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MODERN GREEK HEROIC ORAL POETRY

AND ITS RELEVANCE TO HOMER,
THE ORAL POET.

By James A. Notopoulos
Hobart Professor of Classics
Trinity College, Hartford, Connecticut.

The recordings in this album, las well as in the
first two of the series (P 454 and 467) were
made in 1952-1953, with the aid of a
Guggenheim Fellowship and the American
Philosophical Society, in the Greek villages of
the mainland, the islands, and Cyprus. In
these villages the writer was privileged to see
heroic oral poetry in the making and to feel
more sensitively the epic and tragic sense of
life as it is expressed in epic poetry. Heroic
songs cannot be completely understood if de-
tached from the way of life which gave them
birth. A heroic poem is not merely a text.

It consists of three things: the tradition which
created it; the singer who recreates the tradi-
tion in a recitation; and the audience which
hears it. The Greek village is a society com-
pletely traditional and formulaic in all its
activities. The peasant is born in a formulaic
tradition of attitudes, beliefs, expressions
whose roots go back ultimately to classical
Greece and immediately to Byzantium which,
inheriting the classical tradition, moulded it,
along with other historical influences, to make
modern Greece. The formulaic tradition
involves both act and expression. The
economic and social life of the peasant con-
sists of a series of formulaic actions strongly
rooted in the past. Song too expresses the
basic moods of life through formulaic diction
and traditional melodies. Song is not mere
entertainment as in modern society. It has a
diverse number of functions to perform such as
to lull the child to sleep, to ease the toil with
rhythmic song, to introduce the young into
society and mate them in marriage through song
and dance; to mould the young men in the ideals
of the epic society; to refresh the villager
from his toil in church fairs and saints' days,
finally to escort the living to death through

the lament (moiroloyi).

In the life of the village the heroic poem oc-
cupies the position of honor. The vicissitudes
of modern Greek history have fostered a
strong epic tradition. From the days of

Byzantium until recent times Greece has had

to fight for survival and this struggle has
resulted in a continuous tradition of heroic
song. These songs, oral in character, play

an important role in the Greek village. They
not only embody the history of the people, for
the best history of modern Greece is their
folksongs, but they have instructed the genera-
tions in the modern counterpart of the Homeric
aret, leventya, the gallant attitude toward life.
As will be seen in the recordings these songs
are sung with great feeling and move the people.
Until recent times, when modern civilization

is eroding the oral character of village life,
these folksongs constituted, along with the
church, the sole education of the villager.

They embodied the basic moods of life and the
traditional wisdom of experience.

The singers of these songs are mostly illiterate
shepherds, or farmers who learnt the art of
singing heroic tales from their fathers. With
some exceptions in Crete and Cyprus there are
few professional oral bards making a living out
of the recitation of heroic songs. These are
mostly confined to some blind men who continue
the oral tradition of Demodocus, the blind bard
in the Odyssey, and of the blind bards who
created the klephtic ballads. Some travelling
bands of gypsy musicians, mostly in Yannina
and Athens, have incorporated klephtic

ballads as part of their repertory. The absence
of professional bards accounts for the
shortening of once longer poems and the decline
of the art of ornamentation (see below). With
some exceptions, such as klephtic ballads
which are instrumentally adapted to the dance,
the heroic poems are sung solo to basic
melodies. The occasions of recitation are the
many opportunities offered by the church for
religious holidays and festivals, the many
rounds of weddings, baptisms, and that in-
definable mood for joyous expression in sheer
living which the Greeks call by that unique
word, kephi.




HOMER AND MODERN GREEK HEROIC
ORAL POETRY

The heroic poems recorded in our field
trips are of value not only because they
mirror modern Greece but also because
they constitute one of the sources for the
illumination of the Homeric epics. The
reason for this is the newly awakened
realization that the Homeric epics were
not the products of writing but were
created orally. The scholar responsible
for this new frontier of Homeric studies
is the late Milman Parry of Harvard.
Parry has laid Homeric studies on a new
fou’ndation by his epoch-making thesis,
L'Epithéte Traditionelle dans Homére,
(Paris, 1928), in which he showed the role
of the formula in easy verse-making.

The formula, a ready-made group of words,
is connected with the metrical necessities of
easy oral verse-making. Homer's verse is
the hexameter:

—_—PP = QU | = VW] = VU |~ W[ — —
It consists of dactyls (-uu) and spondees
(- -) which are metrically interchangeable
rhythmic units of song-speech. There is a
pause (caesura) in the third foot to rest the
singer momentarily. 2 In improvising orally
the singer (aoidos ) cannot stop the flow of
narration to devise, as is possible in writing,
new, fresh, original metrical phrases to fill
in the hexameter line. He therefore has need
of metrical phrases or cliches, already shaped
by a long tradition of oral epic poetry, to fill
a part of a line or the entire line. For
example, when the singer of heroic tales wants
to express the thought, '"it was morning", he
has already shaped for him by tradition the
line:

Fuos 3'Aptyévera pdvn Pododdxtudos "Hbg

"And when the early-born, rose-fingered Dawn
appeared.'' When he wants to express the
thought, ''so-and-so answered'', he links two
formulae to fill the line. The first part,
corresponding to ''then answered him (her)"

tdv 8'Auelpet’ Eneita,

is linked to a flexible system of noun-adjective
combinations, corresponding to ''so-and-so',
which fill out the portion of the line:

noA8trag dToc "0bdueeseds
the much-enduring noble Odysseus

noddpxng dTog 'AxiAAess
the swift-footed noble Achilles

Bodntg nédrvia “Hpn
the ox-eyed lady Hera

Bed yYAauxdailg "A6fvr.
the owl-eyed goddess Athena. |

This is but one of the many systems of formulae
with which Homer fills his verse. The adjec- |
tive in these phrases is ornamental or poetic
to us but to Homer it is a metrically necessary
filler which usually has no dramatic relevance
to the context. The function of these systems
of formulae is to rest the singer momentarily
so that he can think out the phrasing of the

next verse. Quite often chunks of verse pas-
sages are repeated in their entirety thus giving
the poet something resembling to metrical
"coasting' These formulae in Homer are so
many and pervasive that it has been estimated
that there are 25,000-26,000 repetitions in the
27,853 verses of the Homeric poems. The
memorizing of this vast body of traditional
formulae in the context of hearing songs con-
stitutes the oral vocabulary of the epic.

Associated with formulae is another traditional
element in oral heroic poetry, the type-scene,
which is a formulaic description of the day-
to-day actions of the epic society. These
actions recur constantly in the movement of
life; each time they recur they are told with
many of the same formulae. Most striking of
the type-scenes in Homer are scenes of arrival,
of sacrificing, eating, journeys by land or sea,
arming, dressing, sleeping, hesitation before
decision, oath, etc. As each of these actions
comes up in the story it is told in more or less
the same way.

The oral poet's mastery of traditional form-
ulae and type-scenes must be associated
with the larger traditional oral units of
themes which tell a story instead of describ-
ing a type-scene within a story. His reper-
tory includes themes of quarrel between
highly-strung epic warriors (we hear of
eleven such themes in our Greek epic
sources), the theme of a hero returning
from war to a faithful wife; the recognition
theme by means of tokens (which in the
Odyssey is combined with the return theme);
duels, raids for plunder, stories of the gods,
magical themes from folklore, such as those
found in the Odyssey; visits to the dead,
aristeia, which are feats of heroes, repeated
with but a change of name and place genera-
tion after generation.




In working with these formulaic elements of
the oral tradition a poet uses the technique
of "ornamentation' whose mastery is the
criterion which differentiates a good from

a poor oral poet. As Parry describes it,
"Where Homer must have differed from the
ordinary singer of his day, was in his being
able to tell the action more fully. A highly
developed oral poetry differs from one
which is Iess developed because its singers
have a more ample art. The song which has
only a few hundred verses in the hut of some
hard-working tiller of the soil, whose time
for such sport is short, will run into thousands
of verses when sung before some noble by a
singer who, raised among men with great
leisure for talk and song, has had time to
become fully practised in a highly developed
art. The difference between such long and
short versions of the same song lies in what
the singers call 'adornment'.'" Homer created
his long poems because he was a master of
ornamentation and architectural arrangement
of traditional oral material. He is, in fact,
an oral virtuoso. He chose a central theme
in the Iliad, the wrath of Achilles, and ex-
panded it into a major story which is filled
with other themes and type-scenes. These
are given adequate expression, but in such
proportion and arrangement that they do not
obscure the main theme.

Homer, living in the eighth century, has
learned his art from a rich oral tradition; he
has grasped all the richness of that tradition
which is the result of at least six hundred
years of epic story singing that goes back to
the Mycenaean courts where bards sang the
deeds of Mycenaean heroes. He listened to
many songs and stored away in his memory a
rich oral vocabulary of formulae, type-scenes,
and themes and through the mastery of ornamen-
tation told the stories in their fulness. Such is
the oral art practised by Demodocus in the
Odyssey who is really Homer's self-portrait.

The technique of oral verse-making in the
modern Greek tradition of heroic poetry is,
genius apart, the same. The singers whom

I recorded had at their disposal a traditional
diction which enabled them to fill the fifteen
syllable line which has a caesura in the

eighth syllable. Like the Homeric caesura,

it rests the singer momentarily. The

average number of syllables in the Homeric
hexameter is 15.7 which is very close to the
fifteen syllable metre. This results in a

long rhythmically undulating line easily adapted
to telling a story. The modern Greek oral
bard, like Homer, fills his lines with formulae

w

extending to an entire line, such as:
TpLh pepd nepnatnetd uid véxta
vd Thv xdun
three days' walk, to walk it in one night.
tlal BdAAeL pido pwvip prTotdy

tlal pide puvip pedin
and he utters a cry small and a cry loud.

Moreover, he has formulae which fill in the
line up to the caesura in the eighth syllable
and formulae which fill in the line after the
caesura, such as:

€vag wovtdeg xovtobTELxos, ndxet
Euopen rvovalxa
a short, short man who has a beautiful wife.

gnodanee td enltia Tov,

L) o
1’ apneroxdpapd Tov
He sold his houses, his vineyards and his fields.

As in Homer, the majority of the noun-

adjective formulae occur after the caesura.

The formulae of seven syllables fall into

noun-adjective groups forming a large system,

such as:

&, “Qpa wxaAd Zapaxnvé, ol erods
avipe txwpévoug

Good be the hour, o Saracen, light of the
brave.

T2al Gpa xaAf sov, Kuvetavtd,
pls 6Tobs Avipetxwpévcog
Good be the hour, o Konstanda, light of the
brave.
Fetd ecv, yveld 60v, Zapatlnvé,
el 6Tods avipetxwuévous
Health, health to you, O Saracen, light of the
brave.

b. 'AxcBg, axols, "Axplta pov, Tlal

dEic pco maraAnxdpiv,
Hear, hear, my Akritas, and worthy pallikar
(hero).

'A Kuvetavid, a Kwvetavtd,
t2'dE1c p'naAanxnédpLy
O Konstanda, o Konstanda, and worthy pallikar.
'0 Kwvetavtds &v' Aeccvtoods xal

v “
agtov narinxdpiv.
Konstandas is a lion-eater, and a worthy
pallikar,
‘0 Kwvetavtds pds Eeteire, té
'woppo marAnxdpt

Konstandas has sent us, the handsome pallikar.




Many of the formulae are actually very similar
to the Homeric, as may be seen in the follow-
ing comparative examples-*

a. tdv &'&nopetBéuevos nposéon
xpe Cwv "Ayapépvwy
then answered him the ruler Agamemnon.
tétes aanrofOnxe xt & YvweTLudg

KaAépyns
then answered him the knowing Kaleryes.

b. bs odto, yhoncev b Bodv
ayadls Atoufidns
thus he spoke, and the loud-voiced Diomedes
rejoiced.
t2al nod T'dxobet Aievvils,noArdc

xopts nablalvel
And when Digenes heard it he rejoiced greatly.

c. @5 &pab, ol d'4pa tob pdra pdv
xA8ov Ad°'&nloovTo
thus he spoke, and they readily heard and
obeyed him.
x20bs ToB elnev Exapev, xadbs Tod
napavt LEAAEL .
he did as he said, as he commanded.

d. pdoriEev &' lnnovg, Td 8'odx

aéxovre netésdnv
he smote the horses, and they willingly flew.

d€vel BLT6Ld ToB pabdpov Tov xal
ndet 6apdvta plAria.
he lashes his black charger and it goes forty
miles.

