


GREECE 
Ancient Greece, the cradle of Western civi­
lization , has played and still plays a funda­
mental part in our conceptions of philoso­
phy, religion and the arts, and also in our 
social institutions. This radiation of Greek 
thought was not limited to Europe; it pro­
foundly influenced the cultures of the Middle 
East, Egypt and North Africa as well. 

The Arabian philosophers refer to the think­
ers and learned men of Greece just as often as 
their European counterparts, and even in 
India the great classical treatises on astro­
nomy, medicine and mathematics compare 
the Greek system with the traditional Hindu 
system. 

This amazing country has always been the 
coveted prey of empire builders and of inva­
ders. Annexed to the Roman Empire, it 
remained part of the Byzantine Empire when 
that of Rome was divided into an Eastern 
and a Western Empire. After the fall of the 
Roman Empire, Byzantium long remained 
the centre of Western civilization. Ravaged 
by the Franks, the Bulgars, the Catalans and 
the Venetians, Greece finally came under 
Turkish domination, which lasted for nearly 
six centuries, and regained her full indepen­
dence only at the beginning of the 20th 
century. 

Throughout all these vicissitudes the Greeks 
displayed a heroic spirit of resistance which 
has enabled them to preserve their language, 
their literature and their craftsmanship. 
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Where music is concerned, we find in Greece 
survivals of the very greatest interest. In the 
modern era, when Greece, like all parts of 
the world, has been invaded by the harmonic 
conception of music that originated in the 
extreme west, there has grown up a misun­
dersta nding of the traditions of a culture 
which has managed to survive only in the 
mountains and in the islands, these tradi­
tions being relegated, as happens in all such 
cases, to the inferior and indeterminate sta­
tus known as folklore. 

In Greece we find that very distinct musical 
legacies have come into contact with one 
another, and there seems to be some confu­
sion as to the origins of the various tradi­
tions. What is Roman is called Greek, what 
is typically Greek is called Turkish, and no 
distinction whatever is made between musi­
cal systems which are structurally quite 
incompatible. 

Ancient Greek music was of the modal type 
characterized by a fixed tonic and improvised 
developments. It therefore belonged to the 
same musical fa mily as Hindu, Arabian and 
Persia n music. The Arabian and the Turkish 
theorists based their expositions entirely on 
Greek theory, and until recent times many 
musicians considered as Turks or Arabs 
were in fact Greeks. Thus it is not surprising 
that in Greece we find, often at quite a high 
artistic level, musical forms di rectly derived 
from a ncient Greek music, and it is precisely 
these forms which, because they differ so 

fundamentally from the halo-Germanic con­
trapuntal and harmonic music, tend to be 
regarded as having a Turkish origin, an opi­
nion for which there appears to be no justifi­
cation. It was in fact the music of the Turkish 
Empire which was deeply influenced by the 
Greek tradition. 

Moreover, the mainly religious music known 
as Byzantine differs markedly from ancient 
Greek music. We find this genre of plainsong 
and ecclesiastical sung recitation which, al­
though classified according to the church 
modes, is not really modal but melodic, in all 
parts of the Roman Empire: Anselmian 
chant, Gregorian chant, Coptic chant , Ar­
menian chant , etc. It seems that this was 
really a Roman tradition. It is through one of 
the accidents of history that the tradition of 
the Roman ecclesiastical cha nt is today call­
ed Byzantine. 

Other traditions are represented in Greece, 
Italian songs and even Tyrolean songs of 
Venetian origin in the islands situated near 
present-day Albania, and also highly embel­
lished musical forms with a narrow ambitus 
which may have originated in ancient Dacia 
and have parallels in Rumania. We also find 
a very expressive modal system akin to the 
Gipsy forms and belonging to a culture 
widespread in all parts of Eastern Europe, 
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but which is quite distinct from Greek music 
in the proper sense of the word. 

