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Vocal Music in Crete

by Tullia Magrini

The island of Crete is well known for the vitality
of its music: the performance of folk dances—
particularly the syrzos, the most popular Cretan
dance—is widespread, local concerts of tradition-
al music are well attended, and Cretan recordings
of folk music are numerous and include the docu-
mentation of traditional ceremonies. Because of
the influence of nationalism, the lyra—a small,
pear-shaped, three-string fiddle that Greek schol-
ars consider a purely Hellenic instrument—has
become the emblem of Cretan music from the
1950s up to today (see Herzfeld 1982, Magrini
1997). Despite its very important role in the his-
tory of local music, the violin, once very popular
in Western Crete, had been ostracized until recent-
ly as a symbol of the past domination of Venice
over the island and therefore of cultural contami-
nation (Leydi 1983: 49-56, Papadakis 1989,
Magrini 1997). However, both the lyra and violin
are still widespread in Crete, as is the laouto (fret-
ted lute)—the classical instrument for accompani-
ment but nowadays used also as a solo instrument.
Professionalism or semi-professionalism among
the players of these instruments is common,
whereas shepherds’ instruments like the bagpipe
and flute, whose repertoires consist mainly of old

dances (such as maleviziotis, siganos, sousta,
pidikhtos, and pendozali), are not popular in con-
temporary musical practice (see Magrini 1981).
The main genres of Cretan vocal music, the
rizitika, mandinadhes, and tabakhaniotika songs,
were characterized in the past by their deep con-
nection to local lifestyles and ceremonies, a con-
nection which is fading because of the social
changes in Cretan society in recent decades (see
Magrini 2000). However, vocal music—and in
particular the rizitika—is well known and appreci-
ated by Creteans, who consider these songs as rep-
resentative of local identity, values, and history.

Siphis Kandilierakis credit: Stelios Lainakis

Rizitika songs

The rizitika represent the most important genre of
vocal music in Western Crete. The area where the
rizitika have been traditionally sung is located in
the northern part of the Lefka Ori (White Moun-
tains) within the department of Hania, traditionally
a land of shepherds. Singing the rizitika was until
recently the most important ritual performed dur-
ing weddings, christenings, and paneyiria (feasts
honoring saints), as well as other less formal occa-
sions for hospitality, like simple banquets.

The rizitika songs for wedding rituals are
divided into two repertoires. The first is named
generically tou ghamou traghoudhi (wedding
song) and includes the repertoire sung when the
bridegroom’s friends go to the bride’s house to
collect her (songs of the road, #is stratas, all per-
formed to the same melody) and the songs
reserved for the many ritual actions during the
wedding (e.g., the transfer of the dowry to the
bridegroom’s house, the ceremonial welcome of
the bride by the bridegroom’s family, the songs in
praise of the bride, etc.). The song “Kori ke nios
epezane” (A Young Girl and a Lad, track 4)
included on this CD is an example of the strata
repertoire.

The second repertoire consists of the songs for
the table (tis tavlas): it is reserved for the wedding

banquet but may also be performed on any con-
vivial occasion. The favla repertoire includes hun-
dreds of songs on different topics (see Apostolakis
1993), some of them related to specific occasions,
like the song in honor of the saint performed dur-
ing a paneyiri. But the rizitika tis tavlas deal also
with a wide range of topics and include for
instance gnomic and satiric songs as well as love
songs, songs of exile, and pastoral songs.

The types of rizitika most frequently sung and
represented on this CD belong to other categories.
“Khelidhonaki mou ghorgho” (Little Swallow,
track 2) speaks of friendship and love (“Little
swallow, I will send you to a land far away, where
I'have an old friend and a new love that I have not
seen for so long”); “Omorfonios psikhomakhi”
(A Young Man Lay Dying, track 1) and “Levendi
pou katevikes™ (Brave Man from Above, track 3)
belong to the rizitika tou Kharou (of Charon) and
tou kato kosmou (of the underworld): these songs
express a deep interest in the next world and the
contemplation of death, a recurrent theme in the
rizitika connected to the poetics of manhood in
Western Crete (see Magrini 2000). In particular,
the images of “Omorfonios psikhomakhi” refer to
impending death—a painful death following a
dreadful struggle: “A handsome young man lay
dying under a wild olive tree. Wild beasts sur-



rounded him to eat his body, and he chased them
away with his hands and said: ‘My beasts, what
have I done to you?"”

Another important group of rizitika songs is
devoted to events in the history of Crete, particu-
larly the long fight by Cretans against the Turks,
who ruled the island from 1669 until 1898. The
song “Pote tha fiaksi o keros” (When Will the
Weather Clear Up?, track 5) evokes the prepara-
tion for the revolt: “When will the weather clear
up, so that the winds might stop, for the ships to
sail on the sea to bring gunpowder and lead also
to us, for the partisans to take up arms, for the
raia [the Greeks under Ottoman rule] to rebel, for
them to fight Turkey?” According to the perform-
ers other rizitika songs refer to the Turks without
naming them directly, and the metaphoric charac-
ter of rizitika song texts enabled partisans to con-
vey messages over great distances in order to
organize Greek resistance during the period of
Turkish domination.

“O Yoryis me ton arkhonda” (George with
the Archon, track 6), sung here in a very short ver-
sion, relates the murder of the Archon and
belongs to the heroic song genre. Like the akriti-
ka—songs about the deeds of the akrites, the
defenders of the eastern and southern borders of
the Byzantine empire (see Kostantinos 1995)—

the heroic songs refer to a past more remote than
the historical ones. That is, they share with the
akritika an epic style and the exaltation of
courage and audacity, the fundamental qualities
of manhood in the traditional life of Cretan shep-
herds facing constant risk (see Herzfeld 1985,
Magrini 2000).