This list could be extended to similarities in
speaking horses who mourn their masters,

to scenes of welcoming a guest, scenes
describing the wealth of a house or room, to
the repetitive question and answer technique,
boasting of lineage, etc. These similarities
are not due to any influence from the Homeric
epics but rather to the fact that oral literatures
evolve cognate formulae, motifs, type-scenes
and themes. (Cf. M. Bowra, Heroic Poetry,
London, 1952).

Many of these formulae in Greek poetry are
old, some of them going back to the Middle
Ages. As in Homer, it is a diction composed
of mixed dialects which entered the Greek
language with the conquest of Greece by the
Franks, the Venetians and the Turks. In
improvising orally the modern Greek bard,
as observed in the recordings, adjusts the

formulae to a basic melody. By storing in
his memory the formulae heard in his tradi-
tional songs he is able to sing the older tales
himself, even to create new ones. In compos-
ing new poems on events of World War II it
was observed that new poems were created
merely by adapting the traditional formulae
to the familiar melody. Sometimes whole
songs were transferred from one person or
event to another with but a change of name or
new weapons.

Like the Homeric bard, our singers had ac-
quired from their oral tradition certain type
scenes. An analysis of the type-scenes of
the Akritan cycle in Cyprus shows a wide
variety of them. Among the most promi-
nent are introductory formulae which set
the scene of the poem such as raiding,
princes feasting; trials of strength in lifting
or in leaping; going to a father or mother
for their blessing before an undertaking;
scenes of oaths, riding a horse with fantas-
tic speed; prayers to God for the magical
appearance of an army which the hero fights
single-handed; scenes of marriage negotia-
tions, accepted or rejected; conversation
between the hero and his horse or a bird;
the fashioning of prodigious armor, etc.
Such type-scenes which reflect the epic life
on the frontiers of the Byzantine empire are
so pervasive that entire poems consist of a
reticulation of such scenes. Many of the
poems repeat the same type-scene, as many
as five times in a single room consisting of
ninety lines. These scenes, however, are
shorter than the Homeric type-scenes, for
the poet is not the master of ornamentation
that Homer is. How completely the poet is
dependent on his tradition is seen in several
poems where a Queen greets a girl with the
formula with which one hero greets another,
offering her the food and drink worthy of
heroes.

Finally, our singers worked with traditional
themes as the core of their poems. The
theme in its origin seems to be stories which
have a permanent place in the hearts of men
who crave to hear the story retold. These
themes are also joined by others which are
the creation of myth-making imagination,
where the supernatural fuses the planes of
man and divinity, the human and the magic.
All these themes of diverse origin enter
into the traditional repertory of the poet and
become the stuff of his poetry. The Akritan
cycle shows upon analysis about 40 themes.
When an index is made of the themes of the
Balkan peoples. ancient and modern Greece,




the epics of the Russians, Turks, Arabs, we
shall be in a better position to tell how common
to all heroic poetry these themes are. Al-
ready we observe some remarkably tangent
themes between ancient and modern Greek
poetry. The recognition theme of the
Odyssey is a favorite in the Akritan cycle

and in folksongs. The popular theme of the
wrestling between Digenes and Charos,
Death, is similar to Herakles' wrestling

with Death in the Alcestis of Euripides. The
duel and the ensuing recognition scene be-
tween father and son in the Akritan poems is
the same as that between Odysseus and
Telegonus, Sohrab and Rustum. The wield-
ing of exceptional weapons, the Hermes
theme about the prodigious feats of an in-
fant; the speaking horses, the Amazon theme,
the Orpheus theme, all appear in modern
Greek poetry. Just how they got there is a
moot question. Some claim that Byzantium
inherited these themes from the classical
world and passed them on to the folksong.

In part this is true but it is more probable
that many of these themes never died out

in oral poetry and re-emerge in Greek folk-
lore. The longevity of survival of these tradi-
tional themes gives us grounds for belief that
many of the themes of the Homeric epic were
inherited from the Mycenaean epic tradition.

We best see the technique of ornamentation in
comparing the Cretan epic, The Song of
Daskaloyiannes, with other Cretan poems in
our collections. It is the masterpiece of
Cretan heroic poetry by virtue of its rich tech-
nique of ornamentation. The absence of heroic
poems longer than a thousand lines, the length
of Daskaloyiannes, prevents us from observing
more accurately the role of ornamentation in
contemporary Greek heroic poetry. The ex-
cellence among the variants of versions of a
few hundred lines lies not in the length but in
the ability of the singer to fit his formulae
closer to the cinematic and dramatic actions of
the epic life.

Such is the value of modern Greek Heroic
Poetry in the study of comparative oral
literature. In the case of Homer it sub-
stantiates through correspondence the
essential features of his oral technique and
gives us a standard of reference for evalu-
ating the Homeric excellence. The oral poets
of Greece and those of Yugoslavia recorded by
Parry and Lord, 3 though a far cry from the
genius of Homer, offer us badly needed facts
in our recent awareness of Homer as an oral
poet. These singers of tales will loom larger
in Homeric studies if for no other reason than

the fact that, genius apart, the singing of tales
rests on the same elements of oral composition,
ancient or modern.

THE AKRITAN ORAL CYCLE

The heroic way of life reflected in the epic is
forged in the crucible of wars. The Achaean
warriors performed their feats in numerous
raids, feuds, adventures overseas of which

we have mention in the sagas of the Homeric
and the Cyclic epics. From these sagas
Homer ultimately created his epics, coming

as he does at the end of a long epic tradition

in the eighth century. We find the same
factors at work in the creation of the Akritan
cycle. This cycle was the result of wars in
the frontier provinces of the Byzantine Em-
pire, in the provinces of Pontus and Cappadocia.
In these provinces were stationed troops known
as "akrites, ' frontiersmen, who defended the
empire against raids from the Saracens. We
have an interesting ikonography of these war-
riors not only in manuscript illuminations but
also on Byzantine pottery from Corinth, dated
in the eleventh and twelfth centuries. They
wear the "fustanella,' the kilt, even as the
later klephts. The feats of these "akrites' be-
came the themes of heroic poems. Bishop
Arethas of Caesarea (860-932) refers to oral
bards singing songs about the fates of these
frontiersmen. Thus these bards, the counter-
part of those who sang in Mycenaean courts,
composed songs in honor of frontier generals
like Melissos, Doukas, Andronikos, Porphyres,
Constantine, at whose courts these songs were
probably sung. The Akritan cycle, inbued with
real epic spirit and a semblance of certain
qualities of Homer, is the origin of modern
Greek heroic poetry. These ballads outgrew
historical verisimilitude at an indeterminate
period and emerged as epic ballads filled with
the marvels of myth-making.

The central hero of this cycle is Digenes
Akritas who, as his name signifies, was the
son of an Arab emir who abducted the

daughter of a Byzantine prince and after recon-
ciliation marries her and becomes a Christian.
The cycle does not deal with the entire history
of the hero as is the case with the long literary
versions of Digenes Akritas, which were
written later on the basis of the oral ballads.
The cycle deals with discrete episodes such

as the childhood feats of the hero; his loves,
the abduction of his wife, his adventures with
the Saracens. In this cycle Digenes emerges
with the youthful bravery of Achilles, the
prodigious strength of Herakles, and the




glory of Alexander. His feats are superhuman;
his club, as it assails the Saracens, resounds
like lightning; his fist shatters rocks. When

"~ he conquers everyone in sight there is only
Charos, that spectacular knight of Death who
plays an important role in modern Greek
folklore. After a terrific wrestling match
with Charos on ''the marble threshing floor'",
Digenes lies a-dying. He narrates his feats
to his companions and then takes his wife in
an embrace of death with him to Hades. The
death of Digenes has become the most far-
flung theme in the Akritan cycle. Besides
Digenes, the names of other Akritan heroes
appear in the cycle, such as Porphyres,
Andronikos, Constantine, Theophylaktos and
others. The feats of Digenes became in time
something more than the heroic poetry of the

dim past. Digenes became the symbol of the
Greek race in its struggle with the Turks and
he has become for the Greeks throughout
their struggles a potent national myth with
an inspiring mystique of national destiny.

His feats are still sung by the refugees from
Pontus who came to Greece in 1922 with the
exchange of minority populations, by

Cretan mountaineers who each imagines
himself a Digenes, and in long narrative
poems of modern Cypriot rhapsodes
(poietarides). The fame of Akritas spread
from Greece to the neighboring peoples of
the Russians, Bulgarians, Albanians, and
particularly the Serbs whose cycle about
their hero Marko Kraljevic contains many
themes from the Akritan cycle. Versions of
the cycle have been collected in all parts of
Greece, but mostly from the islands of
Cyprus, the Dodecanese, Crete, even Corsica
where the songs were carried by Greek
refugees in the seventeenth century. The
Akritan cycle, as has been noted, is very
formulaic, excessively so, swiftly paced in
narrative, and dramatic. For the prosody
and the music of the Akritan songs the reader
is referred to the important book by S. Baud-
Bovy, La Chanson Populaire Grecque du
Dodecan@se (Paris, 1939). e

THE KLEPHTIC BALLADS

When Constantinople fell to the Turks in 1453
and Greece was enslaved the feats of the
Byzantine frontier heroes were replaced by
those of a group of guerrilla mountaineer
warriors known as klephts and armatoli.
Their epic way of life, their heroic deaths
became the subject of the klephtic ballads.
For the proper understanding of the origin of
these ballads we must go to the role the

mountains play in all wars that took place in
Greece. The mountains of Greece, which con-
stitute eighty per cent of the mainland, pro-
duced the mountaineer warrior, fast and
mobile in guerrilla warfare, highly individual-
istic, schooled in danger, imbued with Homer-
ic qualities. After the fall of Constantinople
there followed oppression, resistance, re-
volts. Many took to the mountains in Central
Greece, Epirus and Macedonia where they
harrased the Turks. They were called
klephts, robbers, from their preoccupation.
These klephts were difficult to deal with so
the Turks resorted to a compromise which
took the form of an official recognition of an
armed militia known as armatoli (armed men)
whose duty it was to serve as a security
force for certain districts called armatolik,
guarding mountain passes, collecting taxes,
and fighting off the raids of the klephts. The
organization of these armatoli, which was
also that of the klephts, consisted of a leader
known as kapetanios and his men known as
pallikaria, gallant lads. However, the power
of the armatoli was never secure either

from their fellow Christians or from their
Turkish masters. Many were killed or ousted
from their command through treachery or
surprise. The armatolik was a prize and the
objective of the klepht was to become so power-
ful that the Turks would assign him an
armatolik or reinstate him in the command
from which he was ousted. The rise in power
of the armatoli gradually led to the curbing

of their power by Ali Pasha (1741-1822) who
pursued a policy of cajolement, treachery,
and intrigue. The suppression of the armatoli
correspondingly increased the number and
power of the klephts and those who survived
eventually became the liberators of their
country in the War of Independence (1821-1830).
The almost successful policy of Ali Pasha in
exterminating the armatoli and klephts in-
spired the oral bards of klephtic ballads to
sing of their exploits and lament their death.
The klephts impressed European travellers
and, with the publication by Fauriel of the
first klephtic ballads in 1824, poets like Goethe

and European scholars who found in folklore
a new genre of literature. The klephts be-
came an epic type, a fit theme for heroic
poetry. Their way of life created by the
ideal of leventya/, manly grace of body and
epic spirit; their arms, costume, their
feeling intensely the beauty of life and
nature because they lived precariously, all
these combined to capture the imagination
of the people. To this day the klephtic
ballads are sung in Roumeli, Epirus,
Macedonia, Thessaly and Peloponnesus with



great feeling.