Nowadays the modes are classified according 
to three different terminologies: that of 
Byzantine ecclesiastical chant, that of the 
Arabian-Turkish maqams, and that of the 
ancient Doristi . They are, however, more 
usually referred to as "paths" (dromi). In 
these recordings we have endeavoured to pre­
sent the most autochthonous elements, those 
which are closest to the ancient traditions, in 
the music of the various regions of Greece. It 
is quite probable that the poems of Homer 
were sung in a style still employed in Crete 
for the singing of heroic poems (No. 13), and 
that the improvisations of the singers ofEpi­
rus (No. I) do not differ greatly from those 
admired by Plato and Aristotle. In any case 
this musical art is evidently distinct from that 
of the Turkish- Persian tradition. Today the 
Greek tradition is again threatened by what I 
sometimes call harmonic pollution, coming 
fro m the extreme west. We must hope that it 
will be able to resist this fresh invasion and 
that it will impart new vitality to one of the 
most precious legacies of musical art. 

In the present recordings it is obviously only 
possible to give a few examples of the diffe­
rent musical systems found in Greece, each 
of which could be taken as the subject of a 
special study. 



EPIRUS 

I. MIROLOI 
Epirus, which lies close to the Albanian bord­
er, is one of the regions which has best preserv­
ed its cultural heritage. Sabbas Siatras, a 
young singer well known for the purity of his 
style, renders the old melodies in their most 
strictly traditional form. In this example we 
hear one of the songs improvised on particu­
lar themes which always have a sentiment of 
deep melancholy. They are called Miroloi. 
The singer is accompanied by an Epirotic 
instrumental group consisting of Ph otis Chal­
kias (!auto, lute), Anastasis Chalkias ( clari­
net) , Polychro Chalkias (violin) and Christos 
Litos (tambourine or defi). The accompa­
nists also sing occasionally. The group plays 
regularly at the . Panigirya, the festivals in 
honour of the patron saints of churches, and 
also at ceremonies, baptisms, weddings and 
other events in Epirus. 
The sung poem tells the story of a young 
woman who returned to her mother as a 
widow five days after her marriage, still wear­
ing her bridal crown. 

2. WEDDING SONG FROM 
NORTH EPIRUS 

sings a wedding song. In this type of song the 
instrumentalists sometimes provide a vocal 
accompaniment for the principal singer. 
The import of the words is as follows: 
"Tomorrow we shall have a long way to go to 
find the new bride. We shall have to cross the 
border, and if they do not want to give us the 
young girl we shall carry her off by force". 

MACEDONIA 

3. SHEPHERD'S SONG 
A clarinet solo accompanied by two !auto 
(lutes) and a santouri (santur). 
The clarinetist is Leonidas Koufoianis. This 
solo is based on a shepherd's song called 
"The Grey Horse". It is a modal melody 
supported by a sustained tonic , very orna­
mental, and with a small ambitus in the style 
characteristic of Northern Greece. 

4. CLARINET SOLO 
By the same performers as in the preceding 
item. 

THE PELOPONNESE 

The North of Epirus, part of which is now 5. KLEPHTIC SONG 
Albanian territory , is the region which has 
maintained those traditions which are regard- Sung by Christos Panoytsos accompanied on 
ed as the most ancient and archaic forms of the clarinet by Kyriakos•Kosoulas and on the 
singing. Sabbas Siatras, accompanied by the violin by Georgios Florios and on the lute by 
same musicians as in the preceding item, here Yorgos Ttkos. 
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The Klephtic songs are, in theory, the songs 
of the patriots (the Klephts) who resisted the 
Turkish domination, but in fact they are 
often purely traditional and in many cases 
arhythmical Greek songs, the subjects they 
deal with not necessarily being heroic. It was 
among the Klephts that the Greek traditions 
were most vigorously maintained. 

