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PREFACE 

Ilow dol''> one go about di"cll"~!J2g il composition? Which aspects 

of the work are relevant only to the composer and which aspects may be 

of IIltere,>t to 0thers: colleagues, scholar", performers, the "average" concert 

gOlllg public? Judging From pel:,t experience, there seems to be a 

consenSll'> thill presentations of il mllsiccll work - whether in a formai 

pdper such (lS cl thesls, or in a more Informai setting of a colloquium - are 

centred drOlJlld the teehnical aspects of the work: prnced ures, structures, 

vertical sonorities and other sllch clements. The reason for this approach 

mcly rest in the fllCt th,1I thest.' m,llters can be presented and discussed 

most Q!?jeclively wilhout the need to IIlvolve more eom plex idil)ms such 

as personal style, inspiration and cwtlstlC expression. What happens when 

the above mentlOned objective elements are given paramount importance 

and become the centrdl foeus of ,1 presentation? Perhaps a theorist would 

be very content with sLich a scenario as it presents endless possibilities for 

p"pers (lnd disserldtions but what of the artist? 

Reccntly 1 had the pleasure of listening to a colleaglle present one 

of his works. As he explained his harn10nic language, form, structure, 

orchestrt1tion and other sllch aspects of his craft, 1 could not help but 

feeling ,1 cert,lin clfrmily to the music he was describing. The elements 

\Vere very f,lI11ill,lr to me ilnd ll1élny of the techniques used III his work 

could be round in my own mUSIc. However when (1 recording of the 

work WdS pl.lyed, the musIc 1 hedrd was so different From my own that 

,1I1Y ~chnlc,ll li,lisons betwcen his \York and mine would be irïelevant yet 

this WclS ,1 music so filled with emotion, \Vith beauty that 1 wanted ta 

hl'dr Il .lg,lin. As the presentéltion continued on matters of craft - the 

exp.msion of the hdrmonic series, the supcrimposition of fundamentals a 

trilone clp.lrt, ,lIld tlll? simultaneous chords From each harmonic set - 1 

iound myself growing tired of hearing how this music was written and 

edgerly clwaiting ta listen to the work once more. During the question 

period following the presentati0n, my colleague was inundated with a 
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series of questIOns on tlll' noks, tlw tH'c1lL':-.tr.ltllll1, tlll' pn'll'dllrl'''', thl' 

superimpositions of the h.H11l01l1C IlIl1d.ll11l'111.1b .md ntlwr slId1 m.ltter ... 

He was élisa .1sked .1bollt illfluL'nù'" twm l)tlh'r CI)l11pO"L'r" 1\1.lhkr, 

Bruckner, BeethO\ en; but nnt once dlL! dnyolll' Ilhlllll L' .tbnllt the !:"'11!'.'1l1l 

d'être of the rompo"ltioll Ilt)r dld .1I1)'OI1L' from the .1IIdll'I1Ù' \'Ollllltl'l'r .\Ily 

comments which \Vould .-eve,ll ho\\' thls \Vl)('" \\'.h rl'Cl'Ivl'd 011 .1\1 

emotional \evel. 

After the colloquillm C,lIlU' to .111 offin.l\ end, 1 n'IIl.1illL'd lwhilld to 

ask my colJeogue Illore relev,mt qlle~tiolls .lbOlil hi-; \\'01''' '1'0 III Y 

surprise, he confessed a tremendous reluct.mcc 10 Spl'.l" Pllbltcly .Ibolll 

certdln aspects of his composition - the insplr.ltlOn, t\w lTL'.tlivl' pron .... !'l, 

the emotiondl commUniGltion - bec.ltIsc these elelllents .ln', in his wortls. 

"too abstract and too subjective", 

1 am not ,ldvocélting that d composer needs to expltlin l'very .lrtl"llC 

decision nor are his personal feelings .1Iw.1ys relev.mt or I1l'Cl'ss.lry lor Ihe 

Iistener. The other extreme to the ilbove lllel1lionl'd ">Cl'n.lfIo IS the 

composer who insists on explaining everythl!:!l; in the .:;corl' by bc<;towillg 

upon it some esoteric or mystic.ll signific.mce,' Il tlwre 1"> objection (0 .t 

presentation that is too "teehnical" ,1I1d clt the S,lme tll11e .11l Objl'ctlOll 10 

one that is too "esoterie", how then should one proceed with the t.1">" 01 

"discussing" one's wor~? Perhaps the cmswer Iles 'iol1H.'whl're bl'lwl't'Il 

these two extremes, 

ln the formai discussion that follows 1 wIll l'nde,lVOllr III e.lrI11'!->t to 

find this equilibrium and reveal lo the rC.lder the clrti-;tic motlv<llion of the 

work without too l1luch self-indulgence. A rl'I,llively s..r:!~.ill .mwunt of 

~ It IS often the case wlth such esotenc references, that they are musIc only for the prm/ed score 
and not for the "stener Conslder a passage where the fourth oboe part IS marked {JQJLg}!J moltg 
VIbrato and 15 doublmg at the umson the other three m the sectIOn playmg ft e senza--';ifJfato and 
Tf1eWhole agamst a fortISSImo orchestral tuttI Even though the fourth oboe TslOsTrn-ïnerTlass of 
sound, the composer adamantly ms/sis that lost vIbrato represents the "seren//y and Iync/sm of 
nature" ln conf/lct wtfh the "chaos of modern soc/e/y" 
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c.,l,lf-II1U ulgence or c.,ub]ectlve input "hou Id bc expl>ctcd and hopefully 

toler.!ted but for the 1110<.,t ~1art 1 do bellcve that the composer's personal 

fl'el 1 ng", motlv,lt~',JII, or inspiration, tlre orten not relevant for the listener. 

A WI<.,(' ilnd ledrnl'u colleilgue hd'! tclllght me thel[ abovc ail cise, an artist 

must bl' honec.,t dnd c.,incere W( herl' will be many to judge and criticize 

yOllr work," hl' tolu me, "sotne will flnd f.lvour, others will express 

di<.,pll'.l"lure· over thls yOll have no control. After .lIl is written and the 

Id,>t note ,>ounded, wh,ll rctnains is .ln drtist's integrity" ln the spirit ot 

thl'> philqsophy 1 present my work Anthropus Pananthropus, the purpose 

bell1g to cclptllrc the essence of these "musics" and present them in a 

coherent music.!1 compo<.,ition for orchestra. If the tltIe suggests something 

on Il grand SCdle, encol1l passing ail of mankind, 1 wish to assure the 

reildcr th,lt this IS not my intent My composition is not the work to "end 

(111 work,," nor is It intl'nded as the pll1nacle of "World Music": At best, it 

can be consldered to be a stilrtl/1g point From which other works may 

follow 

\' 



IN1'RC,DIJC1'I()N 

The disscrt.ltlon \\'hlch folld\\''''' h prl''';l'nll'd 111 thl'l'l' ""L'dl(ll1'. Illl' 

first sectIOn describe..; the ()rd1l'~tr.l, tllL' ...,d-llp ,Ind "'Pd!..'l,ll l'lIl'ct~, tlll' lltt­

stage instruments .lnd the repre"l't1t.ltl\ l' 1 \)Ie lh,ll llw 111...,tlllllll·llh .h""llll1l· 

The second section IS .1 dl't.1iled .Kl'(llllli ut lhl' prlnclp.]1 11l1hll"ll l'kllll'Ilh 

in the work - the C.1l1tllS lirmus, tlll' Il11pl'O\ l""dIIOI1, ...,.II,Tl'lI .Ind ""l'n Il ,Ir 

e\emcnts - dnd the thini sectIon h the torl11.11 .111.11\""1"" ot LIll' COl11lHhlllllll 

Althollgh there Ml' spl'cIlic refl'rCIKl''' to llw ...,con· tlliulIglllllll IhL' 

dissertation, the dpscnptlOn of thl' \'dn()lI~ slIbjl'l'(..., III the Ilr...,t i\Vo '.l·dlon..., 

of the paper is In,lde 111 gl'Ill'r.ll krl1l" .1.., tlw .... lId l'Il'I11l'111 ... .Ill' t,d'l'Il 0\11 

of thelr orchestrlll conkxt for thl' pllrpo ... l's 01 dl1.lIY""h 11ll' tlurd, .md 

main section of thls dis-;ert,ltion (.) E)rm'~J~~Ly~)"') t.lh..l'''' tlll' n'.ukr 

throllgh the score, pcl'iSclge by pcl-;-;clge, wlwrl' thl' l'1l'1I11'llh prl'vloll..,ly 

describcd are lInderstood wilhin the COllll'xt of thl' worh.. .1'" .1 ,,"vl1Ole 

Footnoles are lIscd exclusivl'Iy, lIl~le.ld 01 l'11li-lloll'~, l'Ildbllllg IllI' 

reader to obtain the neccssary editorilll inlorll1tlllOil on the -;,Ulll' p.!gl' Ih.!t 

the reference is made (or the preCCdl/lS pi/Sc) withollt tlll' nl'ed 10 consllit d 

separate part of the lhl'sis. There cire three ~l'h of lootnotl ,ll1d l'dCh i ... 

nllmbered sequl'tltlcllly stllrting frolll 11111l1Lwr olle (1) III 11H' prellll1lll.lry 

part of the disserlcltion (!\ci(J/(lwlcdXt'IIIL'Il/S, Prtj(/(L', Ill/r(/dl/d/ol/); III 1IH' 111.1111 

body of the work (Sect/olls 1,2,3/; ,md III the dppl'lldlX (!\l'J Jt'l/d/\ 1) 

Given the direct relcvance ot cerldin loplc~ whlch cl n' 1101 II .... lI,dly 

considered ta be co 111 Illon knowll'dgl', il hd.., becollll' IIt'ce ....... ,lry to 

incorporate a descriptIon of thcse element<; IIlto thls dl..,sert"tioll To do 

50 in the Illain body of the text wOlild prove tiring tor 11ll' rl'"dl'r :e,lrl1l'd 

in these slIbjects dnd would render lhe text too dl .... JlInct lor tl1(' n'duer 

who is not. In order tü ilvoid con .... t,lnt referelKl' to l'xtl'rndl <;OllrCl· .... -

sOllle of which mcly not be reduIly dv,lI1.lble - ,lnd III Illdke lhl.., 
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dl<.,serttltlon as complete as possible wlthout too much digrpssion from the 

thesi,>, ail ,"upplementary descriptions are dedIt with in an extensive 

d· \ .1ppen IX. 

The rnform.llion contained in appendix [ is by no means a complete 

or .llJthontative descnption of the subjects. The purpose here is not to 

present the rCdder a "llzL'SIS Wl tlllI 1 a thesis" but to provide an easy 

reference for elements which have a direct relation to the score. AIthough 

extensive refercnces to the appendix arc made throughout the entire 

disserttltlon, the éluthor would suggcst that the reader begin with the 

appendix lll'fore proceeding to the main sections of the thesis. 

The lISlIdl fllnctlon of il concluding section in a dissertation is to 

provide the re.lder with cl retrospective synopsis of the thesis: a summary 

of tlll' key l'lcllll'nts. The concluding section in this dissertatton takes 

certtllll liberties with the "l mdi/IOJ/al" format as it drals with a subject that, 

for the mo..,t p.lrt, helS not been directly discus~ed in the main body of the 

text, nrlmely the performance of Anthropus PananthroplIs, and this 

d iscllssion t,lkes the form of a Persona! note to the conductor. 

A Ithollgh it would be possible to incorporate the topie of 

perform.mcc practice within the main text and in a more forma! setting, 

the .lllthor ferls that sLieh a presentation wou!d ecli pse the paramount 

import.mce th.li this clement represents to the musical existence of the 

work. Also, it seems most appropriate that after an extended, for/1/ai 
d iscllssion on how this work is constructed to conclude with a personal 

st.ltcrncnt on how the composer envisions the work. 

Appendlx 1: The Eastern Elements 

VII 



1. ORCHESTRATION 

1.1 The S}'mp//Ollv Orchestra 

Anthropus Pananthropus is a H'o,.k ill Threc COIlIÎllliOliS Mm't'mt'IlIS 

for Symplumy Orchestra with Re!Jetiko Trio, Alto Saxopho/ll' mul J)ollhlt' 

Bass. Although the instrumentation of a musical WOJ k is ortcn vlcwed as a 

given parameter (a matter of pasollul pnfcrcllce) the valid lJlle~tion may he 

asked of the composer: "Why this cnsemhle?" Wlth regard 10 a 

commission, the answer IS obvious hut for the work presently undcr ~tlldy, 

this is not the case. 

The decision to write for symphony on:hc~tra i~ hascd on the 

necessity of the musical forces that ale rcquircd tn cxpres~' thc music. Only 

with an orchestra does a composer h:lVC at hls dl"p()~al ~lIch a widc range 

of colours, sound masses, distinct voice~ and the p()~~ihiltty for spadal 

effects. Il is possible to employ dlfferent instrumental forces (cg. large 

chamber ensemble) and to alter pCI formance practiee tcch nie III order to 

imitate the orchestra but with the orchestra thesc characteri~tlc" arc Inherent 

in the ensemble. To create a stereophonie effect hetween two idcntical 

instruments, consider as an example two pianos, the composer may ask the 

musicians to sit sixt Y feet apart on the ~tagc. This howcvcr i~ unusual for 

the instrumentalists and contrary to the e~tablbhed performance practice of 



a piuno duo which may present technical problems thus affecting the 

performance. After many hOllrs of rehearsal and diligent effort on tlle part 

of the mu~icians, the desired effeet can he achievcd but for two groups of 

violins, such effort in not necessary since the l(\~t sti:'nd of Ile firsts is 

accustomed to playing sixt Y feet away from the last stand of the seconds. 

1.2 SCI-lI(J and Spudal E{(ccts 

The score calls for the violins to bc set-up in such a manner as to 

produce a natural stereophonic effect. The first violins are seated to the 

conductor'~ left and the second violins to the conductor's right. Bctween 

thcse two group~ is the remainder of the strings with the cc110s next to the 

first violins and the violas next to the cellos. The double basses are placed 

hehind the cellos so that the lowest register of the string ensemble is heard 

l'rom the same location and the wind instruments are elevated and seated 

hehind the sttings. The stereophonie set-up of the violins is further 

enhanccd hy that of the percussion instruments via the placement of the 

tluee percussion stations including the two timpani: timpani l, to the back 

of the stage, extrcme lcft, behind the first violins; timpani II, to the back of 

the stage, cxtreme right, behind the second violins; percussion 1, to the 

hack of the stage, lcft of timpani l, behind the cellos; percussion 2, to the 

hack centre of the stage, elevatcd, left of percussion 1, behind the winds; 
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and percussIOn 3, to the back of the stage, right of timpani 1, hclllnd thl' 

second violins. 

The off-stage ensemble consists nf 1 alh) sa\.ophonl', 1 bagl:tm:l, 1 

bouzouki, 1 classical guitar, and 1 double ba~s.1 ThIs glOllp of instlllllH.'nts 

remains off-stage for the duration of the \VOl k and the sound l'manating 

from this ensemble is perceived by the audience as coming t'Will al:l\: 

removed l'rom the music that IS hcard eoming t'wm the stage. Depending 

on the acoustics of the hall, it may or maY not be nece~saly to amplity 

these instruments but if it bccomes ncccssary to do sn, the ~peakels mll~t he 

set up in such as manner as to presclve the spacial clTec\. 

A similar effect, one of music emanating 1'10111 a distancc, is lI~ed 

\vllh the brass choir. Beginning in 111.49 of the second movel11ent and 

continuing until m.21 of thc thinl, the bla,>s II1~tIUIllCl1ts' :Ill' hC:lld l'tom oIT­

stage, to the conductor's right, and opposite the othel of!-...,t:ige en ... emble 

(alto sax, bOlizouki, baglama, guitar, has .... ) which i~ sltllated tn the 

conductor's left. 

The orchestration IS conccivcd in su ch as way as to cxploit the 

musical possibilities of the particular sct-up. Thc stereophonie placcl11cnt of 

the violins is conducive to the execution of contrapuntal pa ... ~age" whclc the 

separation of distinct parts or the separation of hcterophonie part ... is de~ired. 

1 see Appendix l, Secllon 35 

2 1 trumpets in C, 4 horns in F, 3 tenor trombones, 1 bass trombone 

3 



C()n~idcr thc passage in the fm,t movement starting at m.4l. The 

!-'ccond violins, taking up the mclody from the violas, are joined by the first 

viohn~ in m.43 leading into the statement of a principal motive in m.46 and 

then again in rn.50. A more obvious cxample can he drawn from a totally 

contrapuntal texture as ~een in the fm,t movement at m.161 where the first 

entry l~ heard in the second violins and repeated three bars later by the 

first~ or in the fugal exposition at the beginning of the third rnovernent, 

wherc the subject presentcd by the second violins in m.20 is answered by 

the first~ in m.27. 

Even when the first and second violins are pl~ying the same material, 

the stereophonie set-up allows for the a spacial variation of the sound. An 

cxamplc of this heterophonic separation of parts, is the passage beginning in 

m.61 of the first movemcnt. Hcrc the tremolo of the second violins is 

articlilatcd by the thirty-second notes in the arpeggio figure played by the 

first violins. In essence both groups of violins are sounding the sa me 

material and therc are no independent parts yet this passage, and others like 

it, provide variation through a type of stereophonic articulation where the 

tremolo harmonies ean he described as the canvas upon which the thirty­

second note "brllsh ~trokcstl are placed. 
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1 .3 The ll.''I'C of Percussion 

The role of percussion JO this work is perhaps remarkabIc duc to Its 

prommence and relative simplicity. The total numhcl of di~hnct pcrcussion 

instruments IS cight (percussion 1.2.3. ami IÙlllJWli 1. l/) and tllt·sc 

instruments are placed at rive diffclcnt stations (locations) on thc stagc..·. 

Taking the intersection of the instrumental forces of ail l'ive pen:us~lOn 

stations, one discovers a relatively small amount of diversity on the timhl al 

scale: tuhular hel/s, (am (am, eymhals, .mare, tom (om, Imss dmm, Gralld 

Symphonie Marimha, and timpani. Givcn the almost enc..llcss vandy of 

sounds and colouristic effects that this group of instrumcnts I~ capable of 

producing, its use in the work can be described as vely rcstril'tivc. limited 

or even primitive. 

In Anthropus Pananthropus, the principal role of the percussion 

instruments is to express rhythmic ideas and not to plOvidc (.'oloulI"itic 

effects.' With thls in mind, the compo~er use~ a ~mal1 numbel of 

percussion instruments and employs a set-up whcre the articulation of these 

rhythmic ideas are given a spacial context. 

This spacial treatment of the percus~ion instruments is best illustrated 

by the two timpani stations, timpani 1 on the extreme 1 cft of the stage and 

timpani II on the extreme right. ln the opcning measurcs of the work, a 

single chromatic fragment (f-na/llral > f-.\/tarp > l{-natural) is shared 

3 A notable exception IS the use tubular bells and the extended passages for Grand Symphonlc Manmba, the latter 
occurring ln the 1 st movement, m 127 - m 153 and ln the 3rd movement, m 180 - m 223 
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loel,,~ec:n the two players. Here, tI:(! timpani is providing a percussive 

articulali<)f,1 ot the cantu~ firmus melody, an element that IS present 

throughout lhe: .~ntire score.4 In essence Ihere is a single part for timpani 

whkll i ... sh:lf<'d by Iwo playcrs and al times the orchestration is such where 

an l!c:ho cffect i s crealed whi le at othcrs, thwugh the use of tremolo or 

cCll1trasting artic:ulat;,)n, one timpal1l part is supporting the: other. 

1.4 the ()a::Y.J.!~'.K!L ill~:truml~!.J.f.\· 

A promintmt compositional reature of Anthr.2Qus Pananthn~Js. IS the 

principlc of nu,r/tip/e layers vlllleH! the music is perceived on several 

dimensions at l!lIc sa 111 (! lime. In a manner of speaking this is a farm of 

supcrimposition bul unlike a collage where clements are placed together, the 

differcnt musical layers in this work are independent entities and can "stand 

a/ollc" if they are removed from the score. This characteristic of the 

musical fabric is paralleled in the instrumentation by the use of the off­

stage instruments. The baglama, bouzouki, and classical guitar, namely the 

Rcht!1iko Trio, form the basis of the Rehetiko Orchestra and are 

rcpresentative of a perfOlmance practice that is derived from Greek folk 

music, !~lIiki MOliSiki, and Rehetiko music.5 The alto saxophone, guitar, and 

4 see Secllon 2 1 

, see Appendlx 1, Section 2, and Section 3 
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bass may be consldered to be a Sa.\OpluJ/ll' Comho and rl'present a 

performance practice that is derived l'rom a totally diffelent source: .fa::::. 

Blues music. In combination, the two trios whil'h sharc the gllitar as a 

common instrument, become a Rt:ht:/icol1l!Jo Quilllef. The 1l01lll'IIc1aturc b 

unimportant as this ensemble IS not intended tn he an alithentÏl' 

representation of the Rehctiko or the BIIIl's style of music but is intcnded as 

an amalgamation of both. 

In the second movement of the work the brass instruments movc 01"1"­

stage where they form the third main layer in the instr umental forces: the 

orchestra (now only strings), on-stage; the quintct, off-stage to the Idt; and 

the brass choir, off-stage to the right. The idea of having off-~tage 

instruments is by no means original. Many C(lmpo~el ~ have used this 

technic to Cleate a purely spacial l'l'l'cet or 10 expless mU~lCal l'vents which 

are considered to be apart l'rom the mai n musical material hcal don-stage." 

In Anthropus Pananthropus the off-stage instruments do not mercly create a 

spacial effect bu \ also express di fferent musical tayen-, in the c()mpo~itionat 

fabric. 

6 Ex. Mahler's Symphony NO.2, 5th movernent rehearsal number 22, where the 'popular march' IS heard off·stage. 
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1.5 The representative mle\' o{J!J.~Il...,tn!.!nent.\ 

On a very basic lcvel, tht! in~tr\Jrnental forces caTI be categorized into 

two mam group~.: one H!prcsl;!llting the EUSi and the other, the lYest. For 

the most part, the orchestra a5. a wilde represents the music and 

performance practices of what may hl;! termed "H'eslem contemporary 

conu.:rt Inu .... ic" where the off-stage ReJ'>eti/;o Trh~ is representati \le of an 

Eastc'rn style with its roots in Greek folk music. The off-stage Saxophone 

Comho thcll is a subset of the western braneh lind repœsents 21 performance 

practice dcrived from "The Blues" and Jazz music. It must be stressed that 

thcsc classifications arc not Intclldcd to b<! authcntic, absolu te, or exclusive. 

By placing the instrumental forces into the above mentioned rotes the 

composer docs not imply a rigid moutd but rather a suggestion of different 

musical clements which may be reprcsented instrumentally. On the subject 

of authcnticity, no cIaims are made to this effect for if this were the 

purpose of the work, then the instrumentation would include an "authentic" 

Billes band, and an "authelltic" Rebetiko ensemble, where the music heard 

from thcsc groups would, by definition, be "autltentic" as weil. 