There are four main periods of the klephtic
ballads. The first emerges in the seven-
teenth century and reaches its heighth in
the eighteenth century. This was the golden
age of the klephtic ballads represented in
Fauriel's collection of 1824. It was in

this period that the technique, the theme,
the basic melodies were created; Fauriel's
critique and analysis of these ballads is
still unsurpassed. The heroes of these
ballads were the first and second genera-
tions of families bloodily dealt with by
force and betrayed by friend and foe alike,
heroes like Christos Miliones, Androutsos,
Katsandonis, the families of Kontoyiannes,
Boukouvalas, the fearless Souliots living
in the crags of Epirus and defying their

implacable foe, Ali Pasha with epic courage.

These heroes display the qualities which
gave epic poetry its splendor--that ''com-
bination of rare dangers and rich chances,
of indescribable terrors and bewildering
hopes, in which, amid the crumbling of ex-
ternal protection, a man had to stand or
fall by what he was really worth, by his
fighting power, his courage.' The second
period of the ballads coincides with the
War of Independence (1821-1830). The
leading figures in this war, many of them
sprung from the older klephts, replace
the old heroes in the ballads often with

but a change of name and place. The
Kolokotrones and Zacharyas cycle of Morea
are characteristic of the second period in
which the poems often assume a more
historical character on account of the
larger movements of regular troops,
sieges, and battles. The third period of
the ballad commences with the accession
of King Otto in 1833 and continues to the
end of the nineteenth century. Many of
the veterans of the War of Independence,
themselves products of the klephtic life,
were unable to adapt themselves to the
changed conditions resulting from the
creation of the Greek Kingdom. Resent-
ful of foreign monarchy, European ways
of life, feeling a lack of appreciation for
their services to the Greek cause, they
turned to brigandage in the mountains.
These bandits became sort of Robin Hoods
in the imagination of the people who did
not differentiate them from the older
klephts, for the bandits wore the same
clothes, arms, and preserved the basic
attitudes of the klephts. The oral poets
continued to sing of them in the traditional
moulds of the older ballads. The last

period of the ballads coincides with the
many wars that Greece fought in the
twentieth century. Commencing with the
war of 1897, the Macedonian movement of
1904-05, the Balkan Wars (1912-13), World
War I, the Asia Minor Expedition (1919-22),
World War II, and concluding with the war
against the Communists (1946-49), almost
forty per cent of the first half of the
twentieth century was spent on wars. The
villages where the tradition of the klephtic
ballads was still strong created new ballads
about figures and events in these wars. A
considerable number of these new ballads were
recorded in 1953.

The klephtic ballad emerged from the older
tradition of the Akritan ballads from which it
borrowed its metre, formulaic typology and
many of its stock themes. Yet we find signif-
icant changes. The Akritan poem is a narra-
tive sung to a regular basic melody which is
content to accompany the words. Such is the
case with the Cretan and the Serbo-Croatian
heroic poems. Both in the text and melody
the klephtic ballad partakes of the epic and
the lyric. In it we have a heightening of
emotional effect through the more lyrical
character of the music which is filled with
ornamentation, repetition of syllables,
heaping up of vocalisations, factors which
often tend to obscure the text. Yet it is this
musical character of the ballads that makes
them popular and gives them a more interest-
ing character in the repertory of Greek heroic
songs.

The klephtic ballads fall into two main cate-
gories, songs of the table (klephtika tes tavlas)
which, as the phrase indicates are sung solo
recitative around the table heaped with food and
wine. An interesting feature of this class of
ballads is the melody which undergoes a sort of
enjambment for the strophe of music embraces
one and a half lines of verse, a feature occuring
in no other heroic poetry where the cadence of
the melody and the verse coincide. At these
feasts the singer and his audience relived with
the klephts their love of life, of nature intensi-
fied by the life of danger. They purged their
emotions through songs which, like the laments,
express the sadness of life. The second cate-
gory of klephtic ballads are those of the dance
which played an important part in the life of
the villager today. The melodies of these
ballads, accompanied by instruments, are
dances such as the syrtos, kalamatianos,
tsamikos. The ballads of the table are some-
times accompanied by instruments. In the
time of the War of Independence we hear of




blind bards who accompanied themselves on
the lyra, a stringed instrument which survives
today in the islands. Today bands of gypsy
musicians, mostly from Epirus, have taken
over the instrumental accompaniment and

have introduced some changes in the music of
the ballads, such as avoiding monotony
through instrumental interludes, interpola-
tions of oriental chromatizations, refining

the melodies through variations in the cadence
and marked ornamentation. In the instru-
mental music the moaning clarinet plays the
melody while the violin and the laouto (a
stringed instrument) are used more for accom-
paniment. For the prosody and music of the
klephtic ballads the reader is referred to the
basic work of S. Baud-Bovy, Etudes sur la
Chanson Cleftique (Athens, 1958). TWEGT

Yet the text of the klephtic ballads, particular-
ly the texts in Fauriel, give us a heroic poem
which has a character all its own. The text
relates a heroic action but not in the linear
narrative fashion of the traditional heroic
poem. Its diction is formulaic, as may be
readily seen inthe fact that the same verses
are found in different ballads. The most
pervasive characteristic of the ballad is the
formulaic prologue in which usually a bird,

or mountains, or people speak in dialogue and
tell us something about the hero and the cir-
cumstances. The technique is that of the
Homeric medias res. By means of this formu-
laic beginning the poet tries to raise the hero
into a higher atmosphere of tragic feeling by
giving the animate or inanimate world a soul,

a voice which acts as the chorus of a Greek
tragedy. The dramatic style of the ballad is
achieved in several ways. First, by the use
of dialogue or question and answer technique
which, as in Homer, makes the heroic poem
dramatic. Secondly, by the diction, which is
simple, free from the emotional reaction of the
speaker to the event. The ballad stays with
the stark facts which are selected for their
dramatic relevance and have little to do with
linear chronology. Like Homer, the singer

of the ballad is concerned with the swift
movement of life which is achieved by stripping

the noun of all ornamentation except that
which organically arises from the very
nature of things. Raciness is also achieved
by the repetition of the same verb or by a
number of related verbs. The verb is the
life of this genre of poetry. The objective
of the ballad is to select some person and
invest him with the epic and tragic sense

of life. This is achieved with the technique
of oral poetry, aided of course by emotion
intensified by the music. In its dramatic
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sense and in the remarkably successful pre-
sentation of the epic and tragic sense of

life the klephtic ballad is close to the heart
of the Homeric epics.

The composers of these ballads were illit-
erate, often blind, bards who sang their
songs from village to village or in the
church fairs (panegyria) where glendi,
merry-making, followed the religious ser-
vice for several days. At these fairs the
bards would sing their ballads; the villagers
who heard them would bring them back to
their own villages and there the songs would
be moulded with variations and passed on to
their oral journeys. Variants of the same
ballads show that the song is subject to
variations in the text and in the music so
that we cannot expect an archetype. The
role of these bards in the life of the people
may be seen in the traditional greeting by
women to a woman who had given birth to

a son: '""May he live to become an
armatolos or capetanios and have a song made
about him." Many of the singers composed
their songs in the camps of the klephts whose
exploits they praised. Not infrequently the
composers were renowned warriors like
Makriyiannes and Kolokotrones who relaxed
with singing heroic songs even as Achilles
in his tent. 4

HISTORICAL NARRATIVE POEMS OF CRETE
AND CYPRUS

In contrast to the Akritan cycle which is mytho-
poeic we have another group of poems which
are more historical and narrative in charac-
ter. These poems deal with historical events
like sieges, capture of cities, revolts which
left a deep impression on the people. Among
the oldest in this class are The Siege of
Adrianople (1361), The Capture of Constanti-
nople (1453) which must have once been longer
than the short versions in which we have them.
Of the longer historical poems those of Crete
are the most numerous and important. The
reason for this is to be found in the numerous
revolts in the island against the Turks. In

the interval of 1770 and 1897 there were at
least ten major uprisings followed by death
and suffering. These revolts are the theme of
the Cretan heroic poems which glorify the
strongly ingrained Cretan ideal of gallant
living and gallant dying. Imbued with the same
code of honor as we find in Homer these
picturesque warriors, who still survive in

the mountain villages of Sfakia and Psilorites,
inspired the Cretan bards to compose long




narrative poems. These poems extend from
the revolt of Daskaloyiannes in 1770 to the
German Airborne Invasion and Occupation of
the island in World War II.

In the sixteenth and seventeenth centuries
Crete enjoyed a literary golden age which
was influenced by Venetian literature and
the native folklore tradition. This written
literature was snuffed out by the capture

of the island by the Turks in 1645-1669, an
event which inspired the long literary epic
of Bouniales, The Capture of Crete (1681)
composed in the folk dialect. However, the
oral tradition of historical poems continued.
The historical poems composed by illiterate
bards to commemorate the ensuing revolts
retained the basic structure of these older
historical poems--the formulaic prologue,
followed by the narration of the event in
chronological manner, and concluded by an
epilogue which gives us information about

the bard. The historical poems, commencing

with the Song of Daskaloyiannes in 1786, con-
tinue the oral tradition with increasing degree
of formulaic texture. They are composed 1n
the rhymed couplet which was introduced

into Greek poetry from the West in the
fifteenth century. Hence these poems are
called rimes (rhymes) and their poets
rimadore (rhyme-makers).

The heroic poems of Crete begin with a con-
vential prologue in which the poet, like
Homer, asks for inspiration, or he begins
with an address to nature, trees, flowers,
birds lamenting. The prologue, which
enlists the attention of the listeners, usual-
ly contains the date of the event. Then the
poet describes the event and the heroic
death of the leader and the participants in
the revolt. He selects an heroic act or a
revolt involving a series of heroic acts and
narrates them cinematically, stripping away
all complexities that underlie the event,
reducing characterization to mere action or
to a few noun-adjective formulae. The poet
moves the story in linear fashion following
history or biography as a model. He
relieves the monotony of the narrative
through short dramatic speeches and tradi-
tional similes which are used for metrical
convenience. The Cretan poet, because he is
subject to history, witnessed or participated
in by himself and his audience, avoids the
marvellous and the improbable, though oc-
casionally we find the speaking horses and
birds. If any dramatic quality be in the
poems it is due mostly to the events them-
selves rather than to the poet himself, though

the exception is the bard Barba-Pantselyo
who composed The Song of Daskaloyiannes,
the masterpiece of Cretan heroic poetry.
Often Cretan poems turn out, like the klephtic
ballads, to be a lament (moiroloyi) and we
find imbedded in them passages which are
actually formulaic laments sung over the
dead by women. Often the poet interpolates
his own moral judgment about the events.
The technique of these poems is formulaic;
we have the usual formulaic patterns which
characterize the fifteen syllable meter,
though rhyme-formulae constitute a major
part of the facility of the Cretan bard to im-
provise. The poems are sung to a basic
narrative melody which extends over the
entire distich.

We find less anonymity in Cretan poems.
Usually a short biography of the bard is
found in many of the epilogues of the poems,
giving us their name and village. These
singers were often blind, sometimes
warriors themselves, who were trained in
the oral tradition of improvising couplets
(mantinades) which are still a favorite
pastime and gifted accomplishment of most
Cretans today. We have a masterful des-

cription of the Cretan bard in the epilogue
of the Song of Daskaloyiannes which des-

cribes the bard dictating orally his poem to
a scribe. The bards today are confined to
a small group of older men, 5 usually
farmers, shepherds, or cheese makers,
who matured in the older traditions of song
sing their songs around the tavla, the
table. The tradition has survived in suffi-
cient strength to inspire the composition of
oral narrative poems on World War II.