The rizitika tis tavlas are unaccompanied,
while lyra or violin may accompany the rizitika
tis stratas. Singing is normally by a male chorus,
though in exceptional cases, such as for record-
ing, the rizitika can be performed by a soloist
(tracks S and 6). In current practice, the songs are
performed antiphonally. Generally, a soloist leads
the performance and introduces each stanza,
which in turn is repeated by a choir (tracks 1-4).
In other cases, the soloist is replaced by a full
choir which alternates with a second choir in
singing the stanzas.

The performance practice of the rizitika mer-
its detailed analysis. The choral style tends
towards homophony, although when a great num-
ber of performers sing at wedding banquets, a dis-
cernable heterophony results (track 7). This is due
to the fact that the relatives and guests are spread
out at long tables, so musical coordination is dif-
ficult, whereas in smaller groups coordination is
more easily achieved.

The vocal style unique to the rizitika is differ-
ent from that for other vocal genres. The voice is
loud, marked by intensity, and singing requires
sustained breathing—a style quite demanding and
requiring skilled performers, especially as soloists.

In Crete a distinction is made between the
two most important ways of performing the riziti-
ka—the “goat” style and the “sheep” style. The
“goat” style refers to a singing style widespread in
the mountains, characterized by a “head voice,”
the frequent use of the singer’s high register, and
particular emphasis on melodic decoration, per-
formed with great dexterity. (Tracks 1 and 2 con-
tain the best examples of this style.) By contrast,
the “sheep style,” which is widespread in the
plains, is closer in some respects to the style of
the Byzantine chant. It employs a “chest voice,”
and is less ornamental (e.g., track 5). Both styles
are characterized by their great resonance, which
the performers trace to the “historical” use of riz-
itika songs by partisans during their resistance to
Ottoman domination.

The rizitika are sung to well-known texts that
have a precise poetic form, consisting of a
sequence of an unfixed number of political verses
serving as stanzas. A political verse consists of 15
syllables divided into two hemistichs (8+7),
which may be further divided (4+4+7). For exam-

ple, the poetic material of the song “Pote tha fiak-
si 0 keros” (When Will the Weather Clear Up?,
track 5) is as follows:

Pote tha fiaksi o keros na papsoun i anemi
ya na boroune sti thalassa karavia na armenisoun
na feroun ki sto topo mas barouthia ke molivia
na armatothoun i khainides na sikothoun i
rayadhes
na polemisoune tin Tourkia

As sung, this poetic material is first of all
organized into stanzas. Each stanza consists of an
entire line and the first hemistich of the following
one. The following stanza starts again with the
first hemistich of the second line (that is, the last
hemistich of the previous stanza), completes the
line, and then quotes the first hemistich of the fol-
lowing one. Therefore, every stanza consists of
three hemistichs (one line and a half).

1. pote tha fiaksi o keros/na papsoun i anemi
ya na boroune sti thalassa
2. ya na b sti thalassa/karavia na ar
na feroun ki sto topo mas
3. na feroun ki sto topo mas/barouthia ke molivia
na armatothoun i khainides
4. na ar h i khainid ikoth i rayadhes
na polemisoune tin Tourkia

The short text composed of four-and-one-half
lines is thus worked out into four stanzas. When
the lines are actually sung, the performers split
them into fragments, breaking up words as well,



and proceed to repeat incomplete parts of lines in
a kind of stammering that clearly impedes com-
prehension. This technique is called apoghaerma-
ta or andighaermata by the performers and is
illustrated below:

&
pote tha (pa) fiaksi o
pote tha fia

aksi o keros
na papsoun i ane
na papsoun i anemi
ya na borou
oune sti tha
ya na borou
ou sti thalassa
2
ya na boroune sti tha
ya na borou
ou sti thalassa
karavia na armeni
karavia na armenisoun

na feroun ki
ki sto to
na feroun ki

ki sto topo mas

3
na feroun ki sto to
na feroun ki
i sto topo mas
barouthia ke moli
barouthia ke molivia
n’ armatothou
oun i khai
n’ armatothou i khainides

4.
n’ armatothoun i khai
n'armatothou i khainides
na sikothoun i raya
na sikothoun i rayadhes
na polemi
isoune tin
na polemi
isoune tin Tourkia

Each song has its own unique arrangement of the
text (its apoghaermata), which is strictly wedded
to the melody, and the way in which lines are

Eleftherios Ghieroulakis, rizitika singer
credit: Roberto Leydi

worked out varies from song to song. While the
tendency to split text lines is constant, the form
assumed by the different texts when they are sung
is variable. A comparison of the rizitika songs on
this CD clearly illustrates this point: these songs
show that lines are worked out in different ways
(tracks 1-7; for further examples see Magrini
1981). Considerable text fragmentation is found
in some, while others present a more straightfor-
ward delivery of the lines.

The only example included here of the riziti-
ka tis stratas (track 4) presents a different
arrangement of the text—typical of this reper-
toire. The lines are as follows:

Kori ke nios epezane s'orio perivolaki

ki apo to pekse yelase ki ap’ to poli kanakio
apokimithi o nios ghlika stsi liyeris ts' ankales
siga siga ton(e) ksipna ke tapina tou lei

ksipna to paghonaki mou ksipna ghlikia m' aghapi

These lines are worked out in the perform-
ance differently from what happens in the rizitika
tis tavlas—in this case the stanza is based on only
one line. The soloist sings the first hemistich
(which is repeated by the choir), then completes
the stanza by singing the entire line (again,
repeated by the choir). Here too fragmentation
and repetition of parts of the line are observable,
as it may be seen below in the transcription of the
performance of the first stanza:

soloist
kori
kori ke nios
kori ke nio
os epezane

LY

o

choir
(repeats)
soloist
kori ke nios
kori ke nios epezane
e s’ orio peri
perivolaki
choir
(repeats)
Samuel Baud-Bovy, whose classic work on the
rizitika is referred to by all successive studies of
the genre, explains the different arrangement of
the strata songs by considering them unrelated to
the bulk of the repertoire; he traces them not to
the Rizes territory, but rather to Central Crete. He
considers the stanza composed of three
hemistichs typical of the rizitika tis tavlas:
The strophe of the ravla songs in political
verses of 15 syllables encompasses generally
an entire verse and the first octosyllabic
hemistich of the following verse, which is
thus sung twice. We have recently studied this
form with reference to the kleftic song. The
fact that it is also predominant in the 17th
century songs of the manuscript of the Iberi-




