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Errata

Typographical errors and  amendmer!s

l. piv,linc 3, amend “HIBY" 10 “1IOY™

2. p. 10, para: 3, lines 4-5. amend to “How did Anatoliun/Greek canlact eccur and
did this conlact contribulc to elements of musieal synthesis?”

3.p.17, fn 11, amend to “At Dawn In 8 Minor Mode.™

4. p. 23, pare: 3, line 4 amend ¢o “[because in his view]”

5.p.24 paras: 2 sad Je, amend “Kosofl™ 1o “Koskof™

6. pp 24-25 para: 5, lines 3-4, delete “In some respeets Greece is still sirongly patriarchal” and footnole 16. Lines 4-7,
amend te *This was reflected in the dominasce of men in rebetike instrumenta) perfarmance. The continned

dominance of men in reboiika insttumental performance suggests that this is a sefleciion of the peaformance tradition.”
Delete “rather then a teflection of all of Greek society.”

7. p.28, para: 2 and throughou! thesis, amend “Skorelis™ to “Schorelis.”

8.p.29, para: 1 (aml throughout the thesis) amend “Anouanakis™ o “Anoyianakis™ as recommended by Professor
Hotst.

9. p30, para 3. line 3, insert after sekes “(uw-life venues for hashish-smoking usually through a norpile, or hubble
bubble pipe)”

10. p.37. para: X, line 5, amend *'Big Catastrophe™ to “Asis Minor.™

11: p38, para: 2 and throughnul thesis “zcbekiko ™ In “zeibekike™.

Linc 5, after ™ Many of the refugees lived around the pori of Pireaus, where the rougher hew music of the hash-
smoking rebetes Mlowrished in the tekes.” insedd “Others established themselves an certafn Greck islands panticularly
Myiilini {Lesvos) and Syrns, which Holsi-Warhafi (2002, pers.com.} deseribed as “"mnsical stepping stones between

Asia Minor and Piracus.”

12, p39. para 2, line 1, delcte comma afler “Duobin.” Line 3, amend “peformance” to performance™ Para: 3, inserl
“{originally 2 womaa's dance altheugh it was, and siill is, danced by men in some areas of Greece amongsi old

Tutkish populatioas)

13, p. 48, pam: 1, line §, delete * besites being relevant to the research topic they also turm out 1o be key points made
by my informants.”

14, p. 49, foolnole 35, insert “The work of Peter Parkhill {see bibliography) is an cxception to shis staiement.

[4. p.35, para: 1, linc 8, amend *“terilary™ lo “terliary.” Para: 2, line 2, amerd *tmditional mmsic divided into two
groups” o “iraditional masic can be divided into Ywo groups.”

5. p. 56, para: 1, line 5, amend to “Melbourne musician Argyropoulos observed:” Para: 4, line [, amend “Daly
{1994, , pers.com.) and (aliatsos {1994, pers.com.)” 1o “Greek-Irish musician Ross Daly {1994, pers_ com.} and
Greek-Australian musician George Galigisos (1994, pers. com.)”

para; 4, line 6, insext “Nevertbeless, we should note that recordings of Borzewki music (particularly these by Jack
Gregnry) imporied from the USA to Greece played a role in popularising bouzouki music in the Greece in 1he late
19205 ancl 19305,

16.p-37. para: 2, lioe 12, aniend “Volaris™ 1o “Melboume musician Volaris™

17 p. 59. para: 1, tine 15, amend 1o some cxtent] “Greek traditioral cultre was exparding” ete. Para 2, line 2,
delete ~on contemporary Greek tradilional music and dance developments” and insert * folklore polilics and policies™




13. .60, pata: 2, Tine 1, insert after “poor™ [ihat is, facking in Weslem barmonic conten}, para: 3, line 4, insest afler
Sapekidis “, a Melbourne performer and instrument-maker™, para: 4, line 7, amend “heterphony” to “heteraphony.”
19. p. 62, pata: 1, tine 3, amend “Anawlia” to Asia Minor.” Line 6, amend “disapora™ o “digspora.”

0. p. 63, para: 1, finc 2, amend “Greece has always been open to influences from its Eastesn Turkish ard Arah
neighbours” 1o “Greeee has atways been open to influences from its Eastern Tutkish and Arab neighbours as well as

those from Balkan and Russian regions.™

End of para: 2, insert “Furthermare, Holst-Warhaft (2002, pers. com.} obscrved that intercultural contact between
“Furkish. Arab and Greek masicians in Australtia “mirrors what has been happening for the fast decalk in Greece.”

Para: 2, line 4, amend “lhey seek o learn (rom their Turkish-Australian colleagues” to “they seek to leam tuning and
performance nuances associsted with rebetika mades from theis Turkish-Ausiralian colleagues.”

Line 7, amend “resecpied™ to “tespecied.”™
21. p. 68, para 2, line 2, amend = “abrupt shift from rural life™ to abrupt shifi from rural and isfand life”™.

22.p. M4, para: 3, line. amend “perhaps Greek music-making would have been for privide consumplion™ to *d
speculate that Greek music would have been fur private consumption™

23, p. 75, para: 3, linc 2, amend “in \une with island (nisiotika) music™ o “in lune with various forms of island
{nitiotika) music”.

24, p.77, para: L, line 3, replace “remigration™ with “repatriation.”

Para 3, delcte “This may be the reason why geaeration A musicians made fitite mention of their desire to retum o
Greece, referring 1o only one bouzouki player who had donc so.™

25, p. 78, para: 1, line 8, delete “migrations™ and insert “\rips or repatrialion altempts™
26. p. 79, para: 3, lines §-9, delete , ecferred to as &senitya,”

37. p.80, para: 5, line 4, amend =1 have Tound better lyra players frotn the Dodecanese than from the Dodecanese™ {o
“1 have found beller lyra players coming from the Dodecancse than the Dodecanese fiself.”

28. tahle 3.4, point 4, amend “z2ssociated with the idea of traditional music 1o “identified as 2n aspect of traditional
music.”

29, p 86, para: 3, line 3, amend “illiterate™ o “non-lilerale™.

30. p. 88, para: 1,Tine 5, amesd “afioskerhiasmnos (muresgcdiagios)™ o “afioshethiasmos (avroskedinoaouog) " B
Footnote 51, delete redundand “ase™ - I

3t p.96, para: 5, line 3, amend ~arckondo and elafro, {EAo®po), o “arcliondo- (bigh) and viafro {ogpo),”

32 p. 98, parz 1: Jine 2, amend * it is safe (o assume that dillesent akotrsmata leaad to different *hearings® and
understandings of rebetika™ to “it is same to assyme that different gkenesmaig, hearings, lead to different undersiandings
of rebelika.”

par: 2, [ine 9, delele *- undergronnd - andd inserd - a contemporacy Greek popular music club —7, Para; 5, line 6,
amend * I deal with the my informants® * to "I deal with my informants™ »

para: 3, fine 1, delcie “Lambios™

33, p.101, para: 4, fine 3, amemd “incinding hy the legendary Markos Vamvakaris™ io including ihe legendary Markes
Vamvakaris™




34, p. 102, line 65, delete “during™ and insert “in*

35, p. 103, parat 2, line 11, delete ™ belween 324AD - 453 AD" and insert “ beiween  ca 1453 - 18207

36. p. 105, para 3, line, afler ~Greeks and Tutks of Asia Miror™ insert “( particularly the adoplion and adapiation of
the Omoman makam modal system and cerdain musival instruments)”

35, p- 120, pama: 1, line 1, amend “nea™ 10 “neo™

36. p. 123, para: 2, lioe 12, aftca “Spanish Namenco™ add “Like rebetika these foms of popular music ate also
accociated with expericnces of migration.”

36. p. 124, para: 5, line 3, amend “ ‘The perception implics thal it somehow belongs to ordinary people tather than the
tich o7 pper classes™ to “The perceplion implies that il somehow belengs to ordinary people rather than the rich or
upper classes, ie., folk music.”

37, p. V21, parat 4, lines 8.9, delete “(i.e. personally refective)”
3. p. 133, para: 2. line 3 and parar 4. line 4, amend “rafé emancs™ o “café aman®
39, p. 1M, para: 3, line 8, amend “Micro™ 10 “Micra”

40. p. 190, 1able 5.1 'We should be careful to note that Pagiatis® reference to “Greck Folk Scales” is confusing since it
reinfoices the notion of the dromoei and makamia as scales mather than mades.

40. p.143, para: 2, line 1, amend “1 shall now examine briefly my informants' belict to* [ shall now examine briefty
notions refaled o the idea™

41, p.150 apdp. 153, figures 5.3 and 5.6, amend “koines, anapoados and aptalikos™ 40 “kaing, anapeda and aptalike”
42.p. 153, para 1, line 2, amend “Their concerns are legitimate™ Lo “Their concems are of interest™

para: 4_delete * Even with the gradual watering-down of adult themes and the breaking down of gender bartiers in
relation Lo dance, the music rarely, as it where, served as family music in Greece until the 1950s. It was heard in drug
dens, cafes and night clubs, not village {or even town) squares.”

43.p. 165, parz: L, line 13, anend “koviulies™ 1o “Koviuhieg ™

44 p. 167, pama: 3, line 5, amend “auromxebtagpog™ 1o “auraskoiieapog”
45, p. 168, para: 3, line 2, amend “yziaoou™ (0 “yova agu™

46. p. 173, para: 2, line 6, amend “Aoulsoinvakikas™ lo “koutsavakika™

47. p- 174, pamas: 2and 3, lines 7 and 3, amend “rebetic™ to “rebelika™

« ay

48, p.176. para: 3, line 10, amend *Yianglovis™ to “Yiangoulis™
49. g 152, table 5.55, point 5, amend “zmonades™ la “ amanedes”™
50. p. 158, iable 5.3, amend “potiri™ 1o *Poliria™

51, p. 190, insers at (be beginning of para: 2 * The earliest known recording of Greek popular music was made in 1896
in New York, United S12tes of America. It featured 1he Royal Greek Orchestra of New York {(Kounadis, 1993). Foor
ycars later the English Gramsphone Company scnt a recording engineer 1o Constantinople to record urban popular : e
song. These visits continued i %03, 1905, 1907 and 1911, Recordings made a2 this time were sold in the United U
Stales through RCA Victor, Three Geiman companics (Favoirite, Odeon and Homokard) wrre also active in the area e
during ihese carly years. Gauntlett {1294:40)} notes the earliest attested use of the term “rebetiko™ occorred on the
label of a reconding pressed in Genmany by the Favaurile Recard Company ca 1983-1914 bearing a recording from
Constantinople. Giventhe record company's use of the term “rebetiko™ we can speculate that the termm might have
‘seen in wider use. This might acoount for statements such as “Recording of rebetica (sie) began in Constantineple in c.
1905 ... "(Rebetica in Piracus, vol 11, LC339D) or tite title of reissued recordings on the compact disc Greek-Qriental




Rebetica Songs and Dances iu the Asia Minor Style, 1911-1937, (Folklyric CD 7005). Commercial recording of
Greek popubas music in Asia Minor were significanily increased {n 1910 when Asthur Clarke recorded 350 songss by

local Smyrma periormers (Pappas, 1999:355). 1t is not clear whether these early recordings made oulside af the USA
wese meant for a local market (Constanlinople, Smyrna and Athens) of for au expoit market comprised of the USA
Greek diaspora. Smith (1995:125) noles a “relatively scarcity of Greek recordingsss from Greece and Asia Minor (in
the USA) which prompted small independent Greek-American companics and larger national companies, such as
Calumbiz and RCA, to record Greek attists from the “beginning™ until, by 1917, there was a “sfable and rapidly
increasing” output of popular Greek music by immigrant musicians and singurs.”

50, p. 224, table 6,24, amend “rebelikia™ to “rebetika™
Sk p. 232, parar 1, line 2, amend “Aatherevousa ™  to “kntharevousa”™

52.p. 244, para: 2, line L1, omend “Vamvas™ (o *Vamavas”

53.p. 248, para 1, fine 7, amend “Parochial™ to “Community”, tine 8, inscrt after “Apedimi™ = (Expalriate} ™

54, p.259, line 1, amend “IYPNA TOY XAAI MOY™ TO “I'YPNA AFAITH MOY™, line 13, amend
*"APFOITEBAINO™ to “APFOREOAINSY” and linel 7, “Stamidis™ to Siamidis™

55. p.262, footnole 88 and p.263, line 6, amend “ZENITEIA™ (o “SENHITEIA”

56 p. 266. para: 4, line 2. p. 269, paracl, line 4. p. 301, 1able 8.5, p. 302, table 8.6, amend “karsilimas™ to
“karsifamas"™

57, p. 272, para: 4, line 2, amend “rebelic™ 10 “rebetes”

58, . 303, 1able 8.6, amend > Ta fvo gpie™ to = Ta 5uo ovv yrpin” and “Meg my Rolkn] oxorovpa™ 1o “Msg oy
Heodn axatoupa™

59. pA3g, tine 11, amend “"Mmbwonmg™ fo “MmOumarang™

60, p. 336, appendix &, amend “Xpupa™ to ™ Xpnpa™, “Manolic” to “Manolis” and “yunisio” lo “xummisio”
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Rebetika is a traditional Greek urban popular music with its origins in late nineteenth
century and eardy twentieth century Greece and Anatolia. Since the 1950s it has
served as a ‘voice’ for three generations of Greek-Australian musicians and audience
members in Melbourne, Australia. This thesis examines why and how the genre took
root and remained alive in a location so far from its geographical and cultural place of
origin. Issues related to the role rebetika has played in the Greek-Australian diaspora
communily in Melbourne and how the sound of the music in Melbourne became
linked with extra-musical associations determined by musicians and aundience
members are investigated within a lhree-part methodology. The methodological
process involves 1) a phenomenographic analysis of interview transcripts provided by
musicians and audience members in Melbourne and a smaller number in Greece, 2) an
organological review of rebetika instruments in Greece and Melbourme and 3) an
histocical overview of rebetika in Melbourne based on musicians’ and audience
members’ memories, reflections, published and recorded material. The thesis finds
that while the sound of rebetika has not beer radically transformed by its relocation in
Melbourmne, extra-musical associations linked to rebetika were determined directly as
a resull of experiences of migration and the establishing and maintenance of a Greek-
Australian identity. These extra-musical associations, as well as repertoire preferences
and performance styles associaled with rebetita in Melbourne, differed between
generations as a resuit of different social and political contexts lived through by
members of each generation. Nevertheless, rebetika music-making in Melbourne has
played an important role in helping Greek-Australian migrant musicians, their

children and audiences in Melbourne, from all three gencrations, adapt to the

discentinuities caused inevitably by migration, giving them a sense of continuity

betwesn their old and new cnvironments.
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CHAPTER ONE

INTRODUCTION, AIMS, SOURCES, LITERATURE REVIEW
AND THEOQORETICAL INFLUENCES

In the late nineteenth century a genre of Greek traditional music emerged in the
burgeoning urban centres of Greece and Anatolia. It became known as rebetika,! At
first the sound of the music was created by male and female singers and
instrumentalists in tow-life tavernas and drug-dens making usc o Eastern and
Europcan instruments such as the ond, dyra, saz, clarinet and violin to accompany
songs about profligacy, love, drug-taking and exile, for example. Later rebetika
became strongly associaled with ensembles featusing the bouzouki, buglama and
guitar. While the music began as an expression of the lives of members of Greece’s
low-lifez classes in the late nineteenth and early twentieth centuries, by the late

twenlieth century it had become a national scund icon of Greece.

Beginning in the carly 1950s, a number of musicians travelled from one side of the
world to the other, carrying with them their knowledge of rebetika. For the next fifty
years this music served as a ‘voice’ for three generations of Greck-Australians in

Metbourne, Austraiia. How and why did it remain alive in Melbourne? What role has

il piayed in the lives of its performers and audience to this day?

To answer these questions wc necd 10 explore a key methodological problem in

ethnomusicology: what is the relationship between musical sound and extra-musical

! In this thesis | shall use the nevter plural word rebedta as a general term covering rebetika music and
music-making, following the practice adopted by Tsounis (1997: 1).

21 use the term “low-life™ with referchce to members of the lower Greek, urban social classes at the
cnd uf the ninciecoth century and casly twenticth century following Gauniles, [991: 7.




associations which arise in the minds of musicians and audiences? It may scem hard
to relate musical sound ard extra-musical associations and yet once sound has been
constructed in such a way that it is thought lo e musical sound, it is linked with
multiple extra-musical associations related (o past and present human experiences
within the relevant music-culture. The difficulty lies in understanding and explaining
the multifaceted cxtra-musical associations determined by individuals experiencing
the same nwsical genre, or cven a single musical performance. Musical sound is

perceived, not simply sensed.

How do the sounds of rebetika music relate to extra-musical associations in the minds
of Greck and Greck-Ausiralian musicians and audiences? How do their ideologies of
class, ethnicity, gender and migrant cxpedience, for example, relate to the musical

practice?

For the three generations of Greek-Melbourne musicians, extra-musical associations
are partly determincd by their different scnse of identity related 1o various styles of
rebetika: an association closely linked with their experiences as migrants and off-

spring of migrant families.

Another example of extra-musical association with rebetika in Melbourne concerns
views about the significance of maintaining and/or adapting traditional practices from
their place of origin iz a new lacation. For Greek-Melbourne musicians this involved
asking whether or not rebetika was an appropriate cultural phenomenon 1o represent

Greeks in a foreign land or whether the tradition had any value at all to migrants who

were expected initially to leave behind cultural practices from Greece in order 1o be

assimilated into Australia.

Since musical sound has extra-musical associations involving meaning derived from
human experience, musicians and audiences need musical competencies as well as

social and personal skills required for the music’s performance. This raises another




ethnomusicological problem: why and how do musicians become competent

performers of particular musical tradilions, acquire and develop their knowledge of
repertoire and learn and perform items of repertoire? How (oo do audiences acquire

listening compctencies and skills?