In addition to the historical rimes we have
another category of heroic poems which
are very popular in the mountain villages

of western Crete. These are the rizitika,
sometimes called songs of the tavla,
named from the fact that they are popular
in villages rooted in the rizes, the roots

of the Lefka Ore, (White Mountains). Re-
cent musicological studies of Baud-Bovy
show that their musical strophe is prosodi-
cally related to that in the klephtic ballads,
which also are the source of many of their
formulae. They are composed in the tradi-
tional fifteen syllable line, are rather short
(6-12 verses), and are sung around the tavla
after the feast. One side of the table sings
a phrase which is then repeated by the men
on the other side., The melodies are many

and the singers never achieve unison for each
man sings in his own pitch and in such a way




that his own voice is not lost in the group
singing. These songs are raucous to the
Western ear but are full of the gusty vitality
of the Cretan mountaineers. The themes
are old heroic events which have left an im-
pression on the people, love themes, popu-
lar folk motifs, allegorical poems, songs
about old Cretan captains who crossed over
to Greece to take part in the kingdom's wars
Concluding each rizitiko and disconnected
with the theme is an improvised couplet or
mantinada. These songs constitute a vital
part of the Cretan heroic poems.

The tradition of the long narrative poem
survives still with vigor in Cyprus. Out-
side of the Akritan, these narrative poems
of Cyprus are not heroic in character.
Their themes are tragic deaths, suicides,
love affairs, accidents, murders, and

lives of saints, miracles. It may be
readily seen that many of these themes

are properly those of tabloid newspapers.
These poems are composed and recited
from village to village or in the city squares
by a professional group of itinerant poets
called poietarides who in their origin go
back to the tradition of Akritan poems but
with this difference: they extend their reper-
tory to non-heroic themes. These poets,
who are trained in facile improvisation
through improvised verse contents, called
tsatismata (cf. the amoebean contests in
Theocritus and Virgil), sell the poems after
an oral recitation in printed pamphlets to
the villagers. The older tradition of
poietarides composed these poems in the
illiterate oral tradition but the newer ones
represent a stage where the oral is mixed
with the literary style.

SIDE I, Band 1:
THE ABDUCTION OF DIGENES' BRIDE.
From Salonika

The abduction of Digenes' bride by the
Saracens, one of the oldest themes in the
Akritan cycle, has been collected in all
parts of Greece. There are two main types
to which the versions belong. The ver-
sions from Cyprus and the Dodecanese,
which ultimately derive from Pontus and

Cappadocia, tell how the hero after a long
stay abroad, either because he is fighting
wars, or is on a long journey, or because
he is a prisoner, learns in a magical way,
usually a speaking horse, that his wife is
about to be married to another. Mounting
his fabulous charger he arrives in time to
prevent the marriage. The wife, like
Penelope in the Odyssey, asks for tokens.
Upon the telling of tokens, known only by
husband and wife, there is a happy reunion.
This oldest of themes, the faithful wife,

the suitors, the appearance of the husband
and the tokens, is not derived from Homer.
Rather it is a traditional theme of folklore
used by Homer and reemerging independently
in the Akritan cycle. I recorded a variant of
this theme in Cyprus where it is sung on the
second day after the marriage as an exhorta-
tion to fidelity.

The second type of the theme comes from
Pontus, of which the following excerpt is

a variant. It tells of Digenes who at work
is informed by a magically speaking bird
(cf. Odyssey XIX, 545) that his house has
been pillaged and his wife abducted. The
hero goes to his stables and asks his horses
which of them is capable of overtaking the
enemy. Only his old fabled charger is
capable because of his love for his mistress.
With magical speed he overtakes the enemy,
defeats his army. His wife, imprisoned in
a castle, senses the approach of her hus-
band through the neighing of the faithful
charger and is then restored to her husband.

This recorded version is sung by a Pontus
Greek in Salonika, Herakles Tsakalides,
age 38. He sings each verse twice to a
basic melody. The version is introduced
and accompanied by the Pontus lyre (for

a description and picture of this instru-
ment see Ethnic Folkways Album P 454,

p. 6). The lyre rests the singer at inter-
vals with passages which come from the
dance, a feature also seen in the instru-
mental music of the klephtic ballads. The
dialect of the song is that of Pontus (cf.

R. M. Dawkins, Modern Greek in Asia
Minor, Cambridge, 1916). The text is a
variant of one printed in full in P.
Kalonaros, Digenes Akritas (Athens, 1941),
II, pp. 237-239.




AkpiTag OvTag EAQpVev.

M.M, J‘N 210-212 5 Tov. Fa-51b = RE-SoL
s1cararn (Avpa) & o
LJJ) &y oavnyny % reas

¢ -
A Y A N 4D EES AESl e (SR | P
= ey ESes——m A

[1. T Adpa 4
Yo ] 4
e, ey o
¢ it 1 ) 1 l) 1 —t L "
Y — e W '\/ ' A ; : > v, :7I'1 L r
@ . pav LA - Teau_ Na_kia  yiap Na_kia  yiap.
o #r
A ick | o — — — I MO Avpapng e beTeAeae 1o petpov Toiro ém mhcov ex Aadouc

Tov __Tov. 4/popdov dapu YTOT. Tovikd

© I Ii l 4/yopdov okv ’

*axpltas Svtas Ercuvev doxd 'g efv notapbav,yidp, (1)

Enfyvev xt EpBev xt Erapvev TtHv Spav névt'adidxia,

"Enéyvev xt EpBev wi Eonepvev &vvéa xdtia endpov,
[ YEpBev mouAly wi éxdveyev s off goyovl(’tv Expav®

5 n'Onle, movAlv, dnle6; novAlv, uh Tpds T Bouvxevipéavn.

13




Xal td movAlv xeAdndneev avOpdnivov AaAlav:

»"Axplta pov, vid xdbeesat, vtd otéxets wal nepuévels;
T 'evind o Exdrasav xal tHv xarf &’ &nfipav,

t'8rov xaArlov T'3¥royov oetpdv’ve xal xaBaixed’ve

10 xal T'¥AAa td xatdrtepa 6téx’ve xal xAipitlZ’ver

(1) 'H edpwvix coAraph yidp npostlBetat 61d TtéAhos x48e ot lxov,

yid va 6upnAnpwdd poveixds pedyyos.

When Akritas was plowing by the river, ah, 6
He went and came and plowed five furrows in an

hour,
He went and came and sowed nine measures of
wheat. 7
A bird came and sat on the edge of the yoke.
5 ""Away bird, away bird, lest you feel the
ox-goad."

And the bird sang with a human voice:

""Akritas, why do you sit, and stand, and wait ?

Your family is in trouble, and they have taken-
your fair one,

They have saddled your best horse, and have

mounted it,
10

SIDE I, Band 2:
THE DEATH OF DIGENES.
From Cyprus.

The many versions of this very popular theme
of the Akritan cycle have been studied by
Polites and Baud-Bovy who show that it
originated in Asia Minor and was passed on

to Cyprus, then to Rhodes, and Crete, all

of which show parochial characteristics.

The longest versions come from Cyprus and
show the oral technique in an excessively
formulaic character; in the Dodecanese the
versions become shorter, more dramatic;

in Crete the short lyrical versions of Digenes'
death take on the epic character of the Cretan
mountaineers; in them Digenes becomes a
superhuman titan who strides from cliff to-
cliff, hurls huge rocks, still called today in
various parts of Crete ''the rocks of Digenes,"
he surpasses deer and mountain goats in
speed. Even Charos dares not wrestle with
him but wounds him in a stealthy ambush.
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And your lesser steeds stand and neigh."

The versions in Cyprus and the Dodecanese
consist of a series of episodes in the
Akritan cycle. Charos, that picturesque
knight of Death, dressed in black, comes
to take the soul of Digenes. The hero
challenges him to a wrestling-match.
Charos is defeated, then appeals to God who
metamorphoses Charos into a golden eagle
who attacks and overcomes Digenes. As
Digenes lies dying his friends and warriors
hesitatingly approach. Like the dying
Heracles in Sophocles' Trachinaean Women,
he uses this occasion to narrate his exploits.
He dies after having strangled his wife in

an embrace. Several elements in this
story are worthy of note for comparison
with Homer. In Homer a hero meets his
death not at the hands of a mortal but a
divinity who uses a mortal as an instrument;
so here too Digenes meets his death at the
hands of God who uses Charos to deprive
heroes of their souls. The visit of death

is shaped in the heroic manner. Charos,

of whom we have a parallel in Euripides'
Alcestis, where Herakles wrestles with




Death, is an important figure in modern
Greek folklore, especially in folktales and
laments over the dead sung by the orally
talented women of Mani. Cf. J.
Mavrogordato, '"Modern Greek Folk-Songs
of the Dead,' Journal of Hellenic Studies,
LXXV (1955), pp. 42-53. In this song we
also meet with the flash-back technique
first used in the Odyssey.

The following complete version of the death
of Digenes was recorded in Paphos, Cyprus,
from Neophytos Christodoulou, a farmer,

age 55. It has been chosen for the light it
throws on criteria which discriminate be-
tween a good and a poor oral poet. A com-
parison of this singer's version with that
recorded from a poietares shows that the
singer is following closely the tradition of
these itinerant bards in the island. The pro-
logue, epilogue are in the tradition of these
bards who have left their influence on this
singer's dramatic recitative. An analysis

of this version has much to tell us about
forces at work in oral poetry. This singer
has fashioned his song by stitching three
themes in his version: 1) the wrestling with
Charos and the recitation of his exploits,
culminating in the strangling of Digenes' wife
lines 5-134, 155-158); this part of his ver-
sion follows the traditional version of the
death of Digenes; 2) the pursuit of the un-
willing princess, a theme which the singer
has grafted on to the tale from non-Akritan
material (lines 137-154); 3) the tale closes
with one of the most ancient of folk motifs -
the dead lovers become transformed into
trees. (lines 160-162). Not being a pro-
fessional bard the singer has not integrated
the three themes successfully. In particular,
the portion occupied in lines 137-154 is inept,
confused, and in order to keep the tale moving
he inserts many lines, e.g. 87, 127-128, 140,
143-144, which have no relevance to the story
at all. There are some contradictions in

the version of which the singer is unaware but
which show up in the printed text. It shows
that contradictions, contrary to the belief of
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older Homeric scholars, are part of oral
poetry; it is the singer, not later editors,
who is responsible for them. Our version
also tells us something about the criteria of
excellence in oral poetry. An oral poet, like
Homer, joins formula after formula, without
jarring the flow of the narrative; his formulae
are integrated with the story so successfully
that it requires the expert eye of a Homeric
philologist to detect their presence. In this
version, which is entirely formulaic, some
formulae are not joined smoothly, e.g.

line 140 should follow line 137; the formulae
are not ''nailed' tightly to the story. In
lines 141-144 the princess means to say that
if you bring water to Mylari I will marry
you on the festive day of St. Catherine. The
text as it stands is very confused because of
the singer's inability to fit his formulae into
a smooth narrative. The singer also suffers
confusion in lines 145-154; the story here,
as I infer it, tells of the princess' escape
and of Digenes' hurling of rocks, like
Cyclops, at the escaping ship. The landmarks
in the island show the traces of his steps.

In the version there is redundance of form-
ulae to the point of confusion. The singer
also throws light on the mixture of dialects
which characterize the Homeric diction.

In his version the old Cypriot dialect pre-
dominates, but there are intrusions of non-
Cypriot forms; there is no consistency in

his dialect, sometimes he uses the Cypriot
form of the infinitive and sometimes the
form of the Koine dialect. It is a well-
known fact in modern Greek folksongs that
adherence to a dialect is not strict, especial-
ly where metre and rhythm are involved.

