognized, assists the dialogising of music and the musicalising of dialogue®. A
form of operatic dialogue which models its structure on dialogue in the spoken genre has a
tendency to dissolve periodic syntax into musical prose®. But musical prose needs an orchestral
foundation which ensures musical continuity in order not to be disintegrated into unconnected
melodic fragments. In Wagner and also in Varvoglis this necessary instrumental partner is the
network/web of leitmotifs. The leitmotifs have therefore a dramaturgical and a formal function.
The symphonic style, the network/web of leitmotifs, the emphasis on dialogue, the dissolution
of quadratic syntax in musical prose, the delineation of an unseen action beyond the seen'® are
elements that remind us of the dramaturgy of spoken theater. The above parameters charac-
terize the music drama of Varvoglis as well. It could be said that a comparison between the mu-
sic dramas of Wagner and the music drama of Varvoglis demonstrates that the national ele-
ment is designated through the same compositional techniques.

1 Dahlhaus, Carl “What is a Musical Drama?”, transl. Mary Whittall, Cambridge Opera Journal, 1/2 (1989), 107.
'? Dahlhaus, 103.

13 Dahlhaus, 104.

" Especially when expressed by leitmotifs.
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In Wagner, tonality appears primarily in the form that Arnold Schénberg called floating to-
nality: individual units are tonally founded in themselves and are linked together by technical
means that originate in the tonal tradition. But the resulting overall form does not depend on
the perception of a single tonal center and is not arranged according to a tonal pattern contain-
ing a logical system of correspondences and contrasts™. In Varvoglis’ music drama, it has been
shown that this also happens.

Varvoglis is adaptating the theatrical text of Sinadinos and composes the libretto of his music
drama whose dramaturgy comes closer to the one act veristic theatrical play. He is using de-
motic language and verse with free rhyme, he uses an original folk song, dance and religious
hymns or elements that resemble the style of folk music as an expression of national element.
The Afternoon of Love is a veristic music drama with obvious music-dramaturgical influences
from the music dramas of Wagner.
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The “Greek Element” in the work of the composer
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Georgios Kazasoglou belongs to the generation of artists (musicians and poets), which was
forged by the great historical events and social changes occurred in the first 50 years of the 20"
century, not only in Greece but also in the entire European continent and had an enormous im-
pact on the artistic life of the time.

The turbulent 19" century bequeathed the nationalistic ideology of the Great Idea to the
new founded Greek state, and the demands for a unified national culture based on the com-
mon Greek, the language spoken by the folk. The question-ability of a national aesthetic in the
art, which derives and is strongly associated with the question of the Greek national identity in
the society remains crucial and causes a series of debates between the intellectuals. At exactly
that point voices coming from the musical world articulate the need for a national music along
with the demands for a unified national literature. George Lambelet presents this need in his
essay “The national music” dating from 1901%, while some years later Manolis Kalomiris makes

! {Lambelet} Aapmrelét, Mewpyrog: “H Edvikri Mouowr” {The national music}, MavaBhvaia, vl.2, c.15, (1901)
82-90 & ¢.30, 126-131
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a step further realizing that the time has come for the making of a national music based on the
folk songs and on the technical means provided by the western music’.

Georgios Kazasoglou was born at exactly the year of the legendary concert of 1908, in which
Kalomiris set the milestone for the idea of a Greek Music. He came from a bourgeois- middle
class family with Anatolian roots. The young Kazasoglou studied the violin and music theory at
the Hellenikon Odeion, Odeion Athinon (Greek Conservatory and Athenian Conservatory) and
the Ethniko Odeion (National Conservatory) next to the most important musicians of the time in
Greece, as Manolis Kalomiris, Marios Varvoglis, Dionisios Lavraggas and Sofia Spanoudi. The
leading representatives of the movement of the National Greek Music were among those. It
was under their influence and of course due to the strongly nationalistic environment of the
time that Kazasoglou’s music and ideas reflect the tendency of musical nationalism, to that de-
gree.

He produced a rich and complex compositional work for more than five decades. His oeuvre
consists of chamber music, works for solo instruments and orchestra, film and stage mu-
sic.Poetry plays a central part in Kazasoglou's compositions. A special place among his works
holds a vast amount of about 124 songs written for choir or solo voice accompanied either by a
piano, harp or by an orchestra. He drew mainly inspiration from the Greek poetry, which flour-
ished in the first half of the twentieth century.

Although he served the idea of a national music, his personal style and musical language
took a path of its own. As a music critic Avra Theodoropoulou (1948) remarks: “(Georgios Ka-
zasoglou is) a restless and eclectic nature who doesn’t want to submit himself to the school of
any of our important composers. Like a bee he gathers music honey from each and every one of
them and integrates it in his own special way. Thus Kazasoglou is a creation of himself rather
than a product of any music school”?.

Georgios Kazasoglou may not be a “product” of any music school; nevertheless he is a
“product” of his time. He appears in the musical scene in the early 1930s when radical changes
occur. After the tragedy of 1922 Greece faces various social and political problems, which cause
a return to tradition. A whole new generation of intellectuals coming from the middle class is
trying to disengage from the Greek ethnocentrism of the previous years. The pompous and
monumental expression of the Greek element is being rejected, the tradition and its role are
being reassessed and the idea of Greekness is first established in this period®. Greek musical
tradition guaranties, according to Kalomiris and Lambelet, the Greekness of a work, which
should entail only those European musical elements, which underline it and do not by any
means, threaten it.

2 “piav aAnOwr) EBVIKA HOUGIKY, PACLOPEVN OO TN MLAL HEPLA OTN HOUGLKH TWV QyVOV HOC SNHUOTIKWOV TPa-
YOUSLWY, KA KOl CTOALOUEVN ATTO TNV AAAN HE OAO T TEXVLKA LECQ TIOU HaG XAPLOEV N aSLAKOTIN EPYACLA TWV
TPOOSEUEVWVY OTN LOUGCLKH AWV, KL TPWTO MPpWTa TwV Feppavwy, FMaAAwv, Povoowv kat NopBnywv”.

(trans:) “ a real national music based on one side on the music of our pure folk-songs and on the other on all
the technical means given to us by the constant labour of the musically advanced nations and first of all the
Germans, French, Russians and Norwegians”.

{Kalomiris} KaAopoipng MavwAng, “H {wr pou kat n Téxvn pou” {My life, and my art}, (Athens: NedpéAn 1988),
145-147 & {Psychopedis - Fragou} Wuyxonaién-®pdaykou, OAvupmio: “H EOvikri ZxoA) MOoOUOLKAG.
MpoBAnuata Wbeoloyiag”, {The National Music School. Issues of Ideology}, (Athens: 16pupa MecoyeLlakwy
Ymoudwv: 1990), 128

*{Theodoropoulou}, ©sodwponovlou, Avpa, “Suyxpovol EAAnvec Mouctkoi. 8. Fewpyloc Kaldooyhou”
{“Modern Greek Musicians.8. Georgios Kazasoglou”}, AyyhoehAnvikry EmBewpnon {English-Greek Review},
Vol. 3, February (1948), 250-251

*{Tziobas} TUOBag, ANUATPNG, ,OL HETOUOPDWOEL TOU £BVIOHOU Kat TO LBEoAdYNpa TS ENANVIKOTATAC 0TO
pecomoAepo” {, The transformations of nationism and the ideology of Greekness in the inter-war period”},
(Athens: O6ucoc£ag: 1989) 25-28
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Inevitably this cultural environment affects the ideas of Kazasoglou. Most enlightening re-
garding his beliefs about a musical piece as a work of art appears to be the following quote, in
the Journal “AyyhoeMnvikr} EBewpnon” (“English-Greek Review”)® : “Every truly worthy man
of spirit places himself on his national territory and through that on the entirety-whole of the
international life. The more substantial-essential and at the same time instinctive becomes this
psychological placement of the spiritual man, who acknowledges his obligations towards his
nation, the more intensively he becomes bearer of his culture wherever he may be. Only in that
way can | understand the international aspect of a work, which has a specific origin, a specific
home”. This thesis reveals a strong belief that Nationalism is not only related to but becomes
almost an absolute condition for internationalism, an idea which brings him closer to Kalomiris.
National musical identity is closely associated with the national identity itself, and whatever
threatens one of them inevitably threatens both of them.

At the same time the musical nationalism is being expressed in his work in all but a pompous
way. He is being characterized as a composer who “keeps his roots in the Greek soil”, someone
“who doesn’t always need to thunder it out through the modes and the rhythms of the folk mu-
sic but trying to express himself by feeling like a Greek and by not submitting himself to each
and every foreign mode, which is most of the times extremely ephemeral”®. In her remark The-
odoropoulou connects the national character of a work with something more general and ab-
stract. The expression “feeling like a Greek” is used without further explanation, leaving unan-
swered questions and creating a conceptual gap, which fills Kazasoglou’s own perception of
musical nationalism.

Unlike Kalomiris, Kazasoglou never clearly describes the characteristic elements, which a na-
tional musical work should really entail. He expresses himself theoretically and lets his music
present the specific elements, in which his ideas are translated. Factors such as the national du-
ty, the self-identification of the artist-composer and the broader knowledge and use of his his-
tory and culture are presented as basic requirements, which will inevitably lead to musical
works of art with a “specific origin, a specific home”. A special place among them holds the
deeper understanding of the history and culture of one’s country. Kazasoglou accepts the divi-
sion of the Greek history in three periods. As he characteristically admits “Greece has two pasts
and one present”’. And by the expression “two pasts” he means the ancient Greek period and
the Byzantine era. In many ways the use of the glorious past as source of inspiration emphasiz-
es the “national” element. Modern Greece considers itself as the lawful heir of these two peri-
ods, whose developed civilization is understood as a cultural inheritance to the new founded
state®.

The peculiar character of the Greek music derives — according to Kazasoglou - from the long
history and tradition of the Greek nation and although the ancient Greek and the byzantine
music have disappeared as complete musical systems, they have, nevertheless, survived in one
way or another in the recent Greek music®. Their character and special musical style can only be

>{Theodoropoulou}, @g0dwpornovAov, ,ZUyxpovot EAAnvec Mouotkoi”, 250-251

6 {Theodoropoulou}, @eodwpomnovAouv, 250

’{Kazasoglou}, KaZdooyAou, Mewpytoc: “H pouoikh avapyia €ic tac ekkAnotac pac,Bulavive fi tetpaduwvia
?"” {The musical anarchy in our churches. Byzantine (music) or four- voice-harmonization}, EAAnvikd MéEAAov,
{Greek Future} (Athens 28.11.1938)

¥(Siopsi} ZuoPn, Avaotacio: INUOCLOAOYIKEC £pUNVIEC TNC TAPAS00NC TOU AVASELKVUOUV Tov Mavin
KaAopoipn oe nyetikn pucloyvwpia tng «NeoeAAnvikng EBvikAg Mouaotkic ZxoAng» {Semantic interpreta-
tions of the tradition, which designate Manolis Kalomiris as a leading personality of the New Greek National
Music School}, in: Tpia Kelpeva yia tov MavwAn KaAopoipn},( Athens: 2003), p.21-22

° {Karawia}, Kapapia, Mapia: “Mua £€peuva tou «Avefdptntou TUTou». H eENANVIKA HOUGLK. SUVEVTEUELC HE
Toug éMnvag cuvBetac. 8. MNewpylog Kalaooyhou” {A research of “Anexartitos Tipos”. The Greek Music. In-
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fully understood and expressed from Greeks, who can correctly transmit it to the other nations.
“Thus the Greek composer needs to have a broader, deeper and more serious background in or-
der to understand elements of the Greek musical past, which are not easily understood by the
other nations, and transubstantiate them through the Greek soul and express them through

modern musical works {...}”*°.

A closer examination of Kazasoglou’s works reveals the transformation of these ideas into
practical musical and non-musical means such as subject matters from the history and tradition
of these periods or musical influences from the ancient Greek and Byzantine musical system
(modes, the kind of harmonic accompaniment, the quotation of well-known melodies or the
composition of original melodies inspired by the musical style either of ancient Greek music or
the Byzantine church tradition). Characteristic examples are the music for various productions
of ancient Greek Drama and works such as Narkissos (1944) for solo piano, the Archaic Triptych
(1946), the Symphonic Psalm: Kassiani: “A woman of many sins” . Symphonic Psalm for female
voice and orchestra (1955) based on the poetic text of the well-known Troparion of Kassiani:
Sensing Thy divinity, O Lord, a woman of many sins, the Byzantine Sketch or the stage music for
the theatrical play Constantin Palaiologos (1960), the Byzantine Fantasy (prelude of the play
Behold, the Bridegroom Cometh: 1960) and lastly the symphonic poem The Last Night of Byzan-
tium. A symphonic Fantasy, in which apart from the originally composed melodic material influ-
enced by the Byzantine church modes, the Kontakion of the Annunciation of the Most Holy
Theotokos is also used.

Even greater importance is given to the folk song. Its powerful influence can be detected
throughout the work of Kazasoglou and in approximately every genre, with the exception of the
opera, a field with lesser appeal to him. This strong influence derives from Kazasoglou's firm
belief that the Greek folk musical tradition protected the so called “national soul” throughout
the Ottoman occupation and contributed decisively to its very salvation.

This paper will concentrate mainly on this particular source of inspiration and the musical el-
ements, which derive from them and are detected in specific works : the melodic - thematic
material, its origin, preservation or treatment, the homophonic style, the kind of harmonic ac-
companiment, which is used and of course the instrumentation and the use of typical perfor-
mance practices which imitate the traditional performance, as one more symbol and at the
same time proof of the Greek character of the following pieces: The Lyric Triptych. Arkadi
(1966), The Choreographic Triptych (1949), Sonata for Violin and Piano (1946, 1949), The Prel-
ude of the film music “The She-Wolf” (1951) and the fifth Movement Pastorale of the Suite N. 1
for flute, clarinet, bassoon and strings (n.y.)

Original folk melodies are rarely used by Kazasoglou in his works. He agrees with Kalomiris’
beliefs and prefers to compose original folk-like tunes for his own works''. One of the most in-
teresting utilizations of folk melodies is the case of the work Lyric Triptych. Arkadi, in which
their treatment and symbolic power can be clearly shown within a larger musical conception

terview with the Greek composers. 8. Georgios Kazasoglou}, Ave¢dptntoc Tumog {Independent Press}, (Ath-
ens 14.10.1958)

19 fKarawia}, KapaBio, Mapia: “Mua épeuva Tou «Ave€dptntou TUTOU.

My gnéktaon,fy €EEAEN THC aloBNTIKAC Kol TEXVIKAC YPAUUAC TToU HEC £kAnpodotnoav ol dmhot Kol dyvol
Gyvwotol Adikol poucoupyol o€ pio veoeAANVIKR HOUOLKN YADOOW, TPOLKIOPEVN HE OAa TA oTolXEla TR
Aaikfi¢ pouatkig, AAAA cUYXPOVIOUEVN KOl OTALOEVN PE OAQ TA TEXVIKA péoa Kal THV pdodo Tfi¢ VEWTEPNS
TAYKOOULAG MOUGLKAC.H AmAn petaypadn, Kal évapuovion akoun, £vog Aaikod tpayoudlol o slpwmaikn
TAPACNAVTIKA 8&V Umopel va BewpnBel mwg amoteAel pouoikr Snuoupyia.

{Kalomiris}, KaAopoipng, MavwAng: “O dyvwotog Houcoupyog tou dnpotikol tpayoudlov” {The Unknown
Composer of the Folk Song}, in: Mpaktikd tng Akadnuiag ABnvwv {Proceedings of the Athens Academy} (Ath-
ens: 1946), 274
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with a particular underlying non-musical programme. The thematic of the work derives from
the Cretan Revolt in 1866 against the Ottomans and specifically from the battle and siege of the
monastery Arkadi. An introductory text follows the work and describes rather poetically the last
hours of the besieged along with their emotions of despair, which at the end are put aside by
the bravery, the thirst for freedom and the constant fight against the enemy, even by the self-
sacrifice, the ultimate way of resistance. In this very text the composer refers to the use of the
two Cretan folk songs: “When will the sky be clear again” (mote Ga kauet éootepia) and “but
what’s wrong with you all here, what makes your heart so heavy” (ua tvta ‘YeTe yupou yupou
kat ewvat Bapla n kapdia oag), adding that the first one was composed by Chainis™.

The piece consists of three movements and bears programmatic titles'®: 1. Heroic Elegy, I.
Song and Meditation, Ill. Towards Death. The two quoted folk melodies are used in the first and
second movements.

The use of these songs is not a mere coincidence. Both of them correlate to the mood of the
first two movements of the piece. Both of them belong to a kind of Cretan folk songs called ri-
zitika, with a long tradition. The first one is acknowledged as a historic song and dates from the
Venetian occupation of the island (13”‘—17th centuries). It was later transformed and reused in
the period of the Ottoman rule (17th - 19" century) to express the desire of the enslaved to rise
the weapons against the tyranny. In the first movement it is connected with the heroic ele-
ment. It is used without much elaboration and symbolizes the anticipation of war, which will
inevitably lead to freedom, the ultimate value and the only reason for fighting.

The song can be found in the collection of Psachos (1930)** and much later in the collection
of Cretan melodies of Antourakis®. Here, it is presented in a quite simpler but slower version
lacking the ornamentation of Psachos’s transcription, though it is written in the same tonality (F
Major). It appears four times in the middle section of the first movement (Lento assai) and only
the first time (Mus.Ex.1 m. 42-57: melody: bassoon — accompaniment: strings) entirely. The
other three appearances use only the first four measures of the melody.

12Kazasoglou has obviously made a mistake: chainis is believed to be the name of the singer or poet of this
song; it is however the name used to describe the rebels against the Ottomans. In the Cretan dialect chainis
stands for the rebel, the outlaw or the warrior, who never surrenders to the invader and always fights for
freedom. {Antourakis} Avtoupakng, Flewpytog: “Kpntn. Ta tpayoudia tng” {Crete. Its Songs}, (Athens 1991),
135

BThe work was originally set for a string orchestra, the so called First Version, and was composed for the 100"
Jubilee of the Cretan Revolution. The version for a big orchestra came a little later.

““fPsachos} Wayo¢ , Kwvoetavtivog:”50 Anpwdn Acpata Mehomovwnoou kot KpAtne. Suloyr Qeiov AGnviv”
{50 Demotic Dongs from Peloponnese and Crete. Collection of the Athens Conservatory}, (Athens: ZUA\oyog
npog dladoolv wheAipwv BBAlwv. lotopikn kat Aaoypadikn BLBALoBnkn, 1930), 171-172 (Under the title:
Desire of a Cretan Warrior)

>{Antourakis} Avtoupdkng, Fewpytloc: Kpritn. Ta tpayoldia tne, 298
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Mus.ex™®.1: note Sa kduet Eaotepid

The role of the folk song in this first movement is strongly symbolic and is combined with the
other two melodic ideas: an opening dynamic one built upon the robust and vigorous rhythmi-
cal pattern of Pentozalis'’, and a more lyrical one with a rather rhapsodic character. Both of
them represent aspects of the Greek Character itself: while the first dynamic melodic idea could
be characterized as a pure battle theme, the second one stands for the weak human nature,
the fear and the despair. The two themes alternate and in the echo of the war-theme the mel-
ody of the folk song emerges in a serene pianissimo “When will the sky be clear again”, which
symbolizes the heroic element and the desire for freedom. In order to emphasize this particular
symbolization the composer uses the element of contrast on many levels: on a thematic one, by
alternating the folk song (either in its full version or using only some parts of it) with the lyrical
theme creating a vivid dialogue between them and indicating an obvious division between the
fight and the desire for freedom and the feelings of fear and despair; and on a mere musical
one, by the coexistence of two scales of contradictory character, which confirm the correlation
and juxtaposition of the two existing moods : the F Major implied by the folk melody, and the f
minor of the lyric theme played by the lower strings. At the end, the melody finds its way to the
major key; the melodic material passes on to the violins, which this time present it in the tonali-
ty of the song, exactly at the end of the lyric “when will the sky be clear again”, thus underscor-
ing the poem musically.

The use of the second folk song in the next movement with the title: Il. Song and Meditation
is subordinated to a similar symbolic use. The song “But what’s wrong with you all here, what
makes your heart so heavy” (ua tvta ‘xete yupou yupou kat ewvat Bapta n kapdia oac) belongs
to the so called table-songs (tpayoudia tng tafAag) with a rather slow tempo and a majestic
and ritual character. The main topic of the song is the savour of life’s joys before the ultimate
time of death (in this concept personified and related to war). There is a certain dispute about
the basic mode of this song™®. Kazasoglou does not mention the source from which this version

'® The musical examples, which are taken from orchestral works, are reduced to two- or three-staff systems. In-
formations about the instruments used in each and every one of them are being given in the text or in the
parenthesis.

7 pentozalis is a Cretan folk dance with the following rhythmical pattern: . The meter is 2/4 and
is considered to be a “war-like, heroic dance”. {Aetoudakes} Aetoudakng, AnuRteng: ,, 0L Kpntkotl Xopol”
{The Cretan dances}, (Athens: 1982), 42-43.

'® Beau Bovy believes that the tonic centre is an A and Simon Karas a G although it is ending in an A. Drawn
from the closing chromatic tetrachord A-B flat — C sharp — D. Psachos believes that the song belongs to the
First Plagal mode of the Byzantine music beginning from ke (A) the so called EippoAoyikog, which makes the
last ending in A seem normal but unfortunately doesn’t justify the intermediate endings in G. Makris sup-
ports the opinion that the song is related to the music of the Byzantine period, thus bears characteristics
leading to an older version of the First Plagal mode, beginning from pa (D). According to this belief the inter-
mediate endings in G, along with the last one in A and of course the central notes D and C are perfectly
matching the characteristics of the mode.
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of the song derives and transposes it into the key of E flat Major. Two melodic ideas are domi-
nating this short second movement (Largo assai ma rubato): a slow and evocative introductory
melodic idea exposed by the lower strings (Vla, Vic and Cb), creating a heavy and melancholic
atmosphere and the melody of the folk song. The roles of the two thematic materials change
later on. The first melancholic theme is being played by the lower strings and is used as an ac-
companiment of the folk song, which is now introduced by the English horn and doubled by the
violin in a much slower tempo (Mus.Ex.2: m. 12-32). The type of the accompaniment resembles
an ostinato, which is repeated almost perpetually. In this movement the symbolic use of the
melody is particularly intense. The key of E flat Major, in which the folk song is written, as op-
posed to the e flat minor implied by the accompaniment, acts on a mere symbolic level and
suggests the contradiction and juxtaposition of two different images: the savour of life, symbol-
ized by the song, and the besieged just before the moment of the sacrifice, counting their loss-
es, preparing for the inevitable, praying. In a way the melodic material of the introduction is
drawing musically this bizarre silence before the great act.

Mus.ex.2: uo Lvta XETE yUpou-yupou

Both folk songs are never thematically elaborated or altered. Their accompaniment varies
from a very light counterpoint to the maintenance of the homophonic character by the use of a

{Makris} Maxkprg EuotdBiog:” TporukdtnTa Kal oKtanxia TNV nopadoolak HouoLkr. MEePLKEG TaPATNPAOELS
ota plitika tpayoudia” {Modality and oktoechos in the traditional music. Some observations on the rizitika
songs}, in: MPaKTkA& Louatkohoylkig cuvaéewe 10 / 11. 11. 2000 (Méyapo Akadnuiag ABnvwv) umo Tov Tit-
Ao: OL 8U0 oPelg TNG EAANVIKAG MOUGLKAG KANPOVOULAG. AbLEpwHa LG PvruNnV Inupidwvog Neplotépn {Pro-
ceedings of the musicological conference (10-11.11.2000) under the title: The two sides of the Greek herit-
age. Homage to the memory of Spiridon Peristeris}, (Athens: Anpocléupata Tou KEVIPOU €PELVNG TNG
eAnvikng Aaoypadiag: 2003), 200-204
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drone usually based on quintal chords, or the repeated appearance of the Eleventh chord (ex-
tended chord) or even a poly-chord containing the tonic, dominant and subdominant degree.

In the greatest part of Kazasoglou’s works with a certain Greek character, originally com-
posed folk- like tunes are common practice. The use of asymmetrical rhythms or typical Greek
dances in a slower or faster version is not incidental. Following the broader use of “national
dances” not only as special movements in bigger compositional works, but also as autonomous
pieces, collections or even series of dances'®, a common practice which occurred at the end of
the 19" century and was resulting from the influence of the movements of National Schools in
Europe, Kazasoglou incorporated these characteristic forms in many of his works. This applies
also for two of his most important works, the Sonata for violin and piano (1946) and the Chore-
ographic triptych (1949). In both of them we encounter the typical tempo of 7/8 (pic.1) as well
as the rhythmical patterns of tsamikos (pic.2) and syrtos (pic.3). In the first case of the Sonata
they are applied in the context of the so called absolute music, in the case though of the Cho-
reographic Triptych in the context of a non-musical programmatic environment, in which every
part is related to a specific image or scene.

pic.1:7/8th dance

pic.2: tsamikos

pic.3: syrtos

The Sonata for violin and p/'ano20 has two versions: a three movement one (Allegro appas-
sionato, Adagio cantabile and Allegro scherzando) 1946, and a revised one chronologically
placed near 1949 with an added fourth movement (Allegretto commodo) between the Adagio
cantabile and Allegro scherzando. In any case, the sonata contains at least one part with a folk
dance. In the first version it is clearly the last part, in the second both the third and the fourth
movement. The replacement of the Minuet or Scherzo by a folk dance with a strong national
character is something most common within the movement of the National Schools in the sec-
ond half of the 19" century.

*{sakallieros}, ZakaAAiépoc, Mepyloc: “O eAANVIKOC XOPOC WC €l60C &viexvne VeOeAANVIKAC HOUGLKAC
Snuovpyiag kat péco €kdpaong €OVIKAG «TaUTOTNTAC»UESA amo cUpdwVIKA Selypata ypadng tou M.
Metpidn, M. KaAopoipn, N. ZkaAkwta kat . Kwvotavtwidn” {The Greek Dance as a genre of the New-Greek
musical Creation and as a way of expressing the ,national” identity through the symphonic examples of
Petros Petridis, M. Kalomirs, N. Skalkotas and G. Konstantinides}, in: MpOKTIKA TOU MOUGLKOAOYLKOU
ouvebdpliou 5-7. 05.2006 umo tov Titho: MAgUpEG TNG EAANVIKOTNTA otnv Mouotkn {Proceedings of the musico-
logical conference 5-7.5.2006 under the title: Aspects of Greekness in music}, (Athens: 2007)

*Although the composer always dated with great detail all of his works, sometimes even his sketches, and both
versions of the sonata bear no date at all. An answer to this problem provides a systematic catalog made by
the composer and dating from 1950. It bears a reference to this particular work as well as the information,
that it was originally composed in March 1946. As far as the second version is concerned, the date of the re-
vision can be estimated through its first performance as a four movement piece in 1949.
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A striking 7/8" dance constitutes the third movement Allegretto commodo of the second re-
vised version presenting the originally composed folk-like melodic ideas. The characteristic
rhythmical pattern of the 7/8" dance is accentuated in the bass line either by an arpeggio
movement or by chords. It is clearly divided in two parts A and B (the second one with the tem-
po marking Un poco pit lento), each of them consisting of a melodic idea constructed in the
form of strictly four or eight bar-phrases (A: 1-8 and B: 9-12). The two themes have different
characters: the first one is more vivid and dynamic whereas the second one has a more lyrical
character. The mode used belongs - according to Kalomiris’ categorisation of folk modes - to
the second family. It is an A mode with a d sharp and an augmented second between the sixth
and seventh note of the scale. The typical interval of the augmented second is brought out in
the descending as well as ascending melodic line (g sharp — f or ¢ — d sharp or d sharp-c) as a
basic element of the melodic idea, thus underlining the Greek character of the piece. Repetition
and the use of sequences prove to be essential building materials while the lacking of any the-
matic or motivic elaboration of the melodic ideas and the preservation of their homophonic
character are considered among their most important characteristics. Directly deriving from the
folk music the drone or sometimes an ostinato is preferred as the most suitable accompani-
ment. Instead of full chords, which are rarely used, the harmonic fifth a-e (first and fifth note
degree) along with an arpeggio (a-e-a-c-e-d-f) consisted of a combination of two chords: an a
and d minor, accompany the melodies of the movement.

Mus.ex.3: First melodic idea

Mus.ex. 4: Second melodic idea

The three-movement work Choreographic Triptych: . Images from the life on the Mountain,
Il. At the seaside pulling out the fishing-nets, Ill. Maypole-dancing on a crossroad (1949), pre-
sents also an interesting use of specific dances and dancing patterns. The work has a piano and
an orchestral version dating from 1949 and was choreographed and performed twice by Rallou
Manou and her dancing group. Both scores bear programmatic titles, sometimes with addition-
al scenes creating a kind of story-line which refers to each and every movement, a phenome-
non not at all unusual in cases of musical pieces that are being choreographedu. The scenes are
carefully chosen in order to present characteristic images of the life in the countryside, as typi-
cal Greek. This case is also related to the musical material used for this purpose. Originally

*Yi. The lads with the shepherds - walking stick (gklitsa), ii. The old shepherd, iii. The girl with the distaff, iv. The
lad, v. dancing around the couple — in the second, which presents scenes from the life at the sea side we have
three images: i. small waves, ii. Pulling out the fishing boat (trata), iii. Dancing around the fishing-nets
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composed folk-like melodies are used instead of quoted folk songs, which also intend to prove
the Greek character of the conceptionzz.

Both tsamikos and syrtos are used as two typical mainland and island dances. The first one is
the type of dance used in the opening movement Images from the life on the Mountain
whereas the second section At the seaside pulling out the fishing-nets constists of a slow 7/8"
dance marked as Andante and a more vivid syrtos marked as Allegretto.

Tsamikos could be related to typical bucolic images from the countryside, as it is easily heard
in rural areas of the mainland and more specifically in Peloponnese, Central Greece and Epirus
periphery. In the first movement Images from the life on the Mountain the main dance theme
written in % and in the characteristic rhythmical pattern of tsamikos dominates the entire sec-
tion (Mus.Ex. 5: m. 21-29: strings), which with the exception of a secondary dancing theme
(Mus.Ex.6: m. 96-127) appearing only once in the piece, could almost be understood as mono-
thematic®.

Mus.ex.5: tsamikos (main dance theme)

Mus.ex.6. secondary dance theme

A very simple rhythmical or melodic ostinato or a drone constitutes a typical accompaniment
of the melodies, which maintain their homophonic character. Pizzicato chords and single notes
played by the strings, a common practice used by the composer, accompany both the first and

Ztis quite interesting, that this work was being presented by Rallou Manou just before the founding of the
Hellenic Choreodrama. The second performance of this piece bares the title “Neohellenic Triptych” instead of
Choreographic Triptych and it was presented along with the legendary first performance of the ballet
“Marsyas” by Hatzidakis in Aigina. Right after that- as Rallou Manou confesses- the idea of the Hellenic Cho-
reodrama was born. Thus in this performance the ideas, on which this dance company was based, can be de-
tected, such as the presentation of the Greek life and its issues.

Bournelli Pagona: “Rallou Manou and her contribution to modern dance in Greece”, Research in Dance Educa-
tion, (9:1,2008), 55-75, http://dx.doi.org/10.1080/14647890801924642 (accessed on 21.04.2012)

2With the exception of an introductory melodic idea (5-22) and a secondary dancing theme in the measures
96-127, which doesn’t appear again in the piece
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second dancing theme. Of course, the reference to Petridis’ ideas concerning pizzicato as the
best accompaniment for the folk melodies is in this case obvious®*. Sometimes they are also
accompanied by a simple melodic line forming a kind of a very mild counterpoint, which com-
pletes the main melodic idea.

The second movement of the piece offers the opportunity to observe the use of two other
dances a slow 7/8" dance (adagio: Mus.Ex.7: bassoon: melody — accompaniment: strings: m.
27-35) and a 2/4 syrtos like dance (allegretto con moto). The largest is the first 7/8"™ section
with the characteristic dancing theme.
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Mus.ex.7: 7/8th dance theme

The Andante tempo marking is presumably chosen on purpose, to describe musically the
second image: the pulling of the fishing boat. The theme of the dance appears three times
(Mus.ex: 7-1). In two of them (first and third) they are accompanied by a drone and thus main-
taining their homophonic character. The second presentation is actually a trio in the wood-
winds (clarinets, oboes and bassoons). Although the clarinet is playing a drone (e and f sharp),
the bassoon accompanies the theme with a mild counterpoint. The presentations of the theme
present a kind of gradual increase in the dynamic and orchestration, from one instrument and
accompaniment to a trio and then to the groups of the violins and the rest of the strings and
woodwinds. Surely, there must be a relation to the choreography at that point.

*"Sakallieros}, ZakaAAépog, Medpylog: “O eANANVIKOC XOpdC WG e80C évtexvng VEOENANVIKAC HOUGLKAC Snpit-
oupylag, (Athens, 2007)
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Mus.ex: 7-1: 7/8" Dancing Theme

The Allegretto is related to the third scene: Dancing around the fishing nets. It is a fast dance
in 2/4 with the characteristic syrtos rhythmical pattern (pic.3) played by the lower strings. The
homophonic character is preserved throughout the presentation of the dance, which can be
described as a fierce melody introduced by the violins and doubled by the woodwinds.

In the next two pieces the use of modes as well as the utilization of individual instruments
and their technique shall be closely examined. The Prelude of the music for the film “The She-
Wolf” as well as the last movement of the Suite N.1 for flute, clarinet, bassoon and strings are
typical examples.

The story of the film “The She-Wolf” (1951) takes place in the Greek country side and is
based on the ethographical description of the life of plain people in agriculture societies, where
the urban culture has not yet intruded, and the folk tradition is still very strong, thus the Greek
character remains pure and unspoiled. The musical themes used in the entire composition are
rooted exactly in these basic elements and the originally composed folk- like melodies “create
an extremely evocative atmosphere and fit perfectly to the spirit of the film”*. The Prelude of
the composition is heard during the titles of the movie. It contains characteristic folk- like mel-
odies that are to be used and heard also later in the score. The use of two asymmetrical
rhythms 5/4™ and 7/8™ marks two parts in the piece, which differ by the melodic material,
which is based upon modes of the folk music, belonging to the second category of folk-modes
according to Kalomiris’ categorization, with elements from the gypsy scales®®. Their main fea-
tures are the multiple leading tones and of course the interval of the augmented second, which
in this case play an essential melodic role, adding to the Greek colour of the piece. To be more
specific, the first melodic idea introduced by the clarinet and the flute begins in the introduc-
tion (1-3) with a kind of scale beginning from G with the following note- succession: g —a —b flat-
¢ sharp-d —e flat- f sharp- g, and one more beginning this time from A with the note succession:
a-b-c-d sharp-e-f-g sharp-a resembling very much a D mode with one lower pentachord witha g
sharp27 (third Chroa) and a conjunct higher chromatic tetrachord. (Mus.Ex.8: m. 1-6: melody:
clarinet and flute —accompaniment: clarinet Il, oboe, strings and pic. 4).

%> (Unknown writer), ,,H AUkauva pwo tawvia nBwv”, {The She Wolf, an ethographical film}, H dwvr| tou Netpoud,

{The Voice of Piraeus}, (Athens, 04.04.1951)

*®(Kalomiris} Kahopoipng, MaviAng: Ta Oewpntikd the Mouaotkrc. N. 3 Appovia {Music theory. N. 3. Harmo-
ny}, Vol. 2, (Athens: laitdvoc-Kokovetong: 1993-94), 178-180

%7 Spyridon Peristeris in the introduction to the collection: EN\nvik& Anupotika TpayoUudia (Greek Folk-Songs:
Athens 1968, Akadnpuia ABnvwv) present the folk modes used in the collected songs. In the paragraph about
the D mode he presents the so called Chroas (Xpogg), which are basically variations of the diatonic form of
the mode. In these variations specific notes of the scale ar altered either by a sharp or by a flat. Peristeris
catalogues four basic Chroas. Among them the third one presents the alteration of the fourth note with a
sharp (G sharp). {Spyridakis — Peristeris}, Zrmupidakng I'. Kat Nepiotépng Zm. ,, EAANVIKA SnpoTikad Tpayoudia
t. [. (Mouowkn ExAoyn)”, {Greek folk songs}, (Athens: Akadnuia ABnvwv. ANUooLEL LOTA TOU KEVIPOU €PEUVNG
¢ eAAnving Aaoypadiag: 1968), 24-25
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Mus.ex.8: first melodic idea

pic.4: transposed D mode

For the harmonization of his melodies polytonal, quintal and quartal chords are used, while
the use of fifths is obviously considered by Kazasoglou as the most appropriate accompaniment
for a folk or folk- like melody for the additional reason that it directly proves the folk origin of
the melody and of course confirms its Greek character. On the other hand, the use of poly-
chords is a mean of combining basic chords of the scale or mode.

The impression of improvisation, as a direct influence from the folk music also plays an es-
sential role and is achieved in two ways; the first one is more striking in the case of the second
melodic ideas introduced in the 7/8th section (Mus.Ex.9: m.10-17: melody: bassoon, clarinet I,
flute — accompaniment: clarinet Il, bassoon, strings). The melodic idea does not appear from
the first bars in its complete form. It consists mainly of a two measure phrase, whose repetition
and moreover imitation by the woodwinds becomes its essential element. It is interesting
though that the characteristic ascending perfect fifth, a rather common topos of Kazasoglou’s
folk- like tunes, is turned to a major or minor third during its imitations. Therefore, the mode
heard during these transpositions of the phrase sway between the major and minor character
of the melody, which along with the passing of the phrase from instrument to instrument con-
tributes at the same time to the creation of the impression of an improvisation.

Kazasoglou uses here the lower pentachord of the diatonic version with the characteristic g sharp of the third
chroa and combines it with a conjunct higher chromatic tetrachord. This mixed version of the D mode - here
transposed a fifth higher (beginning from A) -, is also being noted by Nikos Malliaras in his book: To EAAnviko
Anpotiko TpayoUldL atnv Mouactkn tou MavwAn KaAopoipn (The Greek folk song in the music of Manolis Ka-
lomiris) as a common version of the D mode, which is often used in many folk songs. {Malliaras} MaAAdpacg,
NikoAaog: To EAANVIKG SnUoTkd TpayoldL otnv pouatki tou MavwAn Kalopoipn®, {The Greek folk-song in
the music of Manolis Kalomiris}, (Athens: Namaypnyopiou K. — Nakag. X: 2001), 256 and {Kalomiris} KaAo-
poipng, MavwAng: Ta Bewpntika tng Mouaotkng. N. 3 Appovia {Music theory. N. 3. Harmony}, 178-180
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Mus.ex.9: second melodic idea

The second way is mainly related to the orchestration. The striking improvisational character
imitates a traditional woodwind instrument. All the elements used, such as the musical embel-
lishments, aim to create the impression of a traditional performance and thus relate to the pro-
grammatic concept of the piece. This element is most intensively presented in the Suite N. 1 for
flute, clarinet, bassoon and strings.

The whole work consists of 5 movements, each of them bearing not a programme this time
but a special title, sometimes additional titles, which seal its particular character: I. Humor-
esque, Playfully, Il. Love song (confiding love), Ill. Dance (Happy and careless at the country
side), IV. Lullaby (The mother is putting to sleep her little baby angel), V. Pastoral (on the coun-
try side).

Like in the Prelude of the film music The She-Wolf the choice of instruments is not a mere
coincidence. Among the woodwinds are flutes, clarinets and bassoons which are related to the
traditional recorders, the folk clarinet and the folk double reed wood instruments. The role of
the violins is equally important, which is perfectly understandable, keeping in mind the use of
the instrument also in traditional ensembles.

The opening four-measure melodic idea introduced by the bassoon is later ornamented first
by the flute and then by the clarinet (Mus.Ex.10: m.1-4: melody: bassoon — accompaniment:
strings).

Mus.ex.10: opening melodic idea

The use of appoggiaturas, mordents, gruppetti and rhythmical subdivisions are the most
common practices that the composer uses here. Also the utilization of sustained notes, usually
the fifth or the first note degree, which are interrupted by fast melodic figures or gruppetti, cir-
cling around this single note always returning to it or the use of the entire playing range of the
instrument introducing melodic figures of great virtuosity or even the swaying of the tempo
moving from quarter or half notes, duplets and eighth notes to sextuplets with sixteenth and
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thirty-second notes imitate the traditional performance practice. The distribution of the in-
struments is clear: the clarinet (Mus. Ex.11: Clarinet’s Variation) and the flute bear these quasi
improvisational versions of the melodic idea, while the bassoon and the violins and violas play
the melodic idea itself. These variations are sometimes so elaborated in altering the main mel-
ody to such a degree that it is not recognisable any more. That is why the main melody is simul-
taneously played either by the bassoon or by the first and second violins, creating the phenom-
enon of heterophony.
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Mus.ex.11: clarinet's variation

Kazasoglou’s musical nationalism did not only equal an attempt to contribute to the creating
of a national music, it was actually a necessity related to the sense of duty of the artist in gen-
eral towards himself and his country. Thus, the element of tradition transformed in musical
means or even as a specific subject matter (heroic events of Greek history or bucolic scenes
from the Greek country side) plays an essential role in his works. This role functions on two lev-
els; on the level of the utilization of original folk tunes mostly as a symbol with an impact relat-
ed to the characteristics of the Greek nation and on the level of the composed folk -like melo-
dies with all their specific characteristics, which give to the piece its national colour. No matter
how stereotypical the utilization of these elements may seem one shouldn’t forget that Kazaso-
glou like most of the composers of this movement was born and grown up in urban environ-
ments and received a musical education according to the western models. The approach to
their own musical tradition cannot stay unaffected by this. As Dahlhaus so masterfully ob-
served?®”the «national» music was speaking to the bourgeoisie and not to the folk, who creat-
ed it according to its needs; their own folklore was for the middle class, inhabiting the cities still
a «foreign» music, with which they were reacquainting”. Nevertheless, Kazasoglou gives his
own answer to the question of the Greek character of a piece. For him it represents an aesthet-
ic factor and as he formulates it: “something strong and persistent, a characteristic element,
which gives to the Greek phenomenon the typical Greek character”®.

Spyridoula Katsarou is a pianist and historical musicologist. She completed her musical studies at the Conservatory
of Nikos Skalkottas in Athens, where she studied music theory and composition next to the composer Michalis
Travlos and piano with the pianists Natalia and Popi Michailidou. Further studies on musicology followed at the
Faculty of Music Studies (1999- 2004), School of Philosophy, University of Athens and since 2007 she is a doctoral
candidate at the Institute of Musicology in Vienna University. In her dissertation, under the supervision of Prof. Dr.
Herbert Seifert, she is studying the life and work of the Greek composer Georgios Kasassoglou (1908-1984). She

28Dahlhaus, Carl: ,Zwischen Romatik und Moderne. Vier Studien zur Musikgeschichte des spateren 19.
Jahrhunderts”, (Minchen: Musikverlag Emil Katzbichler: 1974), 90

**{Kazasoglou}, KaZdooyAou, Fe®pyloc: “H pouotkr avapxia eic tac ekkAnotag pac,Bulavivi f tetpadwvia ?”
{The musical anarchy in our churches. Byzantine (music) or four- voice-harmonization}, EAAnvikd6 MéAAov,
(Athens 28.11.1938)
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was invited to give a speech on Georgios Kasassoglou and the Greek National School of Music for a course entitled:
“Einfuhrung in die neugriechische Kunstmusik” at the Institute of Musicology (Winter semester 2008, Dr. Mag.
Nina Maria Wanek). She has worked as a musicologist at the Musical Archive of Georgios Kasassoglou in Karlsruhe
(2006-2012) and also in Schoenberg Centre in Vienna (2011-12). Furthermore, she has collaborated with the Aus-
trian-Greek Society in Vienna and she has organised various concerts and projects such as: Concert about Georgios
Kasassoglou (2008), Metamorphosen (2010), the two—day Project “Dimitris Mitropoulos 50+1 Years after-
wards”(2011) in collaboration with the Institute of Musicology of Vienna University. She is also working in the mu-
seum of the Old Musical Instruments in Vienna (Neue Burg). Her compositions have been performed mainly in
Greece in various concert halls (Megaron-The Athens Concert Hall, Benaki Museum etc).
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The Birth of Finnish music - Sibelius' Kullervo op. 7

Carola Finkel
Frankfurt University of Music and Performing Arts
carolafinkel@gmx.de

Abstract. Some contemporaries saw the premiere of Jean Sibelius' Kullervo op 7 on 28th April 1892 as the birth of
Finnish music. On the one hand the lecture deals with the nationalistic background of the work and on the other
hand it shows, how the »Finnish tone« in Kullervo is created by Sibelius.

Because of the long lasting Swedish and Russian foreign rule in Finland the country lacked the awareness of an
independent history, culture and language. The national epic Kalevala and the landscape of Karelia took an im-
portant role in building the identity of the Finnish nation. The cultural movement influenced by Kalevala and Kare-
lia is called Karelianism. It changed from a cultural to a political movement, which advocated the independency of
Finland. Sibelius was also a member of an artistic group which focused on the cultural heritage of its country. The
Russian Tsar banned the performance of Sibelius’ famous composition Finlandia because of its political content.
Kullervo - a symphony for soloists, chorus and orchestra - is the first of numerous works of Sibelius, which is based
on the Kalevala. In Kullervo the composer, who also collected folk songs in Karelia, refers to Finnish folk music.
However he doesn’t quotate original folk songs, but he integrates individual stylistic elements of them into his own
musical language. How Sibelius deals with that, will be shown on some examples from Kullervo.