6. SKAROS 
The Skaros are free modal improvisations of 
a poetic character originally played by she­
pherds. These improvisations often end in a 
rhythmic section called tsamiko. The Skaros 
is here played on the clarinet by Kyriakos 
Kosou/as and the violin by Georgios Florios 
accompanied on the !auto (lute) by Yorgos 
Tikos. This very ornate improvisation is 
altogether typical of the genuine Greek music 
of the old style. 
The gist of the words is as follows: "At a 
lavish baronial banquet, Roussa found himself 
in good company. His sweetheart was sitting 
at his knees. He looked her in the eyes and 
said: My little one, why is your complexion not 
fresh and rosy?". 

THRACE 

7. THRACIAN AIR 
Sung by Kariofilis Doitsidis accompanying 
himself on the ud. 

ed and of a more urban character than those 
of Central Greece. 
The words of this melody tell us about a 
mother who laments the loss of her son who 
disappeared long ago. She describes the char­
acteristic marks borne by her child, and then 
one of those who have been listening steps 
forward to show her the same marks and 
reveals to her that he is her son. 

8. TABLE SONG 
Sung by Miss Theopou/a Doitsidu accompa­
nied on the ud by Kariofilis Doitsidis. 
The words are simple: "We drank all the 
wine on Saturday and Sunday. Who will go to 
fetch some on Monday?". The chief occa­
sions for making music are banquets and 
dances. The term "table song" is usually 
applied to musical forms played for their 
own sake in distinction to dance songs. 

9. UD SOLO 
By Kariofilis Doitsidis. 
Although he plays an instrument widely used 
in the Middle East., this musician does not 
know the Turkish or Arabian maqams. His 
style is a highly characteristic greek one. 

ASIA MINOR 

10. SANTURI SOLO 
Thrace, a Greek province near Costantino- By Konso/as Ermollos. At one time Greece 
pie , has preserved styles of singing more refin- was part of the Byzantine Empire, and sub-
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sequently of the Turkish Empire. Greek 
musicia ns have therefore always been highly 
appreciated in the Near East. Konsolas Ermol­
los was born in Smyrna and now lives in 
Athens. Although he plays the Persian san­
tur, hi s concepti on of the sequences of modal 
forms seems to be Greek rather than Orien­
tal. The modes played here correspond, in 
order of performa nce, to the maqams Ushs­
ha k (Aeolian), Nihavent , and Kurdi . 

PONTUS 

II. SHEPHERD'S DANCE SONG 
By Nicolaos Papauramidis accompanying him­
self on the lyre. 
Pontus is the part of Eastern G reece which 
belongs today to Turkey. Large members of 
the people have fled to Western Greece. The 
instrument now called the lyra , the typical 
instrument of the Pontus region, has nothing 
whatever to do with the a ntique lyre. It is a 
small bowed instrument called kemenr;e in by 
the Turks and found only the fo rmer Greek 
provinces. The player's fingers depress the 
strings aga inst the neck as on the violin . The 
structure of these songs is quite different 
from those we meet in ancient Greek music 
or in Turkish music as we know them. They 
seem rather to belong to an archaic culture 
related to the Celtic famil y. 
The words of thi s shepherd's song go as fol­
lows: " If you go up there do not steal my 
cheese, if you go up there do not eat my 
lambs" . 
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CRETE 

12. LYRE SOLO 
Crete has always been somewhat isolated 
culturally and is proud of its originality. The 
musica l traditions of the isla nd are compara­
ti vely simple a nd unsophistica ted. 
Joannis Skalidis performs a modal improvi­
sation on a lyre which, as in the Pontus 
region, is a bowed instrument , but differs 
from the la tter in rega rd to play ing techni­
que, since the finger to uches the string with 
the back of the nail as on the Indian sa rangi. 

13. RECITATIVE 
Sung by Despina Skalidu accompanied on 
the lyre by Joannis Skalidis and on the !auto 
(l ute) by Vasilios Manudakis. 
This kind of recita ti ve was widespread in 
medieval Euro pe as a form fo r reciting verse­
chronicles of heroic explo its and epic poems. 