A Cypriot singer may pronounce the double
consonants which characterize the Cypriot
dialect while other times not. Perhaps the
melody or influence of other singers may
be the reason. The older collectors of
Greek folksongs simplified the spelling to
achieve a normal text but tape-recorded
versions are making us more aware of
mixed linguistic phenomena as we find in

the Homeric poems.
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"Ed(xAne6e otdv ovdpavdv xal &pbilos €otden:
YEra, Bee pouv, xt Encp’tov todtov nod p'avrietdon.
“Onciog doEdZet tdv 8edv, Ev'H tovretd Touv pdett,
50 "Hprev tov & diotayy ‘nod ndvw ‘mob tdv NMAbotn:
vd yvlvng &vag detds xpveds ethv xepzrfv Tov,
vd E8vng ud td véxia eov, va ndpns ThHv Yuxfiv Tov.
"Eylvnvev €vag aetdg, SAbxpvecs mactéArl.
"Evyb wt "2v gotalw tlnoteg, apévtns pov pt 6TéAREL.
55 "Evbpreev & Atevfg, yid vid ted dnavthen,
G,tt £prn 'nod tdv MAdetn pov, xeAds va pls Splon
‘0 A8yos dEv etéretweev,y Efined touvs ned ‘xav,
‘0 Atevls yoxcpaxel xal etpdvvoov Tcv & pcdxa
ud 6tdepa nanAdpata, pd stdepa xpeBpdtia’
80 Td 6(depo teaxlZet Ta xal wdpvel Ta xoppdtia.
"N'anneEwdidv tov ctéxact tpaxdeia marinxdptla
xal dtv elxaeiv ddetav xal etéxasiv arboyxa.
8ércuov vd pncBetv, va Tdv doBv, AAAE &xpopocBviat,
¢ Atevhs youxopaxel xal td mardTia 6etcBvral.
85 Elrav tov 18 nbg Epvouvvtat yvettdvoi vd Tdv dolet
xal nepipévouv adetay "ndEw xal xaptepobet.
Néste tous Tods yvettévovs pov, vd 'plBovet vd pudt dobsiv
¥i €xelves 7od 'pouvv b8v elpat, vi pd pd popnéolsiv.
'Enpdetake v'avolEover, 0dpet,xapd 6th 6éptov!
70 xelves; pé THv vevalxav tov avolasiv tfv népra.
“Apa 'ypiden 1§ 6draceca, té1es 'nd cbAra BxdAnrer,
xCries yoxds av Epxorviov, v THv avvolav &Arot.
"Enfiev 4 vevalxa Tcv xal tpdBnEev tdv 68p1n,
voovi& Thv néptav xt dvotEev, méetet xapal xal ¢bpred.
75 “Evav pixpdv pixpobrsixov xal xapmAoBpaxdtov
BdAretL ThHd 88vapiy éunpds, pnalvetr xal xatpetrd Tov:
-"Qpa. xaAn sov, Atevf, mapnyopfeov véxxov,
ganlZopev va enwwbfis, 'Ev weleal pée'etdv Aduxov.
“Erdte xlAtot and ‘pnpds xal dvd xitAiddes nlow,
80 ndxw T&vV vedv 6Thv weouifv, npotcd vi Eeioxfow.
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ynAdste Thv xootdAov pov, vd dfite Tdv wapd pov,
nbs tpéxetr aluav xa0apdv "nod péea 61dv Aatud pov.

ldvw ethv xeparrodrrav tcv yooudpur’éyuvpliav

yal ndvov 61fiv paxobirav Ttov ¢evxdpyta Zevyapliav.
xal péea 6T& povlobvia Tov 9dpact &etairlZav

xal pée’etd véxta Thv xepxd nepdlrsia xaxovpliav®
Os »al Ta &pnetd Tfic yRs wovrd d&v éxcviéfxav

xal pé€e’etd xetpendrapn 6xdAro: €rayovdéBuav.

'Enpdetate vd BdAdcuvet tpanéiiv va detavleovv,

vi pt obovet yphyopa, va téve Eevoxtleoov.

Tpd6tv xal nlvovestv Tdpa xul TOV GuXVCoPpWICDGLY
ndvw 6tis avdpetdtes tov ¥al TEV napnyopoBoLv.
nTolte xal nlvet'dpxovies, xal vd eds EEnyoduat,
fypbnvnea xal x&iasax té6ov nob ddv xcipolpat.

Kétw otds dxpeg thv axplv 1Hs Ttéreiwong Tod x8epov
gvépted ta xt elda Ta pévos xal povixds pou.

"Hrav T ayxd6iv nfBipov xal TO TpiLBSALY mAxvV

xal motdg ToAud va pxrf xovtd xal notdg va 7ToB evvréxy!
YEdweev Tov & NMAdetng pov étcdtco plav xéptv

ftav & xepardxavlog, & yils Tod xcBarrdpn

gBdetav elg td x€piv Ttouv xlaites AlTpes xovibpt

xal nds T Bdote pvid popd dtv el¥ev & xandpiv.
Eldev av@pdnovs dyptovs, yevalves &rres téoeg

Evwid xopdxia yépweev 8ro pcdrtes xal yADeoes.
N'axc8eete & ndon tov nod'nabev ol Bpedévres,

ol podrtes &Vv'teds dpdxovres, ol yralsses &v'tods ALbvres.
Znxbveoat 'nod T mpwlv xal 'dv elfebpeis nob flecov
ol Bpbees €otabfvast xal 'tv elxav vd notleouv.

Els tov 'ABpddnv notapdv elxev Gpalav Bpbstv

xt edlyasev & padpos Tov, vi nd v tdv metlen.
BAéret tov & Zapaxnvds xt'Ev xal vd xayAlen

"dv éxalriZevsmovaly xel péea va natfon.

Zapaxnves €v'&pdxovras xal and Todg peydAovg
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418 moArodg TS Epsba xt and xarods dasxdAovg.
Ztéxetat ocvArolZetat nds 64 T& xaipetlon!

-"Qpa waAfl, Zapaxnvé, Exet vepdv % Bplon;

-Tptdvta xpdvia péea &4, x8pie Adievéxl,

pfte novAlv finie vepév,ufite Biatovdxe.

-Tpaphxtov, Bp: Zapaxnvé, td&v padpev va nctlow

xt Ev'waenaxdvext nod ‘pra xt €v'va 603 tis talew’

v Ev'xal pt 10 %€t pov, &v'xal vd xaVlAlow,
sfucpov Ev'vd exotwdd, Td yolpa pov va xb6w.
FvplZet td wovidpily Tov, xelvev 10 maivepévev,
8sov vd mif & ualdpos Tcv, €xet Tov exctwuévov.
BavadinrdZet t° dAAN pvid péoa 6tls dvd xcutdAes,
vaBaAAtxd Ted podpov Tov xt Endrtneev Tig oxdAes.
E! néeol uateBalvovst £16'adixa 6tdv "Adn
diaBdtes eyrevrodsast o6& npdeive Aeitpddi.

Av EZnev & ZapaxnvdgdEv xi Exapve xalptlv

and tév xpdrov Tfc EvAlds &ppdn 10 mothpiv.
Kénco 'etpanf, xdnco Bpovth, xdncv xardit plpxer,
8 xt8vi 6Td ynAd Bouvd ncté Tcv xal &% Aelpxet.
Mfte otpanf, ufte Bpovtd, pfite xaipds yvepdvver,
'ﬁv'xovtapx& to8 Atev xal wxdrotove oxctdvvet.
*Avdpe sav dud moTaupcds elxev tHv xatoixlav,
Eyivev éxatd xpovd, vopliw, fAixlav.

Képa & E€vas motapdc ‘vopdZetatl MuAdpt

elxev xal plav pRaitve xu ABerev vd thHv ndon.

‘H pfatva *tv tdv A8erev, edptoxdv tco altles
anndew IAAove motapods Afyouvv Tovg ALeviies.

"Edv 1d ofpmc TO vepdv xt Eptn elc td Murdpr,
gsvowvieasty xt ol dvd dvipav Tns va tév ndpn.
T8 pavaethpiv Tod Zivd 'Aylav Kateplvav,

nod €pxetat N wépa tns pée’6td NebuBpn ufjvav.
“Apa xal odtsnsevavepdv¥,xt Axcveev f xvpla,
énfiev v Bapraptets xt apfixev tov Eyelav.

Av wutayvpéyetre, &v pt pwidte péva,
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stéxovv xal t& netpadraxa xéun paptvpnuéva.

YEnnesev £Eonlow Tns nWg ‘v tfive ¢tdon,

150

xeTvoL &Bapxapleav Tn, TpaBclv xovmid xal ndet.

“Evav xaytdv ths Eovpev, elval BovAtds dixés tov

palvovtat &O¢ T ofuepcv ndvw ol daxtoriés Tov.

"Exnesev SEonlew Tng nds 'Sv vi tfhve gtédon,

veTvol éBapxoploav Tnv, TpaBoldyv xovnl xal ndet.

155

YHotev & &pn A warf, nod 'tav vk Eeyvxfen,

¢nfev 4 vevalxa tov mnlc ' Vi tdy purden.

‘Bv vi tobs mdpn wal Tods dud & Xdpos Ev'peslrng,

colyyer tnv pée’ot’dyxdita touv wxal Byfixev & yoxhH Tns.

"Eudvav Ev'H téxvn pov, 8,1t axodsw ypdow,

160

gafipav Tovg wxal 84yav Tovg Tods d8o 6'E€vav tdoc.

Brastd § x8pm Aepovid xt & neduos womapleet

paxdpiv vd "Bpn edpethv Snotcs Tods paxaplen.

Schoolmasters and schoolmistresses have told
me to begin,

To sing the song of Digenes the brave.

Let us start the song which they have
praised so much,

And, thanks to my Creator, it has not
a lie in it.

There was lightning in the East and thunder
in the West,

And Charos thought it best to venture forth,
to travel,

And sweep through the world, from East
to West,

And each one in turn, leave not a one,

And the earth become deserted like a remote
chapel,

So that my Creator then may make his just
Judgment

And separate the sinner from the just.

He came to the mansions of Master Digenes,

Never in the world such a brave lad.

""Good be the hour, Digenes, light of the
brave,

To find you at home with such worthy men."

""Welcome, enter, to eat and drink

And make our friendship last as long as we
live;

Let us feast on the game - the hare and the
roasted partridge,

And ask me who I am, here at Katileke. 8
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20 Let us eat the food, the food of the brave
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And drink the sweet wine, the wine for the
famous,

Whose savor makes men drunk. "

"I know you full well, you are Digenes,

The world has never such a brave lad.

I have come with orders to take your soul

From the Lord on high, and do not want
your food. "

"I lay a great wager - to give and take blows,

To go forth and wrestle, and winner take
Al

"My Creator has not sent me to wager,

Not at all, merely to take souls away."

"You wish to take my soul, but I am not
your man,

Come, and get it, Charos, change your tune."

Without games or joys, as at a feast,

As they had agreed, they go to the wrestling
ground.

As soon as their hands touched, they gripped.

They stood their ground and did not budge. 9

Our books write it - it is not an idle tale -

In three days and nights Charos was smitten.

"Grip me gently, Digenes, and I will grip
you gently,

Five minutes rest give me for breath."