To explore these questions we must become immersed in the practice of the music as
performers or audience members and acquire access to the fisst-hand experiences of
musicians by asking them to reflect on their experiences. We need to undersiand the
complex of interrelated musical and social actions which occur in musical
performances, or, to usc Stone's terminology, “music event™ (Stone, 1982: 1). This
will help us to constract a mosaic *picture’ of how and why individuals, ensembles
and avdiences acquire their musical skills in different historical periods and cultural

scitings.

Greek-Australian musicians in Melbourne needed to acquire specific instrumental and
vocal techniques approprialc to dilferent rebetika styles as well as skills in
improvisatory forms, an important aspect ol rebetika, but they also needed to be able
to transmit these skills 1o other musicians and to establish relationships with their
audiences. To do this, they nceded knowledge of rebetika instruments, modes,

tunings, repertoire and the socio-historical context of the genre.

As Brinner notes,? social and musical interaction between musicians and audiences is
the prime process in which musical competencies are “atlained, assessed and altered”
(Brinner, 1995: 3.) How are they attained, and assessed and changed? The answer o
this question, in relation to rebetika in Melbourne, involves understanding interrelated

experiences of formal and informal leaming processes, performance of remembered

¥ Stone’s theosy of “music cvent” is defined and discussed i section 1.3, Litlerature Review and
Thearetical Influences.

1 Brinner's theory of musical competency is defined and discessed in section 1.3, Literatute Review
and Theoretical Infiuences,




repertoire and imitation of electronically recorded source malerial. The value of these
methods differed for individuals according to which generation they belonged to.
Over the fity years covered by my research there has been a change from a reliance
on remembered and recorded repertoire to intercubtural and transcultural exchange of

skills between musicians from Melbourne, Greece and other diaspora communities.

From the aboave discussion we can see that musical competencies, musical sound and
extra-musical associations are interrelated aspects of music-making involving social
and musical interaction between sound and listener. Thus, as Small argued, “ it is only
by understanding what people do as they take part in 2 musical act that we can hope to

understand its nature and the function it fulfils in humar life” (Small, 1998; 8).

The sounds of rebetika are characlerized by melodic and rhythmic modes and
instrumental timbres which cvolved {rom a synthesis of Anatolian and Greek, oriental
and occidental sousces. The music began as an orally transmitted popular genre
created by refugee and working class urban musicians in these regions. How did

Anatoliar/Greek contact occur, and why did musical synthesis occur?

The oriental sound and song themes associated with “low-life” (Gauntlett, 1991: 7)
Greeks resulled in members of the middie and ruling classes describing it as being
“un-Greek” and trying to ban it through informal and legal censorship. “Cleansing the
oriental” influences from the music and its themes eventually made it more acceptable
10 thie nriddle classes aftec the Second World War. At this time it underweni [urther
stylistic changes due t0 its commercializalion and its role as a popular traditional
music in the post-war period. Today, Greek musicians and audiences in Greece and
the Australian diaspora peeceive rebetika as a national icon. It has even become parl

of the tourist experience of Greece. Thus, [rom ils inception, the sound of reberika has

had particularly strong associations with issues ol social class and ethnicity in Greece

and its diaspora.




The story of rebetika music and musicians in Melbourne provides a window inlo the
lives of Greek migrants and their families. Their experience has a resonance in every
counlty of the world which has acoepled migrant communifies. An atlempt to
understand rebetika in Melbourne, which is one of several types of music associated
with Greek-Australians, raises broad questions as to whal it means to be Australian in
general, since most Australians are descendants of, or have been touched in one way

or anolher, by migrants and their experiences. How did Greek-Australians face the

challenge of sensing and adapting to a new landscape and learning who they were in

that landscape? How do such communities recontextualise their life experiences as

they make huge adjustments to their personal, social and national lives and identity?

A musical map of their migratory jouracys, a “map to the past™ (Nettl, 1996; 2),
infiuenced by psychological and physical traces left by previous travellers, will help
us enter and experience the terrain occupied by Greek rebetika musicians in

* Melbourne.

The tdea of a migratory musical map is not new to members of Australia’s indigenous
population, who imagine a map of Australia crossed by song lines. Aborigines betieve

that each of their songs is related to

...the original creation (by totemic anceslors) of the land marks and the
human and animal population of the known world. A song is
distributed along the same route as that taken by the original ancestor
responsible for the particular history involved. The portion of a song
which refers to sacred places within the care of a local group may be
performed only by members of that group, and it is in their own
musical idiom. Later seclions of the song, dealing with other places
along the route taken by the original ancestor, will belong to other
groups, each implanting its own indigenous style con this one long
musical composition. (Ellis, 1966: 137-138)
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Like Aborigines who have migrated within Australia, migrants to Australia from all

over the world bring their songs which in turn creale ncw song lines as they ase sung
in a ‘new’ counlry.® Although Australia is “new’ 1o migrants it is in fact the country
with perhaps the world’s longest cultural history. Rebetike musicians laid their song-
lines in Australia and extended them back to Greece in intercultural or transcultural
journeys. In exploring how my informants laid their rebetika song-lines we shall
discover how (to borrow a phrase from Therese Radic) they came to Australia “with a

score, nol to settle, but to sing —~ to sing up the country” (Radic, 1991: 26).

Thus, my aim is to study rebetike music transplanted from Greece to Melbourne (the
location of the largest Greek diaspora communily), including its syntax and extra-
musical associalions which are detennined by Greek-Australian musicians® and
audiences’ ideologies and experiences, especially the expericnce of migrating and
adjusting lo the new Melboume environment. Although 1 shall refer to song themcs,

my [ccus is not on text analysis.

1.2 Scurces of information

The primary sources are (1) my field recordings of 43 interviews aboul rebetika
performance in Melbourne, and a few in Athens, Greece, (2) 27 songs selecled,
performed and recorded for this study by members of Apodimi Compania, a key
ensemble of rebetika performers in Melbourne and (3) songs from the KATAAOTOX
TPATOYAIQN NTOY EXOYN 'PADTE] KAl EKAOGEI ETHN AYEZTPAAIA ZE

3 The question first acticulated by Israelite migrants in Babylon 2500 years apo, “How shall we sing
our song in a foreign land?™ was also asked by members of Australian diaspora communities over
the past 200 years.




AIZKOYE H KAXETTEY, “A Catalogue of Greek Songs Written and Issued on Disc

or Cassette in Australia”.® (trans, Clidaras, M 1994, pers. com.)

An analysis and interpretation of the interview transcripts form the basis of the

discussion in chapters thiee to five in which my informants are listed according 1o
their gender, the generation to which they belong, the decade in which they arrived or
were born in Melbourne, their refurn migrant experience (if any), and whether they

are Greek- or Melbourne-bom performers, instrument-makers or academics,

The Apodimi songs are cxamined and compared with recordings of the same songs

identificd by the musicians as their source material.

Sccondary sources include information from Melbourne festival and concent
programs, particularly the programs of the annual Melbourne Greek cultural festival
known as Amntipodes, the annual Brunswick Music Festival and local Greek
newspapers, Neos Kosmos and Ta Nea. The latier are the source of articles on rebetika

from the 1950s to the present day.

For statisticat information on Greeks in Austrslia | refer to the Australian Bureau of

Statistics Census data from 1911 to 1996.
Websiles

[ have also obtained data from the intcrnational discourse on rebetika presented on
websiles. In my view, websites dedicated to rebefika issues until the late 1990s fell

into three categories: the views of the ill-informed enthusiast, the informed enthusiast

6 The catalogue was compiled by Mr Mimis Sophocleous of the Greek-Ausiralian Archive Museem
and Learning Centre of (the Royal Melbaurne Institute of Technology) University. In my opinjon
the itle of this catalogue nevds clarification since, as we shall see in chapter seven, the catalogue
in fact refers to recordings of Greek music pmduced in Greece, imponied to Melbourne and
Sydney, and then distributed in Auvslralia, as well as songs composed, recorded and produced in
Melboume.
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and vendors of rebetika recordings. Whilst some of the discussion was of interest,
much of it was based on conjeclure and fantasy and as such was iot a reliable source
of informaiion. Yet even the conjeclure and fantasy served to illustrate a growing
world-wide interest in this Greek traditional music. For example, a member of an on-

line forum wrote:

Well, yesterday 1 made a discovery and wanted to share it with
everybody. The word “mangas” comes from the old *manga” or
“mangia,” (with two gammas or gamma kappa), that means “Group -
and conspiracy — of a bunch of out law rebels” from the time even
before the revolution of 1821. [a reference to the Greck War of
Independence] Now, if you wrile MANGIA in Greek but with a
“digamma” instcad of two “pammas” you write MAFIAU! And
remembey the Ilyrian and Greek word “bessa” has the same meaning
with the Sicilians “omerta”. Now we can understand why Al Capone
had all those good feelings for Giorgos Katsaros [a Greek-American
rebetika guitarist  and  singer]. (1998,  August 2,
http:f/userss.Yorthnet.pi/bb/ath/physiart/messages/498.html)

Here, the contributor ies to create an etymological connection between the low-life
mangas’ of pre-World War Twe urtban Greece, and their supposed European and
USA counterparts in the Mafia. Since manges lended to be very individualistic and
were not part of highly organized, international crime networks, the parallel is

fanciful. It ranks with previous perceptions of “Alexander The Great and Jesus Christ

7 Mangas (sing) Manges (pl) is the name given to “men who formed a subeullure on the fringe of
[Greek] society. Many of them were acually m the underworld. The nearest equivalents in
English are probably “spivs’, ‘wide-boys™ or ‘hep-cats’ (Holsi:1975:14) The word is sometimes
used wilh reference to rebetika performers from the Piracotic period in general. However, this is
inceirect, since nat all performers from this period can be described according to the mangas

. descriplion noted above,
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as rebetes® avant la letire or as devolees of the supposed rebetika of their day”
(Gavatlett, 1991: 8). It illustrates how an on-line rebetika enthusiast can mythologise
tigures associated with the genre. Another reference, noted below,® likened
Vamvakaris's music-making 1o that of Mozant, Couperin and a lengthy list of iconic

momenis in Greece’s history.

In the past few years, the guality of the discussion on these websites has improved.

———

Another group of website users involvirg acrdemics from around the world has
entered the electronic discourse and acquired the title of rebetologists. Many of (hese

rebetologists took part in a recent’® conference organized Ly the Modern Greek

Section of the University of Cambridge University, UK, in collaboration with the

Municipality of the Greek Island of Hydra. The themes of the conference - the

history, sociology, music and research methodologics of rebetika — indicated the

breadth of issues which were the concern of the academics taking part. Conference

B Rebetes has hecome a term used to refer 1o a sinper of rebetika songs but, as with ather terms used Lo
describe rebetika phenomena, its meaning and vsage is contested. Gauntlelt believes that “The
essential nucleus of common usage of the term rebetis is tbe display of opposition 1o conformily
and respectability™ (Gaunstett, 19%): 85); for example, “idlers, vagabonds, mgues, heroic Gigures
of the ben vivant, hash smokers and drunkards™ etc. However, Gauatleit mainlains that no single
definilion of the term can be “reliably founded on clymology™. Sce Gauntlet, (1991: 84 -91) for
a full Jiscussion on the issoc.

9 “Markos was eally a musical genius in the order of Mozart or Chopin, or perhaps a betier 3
comparison would be with Couperin who also created great works based on a single instument.
He (Vamvakaris) certainly undcrstood bis country. T sometimes think that you can hear the entice 3
history of Greeve in Markos’s music: the clang of the swords before the gates of Thebes, the slap
ol the cars on the foam of Sounion, the circumflexed vacaiives of Ephcbes debating with Socrates
in the npora, the urgent cmptiness of the wind sighing io the hills above Anos Syros, the Hagia
Sophia, the leathery squeak of the skin of Daskoleyiannis being siripped of his fiesh, the hiss and
stamp of the death dance of the women of Souli, the ecstatic {izzing of the fuse which led 1o the
powder kegs of Arcadi, the heari-breaking arpegpios of the laterna [barrel-organs] players of
Plaka, the crackling flames of Smyma. But mosl of all his style harks back lo the greal heroic age
of the Hellenes as reflected in the masterpieces of Attic Black Figure vase paintings, a style
which, like Markos’s, is muscular, archetectonic, energelic, humorous, tragic and severe™. (1997,
May 8, hip://www.Physics.uch.gr/songs/frames/irst.eay hunl)

10 The Hydra Rebetika Conlercuce took place on the Greek island of Hydra between Oclober 18-21,
2001.
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papers were presented mainly by Greek, Turkish, English and American scholars.

Stathis Gauntlett represented Australia with a paper cntitled “Mammon and the Muse:
Rebetika as a Marketing Construct”.

(hitp://wwv.geocitics.com/hydragathering/summarics.html, Summary of Hydm ;

conference papers, 2001). Turkish musicians were well represenied, despite a long- L.

held reluctance of some Greek rebefika enthusiasts to acknowledge non-Greek

influences in rebetika. Kelencoglou's paper pointed to the “shared influcnces

198

[between Greek and Turkish popular usban music] in Turkish Music and Rebetika”
(Ketencoglou, 2001). He observed that rebetika cnihusiasts would be surprised al the
“wonderful local rebetiko cnsemble [Compania Ketencogiou in Istanbul] whose ‘? =

members are permanent, not occasional, residents of the city (Ketencoglow, ibid). He

GP' \l

e ;r".'":'l :5’.:‘,’3’5:_-_1"?{,. izleizas

described the ensemble’s musicians as follows: g )

Muammer Ketencoglou, a Tork from lzmir (Smyma)...an exceptional
virtuoso of the accordion...His instrumental and vocal performances
stay truc to the authentic style of the geure, even though he meither
speaks nor reads Greek...Orhan Osman ..is the group’s bouzouki a
player...lvi Demmanci.._is the group’s vocalist. In her plain and very
melodic voice she inierprets the songs in the group’s repertory
accurately and authentically, with none of the theatrics and pseudo-
impressions that might diminish their effectiveness. Lastly, Stelios
Berberis, from Imvrios, the sweet-voiced cantor of the Greek Osthodox
Patriarchate at the Phanar, provides the vocal ability necessary for the
group’s rendition of the older songs in the repertory. (Ketencoglou,
2001.)

The combining of Turkish and Greek musical skills, especially the invelvement of

“the sweet-voiced cantor of the Greek Orthodox Patriarchate,” within the Compania

Ketencoglou, resonates across centuries of Byzantine and Ottoman cultural contact,

which frequently centred around schism and conflict.



Films

The revival of interest in rebetika in Greece and the diaspora in Melbourne from the
mid-1970s led lo the making of a number of films based on documented or

fictionalised accounts of the evolution of rebetika. In 1983 and 1985 two television

serials produced in Greece!' depicted the emergence of rebetika in a semi-fictional

series. Both were shown on Special Broadcasting Service (SBS) Television, in
Australia. In 1983, an Australian-produced film entitled Rembetika: The Blues of
Greece, (de Montignie,1983) included a narrated acknowledgement of rebetika
performance in Melbourne. it made the suggestion that Greek-Australians in
Melbourne are “now discovering songs of the underworld; songs which their parents
were ashamed to teach them” (Montignie, 1983). As we shall see in later chapters,
Greek migrants to Australia in the 19505 may have been “ashamed™ of the relatively
crude clements in their rebetika texts, hut there were other reasons for the rarity of
rebetika music in Melbourne at that time, such as the pressing need to live and work
successfully in a new land, leaving litile time to promote a musical tradition. The film
also shows a proup of Melhourne musicians performing in an early 1980s rebetika
club known as the Tsakpina Club. The significance of this film, the musicians and the

club will be discussed in chapter eight.

.v‘=qf.
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The most recent film on rebeiika, Nuils sans Lune'? (Night Without Muon)

(Bongrand, L, 2001) resuvlted from “two years work, co-produced with ERT and the

oo

el

Greek Ministry of Culture, retracing the history of rebetiko in parallel with Greei

i
M

I

history” {(Bongrand, 2001). The film’s production is indicative of a widening

' The series was entitled Mwope uy; Avyng (The Minaret of dawn} (Ferris, C 1983). In Mcelbousnc,
the series was shown under the title of Piraens Blues, a name which was psed in the 1990s for a
restaurant and reberika venue in Brunswick Street, Mclbournc.

12 Faouros (1976:17-28) published an article on aspects of reberika with the same title. In tum., this

may have been a reference 1o Kaldaras's song. Night is fallen without a moop. recarded in 1947
which Lells of a Lefiist political prisoner spending a night in a prisun ccll. (Cowan, 1993:10)
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international interest in rebetika amongst performers, scholars and commentators

involved in various media.

1.3 Literatore review and theoretical influences

In the following discussion I shall refer o scholars who havc influenced my thinking
and methodological approach to questions surrounding rebetika music-making in
Melbourne. Discussion is built around the following ethnomusicolgical issues: 1) the
nature of musical events and their muftifaceted dimensions 2) the notion of musical
competencies 3} processes and contexts of musical change 4) culture contact and
intercultural impact 5} culture and idenlity 6) migration 7) gender and musical
performance 8} historicism 9} history of reberika 10) organology and instrument
classification. | shall also refer to three doctoral theses which explore aspects of the

rehetika penre.

As discussed above, a key focus of my study concerns explicating the relations
between the sound of rebetika and extra-musical associations connoted by musicians
and audience members. This necessarily involves considering the nature of musical
performances. Stone refers to a mus.al performance as an “event” (Stone, 1982: 1} in
which acoustic, kinetic and social aclivity involving musicians, dancers and audience
members becomes an “inicgrally related cluster” of aciions “occurring in particular
time and space dimcnsions™. Furthermore, “the evenl consists of the participants’
dynamic processes of evaluation and action, creating the interaction from which the
event’s meaning is derived” (Stone, 1982: 2). Thus, Stone describes a musical event
as an integration of rulti-faceled musical, social and hislorical factors from which

participanis creale meaning.

