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The French composer and historian Henry WOOLLETT
beginning the chapter on ancient Greece in his History of
Music”writeé in the course of other enthiisiastic words the
following: "Whatever may be our artistic faith and our ideal,
end however remote from the ancient art maﬁbe our own, so
disturbed and varied,and high-strung as it is, no-one can deny
the beneficfent iniluence of the GREFK art....All the artists
have been, are and shall be, debtors to the Greek artg; no art
in the world could have ever reached the art of this small
privileged people)of this select land of everlasting Spring
which is bathed in the blue waters of. the Legesn Sea,!" XTXER

Suck. GAe  W2itoraded ‘mmn\uw‘& Guthens ™™ varine ol
Boese words full of enthusiasmvéut before us some important

2

questions: How and up to what extent has modern Greece responded

to the teaching snd the admirable example of ancient GREECE?

| =51

Have (the\modern Greeks been worthy oi their glorious aﬁcestors
in letters and arts!

The physical conditions which inspired the ancients
have most probably remained unchanged. The same bright blue sky

R othed

winich (was bathing)the Athenians of old, the same fragrant mountains
with the shadgwg lorests, the deep ravines, the rapid torrents
and the EHXH 'cool little fountains with pine-trees and fir-trees,
all full of the shadows of ancient gods. The same beaches, the
same deeply blue waters and the bezutiful isles of the Aegesn sea,
a8 Ulysses knew wmsm and Byron sang... All these features are
indeed the same. But though the natural scenery remains almost |
unaltered, how considerably the conditions of life have ehanged
since then. The Greek people have lived through innumerable storms
during their long history. This is an important fact which, I
think, everyone studying th%Neohellenic civilisation must bear
in mind in order to form & just and correct judgment. 4 brief

higtorical outline would thus be useful =znd indeed indispenszable.

Greece, as she is now, has been created a free country only recently.‘
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 FTom the 1attar Ralf of the 15th century Greece sank into a

dark slavery under the Ottomsan domination for over three centuries.
L i
It was due to the National Rising of 1821 and*géﬁar ? struggle
lasting for hine years that Greece was declared and became once
again a free state in 1830. So, the statehood of Modern Greece
is a little more than a century old. But, even then,only one
section of Greece was liberated while considerable other parts,
' such as Crete, Thessaly, Macedonia etc. remained enslaved.

Throughout the 19th century down to the present day all efforts
of Greece have been directed towards the integration of her

National Unity. Thgse excluded parts were incorporated only

e Hee - ¢

C witer<the Balkan wars of liberation in 1912-13 and the first
world-war (1914-18). So, if we want to be impartial snd just
in answering the questions put above we must see the things
in the light of modern history. How eeuitd a countiry so tormented
cld hore
and torturedkgreatedin a few decades men who could vie with
such colossal figures as Homer, Socrates, Plato, Aristotle?
. Such a legacy would indeed be very heavy for eny people. But
I am not of those who are inclined to blink the achievements

of modern (Greece. If we take into consideration the recent

history we can say that the Neohellenic civilisation Wh&Chw

Hi & ,M\h\k ™
begins with.f%lomos, the great poet of our Nétional Anthem,
. v

shows that Modern Greece is walking withkvigorous cstep in the
broad avenue of Civilisation, thus tending to realise the prophetic
vision of Shelley who, inspired by her War of Independence in
1821, was writing:

nAnother Athens shall arise

And to remoter time

Bequeath, like sunset to the skies,

The splendour of its prime;

And leave, if naught so bright may live,

All Farth cen teke, or Heaven can give."

As regards Music, I can say without hesitation that

we are on thé eve of a real blooming, offering the most confident

hopes for the future of Greek Music.

% x
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Modern Greek music may be divided into two classes:
the folk-music and the art-music. Between the two stands
Byzentine music, that is, our Church music. It is an art more
connected with our folk-music, because the oral tradition, through
which the folk-art is bging perpetuated, has played also a prominent