Although the above mentioned instrumental groups may be 

representative of the different musical styles exemplified in this work, they 
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are not employed in an exclusive manner where for exampk, the Rchcfiko 

Trio expresses nothing else but Rchctiko music or the orchestra plays onlv 

"western contemporary CO/lcert Inu.\ic". The diffcrent illstlllll1elltal groups 

share the musical elements of ail styles and in expressing these ideas, the 

resultant music is a composite of several performance pr;lcticcs. 
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2. THE MUSICAL ELEMENTS 

2.1 The CamllS Firmils 

A cantus firmus is an existing melody that becomes the basis of a 

polyphonie composition through the addition of contrapuntal voices. This 

cxisting mclocly is often dcrivcd from plainsong melodies, chorales, or even 

sccular mcJodlcs. In J\nthropus Pananthropus the cantus firmus is not used 

111 a "/radi/iollal" manner and although it forms the basis for the 

comp()~ition, this base structure is only the first layer of a multi-layered 

musical fabric. 

The cantus firmus is derived from a seven note pitch set spanning the 

range of a perfect fifth: (e-llatural > f-natllral > f-slzarp > g-liatural > a­

J7al > a-lia/liraI > b-nafilral). These pitches are arranged, with the 

rcpetition of one note, to form an eight note cantus firmus melody: (f­

lluWral > g-Ila/ural > a-j7al > !J-Ilafllral > f-slwrp > a-na/ural > g-sharp 

> e-nlllural).7 Starting on the second f-natural below middle c and 

procccding chrolllatically through the twelve tones, the cantus firmus 

mclody is repeated a total of twelve times .. each repetition transposed by 

one semitone - to form a cycle consisting of twelve reiterations of the same 

) see rigure 1 
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melodie line with a total of ninety-sl\: notes.~ This dl'SCllptil)n ma)' suggl'st 

a sectlOnal or rhapsodie perception of the cantus fil nlll~ ml'lody but thl' 

opposite is true. The cantlls filmus cvcle (ail /2 /"t'/'t'titio/ls) 1~ Pl'lcl'l\'ed a ... 

a single entity and as a melody without any app:uent bl'ginlllng or end. 

This sense of perpetuaI motion is the lesuIt of tllIee PlilH:ipal 

characteristics of the line: pitch l'm'us, intervallic content, and duratioll. 

Since tlle fine laeks strong cadential pl'Operties, there is an inhell'Ilt ahsl'nce 

of any melodic closure whieh wOlild suggest an establi~hed key or mode. 

When this is combined with a Jack of rhythmic identity ({'(Jell Ilote la.,ts 2 

..... ·ecoflds) the resuIt is an endless series of pitches, a procession going 

nowhere yet moving in time. These two c1l'ments, pitch rocus and duration, 

are not able in themsclvcs, to define the character of the cantlls fil mus . 

Another parameter 1S required: intervaIIic content. 

Consider a line with a1l the propcrties di~cu~scd ~o 1':11 but with a 

different intervaIIic structure. It wOlllcl he possible to avoid any scnsc or 

pitch focus and to sustain a slow moving series of notes but if the intclval 

between adjacent notes were to be changcd, (ex. Icaps of Ille 4111, 51h, 61", 

7th) then line could be made to sound like a random SCI ic~ of pitches: the 

more angular the tine the more random the el'fect. The eight note cantus 

firmus melody has a maximum ambitus of a perfect firth wherc thc large..,' 

interval between any two adjacent notes i~ a perfcct foulth. ln thcir 

8 see Figure 2 
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mclodlc context thc~e intcrvals form a line which i~ predominantly in 

~tepwi~e movement and demon~trates a balance between upward and 

downw:ud motion. 

With respect to duration, there are two points to consider: the relative 

duration of each note and the absolute duration measured in units of time. 

1 f the cantus firmus were composed with notes of different durations, the 

line would possess a rhythmic profile. This rhythmic identity wou Id 

adverscly affect the perpetlillm mohile character of the cantus firmus and 

could also, depending upon the orchestral context, direct attention away 

l'rom other musical material. Even with notes of equal length, the actual 

uuration becomes an important factor. 

1 f the tempo were changed such that each note did not last for one 

seconu hut for a shortcr length of time, (eg. 0.5 .\'Ccolld.\) the slow moving 

line woulu become a fragment of four pulses and the sectional structure of 

the transposed repetitions would be more pronounced. Increasing the tempo 

evcn further (cg. 8 Ilotcs per secolld) would result in a more pronounced 

sectional perception of the cantus firmus where it would be heard as an 

elilbellishcd chromatic ascent from the first note (f-/luturul) to the octave 

ahovc. It is the combination of equal note values, intervallic make-up, and 

ahsolute duration that bestow the cantus firmus with its pClpetliul mohile 

charadcl and dcfmc thc flrst layer of the musical composition. 

From thls basic structure is derived the actual cantus firmus melody 

which is implcmcnted into the work. For each of the twelve transposed 
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repetitions of the oligin:ll mc1ody, nntcs are addcd and rl.'lllo\'ed tn n.pand 

and alter the melodic structure yet \Villwut l:hang1l1g ils III u:--i l'a 1 lllk:' The 

original structure \Vas composed of t",l'I\'e Il an~pnsition~ of an elght note 

melody but in its final form, the IlUmbCI ot nolc:-- III C:ll'h SCl'tIl)Jl (nlllllht'l('t! 

CFI ... CFI2) f01l0ws a symmetrical ploglcs~ion l'tom cight tn Illlll'tccn and 

l'rom nineteen to nine. From thc fir~t statcment of the l':lntus firllllls (CFI) 

until the seventh (CF7), notes arc plOgle~:--ivcJy addcd <-,tartin,!; H'itlt CF:!) 

such that there is an incrcase of total notes pel' (,:lntus tïllllUS statenK'nt lIl1t" 

CF7 followed by a proportional dccrease flom CF~ to CF 12: 

Original Final 

CFI = 8 notes CFI = ~ notl''> 
CF2 = 8 notes CF2 = <) note,", 
CF3 = H notes CF3 = 1 1 notes 
CF4 = H notes CF4 = 13 Ilotes 
CF5 = 8 notes CF5 = 15 Ilotes 
CF6 = 8 notes CH) = 17 Ilote,", 
CF7 = 8 notes CF7 = 1 () notes 
CF8 = 8 notes CFH = 17 Ilote,", 
CF9 = 8 notes CF9 = 15 notes 
CFIO = 8 notes CFIO = 13 Ilotes 
CFll = 8 notes CFll = 1 1 notes 
CF12 = 8 notes CF12 = <) Ilote,", 

These alterations glvc thc cantus firmus a dynamic ljuality whlch would 

otherwise not be present. The added notc~ ~Iowly change the contour of 

the line, firstly by filling in the stcps hctwccn the original note,> and 

9 see Figure 3 
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secondly by expanding the ambitus and stretching the contour, until the 

original statcmcnt (CF1) bcars littlc melodic resemblance to its altered form 

(CF7). As the rcpctitions continue from CF8 to CF12, so does the process 

hut now in reverse, bringing back the original statement and concluding a 

complete cantus firmus cycle. 

The work bcgins with the cantus firmus, articulated by the cellos. 

From m.l until the first note of m.23, where the cantus firmus cycle 

disappears from the foreground, the progression has gone through four 

repetitions (CF l, CF2, CF3, CF4) and the first four notes of CF5, in the 

first cycle (CF J .•• CF] 2). The next appearance of the cantus firmus in the 

foreground matcrial docs not occur until the beginning of the second 

movement whcre it is hcard off-stage and articulated by the bouzouki 

(second mOl'emell1 m.] - m.]]). The suggestion is that this event has been 

continuing without interruption from the beginning of the work and now it 

is joincd in progress on the fourth note (f-sharp) of the eleventh repetition 

(CFIl) in the firth complete cycle. From the end of m.Il until m.116 the 

cantus firmus disappears from the foreground once again and returns in 

m.117 (t"inJ IlOte, d-Ilatura/; ..... event" repetÎtion, CF7; of the ninth complete 

cycle) where it is heard in the violas/cellos and continues into the third 

movcmcnt (m.19) whcre it acts as a transitional passage linking the second 

and final movements of the work. From this point onwards, the cantus 

firmus disappcars from the foreground material and does not return for the 

remaindcr of the work. 
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After the preceding description. the re~Hkr may hc surpriscd to 

discover that the cantus firmus, an c1cment that has hccn givcl1 sudl 

significance, is only heard on tlllec sqxuate occasIOns. FurthellllOll" in the 

latter two occurrences, the cantus firmlls is alteled ~uch that the tempo is 

twice that of the original plesentation lil and in the sccond pa~~age (wÎtlt 

cello, ... ' and violas, secolld 111Ol'CIIlL'llt III. J J 7 - III. J .J.I) the "hockct like" 

articulation of the melody suggest~ an l'ven fastel tempo. '1'0 lIndelstand 

these apparent incongruities one must consider the spirit of the C:lntus 

firmus and ils function in thc work. 

The cantus firmus is a musical clement that has an lI11pOI tant extla-

musical significancc. It rcpresents thc abstract concept of continllity and is 

derived from a performancc practice that is motcd III sacred music. The 

technical parameters (pitches, duratiol1, imerl'a/\) define the c<lntus fil mus 

in a rigid manner but its implcmcntation does Ilot adhcle to a pledetcrrnined 

theoretical procedure. ft is the seed from whlch the work ha .. heen bOl n 

and in fact this melodic structure was thc fir~t clement of the l1lu~ical fabrie 

that was composed. 

The most important charactcristic of the cantu~ fil mu~ IS its 

representative role. Without bcaring any dircc! Ic~elllhlance tn Byzantine 

music or to music of the WeSt' rn Church, ~ymbollcally it reple~ent ... hoth. 

The original idea for the cantlls firmus along with the ~even note pltch set 

10 The original statement of the cantus flrmus IS at one hall the actual tempo See Figure 3 lor the cantus flrmus m 
its final (revised) form and Section 3.1 for a descnptlOn of the cantus flrmus wlth respect ta the defmltlon of form 
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have hecn in!o.pired by and derivcd from a modern work by Bengt 

1 :~mbTéleu~, cntitlcd Symphonica Sacra in Tem{Jore Passiollis. 11 

ln setting the opening line of text,l:! Hambracus uses a five note 

pitch !o.et (I-nalllral > !{-j7at > a-flat > c-j7at > h-dollble fIat) with the a-fiat 

heing rcpcated t/lTee times, to form an eight note melody.13 By retaining 

the intervalhc content of this melodic fragment and changing the pulse, it is 

transformed into the cantus firmus melody of the Stabat Mater. 14 

2.2 Improvisatioll 

The Reheticombo Quilllct 1'> represents a performance practice and a 

style of music that when compared to "colltemporwy concert music" may 

he descrihed as hcing "Împrovisatiol/al" or ".\jJOlltaneOlI.\'''. In the most 

basic terrns and if one were to consider only the extremes, on a scale of 1 

to ) () (J rcpre.\elltillg tiie [east amOlll/t of improvisation and 10 the most) 

the symphony orchestra would be placed on level 1 and the Rcbeticombo 

11 The work was commlssloned under a grant trom The Canada Council, by Fred Stoltzfus for the McGiIi Chamber 
SIngers, Montréal, and was completed on August 16, 1986. It IS scored for wind ensemble wlth choir and soloists 
and the text IS a compilation, by the composer, from the Lenten Liturgy; the Requiem Mass; the Stabat Mater; and 
the Prosanum ms Glaslonlense saec 12 (published In Analecta Hymnlca medii aevi, vol. X, #24, Leipzig 1891). 

1:' TRADITIO (The BeIra al 
- Salve, crux. vila e Ignuml. 

1 \ see Figure 4 

Il see Figure 5 

l' see SectIon 1 4 
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Quilllet on level 10. As a matter of cstablished performance pr~ll.'tice. 

orchestral musicians are trained to faithflllly execllte the written SCMe, 

whereas in the case of Blw:,,' or RehctiAo music the score (if any exists) is 

considered a sketch or point of depalture. 1h 

Through the technic of implovisation allô a musical content ôerived 

from the Bluc,\' and l'rom a Grt'ck folk idiom, this off-stage cn~emhle hrings 

ta the work a unique musical clement. At times the glOup interacts with 

the mate rial sounded by the orchestra and at other tllncs the off-stage 

ensemble acts independcntly. The degrec of interaction is Icgulatcd hy 

three factors: the score, the conductor, and the mllsicians. The score, hy the 

degree ta which the music is either "writfcll ouI" or "improl'isetl" and hy 

the relative dynamic balance accolding to the olchcstl ation; the conduclor, 

by the control of this dynamic balance; and thildly hy the IllUSIClans, and 

their ability ta improvise on givcn material and tn place thcir parts 111 a 

musical context with the l'est of the 01 che~tra or to conti ast theil parts wi th 

musical material occurring on-stage. 

The element of improvisation, provided by the off-~tagc ensemble, 

brings ta the work a certain levcl of indctelminacy within a vely 

determinate frame work. The duration of the~c improvi~ati()n scs~ions i~ 

regulated by the score which defines the beginnlllg and end of the events 

and thus an appropriate term may be Willc!OW,\ of im{JroVÎ\alioll. Referring 

16 It wauld be mast unusual ta provide a "Iead sheet" far an orchestral musiclan but thl5 practlce 15 qUite common for 
the Jazz muslcian 
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to the layering principle of the work and to the function of the cantus 

firmus in this rc~pect, the windows of improvisation provide a glimpse into 

a parallel mu~ical phenomena which is occurring throughout the 

compo~ition. When the wmdow closes, the ensemble leaves the foreground 

but contmues on a differcnt dimension (not heard by the audience) such that 

if one were to connect ail twelve passages in the work with intervenmg 

material, the result would be a work for Reheticomho Quintet within a 

composition for orchestra. 

When called upon to improvise, the muslclans must not have 

prcpared in advance what they are to perform. Such an appro~ch would be 

contrary to the performance practices that are being exemplified and would 

also be contrary to the spirit of this piece. The process of improvisation is 

a series of Icallllng sessions where the Rebetiko style and the Blues style 

arc expressed and allowed to influence one anothcr. At times the bouzouki, 

rcple~enting Rehctiko music, is the teacher and the other musicians are the 

students. Later the alto saxophone, sounding musical idioms from a BIlle . ..,' 

tradition, assumes the lead role where the rest follow. Each instrumentalist 

intcrprets the given material according to his musical background but at the 

same time incorporatling clements from a different source, a new language. 

The langllage analogy scems most appropriate for as one speaks (plays), his 

language is being taught; as one listens to a foreign language, one learns; 

whcn two or more have a discussion (ensemble playing), communication 

and understanding are the result. 

18 



• 

• 

• 

The notational indications for cach instrument arc Icprcscntati"c of 

the distinct performance practiccs. Thc Ja::.::. musician kno\\'s instindi"c1y 

the meaning of "Blow", "Solo impnJl''', much in thc saille w:,y that thc 

Rehetiko musician undcrstands (opi, hL'L'ja::.::., and oli.\llk. P:lIt of the aho"c 

mentioncd learning proccss involvcs the responslbllity of l.'OllllllllnÏl'ating, Ilot 

ollly the literai meaning of the3C tcrms but thcir connotative Illcaning withm 

the style. l7 

2.3 Sacred and Secular Elements 

Beside the different musical styles that fOim the compositional fahric 

of Anthropus Pananthroplls, there al e clements that arc derÎvcd flom sacred 

and secular music. The incolpOIation of such clements into the work is 

achieved through direct mcans slIch a~ the l)lIotatlon 01 varioll<'; rhythmÎC, 

harmonie and melodic iclcas, or through a more subtlc manner slIch as 

instrumental representation and paraphrase. 

The cantus firmus is an example of how a an clement derived flOm 

sacred music is incorporatcd into the work. The meloclic structure and its 

harmonie implications bear no direct resemblancc to any form 01 Byzantinc 

music or music from the Western Church yct the idea of the cantus firmus, 

17 see Section 3 for a detalled analysis of the twelve improVisatIOn wmdows. 
1st mov't m 29-m 33, TT: 93-m 104, m 112-m 115, m 126-m 161, m 172-m 176, m 236-m 252, m 266-m 273, 
2nd mov't m 1-m Il, m 41-m 97, 
3rd mov't m 153-m 225, m 257-m 280, m 319, 
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and its implementation in a single melodic entity, represents them both . 

A more direct ,~xample can be found in the two Themes of The 

Resurrection. The fir~tlX is a paraphrase and combination of different 

melodic fragmcnt~ from Mahlcr's Symphony NO.2 and the second') is a 

fragmentation and paraphrase of the Byzantine hymn Christo."" Allesti (Christ 

IS riscn!). Although the two Themes of The Re .... 'llrrectiofl are 

transformations of the originals, the listencr who is familiar with the sources 

will recognize this matcrial and its symbolic significance. 

The secular c1cmcnts, drawn from Blues music, Dimotiki Mousiki, 

Laiki MOIlSiki, and Rebetiko mUSIC, are paraphrases, partial quotations, of 

the original sources and are used allegorically to suggest a different musical 

style without neccssarily being "authentic". Consider the four note theme 

heard in the brass at m.61 of the first movement. The principal theme is 

nothing more than a de~cending line (g-natural > f-Ilatural > e-flat > d-

/la/liraI) which is also the bass line,21J and outlines the first tetrachord of the 

Rcbctiko mode Ollsak.~1 The transitional material which is heard between 

III see Figure 6 Therne of The Resurrection 1 

l" see Figure 7 Therne of The Resurrection Il 

'0 - see Appendlx l, Section 32 

21 see FI1!Jre 4 
he Rebe/lko modes lis/ed ln Figure 4 are derived from the empirical field research of Vassili 

HarljÙJ!colaou, ln hls study of "Rebetlko Bouzol.1kl MUSIC" {198?, unpubllshed] where the 
nom~ 'le/a/ure and structure of the saj(J modes, as inustrated, were given by vanous instrumentalists 
and Ine Ilstmg is an mtersectlOn, or general consensus The difflculty in providing an authoritative 
descnpflOn 01 the modes rests in oral traditIOn of this music, where knowledge is passed trom 
sft/dent to teacher. {see Appendlx " SectIOn 33/ 
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vanous statements of this four note theme (strings/ woodwinds: m.63 -

m.64, and m.67 - m.68) is an articulation, through scalc passages of two 

modes - Dl/saki Heejazz - which togcther with the chalacklistic Ihythm of 

the zeimhekikr/~ form a composite of this style without hcing an :luthcntic 

representation. This entire passage l'rom 01.61 to m.l)~ of the fust 

movernent, is composed of clements that arc round in almost every 

zeimhekiko song but not in any one specifie WOI k.!' 

Apart frorn performance praetices, instrumentation, and other sueh 

references, the incorporation of Blue_\ music into the score can he regardeu 

in a sirnilar fashion. The main theme, sounded by the alto saxophone anu 

beginning at m.153 of the third rnovement, is an example of wllat may he 

termed standard Clas.\·Îc Blues. The structure of the mclody along with the 

harrnonic accompaniment of the guitar, supporting hass line and pizzicato 

articulation, is typical of rnany early Blues instrumentais. Even with the 

implied improvisation that is provided by the in~trumentalist, the part for 

the saxophone, as written, is less a theme and more a generic melody. It is 

Blues music in its most hasic form, yet contextually it is sufficient to 

suggest the Blues style without actually bcing Blues music.24 

• 22 see Appendix l, Section 3.4 

23 A good ana/ogy is a medica/ study where the principal patient being exempllfied IS not an actual person but a 
composite of several case studies. 

24 see Section 3.4 
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The incorporation of sacred and secular musical elements In 

Anthropus Pananthropu~ has a dual purpose. With respect to the technical 

aspect - the concrete, that which can undergo analysis - it is an illustration 

of how diffcrent musical elements which are usually not associated can co­

exist in a single work to produce a new entity, a music that is 

representative of both but 3t the same time is neither. The second purpose 

is one which ~atisfies an emotional need in the creative process. It is the 

expression of something spiritual, something which cannot be explained 

through analysi~, or by technical means. This is the subjective .natter 

which defines any work of art be it a painting, a sculpture, a play, or a 

musical composition. 

Orten a composer is asked to explain this aspect of his work in order 

to reveal a message, or spiritual purpose for his creation. In reference to 

thc composer introdllced in the preface of this dissertation, sllch discussion 

is "Wo ahstract allli Wo .\uhjcctive". This is a case where the composer's 

pClsonal feelings are totally irrelevant for the listener and may in fact, 

inllucncc the perceptIOn of the music in such a way that would diminish the 

emotional experiencc for the listener by imposing the composer's extra­

musical ideas. Ultimately, music cannot express intellectual concepts, but 

only feelings. What we ail respond to, and each one of us in a unique way, 

is thc feeling of inspiration in the music, regardless of whether or not we 

arc convinced of the intellectual concepts (tlze techllical parameters) which 

arc the object of these feelings . 
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3. FORMAL ANAL YSIS 

3.1 Tite Titree COlldllllOliS Mm·l'ml'I/! .... ' 

The tluee movements which compri~e the WOI k me easily disl"Clnable 

by their musical content and orchestratIOn. The outer two :lIe scnr~'d 1'01 

full orchestra whilc the middle movelllcnt employs percussion, ~trings, and 

the off-stage instruments, making for a remarkablc abscncc of woodwind 

and brass. Essentially, it is a movcmcnt for string orchestra with 

accompaniment from the percussion section wherc thc off-~tage instrumcnts 

are heard as a distinct and separatc musical entity. Thc slow movlIlg 

harmonie texture of the surface material in thc middle movcmcnt plovidc~ 

an interlude and contrast, as does the harmonie language whrcb :, totally 

foreign to the harmonie language of the filst and thild movclllcnts. Ciivcn 

this description, the indication in thc ~corc to cxccute each l110vcmcnt 

without interruption (attacca) secms to contradict thc implicd 'icctionalrslll. 

From the listencr's perspective, AnthlOpus PananthlOj1u'i 1'> a ~inglc 

movement work with tluee sections whcrc the contra:-.tlllg ~cc()nd movcmcnt 

and the recurrent elements in the third (orif:il/ully /u:ard in Ille O{JC";'If: 

movement) make for a ternary form: ASA'. 
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The duration of each movement, or section, is determined by the 

cycle~ of the cantu~ firmus. One complete cycle of the cantus firmus:!5 has 

a duration of 157 seconds (2'37") and the duration of each of the three 

movements is detcrmincd by a wholc number multiple of the cycle: 

l~t Mov't: 
2nd Mov't: 
3rd Mov't: 

5 cycles 
4 cycles 

-1 cycles 
12 

= 
7H5" 
62H" 
471" 

1HH4" 

13'05" 
10'28" 
7'31" 

31 '24" 

J\part from a symbolic meaning, the numerology of the cycles has no 

~igni ficance:'I, and that which is perceived by the listener, therefore of 

signi ficance, is the change of duration of the movements which constitute a 

linear accelcration of the form with the ratio 5:4:3.27 

Throughout the work there IS a pro cess by which elements are 

introduced, dcvc\oped and later amalgamated into a new form. Although 

the developmental process does not exc1ude a "traditional" approach with 

respect to mc\odic or harmonie manipulation of the elements, it is more a 

matter of unvciling where a musical idea is revealed slowly, over a period 

of lime. Also, the exposition of the material may be fragmented where the 

,~ 

- see Figure 3 

~(, N,B the actual duratlons ùf the movements and the duralion of the entlre work dlffers fram these indications. 
The model IS an approximation of relative duralions and is not an exact representatlon of the real time continuum ln 
actuallty, the tirs! and thlrd movemer!s are longer than the theoretlcal model and the second is shorter, 

'7 . - The author wlshes to dlscourage extended discussion on the subJect of numerology and the slgmf/cance of certam 
recumng numbers or rat/os ln th/s work The number of repetltlons, the proportIon of the movements, the notes in 
the cal/tus flrnws, and other numencal relaflonsh/ps whlch may be deflved, Implted or inferred should be regarded 
w/th respect to thelr mUSical slgmt/cance and not their symbollc representatian For example, the ratio of the duration 
of t/Je three movements 54 3 forms the t/Jree sldes of a §erfeN! nght angle tf/angle (accordtng to Pythagoras, 5 
squared /s equal ta the sum of 4 squared and 3 squared) ut t /s perhaps symbollc s/gnitlcance is no! relevant to 
the purpose whlch IS the constructIOn of three movements where each IS success/vely shorter ln durallon. 
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first part of a musical idea is intlOduced in one pal t of the \\'01 k. \\'itllllUt 

development or expansion. to be contlllllcd tatel on in annther. '1\ Thl~ 

process creates a "jig.\ClW puzzle" cffcct whcle thc contl'~t of celtain thcmcs 

or ideas does not bccomc relevant until ail the piccc~ (.'f thc pu://le :IIC in 

place: something heard in the first movcmcnt may sound incompktc until It 

is reiterated and expanded in the third movement. To a certain degree. this 

diminishes the surface sectionalism of the work hy making the movement~ 

more interdependent; however due to the layered construction of the musical 

fabric it is possible to perceive the work as three distinct modules or as a 

single movement composition. A plime examplc of how the layering 

principle works is ilIustrated by the stl ing orchestra part in the second 

movement. Taken out of ils l'ompo~itional context wlth the outer two 

movements, this whole passage l'an stand alone a~ a WOI k for ~tr ing 

orchestra. 