Music Example 1. Akritico song recorded in Peloponnese

ans and in the songs of Western Crete demon-
strates that it is connected with the persist-
ence in continental Greece and the Rizes of
an ancient schema, eliminated by the dis-
tich—to which it is inappropriate—in the
regions where it has become widespread. We
have defined it “three-hemistich strophe”...
On the origin of the three-hemistich strophe
we have formulated the hypothesis that it may
be due to the aversion of Greek singers to end
songs on unaccented syllables. Like M. L.
Politis, we believe that the political verse,
with its second catalectic hemistich, has an
erudite origin; folk singers, who had previ-
ously been used to the regular rhythm of the
chain of iambic octosyllables, probably
adopted it with some difficulty (Baud-Bovy
1972: 291-92. Translation by P. Sarasini).

Baud-Bovy addresses the questions connect-
ed with the metric aspects of rizitika songs. But it
is also possible to hypothesize that the choice of
the stanza based on three hemistichs is not due
simply to metric questions, but to the practice of
splitting the verses in singing. Actually, it mani-
fests the identical need to divide the line into
incomplete parts and therefore to hinder the fluent
communication of the text.

L ——

This attitude towards delivery of the song text
is typical not only of the rizitika tis tavlas, but of
other Greek traditional repertoires as well. For
instance, see musical example no. 1, an akritico
song recorded in Peloponnese (Spiridakis and
Peristeris 1968: 5-6), where the first stanza of the
song is elaborated (“mera merose tora i avyi
kharazi/tora ta poulia”).

Byzantine chant also sometimes exhibits such
phenomena:

Although religious chant is distinguished

from secular singing by certain stereotypical

melodic formulas, their profound relationship
is revealed in the treatment of the words of the
text... Some phases of the liturgy...only com-
prise of a relatively short text as they unfold
over a relatively long period of time. Since
the Orthodox Church forbids the use of instru-
ments, it is up to the cantors to guarantee the
continuity of the sound background. For this
purpose, they fragment the text by retrieving
particular syllables, rearticulate vowels with
the introduction of an n, an aspirated A, a
gamma, a yod, a digamma, or a nasalized gut-
tural (ng), and insert meaningless syllables,
words which are alien to the text, or long ono-
matopoeic refrains. This practice—whose
principle is not appropriate for Byzantine

e ———————



chant—developed exceptionally there from
the 13th century.... The different ways in
which text is used in church chant—in syllab-
ic chant, melismatic chant, and in chant intro-
ducing the repetitions of syllables, rearticulat-
ed vowels, and intercalated words—are found
also in folk songs (Baud-Bovy 1983: 22-23.
Translation by P. Sarasini).

One might hypothesize a possible influence
of Byzantine chant on Greek traditional music in
this way of working out text lines. But it is worth
noting that performance practices based on split-
ting and repeating fragments of poetic lines are
not specific to Greek culture. Examples of similar
performance practices have been recently noted
in southern Italy, related to lyrical singing in con-
temporary folk music (Magrini 1986a, 1989, De
Gaudio 1993), and even medieval art music (Pir-
rotta 1968, 1972, Magrini 1986b). Also the reper-
tory of the ghinnawas of the Awlad ‘Ali Bedouins
of Egypt studied by Lila Abu-Lughod (1986)
shows a similar performance complexity: the
Awlad ‘Ali not only fragment the verse (consist-
ing of 15 syllables) and repeat the fragments a
number of times, but reverse the order of words as
well. These different traditions share complex
techniques of verbal elaboration aimed at attain-
ing a somewhat cryptic character of poetic com-

munication which may not be for the same rea-
sons. The performative complexity of the rizitika
reflects the need for extreme precision in memo-
rization and rendition of its verbal and musical
arrangement. “Such complexity emphasizes the
ritual character of performing the rizitika, imply-
ing that their particular communicative code is
shared by the singers. They, in turn, find in this
musical genre a performance outlet for their own
collective identity which cannot easily be
accessed by others, as it requires an in-depth
knowledge of the oral tradition of the group.
Thus, the practice of the rizitika evokes the con-
cept of musica reservata, conceived of in terms of
its accessibility only for a limited group of per-
sons, familiar with its rules is consigned to the
oral tradition” (Magrini 2000: 446).

Like verbal elaboration, whose variety has
been pointed out above, the musical structure is
also variable in the songs and is not based on one
model, though a preference for the ternary princi-
ple is recognizable. Other musical characteristics
include the preference for melodic motion by
steps and less frequently by thirds and wider
leaps. Also note a pronounced sense of rhythmic
freedom and a syllabic text setting with frequent
decoration. But it is difficult to make any general-
izations about the music because each song repre-
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sents a particular entity which is characterized
above all by a specific relationship between its
melodic structure and the form of its verbal text
(see Magrini 1981). Of course, the rizitika are a
product of oral tradition, and some musical ele-
ments have been shared with different songs
through time—for example, different texts sung
to the same melody. However, most songs are
conceived by the performers as independent
musical “objects,” each of them wedded to a spe-
cific verbal text, apoghaermata, and melody.
Different renditions of the same song may
present such differences as regards melody, deco-
ration, and rhythm that they should be considered
variants. Compare the transcriptions of different
performances of the song “O Yoryis me ton ark-
honda” by Michail Vlazakis (example 2, Vlazakis
1961:18) and Samuel Baud-Bovy (example 3,
Baud-Bovy 1972: 92) with example 4 (track 6). It
must be stressed that these transcriptions have
been made based on different principles. The first
one seems to be an “emic” transcription, reduced
to the basic melody of the song, ignoring decora-
tion and rhythmic freedom. By contrast, Baud-
Bovy’s transcription is an “etic” transcription
showing every detail of pitch, duration, and orna-
mentation and suggests that this song is cast in the
ternary form, ABA. Example 4 uses a different