Digenes grips him gently and Charos grips
him tight

They wore tracks below, so that the earth
receive the weight.
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Where Charos grips, the blood leaps,
Where Digenes grips, the bones melt.
Charos thought of give and take

And in his palms the hounds were chasing
hares.
He orders the table to be set for feasting,

But lo, see him in a heap at Digenes' feet. 90 For them not to depart, but spend the night
He turns his eyes to Heaven and stands up: with him.
"Come, Lord, and take this opponent, Now they eat and drink and frequently ask
Whoever glorifies the Lord, his task is Of his feats and console him.
light. " "Eat and drink, my lords, and I will tell
To him the Lord sends down his command: you,
""Become a golden eagle on his head, I am sleepless, so ill I cannot sleep.
Dig in with your nails, and take his soul." 95 Down by the ends of the earth, the limits of
He became an eagle, all golden like a the world
honeyed-cake. I wandered and saw them all by myself.
"It is not my fault, the Lord sends me." The thorn was a palm thick, the weeds a
Digenes turns to reply: cubit, "'
"What comes from the Lord, come it for And who dares to draw near and who to
good, " meet him!
The words had not finished, the conversation The Lord gave him a special grace,
ended, 100 He was the crown of the acanthus, the son
Digenes lies dying and they lay out his clothes, of the rider,
On iron coverlets, on an iron bed. He held in his hand a spear weighing a
He shatters the iron into bits. thousand pounds
Outside his door stand his three hundred And felt it not a bit.
brave lads, He saw savage men and as many other
They had not leave to enter, and stand apart. women,
They wish to enter, to see him, but are And he filled nine pails with noses and
afraid. tongues,
Digenes lies dying and the palace quakes. 105 Hear the woes of those who were found
They told him the neighbors have come to there,
see him The noses are of dragons, and the tongues
And wait outside for leave to enter. of lions.
""Tell my neighbors to come and see me. You waken in the morning and know not
I am not he who was, to cause them fear." where you are.
He orders them to enter - lo, as luck would The springs dried up and had no water,
have it, By the Euphrates river there was a beautiful
He and his wife were opening the door. fountain,
As when the sea rages, and spews forth all, 110 His black steed thirsted and he went to
Then even if a thousand souls come, they water him,
could not open the door. The Saracen sees him and fears to speak
His wife went and drew the bolt to him,
Near the door he opened he falls and faints. And no bird in its fear dared to linger there.
A short lad, with breeches short, The Saracen was a dragon and this I have
Pushes forth with might, enters and greets learned
him. From the many and the great, even the
"Greetings, Digenes, console yourself a good teachers.
little, 115 He stands and thinks how to greet him.
We hope that you will rise - you are not yet "Greetings, Saracen, has the fountain
in the grave." water ?"
"Come a thousand from the front, and two "Thirty years here, Sir Digenes,
thousand from the rear, Nor bird has drunk water here, nor swallow."'
While I am in my senses, before I die. ""Move, Saracen, to water my black steed,
Raise my shoulders, and see my woes, 120 It is for your stubbornness I have come to
How the pure blood runs in my throat." hit you blows.
Over his head a thousand wind-mills turned To dare is my mood -
Over his back a team of oxen plowed, To die today, to shed my blood."
And in his nostrils mares were stabled, He turns his spear, his spear of fame,
And in the nails of his fingers partridges And while his black steed drinks, he slays
cooed, him.
- Even as the crawling creatures of the earth 125 And smites him again between the shoulders.

drew not near - He mounts his steed and treads the miles.
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(Alas, how many travellers in Hades, to
no avail, think

These two were making merry in a green
meadow. ) 1

Had the Saracen lived and was not successful

From the sound of the blow the cup would
have been shattered.

Somewhere there is lightning, somewhere
thunder, somewhere there is hail,

The snow on the high mountains never melts.

It is not lightning, nor thunder, nor is the
weather murky,

It is the blow of Digenes, and he is slaying
someone.

He had a dwelling amid two rivers,

And lived, I believe, to be a hundred.

Still one of the rivers is called Mylari.

He also loved a princess and wished to
marry her,

The princess did not love him and found
excuses

- Outside they call the other rivers by the
name of Digenes -

"If you bring the water to Mylari"

The two agreed to marry.

- The monastery of Sina, St. Catherine,

Whose festive day falls on the middle of
November -

When he ordered water to drink, and the
lady heard it

She fled in a boat and was rid of him.

If you inquire, if you ask me

The stones of the fields still stand as witness.

The stone fell behind her as it was about to
reach her.

They embarked her, they rowed and sped on.

He threw a great rock, and the traces of his
steps are his.

Even today the marks of his fingers show.

The stone fell behind her as it was about to
reach her.

They embarked her, they row and go.

The fair hour came, when he was about to die,

His wife went to kiss him,

And Charos as the middle man takes the two.

For Digenes embraces her so tightly in his
arms she dies.

My art is to write what I hear

They took them and buried the two in one
grave.

The girl grows into a lemon tree, the poplar
into a cypress.

May he who blesses them find a treasure.

SIDE II, Band 1:
LENE BOTZARIS. Klephtic. Epirus.

The breed of men and women, known as the
23

Souliots, their epic way of life, their
heroism and sufferings constitute a loose
cycle of famed klephtic ballads known as
Souliotika. The home of the Souliots were
four villages nestled in the rocky sheer
cliffs of Epirus. These families of
Christianized Albanians and Greeks kept their
autonomy by reason of their fierce epic
qualities and their geographical position.
Unlike the rest of the people they did not
partake of work but lived on raids, plunder
and taxes exacted from surrounding villages.
From childhood they lived in constant state
of war training. They were lithe, swift-
footed, sharp-shooting and fierce in wielding
the sword in sorties, proud and intense
lovers of personal freedom. Their women
were also famed for their fighting qualities.
When they were not fighting by the side of
their men, they carried ammunition and
food to their husbands, encouraging them in
battle like the picturesque German wives
described by Tacitus in Germania. The
ballads sing of such women as Moscho
Tzavella, Despo, Lene Botzaris, who is
the theme of this ballad. Ali Pasha was
engaged in constant warfare from 1791 to
1803 to subjugate these Souliots. In 1803
the Souliots completely surrounded, short
of food and ammunition retreated to the
cliff of Zalongo. There the Souliot women,

displayed the traditional honor of Souliot
women by dancing and leaping one by one
over the cliff. The few Souliot survivors
received amnesty from Ali Pasha to leave
Souli. One of the columns was treacher-
ously attacked near the monastery of Seltzo
by the Achelous river. There our Souliot
heroine fought bravely and to escape the
enslavement by the Turks leaped and
drowned in the river. She belonged to the
great family of Botzaris of whom Marko is
far-famed in the ballads. (See ballad in
Album P 454, pp. 12-13)

This ballad, as recorded from a gypsy band
of musicians in Yiannina of Epirus, em-
phasizes the melody at the expense of the
text as may be seen by comparing the text
with an older version in Polites' anthology
of Greek folk-songs. (Eklogai Apo Ta
Ellenika Tragoudia, Athens, 1932, No. 7)
The basic details of the heroic situation
have faded and only the fame of the heroine
remains. The ornamentation of the epic
text gives way to that of the melody. This
is not uncommon in the later stages of the
folksong.
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All the wives of the captains
All went and bowed at the door of Ali Pasha,

But she, Lene,

the wife of Botzaris, does
not wish to bow.

"May I never be seen to bow and kiss the

hands.

) I am Lene, the wife of Botzaris, and the

sister of Notis,

I carry bullets on my skirt" ....
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SIDE II, Band 2:

THE CROW AND THE BATTLE OF VALTETZI
(1821).

Klephtic. Peloponnesus.

This is a klephtic ballad from a cycle centered
on Kolokotrones (1770-1843), the general of
the Greek forces in Peloponnesus during the
War of Independence. Descended from a
famous klepht family Kolokotrones rose to be
the central figure in the War. A picturesque
figure, wearing a helmet and shining gear,
which is the theme of one of the ballads, pos-
sessed of a loud Homeric voice which he used
with effect in battle, he contributed to the
victory by his cunning daring, his ability to
organize and hold together into an army the

various local bands, and to inspire them to
victory. This ballad tells of his victory in
the battle of Valtetzi, May 12-13, 1821, in

which he inflicted great losses on the Turks.

This ballad was recorded in Stringou, Arcadia,
a village near Valtetzi. The singer, Nikos
Stamatopoulos, a farmer age 45, sang this
ballad for me on two occasions, once in solo
recitative, and the other accompanied by
instruments. The two versions differ in

text, a phenomenon common in oral literature.
The singer begins with a commonplace motif
in the ballads, the address to a bird to which
he then links details of a battle. The bird
motif can serve any heroic action, as we ac-
tually observe in many versions of klephtic
songs which begin with this formula.
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T¢ Exers, wanuéve xdpawa, nod oxobZeis xal puvdietls;

N& pf biyds yid alpeta, yid tobpxixa xepdAia;

Népas'ind T4 Tplvopwa, "nd nép’in’td Bartéret

xal xel 04 Bpfis t& alusta, Td Ttobpxixa xepdiia.

5 Kohoxotpdvns népase ud 8ro tov T 'dasxépt

xal %eT TOVS ERETOESENOVE. e seceess

"What ails you, hapless crow, that you caw and

cry out?

Do you thirst for blood, for Turkish heads ?
Pass by Trikorfa, beyond Valtetzi
And there you will find blood, and Turkish

heads.

Kolokotrones passed with all his army
And there he mangled them"....

SIDE II, Band 3:
THE SONG OF DASKALOYIANNES.

Narrative. Crete

This long heroic poem of 1,032 verses is the
oldest and best of the long narrative poems
of Crete. Its theme is the tragic failure of
the revolt of Daskaloyiannes of Sphakia in
1770. He was incited to the revolt by the

Russians with promises of money and supplies.

The revolt begins successfully in the moun-
tains of Sfakia but owing to the perfidy of

the Russians who failed to send reinforcements
and supplies and the overwhelming superior-
ity of the Turks it resulted in a failure. Of
his own choice Daskaloyiannes offers him-
self to the Turkish pasha to save his people
from further suffering. The poem describes
the revolt, the initial battles, the destruction
of Sfakia and the sacrifice of the leader

with dramatic qualities of narration. The
long epilogue contains a valuable picture

of the oral bard, Barba-Pantselyo, sitting
under a tree and dictating the poem sixteen

26

years after the revolt to a scribe. The
oral bard, an illiterate cheese-maker in
Sfakia, is moved to describe the event as a
lament on the destruction of the glory of
Sfakia. For an analysis of the importance
of this poem to Homeric studies, cf. J. A.
Notopoulos, "Homer and Cretan Heroic
Poetry', American Journal of Philology,
LXXIII (1952), pp. 225-250.

This selection is but the introductory portion
of a long version of the poem I recorded in
the village of Askephou in the mountains of
Sfakia from one of the descendants of the
participants in the revolt. The singer is a
picturesque old Cretan capetanios,

Manouso Karkanes, age 88, illiterate, him-
self a veteran of many Cretan revolts in-
cluding the resistance movement against the
Germans in World War II (Cf. G.
Psychoundakis, The Cretan Runner; His
history of the German Occupation, London,

1955, p._81). His formulaic diction belongs
to the older tradition of singers. He is also
one of the singers in the rizitiko below
(band 5).
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15 %t "&v %to yid vd otdEcuve oth [aldo yid va otéEov,
At dunpdxave § Toovpwtd yid vd t& 'xu  pnudov.

-Zénatve 68, Npwtdnana, pk Jetepr y-fi nolrag
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15

gyd 0% ndw Td 6tavpd els T8 Xavid thv ~épta

xt tyb 9% ndw T sTavpd 61fv ndpTa vi xoArfow
20  wxal u® 6l Aepovédxovmes SEw vi T6l roplew.

A 508w 'yb doolpata, 8 8(dw 'yvb xapdtoia

xt X5 pdse o€pn & BastAidg,xiAiddes pratpdnia’

xt &c plce oépn & Basirtdg dexépia wal nacddes,

ud "xoveiv dvipes Td Ipaxid xastpomoAeuntddeg’
25  Exouveiv dvtpes Td Zeaxtd dEtovs xal marAnxdpia,

vd 8aAnesdeov THv Tovpwid, vi thve o3v T& ydpta.

xt Apdost ndrt ypdupata Tod ddexarov Tol idvvn

nbs £6nxdonv A Braxtd xt § PodueAn xt 4 Mévn

xt Eotafav T& xapdBla TeL wi enideav Td provydita

30 %t AAAd plasitv elg Td Mopid, yid v& ourdyouv Bdpdia.

Lord, give me thought and mind in the head 13
To sit and think of Master John
Who was the first in Sfakia, the first lord,
And with all his heart wished Crete to be
Greek. 20
Every Easter and Sunday he put on his hat 14
And said to Protopappas, ''The Moscovite
I'll bring
To help Sfakia and chase the Turks
Along the way to Kokkine Melia.
And all those who wish to stay in Crete
The Cross should worship and Christians 25
become. "
And Protopappas replied, ''Master, what is
in your mind?
The thoughts you think will enslave Sfakia
And until the ships arrive and the Moscovite
come 30
No Sfakian will have a home to live in.