3.2 The Fi, .... ,! Movement 

The work begins with the cantus firmlls melody heard III thc l'ellos. 

The tubular bells mark the initiation of this cvent and the ha"s dari nct, 

timpani, bass drum, tam tam and double hasses support the cantus firl1lu~ 

by articulating the beginning of the repctition~ of the cantu" Itrmu" mclody 

28 ex. Compare m.6 - m.23 ot the tlrst movement and m 84 - m 101 of the second rnovement 
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in the fir~t cycle. 

CFl 
CF2 
CF3 
CF4 
CFS 

f-naturat 
f-~harp 
g-natural 
g-sharp 
a-natural 

m.l 
m.5 
m.9 
m.IS 
m.21 

bells/ basses/ b.cl/ timpani 
ba~ses/ b.cl/ timpani/ tam 
basses/ b.c1/ timpani 
bas!'>cs/ b.cl/ bass drum 
ba~ses/ b.c1 

In the Initial presentation of the cantus firmus, the tempo is one half the 

original speed~" as heard in the cellos. The growth and decay of the 

numbcr of notes in each repetition of the cantus firmus melody is defined 

by the ratio 8:9:11: 13: 15:17:19:17:15:13:11:9 while that of the bass drum 

ostinato figure has a much shorter period (5 steps per cycle) and is defined 

by the ratio 4:5:6:5. The two ratio~ are not proportionally related nor is 

there any ~ignificance to the actual numbers. Musically, the cantus firmus 

cyclc has becn divided into two parts: the melodic and the rhythmic. The 

ostinato of the bass dru m, retaining the original tempo and with a different 

pcriodic pulse, expresses the rhythmic aspect of the line while the cello 

part, retaining the original melody but with a change in tempo, expresses 

the mc\odic component of the tine. The separation of the cantus firmus 

into two structural component~ allows for the possibility to suggest the 

presence of the cantus firmus with only one of its constructive elements.'o 

Agalllst the first layer of the work, (the cantus firmus) a fragment of 

the material heard in the second movement is introduced in the strings 

'l' - see Figure 3 

lU see Section 3.3 
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starting at m.6 and continues until m.24. Toward thl' end of this passage, a 

portion of the l'irst theme of The Resurrection is heard l'rom the hrass dlOlI 

in m.23 which leads to the introduction of the filst musical clement dwwn 

from Rehetiko mU5.ic at m.24. This takes the 1'01111 of tlan~itional ~I.·all' 

passages heard in succcssion from thc tlutes, oboes, c1allncts, and bas~oolls. 

The two passages are connected melodically hy the implied pitl.'h fOl"ll~ 011 

d-natural as suggestcd by the resollltion of the allgmented ~i\th (t'-j7at > ('­

sharp) to the octave d-l/alllral at m.24. The emphasis on tI-lIlItllral as a 

point of melodic ctosure, acccntcd hy the tublliar hells, m:lIks the 

introduction of the mode Ollsak into the harmonie strUl.'tllre. Il 

While the d-natllral is sustaincd in the strings (litt' rt'.\itlllt' of' litt' 

previolls gestlire) a rhythmic motive annollnces the heginning or the 

transitional passage at m.27 which is cxpanded and developed (m.27 . 

m.60) until it leads into the zeimhekiko dance al m.61. 'l'hi" m()tlve, 

presented in three stages (m.27, m.2H, m.2l)-JO) I~ IXN:d on Ihe 

combination of tluee Rehetiko mode~: Olisak, l/ccjazz, Paaiotiko\ rc"ultlllg 

in a mode with a pitch focus on d-nalllral and an IIllcrvalilc "truclure 

derived from the superimposition of two identical tctrachof<.h: lI-lIatliral > 

e-flat > f-sharp > g-Ilatural and a-Ilalliral > h-j7ar > c-\/wrp > d-Ilalllral. 

The alteration of the sevcnth dcgrcc (c-/la/liral/ (-\//l.ITfJ) gl vc~ a certain 

ambiguity to the harmonie structure a~ il vacillate~ hctwecn I/('('jazz and 

31 see Figure 8 
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Peraiotiko'i. 

ln m.27, the first of the twelve windows of improvisation opens to 

rcveal a taximi~2 for the bouzouki where the beginning and end are marked 

by the arpcggiated chord~ of the baglama. Here the instrumentalist is given 

a choÎ<:e of modes upon which he can base his solo: Heejazz or Ousak. At 

this point in the ~core, the harmonie language of the main material heard 

on-stage and that of the off-stage instruments is similar in structure but 

quite diffcrent in a gestural context. The orchestration, the rhythmic 

chameter of the lines and the articulation of the mode as expressed by the 

orchestra, arc far removed from the sound of Rehetiko music which is heard 

from the houzouki. 

As the passage develops and moves even further away from its 

harmonie source, the part of the bouzouki is heard retro~pectively as an 

intru~ion. By m.39 the rhythmic motive which introduced the mode in 

m.27, maintains its harmonie fingerprint but is has now evolved into new 

thcmatic material: a march like theme which begins at m.39 (violas, second 

violins) and continues, ovcr a general accelerando, until the arrivai of the 

zcim/Jekiko dance at m.61. This arrivaI is foreshadowed by the articulation 

of the zCÎmhckiko dance rhythm at twice the normal speed. At m.52-54 

the off-stage 1I1struments (doubled by the cellos and basses: pizzicato; and 

the hassoons) present one statement of the syncopated 9/8 zeimhekiko 

,~ lax/nll IS a lerm of Turklsh ongln and designates a musical solo, usually Improvised, on a given mode. see 
Appenrnx 1. Section 3 
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rhythm against the orchestral 4/4 duple metre, ending at m.5". The cellos, 

basses, and bassoons rcpeat the pattern three morc timcs (m.:;" - m.llO) until 

both rhythmic strata culminate in the ::dmhckiko dance at m.61, whcle it is 

now heard in the usual tempo: cighth 110tt..' tactll.\' t'quaI.,' 5./ hcat.\' l't'r 

minute. 

The section beginning at m.61 and ending at m.117 is a complete 

statement of the zeimhekiko dance form with certain deviations l'rom the 

traditional model.31 There is an absence of an intlOduction and thc passage 

begins with the main the me, stated twice, (A: /1/.6/ - 111.(8) followcd by a 

short contrasting section (B: m.69 - f1l.76). 1 n this case, the Invariahle part 

(tlze refrain) is actually the theme which IS statcd filst and the variable 

portion (tlze verse) is the contrasting section. This is followed hy a Ictlll11 

of the theme (A: m.77 - m.84) and a continuation of thc B ~ection (Il': 

m.85 - m.92) At m.93 the orchestra is abruptly cut-off and the zeÎmhckiko 

rhythm is continued by the off-stage ensemble as it accompanies the 

bouzouki in a taximi from m.93 to m.104. At thi~ pOint, the hOlll'ouki ends 

the improvisation and plays the written passage, exemplifying the 

diplopenia technic/4 which is then immediately echoed hy the orchestra 

(m.l09 - m.lll) and leads into a recapitulation of initial four notc themc: 

(A: m.ll2 - m.II7). 

33 see Appendlx l, Section 3.4 

34 see Appendix l, Section 3.5 
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A (four note theme) 
B (contra!-'ting material) 
A 
B' (continuation of B) 
TAXIMI 
A' (with alto sax) 

m.61 - m.68 
m.69 - m.76 
m.77 - m.84 
m.85 - m.92 
m.93 - m.III 
m.112- m.115 

The return of A (m.II2 - m.1I7) is marked by the appearance of the third 

window of improvisation where the alto saxophone "blows" on the given 

notes (boundary points) within an established rhythmic context. Essentially, 

the saxophone "fills in the gaps" between the written notes (the four note 

theme) and thus is bound to the musical material heard from the stage. 

Even though the boundary points may seem restrictive, the instrumentalist 

has the frecdom to either support the main material by blending his part 

into the musical line or to contrast his part with the thematic material. 

As mentioned previously in this dissertation, the principal theme (A) 

18 a dcsccnding line (g-Ilatural > f-Il a III raI > e-jlat > d-Ilatural) which 

outlines the first tetrachord of the Rehetiko mode Ousak.~5 This generic 

thcmatic matcrial posscsses ail the characteristics of the zeimbekiko style 

without bcing an authentic representation of any one particular composition. 

What is pcrhaps most interesting about the components of this passage IS 

how the transitional matcrial, heard hetween statements of the theme/6 IS 

more cxtendcd, more elaborate and in faet has a greater musical interest 

than the actual theme. 

,~ see Section 2 3 

'Il ex . m 67 . m 68, m 72; m 76, 
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To understand this, one must consider the original context: a dance 

song. By ineorporating the zeimhekiko in an orchestral composItion twu 

major elements of the work are removcd: the theatm:al a~pcct of the dance 

and the musie/text relationship, which llltimatcly is the rai.\oll d'Litn' of the 

zeimhekiko. Here one finds a interesting simllanty hetwecn Billes ll1usÏl'. 

Rehetiko music, and Byzantine chant. Considel ing Billes and RehetiÂ.o ---
musIc for the moment and aeknowlcdging the fad that pUlcly instrumcntal 

forms exist in both styles, the music/text rclation~hip is of paramount 

importance. The singer /Ising ... ' the Mlles", whether in Greck or in English 

and the instrumentalists respond and internet with thc singer hctwcen verscs, 

between vocal fragments (Iicks) or in a more cxtcnded manncr dm ing 

improvised solos or taximi. The rclationship between music and text 

becomes a central feature of bath styles and this is parallcled in BY7antinc 

chant where there is no word without music and no music without won!. II 

Following the last statement of the zeimhekiko thcl11c (A ': 111.//2 -

m.JJ5) a two measure transitional passage (m.116 - m.117) ending with the 

expanding augmented sixth (h-flat > g-.\/lllrp) resolves to thc octave (1-

natural and the rhythmic motive of 111.27 returns at m.11 H, trallsposcd down 

by a perfect fourth. The two passage~ arc similar III ge~turc and content 

but here, the triplet figure that was part of an embellished dcscending line 

(ex. m.36 - m.38) becomes part of the thematic matcrial a~ played by thc 

37 Dcpartmcnt of Liturglcal MUSIC ... , Sacrcd MU~IC, Tlacl l, p 4 
see Appendlx l, Section 1.4 
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ba~ses and cello~ (m.124 - m.153). During this time (m.126 - m.161) the 

off-stage ensemble is playing in 7/8 (3+2+2) and is contrasted by the 6/8 

duple metre of the orchestra. For both rhythmic st rata the eighth-note 

tactus rcmains the same. Absolute co-ordination bctween the c..ellos/basses 

;J.nd the offstage ensemble is almost impossible to achieve and it is not 

rcquircd. The off-stage ensemble must enter as indicated at m.l29 and the 

two groups must be "fll ,"ync" by m.154. Even though the score suggests 

an absence of improvisation from the off-stage ensemble, this very elemen! 

is implied by the style: Greek folk music. With the exception of the 

accompanying instruments which sustain the characteristic dance rhythm of 

the Kalamatiallo,'x the lead instruments (alto saxophone, bouzouki) are free 

to elahoratc and ornamcnt the given part du ring this, the fourth window of 

improvisation. 

The mclodic and harmonic material of the off-stage ensemble is 

derived from Greek folk music and is a paraphrase of the famous Dance of 

Z 1 ,'1 
.. 30g0U. The actual melody is a combination of two different 

Kalamatial/o dances - Dance of Zalogou and P.'wropoliido - which are 

musically very similar. The contrast between the two sources lies within 

thcir programmatic context. The Dance of Zalogou is a derived from 

111 see Appendix l, Section 23 

,1) A . S see ppendlx 1. ectlon 2.3 

411 a young girl from a fishlng village 
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Dimotiki ft,follsiki, and has a historieal text descrioing the heroic efforts and 

ultimate sacrifice of a group of women during the War of 1 nc.:kpendencc 

while Psaro{Joula cornes t'rom Laiki MOll.\'lki and is a dance about a young 

mai den in a fishing village who goes out in her little ooat to hring homc a 

catch for her family . .Jl 

To the listener who is familiar with this repertoile, the symholk 

meaning of the musical combination of these two themes will inevitahly 

present an enigma. This is more a mattcr of speculation and pcrsonal 

reflection since prior knowledge of the matcrial is not a prerequi~ite to 

understandi ng the music. Here, and throughout the WOI k, perceptIOn of the 

music and the interpretation of its mcaning OCClUS on different leveb. For 

most listeners, this passage represents a duality hctween the ~tatemcnt of the 

off-stage ensemble and the material occurring on-stage hut for others, it 

could r"present a duality within a duality. 

The accelerando on the unison cI-lla/liral (m.157 - m.1(0) hrings the 

work to the new tempo al m.161 (quarter = mm.90) and here the march 

theme that was introduced at m.39 is now prcscntcd in the fOlcground layer. 

The nature of the accompaniment (eg. ccllo~/ba~scs, tlmpani) and the 

"tempo di marcia" cause the thcme to bc heard as a genuine march. 

Against this march, beginning at m.172, the bouzouki (doubled by the tenm 

trombone, violas) echoes the themc of the Dance of Zalogou that was hcard 

41 see Appendix l, Section 23 and Section 2.4 
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in the previous passage. During this fifth window of improvisation, the 

bouzouki is free to embellish or ornament the given line. At the second 

statement of thb theme, the violas are joined by the cellos and horns 

(m.179) while the intensity of the march, heard from the rest of the 

orchestra, contlllues to grow. At m.l H4 the basses, bassoons, brass join the 

cellos with the Dance of Zalogou theme and throughout this passage there 

is a transition l'rom the march theme to the Dance of Zalogou ending at 

m. HŒ - m.1 H9 with a return of the characteristic scale passages of the 

zcim!Jekiko, first heard at m.63. At this point one expects to hear the return 

of the zeimhekiko but i nstead the march theme is continued by a solo oboe 

(m.190) again~t a rhythmic accompaniment which foreshadows the fugue of 

the third O1ovement. 

As the march continues, the violins intrude (m.210) with material 

from the tail end of the rhythmic motive (compare m.210 and rn.30) 

suggesting a sort of recapitulation. 1 nstead, the march theme is picked up 

by the violas (01.214) passed on to the second violins (m.219) and then to 

the firsts (01.227). During the continuation of the march theme, the first 

part of the theme (ex.: m.215) is dominated by the second part until the 

latter portion with the triplet figure (ex.: m.228) becomes more prominent. 

At rn.236 the off-stage ensemble is heard as it articulates the zeimhekiko 

rhythm (01.236 - 01.240) against the triplet figures in the woodwinds and 

strings. Following irnmediately, the zeimhekiko rhythm is taken over by the 

percussion section, cellos/basses, and conti nues until m.266. 
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By the beginning of the slxth window of improvis:ltion (111.240 -

m.252), the mareh theme h:ls dis:lppemed :lnd the triplet figure has hccomc 

the thematie m:lterial ag:linst which the ::t.'Ïmheki!t.o rhythm is sustained. 

During this window, the alto saxophone is l'l'ce to improVIse ("/Ucm' 011 tlle.' 

given mode") and although the moùe is given there i~ Illuch flecdom ln the 

ehoiee of harmonie language as weil as in the choice of :l rhythnuc 

structure. The saxophonist can ehoo~e to follow the !.urface Ihythm hcald 

from the stage or he can deeide to ignore this and plOvide a di fferellt 

rhythmic framework. Also, there is a eert:lin amount of indctellllinacy with 

respect to the harmonie language as the indication in the pill t <.Ioes not 

suggest a tonal (modal) centre. It is possible for the pitch dass (mode) 10 

be interpreted such that there is a different pitch focus than the one Il11plied 

or a total absence of any central pitch foeus. 

As the window closes at m.252, the SC:l\e passage~ assoCiated with 

the zeimbekiko return in the strings and for the second time, the li~tener 

expects to hear a recapitulation of this dance form. Instead, the crescendo 

and rallentando lead i nto an orchestral tutti where clements of the 

zeimbekiko heard in the first presentation at m.61 - tempo, rhythm, 

orchestration, figuration - are now used to express a totally diffcrcnt 

thematic content. 

The prominent theme in the brass (m.254) i~ an amalgamation of the 

two Themes of the Resurrection and rcprescnts a mu~ieal :1\ weil a~ a 

symbolic fusion of these secmingly unrclatcd c\cmcnt~. Bcside the 
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difference in harmonie structure of the two Resurrection themes, there is a 

third clement involved which contributes a unique layer to the musical 

fabric: the zcimhckiko rhythm. The re~ultant sonie mass, is a coherent 

combination of two clements which arc derived from sacred music - one 

Eastern, one from the West - and an clement of Rchctiko music. Befare the 

whole passage is repeated (m.276 - m.287), the march theme returns where 

it is now heard from the off-stage instruments (rn.266 - rn.273) and acts as 

a retrospcctive interlude bctween the repetition. 

During thi~ interlude (the sevclllh window of improvisation) the alto 

saxophone and bouzouki share the march theme. Even though the parts are 

"wr;lIcll out" therc is an implied clement of improvisation with respect to 

an elasticity of rhythm (ruhato) as weil as a certain inherent freedom with 

the ornamentation. This is then contrast with the statement of the rnarch 

theme by the oboe and violins beginning at m.269 and followed by the 

scalc passages which bring a return of the combined Resurrection themes at 

m.276. 

Thc movcment ends with a partial repf.· ·tion of the zeimbekiko 

(m.304 - m.319) followcd by a short coda (m.320 - m.342) which is a 

recapitulation, in strctfo fashion, of several elements that have been heard 

throughout the movement. The rhythmic character of the coda (duple 6/8 -

dottcd cighth + sixteenth) foreshadows the rhythmic texture of the fugue in 

the third rnovcment which was first heard in association with the march 

themc in m.190. Elements of the zc;mbekiko (ex.: .\cale passages in m.323; 
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m.336 - m.337; m.340 - m.342) and the march (el.: \'io!ill Il, m.3:!8 -

m.333) in combination with the triplet figure - now disassociatcd from the 

march and regarded as an independent gesture - comhine to form an 

energetic and dramatic closing section which further serves to proville a 

greater contrast with the next movement. 

3.3 The Second Movemenl 

The "adagio" like quality of the central movement slIggcsts a 

pensive, introspective mood, in contrast to the energctic and dramatic 

character of the first. It is in this part of the work where the "stener is 

given time: time to think, to assimilate, to understand, to J'cad cmotionally 

to that which he has heard and that which is to follow. 

The movement begins with the cOl/tinuatioll of the cantus fiJ'mlls,l' 

now heard off-stage and played by the bouzouki. Simultaneously, on a 

different musical layer, the cellos sound the main themc of thc movemcnt in 

three stages, similar in gesture to the presentation of the rhythmic motive of 

the first movement: The first three notes, m.l - 111.3; the next tluce, 111.4 -

m.6; and the last five, m.7 - m.9. The basses cnter ln m.7 and pJolong the 

theme by reiterating the last five notes until the ""holc statcl11cnt is 

completed on the downbeat at m.12. This event is marked by the tubular 

42 see Section 2 1 
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bells and the entry of the bass drum which articulates the rhythmic ostinato 

of the cantus firmus. 41 

The seconù movement IS the foremost example of the layering 

principle which characterizes the whole work. Taken out of context, the 

movement can be an independent work for string orchestra. Within its 

compositional framework it is an interlude between two continuous 

movements where the ending of the first movement can be followed by the 

beginning of the third. To understand the compositional fabric one must 

examine the ÙI Herent layers and the manner in which they are related and 

intcract with one another. 

The harmonic structure of the musIc for the string orchestra in the 

second movement has the same modal source as the harmonie material for 

the entire work. Thcrc is unit y of harmonk language with respect to 

mclodic ftHmulae, intcrvallic content, and pitch focus but this is more an 

issue of compositional style. On a microscopie level, the harmonie 

language of the entire work can be delived from a single modal pitch set 

but the perception of harmony has more to do with the manner in which the 

pitches are useù and less with the theoretical pitch class model. The 

harmony of the second movement IS remarkably different and easily 

discernable l'rom the reset of the work because of other factors such as 

orchestration, texture, and melodic motion. 

4"\ see SectIOn 2.1 
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On a macro-Ievel, the bass line structure has two distinl't movclllcnts: 

from d-natural (,11.1) to c-Ilatural (111.66) and ba\.'k to cl-Il a III rlll (m.115) 

and these arrivaI points (pillars Of !Jo/llularies) :lIe conspicllollsly announcùl 

by the tubular bells. Any harmnnic~ bl'tween thesc pill:lIs alc incidcntal 

and give the implession of harmonie moti\.Hl whcn in facl nonc exists. The 

sense of chromatic tension and resolution is an illusion clcatcd by thc line:1I 

motion of the parts during a voice exchange or a change of Icgistcr. 

Harmonically and thematically the l'orm of the movement can he 

described as ternary (A B A) wherc the principle theme returns tow:ud the 

end of the movement (m.l (0). However, with respect to l'egistcr - a 

prominent feature of the movement - the form becomes ullIdirectional and 

demonstrates a ascent l'rom the lowe~t registcl to the highe~t. The clinl:lX 

in register of the movement occurs at Ill.K4 whel'c for a tlLllation of eightcen 

measures (ca. 10% of the total durafioll of tllc IIIOVl'IIU.!lIt) the ccllns and 

basses remain silent thus creating a noticeable void in the lowcl' register. 

This tension is released wh en the bass retuftls at m.102. 

The melodic portion of the cantus firmus makes two appearanccs: at 

the very beginning of the movement (!Jouzollki, m. J - m.11) and toward the 

end (violas/cel/os, m.117 - m.144 - witlz tlle viola. .. CO/ltillUillf.: illlo ln. If) oI 

the third movement). Even though it is not hcard again, the cantus firmus 

is suggested by two technics. The first is representational where the 
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sustaincd bass notes characterize the i.'iOcratima4~ of Byzantine chant and the 

othcr is illu!o,tratcd by the continuous ostinato of the bass drum (m.12 -

m.l01; m.115 - m.135; m.144) - a~ wa~ the case in the first movement -

which articulate~ the rhythmic part of the cantus firmus cycle. Unlike the 

occurrence in the fir!o,l movement, hcre the rhythmic portion is more 

extensive covcring thc almost the entire time frame of the movemenl but 

having a shortcr pcriod consisting of a singe invariable cycle of nine notes. 