14. MO UNTAINEER'S SONG FOL­
LOWED BY A MANTINADES 

Sung by Joannis Gerakakis accompanying 
himself on the lyre and by Vasilios Solonstros 
who also plays the lute. 
The Mantinades are short improvised poems 
sung by men between dances . Where their 
style is concerned these songs resemble the 
Dionysiac mysti c chants of ~he ancient world . 

A LA IN D AN IELO U 

Recording.~ reali.<~ed witlr tire kind cooperation 
of Mrs. Dora S trotou and Mr. Simon Karo.v 
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GRECE 
· L a Grece a ncienne, berceau de Ia civi li sa­
tion occidenta le, a joue etjoue encore un role 
fondamental dans nos conceptions philoso­
phiques, religieuses, a rtistiques et dans nos 
institutions sociales. Ce rayonnement de Ia 
pensee grecque n'est d' ailleurs pas limite il 
!'Europe. II a profondement influence les 
cultures du Moyen Orient , de l'Egypte, de 
!'Afriqu e du Nord . 

Les philosophes arabes se referent tout autant 
que leurs confreres europeens, aux penseurs 
et aux savants de Ia Grece. Da ns l' Inde 
meme, les grands traites classiques d 'astro­
nomie, de medecine, de mathematique met­
tent en parallele le systeme grec et le systeme 
trad itionnel hindou. 

Cette terre prestigieuse a ete Ia proie convo i­
tee de tous les empires, de tous les envahis­
seurs. Annexee il l'empire romain , elle resta 
ra ttachee il !'empire de Byzance lo rsque 
!'empire ro ma in se divisa en empire d 'Orient 
et empire d 'Occident. Apres Ia chute de 
Rome, !'empire Byzantin resta longtemps le 
centre de Ia culture occidentale. Ravagee par 
les Fra ncs, pa r les Bulga res , par les Catala ns, 
par les Venitiens, Ia Grece devait fin alement 
subir pendant pres de six siecles Ia domina­
tion turque et ne retrouver son independance 
complete qu 'au debut du 20' siecle. 

Grece des survivances d'un extreme interet. 
A l'epoque mod erne ou Ia Grece, com me toutes 
les parties du monde, a ete envahie par Ia 
conception musicale harmonique venue de 
!'extreme Occident , une certaine incompre­
hensio n s'est manifestee envers les traditio ns 
d ' une culture qui n'ava it pu survivre que 
da ns les montagnes et dans les iles et qui ont 
ete com me partout releguees il ce statut infe­
rieur indetermine que l'on appelle fo lklore. 

En G rece se rencontrent en fait des herit ages 
musicaux tres dis tincts et Iii , com me sou vent 
ailleurs, une certaine confusion semble regner 
quant aux o rigines des diverses traditions. 
On appelle grec ce qui est romain , turc ce qui 
es t typiquement grec et on ne differencie en 
rien des systemes musicaux structurellement 
incompatibles. 

La musique grecque a ncienne etait de type 
modal ca racterisee pa r une tonique fi xe et 
des developpements improvises. Elle appar­
tenait done a la meme fa mille musicale que Ia 
musique hindoue, persane ou arabe. Les 
theo ri ciens arabes ou turcs se sont entiere­
ment bases sur Ia theo ri e grecque et jusqu'il 
une epoque recente beaucoup des musiciens 
consideres com me turcs ou arabes etaient en 
fa it des Grecs. II n'est done pas surprena nt 
qu 'en Grece meme no us ret ro uvions, sou-

A t ravers ces vicissitudes , les G recs avec un vent il un assez haut niveau a rti stique des 
farouche esprit de res ista nce ont su preserver formes musicales directement derivees de Ia 
leur la ngue, leur ecriture, leur arti sanat. Sur musique grecque antique et ce sont juste-
le pla n de Ia musique nous re ncontrons en ment ces fo rmes que, parce qu 'elles different 
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fo ndamenta lement de Ia musiquc contra­
puntale et ha rm oniqu e italo-germaniquc, on 
a tenda nce a considerer comme d'origine 
turque ce que ri enne para it justifier. C'es t en 
fa it Ia musique de !'empire turc qui a su bi une 
innuence profonde de Ia trad ition grecq uc. 