And if the fleet should chance to reach Gavdos 1°

28

Turkey once again will smash it."

'"Silence, Protopappa, sooner or later

I will carry the Cross to the gate of Khania

I will carry the Cross and fix it in the gate

And with lemon rinds I will chase them out.

I will not give tribute or pay the tax

Let the Sultan bring against us thousands of
battle flags,

Let the Sultan bring against us armies and
pashas,

Sfakia has men, castle-wreckers,

Sfakia has worthy and gallant warriors,

To throw Turkey in the sea as a feast to the
fish, 16

And letters came again to Master John

That Vlahia is in revolt, and Roumele and Mani

Their ships have arrived and seized the straits

And others have reached Morea to keep a
watch.



SIDE II, Band 4: received it from the dead hero in the manner
described in this excerpt. Though based on an

EROTOKRITOS older European romance of Paris et Vienne
(1432) the plot is adapted to the Cretan charac -
Narrative. Crete. ter and ideals. Its diction is the folk idiom
of the people. Though originally a literary
This masterpiece of Cretan literature is an epic this poem has become an oral epic
epic romance of 10,052 fifteen syllable rhymed and its entire text is known by heart by many
verses written ca 1645 by Vitzentzos Kornaros. of the Cretans. I met an illiterate old man
Its theme is the chivalrous love of the hero of Crete, age 90, who, when tested by ref-
Erotokritos for the princess Aretousa, daughter erence to the text, knew the entire poem by
of King Herakles of Athens. The inequality of heart, a valuable corroboration for the
rank between the lovers prevents their marriage rhapsodic phase of the Homeric poems. A
and Erotokritos goes into exile. Afterwards, comparison of this excerpt with the original
without revealing his identity, he saves with text shows minor variants owing to oral
his warriors her father's kingdom from his transmission. Like the klephtic ballads this
enemies, the Vlachs. After the recognition poem has entertained and taught the aret@
scene there follows the marriage of lovers. for both man and woman for generations of
The selection recorded comes from the last Cretans. This selection was recorded in
book of Erotokritos, and it describes Sfakia and the singer, Demetrios Skordiles,
Erotokritos testing the fidelity of his beloved is a descendant of the scribe who wrote from
Aretousa, now placed in jail because of her dictation the Song of Daskaloyiannes, as it
stubborn refusal to marry suitors chosen by was dictated to him by the poet Barba-
her father. The ring was given by this prin- Pantselyo. For a critique of this poem see
cess to Erotokritos who now pretends to have G. Seferis, Erotokritos (Athens, 1946).
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15

30

“Euabes, "Apetodsa pov, va 608 Td b xal ypolxa

nc® 1o "Bpnxa TO xdpisua nod 6T ¢ Aaxd 6'&ofixa.
Elvat dud pRves efuepo nov "Aaxa 6 xénota dden
xal t& Geptd s “Eypuinog &Byfixa vd ut odst.
YAvpia 8eptd x’ Eudrwea x{ Eexdtwsa 'nd xelva

x and td xé€pta pov vexpd SAx td n'Ald 'nopelva.
ME xCvduvov EyAbtwea wt 86'lpav Eénoréuov

vd AuTpwdd and nédve Tws d8v 18 "AntZa noté pov
MY Bodnones TO pLiind, T° destpn p'iAvnnofixa

%l aAdBwto %t amifiywto xi apdptsto p’&ofixa.

Alya peydrn &ypolxnsa etdv nérepov éxelvo,
yopebovrag vdk i vepd edsovras &vav mnplvo’

w xel 7od EexovpdZopov xovtsovvepdxt &xTdna
stpdvw, Bplxvw Td vepd 6Tod Xapaxtod Thv Tpdna
xt fnie To xt £dposletnwa i énfpasé pcv 4§ dlyx,
X tétes Iara Bdsava axéuns div Eaelya.

YExatea v dnoxotpundd xovtd 630 novteouvdpl

tétes ypoix' avastevaud xal pbe6osdppustdpn

xal pnolvw pésa 6T& xAadid nov "eav xovtd 6th Bpben,

dtd vid 80 xal yid vd Bpd 1d véov anod ubeset.

BAénw 'va vid bpardnrovpo, mod Adumet bg Adunet

vropévos p'dppata Xpued pnpostds 4o ‘va enfiio
xol dud BepLd 61d nAdL Tov Meave 6xotwuéva

xal & enadl xal t'fppata SAd ‘eav potwpéva.
Zipdvw, Xxatpetd tove, Aéyw T &d&ppL »yeia Goun
elv'ta "xeig %t &rnovéxpweec, no® 'v'H AxBupatid
ME Td daxtéAiL dud BoAdg pold'detie vd yvwplow
no% Bplyvetat A Aapuwpatid, va (3D, vd Bondfew.
Orlyo %t ocbdt tlBorst tdv elxe daxapévo

palvetal 03 'xe TO gspyld d8vTL oxappaxeuévo..

30

60V 3




Do you know, my Aretousa - listen while I
tell -
Where I found the ring I left you in the
prison ?
Two months ago, this very day, I found myself
in a forest
And the beasts of Egripos 17 came out to devour
me.
1 fought wild beasts, and slew them
And with my hands I killed all the birds.
I barely survived and all the time I fought
To save myself from them, I had no hopes.
But fortune helped and the stars took pity
on me.
10 And I survived unwounded and untouched.
I grew very thirsty in that battle,
Seeking to find water I barely reached a pine
And where I rested a fountain gurgled.
I drew near, and found the water in the
opening of the rock.

-
(2]

SIDEIL;  Band 5;

WHAT AILS THE MOUNTAINS OF CRETE.

Riziliko, =Crete,

This rizitiko song is sung to the basic melody
and words of an older song. The song begins
with a formulaic opening which is also found
in klephtic ballads on the mainland. (Cf
Polites, Eklogai, No. 53 B). After this

T éxouv ThAC

Apyd. (Ededdepov puduoi)

15 I drank and was cooled and my thirst was gone
But then my sorrows did not end.
I sat to sleep near the fountain,
Then I heard the groans and moans of a sick

man.
I entered through the branches near the
fountain
20 To see a youth in beautiful array, bright as
the sun,

Clad in golden armor in front of a cave.
And by his side two wild beasts lay dead,
His sword and all his armor smeared with
blood.
25 Idrew near, I greet him with brotherly words,
"What ails you, so close to death, where is
your wound ? "'
Twice with his ring he showed me
Where the wound was, to see, to help.
The bite was small, scarcely to be seen.
30 It seems that the beast had a poisoned tooth.

opening there follows the circumstances of
World War II. The men in the village of
Askephou felt the urge to express something
about the recent war events and the only way
they could do it was to follow an older model
on an older war. Here we see oral verse-
making at its most elementary stage. Nothing
is changed but the name and place. The song
was recorded in the village of Askephou of
Sfakia where the rizitika songs are popular.
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T( £xoov TR Kopftns & Bouvd t&al stéxovv Bovpxwpéva;
Mnd¢ Boptds Td nAdxwee, vétos dEv Td netplvet,
ud népneev & lepuovds 18l pavpoordpesév Ta.
TC ©8 "6erev & BAPBAPOC..eenn
Pépiopux:  Zpaxtavd toayovdoldueve

Er1,Era, Ipaxtavd Tpayoodobueve
xal Zpaxtavd ptAoldue

Era, &Aa, xxl Zpaxiavd piAclue’
Era,Eha, Yid vd dlacxebddiwue,
Yid vd dtacxeddlwue

t6l olAovs 70d Bwpolpe.

What ails the mountains of Crete that stand
so lowering ?

Neither the North wind blasts them, nor the
South wind freezes them;

It is because the German passed and robed
them in black,

That was the wish of the Barbarian....

Mantinada: We sing Sfakian songs,
Come come, 18 we sing Sfakian songs,
And we speak Sfakian words,

Come, come, we speak Sfakian words,
Come, come, to make merry,

To make merry

The friends we see.
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1. I am indebted for the musical transcrip-
tion of the texts in this album to Professor
Spiros Peristeres, and for the dialect trans-

cription of them to Dr. Demetrios Petropoulos,

both members of the Folklore Archives of the
Academy of Athens. The translation aims at
grasping the physiognomy of the oral style,
hence it is very literal and as stark as the
text permits.

2. This is an extremely simplified account
of the metrics of Homer. The hexameter

is composed of short cola which are usually
marked off by word-ends, called caesurae
(Al, B1, cl). The most common caesurae
are found at positions 3, 5-1/2, and 8.

The second line of the Iliad may serve as
the basic, fundamental norm of the colo-
metric organization of the Greek hexameter:

(R0 SO R R Ry R S R R L
Cl T ey SOt S T S U U = =
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Cf. H. N. Porter, ""The Early Greek Hexa-
meter,' Yale Classical Studies XII (1951),
pp. 3-63.

3. Serbocroatian Heroic Songs, collected
by Milman Parry, edited by Albert Bates
Lord, Volume I (Cambridge and Belgrade,
1954).

4, Cf. J. A. Notopoulos, 'The Warrior as
an Oral Poet,' Classical Weekly 46 (1952),
pp. 17-19,

5. See photograph which follows on

page 34. This bard, Michalis Polychronakes,
age 83, is reciting a heroic poem about
World War II.

6. The euphonic syllable yiar (ah) is added
at the end of the verse to fill out the
musical line.

7. Koti is a measure of wheat equivalent to
6 okes (an oke is about 2 3/4 lbs) for the
small measure, 12 okes for the large
measure.

8. This is an unknown place name.

9. This verse is metrically deficient in the Greek.

10. After the slaying of the Saracen the
singer adds, by way of a side remark,
this thought.

11. For the confusion in lines 135-154
see introduction.

12. He probably meant to say that from
the grave of the girl there grew a lemon
tree, from the grave of Digenes a cypress.

13. As in Homer, emotions and mental
perceptions are located in specific parts
of the body.

14. Being a rich merchant Daskaloyiannes

wore a European hat in contrast to the
tasseled kerchief worn by Cretans.

15. An island off the south coast of Crete.

16. Cf. Homer's "to be a spoil for dogs
and all manner of birds, ' Iliad, I, 4-5.

17. The later name of Euboea.

18. Ela, ela is an expletive which helps to
fill out the line and gives the improvising
singer a pause to think of the next words.
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FOLKWAYS

RECORDS

Qty Number

FM4000
(1000
¥

(1003)
FM4005

FM4006

(1007)
FM4008

FM4011
(1011

ETHNIC SERIES 12

HUNGARIAN FOLK SONGS, Rec.
in Hungary by Bela Bartok
WOLF RIVER SONGS. Wyoming &
Montana logger and sea songs
SONGS OF ARAN, Sung in Gaelic
Recorded by Sidney Cowell
SONGS, DANCES OF THE GREAT
AKE INDIANS Algonquin, Irog.
ONTARIO FOLK SONGS, 17 songs
of Canada's province
FOLK MUSIC OF NOVA SCOTIA
Recorded by Helen Creighton
LAPPISH FOLK SGS OF NORTH
NORWAY. Only existing record
FOLK MUSIC OF NORWAY. A
cross section of songs and music

5

(1008)
x-‘llggooe LITHUANIAN FLKSGS IN THE

U.S.A. Documentary recording
BIG DRUM DANCE OF CARRIACOU
Rec. in the Genadine Is.