(ex.: m. J 2 - ollward.\) The same gesture in the first movement has a longer 

pcriod of twcnty notcs and is composed of four variable cycles of 4+5+6+5 

notcs. ln hoth instances the cycles which make up the periods are 

articulated orche~trally by an accent on the first note followed by a even 

diminuendo over the remaining notes in the cycle. The rhythmic climax of 

the cantll~ firllllls corresponds to the above mentioned climax in register 

which occurs at m.l02 where the bass register returns and the cantus firmus 

is no longer heard. 

Whcn the pnncipal theme of the movement returns al m.106 (A ') it is 

an exact repetition of the opening measures but this time it is framed by a 

sustained notc (c-Jl.ltllral) held by the basses (.\·ecolld c below "middle Cil) 

and l'ive octaves 'thove by the first violins. With the laSl note of the theme 

(3rd heut of Ill. J 15) the rhylhmic part of the cantus firmus is heard once 

again l'rom the bass drum followed at m.117 by the melodic portion. At 

.\.\ see Appendlx l, Secllon 1 3 
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this appearance, the cantus firmus IS Join~d in th~ third not~ (d-lllltlll'lI/) nI' 

the scventh repetition (CF7) in th~ ninth l'yl'k~' and I~ ~h.lIl'd hl't\\'el'n the 

violas, which maintain the mclodic and 1 hythl11l1.' pJl)peltle~, .\Ild th~ Ù'llll:-' 

which cleate a SOit of hockct by edwillg the \'Jl)I.l line :II :1 IlIlll.' 1111\.'1\':11 (lI 

one eighth-note. 

According to the cycles of the calltlls firmus, III tilt' ~e\.'()Jld nlllVl'llll'nt 

ends on the third beat of m.137 with th~ fin.,t note «(-1I1I11II1I/) of the I"II:-.t 

repetition (CFt) in thc tenth cyck.~7 This Iht.'orelini/ bounll:ll y b mal "cd 

by the ml accent in the bass drum part and the ce~sation ni Ihe Ihythlllil.' 

part of the cantus firmlls. Formally, the ~ec()nd !110Velllellt end.., with Ihe 

complete statement of the themc (m.144) alili the la~t note (d-IUIIII,.lI/) IS 

carried over into the third and final movement. 

Beside the two layers already Illentioncd - lite IJ(II [ If)" '[ring 

orchestra and the cal/filS jïrl1lllS - allother two ~tl ala complete the l'ouI 

layers that comprise the second movemcnt: the Themes of the Re~urrel'tI()11 

and the ninth window of improvisation. During the presentation of thls 

material the instruments are not seen by the audience but arc heard ofl­

stage. Starting at m.49, trombone 1 s()unù~ the opening of Re..,urrel't1<1I1 

Theme 

45 see Figure 3 

46 see Section 2.1 

4
7 see Eigure 3 

where it is joined (m.52) hy a mutet! t/llmpet soundlllg 
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Rc\urrcction Themc II. Shortly thereafter (m.63) the latter part of 

Re\urrectlOn Therne 1 i\ hcard from the trombone and completed by the 

trumpct al m.fiS - m.(,7. After an cxtcnded silence, the trombone returns 

with a complete ~tatement of Resurrection Theme 1 (m.94 - m.102), this 

time accomp:mied by the rest of the hra~s section (m.99 - m.IOS) with the 

cxception of a the lone muted trumpet which simultaneously sounds 

Resurrection Theme Il (m.9H - 01.1(0). Immediately following this statement 

and coinciding wlth the registraI! rhythmic climax at m.I02, the four note 

zciml)(:kiko motive rcturns and is sounded by the trumpet (m.102 - m.lOS). 

In the c10sing measures of the movement, the trombone returns with the last 

notes of Resurrection Theme 1 where it is joined by the trumpet and the 

off-stage hrass choir, cnding the movement and introducing the chorale 

which hegins at 01.6 of the third movement. 

The fourth and final layer is the ninth window of improvisation and 

the most extended passage of its kind in the entire work. Given the 

orchestral setting, the off-stage instruments become prominent and are 

perccived as a work wlthin a work. The indications in the score are for the 

two Iead mstrument~ (alto saxophone, bouzouki) to improvise freely and for 

the othcrs (baglama, guitar, bass) to provide an accompaniment "non 

ohhligato". if the rcmainder of the ensemble chooses to participate in the 

imprnvi~ation session, its role must he limited to accompaniment. 

The possibilihes for the execution of the passage are limited only by 

the imagination and technical ability of the musicians. Without implying 
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favour for any one scenano, a fcw possibilities ale offered for 

consideration: an adversarial environment where one instrument literally 

plays against the other; a reversai of l'olcs where therc is an eXl.'hange of 

performance practiccs (the hOllzouki {Jlllyillg del1lellls o{ /Jllle.\ 11I1I.,i(' whilc 

the alto saxophonc cc/wcs c/wractt.'1 i.\tlC rlUl." allli dt.'IIIC1l1.\ of Rt'ht'ti"-o 

mll,\'ic); an interaction with the matclial heard on-stage 01 a complete 

disassociation from the orche.\tral inj7ucnce. 

This extended passage provides for the possibility of a wholc cleative 

process, a musical renaissance, within an establish ~tructllIC. The otllcr 

elements and parameters of the movcl11cnt (calltu., lïrl1llls; r('('lIrr('IIt th('ll/l'S 

and !noth'es;) define bOllndaries, control dllrations, and proville a mllsÏl:al 

coherence with the rest of the WOI k but the impr()vi~ation ~cs~ion, dcfincd 

by the bouzouki and alto saxophone, can glvc the WOI k a lInH.lue 

fingerprint. This idea parallels thc performance practicc of /JIlies and 

Rebetiko music where the exccutlOn of a eomp()~itJOn, Ihe aellial 

performance version, becomes more important than the work itsell and th us 

a "tune" becomes associated not with its compo~cr but with a ~pecific 

performer or a specifie rendition. The whole movemcnt i.., an example of 

how different musical entlties, performance praetices, and spacial 

perceptions, can co-exist in a coherent mu~ical framcwork. 

3.4 The Third Movemenl 
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The perception of a third movement, or contrasting section following 

the second, does not occur until m.20 with the fugal subject, heard in the 

second violin~. The fir~t six mea~ures are a continuation of the second 

movcmcnt and form an interlude or introduction to the brass chorale which 

begins at m.7. This chorale malks the end of a musical amalgamat.on 

bctwcen the two Themes of the Re~urrection. Here, elements of both are 

fused togcthcr such that the mixture yiclds a homogenous texture where the 

individuality of the clements is no longer recognizable. With regard to this 

layer of the composltional fabric, the work ends with the completion of this 

process at m.21 and ail future occurrences involving either of the two 

Resurrection themes (m.2RO - m.306; m.322 - m.327) are merely nostalgie 

reminders of the original forms. 

As the last note of the brass chorale is sustained in the violas, the 

fugue hegins at m.20 where the subject is sounded by the second violins. 

The mclodic structure of the subject is not derived from any modal set or 

pitch c1ass but is built on the superimposition of minor thirds. The 

resulting harmonic language differs both in content and design from that of 

the rest of the work and represents a new harmonie layer in the 

composition. 

The fugue is the sole new element of the movement, bearing only a 

slight intervallic resemhlance to the triplet note figure which is part of the 

rhythmic motive introduced at m.36 of the first movement and the driving 
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rhythm of the subject is derived l'rom this triplet note l'igllle and was filst 

heard at m.lR9 of the opening movement. 

After the complete statcment of the sllhjel't (m.20 - m.26) hy the 

second violins, the first vlOlins an~wcr al the fifth abovc (lI-lllllU/(lI) at 111.27 

while the seconds sound the cOllntcl-subject. The second appe:lI;\lll'e of the 

subject (violas, m.47) is preceded by an extended episode (m.J..t - m .. Hl) 

which is based on the triplet note figure and on the countel-subject. The 

return of the subject at m.47 is marked by the tuhular hells (coll/part' 111.20 

and m.47) and by the pizzicato accents l'rom the ccllos and bas!'.es. The 

counter-subject is sounded hy the l'ir~t violins white the seconds provide a 

second counter-subject which becomes the main thcmatic matellal latcl on 

in the movement. Immediately following the sccond appcaJ'anl'e of the 

subject in the violas (m.47 - m.53) IS the an~wer 111 the l'clio,", al the fomth 

below (m.54 - m.60) with a continuation of the pil'zicato accompaniment 

from the basses. The fort y-one mcasures, l'rom m.20 to m.60, con-.titutc the 

first exposition of the fugue. 

m.20-26 Subject (violin Il) 
m.27-33 Answer (violin 1) 

Counter-subjcct (vlOlin Il) 

m.34-46 Episode (violin 1/11) 

m.47-53 Subject (violas) 
Counter-subject 1 (violin 1) 
Counter-subject Il (vlOlin Il) 

m.54-60 Answer (cellos) 
Counter-subject 1 (violas) 
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Following the exposition, a two measure transitional passage expressing the 

charactcristic dottcd rhythm of the fugue, leads into an orchestral tutti 

where the primary melodie material is derived l'rom the second eounter-

suhjcct and set against an harmonie progression. This harmonie progression 

ean be heard as the eombination of two lines, one starting on a-natural the 

other on c-natural, which follow a progression in aseending perfeet fifths. 

The resulting progression, a non-tonal version of the circle of fifths 

progression, is based bath melodieally and harmonieally on the fugal 

subject: 

a-natural 
e-natural 
b-natural 
f-sharp 
e-sharp 

e-natural 
g-natural 
d-natural 
a-natural 
e-natural 

m.63 
m.64 
m.65 
m.66 
m.67 

At m.6H the subjeet returns - on d-sharp, in the hass()()n.\~ "oms, cellas, 

has,\'c.\' - and introduces the triplet note figure first heard in the first 

movement, which now becomes the thematic material. The presence of the 

subject in this context is not part of the fugal fOTm and this is en forced by 

the absence of the tail-cnd eharacteristie tluee quarter note figure4
& which is 

a sort of a j7ag marking the end of the subjeet in its fugal context. 

411 see m 26 
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The new theme - actllally a rL'petition and t'\pull\'Ïlm of thL' triplt't 

note figure of the first nUJl'eme1l1 - is he:ud From the oboe at m.75 wherc il 

is accompanied by the rhythmic accents from the stl ings and percussion as 

the flute and clarinets provide a mc\Olhc accompaniment 111 a heterophonic 

texture. The theme is then repeateJ, in an orchc~tl al tutti hegi nni ng at m.H..J 

and continuing until the return of the fllgal subjeL't at Ill. 1 22. 

This entire episode (m.75 - m.121) consists of mclodil' and harmonie 

fragments from different themes and motives that have been previoll~ly 

heard in the first two movements. Thcse clcments are comhincd with thc 

driving dotted rhythm of the fugal subjcct and thc mclodic scqucm,'cs of the 

two countersubjects as weil as with new thcmatic matcrial (n.: /ïnt l'io!ill.\' 

doubled by clarinets, at m.97 - m./O.!). DlIring the presentation of this ncw 

thematic material, the trumpet sounds the characteristic motivc of the march 

theme (m.93 - m.96) while the harmonic figuration of the ze;m!Jekiko which 

was first heard from the strings in the opening movcmcnt, is now hc:ud 

from the flutes (m.97 - m.l(4). At the samc timc, the antiphonal second 

counter-subject is shared by the second violins and violas (111.<)7 - m.104) 

which is followed by the non-tonal circle of fi fth~ progrc~~ion (m.lO<) -

m.112) leading into a return of the march theme motive, t111~ time in the 

first violins, doubled by the first horn (m.121 - m.123). The articulation of 

the horn (stopped tones [+]) crcatcs a spacial cffect and givcs the 

impression that the sound is coming from far away (di [on/ano). 
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The fugal subject returns at m.122 in the first trombone (c-natural) 

again~t the descending scale passage that was initially heard in the opening 

movcment. Ât the end of this statement of the subject, the violas assume 

the counter-subjcct while the first trumpet cnters at m.129 with the answer 

at the fifth above. The episodic material which separated the fugal subjects 

in the fir~t expo~ition i~ not heard and the second entry of the subject, 

sounded by the cellos, follows immediately at m.136. Without interruption 

the second entry of the subject is answered by the basses (m.143) but 

instcad of the real answer, what follows the subject is the non-tonal circle 

of fifths progression (m.143 - m.147) and a seven measure articulation of 

the upper and lower neighbouring tones of d-natllral which end the passage 

and mark the appearancc of the tenth window of improvisation at m.153. 

During this extended window of improvisation, the central element of 

the movement (the fugue), while maintaining its rhythmic and harmonie 

chameter, assumes a secondary role and serves as the accompaniment to the 

matcrial heard l'rom the off-stage ensemble. Throughout the greater portion 

of this passagc (m.IS3 - m.224) the subject is not heard and the 

accompanying material is based primarily on: the rhythm of the subject; the 

melodic contour of the counter-subject; the non-tonal circ1e of fifths 

progression; and other thematic/ motivic fragments that have been heard in 

the prcvious movemcnts.41
) 

ex . the theme of the Dance of Zalogou, m.191 . m.211, flute 
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The displacement of the fugue l'rom the foregrollnd tn the hackglOllnd 

occurs gradually as the emphasis shi fts to the l'l'l'-stage en~cmble. This is 

supported teclmically by a redllction of woodwi nd. hl as~, and percussion 

instruments as well as a diminished dynamic k\'eI for the orche~tra. l'Ill' 

fugue is ever present but in a state of 11l1l.'iiuJ! .\tll.\is distingui~hcd hy an 

absence of development and an abundanœ of l'l'petition: ~l"ak passages, 

rhythmic ostinato. 

The off-stage instruments play 111 a "Slow BIIlL's" style, :::!/..t with the 

quarter note tactus at approximately 72 beats pel' minute against the 6/X 

duple metre of the orchestra where the dottcd quai tcr note tactus is 

approximately IOH beats per minute. As bcfore, ab~()lute l'o-ordination 

between the two groups is not esscntial and only a relative ~yllchlOnil'ation 

must be maintained (2 bars of 2/4 eqllalling :) bal~ of 6/X) withoul 

hindering the musical flow. The boundary point~ arc dctellllincd by the 

score but within these borders tb~ intention is that the music he elastic. 

The placement of natural rubato, thc instinctive rallentando at the end of 

phrases and accelerando/ cresccndo with fa<.;t J110ving passages i~ implied by 

the performance practices that arc being cxemplified. The pa..,~age pre<.;cnts 

certain technical difficuIties for the conductor but if the musiciall~, both 011-

stage and off, are in-tune with thc music around thcm, then thc tcchnical 

difficulties are greatly reduced. 

Although the score may sugge~t a total polarization of the two groups 

given the rhythmic context, it 31so provides for an harmonie and gcstural 
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cohesion at certain key points.~o The part of the alto saxophone is only a 

bare minimum of what should actually be sounded and must be considered 

as a sort of lcad ... hect. The same is truc but to a lesser degree, of the other 

parts in the ensemble. The most Important element of this passage is the 

combination of styles exemplified by the "runs" of the bouzouki which 

occur bctween the melodic statements of the alto saxophone. 

ln the traditional form of the zcimhekiko, the bouzouki (or other lead 

instrument) answers the singer during rests in the melody. This answer 

takes the form of the characteristic runs and often it is here that the 

ultimate performance version of the piece is established. Although these 

passages are not considered solos (taximi) they reflect the musical 

expression and technical proficiency of the instrumentalist. During this 

window of improvisation the alto saxophone assumes the role of the Billes 

singer who is accompanied by a Rchetiko ensemble, represented by the 

bouzouki. Even though the music is "writtell out" to a greater degree than 

III the second movement, the possibility for improvisation and 

embellishment is inherent in the musical context. 

ln a symbolic and theatrical gesture, beginning at m.189, the 

reprcscntativc of the orchestra (concertmaster) stands and proceeds to leave 

the stage while playing the music that is heard from the off-stage ensemble. 

ln effcct, he is leaving his own musical heritage to seek something that he 

examples m 156, m 168, m 174, m 192, m 222 
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has been hearing since the beginning of the work l'lut has not been ahle to 

fully comprehend. The continuation of this gesturc OCClIIS at m.257 through 

m.280, the penultimate window of improvisation, where the indication in 

the score is "VIIl: Im{Jrfwisarc su/ modo ad Iih. ma lion ohhltgalo". Ilt're 

the decision to execute or to omit the passage is made by the COllet" tmaster. 

If following the initiation, represented by the exit l'rom the stage, hc 

believes himself ready to "solo" thcfl he can choose to do so, otherwisc he 

waits until the final window, m.319, wherc the improvisation for thc violin 

is "written out" and incorporates clements that have been prcviously cchocd 

by the other instruments of the ensemble. 

The improvisation session of 111.319 IS intendcd to he a summary of 

musical elements in capsule form and not to he an cxkndcd cadcn?a (as in 

the cadenza of a concerto) for any one instrument. The duration of the 

entire passage must be long enough to establish a new and cOlitrasting 

gesture to what has come beforc but it must also he short cnough M} that 

the musical link between m.31H and m.320 is maintaincd.'J The last 

statement by the violin, the c-na/liral under fCrl11l1ta, brings the passage to a 

close and leads directly into the final bars of the work. 

Following the tenth window of improvi~ation (m.153 - m.225) the 

zeimhekiko returns with a dual rhythmic profile: the characteristic 

syncopated rhythm of the zeim/Jekiko as heard l'rom the percu~isi()n and 

51 The suggested durat/on /s between 50 and 60 seconds 
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brass; and the rhythmic figure of the fugal subject, heard from the clarinets, 

bassoons, ccli os, and basses (m.225 - m.255). The initial presentation of 

the zeimhekiko in the first movement was followed by a taximi for the 

bouzouki (lst mov't. m.93) but in this, the final presentation of the complete 

dance form, the bouzouki is replaced by the oif-stage violin (collcertmwiler, 

m.257). The improvisation by the violin begins one measure after the 

return of the fugal subject sounded by the bassoon (m.256) and continues 

throughout the suhsequent entries of the subject, suggestive of a stretto. 

111.256 d-natural 
m.25H b-natui al 
111.265 d-natural 
111.267 b-natural 

bassoon 1 
horn 1 
trurnpet 2 
trumpet 1 

After the last entry of this stretto Iike section, the fugue seems to 

dis,'ppear completc\y from the work. The subject and counter-subject are 

not rcstatcd in whole or in part, nor is the dotted rhythm present. To 

undcrstand this apparent compositional inconsistency one must regard the 

fugue within a certain context. Although the term is used to describe a 

"traditÎollul" model, the implementation does not adhere to the "tex! book" 

princlplcs of the such a form. TIH! pUlpose of the fugue in Anthropus 

Pananthropus is to provide a means through which musical ideas are 

cxprcsscd. Ta this end, certain elements of the "text book" mode} are used 

(slIhjL'ct. cOlllltcr-,""lIhject, episodes) while others are suggested (.\'tretto) and 
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still others omitted entircly (pedal. rl'clIriflilation). 

A valid question may be asked legarding the use nI' the term fugue. 

If the implementation does not follow the stand:lId definitlon then why use 

the term? This is a theoretical question which, admittedly, has ahsolutcly 

no effect on the interpretation, perfollnallcc, 01 pClceptwll of the Illusic 

since these elements are not depcndent upon nomcnclaturc. The tenn fugue 

has a symbolic meaning beside its technical function as it leplescllts a 

polyphonie texture where several voiccs speak at once yet ail alc heanl and 

understood. In a work which is characterizcd by the incorpOl ation and 

exemplification of different voices, (mll.'·dcul .... ·ry/es) it seel11s that the rugal 

form with its implied connotation is a most appropriate composition:!1 

symbol. 

As the stretto like section begins at 111.256 against the high a-llaturai 

111 the violins, so does the lhythm of the zeimhekiko altlclllated by the ha% 

and tenor tom toms of percussion 2. Throughout the ~tletto and bcyond the 

end of the fugue material (m.271) this rhythm continues and with the scalc 

passages in the strings and wnodwinds (m.279 - m.2KO) there is an implicd 

return to the zeimhekiko at m.2Hl. Instcad, what follows is the figuration of 

the zeimhekiko in the upper strings which accompanics a thrce note 

fragment of Resurrection Themc I~2 leading into a partIal ~tatCl11ent of 

Resurrection Theme Il by the brass, cellos, and bas~cs. 

52 see Figure 6, mg· m.10 
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The work ends at m.318 but this ending is prolonged by the twelfth 

and final wmdow of improvisation where the off-stage ensemble, now 

joincd by the concertmaster, makes a final statemcnt in the form of li 

rccapitulation of the rcprescntativc eJemcnts in the work. In dramatic 

fashion with a full orchestral tutti including the off-stage ensemble, aU 

instruments sound togethcr, the final words of Anthropus Pananthropus: 

Aufersteh 'n! 
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CONCLUSION 

A persollal Ilott.' to the emu!lIdor 

The ultimate pcrjormallce of a 11111S1CilI work IS lire t'Ild rt'sult of Il l11/1ltl­

part process wllicll begills witlr lite cOll/poser ill/d t'Ilds 71'1111 lire Irslt'lIC1' 1'7 1t"Y 

intervellillg stage of tlze jOllnrey is al/ ('1 Jl III l, llltegrlll, Ill/d essellimi pllrl (~I lire 

whole musical expenellce Î1/volvillg cOllll1lwlicatiol/, III lerprt'llil ltlll, III/Ii 

implemelltatiol1 of the creative process. A.ftcr readi1lg tlllS pl/per ,110U /J/lly lIt' 1//(lIt' 

hiformed about tlle tec/Illicai elemellts o} tlle score Illld IIldr arllslIC S(lills bill tilt' 

creative process does Ilot e1ld Willl lire score. Tlrls doc 1 1111 t'Il 1 IS mere/y Il III Ile 

print, a sketch, a map, of ft musical jOllrllt'y tlrat Iras (lllly Just /lesul/. 

III ail hOllest atte/J/pt to express tlle wlslres (1' tlte composer, 111111/11 

COllductors 11lay go ta extrel1les ill arder to el/sure 111111 t'vay 1Ildical101/ /11 Ille 

score, every Il ua I/CC, every dYllamic lIlarklllg, every slur lS eXt'cutcd preCise/y liS 

writtcll. There are limes 110wever wlrCI/ tllC I/otatioll is ilsdJ fi IIII/dal/Ilce 10 tilt' 

expression of the nIl/sical îdea. Composas try ta be as precise liS possllIle il/ tllt'Ir 

110tatzollal practices bllt of tell tlzere appear to [Je cOlllmdlctiO/IS {ll/d il/cwlslslcl/ries 

betweell tmditiollal 1l0/alional pract/ces alld lIlodcm l/olallOllfIl Eudlces. 

Ultimately il is your task to deciplzer the IlOlat/01/ tl/Id sOlllcllOW 1lIldcrslu1/d tlle 

meallillg of the musIc. 