Pa r ai ll eurs Ia musique principa lement reli­
gieuse que l'on ap pelle byza ntine differe net­
tement de l' a ncienne mu sique grecque; no us 
retrouvons ce genre de pl a in-chant et de reci­
tation cha nt ee eccles iastique, classee se lon 
les modes d'eglise mais qui n'est pas ve rit a­
blement modale mais melodique, dans to utes 
les regions de !'empire romain, chant anse l­
mien, chant gregorien, cha nt copte, a rme­
nien, etc. II semble qu ' il s'agi t Ia d' une tradi­
tion proprement romai ne. Ce n'es t que par 
un accident de l' hi sto ire que Ia tradition du 
chant religieux romain est aujourd'hui appele 
byza ntin . 

D 'autres traditions son t representees en Gre­
ce, cha nt italien et meme tyrolien d'origine 
venitienne dans les il es proches de !'actuelle 
Albanie, mais aussi des fo rmes musica les tres 
o rnees et de faible a mbitus provena nt peut­
etre de l' ancienne Dacie et qui o nt des pa ra l­
leles en Ro uma ni e. On rencontre egalement 
un systeme modal tres expressif proche des 
formes tziga nes et appartena nt a une culture 
tres repandue dans tout !'Es t Europeen mais 
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qui reste distincte de Ia musiq ue proprement 
grecque. 

Les modes sont aujourd'hui classes selon Ia 
terminologie religieuse byzantine, se lon cell es 
des maqa ms a rabo-turcs o u Ia Do ri sti ancicn­
ne. Toutefois on les appell e plus couram­
ment des «chemins» (dromi). Nous avons 
cherche par ces enregistrements a retro uve r 
provenant de di ve rses regions de Ia Grecc,les 
elements les plus au tochtones et les plus 
proches de l' a ncienne traditi on . II es t fort 
probable que les poemes d'Homere furent 
chantes da ns le style oil se chan tcnt encore 
les poemes epiques de Ia Crete (p lage 13) et 
les improvisations des cha nteurs de l'Epire 
(plage I) ne doivent pas differer bcaucoup de 
celles qu e po uva ient admirer Pla ton et Aris­
to te. II s'ag it en to ut cas d'un art nett ement 
di stinct du turco-persan. Aujourd'hui Ia tra­
dition grecq ue est a no uvea u menacee par ce 
que j'appelle parfo is Ia po llution harmo ni ­
q ue, ve nue de !'ex treme Occident. Nous 
devons esperer qu'elle saura resister a cett e 
in vasion no uve ll e et faire revivre l'un e des 
plus precieuses traditions d'art musical. 

No us ne pouvons don ner ici qu e quelques 
exemples des differents sys temes musicaux 
qui se rencontrent en Grece et dont chacun 
pourra it faire !'o bjet d'une etude particu­
li ere. 

EPJRE 

I. MIROLOI 
L'Epire , proc he de Ia frontiere a lbana ise, est 
l'une des reg ions qui a le mieux protege son 
heritage culture!. Sabbas Siatras, un jeune 
cha nteur connu pour Ia purete de son style, 
chante les melodies anciennes dans leur 
forme Ia plu s strictement traditionnelle. lei, 
c'est un de ces chants improvises, sur des 
themes to ujo urs de ca ractere profondement 
melancolique que l'on appelle Miroloi. 
Le chanteur es t accompagne par un groupe 
instrumental epi ro te fo rme par Photis Chal­
k ias (!auto, luth) , Anastasis Chalkias (clari­
nette) , Polychro Chalkias (violon) et Chris­
los Litos (tambourin ou Defi ). L'un des 
accompagna teurs rep rend parfo is une phrase 
du cha nt. Le groupe joue hab ituell ement 
pour les Panigirya, les fetes en l'honneur des 
sa ints-pa tro ns des egli ses, et aussi pour les 
ce remonies, les ba ptemes, les mari ages, etc., 
en Epire. 
Le poeme chante raconte l'histo ire d'une 
jeune femme qui cinqjours a pres son mariage 
rentre veuve chez sa mere portant encore sur 
Ia tete sa couronne de mariee. 