The premiere of Jean Sibelius’ Kullervo op. 7 in 1892 was called “The Birth of Finnish music.”*
First the article gives a short overview about the nationalistic background and the history of the
composition. The main focus is on how Sibelius created a “Finnish tone” in Kullervo.

The Republic of Finland is not even a hundred years old. For nearly 600 years Finland was
part of the Swedish kingdom. Therefore the upper and middle class spoke Swedish and Finnish.
In 1809 Finland became part of the Russian Empire. In the beginning it was an autonomous
Grand Duchy with own administration, army and currency. Swedish was still the official lan-
guage but in 1863 Finnish became the administration language. Under Tsar Alexander Il and
Nikolaus Il the autonomy was successive restricted and the Russification increased enormously.
In 1899 Russian became official language, the Finnish army was dissolved and censorship estab-
lished. Finland finally declared its independence in 1917.

Due to its political situation Finland lacked for a long time its own culture and even its own
language. Especially under the increasing Russian influence Finland was searching for its own
identity. “[...] a people’s language usage, literature, and history must be built on cultural roots;
where lost, those roots could be reclaimed through the poetry, songs, and other traditions of
ordinary folk.“* These roots were found in the isolated province of Karelia in Eastern Finland.
For many centuries the province preserved its authenticity and was seen as a sanctuary of
“Finnishness”. Especially in the 1890s poets, painters and musicians had a great interest in the
Karelian heritage and landscape. This phenomenon is similar to the European national romanti-
cism movements and is called Karelianism.?

! Huttunen, Matti “Nationalistic and Non-Nationalistic Views of Sibelius in the 20th-century Finnish Music His-
toriography”, in “Music and Nationalism in 20th-century Great Britain and Finland”, ed. Tomi Makeld (Ham-
burg: von Bockel Verlag, 1997), 222.

? Goss, Glenda Dawn “Sibelius: a Composer’s Life and the Awakening of Finland” (Chicago: The University of
Chicago Press, 2009), 39.

® Goss, 148. The term “Karelianism“ was coined in the 1930s by Yrjé Hirn, who accompanied Sibelius on his visit
with the runo singer Larin Paraske (see below).
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Since 1829 the physician Elias Lonnrot travelled eleven times to Karelia to collect ancient folk
songs.” From this material he created the Kalevala in 1835.> A revised second edition was pub-
lished fourteen years later. Lonnrot changed some of the ancient songs and added some self-
written passages. Despite the actual creatorship of Lonnrot the Kalevala soon became the na-
tional epic of Finland. It represented a turning point for the Finnish culture and became an im-
portant factor in the creation of an identity of the Finnish nation. The Kalevala was a source of
inspiration for many artists of the Karelianism movement. “In their art and writings, Karelianism
emerged as the enlightening realization of the folk culture behind and amidst the characters,
lines and images of the national epic. «t

One of these artists was Jean Sibelius. He was fascinated by the Kalevala and the epic in-
spired him to numerous compositions,’ the first of them was Kullervo. Sibelius grew up in a
Swedish-speaking home, but at the age of eight he was sent to one of the new founded Finnish-
speaking schools. “In my home and its neighbourhood | heard only Swedish, but Finnish folklore
had a remarkable infectious strength. And the Kullervo legend first captured my imagination.”®

During his studies in Helsinki (1885-89) the composer got in contact with the well-known Ja-
rnefelt family. “Sibelius spent much time at the Jarnefelt home, which had become a center for
discussions on nationalist cultural and political issues and where Sibelius was drawn more firm-
ly into the Finnish camp.“® In 1890 he was engaged to Aino Jarnefelt and went to Vienna where
he studied composition with Carl Goldmark. Here he occupied himself more closely with the
Finnish epic. “I'm reading the Kalevala diligently and already understand Finnish much bet-
ter.“'® Sibelius began to compose Kullervo during his stay in Vienna in the spring of 1891. So far
he had written only two smaller pieces for orchestra.'* Because of that it is surprising that his
opus 7 is a monumental work which lasts about 70 to 80 minutes. Quite often Kullervo is called
a symphonic poem, but the composer himself called it a symphony.'? With one exception no
Finn had ever written a symphony before.™ Kullervo consists of five movements'* and is written
for soprano and baritone solo, male choir and orchestra. The premiere took place in Helsinki on
28th April 1892. The members of the orchestra, mostly German musicians, started laughing
when they saw their parts the first time." So the rehearsals were quite chaotic and the perfor-
mance was only mediocre. But nevertheless it was a success for the young composer and some
people said that he gave Finland its own music.'®

What was the reason for that opinion? Mainly it was Sibelius’ preoccupation with the Finnish
folk music. “Sibelius does not directly borrow runic melodies in Kullervo but rather uses them as

* The content in this paragraph on Lénnrot and the kalevala are based on Fromm, Hans Kalevala. “Das finnische
Epos des Elias Lonnrot” (Stuttgart: Reclam Verlag, 1985), 348-352.

> Complete title: “Kalewala: taika: Wanhoja Karjalan runoja Suomen kansan muinoisista ajoista“ (Kalevala: or,
Old Karelian Poetry from the Antiquity of the Finnish People). Goss, 40.

6 DuBois, Thomas A. Finnish Folk Poetry and the Kalevala (New York: Garland, 1995), 33.

’ For example Lemminkdinen-Suite, Pohjola’s daughter, Luonnotar.

8 Sibelius, cited from Wilson, William A. ,Sibelius, the Kalevala, and Karelianism*“, in “The Sibelius Companion”,
ed. Glenda Dawn Goss (Westport: Greenwood Press, 1996), 53.

o Wilson, 53.

19| etter from Jean Sibelius to Aino Jarnefelt, 26th December 1890, cited from Goss, 125.

" Overture e-major, Ballet scene.

12 “Tawaststjerna, Erik T. Sibelius Volume 1 (1865-1905)”, transl. Robert Layton (London: Faber and Faber,
1976), 107.

3 Axel Gabriel Ingelius 1847. Goss, 125.

% 1) Introduction, 2) Kullervo’s youth, 3) Kullervo and his sister [with baritone, soprano, male choir], 4) Kullervo
goes to war, 5) Kullervo’s death [with male chorus].

B Tawaststjerna, 106.

16 Tawaststjerna, 106.
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stylistic models, as a kind of reservoir of ideas from which he incorporated elements into his
own musical language.”*’ Kullervo is influenced by various types of Finnish folk music and there
are also some Russian elements.’® This article focuses on the oldest folk tunes, the so-called
runos (runo = song, poem). They were sung in an area which covered Finland, Karelia, Estonia
and Ingria.19 Under the influence of the major-minor tonality runo singing nearly became ex-
tinct. Due to the isolated geographic position, runos survived only in Karelia. The folk songs
were not written down, but passed on orally.

There are different styles of runos which also differ from region to region. The smallest group
are the laments, which are sung only by women. They are melodically and rhythmically free and
often use micro intervals as well as complicated rhythms.? In contrast to them are the more
common plain runos.

Example 1 shows a typical runo from the province Karelia. Characteristic for these Karelian
songs are the five-beat bar — in the southern regions the four-beat bar is more common — and
the prolonged ends of the phrases. The range usually covers a fifth, sometimes a sixth. The
melody is characterized by stepwise progressions and repeated notes as well as a monotonous
rhythm.?* It is divided in two phrases, which has similarities to the antecedent and consequent
phrases of a musical period. Normally runos are sung by a single person and without accompa-
niment. When two people are singing they alternate. Instead of a second singer the kantele can
be used, a traditional plucked string instrument with mostly five strings.?
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Musical example 1: Kilpalaulanta (The song challenge), beginning %

In comparison to this runo the main theme of the second movement of Sibelius’ Kullervo is
shown. In a letter the composer wrote that it is a IuIIaby.24

1 Tawaststjerna, Sibelius, 109.

18 Tawaststjerna, 118 and Goss, 130.

19 Aho, Kalevi Die finnische Musik (Helsinki: Otava, 1996), 15.

%% kolehmainen, llkka “Finland (Traditional music)” in Sadie, Stanley (Hrsg.): “The new Grove dictionary of music
and musicians”, ed. Stanley Sadie (London, 2nd edition 2001), 864-865.

*! DeGorog, Lisa S. from “Sibelius to Sallinen: Finnish Nationalism and the Music of Finland” (Westport: Green-
wood Press, 1989), 19-20.

2 Fromm, 372.

> Runo singer livo Lipitsa, recording of 1966. in: “The Kalevala Heritage. Ancient folksongs from Finland, Karelia
and Ingria.” (Helsinki: Ondine Records, 1995). Transcription by the author.

* “| have already written a lullaby and this theme will grow in intensity on each return. “ Letter from Jean Sibe-
lius to Aino Jarnefelt, 20th December 1890, cited after Tawaststjerna, 100.

80



International Musicological Conference, Athens 18-20 January 2013

Musical example 2: Sibelius: Kullervo (2nd movement, b. 1ff. and b. 13ff.)
© By Breitkopf & Hdrtel, Wiesbaden.

Despite the theme has a triple metre, it has some similarities to a runo. The melody is based
on a Dorian scale, which gives it an archaic character. It has an ambitus of a sixth and a similar

simple rhythm like the runo above.” Typical are also the repeated notes and the prolonged
ends of the phrases.

In 1891 Sibelius visited the famous runo singer Larin Paraske. “[...] he listened to her with
great attention and made notes on her inflections and rhythm.”?® It is interesting that Sibelius
wrote his lullaby after visiting Larin Paraske. There is no information about what she sang for
him, but it seems obvious that she had an influence on Sibelius’ lullaby-theme.

The next example is taken from the third movement, which is with about 25 minutes the
centre of the symphony. The soloists and the male choir here tell the unlucky story of Kullervo
and his sister. Kullervo is on his way home, when he meets a young woman. He seduces her
without knowing that she is his long-lost sister. Shocked about that, she commits suicide. In the
final movement Kullervo returns to the same place and kills himself with his sword. The follow-
ing example shows the first entry of the choir.
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Musical example 3: Sibelius:Kullervo (3rd movement, bar 44ff.)

Translation: “Kullervo, Kalervo’s offspring, with the very bluest stockings, and with yellow hair
the finest, and with shoes of finest leather, went his way to pay the taxes, and he went to pay
the land-dues.”
© By Breitkopf & Hdrtel, Wiesbaden.

Here also several elements of the runos are found: Sibelius uses the typical five-beat bar of
the Karelian songs. The melody is characterized by a monotonous rhythm and an alternation
between repeated notes and stepwise progressions. The archaic character of the choir is sup-
ported by the Dorian mode and the singing in unison.

%> The lombardic rhythm in bar four, which is not typical for a runo, is dropped in later repetitions of the theme.
% Yrjo Hirn, cited from “Tawaststjerna”, Sibelius, 98.
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The opening phrase of the choir “Kullervo, Kalervon poika” recurs many times in the third
movement and also in the final movement. Every time the phrase is varied in rhythm and/or
melody. Here some of these variations are shown.

Musical example 4: Sibelius: Variations of the motif ,,Kullervo Kalvervon poika“
© By Breitkopf & Hdrtel, Wiesbaden.

This is another important aspect, which is characteristic for the Finnish runos. Because there
is no cadenza-like end, the phrases are open-ended and can be repeated endlessly. Every repe-
tition is varied slightly.27 About the Finnish national epic Kalevala Sibelius said: “In my opinion
the Kalevala is completely modern. | think it is nothing but music, theme with variations.””® As it
is to be seen in example 4, he transfers this principle into his own music. Like a runo singer Sibe-
lius repeats a phrase never literally but makes little changes in rhythm and diastematic.

One more reason for the “Finnish tone” is Sibelius’ skilled usage of the Finnish language. In
the Finnish language the accent is always on the first syllable of a word. Because of that, old
runos lack up-beats. Another characteristic is the specific use of vowels: A single vowel is pro-
nounced short, a double vowel prolongs its pronunciation. For the musical setting of a Finnish
text this is important, because the use of a long or short note can change the meaning of the
text. If a composer for example chooses a long note for the word tuli, which means “fire”, he
gets the meaning of tuuli, which means “wind“.?

Sibelius’ Kullervo symphony was the first vocal composition which was based on a Finnish
text. Despite attending a Finnish-speaking school the composer spoke Swedish, but his fiancée
encouraged him to read and write in Finnish.>° About his visit to the runo-singer Larin Paraske
the composer said: “In her singing | mainly paid attention to how such a 'rune singer' uses Finn-
ish [...] especially the way they prolong and stress the last syllables of a word. [...] In 'Kullervo' |

*” De Gorog, 19. The whole recording of the song from which the beginning is drawn in example 1, is about
eight minutes long.

28 | etter from Jean Sibelius to Aino Jarnefelt, 26th December 1890, cited after Goss Awakening, 125.

2 Fromm, 375.

30 Tawaststjerna, 76.

82



International Musicological Conference, Athens 18-20 January 2013
had used a natural stressing of syllables.“*" This can be clearly seen in his composition. At the
beginning of the male choir in the third movement (shown above in musical example 3), there
are no up-beats in the music and the accents of the music are always in correlation with the
text. So Sibelius had a distinct feeling for the relation between the music and the Finnish lan-
guage.

Finally the aspects are summarized, which make Kullervo an authentic Finnish composition:
Sibelius chose a text for his symphony, which is based on the Finnish national epic Kalevala. The
Kalevala was important for the creating of a genuine Finnish identity. Beside it was the first
time that a composer wrote a vocal composition in Finnish. And Sibelius had a very sensitive
understanding for the characteristics of this language. The »Finnish tone« of Kullervo was also
created by the influence of Finnish folk music. Sibelius didn’t quote folk songs, but he used indi-
vidual aspects of them which he incorporated in his own personal style. “Although [...] Kullervo
does not quote any Finnish folk tune, there are themes in it that could be folk tunes.”*

All these aspects seem to be the reason, why the audience were able to identify themselves
with the music. And why Sibelius’ Kullervo symphony reached the heart of the Finnish people.

Carola Finkel studied Music at the Frankfurt University of Music and Performing Arts (HfMDK Frankfurt) and Geog-
raphy at the Goethe University Frankfurt. 2007-2011 she worked as research assistant at the department of musi-
cology at the HfMDK Frankfurt. She just finished her dissertation about the symphonies of the Swedish composer
Kurt Atterberg. She has a lectureship in musicology at the HfMDK Frankfurt and works as a freelancer at the Frank-
furt Radio Broadcast (Hessischer Rundfunk). Her focus is on Scandinavian music of the 19th and 20th century, on
baroque dance and on historical brass instruments.

31 Sibelius cited from “Sirén”, Vesa “Kullervo”. In: http://www.sibelius.fi/english/musiikki/ork kullervo.htm
(accessed on July 28th, 2013)
32 DeGorog, 45. Italics in original.
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In search of “true” Finnish music.
Some views on the epistemological and ontological aspects of con-
structing national music

Johannes Brusila
Dept. of Musicology
Abo Akademi University, Finland

jbrusila@abo.fi

Abstract. During the Finnish parliamentary election campaign in 2011, the Finnish party Perussuomalaiset (the
“True Finns”) gave rise to a debate by presenting a cultural policy program, which included criticism against the
public funding of what the party called “pseudo-artistic postmodernists”. Instead the party spoke in favor of, Jean
Sibelius and Finnish folk music, for instance, which they considered to represent a Finnish identity and origin.

The discussion of a genuine national culture and its manifestation in a canon declaration is common in several
countries today. As a counter-reaction, several cultural workers, intellectuals, and academics have criticized this
political tendency for its essentialist undercurrents. A constructionist view on identity formation and cultural value
is often presented as a counterweight to what is seen as simplistic, populist tendencies.

This paper does not aim at presenting a final verdict on these debates, but rather discuss the logic of the ap-
proaches and some of the possibilities and possible limitations inherent in the arguments presented. While a criti-
cism of naive romanticized ideas of a true national music and its canonization is often justified, the criticism may
also include complex and problematic characteristics. However, by utilizing a constructionist approach in a bal-
anced manner, we can still benefit from the criticism as a means of understanding how national elements of music
are born, interpreted and contextualized.

During the Finnish parliamentary election campaign in 2011, the controversial party Pe-
russuomalaiset (the True Finns, also called the Finns Party), gave rise to a heated debate by
publishing an election program in which the theme of cultural policy was given a prominent
place.’ In the program, the party, which is frequently described as a nationalist-populist one,
stated in short that “Cultural appropriations must be targeted to reinforcing the Finnish identi-
ty.”2 Among those artists that the True Finns perceived as particularly important to a Finnish
identity were the painters Albert Edelfelt and Akseli Gallen-Kallela, and the composer Jean Sibe-
lius; in other words artists of the so-called “golden era” of Finnish culture, an era that coincided
with the national struggle for independence at the end of the 19th century. Folk music was also
mentioned as characteristic of Finnish local culture, which, according to the election program,
should be supported instead of what was called “Pseudo-artistic postmodernists."3

The idea of a true national culture as the basis for a cultural policy is common in several
countries today. In some cases, this idea is emphasized as part of general declarations, whereas
in others the policy is concretized in a national canon of works.* Thus, it is no surprise that in
2006 the head of the Finnish Parliament’s Committee for education and culture, Kaarina
Dromberg, suggested that also Finland should compile an official canon of works. According to

! perussuomalaiset r.p. Suomalaiselle sopivin. Perussuomalaiset r.p.:n eduskuntavaaliohjelma (2011). Accessible
at http://arkisto.perussuomalaiset.fi/ohjelmat/ (accessed on August 15" 2013).

2 perussuomalaiset r.p. Fitting for the Finns — The True Finns’ election programme for the parliamentary election
2011 /Summary (2011). Accessible at http://arkisto.perussuomalaiset.fi/ohjelmat/ (accessed on August 15"
2013).

* perussuomalaiset r.p. Fitting for the Finns.

* For Holland see: Entoen.nu (2006) De canon van Nederland. In: http://www.entoen.nu/ (accessed on August
15" 2013). For Denmark see: Kulturministeriet (2006) Kulturkanon. In:
http://kum.dk/Temaer/Temaarkiv/Kulturkanon/ (accessed on August 15 2013).
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Dromberg, this would help a small country like Finland to treasure its own culture and identity.’
The suggestion was discussed both among politicians and in the press, but it was never carried
through.

As a counter-reaction to these policy statements, several cultural workers and intellectuals
have sternly condemned all attempts to present any formal definitions of a national culture.
The main critical argument has been that such politically motivated classifications give a simpli-
fied picture of national culture as something old, local, static and immutable, when it in fact
should be approached as something more fluid, heterogeneous, constantly changing, and being
in dialogue with many other cultures.®

The juxtaposition of these two approaches could be summarized as a clash between essen-
tialist and constructionist views. Both understandings of national culture are apparently very
meaningful and important to their advocates, but they are nevertheless not wholly uncompli-
cated. As a researcher, | find it meaningful to approach these questions from a constructionist
perspective. However, in my paper | do not aim at presenting a final verdict on these debates,
but rather discuss the logic of the approaches and some of the possibilities and possible limita-
tions inherent in the arguments presented. What we are dealing with is, after all, the most
basic questions regarding social constructionism and the epistemological and ontological prem-
ises of these lines of thought. | believe that by being aware of these premises, we can increase
our understanding of the consequences of current debates on national music in general.

Essentialist and constructionist views on national music

The most basic question regarding nationalist cultural policies and their limitations, is probably
why, or how, something is understood to be national. An obvious point of departure could be
what we might call basic facts, such as the origin or nationality of a composer. However, de-
spite the reasonably logical general basis of this argument, it can also be problematic. For ex-
ample Fredrik Pacius, who is the composer of the Finnish national anthem and who has often
been called “the father of Finnish music”, was born in Germany and only later moved to Fin-
land, where he died in 1891 when Finland was still a part of Russia. Also the so-called “golden
era” of Finnish culture, to which also Sibelius is understood to belong, occurred at the end of
the 19" century and thereby preceded the birth of the state of Finland.

The current self-understanding of Finnish culture is often based on a teleological under-
standing of history, in which there was a Finnish culture and nation already before the state of
Finland had been born. However, exactly what this historical national culture consists of seems
to vary. The True Finns, for instance, often emphasize the importance of the Finnish language
as a key element of Finnish culture. However, Jean Sibelius’ native language was, in fact, Swe-
dish and the same can be said about the other artists mentioned in the party program. This also
often mentioned in criticisms of the True Finns’ language policy. It appears that Sibelius’ biog-
rapher Erik Tawaststjerna’s old comment about how Sibelius, against his own will, had been

> Nisula, Anne “Kaanonista arjen kulttuuriin”, Sivistys.net 11.8.206. In:
http://www.sivistys.net/?action=juttu&ID=1882 (accessed on August 15" 2013).

¢ See e.g. Raikka, Jyrki “HS-raadin vastaukset kysymykseen: Onko yhteinen kansallinen identiteetti onnistuneen
monikulttuurisuuden perusta?”, Helsingin Sanomat 4.3.2011, and ”HS-raadin vastaukset kysymykseen: Onko
yhteinen kansallinen identiteetti onnistuneen monikulttuurisuuden perusta?” In:
http://www.hs.fi/tulosta/1135264256591 (accessed on August 15 2013).
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appropriated by both sides in the language battles around the turn of the 20" century, has
suddenly become true again.’

Apparently not only nationality or language seems to be enough when classifying somebody
or something as national. After all, the so-called “Pseudo-artistic postmodernists”, whom the
True Finns criticize, are of course also Finnish by nationality. Another paradox in this connection
is that Sibelius and his artist colleagues of the 19" century, for example, spent much time in
Central Europe in order to absorb new trends, which they then applied in their groundbreaking,
often radical works of art.

One possibility would be to classify something as Finnish because of the structural elements
of the music. Here we face the problem of defining exactly what can be termed Finnish and on
what grounds. It is possible to claim that symphonic music — as a form, style and structure —
was a relatively recent phenomenon to most of the Finnish population at the time when Sibeli-
us composed his major works. As a rule, Sibelius did not use Finnish folk music in his composi-
tions, for example, and his relationship to cosmopolitanism and nationalism has always been a
complex issue, which has been debated and reinterpreted up until this day.8 Even in the case of
folk music, it is hard to state exactly which scales or dances we should define as Finnish, as the
various elements have moved across national borders. The oldest influences of course go back
to a period when the whole idea of a Finnish nation, culture, or identification did not exist.

The primordialist ideas of a national culture are most likely based on the robust history of
cultural nationalism and Herder’s ideas of a ‘Volk’ and its ‘Volksgeist’ (‘national spirit’ or ‘na-
tional character’), where each people was seen to possess its own cultural traits, which were
manifested in the art of the people. However, despite the surprising resilience of these views, it
is today very hard to approach the subject from a scholarly perspective without accepting that
certain cultural elements have gained the status of national symbols as a result of a specific his-
torical process, not because they would have been “Finnish” in some kind of pure form since
time immemorial. The paradox is, of course, that the process looks very similar in most coun-
tries, even to the point that one could say that they whole idea of national culture is a highly
transnational process. What we are speaking of here is Finland as an “imagined community”, to
use the wording of Benedict Anderson.’ In this sense, “Finnishness” is a social construct, not a
pure essence of some kind. Culture is not a stable, fixed monolith, which is created once and for
all and can be traced to an origin comparable to a genetic heritage or to DNA codes. Instead
national culture is something socially constructed and comes into existence as part of a process.

It is precisely this basic dividing line between social constructionism and essentialism that
seems to separate debaters on many matters concerning the national elements of music. In
Sweden, a fierce dispute along these lines broke out in the beginning of 2013 after author Kata-

7 Erik Tawaststjerna, Jean Sibelius. Aren 1920-1957 (Helsingfors: Soderstroms, 1997), 16-18; also Erik

Tawaststjerna, Jean Sibelius. Aren 1914-1919, (Stockholm: Atlantis, Otava, 1996), 143 and pp. 153-155.

For recent debates on Sibelius’ relationship to Finnish folk music and the construction of a Finnish national
music, see e.g. Heikkinen, Olli “Jean Sibeliuksen Kullervo ja Larin Paraske: Tarina suomalaisen sadvelkielen
synnystd osana kansalliskertomusta”, Musiikki 1/2012. For Sibelius and national language identity politics,
see e.g. Makeld, Tomi Sibelius, me ja muut (Helsinki: Teos 2007), 41 and 49-53; Forsman, Rabbe ”Packet vid
stigens start. Jean Sibelius och finlandsk jubileumsapologetik”, Finsk tidskrift 2008, No 1, 43-45; Murtomaki,
Veijo”Sibelius Tomi Makeldn pesuvedessd: sekasotkua ja outoja vditteitd perustellun saveltdjakuvan
asemasta”, Musiikki 2008, No 2, 114-115; Maéakeld, Tomi ”Sibelius-kuva ja sen metamorfoosi ja sen
metamorfoosi meilld ja muualla. Vastaus Rabbe Forsmanille, Bo Marschnerille ja Veijo Murtomaelle”,
Musiikki 2008, No 2, 164.

Anderson, Benedict, Imagined Communities: Reflections on the Origin and Spread of Nationalism (London:
Verso 2006).

8

9
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rina Mazetti had published a column entitled “Hard to find a true ‘Swede’”.'® Mazetti asked, for
example, what was really originally Swedish about so called Swedish music, and emphasized
how most of the folk music understood to be Swedish in fact originated from other places. The
criticism she met showed a general discontent with her attempts to question national symbols,
which had been taken for granted. The factual basis of her argumentation was not necessarily
denied, but many seem to have felt that her comments were not only directed against simpli-
fied notions of national origins, but that they deprived those people who felt that they were
Swedish of their identity. The most incisive reactions in social media stated that race is the de-
fining factor of “Swedishness” and therefore also of Swedish culture and music.™

As the election program of the True Finns and the public debates about how to define na-
tional culture show, essentialist views on nationalism are still popping up in such debates. In
this respect a social constructionist approach to studying culture undoubtedly offers fruitful
critical methodologies, which can problematize simplified notions of national elements. Never-
theless, it is worth bearing in mind that also social constructionism may be criticized."” This is
particularly crucial in two areas: first when it comes to questions of epistemology, and second,
when it comes to questions of ontology.

National music as a construct: epistemological dilemmas

We can start by asking ourselves basic epistemological questions, such as: what can be known
or said about national music cultures, and how can we know what we think we know about the
subject? A common idea in today’s music research is that music not only reflects an identity,
but also participates in the construction of an identity.13 For example, music is often a key ele-
ment of national identification; however, not only as a general symbol, but also as an institu-
tional practice through the production and reception of sound, etc. On the other hand, exactly
how music constructs national identity is not always easy to explain, and even among scholars
focusing on this area of research there appear to be many varying opinions of how national
identity comes into existence.

Thus, it can be worth asking with what authority do we, as scholars, claim that an identity is
constructed through music? And how can we claim that this happens as part of a complex, con-
tinuously ongoing and changing social process? If somebody else claims, like many today even
do, that a national identity is a fixed, stable entity that has existed since time immemorial, can
we deny him or her the right to feel that way? From a constructionist perspective the different
views on a subject, or ways of knowing a subject are, after all, constructs. The various ap-

10 Mazetti, Katarina ”Svart att finna en riktig 'svensk’”, Icakuriren.se 2.1.2013,
http://www.icakuriren.se/Diskutera-Fraga/Katarina-Mazetti/Svart-att-finna-en-riktig-svensk/ (accessed on
August 15™ 2013).

" see e.g. Nationell.nu ”Katarina Mazetti: Det enda svenska &r att vrala pd kor. ”Nationell.nu 4.1.2013.
http://www.nationell.nu/2013/01/04/katarina-mazetti-det-enda-svenska-ar-att-skrika-pa-kossor/ (accessed
on August 15™ 2013).

2 In this critique | have been inspired by, e.g., Hacking, lan The Social Construction of What? (Cambridge:
Harvard University Press, 1999) and Wenneberg, Sgren Barlebo Socialkonstruktivism — positioner, problem
och perspektiv. (Malmo: Liber, 2001).

 For example Frith, Simon “Music and identity”, in Questions of Cultural Identity, ed. Stuart Hall & Paul du Gay
(London: Sage Publications, 1996), 108-127.

* See e.g. Rice, Timothy “Reflections on Music and Identity in Ethnomusicology”, Muzikologija/Musicology
(Journal of the Serbian Academy of Sciences and Arts) 2007:7, 17-38. <www.doiserbia.nb.rs/ft.aspx?id=1450-
98140707017R> (accessed on August 15" 2013), and Rice, Timothy “Disciplining Ethnomusicology: A Call for
a New Approach”, Ethnomusicology 2010, 54:2, 318-25.
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proaches are maybe constructed differently, but they are nevertheless all of them still con-
structs.

If we are to study different conceptions of aesthetic value judgments, or social ethics and
ideals, constructionism and cultural relativism are most likely to form very fruitful approaches.
After all, common social constructionist starting-points imply that we take a critical stance to
knowledge that has been taken for granted, that we regard categories and concepts as histori-
cally and culturally specific, and that we approach knowledge as something that is sustained by
social processes.”” Thus, a certain degree of “soft” epistemological relativism can help us free
ourselves from preconceived ideas and by questioning existing norms, so that we can better
understand how different persons understand music, for instance, or the relationship between
their own national identity and music.

However, if we follow a “hard” epistemological relativist thinking consistently, we would not
be able to judge the one or the other viewpoint as right or wrong. Moreover, we would not
even be able to state that the constructionist view in itself is right. This would lead to an un-
fruitful nihilism or at least solipsism, and make our own analyses meaningless.

We should also remember that using expressions such as “nationalism” or “national music”
force us to get involved with the constructions on a conceptual level in such a way that it can be
asked whether we are really deconstructing, or merely reconstructing something. At the end of
the day, we can pose the question whether it is possible to distance ourselves from the dis-
course we intend to study, or whether every individual, including each and one of us, is always
a victim of its totality? If we exaggerate the power of discourse and deny the potential of the
individual, we end up removing agency completely, including our own.*®

The ontological problems of a constructionist approach

The problems of an uncritical application of a social constructionist approach are even more
evident in the field of ontology. In the so-called science wars, many scholars from the natural
sciences, but also philosophers, have criticized social constructionist ideas for rejecting scien-
tific objectivity, methods, knowledge and, in general terms, realism. The criticism is based on
the fact that an uncompromising constructionist view might go as far as claiming that not only
our social life, but reality as we know it, and maybe even reality as such, is a social construction.
This would inevitably lead to a situation where every reference to some kind of “facts” would
become more or less impossible.

In most cases the debates about what is, or is not national music, become very emotional.
Meeting the most absurd comments with proofs based on scholarly analysis of some kind of
concrete evidence, for example, often feels like the only way of convincing the debaters that
they need to re-examine their arguments. In order to do this, one has to accept that there exist,
so to say, “simple facts” that we can refer to.

It is, consequently, hard to deny that certain cultural elements are grounded in some con-
texts to a larger extent than in others. Not even a changeable and processual construction such
as musical identity is, after all, totally elusive. In other words, a denial of primordialism does not
necessitate an absolutely relativist attitude, since ethnic attachments cannot be created ex ni-
hilo.*” For example, the communications infrastructure previous to the 20t century, not to
mention the one previous to the 19" century, makes it meaningful to say that certain musical

13 Burr, Vivien An Introduction to Social Constructionism (London: Routledge, 1995), 2-5.

® see e.g. Giddens on the absence of agency in Foucault’s work, see Giddens, Anthony Social Theory and Mod-
ern Sociology (Stanford, CA: Stanford University Press, 1987), 98.

Y7 sinisa MaleZevi¢ The sociology of ethnicity (London: Thousand Oaks, Calif.: Sage Publications, 2004), 177-8.
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genres have a longer continuing history in one geographical area and social grouping than in
another area or grouping.

Although these facts are often interpreted as evidence of the truthfulness of some national-
ist discourse, they can just as often be used as counter-evidence against the most naive popu-
list tendencies. As was mentioned earlier, it is hard to create any single set of rules that could
be used for classifying musical phenomena as national. From this perspective, it is possible to
speak about facts that exist no matter how they are interpreted socially. However, it depends
on the context what importance the social interpretations get.

Social constructionism offers, at best, a way of explaining the sociological framework for our
understanding of “reality”, but it does not necessarily say anything about reality outside that
framework. As the influential theorists of social constructionism Peter Berger and Thomas
Luckmann emphasize (from their sociological point of view), the sociologist is always stuck with
the quotation marks when speaking about “reality”, whereas it is the philosopher’s job to ask
where the quotation marks are in order and where they may safely be omitted; that is, to dif-
ferentiate between valid and invalid assertions about the world. *® It is, consequently, within
this sociological framework that social constructionism can be of great value.

Coda

In the beginning of my paper, | referred to the cultural policy program, which the True Finns
presented during the parliamentary election in 2011. In fact, soon after the election the party
admitted that they had given culture a prominent position in their program and used provoca-
tive formulations about postmodern culture simply in order to raise debate and get publicity.*®
From today’s perspective one can only state that the True Finns succeeded in their attempts.
Culture seems to be a good subject for debate; it makes people react emotionally although the
financial weight of the subject is relatively small, as public funding of culture forms a minor
share of the total state budget.

What this debate probably also shows, is that nationalist cultural policies and their manifes-
tations in cultural canons are much more complex issues than the heated statements by the
advocates and critics of the True Finns suggest. Not only are the definitions of what is or is not
national music problematic. Political statements on cultural policy or cultural canons are com-
plex because they follow the logics of public debates, political practices and party policies. They
construct a national culture in a way which is not necessarily relevant from the perspective of
cultural history, or follow the logics of cultural life in general.?® This is probably most evident in
the meager results that the party programs and national canons tend to have. Maybe this in-
sight is one of the most important that a constructionist research approach can give us.

A large part of my argumentation has dealt with the epistemological and ontological prob-
lems that a simplistic application of a constructionist approach can lead to. This should, howev-
er, not be interpreted as a denial of the advantages of social constructionism in studying na-
tionalism and music. On the contrary, | believe that we need to utilize the findings of social con-
structionism in analyses of cultural phenomena. Although it forms a problematic starting- point
for an understanding of reality in general, | still believe that it is highly useful if we are to exam-

'® Berger, Peter and & Thomas Luckmann: The Social Construction of Reality: A Treatise in the Sociology of
Knowledge (London: Penguin Books, 1991 [orig. 1966]), 14.

'® Rantanen, Miska “Soini: Postmoderning taiteen paheksunta oli vaalikikka”, Helsingin Sanomat 13.12.2011.

20 Compare Bjurstrém, Erling “Whose Canon? Culturalization versus Democratization”, Culture Unbound, 2012,
Vol. 4, 257-274. Linkoping University Electronic Press: http://www.cultureunbound.ep.liu.se/v4/al4/ (ac-
cessed on August 15™ 2013).
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ine how certain ideas of the character of national music have been born and reconstructed. As
long as the concepts, cultural categories and identifications exist in speech and acts, they are
undoubtedly understood to be both real and relevant, and therefore they are also worthy of
study.

Johannes Brusila is professor of musicology at Abo Akademi university. He holds an MA and Phil.Lic in musicology
from Helsinki University and a PhD in musicology from Abo Akademi University. Previous to his professorship, from
2000-2010, he was curator and director of the Sibelius Museum, Finland’s leading music museum. Brusila also
worked for several years as a freelance journalist at the Finnish Broadcasting Corporation. Among his research in-
terests are the cultural study of music and ethnomusicology, with a special focus on identity and minority ques-
tions. His publication include ‘Local Music, Not From Here’ -The Discourse of World Music examined through three
Zimbabwean case studies: The Bhundu Boys, Virginia Mukwesha and Sunduza (Finnish Society for Ethnomusicolo-
gy, 2003) and Finlandssvenskarnas musiksmak, musikupplevelser och radiovanor (“The musical tastes and experi-
ences of Finland-Swedish radio listeners”) (Finnish Broadcasting Corporation, 1994), and several contributions in
books and journals in Finland and abroad.
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Abstract. In his keynote address, ‘Hearing the Nations in Chopin’,2 Jim Samson reflected on the three key ingredi-
ents of musical nationalism: agendas, musical materials, and appropriations. These three areas do not only bear
relevance for Chopin reception and nineteenth-century European nationalism, but also, in the context of the con-
ference as a whole, effectively frame the broader themes of nationalism in music which emerged from this three-
day international gathering. My paper is more closely allied to the categories of ‘musical materials’ and their ‘ap-
propriation’ in relation to the expression of Norwegian national-cultural identity in the performance of Edvard
Grieg’s later piano music. Focusing predominantly on the Sigtter, op. 72, | examine the interplay between the two
aforementioned categories in recent (re)constructions of cultural identity through an empirical performance-
analytical study of two pieces. This paper develops and extends my research on the performance practice of this
repertoire. Building on both existing and new empirical findings, | investigate experiential and phenomenological
aspects of rhythmic gesture in the musical performance of this repertoire, and the effect these have for the cultur-
al performance of an alleged authentic Norwegian folk identity. | conclude by reflecting on the performativity of
rhythmic gesture as a material of national-cultural identity.

The folk material: From creative resource to appropriation

Throughout his life, Edvard Grieg drew immense creative inspiration from Norwegian folk mu-
sic, capturing the sights and sounds of his native land in his own works. As a form of Heimat-
kunst, his music can be understood within the broader cultural-political project dedicated to
the creation and promotion of an independent Norwegian state in the nineteenth century. The
resurgence of interest in indigenous Norse culture, especially the fusion between folk and art-
music, played a significant role in the construction of nineteenth-century nationalist discours-
es.® The inter-cultural marriage between a local idiom and cosmopolitan impulses in Grieg’s
music still continues to incite impassioned debates about Norwegian identity, authenticity and
ownership of the folk material. This tension can be most acutely felt in the reception of the
Slatter, op. 72. The work’s ambivalent genre status—Hardanger fiddle melodies arranged for the
piano in a radically new modernist style—has been an enduring and provocative point of fissure
among folk musicians, scholars, pianists and the wider Norwegian public.*

The op. 72 piano pieces are transcriptions of Hardanger fiddle tunes that originated in Tele-
mark, a region in south-west Norway which for centuries has nurtured many significant local

! The paper was presented with this title on 18 January 2013 at the Megaron Mousikis, Athens. | would like to
thank several conference delegates present during the panel session on ‘Aspects of Music Nationalism in
North Europe’ (18 January 2013) for their helpful and constructive feedback on my presentation. In particu-
lar, | am grateful to Jim Samson, Helena Marinho, Josef Pfender and Esperanza Rodriquez-Garcia for their
comments which | have sought to implement in this version of the paper. Any shortcomings remain, none-
theless, my own.

2 Keynote lecture presented at the International Musicological Conference ‘The National Element in Music’,
University of Athens, 18 January 2013.

*Grinde, Nils. A History of Norwegian Music, transl. William H. Halverson and Leland B. Sateren (Lincoln: Uni-
versity of Nebraska Press, 1991), 73-142. Grimley, Daniel. Grieg: Music, Landscape and Norwegian ldentity
(Woodbridge, Suffolk, UK: The Boydell Press, 2006), 11-54.

4 Kleiberg, Stale. “Grieg’s Slatter, Op. 72: Change of Musical Style or New Concept of Nationality?”, Journal of
the Royal Musical Association 121/1 (1996), 46-57. Grimley, Grieg, 147-191.
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traditions of Hardanger fiddle playing.’ Given their Hardanger fiddle origins and groundedness
in a specific geographical location, the Sldtter dances are intimately linked to a particular sense
of place, and hence regional-cultural identity, to a greater degree than any of Grieg’s other folk-
music arrangements, such as the earlier op. 17 or op. 66 piano pieces.’ The Hardanger fiddle, an
instrument characterised by a heavily decorated body and sympathetic strings,’ is indigenous to
Norway and has become emblematic of the way in which a particular regional identity and mu-
sical-cultural practice was elevated to the status of a national symbol by the end of the nine-
teenth century.® Throughout the twentieth century, moreover, many campaigns have been de-
voted to the preservation and revival of this instrument, its symbolically endowed landscape
and its performance practice, as part of a broader pastorally-grounded nationalism in Norway.9
By leaning heavily on the Hardanger fiddle, Grieg’s op. 72 piano dances inevitably lie at the
heart of wider debates about the status and significance of folk music as a symbol of Norwegian
national-cultural identity. As Hardanger fiddler Johannes Skarprud claimed back in the 1950s,
which was a key period in the consolidation of the Norwegian folk movement revival:

“Folk music is a true sapling of the Norwegian folk character [...]. The Hardanger fiddle has
more and subtler tones than any other instrument [...] a repertoire so rich that our greatest
composers, such as Grieg and Halvorsen and others, drew on these Norwegian sources and
thereby made names for themselves well outside Norway [...] | wouldn’t recommend giving
up this folk music: the day we relinquish our Norwegian language and Norwegian tones, it’s
over for us as a people [...]. You can dance to an accordion or German fiddle; they have
rhythm in them, but lack Norwegian feelings and beauty. They lack tradition; they’re not

ours. It is the Hardanger fiddle that is Norway”.*°

Despite their challenging modernist character, Grieg’s op. 72 pieces have been praised for
bringing a local tradition to a wider international audience. These evocative, rhythmic-
percussive dances, which are cast in a mixed diatonic-modal harmonic idiom and can, as Grieg
himself admitted, “sound so unnatural” and be “difficult to perform”,** are highly regarded
among contemporary Norwegian pianists both as prime specimens of Grieg’s original composi-
tional palette for the piano and as Norwegian ambassadors on the international stage. For the
pianist Havard Gimse the “originality of harmonies and rhythms in the Sldtter” and the oppor-
tunity to “present this lesser known repertoire to an international audience” were strong incen-
tives for his 2001 recording project.12 As another internationally renowned Norwegian pianist,
Hakon Austbg, expressed it:

“These pieces are truly revolutionary in their use of the original material; the harmonies and
rhythms are very intriguing, very unique [...]. Grieg certainly made piano pieces out of them,
and there are lots of technically challenging things for the pianist including wide registers
and intricate cross rhythms! [...] One has to consider what is notated, what is there in the
text, and at the same time also relate this material to the Hardanger fiddle. But when you

> Hopkins, Pandora. Aural Thinking in Norway: Performance and Communication with the Hardingfele (New
York: Human Sciences Press, 1986), 213-237. Goertzen, Chris. Fiddling for Norway: Revival and Identity (Chi-
cago: University of Chicago Press, 1997), 25-36.

6 Grimley, Grieg, 147.

7 Hopkins, Aural Thinking, 117-152.

8 Goertzen, Fiddling for Norway, 3-24, 31-36. Grimley, Grieg, 148-150.

° Goertzen, Fiddling for Norway.

10 Goertzen, Fiddling for Norway, 34-35.

n Grimley, Grieg, 161.

2 comments obtained during personal communication with the pianist Havard Gimse on 24 November 2008. |
am grateful to Gimse for participating in my study and granting me permission to use his responses.
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do that, if you play the piano transcriptions and listen to the fiddle, well it almost does not
seem the same music. And that has always intrigued me! [...] | have performed these pieces

a lot outside Norway [...].The fact that | am Norwegian makes me feel somewhat obliged to

bring these pieces out even if they are better known nowadays than, say, fifty years ago”."*

In ‘making piano pieces out of them’, Grieg was inevitably caught between an aural folk tra-
dition and the score-based art-music tradition. Issues of intentionality in preserving this music
as it was transferred from one instrumental idiom and adapted to the sound-world of another
have cast a shadow over the work’s troubled twentieth-century critical reception. Criticisms
have been raised that Grieg’s settings (and Halvorsen’s violin transcriptions) are misappropria-
tions of the original folk material. In certain respects, even Grieg’s own comments in the first C.
F. Peters edition of the work (published in 1903) supply a rather provocative statement imply-
ing the colonisation of folk music by art music:**

“My object in arranging the music for the piano was to raise these works of the people to an

artistic level by giving them what | might call a style of musical concord, or bringing them

under a system of harmony”.">

It is such readings of external ownership of the folk material that have fuelled campaigns in
recent times by the Norwegian folk community to re-claim the music’s ‘proper’ origins.*® Cen-
tral to this quest is an authentic performance style and in particular the idiomatic interpretation
of the folk rhythms.

Rhythm in Hardanger slatter: Performance, dance and the limits of notation

Rhythmic vitality is of the utmost essence in this genre. Since the original functional context of
Hardanger fiddle s/gtter was ceremonial dance music,”’” the expression and experience of musi-
cal rhythm relates directly to physical gesture and body movement. As social anthropologist
Jan-Petter Blom discusses slatter rhythms communicate to the dancers the character of each
dance, whether it is a springar (a fast skipping dance in triple metre), a gangar (a walking dance
in duple metre), a halling (an athletic leaping dance in duple metre) and so on.*® During a dance
the fiddlers’ rhythmic gestures denote to the dancers the relative position of the body by ar-
ticulating points of rising or falling. As Blom notes, “the patterned libration of the body’s centre
of gravity"19 is marked in performance by different metric-rhythmic accents which communi-
cate intention of movement, such as anticipation, hesitation or arrival. According to Blom, con-
ceptualising slatter rhythms in terms of libration structures of the dance is especially relevant
for this genre since our perception and internalisation of musical rhythm is intimately linked to
the way in which we move our bodies in synchrony with the music. Much literature now exists

 Excerpt taken from interview with Hakon Austbg on 27 October 2008. | am much obliged to Austbg for kindly
granting me an interview in Oslo, and allowing me to use these comments in my study.

" For a more extensive review of the critical readings of the work, see Volioti, Georgia. “Reinventing Grieg’s
Folk Modernism: An Empirical Investigation of the Performance of the Sigtter Op. 72, No. 2”, Journal of Musi-
cological Research 31/4 (2012), 264-266.