In exploring rebetika music in Melbourne and the role it has played in the lives of

Greek-Australians 1 have kept in mind Stone’s idea that focussing on interactions

P




between parlicipants in a musical event “is profoundly important for it acknowledges :
the centrality of meaning created in interaction”. (Stone, 1982: 4) Furthermore: :
The participants in music events include both the individuals
producing music and the people experiencing the music performance

as listeners or audicnce, and Lhe auditors’ meanings and interprelations
are just as sigaificanl as those of the performers, (Stone, 1982: 4)

{ have adopted Stone’s suggestion that we should “explicitly exaniine responses to

music performance as well as the performance itsclf...considering processes in
musical events to entail analysis of the multiple dimensions of time as participants
experience them” (Stone, 1982: 7). However, music is not always experienced as live
performance. It may seem that we cannol consider listening to a musical recording as
an interactive “event”. However, 1 shall argue that while many of the immediatc
audio, Kkinetic and social actions are not present when listening to recorded music,
listencrs have slrong intrapersonal responsSes 10 the music. These intrapersonal
responses involve internal interactions and evaluations of the music based on the
listeners® past and present, individual and saciat experience. The “listenings” form a
basis for subsequent interpersonal, musical interaction. This was often the case for

rebetika musicians and audiences in Melbourne.

Reftecting on issues concerning different types of skills required by musicians and
audiences of rebeiika, | have been influenced by Brinner’s notion of “musical

competencies” which he defines as:

Individualized mastery of the amay of inlerrelated skills and
knowledge that is required of musicians within a particufar tradition or
musical communily and is acquired and developed in response to and
in accordance with (he demands and possibilities of general and
specific cultural, social, and musical conditions. (Brinner, 1995: 28)

Thus, musical competencies are “an integraied complex of skills and knowledge upon
which a musician relies within a particular coltural context™ (Brinner, 1995: 1). His

definition of musical compeiencies and Stone’s notion of a “music event™ are related



by iheir acknowledgement of the multi-faceted and interrelated skills involved in
individual and social music-making, In my fieldwork 1 set out to discover what
rebetika musicians and uudiences in Melbourne understood about the music and the
competencies required for ils performance. Working towards an understanding of “the

full range of variation of these aspects of [their] musical life... ”(Brinner, 1995: 2) was

a central aspect of niy research.

[n examining lhe nature of rebetika in Greece from the early twentieth century and in
Melbourne from the 1950s I have been inevitably drawn into considering notions of
musical change. 1 have taken into consideration that “The key fo understanding
musical change and musical stability, if we are ever to deal with it in other than
retrospeclive and subjective fashion, lies in a qualitative, multi-dimension approach”
(Herndon, 1987: 457), because, as Blacking observed, musical change is not
necessarily caused by interculiural contact or migration of people; “...it is brought
about by decisions made by individuals about music-making and music on the basis
of their experiences of music and attitudes to it in different social contexts” (Byron,
1995: 160). This study coacerns the musical and social experiences of Greek-
Australians in Metbourne. I take into account Blacking’s view that the aim of
studying musical change “must be to understand the processes that generate these
music preducts” and thus we should study * the musical and social experience of

communities who make and hear [the] music™. (Byron, 1995: 167).

Since rebetika in Melbourne and Greece involves Greek and Australian cultural
processes with influences from the Arab world, Turkey, Europe and the USA, [ have
also noted Nettl’s view extrapolaled from his discussion about the Western impact on
world music and the variety of ways in which traditional musics have responded to it.
He observed: “The rools of the varety seem to lie less in the character of individual
music cultures than in the quality of the relationships between cultures and between

musics” (Nettl, 1985: 6).
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Rebetika began as a local Greek-Anatolian music, evolved through intercultural
contact in the rcgion and was carried 1o diverse pasts of the globe via diaspora
migration and electronic commercial media. In this study 1 examine the qualilies of
relationships between Greek and Australian musicians and between Greek-Australian
musicians, Anglo-European Australian musicians and musicians from other disapora

communilies in Melbourne, This involved thinking about musical change in local,

regional and global perspectives in order to address the guestion: how can we relate

the musical sounds of a genre 10 the extra-musical associations determined by the
music's performers’ and audiences’ ideologies and experiences such as nationalism,

identity, religion, ritual, politics etc?

In recent times notions of culture within a “globalised conlext” have come to
dominate political and economic rhetoric. Has globalisation?? affected muwsical
ehange? Some writers have argued that globalisation has brought about the end of
local culture, since communication media have created a “borderless world,” (Robins,
1992: 318), (Vargas Llosa, 2001: 2), in whick national borders have disappeared.
However, I argue that borders do not necessarily coincide with geo-political
boundaries. Traditional music and dance may originate in one location, be carried to
another by members of a diaspora group, and still remain a locai cultural
phenomenon, even though the locality is different. That is not to say that a music is
not subject to change when it becomes a global phenomenon as is the case of much of

today’s so-called “world-music™ which is a synthesis of local musical traditions and

13 Globalisation, refers 1o the possibility and effect of instamtaneous communication through
lechnological means, which has brought aboul a “rompression of time and space™ (Robins, 1992:
318), in which “economies and cultures [are] thrown into inlease and immediate conlact with
cach other™ (Robins: loc.cit). However, U have also considered Naim’s view that , “Gtobalisation
research today must challenge this cramped interpretation [the economic-centric view] of the
greal expansive moment we are in. Withoul neglecting cconomics, it needs 10 focus more on
politics and cullure: upon conslitulional systems, natiomality politics and the much longer
historical and anthropological view necded 1o situate twenty-first century globalisalion™. (Naim,
2002). :




Western popular music characteristics. Even so, we must consider the relationship

between musical sound and extra-musical associations whether ils context is loeal,

regional or pglobal.

The relocaticn of a musical culture usually sets in action processes of musical change
and synthesis as one music culture interacls with another. 1 have kept in mind
Kartomi’s view (which resonates with the discussion above) that “the process of
intercultural musical synthesis...is a matter of seiling inlo motion an essentiatly
creative process, that is, the transformation of complexes of interacting musical and

extra-musical ideas” (Kartomi, 19812 232).14

In asking the question to what extent has rebetika music changed by ils relocation
from Greece, | have reflected on Kartomi’s view that whilst “creative transformation,
which may be termed syncrelism, synthesis or transculturation nommally occurs as a
result of convergence” “{Kartomi, 1994: xi), “the effects of contact can range from
the making of minor adjustmenis within existing musica! styles...to the creative
transformation of whole styles and of the ideological and music-organising principles

on which the music is based” (Kartomi, 1994: xi).

Diaspora communities, such as the Greek-Australian community in Melboume,
coniront the effects of inlerceltural conlacl resulting from their migration; particularly
personal and social effects arising from evaluating senses of idenlily in a new land.
The examination of the culture of such communities can give us insights into the
nature of the dominant cultures in which they are situated. Thus, 1 have concurred
with Botlomley who obscrved “diaspora identifications also offer dynamic counter-
cultures to those that constitute immigrants as merely factory workers, slaves, ‘wogs’

or unwanted foreigners” (Bottomley, 1992: 2i7). Further more they “encourage a

14 T am particularly indebied o Kartomi (1981} and Kartomi and Blum el al (1994) for guidance in the
area of processes of interculwral musicai contact




kind of inter-textuality, a way of viewing the past within categories of the present, not
as some uninterrupted continuity, but including disjunctions and conflicts...”
(Bottomley, 1992: 217). How then, has rebetika music-making reficted notions of

identity amongst Greek-Australians in Melbourne?

Stokes links issues of identity with issues of culiural diversily. He observed, “The
ideology and politics of multiculturalism have created a public space for cultural
diversity in official conceptions of Australian identity where none had existed before”
(Stokes, G 1997: 144). In the 1950s Greek-Australian musicians lived with policies
encouraging cultural homogeneity rathe: than diversity and yet their traditional music
survived.’S Can rebetika music in Melbourne be linked with experiences of cultural
diversity and identily since, as Stokes commented, “amongst the countless ways in
which we ‘relocate’ ourselves, music undoubtedly has a vital role to play” (Stokes,
1994: 3)? Indeed, has the genre played a rale in helping Greek-Australians resist
cultural homogeneity? As Vasilis Vasilikos and Steve Frangos, observed, “The Greek
émigré maintains his identity abroad through the language he speaks and the music he
listens to” and “music can be used to document and refute the assimilation process”
(quoted in Chatzinikolou, and Gauntlett, 1993: 200). Or has rebetika simply served as
an expression of a statement of wanting “to be”; that is, “to be™ an identifiable Greek

in Australia — a Greek-Australian?

For some members of the community the practice of traditional music, other arts and
ritval, should not be regarded a medium for the assertion of cultural identity because

they are fraught with nostalgia. Kypraios believed such practices to be the “big

sickness of migrants [becanse] they remember things that no longer exist” (Kypraios,

in Vondra 1979: 124). Kypmios's view raiSes the question as to whether rebetika

13 Greeks in Melboumne have often poinied out to me that the Greek language, the Orthodox refigion
and olher aspects of Greek cultere survived 400 years of Gtioman colonization.




music-making in Melbourne has merely served the purpose of satisfying nostalgic
feelings, or has it had a deeper significance and relevance for its practitioners over the

last fifty years?

I note at this point thai issues of gender, which are closely related to issues of identity,
were discussed very little by my musicians and audience members in Melbourne. It is
a topic which deserves fuller examination in another project. However, in this study T
have touched on gender with regard to dance, vocal style and instrument playing.
Future researchers might ask to what degree does gender ideology in Greek and
Greck-Australian communities affect ils musical thought and practice? In considering

issucs of gender 1 have reflected on Kosoff’s observation that:

...music performance provides one of the best contexts for observing
and understanding the gender structure of any society. This may be so
because in many societies the underlying conceptual frameworks of
both gender and musical/social dynamics share an important structural
feature: they both rely, to a greater degree, on notions of power and
control, (Kosoft, 1989: 10)

Behaviours and attitudes of men and women towards issues of gender and sexuality
encoded in rebetika performance practices and song fexts are potentially a rich source

for explorations of gender, power and control in the rebetika, and broader, scene.

Undoubtedly, discussion on gender relations within rebetika performance and
composition must acknowledge firsily, that the genre onginated in the patriarchal
saciety of late nineteenth and early twentieth cemiury Greece. In some respecls,

Greece is still strongly patriarchal.’® This is reflected in the dominance of men in

rebetika perform'ance but not necessarily in other forms of popular music. This

16 { qualify my statemenl abow Greece being “strongly patdarchal™ on a nationad level since there are
rural and istand areas in Greece which still maintain martriarchal conventions such as lines of
inheritarce following the female family fine.
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suggests that the continued dominance of men in rebetikd performance must be a

reflection of the performance téadition rather than a reflection of all of Greek society.

Secondly, the role of women in rebetika changed in relation to styfistic periods.
Although their role has always (with the exception of a few Greck-Australian —and
other diaspora women?) been confined to singing and playing accompanying
instruments such as the tambourine (defi), finger-cymbals (zilia) and spoons
(koutalia), womén singers were more prevalent in the Smyrnaic and erchondorebetika
periods.)? Their presence in Pirgeotic performance was reduced. As Holst noted,

“Piracus rembetika was exclusively male music” Holst, 1975: 42).

Why did Piraeotic musicians excl de women? And why have women been excluded
from a more prominent role as rebeiika instrumentalists. As we shall see, aspects of
gender identification associated with rebetika dance and music have changed from the

early lwentieth century to the present day in Greece and Melbourne.

Issues of identity, migration and rebetika are inextricably linked in Melboumne since
the music was brought here by Greek migrants. Bottomley, a key figure in scholarly
discussion on the migration of Greeks lo Australia suggested that issues of migration
needed to be founded on three sets of féclors: “pre-migration background,
immigration experience and the receiving society” (Bottomley, 1979: 13) I have
considered these factors when interpreting my informants’ interview transcripts. The
musicians and audience members involved in this study who were born in Greece
reveal aspects of their pre-migration experiences, while those bom in Melbourne
relate to immigration experiences as the off-spring of Greek-Australian migrant
parents, Others were involved in lengthy return visits to Greece or, in a few cases,

return migration.

17 Rebetika period terminalogy will be discussed in Chapter Two.
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In fact, over the last fifty years Australia hus had “the largesl immigration program of

any country in the world relative to its existing population, bar {the unusual case of)

Israel”, {Kalanizis, 2001} The number of in-coming Greek migrants peaked in the
1970s. Today, the Greek diaspora communily consisls of over a quarter of a million
peopie.t® Clearly, a study of rebetika music-making in Melbournc must take into
account its context within the farger Australian community since, as Gilroy observed
in a discussion on the dialetics of diasporic identification, “Ii ain’t where you'se from,
it’'s where you're at” (Gilroy:1990/91), Where the Greek-Ausiralian communily is
“at” today, is a very different place from that of filly years ago when Greeks began to

settle in Australia in increasing numbers.

My historical account of rebetika in Melbourne is based on the 1wi*2.iHons and
memories of musicians and audience members in Melbourne, film, newspaper articles
and concerl programs. These sources reflect the multi-faceted contexts of rebetika in
Metbourne from the past to the present. Therefore, in commenting on the historical

events I have kept in mind Treitler’s comment that

Hisloricism insists upon locating the objects of its study in an cternat
process of change. To conteraplate something is to slop il only
momenlarily in ils tracks; and to ask, what il is, is to ask what i1 has
been and whal it will be...(Treiller, 1989: 98)
Indeed, Treitler believes this temporal spectrum of historicism enables the historicist
to “answer the recurring question [related to issues of identity], “Who are we, whal do
we sland for?” (Treitler, 1989: 98). Treiller’s view of historicism also assists us in
adopting a multi-coniextual approach to the historical exploration of rebetika in

Melbourne; a strategy which links it with my approach to considering the multi-

I8 According 1o the 1996 census of the Ausiralian Burcau of Statistics, 259.019 people said they used
Greek as their first langoage 2t home.
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faceted factors involved in cxplicating the relationship belween musical sound and

extra-musical associations, acquisition of musical competencies and issues of idenlity.

With regard to texts on the history of rebefika music in Greece I have referred lo
Holst (1975); an account of her discovery of rebefika music and musicians in Greece
in the late 1960s and eatly 1970s. Her account has been an entry point into the slory
of rebetika for many non-Greeks, ineluding myself. Holst's narrative lext of the film

Rembetika: The Blues of Greece, (1983) represents one of the earliest acconnis of

rebetika to recognise Melbourne as a location for Greek diaspora involvement in
rebetika. Her 1988 essay provides a picture of the revival of rebetika in Greece from
the Iate 1960s and acknowledges that in the 1980s “some of the best rebesika revival
groups [were] playing in clubs and cafes outside Greece — in Holland, Sweden,

Australia and the US” (Holst, 1988: 10) In Song, Self-Idcntily, and the Neohellenic

(1997) she explored further the idea of rebetika as a revived popular music in relation
to continuing issves of Greek identity: a discussion related lo rebefika as a music of
identity in Melbourne during the second half of the twentieth century. I aiso referred
to Gauntlett (1582/83): a contribution to the definition of the term and the genre
rebetiko tragoudi (song) through detailed analysis of its verses and of the evolulion of

its performance. His discussion was invaluable in helping me avoid some of the

pitfalls associated with rebetika terminology, in *a discipline whose generic lerms are

not noted for their precision,” (Gauntlett,1982/83: 101) and in his encouragement to
musicologists and ethnomusicologists to engage in a “scholarly anafysis of the music
of the corpus...so that an integrated descripticn and definition can be effected”.
(Gauntlett, 1982/83: 102). His 1991 historical outline of the “myth in and about
rebetika” provided a succinct historical account of the political and social context of
rebetika, while Corpus Rebeticorum: a preview, (1994) about a Melbourne-based
project involving the creation of a data base of some 3000 cominercially recorded

rebetike performances brought together by scholars from Melbourne and La Trobe




universities, gave me an insight into the role of the music recording industry in the

story of rebetika.

Conway Morris® (1981) article on 78 rpm recordings held by the British Institute of
Recorded Sound is also referred to as a source for information on the early recording
of café-aman’® music in Greece. Three rebetika anthologies were used as sources for
Greek views on the naiure and history of rebetike music and dance (as well as a
plethora of website arlicles), Petropoulos (1979), the second edition of the first
rebetika anthology to be published on in Greece in 1968, Dragoumis, Petrides,
Petropoutos and Papadimitrion in Butterworth and Schneider (1975); a collection of
essays on rebetika dance, music and “rebetika and blues [music),” and Skorelis
(19/8). an anthology of rebetika songs transcribed into treble/bass score using

Western notation.

My analysis and interpretation of accounts and perceptions of rebetika in Melbourne
are supported by an organological discussion on rebefika musical instruments in
Greece and Melbourne including suggestions regarding the classification of rebetika.
I have been guided by Karlomi’s woik on concepts and classification of musical
instruments (1990) and her observalions on the subject with special reference to the

1990s (2001). Referring lo processes of classification she observed: “It is frequently a

multilevel, creative way of thinking and organizing knowledge about instruments and

enscmbles in ways that are consistenl with socially influenced or structured ideas or
belief systems™ (Kartomi, 19%0: 271). My discussion of rebetika instruments from the
early twentieth century to the present day is a multilevel discussion invoiving an
historical review of individual instrements and ensembles in Greece and Melboume. 1

have also adopted Kartomi’s terms “culture-emerging” to distinguish those so-called

19 Café.Aman refers to cales in Greek urban ventres in the late nineteenth and carly twentieth centuries
which promoled the performance of Oriental-style music (that is, music from the Levant and
Middle East) to that of Westem popular music heard in café-chantants.
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natural classifications that emerge informally from within a culore or a sub-

culture.... from “observer-imposed™ classifications that are conceived and imposed by

an outsider...” (Kartomi, 2001: 298). Pennanen's work {1999) on the organological

development and performance practice of the Greek bonzouwki provided scholarly
insights inte the origin of the bowzouki, etymology of the word ‘houzouki,’
morphological developments of the instrument and boizouki performance technigues.
Conway Morris’ {(1981) research on musical instruments used in Greece’s urban cafes
in the 1920s to the 1940s, has also been an invaluable source. Anovanakis’ {1976)
ground-breaking, scholarly publication on Greek popular musical instruments enabled
me to consolidate reflections and comparisons about organological developments of
rebetika instruments in Greece and Melbourne after visiting the collection on which

the boak is based, in Athens.