approach to the song. It recognizes the nonmetric
nature of the rizitika song by adopting a time-
space continuum for the notation, wherefore
every line of music is placed against a certain
number of seconds. Moreover, the melody is
divided into fragments to facilitate comparison.
Seven melodic elements have been identified that
are characterized by the same structure, each
arranged in two essential sections: a first section,
in which the melody moves by steps, usually
employs decoration, and which changes (also in
its outline) in the different elements; and a second
section, generally syllabic, based on the melodic
cadence G#-C#. The cadence may be enriched or
ornamented by a circular design on G# (G#-F#-
G#) and the repetition of sounds. In addition, it
may be followed by a descent to B (elements a
and e), obtaining a suspensive character or, in one
case, by movement by adjacent degrees to the
fourth degree under the final tone (element d): in
these cases an intention to deny the affirmative
and conclusive character of the cadence may be
recognized. In summary, the seven melodic ele-
ments have the same binary structure and are
based on the cadence leap of a fifth in the second
section. This fundamental section is preceded by
melodic movement which is more diversified
(constituting the first section), and may be fol-

lowed, with intermediate elements, by a conclud-
ing suspensive movement. The ternary form of
the song suggested by Baud-Bovy’s transcription
is still clear, but it appears now as a secondary
outcome of its arrangement of seven elements
endowed by the same structure, which are assem-
bled in three groups: A (a, b, ¢) - B (d) - A (e, . g).

In conclusion, these transcriptions show dif-
ferent approaches and emphasize different
aspects of the three performances of “O Yoryis me
ton arkhonda.” However, the melodies tran-
scribed are clearly related and therefore mutual
variants. The differences among them reflect the
creativity of the individual performers. But it is
worth noting that this creative contribution is not
overtly acknowledged: in singing, the inter-
preter’s main goal is to faithfully reproduce what
he has learned by heart. The song is thus consid-
ered something prius factum, something that is
received from the tradition and must be carefully
rendered by a correct performance. In all, even if
a creative contribution to the tradition is per-
ceived in every performance by the ethnomusi-
cologist, it is important to stress that the inter-
preters regard the performance basically as a con-
tribution to the preservation of their tradition
(Magrini 1992, 1993).

Grigoris Mathioudakis (violin player)
credit: Stelios Lainakis

Mandinadhes

The mandinadhes are a genre of extemporary
lyrical singing based on rhymed distichs of polit-
ical verses. The name comes from the Italian mat-
tinate, a type of lyrical singing typical of the
region of Venice that reigned over Crete for more
than four centuries. The mandinadhes are often
performed together with the rizitika tis tavlas dur-
ing weddings, christenings, paneyiria, and other
convivial occasions: singers commonly alternate



rizitika song and short sequences of mandinadhes
(tracks 1, 3, 5, and 7) in performances which last
for hours. But a sequence of mandinadhes may
also be performed as an autonomous piece (tracks
8 and 9), by one or more singers taking turns, in a
great variety of occasions (see Herzfeld 1985,
Dawe 1996, Magrini 2000). In both cases the
mandinadhes may be sung unaccompanied. How-
ever, they are frequently performed to the music
of syrtos and, less frequently, to the music of the
kondilies—an instrumental accompaniment for
extemporary verses typical of the eastern part of
Crete (track 8)—played by either the lyra, violin,
and laouto.

The connection between mandinadhes and
syrtos is found in a legendary tale about the origin
of the dance as told by Kostas Papadakis, a well-
known fiddler active in the research of the history
of local music. (A recording made by Papadakis is
included on this CD, track 10.) In 1750, the mar-
riage of a young man called Manousos Paterakis
was celebrated at Lousakies. Among the guests
were many captains from Gramvousa, a center of
the resistance against the Turks. Kioros, a famous
fiddler from Galouva, also came and played vio-
lin. At that time at Kisamos there were only two
kinds of instrumental accompaniment for the
mandinadhes sung after a rizitiko song; they were

known as first and second khaniotikos. Papadakis
considers this music very ancient and writes that
it was used from time immemorial exclusively to
sing mandinadhes; it could not be used for dance,
since its rhythm was “not good for dancing.”
Kioros played this music after a rizitiko song, but
on that occasion he played it in a different, more
lively fashion, and inspired Captain Balabos to
tell the others: “This music is good. We must
dance.” In this way, the first syrtos was born
(Papadakis 1989:63-71), and since then, it has
become the most popular dance in Western Crete,
where it is currently used to accompany to the
singing of mandinadhes.

The mandinadhes may deal with any topic
(see Ragovin 1974, Apostolakis 1993). When
sung after a rizitiko song, they generally comment
on the topic of the song itself. For instance, the
mandinadha sung after the song “Pote tha fiaksi
o keros” (track 5), devoted to Cretan resistance
against the Turks (see above), laments the blood
shed for Crete: “Oh, unlucky Cretan people, what
you have endured!/With your blood you soaked
the soil of your motherland.” In other cases, the
mandinadhes performed after a rizitiko song draw
on the verses just sung to develop some of their
images, to elaborate a gloss, or to devise a reply,
as the mandinadhes following the song “Omorfo-
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nios psikhomakhi” (track 1) exemplify: the first
performer develops the theme of the wild beasts,
proposed by the rizitiko song (see above), and a
friend’s help (“A thousand beasts are at your door
and, even if they are untied, when you send for
me, I come and fear no one”). These suggest in
turn the themes of friends’ meeting (“When
friends meet, the sea rises, mountains break, and
the earth turns upside down”) and love encounters
(“One wants me to love you, even if I do not meet
you, as if I could stay in the garden without pick-
ing flowers™). The improvisation of mandinadhes
clearly stresses the creative role of the performer
in elaborating the poetic discourse, and is com-
plementary to the performance of the rizitika,
strictly determined by an established tradition, in
particular with regard to their texts.