2. CHANSON DE MARIAGE DU 
NORD DE L'EPIRE 

La parti e Nord de I'Epire dont une pa rti e se 
t ro uve aujo urd 'hui en territo ire a lbanais eEl 
Ia region o il se sont maintenues les traditions 
considerees com me les plus anciennes et des 
genres de chants a rcha·iques. Sabbas Siatras 
accompagne des memes musiciens que dans 

le morceau precedent cha nte ici un chan t de 
mar iage. Da ns ce genre de chant les instru­
menti stes accompagnen t parfois vocalement 
le cha nteur principal. 
Le sens de Ia cha nson est le suivant: «Demain 
nous aurons un long chemin afaire pour al/er 
chercher Ia nouvelle epouse. Nous devrons tra­
verser Ia f rontiere et si on ne veut pas nous 
donner Ia jeune fille nous /' enleverons de 
fo rce .. . 

MACEDOINE 

3. CHANT DE BERGER 
Solo de clarinette avec accompagnement de 
deux !auto (luth) et d' un sa ntouri (santour). 
Le clarinetti ste est Leonidas Koufoianis. Ce 
so lo a po ur base un chant de berge r appele 
" le cheva l gri s ... C'est une melodic modale 
soutenue par une tenue de tonique et tres 
o rnee mais de fa ible ambitus dans le style 
caracteristique du No rd de Ia Grece. 

4. SOLO DE CLARINETTE 
Par les memes executa nt s. 

PELOPONNESE 

5. CHANSON CLEFTIQUE 
Cha n tee pa r Christos Panoytsos accompagne 
a Ia clarinette par Kyriakos Kosoulas , au vio­
lon par Georgios Florioset au luth pa r Yorgos 
Tikos. 
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Les chansons cleftiques sont en principe les 
chants des maquisards (les Cleftes) resistant 
a Ia domination turque mais en fait ils sont 
souvent des chants traditionnels purement 
grecs et souvent arythmiques et les themes ne 
sont pas necessa irement hero·iques. C'est 
au tour des Cleftes que les traditions grecques 
se sont le plus fermement maintenues. 

6. SKAROS 
Les Skaros sont des improvisations modales 
lib res de forme et poetiques de caract ere ori­
ginellementjouees par les bergers. Ces impro­
visations se terminent souvent par un mou­
vement rythme appele rsamiko. Le Skaros est 
icijoue sur Ia clarinette par Kyriakos Kosou­
las et le violon par Georgios Florios accom­
pagne sur le !auto (luth) par Yorgos Tikos. 
Cette improvisa tion tres ornee est tout a fa it 
typique de Ia musique proprement grecque 
de style ancien. 
Le sens des paroles es t le suivant: «A une 
riche table seigneuriale, Roussa se rrouvait en 
bonne compagnie. II regardait dans les yeux 
son amie assise a ses genoux et lui disair: 
Petite fille! pourquoi n' es- tu pas fraiche et 
rose?•>. 

THRACE 

7. MELODIE THRACE 
Chantee par Kariofilis Doirsidis s'accompa-

raffines, plus citadins que ceux de Ia Grece 
centrale. 
Le texte de cette melodie raconte l'histoire 
d'une mere qui se Ia mente sur Ia perte de son 
fils disparu depuis longtemps. Elle decrit des 
marques caracteristiques que po rtait son 
enfant. C'est alors qu'un des auditeurs lui 
montre ces memes marques et lui revele qu'il 
est son fils. 