Pratl PALGLENRN AL

role in the evolution'\of Byzantine music. Moreover, with its character
and its fundamental elements, it constitutes & genuine art - represent-
ative of the Greek people!s aesthetics,;éf;. (:E,fl )

d) The Neohellenic folk—musiq_viewed generally contains,

on the one hand, fundamental elements of the ancient Greek art and,
on the other, well pronounced features of the chom?tic oriental music.
In continental Greece the diatonic modes are more predominant,

near
while in the Aegean Islands, &K Asia Minor, and in Cyprus the
chrokatic element is rather stronger. Moreover, in the Ionian
Islends, near Italy, there is an influence of the modern major and
minor modes, and ofvthe European music in general. There is also
some relationship with the folk-music of the other Balkan peoples,
which has been influenced by Greek art, especizlly since the days
of the Byzantine Empire. These eleménts are rather freely intermixed
and, therefore, are to be found everywhere. But, generally speaking,
the diatonic element prevails, I think, over the chromatic. A
careful study of the Neohellenic folk-music reveals that the ancient
tradition continues to live uninterrupted through the ages. 0Of
course, the musical heritage of ancient Greece was principally
theoritico-seientific and educational than practically artistic;
on the other hand, folk-music is a living art formed and preserved
by oral, that is living, tradition. But certain elements, such as
modes, rythms, the tonal system and generally the spirit of the
encient art are alive in the folk-song; this prbveslthat the
aesthetics ol the Greek people, in spite of the evoelution, still
preserves certain fundamentsl princigigs. To prove this we have to say
& few words on the ancient modes aﬁd géﬁerally the system of ancient

Greeks. Many, and sometimes confusing, studies have been written
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on this subjeét; I shall try to be as clear and brief as possible,
Ym1hmwtmm'mefWM&wMElehmwtinamﬁaﬁnmﬂcmmsﬁm

tetrachord. The place of the semitone ,in the diatonic genus,was

Tuling the kind of the tetrachord. S0, there were three species

of tetrachord: The Dorian, which was the principal, the Phrygian
and the Lydian.

(Note the descending form of the tetrachord usual to ancient Greefs
end due to the position of the strings on the lyre). Two similar

tetrachords might be united either (a) by aisjunction.(Jn}Z@ogi/)

)

that is with a tone between the two tetrachords (J(ééeugpév~,>,

or (b) by conjunction (fvve ) ) eie. wiH a Conmm nede .

Ex. 2
With two disjunct tetrachords they were forming the three

principal modes: Dorian, Phrygien and Lydian.

Ex. 5
With a sort of inversion we take the three plagal modes which
. had the same name oI their respective "authentie" with & preposition'
hypo XWX (under) before it: Hypodorien, Hypophrygisn and
Hypolydian.
Bx, 4.

To these six modes we have a seventh one, called Mixo-lydian and

formed by two conjunct tetrachords and an added note.

Bach mode is divided in pentachord and tetrachord; in the
principal modes the fourth is the first, while in the plagal the
fif'th comes first. In the Dorian mode both divisions are possible,
The two notes (or strings) dividing the octave are the principal
notes of the mode; they are given a prominent part in every melody
and by their frequent repetition they determine the mode. The final

. : )
ending was generally made on the lowest note XM of the octave(

Thus, in the following X¥XIGIEXE fragment of a "Hymn to the Sun®
e N T -
1) G L lorie A T b 24 3
vﬂ ‘;}e/vm\ . Z..o\ u(’,af,.,@ Q’?W?,M /, ;
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(or "Hymn to Phoebus"), attributed to the Cretan musician
Mesomedes (second century A.D.), the important part played by the
note e (mc),its frequent recurrence and the final ending with it
determine the Dorian mode. I give you now the first period and
the last part of this Hymn.
Ex. 5.
(H—Gevaert ULa mélepée—antiquer—p+3iz2 & 15

Again in the following, rether charming, little melody
the recurrence of the principzl notes d - g - & (re - sol - re)
end the final ending on d (re) determine the Phrygian mode. This
melody is the inscription of Sikelus <§5kﬂfMS) discovered near

Tralles in Asia Minor by W. H. Ramsay.

Ex 6.

These modes belong to the diatonic genus, but there were

two other genera, the chromstic and the enharmonic., In the chromatic,

the tetrachord had two semitones and an augmented second (minor third)
mi-fa-fetla or as in the following: mi-fa—soﬂila, called
"meochromatic®,

In the enharmonic genus use was made of quarter-tones by

! @
- - - - aL o’ 1&’(:
dividing the semitone: mlﬁmlf;ia—la.