In the elaboration of verses of mandinadhes,
the typical procedures of apoghaermata (the split-
ting of words and the repetition of text fragments)
are almost completely absent. The performance of
the distichs is generally based on the division of
the single lines into hemistichs and the frequent
use of auxiliary terms like aman, ela, aindes, and
opa. However, the scheme adopted can be more
complicated and enriched by some fragmentation
and repetitions (track 9). Moreover, repetitions
regularly take place when the mandinadhes are

performed by a soloist alternating with a choir
(“Levendi pou katevides,” track 3).

From the musical point of view, the mandi-
nadhes show a freedom that cannot be found in
the rizitika songs. To sing a mandinadha means to
create, with a certain degree of liberty, a melody
that may be suggested by the instrumental accom-
paniment. The instrumental line is not reproduced
exactly by the voice. Rather, melodic elaboration
is inspired by the dance music but worked out in
such a way that the voice and the instrument real-
ize two distinct lines. These melodic lines are
compatible but maintain some independence from
each other (in terms of rhythm, for example, or in
the emphasis of only the principal notes of the
melody). In addition, the vocal style adopted in
singing mandinadhes is generally quite different
from that used in singing the rizitika. The voice is
natural, the text setting is for the most part syllab-
ic, and there is little melodic decoration, as can be
seen in the following example (mandinadha fol-
lowing the rizitika song “Pote tha fiaksi o keros,”
track 5, performed by voice and laouto).
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Tabakhaniotika songs

The tabakhaniotika is an urban genre, traditional-
ly performed in cafés and characterized by the
mixture of Greek and Turkish elements. As such,
it represents an outcome of the Greek-Turkish
cultural syncretism in Crete during the period of
Ottoman domination. In some respects the
tabakhaniotika is similar to the rembetika, the
national Greek-Turkish musical genre which
dates to the end of the nineteenth century, and the
music of the café-aman (a type of musical café
found throughout the Eastern Mediterranean; see
Holst 1975).

According to local musicians, the tabakhani-
otika probably arose in Western Crete in the
towns of Hania and Rethymnon in the mid-nine-
teenth century; at this time Cretans had frequent
contacts with the people and music of Smyrna in
Asia Minor, where the music of the café-aman
was blooming. The tabakhaniotika were then the
typical musical repertory of the so-called
tourkokritiki, Muslim Cretans. The genre devel-
oped mainly after the immigration of Smyrna’s
refugees in 1922, as did the more widespread
rembetika, as a consequence of the Greek inva-
sion of Turkey and the ensuing exchange of pop-
ulations between the two countries (see Magrini
1997). The genre was practiced until the 1950s,

21

when it began to decline.

Like the rembetika, the tabakhaniotika songs
were not rural music of the villages but urban
music of the towns. Unlike the rizitika and mand-
inadhes, the tabakhaniotika were not connected
with the shepherds’ way of life and ceremonies,
nor were they performed during large parties
(e.g., for weddings or baptisms.) Rather, this
genre served as the music for the meetings of the
mikri parea, that is, a small group of friends
and/or relatives who gathered in a house, a tavern,
or café. The tabakhaniotika songs were not music
for dance but simply kathistika traghoudhia, that
is, music to be listened to. The songs consist of
some mandinadhes which focus mainly on the
themes of existential grief (track 11) and lost love,
also common to the rembetika. Songs satirizing
Turks (track 12), narrative songs, and other songs
in dialogue form also belong to the tabakhanioti-
ka repertory. The vocal style, characteristically a
throaty and sometimes hoarse voice, evidences
the distance of the tabakhaniotika from the tradi-
tional musical genres of the Cretan villages.

The features of the tabakhaniotika that distin-
guish them from the other music of Crete are found
mainly in their Turkish elements. Even if the text
normally is in Greek, it is usual for Turkish words
to appear, especially in the refrains: sometimes



these words (e.g., nenemou or filedem) give the
name to the song and thus are necessarily included
in the performance (track 12), even though their
meaning may be unknown to the singers.

The music of the tabakhaniotika, even more
than the text, shows Turkish elements. These
songs are often accompanied by different types of
lute such as the bouzouki and baglamas (track 12)
—the typical instruments of the rembetika—and
the boulgari (the Turkish saz, track 11), an instru-
ment from Asia Minor brought by refugees during
the 1920s. These instruments are typical of the
mikri parea, while the violin, lyra, and laouto are
the instruments of parties (tou ghlendhiou).

In their more classical performances, the
tabakhaniotika exhibit elements of the Turkish
musical system. For example, performance is
based on the system of dromi, derived from the
Turkish system of magam. In this context dromo
means a mode, comprising a musical scale and a
series of standard elements for musical improvi-
sation. Among the pieces recorded here, track 11
shows the use of dromo karadouzeni and track 12,
the dromo rasti. The dromo is worked out in the
instrumental introduction (taximi) that sometimes
introduces the song (tracks 11 and 12), which may
also be followed by the music of a dance.

In conclusion, the tabakhaniotika represent
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an urban repertoire in Crete which is the synthe-
sis of Turkish and Greek musical cultures and
which reflects the dynamic nature of oral tradition
on this island. Even though the tabakhaniotika are
generally considered a minor genre—for a long
time it received no attention from Greek ethno-
musicologists because of its Turkish elements—
the repertoire has certainly been a part of urban
musical life in Western Crete and cannot be
ignored in any survey of Cretan vocal genres.