1 Ngkleberg, Einar Steen, ed. Edvard Grieg: Norwegische Bauerntanze, Slatter Op. 72 (Munich: Henle Verlag,
1994), iii.

'® Grimley, Grieg, 163-166.

Y Hopkins, Aural Thinking, 137-140.

'8 Blom, Jan-Petter. “The Dancing Fiddle: On the Expression of Rhythm in Hardingfele Slatter”, in Norwegian
Folk Music, Series I: Slattar for the Harding Fiddle, ed. Jan-Petter Blom, Sven Nyhus and Reidar Sevag (Oslo:
Oslo University Press, 1981), vol.7, 305-312.

19 Blom, “The Dancing Fiddle”, 305.
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to support both the cognitive-psychological basis of entrainment and its socio-cultural condi-
tioning.20 Furthermore, from a music-theoretical perspective various studies have sought to
theorise metre and rhythm in phenomenological terms with due consideration for the kinetic
and kinaesthetic (both expressive and gestural) aspects of musical rhythm and metre, and a
conception of metric-rhythmic form as a process of becoming in performance.”

In seeking to represent schematically the elementary oscillating shape of rising and falling
motion in sldtter dances, Blom identifies the smallest unit of a patterned flow of music with the
dance beat. The dance beat encapsulates a full libration comprising: an upbeat gesture, or ris-
ing movement (arsis), where the energy is usually experienced upwards and forwards such as
from stretching parts of the body in preparation for taking a step; and a downbeat gesture, or
falling movement (thesis), where the energy may be experienced as gravity pulling downwards
or as elastic resistance during flexing to lower the body.*? Figure 1 illustrates my adaptation of
Blom'’s libration curve to a basic rhythm which could be either in triple metre (3/8) or duple me-
tre (6/8).

downbeat upbeat
(thesis) i (arsis) »  : »

Figure 1. Adaptation of Blom’s libration curve to a basic rhythm.

Hardanger fiddle s/dtter are built on repetition and improvisation of basic rhythmic motives,
but their performance is subject to metric-rhythmic asymmetry, such as unequal subdivisions of
the beats within the bar and even the freedom to depart from a regular metre through the
omission or insertion of a beat.”® Inflection of the metre is a fundamental premise for the au-
thentic function of this music, as it denotes unique regional musical identities and fiddler
styles.?* Metric-rhythmic asymmetry in this genre, therefore, is embedded in a rich semantic
network whereby physical action in performance combines with corporeal imagery predicated

% For selected examples see: Cross, lan. “The Nature of Music and its Evolution”, in The Oxford Handbook of
Music Psychology, ed. Susan Hallam, lan Cross and Michael Thaut (Oxford: Oxford University Press, 2009), 6-
7. Jones, Mari Riess. “Musical Time”, in The Oxford Handbook of Music Psychology, ed. Susan Hallam, lan
Cross and Michael Thaut (Oxford: Oxford University Press, 2009), 83-87. Clayton, Martin, R. Sager, and U.
Will. “In Time with the Music: The Concept of Entrainment and its Significance for Ethnomusicology”, ESEM
Counterpoint 1 (2005), 1-45. Leman, Marc. “An Embodied Approach to Music Semantics”, Musicae Scientiae
5(2010), 43-67.

! see, for example, Hasty, Christopher. Meter as Rhythm (Oxford: Oxford University Press, 1997).

22 Blom, “The Dancing Fiddle”, 305-306. It is also worth noting here the connection between patterns of rising
and falling in this music and the Norwegian landscape. In her ethnographic studies Hopkins identifies the
form of Hardanger fiddle music with the shape attributed to it by the fiddler. As fiddlers’ narratives reveal
this shape comprises impressions of peaks and troughs inspired by the contours of the Norwegian landscape,
reiterating this music’s natural habitat. Hopkins, Aural Thinking, 165-166.

23 Blom, Jan-Petter, Sven Nyhus, and Reidar Sevag, eds. Norwegian Folk Music, Series I: Slattar for the Harding
Fiddle (Oslo: Oslo University Press, 1979), vol. 6, 15-17. Hopkins, Aural Thinking, 171.

* Blom, “The Dancing Fiddle”, 310-311. Hopkins, Aural Thinking, 187-211, 213-237.
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on metaphors of gravity and motion even when the Hardanger fiddle music is not being danced
to.

Irregular sldtter rhythms do not easily translate to nominal score values and Norwegian folk
scholars repeatedly stress the limitations of conventional notation, encouraging instead direct
contact with the folk tradition for an idiomatic interpretation of this music.” In the springar
dance (in 3/4), no fiddler plays the triple metre as three evenly divided beats with the first beat
carrying the dynamic stress.”® Instead, a prevalent variant of the Telemark springar is a pattern
characterised by the lengthening of the second beat®’ and the corresponding shortening of the
third beat, which has a crisp quality functioning as an upbeat for the next bar (Figure 2). In their
attempt to convey the idiomatic springar to pianists, the Norwegian folk scholar and fiddler
Sven Nyhus and the Norwegian concert pianist Geir Henning Braaten advocate a radical re-
scoring of the second dance in op. 72, ‘Jon Vestafes Springdans’.”® According to this edition, the
first bar line in Grieg’s arrangement, op. 72 no. 2, is shifted forward so that the piece now starts
with an anacrusis (Figure 2). This re-scoring prompts the idiomatic emphasis of the second beat
throughout the piece.

Figure 2. Schematic representation of asymmetric springar and re-barring of opening of op. 72
no. 2. Score adapted from Slatter Op. 72 for klaver-Redivert utgave eter Dahle tradisjonen pd
hardingfele (M-H 2877), transcription: Sven Nyhus. By permission from Musikk-Husets Forlag

A/S, Oslo, Norway (www.musikk-huset.no).

Idiomatic features of the gangar (in 6/8) include a swinging 2-in-a-bar pulse produced by
uneven sub-beat durations including strong upbeat gestures (i.e., the last quaver of a triplet
group especially at phrase boundaries), hemiola rhythms (i.e., a counterpoint between the 3/4
and 6/8 pulse) and irregular accents on metrically weak notes, such as quaver beats 2 and 5.%

Given this recent search for authenticity through an idiomatic performance style, how is this
narrative of aesthetic change inscribed in actual performances of Grieg’s Sldtter? In order to

%> Blom et al., eds., Norwegian Folk Music, Series |, vol.6, 15-17. Blom, “The Dancing Fiddle”, 305.

26 Blom, “The Dancing Fiddle”, 309.

%7 Emphasis on the second beat is a pattern characteristic of the triple metre in other European folk-based
dance genres including many mazurka rhythms as well as sarabande and waltz dances.

® Nyhus, Sven, and Geir Henning Braaten. Slatter Op. 72 for klaver-Redivert utgave eter Dahle tradisjonen pa
hardingfele (Oslo: Musikk-Husets Forlag, 2001).

2 Blom, “The Dancing Fiddle”, 307-308. Hopkins, Aural Thinking, 175-176.
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address this question | have opted for a performance-analytical approach since to speak of mu-
sic as an expression of national-cultural ideals is to speak of the links between sound and cul-
ture and to view musical meaning as socially constructed by all those who participate in the ex-
perience of musical performance.

Methodology

The main research question comprises two parts: a) how far do Norwegian pianists’ perfor-
mances exhibit idiomatic rhythmic gestures akin to an authentic performance style that approx-
imates Hardanger fiddle practices; and b) by what means do such gestures function as putative
iconicities which reference a folk identity. My objective is to combine the empirical analysis of
rhythm and metre, by extracting and investigating timing and duration data from recordings,
with phenomenological perspectives on the experience of these musical attributes as body
movement during performance (e.g., patterns of rising and falling), thus accommodating, in
part at least, the ethnomusicological (dance) context of the repertoire under investigation.

(i) Gesture as expressive timing in performance: Perspectives from empirical performance stud-
ies

A large number of psychological studies have established that expressive timing in performance
communicates information about the cognitive representation of musical structure®® as well as
mood and interpretative intention.>' Expressive timing is not only linked to the prerequisites of
the score (where a written text is relevant for performance), but is also the result of the physi-
cal actions, or patterns of movement, made by performers as they shape music through time.
The close relationship between music and human movement has long been a subject of study
in the empirical performance literature,* and attempts have been made to produce a physical
model of performance expression based on the kinematic implications of rhythm and phras-
ing.>® Performed gestures, whether apparent or implied, convey and complement other move-
ments or gestures, such as those perceived and interpreted by listeners as well as those a music
analyst or performer may extrapolate from a score. Structured patterns of timing (and other
performance parameters including dynamics and timbre), therefore, provide a basis for perceiv-
ing gestures through sound.>* While ascribing meaning to musical gestures is strongly depend-
ent on cultural context, including knowledge and familiarity with musical genres and perfor-
mance styles, many commentators concur that such an activity is inherently performative® in

% Clarke, Eric. “Generative Principles in Music Performance”, in Generative Processes in Music: The Psychology
of Performance, Improvisation and Composition, ed. John Sloboda (Oxford: Oxford University Press, 1988), 1-
26. Palmer, Caroline. “Mapping Musical Thought to Musical Performance”, Journal of Experimental Psycholo-
gy: Human Perception and Performance 15/2 (1989), 331-346. Palmer, Caroline. “Musical Performance”, An-
nual Review of Psychology 48 (1997), 115-138.

*! Juslin, Patrik. “Cue Utilization in Communication of Emotion in Music Performance: Relating Performance to
Perception”, Journal of Experimental Psychology: Human Perception and Performance 26 (2000), 1797-1813.
32 See, for example, Shove, Patrick, and Bruno Repp. “Musical Motion and Performance: Theoretical and Empir-
ical Perspectives”, in The Practice of Performance: Studies in Musical Interpretation, ed. John Rink (Cam-

bridge: Cambridge University Press, 1995), 55-83.

** Todd, Neil. “The Kinematics of Musical Expression”, Journal of the Acoustical Society of America 97 (1995),
1940-1949.

** Windsor, Luke. “Gestures in Music-making: Action, Information and Perception”, in New Perspectives on Mu-
sic and Gesture, ed. Anthony Gritten and Elaine King (Farnham, Surrey: Ashgate, 2011), 45-66.

» Throughout this paper | take performative meaning to be action oriented, culturally embedded, and thor-
oughly embodied and corporeal. For an overview of some of the meanings of performativity in contemporary
interdisciplinary performance studies discourse, see Davis, Tracy, ed. The Cambridge Companion to Perfor-
mance Studies (Cambridge: Cambridge University Press, 2008).
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that the social construction of meaning is largely open-ended and encompasses more than one
plausible interpretation even for the enculturated listener.®® This notion of performativity ex-
tends and spills over to the interpretation of metric phenomena during performance. As much
of the analytical work of Alan Dodson demonstrates, the performer has “the capacity not only
to clarify and reinforce the metrical structures suggested in the score, but also to manipulate
them in unpredictable and sometimes unorthodox ways”>’ while as Hopkins’s ethnographic and
perceptual studies of Hardanger fiddle demonstrate the perception of metre in this genre,
whether through listening and/or dancing, is a thoroughly performative activity encompassing
multiple responses.38

(ii) Combining theoretically-informed performance analysis with a phenomenologically-informed
analysis of rhythmic gesture

As already noted, rhythmic gestures in slatter dances, such as performed accents, communicate
the metric-rhythmic structure of the dance. Performance accents are relatively salient events
which can alter, qualitatively and quantitatively, the musical categories of time, pitch, loudness
or timbre implied by the notated score. Performed accents are phenomenal accents> from
which we infer periodicity and a sense of musical metre.** Metre, as a dimension of musical
structure and a source of performance expression complies with the generative theory of musi-
cal performance.”* Table 1 summarises these generative principles and how they are traced in
the empirical analysis. In the current study | focus predominantly on timing data including per-
formance tempo and relative beat durations. The former can supply information about the
grouping of metric-rhythmic structure, such as the articulation of phrase units and the designa-
tion of phrase boundaries. The latter type of data can assist in characterising metrical cues,
such as particular notes in the music which are given structural and/or expressive salience
through the manipulation of their duration (e.g., agogic accents and articulation accents includ-
ing staccato, tenuto etc.).

Metric-rhythmic gestures in slagtter dances communicate patterns of rising and falling motion
which in turn relate to the kinaesthetic shape of this music in performance. In the ensuing anal-
ysis | combine quantitative timing data with listening observations seeking to elucidate the
temporal becoming of the musical material and how it engenders variable experiences of rising-
falling patterns which effectuate metre. By orienting my analysis towards phenomenological
rather than purely chronometric time my aim is two-fold: a) to use the quantitative data as a
heuristic tool for guiding and/or supplementing the aural experience; and b) to explore how
metric-rhythmic gestures in performance, identified through particular timing patterns, spill
over from the aural experience and map onto the body. Since, as Luke Windsor has noted, “in
phenomenological terms gestures are communicated through the traces they leave on the en-

*® In their introduction to an edited volume Gritten and King review gesture as a multifarious site for the flow of
energy between different domains of experience (aural, visual, kinaesthetic). See Gritten, Anthony, and
Elaine King, eds. New Perspectives on Music and Gesture (Farnham, Surrey: Ashgate, 2011), 2. In the same
volume, Windsor proposes that the relationship between sound and gesture is fluid depending on which mu-
sical agent (performer, composer or listener) is in question, while Gritten re-iterates gesture’s transformative
potential depending on who and how we listen.

*” Dodson, Alan. “Metrical Dissonance and Directed Motion in Paderewski’s Recordings of Chopin’s Mazurkas”,
Journal of Music Theory 53/1 (2009), 58.

*® Hopkins, Aural Thinking, 171.

* Parncutt, Richard. “Accents and Expression in Piano Performance”, in Perspektiven und Methoden einer Sys-
temischen Musikwissenschaft, ed. Klaus Niemoller (Frankfurt: Peter Lang, 2003), 164-166.

“® Clarke, “Generative Principles”. London, Justin. Hearing in Time: Psychological Aspects of Musical Meter (Ox-
ford: Oxford University Press, 2004), 19-20.

“ Clarke, “Generative Principles”, 17-21.
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vironment whether immediately on their production or preserved over time as in a sound re-

cording”,*

turally viable method of analysis.

the study of performance gestures from recordings is an ecologically valid and cul-

structure, such as phrase boundaries where beats are
lengthened (i.e., slower tempo). The tempo profile of a
group or phrase usually resembles a parabola.

Performance Generative principle Means of tracing principle
parameter in current study
Timing (i) Changes in the temporal profile indicate the group Use of beat tempo profiles

and close listening.

(ii) A note may be lengthened to heighten the impact of
the note that follows by delaying its occurrence. The
delayed note is usually at the beginning of a structural

group.

Use of relative beat
durations (inter-onset
data only), beat tempo
profiles and close
listening.

(iii) A note can be lengthened by increasing its duration
(agogic accent) giving it more salience.

”

Dynamics

(i) Dynamic changes can convey metre through directed
motion and grouping.

Listening observations
only.

(ii) Dynamic contrasts articulate group boundaries.

”

”

(iii) Structurally salient events (e.g., metric accents,
melodic/harmonic accents) may be dynamically
intensified.

(i) Graduated changes in articulation convey metre and
directed motion within groups.

Relative beat durations
(inter-onset data only) and
listening observations.

”

Articulation

(ii) Group boundaries may be indicated through
discontinuities in articulation.

(iii) An important event may be accentuated by
articulation.

Table 1. Summary of Clarke’s generative principles of musical performance.

(iii) Extraction and analysis of timing data

The recordings sourced in the current study were analysed using the sound editor Sonic Visual-
iser,*> which facilitates comparative listening to multiple sound files, easy navigation within a
sound file with adjustable playback controls, visualisation of spectroghraphic, dynamic and
tempo data, and extraction of quantitative data which can be exported and analysed in a
spreadsheet.” Beat timings (inter-onset intervals) were extracted by a process of manual tap-
ping to each sound file followed by a plugin-assisted editing step.* Beat timings were ex-
pressed into beats per minute (bpm) and represented graphically in order to compare the tem-
poral profiles of different performances in the sample. Beat timings were also converted into
relative beat durations (i.e., each beat inter-onset expressed as a relative proportion of the con-
taining bar) in order to compare the relative shapes of beat patterns within and across perfor-
mances in the sample.

For the analysis of the springar dance, ‘Jon Vestafes Springdans’ op. 72 no. 2, my objective
was to screen the sample for a specific beat pattern in the music—the putative lengthening of

42 Windsor, “Gestures in Music-making”, 60.

3 Freely available from http://www.sonicvisualiser.org

* See, for example, Cook, Nicholas. “Methods for Analysing Recordings”, in The Cambridge Companion to Rec-
orded Music, ed. Nicholas Cook, Eric Clarke, Daniel Leech-Wilkinson and John Rink (Cambridge: Cambridge
University Press, 2010), 222-227.

* For full details, see Volioti, “Reinventing Grieg’s Folk Modernism”, 270-271.
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the second beat within the bar akin to the idiomatic Telemark springar rhythm. For this purpose
the timing data extracted from the corresponding sample of recordings were also analysed us-
ing a computational clustering method (Self Organising Maps) which groups the relative beat
durations into representative bar-shapes, or clusters, within a sample.*® The motivic-thematic
construction of the second dance (in 3/4), which is built on the repetition and variation of the
opening bar, lends itself more handsomely to a cluster analysis at the level of the single bar
than the gangar (in 6/8), ‘Tussebrureferda pa Vossevangen’ op. 72 no. 14. In the gangar,
changes in the metre, especially hemiola rhythms, and working with six quaver beats per bar,
do not yield easily intelligible clustering modelling at the single bar level. For this sample of re-
cordings, therefore, the standard deviation values and the beat tempo profiles were used as
initial indicators of the internal temporal variability in performance and, consequently, as evi-
dence for unequal beat durations.

The generic data trends (whether in the form of a cluster map, a table of standard deviations
or a set of beat tempo profiles) provide an overview of each sample and are used as a starting
point for further analysis of individual performances. While reduced representations of perfor-
mances, such as mean tempi, standard deviations or tempo graphs, have had a longer and less
disputed existence in empirical performance literature, especially psychological studies,*” in
musicological literature the use of these tools still remains somewhat contested given the dan-
ger of abstraction often associated with such representations and the fact that these do not
always map directly or indiscriminately onto listener experience. Clearly, we do not hear per-
formances in terms of global measurements of tempo or a series of integers representing
changing beat values. According to Franco Moretti’s notion of ‘distant reading’, however, large
data sets do make it possible to discover surprisingly interpretable relationships.48 It is the job
of the musicologist to bridge the gap between distant and close readings, or in this case distant
and close listening. As Nicholas Cook and Eric Clarke assert, moreover, empirical data-driven
approaches can bring rigour to cultural analysis, while culturally and historically informed anal-
ysis of empirical performance data elucidates layers of meaning which are at the centre of the
musicologist’s interests.*

Results and discussion

(i) Jon Vestafes Springdans’ op. 72 no. 2

The computational clustering method grouped the beat timings in the sample into four basic
bar shapes (Figure 3). According to this generic model there are four main strategies for charac-
terising the rhythms in 3/4 time. Pianists may: use equal beat durations within the bar (cluster
1); stress the second beat in the bar, akin to the idiomatic Telemark springar (cluster 2); prolong
the third beat such as due to ornamentation on this beat within the bar and/or as a phrase final
gesture (cluster 3); and emphasise the first beat such as due to ornamentation on this beat
and/or to mark a downbeat gesture as, for example, at the beginning of phrases (cluster 4).

*® For full details, see Volioti, “Reinventing Grieg’s Folk Modernism”, 271-274.

* see, for example, Clarke, Eric. “Empirical Methods in the Study of Performance”, in Empirical Musicology:
Aims, Methods, Prospects, ed. Eric Clarke and Nicholas Cook (Oxford: Oxford University Press, 2004), 77-102.

*® Moretti, Franco. Graphs, Maps, Trees: Abstract Models for a Literary Theory (London & New York: Verso,
2005).

* Cook, Nicholas, and Eric Clarke. “Introduction: What is Empirical Musicology?”, in Empirical Musicology:
Aims, Methods, Prospects, ed. Eric Clarke and Nicholas Cook (Oxford: Oxford University Press, 2004), 3-9.
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These possibilities can, of course, occur in any number of combinations as prompted by the
. 50
music.

An inspection of the composition of each performance in terms of these four representative
bar shapes provides a clearer overview of stylistic change from 1950 to 2007 in this sample of
recordings (Figure 4). As can be seen from Figure 4, in the majority of pianists there is an abun-
dance of the cluster which denotes more-or-less equal beat durations within the bar (red).
Close and repeated listening to these recordings in Sonic Visualiser, confirms that most Norwe-
gian pianists®* use a regular approach to rhythmic interpretation thus adhering to the notated
rhythms in Grieg’s arrangement. However, two contemporary Norwegian pianists, Austbg and
Ingfrid Nyhus, whose recordings date from 2006 and 2007 respectively, exhibit the lowest con-
centration of the undifferentiated beat cluster and the highest amount within the sample of the
idiomatic springar pattern (green). These data support that in recent years there has been a
stylistic re-invention of the performance practice of this piece compatible with campaigns to re-
claim the authenticity of Grieg’s Sldtter. What type of metre does the tendency to incorporate
the idiomatic lengthening of the second beat effectuate, and how does this compare with other
performances which do not? Below | examine a contrasting pair from this sample focusing in
particular on the different experiences of metre.

Figure 3.”? Relative bar shapes representing strategies for characterising the 3/4 metre.

¥ see Volioti, “Reinventing Grieg’s Folk Modernism”, 275-277.

! The Norwegian pianists in this sample are Riefling, Lagesen, Knardahl, Ngkleberg, Braaten, Gimse, Austbg
and Ingfrid Nyhus.

> Adapted from Volioti, “Reinventing Grieg’s Folk Modernism”, 276. By permission from Taylor & Francis.
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Figure 4.%> Percentage cluster composition by individual pianist (beat tempo) op. 72 no. 2.

Eva Knardahl’s 1977 recording reveals a spirited rendition of this springar dance yet her per-
formance is, on the whole, imbued with a restrained poise, consistent with the prevalence of
equal beat durations (77% of cluster 1), and a literalist adherence to the score.”® In the opening
bars of the dance, which establish the principal thematic material, there is an audible emphasis
on the first beat and a dynamic accent on the third beat within the bar compliant with the pri-
mary metrical layer; namely the time signature, bar lines and notated accent scheme in Grieg’s
arrangement (Figure 5). Given that the beats in these opening bars are of relatively equal dura-
tions and that the dynamic accent on the third beat approximates a tenuto,” the feeling of ris-
ing on the last beat of the bar (i.e., the upbeat gesture) is both heavy and measured. The ebb
and flow of the opening rhythm sinks purposefully downwards on the count of 1 (thesis), but
with the placed dynamic accent on the third beat another down-stroke gesture may be experi-
enced within the bar, and, hence, the sensation of lifting upwards (arsis) comes only after the
count of 3 (Figure 5). In bars 4 and 6 the dynamic accent on the third beat is audibly more in-
tense than the accent which denotes the downbeat (i.e., the first beat) in the proceeding bar.
This marked gesture, which approximates a terraced intensification,® potentially gives rise to
an audible metrical dissonance by blurring the precise 3/4 downbeat (Figure 5). The reversion
from the sharpened fourth back to G natural in these bars is, rather ironically, contradicted by
these antimetrical gestures in Knardahl’s performance which bring out the harshness of the
counter accents on the third beat of the bar. Overall, the qualitative character of this accentua-
tion pattern in the opening six bars of Knardahl’s performance potentially gives the springar

>* Adapted from Volioti, “Reinventing Grieg’s Folk Modernism”, 278. By permission from Taylor & Francis.

54 . . . ;. . .
For additional observations concerning how Knardahl’s interpretation espouses modernist performance val-
ues, see Volioti, “Reinventing Grieg’s Folk Modernism”, 279-280 and 285.

>®> The dynamic stress appears to be produced by attacking the note and pressing into the keys, not attacking
and immediately clipping the note.

> My use of this term draws from Dodson’s explanation and application of analytical terminology for metrical
phenomena in performance. See Dodson, “Metrical Dissonance”, 63-64.
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rhythm a more prominent feeling of descent or staying low with the body, since the energy is
channelled more into effectuating down-stroke gestures rather than inducing a springy metric
pulse.

By contrast, in Ingfrid Nyhus’s 2007 recording a different oscillating pattern of rising and fall-
ing becomes apparent as a result of emphasising the second beat (40% of cluster 2) and also
blurring the metric pulse with other idiomatic gestures. Her performance starts with an anacru-
sis and the metric stress falls audibly on the second beat thus effectuating a displacement of
the notated metrical layer (Figure 5). Nyhus also varies the articulation of the displaced metric
accent. While the down-stroke action of the second beat in bars 3 and 5 is bold and decisive in
bars 4 and 6 it is given a more staccato touch, and, hence, the metric pulse oscillates with more
lift or bounce at these points. In addition, at bars 4 and 6 there is an audible leaning into the
slurred quavers (corresponding to the third beat); a lingering gesture which gives more empha-
sis to this beat and potentially blurs the precise downbeat of the displaced metric layer (Figure
5). The effect of this metrical dissonance in Nyhus’s performance, however, is more supple and
less harsh than that noted for Knardahl’s performance at these places in the music. Overall, the
gualitative character of Nyhus’s metre in these opening bars has more swing and bounce than
in Knardahl’s performance, befitting the leaping elevations characteristic of the springar dance.
(Another plausible perceptual scenario contributing to the springy quality of the metric pulse at
bars 3 and 5 is that the scotch-snap rhythm which follows the heavy downbeat immediately
counterbalances the feeling of descent in the opposite, upward, direction. The 3/4 pulse at
these bars could be experienced as having a down-stroke phase which lasts for one beat and a
rising phase which lasts for two beats. The dotted arrow at bars 3 and 5 in Figure 5 denotes this
putative rising sensation starting with the scotch-snap and continuing over the next beat).”” In
the liner notes accompanying her CD Ingfrid Nyhus claims to have based her interpretation on
the 2001 re-scoring of the dance and on transcriptions of Hardanger fiddle recordings of two
prominent propagators of the Telemark tradition; Knut and Johannes Dahle.*® Notwithstanding
obvious differences in instrumental sound, listening to the opening bars from Johannes Dahle’s
recording of the same piece59 reveals a striking resemblance between fiddler and pianist in the
characterisation of the metric scheme. By swinging the metre around the middle beat, there-
fore, this young Norwegian pianist seeks to approximate the folk tradition.

> Listener tests, involving different groups of listeners, with and without knowledge of the Hardanger fiddle
tradition, would be desirable in corroborating the salience of these explorative observations and/or revealing
additional perceptual possibilities. Furthermore, and in the context of forming and/or informing a perfor-
mance interpretation, the empirical-phenomenological framework explored here may also provide a valuable
creative resource for the performer who is approaching this repertoire for the first time.

*% See liner notes accompanying Simax PSC 1287 CD (2007), 11-12. For further discussion of Ingfrid Nyhus’s per-
formance and stylistic features of Johannes Dahle’s playing from his 1953 recording, see Volioti , “Reinvent-
ing Grieg’s Folk Modernism”, 269-270, 281, 292-293.

> Musikk-Husets Forlag 2642-CD, reissued 1993 (originally recorded 1953).
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Figure 5. Comparison of qualitative character of springar metre in the opening bars of Knar-
dahl’s and Ingfrid Nyhus’s recordings of op. 72 no. 2. Score excerpt adapted from Edvard Grieg:
Norwegische Bauernténze, Slatter Op. 72 (Munich: Henle Verlag, 1994). By permission from G.

Henle Verlag, Munich, Germany (www.henle.com).

Hakon Austbg’s interpretation also reveals a springy, swinging metric pulse consistent with
higher levels of the lengthened second beat (57% of cluster 2) than other pianists in the sample.
However, his idiomatic metre, as already discussed elsewhere,® has a different gualitative
character than Ingfrid Nyhus's: a notable feature of the opening six bars is an overall lighter,
crisp staccato action for articulating the metric stresses which denote a displaced layer, thus
effectuating an even more uplifted, lingering bucolic dance.

While the interpretative causes behind Ingfrid Nyhus’s and Austbg@’s performances can be
more closely allied to recent authenticity debates than the recordings of Norwegian pianists
dating from, or near, the middle of the twentieth century, the empirical trend shown in Figure 4
conceals another tension. Authenticity discourses have not infiltrated to the same extent the
styles of Norwegian pianists whose recordings date from the last couple of decades of the
twentieth century. Even though Braaten, Ngkleberg and Gimse also have knowledge of the im-
portance of a folk-inspired performance style for Grieg’s Sldtter these pianists do not demon-
strate a strongly idiomatic style and, hence, their closeness to the folk tradition is more evident-
ly elaborated in their oral or written discourses.®® In order to extend my observations concern-
ing stylistic change in the performance of Grieg’s op. 72, | now turn to findings from the analysis
of another dance in the set; a gangar.

(ii) ‘Tussebrureferda pd Vossevangen’ op. 72 no. 14

This evocative piece narrates the goblin’s bridal procession at Vossevangen. The opening quasi
improvisatory introduction most likely depicts a serene mountainscape, and subsequently the
gradually intensifying and decaying walking gangar rhythm personifies the little forest gnomes

60 Volioti, “Reinventing Grieg’s Folk Modernism”, 280, 284.
® Volioti, “Reinventing Grieg’s Folk Modernism”, 286-289.
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who appear from the distance, get closer, pass by and eventually disappear.®” Effectuating a
sense of distance is, after all, a common landscape device in Grieg’s piano music, as can be not-
ed in other popular pieces depicting festive wedding processions including Wedding Day at
Troldhaugen op. 65 no. 6 and Norwegian Bridal Procession op. 19 no. 2.

From the analysis of the timing data of this sample of recordings | am interested in evidence
for unequal beat durations, akin to an idiomatic gangar, and their qualitative character in per-
formance. As a starting point, a cursory look at the beat tempo standard deviations (SD) in this
sample reveals that only certain recordings, dating from the last decade of the twentieth centu-
ry and the first decade of the twenty-first century, yield higher values (Figure 6). These are the
performances of Ngkleberg (1993), Austbg (2006) and Ingfrid Nyhus (2007). A higher SD poten-
tially indicates greater internal variability in the temporal unfolding of a performance, such as
an uneven beat structure due to localised rubato. This is briefly illustrated in Figure 6 with a
comparison between Riefling’s profile (exhibiting the lowest SD in the sample) and the profiles
of Nyhus, Ngkleberg and Austbg (showing the highest SD values in the sample). Internal varia-
bility in performance (and a higher SD value) can, of course, arise from articulating structural
boundaries with greater temporal depth, such as prolonging beat durations at the beginning or
end of phrases. Such gestures, however, may be attributes of a regular rather than irregular
metric-rhythmic structure. The timing data, therefore, were supplemented with listening ob-
servations for identifying which performances accommodate an idiomatic gangar due to irregu-
lar beat stresses and unequal durations which are not supplied by Grieg’s score.

Mean tempo (bpm) SD
Riefling 1950 217 23.18
Lagesen 1967 224 27.21
Knardahl 1977 222 25.36
Ngkleberg 1978 230 35.44
Bekkelund 1980 209 27.48
McCabe 1980 198 36.87
Ngkleberg 1988 201 32.57
Ngkleberg 1993 207 51.32
Braaten 1993 195 36.61
Oppitz 1993 201 26.79
Andsnes 1998 212 25.43
Gimse 2001 199 33.07
Austbg 2006 231 69.68
Nyhus 2007 230 43.36

Figure 6. Mean and standard deviation values for recordings of op. 72 no. 14. Beat tempo pro-
files illustrating level of internal temporal variability in relation to highlighted SD values.®?

62 Ngkleberg, Einar Steen. On Stage with Grieg: Interpreting his Piano Music, transl. William H. Halverson
(Bloomington: Indiana University Press, 1992), 384-385.

% The Norwegian pianists in this sample are Riefling, Lagesen, Knardahl, Bekkelund, Ngkleberg, Braaten,
Andsnes, Gimse, Austbg and Ingfrid Nyhus.
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As an example of a performance which does not incorporate an idiomatic swinging metre,
Robert Riefling’s 1950 recording establishes the gangar rhythm in bars 3-15 with a regular 2-in-
a bar pulse and downbeat metric accents which are audible at recurring 2-bar intervals (i.e., the
beginning of bars 4, 6, 8, 10, 12 and 14). In his recording, the opening thematic material is clear-
ly articulated with a steady rhythmic flow as the dynamic momentum builds purposefully to-
wards the forte of bars 12-13. Tapping one’s hand or foot to the quaver movement of this per-
formance confirms both the steady rhythms and Riefling’s very forward-moving tempo (aver-
age beat tempo across bars 3-15 is 224 bpm) which is lacking in any exaggerated localised ruba-
to. This may be corroborated from Riefling’s beat tempo profile in Figure 7a which reflects in-
creasingly shallower boundaries for the 2-bar grouping strategy: the marking of the metric
boundary at the beginning of bar 6 entails a drop of 64 bpm, at bars 8, 10 and 12 a dip of 41
bpm, while at bar 14 a fall of 23 bpm. These gestures are consistent with what one hears in the
performance; a temporally driven, gradually intensifying 12-bar phrase.

In Riefling’s performance the placing of downbeat metric accents across bars 3-15 is, on the
whole, packed within a tight metric-rhythmic framework. By contrast, in Ngkleberg’s 1993 re-
cording the characterisation of the downbeat metric stress has a more elastic quality. Although
the opening gangar theme also has a clear 2-in-a-bar feel, Ngkleberg takes the performance at
a slower tempo (average beat tempo across bar 3-15 is 203 bpm) and differentiates more clear-
ly the upbeat gesture (i.e., two demisemiquavers and a semiquaver of the last quaver beat in
bar 3 and similar bar types) from the proceeding downbeat gesture (i.e., the crotchet in bar 4
and similar bar types). The upbeat is executed crisply but with slightly more leaning into the
semiquaver at the end, thus prolonging, or stretching, the upward trajectory of the rising ges-
ture just before the agogic placing of the downbeat. It is this anticipation created by the trudge
upwards before rolling onto the strong beat that gives the metric accent its elastic release®
(Figure 7b). An inspection of the relative durations of these upbeat and downbeat gestures
which makeup the recurring metric stress across bars 3-15 in the performances of Riefling and
Ngkleberg potentially corroborates this perceptual scenario. As can be seen from Figure 7b
(black circular markings), in Ngkleberg’s performance the upbeat gesture is consistently more
elongated (although to a lesser degree just prior to bar 6) than in Riefling’s performance. The
average difference between the relative duration of the upbeat and downbeat gesture is 3.4
times greater in Ngkleberg’s performance than in Riefling’s.®® In addition, and whereas Riefling
maintains a less fluctuating profile of beat durations, Ngkleberg repeatedly articulates the end
of the metric 2-bar unit (corresponding to the middle of bars 5, 7, 9, 11, 13 and 15) with greater
temporal depth by lingering slightly longer on the acciaccatura-embellished third quaver beat
(Figure 7b, yellow arrows). Overall, in Ngkleberg’s performance the elastic potential of the met-
ric downbeat at the start of the recurring 2-bar unit and the subtle hesitation at the end give
the gangar rhythm a more lingering character than Riefling’s rigid quaver pulse.

A supple rising-falling metric gesture and a gently swaying tempo befitting the walking gan-
gar are performance features which highlight aspects of the changing conception of the gangar
rhythm between mid and late twentieth century pianists who sound more idiomatic than the
rest in the sample. Similar to the springar dance, however, the notion of an idiomatic style for
this gangar conceals a range of interpretative options for performance.

® This corresponds to the second timing principle from Table 1; a note may be lengthened to heighten the im-
pact of the note that follows.

 As already noted previously, such empirical observations invite further listening tests to corroborate their
perceptual salience.
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Figure 7 a. Beat tempo profiles of Riefling and Ngkleberg, op. 72 no. 14 bars 4-15.

Figure 7 b. Comparison of relative beat durations for Riefling and Ngkleberg, op. 72 no. 14 bars
4-15. Score adapted from Edvard Grieg: Norwegische Bauerntdnze, Op. 72. By permission from
Henle Verlag.

In her recording Ingfrid Nyhus brings out the upper voices in the right hand in the opening
bars of the gangar theme (from bar 4 onwards) by giving them more tenuto, thus creating a
sustained ringing tone reminiscent of the resonating timbre of the Hardanger fiddle (Figure 8,

106



International Musicological Conference, Athens 18-20 January 2013

red markings).?® Gentle counter-stresses are audible on the quaver which is joined to the semi-
quaver triplet (Figure 8, black marking), especially in bar 10 where Nyhus swings the tempo
from that note ever so delicately bringing out an unexpected antimetrical hesitation.

Figure 8. Gangar op. 72 no. 14 bars 3-5. Score reproduced by permission from Henle Verlag.

Nyhus’s interpretation of the first section of the gangar, on the whole, has a more subdued
and mellow sound quality than either Austbg or Ngkleberg, thus portraying a performance aes-
thetic which not only effectuates the sense of distance implied in the opening section but also
appears to convey more potently the dreamy, fairy-tale setting associated with this dance. A
notable difference between Nyhus and the other two pianists is in the dynamic shaping of the
first 15 bars of the gangar theme. Whereas both Austbg and Ngkleberg keep pushing forward
the dynamic momentum by gradually increasing the loudness throughout this section, Ingfrid
Nyhus holds back the implied crescendo at bar 8 with an audible dip in both tempo and dynam-
ics, marking instead a lowering in the musical register with a gesture which approximates a sot-
to voce effect at this point in the music. In this way, Nyhus’s forte at bars 12-13 does not reach
guite the same tumultuous intensity as can be heard in the other two performances.

Another feature contributing to an idiomatic gangar is the execution of the hemiola rhythms
in the second thematic section of the piece (bars 16-37). Austbg’s recording provides a distinc-
tive example of an angular counterpoint between the 3/4 and 6/8 metre. From bar 16 onwards
the gangar is cast again in a tranquil piano setting. Yet, the docile 2-in-a-bar pulse is unnerving-
ly inflected as Austbg abruptly rushes the entry of the fifth quaver (or third crotchet) in bars 17,
19 and 21. This performance gesture is clearly reflected in the pattern of relative beat durations
shown in Figure 9 (dotted black markings). In Austbg’s profile, depicted in green, the fourth
guaver beat (corresponding to the second dotted crotchet chord in the left hand) is considera-
bly shortened because the fifth quaver (corresponding to the G sharp in the melody) is given
greater metric emphasis and, hence, poignancy. With this piquant upbeat gesture, the gangar
metre acquires a quirky swing in Austbg’s performance. By contrast Ingfrid Nyhus does not
bring out these hemiola rhythms with the same rigour as Austbg, maintaining instead a more
even sounding duple metre throughout this section.

% This pianist claims, after all, that her interpretation is based on Hardanger fiddle recordings, hence the ten-
dency to emulate the polyphonic textures of the instrument.
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Figure 9. Relative beat durations for Austbg and Ingfrid Nyhus, op. 72 no. 14 bars 16-22.
Score reproduced by permission from Henle Verlag.

The passage from bars 32-37 (Figure 10) also lends itself to an irregular beat structure, espe-
cially in Austb@’s recording. Across these bars the up-stroke gesture corresponding to the demi-
semiquavers-semiquaver rhythm is audibly snappy and abrupt, the triplet chords, which sway
the harmony through secondary dominant relations over the ostinato dominant pedal, are giv-
en unequal stresses, and thus the gangar pulse swings, overall, more erratically.
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Figure 10. Op. 72 no. 14 bars 32-35. Score reproduced by permission from Henle Verlag.

‘Authentic’ rhythmic gesture and the performativity of cultural identity

The analysis of two Sldtter dances reveals that in recent years there has been a tendency to-
wards a more idiomatic interpretation of Grieg’s op. 72; a finding which is compatible with au-
thenticity discourses and campaigns seeking to re-claim the work’s ‘proper’ origins. The Norwe-
gian pianists who approximate an authentic performance style introduce elements which are
not supplied by Grieg’s text but appear to have their sources in the folk tradition. However, as
the empirical observations have demonstrated, there is no single strategy for achieving irregu-
lar and idiomatic sldtter rhythms: Austbg’s ‘authentic’ interpretation of the gangar or springar
sounds and feels different from that of Ingfrid Nyhus or Ngkleberg. The discourses of some of
these pianists vividly illustrate with sensitivity and insight the malleability of attaining an idio-
matic style. As Hakon Austbg@ expressed it when speaking about performing Grieg’s op. 72:
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“[...] | feel there is definitely a double filter operating in Grieg’s Slgtter. [...] The text is not
enough for interpreting the Sldtter. The sound and the original features of the Hardanger
fiddle are important too. One has to go to these sources and listen to the Hardanger sound.
This sound is so rich, complex and different from the piano that it forces us to think critically
about where this music came from.[...] When | recorded ‘Jon Vestafes Springdans’ | had to
make choices. In the recording | try to respect both the text and the original-the authentic—
version. [...] The idea of the re-barring is more about an intuitive feeling of the rhythmic flow
of the music rather than a literal execution. [...] | guess this swing in the metre is a difficult
feature to perceive and its interpretation varies.[...] With the gangar in 6/8...well, this is
never a regular rhythm on the fiddle. See, here...[pianist plays passage from ‘Tussebrurefer-

da pé Vossevangen’ corresponding to bars 31-37]... don’t play these chords equally but

more freely with a swing”.?’

Concerning his endeavours to approximate an idiomatic style, Einar Steen Ngkleberg truth-
fully exposes some of the challenges of his encounter with the folk tradition:

“I simply could not understand the rhythm.®® The fiddlers were keeping time by stomping

their right foot, but how could this stomping help them when the beats were always une-

ven? [...] Their rhythms seemed totally different from those in my score”.*

As these accounts, together with the findings of my study, highlight, the ingredients of an al-
legedly authentic style cannot easily be modelled on a single musical template because the no-
tion of ‘musical material’ prompting authentic performance practice inevitably implicates mul-
tiple components as well as variable modes of experiencing them: Grieg’s text, the sound of the
Hardanger fiddle as it is played today, Hardanger fiddle recordings by key exponents of the Tel-
emark tradition, such as those used by Ingfrid Nyhus, and, of course, a visceral understanding of
the idiomatic rhythmic gestures that are integral to this genre as pianists’ discourses illustrate.
Moreover, as embodied and intuitive feeling, the performance of idiomatic metric-rhythmic
elements appears to lie beyond the literal reading of any source. The Norwegian folk tradition
could thus be seen to draw individual performers (and listeners) to participate with their own
cultural imperatives and artistic insights too. In this light, the search for this music’s ‘proper’
origins and an understanding of the authentic folk material(s) undoubtedly implicates multiple
subjectivities. The double filter which exists between the fiddle tradition and the piano supplies
a script, not a canonical text, for musical (and cultural) performance, thus functioning as a crea-
tive reservoir which expands interpretative options for this repertoire and its experience.

Finally | will conclude by briefly considering some broader ramifications of the function of
rhythmic gesture as a material of national cultural identity. In the context of the constructed
and discursive-linguistic nature of Norwegian nationalism,’® ‘musical-national material’ takes on
symbolic and potentially rather noumenal connotations. But in the context of actual perfor-
mance, ‘musical-national material’ acquires a physical and corporeal existence. (This would also
hold true for linguistic practice: the symbolic versus the physical manifestation of a language’s
phonemes as utterances performed in real-life speech.) The findings of the current study
prompt me to propose a functional elision between the symbolic and the corporeal levels of
signification of rhythmic gesture. Gesture in Grieg’s op. 72 appears to have a hybrid role as a
constituent of national-cultural identity in musical performance, serving both a symbolic func-

& Excerpt from interview with the author, 27 October 2008.

68 . . g . .
Referring here to the idiomatic springar.

6 Ngkleberg, On Stage with Grieg, 354.

7% with particular reference here to the fact that Grieg’s musical nationalism was grounded in the language de-
bate. See, for example, Kleiberg, “Grieg’s Slatter”.
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tion, such as co-ordinating a sense of identity on a national and even supra-national level,
whilst also becoming manifest as a variable physical utterance in specific performance contexts.
One plausible mechanism by which gesture may function across both the symbolic and corpo-
real domains could be metaphorical mapping. As Ole Kihl proposes, gesture is a way of under-
standing music as a semiotic system, but the ‘sound-to-gesture’ pairing remains generic and is
only ever fully instantiated at the embodied level of musical expression.”* In Grieg’s Slgtter the
mixed genre status potentially enhances the fluidity, or openness, of the ‘sound-to-gesture-to-
embodied meaning’ chain. Since the piano idiom refers to, rather than reproduces exactly, the
physical/gestural world of Hardanger fiddle sldtter, in semiotic terms the relationship between
musical content and performance expression is not fixed: it may be indexical if the performed
piano rhythms reproduce the fiddle rhythms, as for example in certain instances in Ingfrid Ny-
hus’s or Austbg’s recordings, or it may be symbolic in a rather abstract sense whereby piano
performance alludes to, but is not directly motivated by, the Hardanger fiddle, as for example in
the recordings of other Norwegian pianists who do not sound very idiomatic. In this repertoire,
therefore, gesture’s fluid metaphorical basis gives access to dynamic, imagistic modes of em-
bodied experience relating to national cultural identity which are grounded in a range of ex-
pressive possibilities in musical performance.

Discography of op. 72 no. 2 and no. 14.

Andsnes Leif Ove. EMI Classics 7243 5 56541 20; recorded 1998.