Atdention must be drawn to the fact that the outer notes
forming the perfect fourth were never affected by any alteration.
Now, if we add to the Dorian scale two tetrachords by conjunction,
one above and a second below, together with an added lowest note
(“nrﬂ)qrh15PWof) we have what they were calling "Perfect major

(# Bexid_es 4‘:?,1‘!&3 gkml also  He uc-ﬂu “ferfect \:&\«n syaten)
system",/consisting of three conjunct tetrachords. These two systems
were united &n one called "Perfect immutable systemm. In this system
the note b (si) could be either natural (sih) or flat (sib)y in this
way & modulation is possible despite the contradiction in terms
(M. Bumanuel explains it by that no passing modulation is permitted

except that of the fourth above)

Ex. 7

This is in a few words an outline of the System and the
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Modes of ancient Greeks after Aristoxenus, the great theorist.

You know that these modes despite some differences continued

to live in the Plein-scng, and the Polyphonic music up to the

end of the 16th century. The éreat classical masters rather ignored

them; there are only very rare examples of their use, one being that

of Beethoven who used the Lydian mode (ancient Hypolydian) in the

third movement (ﬁolto Adagid§ of his String Quartet in A minor,

op. 132, composed in 1825. This movement has thé title "Thanksgiving
. to God by one recovering from illness, in the Lydian mode" (mode

of F With~€ natural). But the modes began little by little to

reappear; among the Romantics Berlioz discusses their use in his

book "Through songs"u)and makes some not well defined use of the

N
Aeolian in his "Damnation of PFaust" (1lV part, "Invocation a la nature"
2

final cadence), and in the fugato of the IInd part of his "Childhood
of Christt, Saint- Saens, Bourgault-Ducowdray, Gounod and especially
Mussorgsky (see e.g. the beginning of "Boris" or the chorus of
Monks 1lst Act) and the Russian schoolg made also use of them. But

. it is in the lodern school that they found an important place; they
indeed lent themselves to enrich the palette of llodern composers.
(Lpupr~tperers ehantstp.—k3,
They constitute a healthy aspect of contemporary musical life.
Here are some examples, if need there is to prové it. Debussy begins
his lyric-drama mPelleas et Mélisanda" with four bars in the Aeolian
mode entering with it his mysterious atmosphere. Soon after he suddenly
attacks his whole—££&gLécale, with the motive of Golawd, lielisendes
husband.

Ex. 8

In the third act, againk he creates a delicate and charming
melody for Mélisande when dressing her hair; it is in the mode of d
and resembles in melodic outline a folk-song. |
Ex. 9
From the other sgide of the ;Lannel Vaughan-Williams has

made, as you know, extensive, almost exclusive use of the modes.

_»,W . |
'(4) “‘;4 Fravenrs chants"” /' 73 ‘
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Here is a typical example from his Mass in G (beginning, "Kyrie"):
Ex. 10.
In works of a different character the modal change
helps to create calm but profound expression of feeling. A very

expressive passage is found in the second movement of Arthur

Bliss' "miorning Heroes" - ("The tearful partingn)
Even Stravinsky could not efcape their simple charm;
. here is a part of his church-hymn "Qur Father® in the Aeolian:
Ex. 12,

Many musicians, at first, were thinking that the
interest of the revival of the ancient modes would be only of
archaeological wvalue. It was just the contrary, because the
modes continued to live always, not only in church-music, but also
in the folk-songs of most countries. For this reason these modes
are now universal. The collections of Russian folk-songs by |

K\'Le'ff

Bala, kiseff, Korsakov and others show the predominant place they

have in Russian folk-music. Here are two typical examples, from
Baléxisev's and Korsakov!s c:ollections.w'J

By the collections and the studies of the Czech
musicologist L. Kufa ("%unafdﬁv%%£;¥esearch of the Slav folk-song")

it is amply shown that the influence of the modes predominate in

2)

the Slav folk-song%
Ex 14,
Béla Bamgok says in his book "The Hungarian folk-musie) that

in Hungary b651ueshthe pentatonic (old style songs) the most usual
T Yhe ;}1‘ e
scalesﬂlre the Dorlan, the Aeolian, (the major) and the Mixolydian.
(3
Here is a characteristic melody: )

v LG

\——M\_W\_,W'

1) Balaki¥ev: "Recueil des chants populaires russesh" 1898, NVe€.
morsakov- 1100 chants nationaMx smm russes! 1877-No. 7. Nessfe

2) L. Kuba: "A la recherche de la chan'son slave!" 1933, 2nd vol No.333.