FM4012 INSTRUMENTS & MUSIC OF BOLIVIA

ymara, Quechua Mesitzo sgs. & dances

—— A
FM4014 SGS & PIPES OF BRITTANY

FM4051
T FM4052
T FE4053
T FE4201
T FE4307
T FE4311
T FE4356

T FE4361
T FE4365
T FE4372
T FE4380
T FE4387
T FE4401

O 1)
;EMOZ

Authentic music and song

IRISH & BRITISH SGS FROM
OTTOWA VALLEY, O.J. Abbott
LUMBERING SONGS FROM ONTARIO
trad. singers, coll. E. Fowke
FOLKSONGS of the MIRAMICHI;
trad. sgs. rec. at famed flk festival
MUSIC FROM PETAUKE, Northern
Rhodesia, vol. 1

MARITIME FOLK SONGS from the
collection of Helen Creighton
ANTHOLOGY OF BRAZILIAN
INDIAN MUSIC, vol. 1
TRADITIONAL DANCES OF
JAPAN, Trad. performance & songs
MUSIC OF AFGHANISTAN. Rec.

by radio Kabul. Documentary.
MUSIC FROM KERALA (So.India)
recorded by John Levy

MUSIC OF THE CAMEROONS. Br.
Cameroon field recording

SGS OF ASSAM, UTTAR BRADESH,
And the ANDAMANS

RUMANIAN SGS & DANCES
Melodies rich in folklore

MUSIC OF THE SIOUX & NAVAJO
INDIANS. Cult. work, child. song.
MUSIC OF EQUATORIAL AFRICA
Badouma, N'Goundi, Okandi, etc.
DRUMS OF HAITI Vodoun, Juba

and Pero dances. 13 examples

FLK & TRADITIONAL MUSIC OF
TURKEY. Epic, love, mountain, etc.
FLK MUSIC OF ETHIOPIA and
Eritrea, Ballads and instr.

MUSIC OF INDONESIA. Bali, Java
Sumatra, Malaya, Classic & folk
FOLK MUSIC OF HAITI. 18 illus

of cult and secular music

FOLK MUSIC OF PALESTINE

Arab Persian and Hebrew songs
FOLK MUSIC OF INDIA. Dances,
love songs and religious

CULT MUSIC OF CUBA. Afro-Cuba
cult music. Field recording

FOLK MUSIC OF SPAIN. Navarre,
Galicia, Asturias, Majorca, etc.
INDIAN MUSIC OF MEXICO. Yaqui
Seri, Tzotzil & other tribes

FOLK MUSIC OF FRANCE, Norman-
die, Orleans, Bret. Corsica, etc.
MUSIC OF PERU. Love, fiesta
Huayno dances, Indian culture
MUSIC OF THE RUSSIAN MIDDLE
EAST. Azerbajan, Uzbek, Armenia
NEGRO FLK MUSIC OF ALA - 1
Secular field recordings

NEGRO FLK MUSIC OF ALA - 2
Religious field recordings

FOLK MUSIC OF RUMANIA From
the Bela Bartok collection

MUSIC OF THE AMER INDIANS
OF THE S.W, Zuni, Hopi,Yuma etc.
MUSIC OF SOUTH ARABIA. Bedouin
trial meetings and festivities
TRADITIONAL & CLASCL MUSIC
OF INDIA. Ragas, folk song, etc.
MUSIC OF SOUTHEAST ASTA. Laos
Burma, Malaya, etc.

FLK & CLASSICAL MUSIC OF
KOREA. Ballads, folkmusic, etc.
FLK MUSIC OF PAKISTAN. Punjab
Sind, Bengal N.W. Frontier, etc.
SPANISH & MEXICAN FLK Music
OF NEW MEXICO. Hupangos, corrid.
FLK MUSIC OF THE WESTERN
CONGO, Bapindi, Bakwesi, Bapende
SGS OF THE WATUTSI. Bards,
poets, hunters of Ruanda, Africa

FE4448
(449
FE4449
__(449)
FE4450
—(450)
FE4451
)
FE4453
(453)
E4454
?-454)
FE4456

FE4457

FE4459

FE4460
(460)
FE4461

FE4463

FE4464
(464)
FE4465
— (469)

FE4466
(466)
ngus':

467)
FE4468
FE4469

(469)
FE4470

FE4471
(471)
FE4472
(472)
FE4473

_ (479)

FOLK MUSIC OF JAPAN. Work,
sea, children, love, dance songs
SGS & PIPES OF THE HEBRIDES
Gaelic songs of the islands
RELIGIOUS MUSIC OF INDIA
Ramayana, hymns, chants

SONGS AND DANCES OF HAITI
Religious and secular music
MAORI SGS OF NEW ZEALAND
Laments, war songs, chants, etc.
FLK MUSIC OF YUGOSLA

Croatia, Serbia, Macedonia, etc.
BLACK CARIBS OF HONDURAS
Fiesta, work, songs of Cent. Am.
BURMESE FLK & TRADITIONAL
MUSIC. Martial, work, folk songs
FLAMENCO MUSIC OF ANDALUSIA
Spirited music, guitar, voice
CAJUN MUSIC'OF LOUISIANA

14 folk songs of these Acadian
TRIBAL MUSIC OF AUSTRALIA
The aborigines of Arnhem Land
RELIGIOUS SGS & DRUMS OF THE
BAHAMAS. African influence
DRUMS OF THE YORUBA OF
NIGERIA. Frm, the Ite & Oyo Kgdoms
MUSIC OF THE FALASHAS. Songs
and music of Ethiopian Jews
MUSIC OF THE UKRAINE. Songs,
dances weddings, etc.

ESKIMO MUSIC OF ALASKA &
THE HUDSON BAY. Rare record
FLATHEAD INDIAN MUSIC
Montana, Rituals, games, child.
MUSIC FROM THE MATO GROSSO
Kayabi, Camayura, etc. of Brazil
MUSIC FROM SOUTH ASIA. Nepal
Hyderbad, Goa, Kashmir, Pakistan
FOLK MUSIC OF THE AMAM IS
Cross-section from Ryukyu, Jpn.
JAPANESE BUDDHIST RITUALS
Tennai, Shinto ceremonies

SONGS FROM CAPE BRETON ISLE
Gaelic songs from Nova Scotia
BULU SGS OF THE CAMEROONS
Dance, work, drink, etc. songs
FOLK MUSIC OF JAMAICA
Country work, solo and group songs
FLK MUSIC OF GREECE. Crete,
Epirus, Cyprus, Macedonia, etc.
TRADITIONAL 'MUSIC OF PERU
Chunchus, Collas, pan pipe, etc.
PYGMIES OF THE ITURI FOREST
Hunting, dance, initiation song
INDIAN'MUSIC OF THE UPPER
AMAZON Fiesta, puberty war, etc.
MURUT MUSIC OF NO, BORNEO
Kulintangan, sumpotan, gongs, etc.
TEMIAR DREAM MUSIC FROM

MALAYA, Ajin, Hanjoi, Chinchem, etc.

JTAMAICAN CULT RHYTHMS Drum
back-to-Africa, songs, dances
WOLOF MUSIC OF SENEGAL &
GAMBIA. Praise, wedding, etc.
MUSIC OF THAILAND, Folk and
classical instrumentals

INDIAN MUSIC OF THE CANADIAN
PLAINS, Blood, Cree, Blackfoot, etc.
FLK MUSIC OF LIBERIA Kpelle

band, slit-bells, musical bow
HANUNOO MUSIC FROM THE PHILI-
PPINES. Chants, rituals, hunt

FOLK DANCES OF GREECE. Kala-
mationos dances, traditional
MODERN GREEK HEROIC POETRY
From Cyprus, Salonika, Crete, etc.
KURDISH FLK SGS & DANCES

Lawk, Besta, Hairan heroic song
TAUREG MUSIC OF THi SOUTHERN
SAHARA. Women, love, camel songs
NEGRO FLK MUSIC OF ALABAMA
Rich Amerson, No. 1; songs_ tales
NEGRO FLK MUSIC OF ALABAMA -4
Rich Amerson, No. 2; religious
NEGRO FLK MUSIC OF ALABAMA -5
Spirituals, Vera+Hall, Dock Reed
NEGRO FLK MUSIC OF ALABAMA -6
Ring games, play-party, e

tCs
FE4475 NEGRO PRISON CAMP WORK SGS.

FE4478
FE4479

FE4482
,,, FE4483
FE4486
T FE4487
FE4501
a/b
FE4501
sl TR
FE4502
FE4502
c/d
FE4520
a/b
FE4520
c/d
FE4534
e DR
FE4534
SR . |
FE4535
e A/B

FE4535
c/D

Work, chain-gang, protest, songs

THE BAOULE OF THE IVORY COAST
Horns, whistles, flutes, drums, etc.
THE TOPOKE PEOPLE OF THE
CONGO. Games, work, ceremony, etc.
CULT MUSIC OF TRINIDAD

Shango Cult, etc.

RITUAL MUSIC OF MANIPUR, Devo-
tional songs of east India

ARABIC & DRUSE MUSIC. Ud

music, love songs, Bedouin

FLK MUSIC OF FRENCH CANADA

25 selections. M, Barbeau ed.

MUSIC OF THE ITURI FOREST
PEOPLE Banguana, Bambuti, etc.
SONGS & MUSIC OF TIBET, rec. in

Kathmandu by H.Kaufman, voc. & instr.

MUSIC OF THE | KUNG BUSHMEN
Click tongue, music of Africa
FOLK MUSIC OF MEDITERRANEAN
Africa; Tunis, Egypt, etc.

FOLK MUSIC'OF MEDITERRANEAN
Albania, Greece, Italy, etc.

AFRICAN DRUMS. Watutsi, Baya
Yoruba, and many other tribes
AFRO-AMERICAN DRUMS. Puerto
Rico, Haiti, Cuba, U.S.A. etc.
ITALIAN TOUR. Recorded in the
South of Italy. Many styles
ITALIAN TOUR Vol. 2; South of
Italy. Many styles dialects
TRADITIONAL FLK SGS OF EAST
JAPAN. Classical, folk
TRADITIONAL FLK SGS OF WEST
JAPAN. Many examples

FOLK MUSIC of the USSR, v. 1
from European areas

FOLK MUSIC of the USSR, v. 2
from Middle East & Asia

FE4536
B
FE4536

/D
FE4537

—(40
FE4507

FE4508

FE4510
(510)
FE4520
(520)

—(525)
FE4530

FE4533
FE4534

FE4535

FE4536

FE4537

FE4581

THE MUSIC OF THE MAGINDANAO
OF THE PHILIPPINES Vol. 1

THE MUSIC OF THE MAGINDANAO
OF THE PHILIPPINES Vol. 2
MUSIC OF INDONESIA, Vol. 1
Celebes, Bali, Java, etc.

MUSIC OF INDONESIA, Vol. 2
Sumatra, Ambon, Bali

NEGRO MUSIC OF AFRICA AND
AMERICA Extensive survey

FLK MUSIC OF THE MEDITER-
RANEAN Europe & African music
AFRICAN & AFRO-AMERICAN
DRUMS. 23 examples & styles
AFRICA SO. OF THE SAHARA
Many selections for all areas.
MUSIC OF THE WORLD'S PEOPLE
-1 Madagascar, Iceland, Bali, etc.
MUSIC OF THE WORLD'S PEOPLE
-2 China, Finland, Azerbajan, etc.
MUSIC OF THE WORLD'S PEOPLE
-3 Viet Nam  Bulgaria, Trinidad, etc.
MUSIC OF THE WORLD'S PEOPLE
-4 Estonia, Ceylon, Portugal, etc.
MUSIC OF THE WORLD'S PEOPLE
-5 Bolivia, Hawaii, Fiji, Poland, etc.
WORLD'S VOCAL ARTS. Comp.
study of classical, folk style

FLK MUSIC FROM ITALY. Field
recordings of Southern Ital:

Y
FE4525 MAN'S EARLY MUSICAL INSTRU-

MENTS 67 examples. Curt Sachs
FOLK MUSIC U.S.A.; 24 songs
styles, Mt. west, south etc.
CARIBBEAN FLK MUSIC Vol.1
Cuba, Haiti, Martinique, & others
TRADNL MUSIC OF EAST &

WEST JAPAN. Classical & folk
FLK MUSIC OF THE USS.R.
Music of 16 Republics

THE MUSIC OF THE MAGINDANAO
IN THE PHILIPFINES. Instr., vocal.
MUSIC OF INDONESIA

Incl, a/b and ¢/d

PRIMITIVE MUSIC OF THE
WORLD, ed. Henry Cowell

RECORDS

LITHO IN US.A. g_m?,”
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