Austbg, Hakon. Brilliant Classics 93516/13; recorded 2006.

Bekkelund, Kjell. Deutsche Grammophon 2538 089; recorded ca. 1980.*

Braaten, Geir-Henning. Victoria VCD 19033; recorded 1993.

Foldes, Andor. Mercury MG 10136; recorded ca. 1950.*

Gimse, Havard. NAIM CD 059; recorded 2001.

Knardahl, Eva. BIS -CD-1626/28; recorded 1977.

Lagesen, Ruth. SONET SLPS 1408; recorded ca. 1967.*

McCabe, John. RCA Gold Seal GL 25329; recorded 1980.*

Mourao, Isabel. VOXBOX CDX 5097; produced 1993 (digital re-master from analog tapes
recorded 1971).

Nyhus, Ingfrid Breie. Simax PSC 1287; recorded 2007.

Oppitz, Gerhard. BMG/RCA 82876 60391-2; recorded 1993.

Reynolds, Sylvia. Connoiseur Society CD 4231; recorded 1999.

Riefling, Robert. Simax PSC 1809; produced 1992 (original: Musica SK 15 517 [CTPX 16
896], recorded 1950.)

Steen-Ngkleberg, Einar. Caprice CAP 1153; recorded 1978.*

Steen-Ngkleberg, Einar. Simax PSC 1040; recorded 1988.

Steen-Ngkleberg, Einar. Naxos 8 550884; recorded 1993.

(* Transfer from LP provided by kind permission of the Norwegian Institute of Recorded Sound,
University of Stavanger.)
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& Kihl, Ole. “The Semiotic Gesture”, in New Perspectives on Music and Gesture, ed. Anthony Gritten and Elaine
King (Farnham, Surrey: Ashgate, 2011), 123-129.
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Representing the Nation
Some Observations on Musical Allegories and their Ingredients

Stefan Schmidl

Austrian Academy of Sciences, Vienna
Stefan.Schmidl@oeaw.ac.at)

Abstract. It was Jacques Lacan who specified an ever-present authoritarian formative in human psyche which gen-
erates feelings of lack and desire in the subject and in that constitutes norms and identity. Lacan called this forma-
tive the “Big Other”. The Big Other takes shape as various symbolic orders. One of the most influential of these
orders is the phantasm of the nation, of a national community which is self-reflexive — it exists only as long as it is
believed in (to take up Slavoj Zizek’s notice’). This belief is entrusted in the care of discursive instruments and
forms which are of widespread use — if nothing else, music is such a device and for this reason is worthy of closer
consideration.

In the following | will focus on a particular aspect of this conjunction which is the allegoric representation of na-
tions in music. In doing so | will use a methodical approach Lawrence Zbikowski has suggested with his conceptual
blending.” Laid therein is the regard of a piece of music in its interplay with its inscriptions, subscriptions, mottoes,
in short: to take serious the components of music that are traditionally adjudged by hermeneutic musicology as
being naive or random elements of program music, hence to neglect. But quite contrary to this assumption these
details should be considered essential as they let come into existence a cognitive interaction of literal and musical
portions, in this case the allegoric conception of nations in music.

Musical Allegories and their Rhetoric

As a basic principle allegories are ambiguous® for a precise layer is set into relation to an ab-
stract one.” The most common forming of such allegory is personification with its indicative im-
plements like requisites, emblematic devices and attributes. This incarnation of allegory can be
found first and foremost in visual and plastic arts in which it became important as a campaign
mode of 19" century’s nation building. Analogous, there were produced plenty of symphonic
works which are structured in almost the same manner as they can be divided into precise, pre-
discursive layers and abstract ones (representations of particular nations).

In essence, there are two rhetorical devices that are noticeable in musical allegories of na-
tions: metonymy (which substitutes effect for cause, the produced for the producer etc.) and
synecdoche (which puts a part for the whole). Both tropes interlace in musical allegories. It is,
for example, a metonymy in the first instance when certain musical instruments and their col-
ors are used as signifiers for their human players and in succession for a nation. Such happens
for instance in Ernest Bloch’s Helvetia (1929) that is started by a horn-call. Another example is
the use of carillons as iconic signifiers of Belgium (this was done in two First World War-
Compositions, Finnish Erkki Melartin’s Impressions de Belgique (1915) and in Edward Elgar’s Ca-
rillon (1914).

Furthermore, it is metonymic-synecdochic when supposed folkloristic idioms are employed
to represent their human makers. Take Pycb (Russ; 1864), Mily Balakirev’s second ouverture on

! Zizek, Slavoj Mehr-GenieRen. Lacan in der Populirkultur (Vienna: Turia & Kant, 1997), 91.

? Zbikowski, Lawrence M. Conceptualizing Music. Cognitive Structure, Theory, and Analysis (New York: Oxford
University Press, 2002), 77-95.

3 Kohl, Katrin, Metapher (Stuttgart, Weimar: Metzler, 2007), 87.

4 Kohl, Metapher, 88.
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russian” themes (that is to say imagined diatonic modes°) or take Bloch’s Israel (1916), a sym-
phony which comes up with allusions to Jewish synagogue-singing traditions as well as instru-
mental practices® like the Shofar-Call’ to evoke the utopia of a Zionist nation (as a musical alle-
gory Bloch’s Israel has to be seen in the light of a series of emblems and insignia that antedated
the actual founding of the state of Israel®). Folkloristic elements are likewise used in Cemal Resit
Rey’s Tiirkiye (1973). Here some specific instruments like the Kemence, but moreover local var-
iants of the folk dance Zeybek are used to imagine national community as a union of “tribes” of
same ancestry.

Folklore also played a role in musical allegories of Soviet republics which mostly were writ-
ten — curiously enough — after 1945, when the so called “korenizacija”®, the Soviet cultural poli-
cy of funding and enhancing the Union’s “autonomous” national republics, was abandoned long
ago in favor of a rigorous russificiation. Of course never explicitly secessionist, these allegories
nevertheless presented local idioms as identity building features and obeyed the doctrines of
Socialist Realism at the same time. See Lydia Auster’s Eestimaa (Estonia, 1945), Ghazaros Sar-
yan’s Armenia (1966), Dmitry Smolski’s besapyce (White Russia, 1968) or Fikret Amirov’s Azer-
baijan (1950).

Aside from such dramaturgies folkloristic idioms are often linked in musical allegories of na-
tions with textual evocations of the would-be archaic (which, needless to say, serve as legitima-
tions of national presence). For this compare Petko Staynov’s Tpakus (Trakija, 1937), in which
antique Thrace is presented as an antecessor to modern Bulgaria. An indicative counter-
example of this is Douglas Lilburn’s Aotearoa (1940). Although Lilburn used as a title the Maori
name for New Zealand (land of the long white cloud), he drew on European symphonic para-
digms of the pastoral rather than to Maori music — he did the same in his other two allegories
of New Zealand Landfall in Unknown Seas (1944) and A Song of Islands (1946), by the way.

Emblems

Aside from folklore national anthems suggest themselves as crucial devices of musical allego-
ries. This is the case in Austria by Richard Strauss, written in 1929 based on lyrics by Austrian
poet Anton Wildgans, intended to create a new national anthem of the Republic after former
entries turned out unsuccessful.’® But Strauss went far beyond the norms of national anthems
and wrote Austria for orchestra and chorus, enlarging it to a symphonic allegory of an ideal
Austria, complete with rich instrumental details he applied to illustrate the economic and ideo-
logical qualities that were postulated as being “Austrian” over and over in the First Republic. So
there is a “Wildbach” (a torrent) represented through harps and thirty-second notes, there are
alpine smelteries symbolized in Appoggiaturas in the flutes and blows from fabric’s hammers
expressed through staccatos.'' But the most significant element of Austria is the interpolation
of a particular anthem that enters with the words “Immer noch bliht das Lied” (Still there blos-

> Taruskin, Richard, “Nationalism “, in The New Grove Dictionary of Music and Musicians, ed. Stanley Sadie, 2nd
ed. (London: Macmillan Publishers Limited, 2001), Vol. 17, 698.

6 Bloch, A. W. Binder “Symphony ,Israel“”, in The Musical Quaterly. Vol. XXXVIII, No. 4, October 1952, 647-651.

7 Binder 1952. 649.

8 Shindler, Colin, “Israel. The Zionist Experiment®, in: Histories of Nations. How Their Identities Were Forged,
ed. Peter Furtado (London: Thames & Hudson, 2012), 297.

° Hoppe, Bert Geschichte Russlands (Stuttgart: Theiss, 2009), 132.

19 etter by Anton Wildgans to Richard Strauss, Feb. 19" 1929, guoted in: Wajemann Heiner Die Chorkomposi-
tionen von Richard Strauss (Tutzing:Schneider, 1986), 164.

1 Wajemann, Chorkompositionen, 166.
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soms the song):*? This is the so called “Volkshymne” by Joseph Haydn which was a highly con-
troversial subject at that time for it was claimed by many to be installed again as an official an-
them of Austria (which happened in the very same year Strauss composed Austria). In using the
“Volkshymne” the composer tried to amalgamate the old anthem’s popularity with his new al-
legoric musical effort.

‘

Less spotlighted is the Rule Britannia in Alexander Campbell Mackenzie’s ,,Nautical Overture’
Britannia (1894), in which the emblem is introduced in a much more ,organic” way than in Aus-
tria and never outlives it welcome (Ex.1). Quite contrary to this in this most allegories that fea-
ture national anthems these emblems are inserted as capstones. Edward Elgar did so with the
Polish anthem, the Mazurek Dgbrowskiego, in his Polonia (1916), as well as George Enescu with
the Romanian Royal anthem Trdiascd Regele in his otherwise nostalgic Poéme roumaine
(1898),"® not to forget Jean Sibelius and his series of historic tableaux Karelia (1893) which ends
with a monumental arrangement of Maame, the Finnish anthem, signifying Vanhan Suomen
liittdminen jdlleen Suomen ruhtinaskuntaan (which is the reincorporation of Karelia into The
Grand Duchy of Finland of 1811).

TFow ohpfe £

N_innsa

Ex.1 Rule Britannia in Alexander Campbell Mackenzie's Britannia (1894)

Territorial references

Spatial evocations (like in Sibelius’s Karelia) epitomize aspects of musical allegories of nations
that are seldom considered, but do play a bigger role than generally assumed, sometimes with
surprisingly contradictory implications. Alfredo Casella’s Italia (1909) may instance for this. In
his orchestral rhapsody Casella interpolated a couple of folk songs which he identified explicitly
in the preface of the score. Contrary to what one would expect from the title /talia a mapping
of these songs results in an imaginative space only of South Italy (with Denza’s Funiculi, Funicu-
la as a signifier for Naples; Ill. 1). Neither does Isaac Albéniz’ famous cycle of piano pieces Iberia
(1905-08) suggests a totality of the lberian Peninsula, but contents itself with Andalusia and
the Comunidad de Madrid (lll. 2). Same arises out of a mapping of Hamilton Harty’s Irish Sym-
phony (1904) which features only coordinates in catholic Northern Ireland.

12 Wajemann, Chorkompositionen, 166.
B Lucian Ghisa, “The Romanian Symphonic Poem in the First Decade of the 20th Century”, Journal of Science
and Arts. Supplement No. 1 (12), 2010, 40.
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Ill. 1: Topographies in Alfredo Casellas Italia (1909)
Ill. 2: Topographies in Isaac Albéniz’ Iberia (1905—-08)

Synecdoche or secession? Of course, such playing with partial geographies can also spring
from ironic vagaries like in Vincent d’Indy’s Helvétia (1882), in which Switzerland isn’t allego-
rized through its usual, Lisztian associative Iandscape,14 the Vierwaldstattersee (lIll. 3), but
through three waltzes named after three lesser known Swiss towns (Laufenburg, Schinznach
and Aarau; lll. 4).

Ill. 3 Swiss Topographies in Franz Liszts Années de pélerinage | (1855)

Ill. 4: Swiss Topographies in Vincent d’Indy’s Helvétia (1882)

But this is an exception that proves the rule. As matter of course spatial evocations in alle-
goric music is a good deal more likely to serve touristic purposes than deconstructive ones:
Thus happens in Robert Allworth’s Australia (1974), in which the listener is offered a whole se-
ries of famous sites of the continent, just like in a Baedeker. In comparison to such blatant mu-
sical travel guides Frederick Delius’ A Song of High Hills must considered a single effort in an

' piatti, Barbara Die Geographie der Literatur. Schauplatze, Handlzungsraume, Raunmphantasien (Géttingen:
Wallstein, 2008), 191.
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national allegory from a touristic perspective. In that he tried to image Norway’s verticalness by
expanding the compass of orchestral and vocal forces’ the latter wordless.™

Conclusion

Imagined communities (as Benedict Anderson has called them accurately in his famous study)
are dependent on discursive devices. Such is music, especially when it features textual inscrip-
tions, signifying idioms, forms and emblems that invite the listener pragmatically16 toread it as
tropical, as allegory. Deciphering music in that way allows fantasizing about the symbolic order
of the nation: its ethnicity, its territorial coordinates, its overall alleged qualities. It is the per-
suasive nature of music that these otherwise obvious figments become easily accessible. In the

light of these risky distributive capacities of music one has to agree with Zizek who came to rea-

son that you should “never trust music”."’
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' Quoted from DVD The Pervert's Guide to Cinema (2006).
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Abstract. This paper points to the contribution of the music associations to the dissemination of art music among
the lower social strata in nineteenth-century Greece, focusing on the music associations of Athens and Piraeus, the
capital and the biggest port of the newly-established state respectively. Written sources, especially the daily press,
the constitutions and the reports of the proceedings of the music associations in that period, make evident the
necessity of making art music accessible to people. The music associations contributed to the musical education of
the lower classes by organizing concerts and giving music lessons. The paper presents the kinds of music cultivat-
ed by the lower social strata and the reasons these were considered appropriate. The objective of the paper is to
show that the above-mentioned activity of the music associations is part of a social demand of the time, according
to which art music would be able to contribute to the moral cultivation of the working-class people, providing
them at the same time with a means of livelihood.

Introduction

The first Greek music societies were established in the lonian islands during the first half of the
19™ century, before these islands were annexed to the Greek state. The most prevalent exam-
ple is the Philarmoniki Etairia Kerkyras (Corfu Philharmonic Society), which was founded in
1840 and served as a model for the other music societies in continental Greece, since it was
founded at least 30 years earlier.

During the same period, the establishment of the Etairia ton Oraion Tehnon (Society of the
Fine Arts) (1844) is the most important among the few efforts for establishing music societies in
Greece. The society was a short-lived one and included music and the fine arts."

The last three decades of the nineteenth century mark the second wave of establishing mu-
sic societies in Greece with the foundation of many such societies. Many other societies are al-
so founded in all civic centres, so that the Greek press speaks about syllogomania (society-
mania) and omilomania (association-mania). These associations cover a wide spectrum of in-
terests, with the associations of a scientific or educational character exceeding in number. 2
This paper emphasizes on the music associations of this particular period examining the associ-
ations of Athens and Piraeus and, specifically, those who contributed to the dissemination of
the music to the people.

The music associations which are mostly recorded to have best contributed to the dissemi-
nation of art music to the people in the era examined are:

! About this society and some other minor ones, see Barbaki, Maria The first music societies of Athens and
Piraeus and their contribution to music education (1871-1909), PhD diss., (Athens: National and Kapodistri-
an University of Athens, 2009), 23-25 (in Greek).

2 Barbaki, The first music societies, 43, 71-75.
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Association Name Year o.f
foundation
Mousikos kai Dramatikos Syllogos (Music and Drama Association) 1871
Philarmoniki Etairia “Euterpi” (“Euterpe” Philharmonic Society) 1871
Mousikos Syllogos “Orpheus” (“Orpheus” Music Association) 1879
Philarmoniki Etairia Athinon (Athens Philharmonic Society) 1888
Omilos Philomouson (Music-lovers’ Society) 1892
Mousiki Etairia Athinon (Athens Music Society) 1897
Athinaiki Mandolinata (Athens Mandolinata) 1900
Mousiki Etairia ‘Melpomeni’ (‘Melpomeni’ Music Society) 1871
Omilos Philomouson Piraios (Piraeus Music-lovers’ Society) 1892
Piraikos Syndesmos (Piraeus Association) 1894

Music societies and the provision of free music education

Introducing music to the people is one of the objectives of most Greek music societies at the
time. Music associations try to satisfy the demand for the spread of music to the people by two
means, first by offering free or low cost music education and secondly by organizing popular
concerts with a low price ticket. The first demand, i.e. offering free or low cost music education,
is declared in many of the societies’ constitutions.® Even if free education was not always
achievable for all, many music societies, mainly in their early life, offer free or low cost music
education for some music lessons. An example of the music associations’ intention to offer free
education can be seen in the article number one of the first three constitutions of the Athens
Philharmonic Society.” In the fourth constitution of the Athens Philharmonic Society, written in
1894, free education is not declared anymore. Instead, the association declares that it has or-
ganized its music schools in such a way that they can be accessible to all social classes due to
low prices.” For the same reason the society offered free music lessons to 40 girls and 40 boys.”®

In the “Euterpe” Philharmonic Society free singing lessons were taught to the female pupils of
primary schools, as well as to destitute pupils of ecclesiastical music. Without fee, the society
provided to the pupils the necessary instruments, as well as handwritten and printed music.’
Moreover, Spyros Bekatoros vyields the information that the society had established night
schools where the young were taught for free®

The intention of the music societies to offer education to the lower social strata is also con-

firmed by the reports of the proceedings of some of them. One example is found in the pro-
ceedings of the Athens Philharmonic Society, where the society justifies its popular character

* Barbaki, The first music societies, 119.

% Regulation of the Athens Philharmonic Society (Athens: S.K. Vlastos, 1889) (in Greek).Constitution of the Ath-
ens Philharmonic Society (Athens: Anestis Konstandinidis, 1889) (in Greek). Constitution of the Athens Phil-
harmonic Society, under the protection of Her Royal Highness, Princess Sophia (Athens: Anestis Kon-
standinidis, 1892). (in Greek).

> Constitution of the Athens Philharmonic Society, under the protection of Her Royal Highness, Princess Sophia.

6 Efimeris newspaper 16 October 1894, 30 December 1894. (in Greek).

7 Efimeris 6 September 1874.

® Bekatoros, Spyros A fundamental theory of European music (Athens: Dionysios Efstratios press, 1904), 163 (in
Greek), Efimeris 6 September 1874.
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by providing music lessons not only to the wealthy, but also to the poorer and by organizing
9
concerts.

The associations under consideration had the Corfu Philharmonic Society as a model, where
in some cases participation in a music ensemble provided destitute pupils not only with music
knowledge, but with elementary general education, too. An announcement by the society, pub-
lished in the official journal of the lonian State and dated 15 November 1840, calls for young
people to join it, adding that it will offer lessons to anyone that cannot read or write.*

The music lessons which young people from low strata were being taught were vocal music
and wind and plucked string instruments in order to form choir, wind band and plucked string
band ensembles. As a result, a lot of popular choirs and bands were constituted in 19th—century
Greece.

Their members were, on the one hand, professional musicians, mainly musicians for the mili-
tary, and orphanage graduates; on the other hand, they were students of the music societies,
coming from different professional backgrounds, including public servants, artists, students and
even clergymen. However, they mainly came from the working class. Music lessons took place
during evening hours, after people had finished their work. Apart from training in choral singing
and playing musical instruments, participants were sometimes taught the basic rules of music
theory. In some cases, in exchange for the free music training, these students had the obliga-
tion to entertain the citizens on Sundays and celebrations.

The 19™ century choir movement for the people and the case of Greece

Throughout Western-Europe, church choirs had long been a source of music education for
many young people. At the same time, a great number of choral societies of secular music,
many members of which belonged to the lower classes, marked the music culture of 18" and
19th-century Europe and America. In the industrial area of Yorkshire, for example, sources re-
veal that up t0o1890, when regional music life reached its zenith, there was a minimum of 350-
400 choral societies with 350-450 members each. Regarding this particular area, Russel points
out that choral singing gave great pleasure to millions of people of lower social classes.!! Nine-
teenth-century Paris is another example of how choral societies aimed at extending the prac-
tice of singing among the working classes.'? The rich choir tradition in Germany is well-known in
Greece. Timotheos Xanthopoulos, who had attended music classes in Vienna, in an article writ-
ten by him in the Akropolis newspaper, regards singing as the first and most important part of
musical training. For this reason, he proposes the formation of a choral music society based on
the model of the European and especially the German ones, since in Germany every factory had
its own choral society (‘Gesangverein’).?

All over Europe, the working-class choir schools included mostly male choirs, since the pres-
ence of women in the public sphere was limited; this was particularly true for women of the
lower class. By contrast, men from lower social strata participate widely in the formation of
choirs. The presence of women in lower strata choirs is also reported as limited in Greece, too.

° Athens Philharmonic Society. Report of the proceedings from 1 June 1893 to 31 December 1894 (Athens: Es-
tia, 1895), 4 (in Greek).

1% Motsenigos, Spyros Modern Greek Music (Athens, 1958),151 (in Greek).

! Russell, David The Popular Musical Societies of the Yorkshire Textile District, 1850-1914: A Study of the Rela-
tionship Between Music and Society, PhD diss. (York: University of York, 1979), 1, 48-51, 104-106, 176-177,
187.

12 pj Grazia, Donna Marie Concert Societies in Paris and Their Choral Repertoires c. 1828-1880, PhD diss.
(Washington University, 1993), 124.

3 Akropolis newspaper, 8 December 1888 (in Greek).
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Concerning their age and their professional activities, there is limited information in the Greek
sources; yet, the lowest age limit mentioned in sources is 9 years, while the highest age limit is
not specified.

One reason for the massive participation of lower social classes in the formation of choirs
was the introduction of vocal music teaching into public education in highly populated Europe-
an cities during the early 19th century; this was combined with a simultaneous decrease in the
number of church choirs by the end of the century, as a consequence of secularization. '* Fur-
thermore, the participation of the lower social strata in music ensembles was reinforced by the
middle class, since, through this participation, the upper classes could control the political be-
havior of the lower ones. On their part, through their participation in choral music societies,
members of lower social classes demanded to be recognized as members of the bourgeoisie.™
According to Hobsbawm, another explanation for the participation of the petit bourgeois in
choral societies is the move of the population to the cities, which resulted in the loss of rural
civilization, an aspect of which is folk singing. To adapt to the new circumstances imposed by
life in the city, people created many societies for their own self-improvement or self-training
and participated in choral societies and workmen bands, thus replacing the abandoned tradi-
tional forms of music.®

The spread of the choir movement in 19" century Greece cannot be compared with corre-
sponding movements in big cities in Europe and America, given the different level of music de-
velopment and the lack of the social and political background, described above, which gave im-
petus to the choir movements in those countries. Mutatis mutandis, several music ensembles
of amateurs emerge during that period."

After the collaboration of the Athens Conservatory with the Orfanotrofio Hatzikosta (Hat-
zikostas Orphanage), a separate singing class was created in the Athens Conservatory in March
1873, comprised of 80 boarders of the orphanage, who formed a choir under the instruction
and direction of Jullius Ennig.18

Another choir which consisted of young workers was a choir named Horodia techniton kai
viomichanon (Choir of Craftsmen and Industrialists). The choir was created in 1889 in Athens
under the aegis of the Music and Drama Association.'® A similar choir will be created again in
the Athens Conservatory at the beginning of the 20" century under the new direction of the
Conservatory held by Georgios Nazos, since 1891.° Music teaching was free of charge for the
students of the above mentioned school. The same was applied by several music associations

¥ For the introduction of vocal music in education, see Butt, John “Choral music”, in the Cambridge History of
Nineteenth-Century Music, ed. Jim Samson (Cambridge: Cambridge University Press, 2002), 215-221, Russell,
“The Popular Musical Societies”, 121-128.

1 Harrison, Carol The Bourgeois Citizen in Nineteenth-Century France. Gender, Sociability and the Uses of Emu-
lation (New York: Oxford University Press, 2003), 191, 209-221.

'® Hobsbawm, Eric J. The Age of Capital 1848-1875, transl. Dimosthenis Kourtovic (Athens: The National Bank
of Greece Cultural Foundation, 2006), 449.

1 Barbaki, The first music societies , 210.

18 Report on the administration of the Georgios and Aikaterini Hatzikostas Orphanage in the year 1874 (Athens:
Lakonia, 1875), 15 (in Greek).

' Music and Drama Association. Report of the proceedings from 1 January 1889 to 31 December 1890 (Athens:
Anestis Konstandinidis, 1891), 11 (in Greek). Yiannitsiotis stresses that the term “industrialist” for many dec-
ades was referring to a multitude of professional activities such as artisans, workers, also including land
workers. Yiannitsiotis, loannis The making of the middle class in Piraeus 1860-1909”, PhD diss. (Athens: Na-
tional and Kapodistrian University of Athens, 2001), 47, 86-87 (in Greek).

20 Regulation of the Athens Conservatory (Music section) (Athens: P.D. Sakellariou, 1902), articles num. 1, 2, 10,
11 (in Greek). See announcements for the amateur school at Embros newspaper 29 August 1902, 23 August
1907 (in Greek).
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to gifted destitute pupils. However, Georgios Nazos supports in an interview given to Asty
newspaper that free teaching and popular conservatories have nothing to do with the devel-
opment of a genuine artistic feeling.”* On the other hand, Nazos was strongly criticized for his
point of view.

Another popular singing school choir was that of Music-lovers’ Society, which was created
immediately after the Olympic Games of 1896. The aim of the school was the teaching of the
theory of music and the formation of a choir. Lavrentios Kamilieris was the director of the
school and music lessons were free of charge.”” Music-lovers’ Society was dissolved after a
short life, but the choir continued its activity in 1898 under the aegis of a new association
named Athens Music Society having the same director.”® None of the choir pupils had previous
musical training.24 From 1899 onwards, Themistoklis Polikratis was the teacher of the choir.

One of the most well-known choirs of the time was that of the evening-school of the Piraeus
Association, which was founded in 1894 and was reorganized in 1902. This association has been
the largest music society of Piraeus until today.25 The Laiki Chorodia (People's Choir) of the As-
sociation gave its first public concert in 1895. The choir broke up in 1897, because of the Greek-
Turkish war and reassembled in 1902.%°

Many reports we have for these choirs mentioned, confirm the popular origin of their mem-
bers, as well as their lack of music knowledge. Regarding the pedagogical method used for
learning choral music and given the lack of music knowledge, we can conclude that it was based
more on the listening ability and practice through repetition. At the same time the members of
choirs were taught elementary knowledge of music reading.

Wind band and plucked instrument ensembles in the music societies

Many music societies also formed bands of wind instruments. One of the most well-known mu-
sic bands in Athens was the Hatzikostas Orphanage band, supported by the Athens Conservato-
ry. The institution had a band of 30 boarders, formed in 1874, after the collaboration of the
Athens Conservatory with the institution’s board of directors. This collaboration ended in 1876,
during which period the pupils were taught inside the orphanage, and was taken up again in
1891. The teaching of this musical group was assigned to the Bavarian musician, Georg
Gaidemberger, assisted by his compatriot, Franz Emken. Except for those, Panagiotis Aktipis,
also taught in the orphanage.”’

2 Asty newspaper 27 July 1890 (in Greek) in: Drosinis, Georgios Complete works, vol 10 (Athens: Association
for the dissemination of useful books, 2002), 456. (in Greek). See also Asty 30-31 May 1893.

*? Efimeris 20 August 1896, 24 October 1896, 25 October 1896, 26 October 1896.

2 See for example announcements for student enrollments at Embros 8-26 September 1901, 4 January 1902, 3-
9 February 1902, Efimeris 12-16 January 1898.

** Xronopoulos, Antonios, Choirs. The polyphonic song in Greece (1843-1988) (Athens, 1988), 28 (in Greek).
References to the number and social origin of the students at the newspapers Embros 16 March 1901,
Efimeris 15 January 1898, 3 October 1900, 11 October 1900, 17 October 1900 and Agon 1 June 1901 (in
Greek).

> An article in Sfera newspaper, 16 June 1903 (in Greek) describes the society as, “academy of the people,
where those who desire superior instruction, theoretical and practical, craftsmen and workmen, use the
evening hours, which otherwise would be spent in a way harmful for their health and their wallet, in order to
enrich their knowledge and to improve their technique”.

?® Kalogeropoulos, Takis. “Avramiades. ” Dictionary of Greek Music, vol. 1 (Athens: Giallelis, 1998) (in Greek),
Bekatoros, 168, Yiannitsiotis, 233, Embros 23 June 1902, Sfera 16 June 1903.

7 Report on the administration of the Georgios and Aikaterini Chatzikosta Orphanage in the year 1874 ( Ath-
ens: Lakonia, 1875), 15 (in Greek). Details on music teaching in this ensemble can be found in: Barbaki, Maria
““Music companies”, wind orchestras in late 19" century Athens’, Polyphonia 6 (2005), 7-34. (in Greek).
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The Mousikos thiasos techniton kai viomichanon (Band of Craftsmen and Industrialists) was
another band made up of young workers, also supported by the Athens Conservatory. The band
was created after the attraction of a great number of pupils from the working classes, as a re-
sult of the successful performances of the Hatzikostas Orphanage band.®®The establishment of
the ensemble was held in the Conservatory during the academic year 1876-1877 and was justi-
fied by the conviction of the members of the board that in order to effectively cultivate the mu-
sic feeling in Greece, the spread of music teaching into the working classes was needed.?

During the short-lived collaboration between the Athens Conservatory and the “Parnassos”
Literary Society a music band was established in the 1880s consisted of pupils of the Scholi
Aporon Paidon “Parnassou” (School of Destitute Boys of the “Parnassos” Literary Society. By
the end of 1884, the agreement between the Conservatory and the “Parnassos” society ended
and the latter became responsible for the school band, which was under the direction of the
Georg Gaidemberger. *°

The Athens Philharmonic Society also undertook the foundation of a school of band instru-
ments. The school had two preparatory sections under the direction of Nazaro Serao. The writ-
ten reports about the appearance of the band are dated since 1889. The members of the band
had military discipline, according to a proceeding report of the society. A large part of the in-
struments was granted by the “Parnassos” Literary Society band that had been dissolved and
the Ministry of Military.*" The Corfu Philharmonic Society band served as a model for this band,
as mentioned above, according to the written reports of the society.*” The band of the society
took over the organization of the music events of the Olympic Games in 1896, taking the lead of
a music ensemble consisting of about 200 instruments, something unique for the time.*®

Another wind band instrument was that of the Athens Music Society. The school of the band
started in October 1901 with the evening school of choir under Kamilieris direction.*® The socie-
ty had already had a band since 1898. The director of the band was Vincenzo de Mei. In its en-
try for the Athens Music Society’s band, Vovolinis’ dictionary mentions that one of the society’s
objectives was to spread music to the people through the formation of a band which would
give open-air concerts.*

In Piraeus, the music school of the “Melpomeni” Music Society was active during the 1870’s.
The school started its lessons in 1871 counting 12 pupils. The number of the people, coming

*® Motsenigos, Spyros Modern Greek Music, 319.

% Music and Drama Association. Report of the proceedings from 1 January 1876 to 31 December 1877 (Athens:
Andreas Koromilas, 1877), 7 (in Greek). Further details in: Barbaki, “Music companies”, 7-34.

% Music and Drama Association. Report of the proceedings from 1 July 1877 to 30 June 1880 (Athens: Andreas
Koromilas, 1880), 8 (in Greek), Vovolinis, Konstandinos, Chronicle of “Parnassos” (1865-1950) (Athens: Par-
nassos Literary Society, 1951), 137, 150 (in Greek), Barbaki, ““Music companies”, 7-34.

3t Athens Philharmonic Society term A’. Report of the Two-Year Administration Board for 1889 and 1890 as Giv-
en in a Society Meeting on 6 January 1891 by S. Spathis, President of the Society, (Athens: S.K. Vlastos, 1891),
9 (in Greek), Efimeris 8 April 1889, 27 May 1891.

32 Athens Philharmonic Society term A'. Report of the Two-Year Administration Board. 8.

** Romanou, Katy, Maria Barbaki and Fotis Mousoulidis Greek Music at the Olympic Games and the Olympiades
(1858-1896) (Athens: General Secretariat for the Olympic Games, 2004) (in Greek).

** On the pretext of the exams of the Mousiki Etairia Athinon choir, Agon newspaper, June 1, 1901, praises the
efforts of the students and the director, Lavrentios Kamilieris, on account of the young men achieving “coor-
dination” of voice into a common, harmonious singing after just six months‘ efforts, while before that were
characterized as “stiff and uncultivated”. Xronopoulos, Choirs, 28, mentions that none of the 50 students se-
lected by Kamilieris had received a musical education and characteristically recounts his recurring advice to
the examinees: “Clamare non est candare” (shouting is not singing).

» Vovolinis, Spyros and Konstandinos “Viomichaniki Epitheorisi”, The Great Greek Biographical Dictionary (Ath-
ens 1958), Vol. 1 (in Greek).
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mainly from the working class, was gradually increased. The pupils were obliged to play on
Sundays and on feast days in exchange of having free lessons.®

Another band was that of the Piraeus Association. The first director of the band in the 19" cen-
tury was Spyros Kaisaris, teacher of brass instruments in 1895. The band consisted of 25 in-
struments and made its appearances in Pasalimani and at Piraeus squares at a time when the
Piraeus Philharmonic was about to dissolve, thus restoring the public image of the city.>’

A plucked string instruments ensemble was that of the Athens Mandolinata, which was
founded in 1900 and was active for many years in the 20t century. An article written in Em-
bros newspaper reflects the preference of lower classes of the time for plucked string music
instruments, stressing that the association aims to disseminate the music feeling to the people
promoting guitar and mandolin that are considered appropriate for this goal. They are much
cheaper and easy to learn, according to the paper, than piano or violin.*®

Arguments about the usefulness of art music to the lower social strata

The idea of giving concerts for the people either in the open-air or in concert halls is strongly
put forward in the Greek press. Athenian newspaper Efimeris points that, apart from free music
education, a priority for many music societies was to organize concerts for the people with a
low admission ticket, in order to spread music to the people.*® Nikos Spandonis, a journalist of
another Athenian newspaper called Embros, claims that the term ‘popular concert’ is related
not only to the price of the ticket, which must be affordable, but also to the type of music,
which is intended for untrained ears. He also remarks upon the inconvenience caused to work-
ing classes by the existing concert halls; this was due to their luxury, on the one hand, and their
distance from the people’s homes, on the other. In order to overcome these and other similar
problems, he proposes a series of six measures, the most interesting of which are: a brief de-
scription of the music pieces to be performed; the use of primary-school classes as concert
venues; and offering ticket proceeds to the Church.*

As a result of the free of charge music lessons for the people of lower strata and the organiza-
tion of concerts with a low ticket, people were encouraged to participate actively in many mu-
sic events either as musicians or as audience. Official reports of the music societies reflect their
intention to organize popular concerts. An example is a proceeding of the Athens Philharmonic
Society. In this document the society points out that its popular character is expressed by or-
ganizing concerts. Similarly, the constitutions of “Orfeus” Music Society and Athens Philarmonic
Society schedule the organization of popular concerts with a cheap ticket for petit bourgeois,
similar to these of Europe. The same is expressed in the constitutions of the Athens Philhar-
monic Society and Music-lovers’ Society.

The music used to be a leisure activity for workers. The concept of free time, one of the
products of modernity, is formed along with the urban development and the rise of the middle
class, mainly in the 19" century. Having free time presupposed having a job, with public holi-
days defining the time of people’s entertainment. In this context, some entertainment clubs
were deemed appropriate and some were not. Cafés and cabarets, “the two scourges of work-

* Kambouroglou, Pandoleon History of Piraeus from 1883 to 1882 (Athens: “o Asmodaios”, 1883), 43 (in
Greek), Sapounaki-Drakaki, Lidia “Working Class Education in Piraeus in the 19th Century. Ta Istorika 6
(1986), 387-415 (in Greek), Historical Archives of the Municipality of Piraeus, Folder 1878 A (in Greek).

*” Embros 13 March 1905.

*® Embros 5 March 1909.

* Efimeris 23 February 1893.

*© Embros 4 December 1900.
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ing-class society” were singled out as places where young apprentices could be led astray, as
Weissbach remarks.** The concert hall, on the other hand, was considered a weapon in the so-
cial battle against the immorality of music halls and similar places of entertainment, which were
frequented by people from the lower social classes. The music societies’ contribution to the or-
ganization of concerts was decisive. Thodoros Hatzipantazis gives emphasis on the will for at-
tracting these young from the lower classes in European music, given that most members of
these classes were restricted to the Café aman.*

Except for concerts, another argument for attracting young people to music societies was that
their members could spend some of their free time there, enjoying themselves through learn-
ing music instead of damaging their health and their finances with harmful activities. The writ-
ten reports about the contribution of music to the regeneration of the people are very fre-
guent. Such reports are found in the constitutions and other documents of many music socie-
ties, as well as in the daily press. ** This was an important reason why young people were en-
couraged to participate in music societies, not only in 19th-century Greece, but also in other Eu-
ropean countries.*

This concept of moral improvement through music, without, however, being connected to
the poor, has its origins in antiquity and can be traced, among others, in texts by ancient Greek
philosophers, especially Plato and Aristotle. The central idea emerging from their texts is that
music has the power to improve the character of the listeners and turn them into good citizens.
This view pervades European tradition, which has shown a strong interest for the ancient Greek
culture since the Middle Ages. Greek intellectuals often appeal to the authority of the ancient
Greeks in order to strengthen their view on the role music can play in shaping people’s morals.
A typical example is the one of Mousikos Syllogos ‘Appolon’ (‘Appolo’ Music Society). The aim of
this society, as presented in a daily newspaper, was the education of Greek people and the re-
finement of Greek culture through music, in imitation of the ancient Greeks, who regarded mu-
sic as a means of education rather than mere entertainment.* In 1821, the humanist scholar
Adamantios Korais (1748-1833) published his edition of Aristotle’s Politika (Politics). In the Pro-

" Lee Shai Weissbach, ‘The Jewish Elite and the Children of the Poor: Jewish Apprenticeship Programs in Nine-
teenth-Century France’, 136.

** Hatzipantazis, Thodoros The vaudeville, vol. A’, 3d ed. (Athens: Estia ABfva, Eotia: 2002), 69 (in Greek).

*In a document by the Corfu Philharmonic Society, dated 4 August 1854, the society thanks the administration
of the island for its financial aid and highlights the beneficial effects of music on morals, stressing that young
poor people would otherwise be giving into debauchery and disrupting society. See Dimitrios Kapadochos,
Corfu Theatre in Middle 19" Century (Athens: Kato Garouniotes of Athens Society, 1991), 112-113 (in Greek).
There are many similar references to the cases examined too: An article in the Estia magazine, 30 March
1880 (in Greek), describes an orphan child of the Hatzikosta Orphanage that had turned over a new leaf even
though he was considered a ‘lost’ case with the then-existing pedagogical methods. In another article written
in Embros newspaper, 5 March 1909 regarding the Athens Mandolinata, its author claims that the occupation
of the pupils with music deters them from the harmless habit of hanging out in ill reputed centres of amuse-
ment. See also Athens Philharmonic Society term A’. Report of the Two-Year Administration Board for 1889
and 1890 as Given in a Society Meeting on 6 January 1891 by S. Spathis, President of the Society, (Athens: S.K.
Vlastos, 1891), 8 (in Greek), Efimeris 3 June 1878, 21 October 1891, 27 May 1891, 1 February 1892, 23 Febru-
ary 1893 the Akropolis 8 December 1888, Agon 1 June 1901.

* As highlighted by a French music association, the members of a music society can find real enjoyment in it
through music, instead of seeking entertainment in taverns, where they damage their health and empty their
wallet: Harrison, The Bourgeois Citizen in Nineteenth-Century France, 212, 123-156, Katharine Ellis, ‘The
Structures of Musical Life’, in The Cambridge History of Nineteenth-century Music, ed. Jim Samson (Cam-
bridge: Cambridge University Press, 2002), 365.

* Embros 16 August 1903.
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legomena (Preface), he stresses the role of music in shaping people’s ethos and goes on to rec-
ommend the use of musical instruments, suggesting some that are not very expensive.*®

Apart from its contribution to the improvement of character, music also offered lower clas-
ses an opportunity to get a job. Articles in the press and announcements of music societies of-
ten promote this dimension of music education.*’ It is evident from several written resources
that many choir and, mainly band members did eventually make a career in the music profes-
sion, as music teachers at public schools, or, more often, at military bands.*®

Conclusion

From the above reports and the aforementioned analysis, the interest of the music associations
for the dissemination of art music in the popular strata can be inferred. This interest can be par-
tially explained by the widely accepted view of the period for the contribution of the music ed-
ucation to the character formation for the lower social strata. These views pervade all 19" cen-
tury educational systems, with their intensively moralizing character, resulting to the im-
portance of the music lesson in these systems. Nevertheless, despite its moralizing character
and the views about music towards this aim, the role of music is limited in the Greek education
system. As Stavrou remarks, the Greek education is pervaded by the following contradiction:
The role of music in the formation of personality is stressed, while its position in education is
never substantial.*® Thus, given that school education did not aim at the dissemination of art
music to the people, we can deduce that the efforts of the music associations described in this
article did not come to an end.

Maria Barbaki holds a PhD from the Music Department of the National and Kapodistrian University of Athens. Her
PhD dissertation, entitled ‘Oi protoi mousikoi syllogoi tis Athinas kai tou Peiraia kai | symvoli tous sti mousiki
paideia (1871-1909) [The first music societies in Athens and Piraeus and their contribution in music education
(1871-1909)]’, was financed by the Greek State Scholarships Foundation. She holds university degrees from both
the Philology and the Music Studies departments of the National and Kapodistrian University of Athens. She also
holds degrees in Piano, Fugue and Byzantine Music from various conservatories of Athens. She is a coauthor of the
book | elliniki mousiki stous Olympiakous Agones kai stis Olympiades (1858-1896) [Greek Music at the Olympic
Games and the Olympiades (1858-1896)]. Her published articles are focused on the history of music education in
Greece. She works as a head teacher in primary education. Her main research interests are Greek music education
and musical life in nineteenth-century Greece.

*® politis, Alexis The Romantic Years. Ideology and Mentality in Greece Between 1830-1880 (Athens: Mnimon,
2003), 97 (in Greek).

¥ see for example an announcement by the Municipality of Piraeus, dated 4 June 1871, which is found at the
Historical Archives of the Municipality of Piraeus, Folder 1873 A. The same announcement can be seen in Pal-
igenessia newspaper 14 June 1871 (in Greek). See also, Georgios and Aikaterini Hatzikostas Orphanage 1874
Annual Review (Athens: Lakonia, 1875), 14 (in Greek), Efimeris 14 April 1880, 2 March 1892.

8 Efimeris 25 February 1879, 21 April 1879, 14 April 1880, 31 March 1886, 20 October 1887, Vovolinis, Chroni-
cle of “Parnassos”, 156-157.

* Stavrou, Giannis Music teaching in Primary and Nursery Schools of Greece (1830-2007) (Athens: Gutenberg,
2009), 114-115 (in Greek).
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“Aria in idioma Greco” or
Pending the Greek-speaking singers

Kostas Kardamis
lonian University
kardamis@ionio.gr

Abstract. The earliest known aria in Greek was heard in Corfu in January 1827, was composed by Nikolaos Hal-
ikiopoulos Mantzaros and -predictably enough- was entitled Aria Greca. It was performed by an Italian singer dur-
ing her beneficial night and its characteristic was that in its score the Greek verses were written with letters of the
Latin alphabet, in order to facilitate the soloist. Until recently it was believed that the aforementioned composition
was a unicum and that the absence of professional Greek-speaking singers (especially those of the “fair sex”) was a
factor that prevented the composition of vocal works of the operatic genre in Greek language. Nonetheless, the
last few years research revealed several references to arias and other brief works of operatic character “in Greek
idiom”, both original and translations of standard repertory works. Most of these compositions were once more
performed during beneficial performances or charity galas. The paper will attempt to investigate the archival ref-
erences and the works themselves (were available), will raise some questions regarding the practical use of such
compositions from the Italian singers perspective, and will commend on the need for works related to the operatic
genre in Greek in the lonian theatres of the British Administration especially in a period, during which even the
slightest reference to the Greek language was considered an emblem of national (self)determination.

In February 1827 the governmental newspaper of the lonian Islands published an unusually de-
tailed review regarding the beneficial performance of Elisabetta Pinotti, the primadonna of Cor-
fu’s Nobile Teatro di San Giacomo.! The author of this report presented two works by the
Corfiot composer Nikolaos Halikiopoulos Mantzaros,? one cantata in Italian entitled Minerva
nell’ isola di Corfti and an aria in Greek. The latter was especially commended and it was ob-
served that the singer “conquered the interest of the spectators, not so much due to the pro-
nunciation of a language totally unknown to her, but due to the sweet sensitivity, with which
she knows to combine the sonorous variety of her voice” and concluded with the following re-
mark: “We sincerely congratulate Mr Mantzaros and at the same time we beg him to offer us
more compositions in modern Greek language, a language that lends itself so nicely to be set to
music, and to be sure that his compatriots will acknowledge this [decision] and that they will
highly esteem him.”