3) B. Bcrtok "Hungarien Folk-Music! 0.W.P. }London 1931, p- 40
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But also in western [Europe, in America even, in Asia,
everywhere we find these modes, which pabhaps constitute a
progressive stage aliger the pentatone in the evolution of music.

Ex. 16.

After this rather long parenthesis, Ifrom which we see
how widely the ancient modes are in use, we come to the Greek folk-
song itself., It is but natural to see them holding & most
important place in it. The most usual is the Hypodorian or Aeolian;
we mey count by hundreds the folk-songs writtem either wholly or
partly in this mode., I shall give you two melodies. |
Ex 17.

And now two songs, again in this mode. The first is called
nTsavellas!" or “The 4U Pallikars" and belongs to a particular class
of songs not found in other countries; the "Klephtic songs".
Perheps some explenaﬁion sbout the history of this class of songs
would be interesting. During the Turkish occupation many people
were abandoning their families and homes, end going to live on the
snowclad mountains, from where they carried on, for centurkgs, a
continuous warfare against the congueror. So, there had been
created a new clasg oI men, called gg—the Turks "Klephts" (bandits),
who spent all their life on the mountains under the most difficult
conditions., They left a very rich heritage, both with their heroic
patriotism and their ballads and songs. ‘Some of these songs have
a Kﬁxﬁtirheroic tone, others have a delicate feeling of tenderness
and love, jand ofteh of a nostalgic yearning for peaceful life. The
song we /are going to give you is related to an episode of the
fighting in Peloponnese. It speaks about 40‘Klephtsﬁwho are going
to capture Tripolitsa, the principal town of Pelloponese andra
Turkish stronghold. . *‘.x

1 ! e / \
5 Ex. 18 (song) .

i,

e /. . :
J The next song is a famous dance-song, called the v"Dance of

Zalongo"., It is connected with 5 tragic episode, similar to which

it is almost impossible to find in the whole history of the World.
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In 1804 Suli, & mountainous village of Epirus, was in danger of

falling into the hands of the Turks. Slavery and shame wereowaiting

all, especially women. These last, hand in hand, with their children,

meade & circle and began a@ncing end singing a sad farewell song above

the precipice; when the leader of the ring reached the brink of the

precipice she separated herself from the rest and fell to her death;

then followed, after each verse, the second, the third, until all

had perished, thus preferring death to slavery andlhumiliation.

Here is a tramslation of the text: "Farewelll! lovely world of sorrow,
.. farewelll sweet life; and to you, my sad country', farewelll

Farewelll ceeol little fountains, hills, mountains and forests.

Suliot women know not only to live; they know zlso how to die
rather than live in slaveryﬁk ¢ &,
Ex. 19(vong )
The ancient Dorian (mode of e) was the national mode par-
excellence: We meet it , though not so often as the Hypodorian.
The following love-song, collected by Bourgaul §-Ducondray, is in
this mode:
' BX. 20
& o I e
The,first of the five folk-songs harmonised by Ravel &® also
in this mode.jéw&itgg collected by Hubert Pernot with 16 others &n
the island of Chios in 1903 (1)
The Phrygisn mode (modern Dorien, d) is found very frequently.
I give three examples: The first is & folk-song of the XXXXX island
of Rhodes (BaMdeBo¥y: "Chansons du Dodécsnesed No. 8, p. 31); the
two others are fragments of dances of Cyprus and Crete respectively.
Ex. Z1.
lHHere are also some examples in other modes: }9 12 UM.(
Ex. 22.

In Greek folk—sohgs we find glso an application of the ancient

systems.
EX. 23.
— ‘/W/‘,_J A
(1) H. Pernot: "En' Pays Ture...L'Ile de Chio" Paris 1903, No. 8.

p.236.
+‘
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In Byzantine music we can also find a2lmost all the ancient
modes, especially the Phrygien, the Aeolisn and the Uorian./ The

eminent French Byzantinologist, Amédée Gastomé, writes in his book

"Introduction a la Poléographie Musicale Byzantinen (p30) that the
eight modes (ﬁmJ of this music, as taught by its old masters (about
the 13th century) were "similar to the forms of octave of the ancients