Most recent research on rebetika music focuses on the nalure of the songs’ texts and
their sociclogical contexts. Three doctoral theses stand out for their quality, the first
for its textual analysis and the others for their musical analysis. One, by the literary
specialist Stathis Gauntletl, was accepfed by the University of Oxford in 1978 and

was published in a modified form in 1985 as a book entitled Rebetika Carminae

Graecia Recentoris. Another, by Ebhart Dietrich, published by Verlag der

Musikalienhandlung, Hamburg, in 1987 as a book entitled Das Rebetiko: eine Studie
zur_stadtischen Musik Griechenlands. The third unpublished thesis, accepted by

Adelaide Universily in 1997 was by Demeler Tsounis under the title, Rebetika Music-

Making in Adelaide: diaspora musical style and identity.

Gauntlelt’s aim was to work “towards a definition of the genre [rebetika] through the

analysis of its verbal component” (Gauntlett, 1985: 43).20 He found that five “points

20 For further discussion of rebetika lexis, sce the theses, The Language of Rebetika: a descriplion and
analysis, was written by Enzilis, (1996), and the sccond, eniitled The “Silent Tex1:” a coniribution
1o the studies of the poetics of rebetika, wrillen by Paivanas, (1992) both accepted by the
Universily of Melboumne.




of transition {became] apparent in the process of stylisation and diversification of the
content, complication of the form, and contrivance of the language” fof rebetika song]
(Gauntlett, 1985: 190). Since they relate clbsely to the stylistic transformation of
rebetika music and inform the stylistic periods shown in fable ZI Gauntlett’s
summary of the five points of transition is paraphrased below,

The first point of transition relates to the beginning of the public prescntation of the
content of under-world song into the repertory of the café-aman. The second point of
transition involved the songs’ transference from the oral tradition to “strongly
personalised composition with commercial recording in mind” as well as further
stylization of the wnder-world content. Thirdly, the themes and language of the songs
were subject 1o “expurgation induced by the censorship of the Metaxas government”
in the mid-1930s. Fourthly, stylization of content, complication of form and thematic

diversification climaxed in the post Wotld War Two compositions of a second

generation of professional bouzowki players. The fifth point of transition involved, the

“conscious revival of earlier forms of rebetiko and primitivism™! in the 1960s.

(Gauntlett, 1985:191)

Changes in the musical sound of rebetika and extra-musical associations linked to the
music, paralleled these five points of textual transition. The café-aman and low-life
tavernas known as tekes were the performance locations in the emergent stages of
rebetika in Greece and Anatolia. Changes in the musical characteristics of early forms
of rebetika occurred as the genre pained acceptance as a commercially viable preduct
by the early music industries in the USA and Euvrope. The musical sound of rebetika,
as well as the themes and 1exts, was subject to “expurgation”™ by its association with

orientalism. Change in the the musical sound of rebetika, and eventually extra-

21 Gauntlet’s usc of the term primitivism relates lo a growing conviction in Greece in the Jate 1960s
that “rebetiko had been corrupled by commetce, and in the search for the pure roots of the genre,
a few minor composers and “veterans of the bouzouki” wha had nol hitherto been involved in the
commercial exploitation of the rebetiko, were discovered™ (Gauntiett, 1985: 160\,
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musical associations connected with the music, were instigated by the second
generation of professional bouzouki players in the late 1930s. These changes were
consolidated in the 1950s. Revived forms of the genre in Greeos in the late 1960s, and
in Greece and Mclbourne in the mid-1970s, involved a relurn to the musical sounds

and styles of pre-World War Two.

Gazunllett described his approach to the study of rebetika as being influenced by
“relativism bridied by historicism” (Gauntlett, 1998, pers. com.). That is, he believed
understanding variations in rebetika composition and performance need to be
considered in multi-faceted contexts and (where possible) be historically documented.

Gauntlet’s approach has guided this study.

The core of Dietrich’s study is the analysis of the musical characteristics of recorded
rebetika from Greéce. His thesis is one of the few detailed accounts of the musical
characteristics of rebetika.22 He examined and analysed 23 songs in terms of their
melodic, chythmic and structural content and style, followed by contextual discussion
of the songs’ rhythmic modes, dance rhythms and form. His approach to the
examination and analysis of songs provided me with a foundation on which to baild
my analysis of 27 songs identified as source material by Apodimi Compania,

members of a group of Melbourne performers of traditional Greek music.

The ethnomusicologist Tsounis analysed 28 “reberika items™Z (Tsounis, 1997: 184)
examining the same musical characteristics as Dietrich but adding instrumentation,

timbre and texture. Tsounis presents a discussion of the musical characleristics of

22 Skorelis’s (1978) antbalogy of rebetika songs provides many wusical transeriplions of sangs using
Westem nolation. However, there is no space in this study for a sysiematic analysis of these
transcripts.

2 ‘fhe word “item™ ix used as a generic lerm for program components in competitive arts festivals

known as Eivteddfods in Wales. The Eisteddfod tradition flourishes in Awsiralia. This may

accousat for Tsounis's use of the word.




songs which she recorded as an aspect of her ethnomusicological study of rebetika in
Adelaide. She explored the contemporary re-creation of a traditional Greek urban
music in Adetaide covering the period between 1980 and 1993, giving an analysis of a

sample of local repertoire.

Tsounis asgued rebetika embodied a “symbolic-ideological narrative” (Tsounis, 1997:
19-23). It involved percepiions of rebetika as “soul,” “1oot” and “world” music. She
believed that rebetika as “soul” music involving people in passionate, spontaneous
and collective dance, was used as a “cathartic vehicle for the empassioned, spiritual
and colleclive expression of its participants™ (Tsounis, 1997: 206). She described
“soul” music as a narrative which “privileges a collective participation in live music,
[in which] experiences of heightened passion and pleasure are realized and shared
within the solidarity of the parea, the network of friends and companions” (Tsounis,
1997: 206). “Rools music,” on the other hand, was said to be belonging to a ‘genuine’
and “authentic’ Greek tradition...embedded in the long and continuous past of the

Greek people, while rebetika as performed by specialised groups, was said to be

one of the many ‘traditional,’ ‘anthentic’ and exotic popular genres of
*“world music” which constructs a namrative of rebetika as a “purely
aesthetic masical object for global consumption”. (Tsounis, 1997:
209)%
Thus, Tsounis refers to the multi-faceted contexts of rebetika amongst the Greek-
Australian diaspora. She argues that “symbolic constructions” about rebetika in
Adelaide were “mulli-layered and constantly undergoing negotiation for articulalion

and dominance...” (Tsounis, 1995: 99). Tsounis’ focus on issues of identity and

different ways in which rebetika music is perceived by Adelaide musicians and

2% Tsounis™ notions of symbolic-idcological narratives in relation to rebetika in Adelaide are also
applicable 1o rebetika music-making in Melbourne.
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audiences, is a precedent 10 my study. As such il has been an important point of

reference,

1.4 Methodological approach

It can be seen from the above discussion that a study taking into account notions of
musical competency, interaclivity, diaspora corﬁmunilies and variations of experience
within both a global and local context needs a methodology which facilitates an
examination of difference and variations of experience across a range of interrelated

cultural phenomena. To achieve this I chose a four-part approach, Firstly, I chose a

phenomenographic process involving interpretation and analysis of my informants’
interview transcripts ( see below). The analysis of the transcripts is followed by an
organological examinalion of rebetika instruments in Greece and Melbourne. The
third and fousth methodological elements involve an historical over-view of rebetika
developments and analysis of rebefike music and performance in Melboume in two
parts: the first covers the period from the 1950s to the mid-1980s and the second
covers the period form the mid-1980s to the present day. The question about how o
relate musical sound with extra-musical associations is considered in the
phenomenographic process. Brinner’s and Stone’s views on the acquisition of multi-
faceted competencies and multi-contexts of musical performance have been a
significant point of reference during my analysis of the story of reberika in

Melbourne.

Philosophies and techniques of phenomenography were originally developed by a
research group in the Department of Education in the University of Gothenburg in
Sweden (Marton, 1981:177-200). They were intended as a means of mapping the
“qualitatively different ways in which people experience, conceptualise, perceive and

understand various aspects of or phenomena in the world around them” (Marton,

1986:31).




Whilst there are differences beiween phenomenographic and phenomenological
methodologies, the two mcthods share some characleristics. Giorgio states that in
phenomenology “All objects... are to be described precisely as they present
themselves in direct experience and not on the basis of past knowledge or inferences.
(Giorgio, 1992: 4-5). A phenomenologist would look for that which is common to

different forms of experience.

Marton describes differences between phenomenographic and phenomenological
methods as follows:
Phenomenographers try to characterise the variations of experience
whilst phenomenologists mainlain that the essence of experience is
usually interpreted as that which is common to different forms of
experience. Phenomenologists emphasise the distinction between
immediate experience and conceptual thought The latter should be
‘held in check” in. an aftempt !0 search for the former. -~
Phenomenographers do not make this distinction trying instead to
describe the relations between the individual and various aspects of the

world around them, regardless of whether those relationships are
manifested in the forms of immediate experience.(Marton, 1986: 31)

In phenomenography, the focus of the research is on both the research problem and
the subjects participating in the study — the interviewees. The researcher looks for the
“distinctive and essential” structural aspects of the relation hetween the individual and
the phenomena, which in this study include the musical characteristics of rebetika and
their social-historical context. It aims to discover the structural framework within
which various categories of understanding exist. In chapter threc I shall discuss my

application of the phenomenographic process in further detail.
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CHAPTER Two

HISTORICAL OUTLINE OF REBETIKA IN GREECE AND
MELBOURNE

I shall now summarise the history of rebetika in Greece based on the literature
discussed above and outline briefly its history in Melbourne, including issues
identified by musicians and audience members interviewed for my study as being

associated with the music.

2.1 An historical overview of rebetika in Greece N

; In its early stages of development in Greece during the late nineteenth century,
particularly in and around the port areas of Athens, Piraeus and Thessaloniki, reberika
was associated with the life style of the urban working class but particularly with the
“low-life manners of rebetes (the protagonists of these songs)” Gauntlett, 2001: 43).
By the first few decades of Lhe twentieth century members of the Greek-American
diaspora cormmunity had brought rebetika music to the United States of America and
by the 1950s, the music had gradually assimilated into mainstream Greek social life,
which led to transformations of its musical style. With historical hindsight, scholars
: : and enthusiasts such as Petropoulos {(1968), Butterworth & Schneider (1975), Holst
(1975}, Skorelis (1978), Gauntlett (1578), Dietrich (1987), Kotarides and Andriakaina
: : (1996) and Tsounis {1997) agree that rebetika developed approximately as shown in
table 2.1 below:



Table 2.1

A periodic table of the evolution of rebetike in Greece®

Late 197 ceatury --1921  arigins and early developments
1922.1932 Smyrnaic period

1932-1940 Piraeotic period

1940-1952 laika period

195210 the late 1960s  archendorebetika

1974 to the present time  revivalis! period

The sipnificance of these periods to the evolution of rebetika in Greece is outlined

below.

Origins and early developmenis

As stated above Rebetika originated in lhe second half of the nineteenth century iri the
tavernas and cafes of Asia Minor and Greece. Conway-Morris (1981) described the
popularily of the cafes which featured performances by dancing boys and girls,
accompanied by music played or oud, kanoun, santour, lyra, defi and zilia,?6 based on
the makam system of Turkish classical music. In Greece these cafes became known as

café-aman,

probably because of the frequent occurrence of the word aman  (zlas!
mercy!) in the Turkish songs which were their distinctive hallmark...in
order to distinguish them from the café-chantants where Western style
music was played. (Conway-Morris, 1981: 81)

Greek urban popular music was also performed in fekes, i.e. venues frequented by

hash-smoking sociely, The music “drew upon and contribuled to the café-aman, but

25t derive the adjcctives Smymaic and Piracotic {from the nouns, Smymaika and Piraeotika, the
nomenclature given io forms of rebetika {rom: the Asia Minor area of Smyrma and Greek port of
Piracus.

26 These instruments are described in detailed context in ables 6. 1- 4.




a7,

retained a number of distinclive fealures” (Conway Morris, 1981: 81) including the

use of the key rebetika accompanying instruments, the bouzouki and daglama.?’

Customers smoked hash while listening to the music in both cafes-aman and tekes,

and this became a common theme of rebetika songs.

The music of the café-amans and tekes continued to be cultivated in the first two
decades of the 20™ century.28 During this period, some Greek and Turkish musicians
in Asia Minor and urban ports of Greece played together with Arab, Gypsy and
Balkan musicians. The extent to which this intercultural musical partnership was
believed to have influenced rebetika styles by Greeks and Greek-Australians is linked
to broader cultural issues which I shall discuss in the following chapters. However,
we should note at this point thai there have always been some Greek traditional music

enthusiasts who have regarded rebetika as a ‘purely’ Greek phenomenon,

1922-1932 Smyraaic period

In 1920, the greater part of Thrace and Smyma was assigned to Greece under the
Treaty of Sévres. On marching into Asia Mipor in 1922 to claim their territorial gains,
the Greek army was defeated by Turkish natioralist forces, which led 10 the enforced
exchange of Orthodox Christian and Muslim populations between Turkey and Greece
and the resultant entry of over one million Greeks from Anatolia as refrgees to the
urban areas of mainland Greece. This event became known as The Big Calastrophe.
Amongst the refugees were many musicians, particularly from the Smyrna region,
who established themselves quickly alongside existing Asia Minor mausicians in the

café-aman and tekes. During the following decade, they played a major role in the

" 27 The exact point of enlry of the bouzouki into Greece conlinues o be problematic: a matter which
will be discussed in chapters 5 and 6.

28 Rebetika from this period was recorded by field-workers from the early USA and Westem European
recording industries.




38

development of Asia Minor-style popular urban music in mainland Greece. Their
musical style, strongly flavoured with the sounds of Oriental instrements such as the
oud, kanoun and santour using modal scales from Asia Minor, became known as
Smyrnaika. Many of the refugees lived around the port of Pireaus, where the rougher-
hewn music of the hash-smoking rebeies flourished in the fekes. By the early 1930s, a
style of music featering a synthesis of Smyrnaic ard Tekes styles had evolved inlo a
popular style which then came to dominate the Greek vrban musical scene between

1932-1940.

1932-1940 Piraeotic period

The new popular music flourished in the taverns of Piracus and developed into what

became known as Piraeotika; a style, which for some, represents the classical period
of rebetika. It was based on Spopor (dromoi), melodic modes adapted from the
makam moda! system from Asia Minor with touches of modal influences from the
traditional rural and island music of Greece, known as demotika and nisiotika
respectively, Four urban dance modes formed the basis of the genre’s rhythmic

structures: zebekiko, tsifteteli, hasapiko and hasaposerviko.?

The musical instrumental ensembles typically included a bouzouki, a baglama, a
guitar and a singer. One example of an extremely popular ensemble (Compania)
consisted of thé musicians Markos Vamvakaris, Yorgos Balis, Siratos Payoumdzis
and Delias Artemis, collectively known as the Piraeus Quartet. Official government
policy in the mid-1930s fostered a general anti-Oriental campaign: an expression of
Greece’s long-held anti-Turkish feelings, feelings which resulled in the jailing of
rebetika musicians and the banning of any music or instrument having “Oriental”
connections. Anti-authoritarian and valgar themes also fuelled the censorship of

rebeiika during the general puige of things Oriental.

2 Reberika dance modes are discussed in detail in chapter five.




In the iate 1930s a sccond generation of professional bourouki players led a
transformation in rebetika style. They reduced overt anti-aathoritarian sentiments in
song lexts, explicit references to profligacy and petly criminal activily including drug
usage. The term laika,° which loosely iranslates as ‘popular’, was henceforth used as
a label for the next period of rebetika. This transformation coincided with the

occupation of Greece during World War Two by the Axis Forces from 1941-1944.

1940-1952 The Lacka period

According o Gauntlett (1993) and Dubin, (1994:151) although the electronic
recording of rebetika ccased lemporarily in 1941 on the occupation of Grecce by the
Axis Forces, peformance of the music continued to flourish during this difficult

period in Greece's hislory. As Gauntiett observed:

Gramophone recordings were suspended by the German occupalion *
but tavernas operated freely and all kinds of songs circulated in the oral
tradition. The occupation was ancther period of socio-economic
levelling in Greece and the pool of potential rebetes expanded. In spite
of severely limited opportunities for entertainment, parlicularly when
thousands died of starvation in the famine of 1941-1942, it had to be
noted that for the most pant, rebetikn musicians prospered during the
Gemnan occupation. (Gauntlett, 1993)

In 1946 the recording resumed and the process of popularising rebetika continued

with new compositions and toned-down rebefika being performed in tavemnas catering

for middle class clients. The music became known as archondorebetika, literally

0 In fact the term faika has layers of meaning. Describing the use of the temas “dhimoriko ™ and
“taike™ in relation to Greek rural and urban popular music, Anovakis observed that the terms are
used “interchangeably, even by specialisis in the fletd of folk music...however, Ihese two terms
are nol always considered to mean the same thing. “Folk song® by definition, refers 1o the old
songs of a given people, whercas “popular song’ refers 1 more recent musical creations...the
more recenl songs [include} modem rebetika songs...Nowadays... many ethinomusicologists reject
this division of songs of a nation into old and new with the corresponding designations of folk
song and popular song. They consider gopular crealivily a uniform phenomenon, as a continuous
stream ol invention, and so use a single term: laiko traghoudi (popular song)...(Anouanakis,
1876:'25-26)




translated as 'noble rebetika’, 1o reflact the changed texts of the music and its

acceptance by middle-class consumers.