The title of this work predictably enough was Aria Greca [Aria in Greek], musically beared all
the conventional characteristics of the current operatic music and its Greek verses were written
in Latin letters, in order to facilitate the singer (Picture 1). Aria Greca is the earliest known con-
cert aria that uses Greek language and that also proved in practical means that both the crea-
tion of compositions in Greek based on the “western musical cannon” conventions and the cre-
ation of Greek operas were both realistic aims. This seems to have been in the mind of the au-

! Gazzetta degli Stati Uniti delle Isole Jonie 425 (22.1/3.2.1827), 3. The article was spotted by George Leotsakos
(“Nikolaos Halikiopoulos Mantzaros (1795-1872): Gia ena mikro tou egkolpio...” [Nikolaos Halikiopoulos
Mantzaros (1795-1872): a brief handbook], Moussikologia, vol. 5-6 (1987), 228-271: 237-238 and com-
mented in Xanthoudakis, Haris “O poetes tes Aria Greca” [The poet of Aria Grecal, Moussikos Loghos, Vol. 7
(Summer 2006), 30-57.

2 Regarding Mantzaros, see Kardamis, Kostas “From popular to esoteric: Nikolaos Mantzaros and the develop-
ment of his career as composer”, Nineteenth-Century Music Review 8 (2011), 101-126.

126



International Musicological Conference, Athens 18-20 January 2013

thor of the aforementioned review, who-surprisingly enough- was not a Greek, but today has
been identified as the Italian exiled patriot, educator and man of letters Vincenzo Nannucci.?

Picture 1: The opening bars of the vocal part from Mantzaros’s Aria Greca. Greek
verses are written in latin letters (The Benaki Museum Archives, Athens).

Nannucci was a connoisseur of the Greek language and thus he supported the cause of the
use of Greek in art music’s compositions. Nannucci knew music and it is reported that he has
also been one of Mantzaros students.” Furthermore, there is strong evidence that Nannucci had
also been the author of Aria Greca’s lyrics, a possibility that gives to the aforementioned report
an ulterior motive. Nonetheless, Nannucci in this review underlined three major facts that
would repeatedly surface every time that there was a discussion regarding the creation of a
Greek opera, both as a work of art and as an establishment; the first was the lack of Greek
speaking singers (especially female ones), the second was the constant demand for musical
works in Greek by the audience and the third was the existence of Greek composers, as well as
poets and librettists, willing to create such works. These three factors seems to have converged
several times after Aria Greca, since the latter was not a unicum (as it has been considered until
recently), but the pivotal point for the creation of similar compositions in Greek.

The national connotation of a language and the importance of its use in music was not new
in the lonian Islands in 1827. Already since late 18th century musical echoes of the Enlighten-
ment and the French Revolution reached the lonian Islands. In 1797 the Republican French
themselves reached them as well, and they seem to have placed particular importance in the
further propagation of the lonians’ national identity. Music and language played an important
role towards this direction.

Greek demotic language (or at least the variety of this multifarious vernacular idiom that
was spoken in the Islands) had already been a distinctive emblem of national identity in the lo-
nian Islands and, strangely (but not unexpectedly), Republican French found there an already
existing genre of “national music”. That was the adaptation of Greek verses on French revolu-
tionary melodies, such as the Marseiliese or the Carmagnole.”

In this sense, the earliest species in lonian Islands of what can be described as “national mu-
sic” were directly related to the particular projection of “national language” as the most im-
portant and distinctive characteristic of a nation and its patriotism. It is indicative that in June
1798 the republican government of Corfu asked the citizens to compose “songs with alternative

* Xanthoudakis, “O poetes tes Aria Greca”.

* Kardamis, Kostas Nikolaos Halikiopoulos Mantzaros. ‘Enoteta mesa sten pollaploteta’ [‘Unity within multiplici-
ty’] (Corfu: Society for Corfiot Studies, 2008), 151.

> A detailed account in Kardamis, Kostas “Mousikoi apoechoi tis Gallikis Epanastasis sta Eptanisa” [Musical ech-
oes of the French Revolution in the lonian Islands], O Eranistes 26 (2007), 79—-104.
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verses in French and Greek according to the metre of the patriotic airs”,® in order to be sung in
the annual anniversary commemorating the arrival of the French. Some of these “Greek repub-
lican airs” also were sung as far as Constantinople’ and became well known among the fighters
of the war for the Greek Independence (1821-1831).

Republican French left the islands in 1799, but their practices and their aims remained
throughout the 19th—century. In this respect the use of Greek language was to play central role,
both politically and culturally; poetry had already proved vernacular language’s creative dynam-
ic [which was going to be culminated in the works of Dionyssios Solomos (1798-1857)], theatri-
cal performances in Greek were taking place in Corfu since 1817%(and soon this was going to be
common in the rest of the islands, especially among the dilettanti theatrical societies), transla-
tions of non-Greek literature and scientific books were offered in the Islands and translation’s
competitions were organized.

Regarding music, in 1820s the projection of Greek language was the distinctive characteristic
of salon music or choral compositions that were described as “national” and “patriotic”. De-
spite bearing Italian subtitles, such as “arie greche”, “arie nazionali” or “canzone greco”, these
compositions used Greek verse, mostly in the demotic Greek (not only in the indigenous ver-
nacular idiom, but also in other varieties of the Greek demotic). Given the political conditions
and the British regime in the Islands, the subjects of the poems could vary from purely patriotic
to standard “romantic” love themes. Regarding music itself, these compositions creatively as-
similated reminiscences of opera, urban popular music, military music and salon music practic-
es,” featuring this way a large variety of results in accordance to similar genres in the rest of Eu-
rope. Nonetheless, the absence of folkloric musical elements in these compositions did not de-
prive them from being considered “Greek” and “national”. All the above compositions became
extremely popular in urban salons, private concerts, as well as in the streets of the lonian Is-
lands.

Music in the theatres and the creation of opera was, however, a totally different thing. This
required not only a composer and a librettist, but also a trained (or at least, modest) operatic
troupe of Greek speaking singers. Composers and poets were already active in lonian Islands in
1820s, but the presence of Greek speaking professional or semi-professional singers remained a
problem, which had never been solved in its entity. All these “arie in idioma greco”, either be-
ing original works or translations from the standard repertory cannot be seen outside the social
and political endeavours of their time. This is why composers seem to have been waiting for
Greek-speaking singers, without neglecting the need for music “in idioma Greco”, both as an
aesthetic proposal and a social demand.

® General State Archives-The Corfu Archives, Republican French 2, 6/47 (29 Prairial VI) and Republican French
11, 32.

” Indicatively, Clogg, Richard “The ‘Dhidhaskalia Patriki’ (1798): an Orthodox Reaction to French Revolutionary
Propaganda”, Middle Eastern Studies /22 (5/1969), 87-115: 87.

8 A fact that was particularly commended by the local press; see, indicatively, Gazzetta Jonia 135 (25.1.1817), 1;
Gazzetta degli Stati Uniti delle Isole Jonie 374 (14/26.3.1825), 1; Gazzetta degli Stati Uniti delle Isole Jonie 411
(31.10/2.11.1825), 1; Gazzetta degli Stati Uniti delle Isole Jonie 418 (19/31.12.1825), 1 and Gazzetta degli
Stati Uniti delle Isole Jonie 425 (6/18.2.1826), 2.

° With these in mind it is of particular interest that already in 1819 while being in London the poet Andreas Kal-
vos had conceived a project “to match in a common composition Greek poetry and Italian music”, see Pap-
pas, Spiros N. “Andreas Kalvos. Agnosta stoiheia gia to filiko perivallon tou poieti kai gia tis scheseis tou me
kallitehnes tou Londinou kata tin periodo tis protis diamoni tou stin Agglia (1816-1820)” [Andreas Kalvos. Un-
known facts regarding the poet’s friendly acquaintances and his relations with London artists during his early
staying in England], Porfyras 147-148 (April-September 2013), 23-44: 25.
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As it is to be expected, lonian Islands were already experiencing their nationalistic awaking
and the coming of the 19th-century found them being, successively, an independent Greek state
under the protection of Russia, a Napoleonic satellite republic and, since 1815, an equally inde-
pendent state under British Protection. It was during the latter administration that the lonian
Islands experienced the post-Napoleonic social and national developments in Europe, the ex-
pectations deriving from the Greek Revolution on the opposite mainland, the 1831 European
revolutions and the 1848 “Springtime of the Peoples”, which also caused dramatic events on
the Islands themselves. lonian Islands were also a secure place for exiled Italian patriots, whose
presence was particularly augmented after the suppression of the 1831 and 1848 revolutionary
events.

The urban centres of the lonian Islands were also experiencing their national upheaval in a
moderate way compared to that of France and the German or the Italian states. This movement
took also social character, especially in the rural areas which encountered problems related to
agrarian issues. These problems were persisiting even after the annexation of the lonian Islands
to the Kingdom of Greece in 1864. However, the latter development was considered as the in-
evitable result of the region’s national self-determination. Moreover, under these conditions
the exiled Italians had every interest to support the use of the “Greek national language”, since
Italian and Greek radicalism had at that time parallel ways of mutual interests.

As it is to be expected, Greek language —and especially that of the common people— in all
these played a central role. In this respect the 1827 Aria Greca was important not because of its
verses (it was just an aria that thanked the Corfiots for their attendance), but above all because
the audience of Corfu’s theatre was ready —if not, demanded- to be thanked in the vernacular
Greek idiom. The performance of Metastasio’s Demefonte in Greek also in Corfu’s theatre just a
few weeks before Aria Greca during the annual charity gala' is, in this context, far from being
coincidental. Poetry and theatre had already demonstrated the creative abilities of vernacular
Greek and now music joined the cause. The political timing of Aria Greca’s presentation should
also be underlined; in January 1827 the Greek Revolution was in a critical point, Europe was
contemplating it with sympathy, the Great Powers were going to take important decisions, the
Corfiot noble loannis Capodistrias was going to be elected the first Governor of Greece and the
naval battle of Navarino was only nine months away. With these in mind, the use of Greek in an
emblem of the local administration (as it was the theatre of Corfu) through a discreet way
without any other national connotations than the language itself, is important.

Gazzetta’s report was indeed right by referring to the aptness of the demotic Greek for mu-
sical setting. The syllabic and metrical similarities between the Greek and the Italian are obvious
and greatly facilitated such an aim. Moreover, lonian poets were also using poetic forms and
metrical structures that were common in the rest of Europe and formed the core of the operat-
ic librettos. It is also important that Mantzaros and later his students made an early contribu-
tion to the local repertory by setting to music Italian poetry either by their compatriots or by
Italian poets. This fact contributed to the attainment of that critical experience in order to set
Greek poetry to music.

However, despite the promising beginning, Mantzaros corresponded to the exhortations of
the Gazzetta, not by composing operas in Greek, but by setting to music Greek poetry of sever-
al lonian poets for the use of the lonian Islands salons or the local choral ensembles. Later loni-
an composers, such as Pavlos Karrer (1829-1896), created numerous such contributions, as
well. Nonetheless, the basic factor for Mantzaros’s decision seems to have been the lack of
Greek-speaking singers and the fact that they were easier found among the local nobility and

19 Gazzetta degli Stati Uniti delle Isole Jonie 470 (18/30.12.1826), 2.
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high-bourgeois class or among the common people. Nonetheless, the former, despite being
taught music on a more or less systematic basis, considered their appearance on a theatrical
stage as a social degradation, and the latter did not have enough musical skills in order to form
an operatic troupe. It is indicative that in Zakynthos (Zante) as late as 1812 even the prospect of
an ltalian primadonna’s appearance caused several discussions.*? Moreover, it is very interest-
ing to mention that also in the urban choral ensembles during 1830s and 1840s there were
parts using Greek verses in the Latin alphabet,'? an observation that might indicate that on cer-
tain occasions non-Greek-speaking choristers must have joined them.

Mantzaros believed that the creation of art music in Greek language could be attained
through the salons and the streets of the lonian Islands, and not through the theatrical stages.
However, this had as a result the earliest full-scale opera by an lonian composer to be per-
formed in 1854 and it still used a libretto in Italian (Karrer’s, Isabella d’Aspeno). The first full-
scale opera in Greek language was O ypospifios [The Parliametary Candidate] by Spiridon Xyn-
das, which was performed in 1867. Nonetheless, vocal music in Greek language was to be heard
in the theatres of the lonian Islands several times in the years between, satisfying this way the
demand of the public and the creative needs of the composers. Since the scarcity of Greek-
speaking singers continued to be an obstacle, the will of the Italian singers to perform “in a lan-
guage totally unknown to them” played a decisive role for the creation of such works.

There are several references to such compositions that were performed during the four dec-
ades that elapsed between Aria Greca and The Parliamentary Candidate. A common feature of
these works is that they were presented during the beneficial performances of certain singers
(usually during late January or February of the season), continuing this way the “tradition” of
Aria Greca. Another characteristic is that most of them were composed by Spiridon Xyndas, the
future composer of The Parliamentary Candidate, a student of Mantzaros, the most important
songwriter in Greek language during 19"-century and in 1840 founder and teacher of the Corfu
Philharmonic Society.

Here are some of these works; In February 1843 the soprano Annetta Garofoli during her
beneficial night in San Giacomo theatre of Corfu sang a duet in Greek, which “stirred to the
souls of the audience such enthusiasm that she was obliged to repeat it”.® In the summer of
1844 in the same venue another soprano, Teresa Mazzoli, presented as part of her benefiziata
some compositions by Xyndas in Greek.'* Two years later, in 1846, the celebrated Carolina Sa-
batier-Unger on her way to Athens stopped in Corfu, where she gave some concerts, in one of
which she sang together with Xyndas, and she also performed an aria in Greek by the same
composer.™ It is of particular importance that one more exiled Italian patriot, Dr. Francesco
Orioli, reviewed that concert and remarked that Unger, “this adopted young daughter of
Greece ..., gave to her celestial notes a lineation in Greek dress, and spoke to the Muse of song,
not in her native language, but in an idiom, from which it is directly derived” and he particularly
underlined both the singer’s splendid Greek articulation and the audience’s enthusiastic recep-

" Holland Henry, Travels in the lonian Isles, Albania, Thessaly, Macedonia etc during the years 1812 and 1813, 2
vols (London: Longman, 1819), vol. 1, 36.

12 Such scores are held in the Music Archive of Spiros Motsenigos (National Library of Greece).

3 Gazzetta degli Stati Uniti delle Isole Jonie 635 (13/25.2.1843), 14. During the same night excerpts from Beli-
sario and L’elixir d’‘amore were also performed.

% papadopoulos, Thomas lonike Bibliografia [lonian Bibliography] (Athens, 1998), vol. |, 517, n. 2958.

> Gazzetta Uffiziale degli Stati Uniti delle Isole Jonie 71 (27.4 / 9.5.1846), 14-16. See also, “Una viaggiatrice all’
Oriente o la Signora Carolina Unger Sabatier”, Il florilegio 1/1-11 (30.4.1846), 15-16, “Nobile Teatro di San Gia-
como — Corfu: La sera del 6 Maggio 1846”, Il florilegio 1/111 (20.5.1846), 23-24 and “La bocca”, Il florilegio 1/1X
(20.7.1846), 70-71.
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tion.'® Later that year the “basso comico” of the Corfu troupe Giuseppe Scheggi not only per-
formed an extended operatic scene by Xyndas in Greek regarding the jealousness of an old
Greek peasant, but also appeared on the stage with the traditional costume of the local peas-
antry.”” The poet of this work was Antonios Manousos, who also showed an interest in the
folkloric collections and was going to be a collaborator of Pavlos Karrer. It is also a matter of
further research whether the two extended scenes by Xyndas depicting the peasantry of Corfu
that were presented in 1857 were performed exclusively by Greeks. In any case these brief
compositions constituted the core scenes of the 1867 Parliamentary Candidate.® In this re-
spect, it is also important that in December 1857 the baritone Luigi Bonafede during his benefi-
cial night in the Zakynthos opera house presented an “aria in Greek language that caused fanat-
icism”.* In 1860 Buonafede sang also an air in Greek in the Aegean Sea island of Syros during
his beneficiata wearing a “foustanela” (the dress of the irregular militia during the Greek Revo-
lution),”® a choice that was particularly observed both by the local press and the audience, and
that reveals certain tendencies in the operatic practices of 19th—century Greece. This is made
more explicit by the fact that in February 1860 again in the Zakynthos opera house the young
soprano Letizia Cristofani performed an aria in Greek wearing a “Greek dress”.”* With these in
mind, it comes as no surprise that in Kephalos theatre of Cephalonia in February 1883 the so-
prano Giulia Soarez performed in her benefiziata, not only excerpts from Faust, Un ballo in
maschera and Il Guarany, but also sang “in Greek and in Greek dress” a poem by Ch. Zalokostas
set to music by the troupe’s conductor, Nicosia.*?

Within the aforementioned attitudes one should also approach the fact that in February
1839 in Corfu during the beneficial night of the bass Giovanni Lauri, Carlotta Orlandini and the
Corfiot tenor Giovanni Comno performed the duet “Dunque io son, tu non m’ignammi” from
Rossini’s Barbiere in Greek.” Moreover, in June 1846 again in Corfu Xyndas and Nikolaos Ma-
kris (Xyndas’s collaborator in the endeavours for an opera in Greek) during a charity gala per-
formance sang in Greek a duet from Carlotta e Werther by Carlo Coccia.?* In 1853 Xyndas also
performed a duet in Greek (possibly of his own composition) with the English singer Charles
Braham, the son of the famous tenor John Braham.?’ It is also indicative that in December 1854
in Corfu the “buffo comico” Gaspare Pozzesi sang in his beneficial performance, among others,
the famous “Missipipi aria” from Rossini’s Pietra di Paragone in Greek.” Nonetheless, it is not
clear whether the excerpt of the patriotic opera Markos Botzaris by Frangiskos Domeneghinis

'® Gazzetta Uffiziale degli Stati Uniti delle Isole Jonie 71 (27.4 / 9.5.1846), 14-16: 15.

Y Gazzetta Uffiziale degli Stati Uniti delle Isole Jonie 103 (7/19.12.1846), 22-23.

18 According to the introductory remarks of the 1867 libreto of O ypopsifios [The Parliamentary Candidate]. Li-
bretto Collection of the Corfu Reading Society.

'® Sambanis, Konstantinos G. “I parastaseis operas sten Zakyntho apo to 1835 eos ten ensomatosi ton Eptan-
ison sto ‘Vasileion tes Ellados (1864). Meros B’” [Opera performances in Zante from 1835 until the lonian Is-
lands’ annexation to the ‘Kingdom of Greece’. Part Il], Polyphonia 22 (Spring 2013), 35-74: 47, citing articles
from Teatri, Arti e Letteratura and L’Arpa.

0 Sambanis, 47.

2 Sambanis, 57, citing Teatri, Arti e Letteratura, Vol. 73, n. 1823 (24.3.1860), 21.

2 Evangelatos, Spyros A. Istoria tou theatrou en Kefallenia (1600-1900) [History of the theatre in Cephalonia],
(Athens, 1970), 207-208.

23 «Teatrix», Teatri, Arti e Lettertura, Vol. 31, n. 787 (28.3.1839), p. 32-33. This duet was presented two years af-
ter the performance of the patriotic cantata by the Corfiot Antonios Liberalis (1814-1842) entitled L’orfano di
Sulli [The orphan of Sulli], which was sung by Antonietta Galzerani most likely in Italian. See, Niccolo Calichi-
opulo Manzaro, “Necrologia Biografica”, Album Jonio LI, Supplement (16.1.1842), 417-418.

% General State Archives-The Corfu Archives, lonian State 480, 98 and 99

> “Mr. Charles Braham”, The Musical World XXX1-45 (5.11.1853), p. 699-700.

%6 “Teatri e notizie diverse”, L’Italia Musicale VII-9 (31.1.1855), p. 36 kat “Teatri Stranieri”, La fama del 1855
XIV-10 (1.2.1855), p. 39-40.
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that was presented in Zakynthos in June 1849 has been performed by Italian singers. Its libret-
to, however, was in Greek and was written by Georgios Lagouidaras, a Zakynthian poet of Ital-
ian descent. It also remains to be confirmed whether the ‘farsa tragica’, probably by
Domeneghinis, that was presented in Zakynthos by the soprano Argentina Angelini during her
beneficial night in January 1852 was in Greek.”’

From all these, it is obvious that the need and the ability to compose operatic music in Greek
language was not a circumstantial choice, but on the contrary it was a continuous demand. On
the other hand the predilection of the singers to perform these arias “in idioma Greco” during
beneficial nights allows one more observation that is related to the day-to-day life of the era’s
operatic theatres. The singers were consciously exploiting the public demand for compositions
in Greek, the composer’s creative needs and the national momentum, in order to gain as much
acclaim and profit as possible. The two peaks of the aforementioned compositions, that is to
say the 1843-1846 period and the 1850s coincide with two important momenta of the lonian
Islands’ history. The first is the period just before the 1848 events and the further awaking of
the national self-determination, especially after the 1843 uprising in Athens that lead to a con-
stitutional monarchy in the Greek Kingdom. The second is the period immediately after the
long-awaited adoption of the Greek language as the official language of the lonian Government
and the substitution of the Italian, as well as the years preceding the Crimean War. At the very
end of this period was the annexation of the lonian Islands to the Greek Kingdom
(21.5/2.6.1864), which in the theatre of Zakynthos was enthusiastically heralded by the Italian
troupe singing in Greek the opening verses of the Hymn to the Liberty by Mantzaros/Solomos,*®
a work that since August 1865 has been acknowledged as the Greek National Anthem.

These conditions do not mean that there were no attempts to train capable Greek-speaking
singers in order to form a troupe. The most important initiative was taken in 1840 by the
founders of the Corfu Philharmonic Society, where already since its foundation there was a
singing class under Xyndas. However, this class comprised exclusively of male students of dif-
ferent age and social status.” Their appearance in several concerts, as well as their participa-
tion as choristers in the opera performances of Corfu’s theatre and elsewhere, prove the effec-
tiveness of the class.

Nonetheless, the training of female singers remained a problem; it is indicative that in Octo-
ber 1859 the Board of the Philharmonic decided to ask from the local government a permission
to deliver vocal lessons to the young girls of the Corfu’s Orphanage, a practice that bears simi-
larities to the initial stages of the Italian conservatories’ formulation. Among the reasoning of
this proposal,30 the Board stated that music “not only contributed to the moral formulation of
the heart, but also could offer help to indigent young people, who after their training could
provide an honourable way of life to themselves and their families.” Moreover, it was stated
that these benefits “could be expanded in the poor girls that have a natural inclination towards
the art and could be trained to be experienced singers, of whom we have such a great need.”*’

2 “Supplimento”, Teatri, Arti e Letteratura Vol 57, n. 1421 (11.3.1852), p.17-18. See, also, Sambanis, 37.

28 Sambanis, 72-73, citing La Fama 48 (1.12.1863) reporting the incidents in the theatre of Zante when the loni-
an Parliament voted in favour of the annexation to the Greek Kingdom.

2 Kardamis, Kostas Eksi meletes gia ti Filarmoniki Etaireia Kerkyras [Six essays for the Corfu Philharmonic Socie-
ty] (Corfu: Corfu Philharmonic Society, 2010) and related archival material in the Administrative Archive of
the Corfu Philharmonic Society (CPS/Ad).

0 CPS/Ad, Board’s Proceeding 7 (15.2.1859-28.5.1860), n. 50, 30.9.1859 and CPS/Ad, Correspondence 5
(22.10.1858-4.9.1871), n. 1743, 22.10.1859.

31 However, it is worth mentioning that lonian Islands, and Corfu in particular, was the birth place of the fa-
mous contralto Elena d’Angri (1824-1886), a singer of Neapolitan origin, who was trained in Italy and made
an international career [see Kousouris, Giorgos Elena Angri: Enas agnostos thrylos tou lyrikou theatrou [Elena
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Despite the tempting idea and the fact that the girls would be again under the guidance of Xyn-
das, the local government seems to have evaded answering this issue.

With these in mind, the distribution of the 1867 Parliamentary Candidate’s premiere is un-
conventional, if one approaches it through the operatic conventions of the time, but perfectly
justifiable, if one approaches it through the conditions in the lonian Islands. This earliest oper-
atic work in Greek calls for five male and just one female singers. It is also indicative that in its
premiere both the librettist loannis Rinopoulos and the composer sang, and that the female
part was apparently held by a second generation Italian, Emilia Vianelli. It is also probable that
Xyndas used people from his singing class in the Philharmonic.?? The opera was no romantic
idealization of the past, but a realistic, despite comic, look into the current problems of the
peasantry. Musically Xyndas had to be compose more accessible forms in order to meet the
abilities of the available singers. So, it is not really unexpected that just five months after this
premiere, in February 1868 (in the heyday of the Cretan Revolution), Xyndas composed one
more “aria in idioma greco” for the Italian protagonist of the theatre of Corfu, Vittoria Potten-
tini.>®

The Parliamentary Candidate became emblematic for the continuous incapability to form a
Greek opera troupe. In 1876 Xyndas’s opera was the most obvious example that was brought
forward, in order to support that despite the existence of competent and talented composers
within the Greek Kingdom, the lack of Greek-speaking singers remained an important obstacle;
“Look at the Parliamentary Candidate by Xyndas”, the press underlined, “that has totally been
neglected, because it uses Greek language”.>* A few months earlier, the most promising of the
younger Greek composers, the lonian Dionyssios Rodotheatos, responded to the questions re-
garding him not composing based on Greek language with a very straightforward answer,
namely “because compositions in Greek are not supported”.® The same was observed by the
poet Kostis Palamas a decade later.*® Nonetheless, it was widely acknowledged that operas by
Greek composers using an Italian libretto demonstrated the emergence of the Greek opera ac-
cording to the European prototypes. However, in order to be considered as national, operas
had to be in Greek language.?’

Another emblematic figure of the Greek opera, Pavlos Karrer, again in 1875 encountered
similar problems during the performances in Athens of his two operas based on the Greek revo-

Angri: An unknown opera legend] (private publication, 1999)]. Italy was also the place of the musical appren-
ticeship of the other 19th-century primadonna of the lonian Islands, the Zakynthian Isabella Yatra (c.1838-
1916), the daughter of the painter Konstantinos Yatras and his British wife, who led a more or less “domestic
career” and in 1859 became the wife of Pavlos Karrer [Leotsakos, Giorgos Pavlos Karrer. Apomnemoneumata
kai Ergografia [Pavlos Karrer. Memoirs and Works], (Athens: Benaki Museum / lonian University-Music De-
partment, 2003), esp. 118-119].

*2 In this context it is also important to underline that the Corfu’s theatre 1867-1868 impresa had been entrust-
ed to a special committee of the Corfu Philharmonic Society (see, Leotsakos, Pavlos Karrer, 129), a fact that
should have facilitated the premieres of both The Parliamentary Candidate and Karrer’s Fior di Maria. If not
anything else, both composers were of lonian origin, their talent had already been acknowledged and they
had strong bonds with the Philharmonic Society.

3 The aria’s title is Zesto ein’to mnima sou [Your tomb is still warm] and its score is exhibited in the Museum of
the Corfu Philharmonic Society. A few days before the same singer held the leading role in the world premi-
ere of Fior di Maria by Pavlos Karrer (Leotsakos, Pavios Karrer, 129-130). In 1883 Xyndas’s composition was
performed by Xyndas’s daughter, Georgina, during a Philharmonic Society’s concert (a copy of the pro-
gramme exists in the Society’s Archive).

** Efimeris 111-24 (24.1.1876), 3

* Efimeris 11-249 (6.9.1875), 3.

*® Kostis Palamas, “Komoi kai komazontes, Estia IX-490 (19.5.1885), 347-350.

*" Efimeris |11-24 (24.1.1876), 2.
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lution, namely Markos Botsaris and Frossini. The “Apollon” theatre’s troupe (which was hired
by its impressario, the aforementioned Antonios Manoussos) was an ltalian one and the press
made explicit reference that certain parts of these works will be performed in Greek,*® obvious-
ly by using similar practices to those of Mantzaros half a century earlier. These conditions
obliged Karrer to prepare two librettos, one in Greek and one in Italian. Karrer was also com-
plaining that one factor for this negligence towards the Greek opera was connected to the un-
willingness and the incompetence of the Greek politicians.*

Nonetheless, in 1875 a new music establishment was making its initial steps; that was the
Athens Conservatory and Karrer offered to this establishment a one-act patriotic opera on a
Greek libretto by Manoussos, who was also one of the Conservatory’s teachers. The title of the
opera was Despo, the heroine of Suli and Karrer saw in it an opportunity to create within the
Conservatory the base of a Greek opera troupe. Its Board, however, stated right from the be-
ginning that they were not ready to support such an endeavour and the situation remained un-
changed also in 1882. Despo finally had its premiere in 1883 in Patras again by an Italian troupe
(Picture 2). Professional Greek-speaking singers were still been expected. It was in 1888 that a
Greek-speaking troupe was formed in Athens under a private initiative, in order to perform
Xyndas’s Parliamentary Candidate, but again the female role was held by Caterina Bottarelli-
Landi (the Italian wife of the Corfiot baritone Antonios Landis), who “sang with her usual virtu-
osity, pronouncing the Greek verses with her foreign, Italian accent”.”® Nonetheless, that was
the beginning of the Ellinikon Melodrama [Greek Opera Troupe], an establishment that exceeds
the expectations of this paper. However, it should be noted that Dionyssios Lavrangas, the
moving power of the Greek Opera Troupe in the eve of the 20" century had no problem to em-
ploy Italian singers to sing Puccini’s works translated in Greek, despite them “learning Greek by

heart, just like parrots”.*!

%8 Efimeris 11-165 (14.6.1875), 1-2.

¥ Leotsa kos, Pavlos Karrer, 138.

*® Efimeris XV-75 (15.3.1888), 2.

* Lavragkas, Dionyssios T’apomnomoneumata mou [My memoirs], (Athens: Govostis, 2009), 132.
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Abstract. Kalomiris's disdain for Samaras was ultimately related to deeply different conceptions of patriotism. Sa-
maras's Parisian friends included, among others, baritone Periklis Aravantinos (aka Aramis), scholar Dimitri Vikelas
(the first president of the International Olympic Committee), Orientalist and 'helléniste' Count Queux de Sainte-
Hilaire, and poet Paul Millet. These people were able to combine cosmopolitanism with pure patriotism, as well as
a particular understanding of Greece's international role and history shaped by the dominant scientific racism ide-
ology of the day. In artistic circles in France, esp. after the 1870 defeat, this could be also combined with strong
anti-German feelings, which, in matters artistic translated as 'anti-Wagnerian', despite the fact that the same peo-
ple were Wagner's admirers. If Samaras's natural cosmopolitanism allowed him to live like a French and pass for an
Italian (one of Sonzogno's best), it is to the more scholarly members of the circle, -e.g. Vikelas and Millet- that one
should turn in order to find signs of ideological commitment. This patriotism model enjoyed the sympathies of the
European aristocracy, not least those of the Greek royal family. Conversely, the political ideal of the National
School -and Kalomiris himself- was a liberal democratic one nourished by the idolization of Eleftherios Venizelos.
For the National School the quest for identity was understood in terms of a quest for Greek elements in a new kind
of music designed to catch up with the 'achievements of the musically developed nations'. (Needless to say, the
move towards the separation of individual from collective identity was never consummated neither in the music of
the National School nor in its homologue literature of the Demoticists). In Samaras the quest for identity clearly
concerned the modern, bourgeois, alienated individual in the Veristic framework of a fin de siécle discontent; for
this he should count as a forerunner of Greek -individualistic- art music, and, at the same time on a par with con-
temporary European art. After his return to Greece in 1911, Samaras's need for survival in a rather inimical envi-
ronment directed him to what he considered safer choices, both aesthetically and ideologically: patriotic composi-
tions like the Address to Mother Greece and the Epinikia, as well as the last operettas. In this sense, the compari-
son of Rea (1908) with The Cretan Maid (1916) is telling: on the one hand, the symbolically rich myth of Arian polit-
ical unity in the heroic operatic genre; on the other, an irredentist Greek-Venetian operetta myth as the result of
the up-to-the-minute triggering of the Union of Crete with Greece in 1913.

A line in a letter by Kalomoiris to Varvoglis of 19 May 1916 referring to the founding of the
Greek Union of Composers reads: “[...] the company [of the founding members] is really a mot-
ley group: Samaras is President, the Vice-President is Lavrangas, myself the Secretary”." How is
one to refer today in Greece to Samaras? For all of us who have taken classes in the History of
Music and, only in a mature age, we discovered the lost continent of ‘modern Greek art music’,
the name of Spiro Samaras is connected with a humiliation. How is one to refer today to Sama-
ras, either pretending that such a humiliation never existed, opting instead to focus on the
highlights of what has been an undoubtedly glorious career; or arguing on his behalf against all
those who humiliated him, thus running the risk of becoming part of the story one is trying to
tell? I'll try to understand the contexts —both the friendly and the inimical ones- in which Sama-
ras created; ultimately, I'll attempt to put forward a perspective regarding his placement in the
history of the Greek and, more generally, of European music.

A. Samaras begun his studies at the age of twelve when he enrolled at the Athens Conservatory
to study under Errico Stancampiano, a student of Mercadante.” In December 1881 he went to
Paris to continue studies under Théodore Dubois and Léo Delibes at the Paris Conservatoire. In
all of his life, Samaras’ musical language exemplified the combination of Italian lyricism with

! Cited in: Leotsakos, 32.
? Garoufalis/Xanthoudakis, 29.
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French harmonic and orchestrational finesse. In the concrete political situation of his times this
had an ipso facto anti-German overtone. His first known composition is the Pensée melanco-
ligue pour la mort de D. Vourvachis for piano (1877). Captain Vourvachis was the nephew of the
famous Napoleonian General Bourbaki. He fought under the French in the Franco-Prussian war
and upon his coming back he served as a sub-commander to the student military organization
modeled on the Sacred Band of the 1821 War of Independence. Upon his tragic death in a duel
in October 1877 he was elevated on a heroic pedestal, next to the War-of-Independence hero
Kanaris, who had died in September of the same year (cf. the Obituary by the Rector of the
University of Athens). An awe-inspired sixteenth-year old Samaras composed the Pensées in the
elegiac and heroic parthenopean tradition mirroring the dominant Italian operatic style, with its
alternation of virtuosic passage-work and grandiloquent ‘arias without words’, as it were; this
was the style of many a ‘fantasy’ or ‘reminiscence’ on operatic themes, the only difference be-
ing that in Samara's case there was no pre-existing opera.

Another indication of the anti-German attitude in Samaras is to be found in the poetic ideol-
ogy of Paul Millet (1848-1924), the chief librettist of his mature, and most fecund creative peri-
od. In these thirty-odd years (roughly from 1881 to 1908) the operas based on a libretto by Mil-
let stand out: Giovanna (1892), Storia d’amore (1903), La mademoiselle de Belle Isle (1905),
and, last but not least, Rhea (1908).

In the verse ‘Prologue’ to his Premiéres Poésies of 1874 Millet refers to the dull and boring
modern poets who dwell at their ‘Walhallas’.? Shortly before that, he had criticized the modern
urge to escape into the brumous landscapes of Nordic mythology, inhabited with the Odins, the
Mimirs and the Wotans; and to declare his admiration for the classical models of Tibullus, as
well as of a number of classical French poets of the sixteenth and the eighteenth centuries,
such as Mathurin Régnier, André Chenier, and Charles Hubert de Millevoye. This conservative
aesthetics, whereby one could easily substitute ‘anti-Wagnerian’ for ‘anti-German’, was very
close to the musical aesthetics of Samaras himself.

B The command to Samaras for the composition of the Olympic Hymn for the first Olympic
Games of the modern era (1896) came as a consequence of his international fame, and the
wish, on the Greek side of the Committee, to exhibit the musical progress of the relatively new
Greek state; not least, it was due to Samaras’ optimal relationships to the King and his friend-
ship to Dimitri Vikelas, the President of the First Olympic Committee, and a companion of his
Parisian life. “In Paris”, writes Leotsakos, “he attended the most exclusive society circles: the
salons of princesses De Leon, Bibesco and Brandcovan, and of viscountess de Frédern”. His
close friends included Aramis, nom de plume of the Greek baritone Periklis Aravantinos, the vio-
linist Anemogiannis, and the afore-mentioned Vikelas. Very often, Samaras played cards with
Aramis and Anemogiannis at the Cercle de la Presse or the Club Anglais; while in Athens, he
used to play bridge in the company of King Constantine, at whose weddings his Flora mirabilis
had been staged (1899) and to whom he dedicated his Storia d’‘amore (1903). His social ac-
guaintances also included Countess Trubetzkoy and Jacques Damala, an actor of Greek origin
whose Greek-god looks and extravagant lifestyle earned him a place next to his ten-years senior
Sarah Bernard (both on stage and in the bedroom).

The personality emerging from these lines is one of a cosmopolite, somebody charming and
thirsty for life, one who needed a respectable income to maintain his luxurious lifestyle; more-
over, someone living out his European identity in a most natural way, i.e. without particular
philosophical or ideological worries. One can only wonder, what could a man like this have to
do with the obsessive quest for national identity which characterized Kalomoiris and his circle.

3 . . .- .
“Sans le moin souci de poétes modernes/ Qui dans leur Walhalla sont ennuyeux et ternes”.
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There is, however, a special ideological trait that not only differentiated Samaras from the
Kalomoiris circle, but which connected him, at the same time, to almost everybody mentioned
above: Aramis (and, through him, Bourgault-Ducoudray), Queux de Saint-Hilaire, the Greek King
(probably), and Paul Millet: it is the typical contemporary mixture of cosmopolitanism and sci-
entific racism. The latter refers to a corpus of theories and ideas developed during the nine-
teenth century by French, German, and British scholars, triggered by the great advances of In-
do-european linguistics and evolutionary biology, all made to fit in a comprehensive Orientalist
political and cultural agenda.* Aryanism, an alias for (pseudo-)scientific racism, was the ideology
of Bourgault-Ducoudray, Aramis, Vikelas and the whole movement for the renaissance of the
Olympic Games, Queux de Saint-Hilaire, Ernest Renan, and probably of a lot of others in the
immediate -or not so immediate- milieu of Samaras.” What about Samaras himself? To be sure,
Samaras was much more the artistic-bon-viveur than the sullen bookworm type; in this sense, it
is more probable for us to find mere traces of such an ideological inclination than proofs of a
hard-boiled sturdy engagement.

Such an indication one can find in the libretto of his opera Rhea. In the First Scene, after the
People lauds Lysias as the one “la cui stirpe si destd”, Lysias replies: “People of Chios, the root
which you laud is my own root: quella degli Aria, padri del bel ridente suolo”.® Shortly before
this, according to the directions of the libretto, Lysias held under his “heel of steel Zahra the
defeated Saracen”. In the light of the ‘Aryan’ root of Lysias all these that mystified Leotsakos in
his comments to the opera acquire a meaning: after having cited an except in the dialogue be-
tween Guarche and Spinola (“G.: If the Greeks, who built the forttresses, help the Genovese,
who possess them, peace will ensue and victory will be ensured”), Leotsakos comments: “the
foreign conquerors need the Greeks to fight the Saracens. We are befuddled by this call for
reconciliation of a subjugated Hellenism with the alien tyrant, even if this be against a common,
dreadful foe”. The political message of the opera, | think, is clear: it is the need for an Aryan
alliance of Greeks, Genovese, and Venetians (i.e. Western Europeans) against the feral and non-
Arian Saracens (i.e. the Turks). A look in a speech Vikelas delivered to the members of the Cer-
cle de Saint-Simon in 1885 corroborates the above political argument: in it, Vikelas emphasized
the historical mission of Byzantium as a safeguard of ancient Greek tradition till the moment it
passed over in the secure hands of the (Aryan) West, to which Greeks are connected through
“leurs instincts de race et tous leurs interéts”.” The Fall of Constantinople was the moment
when the conditions were ripe for this cultural transfer and at the same time the moment of
birth of the Modern Greek nation, which would eventually come to shed the Byzantine skin and
be reborn to Hellenic consciousness. This is, grosso modo, the content of Vikelas’s vision. In the
opera, set in medieval Chios, one cannot help noticing the ancient Greek names of the two lov-
ers-protagonists (Lysias, Rhea); Lysias is enacting his Aryan identity by the symbolic submission
of the Saracen in the Games as well as by exemplifying the Venetian-Genovese-Hellenic alliance
against the non-Aryan non —Christian enemy. This message, enhanced by the antiquity-cult spir-
it of the first modern Olympics (and only two years away from the 1906 Athens Mesolympics
and the International Congreés des Orientalistes of the same year), which, through a glance in
the participating countries, could be called rather ‘Aryan’ than ‘International’, had an immedi-
ate political significance for Samaras who was already looking forward to his repatriation; on

* See McCarthy, 545 for the argument that the global structures of scientific racism passed seamlessly in a kind
of political neo-racism after the epistemological death of the former.

5
See Vlagopoulos 2012.

® The otherwise careful Nikolaos Poriotis, who penned the Greek translation of the libretto, rendered "Aria" as
"heroes" (npwwv)-a sign of political correctness or of ignorance? One could only guess!

7 5:1, 2
Bikélas, 32.

138



International Musicological Conference, Athens 18-20 January 2013

the other side, it exemplified his self-appreciation as a Greek and European composer at the
same time.

C What about Samaras’s position in the broader European context? Let me take a close look to
La martire (1894). Based on a libretto by Luigi Illica, the opera is completely in sync with the
contemporary verismo movement. Before that, the first important librettist in Samaras’s work
was Ferdinando Fontana (Flora mirabilis, Medgé, Lionella), a member of the Italian scapigliatu-
ra Avant-garde. A basic common trait of both verismo and scapigliatura was the reflection on
the theatrical conventions and the notion of identity. For example, in Scene No 9 of the Second
Act in La martire Natalia announces to Tristano the death of their daughter. He refuses to give
her credence. Alas, the audience knows that this be true! “Con la piccina giuocan la commedia”,
mumbles the wine-loaded Tristano. "Commedia" is a word heard more than once, by Natalia
too: “Portavo intorno la commedia mia!”. It is impossible to overhear how the word rhymes
with the finale of the Pagliacci: “Canio: la commedia é finita!”: after this phrase, all three Cani-
os, as it were, disappear from the scene: the singer who plays Canio, the pagliacco, the pre-
tending Canio. La martire ends with a scream: a raucous and manic Tristano breaks into the
room where he believes Natalia and her imaginary lover hide to encounter only dead Natalia’s
glassy look, as the libretto is very keen to point out: the ‘commedia’ of Identity thanks to which
the only identity is the one given to us by the others here is turned to the horror of the empty,
dead Natalia’s eyes whereon for the first time the real Tristano gets reflected. Again: La martire
represents the peak of the perfect sync between Samaras and the contemporary artistic milieu.
Let me add a detail pertaining to the history of the Pagliacci: Leoncavallo had to face charges of
plagiarism addressed to him by the French playwright Catulle Mendés. Leoncavallo claimed that
he drew on childhood memories, ones regarding a real case dealt by his father, a judge. The all
too veristic game of lie and truth, or, in Pirandellian terms, cosi é se vi pare, would involve some
years later Samaras as well: “According to Nikos Laskaris's History of Modern-Greek Theatre the

famous aria ‘Ridi pagliacco’ [...] is clearly modeled after a romanza in Samaras’s lost Lionella” ®

D More often than not, against all good intentions to undo the injustice done to Samaras by Ka-
lomoiris and his circle, modern Greek musicologists have adopted Kalomoiris’s value schema;
thus, one tries to prove that according to the same value schema Kalomoiris’s judgment does
not stand: If Kalomoiris accused Samaras of being only nominally Greek but substantially Italian
or French, one would need only to find elements of Greekness in Samaras to prove Kalomoiris
wrong. But this to assess Samaras’s achievement by the criteria of his National Music School
detractors, and not by its own merit. On the other end, one has been tempted to look for stylis-
tic novelties in Samaras, esp. in his veristic operas, which predate ('foretell') corresponding
traits in, say, Puccini (and sometimes Strauss). This is again a reaction to the Kalomoirian strata-
gem aiming to undermine Samaras’s value as a composer (the vicious argument being some-
thing like this: a. A good composer is a Nationalist Greek composer, b. Samaras is not a Nation-
alist Greek composer, ergo c. Samaras is not a good composer).’

A more sober approach is in order. As | said before, Samaras’s sync with contemporary Eu-
ropean music peaked in 1894 with the veristic La martire: the quest for identity clearly con-
cerned the modern, bourgeois, alienated individual in the Veristic framework of a fin de siecle
discontent. After his return to Greece and Rhea’s Greek premiére in 1911, Samara's need for
survival in a rather inimical environment led him to more conservative, and, what he consid-
ered as, safer choices, both aesthetically and ideologically: patriotic compositions like the Ad-
dress to Mother Greece and the Epinikia, as well as the last operettas. In this sense, the compar-

& See Leotsakos, 19.
% See Kalomoiris 1910.
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ison between Rhea (1908) and The Cretan Maid (1916) is telling: on the one hand, the symboli-
cally rich myth of Aryan political unity in the heroic operatic genre; on the other, an irredentist
Greek-Venetian operetta plot as the result of the up-to-the-minute triggering of the Union of
Crete with Greece in 1913. However, Samaras’s output from the beginnings thru to Rhea should
count as a model for Greek art music, and, at the same time, perfectly in sync with contempo-
rary European art.
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Abstract. The paper focuses on the heralding of Hellenic opera towards the East during the 20" century under the
prismatic dominating national ideas of the era. Among the daring pioneers, the Eptanesian Dionysios Lavrangas,
Spyridon-Filiskos Samaras and Apostolos Kontaratos have dominated the enforcing. Their work was distinguishly
acclaimed by the nationally inspired populations even far beyond the narrow boarders of the Hellenic kingdom.
Starting with opera, the extended operatic actions --exercised by the very early operatic companies from Eptanisos
under the baton of D. Lavrangas-- are forcefully presented to the theatres from Corfu to the East. As S. F. Samaras
was gloriously fighting a duel with Giaccomo Puccini in European scenes, his appeal to theatre audiences in the
East increased until the final settlement of the composer in Athens being supported by the crown. Within the con-
text of the upstaging and prolonging nationalism from Athens, the emphasis on national extensions for operatic
activities (performing and composition) is set within the font of the West-European cultural domination during the
1% Balkanic war. Reference to national contents is not omitted when they are associated with operetta. The for-
warding of the gender by the substantial royalist Apostolos Kontaratos is considered to have highly enforced the
contribution of national intentions to it. Having being performed by the Hellenic opera companies, operetta is
nowadays examined under politico-historic and socio-economic aspect for its extraordinary presence in the
Eptanesian repertoires.