Note on transliteration

Modern Greek presents transliterational prob-
lems. These notes use a type of phonetic translit-
eration (thus maintaining the distinctions between
d and dh, g and gh) which is not used however for
proper names and whenever it contrasts with
established or familiar spellings (e.g., names of
musical instruments, modes, etc.).
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On the Road With Vocal Music

from Crete

by Roberto Leydi

The first collection of rizitika lyrics, by A. Yan-
naris o Jeanneraki, appeared in 1876, and the first
written music texts (three rizitika “of the table”)
were transcribed by Antonios Sigalas from San-
torini, who, in 1875, presented his collection of
“national Greek songs” to the cultural commis-
sion for the Third Olympic Games (the collection
entitled Syllogi ethnikon asmatou was subse-
quently to be published in 1880). More recently
(1961) some 124 texts and 50 melodies of rizitika
songs were published in a collection by Michail
Vlazakis (Vlazakis 1990). In his book, Samuel
Baud-Bovy (1972) enlarged the research studies
of rizitika with a great number of song texts,
musical transcriptions, extensive, informative
notes, and an authoritative bibliography.

Musical recordings have been less satisfacto-
ry. Excluding the various performances that were
adulterated or extraneous to the rizitika style (for
example, pieces for voice and lyra or with a
laouto accompaniment), recorded material is very
limited, notwithstanding a substantial Greek
discographic archive. The Baud-Bovy volume
(1972) includes a small 33 rpm/10 cm LP insert
along with other excellent documents. Simon

Karas assembled a recording dedicated to Crete
entitled Tragoudia Kritis, SDNM 114 of Syllogos
pros diadosin tis ethnikis mousikis, which has a
passage of a rizitika song tis tavlas, “Se psila
vouno” (On a High Mountain) for solo voice with
lyra and laouto and a passage of rizitika tis stratas
(“Khenon ekadhalikepse,” The Stranger Rides
His Horse) for male voices accompanied by the
laouto. The LP Greece of the series Musical
Atlas/Unesco Collection, Odeon 17966, edited by
Alain Daniélou, with material furnished by Simon
Karas and Dora Stratou, contains a rizitika song,
“Mountaineer’s song” followed by mandinadhes;
performed by a male voice with lyra and laouto
accompaniment, which is absolutely outside the
tradition. However, in a Folkways recording pub-
lished in 1959 and edited by James A. Notopou-
los, with recordings in various parts of Greece,
there is an excellent and authentic example of a
rizitiko song, “Ti ekhoun tis Kritis ta vouna”
(What Makes the Crete Mountains Suffer). The
track is on Modern Greek Heroic Oral Poetry
(Folkways FE 4468), which also contains a fine
performance of “Tou Daskaloyanni to tragoudi”
(The Daskaloyanni Song) and an equally interest-
ing performance of “Erotokritos.” Other exam-
ples of vocal music from Crete have been pub-
lished recently on two records (DC Gallo VDE
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552/3), which contain recordings by Samuel
Baud-Bovy. All considered, the recorded atten-
tion to the genre has been scanty.

The material that Tullia Magrini and I col-
lected for this CD documents the current practice
of the rizitika, performed by groups (in the prop-
er rizitika style) as well as by solo voices. (The
solo singing should be considered stylistically
marginal to the more traditional choral perform-
ance, though the practice is very widespread and
the singers that we recorded possess a high level
of technique.) Among the material contained on
this CD are pieces recorded in an informal atmos-
phere as well as pieces recorded during celebrato-
ry occasions—in particular during a wedding—
where the style of the performance reflects the
enthralling atmosphere of this ritual feast.




Texts

Edited by Tullia Magrini and Grigorios
Kapsomenos. Translated and annotated by Tullia
Magrini.

1. Omorfonios psikhomakhi (A Young Man

Lay Dying)

Rizitiko song and mandinadhes

Polyrinia, August 16, 1979 / Recorded by Tullia
Magrini; Vassilis Kartsonakis, solo voice;
Grigoris Mathioudakis, voice and violin; Manolis
Kartsonakis, voice and laouto

M’ opopgoviés Yuyopayel oo mkporibg ) pilo

Bepuoe Tov Tpryvpitave vir glve To Koput Tou

KOL [E TO YEPLee ThL ‘S ve Ko [e 1o otépa epnthte
Bepre pov Hvra oag EKavo

Mandinadhes

Xihto Beprér oY TOPTOL GOV Kok VL VoL Ko Aupeva
oay pov unvioels Epyouan Kan dev dethid Kaveve

Ou gihot 6t Ba opiEovve 1 Bahaooo povvTdvel

Ko T Bouvir paitouve Kum yig avadialdver

(I wo) BAeL var 0 cyard) Ko VoL i O “VIadve

00 Ve ‘oL HECOL OT0 PITa(ToE Ko ovem va pun k6w
Rizitiko song: “A handsome young man lay dying
under a wild olive tree. Wild beasts surrounded
him to eat his body, and he chased them away
with his hands and said with his mouth: ‘My
beasts, what have I done to you?"” Three mandi-
nadhes follow: “A thousand beasts [are] at your
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door and, even if they are untied, when you send
for me, I come and fear no one.” “When friends
meet, the sea rises, mountains break and the
earth turns upside down.” “One wants me to
love you even if I do not meet you, as if I could
stay in the garden without picking flowers.”

2. Khelidhonaki mou ghorgho (Little Swallow)
Rizitiko song

Polyrinia, August 16, 1979 / Recorded by Tullia
Magrini; Grigoris Mathioudakis, solo voice and
violin; Vassilis Kartsonakis, voice; Manolis
Kartsonakis, voice and laouto

XeMdovokt pov yopyo yopy6 pou xeMdove

ureypo oe BEAm OTh poKpLo: (va) Ku elg Tov ahopylo K6opo
(o) v By e othtor Uit (vor) Ku b Keuyotpyl aybum
Ku ey Capovio vor t 0d

To Aeve oL yLvTpeg

KO YELL XapvTove

TOV LAV pog

Ko e Eavayeitt twv

KO YELEL patg OAOVEV pog

Rizitiko song: “Little swallow, I will send you to
a land far away, where I have an old friend and a
new love that I have not seen for so long.” The
performance ends with a toast.