1952 io the late 1960s, Archondorehetika period

These innovations were accompanied, from abowt 1952, by changes in the design and
construction of the bouzouki. The bouzouki instrument-maker and performer Manolis
Hiotis introduced a2 founh course of strings to the formerly three-course string
instrument and changed the tuning to “enable him to play faster and to supply full
guitar-like accompaniments” (Holst, 1975:59), a development which will be discussed
further in chapler six. Suffice it to note at this point that it facilitated virtuoso playing
styles and increased the use of harmonic (that is, not simply chordal) accompaniment.
Electronic amplification of musical instruments and the singing voice in Wsstem
popular music increased significantly at the same time as the innovations discussed

above. Rebetika was not ¢xcluded from this devefopment.

Thus, fiom the early decades of the twentieth century to the mid-1950s, the sound of
rebetika and its social context changed dramatically. This was reflected in the music’s
commercialisation, acceplance by Greece’s middle class, technological developments
in instrument-making and the introduction of amplification on the instruments.
Rebetika was now more likely to be heard massively amplified in venues specialising
in archondorebetika known as bouzounkia, than in small, intimate, “low-life” tavernas
as in previous decades. Enscmbles now included drum-kits, electric guitars,
bonzoukis, keyboards and amplified singing voices. Mainland Greek rebetika
enthusiasts and observers such as Panagiotakopoulos (1993) and Kondoyiannis
(1972), believed that these developments, when considered with the demise of the
pre-Woild War Two rebetes and the reintroduction of censorship by the military Junt:

from 1968-1974, were the reasons for the gradual decline of rebetika in Greece. For




others, such as Holst, what happened in the, 1960s proved that rebetika was not yet

musenm music. As she wrote,
Rebetika had suffercd a sea-change but the result was a rich and
strange alliance between high and low culture — the music of Piraeus

stums had become the basis of the sophisticated “ar” song which was
to dominate Greek music for the next decade. (Holst, 1988: 12)

1974 10 the present time, The Revivalists period

The fall of the military junta in Greece in 1974 saw the emergence of a third
generation of rebetika enthusiasts. Many of them sought to revive the repertoire and
performance practices of the Piraeotic and Smyrnaic periods. Their efforts were
under-pinned by the activities of the European and USA recording industries which
re-issued hundreds of pre-1946 rebetika recorcings which are still listened,to. These
rebetika recordings continue to form part of the “explosion of world music* clubs,
concerts and feslivals throughout Europe and North America” (Burion, 1994:
introduction} in the 1990s and «arly 2000s which may be seen as part of a so-called

globalised popular music culture.

As I noted above, whilst live rebetika performances continued during World War
Two, the reciding of the music ceased in 1941 and did not resume until 1946, one
year after the end of the war. In my view, the stylistic differences in rebetika hefors
and after 1946 arc so marked that we shall refer below to the “pre-1946” and “post-
1946™ rebetika styles.

31 “World Music’ is a concept described by Burten (1994: introduciion) as a concepl “dreamed up”asa
“markeling campaign” (o sell “ releases from African, Latin American and other intemnational
artists [which)] were not finding rack space™. However, the lerm is now used commonly lo refer to
styles of music involving elements of synihesis between Iradilional musics from different parts of

the woild and Western commercia) popular music.

o
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Although it is not difficult to piece together the evolution of rebetika, attempts lo

define it are complicated by its changing mature. However, Gaunilett submitted the

following definitior of rebetika for the 1997 edition of the Oxford English Dictionary:

“A type of Greek song in oriental style, accompanied by original instruments and

dances, and depicting the prodigal, life manners of the rebetes”. (Gauntlest, 2001: 43) B S

Nevertheless, as well as a generally perceived “conflict” about the “basic question of

definition of the sacial coniext of the rebetiko” there has been some “discord among
the critics on related issues such as the chronological termini of the traditicn, ils
classification as folk song or popular song and uitimately, iis cultural value”

(Gauntlett, 1983: 78).

2.2 An introduction to issues arising from the history of Rebetika in
Melhonrne

Efforts to define rebetika by Greek-Australians in Melboume involve describing the
genre’s musical characteristics and the role the music plays in their lives. Their

descriptions are based on many variations on the expetience of the music. The

following summary of rcbetika history in Melbourne will provide a context for an

outline of related issues.

The 1950s saw a huge increase in the numbers of Greeks migrating to Australia. Most

of them were from the rural arcas and islands of Greece. They brought with them their

traditional rural music known as demotika. Amongst them were a small number of F

musicians who bronght with them amateur experience as bouzouki players and an

interest in rebetika.

Although performances of rebetika were 1are in Melbourne at this time, those that did
take place reflected the archordorebetika style then current in mainland Greece.
There were very few vemues for such an “exotic” music. Nevertheless the Greek-
Avstralian community was engaged in a lively debate about the valee and merits of

the music. The decade also saw the beginnings of a Greek-Australian music industry



consisting of shops which imported recordings of Greek popular music. These found a

growing client-base as the Greek-Australian community - expanded rapidly in the
1960s and 1970s: deeades in which the first professional bouzouki players arrived in
Melbourne, venues for rebetita performance expanded and performers of rebelika
established themselvis as significant contributors to the cultural life of Greck-

Australians (and a growing number of non-Greeks) in Melboumne.

In the early 1950s a new generation of Greek-Australian musicians emerged; many of
them had been bon in Melbourze. Their inicrest in rebetika was more akin lo the
1970s revivalists in Greece. Their rebetika-music-making was part. of a process of
reconnecting with their Greek roots involving a rediscovery of Piraeotika and
Smyrnaika. It was also part of an increasing understanding of Greek-Auvstralians and
their cultural traditions in Melbourne amongst non-Greeks and a strengthening of
Greek-Ausiralian identity for the diaspora community. In my view, a numtber of
musicians from this second generalion became trapsmitters and educators of
traditional Greek music in Melbourne not only to non-Greeks, but also to members of
the pievious generation, their peers and to a third generation of musicians emerging

from the 1990s.

I shall now introduce issues referred to me by the musicians and audience members

inlerviewed for this study.

Firstly, rebetika experience in Melboumne is influerced according to which of the
three generations of Greek-Australians performers and audience belong. For reasons I
shall discuss in chapter three, I refer lo musicians who began their musical activity in
Melboume in the 1950s to the mid-1970s as generation A musicians. Musicians who
became musically active from the late 1970s — carly 1980s are referred to as
generation B, and a third generation of musicians tc emerge in the 1990s is referred to

as generation C.




Different experiences of migralion.to Australia (perceived as part of & “mg hislbry of

migration from Greece since pre-Classical limes) were felt to contribute to different
experiences of rebetika. Generation A musicians migrated from Greece to Melbourne
and experienced strong feeling;s of dislocation from their homeland and the
strangeness of a new land. These feelings were not so sirong for gencration B
musicians who either migrated to Melbourne with their parents, were bom in
Melbourne or migrated to Australia fairly recently. More recent arrivals did not
experience the political and social environment faced by earlier migrants. However,
tensions about their dual cultural identity as Greek-Australians were common to
members of all generations. These inter-generational relationships and feelings of
duaiity influenced perceptions of musical tradition, learning and transmission of
repertoire and skills and the significance of intercultural contact to rebetika in

Melbourne. ’ . .

The significar:ce of intercultural contact and its connection to rebefika in Melbourne
relates to the extent to which intercultural contact enlivened or enervated rebefika
music-making amougst the diaspora community. For some, but not for others, this
involved the azcknowledgement of intercultural influcnces on the development of
Greek secular music since Byzantine times. It also relales 10 how Greeks and Turks
acknowledge or deny shared Medilerrancan cultural influences and how this issue
consects to musical relationships between Melbourne’s Greek-Australian and

Turkish-Australian communities.

How important is the maintenance of a Greek traditional music to the presence of
rebetika in Melbourne? As McDonald (1996} argued, perceptions of tradilion differ

accarding to the historical, social and political viewpoint of the perceiver;32 in other

32 See Barry McDonald’s 1996 article T he ldea of Tradition Examined in the light of Two Australian
Musical Studies for a detailed dizcussion on perceplions of tradilion.
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words, they are bridled by relativisa cr depend on the perceiver’s context, Thus,
different migrants perceive traditional practices differently according to their
personal, social and historical context in Melbourne. For some, traditional practices
were a nostalagic trip or “conceived in thezapeutic, not to say cosmctic, terms frather
than] a retura to the verities of tradition...with a critique of origins, not a return 1o
them” as Fosler argues. (Foster, 1983:x). | have already observed above that Kypraios
believed that traditional practices were “the big sickness of migrants [because] they
remember things that no longer exist” {Kypraios, in Vondra, 1979: 124} Others, such
as Raflis (1994, pers.com.), propose that scme migrants adhere to a form of
reactionary tradition, freezing their Greek cultural heritage and thus preserving it
intact. Yet others believe that “Australia’s Greeks [have] successfully maintained
their Greek culture and history more Lz \n some other Greeks” (Psaltopoulos, 1996:5)

threugh a lived and changing experience of their traditional music and dance,

My informants described formal and informal transmission and learnieg of traditional
Greek music as an essential element of the lived experience of rebetika. The
anonymous, traditional oral transmission of rebetika declined rapidly in Greece in the
first few decades of the twentieth century 1o be replaced (as was the case for other
world traditonal music genres) by commercial performances and electronic recordings
on shellac discs or radio performances. How did Melboume rousicians acquire
musical competencies in relation (o rebeiika since they were so distanced from, the
post-World War Two centre of rebetika performance and recording in Greece? To
what extent did Melbourne musicians who arrived here in the 1950s and 1960s rely on
mainland Greek recordings as their ‘memory bank’ of repertoire, or did they rely on
personally remembered songs? As discussion unfolds about my informants’ memories
and perceptions abou! how they maintained and developed rebetika repertoire, we
shall see that variations of experience are particuiarly evident between generations A

and B.
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Changes 1o the dromol brought about by the evolution of rebetika, and appropriate or

inappropriale (depending on points of view) ways of performing them, are hotly
debated by Melbourne musicians. This is not surprising since changes in rebetika
modal practice interrelate with intercultural influences, migration of musicians and
petceplions of tradition. I shall show that whereas some musicians are content to use a
small number of dromoi on insiruments constructed with equal temperament tuning,
others (particularly generation B musicians) experiment with instrument construction
and lupings in order to re-acquaint themselves with older (arguably, more diverse)

modal practices.

Pre-1946 rebetika featured greater variations in the basic nine-beal rhyllimic patterns
of the zebekiko’? dance. Most of these are no longer practised. In fact only two are
heard regularly in Melbourne. However, a small number of generation B musicians\
have atiemapled to re-intrcduce others. The antithesis to this concern is discussed in
the view of one generation A musician who describes g blatant disregard for rhythmic
accuracy amongst some musicians in the 1960s and 1970s. With the exception of the
tsifteteli (originally a woman’s dance), rebetika dances were men’s dances. In Greece
and Melboume, this has changed with both men and women taking part in modified
variations of the dances, 1 discuss my informants’ experience of dance and rhythmic
style, noting how- while traditional Greck dancing was once confined to Greek-

Australian homes and festivals, it is now practised by Grecks and non-Greeks in

numerous Melbourne clubs, pubs and tavernas.

Vocal style, along with the musical characteristics discussed above, is a key indicator
of stylistic difference throughout the evolution of rebetika. Discussion related to this

issue is based on Potter's view that vecal styles “depend on the sociological context in

33 The zebekiko is one of four main dances associated with rebetika. It is discussed in detail ir chapter
five.
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e

which the music is sung” (Potter, 1998:xiii); another relativistic point of view.
Evidence is provided to support the view that changes in rebetika vocal style in
Greece reflecled its association with the Greek urban working classes (including its
refugee elements) in the hash-dens and fekes, clientele of the café-amanes and
tavernas, and laler kosmikes™ tavernas and bonzoukia frequented by the middle
classes. I refer to descriptions of vocal chiromata (colour) in Smyrnaic, Piraeotic and
post-1946 rebetika, ocutlining how Melbourne singers from generations A and B
discuss what they feel is appropriate vocal style, and whether or not they feel

technically and culturally equipped to sing rebetika.

Instruments from the nincteenth cemtury to the present day are rich sources for
research into the sound of rebefika in Greece and 1be Greek diaspora. Discussion on
this issue provides a basis for an examination of rebefika instruments observed during
my field work in Melbourne. These instruments have been either imported, made by
local instrument-makers or handed down as family heirlooms. 1 refer to the
construction of two local instrument-makers, describing their work as an example of
the continuation of traditional Greek craft practices in Australia, involving innovative

ideas for the solution of old construction problems.

Needless to say, issues related to the sound and style of rebetika discussed above have
led to debate amongst Melbourne musicians regarding what constitutes authentic
rebetika music-making. Efforts to replicate Smyrnaic and Pirgeotic performance
practices and repertoire in Melbourne were considered by some to be the attempts of
overly concerned “purists”. Others considered we should not be concereed with
reviving older perfformance practices. Yet others considered all variations of rebetika

performance practice as authentic. I shall return to this issue in later discussion.

34 The term kosmikes refers here to the vp-market arckondorebetika venues in Greek urban centres
{rom the 1950s.




CHAPTER THREE

A PHENOMENOGRAPHIC ACCOUNT OF PERCEPTIONS
OF REBETIKA IN MELBOURNE (PART ONE):
TRADITION, IDENTITY AND MIGRATION

3.1 Imtrodaction

This chapter discusses how rebetike is perceived by a total of forty-five informants
whom [ interviewed for this study. 1 aim to show through analysis and inlerpretation
of my data that rebetika is a significant cultural experience for the first twp
generations of Greck-Australian musicians in Mclbourne, [ also aim to show that the
musiciuns’ and audience members® perceptions of the genre relate lo their
understanding of three central concepts: tradition, identity and migration. Following
the phenomenographic method, the three concepts may be referred (o as primary
catepories of relevance (CORY); besides being relevant to the research topic they also
turn out to be key poirts made by informants. They also relale to secondary and
tertiary calegories of relevance and relationships between all categories; however,

these will be explained in later chaplers.

My aim in the inlerviews was to encourage informants to talk about their experience
of rebetika rather than to attempt to define what they thought rebetika was. The focus
on their experience encouraged them to reflect on rebertika as it had touched their lives
and not merely to repeat received opinion about the nature of rebetika, much of which
is based on the efforts in Europe aad the USA to mythologise rebetika music and its

performers in promational materials during the last ten years.




3.2 The Phenomenographic process

1 shall now describe how the phenomenographic process was applied in my research.

The interviewees

Initially, informants were selected from those performers of rebetika in Melbourmne

who have a high profile in the local Greek-Australian community. | was gradually
introduced to a network of people associated with the genre, who can be categorised
as follows: 1) Melbourne- and Athens-born performers of rebetika 2} Melboume- and
Athens-bomn performers of demotika 3) scholars of Greek traditional music 4)
Melbourne-based scholars of rebetika texts 5) male and female performers and 6}

members of the first, second or third Greek-Australian generation of rebetika players.

Demotika performers (that is, performers of fural Greek traditional music) are referred
to because most rebetika performers also play demolika. Melbourue’s rebetika

perfarmers continue this tradition.

It became apparert early in the interview process that the three generatic. - had
different perceptions and experiences of rebetika in Melboume.. These differences are
assoctated with social and cultural changes experienced by Greek-Australians,

particularly since the 1950s.36

1 shall discuss these changes on rebetika performance in Melboume over the last fifty

years throughout the thesis. Suffice it 1o szy now that in 1957, the Greck newspaper

35 Very lillle rescarch work has been done in the area of Greek demotiza music performance in
Meciboume, or indeed in Auslralia, despite its Lively presence in the Greek-Australian music
scene.

36 The significance of gencrational issues 1o the development of reberika in Melbourne relates lo
Gaunlelt’s use of gencrational classification in kis seminal work on the pature of rebetika texts in
Greece, in which he refers to first and second gercration professional bouzouki players between
ca 1930-1950s and the generation of rebetika performers who emerged aller the fall of the
mililary junta in Greece in 1974. (Gauntlel, 1978: 52-53)
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Neos Kosmos)? featured an article which found the idea of rebetika in Melbourne
“yhsurd,” whereas by March, 2000, the local Greek Radio station 3XY had attracted a
live audience of 600 cnthusiasis (o a rebefita performance. This indicates how
allitudes towards rebetika amongst Melboume’s Greek-Australian commaunity in the

last 50 years have changed.

This popularity grew over threc distincl generations of Greek-Australians who will be
referred to as generations A, B and C. Generalions A and B musicians are
differentisted according to the different time spans of their performance activity and

stylistic lendencies. Generalion C comprises young performers who are mostly

teenagers. For lack of space this study will focus on generations A and B. A follow-up |

study of the rebetika experiences and perceptions of generation € will be needed in

the near future to explore their performance practices.

Al

Generation A refers to Greek-Australians who were (and in many cases still are)
active performers in the 1950s and 1960s. Gereration B refers to those who were (
and remain) active performers from the late 1970s to the present day. There was a
considerable over-lap of rebetika performance praclices between generations A and B
in the late 1970s and cument performance practices still involve both generations. The
A/BIC distinclion is a convenient way of avoiding confusion that otherwise must be
created by referring to first, sccond and third generations within one family, for a first
generalion performer does not necessarily mean he was active in generation A. First
generation interviewees amived in Melbourne throughout all the five decades covered
in this study. First generation interviewees were migrants to Melbourne whilst second

and third generation interviewees were bomn in Melbourne.

37 Neos Kusmos, 1957, March 6: 1
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As we shall sce, the relationship between generation A and B performers plays a
significant role in the story of rebetika in Melboume, Table 3.1 shows calegories of

informants divided according to the respective generation within one family, time

span of performance activity and decade of arrival or birth in Melbourne,

Table 3. 1

key: A =Dbegan active performance in Melbourne in the 1950s and
1960s
B = began active performance in Melbourne from the late 19705
to the late 1980s
C = the newly emerging generation of performers born in
Melbourne from the 1980s

Categories of informants divided according to the generation within one
family, time span of performance activity and decade of migration to, or
birth in, Melbourne.