Introduction

What could be said about Hellenic opera is that its cultivation was first acted in Eptanesos but it
spread as emerging from the capital of the country. The civil centres around the periphery re-
gions (Corfu, Ermoupolis, Patras and after 1912 Thessaloniki) were mainly based upon the Hel-
lenic opera companies. They had followed the companies from abroad that had started the
operatic activity on theatre stages.

Today one can study how the Hellenic opera companies spread the idea of national opera
among the Hellenic populations in S.E. Europe as the phenomenon is sketched out by the
sources. The eventuality is primarily connected with the vision of national completion and only
later it received new symbolic contents. These contents are examined here within the historic
bound defined by the establishment of National Lyric Stage (1939).

The process occurred in 20t century and was multi-dimensioned. Nowadays, the study is re-
alized on a bibliography that offers a summation as view about Hellenic ideological and cultural
as well as socio-politic aspects during the early 20" century.!

! The bibliography compiles mainly from historic titles well known to scholars, starting from biographies of
members of the Glyxbourg royal dynasty. Later in the lists were added : a) the Raptis, Michalis A. A Condense
history of Hellenic melodrama and the National Lyric Stage, 1888-1988 (Athens: Livanis 1988) b) The Memoirs
of Dionysios Lavrangas and Manolis Kalomoires c) A number of studies that brought into light researches in
the archives of the Athens Conservatory, the two kalomoirean conservatories (Hellenic and National) and the
State Conservatory of Thessaloniki d) Articles in art magazines of the era e) Newly published articles about
newspaper archives of early 20" century.
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Geography and presuppositions for the study

For a necessary limitation of the study one should define the expanding character of the Hel-
lenic civil culture that set off towards the East at the early 20t century. Its strong minded pro-
spects were enforced by affinities in the West if not by alien enforcing in the most multi-various
dimension. When talking about national ideals it must be clear that this break-out would be
seen not as a strict, imperialistic asperity and enforcement pressed upon semi-developed socio-
economic structures. It would rather be seen as a oestrous moving cultural development, as it
is documented nowadays by new researches about the era and the intellectuals substantiate.

Analytically :

e In the Aimos peninsula the initiatives by the Hellenic opera companies brought the genre in
the Romanian court more than once and successfully. The performances were frequent also
in cities of Russia, where strong theatrical relations were developed because of family
bounds between the Tsars and the Hellenic dynasty at the ends of 19" century.2

e In Constantinople, the prominence of the Hellenic opera companies is documented since
the Hellenic opera company of loannis Karayiannis performed in the imperial theatre and
was decorated by the Sultan. *

e Smyrna is a particular study as musicological and theatrological researches recently dis-
closed. In the capital of lonia the Mertika family of Hellenes artists developed noteworthy
local activities of music theatre until 1922. It was mostly about the early révue tradition in
Smyrna but they later approached the west-European operetta. It is still a question for sci-
entists, researching existing musical and extra-musical documentation, the overriding ability
to associate the culture abut music theatre in Smyrna with the development of politics for
national completion and the wide-spread dream for attachment of lands as an inter-
connected demand. Survinings of smyrnean music theatre after 1922, if not been seen as
residuary tokens of Hellenism, could substantiate artistic loyalty of historic cradles of Hel-
lenism into the boundaries of the Hellenic realm.*

e The presence of the Hellenic opera companies in Egypt was well accepted by the local audi-
ences when the theatres of Kairo and Alexandria were included in the routes. The earliest
known today record about activity of a Greek opera singer in the East derives from this
country. The newspaper ‘New Smyrna’ published about Konstantinos Kostellos’s participa-
tion into the Italian opera company performing in Egypt in 1877. His previously widely
known participation in a performance of the opera Ipopsifios Vouleftis (=Candidate for a
member of Parliament) by the Hellenic opera company of loannis Karayiannis, in 1888 is
now presaged a decade.’

The study for developing processes of new-Hellenic operatic nationalism beyond the borders
of the Hellenic kingdom during the 20" century is nowadays straightforward. The processes
were obvious as a result of historic social ongoing in S.E. Europe. The deny of the authority of
the Sultan and the gradual upraise of the neo-Hellenic civil ideals (inspired by west-European
ideas) was effectuated under the, initially «blameless», vehicle of the Eptanesian opera hon-
oured by Italian attestations of success. The paradox that the most unproschematic propelling
of the Eptanesian operas as a national argument (while the distances from the national centre

2 Apart from the widely known in the D. Lavranga’s Memoirs there are newly found substantiations in the Kok-
kinis’s archives.

% skandali Angeliki, “Opera performances in Constantinopole, 1850-1908”, unpublished.

* Skandali Angeliki, “Opera and operetta in Smyrna until 1922”, Mikrasiatika Hronika 23 (2010), 175-197.

® Skandali, Angeliki The process of opera in Greece during the 19th century, (Athens: Gutenberg 2001), 137-
144,
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of Athens were postulated them more perceivable) points towards the influential substance of
Eptanesian culture amongst the forceful processes of the Hellenic nationalism that was doubt-
lessly impossible to be substituted by artistic powers in Athens (e.x. as dissimilarly we know
from the history of the prose theatre).

Practically about the realisation of the artistic come-abouts abroad, the first role was given
to the impresarios. For the Hellenic occurrence around the world —apart from early occasions
by loannis Kokkinis-- prominent characters were the two men from the lonian island of
Kefallinia : Dionysios Lavrangas and Apostolos Kontaratos. The first is credited a «marathon
race» for decades along S.E. Europe. The second is nowadays evident that he endured the «bas-
tions» of comic opera during a historic curve of time: when the Hellenic opera discovered its
humoresque face after a snowdrift of comic works that were successful in the cashiers as well
as artistic events in central Europe.

Dionysios Lavrangas posing 1

Dionysios Lavrangas represents the early tradition of Hellenic opera that draws its definition
for music taste from the Italian and French tradition of the late 19" century, although his con-
tribution to the tradition of Hellenic comic opera after Samara’s demise is still a question. Sa-
maras on the other hand was keen-eyed about the elevation of Viennese operetta when in
Athens both audience and critics had forgiven Offenbach for his previous on-stage blunt about
ancient goddesses. Nevertheless, the palace continued to finance the centro-European operet-
ta as well as the Hellenic opera companies.

In Smyrna the Hellenic (originated from the Hydra island) family of the impresario Zacharias
Mertikas, did approached only the operetta but they seem today to have give long living conti-
nuity to elements of smyrnean aesthetics that form the puzzle of Hellenic presence in Asia Mi-
nor.

An analytic approach of the phenomenon for study mainly focuses on :

a. the search for mechanisms for bestowing of (operatic) nationalistic ideals and the follow-
ing incorporation of extra-Helladic Hellenic populations into the system of the neo-Hellenic civil
values who had east bounded the operatic expansion during the 19" century.

The most effective regularity was, as early as the beginnings of the 20" century, the perfor-
mances of Hellenic operas by the Hellenes opera singers. Despite the fact that cooperation on
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stage with west-European opera companies was never entirely abandoned when abroad, the
search for prestigious zones of reference to the Hellenic audiences by the Hellenic opera com-
panies succeeded as a part of an overall programme of national galvanization and approach of
the hellenizated populations. Although any particular differences of repertoire choices (mostly
west-European in taste) between the west-European and Hellenic opera companies are not lo-
cated yet, the dynamics that emerged by the urban population-carriers of national ideals was
powerful. The tempt of Hellenes artists to the extra-helladic audiences was responding to ex-
pectations that are raised to the fantasiac about national, as the self-enumeration among those
whose ambition was the incorporation to the national body of state through the participation
into activities that derive from it.

Apart from the realisation of the ideal of the creation of Hellenic opera, signs of a progres-
sive attitude (as for the civil tokens of the audience) should additionally be the new stances
about the woman’s position into modern life. The woman opera singer that acquires reputation
through the art was raised up to a legal standing higher that any other respected art for wom-
en of the era. The practise did not culminated into ventetism, which was a characteristic for the
prose theatre (the competitive ventetism between the actresses Kyveli-Kotopouli was rather
boisterous) and the awareness about popularity was discreet in the realms of Hellenic opera.

b. the study of the contents of the ideology and aesthetics that were spread

The most decisive feature to explicate views about the ideological contents of the broadly
perceived genre of opera is the study of the repertoires. The search into the sources of the con-
servatories discloses, for the purpose of a verdict about the character of the studies, that vari-
ous —isms were present, depending the influences that exposed those who configured the
«personality» of the provided knowledge. The frenchism of the Athens Conservatory seems
that emerged for long also at the Hellenic Conservatory, though the elevated germanicism and
the discovering of the national schools after the 1920s diversified the inclinations that are now-
adays distinguished amongst the competitive powers. In spite the ceaseless interest about the
creation of national operatic works, the Hellenic opera has never been hesitant. The surviving
of the romantic Italian opera were obvious besides the Italian modernism of D’ Anuzzio-Wolf
Ferrari. In the meanwhile, French impressionism co-existed with the German megalithic ideal-
ism in a dose that listeners at the conservatory concerts could balance under conditions of con-
centration that the audience of before the war could expose.

As for the performances by the opera companies, the intentioned profit and the consequent
tempting of the audience with easier and known operas makes the study of compelling of the
repertoires a social matter. The desired appealed of operatic contents has to do with the repe-
tition of familiar syllogic representations (concerning the subjects or the plots) but also the
production and reproduction of new artistic eupnuatwv that promote the ideological concep-
tion about art and the representation of aspects of social life through it. To which extend those
expectations compromised to uttered will of the audience is nowadays studied in surviving
forms of feedback located in social life aspects and ranges of ideological endowing with and
conflict of ideas. Apart the press and magazines, the periodicals for arts and reviews are a pres-
tigious zone of substantiation that is valued in the list of references.

When speaking about the repertoires, one could not omit the Wagnerian view about opera.
This was critic to the Italian tradition that dominated for long the repertoires of the opera com-
panies in S.E.Europe. It was introduced after the insisting visualisation of the German-bred Ma-
nolis Kalomoires. However, Wagner’s operas were not broadly known for years and a good rea-
son for this was the lack of large theatre stage. The librettist Zacharias Papantoniou critically
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presented in his pages the scandalous support of Wagner by his prostate king, Ludwig B’.® The
presence of an aesthetics by the librettist Papantoniou, as it took over for the grace of the Wit-
telswach dynasty, could «gaol» the operatic life even for decades after the departure of the
king Othon. Today is an indication that the human resources of the light music theatre had seen
the previous Wagnerian pioneering as a hope for invigorate artistic viewpoints. Queen Olga had
attended a Tanhaiiser performance in Vienna during 1873.” However, in those early days of the
19" century it could only be a mix up if Wagnerian ideas associated with the established in the
Hellenic theatre stage Italian opera.

A reference to the appearance of operetta is not useless. The empower of the impresario
from Kefallinia, Apostolos Kontaratos (who maintained co-existence of opera and operetta in
the repertoires of his companies) is explicable when taking into consideration the financing by
the palace.

c. location of internal criticism against opera

It is beyond question the size of an absence : of any internal criticism for the appeal of opera as
a ideological element as well as a part of the supposed concrete cultural program of national-
ism. Opera knew competitive reluctance about its aesthetic value only by relevant genres, such
the révue, which has been the most outspoken until nowadays. Kalomoires’s and Samaras’s
comedies taste on the révue stage is understood as a non-deep criticism of the most widely
held gestures for the music theatre that passed painlessly from the press columns. Neverthe-
less, the presence of a member of the Hellenic royal family at the theatre during a révue per-
formance (the theatre company was that of Marika Kotopouli that the palace financed) is an
indication that widely held music theatre could not be considered as a thread of the Hellenism
since it was elevated as appealing to all possible social directions. The favour of prince Nikolaos
from the light-hearted révue is depicted in his memoirs, perhaps for reasons related to the then
financial misery of the Royal Theatre. 8

Reluctance and criticism against opera seems that were not known among movements of
ideological doubt in the blossoms of the Hellenic education. The connoisseurs and the leader-
ship of the unsalvaged had to face the censorship of the Turks but later they were also influ-
enced by the tempts of the music theatre : in Smyrna were long before 1922 operettas with
oriental features that audiences known well.

If the popular operetta by Theofrastos Sakellarides and Nikos Xatziapostolou that over-
whelmed the theatres received criticism by Manolis Kalomoires, controversies between the
Eptanesian composers of opera and operetta were not mentioned. The kalomerian unwilling-
ness for operetta based on accusations for ruining the music sense. However, these views never
reached Smyrna. There, the local writers Sylvios and Karakassis advanced operetta in 1922 with
articles into the smyrnean periodicals ‘Tharros’ and ‘Armonia’ without targeting opera. As the
most serious among a number of music theatre genres, opera enjoyed respect. Perhaps only
the culture of ancient theatre could compel it in terms of symbolic weight and cultural weight
that could associate easily Greece with civilized Europe.

The breakout from West to East

The Hellenic operatic activities that were launched by the first opera company of Yannis Kara-
yannis during the 19" century went along at the early 20%" century. Although these companies

6 Papantoniou, Zacharias, Othon, (Athens : Dimitrakos 1934)
" "yzantis’, 17/10 (1873), 2.
® Nikolaos prince of Hellas Memoirs, (Athens : 1937)
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performed not quite consistently the overall activity is well worth-noting. The companies used
to perform in Athens, the peripheral cities and beyond the national borders.

Fine-voiced singers from abroad of Hellenic origins followed enthusiastically the opera com-
panies offering to their success. ° Only a few is known about these opera singers performances
in lyric theatres abroad as close to the formation of the First Hellenic Melodrama and the
Boheme performance in Athens in 1900. Worth-mentioned is the basso Michalis Manzaras who
participated the Bohéme premiere at the Teatro Regio in February 1896 under the baton of
Arturo Toscanini.'® His participation may coincide with the presence of princess Maria (daugh-
ter of King George 1) in the theatre in the company of the royal couple of Italy. **

A numeration of Hellenic contributions to W. European opera stage performances is not yet
effective. It still remains notable the strive between the Eptanesian opera composer, Spyridon
Samaras and Giaccomo Puccini for the domination in the Italian opera theatres. They two com-
posers enjoyed the support of powerful editors — the Sonzogno and Ricordi accordingly—and
this favour guaranteed the success of their early operas. The Kokkinis’s were an also elaborated
artistic couple that brought in Greece their laurels from a number of royal courts of W. Europe
as well as the court of the Tsar.

The spread of the Hellenic operas into the Hellenic kingdom and beyond it towards the Mi-
nor Asia and the East was the successful attempt of composers from Eptanesos after 1900.
Spyridon Samaras’s operas had been spread since the late 1880s. > Smyrna first met with the
Eptanesian operas by Spyridon Xyndas and Spyridon Samaras in 1886." Constantinople came
into knowledge with his Flora Mirabilis in 1886 by the newspapers. Ermoupolis knew Samaras
at the ends of 1901, after Dionysios Lavrangas had started his long while marathon-race in the
theatres of S.E. Europe.

Later and until the Balkanic wars the efforts were more tentative and institutions for music
cultivation strengthened the operatic art. The transformation of the Civic Theatre in Athens to
an opera theatre and the proposition to Spyridon Samaras for an honorary undertake : the po-
sition of the Director of the Athens Conservatory as well as a wide-spread among the cultivated
discussion about the characteristics of national music and the hereditary of folk music are un-
derstood as signs for increasing nation-centred notions about music.

° The most prominent figure is the tenor Yannis Kokkinis who entered the Yanis Karayannis opera company in
1888 in Alexandria. During 1892-1895 he studied in Milan where he also married the soprano assoluta Stella
Konstantinou-Kokkinis. They both entered the D. Lavrangas opera company in Athens in 1901. Stella Kokkini-
Rink archives.

19 Michalis Manzaras sung several times under Toscanini during 1895-1898 in Italy. George Kousouris archives.

1 Maria princess of Hellas, Memoirs of the royal child Maria 1883-1933, (Athens: 1951).

121n 1889 his opera Flora Mirabilis was performed in Corfu and Athens by a French opera company that includ-
ed the work in the repertoire. Kokkini-Rink Stella, “Successes and difficulties for both the creators of the
Olympic Games Hymne. Kostis Palamas’s glory and the broad work by Spyros Samaras” History, 384 (2000),
108-113.

3 |n 1886 his opera Ipopsifios Vouleftis (=Candidate for the Parliament) was performed by the Rodopoulos
opera company and there were two revivals in 1888. In 1888 Flora Mirabilis was also performed. The next
performance of an Eptanesian opera was in 1896 with the Ipopsifios Vouleftis again. Skandali, “Opera and...”,
187-194.

% Skandali, “Opera performances...”, unpublished.

15 A performance of the opera Martys was successful in December 1901 by an Italian opera company. Eleftheri-
ou, Manos Theatre in Ermoupolis during 20" century, (Ermoupolis, Municipality of Ermoupolis,1993), 111-
112 and 116.
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Spyridon Samaras’s return

The Hellenic Melodrama, as the Hellenic opera companies were broadly known, continued its
efforts for introducing opera in Greek audiences in urban centres beneath and beyond national
borders during next decades. The repertoires constituted by European and Hellenic operas and
new directors, as Spyridon Bekatoros, Markos Mastrekinis and Stefanos Valtetsiotis enforced
the company.

The composer Spyridon Samaras

In February of 1907, newspapers in Smyrna published the latest news: in Athens the Hellenic
Melodrama was being under renew. The lyric singer Nina Foka, origined from Smyrna, had par-
ticipated a common decision made my artists and music teachers for the establishment of a
music pedagogic institution, capable to cultivate “...the national music”. This should be corre-
lated with the establishment of the National Music Society in 1907. This society worked with
the Lottner Conservatory in Athens while a critic towards the Athens Conservatory had devel-
oped between music scholars. 16 Apart from D. Lavrangas, commonly known for his great ef-
forts about opera performance-making, the also Eptanesian Spyridon Samaras was then sug-
gested as an appropriate man to the purpose. He was eminent and of well accepted artistic val-
ue and he was sincerely interested for the cultivation of national music.”’

The crown favoured Samaras, first with the choices of an opera of him in 1898 and 1901. It
was about the festivities for the marriage of the Prince Constantine and the opening of the
Royal Theatre accordingly. Samaras’s opera Flora Mirabilis *® was dedicated to the prince and
the composer enjoyed noble support also in abroad.

Samaras conquered the Hellenic audiences, firstly in Asia Minor (Constantinople and Smyr-
na) and later in Athens. His first opera after coming back in homeland was his Martys. This was
performed in Theatre Concordia in Constantinople under the baton of Alexandros Kyparissis.
Leading singer was George Xatziloukas.'® The opera was later performed at the Theatre Apollon
in Ermoupolis (season 1901-1902) by the Labruna Italian opera company.?

'® skandali, Angeliki, “Teaching lyric song in the Athens Conservatory and the Hellenic Melodrama by Dionysios
Lavrangas”, Polyphonia, 14/2010, 92-127.

o Skandali, “Opera and operetta...”, 173-195.

'8 The librettist was Ferdinando Fontana.

19 Kokkini-Rink, Stella “Hellenic theatre in Constantinopole and Smyrna”, History, 392 (2001), 68.

20 Eleftheriou, Theatre in Ermoupoli, 111-112.
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Samaras’s favour by the palace (after the demise of the court composer Alexandros
Katakouzinos) was evident after the recital in Paris by the tenor Pericles Aravatinos, in January
1903,%! honoured by the royal couple’s presence. The «fashion» for folk music ** was furthered
by an decisional trend for ordering Hellenic works to native composers.

Spyridon Samaras was in Athens during the spring of 1907. Interviewed by the newspaper
‘Acropolis’ he talked about the harmonization of the folk songs and the usage of this traditional
music elements for his opera composing purposes.”®> The composition of his next opera, Rhea,
has thus just started.

The composer were a member of the National Music Society and he served the commission
that would study the examination of music issues. The society announced an opera composi-
tion competition to which Samaras did not participate.24 Newspapers in Smyrna published ru-
mours that Spyridon Samaras was going to be a candidate for the Directorship of the Athens
Conservatory in 1907.% The heir to the throne invited him to a lunch, ‘Amalthia’ wrote. Prince
Constantine during the lunch invited S. Samaras to permanently live in the kingdom in order to
contribute the elevation of Hellenic opera.26 During 1907 performances of Samara’s opera
Mademoiselle de Belle Isle were given in Athens, Constantinopole >’ and Smyrna.”® In 1911 his
more traditional-like opera of all, Rhea, was performed in Athens by an Italian opera company,
2% one of those that enjoyed the Privy (palace allowance) for decades before the establishment
of a permanent opera company.

It was also in 1907 when the newspaper ‘Amalthia’ in Smyrna published about the forming
of a commission for the re-establishment of the Hellenic Melodrama. It was decided that every
Greek opera singer should be invited from abroad as well as the announcement of opera com-
posing competitions on “...Hellenic and byzantine themes...” under generous award. Two years
later, in April 1909, D. Lavrangas’s opera Dido was premiered at the Civic Theatre of Athens. 30
The opera company departed for one more successful tour along Greece and abroad. 3

The operetta and its supposed national mission

After the Italian impresario Fedora’s decision in 1911, the Hellenic Melodrama company staged
its first operetta. It was Perousé, composed by Theofrastos Sake-larides. After a successful
presence in Athens theatres, the company departed for a tour: Alexandria, Constantinople,
Constance, Vraila, Odessa, again Constantinople.32

In Smyrna probably it was that the acquaintance between the Hellenic Melodrama and the
impressario Apostolos Kontaratos happened.a3 The impressario’s name first appeared in news-

1 He was known as Aramis. In 1903 he presented to the audience in Athens forlk song harmonized for orches-
tra and piano. Samaras knew Aramis since 1882 and offered him with harmonizations.

2 Romanou, Katy Artistic hellenic music in newest times, (Athens: Koultoura, 2006), 124.

2 Romanou, Katy, National music periegesis. Hellenic music periodicals as a source for research abut neo-
hellenic music history, vol. ll, (Athens: Koultoura, 1996), 269.

2 Romanou, National music...,. 270-271.

% Skandali, “Opera and operetta...”, 192.

% Skandali, “Opera and operetta....”, 192.

2" Newspaper 'Amalthia’, 14(27)/4 (1907), 19(2)/4 (1907) and 29(9)/4(1907).

28 gkandali, “Opera and operetta ...”, 192.

2 Romanou, Artistic...,, 154.

% Lavangas, Dionysios Memoirs, (Athens : Govostis 1939), 200.

3 Lavrangas, Memoirs, 202-211.

32 Lavrangas, Memoirs, 218-226.

% skandali, Angeliki “Viennen operetta in Smyrna. Pioneer of the spread of the gender in Greece-New docu-
ments from Mertikas archives”, Mikrasiatika Hronika, 24(2011), 271-299.
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papers there in 1911 and he was introduced as a theatre impresario in “Serbia, Bulgaria,
Romania and Egypt”.34 In March 1912 the Hellenic Melodrama was found in Smyrna having in
its repertoire Perousé. This was prompting for Kontaratos and his later activities about operetta

find there a probable start.

The famous impressario Apostolos Kontaratos

Dionysios Lavrangas writes in his memoirs that he was ignorant about operetta until the im-
presario Langadas tempted him with an operetta tour in the noble island of Corfu.* The com-
poser was attracted by the operetta lightness but he was dedicated to high artistic standards
and he did not risk his high esteem, valuated here by music-historic criteria. He rather kept dis-
tances from light-hearted operetta works that spread along theatres during the 1920s and
1930s.

Nevertheless, operetta was not drastically down-estimated by the highly esteemed opera of
those days. The palace supported mixed theatre companies and the strictly royalist A. Kon-
taratos enjoyed financial support as the crown patronizing was materially and symbolically en-
forcing for his activities. Theodoros Xatzipantazis writes that an approach between opera and
operetta is referred to have happened earlier than the Balkanic wars, when S. Samaras met the
journalist and literature man Polyvios Dimitrakopoulos who furnished him with his later operet-

ta poem-texts.*®

The first operettas were influenced rather from révue and their interests were scholiastic.>’

Perousé’s creation is probably correlated with the appearance of gypsies caravans in Athens, in
1911.>® We can only assume that the composing of operettas derived from the ideal of crea-
tions of national works in every aspect of art. This confronts with demanding uprising of the
Hellenic national and urban ideas of the era.

The co-existence of opera and operettas in the repertoires of European companies that per-

formed in Greece was not unknown. The simple mimetic and the wish to expand is a logic de-
mand for the Hellenic Melodrama in the frames of the upgoing nationalism. But finally, the Hel-

% skandali “Viennen operetta...”, 289.

% Lavrangas, Memoirs, 229.

3 Lavrangas, Memoirs, 195.

37 Hatzipantazis, Theodoros Athenian révue, vol. Al, (Athens: Estia, 1979), 120.
38 Hatzipantazis, Athenian révue, vol. A3, 334.
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lenic Melodrama kept distances from operetta. This would serve as a prompt for a problematic
about various aspects on the genre’s extend of audience appealing.

The extra-musical elements for the perception of operetta were widely known in the news-
papers. The early links of operetta with the newspapers was based in European reality during
the 19" century but the appearance on stage of révue later during the 20th century monopo-
lised the interesting for social and political criticisism. The Privy was a donation to the newly
born operetta. But Samaras’s death in 1917 poses questions about possible magnitude for long
standing of operatic work in the repertoires of the Hellenic Melodrama and the Kontaratos's
Hellenic Music Company that are perhaps quite hypothetical nowadays, thus impossible to get
an answer.

Dionysios Lavrangas wrote an article for the newspaper ‘Eleftheron Vima’ in March 1922.
There he seems to denote operetta as “...a light melodrama...” that in Greece is correlated with
the Eptanesian tradition of comedylion that later developed into comic opera. A decade later,
the theatre critic Theodoros N. Synodinos, wrote in the periodical "Music Revue" that this light
lyric theatre and especially Theofrastos Sakellarides’s works has depended the “..music talent
upon the success of the genre [...] but it cajoles the audience’s weakness and this is not an idiom
for genious artists...”. * Operetta has never been accepted by the father of the Hellenic Music
School, Manolis Kalomoires. He furiously denied the operetta practise of pasting famous melo-
dies to form new music entities as a practise dangerous “...for eliminating folk songs and the

sense of music colour...”.*°

Conclusions

Spyridon Samaras, Dionysios Lavrangas and Apostolos Kontaratos were three major opera per-
sonalities that offered a lot to the cultivation of national forms of music theatre, mainly the
opera and operetta. Their creative lives signalise the modern view about the procession of Hel-
lenic opera towards the East. We are in able position to complete missing parts into the puzzle
of suppositions about opera at the beginnings of the 20t century and we cannot but have a sin-
cere picture about the contribution by the composers and impresarios from Eptanesos.

Dionysios Lavrangas was the architect, the unstoppably moving composer and impresario
from Corfu to Alexandria while the noble Spyridon Samaras enjoyed the palace favour. He put
things about traditional music element in Hellenic opera on a new base but his early death re-
stricted his compositional glories as he left no descendants. Apostolos Kontaratos participated
the Hellenic Music Theatre Company, scoping to perform both opera and operetta until the
Balkanic wars and later and he was the one who can boast the operetta success of his time as a
result of his good reputation in the palace and his strict directing of companies.

Distinguishes between the intellectual opera and the light- hearted operetta did not seem to
interrupt or bring obstacles to the Hellenic trotting towards the East under the light of national
ideal of the era. Nevertheless, the backstage is more complicated and fascinated that a paper
could ever present. We are on the proceeding for a new view on the topic and we hope results
of a detailed study will reach to interested opera lovers soon.
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Frederico de Freitas and musical nationalism in Portugal in the 1930
and 1940 decades

Helena Marinho — Andre Vaz Pereira — Maria do Rosario Pereira Pestana

This panel addresses musical nationalism in Portugal in the first half of the 20th century through the work and ac-
tivity of Portuguese composer, conductor and essayist Frederico de Freitas (1902-80). As a composer, he demon-
strated an unusual versatility, working within the scope of art music and popular music, including vocal and in-
strumental music, stage music (dance, theatre and vaudeville), soundtracks, and fado. This flexibility, added to the
support he received from the Estado Novo dictatorial regime, established in 1933, explains why Freitas became
one of the most relevant 20th-century Portuguese composers. His significance is identifiable in the wide appeal
that many of his works, namely his film music, still hold in Portuguese collective memory. The study of his work
and contribution for cultural activities is fundamental for the understanding of the construction processes of the
regime’s musical aesthetics, within the guidelines of the Secretariat for National Propaganda. This institution had a
direct involvement with most fields of artistic production in Portugal, and a strong impact on artistic creation. This
panel will present three different strands of research focusing on the nationalistic elements in Freitas’ music and
activity:

1. Art music and popular music — Aesthetics and interaction in Frederico de Freitas’ orchestral production (Helena
Marinho): this presentation will focus on selected examples of orchestral works (soundtracks, concert and dance
repertoire), tracking the process of development of a cultural ‘portugality’ during the Estado Novo regime, as rep-
resented through the creation of a folk-inspired orchestral style.

2. Tradition and modernism — The works for piano solo and piano with string instruments of Frederico de Freitas
(Andre Vaz Pereira): Freitas’ works are often considered eclectic due to the variety of influences displayed, and the
combination of modernist and traditional/folk Portuguese traits. This presentation will also address the role of the
performers and concert societies that presented this repertoire in the promotion of nationalist repertoire and po-
litical ideas that encouraged the use of traditional elements.

3. ‘Portuguese songs’: Representing Portugal through song (Maria do Rosario Pestana): Freitas’ activity as “Portu-
guese song” composer for the theatre and cinema was complemented by his association with the recording indus-
try as musical director for the label His Master’s Voice in Portugal, from 1930. The recorded repertoire included
mostly fados and folk-like songs by Freitas and other authors, namely composers connected to the revista theatre,
a Portuguese type of vaudeville. This research will address the processes of creation of paradigmatic representa-
tions of folk and fado in this context.

This panel’s presentations depart from extensive archival research (manuscripts, autographs, correspondence,
concert programs, phonograms and photos, newspaper and magazines), in order to map Freitas’ contribution for
the development and implementation of a national/nationalistic style associated with politically-sanctioned cul-
tural activities, and the use of procedures involving the stylization of popular culture and the promotion of symbol-
ic power (in Bourdieu’s perspective), connected to the promotion of nationalistic values that matched the aesthet-
ical guidelines of the Propaganda Secretariat. Thus, the interaction between the aesthetic frameworks of art and
popular music became the marker of this period’s cultural ‘portugality’.
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Nationalism in Frederico de Freitas’ orchestral production
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Abstract. This paper addresses musical nationalism in Portugal in the first half of the 20th century through the
work and activity of the Portuguese composer and conductor Frederico de Freitas (1902-80). As a composer, he
demonstrated an unusual versatility, working within the scope of art music and popular music, including vocal and
instrumental music, stage music (dance, theatre and vaudeville), film soundtracks, and fado. This flexibility, in ad-
dition to the support he received from the Estado Novo dictatorial regime — established in 1933 — explains why
Freitas became one of the most relevant ZO‘h—century Portuguese composers. The study of his work and contribu-
tion for cultural activities is fundamental in understanding the process in constructing the regime’s musical aes-
thetics, within the guidelines of the Secretariat for National Propaganda. This institution had a direct involvement
with most fields of artistic production in Portugal, and a strong impact on artistic creation. This paper will focus on
selected examples of Freitas’ orchestral works, tracking the process of development of a cultural and musical por-
tugality during the Estado Novo regime.1

In 1960, the Mayor of Lisbon invited the composer and conductor Frederico de Freitas (1902-
80) (Figure 1) to create a symphonic work associated with that city, and the theme selected was
the 16th-century Jerénimos Monastery. Rather than rejoicing over the invitation, Freitas was
apprehensive about the task. In the initial stages of the compositional process, he asked his
friend and fellow composer Manuel Faria (1916-83) in a letter: “Do you think | can join the word
‘Jerénimos’ with the word Symphony? How can they merge in order to function as a title?”?

Figure 1. Frederico de Freitas (Frederico de Freitas’ Archives at the University of Aveiro).

Apparently, Freitas was unsure about combining a theme with a clear nationalistic back-
ground with the formal design of a symphony. The nationalist perspective was obvious: Jerdni-
mos, a hieronymite monastery in Lisbon, stands as a testimony to the Portuguese travels over-
seas and their power in the 16™ and 17" centuries, as a superlative example of monumental

! This research is funded by Fundacdo para a Ciéncia e Tecnologia, and FEDER/COMPETE.
2 Freitas, Frederico to Manuel Faria (Lisbon, 9/11/1960). All Portuguese texts translated by Helena Marinho.
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Gothic architecture, and functions as the national pantheon. Furthermore, in the 1960s, Freitas
was no longer at the forefront of Portuguese musical creation, as a younger generation of com-
posers represented the recent avant-garde developments.

Freitas was born in 1902, eight years before the monarchy ended and Portugal became a re-
public. In 1926, when a military coup established a dictatorial regime that would last until the
reinstatement of democracy in 1974, Freitas was fully active as a composer. After 1974, age, ill
health, and his association with the previous regime put a damper on his activities, but he con-
tinued to work, both as composer and conductor, until his death in 1980. More important than
his capability to adapt to these changes — which entailed profound alterations to the political,
social and cultural life in Portugal — was Freitas’ unusual versatility as composer. His output in-
cludes works within the Western art-music tradition, but he became particularly well-known to
the general public, from the late 1920s to the 1940s, as a composer of songs, and music for
stage and films. Freitas is often considered as one of the most relevant Portuguese composers
of the 20™ century. His significance is identifiable in the wide appeal that many of his works,
namely his film music, still hold in the Portuguese collective memory. The study of his work and
contribution to cultural activities is fundamental in understanding the construction processes of
the dictatorial regime’s musical aesthetics.

This paper will thus address the procedures involved in creating a national style of music in
this historical context, focusing on his orchestral output, and the ‘Jerénimos’ Symphony in par-
ticular.

The years in which Freitas was active were mostly simultaneous with the Estado Novo (New
State) period, a dictatorial regime often associated with the political leadership of Antdnio de
Oliveira Salazar (1889-1970), Finance Minister from 1926 to 1932, and Prime Minister from
1932 to 1968. The establishment of the regime in 1933 coincided with the creation of the Por-
tuguese Secretariat for National Propaganda. This institution was led by Anténio Ferro (1895-
1956), a journalist who had actively participated in the modernist movements of the 1910s and
1920s in Portugal, and whose guidelines as head of the Secretariat had a strong impact on
many fields of artistic creation until his retirement in 1949. The Secretariat particularly sup-
ported the production of artistic artifacts and events that combined modernist and folkloristic
traits, including the visual arts, music, dance, literature and folk culture events. In spite of its
limited funding, the Secretariat became the main cultural promoter in Portugal during this peri-
od, but its support of various artistic projects and folk culture events also had clear nationalistic
and propagandistic aims. Ferro’s influence was further emphasized with his nomination for the
directorship of the National Radio in 1941. Ferro’s persuasion ultimately overcame Salazar’s
general reservations regarding state support of artistic creation. In a 1938 interview, Salazar
wondered “how far should State intervention go? Other examples have repeatedly proved that
transforming artists and writers into civil servants amounts to an actual prohibition of crea-
tion.”® Nevertheless, Salazar supported the creation and activities of the Propaganda Secretari-
at.

Opportunities for art-music composers during the dictatorial period were therefore limited,
and those regarding the performance of symphonic repertoire even scarcer, a fact that condi-
tioned the creation of symphonic works. Performance prospects for orchestral repertoire were
limited mostly to Lisbon, where two orchestras — the Lisbon Philharmonic Orchestra, created in
1937 (successor to an earlier orchestra of the same name), and the Lisbon Symphonic Orches-

3 Ferro, Antdnio Entrevistas a Salazar (Lisbon: Parceria A. M. Pereira, 2007), 156.
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tra, founded in 1954* — maintained activity, although this activity was somewhat irregular. The
National Radio (Emissora Nacional) was the only institution that sustained professional orches-
tral ensembles on a regular basis, from 1935. That same year, Freitas became assistant conduc-
tor of the radio orchestras, but this fact did not necessarily allow for a more frequent inclusion
of his works in the radio orchestra’s programs. The composer’s archives include several letters,
written during the period he worked for the National Radio, both to friends and to the Radio
administrators, complaining about the distribution of conducting tasks. Even the concerts con-
ducted by Freitas seldom included his own works’, suggesting that the programming criteria
were not necessarily set by the conductor or advantageous to Freitas as a composer.

In spite of the limitations during this period, Freitas composed works for orchestra through-
out his career. His earliest known symphonic composition, the Poema sobre uma Egloga de Vir-
gilio® for string orchestra, was premiéred in 1922, while he was still a student at the Lisbon
Conservatoire, and the last work, In Memoriam Alexandre Herculano, was composed in 1977.
Notwithstanding this remarkable time span, the Symphony ‘Os Jerdnimos’, from 1962, is
Freitas’ only work clearly labeled as a symphony, as all the remaining works are designated dif-
ferent genres and categories. Some compositions are single-movement works labeled as sym-
phonic poems or tableaux, or reminiscent of that format, such as the Poema sobre uma Egloga
de Virgilio, the Lenda dos Bailarins’ from 1925, the first version of Nazaré® from 1935, Home-
nagem a Chopin® from 1949, or In Memoriam Alexandre Herculano. Freitas’ output also in-
cludes suite-style works, such as the 1935 Portuguese Suite, the 1938 Colonial Suite, and the
1958 Medieval Suite. A large number of orchestral works were composed for dance perfor-
mances, including Ribatejo'® (1934), Muro do Derrete™ (1940), Danca da Menina Tonta™
(1941), Imagens da Terra e do Mar®® (1943), Nazaré (1948), and A Dama do Pé-de-Cabra™
(1976)". Considering the time span between the earliest and the last composition, the number
of symphonic works by Freitas could be considered as limited, apart from during the 1930s and
1940s, the period coinciding with Ferro’s direction of the Secretariat. The Secretariat commis-
sioned several works for orchestral ensembles by Freitas, namely some of the dance works, and
instrumental music for public events, such as open-air historical reconstitutions.

Many of the pieces mentioned above, namely the dance works, were commissioned for spe-
cific events or cultural presentations. Therefore, they may bear witness not only to the com-
poser’s thematic preferences, but also to the period’s trends, conventions, and ideological re-
strictions. Freitas’ works listed above also present implicit or explicit inspiration sources, and
can therefore be considered programmatic. The programmatic contents followed preferred
themes: with the exception of A Dama do Pé-de-Cabra, all the dance works, for instance, refer
to contexts connected to rural or fishing villages and the livelihood of their inhabitants. Histori-
cal legends are also present (Lenda dos Bailarins and A Dama do Pé-de-Cabra), as well as the

* Nery, Rui Vieira, and Paulo Ferreira de Castro Histéria da Musica. Sinteses da Cultura Portuguesa (Lisbon: Im-
prensa Nacional — Casa da Moeda, 1991), 168.

> Cascudo, Teresa (ed.) Frederico de Freitas (1902-1980) (Lisbon: Museu da Musica), 95-115.

® poem on an Eclogue by Virgil.

’ The Dancers’ Legend.

&A fishing village in central Portugal.

? Homage to Chopin.

1% A rural region in central Portugal.

" The Love Wall.

2 The Silly Girl’s Dance.

B Images from Land and Sea.

" The Lady with Forked Feet.

!> cascudo includes a preliminary catalog of Freitas’ works.
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inspiration of major Portuguese literary authors: Luis de Camdes (ca. 1524-1580), the author of
the Lusiads, an epic poem that portrayed the Portuguese discoveries, is quoted in the ‘Jerdni-
mos’ Symphony, and Alexandre Herculano (1810-77), the author of historical Romantic novels,
is the inspiration for In Memoriam. Representations of the nation, as a rural, historical, and im-
perial entity, are also suggested by the Portuguese, Medieval and Colonial suites, respectively.

The themes addressed and the documentation associated with the works (correspondence
and texts published in the press, or included in the concert programs, by Freitas, Ferro, or other
authors), display the association of the works with nationalistic themes, whether historically-,
or folklorically-oriented. The same nationalistic perspective is found in the musical style(s) em-
ployed; Freitas’ background provided varied tools and materials that could be of use in this con-
text. Freitas is frequently referred to as an eclectic composer, and this eclecticism can be as-
cribed, on the one hand, to his multiple composing activities, within the scope of both art music
and ‘popular’ music; on the other hand, Freitas also demonstrated an equivalent flexibility in
association with projects connected to artistic presentations.

Teresa Cascudo points out the main perspectives in musical creation, during the 1930s, that
are equally represented in Freitas’ output: “the mythology of fado as the ‘Portuguese national
song’,” “the renewed discovery of the tradition of rural music,” “the musical portraits of per-
sonalities and events from Portuguese national history,” and “the retrieval of the Portuguese
art-music tradition.”*® With the exception of fado, all these perspectives concur with the Secre-
tariat’s guidelines, and are represented, and occasionally combined, in Freitas’ orchestral out-
put, in order to present a specific type of national expression, a musical portugality.

Freitas was no stranger to the use of folk materials in orchestral repertoire. By 1935, Freitas
was particularly active as a composer for stage and film, and created many examples of songs
and instrumental pieces that represented stylized and paradigmatic examples of Portuguese
traditional music styles for those contexts. In the late 1920s, he began working with revista
theatre — a vaudeville-like genre that combined comedy sketches, dance and song —, composing
songs and instrumental music for shows premiered between 1927 and 1937. He also composed
songs and/or incidental music for several films, from 1931 to 1947, including music for the first
Portuguese sound film, A Severa (1931), directed by Leitdo de Barros. It was mostly as a revista
and film composer that Freitas built his public reputation during the 1920s and 1930s, and
many of the songs that he composed during this period, particularly the fados, became, and
remain, well-known and frequently performed popular repertoire. The widespread use of re-
cording technologies and radio in Portugal was also paramount for the diffusion of this reper-
toire.

Freitas’ background as a classically-trained composer and conductor, and his comprehensive
practical experience with different genres and contexts were surely important factors in the
development of a personal style of orchestral writing. His stage and film activity provided com-
posing/performing experiences and opportunities that contrasted with the problems affecting
the dissemination of art music. Still, in spite of this adaptability that his career required, Freitas
was able to develop distinct styles within his art-music output, and orchestral works such as the
ballet Muro do Derrete (The Love Wall, 1940), and the ‘Jerénimos’ Symphony are examples of
the different manners created by Freitas in order to represent a musical portugality.

Muro do Derrete, like most of Freitas’ dance works, was composed for the dance group
Verde Gaio, a state-endorsed company funded and administrated by the Propaganda Secretari-
at. The group was created in 1940, and its artistic director and choreographer was Francis Graca
(1902-80), a life-long friend of Freitas. Francis had been active as a dancer from the late 1920s,

16 Cascudo, 33.
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presenting artistic dance numbers during revista shows. Francis’ performances, which were oc-
casionally accompanied by music composed by Freitas, were at times met with some scandal
and incomprehension. Francis also collaborated in several dance productions with Anténio Fer-
ro during the 1920s and 1930s. Most of these performances were based on anthological dis-
plays of stylized Portuguese traditional folk dances. This process of stylization of popular culture
was to become central in Antdénio Ferro’s later project of cultural portugality, which — inspired
by Paul Valéry — he entitled ‘spirit policy’. The Verde Gaio group became a logical sequence to
these early projects: the group focused its activity on the presentation of choreographies of his-
torical or ‘popular’ themes, accompanied by musical works by Portuguese composers.

Portugality, as envisaged by Ferro, and represented in the Verde Gaio productions, was
grounded on two ideals: on the one hand, the exaltation of an imperial past and its embodi-
ment through present achievements; on the other hand, the idealization of a poor yet untaint-
ed rural livelihood. In the case of the dance performances, as discussed by Luisa Roubaud, this
dichotomy is represented through two different types of settings: historical dance productions;
and plots set in rural or fishing viIIages”. Muro do Derrete, for instance, was set in the rural ar-
ea around Lisbon, whose inhabitants are known as ‘saloios.” An earlier study by Marinho™® re-
lated ethnographic studies from the same period of the composition of the ballet to the script
written by Carlos Queiroz (1907-1949) — a poet connected to the second generation of the
modernist movement in Portugal —, and to the piece’s stylistic characteristics. The ethnograph-
ic studies confirmed a biased and pejorative view of the inhabitants of that region, with a de-
scription based on fixed and static characteristics, even though the ‘saloio’ region, in the late
1930s, did not present the social and cultural homogeneity suggested, if ever it had. Queiroz’
script, nevertheless, used the same clichés. In this ballet, Freitas used stylized melodies and
rhythmic figurations that reproduce characteristics associated with Portuguese traditional mu-
sic, but combined them with compositional procedures (primarily regarding the orchestration)
and connecting sections that implied an art-music style. As Marinho stated, “the music that de-
picts the saloios is, to some extent, a metaphoric attempt at the construction and reinvention
of a social and geographical group of dubious definition, a group that actually belonged to a no-
man’s-land in the context of the imperial/rural dichotomy preferred by the dictatorial regime.
Just as the people it depicted, the music shifts between registers and styles, and eludes types
and classifications.”*®

When Freitas composed the ‘Jerdnimos’ Symphony (Figure 2), 20 years later, nationalism
remained an important issue for the regime, but the cultural agents and prevalent musical
styles had undergone significant alterations.