3. Levendi pou katevikes
(Brave Man from Above)

Rizitiko song and mandinadha

Meskla, April 12, 1982 / Recorded by Roberto
Leydi; Nikiphoros Dimitroulakis, solo voice;
Grigoris Nikiphorakis, Georgios Nikiphorakis,
Iannis Manolarakis, Manolis Migiakis, lannis
Stamatakis, Iannis Kouphakis, choir

Aepevin mov karePrkeg an’ Tov ambve K6opo

Yo kberoe va Eexovpaoteic va oe pothEm A

va oe pothEm BEAm yua weg w’ av(e) paoto ovpavog

KL av otEKeL ambvo(g) k6opog ki av(e) Bagritovve mouduo
KL av ytilovy povaorhpuia

Mandinadha

Xalbpopo ™V mapka pog KoL ver ‘tav thin téon

vaL TPdE Ka v Tivoupe hott va Enuepioet

Rizitiko song: “Oh, brave man from above, sit
down and rest. I want to ask you to tell me if
heaven lasts, the world stands up, and if they are
still baptizing children and building abbeys.” A
banqueting mandinadha follows: “I enjoy your
company and wish you stay longer. Let’s eat and
drink until daybreak.”

4. Kori ke nios epezane (A Girl and A Lad)
Rizitiko song

Grigoris Nikiphorakis and Georgios
Nikiphorakis, solo voices; Nikiphoros Dim-
itroulakis, Iannis Manolarakis, Manolis Migiakis,
Iannis Stamatakis, Iannis Kouphakis, choir
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Képn kaw vids enatlave o' dpro mepBoriut

Kt ot To wolEe yeEAaoe Ku aut’ o ol Kavikio

W amokouhBeL 0 viog Yhukt otoh) Auyephic 10” aykoeg
oyl oyl tov(e) Evmvir Ko touteLve Tou Akey

Evmva To moyovok pov Etrve yAukub i’ oyl

Rizitiko song: “A girl and a lad played in a beauti-
ful garden. Because of jokes, and laughter, and
caresses, the lad fell asleep in the arms of the
maid. She wakens him gently and tells him: ‘Wake
up my little peacock, wake up my sweet love.””

5. Pote tha fiaksi o keros (When Will the

Weather Clear Up?)

Rizitiko song and mandinadha

Mournies, August 12, 1977 / Recorded by Roberto
Leydi and Tullia Magrini; Sifis Kantilierakis,
voice; Stelios Lainakis, laouto

TT6te Ba (me) PuaEes o Kapdg va monpouy o vepot

Yo vo pmopotive ot Bahaooa kapfuo va appevicovy
Ve gEPOVY KL OT0 TO0 paig prrepormia Kot oo

v’ apuotmboly o xoivides vo onkwBoty oL paytdeg

va tohephoovve v Toupkie

Mandinadha

Alopope KpNTIKE Ak T0 TL “YELS TPpapnuEva

TO Yo g TaTpidag oov To ‘yEls Cupdoel patpo
Rizitiko song: “When will the weather clear up, so
that the winds might stop, for the ships to sail on
the sea to bring gunpowder and lead to us, for the
partisans to take up arms, for the raia [designation



for the Greek under Ottoman rule] to rebel, for
them to fight Turkey?” The following mandinad-
ha laments the blood shed for Crete: “Oh unlucky
Cretan people, what you have endured! With your
blood you soaked the soil of your motherland.”

6. O Yoryis me ton arkhonda

(George with the Archon)

Rizitiko song

Malaxa, August 23, 1979 / Recorded by
Roberto Leydi and Tullia Magrini; Eleftherios
Gieroulakis, voice

O Tubpyng pe tov apyovra efyhrav oo Kuvhyl

Ko makpv' o Tubpyng tov TCupte KL apyovrag
nakpver okVAeg

T bpyovra o okvkeg hpBave

Rizitiko song: “George with the Archon went
hunting: George takes the shotgun, the Archon
takes the dogs. Archon’s dogs came back™
[because Archon is dead].

7. Wedding-banquet in Polyrinia
Mandinadhes and rizitiko song

Polyrinia, August 26, 1979 / Recorded by
Roberto Leydi and Tullia Magrini; Grigoris
Mathioudakis, solo voice and choirs of guests
Ta pbrtve pov ovylr oyl pe poooyh onkdvn

Ko PAEmw ™y mapka pag Ko mv(e) Kapapdve
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To yeAo glvan pmyavh Tov Kopuoé vor KopparCe

YU o6 TOAAES QOpES Kavels yeAL KL avaoTeviCel
Mandinadhes followed by a fragment of rizitiko
song. This performance was recorded during a
wedding banquet and has been included here to
give an idea of the sonorous environment where
singing takes place on such occasions. Participa-
tion in the performance is collective. Different
songs may be performed simultaneously by dif-
ferent groups and performers, alternating rizitika
and mandinadhes in singing. The performance is
often accompanied by gun shots, meant to exor-
cize bad luck. Translation of the mandinadhes:
“I raise my eyes slowly and carefully, see our
gathering and look at it with joy.” “Laughter
shakes the body to pieces, therefore one often
laughs and sighs.”