; y 1 /
antG called with the same namesn Prof. Egon Wellesz in his HTrqiﬁor

de la Musique Byzantine" (Vol. 1, p.22) says that after the Byzantine
writer Nicholas Mesarites (end of 12th century) the children that
_~wet’e being teaught music in the churches' yards were using even the
ancient names of the notes 'nete, hypaté, parhypate, etc.";?@&his
proves in a certain degree that the ancient tradition continued to live
almost uninterrupted, in Byzantine music, as it is the case beyond
any doubt in the music of the Latin church (and this last was proved
by such suthorities as Gevaert ”mélopée antique dans le chant de
1'Eglise Latine", Gastoné: "Les origines du chant.romain" etc; see
Valso the article on the "Ecclesizstical modes" by Rockstro in the
o GTOVE)
Before leaving the antient modes I shall give you a folk-song
..JI the isliznd of Rhodes with va striking resemblzince to the ancilent
yHymn to Phoebus". Compare the two meélodies.

Ex. 24.

Between the diztonic modes we often iind also the modern
majoraom'qh) and minor modes.! ‘Here isg 2 very@?aler melody in the
major; it 1s called "The price of the Kiss".ﬂ The anonymous author
mekes a different valuation according to the case; so he estimates
4 for the kiss of the married women, 14 for that of the widow, 44 for
that taken in secret and one thousand for that of the young girl!  The
melody is almost classical; it consists of two sentences of 6 bars

each, divided regularly in fore-phrase and after-phrase of 3 bars,

A1l but one the cadences are made on the tonic, thewevins alse xan
BostanEIemOR . SRned wddenee.
EXs 25,
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In Byzantine music we can also find zlmost all the ancient
modes, especially the Phrygisn, the Aeolisn and the Dorian.,/ The

eminent French Byzantinologist, Amédée Gastomé, writes in his book

"Introduction a la Paléographie Musicale Byzantinen (p30) that the
eight modes ( ﬁx‘n\ of this musie, as tzught by its old masters (about
the 13th century) were "similar to the forms of octave of the ancients

- - = - - s . /
ana called with the same namest Prof. Egzon Wellesz in his ”Tre:‘Jsor

de le Musique Byzantine" (Vol. 1, p.22) says that after the Byzantine
writer Nicholas Mesarites (end of 12th century) the children that
.~mere being taught music in the churches' yards were using even the

ancient names of the nates "nete, hyl)-gte, parhypate, etc.u #jThlS

)31
% %xac# N amu, of He gxu« hode, are ataa -,[M,( 'woa MS
of Ha /57 Céh?‘uﬂ,-.i in A g/(rqwuy of Heo /-/ai:j Se puledre  in Jerwsalen,

‘\M o.j/.n L Ha T”Leall/'»e, ZL /‘“—( I on & %44{'-«0{ (’/%Vro) — oy /?e(w_q,}; /1@,/;,

e Ffa,ﬁ/a'?,w,‘" , p2]6 mnd 274,
alsb thé article on the "Ecclesicstical modes" by Rockstro in the
breww GTOVE)
Before le;aving the antient modes I shall give you z folk-gong
.‘)1 the isllamd of Rhodes with a striking resemblsance to the ancient
YHymn to Phoebus!. Compare the two mélodies.
| EX. 24.

Between the diatonic modes we often find also the modern

major@oniah)and minor modes.( her‘e is z very p

lalar melody in the

major; it is called “"The price of the Klssh.ijhe anonymﬁus suthor

mekes a different valuation according to the case; so he estimates

4 for the kiss of the married women, 14 Ifor that of the widow, 44 for

that teken in secret and one thousand for that of the young girl! The

melody is almost classical; it consists of two sentences of 6 bars

each, divided regularly in fore-phrase and after-phrase of 3 bars.

All but one the cadences are made on the tonicy, trRewevis /alvsw 0o

AR B HEeR  Yedense.
Ex. 25. w
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The diatonic modes represent the one aspecf of the
Neohellenic folk-music. But, as I have already mentioned, there
are also many songs either wholly or partly composed in the chromatic
scale.( Chromatic here is sald in the ancient meaning ol the term,
that is of a tetrachord containing the sugmented Znd. There are
scales with two such tetrachords: e.g. d—eb-fig-a-gb—cﬁd— or
d—e—f-gia—l—géQ#*J-The first is the most typical oriental scale,
and it is used also in Byzantine music. The second is the scale
of gypsies;7 If we take into.consideration that the chromefic genus
was used by ancient Greeks and that Ureece, owing to her geographical

position, has been a crossroad between east and west, we cannot

declare this element 2s quite unnaturel in modern Greek art.