8. CHANT DE TABLE 
Chante par Mlle. Theopula Doirsidu accom­
pagnee sur le Ud par Kariofilis Doirsidis. 
Les paroles sont si mples : «Nous avons bu 
tour levin le samedi er le dimanche. Qui ira le 
chercher le fundi ?» . Les occasio ns musica les 
sont essentie llement so it des banquets, so it 
des danses. On appelle generalement «cha nt 
de table » des formes musica les de concert 
par opposition aux chants de danse. 

9. SOLO DE UD 
par Kariofilis Doitsidis. 
Bien qu'il joue un instrument tres employe 
dans le Moyen Orient ce musicien ne connait 
pas les maqams turcs ou arabes. Son style 
reste tres caracteristiquement grec. 

ASIE MINEURE 

10. SOLO DE SANTOURI 
gnant sur le ud. par Konsolas Ermollos. 
La Thrace, province grecque proche de Cons- La Grece faisait parti e de !'empire de Byzance 
tantinople , a conserve des styles de chant plus pui s de !'empire turc et les musiciens grecs 
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ont toujours ete tres apprecies dans le Moyen 
Orient. Konsolas Ermollosest ne a Smyrne et 
vit maintena nt a Athenes. Bien qu'iljoue du 
sa ntour persan, sa conception des succes­
sions de formes modales semble plus grecque 
qu'orientale. Les modes joues ici correspon­
dent en succession aux maqams Ussak (Eo­
lien) Nihavent et Kurdi . 

PONTUS 
I I. CHANT DE DANSE DE 

BERGERS 
Par Nicolaos Papauramidis s'accompagnant 
sur Ia lyre. 
Le Pontus est cette partie de Ia Grece antique 
orientale qui est aujourd'hui en Turquie. Les 
populations en grand nombre se sont refu­
giees en Grece occidentale. L' instrument 
aujourd'hui appele lyra qui est !'instrument 
typique du Pont n'a rien a voir avec Ia lyre 
antique. C'est un petit instrument a archer 
que les turcs appellent Kemenr;e et qui ne se 
rencontre que dans les anciennes provinces 
grecques. Les doigts pressent les cordes sur le 
manche comme sur un violon. Ces chants 
sont structurellement differents de Ia musi­
que grecque ancienne ou turque telles que 
nous les connaissons. lis semblent plutot 
appartenir a une culture archalque apparen­
tee a Ia fa mille celtique. 
Les paroles de ce chant de berger signifient: 
" Si vous allez !a-haul ne volez pas mon fro­
mage, si vous allez !a-haul ne mangez pas mes 
agneaux >> . 

CRETE 

12. SOLO DE LYRE 
La Crete toujours culturellement assez isolee 
et fiere de son originalite a conserve des tra­
ditions musicales extremement pures. 
Joannis Skadilis execute une improvisation 
modale sur une lyre qui est ici aussi comme 
dans le Pontus un instrument a archet, mais 
assez different de celui du Pontus, le doigt 
touchant Ia corde avec le dos de l'ongle 
comme pour Ia Sarangi indienne. 

13. RECITATIF 
Chante par Despina Skalidu accompagnee 
sur Ia lyre par Joannis Skalidis et sur le !auto 
(luth) par Vasilios Manudakis. 
Ce genre de recitatif eta it repandu dans toute 
!'Europe medievale pour raconter les chan­
sons de geste, les poemes epiques. 

14. CHANT DE MONTAGNARD 
SUIVI D'UNE MANTINADES 

Chant par Joannis Gerakakiss'accompagnant 
sur Ia lyre et par Vasilios Solonstros jouant 
duluth . 
Les Mantinades sont des courts poemes impro­
vises que chantent les hommes entre les 
danses. Ces chants par leur style se rappro­
chent des chants mystiques dionysiaques du 
monde antique. 

ALAIN DANIELOU 

Enregistrements rioli.'ii.t 01•ec l 'aimable coopiratio~ 
de Madame Dora Strotou et de Monsieur Simon Karas 
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