Please do Ilot regard ally i1/dicatio1/s 1/1 th/s score liS flbs(llul~~ rvalftJllI1S 

IS relative and sllbject to 1{our musical Il Il erprctatlOl1 , IJ yO/l Cf/II III/ders/wid tilt? 

spirit of the work tlzell yOll will fll/d lIrat the n!llSIC Usd} will dlclale tlte correct 

tempi, dynamics alld orchestral bala1lce. 
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W1tl! respect to tempo, cOllsider the passage 11/ m.27 - m.35 of the 1st 

movemc1Ii as and exal1lple. If tlris were to be played exactly as writtell, 

(dlsregardHlg the acc./tempo lIldicatioll), the result would be ludicrolls. The w/wle 

passage would be vOId of mly tel1slOn UI/d release of tellsio1l Ihat is gellerated by 

the correct placemellt of an aceeleratlOll and deeeleration. The indication in the 

score gwes yOll ail ldea of the musical illtellt but the balance bet7.oecn acce1eration 

and rctunz to tire tempo as weil as tlze amount of crescendo/ decrescendo is a 

mat ter oJ lI/tcrprela iieJll. 

Tire cntIre secolld movemellt is 1111 example of tlle tre11lelldous freedom tOOt 

y>u JUIVe III the execlltioll of the work. ft would be impossible to indicate every 

rubato, evcry a ccelera Il do, every hmr pÙI crescendo/ dimillllelldo that ShOlild be 

Ileard willl all1lost everH lIote ill every part. If olle were to make such and 

lIttCt1/pt tlrell the score wOll/d be clultered 'lU/th explmratlOlls. 

Jf !J0ll are 1/ot already fmmlwr 'wlll! the differellt m/lsical styles tOOt form 

{ln l/ltt.'gral part of th/s 'Work yOli could do exte1lsive readillg which is always 

lh'llt1lCllll lJllt 1 wou/d sllggest tirai yOli COIlSlI/t as weil, Oze primary sources: the 

mUSlcums, cspccllllly 0' lSC I1lstrzl11lelltalh,t:; .:{J/1Ose lmckgroll1zd is based in a more 

"SpolltallCOllS" or "il/lprovisatlOll111" style. While cOl1lposillg tlris 'work, J !ulVe 

rt'I'caled/y lllrllt.'d to tllis rl'source Ilot 0111.11 for tec/l1lical al/d stylistic guidance 

l'lIr Jill' llrtlS/le /llSl'm/tioll as weil. 

Ah(1l!e ail, tri/st yOllr il/slÎl/cts, Ct1l/sider the score a poillt of departure and 

1I1/(l'l{! t Ile nl/lSIC to guide your cI/aices. 
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Figure 1: The a-note Cantus Firml1s Melody 
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Figure 2: The Cantus Firrnus Cycle (original) 
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Figure 3: The Cantus Firmus Cycle (revised) 
0= • = 30 (white notes = original Cantus Firmus 

black notes = alterations) 

CFl CF2 

~~: 
U :0 co ::0 :0 :0 

CF3 CF4 

fj~: 
U bo co 

~o 

CF5 

CF6 

CF7 

:0 

CF8 

co 

CF9 

qo 

CFlO 
co 

CF)l 

~o -~. ~o :0 :0 

:0 ::0 
~o 

~o :0 
::0 Il 

________________ ~ __ J 



• 

• 

• 

Figure 4: The Betrayal 
(symphonia Sacra, Bengt Hambraeus) 
[lst Mov't, m.13] 
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Figure 5: Stabat Mater 

1 

(Syrnphonia Sacra, Bengt Hambraeus) 
[2nd Mov't, rn.410) 
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Figure 6: Therne of The Resurrection l 
(Syrnphony No.2, Gustav Mahler) 

[5th Mov't, Rehearsal #10] 
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Figure 7: Theme of The Resurrection II 
(Christos Anesti) 
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Figure 8: The Rebetiko Modes 
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APPENDIX 1 

THE EASTERN ELEMENTS 

1. BYZANTINE MUSIC 

1.1 Notation 

Byzantine Music, (Music of the Byzantine rite), is the term lIsed to 

describe the liturgical music of the Christidn Roman Empire of the e,lst 

from the time of the establishment of Const,mtinoplL' in the edrly 4th 

century (330 AD) until the fall of the great city by the Ottom,1I1 (onquest 

in 1453.1 Our present day knowledge of this music is b,l"'l'J on thrl'l' 

groups of sources: 

(1 ) 

(2) 

(3) 

Manuscripts containing collections of ecclesi,lsliCcll 
hymns, chants from the Ordinary of the Liturgy, 
and other Iiturgical melodies; aCclclnl,ltions and 
Polychronia, sung by ill ternating choirs in honour 
of the Em peror, the Em press, and high 
dignitaries of the State and of the Church. 

Treatises on musical theory ilnd nol,llion. 

Descri ptions of seclilar and ecclesiasticcll 
ceremonies and feasts c1ccom~anied by hymns, 
chants and instrumental music. 

Byzantine chant did not reach its full dcvelopmcnt until the 12th century 

but preceding this, during the previous four hundred yedrs, there was 

much evolution both in the style of the chant and in the notational 

1 Dimitri E. Conomos, Bpantlnc Hymnography and BY/antinc Chant, p 10. 

2 Egon Wcllcsz, BylJntlnc Music and Hyrnnography, p 1. 
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pradices.' J.B. Thibault, the first scholi1r to make a systematic investigation 

of Byzantine musical notation, gave the following classification: 

(1) "Notation Constantinopolitaine" (llth century) 
(2) "Notation Hagiopolite' (13th century) 
(3) "Notation de Koukouzélès" (13th - 19th centuryt 

Another classification derived by H. Riemann gives five distinct notational 

periods:~ 

(1) Oldest Notation (ca. AD 1000) 
(2) Transitional Notation (llth - 12th century) 
(3) Stroke-Dot Notation (12th -13th century) 
(4) Round Notation without hypostases (13th -14th century) 
(5) Round Notation with hypostases (1300 onwards) 

As Wellesz points out, Riemann's schemes are not fully satisfactory 

because knowledge of the earliest phase was restricted to a small number 

of manuscripts and the names given to the different phases of notation 

were inconsistenl. Instead he proposes three di~tinct notational periods: 

the first, an carly stage, where the signs have no distinct interval value; 

the second, a later stage, where the signs give cIear indication of the size 

of the inlcrvdls; and a final development in which subsidiary signs in red 

ink are added to the musical notation in black ink. 

(1 ) 

(2) 

(3) 

Earl~ Byzantine Notation (palaeo-byzantine, 
stro e-dot, or linear: 9th - 12th century) 

Middle Byzantine Notation (hagiopolite, or round: 
12th - 14th century) 

Late Byzantine Notation (koukouzelean, or 
hagiopolite-psaItique: 14th - 19th century)6 

1 Dimitri E Conomos, By:tantine Hymnography anù By/'antine Chant, p. 30. 

1 J.B. 1l1ihault, "OlÎgine hy:tantinc ùc la notation neumatlque ùe l'église latine", 
(Paris: 1907) a~ cltcd 111 Egon Welles/', BV/anlmc Music and Hymnngraphy, p. 261. 

" H. Rlcmann, Dic hy/anlll1l~chl; Notcn~chnft, (Lelpllg, 1909) as citcd in Egon 
Wclles7, BY'antine MUSIC and Hvmnographv, p 261 

Il Egon Wcllc~7, By7LlIltll1C MlI~IC and Hymnography, p. 261. 

2 
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Since his death in 1974, the work 01 Egon Wellesz h.1S been cOlltinllcd by 

several respected scholars7 which h.1S yielded cl rl'lll1ell1ent of the .lbll\'e 

mentioned classifications Kenneth Levy m.lkes .1 fllrther division 01 tilt.' 

Early Byzantine Notation into two p.lrts: "Lection.1ry (Fkpholll'tic) 

Notation" and "Melodie Notation".!> According to Levy, 1 ::!,OOO to 1 S,OOO 

Greek manuscripts dating From before the f.111 01 the l'I11PIlï.' survivl', 01 

which an estimated 10% (1200 to 1500) conl.lill ll1elodic not.ltion. Judging 

trom the dates dted, 9th - 15th century, L.evy is rclerring to Wdksz's 

Middle Byzantine Notation which is fully diastemalH.:'j ,1I1d !ll,lkes complete 

transcnptions of the chants into modern notation possible. 

Differences in nomenclature notwlthst,mding, il is st1fe to assume 

that the earlier forms of notation were purcly mncl1lonic: the singers krll'w 

the modes and aIl symbols were merely .1 Illemory did indictlting tI risl' or 

fall in pitch. (This is consistent with ci1rly not(ltion in Gregon.lIl Ch.mt)1II 

Later, in the second period with the developmenl of "round not.llion", 

came the production of new music books; the Psu[lIkoll for ~()Ioists, the 

7 Mllos Velimirovic, Studies in Ea~tcrn Chant, volumc IV, p. 1 
"In Memorium Egon Wellesz (1885·1974). The long and frutlful Me of a 
great scholar and an insplring teacher has come ta ItS mevltable end. 
We mourn the passmg of Egon Wellesz, one of the founders of modern 
studies ln the field of Byzantme musIc His teacfllngs and mfluence 
remain, however, very much allve The results of filS mtenslVe sludws 
are gomg ta stay with us for a long tlme to msplre the younger 
r;enerations of scholars and 10 serve as startmg pomts for further 
investigatIOns ... We can best honour filS memory by carrymg on and 
expandmg our studies, basmg ourselves on the foundat/On of the 
scholarly know!edge wlth whlch he has provlded us " 

8 Kenneth Lcvy, "MU~Ie 01 thc By/dlltlne Rite", 111 New Grove DlctlOl1ary 01 MU~Ie 
and Musicians, p. 554 

Lectionary or ekphonetlc notatIOn was used for blbllcal lessons and had come If/to use by 
the 8th or 9th cenlury and contmued III use untli the 12th or 13th century, Melodlc 
notation was employed from the 10th century 

9 Willi Apcl [edj. "Neume..," III Harvard Dlcll()nary 01 MU!-.IC, P 571 

10 Piero Wt'l~s and Richard Taru~ktn, Mll~ic in the Wc!-.tern World (A lIi~tory ln 
Documents), p. 49. 

3 
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Asmallkoll for choristers, and the Akolollthia for soloists and choristers;l1 

and in it" mo.,t sophisticated form, Late Byzantine Notation, the 

emergpnce of neumes thJt representcd various expressive devices such as: 

accent~ (lmrew), vibrato (hllma[on), lively notes (psinstol1), legato (heteroll), 

and trills (al111kclloma).12 

Perhaps the most significant difference between the "heighted" 

neumes of Gregorldn chant and Late Byzantine Notation is that the former 

ean be deseribed ilS a "graphie" notation - relative pitch being represented 

by relative height on the staff - and the latter as a notation where 

conventional signs designate the number of steps up or down in the 

modal system between each note and each successive note.n 

1.2 . Modes (Oktoccl/Os) 

Byzantine Music employs a system of eight modes (Oktoechos) which 

can be relclted to the eight western modes. Both systems have the four 

finals on D, E, F, C, with an authentic (higher-range) form and a plagal 

(Iower-rangc) form .11 This system of eight modes (OktoecJlOs) is ascribed to 

John Damascenc, born towards the end of the 7th century, but in fact 

gocs b.lCk to the Oktoechos of SeverI/s, the Monophysite Patriarch of 

Antioch (512-519).1; It can be compared to "moveable doh" on a set of 

Il Dimitri E COllomos, Bpantine Hymllography and Bpantll1e Chant, p. 35. 

I~ Sava~ 1 Sava~. BV/antlne MUSIC ln Thcory and 111 Practicc, p. 40. 

1\ Kenncth Lcv\'. "MlI~IC ot the By/,lIltlllC Ritc" 111 New Grove Dictionary of Music 
amI MIISll'lan~, p 554 

Il Ihld .. P 555. 

1:; Dom J. kamn ,md Dom J Puyadc, "L'Octncchos syncn", O.e., N.S. iii (1913), p. 
H7., all citcd in Egon WelleS/, Bvnn:inc MUSIC anù HymnoJ,!raphy, p. 44. 

4 



(APPENDIX 1) 

seven relative notes - PA BOU GA DI KE ZO NI - corresponding 

approximately to the western note" RE 1\11 FA SOL LA SI DO.lf> Thl' 

western equivalent is really an appro\.imtltion sinCl' Byz.lI1tilll' 1l1llSlC is not 

well tempered. The intervals bdwl'l'Il thl'se adj.Kent nntl's .1re dqll'Ildent 

upon the mode which IS bClIlg lIsed .1Ild as sllch the .KtU.lI lIlll'rvdls will 

change from mode to mode and through lI"l' 01 chrnrn.ltic .1Iter.llions, 

(diesis: sharp; JlllPllesis: tlat) even wilhÎl~ a mode J,' With respect 10 tl1l' 

interval between two adjacent notes - a tone or ,1 sellli-ione III the wl'll 

tempered system - Byzantine chant h,1S thrce sllch inll'rv.lls of t11l' 

"second". The largest is the melZOll, the stn,1l1esl thl' c/llclI~s(~~, ,md in 

between is the elassoll. The absolllte size of e,Kh of thl'sl' interv,lls 01 the 

second is based on the diVIsion of the octave into two tetr.Khord", tl1l' 

base tetrachord and the acute tetrclChord - as weil ,1S .1 diVISIon of the 

octave into seventy-two moria or kOI/1II[fI!{/. 1" Wllh this "lIbdIVi"IOIl, thl' 

intervals of the IllelZOl/, clnssol/ and clllclus!os cont.lIll tWl'lve, tell, ,md l'ight 

moria respective\y. These values ~He not .lbsolull' .mcl 1ll.1Y be ch.mgl·d 

through the use of chromatic alteriltiolls. Ali III .111 tl1l're .ln' l'ight 

symbols representing sharps and f),lls which C<ln be lIsed to change the 

given interval between two and eight /Ilona. 

1.3 Sil/le 

In the most basic terms, Byzantine music can be chardcll'rized ilS 

monophonie with an lsocratll1/a (he\d tone). Wlthin this frtltne work one 

can make a further classification of style with direct p(lrdllel~ to Gregori.m 

16 Dr. Simon Karm" "By /anli ne Mu .... c P,llm:ographic Rc~carch ln (irccœ" 1 rrc~enlcd 
al the International Conference on By/étnllne MU ... lc. held ln Londoll, England on Apnl 
1975), p. 25. 

17 Savas 1 Sava'>, BY"antlne MU"'lc ln Thc()!:Yj1nd ln Pracllcc, p. 40 

18 ihid. 
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CheInl: '>ylldbic, neumatic, and melismatic.l~ ln the western Church, hymns 

have hdd (1 reliltively reslricted roll'. They were practically excluded from 

Md'is dnd al Rome lhey were accepted for the Office only in the 11 th 

century but in the eilstern Church the growth of hymnody far exceeded 

thill of the pS(llmodic chilnts. 20 

The troparioll were short hymns of one stanza - or of a series of 

stanzdS - that formed part of the Matins and Vespers in churches and 

monc1s1erics around the 4th - 5th century. The earlier troparioll had no 

music notilted but they are assumed to have been syllabic and not 

ornlln1cntcd.21 The Idst period of Byzantine hymnography began towards 

the end of the 7th ccntllry with the introduction of the knJlOll which is an 

exlen'iion .1Ild el.lbor.ltlon of the earlier tropanol/ The knJlOll is composed 

of ni ne odes ,1l1d eelCh ode in turn is made up of three or four metrically 

identic,11 st.lnZllS (Irlllol). The nine odes were originally dttached to the 

nine biblictll canticles ilS follows:2~ 

1'/ J B. Tlllhauit. M()l1l1ll1el1t~ de la l1otallol1 ekphonétlqllc et haglOpolite de l'église 
gll'l'lJl~. a~ cited 111 Egon Wl'lIe~/. Bv/anllne Mll~ll' and Hymnographv. p. 271 

syl/ab/g' melad/es af the Htrmologian where the notatIon cons/sts of a few s/gns and is 
rhythm/ca/ly s/mple neumat/c melod/es of the st/cherarion, more expressIve and 
ornamented w/th a grealer number af signs and combmat/on of signs. mel/smatic. 
Itturgical clJants and me lod/es for solo/sts, developed trom the m/ddle of the 13th cenlury; 
also caffed psalt/c or kalophon/c 

'il KerH leth Levy. Mll'Il' ot the Bv/antlne nte, p 557. 

'1 . - S,lva~ 1. Sava~, Bv/antlnc Mll~IC III Tllcory and 111 Pracltce, p. 53. 

,~ ('()n~t.ml'C J T,lIa~al. Poet~ and Hvmllographers of the Church, p. 46. 
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Ode 2: 

Ode 3: 

Ode 4: 

Ode 5: 

Ode 6: 

Ode 7: 

Ode 8: 

Ode 9: 

(APPEND/X /) 

The Song of Moses, tlfter crossi ng 
the Red Sca (Exod LI" 15: 1-19, 21) 

The Song of Moses, beforc his dc,lth 
(Deuteronomy:12 1-·B) 

The Prayer of Il,lI1nah (1 S,lI1Hll'l 2: 
1-10) 

The Prayer of Habakkuk (11.1bakkuk 
3: 1-19) 

The Prayer of Isaiah (Isaiah 26: 9-19) 

The Prayer of Jon'lh Uonah 2: 1-9) 

The Prayer of AZclriilh (Apoc. Demie! 
3: 26-51a) 

The Song of Thrce Children (Apoc. 
Daniel 3: 51 a-88) 

The Prayer of Mary the Theotokos 
[The Magnificat] (Lllke 1: 46-55) or 
The Prayer of Zech<1ridh (Lukl' 1: 6H-
79) 

The most elaborate of the paeticdl forms is the kOl/tllkioll which h<ld 

its origins in the 6th -7th century. Il is cl partic nelrralive with elelborcltion 

on biblical texts 20-30 long stanzas (olkoi) with corre">ponding lines of eelCh 

stanza being identical in structure. 21 TIll're is httll' cvidl'ncl' 10 dt'll'rmirll' 

the exact date when the kO/ltaklO1l Wél'> firsl rccelved into the Iltllrgy but 

Saint Romanos (f1ourished ca. 540) is the chief rl'prl'sl'nttltivl' of this poctrc 

form.
24 

A Hellenized Syrian Jew who convertl'd to Chnstrclnity, he WelS 

21 Dimitri E. C()n()m()~, By;rantlnc Hymn()~lrhy and I~~!!!!e Ch.l'll, r II) 

24 Con~tancc J Tara~ar, Poet~ and lIymnograplH'r:-. (lI Ihe Chureh, 
St. Romanos the Me/ad/st, as he /s known, was sa/d ta be a very poor smger who wou/d 
strugg/e ta ralse hls va/ce ln pra/se but a/as, what came out of hls mou/h was nothmg 
more than cacophony /n a dream, the Mother of God came to hml and p/aced ln h/s 
mouth a scroll Vpon awakenlng, he sensed a sweet taste m hls mouth and when he 
later sang at the Itturgy, ail were surpnsed ta hear Ihe most beautdu/ and me/ad/ous tone 
[ed.: There seems la be a s/mi/ar legend w/th Pope Gregory and Ihe btrd of d/vme 
inspiratIOn wh/spering the chant m h/s ear J 

7 
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the greatcst poet of the Greek Middle Ages, with eighty-five surviving 

kOlltakia being attnbuted to him. LOi Unfortunately al! music to these poems 

has been lost but his name as a great hymnographer of the church 

survives a)ong with the other saints who contributed to the wealth of 

Byzantine poetry.2h 

1.4 M uSle alld the Hall! Liturgy 

During the Seven Ecumenical Councils (4th - 8th century) the 

Fathers of the Church formulated guidelines to establish the role of music 

in the worship of Cod. There could be no word without music and no 

music without wordY The belief is that instrumental music has no 

function in the liturgy and that the spoken word cannot al one convey the 

writtcn word. This tradition, for the 01 ost part, has continued to the 

present day where everything in the Orthodox service - The Divine 

Liturgy, Vespcrs, Requiem Mass - is chanted with the notable exception 

being certain reddings From the Old Testament. 

Although there are no distinct rules pertaining to the use of music 

in the Ordo, thcre are indications in the scriptures that singing was used 

2'i Dimitri E. COI1omos, By...antlllc Music anù ~yzantinc Chant, p. 16. 

~h Constance J. Tarasar, Poet~ anù Hymnographers of the Church, pp. 5-41. 
Mee/as of Remeslana (b. 335) commemora/ed on June 24; Ephrem the 
Synan (306-373) commemorated on January 28; St. Auxentius of 
BI/hyma (400-470) commemorated on February 14, St Andrew of Crete 
(b 660) commemorated on July 4, St John of Damascus (675-749) 
commemora/ed on December 4; St Theodore the Stud/te (759-826) 
commemorated on November 11 

27 Departl11ent ni Lllurglc.1I MusIc. , Sacrcd Mu~ic. Tract l, p 4. 
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in the worship of God"x and the ext,lnt writings of the religious k.llil'rs 

give a c1ear indication of how the roll' of music W.1S rl'gctrdl'd:!'1 

"Nothillg liplijts the soul so 1/ll/ch a1/d ç:ives Il WlIl,\S lll/d ltl1cmlt's 
it Jrom the eartlt a1/d re/cases it jrom tlte !clters (~f tlle [J(ldll Iwd 
makes it aspire after wisd011l a1/d deride ail' tlte carés o( tllls 7I}e liS 
the melody of 1lI1isOll a1/d rltytlllll-possessl1lg sacrcd sOllgs." 

St. loltll Cltrysostolll 

" ... those whose olfice if is to clra1/t ill tlle clllIrclles ... of!er tltt' 
psalmody to Cod, who is titI.' observer of secrets, wdfl ,\rcllt 
attel1tioll a1/d C01/trÎtIOIl. Forced a1/d II1ldllly fOl/d clllllltlll~ IS 
cOlldemlled. We will tltat tllOse wllOse o}Jïcc Il IS to pSllll1lodlZt' III 
the c~urches do 1/ot lise disorderly 7.'L1Clfem t 10115, Ilor jorce 1/Iit Il rc [0 

shou tmg. " 

Syllod /Il Trullo (691-692), rulcd III tltt' 75111 Cill/o1/ 

Even though there existed in tandem with the s.lered l3yz.lIltine 

chant a secular form of this music, instrumental as weil .IS voedl, it W.IS 

discouraged, even condemned by the Church. St. Gregory the Theologi.1I1 

(325-391) exclaimed: " . ..Iet us tilke up hymn'> illstC.ld of drums ... 1I1d 

theatrical sounds." One cannot ovcrlook the import.mt roll' th.lt seeul.lr 

music played in the Byzantine civilization. l'hl' Edstern Em pire hdd 

inherited from the west and from the Ilel\enistic world, m.my of the 

pagan feasts which were connected wi lh processions, d.mecs, p.mlom imes, 

28 "Be fil/ed with the Spint, addressing one anotrer ln psalms and hymns and spiritual songs, singing 
and making melody la the Lord wilh ail our heart" Epheslaus (5 18·19) "And when they had sung an 
hymn, the went out inta the mount of Olives' (Matthew 2630, Mark 1426) 

29 Dcpartrncnt 01 Llturglcal M u~ic ... , Sacret! Mu~ic, Tract 1, p 4. 
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and othcr theatrical performances. lI
) The polemic attitude of the Church 

toward instrumental music is certainly understandable given these secular 

influences and many Christian writers raised their voices against the 

"theatre of the Devi)" which destroyed the modesty of family Iife. l
! 