{ P
A

Here are two melodies chromatic in character. g, (ol

A characteristic feature, observed by Bourgaﬁlt-Duconﬁrﬁy;
is that when the rsnge of a melody is more then the octave, the
song does not tske notes of the same scale but enters in a new
tetrachord separated by disjunction (a whole tone), This, of course,
is not observed always. |

This shows clearly the role played by the tetrachord bn the

_ _ P :
Neohellenic folk-music, as it was the case also with ancient Greek
music.. In Byzantine music zlso the 4th or S5th 1s playing a
prepdnderant part.-;

Both elements, the diatonic and the chromatic, are often
intermixed. | In the following melody we have a mixture of chromaticgsm
with modal feeling at the cadence.

This mixture has created many new scales having a chromatic and a
diatonic tetrachord.
Ex. 29.
Before leaving the folk-music we have another point deserving

sttention. In Greek folk-music, as also in the Byzantine music, some

intervals smaller than the semitone are used, gquarter-tones OrT
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A . h
third-tones as some theorists support. The same happens te the

music of most oriental peoples. It is true that the popular singer
(or instrumentzslist) at certain moments takes a small interval with
en expressive light glissando, but it is aifficult to define whether
it is a third-tone or a quarter-tone or even a smaller interwval.
Observe the case in the following example.
Ex. 20.
As for the measures used in Neohellenie music I may mention especiclly
the 5/8, 7/8 and 9/8. Of these the 7/8 is the national "par exéellence";
many of the melodies given are in this measure which was used by
ancient Greeks with the name "epitritos"'éthe five-part measure also
was in great use with the name of "palon®} ., The 9/8 has an interesting
24242
sub-division in : 3/8 + ~ 8  or £ +3. Here is an example.
llost of the melodies given are rcther simple with well defined
texture; but there are many songs very free, full of vocalisms
end melismatic ornamentations. Their irregular change of values
and accents makes the notation very difiicult.”
+ + +

b) lModern Greek Music - I meszn nof art-music - begins with

the liberation of Greece (1830) and may fall into two periods:

(a) the initial stage and (b) the contemporary school. The first
period covers all the 19th century and perhaps the first decade of the
20th. Nusical 1life in the broad sense of the word did not exist in
Greece until the end of the 19th century. This period is dominated
by Italian musiec, chiefly Operas. Italisn companies were regularly
visiting Greece, and the Italien operas with their arias were the

f weef
first ‘medium which acquainted the(people with European music.

A somewhat concrete stage in shaping the musical life in Athens
began in 1871 with the foundation of the "Athens Conservatoire", which
played a preponderant part in the evolution and progress of music

Y

Ck
in Greece?ﬁ?The first Greek composers come from the Ionian islands;

slmost all of them study in Italy and their art is influenced by the
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italian school. I shall mention three of these composers: the

first, Nicholss Mantzaros., was the composer of our National Anthem.

Born in Corfu (1795, where he died in 1873), he was a sound
theorist, a great ideologist and teacher, but as a composer,
though considered by some Itslian writers ("Dizionario Universale
dei Musicisti®" vol. 2 p. 28) as original, he was indeed more

Itaelien then Greek. The second of the three, Paul Carrer (1829 -

1896)from Zante, also greatly influenced by Italien music- most

of his operas were written on Italian textsy - succeeded nevertheless
in freeing himself at certain moments'to write some Greek music.-

He is the composer of one of the most popular songs which is sung
everywhere in Greece and is considered as a folk—song(“[?ru.déjws?.