Generation | A B,C Decade of migration to, or birth in,
within one generation Melbourne

family
First
First
First
Firsi
Firsl
Second

19505
1960s
1970s
1980s
1990s
hom in Melbourne between 1950s-Iate 1960s

DomEw e

Third

0

borm in Melbourne from the 1980s

Table 3.2 shows the three categories of informants with their the initials in the first

coluan 38

38 See appendix A for the full list of informants names in alphabetical order




Table 3.2

Key: m=male
f=female
first, second, third = generation in famil

a) = arrival in Melbourne, b) = birth in Melebourne

* = Greek informants

see fable 3.1 above for descriptions of generztions A, B and C,

Categories of informants divided according to gender, generation, decade of arrival in or birth
in Melbourne, return migrant experience, performer in Greece, performer in Melboume,
instrument maker or academic

Informant’s
initials, gender
and generation
in family

Generalions
according to
time spanaf
performance
activity AB,C

Decade of
amival in
Melbounis{a)
or birth (b)

Relumed
migrant

{Melbourne-
Greece-
Melboume)

Gireek
performer

Melbourne

performer

Instrirent

maker

zcademic

AA {m)

1994-1995
2000-

GA

CA (m) Fimst

1570s (a)

GA {m) First

19905 (a)

FA {m) First

1970s (@)

cr

CB i (m)
First

19505 (2)

HC {m)
Third??

1%60s (b)

sc¥  (m)

MD (m) *

™ (m)

Firsl

19705 (@)

CD (1) First

19705 (2

1994-1995
1997-1958

RD(m) *

VE (m}
First

1960s (a)

CG(m)*

* 39 This third generation informant is in facl a core member of generation B performers

40 This informant is a second generation member of the Greek music industry in Melbonrne.




Table 3.2 continued e
GG (m) 1960s {b) 1959-1980 . . .
Second B 1594 -
MG (m) 1960s(b) | 1971-1980 . . . :
' Second B 1994 -
‘ T i (m) 1970s (b} . 3
! ' T u (m) 1970s (a) . g
i First B
| AK i {m) 1950s (a) .
; g First A
! : GK  (m) 1970s (b) :
Second B
NK (m) 1950s () .
First A .
; i TK first 1970s . - . -_ 2
’ ' (m) B -‘ :
! X({® : :
LL{m)* .
GM (m) * r—
I M(m)* ‘ - " .
DM {(m) 19705 (a) - E
First B . 1
BPF (m) 1990 . . .
First ) ‘a)
AR (m) * .
YS (f) First 19605 (a) . v
A -
! MS () 1960s () .
: a Second B S
GS (m) 19605 (2) . . -
First A .
NS (m 1960s (0} . L
Second B _.
DS (D" r
ThS {(m} 19605 (a) . -
Firstdl A
BS (m)|A 1950 (a) —
First
’ - o m 19505 (a) :
Fist A

41 1 am grateful to Costas Tsicaderis for providing a copy of his interview with the lale Themios
Stathoulopoulos, recorded in 1980 and lranscribad by Mary Clidaras in 1998. Stathoulopoulos is
perceived by most of my informants to have played an impodant sole in rebetika performance in
Melbourne. This interview provides evidence of Slathoulopoulos’ extemsive expeticnce as a
rebretika performer both in Greece and Melboumne.




Table 3.2 continied

TT () 19505 (a)
First

Ct (m) 1950s ()
First

v 8] 1960s (b)
Second :

2% (m} 19508 (n)
First

AY (m) 1960s (b)
Second

EZ (m) 1960s (a)
First

KZ (m)42 19350s (b)
Third

As table 3.2 shows, thirteen of the performers belong lo generation A and twenty to
generalion B. In iotal, forty are male and five female, a gender ratio which supports
the idea that rebetika performauce is male-dominated. Eight informants were makers
and players of rebetika instruments. Five performer- informanis retumed to Greece
for a few years during which time they continued ta perform rebetika music. Eleven
informants were either mainland Greek-born performers or scholars associated with

traditional Greek music and dance, or both.

3.3 Analysis of transcribed interviews

I began the phenomecnographic analysis of transcribed interviews by “bracketing”
{putting aside) my possible preconceived notions about the topic of dicusssion. In as
much as ! am not a Greek, a Greek-Australian or a participani-observer, the
bracketing prr =< did not, in my case, involve the shedding of preconceptions based

on a lifetime of access to the music and its broader cultural contexts. Like many other

ethnomusicologists, I was an ontsider looking in on a relatively unfamiliar culture.

42 KZ refers to Komninos Zervos, a third generation interviewee who played a pivotal role between
generations A and B musicians by creating the Tsakpina club, a mecting place and venue for both
generations,




Nevertheless, I needed to put aside some received opinions about rebeti:
acquired in the pasi five years of interviewing and listening to performe-

to question why and how rebetika came to be performed in Melbourne.

There is not enough space in this thesis to engage the readerina step t
of the lengthy phenomenographic process of analysis. I had to return
each transcript, grouping selected quotations together, allowing the fin:
transcription that tell us how the interviewees perceive rebetika to «
surnmarise my research findings in terms of primary, secondar:
categorics of relevance (COR), meaning and relationships between
concluding categories of description. The findings witl explicate
experiences and understandings of rebetika sound and extra music:
determined by the musicians and audience members in relation ¢
Melbourne. It should be noted that the quantity of references to}

necessarily determine the significance of the final categories of descs.

upon.

3.3(a} Primary categories of relevance : perceptions of traditian

The musicians’ and audience members’ perceptions of the history of
form of traditional music divided into two groups. The first held that it
form of popular music which was passed down through the generation:
which continually revivified its practice. The second held that instrumer:
other musical characteristics of rebetika in the pre-1946 period changec
way to Western popular niusic influences after 1946. These percept:
Rebetika musicians in Melbourne who can be divided into: 1) those whos
practice reflects changes in the ‘traditional’ older modes and instrun

typified in post-1946 mainland /aika (popular} developments, and 2) the

lo maintain the pre-1946 rebetika styles (when appropriate) in c:
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performance. Most members of generalion A supporl the former >w, whilst

members of generation B were divided belween the former and latter v 5. This has

created an energetic debate about the cultural and aesthetic valw 7 so-called

‘authentic’ rebetika performances and /aika performances in the ¢ aunily. As

Argyropoulos observed:

It’s very stagnant to say “Let’s take tradition and just regurgitat:
was”. | don’t think most people do it. It’s a tricky siluation. Its ~ to
take a piece and say I will attempt to play this traditionally... T} sa
personal side to the music apart from a tradition. [ Referring  the
changes in the post-1946s rebetika style], everything is being fl.  2d.
I don’t see much connection between the traditional makams o - :ek
modes. (Argyropoulos, 1994, pers. com.)

Argyropoulos argues that performances of traditional music are rarely s copies of

received inferpretations. Musicians often make changes to received mo. However,
there ase musical characteristics of rebetika which, once changed be ' & certain

point, detract from perceived iraditiona! practices. The dromoi { -k ‘modes)

sE

exemplify these characteristics. Thus, changes 1o the sound of contem: - y rebetika
involve changes brought about by personal stylistic influences, comm 1 interests,

geographic and temporal distance from pre-1946 rebetika styles. Some  : .1ges affect

perceplions of traditional performance practices while others do not.  :;zyropoulos
also indicates that rebetika has come {o be associated with ar * her  ‘:e primary

COR: that of Greck and Greek-Australian identity.

In addition to changes in {raditional musical characteristics of reberik. Daly (1994,
pers. com.) and Galiatsos (1994, pers. com.) suggested that the « cline of the

anonymous, collective reberika song tradition and ils oral transmission - the first few

decades of the twentieth century was largely brought about by the i :ence of the

recording industries in Greece, USA and Europe which recorded and st orted works

by selecled rebefika composers. Another factor was the praclice ¢ -ongst some




composers (o claim personal ownership of songs which hitherto had been

belonging to the anonymous tradition.

However, the role which the recording industry has played in the evolution
is a doubled-edged sword for diaspora musicians, especially those of ge:
Whilsl generatioa A perfermers experienced the immediate pre- or post- -
Two Greek contexts of rebetika, neither generalion experienced the anon:
transmission of lhe early rebefika period. Inslead, they had to rely on :
electronic broadcast sources for learning the repertoire. Aspects of oral tr.
in Melboume’s rebetika developments will be outlined in chapter four. £
state here that by the time the Greek recording industry had been eslablish:
the anonymous, orally transmitted rebetike tradition had been replac

eponymous (personally owned) period of rebetika composition.

A much iewger-term view of tradition and its connection with rebetika

those who belicved that rebetika melodic modes were derived from Byzan:
modes. This is a conteuiious issue, since rebetika modes are based on th
Arab makam system which was absorbed over the centuries into Greek poj
music. The perception is deeply embedded in the dominant beliéf in Gree
identity and its connection with the Byzantine period, a golden-era of Greec

between ca 324 and 1453: an era which immedialely preceded one of Gre

oppressive periods of colonisation by the Ottoman Empire from ca 145

Whether the connection between rebetika modes and the Byzantine perio
not, the perception is held to some degree by all members of generations /
shall refer to this last point in more detail in the following section on ti-
COR ‘identity’. Volaris observed that Melbourne rebetika musicians “have
completely away (from makam-based modes) because the basis of those s¢
Byzantine scales — is really the Greekness in us that expresses the Gree

(Volaris, 1996, pers. com). A number of generation B musicians, especial
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also said that their childhood experience of Byzamline church music i

influenced their Later affinity with rebefika and demotika song.

Another aspect of rebetika tradition discussed by my informants inve’
musical instruments. There is broad agreement between generations .
traditional rebefika instruments found in pre-1946 ensembles
unamplified acoustic bouzouki, baglema, guitar, tzouras, tsimbou:
kanoun, santouri, defi, and toubeleki, whereas posi-1946 ensembles ir-
kits and electric and amplified keyboards and guitars were included, do
instruments are not used by generation B performers who specialis
rebetika styles. Rebeiika instruments used in Melbourne and Greece wi!

in detail in chapter six.

There is also broad agreement between the two generations that mu:
traditions have to be ‘lived” in order for them to have any real meaning -
and audiences alike. Balis’s comment is typical: “For a tradition to be u:
person he has to live it a little...the young people who avoid it dor
tradition is...” (Batis, 1994, pers.com.). Traditional customs and beliefs,
to he practised and experienced in order for their values and me

understood.

Whilst agreeing in principie with this widely-held view, I feel it is nec’
into account tie fact that traditional practices are comprised of different -
that variations in their maintenance or decline can provide insights into ti-
change in traditional praciice. For some generation A musicians in M
adherence to post-1946 rebetike textual, melodic, rhythmic and
developments is a valid ‘living’ of the ‘tradilion. For others, notab
generation B, ‘living’ the rebetika tradition involves researching a:

performance practices which reflect pre-1946 stylistic elements.

Melbourne

A rebetika
-nd B that
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Rebetika was perceived to be in decling in mainland Greece by the late 1960s, while it

was being established in Melboune. The music was being heard in an increasing

nmumber of public venues, such as tavernas and restaurants. The decline in mainland
Greece was exacerbated by six years of rule by the military junta between 1968-1974.
The decline in Grecce was checked with the emergence of a third gencration of
rebetika musicians and a second generation (genetation B} in Melbourne in the 1970s.
Members of both generations shared an enthusiasm for reviving pre-1946 rebesika
styles and ir so doing contributed to a rebetika renaissance in Greece and amongst the
Greek-Australian community in Melbourne. While the tradition had reached a
seemingly terminal period in Greecs, it was once again perceived as being ‘alive.’
Diaspora musicians' contribution to this renaissance was acknowledged in strong
terms by a number of Greek informants. Mavropoulos, the then artistic director of the
Dora Stratou Dance Company (Greece’s national theatre for traditional music and
dance), said he believed that although he had once thought traditional Greek music
would “die,” he now felt that “Greei¢ traditional culture was expanding and...many of
these things in Greece stait from abroad and come back™ (Mavropoulos, 1994, pers.

com.).

The President of the same theatre company, Alkis Raftis, who has a great deal of
influence on contemporary Greek tradilional mmsic and dance developments,
expressed admiration for a group of generation B musicians from Melbourne on tour
in Greece in 1994 for “bringing back to Greece the old ways of playing” Raflis (1994,
pers. com.). Although they played demotika music on the tour, the players were
mostly key rebetika players of the pre-1946 tradition in Melbourne. Raftis believed
the diaspora musicians in Austrzlia had the ability to *“freeze culture” by leaming the
repertoire and style from a limited number of old recordings, unlike the mainland
counterparts who had access to “bigger resources”. The implication was that diaspora

musicians change fewer aspects of traditional music than those in mainland Greece




because they do not have access 1o, or are affected by, as many contemporary

electronically recorded or orally transmitted influences.

His view reflects a somewhat nostalgic peroeption held by Greeks that their diaspora

cousins are somehow ‘guardians’ of the traditional practices which they took with
them to Australia. If this were the case Melbourne's musicians would indeed be
*“freezing’ traditional practices and perpetuating a moribund tradition rather than
“living® it. 1 do not wholly support Raflis’s view because of my observations and
discussions with Melbourne’s musicians and because of their access to global

recording industry resources as well as intercultural exchanges.

Some interviewees described pre-1946 rebetika as “poor” when they compared it with
later developments. They said they believet_l that the introduction of Westem
harmonic principles and changes to post-1946 ensembles and insttumcents
(particularly the introduction of a bouzouki with four courses of strings) added a

‘richness’ not heard in early rebetika. Sapekidis said that:

Tunings changed and became a lot richer and gave a different style.
I've heard excellent musicians play with four siring instruments
[Bouzaukis] or the latest instruments from Greece and they sound more
appealing to me. Why depress a music to keep it poor if you can make
it richer and more widely heard. (Sapekidis, 1993, pers. com.)

This view is common amongst gencration A performers. Apart from supgesting a
preference for post-1946 bouzouki construction and tunings, it hints at the relationship
between newly arrived migrants to Australia in the 1950s and 1960s and the low
status of non-Western popular music in Australia in the same period: that is, rebetika
was considered to be exotic and un-Australian. The sound of post-1946 rebetika, with
its evolving Western harmonies and instrumentation, was more acceptable and less
different than the sound of pre-1946 rebefika, with its heterphony, modes and
instrumentation. This issue will be discussed Further in the chapters five and six. The

influence of Western popular music on mainland Greck musicians was pervasive. One
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way in which they absorbed harmonic ideas into demotik music is expressed in

Mavropoulos’s comment:

if you compare {raditional music with art music, the traditional music
is quite poor...J was raised with the Beatles so the hearings I have are
moslly Western and once ] have them lransfer them in some way —
chords —into the demotika ! play. (Mavropoulos, 1994, pers.com.)

The extent to which non-Greek factors influence Greek cultural phenomena in
contemporary Greece is deeply embedded in an on-going national debale published
and broadcast in print and electronic media during the twentieth, and now twenty-
firsl, centuries. For reasons already menlioned, Greece is particularly sensilive with
regard to acknowledging the extent lo which Turkish music and dance has become
part of Greek music and dance. Rebetika has always been subject to this debate, not

only in mainland Greece but also in the Greek diaspora in Australia.

Daly mentioned a perception relating to notions of national identity and ethnicity in
traditional music. He argued that there is “no such thing as ‘Greek music,” indesd

that:

there is no such thing anywhere in the world as an ethnic tradition.
{Rather] There is more of a regional tradition which tends to move
itself around according te various influences which are spread around
by different peoptle.

He went on to observe that thinking about traditional music:

has come into play since we had mass media (because) music iravels
over long distances in short times_..I think the whole idea of tradition
is a very contemporary concern which is the product of musicologists.
(Daly, 1994, pers. com.)

This generalisation can be refuted by reference, for example, to the musician-

custodians of Australian Aboriginal song and their related nghts of ownership and
transmission. Nevertheless, Daly raises pertiment and important issves about musical

performance as it is affected by changing geopraphical, regional and political
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boundaries, as well as shifis from rural to vrban communitis and migration, all of
which relate to rebetika music. Rebetika began on the small scale as a popular form of
music in Anatolia and Greece, but later became associated with an intemational
perception of *Greekness.” It became an Hellenic icon largely, as Daly points out, due
to its dissemination in the mass media but also to the fact that it “travelled over Jong
distances in short times® as its musicians established disapora communities around the
world. Relatively speaking, Melbourne’s rebefika is small-scale and regional though

still connected to the mother country as well as the global recording industry.

In summary, my informants’ perceptions of tradition in rebetika accord with their
generation and the time span of their performance activity in Melbourne. Generally,
members of both gemeration A and B associate traditional rebetika with the
performance practice up to the 1960s, while a number of generation B members
associate traditional rebetika mostly with pre-1946 performance and compositional

practices.

The music recording indusiry of the USA and Western Europe is believed to have
supported sclective performance styles in pre- and post- 1946 rebeiika and bringing

the tradition of orally transmitted, anonymous rebetika song to an end.

Rebetika melodic modes are perceived to be traditional because they are believed to
have conncctions with Greek modes of (he Byzantine period (even if this is a
contentious issue) and the experience of Byzantine modes in the lives of some
Metbourne rebetika performers contributed to their developing interest in rebetika.
There is a broad agreement between the iwo generations that traditional rebetika
instruments consist of those found in pre-1946 ensembles and that music and dance
traditions have 1o be ‘lived’ in order for them to have meaning for performers and

audience.




Mainland Greeks believe that members of the diaspora have a special role in

maintaining traditional music and dance. Some generation A performers described the
“poverty” of the pre-1946 monodic and heterophonic rebefika compared with the
“richness” of post-1946 rebetika, with its additional electronically amplified

) instruments, the drum-kit, the introduction of a four double course stringed bouzouki

and Western harmonic textures.

3.3(b) Perceptions of identity

The term ‘identity’ encapsulates a number of ways in which people perceive
themselves and how others perceive them. It is also a composite term embodying
concepts such as sameness [being as others), association [being with others],
relatedness [being part of the customs and values of others), oneness [being part of a
spiritual sense of others), nationalism [being part of an ethnic group] and auionomy

[having freedom of will].

Nations, communities or individuals who experience these different aspects of
identity may feel conflict between particular duelistic sets of historical and/for
geographic circumstance. In terms of world history, a perceived division between
Eastern and Western cultures has been commonly associaled wilh regional identity

and dualistic tensions.