III Egon Welles/.. Bvzantine MusIc and Hvmnography, p. 79. 

11 St. John ChryMlstam Homiliac in Mallh. (7th Hom., c.7) Bihl. Patr. i. 100, 1. I, cd. 
F. Field, as dted in Egon Welles?, Bynntinc Chant and Hymnography, p. 79. 
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2. GREEK FOLK MUSIC 

2.1 Introduction 

ln a country with a history thdt goes b.1Ck more than lhn'e 

thousand years and where 98% of the people speak the S.1tne I.mgu<lge 

(Greek) and are members of the same church 12 one may expect lo finti il 

single and unique form of folk m llsic. 

"Ill a description of Greek 1/lusic alld tilt! 1ll/II1CrollS tradltLOlls 
surr~U1ldillg lt ol/e ea 111 lOt. Isolllte li speCifie type or style (!( Jolk 
mUSlC WfllCh cali be cOllsldercd C0/1/II/Oll to tllC W/lOle 0/ (Jrccce. 
Several styLIStically distÏllct I1ll/SIC types have de71clopt'd liS Il rt'Slilt 
of the geographie171 pOSltiOll of Grt'ccl' III rcliltiol/ tll tlie ollicr Ha/killl 
llations alld to tlwsc llordctïllS tllC CIlSte1'll Mt'dltcrrt/llt'Illl SCtl. 
Other jàctors cOlltril71/til/g to tilt' cOlllplcnty of IIll/Slcal styles tlrc 
the il/flux of etll111C gro/lps SI/ch liS the HltldlS, Samklltstll/s, 
Arvallltoviachs al/d KO/ltsovltlclts; /Ill' l'IIJorct'd 1I1l1l1/~ml/(l11 10 
Greece i1l 1922 of Greeks lzv/llg /II !\sia Mil/o!', fllld Ihe Il/mlcrous 
physieal alld soell71 lmrriers Illai tt'lld to Isollltc lJ/llllc.:CS lIl/d cl/tIrc 
regiol/s jr011l olle al/otller. "ll l 

From the numerous and distinct tn lIsicdl styles exhibited in Creek folk 

music it is possible to c1assify this music under two m<lin he,ldings: the 

music of the mainland and that of the islands. Epirus, Mclcedollld, 

Thrace, Thessaly, Roumeli and the Peloponnesus, rcpresenting the 

mainland, and the lonian Islands (CorJi/, Levklls, KtJ(I IIi Il Ill, Zaky"tllOs), the 

Aegean Islands (Lesbos, Chws, Salllos), the Dodec,lIlcse Isl(lIlJ~, élnd the 

island of Crete, are areas that on the bélSis of reglonal c\J~torn." didlect'i, 

folk dances, modes, accompanying rhythms, musical and poetic metres, 

32 Harold Courlander, Icdl "Historlcal Background" ln Folk MIJ~IC of Greecc, 
Folkways Records and Service Corporation, 1955. 

33 Sotirios Chianb, "Grcccc" in The New Grove Dlctionary of MU~lc and Musician~, 
p.675. 
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forms, melody, melodic ornamentation and instrumentation, can be 

considered distinctive stylistic areas." 

Il must be emphasized that even within a given region, remarkable 

differences are present in the music. A comparative example can be made 

with the subtil.' differences in language, or more precisely, the differences 

in certain aspects of the same dialect: words, pro/lll11ciatioll. Hence in a 

unit y of language, religion, and descent, scarcely paralleled in all of 

Europe, Greece has many genres of folk music.1s 

2.2 'l'Ire difiïcultv or Classlficatioll 

This may present a difficuIty to a reader who is perhaps unfamiliar 

with Greek fnlk music dS a whole and less so with the specific genres that 

will be mentiolll'd in this essay. An eXdmple to illustrate the difficulty in 

c1dssifying this vast ,1I1d diverse musical "database" can be drawn From the 

implted me,ming of the term "popular music". Even when one confines 

discu~~ioll to ,1 tlme period spanning 1900 to the present and considers 

only lhis term with respect lo the Illusic of the United States and Canada, 

the term, wlthout specIfie reference, almost has no meaning. "Rock n' 

Roll", "J,lZZ", "BIlles", "Soul", "Disco", "Hard Rock", "Progressive Rock", "Old 

Blues", "Urb.m BIlles", "Elevator Music", "Barber Shop Quartet", "R&B", 

"Punk Rock", ... the Iist is almost endless. Each of the above mentioned 

terms has an .1ssociated connotation, but without a point of reference it is 

difficult, if not dltogether impossible, for one to understdnd the music. 

Technicdl inforlll.ltion can be useful in achieving a better understanding 

v. G.A. Megas. "Historical Background" in Folk Music of Greccc, Harold Courlander 
ledl. Folk",.IY Records and ServIce CorpOIation. 1955 
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(modes, orchestration, form, melod ic language, poetry) bllt eVl'l1 this .1t 

times, is insufficient.1h 

The language of musIc is one fi1led with rhetoric, .m.llogy, 

comparison: it is cl language of the spirit whefl' llw S.lIl1l' words (noll's) 

have different meanings to different peoples. If.l young \,H.iy Wl'I'l' ,1skL'd 

how she felt after her return From ,l school d.mee .md if "Ill' were 10 

respond: "Like Juliet on the ba\cony", we wOlild immedl.lte\y comprt.'lll'nd 

her emotional reaction. Our understanding of the situdtion IS b,ISl'd 011 cl 

prior knowledge of the narrative frol11 which this mt.'l.lphor is drclwn: 

Shakespeare's Romeo and Juliet. Withollt this prior knowledge, il is 

possible to understand the words (notes) but not thl'Ir collective IlH'cllling. 

This essay is not intended dS an .lllthorit.ltivt.' or complete 

description of Greek folk music The pllrpose here is to provide the 

reader with a general background 111 dS fdr as is required to provide him 

with a better insight to the score. 

2,3 Folk smig a1ld Dance 

In spite of the evident differences in style and conslruction, there 

are elements of Greek folk music thdt can be c.ll\ed P,lIlhl'l\l.'llic: 

characteristics that are present in almost ail genres. Folk songs with texls 

about historical events and songs of Idment, repre<..,enl ,1 Idrge percenl.lge 

of the repertory and these can be found in Ihe mll<;IC of <llmo<,l l'very 

region. A notable example is the Song of Exile of Norlhern Epirlls "1 

forget and am glad". The music, in the form of il 11/lro/m!io (song of 

36 Consider the old anecdote about the three blmd men and the elephant 
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lament)'7, is totally different in sound From the songs of the rest of Greece 

but the text echoc,> sentiments of every patriot, not only the one departed 

for his home but also the anguish of those 1 cft or about to be left behind. 

The musiccll construction is antiphulldl where a sololst (the exiled youth) 

is answercd by a chorus (the villagers he leaves behind) and uses 

clements of Byzantine chant, the Isocrati11la (drone), in the part of the 

chorus. 

1 caH be glad whell 1 forgel but grieve when 1 re11lember ... 
l'm thillkI1lg back ta forelgll lands and llOW l 'lOmlt ta go there. 
50 rise up, Mot/1er, bake tlle bread, the wlzeatell rusk llOW bake me 
Ld ail yOllr mrglilslz kllead tlzc dOligh, I/our sorrow pOlir the waler, 
yOllr bitter rage set jire to tlie bmllc!Jes~ i1l Ule ovell. 

Oh ovell walls, dOIl ft IIeat too jast, Oh bread, don't bake loo 
quickly, 
so tllat the caravall may pass alld lcave my SOl1 bdlllld here. 31J 

Songs, especially those with historical text, are often c10sely 

assoCÎaled with dance. Of the many Greek folk dances, two main 

categories can be considered: the st/rtos (trailing) and the pidlktos, (Ieaping). 

The names of these dances are usually derived from their place of origin, 

From the names of individuals, or from the choreographl'i and as is the 

17 Soli rios Clll(mi~. "Grccce" in The New Grove DictlOnary of MUSIC and Musicians, 
p.677. 

ln mast mtralah,a (p/ural. laments far the dead) the singers are exclusively wamen. The 
melodies are s art and repelltive, the metres are never asymmetoc and the 15-sy/lable 
text Imes are usually /mprov/sed. The present example is not, strictly speaking, a 
mirolay/O. but /1 /s md/cative of the spiot af this genre. 

1H Dr Simon Karas, "1 forge! and am glad" (Song of EXile of Norlhern Eplrus), in Sangs of Epirus, 
Recordlng SDNM 111 by the Society for the Dissemination of National MUSIC, 1975 

l·j Spyro~ Pell\tl'IC\, "hll\... Mu~ic. In~trull1L'nl~ and Dancc~" In Folk Music of Grecee, 
lIarold COllll,lIIder Icd 1. r()I"\\' .. y~ Record~ .. nd Servlcc CorporatIon. l ').'i.'i 

e!\amples. Ka/ama/lanos (orlglf)a/ed ln Ka/a ma la If) the Peloponnesus), Sam/at/kas (in 
Samos), Khamot/kas (1/1 Khama in Crete), named after mdlVlduals (hls/af/cal figures ln 
Greek History) are the dances' Manauses, Rovas, Kosta Tase, named after the 
chareography af the dances are the Pentaza/e (5 steps), Syngath/stos (s/tting posit/an), 
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case with the music, certain dances (an be c.llIl'd P.mhelll'nic. Thesl' .1re 

the Kalal1latiallo, slfrlo, and tSa1lllko, which tod.ly dre d.mced .111 .lcross 

Greece. 

The most import.mt of the d,mee songs th.lt eont.lin historie.ll te",t 

are the Kleftic songs (kdftika, tall tmpcz/Oll, vmsta) whieh desenbl' the hl'mie 

efforts of the Kle(ts (pronounced kléf-tes) in thelr b.lttle ,lg,linst the Turks 

during the War of Independence (1821-1829).11I Pcrh'lPs the III ost t,lInous 01 

aIl dance songs is the Dance of Zdlogou ("0 Choros tou Z,llogOll") ,1 

dance in a slow Slfrla/ Kalallllltial/O style (7/8) which embodil's the spirit of 

the people as they fought for independence 

During this difficult period in Greek history, the wOlllen ,lIld 

children of Za)ogou were alone dS the men of the vilI,lge wel'l' off in 

battle. A young maiden, who h,lS esc.lped the dl'~tfllelion of ,1 

neighbouring town, brings word th,lI the cncmy forces ,1re "pproclchillg 

and that capture is imminent. In p,lIlle, the women 01 7.dlogOIl gdthl'r 

their children and make haste tow.1rd the c1iffs overlooking t1H'ir homes. 

As they sel' the enemy forces appro.1ching they rem i ni"n' .1bollt thl'ir live" 

and how this will now change. They will no longer be Irel', they will Lw 

doomed to a life of slavery. In the Spirit of the now imrnort.ll word~ of 

Rigas41 they decide that the only csc,lpe from sllCh d Llle IS dC.lth. Th US, 

they gather the children and ail join hands to dance and sing thcir song 

of sorrow as one by one, they jump from the cliff to death and frcedom. 

and the Varis (heavy). 

40 Vassili Papachrislos, Elliniki Chort, (lr(tn~ "Grcck Dancc~"). p. 21 

41 "Kalitera mias aras elette" 101, para saranda cranta sklavla ke fl/akl" (/1 15 better la Itve one hour ln 
freedom than fort Y years ln slavery) 
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Have health Of mournful souls/ Have health sweet life! and you, 01 
destitute cOllntry have etemal hfe/ .. a fish Call1/ot live 011 the 
dryness of land 110r u flower bloom 011 the sea shore! lzor call the 
SOuliotlses (womell of Zalogou) !zve Wllholltlreed011l/. .. as they go to 
the festival! ... lzke tlze flower's reSll rrection... there is song, there is 
joy, il1 thezr hearts .. ./ 

2.4 Dimotiki Mousiki vs. Laiki Mousiki 

Although the adjectives dimotiki and laiki can be translated to mean 

the same thing, the two are distinct. 12 The term Dimotiki Mousiki is used to 

described music that is traditional and that has been passed down from 

generation to gencration. This includes the previously mentioned songs 

and dances of the Kle{ts, and the l1lirololfla. The description Laiki Mousiki 

is used to denote music of the "co 111 111 on man ll
• Also, where the former 

Di1l1011ki MOCISlkl is often associated wlth rural Greece, the origins of Laiki 

MOllSlkl are to be found in an urban setting. The instrumentation is also 

remark.tbly differcnt as is the use of modes, dance forms, and text. 

ln D11I1Otiki MOllSlki the instruments include the lyrn or kemelltzes 

(Iyre).< vi olt (violin), lauto (lute), guitar, sal/toUrI (stringed instrument struck 

with cotton covercd mallets), c/arlllo (c1arinet), gm I/da / tZnllliJolllla / pipiza 

(bag-pipe.::), as weil as different types of wind instruments made of reed, 

metal or bones of stlch large birds as the eagle or vulture. n The 

instruments lIsed in Lmkl MOllSlkz also include the violin and c1arinet, but 

the lute, lyre, b,lg-pipcs, and IIlstruments made From the bones of animaIs, 

are not part of the orchestration. 

12 "dmJOltk/" from the root "d,mas· means of the community, or of the citizens. The ward "/a/ki" trom 
the word "'aos" can also rr(Pr to thf' community, or (fle citizens of a commumty The subtle difference is in 
the common usage of tfle terms where the latter, 'La/k/ Mous/AI" has a d/fferent connotation which may be 
descnbed as popvlar. ("mlliar. common, or even vulgar 

Il Spyro~ PLII\lLIL~, "Folk MLI~IC, In~lrumcnl~ anù Dancc~", in Folk Music of Grcccc, 
Harold C'ourlandcr Icdl. Folkways Records and Service Corporation. 1955. 
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2.5 Laiki MOliSiki 

ln contrast, Laiki MOllsiki can be described more .l~ .111 urban th.lI1 .1 ---
rural folk art form. Here the bag-pipes, lyre, lute, and wind instnll1H'nts 

made from animal bones, are no longer part of the orchestr.ltion pr.lclice 

Although the violin, clarinet, guit,'!r, .lre still to be found, the bOUZOllkl", 

baglama, tzouras, are added makll1g ior cl distinctivl'iy lil1 lerl'Ilt ~.ound 

Some of the dance forms are m,lint,lincd, but now ln .1 dllll'rent cOlltl'xl 

A song mdy have the rhythm of the Ka!1l11l11llllIl0 bill withollt the express 

purpose of being a d,mce so~.r, Other differellCl's Îllcllldl' the !l'xt the 

heroic songs about war, freedom, ,md Il,1tion.ll slIbJl'cl Ill,llll'r ,1re repl.Ked 

by [aika thcl11l] la. 1(. There are songs of love, songs 01 proll'"t, songs ni 

bravado, but the poetic descriptlollS .lre orteil I('-.s "rl'fll1l'd" tlk'1l in the 

songs which are categorized as bell1g Dl/Ilol/kl MOI.!.slkl COllsidl'r thl' 

following excerpt. Here a man il slllging clbollt "TlI lIIallll pOlUlS!!.l!!t (The 

eyes that 1 love) and how in spite of his trlle love, tlk'se l'y es h,IVe 

deceived and scorned him. 

14 see Appendlx " Section 3 5 

\:; A remote companson may be the bourée, gigue, and sarabande' these farrns were aflgmally 
dances but later evolved mto purely musical (orms 

11i The ward "/8/ka" (plural, neuter farm of the adjective "Ialkos'} IS used la descnbe the "themala" 
(themes, subject matter) of 1/le text These themes deal more wlth what may be descnbed as Ihe conf/icI, 
toits and troubles of the "comman man" At tlmes harsh, crude, and even vu/~ar, the words are dlfect and 
sincere witlJout the poe tiC rhetoric of the sangs that comprise "olmot/k/ Mous/k/ 
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Dayl1reak comes alld dllsk !t'll(lt'S, a/mllfs will! tlll' saillI' tl/d st1/lSI 
brillg me 10 drillk lire /I1os1 n/-'I'lIslZ't' aIt' Wl/ Irm'l' I(lr / l'tllI ç/lldill/ 
tht' eyes tlrat 1 [oz 'l'! , WhcII ,lftll/ sct' 1Ilt': Of [1111 (clldl", f!tilll)~lIIS (0 

1I1ysclf do Ilot condcI/1I1 me ft l /, If 15 bt'CII1I5t' of (lie ('l/('S tlltIl / 
lovc .. '; 1111/ Irearl is eloI/dm..; t)('t'I, /1111 klll's /I~(' 11//11 / SI/1t'111 1I11il' 

it's O'L'er lllId tlic 011/11 course 1 sec! IS 110/1 111 tll(' ,,'t)l/lId III lit' 1IIt' 111 
prisoll, F • .• 

ln these few lines, wc elre told the story of ,1 llltll1 who dlscovl'rs hi!-. 

woman is cheating on him. In a drllnken stllpor he cOllkmpl.lll'S Iwr 

demise and accepts his fate, a life in prison, <III tor !b~~~.~.J1l' lovE~, 

17 Gia ta Matia pou Agapo, worùs and mll~IC hy Va~ih ... T~lt~;JnI~ 
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3. REBETIKO MUSIC 

3.1 Jllt roductlOll 

An important part of Lmki Mousiki and one which is most relevant 

to the score under study, is Rebetlko music. This music is born from the 

depths of mel/l'S sorrow, his joy, his every human emotion. It is a music 

of the people for the people without regard to formality or pretence. In 

mélny w,ly~ It i" the Creek equivéllcnt of "The BIlles". The modes, 

instrument", lélngu.lge, ,lIld structure l11elY differ, but the spirit of thE 

music (lIld gem,.,b of the musIc IS the same. 50 much 50, that the 

following descnptlon by Frélnk Tirro of "The Blues" (lm be applied word 

for word to l~clJcflk() Music. 

"Tlte bIlles cal/ dljfer 111 mood, theme, approach, or style of delivery. 
BIlles arc I/ot lIllmlslcally pcssil1listlc evcll fltollglz thcy aftell tell of 
defeal lllld dowlllteartedlless, {or ill expresslll~ the problems of 
povcrtl/, 1/llsmtlOil, family lisputcs, and oppressiOll, the blues 
l'l'ovules a catharSIS whic/I enalJlcs the participal/ts to retum to their 
ellviro1l11lcnt witll resigllatlOll, If Ilot Opt/lJ/ISI1l. There LS ail 
eXl'ressrl'C sellslltllity ill the NI/cs tliat is almost exultallt ill ils 
aj)imllltlOli of /tJc, al/d the 11ll/SlC cases tlle paill, providiJ/g ail out/ct 
Jor tlle Jrllstratwll, /lIlrt, alld {lIlcser the bIlles s/IIgcr and his 
audiellce fed ,,'H ' 

Since the turn of the century'IJ, Rebetika music was emerging and becoming 

il vehicle for thls "expressive sensuality" especially in the urban areas. 

Although the description "a kind of low-Iife music" may seem demeaning 

and condescending, it is the strong association betwecn Rebetlko mUSIC 

IH Frank Tlrrn. J.II' 1 (a His!ory). p. 115. 

19 Sources vary as to the Of/gins of Rebetiko Music: GeorfJe Da/aras in his introduction to Fift"llears 
of Rebetiko Song states 1918, Conway Moms, "Bouzouki" ln The New Grave Dictionary of usica/ 
Instruments, gives an ear/ler date "the first half of the 20th century"; 

19 
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and the underworld that Jcd to olnei,ll dis,lpprovdl ,md onl'n to tlll' 

persecution of the instrumentdlists. ,Il 

3.2 The Rebetiko Orchestra 

The instrumentation of the RclJetiko orchestr.l V.lril'S .1I1d one c,mnol 

speak of a "standard" Rclletiko Orcheslrel clS one c.m descrilwd ,1 "st,lIld.m.i 

cJassieal orchestra". The roll' of the instruments th.11 cornpri~e the R~~~'l~&!~ 
sound can be divided inlo threc groups' Il',ld, h,mnonic ,lCcornp,lI1illll'lll, 

and melod ie élnd / or harmonie em beIlIShll1l'nt. 

Beside the singer, the ledd II1slrllment is ellrnosl ellw.1YS the 

bouzouki.~l In larger ensembles il W.lS not unCOml1101l to h.lVe the 

bouzouki with violir' or cJarinet or both ln sllch in~;t.lI1Cl'S each le,ul 

instrument would alternate solos ,md r,lrely wOlild both bl' pl.tying ,11 the 

same time. When two bouzollki were LJsed, (tllIS 711115 lili/te (0111111011 Wllh 

the larger el/sembles) the tunction of bOllzouki Il wOllld be 10 com plimcllt 

and support the leading rol~ of bouzouki 1 by providll1g .l chord.tl 

accompaniment or most often, by àoubling the prlncip.ll IlIle in p.tr.tlld 

3rds. Due to the absenC(' of any contrapuntill texture in thi~ Illll'-iic - thc 

predominant texture bcing homophonie or heterophonie - the U'>l' of two 

bouzouki was more an enhancement of a single ICild instrument. Tht- roll' 

of the second bouzouki was often given to the tzoLJraS2
, whieh like the 

second bouzouki could provide a chordal accom p,1I1iment .1I1d double 111 

SO Conway Morrb, "Bouzouki" in The New Grove Dlctionary 01 MII!'.ical In!'.trumcnls, 
p.255. 

51 see Appendlx l, Section 35 

~2 The tzoura ;s an mstrument of Turk;sh descent wh/ch resembles the bouzouk/ m constructIOn and 
design. If has three double course strmgs tuned an octave below the baglama (D-a-d') 
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the ch.lrélCteri<;tic parall('1 thirds, but bccause of its different timbre, it 

cOlJld al'io be c,llled llpon for solo pélssages. 

The chord,,1 dCCOmpaniment would norméllly be provided by the 

gllitar,'" Jess often by the élccordlon When tht.> élccordion was used, it 

would be heard In instrumentdl introductions and echoÎng Iines (short 

"Iicks") bct ween pl1 nci pal mclod ic st,ltements of the bouzouki. 

The bagl,Hl1'l is another instrument that was il staple of the Rebetiko 

sound.'d It wa'> lIsed llimost exclllsively for colourislic effects and chordal 

élrpeggio Tremolo, especiillly on prolonged notes, was a favourite technic 

lJsed by the In,>trlllllent,llists. Due to its smélll size dnd the c10seness of 

the frets, l'ven in the firsl five posi li o Il'>, fast solo pélssages were awkward 

and thlls ,lVoided. Often however, the baglama would be called upon to 

double the bOllZOllki l1l11ch in the Séll1ll' wdy thdt a piccolo would double 

,1 f1LJle. 

The bOUZOllki, baglama, tsourcl, and guitar, distinguish the Rebetiko 

sound dS being one of plucked strings. This is contrast by the sound of 

the violin and c(,mnet which are used exclusively as lead instruments. 