The third, Spiro Samarz, is the most interesting of all Greek

€6 e podEhs . % - g . : - M
mwededbemws of this period. He was boen in Corfu in 1863 and died

in Athens in 1917; he studied in Paris with Léo D&libes and has
been chiefly an operatic composer. His operas met with success

in Itely and Frence, where he spent mos$ of his life. His style
was not much more Greek tham that of his predeccessors, but he was
the first Greek#composer to be recognised on zn international secale.
ﬁe opened the way to the next generationl)rFrom the Ionian islands
continued to come forward other composers, who now seek out their
inspiration from inside Greece, from the XERK folk-song, from the
national legends and traditions. 50, the Greek school began to
evolve znd develop in this direction, after the example set first
by the Russian School with the group of the B#¥§ Five about the middle
of the 19th century. Of course here, as it is also the case with
other schools,féifis no question of imitating the folk-art, but of

seeking inspiration within their country with a view-toﬁachieving

¢

development on higher level of the elements found in pdﬁﬁiérfart.
Aumong these composers from the Ionian islands I should mention two,

Denis Lavranga from Cephalonia (1864 - 1941), a pupil of liassenet

and founder of the Greek National QOpera, and George Lambelet from

Corfu (1875 - 1943). Both died during the German occupation.
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Lambelet was one of the first to propagate the gospel of the
creation of genuine Greek music. He was chiefly a song-writer

and published also several studies on folk-music; & special mention
must be made of his ni@eAand.rich collection of folk-songs in
French (edited by the Greek Ministry for Foreign Affairs,

in 1934). His brother, Napoleon, was also a composer and had lived

until his death (1932) in London. Of Geo®ge Lambelet's I shall

|
x

give you now a song.

Ex. 3Z. /. e b
Ve ' 30 VT4 { o A
y Y ot h IR0 T RS b ]
’ With these two composers we enter the contemporary school in

which thers islno more trace of Italian influence. The Greek composers
study now either in Germany or mostly in France. The French school

has exercised a considerable influence on modern Greek music;

this phenomenon is easily explained, of course. The French school,
after having been iniluenced by Mousorgsky and the Russian school
succeeded in influencing in its turn most other schools by the
impressionistic aesthetic movement, the development of exotic

mezns, the harmonic methods, the bright art of orchestration and

generally by the particular spirit so charaeteristic of the French art.
For the Greek composers, besides all these reasons, there was also

some relation of temperament, a sort of aesthetic affinity more
profound perhaps than with other nations. 0f the composers of the
pre-war generation (I mean the first world war, 1914 - 18) there

ape two distinct groups, one working indide Greece and the other
outside, egpecially in France. O0f these belonging to the first

group lManolis Kalomiris has offered the most considerable national

service., From 1910 he has been the leading figure in this movement,
trying with his compositions, his articles and books, and his teach-
ing, to encourage the creation oi pure Greek music. Born in

Smyrna in 1883, he stﬁdied in Vienna and had been for 4 years a
Proiessor at the Conservatoire of Harkov in Russia. He is now

the head of the "National Conservatoire of Athensg" which he founded

\

in 1926.f’Many of his works have been periormed in France, Germany
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and other countries. He composed 3 operas (one was given in
Berlin in 1940), two symphonies, a pilano concerto, suites and other
works for chamber mu;ic, piano solo, songs etc. (I will give now a
song from Kalomiris!
Bx. 33 _
In connection with the same group I should mention

Ewebdl Riadis (1892 - 1935), a pupil of Ravel and a very delicate and

original composer (see about him in the Grove's Dictionary,

supplementary volume, p.54l):also Wpadisyllargaritis and gklavos.

0f these who chiefly lived and worked outside (Greece and made a
name for their country and themselves the principal composer is

.

2,0 - . n s A .
Petro Petridés, 2 poweriul composer and an outstanding figure in

the whole modern musical world. He is the most widely known of
Greek composers (&l4hmtzl New Yorkks Mechidish EXwyokopedda pabs
im 2% o PHEEVen conpgyert)  He was born in Asia Minor (Nigde)

in 1892 and studied in Paris, first with Albert Wolf and later with

Albert Roussel. He composed four symphonies (of which the 4th was

given a first performance in Brussels on the 8th of January this

year), two piano concertos, a cello concerto, two suites (
h‘ Greek and sn Ionian), an opera, a concerto grossg, and many other

works. His works are regularly played in Continental Europe./ "His
music (says Calvocoressi in Grove's Dictionary, supp. vol. p.509)

is the straightforward expression of z virile, full-blooded
temperament: it testifies to breadth of vision and to a keen sense

of design and colour," I anm giving you now one oi his most

popular songs, "The Sgmbean!

EXe 55

Special mention must be made also of lMario Varvahlls, an
whe a‘ﬂ;‘-‘- Livin 20 yean?in Piis e')"mgé\"'d l“"v
h.