As a ‘gateway’ betweenr East and West, Greece is no stranger to this circumstance.
Mavropoulos points to this duality when he refers to Westem influences on Greek
traditional music and the maintenance of a sense of Greek identity within it. He

commented:

Greece was all the time a cross 10ad between East and West and what
happened as a result was the Greek culture. It was not that the Greeks
invented. The Greeks bormowed things and they made something
slse...I don’t think it (traditional music) will die as long as Greece —
one leg of it — belongs to the East. (Mavropoulos, 1994, pers.com.)




Here, Mavropoulos touches on a sensilive aspect of Greece’s national identity. As a
fount of 'Western culture, Greece has always been open to influences from its Eastern
‘Turkish and Arab neighbours. Intercultural exchange between Greeks, Turks and
Arabs brought about by the Otloman colonisation of Greece between 1453-1820 and
the forced exchange of Orthodox and Muslim populations between Greece and
Tutkey in 1922, still mnkles contemporary Greeks and Turks. However, despite the
presence of these dualistic tensions, rebefika has become a powerful symbol of
identity for the majorily of Greeks. However, there are differences of opinions about
the value of rebetika and its origins according to how much the genre contribules to a

sense of Greek identity.

The differences of opinion continue today in-Greece, Melbourne and other diaspora
communitics. However, during my research I perceived a different attitude é;nongsl
generation B informants. Far from distancing themselves from Turkish and Arabic |
influences, they seek to learn from their Turkish-Australian colleapgues. This
intercultural contact is a measure of my informants’ confidence in their Greek-
Australian identity and music-making. Like the poetry of Tsaloumas, (one of the most
resepeted Greek-Australian poets) whilst originating in Australia, their music-making
has been “coloured” by the distance between “the two countries, {(Greece and
Australia) the twe worlds, and the particular psychr’ogical climate this distance

creates” (Tsaloumas,1985).

I shall now examine how an historical relationship between rebetika and a sense of
Greek-Australian identity is perceived by my Melbourne informants. My analysis of
the interview transcripts reveals seven notions related to the perceptions of identity
mentioned above. They are: 1) stereotypical aftitudes about Greeks held by non-
Greeks, 2) changing attitudes of generations A and B, 3) a sense of cultural

“awakening” amongst members of generation B in the late 1970s 4) multiculturalism
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in Australia from the 1970s 5) rebetika instruments 6) regionalism and 7) ceremonial
procedure.

I shall now discuss these nolions in more detail and illustrate them with references

from the research data.

Musicians in Melbourne mentioned two images of rebetika music and musicians and

both involved stereotypes of Greek culure. The first image illustrated by
Argyropoulos (1994, pers. com.) and held by the dominant Anglo-European
population of Melbourne between the 1950s and early 1970s, perceived Greek
popular culture as being comparable, for example, to the Greek custom of breaking
plates at weddings: “People weren’t aware. Non-Greeks considered Greekness 10 be
souvlaki, breaking plates, a d_ance-. That’s what Greek culture was”. This image of the
wild, partying Greek was also propagated in mainland Greece especially in the post-
World War Two tavemas, or bouzoukia, which hosted loud, electronic rebetika

ensembles.

The second image, perpetuated by Greek-Australians, is based on an idealised scnse

of Greek identity, in which all things Greek are perfect. As Zervos commented:

1 was brought up as an Australian Greek and taught to believe that
Grecks were a very vinmous people who did nothing wrong. So it was
interesting o me to find out that the Greeks of the carly 1900s were
often in hash-dcns smoking pipes...The thought of this really cool
drug-taking society that happened in Greece — a Greece that my
parents had put on a pedestal and told me was fantastic and no one ever
did any wrong - was quite interesting. (Zervos, 1999, pers, com.)

This representation of the idealised Gresk is still commonly adhered t0 by Greeks in
Melboume today. For Greeks, to “present their betier face” was even more important
in the 1950s and 1960s when national policies of assimilation and integration were in

place. Furthermore, most Greek migrants at this lime originuted from rural areas and

adhered to the values of their villages rather than those of the working class urban




sprawl of Athens and Thessaloniki which were the spawning grounds of rebefika and

its associated drugs and criminality. Thos, geperation A musicians, and Greek-
Australians of the 1950s and 1960s, kept a relatively low cultural profile until
changing social attitudes in the 1970s encouraged a cultural awakening, not juét
amongst second generation Greek-Australians, but also amongst Australian

communities in general 4

The Cultural awakening

The cultural awakening resulted from the developing Greek identity amongst second
and third generation Melbourne musicians from the late 1970s. This awakening
paralleled the renaissance of pre-1946 rebetika performance in Melbovrne by
generation B musicians and amongst the third generation of rebetika musicians in
Greece. In 1979 Zervos played a key role in this awakening and its assogiation with
rebetika by opening a club specifically for those interested in rebetika music. it was
known as the Tsakpina club and became a meeting place for generation A and B
musicians. Finding that the Tsakpina club played an important role in the emergence

of his sense of Greek id=+zily, Zervos commented:

I had grown up until tke age of 30 not knowing whether I was Greek or
Australian or what I was. So I set up part of Greece that doesn’t exist
anywhere any more in MeJoourne. I sorted out my own identity (and)
switched my name to Komninos [from the Anglicised name of Kevin].
(Zervos, 1999, pers. com.)

Tsicaderis, who came to Melbourne at the age of nine in 1954, proposed a élightly
different view. For him the late 1970s “awakening’ and the post-Junta renaissance of

traditional music in Greece “became a thing of identity for ... I was starting to look at

43 This cultural awakening coincided with a more general cultural awakening amongsl Auslralians, as
ypified by the Gough Whitlam government call for the refurn of overscas Australian artists,
musicians and writers to praclise their aris in Australia .
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my identity and saying I am not a dinky-die Ozzie. There is this element of Greek in

me which needs lo surface” (Tsicaderis, 1998, pers. com.).

He suggesis that the emergence of his sense of Greek identily was inevitable. Even
though, as generation A musicians Volaris (1998, pers.com.) suggested, it might take
“100 or 200 years (until) you find an identity:” the stow emergence of Greek-
Australian identity with that of a more general sense of Australian identity was bound

to occur,

This notable time of awakening amongst first, scocond and third generation Greek-
Austealians involved the establishment of the Melbourne Greek cultural festival,
Antipodes, in 1987. R also involved the cmergence of new (raditional music
ensembles and venues. As Argyropoulos (1994, pers. com.) noted, “After going
arourd playing at the Retreat Hotel, other people getting imvolved, other bands,
theatses, lectures being given ..there was a whole awakening which starlt;d in the
Greek community ... Back in 1985 the only thing I remember ... were a couple of clubs
~skiladika* — the broken plates”. Although rebetika and demotika performance had

been established in public venues across Melboume by generation A musicians, the

performances featured mostly the post-1946 style.

Many generation 8 musicians and zudience members saw a felationship between this
awakening to the changing altitudes of non-Greeks towards Greek traditional music.
Argyropoulos  said that unti! the mid-1980s young Greek Australians of his
generation would “have nothing to do with something Greek™ (Argyropoulos, 1994,
pers. com). To be ipvnlved in a traditional dance group would have been “totally

uncool”. During easly performances of rebetika, his peers considered him to be “some

4 Skiladika describes a popular music singing siyle in derogalory 1erms. Literally it refers (o a “dog-
like™ sound. The term is derived from the Greck word for dog — skifos (oknlog)
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kind of revolutionary”. However, this scon changed as is made evident by the

following:

People would keep away. But then a lot of the younger generation
grew up and realised that...they found some pride in their Greekness.
They thought we are not just a bunch of peasaats that left their sheep in
the hills and came lo Australia and worked their guts out in the
factories. They realised there was something more behind the whole
thing. (Argyropoulos, 1994, pers. com.)

Here, Argyroponlos acknowledges that lhe majority of Greeks who seitled in
Australia in the 1950s and 1960s needed to make an abrupt shift from rural life to the
conditions of urban life in Melbourne under the prevailing policies of assimilation and

integration. These policies discouraged a sense of identity which differed from that of

the national norm of ‘being Auslsalian.” I heard numerous anecdotes about Greek-

Australians stifling public manifestations of Greek culture during lhig pericd.
However, it seems {as Zervos noted) that a sense of Greek identity was strongly
suslained within family life. Traditional music was ( and remains) part of the lives of
many Greek-Australian families. As llion commented: “ It (traditional music) is
something that was played in the household. My parents Jistened to it and that is the
reason how | came to it. Rebetika was a big part of music at home” (Illion, 1996, pers

com.).

The imporiance of maintaining Greek customs and values to the development of a

Greck- Australian identity is summed up by Tsicaderis as follows:

You have to say (at some point) “this is it” and you change identities
and block off the past and all that journeying. Not that 1 have
experienced that but my partenis (did) — but somewhere it’s going to
surface: sometimes not from parents bul from the children - it’s bound
to come and then you find all these third and fousth generation Grecks
suddenly discovering, wanting to know what their grandparents — what
type of Greeks 7— whal sort of music? — and being really proud of their
heritage. 1ts happened very strongly in Melbourne and we are a large
community. (Tsicaderis, 1998, pers. com.)




Multiculturalism

The emergence of changing atliludes amongst Greek-Australians and Australians in
general paralleled the emergence of multicolturalism in Australia between the 1960s

and 1930s.

Multiculturalism is commonly referred to by Greeks in Melbourne to describe broad
issues of diversity between cullures, (I shall discuss these issues in detail in ‘the
following chapter) not just ethnic diversity itself. Representatives of both gencration A
and B musicians such as Volaris and Argyropoulos are confident in the belief that
their Greek music-making takes place in a country which “is a multicultural society
(in which) we can all express our background” (Volaris, 1998, pers. com) and where
“people will listen to each other’s culture” (Argyropoulos, 1994, pers. com). Most
informants alse referred to times in the 1950s and 1960s when the prevailing values of
the dominant Anglo-European population made it difficult to give public expression
to Greek culture which had a negative effect on their sense of identily as Greek-
Australians. Greek migrants in the 1950s and 1960s felt that to adopt Anglo-European
values somehow meant to leave behind other ethnic cultwral identities. During
informal conversations with Greek-Australians bomn in Melboume during the 1950s
. and 1960s, 1 have been told that for some children of migrants during this period, the
expectalion may even have provoked a sense of disconnection between an acquired
Greek identity and the yet to be acquired Australian identity. However, the increasing
acceplance by Australians of intercultural diversity from the ¥1970s and its relation to
a broadening sense of Australian identily can be linked to the cultural awakening

amongst Greek-Australians as previously discussed. As the acceptance of cultural

diversity spread amongst the dominant Anglo-European population it became easier

for Greek-Australians to give expression io things Greek, reberika and demotika

music and dance being among them.




Regionalism

The notion that multicutturalism means something more than simply ethnic diversity
was emphasised by informants who described intercultural differences between
various Greek subcultures in the towns and villages represented in Greek clubs in
Melboume. Melbourne has scores of these Greek clubs, cach representing Greek-
Australians from dififerent regions and sub-regions of mainland Greece, such as the
mainland regions of Thrace, Macedonia, ipiros, Thessalia, Sterea Elada, Peloponese
as wel! as Crete and the lonian, Dedecanese, Cyclades, Sporades islands. Other clubs
represent cities, towns and villages within these regions although there is no club

representing Athens alone, It is interesting to note that the suburbs of Athens are

occupied by the same regional populations as the clubs of Melbourne, This

demographic characteristic reflects twentieth century intemal migratory movements in
Greece. Mf an Athenian is asked about his place of origin he always refers (o his
family’s region, town or village in Greece. Greek- Australians in Melbourne respond
in the same way. Some Melbourne musicians with family roots in Piraeus, Athens and
Thessaloniki may claim that their family originated from the main Anatolian urban
centres of Smyma (Izmir) and Constantinople (Istanbul). In making this claim they
refer 10 Greek urban cultural aclivity in Anatolia before the forced migrations of 1922,
Thus, part of a sense of identity for Melbourne’s Greek- Australians rests within their
village or region. Since rebetika in Melboume had its geographic and cultural origins
in Greece and Melboumne, it has become a musical symbol of Greece in Melbourne.
‘Thus, the music relates to national, regional and personal levels of identity in

Melbouine.

Mausical instiuments and identity
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Another faclor associated with issues of identity relates to rebetika musical
instruments. How do informants see the musical instruments on which rebetika is
played in relation to issues of national, regional and personal identity? If rebetika has

become a music associated with the nation of Greece rather than just its urban and

rural cenires, then the bouzouki, the main siziuged instrument in rebetika ensembles,

has become & sonic and visual icon of Greece. Gauntlet: confirmed this when he
commented that “Rebetika are a typt of Greek song commonly associated with the
bouzouki (now the national instrument of Greece, but once an instrument of low social
standing)” (Gauntlett, 1991: 7). In discussing how various writers have attempted to
trace the origins of the bouzouki to Greece and equate it with a sense of national
identity, Pappas (1999: 371) noted that the bouzouki has become “grail-like” referring
to the mythological status of the bouzouki in Greek culture. The high status of the
bouzonki is due 10 the widely held belief that the instrument originated in Byzantine
Greece or Ancient Greece. For example, a 1973 LP recording entitléd Greece
is... BOUZOUKI expresses this belicf, as does the anonymous writer of the LP sleeve-

note:

(The) Bouzouki is the umivessally known and acclaimed popular
musical instrument of Greece...The bawzorki belongs to the Greek
musical instrumentzl group called LAGGUTO [lute]. It can be seen in
paintings of the Byzantine era, of the 1821 Greek revolution and also
in the works of famous Greek painters ..., (EM1 SOXLP 7576)

Like the web-site enthusiast referred to in chapter one, this anonymous writer is keen
to associate the bouzonki with iriumphant moments in Greek history. However, it is
not known definitively when the instrument we call bouzouki emerged in Greece.
Pennanen, discussing the bouzonki in the context of the “Westernisation and
Modernisation of Greek Popular Music,” maintains that whilst “Greek musicologists
have tried to construct a continuum of the long-necked uie from Ancient to modern
Greece, it is more likely that Ginz Turks brought long-necked lutes to Asia Minor in
the 13" century” (Pennanen, 1999: 122).




of belonging. As he observed:
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However, this view is problematic for those Greek and Greek-Australian ‘mﬁsicians
from generations A and B (including a minorilj of my informants) who are inclined
to accept the bouzonki as an instrament with a pure Greek lineage. Kavouras (1998,
pers. com.) and Spiridakos {1998, pers. com.) believed the instrument was introduced
to Greece cither by a Greek-Anatolian tzouras player who asked an Athenian
instrument maker to create a larger form of the Turkish baglema, or by a Greek-
American ond player who asked for an instrument “in between the mandolino and
outi with a long neck”. Their words emphasise a strong belief in the Greek origins of
the bowzouks, even though it is not clear how the bouzouki evolved fram other forms
of lute-like instruments in the Middle and Far East. Other informants, especially those
from generation B, are more open to the idea that all rebetika instruments, not only
the bouzouki, evolved or were introduced to Greece as a result of cultural contact
between Greeks, Turks, Arabs and (if the mandolin is taken into account) Halians over

the past 3000 yéars.

Ceremonial gesture

Many informanis said that they reached a point in their lives when they could
reconnect (in the case of generation A) or comnect (in the case of generation B)
themselves to a sense of Greek identity which led to an integration of their Australian
and Greek identities. For most informanis, the path to this integration of identity
involved the practice of Greek traditional music and dance. Toannidis, for example,
said that he believed this sense of “Greekness” can be experienced not only through
family relationships but also through rebefike music and the associated dances,
particularly the zebekiko. Furthermore, he believed that at moments of reconne-ting
the experience of rebetika song and dance with different levels of senses of Greek

identity (such as personal, regional and national) were part of a “ceremonial gesture”



Most of the rebelika songs are expressions through the body and
through a related ceremonial procedure. They [dancersjare not just
listening to the music. [For exaniple] If a male rises to dance the
zebekiko and his friends are kneeling around him following the rhythm,
it is not an issue of an acrobatic performance. It is an issue of
ceremonial procedure. 1 am not a musicologist but all I wand to tell you
is that I experienced my young boy (bor in Australia) who is only 12 .
We happened to be at a wedding in Greece. It was unexpected. 1 had
never scer him dance the zebekiko. 1 had never expected that he would.
1 had danced and had a few friends around and suddenly he jumped
into the centre {and danced) and it was a very emotional experience.
The boy was not bomn there. It was not acrobatics — just the raising of
the hands, turning, swaying and being part of the ceremony. What
attracted the boy to do that? I suppose , a gesture of belonging. A
gesture of acceptance ... Rebetiko songs through the dance they provide
are creating a connection...because it is a vein which connects you to
the whole river. I1 is a whole Greekness. It opens the window lo more
than what you hear. It is a stream of livelihood [sie] which you
experience. (loannidis, 1998, pers. com.)

loannidis’s story gives expression to a number of issues of identity which I have
discussed, including the ‘awakening’ of a sccond generation of Greek-Australians to
their Gieek roots, changes in generational attitudes, and the integration of personal,

regionzl and national experience of identity.

Thus, my informants felt that their experience of rebetika in Melbourne was an
important part of establishing their personal and social identity as Greek-Australians
and a channel for connecting with Greek culture past and present in mainland Greece
as well as in Melbourne. These levels of identity involved an understanding of
stereotypical aititudes about Greeks from the dominant Anglo-European population
and from within the three generations of Greek-Australians which changed their
altitudes to rebeitika and iis role in Melboume’s musical tife and how it is perceived
by generations A and B. Rebetika has played an imporiant part in the integration of

personal and social experience.




3.3(c) migration and redefika

At the heart of the above discussion is the issué of migration, the experience of which

engenders questions about personal, regional and national identity and the

significance of traditional beliefs and customs. Greece has a long history of forced
and voluntary migration and resulting intercultural contact which has contributed to

the evolution of the rebetika genre.