Perhaps reméuk.lble, is the llbsence of certain instruments which today 

may be regarded ,lS basÎl.: instrumental forces: the piano and bass. The 

rcason lor this is b,lsed on practic,ll considerations. Ali instruments of the 

Rcbctiko Orchestrd can be easily tr.msported by the instrumentalist and 

.llthough it would be possible to inclJrp\.)rate many other instruments into 

the ensemble withollt destroying its characteristic sound, this was 

~1 The gU/tar most commonly used in Rebetlko ensembles was the acoustic model, played with a 
plectrum The modern classical gU/tar, with nylon as opposed to metal strings, was also used but it too was 
played with a plectrum 

"-1 see Appendlx 1. Section 3 5 
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probably avoided sirnply on the grollnds of pr,lclic,llity. 

would trc1ve: trom tilvern to tilvern, frolll coffee hOllSL' to ('olke hOllSl' ,md 

get together - often inform,llly - tn pl'rfonn tlwir I11IISI('. l'his gyp~y 1Ji-.:' 

existence is cl contnbutlllg f,1Ctor lf1 the ob\'iollS spont.lIwity 01 tlll' 1l1l1<;IC.ll 
style and :llso in its instrument,ll 111,1kl' IIp. 

The absence of .1 bilSS'h ln the l'Ilsemble (,,111 Lw .lttribllll'd p.lrtly to 

the need for mobility but <1lso to tlw inherent structllre 01 thl' Illll<;ic ln 

this style, one thelt is non contr.lpllnt,ll in n,llllrl', lm indqwndl'Ilt ~1.l.~~ t!!l~' 
is unheard of. The b,lSS is simply the IOWl'st_ .. !l~)tt~ ,md thi" h tlllllo~t 

al ways the root of the chord bClng ~(HlIldL'l1. Wlwn tlll' Illl'iody olltlml .... 

the roots of the supportlllg hclrnwnk." thl' r('"lIlt IS pdrdlil'I OC!.lVl .... 

between the ollter p,lrts élnd SIKh motion is very COl1l1ll01l III the ~tyle '.! 

This "bass line" is uSlléllly plilyed by the gllÎtdr ,md SOllwtllllt'<;, <llthollgh 

much less of te n, by the second bOllzollki or ilc('on.iioll 

3.3 The Rebetiko Traditioll 

The social structure of cl l~el1cl1ko cnsemble is b,lsed on selliority ,md 

on a tradition of apprenticeship: mc1ster and pllpi!' The oldl'r cmd more 

experienced players hold the prestigious ch,lirs - first bOIlZOllki, fmlt 

violin, first clarinet - and their stlldents begin cl" sl'c()nd~ III tilt' l'n'><'lllble. 

This tradition h<:ls its roots in Dilllotrkr MOllsrkr where the ... tylt.' . .; very 

different but the prclctice of obtaining cl musical euuccltion i,> snnilclr. 

Iili musicians who played Rebetlko MUSIC 

56 acoustic 4 strmg bass . electnc basses were not as yet mvenled. 

S7 see the score: 1 st Movement, m.61 . m 64 
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"The proft:sslO/ull folk mUSlCll1I/ lS cCl/lsldcred a proJ'ssioJlal 0111.11 

after years of IIpprt:lI11ccslllp and stl/dy. Most (:( tlle ÎllstructÎOll, 
SlVClI oral/y by fJ HUlstcr tCflchcr (pC(fOmlcr), COllSlstS of tenclll~l~ 
methods of Orllll/llClltl/lg {j ";IVCll skddal Illc/O'11C strl/cture wzt11 
me/odle, ,11l/tlllllle {Ind cadL'IlI/ll1 Orl/{Wlclltal jO/'/llulae clzaracterzstic 
01 the stijl/sile tmdlllO/lS .. lIttlt' cmplz[lSlS IS plnccd 011 the 
dcvcloplfll'1l1 (~r Iltc I/lliSIClll/l'S rl!pcrtory " oH 

This pr<1ctice (Jf Ie,lrning the cralt Wi.'1S the only means through which a 

young in"lnlmenl,l!J:,t coulJ "move up th,' ranks" and obtain public 

rccogllllÎon. The process was rigid and St)vere where any breach of 

protocol or dnv "'6n of dlsrespect for the m,lster was met wlth serious 

rcpr;ll1dlld.
r

'j The ~,lI11e tradition of masterl student has been maintained 

in Ile tcllching of Byzantine ch,mt. 

After hclving cOlllplcted his formai musical ".tudies at the monastery, 

a young p'iéllter assumes a subservlcnt role unck'r the guidance of the 

arch-pSilltcr (arcll/pslafls) For as long c1S the DldStt.:- dcems necessary, the 

student does little cise than maint.11J1 the lsocmlll l /!]. (dronc) during the 

lilurgy .1Ild on rdrc OCC,1SIons is hl' ,1i1owl'd to char, a iroparioll, or other 

hymn. Only whl'n he has proven himself worthy :0 his teacher is he 

permilfed cl pl,lCC of honour in the chanting of the Ho\)/ Liturgy. 

ln 1975, George Dalarashll publishcd a recording which is considered 

to be an authoritative anthology of Rcbctlko music. In collaboration with 

GIl Snllflos ChlarllS. "Grœcc" in The New Grovc Diclionury or MlI~ic and MlI~icians, 
p 677. 

<;0) Several years aga, 1 was glven the apportumty la perfarm wilh a group of lecal ,;ebetes when their 
guitanst beeame unav8llable far an upcommg g/g ln spite of my academlc eredentials and profess/onal 
expeflenee the olher mus/CIans . most of them ln the" fort/es and (dt/es, 1 was twenty-four al the fime -
refused to play w/th me unless 1 audil/Oned for them Even when they reeagnized my ability ta faithfully 
execllte th/s mUSIC, 1 was nevertheless cons/(jered the "baby" of the group - the actual term they used is 
unprintable - and 1 was expected ta fetch cigarettes, dnnks, carry eqwpment, and above ail not to speak 
unless spaken ta The expenence was ennctl/ng and at the same tIn)e very humblmg 

hll 8 prominent composel and 5111ger m the field of contemporary La/kl MOU5iki 
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the few sllrviving "original" Rt'Z,t'tt~ of the tUI'I1 llf tl1l' Cl'ntllry ,md with 

their students and followcrs, hl' rl'(,llrded 111(111)' nt" the song" th,lt (\lpturl' 

the spirit of this music ,1I1d e'-prl':-'s thl' l\.t'''t'!lA~~ W.I)' 01 lill' AltlHlllgh 

crilically dccldimcd .lS ,111 outst,lIldlllg ,lI1d ,llltlwlltic Inblltl' to l\t'lrt'trA" 

music, Ddlaras mcntions 111 the prologue th.!1 :-,II1C(' tl1L' i'lld 01 thl' 

Rebetiko l'ra (ca. 1955) It IS Iloi po:-,..;ible 10 "rl'~lI"Cll.!lL''' 11ll' lll.Jgll' 01 1111"; 

music and thlls hi .. gOdl in the rl'-recording 01 tlw, IllLl"k is tu hl' .IS 

authentic as possible in the renditiolls ,lIld to (Oille .IS c1o'le .IS pO'l"ible to 
the original. 

"1 did not begin this pmJL'ct for fin,lIlci.ll g.lin ,mL! il 
wOllld hmt me terribly if anyolw ;,vere to thlnk so My only 
compensation would be for the (lld l\cktcs to Ii~kn to the 
recordings and to tell me th,lI 1 did not bdr.!y thelll .lI1d th.ll 
1 did not destroy thl'ir music 

1 wOllld seek out the Idtl1L'rs of thi.., IlHlSIC, ~It Lwside 
them and listcn cardully to l'verylhlng they told ml': Stell.lkis 
Pel"piniadis told me of old songs .md old ml'll1ories; 
Tourkakis lélUght me Ihe bOllZOllkl; Kcllfopouio<; Idugllt me the 
modes and the way of Ihe taxl/1ri . . 10 <111 of lheln 1 dm 
grateflll." />1 

Since the rclease of these record 1 ng'" other clrtists have p<lid hom.lgc 

to the legendary musicians of Rebt:tiko music, through dOClIIllentdril's/o7 .mu 
through the incorporation of the T~ebl'liko sound into their own mllsic 

3.4 The Zeim17eklko 

It has been said that for every human l'motion, for eVl'ry situation 

for every type of grief, sorrow and joy, there is él .:;ong. This could not be 

61 George Dalara\, Fllty Years 01 Rehcllko Song, prologue 

62 A notable eXample is the televised senes Ta Minore tlS A~, a muiti part documentary/ drama 
based on the lives of the famous Rebetes produced 5y The National Greek Broadcast 

24 



• 

• 

(APPENDIX 1) 

more trul' for l~clJetlk(l Song. Althollgh the form of Rcbetiko song is 

vclried,"\ the mo<,t ftllllOll") hilS to bl' the zci11lbckiko. a dilnce in il slow 9/8 

(2+2+2+3) where the eighth-note télCt1l5 is botween m m.54-66, and the first 

cllld third grOLJp~ 01 2 elghth-notes are syncopilted. It 15 a free dance, 

improvi<,ation.ll III n.Jtllrc, wherc il single male ddnccr, a5sll111dbly in a 

drunkl'n :-,tllpor, III oves to the music and wilh stllmbling motions, 

l'xpn.':-'<,l"", his gril'! QllItC orteil hls anguish is a matter of a love gone 

wro/lg, d WO/lldIl who has Idt him for émother, or just a general 

eXprl'~""I()1l of sorrow dt hi") misfortune. 'l'here clrL' many songs (ZeÎmbdika 

Trago/ld/ll) where the l<dlL'ti'" sings of his I.ove tOI" his music ,1I1d for the 

l<ebc!lko Wcly of Iife 

Wlicl/ 1 dl L', dOl/'t [Jury Ille! place Ille III a comer willi II/y bOUZOliki 
al 1/1.11 suie to cOI/sole me/ 1 dOl/'t wal/l allyol/e to IlglIt a ca Il die 1Il 

11/.11 I1IC/1/0/ï/ 1/01' for a/lyol/L' fn shed a tcar/ evel/ the olle fhat says 
slœ lm/cs 1111.'/ Whcl/ 1 dIC, dOll't iJl/ry 1Ilc/ place IIlC 1I1 tllc comer 
willi Iwo c(l}/lliIiIIS 11'~)CS so wllel/ the 'lVlI/d blows 1 shall jÙld 
cOII//orl 111 1 lie/l shlldt. t" 

Tr,lditioncllly, the dilncer, in his moment of grief, would be 

dccomp<lIlied by his friends who wou Id kneel in a cirde around him and 

d'IP to the rhythm of the dance. Theil one by one, they would throw 

mOlley (lltIr/oI/1ïI) cllld breilk plcltes and glasscs in a symbolic expression of 

their 1.'Il1ptlthy for his dl.'stitlile emotiollèll state. The greatcr the pain, the 

gre,lter the ,lmollnt 01 hflrtolll'n, which would be divided equally among 
tlll' 1l111sici,lIls.(,t> 

hl l11Us/cal (orrns denved trom dances mclude the tslfteteil, hasap/ko, and hasaposeMko. 

h' smgular form ot Rebeles 

h' composer/ Iynclst unknown 

(,(. After Ille store owner \VOL/Id take a predetermmed percentage, the remammg funds would be 
d/v/ded up between tfle music/ans ln splle of the estabhshed hierarchy, every music/an would receive an 
equal s'wre Any bills that remamed would be glVen to the music/an wllh the greater econom/c need. This 
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The form of most 2ellllllt'/":Iko son~s follo\\·..., .1 prl'<..ikt.1blL' bin.1ry 

structure. The cc1rlier models consiskd of ,m llbtnl11Wnt,11 intwdudillll, 

usually execuled by the bOllzouki or olJ1l'r Jl'.Hi ill!'>trllllll'Ilt, 101lo\Vl'd by 

the vocal part. EclCh verse \N,IS sl't 10 the S.lIl1l' music ,md the 

introduction was lIscd c13 il refr,lin bl'twL'l'n tlw \'l'rSl'S The nl1il1lwr 01 

verses was llsually two or thrl'c, somdiml's tour but r'lrl'Iy mon' tl1.\11 

five. Later zcu/lbcklko songs exp,lnded this structllre by sl'lling words tll 

the instrumental introduction thus crl'dting .1 voc.ll relr,lin ,1Ild ...,tdl l.1kr 

forms incorporLlted the /llxil/lÎ d lIring which the bOllzollki or ollwr Il.'.HI 

instrument would improvise freely. 

Early Form: 
A [instrurnent.ll introductionl 
B [verse 1} 
A [instrument,ll interlude} 
B [verse 2J 
A linstnllllent,ll interlude] 
B [verse 3} 

Later Form: 
A [instrumentdl IIltroductlOn] 
B [verse 1] 
A [vocal relr,linj 
B [verse 2] 
A [voce11 rdrelin} 
B [verse 3] 
A [vocal l'drelin] 

Elaborate Form: 
A [instrument.11 <intro>] 
B [verse 11 
C [vocal rdrclinJ 
A' [instrulllentoll <interlude> 1 
B [verse 21 
C [vocal refr,linl 
TAXIMI 
A [instrunwntdl <interlude> J 
B [verse 3J 
C [vocal rdrclinJ 

was determined by the number of his dependants 
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3.5 The BOUZOllkl al/d Baslama 

The modern bouzouki, developed since World War II, is carvel­

bllilt with fixed melal frets and metal machine tllning-heads. It has four 

double courses of metal strings which are tuned as follows: 

string 1 d 

string 1 b 
string 2<1 
string 2b 
string 3a 
string 3b 
string 4a 
string 4b 

d 
d 
A 
A 
f 
F 
c 
C 

(d abovc middle c) 
(d above middle c) 
(a below middle c) 
(a below middle c) 
(f above middle c) 
(f below middle c) 
(middle c) 
(c one octave below middle C)67 

The IIlstrlllllent is played with êI plectrum and supported by a chord in 

the Sh.lpC of cl noose with a plastic hook on the end not unlike the strap 

th"t is lIscd by s.lxophonists. The bouzollki player plClccs the hook on the 

bottolll pdrt of the sOllnd hole ilnd ~)ldls the chord behind the instrument, 

placing the noo'>c .lrollnd hls llcck This is ~"fficient to support and 

pOSltlOll thc lIl"trlIment sLlch th<1t the hands arc frce and ullcncumbered. 

The lISC of the IItltlsc-slmp is il rcltltlvcly new invention (pro[Ja[J/y III C0/1111/011 

lise tl/fer f'J!i!i). In plcllll'es Itlken of bouzouki players From 1920 to 1955, 

the I1lllsici.lIlS .11\' seen slIpporting the instrument with the right forearm 

ilnd pl.lylllg in d c\'llss-Iegged position. 
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The b,lgl<lm,l'~ is sil11l1.lf 111 cnn"trll.:-tltlll to the btlll/tHIk.I, tl1l' 

modern version \Vith !h,ed met.ll !rd"" m,lchil1l' tll\1il1~-lw,ld"" .md I\WLll 

strings, but it is 111uch s!1l,lller ll1.111 li1\.' bOl l/.llIk.i .1I1d Il''''11,111,, 11,1"" tltrl'l' 

double courses of strings tUlled .1'" !ollows: 

string la 
string lb 
string 2a 
string 2b 
string 3a 
string 3b 

d' 
J' 
cl 

,1 

d' 
d 

(second d ,lb \.l\' \.' lnlddll' l') 
(second li ,lbovl' 1l11ddll' c) 
(cl .lbovl' Illiddll' l') 
(.1 .lbo\'\.' Illiddk l') 
(second li ,lbovl' Illlddle c) 
(d .lbovc ;11H.idll' cr' 

Both the bOUZOllkl am; b,lgl.llll.l .11'1..' instrllll1l'llts 01 '1 urk.i .... h onglll 

The 19th-ccntury bOllzouki W,lS indistinglll!->h.lbic Irom the TlIrk.bh 

bOllZOllk, an instrument with a carvcd wood or c.lrvl'I-blllll rt'sol1,\lor, 

movable gut frets (md wood en luning-pegs The bdgl.1Il1.1 W.1S ,1 IOllg­

necked TlIrkish lute with d peclr-sh.lpl'd bowl re",ol1.ltor thdt W.l'> Cclrvl'd 

(ol/nUl) or carvcl-bllilt (lj(lptflklJ). Il h,lli .1 sOllnd-t.lble m,Ide (II wood, 

usually coniferolls, (1 neck with d Vdrlclble I1l1ll1bl'r of lI1ov"bll' Irds Wllldl 

were traditionally tné1de of sheepgut or copper wirl'. The ilbtnlllH'Ilt'~ 

nême, dating from the 17th cenLlIry, derives frolll the'>l' "tll'd" Irets (bdg 

'fret', 'knot'; baglamak: 'to Lic, knot').!'l 

The bOlIzouki and bdglamél that are lIsl'd in Crl'l'k 11l11"'\C lOt!,IY, 

bear \ittle resembJance to their Turklsh ,lIlcestors lllllCh III tlll' ,>.lIlH.' Wdy 

that the modern cello has evolved beyonu the Vlellc, the 1,11'.1 d,l brdCClO 

and the Viola d' dmOre. Both the bOll'l.ouki ,lIld bdgl.lIIld hclVl' lWCOIlH' 

68 The descnpl/On refers 10 the Greek baqlama and not ta the Turk/sh bf!.qlnfT/<], ttle lalter bC/fI(j [j 

long-necked Turk/sh lute also eal/ed ~az. 

h') ln reeent years a new {orm of the baglama has emerged wh/ch /5 the soprano vers/on of the 
bouzouki wlth four double courses of metal stnngs tuned exaclly one octave bclow the fJolJlouki 

711 Conway Morm" "Bol1/ol1ki", "Bagldma" ln Tht: Nt:w (j.!:!.!..vt: 12~J!.0'!~~Q'~L~~~}~}1I 
In!>tmment!>, r 255, p ln 
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pMt of tlll' Crl'l'k cllitllrl' but cert.lI11 d'>pects of pl'rfOr!1lèlllCe practice and 

IHHlll'llcldtllrl' hclvl' rl'I11.lIIlL'd clo..,e to thl'Ir Turkish ongll1s "] he prélctice 

of Irnprovl<"<ltlOl1 1'> der/Vl'd from tllL' 1 urkish niod,ll "'yskm (!!lIlkam) ,1Ild 

the 1l1l'IodiC repertory drrlws l'xtl'nslvely on the trddltloll.ll Illu",ic of Asia 

Millor Il Even toddY, IIlstrullll'nfali..,ls spl'dk of the modes wlth reference 

to Turklsh nimle"> ÇJ Il Sil k, Ill't'lllZZ, CIO/lrdl, HOllzam 7è and the similarities in 

the musIc is very pronoullccd. 

The sound of thesc instru/llents can be described as an 

,ll1l,llg.tm,ltion of thl' htlrpsicord, the steel string gllitar, and the mandolin. 

ln spitl' of Ils small size, the bdglama has a very distinctive and 

penetrating sOllnd c"pcCially in the upper register. The c10seness of the 

frets in lhis rcglsler make fingering awkward and difficult thus fast 

virtuosolic solo pclssagcs are avoided. Instead, the baglama is used ta 

provide a rhylhmic .1Ild harmonie accompaniment playing three note 

chords ,1Ild somelimes doubling lhe bOllzouki at the upper octave. 

J\llholigh the bOllzouki is more versatile throllghollt its register, the 

lower ,lmbilus is seldom used in solo playing élnd when the fourth siring 

is employed, il is lo complete a four note arpeggi n in an harmonie 

ilCcom P,lI1: III l'Il 1 ligure. The double strings n~ilke the instrument very agile 

,1Ild el1,lblc the pl.lyer to sllstain cl prolonged tremolo wlthout difficulty. 

Such lrt'Illolo P,is"',lges are very CO III ni on in the reperloire, in fact 50 

COll11ll01l thelt thl' n,llural rraetion nf most inslrumcntalists when given a 

Iyric.ll IlIIl' to pt.'rforrn will execute the passage with tremolo and with d 

n,lturcll dOllbllllg 111 t1î1rds on the first dnd second strings. Another 
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common technic u.;;ed b\ dlstnll1ll'lll,lIhh 1'" (,llll'li d/l'/llpl,!/lli l \\'lwll' .\ Ihltl' 
is reiterated equ,llly 0\ er ItS dur,lllllll 1 

Given the dC'-'lgll ,md 1 Il hl'rl'11 1 I11lhlC.\1 pO"''''lbillllc.., tl1l'..,e 

instruments posse..,s, It IS pl'rh,lp", rL'l11drk.~bll' lh.1I bOII/Ollkl pl,l~'l'r.." III 

general and specifie,llly the onL''-' frllll1 IhL' nid ~dwlli 01 '\d'l'ft'.·;, Il.l\'l' Ilot 

feIt the need to exploit the potentlell 01 thl'Ir Ilhtnlllll'llh 11ll' Ildllll l' 01 
the double stnng.;; .lllows for thL' ~w~"'lbillly 01 dllkrl'Ilt 111l1l1lg~ or ('\'l'Il 

for microtoflal music l'he ùlllslrllCl101l 01 the bridge ,md b.lCk pl.tlL' 1'" 

such that not<:s Cc11l bl' pl,l)'cd bL'hllld Ihl' bridge wlllch prodllCl' ..,Ollllll.., 

way beyond the llSlldl r,1ngc of thL' IIbtl'llll1l'llt I-,I!t'ch "'lIdl .1'" pl/:lICdlo, 

natural harmonies, artifici,ll harnlOl1lc.." Illllllled tOIll'S - qlllll' COllllllOll III 

contell1porary guitdr repertolrc -

player illustrating perhé1ps, th.ll 
.lre loreigll to tlll' .lVl'r.tgl' bOll/Ollkl 

l'''~''L'.;;,-,ity IS IlldL'l'd 11ll' 1l1011ll'r 01 

invention and to lise .1 colloqllilllisll1 ' ... 11 it ,1In'l brokl', dOll'l IIX it":' 

71 Itteral/y Iranslaled Il means double-plckmg 

71 ex. In a melodlc passage compflsed of quartor notos eac" quarter would vu {l1é/yU(} as four (J'lI/aI 
slxleenlh notes. (see the score, lc;t movement m 105 ni 106, m 109 - n~L! 1) 

7" During an IntervIew wlth a local bauzaukl plAyer, 1 braught up tho SI/bloct of dlffewnl por{()(maflcu 
techmcs and proceeded ta demanstrate by playmg complete m%dws by comblfllllq ImUI f/alura/ amI 
amf/cial harmomcs Wh en 1 had fmlshed, Ille bewt/dered mstrumentaltst sat quwtly am} seumed to be 
contemplatmg what he had Just heard Atter a long st/ence, he sfluok tllS hund, lIt a Wjawt'c:, look hls 
mstrument trom me and after playmg a few noIes la ensure Ihat 1 had ({ot causod al/y rJarnilqe, wlffl tofal 
affirmatIOn and wlth words not sU/table to prmt,' 'Jxclalfned "Why would ~nyone ever do thar/" 
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Aufersteh'n, ja auferstch'n 

Wirst du, mein Hcrz, in cincm Nu! 

Was du geschlagcn 

Zu Gott wird es dich tragcn! 

(Klopstock/Mahler) 



ACKNOWLEDGMENTS 

The creation of a musical work, or any work of art, cannot occur in a 
vacuum. The contcmporary artist, whether a composer, painter, sculptor, 
writer or dancer, must have a point of reference from which he l 

extrapolates, expands and thus creates a unique language, a unique and 
personal vchicJe of expression. 

1 n the present case 1 feel an even greater need to acknowledge the 
vast contribution that has been made by countless individuals, a contribution 
that has inspired and cnabled me to compose Anthropus Pananthropus. 