8. Mandinadhes on kondilies

Kastelli, August 10, 1977 / Recorded by Roberto
Leydi; Georgios Koutsourelis, voice and laouto
H komeAbr ) 6popgn Ku' ax’ 1o Oe6 “yeL xbpn

GAOL TNV KOUOPAVOUVE pot ete pbetio oepu

H yaunhétepn kopgh) Tnheder Ton peybng

6mwg TnAever 1) ooynun g 6popgns To Kbkn

‘Ovre ot PAeno Komehibr dev Eepw ‘via tabaivm
Ko poonad vo kporrn B ot dev T Katapepve

Ay(1) Kaw yuavra vo 000 mudh Tv(e) dukh) pov yvdun
Ka dev o€ Mrtpeva Kpugh va 1 ayoutbeg akoun

Ax(V) Kow g eyEpaoa Ku comproay T pakhub pov

o ovte ™V 6peEn Exaoo olte T AePevribr pou

Ax(v) bompa podhibe oty Kegahd eV’ apyxovTut peytn
Grav v texvn KuPepvir eiv’ 1) Coh yohbiu

Ax(1) av Kot To, Xpévio. pov mepvodv dev ta vohoyiLw
mavTa. 1w aykpaom) kapduo tovg pihovg Ba yhevtito

BOa. ot yAevid et viovvibt dote va Eeyuyion

yrorh 1o Eepw olyovpa wwg dev Ba ot kepdiow
Mandinadhes sung to the music of kondilies:
“The beautiful young woman receives her charm
from God; everybody looks at her with pleasure,
but nobody can touch her.” “The low peak is
jealous of the high one, as the ugly woman is
jealous of the beautiful one.” “When I see you,
my girl, I do not know what happens to me; I try
to stop myself but do not succeed.” “Ah, why did
I tell you my opinion rather than adore you
secretly, so that you still love me?” “Ah, how I
grew old, and my hair turned white! But I did
not lose my appetite and courage.” “Ah, white
hair means great nobility. When art governs, life
is easy.” “Ah, even if years go by, I don’t mind;
always with a young heart I will enjoy my
friends.” “T will enjoy you, untruthful world,
until I shall pass away, because I know very well
that I cannot rule over you.”
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9. Tzeng dinadhes on Karagi,
Polyrinia, August 25, 1979 / Recorded by
Roberto Leydi and Tullia Magrini; Kostantinos
Faraggitakis, voice and lyra

syrtos

Tpapfovoa popa va vevbeic av aneBay’ o TCeykag
ua ‘ketvog mov o Yhpeve ki ekelvog mov oe yAhkvra

Syl ovybe woree T yng yareh movel o oduo

Ko dev pwopel va oov et to paitukvo otépa

Na hEepa to TEhog pov o mwg Ba. katavthow

Ta yeldn pov dev bvorya avBpdmov va wihow

Ma *yo ‘pon ‘va koh6 oudt K 6mov K av o Kevm
TPOTAVTOG VoL Vo KomeALEg va To(ve) poLovipoluv]
Mandinadhes on the death of Zengas (d. 1966), a
fisherman of Kastelli and the author of many
well-known dance melodies. The mandinadhes
are sung to the music of a dance, the syrtos of
Karagioules, a fiddler active in the period
1880-1915. Translation: “Granvousa [peninsula
near Kastelli], dress in black if Zengas dies, that
man who fished in your waters and enjoyed
you.” “Trample on the earth gently, since the
body feels pain, and the broken mouth cannot
speak.” “If T had known my ill fortune, I would
not have opened my lips to talk to man.” “I am a
good boy and am glad everywhere, above all if
there are girls who entertain me.”




10. Dourou dourou

Hana, August 16, 1977 / Recorded by Roberto
Leydi; Kostas Papadakis, violin; Stelios
Lainakis, laouto

(Ay) avblBept 1’ av(e) xrikud ' olte Ku avorttdve
() pévo pibr aybemm o “yooo Ko pdpa vira Audhve
To vrovpou vrovpou Bybhave eig ™ Kawvovpyra Xdpa
YL vo. 1o AEVe oL Komehteg xiALes popec Ty dpa

Nrovpouv vrotpou viotipov vrovpou

Ba oe dkow OT” ayouvdovpoug

Nrotpou vrovpou vrovpou viovpou

ota Xavibe ota Nepokotpou

Tabakhaniotiko song including two mandinadhes
and a refrain: “Ah, a curse upon me if I suffer
and get upset and languish day and night just for
a lost love.” “In Kenurghia Khora they com-
posed the duru-duru, so that girls sing it a thou-
sand times an hour.”

11. Ta vasana mou kherome

(I Enjoy My Troubles)

Rethymnon, August 23, 1979 / Recorded by
Roberto Leydi and Tullia Magrini; Stelios
Phoustalierakis, voice and boulgari

Ta aoave. pov yaipopor Tig ikpeg pov yrevrito

KL 0V TEPLUEVD 'Y XapES EYh deV ‘TOL yvwpllon
Tabakhaniotiko song: “I enjoy my troubles, wel-
come my bitterness. I do not expect joys, I do

not know them.”

12. Nenemou and Filedem

Aptera Parigorias, August 22, 1979 / Recorded
by Roberto Leydi and Tullia Magrini; Nikolaos
Sarimanolis, solo voice and bouzouki; Kostas
Papadakis, voice and bouzouki; Stelios Lainakis,
voice and baglamas

Elya kow vorephnka Bupotpon ko otevalo
avolEe yn pEoa va pm K6opo va unv Kortlm

‘Omorog dev elvan pepakihg wpemel Tov v' amrofaver
yroerh oto(v) K6opo yua vor Teu !’ 6ho Tov Koo Kover

DUAeVTEW PLAEVTER QLAEVTEN

PUAEVTER PLAEVTEWL Qv opuoey

yraheAeh yLoheEAL yLatheAEAL

Epapt Epapu yrake AL

OV VoL TPEX® KAEPL KAEYL

Epapu Epapu B Epapu

TovpkomovAa oto TCapt Aloy Aoy, ovalel VEvEpou
(2 times)

Ki 6tav Ba mer To whoakby, neo’ ™y Kopdub pe opalet
(2 times)

DihevrER QUAEVTER PLAEVTER
QUAEVTE QLAEVTEU apubey opiny
Epapt B yuaaobvy

™V TAPEC pog Kahb to Kver

Tabakhaniotiko song, including three mandinad-
hes and a refrain: “I had and did without,
remember and sigh. Open up, earth, so that I go
in and do not look at the world.” “Who cannot

enjoy life must die, because, in order to live in
the world, he must make the best of everything.”
“Turkish girl calls Allah, Allah in the mosque.
When she says the bilalach she strikes me in

my heart.” The refrain includes words of
Turkish origin.
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