Athenian, (1885),a charming composerpgns-director of the

tHellenic Conservatoiret., He studied in Paris with XX% 8Xavier
1892
LerouX, Caussade and Vincent d'Indy; also of Poni¥idy/a pupil

in Brussels of Ysaﬁ;e and in Paris of d'Indy and a very prominent
figure in Greek music (about whom see the article by Calvocoressl

e e k] nion
in Grove's suppl. vol. p. 519); of Levidid, President of the U
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W
of Greek Composersﬁ:ﬁnd Mitropoulss. I think that many of you

have heard about the eminent conductor Dimitri liitropoulas.

Born in Athens (1896) he studied in Belgium and later in Berlin
with Busoni; after having conducted in Italy, France, Russia,
Germany and England he established himself in the United States
where he-is\%;e permanent conductor of the "linneapolis Symphony

g “"\‘Nﬁ 7 o N-Now Phth o -
Orchestra"., As a composer he is a cosmopolitan, belonging to the

"avant—guarde"rf b Ltne

I realise quits well that I have accumulated many nemes,
mostly or wholly unknown to you. But il was, I consider,
necessary for me to mention all those who have worked for the rebirth
oi Music in Greece. In a lecture on modern Greek Music it would

be difficult if not unjust}to onitg some of the younger generation

/
who have won a select place in the school. {(Fhe—foitowing aames 1
are the-kastto be-givenT). I want to mention an excellent

composer of sound technique, A. Evangelatos (1903), conductor of
¢o- e Lhn Hy @ lellown;e CGraservahire™
the "Lyric Scenef, Andreas Nezeritis (from Patras, 1897), who

gave some important symphonic works, SkalKotas, a pupil of .
o . ¢ = " (@ (R13)
Schonberg, who orchestrated many Greek dances; also Karyotakis, e

Kazasoglou, Papaioannoibl, Fafian«itﬁ ﬁqnsﬁﬁ“*é= =

To this list I want to add the world famous critic and

Wkt}\/

musicologist Michak@ D. Calvocorssi. Although he was born in

marseilles (1877) and lived all his life outside Greece, he was
nevertheless a Greek musician. He was an authority especially
Liszl,Schunans

on Russ;an music snd published books on Mussorgsky, Gliw&a,me C.
He collaborated in Grove's Dictionary, in the French "Encyclopedie
de la Musique" andvbther Encyclop%%iasﬁ.and music magazines. He
died in February, 1944.

To comﬁ%te now the picture I shall give you some informationson
the musical life in Greece €%h%s~time-Withﬁutﬂnamaﬁ}a The
principal centre is Athens, where there are three main Conservatoires;
but there are alsgrgbhools of Music in PiraeustSalonikak,ﬂaﬁwﬁsy MG
Vokas wke. The oldest is the "Conservatoire of' Athens™ established

in 1871; it has been the chief institution which cultivated and
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encouraged the development of music in the country. In 1893

it founded its

Symphony Yrchestra,
whose concerts have played the same educational role there as
Sir Henry Wood's Promenade Concerts have in England. The
orchestra soon_became a body of high standard}and has been
conducted at times by such composers and conductors, as
Saint-Saens, Richard Strauss, Weingartner, Bruno Wzlter,
G. Pierné, Paul PcWhay and others. fAmong soloists whd plaged
with the Qrchestra I mention: Sauer, Schnabel, Cortot, Lamond,
Backhaus, Rubinstein, DohnaMygi, Kreisler, Huberman, Casals.,.
The "Conservatoire of Athens" is now working with about 60
Professors and Teachers., The other two High Schools of Music
are the "Hellenic Conservatoire" (1919) and the "National
Conservatoire® (1926), which have local centres throughout Greece,
in BEgypt and Cyprus and are carrying on examinations along the
same lines as Trinity College of Music. Athens have also a
Lyric Scene" (National Opera House) giving almost daily
performances with Greek and foreign operas of the iﬁternational
reﬁertory. The "State Symphony Orchestra" (which is the old
orchestra of the Conservatoire, taken up by the S tate in 1943),
gives weekly concerts throughout the year; the concerts in summer
are given in the ancient Theatre of Herodesotfficwn.at the foot
of the Acropolis. In this way Neohellenes are enjoying Art at
the same place and under the same blue sky, as their ancestors did.
And with this I close this lecture, in which 1 tried

to give you a picture of liodern Greek Musiec.
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