To the "Rebetcs" and "Jazzmen" of past and present, t1le composers, 
the poets, the Eastern Orthodox priests, the Byzantine musicians, the 
psaItcrs, the acadcmics, and of course my colleagues and fellow musicians, 
who by their works, their playing, or their informaI discussions, have taken 
the time and made the effort to educate me on their music: 1 am truly 
gmtcful. 

Without financial support it becomes difficult, if not aIl together 
impossible, for one to devote the time exclusively to composition. In this 
respect 1 am most grateful to the people of the CANADA COUNCIL for 
thcir gcnerous contribution and for their patience. 

The one individual whom 1 shall never be able to thank is the one 
rcsponsible for starting this whole project. A most respe(,' ~d artist, 
composer, teacher, and musicologist, who by his caring nature, his 
understanding, his sincerity, and his honest criticism has supported me and 
my work through all the difficult moments. He is the hero of "Anonymous 
XX" and my dcbt to him will never be repaid. 

1 Wherever the masculine form is used without reference to a specifie individua', it will be understood to 
include both genders and shall designate persons of the male and the femâle sex, 

l 



ORCHESTRA 

Woodwinds: 

2 Flutes (2nd also Piccolo) 
2 Oboes 
2 Clarinets in B-flat (21ld also Bass Clarillet ill B-flaf) 
2 Bassoons (21ld also COlltra Ba.\·SOOll) 

Brass: 

2 Trumpets in C 
4 Horns in F 
3 Tenor Trombones 
1 Bass Trombone 

Percussion: 

Percussion 1: 

Percussion 2: 

Percussion 3: 

2 Timpani: 

Tubular Belis 
Snare Orurn 
2 Tarn Tams (medium, small) 
Suspended Cyrnbal (large) 
Crash Cymbals 

Suspended Cymbal (medium) 
Crash Cymbals 
1 Tarn Tarn (large) 
2 Tom Toms (hass, tenor) 

Bass Orum (large, Oll il .... · side) 
1 Tom Tom (hass) 
Suspended Cyrnbal (large) 
1 Tarn Tarn (large) 
Grand Symphonie Marirnba 

Timpani l, Timpani II 
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Off-Stage Percussion: 

Tubular Belis 
Bass Orum (large, on ils side) 

Off-Stage Ensemble: 

1 Alto Saxophone 
1 Baglama (6 string, d-a-d) 
1 Bouzouki 
1 Classical Guitar 
1 Bass (acollstic) 

Stri ngs: 

First Violins 
Second Violins 
Violas 
Cellos 
Basses 

First Violins 
Second Violins 
Cellos 
Violas 
Basses 

(10 desks) 
(8 desks) 
(6 desks) 
(8 desks) 
(6 desks) 

SET-UP 

to the conductor's LEFT 
to the conductor's RIGHT 
next to the First Violins 
next to the Cellos 
behind the Cellos 

Thc woodwind and brass instruments are to be elevated and 
seatcd behind the strings. 

Ti mpani 1: To the back of the stage, extreme left, and behind 
the First Violins. 

Timp:mi Il: To the back of the stage, extreme right, and behind 
the Second Violins. 

III 



Percussion 1: To the hack of the stage, left of Timpani 1 and 
behind the Cellos. 

Percussion 2: To the back centre of the stage, elevated. Idt of 
Percussion 1 and behind the winds. 

Percussion 3: To thc back of the stagc, right of Timpani 1 and 
behind the Seclmd Violins. 

The alto saxophone, haglama, bouzouki, cla~sical guitar, and 
bass, are to be seated off-stage to the conùuctor's Icft. 

AMPLI FI CATION 

The alto saxophone, baglama, bouzouki, classical guit:u and bass 
remain off-stage for the duration of the work. Depending upon the 
acoustics of the hall, it may or may not be nccessary to amplify these 
instruments. If amplification is requircd then it is imperative thal the 
speakers be placed in a manner such that the sound is perceived hy the 
audience to be originating from one source which is ciblant fro!ll the mll~ic 
that is being heard on-stage. 

The brass choir which moves off-stage for the second movement of 
the work and the off-stage percussion should not be amplificd. 

NOTATION 

- AccidentaIs function in the tladitional manner. 

- With the exception of the following, ail other i nstrurnents 
sound as written. 

Piccolo 
Clarinets in B-flat 
Bass Clarinet in B-flat 
Contra Bassoon 

Homs in F 

1 Rva higher than written 
major 2nd lowcr than writtcn 
major 9th lower than writtcn 
1 Rva lower than wri Hen 

Perfect 5th lowcr than writtcn 
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AI to Saxophone 
Bouzouki 
Guitar 

Basses 

major 6th lower than written 
1 8va lower than written 
1 8va lower than written 

1 8va lower than written 

- A solid arrow is an indication to continue a given passage for 
the specified duration. (for specifie examples see Notes on 
Performance) 

- Ail dynamic indications are relative: 
ppp! as softly as possible 
ppp 
pp 
p 
mf 
f 
ff 
fff 
fff! as loudly as possible 

- L.V. = "Laissez vibrer" (let the sound continue) 

-. stop the sound 

- + for the Horns is an indication for the notes to be played as 
"stopped notes" 
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PROGRAl\1ME NOTES2 

Anthropus Pananthropus is a composition for symphony orchestra expressmg 

elements of Byzantine MUSIC, Greek Folk MUSIC, Greek Rebetlko Music, Blues Music, and 

what is commonly referred to as "contemporary western music", Although thls work may 

be categorized as a form of "Thlfd Stream Music", it IS less a rhapsody or mosalc of 

different musical styles and more an amalgamatIOn of the above mentioned elements. 

The work will sound famillar to the Orthodox pflest learned m Byzantme Chant but 

perhaps never having heard the blues; it Will sound famillar to the bouzouki player in rural 

Greece who has never heard a symphony orchestra and it Will sound tamillar to tfle Jazz 

musician who has perhaps never heard the sound of the bouzoukl and baglama. Even 

the average concert goer, learned in the "standard" repertoire of the modern symphony 

orchestra yet wlthout pflor knowledge ot Eastern music, will hear tamlliar sounds ln a 
different context. 

------------------------------

Anthropus Pananthropus est une oeuvre pour orchestre symphomque où l'on 

retrouve différents éléments de la musique byzantine, du folklore grec, du rebet/ko, du 

blues, et de certains autres apparentés à la musique contemporaine occidentale. 

L'oeuvre est moin une rapsodie (une mosa{que de différents styles musicaux) qu'un 

amalgame des éléments ci-haut mentionnés. Elle semblera familière au prêtre orthodoxe 

éduqué dans la tradition du chant byzantm mais qui, cependant, n'aura peut-être Jamais 

entendu du blues; elle semblera aussi familière au joueur de bouzoukl de la Grèce rurale 

mais qui n'aura probablement jamais entendu un orchestre symphOnique, et enfm, elle 

pourra aussi sembler familière au musicien de jazz, qUi lui, pourr8lt ne Jamais avoir 

entendu le bouzouki et le baglama. Même le publiC de la salle de concert, les habitués 

du répertoire symphonique moderne, mais toutefois sans grande connaissance de la 

musique du Moyen-Onent, retrouveront des sonorités qui leur sont familières et cela dans 

différents contextes. 

2 Il is preferable that programme notes not be used but should it be absolutely necessary, this pas~age, as is 
and in its entirety, can serve as a programme to the work. 
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NOTES ON PERFORMANCE 

The Rebctiko Trio 

The ba~lama, bouzouki, c1assical guitar, and bass, constitute the 
Rehc/iko Trio. The orchestration can vary,4 but in essence this group of 
instruments rcpresents the basis of the Rehetiko Orchestra. In Anthropus 
Pananthropus the Rehetiko Trio is expanded with a Saxophone Combo (alto 
saxophone, guitar, bass) to form what may be term a Rebeticombo Quintet. 
The nomenclature is unimportant smce this ensemble is not intended to be 
an authentic representation of either the Rehetiko Style or the Blues Style 
but an amalgamation of both. Given the different musical styles that this 
off-stage ensemble represents, there is a corn mon factor that bonds the 
group and at the same time sets the ensemble apart From the rest of the 
orchestra: improvisation. 

Improvisation 

Although one can successfully argue the contrary, in the most basic 
terms and if one were to consider only the extremes, then on a scale of 1 to 
10 (1 representi ng the least amount of improvisation and 10 the most) the 
orchestra would be pbced on lcvel 1 and the off-stage ensemble on level 
10. As a matter of established performance practice, orchestral musicians 
are trained to faithfully execute the written score where as in the case of 
Blues, or Rebetiko Music, the score (i f any exists) is considered a sketch or 
point of departure.' 

At times the off-stage ensemble interacts with the material sounded 
by the orchestra and at other times the off-stage ensemble acts 
indcpendently. The degree of interaction is regulated by three factors: the 
score, the conductor, and the musicians. The score, by the degree to which 

\ Al1hough Rebet/ko Tuo accurately descnbes the ensemble, the term Itsel! is borrowed Irom classical music 
(eg Piano Trio) and would not be found ln any formai description 01 thls musIc. 

4 Dependlng on the avallabllity 01 instrumentalists, the Rebettko Orchestra had many variants Beside the 
singer, the orchestra was made up of 1 bouzoukl (somet'Imes wlth the addition of the vlolin or clarinet), 1 baglama; 
and 1 gUitar ln larger ensembles the Instrumental lorces could Include: 2 bouzouki, 1 tzoura, 1 baglama, 2 guitars, 
1 vlolln, 1 accordlon Due to the unavallability of an acaustlc bass (mast bass players of the tlme were class;cal 
mus/cians) the bass part was almost always played by the gUltar providing bath bass and chordal accompaniment. 
The only percussion Instrument sometlmes employed was the tambOUrine (de'l) whlch was played by the singer. 

~ It would be most unusual to provlde a "Iead sheet" for an orchestral musician but this practice is quite 
common for the Jazz mUSIClan. 
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the music is either "written out" or "impro\'ised" and hy the relative 
dynamic balance according ta the orchcsttation; the conductor. hy the 
control of this dynamic balance; and thirdly hy the mllsicians. and thcir 
ability to improvise on givcn materi:11 :1nd to pbcc their palts in a musical 
context with the rest of the orchcstra 01 to contlast thcir parts with thl' 
musical matcrial occurring on-~tage. 

When called upon to improvise, rnusicians rnll~t Ilot have prepared in 
advance what thcy are to pcrform. Such an approadl would he l'()J1trary to 
the performance practices that arc bcing exempliflcd and wlnld also be 
contrary ta the spirit of this work. The process of irnpHwisatiol1 should he 
a series of learning sessions. At times the b01l7ouki is thc kad\cr and thc 
other musicians are the students. Later, the alto saxophone a~~ul11es the 
lead role where the rcst follow. Each in~tllllilentali~t IS expcctcd to 
interpret the given materiai according ta hi~ musical hackglOund but at the 
same time to incorporate clements l'rom a ditTclent ~olllce (:1 new language) 
into his own musical style. The language analogy seel11~ most applOpl iate: 
As one speaks (plays), his language is being taugllt. As one li"tcn~ to a 
foreign language, one learns. Whcn two or more have a diSCUSSIOn, 
(ensemble playing), communication and understanding ~He the rcsult. 

The notation al indications for each in~trul11ent alc representative of 
the distinct performance practices. The Jazz musiciall knows in~tinctivdy 
the meaning of "Blow", "Solo Improv", mu ch in the ~ame way that the 
Rebetiko musician understands 1:0rll (topi) , À~"'lGl> (Il('cjazz), CUo<ir. 
(ollsak). Part of the above mentioned learning proces~ involves the ta~k of 
communicating not only the literai mcaning of thcsc tell11S to ail the 
musicians but communicating the spirit of the ~tylc as weil. 

Improvisation Windows 

In ail cases, the solid arrow is an indication to contllluc a givcn 
passage and do es not necessarily imply that the In~trumcntalist i~ playing 
for the entire duration of the passage. The timc frame outlined by the 
arrow is only a set of boundary point~: a hcginning and an cnding. 

1 st Movement, m.29 - m.33 
Short taximi for the houzouki in the given mode ending on d­
natural with an attack by the baglama. 

lst Movement, m.93 - m.104 
Short taximi for the bouzouki on the given mode again~t the 
ostinato zeimhekiko rhythm of the accompanying in\truments, 
acting as an introduction to thc passage which lolJows in 
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m.105 

1 st Movement, m.112 - m.115 
The alto saxophone hlow.\ on the given notes (boundary points) 
within an established rhythmic context and essentially "fills in 
the gaps" betwccn thc written notcs. Given the orchestration 
of this passage, the off-stage ensemble is bound to the musical 
material heard from the stage but the saxophonist is l'ree to 
follow or not follow the other musicians in as far as the score 
permits. 

l st Movement, m.126 - m.161 
The off-stage ensemble playing in 7/8 (3+2+2) is contrasted by 
the 6/8 duple metre of the orchestra where the eighth-note 
tactus is the same for both groups. Absolute co-ordination 
between the two groups is almost impossible to achieve and it 
is not required. The off-stage ensemble must enter as indicated 
in m.129 and the two groups must be synchronized in m.154. 
Even though the score suggests an absence of "improvisation" 
from the off-stage ensemble, this very element is implied by 
the given style: Greck Folk Music. With the exception of the 
accompanying instruments which sustain the characteristic 
dance rhythm of the Kalamatial/o, the lead instruments (alto 
sax, bouzoukl) are free to elaborate and ornament the given 
part. 

1 st Movcmcnt. m.172 - m.176 
The bouzoukl is doubling the tenor trombone which is echoing 
the mc\ody that was heard in the previous passage. Here the 
bouzouki is free to embellish or ornament the given tine. 

1 st Movement. 111.236 - m.252 
Following a four measure introduction where the off-stage 
ensemble is doubling the orchestra, the alto saxophone is free 
to improvise on the given mode. Even though the mode is 
given thcre is I11U( h freedom in the choice of harmonic 
language as wcll as in the choice of a rhythmic structure. 

1 st Movemcnt. 111.266 - m.273 
In this pas~age the off-stagc instruments are heard to be 
echoing the matcrial on-stage but within the written part there 
is some frccdom of ornamentation and elaboration by the lead 
instruments: at t'irst the alto saxophone followed by the 
bouzouki. 

2nd Movcment, m.l - m.ll 
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The bouzouki is sounding the Cantus Fmnlls whlch is the 
opening gesture of the WOI k and an clement tha! runs 
throughout the entile composition. llcre the part is 10 he 
played as wnttcn. 

2nd Movement, mAl - m.97 
This is the most cxtended passage of Împ\O\'lsa:ioll in 

the entire work. Gi"en the olchestral setting, the oll-stage 
instruments becotllc promÎnent and are pelcelved as a work 
within a work. The indication~ in the ~cole ale 1'01 the two 
lead instruments (alto saxophone, bouzl)uki) to lI11prnvl!'>e fleely 
and for the othcrs to proville and accompanimcnt "non 
obbligato". If the remaindel of the l'n~cmhlc cl 10 O!'> cs to 
participate in the improvisation SC~Slon, its IOIe I1lU~t be that of 
an accompaniment. 

The possibilities for the excclItlOn of thl~ pa~sage are 
limited only by the imagination and techl11cal ahJllty of the 
musicians. Without implying favour for any one scen:\1 in, a 
few possibilities are offered for considelation: an advel~arial 
environ ment where one instlUlllcnt IItclally play~ against the 
other; a reversai of roles whclc thcre b an exchange of 
performance practices (the !Jollzouki pluyillg ('/L'lI1cIII, (Jj BllIc.' 
Music while the alto .\a.xopllOl/e eclIOC.\· charaL tcri.\ric rlillS and 
clements of Greek Rehetiko Mu.\ic); an interactIOn wlth the 
material heard on-stage or a complete di~a"sociation fJOm the 
orchestral influence. 

3rd Movement, m.1S3 - m.225 
ln this passage the off-stage instrurnenh play III a "Slow 

Blues" style, 2/4 with the qunrtcr note tacÎtls at approximatdy 
mm.72 against the 6/8 duple metre of the orchestra where the 
dotted quarter note tactus is approximatcly 111111.1 ()~. A~ 
before, absolute co-ordination bctween the two grollp~ i~ not 
essential. A relative synchroni7atlOn ~h()uld he mall1l:lIlleU (2 
bars of 2/4 equalling 3 har~ of 6/H) but tllJ~ Illu"t Ilol be 
permitted ta hinder the natural f11l1..,lcal Ilow. In (llher word<." It 
would be mllsically ulldc~irablc if rnetronoll1e.., were ..,ct :Ind the 
musicians proceeded to play with cleetronlc preci">lol1 111 order 
to achieve absolllte synchroni7ation. The houndary pOlllh are 
set by the score but within the~e horder.., the mll..,IC "llOuld he 
elastic. The placement or natu rai ru halo, thc in.., tlllctive 
rallentando at the end or phra~c~ and accelerando/ cre<.,ccndo 
with fast movillg passage~ shollid not be dl<.,couragcd ln favour 
absolute co-ordination. The pa<.,~agc prc~ent.., certain technical 
difficulties for the conductor but If the mU..,IClan<." both on-~tage 
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and off, arc ill-tuile with the music around them, then the 
tcchnical difficultics are greatly reduccd. Although tte score 
may suggc~t a total polarization of the two groups given the 
rhythmic eontext, it also provldes for an harmonlc and gestural 
cohesion at certain kcy points.(' 

The part of the alto saxophone is only a bare minimum 
of what should aetually be sounded and must be considered as 
a sort of Icad shect. The same is true but to a lesser degree, 
of the other parts in the ensemble. The most important 
clement of this passage is the combination of styles 
excmplified by the "runs" of the bouzouki whieh oecur 
hctween the me10die statemcnts of the alto saxophone. 

In a symbolic and thcatrical gcsture, heginning in m.189, 
the eoncertmastcr, representing the orchestra, stands and 
proeecds to Icave the stage whilc playing the music that is 
hcard by the off-stage ensemble. In effeet leaving his own 
musical hcritage to experienee something that he has been 
hearing sincc the beginning of the work but has not been able 
to fully comprehend. 

3rd Movelllent, m.257 -m.280 
The indication in the score is "VIn: IMPROVISARE 

SUL MODO AD LIB. MA NON OBBLIGATO." The deeision 
to execlIte or to omit the passage should be made by the 
conccrtmaster. If following the initiation he believes himself 
rcady to "solo" then he c:m ehoose to do so otherwise he waits 
lIntil the end of the work. 

3rd Mnvcment, m.319 
A written out improvisation for the vlolln uSlIlg elements 

that have been previously eehoed by the other instruments in 
the ensemble. The passage is intended to be a summary of 
music:11 e1cmcnts in capsule form and not ta be an extended 
cadcnza (as in the cadcnza of a concerto) for any one 
instruIT,enL The duration of the cntire passage (m.319) must 
he long enough ta establ ish a new and eontrasti ng gesture to 
what has come bcforc but il must also be short enough sa that 
the music:.l link between m.31 Rand m.320 is maintained. A 
suggested duratIOn is bctwecn 50 and 60 seconds. 

b examples' m.156, m.16B, m 174, m 192, m 222 
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The last statement by the violin, the e-natural under 
fermata, brings the passage to a close and leads direelly into 
the final bars of the work. 

Preparation 

As previously mentioned, the improviscd sections of this work must 
not be prepared in advance. This howcver, docs Ilot imply that the 
instrumentalists should approach the score without plepalatlOll. The key to 
a successful improvisation, regardlcss of the style, IS a mU..,lcal language 
and vocabulary from which ideas are deIived. Thll~ a nHl~lelan l'an U'Ofk 

out certain passages, creating for him~clf a musical ~C1atch pad, mllch ln thc 
same way that a painter sets out his colours on a palcttc hernlc beginning 
to paint, and in this manner the instrumcntalist l'an havc al hi~ dl~po~al a 
catalogue of sketches. It is the spontaneous comblnation, altclation, a1ld 
transfiguration of these sketches that con~titlltes thc :11 t of ImplOvl~ation. 
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A PERSONAL NOTE 

TD THE CONDUCTOR 

III ail hOllest attcmpt to express the wishes of the composer, many 
cOl/dL/ctors may go to cxlrcmcs il/ order to Cllsure tllal evcry Ï1ldicatiol1 ill the 
score, every nuallCC, euay dynarlllc markillg, every slur is executed precisely as 
writtcll. There are tUiles Iwwevcr whell tllC Iwtation is Itself a Izindermlce to the 
cxpression of the ml/Slca! idca. Composas try la be as precise as possible in their 
Iwlali01wl pmctlces bul of tell tizere appear to be cOlltradictions and illcollsistencies 
bdweell tradltw/tal notatlL1Ilai practlces and modem IlOlal;ollal practices. 
Ullimatcly it is your task to decipha the lIotation alld s011lehow 1I11derstalld the 
mcall/ Ilg of tllC IIIliSIC. 

Pleasc do Ilot regard ally illdlcatlOl/s III llzis score as absollite. Everything 
is relative alld sllbjcct ta yOI/'" musical illterprctatiol/. lf yOll call ll1lderstalld the 
spirit of thc work tlIC/1 you will filld that the ml/SIC itsd] 'will dicta te tire correct 
tempi, dYIU/1/lics li /Id orclzest rai bala/lce. 

WilIl respect fo tempo, cOllsidcr the passage ill 11/.27 - 11l.35 of the 1 st 
movemellt as rmd l'l'ample. If tlllS were to be played exactly as writtell, 
(disrcgardil/g tllC acc./tcmpo indicatioll), the resuit wOlll d be /lidicrolis. The who!e 
passage wOIl/d be vOid of ally tellsioll mld re/case of tCI1Si01l tlzat is generatcd by 
the corrcct placemcnt of rUl aeee/eratioll and dccc/eratioll. The l11dication ill the 
score gives yOll ail idt'a of tlle ml/sica! IIIlC/lt bllt tlle balmlce betweell acceleratioll 
a1/d re/lim to tlle tell/po as weil as Ille (////0[11/1 vf crescc1/do/ decrescendo is a 
mattcr of ÎllterpretatW1/. 

TlIe cI/tire secO/!d 11IOI'CI1lCllt is flll exa/llple of the tremelldolls freedom that 
you have ill the executioll of tlze 'Work. ft wou/d be impossible to Ï/ldicate every 
rl/lmto, cvery accelera 11 do, every hmr pi1/ crescclldo/ dlll/illllClldo Ozal shol/ld be 
Iward willl a/most c'l'cry I/olc i1/ eZ'cry part. Tf O1/e were to make ~al1d 
attcl/Ipt thcII tire score wou/d be cll/ttcred Willi explmU/tio1/s. 

If yOI/ are 1/01 a/rt!ady familinr witll tlle differellt ml/sical styles tllat form 
all ;,!t~gral part of t/lis work yOIi coliid do exte1lsive readillg which is always 
lle1leflczal but / wOll/LI slIggest that yOl/ eOllslI1t as well, the primary sources: the 
11l1/SlciallS, especiallil tIrOSt' il/sLYl/II/CI1talists w}lOse background is based in a more 
"SpOlltalleOl/S" or )'lmprOVISrlliollal" style. Wllile cOlllposillg this wark, 1 have 
rt'pea!edly .tl/r"cd 10 tI!is rt'sollrce Ilot 011/.11 for tecl/llica/ mld stylistic guidance 
bl/r Jar artlstlc l1lsplmllOl/ as weil. 

Alloue ail, tmst IIOl/r illStl1lctS, cOl/sider tlze score a poillt of departure and 
al/ow tllc lill/sic 10 gllide yOltr cllOiees. 
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