' Roubaud, Maria Luisa Estudo Psicolégico do Simbolismo na Danga Teatral: Andlise dos Bailados Portugueses
Verde Gaio (1940-1950), Masters Thesis (Lisbon: Universidade Nova de Lisboa, 1991).

'® Marinho, Helena “Composing for Dance during the Estado Novo Dictatorship: A Case Study”, in Music and

o Propaganda in the Short Twentieth Century, ed. Massimiliano Sala (Turnhout: Brepols, forthcoming 2014).
Ibidem.
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Figure 2. ‘Jerénimos’ Symphony, opening page of the autograph score (Frederico de Freitas’ ar-
chives at the University of Aveiro)

Nationalism in music in Portugal was an issue addressed by cultural agents before the 20"
century. The beginning of this century, however, witnessed a debate between, as Ferreira de
Castro points out, “the defenders of a nationalistic type of aesthetic stance (inspired or not by
folklore), and the defenders of a cosmopolitan or universalistic artistic alignment.”20 This oppo-
sition was partly bridged in the late 1930s when, according to Manuel Pedro Ferreira, “the in-
tellectual milieu was favorable to the idea of an essential contiguity and continuity between
popular culture and erudite culture.”?! The cultural policy of the dictatorship period further ad-
vanced this fact, as composers “appropriated folk themes, removed from their regional context,
and submitted them to an artistic manipulation,”** a description that fits the aforementioned
case of Muro do Derrete.

The symphony also proved to be an adequate basis for nationalistic expression in Portugal.
Vianna da Motta (1868-1948), a German-trained Portuguese composer and virtuoso pianist,
was the author of an early example that represents the connection between symphony and na-
tionalism, the Symphony ‘A Patria’ (To the Motherland). Motta was introduced to Liszt as a
young boy, and became later one of the editors of Breitkopf’'s complete Liszt edition; he corre-
sponded with Busoni and was acknowledged as one of the finest performers of his time. Not-
withstanding the influence of German culture and music, Motta resorted to the inspiration of
folk-like materials in some of his compositions, namely the final Scherzo of his ‘Motherland’
Symphony, a four-movement work which, according to Alexandre Delgado, displays the influ-
ence of “the inheritance of Beethoven’s symphony via Mendelssohn, Schumann and Brahms;
the programmatic music of the New German School; and the musical nationalism of the Russian
Mighty Five.””* The context of this Symphony’s premiére demonstrates how problematic it was
to present a symphonic work: the piano version was played by the composer in 1894, it was

0 Nery and Castro, 165.

! Ferreira, Manuel Pedro (ed.) Dez Compositores Portugueses (Lisbon: Dom Quixote, 2005), 36.

2 Ferreira, 38.

2 Delgado, Alexandre A Sinfonia em Portugal (Lisbon: Ministério da Cultura, IPAE, RDP, 2001), 37-38.
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first performed in its orchestral version in 1897, in Oporto, and only in 1911 in Lisbon®*. The
lack of regular symphonic series remained, as mentioned earlier, an obstacle for the furthering
of the symphony as a genre in Portugal. This fact may have weighed additionally on Freitas’
mind, considering that, up to 1960, he had never composed a full-blown symphony.

All the personal documentation suggests that the composition of this Symphony was a heavy
chore for Freitas. A letter to his friend Anténio Pinto Machado, on October 10th, 1960, mentions
the invitation from the Lisbon City authorities for Freitas to write a large-scale work, but adds
that the project was not as yet confirmed. But a letter sent only four days later to Manuel Faria
confirms that by then Freitas was already struggling, having difficulties with “finding a path.”%

Letters sent to the Lisbon Mayor, requesting successive postponements of the completion
deadline, confirm that the composition process was painstaking and lasted longer than the
composer predicted. But the most revealing elements are actually found in the other letters
addressed to Manuel Faria. In November 1960, Freitas acknowledged his doubts regarding
form, writing that: “ever since | began, an enormous doubt has taken over my thoughts — what
form? -. Construction and balance have always been a big difficulty and a constant doubt for
me.”?® He was also worried about the title, mentioning the “tradition and history” implicit in
the word ‘Jerédnimos’, “as a traditional and fundamental monument in the history of the peo-
pIe.”27 Several letters sent to Faria in 1962 discuss the work on the Symphony, but the an-
guished and disbelieving tone prevails. Freitas complains about the intensity of the work, but
admits to the pleasure he derives from working on the orchestration: “| feel a certain lack of
interest, but | am pleased with the scoring work. The truth is that the score is very seductive for
me. | distribute lines and rhythms, with some voluptuousness. And | recall that my orchestra-
tion skills have been very much praised, lately. -Maybe there is some intention in this, in order
to undervalue life itself and music’s essence! (...) Is my music solely the life of the outer clothing
that | skillfully weave?”*®

Finally, a letter sent in early February 1962 celebrates the closing of this daunting task.
Freitas praises the “religious spirit that is implied in this Symphony, which brought about its fi-
nale. And it was the Gregorian — the synthesis of its expression — which inspired the coda.””
This source of inspiration was not novel in 20th—century Portuguese symphonic repertoire: we
find similar instances of the use of Gregorian-chant inspiration in the 2nd (1926), and the 4t
Symphonies (1952) of Luis de Freitas Branco’, one of Freitas’ teachers at the National Conserv-
atory in Lisbon.

The work’s first public performance was in October 25" 1962, in a concert entitled ‘Lisbon
and music’, promoted by Lisbon City Hall. The concert included only premiéres by Portuguese
composers; besides Freitas, the Lisbon Symphonic Orchestra, conducted by Fernando Cabral,
presented new works inspired by the city of Lisbon by Armando José Fernandes (1906-83),
Antdnio Vitorino de Almeida (1940), and Jorge Croner de Vasconcellos (1910-74). In the concert
program, a short text by the mayor, Antdnio Franca Borges, appealed to God’s “support to the
Portuguese in all the struggles that they are patriotically fighting,” a support that he wished ex-
tended to the “Portuguese composers that create works of undeniable worth, which will last

** Ibidem, 45.

% Freitas, Frederico to Manuel Faria (Lisbon, 14/10/1960).

*® Freitas, Frederico to Manuel Faria (Lisbon, 9/11/1960).

*” Ibidem.

28 Freitas, Frederico to Manuel Faria (Lisbon, 9-11/1/1961).

2 Freitas, Frederico de to Manuel Faria (Lisbon, 2/2/1962).

% cardoso, J. M. Pedrosa “Da inspiracdo gregoriana em Luis de Freitas Branco”, Gazeta Musical XXIV/245
(1990), 14-22.
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through time.”*! The program included also descriptive texts for each work, by an unnamed au-
thor. The notes for the ‘Jerénimos’ Symphony mention the construction of the monastery,
symbol of “the discoveries’ immortal work, proving to the world the great spirit and the hero-
ism of our race, equal only to our love of art and culture!”, as well as its connection to figures
and the history of the overseas travels, and their “immortal glory and honor.”*

The biographical notes for Freitas, by an anonymous author, are nearly apologetic, stating
that “eclecticism is no longer a pejorative word,” and that Freitas was aware of “that diversity
of paths, understanding that there was no disorientation or lack of unity, but a wider range of
materials and a vaster horizon.”*® The author of the biographical notes was certainly acutely
aware that during the decade in which this concert was presented, it was no longer in fashion
to utilize traditional musical materials as the basis or inspiration for compositions, and also that
Freitas’ eclecticism was not valued by the current trends in musical composition.

In a typed text that Freitas added to the score’s autograph, which includes his own analysis
of the work, the composer declared that he used the “traditional structure,” with “small altera-
tions that do not affect the balance of the tripartite form of the work.”* Nevertheless, Freitas
listed a number of characteristics that expanded on that seemingly stricter structure: the exist-
ence of a long introduction as basis for the genesis of the Symphony’s themes, the elimination
of the interruptions between movements, the inclusion of an instrumental recitative in Grego-
rian style, the use of chorale and contrapuntal (including fugato) styles, the existence of one
theme in which all the twelve tones of the scale are employed, the use of recurring themes in
several movements (suggesting cyclic form). These characteristics suggest that Freitas was well
acquainted with late 19"- and early ZOth—century techniques and structures that were relevant
for the symphonic format, and had applied them consistently in his own work.

Still, Freitas felt also the need to reinforce the nationalistic outlook in this analysis, mention-
ing, as “creative ideas” for the work’s composition, “the religious mysticism,” “the heroic leg-
end,” “the tragedy,” and “the sea.”* He also stated that his ultimate intent was to “create the
feeling that something is projected from the finite to the infinite,” because he believed that
“the motives that made us proud about the Discoveries will never be finite.”*® He concluded
the analysis by dedicating the ‘Jerénimos’ Symphony “to the heroes of the travels, and to the
craftsmen and anonymous people who also built Portugal of the Discoveries.”*’

Thus, Muro do Derrete and the ‘Jerénimos’ Symphony are examples of two contrasting man-
ners of addressing nationalism in music. Both works aimed to represent portugality through
music: in the first case, the music mirrored and reinvented a biased ethnographic construction;
in the second case, symphonic form and structure were merged with programmatic and na-
tionalistic content. The two works also represent two different times and ideological stances:
Muro do Derrete was a paradigmatic examples of the creative manner in which Freitas adapted
to the strict cultural guidelines of the Estado Novo, whilst ‘Jerénimos’, to some extent, stands
as an example of the resistance of an enduring aesthetic and musical stance which struggles to
survive.

* Concert program: ‘Lisboa e Musica’ (Lisbon: City Hall, 25/10/1962).

*? Ibidem.

** |bidem.

** Freitas, Frederico de Sinfonia “Os Jerénimos” de Frederico de Freitas: Notas 3 Margem e Esboco de Anélise

(n.p. [Lisbon]: n.d. [1961-19627]).

*|bidem.

*® |bidem.

* Ibidem.
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Abstract. Born in Lisbon (Portugal), Frederico de Freitas was one of the most prominent composers and of the
20th century in Portugal. His works are often acclaimed as eclectic do to their variety of influences. These could
often gather modernity with the roots of portuguese traditional repertoire in a wide variety of musical genders
such as: ballet, cinema, theatre, fado, symphonic and chamber works. The recent donation of these manuscripts
and concert programs to Aveiro University made possible a wider reflexion. Gathering tradition with modernism
is one of the key elements of nationalist movements throughout Europe and is no exception in some of the com-
poser's chamber works. This "portugality" can be found in some of the composer's chamber work for piano such
has Ribatejo and Nazaré (ballet transcription), Ciranda (piano solo) Cangdo Raiana, Cangéo Triste or Cangéio e Dan-
¢a (piano and cello) or Nocturno for piano and violin (based on portuguese poetry of Antero de Quental). Concert
programs have showed some of the interpreters of these works such as Lourengo Varella Cid (premiered Ciranda),
Jaime Silva and Regina Croner Cascaes (Cangdo Triste) Vasco Barbosa and Grazi Barbosa (Nocturno), Helena Sa e
Costa, Nina Marques Pereira, Noémia Sarmento de Brederore, Lourengo Varella Cid, José Carlos Picoto or Florinda
Santos. Meanwhile, political ideas that encouraged the use of traditional elements (portugality), concert societies
that provided a favourable performing context and interpreters that premiered and toured with this repertoire are
some of the key elements of this article.

Prelude

This article focuses on the influence of traditional music in Frederico de Freitas' solo piano
works and chamber music with piano. This composer, considered eclectic due to the coexist-
ence of multiple styles in his work, demonstrates a remarkable combination of modernist ele-
ments with traditional melodies in his chamber music production. This article also aims to ad-
dress the role that performers and concert societies/promoters had in the promotion of this
nationalist repertoire, and the political ideologies that encouraged the use of such traditional
elements.

Chamber music (from the 1920s to 1940s): An eclectic approach to portugality.

The combination of tradition and modernism in works from the early 20th century that evoke
portugality is one of the key elements in nationalist music, especially from 1920s to the 1940s.
In the case of Frederico de Freitas, his production in various musical genres from ballet and re-
vista (vaudeville or light theatre) to cinema, demonstrates the symbiotic connection between
modernism and tradition, and the mutation of the latter’s features through a modernist dis-
course. It is therefore important to reflect on the impact of this practice on art-music works,
particularly chamber music works for string instruments and solo piano, and also to pinpoint
the importance of portugality for chamber works with piano, especially in the 1930s and 1940s.

The rise of portugality in Portuguese art music, revista or cinema, is easily related to the
"politica do espirito" (spirit policy). This imported cultural policy was implemented by the dicta-
torial regime, led by Antdnio de Oliveira Salazar, and by the head of the Propaganda Secretari-
at, Antonio Ferro. The “politica do espirito” was based on three vectors: educational system,
religious institutions and social media. Artists were encouraged to include Portuguese tradi-
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tional elements in multiple art forms, thus creating a "national art". In fact, art was an im-
portant vehicle used “by the State to explain to the people their identity"?, creating a hegemon-
ic conception of Portuguese society. This perspective led artists to produce according to these
standards. We can identify these same characteristics (use of traditional elements) in the works
of composers whose political affiliation differed to the hegemonic trends at that time, such as
the paradigmatic Lopes Graca who, on several occasions, used traditional themes without polit-
ical purposes. Therefore, the term nationalism, within the context of cultural policies imple-
mented by the dictatorial regime, should not apply to all works containing traditional elements,
due to the fact that the use of these elements became common practice for Portuguese com-
posers. However, the inclusion of traditional elements was to ease the dissemination and per-
formance of this repertoire through various cultural agents over the following decades. Teresa
Cascudo refers to a process of "massification" and "re-portugalisation" of musical culture, so
that "the Estado Novo [New State] was (...) the heir of the nationalistic aspirations of the 21th
century"s, also mentioning its agents, such as the National Broadcasting Company and its Sym-
phony Orchestra, the Musical Programmes Department, the reopening of the S3do Carlos Na-
tional Theatre, the Verde Gaio group and the Musical Studies Office of the National Broadcast-
ing Company. These agents "marked the presence of the musicians at the initiatives of the Na-
tional Propaganda Secretariat and their manipulation according to the “spirit policy” vision, de-
signed by Antdnio Ferro". According to Cascudo, Frederico de Freitas is a prominent agent:

"Frederico de Freitas had a leading role in all institutions, which were part of the process of
reconstruction of "Portugality", following the principles expressed by Antdnio Oliveira Sala-
zar on numerous occasions. His appeals for the discovery of the internal forces of the na-
tion, ignoring foreign influences, had as its ultimate goal the creation of a Portuguese reali-
ty, identified with the State itself",

Maria de Sao José Corte-Real also points out in her dissertation - on cultural policy and musi-
cal life in Lisbon during the transition from the dictatorship to democracy (1960 to 1980) - that
"the sound image of portugality is consistent with the notion of national consciousness con-
structed by the rulers of the "New State", and partly depended on the effectiveness of the
soundscapes’ spirit (...) extolling the past, beautifying rural and urban popular expressions’ in

order to present them as typically Portuguese".

Thus, the attempt of creating a "national art" that represented Portugal as a traditional but
modern country would be pivotal to the several musical genres that we find in Frederico de
Freitas’ output, and the composer’s chamber music also reveals that same complicity. Portugal-
ity is, therefore, another vector of interest to add to Freitas’ eclecticism, as referred to by au-
thors such as Tomas Borbae, Jodo de Freitas Branco’, Paulo Ferreira de Castrog, Otilia Ség, Alex-

! Salazar, Anténio Oliveira Discursos (1929-1934). Vol. I. (Coimbra: Coimbra Editora, 1961), 262-266.

20, Jorge Ramos Os Anos de Ferro — O Dispositivo Cultural Durante a “Politica do Espirito” (1933-1949).
(Lisboa: Editorial Estampa, 1999).

3 Cascudo, Teresa "Obra musical de Frederico de Feitas" In Frederico de Freitas (1902-1980), ed. T. Cascudo.
(Lisboa: Ministério da Cultura - Instituto Portugués de Museus, 2003), 32.

* Cascudo 33.

> Corte-Real, Maria Sao José Cultural Policy and Musical Expression in Lisbon in the transition from Dictatorship
to Democracy (1960s t01980s). (New York: Columbia University. PhD Dissertation, 2000).

6 Borba, Tomas "Frederico de Freitas", in Diciondrio de musica, ed. T. e. L.-G. Borba, Fernando (Lisboa: Edi¢bes
Cosmos, 1962).

7 Branco, Jodo de Freitas Histéria da Musica Portuguesa. (Mem Martins: Publicagdes Europa América, 1959).

8 Nery, Rui Vieira and Castro, Paulo Ferreira History of music — synthesis of portuguese culture. (Lisboa: Im-
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1 . ~ , ~ « " .
andre Delgado™, Teresa Cascudo or Maria de S30 José Corte-Real in several publications, theses
or historical summaries. The use of the term ‘eclecticism’ was criticized by Manuel Faria, who
considered this term an inaccurate label, stating:

"“[the critics,] if honest and competent (...) could not find better term than "eclectic" to de-
fine him, if in bad faith and empty demagoguery, tried to drag him to the trash of light mu-
sic. (...) Frederico was indeed - an independent who never lined up in strange subservience
to his path. Avid of all novelties, he never subordinated to them, but dominated them as
simple work instruments"**.

The composer avowed, at the end of his life, after a concert at the Portuguese Society of Au-
thors: "l left the last session somewhat perplexed, not only by the surprise that my music from
past times caused me, but also (and it is strange that this happens only now) by understanding
now the evidence of my musical bi-personality — a phenomenon that | do not understand quite
welll"t?,

In fact, Frederico de Freitas’ chamber music unites several elements that can be associated
with Portugality. Their modernist musical language followed the musical trends of the various
genres in which he composed, but also the cultural dynamics and aesthetics of his time.

Music for piano solo and piano with string instruments and national elements in
Frederico de Freitas.

Frederico de Freitas’ chamber music output includes works for piano and violin, piano and cello,
and piano, violin and cello trio. This research also included the works for piano solo (but ex-
cluded the works for violin and cello, piano and voice, string quartet or wind quintet). The
works composed for those instruments reveal three distinct aesthetic/compositional phases.
The works from the 1920s have a symbolist approach, related to French Symbolist music; the
works from the 1930s and the 1940s have a strong nationalist component, including the use of
themes and genres of traditional Portuguese music; and finally, in the late 1960s and 1970s, we
find two serial twelve-tone works

Poetry was one of the first sources of inspiration for the nationalistic works of Frederico de
Freitas. His Nocturne for piano and violin (inspired by the Romantic poet Antero de Quental’s
poem Nocturno) was written in 1923". The focus on the Portuguese Romantic poet Antero de
Quental proceeded to contrast with a typically Symbolist musical discourse (particularly the
French music). Over the years from the 1920s to 1940s, Portuguese poetry was often present in
chamber music, particularly in Portuguese song repertoire by composers such as Freitas Branco
(Trés Sonetos de Antero, 1934-41), Claudio Carneyro (Redondilhas de Camdées for voice and
string quartet, 1949), Lopes Graca (Trés Poemas de Adolfo Casais Monteiro, 1931-34; Duas
Cangées de Fernando Pessoa, 1934-36; Trés Cang¢bes de Fernando Pessoa, 1947-50; Trés
Sonetos de Camdes, 1939), Joly Braga Santos (Dois Poemas de Antero de Quental, 1942; Quatro

° 53, Otilia Concerto para Flauta e Orquestra — Frederico de Freitas (Departamento de Comunicagdo e Arte da
Universidade de Aveiro, Universidade de Aveiro, Master’s Dissertation, 2004).

1% pelgado, Alexandre "Frederico de Freitas" in Dez Compositores, ed. M. P. Ferreira. (Lisboa: Publicacdes Dom
Quixote, 2005).

! Faria, Manuel "Frederico de Freitas, o Independente da Musica Portuguesa", in In Memoriam. Separata do
Boletim Autores. (Lisboa: Sociedade Portuguesa de Autores, 1980).

12 Freitas, Frederico in Rebello, Francisco Frederico de Freitas e a musica ligeira in In Memoriam. Separata do
Boletim Autores. (Lisboa: Sociedade Portuguesa de Autores, 1980), 18.

3 Freitas, Frederico Noturno sobre um poema de Antero de Quental (violin and piano). (Aveiro’s Univesity
Library - Frederico de Freitas” Archives, 1923).
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Cangdes sobre poemas de Fernando Pessoa, 1943; Dois sonetos de Camoes, 1944), or Filipe de
Sousa (Dois Poemas de Fernando Pessoa, 1949; Cinco Odes de Ricardo Reis, 1950; Dois Sonetos
de Camilo Pessanha, 1950).

For Frederico de Freitas, these decades were the most eclectic, composing for revista and
cinema between the decades of 1920 and 1940, as well as composing complex and demanding
chamber works such as the Sonata for violin, the Sonata for piano, the Theme and Variations
for piano or even the ballets, inspired by the Portuguese tradition. The eclecticism of musical
genres is the key element, since the adoption of the theme of portugality becomes common to
all these genres in his musical production.

The works composed from 1930 to 1940 display a different approach to national elements,
particularly in his chamber music. The influence of traditional music and dance had a huge im-
pact on Freitas' works and can be seen through the combination of modern compositional lan-
guages and the elements inspired by traditional Portuguese music. We find these same
elements in the chamber music of composers such as Francine Bendit (Cinco Cangdes
Portuguesas, 1944), Freitas Branco (27 Harmonizacbes de Cang¢bes Populares Portuguesas,
1943), Claudio Carneyro (Improviso sobre uma Cantiga do Povo, 1925; Mote Popular for two
pianos, 1938; Cangdo do Figueiral for two violins, 1946; Tema Popular for violin and piano,
1946), Armando José Fernandes (Trés Can¢bes Populares, 1942), Eurico Tomaz de Lima (Chula
do Douro for two pianos, 1948), Lopes Graca (Seis Cangbes sobre Quadras Populares
portuguesas, 1934; Trés Cangbes ao Gosto Popular, 1934-36; Can¢des Populares Portuguesas,
1939-42, 1942-46 and 1947-49), Victor Macedo Pinto (Sete Cang¢des Populares Portuguesas,
1948; Trés Sonetos de Camdes, 1945; Trés Cancgoes Populares, 1948), Berta Alves de Sousa (Trés
Cangbes Populares Harmonizadas, 1937; Variagdes sobre uma Cantiga Alentejana, 1950), Filipe
de Sousa (Cang¢do Popular da Beira Baixa, 1949), or even Jorge Croner de Vasconcelos (Quatro
Cangdes Populares, 1945).

In Frederico de Freitas’ case, these traditional characteristics are particularly present in solo
piano pieces such as Ribatejo (1934)*, Nazaré (gente do mar [people from the sea]) (1935)"
and Ciranda (1942)*®, as well as piano and cello works such as Velha Cang¢do (1930), Cancdo e
Dansa (1939)", Cangéo Raiana (1944)*®, and Cancgdio Triste (1947)%.

The first two pieces (Ribatejo and Nazaré) are early piano versions of a choreographic poem
and of one of his Ballets. They were played in the piano version by Regina Cascais and danced
by Francis Graca and Ruth Walden in 1939 in Teatro da Trindade in Lisbon®’. Nazaré tells us the
story of two fishermen and ends with a sea storm tragedy in which one of them dies*".

We can also find elements of rural life in the ballet (initially a symphonic poem) Ribatejo and
also in Cangdo Raiana. The “campinos” and the traditional melodies and dances are the main
themes of both pieces. In the case of Can¢éo Raiana for piano and cello, the manuscript of the

' Freitas, Frederico Ribatejo (piano solo version). (Aveiro’s Univesity Library - Frederico de Freitas’ Archives,
1934).

> Freitas, Frederico Nazaré (piano solo version). (Aveiro’s Univesity Library - Frederico de Freitas” Archives,
1948).

16 Freitas, Frederico Ciranda. (Aveiro’s Univesity Library - Frederico de Freitas” Archives, 1942).

7 Freitas, Frederico Cancdo e Dansa (Cello and e piano). (Aveiro’s Univesity Library - Frederico de Freitas’
Archives, 1939).

'8 Freitas, Frederico Cangdo Raiana (cello and piano). (Aveiro’s Univesity Library - Frederico de Freitas’ Archives,
1944).

' Freitas, Frederico Cancgdo Triste (cello and piano). (Aveiro’s Univesity Library - Frederico de Freitas” Archives,
1947).

20 Cascudo, 190.

?! Concert programme: Graca, Francis Nazaré (Lisboa: Oficina grafica, 1948).
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cello parts features the indication "tipo de vira" ["in vira’s style"]?, which, despite being a char-
acteristic dance from the province of Minho, is also danced in Ribatejo.

Regardless of its modern compositional elements, Ciranda for solo piano also has its roots in
traditional Portuguese music. In two of the concert programmes we can read: “in its attractive
and spontaneous style, Ciranda is an agility pianistic piece that represents the round dances
referred to in its title”?* and also: “Ciranda is one of the many popular songs that he harmo-
nized”**. The use of traditional themes as a leitmotiv for his chamber works can also be heard in
Cangdo e Dansa, Velha Cangdo or Cangdo Triste. Ciranda is a traditional song for the “eiras”,
which are the communal patios in villages where cereal seeds are separated from the leaves.
This place also had a social function, hosting public events like messes or dances. Ciranda was
also a choreographed song, danced in circle, and the lyrics provided instructions for its choreog-
raphy.

Musical language's evolution through chamber music.

Frederico de Freitas lived through a great part of the 20th century and experienced the musical
and aesthetic mutations that occurred in European art music; therefore, his chamber works al-
so reflect these musical changes. The first period of the three phases previously mentioned in-
cludes works written in the 1920s, and reflects the influence of symbolic French music in works
such as the Nocturno for cello and piano (1926), Preludio e Fuga (for trio), Berceuse (for piano
and violin) or the Nocturno (on a poem by Antero de Quental) for piano and violin.

Musical example 1: Nocturno for violin and piano (ms. 1-3) - initial theme using a six-tone scale.

The main theme of the Nocturne for violin and piano is exposed in a six-tone scale using Ab,
Bb, C, D, E and F# and harmonies with 6th, 7th and 9ths chords are constant throughout the
work, also employing polytonality on several occasions (measure 5 or 44 with half-tone dis-
tance between the violin and the left hand of the piano).

The use of the pentatonic scale (measures 8 and 9) can also easily be related to the symbolic
language of French composers at the turn of the century.

*? Freitas, Frederico Can¢do Raiana (cello parts). (Aveiro’s Univesity Library - Frederico de Freitas” Archives,
1944).

23 D'Avila, Humberto "Ciranda", in Musica de Camara: Funda¢do Caloute Gulbenkian temporada 1976-77
(Lisboa: Fundagdo Calouste Gulbenkian, 1977).

** Concert programme: Without author. 1956, 29 of May. Ciranda. Viseu - Viseu’s Club.
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Musical example 2: Nocturno for violin and piano (m. 44) -
main theme with half tone between violin [G Clef] and piano’s left hand [F Clef].

The second period, during the 1930s and 1940s, is characterised by the influence of tradi-
tional Portuguese songs. We find examples of this in Can¢éo Raiana, Velha Cangdo, Cangdo e
Dansa and Cangdo Triste for piano and cello, which present a modernist language, using also
polytonality. In the case of the solo piano piece Ciranda, which was mentioned earlier, we find
several modernist compositional methods. Ciranda is a traditional song that was also published
in the first volume of César das Neves’ song book Cancioneiro de Musicas Populares®. Freitas’
piece, however, is not a mere harmonization, but an original work that uses the traditional
melody as the main theme. This theme is transformed harmonically (theme exposition), by add-
ing rhythmic patterns and inverting intervals.

The third period is related to works from the late 1960s and early 1970s. This period is char-
acterised by the use of twelve-tone serial technique26 in works such as Pentafonia27 (1975) for
wind quintet, or Tema e Vc:lriag:ées28 [Theme and Variations] (also called 13 variations® or An-
dante with variations>® in several manuscripts) for piano and cello (1969).

Contexts, concert promoter organizations and performers

Concert promoters, performers and the musical context were paramount for the dissemination
of Frederico de Freitas’ chamber music in Portugal and abroad. During the first period, in the
1920s, we find a group of institutions and performers that presented first performances of
Freitas’ chamber music. An early composition, such as the Nocturne for violin and piano, had its

* Neves, César das Cancioneiro de musicas populares, N2 69 V. 1. (Porto: Typografia Occidental, 1893),

130-131.
Pires, Filipe Pentafonia para quinteto de sopros (analysis). (Biblioteca da Universidade de

Aveiro/Espélio Frederico de Freitas, without date).

?7 Freitas, Frederico. Pentafonia for wind quintet (original manuscript). Aveiro’s Univesity Library - Frederico de
Freitas” Archives, 1975).

*® Freitas, Frederico 13 Variacbes for cello e piano (manuscript copy of original). (Aveiro’s Univesity Library -
Frederico de Freitas” Archives, 1969).

*° Freitas, Frederico 13 VariagGes for cello and piano (manuscript copy). (Aveiro’s Univesity Library - Frederico
de Freitas” Archives, 1969).

% Freitas, Frederico 13 VariagGes for cello and piano (manuscript copy for cello). Aveiro’s Univesity Library -
Frederico de Freitas” Archives, 1969).

26

167



The National Element in Music

first performance in the Main Hall of the National Conservatory of Lisbon (1924)*" and at the
Amateurs Academy of Music (1926)2.

Picture 1: Concert programme of 1924 in the Main Hall of the National Conservatory.

These two institutions educated some of the most prestigious Portuguese musicians (includ-
ing the composer himself), and also some of the performers of his works. The first group of mu-
sicians who played these works included the violinist Fernando Cabral (1900-1976), the pianists
Francine Benoit (1894-1990) and Regina Cascais. These three musicians were, at the time, stu-
dents at the National Conservatory of Lisbon and performed some of these works with the
composer himself.

The Nocturne for violin and piano was also dedicated to Fernando Cabral, who performed
other compositions for violin and piano by Freitas, such as the Allegro Apassionatto or the So-
nata for violin and cello. He played the Nocturne in 1924 and 1926 with pianists Francine Benoit
and possibly Regina Cascais or the composer himself (it is not clear in the concert programme).
Regina Cascais was a key element in the performance of several works, such as the Prelude and
Fugue, Cancdo Triste, Ribatejo, Nazaré or the Nocturne for cello and piano. She was a student
of Rey Cola¢o and Vianna da Motta and became pianist at the National Broadcasting Company,
playing mostly chamber music repertoire33.

*1 1924, 14 of April. Nocturno (sobre um Soneto de Antero de Quental). Lisbon: National Conservatory Concert
Hall.

32 1926, Tuesday 2 of March. Nocturno (sobre um Soneto de Antero de Quental). Lisbon: Amateur’s Academy of
Lisbon.

1963, 15 of Agust to 8 of September. VII Sintra’s Festival -Concert Programes. Lisbon: Oficinas graficas
Manuel A. Pacheco.
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Picture 2: Regina Croner Cascais.

A second phase, between 1930 and 1950, demonstrates the variety of concert contexts and
societies. The Teatro da Trindade and Teatro Tivoli were two of the concert halls where public
performances of Ribatejo, Nazaré®*, Ciranda®® and the Nocturne for violin and pianoa6 were
held. In Teatro da Trindade, for example, in addition to art-music concerts, there were also per-
formances of other works by Freitas, including musical genres such as vaudeville (Feira da Luz
or Bola de Neve), operettas (O Solar das Picoas) or even ballets (Muro do Derrete). Concert so-
cieties such as the Chamber Music National Society also encouraged chamber music concerts at
the Musicians’ Union Hall. This society was created in 1919 by Fernando Cabral and Julio Car-
dona, among others, with the objective of promoting chamber art music through recitals with
prestigious musicians®’. The Amateurs’ Academy of music continued to present chamber recit-
als and the National Radio Broadcasting Company recorded this repertoire. During this period,
Freitas’ chamber music was also performed at the Musicians' Union Hall (1947)*®, the Conserva-
tory of Oporto®, Setubal* (promoted by the Alliance Francaise), the Amateurs Academy of
Music*! and also in Brazil** (1939).

Among the main performers of this phase (1930-50), we can point out two teachers from the
National Conservatory of Lisbon: Lourenco Varella Cid (also President of the Musicians’ Union),
and Helena Sa e Costa (also a teacher at the Oporto Conservatory). They both played Ciranda
on several occasions; it was premiered by Lourengo Varella Cid at Teatro Tivoli in 1942. Helena
Sa e Costa, who played as soloist with Frederico de Freitas as conductor on many occasions,
asked for the Ciranda score in a letter to the composer43, and performed it in concerts in 1944,
1947, 1956, 1965 (in Madrid), and 1977* (at the Gulbenkian Foundation), with an additional

** Cascais, Regina Ribatejo and Nazaré (gente do mar). (Lisbon: Trindade Theatre, 1939).

** varella Cid, Lourenco Ciranda (1st public audition). (Lisbon: Tivoli Theatre, 1942, 9 of May).

36Manso, Paulo and Manso, Isabel Nocturno (sobre um poema de Antero de Quental). (Lisbon: Trindade
Theatre, 1941).

37 Bastos, Patricia "Sociedade Nacional de Musica de Camara", in Histéria da Musica em Portugal no século XX,
ed. S. Castelo-Branco (Lisboa: Circulo de Leitores /Temas e debates e Autores, 2010).

% Silva, Jaime and Cascais, Regina Cangdo Triste (sobre uma cantiga popular). (Lisbon: Musician’s Union Hall,
1947, Friday, 14 of February).

%% 54 e Costa, Helena Ciranda (Oporto: Oporto’s Music Conservatory1947, Saturday, 10 of May).

% varella Cid, Lourenco. Ciranda (Setubal: Sal3o de Festas do clube Setubalense, 1944, Saturday, 22 of April).

*1 54 e Costa, Helena Ciranda (Lisbon: Amateur’s Academy of Lisbon, 1944, 18 of December).

*2 Alencar, Nayde Jaguaribe de Ribatejo. (Brazil: Escola Nacional de Musica da Universidade do Brasil - Centro
Académico Leopoldo Miguez, 1939, Thursday, 26 of October).

Bsse Costa, Helena Ciranda (Vizela, 1943, 14 of February).

a 1956, 29 of May. Viseu - Viseu’s Club and 1956, 9 of July. Paldcio Foz's Theatre.

> 1965, 2 of February. Madrid: Ateneu de Madrid.
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performance in Oporto at the Museum Soares dos Reis*’ (no date included in the programme).
Ciranda is also referred to in letters from Berta Alves de Sousa*® and Mario Feninger®.

Regina Cascais also presented several works during this period, namely Cang¢do Triste (in
1947 with the violist Jaime Silva), and the Nocturne for violin and piano (1940) for the National
Radio Broadcast. In Brazil, Nayde Jaguaribe de Alencar (Sa Pereira) also played Ribatejo in the
Centro Académico Leopoldo Miguez. This pianist was an assistant teacher at the Brazilian Na-
tional School of Music and dedicated her career to children’s musical education’.

After 1950 we can identify a third phase of concert engagements. With the creation of the
concert promoter Pro-Arte, there was a broader decentralisation of the performances of the
composer’s repertoire. This organisation was created by Ivo Cruz in 1951, and ceased its activi-
ties in 1971, after his retirement. Pro-Arte had a total of 52 delegations throughout the country,
and its main goal was to decentralise art- music, which was strongly polarised in Lisbon and
Oporto. One particular aspect of these concerts was also the fact that the inclusion of at least
one Portuguese work in recitals was mandatory®. The works investigated were presented in
concerts promoted by the delegations of Marinha Grande?, Beja53, Viseu and Castelo Branco™.

Ciranda was also played at the Calouste Gulbenkian Foundation, in concert given by Helena
Sa e Costa in 1977, as previously mentioned, and was also performed in three concerts in Spain
(at the Royal Seminar of San Carlos and the Principal Theatre®®) and Madrid (at a lecture-recital
in Ateneu de Madrid in 1965).

During this third phase we can find performances of two works (Ciranda and Nocturne for
violin and piano) in particular. The duo, Vasco and Grazi Barbosa (violin and piano) presented
the Nocturne in Zaragoza and Castelo Branco in 1967. This brother and sister duo presented the
100th Pro-Arte concert in Castelo Branco and was also the first duo to play in the Castelo Bran-
co’s Pro-Arte delegation. This 100th recital, which took place in the gymnasium of the Nuno Al-
vares High School in Castelo Branco, also had the objective of presenting art-music to adoles-
cents and establishing a greater proximity between the musicians and the audience. Grazi Bar-
bosa was a student of Helena de Sa e Costa at the National Conservatory and her brother, Vas-
co Barbosa (1930-), was also an external student of the National Conservatory and received
scholarships to study in New York and Paris. He was also a violinist in the National Radio Or-
chestra®, and a soloist under the direction of Frederico de Freitas. The Nocturne was also per-
formed in concert by the duo Isabel Manso and Paulo Manso (brother and sister) on the 25" of
January 1941 in Teatro da Trindade. Isabel Manso graduated at the National Conservatory,
where she studied with Adélia Heinz (1924), and was also student of Vianna da Motta, perform-
ing at concerts of the previously mentioned National Chamber Music Society (1926). She gave

46 1977, 28 of January. Ciranda. Lisbon: Calouste Gulbenkian’s Foundation - Hall 2.

¥ Without year, 15 of April. Oporto: Soares dos Reis” National Museum.

*® Sousa, Berta Alves de Ciranda (Porto. 1945, 3 of November).

* Feninger, Mario Ciranda (Paris, 1958, 5 of March).

0 Corvisier, Fatima Monteiro "A trajetdéria musical de Anténio Leal de Sa Pereira", Revista do Conservatdrio de
Musica da Universidade Federal de Pelotas n24 (2011), 162-193.

>t Villalobos, Barbara "Pré-Arte", in Histdria da Musica em Portugal no século XX, ed. S. Castelo-Branco. (Lisboa:
Circulo de Leitores /Temas e debates e Autores, 2010).

>2 pereira, Nina Marques Ciranda (Marinha Grande, 1963, 17 of May).

>3 Brederore, Noémia Sarmento de Ciranda (Beja: City Hall’s Nobel Hall, 1960, Monday 14 of November).

>* Barbosa, Vasco and Barbosa, Grazi Nocturno (sobre um Soneto de Antero Quental) (Castelo Branco:
Highschool’s Gymnasium, 1967, Wednesday 17 of May).

>S4 e Costa, Helena Nocturno (sobre um Soneto de Antero Quental). (Zaragosa: Real Seminario de San Carlos e
Teatro principal Withou year, 10 and 12).

> Losa, Leonor "Vasco Barbosa", in Histdria da Musica em Portugal no século XX, ed. S. Castelo-Branco. (Lisboa:
Circulo de Leitores /Temas e debates e Autores, 2010).
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her first public recital in 1928, and later became a teacher at the National Conservatory of Lis-
bon. Her brother Paulo Manso (1896-1982), born in Figueira da Foz, where he began his stud-
ies, studied at the National Conservatory with Julio Cardona. He continued his studies in France,
Belgium and Germany, pursuing a concert career on his return to Portugal. He played with vari-
ous musicians such as Luis Costa, Varella Cid or Francine Benoit, winning the “Moreira de S3”
Prize with his sister Isabel. He was also director of the Funchal Academy and a violinist of the
National Radio Orchestra conducted by Frederico de Freitas®’.

Ciranda was also performed in concerts by other pianists such as Maria Teresa Nascimento
Ferreira (in 1956), Noémia Sarmento de Brederode (in 1960), and Nina Marques Pereira (in
1963). Maria Teresa Ferreira studied with Campos Coelho, and made her first public presenta-
tion in 1954 in the Pro-Arte concert series at Imaculada Concei¢do’s High School. Noémia Sar-
mento de Brederode graduated from the National Conservatory, and won the Luis Costa Prize
at Oporto. Noémia studied in Lisbon with Vianna da Motta and Helena Sa e Costa, and was
awarded a Gulbenkian Foundation scholarship to study with Alfred Cortot. She performed with
the National Radio Orchestra, the Lisbon Philharmonic and the Oporto Symphony orchestras
under the direction of conductors Frederico de Freitas, Ivo Cruz and Alvaro Cassuto. She also
collaborated with the Cultural Music Circle and Concerts Society, performing at concerts pro-
moted by Pro-Arte in various delegations throughout the country, and presented a concert of
Portuguese in Biarritz”® . Nina Marques Pereira graduated from the National Conservatory of
Lisbon and studied at the Ecole Normale de Paris; she was awarded the Conservatory of Lisbon
Official Award, the Beethoven Prize and the National Radio Broadcasting Prize. With a scholar-
ship from the Institute of High Culture, she went to France, where she pursued the virtuoso di-
ploma course, studying with Alfred Cortot. She was invited to play by the Cultural Music Circle,
the Calouste Gulbenkian Foundation, the Portuguese Musical Youth, Lisbon City Hall, Pro-arte,
and other entities, in addition to touring Africa, India, the Azores and across the continent™.

Frederico de Freitas’ works were not only interpreted by some of the most prestigious Por-
tuguese musicians, but were also programmed and promoted by the main Portuguese cultural
agents.

Sound recordings and its interpreters: from the National Radio Broadcasting to
the modern edition.

This research, in addition to the analysis of various concert programmes or performances anno-
tations present in manuscripts, also sought the recordings of the investigated works. An im-
portant part of Frederico de Freitas’ musical path was linked to the National Radio Broadcasting
Company in which he worked from 1935 to 1977 (with a short break between 1949 and 1953,
when he conducted the Oporto’s Conservatory Symphony Orchestra). The National Radio
Broadcasting Company archives however, do not include full information regarding Freitas’ ac-
tivity as a radio orchestra conductor. The earliest register is a hand-written annotation in the
score of the Nocturne for cello and piano: “National Radio Broadcasting Company 11/10/1940
Regina Cascais”®®. These annotations broaden the scope of sources of information regarding
performances and recordings, as well as its interpreters. Most of the recordings in the radio ar-

>’ Coimbra, Arnaldo "Paulo Manso.", Album Figueirense (Artistas figueirenses), Year | n2 9.

>% Concert programme Without/Author: Noémia Sarmento de Brederode in Concertos camonianos integrados
no ciclo de comemoragdes do quarto centenario da publicagdo de "Os Lusiadas", (1972).

>° Concert programme 1963.

% Freitas, Frederico Nocturno for Cello and piano (Aveiro’s Univesity Library - Frederico de Freitas” Archives,
1940).
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chives or live performances remain unedited®®, as is the case of Helena S e Costa’s recording
from 1956, at the “30 years of Portuguese culture” festival. More recently, the National Radio
also presented the composer's chamber works in several live concerts.

Thus, analyzing the various CD’s, LP’s and live performance recordings of the works for piano
solo, and starting with Ciranda we note that this piece was recorded by Helena Sa e Costa®
(twice), Nella Maissa®®, Noémia Sarmento®, Nina Marques Pereira®, Eurico Rosado (during a
concert in which he also played Dan¢a and Quand elle marche on dirait qu'elle danse by the
composer)®® and the aforementioned Maria Fernanda Wandschneider®”. With regard to the
composer's works for solo piano, we also find records of the Sonata for piano played by Manuel
Araujo at the concert for the centenary of the composer’s birth celebration, Seis Dan¢as per-
formed by Nina Marques Pereira, Embalando o menino doente and Jogo infantil by Filipe Pires,
O Livro da Maria Frederica by Florinda Santos (CD edited by Numérica in 1997) and Maurice
Hinson (by the recording label Educo in 1974) and Ingenuidades by Artur Pizarro.

In the case of the Nocturne for violin and piano, the first recording reference comes from a
small advertising brochure of the His Master’s Voice recording label (reference ET 8), with the
aforementioned Paulo Manso as violinist (without reference to the pianist). However, in the
catalogue listings list provided by the Portuguese Radio Broadcasting Company, there is a regis-
ter entry for an L.P.®® with Paulo Manso and Campos Coelho (National Conservatory of Lisbon’s
teacher). That Nocturne was also recorded by the Grazi and Vasco Barbosa® and Lucjan Luc
with Alexander Stewart’® duos. Within the repertoire for violin and piano, the Sonata for violin
and piano was also recorded (four times) by Vasco and Grazi Barbosa, and edited by Strauss:
Portugalsom in 1995. This duo also recorded the Trés Pegcas Sem Importéncia [three pieces
without importance] and the Dan¢a do Palhago [Clown’s dance] (version for violin and piano of
the 1° piece of the composer’s Seis Pecas [six pieces] for piano solo).

The repertoire for piano and cello with traditional influences (Cangdo Triste and Cang¢do Ra-
iana) was also recorded and edited. The Cang¢do Raiana was recorded in a live concert by Paulo
Gaio Lima and Antdnio Rosado’". In the case of the Cangdo Triste, and despite the fact that its
original version was for piano and cello, there are three recordings of the viola and piano ver-
sion’? (the manuscript with the viola part was written by the composer). These recordings in-
clude a live concert by Isabel Pimentel and Eurico Rosado’?, an edited recording released on the

® It should be noted the re-editing by the publisher Numérica in 1995 of a recording of May 28, 1969 of Ciran-
da by the pianist Maria Fernanda Wandschneider in the studios of the North-Centre Province of the National
Radio Broadcaster, a CD with Portuguese repertoire for piano exclusively.

2gse Costa, Helena 9 of July 1956. and Sa e Costa, Helena without date, ref.: CDT1118.

63 Maissa, Nella: Ciranda by Frederico de Freiats Without date, ref.: DT3377.

64 Brederode, Noémia Sarmento Ciranda by Frederico de Freitas. Without date, ref.: CDT1324..

& Pereira, Nina Marques Ciranda by Frederico de Freitas. Without date, ref.: CDT1502.

66 Rosado, Eurico Ciranda by Frederico de Freitas Without date, ref.: CDT20938.

% Wandschneider, Maria Fernanda, piano. Ciranda, by Frederico de Freitas. Ed. Numérica. CD. 1995 (Lisbon:
National Radio Broadcast 1969).

% Manso, Paulo e Coelho, Campos, violin and piano. Nocturno (sobre um poema de Antero de Quental) by
Frederico de Freitas. Ed. His Master's Voice. LP. Ref.: Lp78RPM: 78D01390. Without date.

% Barbosa, Vasco e Barbosa, Grazi, violin and piano. Nocturno (sobre um poema de Antero de Quental) by
Frederico de Freitas. Without date, Ref.: CDT21359/A.

70 Luc, Lucjan e Stewart, Alexander Nocturno (sobre um poema de Antero de Quental) by Frederico de Freitas.
Without date, Ref.: CDT6245.

& Lima, Paulo Gaio e Rosado, Antdnio Cangdo Raina by Frederico de Freitas. Live Concert. Without date, Ref.:
CDT20615.

72 Freitas, Frederico Cangdo Triste (viola parts). (Aveiro’s Univesity Library - Frederico de Freitas” Archives,
1947).

73 Pimentel, Isabel e Rosado, Eurico Cang¢do Triste by Frederico de Freitas Without date, Ref.: CDT21556.
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CD Concerti per viola e pianoforte, performed by Alexandre Delgado and Alvaro Lopes Ferreira’
and a recording for the National Radio Broadcasting Company by Regina Cascais’> in 1940.
There are also recordings of the Nocturne for cello and piano by Helena Sa e Costa and Mada-
lena Sa e Costa (four recordings), Jed Barahal and Christina Margoto (in “Antena 2 concerts”)
and by Miguel Borralhinho and Luisa Tender (edited in 2009 by Dreyer Gaido).

Conclusion

The current research intended to reflect on the use of national elements in Frederico de Freitas’
chamber music production, highlighting the fact that these works, despite their modern lan-
guage, contain in their essence elements inspired by the Portuguese musical tradition.
Throughout the recordings of this repertoire, we can capture an overview of the past, as well as
their present impact. Some of these works remain unrecorded, and are seldom performed,
showing therefore the difficulties of dissemination in spite of the various cultural agents and
performers. This is the case of Freitas’ chamber works such as Allegro Apassionatto (violin and
piano), 13 Varia¢des (cello and piano), Bagatelas (piano solo), Tema e Varia¢des (piano solo),
Cangdo e Dansa (cello and piano), and Preltdo e Fuga (trio with piano, violin and cello), Ribatejo
(piano solo), Nazaré (gente do mar) (version for piano solo), Duas Dangas Antigas (piano solo)
among others.

The analysis of concerts promoters (such as Pro-Arte) activity, as well as that of performers,
has shown how chamber music spread over the decades, interpreted by some of the most im-
portant Portuguese artists. They were also responsible for the “internationalisation” of these
works and were the true messengers of Freitas’ chamber music.

André Vaz Pereira is assistant lecturer at Coimbra's College of Education since 2002, and PhD student in Perfor-
mance Studies at the University of Aveiro under the supervision of Helena Marinho. He is also member of the in-
vestigation centre INET-MD. His Master thesis in Music Performance (piano) at the University of Aveiro featured
piano works of Portuguese composer Manuel Faria. He has published articles for the Portuguese music journal
Glosas and presented a conference-recital in the international conference Performa 2009. He also presented pa-
pers at the 1st National Music Investigation conferences (ENIM 2011 in Porto - Casa da Musica) and at the Music
Investigation Conference (GuimaraMUS) of Guimardes European Capital of Culture 2012. As pianist he has per-
formed in Portugal, Japan, Rumania, ltaly, Spain, Macau, Hong Kong, Taiwan and Cabo Verde. He has also recorded
for National Radio Broadcast and the recording label Afinaudio. Maria do Rosdrio Pereira Pestana, Doctor in Eth-
nomusicology, is Senior Lecturer at the University of Aveiro (Portugal) and research member of INET-MD, Instituto
de Etnomusicologia - Centro de Estudos em Musica e Dancga (INET-md). Specialized in folklorization processes in
Portugal, documentation processes of traditional music in Portugal and urban music performance, such as the or-
pheonic movement. Leading projects: (1) “Music in-between: the ‘orfeonismo’ movement and choral singing in
Portugal (1880-2012)”, 2012-14, sponsored by Fundagdo para a Ciéncia e Tecnologia; (2) the critical edition of his-
torical phonograms made in Portugal in the 30s and 40s. with Salwa Castelo-Branco; (3) “Armando Leca e os novos
meios de comunicagao” exhibition, which will take place at Museu da Musica Portuguesa, Cascais, between May
and October 2012; (4) “Armando Lega e a musica portuguesa” book edition (2012). She is the coordinator of two
Portuguese Government-funded research projects.

’* Delgado, Alexandre e Ferreira, Alvaro Lopes, viola and piano. Cangéo Triste by Frederico de Freitas. Concerti
per viola e pianoforte. Without date, ref.: CD16491. CD.

7> Cascais, Regina, piano [no cellist indication]. Nocturno of Frederico de Freitas. (National Broadcast, 1940, 10
of November).
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Between musical cosmopolitanism and modernized nationism: the
national element in the music of Yorgos Sicilianos

Valia Christopoulou
Independent scholar
vchristopoulou@gmail.com

Abstract. As the music of Sicilianos evolved over the years, so did his treatment of the national element in it. In the
first, relatively short, period of Sicilianos’s work his principal agenda as a composer was to renew the aesthetic of
the so-called “Greek National School”. In the mid 1950s he turned to modernist idioms, while at the same time
focusing on classical antiquity as the principal means of defining a national identity in his music.

This paper explores Sicilianos’s attitude toward the national element in music after 1954 by using two of the three
categories suggested by Markos Tsetsos as the main alternative approaches available to Greek composers in the
period following the dominance of the National School. The first approach is a kind of “musical cosmopolitanism”,
while the second consists in a “modernized nationism beyond the Kalomiris tradition, and similar to that of the
literary ‘Generation of the "30s’” (Tsetsos, 2011, 119). | suggest that both these approaches played a role in Sicili-
anos’s work after 1954, and that in effect he moved between the two. While his critical writings were largely dom-
inated by the second approach, his music gradually moved towards the first approach, the key work in this respect
being Epiklesis, opus 29, for narrator, male-choir, four women’s voices and 12 performers (original text from Aes-
chylus’ tragedy Persians) (1968).

Sicilianos treated the national element in his music using two main approaches. The first ap-
proach was developed during the first period of his work. During that period Sicilianos aimed to
renew the aesthetic of the so-called “Greek National School” by seeking the point where
“[Greek] folk song intersects with Byzantine chant”, which he viewed as the “source of the song
of [Greek] people”.! The second approach was developed starting from the mid 1950s, that is,
since the beginning of the second period of his work, when he experimented with modernist
idioms and when his quest for a national identity led to an active interest in classical antiquity
that endured for the rest of his life.

In this paper | explore Sicilianos’s attitude towards the national element in music after 1954
by using two of the three categories, which according to Markos Tsetsos in his Nationalism and
populism in modern Greek music were the main approaches available to Greek composers in
the period following the dominance of the National School. The first approach is a kind of “mu-
sical cosmopolitanism”, while the second consists in a “modernized nationism beyond the Ka-
lomiris tradition, and similar to that of the ‘Generation of the 30s’”.? | suggest that both these
approaches played a role in Sicilianos’s work after 1954, and that in effect he moved between
the two. While his critical writings were largely dominated by the second approach, his music
gradually moved towards the first approach. By examining Epiklesis, opus 29, for narrator,
male-choir, four women’s voices and 12 performers (original text from Aeschylus’ tragedy Per-
sians) (1968), | will support that this is a pivotal work that illustrates the tension between Sicili-
anos’s critical writings and his music.

! Christopoulou, Valia “Yorgos Sicilianos and the Musical Avant garde in Greece”, in Costas Tsougras, Danae
Stefanou, and Kostas Chardas (eds.), Beyond the Centres: Musical Avant-gardes since 1950. Thessaloniki, 1-5
July 2010, Department of Music Studies, Aristotle University of Thessaloniki. Conference Proceedings,
<http://btc.web.auth.gr/_assets/_papers/CHRISTOPOULOU.pdf>, accessed 20 December 2012.

? Tsetsos, Markos Ethnikismos kai laikismos sté neoelléniké mousiké: Politikes opseis mias politismikés apok-
lisés, (Nationalism and populism in modern Greek music: Political aspects of a cultural divergence), (Athens:
Sakis Karagiorgas Foundation, 2012), 119.
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The meaning of the term “musical cosmopolitanism”, which, in the aforementioned
Tsetsos’s book, is defined as “internationalism that has renounced any national identity”,? is
more or less clear. This is not the case with the term “nationism [...] similar to that of the [liter-
ary] ‘Generation of the 30s’”. Because of that, | will take here a small digression to attempt to
clarify the meaning of the term “nationism”.

According to Dimitris Tziovas, who in his book The transformations of nationism and the ide-
ology of Greekness in the inter-war period discusses the term extensively, “nationism” has a dif-
ferent meaning from “nationalism”. Historically, nationalism in Greece was connected to the
imperial concept of territorial expansion, while nationism was connected to the intellectual and
cultural character of the nation.* During the 30s there was a “transformation of irredentist na-
tionalism into intellectual nationism and humanism”,> which paved the way for the discussion
of the concept of “Greekness” by the generation of the 30s. Two main features of this discus-
sion are, first, that the representatives of the generation of the 30s avoid to specify a recipe of
Greekness, and, second, that they define Greekness as something undetermined® connected to
the continuity of the Greek nation [eAAnviopog, Hellenism] seen in terms of nature and geogra-
phy, rather than biology:’ “the climate and geography of the country are viewed as evidence of
national particularity or cultural continuity”.® Another distinctive feature of the generation of
the 30s was the attempt to connect modernism with tradition.’ Thus, the members of the gen-
eration of the 30s were opposed both to the imperialist political nationalism and to cosmopoli-
tanism, since they believed that “the abstract, intellectual nationism is a way of communicating
with humanity, that, if it is abolished by eradicating from within oneself the idea of the nation,

one is left unstable, lost, without any base and any support”.*°

In this perspective, particularly interesting is a lecture Sicilianos gave in 1974, entitled “Greek
School of contemporary and avant-garde music”, in which he presents that “School” as a crea-
tion of the composers of the generation of the 50s.!! Even if, for reasons whose exploration
goes beyond the aim of this paper, that name was never established, and the existence of that
“School” never gained recognition, it is nevertheless possible to detect an attempt by the com-
posers of the generation of the 50s, similar to that by the literary generation of the 30s, to dif-
ferentiate themselves from the composers of the previous generation and to gain self-
consciousness.*?

The two distinctive aspects of the nationism of the “generation of the 30s”, that is, first, the
definition of the national element in abstract terms or in terms of nature and geography and,
second, the attempt to connect modernism with tradition, can also be found in various writings
of Sicilianos, in which the national element is a recurrent topic of discussion. For the first as-
pect, there is a characteristic passage in a lecture given in 1967: “The idea that we are moving

3 Tsetsos, 76.

* Tziovas, Dimitris Oi metamorphdseis tou ethnismou kai to ideologéma tés ellénikotétas sto mesopolemo (The
transformations of nationism and the ideology of Greekness in the inter-war period), (Athens: Odysseas,
1989), 63-65.

> Tziovas, Oi metamorphdseis, 60.

6 Tziovas, Oi metamorphoseis, 153.

7 Tziovas, Oi metamorphoseis, 120.

8 Tziovas, Oi metamorphoseis, 118-119.

® Tziovas, O mythos tés genias tou Trianta (The myth of the generation of the 30s), (Athens: Polis, 2011), 20-21.

10 Tziovas, Oi metamorphoseis, 64.

" sicilianos, Yérgos “Elléniké scholé sygchronés kai prétoporiakés mousikés” (Greek School of contemporary
and avant-garde music), reprinted in Sicilianos, Yorgos Gia té Mousiké (About Music), ed. Elli Giotopoulou-
Sicilianou (Athens: Mouseio Benaki and Hellenic Music Centre, 2011), 287-301.

12 ¢f, Tziovas, O mythos, 35, footnote 37.
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towards a culture with an ecumenical nature, where the factors that influence and finally shape
art create a uniformity of aesthetic demands as a result of a more universal reality, made me
believe that the national element cannot be expressed any longer with external means, as was
once the case with national schools, but only with the radiance of the personality of the agent
of art himself, that is, the artist, which is different depending on his temperament, the customs

of his place, and the natural environment within which he thinks and labours”.

The second of these two aspects, that is the effort to combine modernism and tradition, is
the one on which Sicilianos insists, emphasizing at the same time that it is important to retain
the national element in music: “I think that the composer, as a creative artist, is a peculiar mix-
ture of, on the one hand, absolutely personal intense emotions, and, on the other hand, exter-
nal, in general, stimulations and factors. As a human being he belongs of course to his time.
Then, he has to feel that his roots are securely planted in his place, because, otherwise, he
stands on unstable ground that disappears from under his feet.”** And elsewhere: “Of course,
the time of the isolation of the nations has gone forever. [...] However, the agent of art himself,
that is, the artist, needs roots in order to create; without roots he feels a stranger, suspended,
temporary. He feels unsheltered, without historical and emotional bonds with the place he lives
in or the people that surround him. He is like a tree that was planted on foreign soil and then
had to be transplanted in a greenhouse to survive. An artist like that will produce tasteless
fruits; and his seed will be weak. [...] It is imperative for us to feel Greek, if we want to survive
culturally — and not only culturally! However, showing off our Greekness incessantly and eve-
rywhere becomes boring and monotonous even for us Greeks; becoming estranged from it [our
Greekness], on the other hand, is unacceptable even to foreigners!”15

Of course, while in the antithetical pair of modernism and tradition the former term can be
said to refer to contemporary musical trends, the meaning of the latter term is not as obvious:
Greek “tradition” can refer either to the Byzantine and folk tradition or to the Ancient Greek
legacy. From 1954 onwards, a time by which, as | mentioned before, Sicilianos is established as
a modernist composer, he turns clearly towards the ancient Greek legacy. In two different in-
terviews he points out: “Ancient Greek literature is part of my roots”*® and “I feel my Ancient
Greek roots particularly strong”.’” Nevertheless, as | have suggested in a previous paper, there
are two distinct phases in the way Sicilianos treats ancients themes in the middle period of his
work, that is, from 1954 onwards: “During the first phase [...] Sicilianos used references to folk
material, which functioned as an element of continuity between past and present. During the
second phase, which coincided with his use of serial techniques and the internationalisation of
the Greek modernist trend, such references to folk material are completely absent, and Sicili-
anos aimed at a more organic connection between ancient Greek texts and his musical lan-

guagen.ls

B Sicilianos, “E mousiké mou tés teleutaias dekapentaetias (1952-1967)”, reprinted in Sicilianos, Gia té Mous-
iké, 322.

1 Sicilianos, Interview, Tachydromos (1962), reprinted in Sicilianos, Gia té Mousiké, 141.

1 Sicilianos, “Elléniké scholé...”, reprinted in Sicilianos, Gia té Mousiké, 291.

16 Sicilianos, Interview with Valia Christopoulou, [September 1998]. In
http://www.mmb.org.gr/page/default.asp?id=1614&Ila=1 (accessed on December 27th, 2012). Reprinted in
Sicilianos, Gia té Mousike, 188.

v Sicilianos, Interview with Nikos Dontas, Kathémering, 26.11.2000. Reprinted in Sicilianos, Gia té Mousiké,
191.

18 Christopoulou “Modernism and Greek antiquity in the Work of Yorgos Sicilianos”, in George Vlastos and Ka-
terina Levidou (eds.), Revisiting the Past Recasting the Present: The Reception of Greek Antiquity in Music,
19th Century to the Present. Conference Proceedings, forthcoming 2013.
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Epiklesis, on Aeschylus’ Persians, for narrator, mens’ choir, four womens’ voices and twelve
performers, opus 29, about which | will talk now, belongs to that second phase (it was commis-
sioned by the Hellenic Association for Contemporary Music (ESSYM), and was premiéred in the
Third Week for Contemporary Music in Athens (22.12.1968)).2° I will start with a text by Sicili-
anos himself, one of his most important texts, in which he discusses Epiklesis extensively. In
brief, Sicilianos describes the four basic elements that dictated his approach to the musical
treatment of the original text: first, the “prosodic nature of Ancient Greek metre, with its inex-
haustible rhythmic richness”; second, the possibility for serialization of rhythm and pitch; third,
the sonic properties of the words of the Ancient Greek language; and, fourth, the structure of
the text from which the musical form is derived.?

Epiklesis, opus 29 was composed in 1968, a time by which Sicilianos had adopted serial tech-
niques for the organization of pitch and rhythm. The composer’s immediately previous work,
the Fourth Quartet, opus 28, written in 1967, stands out from his oeuvre as the work in which
his inclination for precompositional planning and strict organization reached its peak. In the
Fourth Quartet, pitch is organized on the basis of a twelve-tone series, while rhythm is orga-
nized by means of two numerical sequences which are transformed to several ordered rhyth-
mic sequences or rhythmic patterns.”* Throughout the whole work, these two elements are the
basic material the use of which ensures organic unity.

So, the fact that Sicilianos uses “serialism” in Epiklesis is not something new in his technique.
Rather, what differentiates Epiklesis from the Fourth Quartet is the fact that various techniques
coexist and that, in that work, Sicilianos starts distancing himself from the strict organization of
the material and from the imperative of organic unity.

The musical form of Epiklesis is based, as the composer explains, on the structure of the text:
the first section corresponds to verses 628—632 of the Preamble of the chorus (bars 1-25), the
second section corresponds to strophe a and antistrophe a (bars 26—-82), and the third section
corresponds to strophe c and antistrophe ¢ and to verses 672 and 679-680 of the Epilogue
(bars 83—144). From the pair of strophe b and antistrophe b only verses 649—-650 are used, ap-
pearing in the second section, first in bars 30-34, and then in bars 79-82.

A constant throughout the work is the way Sicilianos handles the text rhythmically, using the
Erasmian pronunciation. His handling is based either on creating correspondences by translat-
ing short and long syllables to analogous rhythmical values in various ways, or on indetermina-
cy. The types of correspondence vary but, with the exception of some deviations, there is con-
sistency within each type, whether it is rhythmical recitation (the narrator’s part) or song (the
chorus part). The passages that are based on indeterminacy use several degrees of undeter-
mined pitch or/and note values and at the same time explore the sonic properties of the words

' Christopoulou Katalogos ergdn Yérgou Sicilianou (Catalogue of the Works of Yorgos Sicilianos) (Athens: Panas
Music, 2011), 81-82.

%% sjcilianos, “Anazétdntas mia chamené paradosé tragikés mousikés & scholia gyro apo té melopoiésé enos
apospasmatos archaias tragodias” (In Search of a Lost Tradition of Tragic Music, or Comments Concerning the
Setting of an Ancient Tragedy Fragment), in Chroniko 72, iii, (Athens: Kallitechniko kai pneumatiko kentro
Ora, September 1971 — August 1972), 211, 213. Reprinted in an enriched version (date: February 1999) as
“Anazétontas té chamené mousiké paradosé tés archaias ellénikés Tragodias”, in Yorgos Sicilianos. O syn-
thetés stén protoporia tés sygchronés mousikés, 83—89 and in Sicilianos, Gia té Mousike, 375-385. See also
Sicilianos, Programme note for Epiklesis, in the Programme of the Third Week for Contemporary Music, Ath-
ens, 22.12.1968. Reprinted in Christopoulou, Katalogos, 83.

?! Sicilianos uses a highly personal adaptation of the serial technique in which paired number sequences trans-
late into ordered rhythmic values. For a more detailed discussion of the organization of rhythm in the Fourth
Quartet see Christopoulou Yorgos Sicilianos — Life and Work, Ph.D. diss. (University of Athens, 2009), 128-
141.
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treating the ancient Greek language purely phonetically. With the exception of this element,
that is the handling of the voice, the three sections differ in the degree of precompositional
planning and of strict organisation of the material, and also in the elaborateness of the musical
writing, which increase from one section to the next.

Specifically, in the first section different techniques coexist. The first six bars are atonal, bars
7-14 are based on a whole-tone scale, while in bar 14 the twelve-tone row appears that is used
throughout the work. Organization of rhythm according to durational systems is not used at all
in the first section. The second section can be further divided into two subsections, based on
the handling of the material: bars 26—47 (corresponding to strophe a) and bars 48-82 (corre-
sponding to antistrophe a). In the first subsection of the second section two different tech-
niques coexist: a free atonal one (mainly in the chorus part) and a serial one which uses the
twelve-tone row, while the organization of rhythm follows procedures similar to those of the
Fourth Quartet (i.e., use of numerical sequences) but with several deviations from the rhythmi-
cal sketches, and, consequently, with a lot of liberties taken compared to the initial planning. In
the second subsection of the second section the instrumental part has only percussion (in the
composer’s rhythmical sketch this section is entitled “Intermezzo for percussion”). As can be
seen in the composer’s sketches this subsection is based on an isorhythmic pattern of eighth
notes, eighth-note triplets, sixteenth-note quintuplets and sixteenth-note septuplets; it consists
of twelve beats and it is repeated unchanged twelve times. The final form of the work follows
the rhythmical sketches with only a few deviations.

The most strictly organised part of the work is clearly the third section. Here, each of the six
verses of the strophe c and, consequently, of the antistrophe c corresponds to a “rhythmic se-
ries”, as Sicilianos calls it, or, in other words, to an isorhythmic pattern, which is applied with
consistency not only in the voice part, but also, mostly, in the instrumental part. In the voice
part, that is the part of the narrator and the chorus, the correspondence of each verse, as evi-
denced by a sketch that was found in the composer’s archive (example 1) (it is not an auto-
graph and its authorship is unknown) is the following: the short syllables correspond to eighth
notes and the long syllables to quarter notes.
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Example 1. Sketch found in Sicilianos’s archive (unknown authorship).

Those same six patterns are also applied in the instrumental part of the section, specifically
in pianos I. and Il. (bars 83-124) (example 2 and example 3). In addition, the same six patterns
appear in diminution in the glockenspiel a clavier; that is, the short syllables correspond to six-
teenth notes of sixteenth-note quintuplets and the long syllables correspond to eighth notes of
sixteenth-note quintuplets (bars 98-114) (example 2). Finally, there is also a third type of corre-
spondence applied in the harp part: In a different kind of diminution, short syllables correspond
to eighth notes of eighth-note triplets and long syllables correspond to quarter notes of eighth-
note triplets, while, at the same time, the six patterns appear in retrograde form (bars 106—
114) (example 2).
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Example 2. Sicilianos, Epiklesis, bb. 109-114.

In the same section of the work, that is, the third section, the parts of the percussion, the
horns and the trombones, which assume a complementary role in the whole texture, in some
cases duplicate another instrument and in some other cases are written in a freer technique
which does not seem to follow precompositional planning. In bars 117-124, however, as can be
seen in the composer’s sketches, the parts of the horns and of the 1st and 2nd trombones are
based on an isorhythmic pattern which consists in sixteenth notes of sixteenth-note quintu-
plets, sixteenth notes of sixteenth-note septuplets and of eighth notes, in a sequence (built in a
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way similar to that seen in the second subsection of the second section) that is repeated in its

initial form four times by the horns, and in its retrograde form about three and a half times by
the trombones (example 3).

Example 3. Sicilianos, Epiklesis, bb. 115-119.

The whole section is twelve-tone —based on the twelve-tone row that is used throughout
the work— except, as in the rest of the work, for the part of the narrator, which is based on
rhythmical recitation, and for most of the part of the chorus, which use various degrees of inde-
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terminacy. Finally, for the most part of the third section, that is throughout bars 85-124, the
second piano is “prepared” with a thin book in its interior.

In conclusion, an essential feature of Epiklesis is the utilization of different compositional
techniques and of heterogeneous material within the same work: use of a whole-tone scale,
atonal writing, use of a twelve-tone row, serial organization of rhythm either by means of nu-
merical sequences (see Fourth Quartet) or by means of rhythmic patterns which are mostly de-
rived from the Ancient Greek text, utilization of the Erasmian pronunciation and a consequent
shift of emphasis from the semantic meaning to the sonic properties of the word, use of lan-
guage as a repository of vocal sounds, indeterminacy, and prepared piano. With the exception
of the twelve-tone technique and of serialism, these techniques appear for the first time in the
work of Sicilianos; most importantly, they are the techniques that he will continue to develop
and to experiment with in his works of the following decade. So, Epiklesis is a key work in two
important aspects of the work of Sicilianos: his experimentation with techniques of the post-
war avant-garde and his dialogue with international trends of his time. Of course, the choice of
an Ancient Greek text is obviously connected to the national element. However, the techniques
which belong to the post-war avant-garde, the Erasmian pronunciation, with the subsequent
use of Latin characters for the text, and also, as a symbolic gesture, the use of English for the
title, Epiklesis, and even for the directions on the autograph, signal a tendency to remove any
“particular” national element and point towards a cosmopolitan musical attitude.

However, there is a tension between the attitude seen in the music of Sicilianos and the
views expressed in his writings. In Sicilianos’s writings we see that his attitude towards the na-
tional element, at least on a theoretical level, is comparable to the nationism of the literary
“generation of the 30s”. Certainly, in Ancient Greek tragedy and poetry, which, from 1954 on-
wards were the major “national” sources of inspiration for him, Sicilianos finds not only a na-
tional element but also the values of universality and atemporality:**> “[Ancient Greek tragedy
and poetry] were the first and only ones to deal with universal feelings and thoughts and to tell
truths that never change: they were yesterday, they are today, and they will always be truths.
And this was accomplished by Greeks, more than two and a half millennia ago”.?* Finally, his
attitude towards cosmopolitanism is not absolutely dismissive: “On the other hand, the argu-
ment that modern art, under the pressure of the levelling tendency of our culture today, was
forced to get rid of its national character does not seem to me to correspond to reality abso-
lutely.”** In other words, Sicilianos in his writings places a clear emphasis on the importance of
the national element, emphasizes at the same time those aspects of the Ancient Greek legacy
that offer a potential for internationalisation, and shows reservation towards cosmopolitanism
without being absolutely opposed to it. His compositions, on the other hand, show that his
guests are closer to cosmopolitanism than to a search for the national element. Epiklesis, being
a work that combines an Ancient Greek text with intense musical experimentation, is the best
place to see this.
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Abstract. Dimitri Nicolau’s idiomatic compositional style has not been profoundly evaluated yet, neither through
analytical procedures, nor by systematic research on his vast compositional corpus. His musical portrait though,
depicts him as an eclectic composer with an emphasis on melody-based compositions bearing intense neo-national
references (implicit or not) and structurally related quotations. The aims of this paper focus on enlightening Nico-
lau’s relation with the neo-national ideals and the way they are projected in his saxophone & piano piece, Bis For
Two, commissioned for the 15" anniversary of Arno Bornkamp’s and Ivo Janssen’s duo. Besides that, a discussion
will be also held over the formalistic nature of the thematic material, its unfolding throughout the composition and
the relation it bears with the nationalistic attributes. Finally, a structural procedure (i.e. signal theory), which - by
its own means - correlates cognitive and formalistic approach, will reveal Nicolau’s notion on both textural and
structural bonding parameters.

Introduction

Dimitri Nicolau (21/12/1946 — 29/03/2008) was a Greek composer born in Athens (Keratea) and
eventually naturalized as an Italian citizen (Rome), due to his opposition to the regime of the
Greek colonels (1967). Besides his musical (Greece, France) and cinematography studies (Italy)
he had done researches in the field of popular and folk music with a particular interest in the
Mediterranean and Balkan area. Apart from being a composer, D. Nicolau had also been active
as stage director, cinematographer, director of photography, conductor, musicologist, professor
of vocal theatrical technique and writer. Fundamental for his artistic formation was the ac-
guaintance with the psychoanalytical theory of “Collective Analysis” by Massimo Fagioli. Since
1959, the year in which he began composing, Nicolau managed to acquire a vast catalog of circa
300 compositions including 3 operas, 5 symphonies for large orchestra, 2 cantatas for soloist —
choir — actors — large orchestra, 63 saxophone compositions, numerous concerts for soloist and
orchestra, many works for plucked string orchestra, soloist and ensembles, works for chamber
ensemble, vocal compositions, ballet music, soundtracks for cinema, television and radio, chil-
dren's songs and music and over 100 scores of incidental music for the theatre®.

By summarizing some of D. Nicolau’s basic compositional features we would advocate the

1. Melody based compositions with an idiomatic and characteristic intentness in the use of
accents. Thus, a certain mixture of melodic rhythm, which is different by the other
rhythmical layers of the composition, is produced

2. Constant melodic, rhythmic and textural re-shaping of the fundamental motivic materi-
al, as a structural process employed in the largest part of his compositional corpus

3. Alteration of archetypical national melodic formulas (i.e. folk tunes) and the presence of
Greek folk-like melodies composed by Nicolau himself*

! For a detailed presentation see the composer’s webpage (http://www.dimitrinicolau.it/).

2 Concerning the fundamental ways that the Greek composers used to incorporate the folk element see
Tsougras Costas, Ta 44 lMawbika Kouuatia tou lavvn Kwvotavtvién - Avadvan pe Xprion tng Mevetikng
Ocwpiag tn¢ Tovikric Mouotkrg [Yannis Constaninidis' 44 Greek miniatures for piano: Analysis with the use of
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4. Appearance of quotations, always bearing structural significance and picked upon a vast
variety of musical choices (popular & folk)

5. Re-working of traditional established forms (Sonata, Rondo, etc.) and the synergy of
new structural insights with innovative instrumental combinations

6. Embodiment of a wide palette of sound production techniques (especially concerning
the saxophone —i.e. slap tongue, flutter tongue, multiphonics, key clicks, etc.)

Dance-like compositional character in a variety of textural sceneries
Intense theatrical quality
9. Subtly woven musical humor

Historical Background on “Bis For Two”

D. Nicolau’s compositions have not been systematically analyzed yet and thus a great number
of his musical attributes is not fully comprehended and evaluated. The author of the current
paper has already dealt with D. Nicolau’s solo saxophone repertory in his master's thesis® intro-
ducing some basic Nicolau’s compositional features via analytical results.

Bis For Two in particular, was commissioned in 1998 for the 15" anniversary of Arno Born-
kamp’s (saxophone) and Ivo Janssen’s (piano) duo, as mentioned before. It was then edited by
“SIAE — Italy” as the last composition of a six pieces output, labeled “Easy Sax Dances — for Sax
Alto & Piano” op. 236. There are two fundamental reasons why Bis For Two could be listed as
“representative” regarding Nicolau’s personal style. First of all it is due to the fact that Bis For
Two falls entirely in the list of Nicolau’s compositional features presented earlier (Introduction
1-9). Second, it is because it was written during his last (Sth) compositional decade (1959-2008),
thus concluding and summing up a great number of the composer’s musical characteristics and
structural notions.

Macrostructure

Bis For Two is a three-part composition (A — B — C). The first part (Fig. 1, red band) is a rondo-
like form, the second one (green band) outlines the rondo’s evolution while the last part (blue
band) departs from the initially presented material. The most striking of all the combined “na-
tional” aspects to be mentioned is presented during the A Section (rondo’s refrain) imposed by
the saxophone’s melodic line. Other also important nationalistic attributes will be presented
later on in this paper. In section A we can trace a correlation of diatonic, octatonic and modal
(dorian, nikriz-neveser) thematic material which gradually resolves in a more diatonic environ-
ment with modal (dorian) reminders as the composition evolves to its end.

Fig. 1 Schematic representation of the overall sectional plan of Bis For Two. The noted time each
section occupies is based upon a performance held by the paper’s author.

the Generative Theory of Tonal Music], (Thessaloniki: University Studio Press, 2003), 52, footnote 97 [in
Greek, includes English abstract].

* Diminakis Nicolaos, “Anuritonc NikoAdou: AvdAuon Epywv yia S6Ao Saédpwvo” [Analysis of Dimitri Nicolau’s
Solo Saxophone Works], (Master Thesis, Aristotle University of Thessaloniki, September 2007) [in Greek].
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Every part initiates with an introductory solo piano section. During the first two segments (A
— B) one can easily grasp the rondo-like character of the composition since there is a noticeable
textural balance between the five thematical representations (A1-A5) and the five interfering
episodes (E1-E5). The second part ends with a transitory passage (Golden Ratio Section) of
three interchanged solo-like sections for each instrument, which provides melodic material for
the introductory (C1), the middle (C3) and the concluding (C5“Souvenir”) sections of C. Section
C2 and part of C3 (as a literal repetition of sections C1 & C2 in the piano’s part) is constructed

texturally via “planing”®.

The most important aspect though, in both musical and non-musical parameters, is intro-
duced as a quotation in C4. These two meters, constituting the reason for composing this piece
(15th anniversary for a saxophone & piano duo), present in particular the first two sub-phrases
of the «Happy Birthday» tune (“solo & accompaniment” texture in 4/4). The pianist sings twice,
along with the saxophone’s plain melodic line: “Happy Birthday to us” instead of “Happy Birth-
day to you” 11>/

Sections 1 2 3 4 5 ,,,,,6,",,”7 8
intro. ¢ ) “E3

Rondo-like form

Tonal Centers F Db F |A F

Time
Signatures

12/8

Measures a4 Jar 51 58 77

Sections

Development

Tonal Centers F ™

Time
Signatures

5/8

; . 02'53'" - 03'42" (00'49")
Measures F107 114 S8 130

Sections

C4_ "Souvenir"(Coda)

oy Birthday” ,W] Departure / Conclusion

D A D Bb B

Tonal Centers D F

Time

Signatures 1/4 7/8A :« 4/4 7/8

Fig. 2 Macro/micro structural plan presenting the fundamental characteristics of all the sec-
tions. Note that the sections in red color (rondo’s refrain) represent the most evident “national-
istic” element. Also bear in mind that both Tonal Centers & Time Signatures segments adum-
brate only the basic and fundamental structures.

* About planing or harmonic parallelism see Kostka Stefan, Materials and Techniques of Twentieth-Century Mu-
sic, 3" ed. (New Jersey: Pearson Prentice Hall, 2006), 86.

> See Fig. 8.

® In Tamvakos Thomas, “AnuiRtpng NikoAdou” [Dimitris Nicolau], Antifonon 8/1-2 (2005), 50-51 [in Greek], Yan-
nis Papaioannou states about Nicolau: “[...] Another valuable element inside Nicolau’s music - element rare in
the world of contemporary music - is the humor which is light, playful, discreet and Dionysian. This does not
mean that Nicolau does not grow in depth and consistency, dramatic, tragic and far-reaching levels where
that feel is needed” [transl. by the author]. The same statement is also reproduced in the composers
webpage, in a collective catalog with comments and critics about D. Nicolau, in:
http://www.dimitrinicolau.com/Nuova pagina web/Comments.htm

7 About the “Happy Birthday” tune see Lester Joel, Analytic Approaches to 20th century Music, (USA: W. W.
Norton & Company Inc., 1989), 43-44.
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Microstructure

The basic thematic material of Bis For Two is, initially at least, defined by the

e First Chord (Introduction)
e Basic Motive
e Rondo’s Refrain

These three thematic elements are all interconnected. Furthermore, the Basic Motive and
the Rondo’s Refrain are both related to the First Introductory Chord. It would be interesting to
note that the “layered textures”® produced by the blending of these elements, and the “addi-
tive structures”® they also create, are at the same time indicative about two things:

1. One can always trace throughout the composition (acoustically and visibly) the different
structural functions of each one of the three elements.

2. At the same time these functional differences are transformed as the composition
evolves into structural bonding'® processes via Nicolau’s idiomatic musical language.

First Chord

The transition from the first chord™ (m. 1-3 / F-Ab-B-C) to the last one (m. 3 / F-G-Ab-C), during
the composition’s introductory section, holds a great significance in terms of melodic material.
Harmonically we can acknowledge the passing from the first chord to the second as an F minor
chord with an added 4aug. (F-Ab-C + B) leading to the same F minor chord with an added M2 (F-
Ab-C + G). Besides their textural differences (tessiture, reiteration, etc.), they share a number of
common features and at the same time present, fractal-like, the fundamental structural transi-
tion from diatonic and modal environments to a more diatonic collection.

A Section _Bis for two _
Introduction Sax-alto and Piano

e =
[ Bt53435439344 44444444444

ENCTTTITYIVYYIY

Fig. 3 Introductory A section (m. 1-3) and the beginning of the rondo’s refrain (A1 / m. 4)

® See Lester, 40. The simultaneous coexistence of two or more textures is vertically acknowledged as the com-
positional time proceeds. The sum of all of the combined/layered textures in a musical piece basically pro-
duces a new “multilayered texture” that incorporates all their attributes.

’ See Williams, 153-155 and Morgan Robert P., Twentieth-century Music, (New York: W. W. Norton & Company,
Inc., 1991), 48. In contradiction with the vertical character of the “layered textures”, the “additive structures”
occurring in a composition attain a horizontal mode of perception, thus their attributes are experienced
through a continuous temporal unfolding.

10 Concerning the close underlying similarities among thematic material see also Lester, 58-59.

" About the significance of the first chord see “Signal theory and its implementation” in due course. Also con-
cerning the use of triads in post-tonal music, see Straus Joseph N., Introduction to Post-Tonal Theory, (New
Jersey: Prentice Hall, 1990), 91.
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In other words, by omitting F, which stands out as the tonal center, the importance lays in
the transition between the pc sets [014] and [015] (Fig. 4). Of course [014] is not able to hold
any modal/nationalistic character yet, just because of the use of the 2aug. interval (B-Ab). It's
the contextual references (like the rondo’s main theme presented in the saxophone’s part) that
will reform the structural correlation between pc set [014] and the nationalistic/modal envi-
ronments (magam Nikriz-Neveser) as axiomatic and evident.

Fig. 4 Evolution from the pc set [014] into [015]12.

The interchange of further tonal material included in these types, [014] vs [015], throughout
sections A and B is constant and chaotic™. The simultaneous use of both pc sets, horizontally
and vertically at the same time as well, is another matter of concern. The following figure (Fig.
5) presents the basic scale formations used in Bis For Two according to their use of the com-
bined [014] & [015] (green color) or the [015] (yellow color) pc set type only.

2 The term “inversional equivalence” is applied throughout this analytical approach (Fig. 7). The related by in-
version pc sets are thus considered equivalent (see for example the octave and transpositional equivalence
terms as well). See also Kostka, 182.

3 See Scarnecchia Paolo, “Dimitri Nicolau — An Interview: | am not a composer, | work as a composer” (Rome
1996), transl. Marie-Jeanne de Lange. In: http://www.angelfire.com/nc/dimitrinicolau/intervista.htm. In this
interview D. Nicolau states: “The harmonic world of my music is difficult to predict. It has been pointed out to
me more than once that the so-called harmonic scheme does not move according to mathematical or scholar-
ly rules. Up to a certain point, | have found confirmation of certain intuitions in discovering the theoretical
writings of Janacek”. Also elsewhere in the same interview he quotes: “Popular music is harmonized by fol-
lowing only what the melodic line suggests. Thought one must return to the horizontal dimension and know
how to discover the latent elements as well”. Finally, “The idea of musical tension is very important and is
suggested by the choice of intervals”. Furthermore, in another interview, see Modelci Frederick, “Interview
with the composer Dimitri Nicolau”, [transl. by the author] (1988). In:
http://www.dimitrinicolau.com/Intervista%20da%20Mondelci.htm, he quotes: “I would say that folk music in
general is the fundamental base which gives vitality to a composer’s work, but it is not enough for an artistic
creation. It must be integrated with the knowledge deriving from a profound and tangible relation-
ship/comparison with the music of great composers. Since the composer is trying to express and communi-
cate, it is natural that he seeks to integrate his knowledge with the new possibilities of materials and tech-
niques that an instrument or an instrumentalist can offer. The "material”, or the provided sound, from an in-
strument or voice is a source of an amazing daily inspiration; just think the original work of Janacek that long
before Bartok was "recording" the internal sounds of the expressions of his language among the people. Every
possibility offered by research in new techniques, is therefore a material worthy of attention and if appropri-
ately considered in a composition, it may be crucial and evocative for the creation”.

189



The National Element in Music

Diatonic Collection F G Ab Bb C Db Eb

Modal Collection (Dorian) F G Ab Bb C B D Eb

Fig. 5 Scale formations used in sections A and B. During section C it is the diatonic collection
(from the tonal center of D, along with some instances of dorian mode) that becomes promi-
nent. Note that the scales with the green color present primarily the pc sets [014] but they also
include [015], while the remaining two use only the pc set [015]. Also, note that magam Nikriz is
the dominant maqam, related to magam Neveser. That’s the reason why magam Nikriz is being
mentioned first.

Basic Motive

The second important element in the introductory part is the presentation and use of the basic
motive (Figs. 3, 6 & 7). This one, deriving from the pc set [014], is constructed by the notes A-
Ab-Gb-F [0134]. Its inversion presents the exact prime form since this set is symmetrical (see
about “Inversional equivalence” in footnote 12), bearing symmetrical'® characteristics (m2 — M3
— m?2). The variation of the basic motive’s ending via leading-voice techniques (F-E-Eb) gives rise
to another significant structural procedure that will relate the introductory section with the C4
(“Happy Birthday” tune), which is placed just before the coda section (C5 - Souvenir) and stands
out as the reason for composing this piece.

" The concept of “centricity” (Straus, 89-107) projects symmetry as a fundamental tool in the composition’s
structural formation in both micro/macro structural levels and can be traced in a number of diverse parame-
ters as the composition evolves, such as:

a) Rondo form (A-B-A-C-A-D-A etc.)

b) “F” as a basic tonal center and at the same time as an inversional axis between the remaining tonal re-
gions of the piece (Fig. 2). Note that all of the tonal areas represent minor chords except Db in m. 13,
which stands out as the only macrostructural major chord formation.

c¢) Combination of diatonic & octatonic scale

d) Symmetrical subsets of the white-key diatonic collection (Aeolian/minor & dorian) creating an effect of
polymodality. See Williams Kent J., Theories and Analyses of Twentieth-Century Music, (Florida: Fort
Worth, Harcourt Brace & Company, 1997), 206-207.

e) Diminished seventh chord structures (Williams, 195).

f)  Intervallic inversions. See in particular in Fig. 7 the pc sets [0134] and [0257] respectively.

Additionally, In Kempf Davorin, “What is Symmetry in Music?” International Review of the Aesthetics and Soci-
ology of Music 27/2 (1996), 155, Kempf claims about symmetry that: “The most important, fundamental
compositional principle, a kind of archetype of formal idea in music, is repetition and variation (or varied rep-
etition). Repetition requires contrast and — vice versa — contrast demands repetition. Articulation of musical
form can hardly be imagined without some sort of identity. Symmetry is a specific aspect of repetition”.
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Fig. 6 Analytical diagram of the first three meters depicting
the transition from [014] to [015] and the evolution of the basic motive [0134-5-6].

Note that the first altered version (A-Ab-Gb-E) [0135] of the basic motive is the inverted®
beginning of the “Happy Birthday” tune, m. 128 (F#-G#-A#-B) [0245], in the saxophone’s - and
voice’s - melodic line (Figs. 6 & 7). The rest of the “Happy Birthday” tune, m. 129 (F#-G#-B-C#)
[0257], resembles the concluding chord, m.3 (F-G-Ab-C) [0237], of the introductory section (see
also Figs. 3, 4, 6 & 7). After all, the same chord, in T4 <> (A-B-C-E) / [0237], is produced, melodi-
cally this time, by the accented'® notes in the coda section (Fig. 8, C5 - Souvenir, m. 130-131).
Thus, Nicolau manages to accomplish a net of bonding structural procedures and gives to the
composition a circular character by associating the “outside-time” structures.

Rondo’s Refrain

The A Section (Rondo-like form) presents from the fourth meter the rondo’s theme (Fig. 3). This
refrain is always played by the saxophone (except from the last time, ot sub-phrase in section
B, which is played by the piano) and carries the most evident “nationalistic” element of the
composition'’. In Figs. 5, 7, 12 & 14 we can observe that this melody falls precisely into the in-
tervallic relations that are projected in the magam Nikriz-Neveser, without of course bearing
any microtonal references. It is a combined scale formation deriving from the diatonic and the
octatonic collection with a simultaneous use of [014] & [015] pc sets. In the formation of the
first rondo’s refrain (A1) (see bottom of Fig. 7) we can detect five fundamental set-type correla-
tions derived from the basic melodic material in use. More specifically we can note down:

e The first chord (C-B-Ab) [014] first three notes & (Db-D-F) [014] structurally pre-
sented

e The second chord (D-Eb-G) [015] structurally presented

e All the sub-versions of the Basic Motive [014-015-016]

e The second version of the Basic Motive inverted (D-Eb-F