From pre-Classical times, Greeks have migrated and been influenced by intercultural
contact. Migrations have been forced or voluntary according to events such as
Alexander the Great’s military victories as far East as India, Slav domination during
the supremacy of the Roman Empire, struggles and counter-struggles between Turks,
Arabs and Greeks during the Byzantine period, 324 AD to 1453, and the 400 years of
colonisation of Greece by the Ottoman Empire until independence was regained in

1821.

The emergence of rebetika coincided with Greece’s early urbanisation process
involving large-scale intemal migration from rural to vrban centres and population
growth. For 3,000 years Greece had maintained a population of between one and two
million but from the mid-nincteenth century the population increased rapidly, as did
the number of exiernal migrants to the USA, Canada, other European countries and
Australia. The first Greek migrants to Australia are recorded as amiving in 1829 (De
Stoop, 1996: 19). De Sicop noted that Greek setttement in Melbourne prior to World
War One was sporadic, carried out mainly by young single men from the islands of
Kythera, Castellorizo and Ithaca. As far as 1 am aware, there are no records describing
the musical activity of these early Greek settlers; but given the pressures from Anglo-
European Austzalians which they faced 1o conform to dominant values, perhaps Greek
music-making would have been for private consumption, probably involving music

from the islands known as nisiofika.




Soon after the first World War, Greece experienced a significant period of migration
as a result of a Greek-Turkish conflict between 1918-1922. As I have shown in
chapter one, an influx of refugees from Asia Minor to mainland Greece resulting from
this conflict included musicians skilled in the wrban style of Smyrnaika; a style of
popular music now acknowledged to be past of the evolution of the rebetika genre
which had alrcady been established in Greek urban centres from the late nineteenth
centry. According to Bottomley (1979: 43) many of these Asia Minor refugees
emigrated 1o Australia.®3 Again, there is no documentation of their musical activity,
but in the first four decades of the twentieth century these pasticular Greek migrants
may have performed the music and dances of uthan Greek Asia Minor, as was the
case with Greek Anatolian migrants to the USA. Indeed, with the help of the early
USA music recording industry these laiter migrants played a large part in maintaining
and disseminating rebetika music in the pre-World War Two peried. As Demetriou
argued, the different circumstances of the pre-i950s migrants to the USA and the

post-1950s Australia migrants related to the type of popular music they chose to
practise. That is,
migrants who went to America in the 1920s took that culture jurban
popular music] with them. They couldn’t take it anywhere else. In fact
they recorded their first songs in America because they couldn’t record
them in Greece...they were thrown out of Sinyma. That’s the

difference. We (Greek Australians ) are like the ‘grandchildten.’
[belonging to a later generation]. (Demetriou, 1996, pers com.)

As discussed above, most early Greek settlers in Australia (“the grandchildren™) were
islanders who were more culturally in tune with island (misictikz) music than the

urban music of Anatolia.

43 Bouomley does not say how many Asia Minor refugees from the population exchange arrived in
Ausiralia. However, the 1921 census of the Greek-born population of Ausiralia shows a
sipnificant increase from 1,798 in 1911 Io 3,654 in 1921.



Enforced culture contact and migralion were atso part of Greece’s national experience
during the second World War. The population was brutally oppressed by the
occupying Axis forces and virtually the whole of the Sephardic Yewish community of

Thessaloniki, totalling 50,000, were depoarted to Auschwitz.

Between 1945 and the 1970s there was a dramatic increase in internal and external
migration of rural Greeks to urban areas and cities arcund thz world. Ten per cent of

the population emigrated. Twenty-six per cent migrated iniernally. In Egypt, Nasser

nationalised foreign firms and forced the majority of Egyptian-Greeks to emigrate,

many settling in Melbourne.

Between 1939-1963, emigration from Greece rose from 24,000 to 117,000 individuals
annually (Papageorgiou, 1972: 3-19). Table 3.3 shows the Greek born populaiion of
Aaustralia between 1901 and 1991. 1971 marks the peak of migration movement of
Greeks {o Auvstralia. According to the 1991 census, forly-seven per cent of these

LS

Greek migrants lived in Melbourne.

Table 3. 3

Greek Born Popuiation of Australia according
to the Compnunity Profile 1991 Census:
Bureau of Immigration and Population
Rescarch, 1994.

1901 878
1911 1,798
1921 3,654
1933 8,337
1947 12,291
1954 25,862
1961 77,333
1966 140,089
1971 160,200
1976 152.908
1981 146,625
1986 137, 611
1991 136,028
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It is estimated [as the abave table [lustrates] that at least 30,000 Greeke living in the
state of Victoria returned to live in Greece from the 1970s to the early 1990s. The
issue of return migration, or remigration, relates to the transmission of rebetika music
between generations A and B musicians. In the mid-19705 most of .the Greeks

retumning home did so because of :

Improvements in economic opportunity and social stability in Greece
itself: rapidly increasing housing costs in Australia: anger if trade
qualifications did not find easy recognition in Austratia: nostalgia for
Greek customs and life: dismay at the ‘permissiveness’ and ‘looseness’
of Australian family life. (Price, 1975: 15-17)

This suggests early migrant experience often involved a great deal of physical and
emotional effort to be established in a new cultural setiing. This may be the reason
why Generation A musicians made little mention of their desire to return to Greece,
referring only to one bouzoiki player who had done so. Most told of their willingness
to practise their various trades and slowly to establish their music-making in taverna-
restaurant venues. Melbourne composer and performer, Irini Vela, said that the need
to make a living and settle in a new country might account for some of the 1950s
performers neglecting their music-making and not finding the time to trunsmit

musical skills to their children, She commented:

We did get a situation when a lot of early Greek migrants who were
players, gave it up for the factory. So there were a lot of musicians who
didn’t pass on the music so we had (o rediscover it. When the migrants
came, although there were a lot of pood musicians, they never passed
on their music becavse it wasn’t something vou wanted kids lo do.
(Vela, 1998, pers. com.)

Vela’s comments suggest that the productive relationship between generation A and B

musicians is relatively new, and that before the emergence of generation B musictans
and their sole ip a repaissance of Greek traditional music in Melbourne, an age and

experience gap interrupted the transmisston to the new generation.




However, for a number of generation 8 musicians, return migration bas been an issue.
Five musicians who played central roles in establishing rebetika performance amongst
the younger peneration of Greck-Australians in Melbourne from the early 1980s told
me that their initial and later inletest in rebetike, and other traditional Greek music
and dance, was due b a desire to establish their personal and social identity. They
said that their gradual explu}aliOn of traditional Greek music had led lo 2 greater
understanding and strengthening of their Greek identity. As fable 3.2 shows they all
made at [east lwo return migrations to Greece. Four of them now live and perform in
Grecece, occasionally relurning to Melboume as guest performers or to visit family. In
each case their return has been parily motivated by a desire lo experience rebetika and
demotika music in their home-land. Yel all have expressed frustration with their
musical experiences there, Cosmas (1999, pers. com.) who currently performs fufi-
time in an Athens rebetika band, complained that the music industry’s profit-
motivated values did not encourage mainfand musicians lo perform more
“authentically”. The Galitasos brothers, George and Manuel, reportedly have now
returned to the performance of Celtic music in Athens (one of their first passions in
Melbourne before developing their interests in Greek iraditional mwsic) having
become disiliusioned with the Athens rebetike scene. Argyropoulos returned to
Thessaloniki for the third time in 1999 seeking, amongst other things, performance

opportunities in mainland Greece.

Whelher these musicians choose to make Greece their permanent home remains (o e

seen. Migrants tend 1o acquire dual affiliations in the old and new countries, for the
homeland cannct be experienced the same way again. Returned migrant Kontakos
commented: “ People who corme back to Greece, they're not accepted. 1 am proud to

be Greek, but par of my tife is in Melbourne. We get homesick for Auslralia lco. If I
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had the money I’d be there for six months and then here...” (Alexakis and

Janiszewski,1995: 153).4%

Hall {(quoted in Appiganesi, 1987: 44} expressed the view dramatically: “Migration is
a one way lrip. There is no *home’ to go back to”. Whilst the image of *home’ may be
retained, its realily is subject to chanmge, Tsicaderis related migration and the
accompanying feelings of dualily for the old and new countrics to the journeys of
Ulysses. He observed:

The Greeks are very strong with the symbolism of the Odyssey — the

symbolism of the journeys of Ulysses and wanting to retum... as fthe

poet] Cavafy*’says, it’s the journey that is important - what happens in

the experience of migrancy. You go the first years longing for home

and then you settle but in some ways deny that other place [the
homeland] is calling you. (Tsicaderis, 1998, pers. com.)

Liavas, an important Greek ethnomusicologist, referred 1o “the pain of separation and
the desire for the home-coming... (how it) persists throughoul the centuries in every
form of popular and cultivated literature” (Liavas, 1992: 26). He went on 1o include
the texis of popular Greek songs in this field. The notion of ‘pain’ (ITovog) (Ponos)
was used by my informants (as by Greeks in general) as a generic term to refer to
strong feelings of anguish and passion and is commonly referred to in rebetika song
texts. Particular rebetika modes, sabali for example, are associated with the
expression of Ponos. Painful feelings aroused by living in a foreigo land, referred to

as ksenifya, are exemplified in the title and text of a rebetika song composed by

Andonis Dalgas ca 1935, Tis Ksenityas O Ponos, (The Exile’s Pain)

16 Sce Alexakis and Janiszwski, 1995, Images of Home, for further instances of feelings of dualivy far
seturned migranis

17 Txicaderis refers to works of the Greek poet Constantine Cavafy (1863-1933), in particular (o his

poem lthaka, which expounds on the joys of jouracying and the rclalive [ack of importance
attached to arrival at a destination.




‘It is for you 1 weep, oh mother dear, and 1 suffer in this land as one
exiled. 1 beg you, mother, never shed a tear bul light a candle for your
child, (quoted in Falklyric CD 7005)

If migrants’ feelings of ponos and divided loyalties to the homeland and the new

couniry result in return migration, these journeys often involve them in intercultural
aclivity. In the case of the five musicians previously mentioned, return migration
offered them opportunities to compare the Greek-Australian musical world with that
of Greece, and on returning to Melbourne again, lo share rebetika performance,
instrument-making experiences and newly acquired musical recordings with others in
Melbourne. For example, for Galiatsos the experience of dual cuilural affinities

played an important part in his discovery of Greek traditiona! music. He commented:

It was only after I’d left Greece and returned to Australia did I realise
the importance of the music. The importance of the style of the music
{rebetika). The culture itself. Not until 1 was deprived of all this did 1
start to show a real interest in learning Greek music and Greek culture
that accompanies it. (Galiatsos, 1994, pers. com.)

The experience of distance from his homeland was an important factor in his
discovery of Greek traditional music, as it was in other migrants’ experience from the

nineteenth century on.

The intercultural exchange works between both countries as Raftis (1994, pers. com.)
noted earlier. Liavas, says further, that “sometimes the immigrants preserve better the
traditions of the 1940s and 1950s — the timne they left. Sometimes in Australia I have
found better Iyra players from the Dodecanese than from the Dodecanese” (Liavas,

1994, pers. com.).

A study of the musical characteristics of reberika in chapter five will illustrate how
the journeys of migrant musicians contributed to the syncretism of melodic and
rhythmic modes, instruments and texts as a result of the mixing of Turkish/Arab

makamiar modal system, the Dervish zebekiko and North Balkan hasapiko dunce
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modes, lute-like instruments in rebetika ensembles (the bowzouki, fzoura and

baglamas), the adoption of Middle Easiern percussion instruments (eg the ziliag and

toubeleki) and later, Western European instruments (eg the piano, drum-kit, cello and

electronic keyboards}.

To conclude the first part of the phenomenographic analysis of my interviewee

transeripts, vatiations of my informants® experiences of tradition, identity and

migralion in relation to rebetika music-making are shown below in tables 3.4, 3.5 and

3.6.

Table 3.4

Variations of experience of tradition according to Horn’s informants

1.
2.

Rebetika is a traditional urban, popular music genre.

Pre- Smyrngic, Smyrnaic and Piraeotic stylistic periods are considered as
‘older” traditional facets of rebetika. Archondorebetika and revivalist rebetika
are considered as more recent stylistic facets of the tradition.

. Pre-1946 musical instruments and their tunings are considered to be more

traditional than newer instruments and tunings introduced post-1946.

. The oral transmission of rebetika in the late nineteenth century and early

twenlieth century is ¢specially associated with the idea of traditional music,

USA and European recording industries played a role in the decline of the oral
transmissien of rebetika and thus ils fraditonal nature.

. A sense of tradition is linked with a perceived connection between rebetika

dromoi and Byzantine modality

. A sense of tradition is linked with a perceived connection between rebetika

dromoi and Oltoman secular modality.

Tradition is perceived by some as parl of a lived experience, and for others as a
“frozen” coltura} phenomenon.

Greeks believe that the Greek-Australian diaspora plays a significant role as a
keeper of Greek traditional practices.

. For some, the potential for chromata (colour) in pre-1946 ensembles is

perceived as ‘poor’ compared with the ‘richer” rebetika ensembles of post -
1946.




Table 3.5

Variations of experience of identity according to Horn’s informants

1.

In the 1650s and 1960s non-Greek Auslralians associaled rebetike with
stereotypical altitudes about Greck-Australians

. Attitudes of non-Greek-Australians towards Greek-Australians (and traditional

Greek music) have changed in the last fifty years

. Issues of identity associated with rebetika differed between generations A and B

musicians

A period of cultural awakening is linked with senses of Greck-Australian identity
amongst generation B musicians

. Experiences of multiculturalism in Australia contributed to aspects of Greek-

Australian identity

. Regional variations of traditional musics are associated with regional identities

. For some, “ceremonial procedures” involving traditional dance displays are

paralleled with rites of passage.

. Rebetika musical instruments, particularly the bonzouki, are associaled with
perceplions of individual, social and nationsl identity.




Table 3.6

Varlations of experience of migration according to Horn's informunts

1.

Greece has an ancient history of migration

Mainland Greek and Anatolian migration contributed significantly to the
evolution of rebetika

The Greek-Australian diaspora communily is a result of a migrating
population :

Rebetika music-making occurs in Melbourne because of migration
Return migration to Greece facilitates intercultural and transculural exchange

Priorilics of settlementi contributed to a break in transmission of rebelika
music in Melbourne

Being a migrant, or member of a migrant family, contributed to feelings of
duality about Greece/Australia and being Australian and/or Greek-Australian

Experiences of geopraphical and/or temporal dislocation were a common
migrant experience amongst the Greek-Australian diaspora in the early years
of relocation.

-

[n the following chapter I shall show how the primary COR of tradition, identity and

migration relate to secondary categorics of relevance described as the significance of

inlergeneralional contaci, learning processes and intercuttural contact.




CHAPTER FOUR

A PHENOMENOGRAPHIC ACCOUNT OF PERCEPTIONS
OF REBETIKA IN MELBOURNE (PART TWO): THE
SIGNIFICANCE OF INTER-GENERATIONAL AND
INTERCULTURAL CONTACT AND REBETIKA LEARNING
PROCESSES

4,1 Introduction

I shall now discuss my informants’ perceplions and experiences of sgcondary

categories of relevance (COR), fncusihg on: 1) the significance of generational

experience, 2) leamning to perform rebetika and 3) the influence of intercultural
contact on the evolution of rebetike in Melhourne. My aim is lo show how these
seccondary COR relate to my informants’ perceplions of tradition, identity and
mig;‘alion (pimary COR) and how lLhey relate to their perceptions about the musical

characteristics of rebetike discussed in chapter five.

4.1(a) The significance of the generations

As noted above, social and cultural changes experienced by Greek-Australians from
the 1950s to the present day were Tactors in the criteria used to classify my informants
into generations A, B and C, Different views of tradilion, identity and migration
between the penerations and their implications for the practice of rebetika in
Melbourii appear as a thread throughout my thesis. However, the pgenerational
divisions are a secondary category of relevance; my informants do not attribuie the

same significance to the issue as the primary COR. Nevertheless, in view of the whole
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‘piclure’ of rebetika in Melbourne, the issue is clearly of great importance and
influences my construction of the concluding section of the phenomenographic

process.,

The members of generations A, B and C, are the leaders and maintainers of the
rebetika tradition in Melbourne. The pioneers, generalion A musicians, operated in a
relatively unsympathetic cultural environment in the 1950s, but they persisied in their
rebetika music-making and established several performance venues. They played
rebetika in the post-1946 style called archondorebetika. Generation 8 musicians, who
emerged in the late 1970s aged in their twenties, performed traditional Greek music
which awakened their Greek identily. Reviving inferest in pre-1946 rebetika styles,
they laid the foundations for the cultural education not only of generation C but also
of their own generation. To some extent this awakening amounted to what Nettl
(1978: 131) termed a natavistic musical revival, which has been summarised as a
“culture that has been dominated by another and has neglected its own music (but)
evenlually becomnes aware of the danger of that music’s possible extinction and makes

efforls to revitalize it” (Kartomi, 1981: 237). Although generation A had managed to

sustain the post-1946 style of rebetika, the traditional styles of pre-1946 .S‘mymaika

and Piracotika were re-discovered by generation B musicians. This revival was
responsible for a wider acceptance of rebefika in Melbourne by the generation B
musicians’ parents who had hitherto not wishcd to be associaled with it in Australia,
either because of its low-life origins or because of their mainly rural backgrounds and

preference for rural traditional music.

4,1¢b) The Learning processes

How did the musicians in Melbourne become interested in rebetika and acquire the
musical competencies required for its performance? They distinguished between two

modes of leamning rebetika; and also spoke of “‘educated” and “uneducated’ musicians.
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We need to ask how these concepts related to formal and informal ways of learning
rebetika and how developmental learning processes involved memory and mimetics;
that is, the emulation of received performance styles. What was the role of the
recorded music in the mimetic process? How did musicians learn song repertoire,

modal knowledge and improvisation skills?

Sometimes my informants referred to leamning as “education,” by which they meant
systematic musical instruction, At other times, they spoke of leaming by
“akousmata,”3 by which they meant learning music through ‘hearings’ associaled

with specific life experiences.

An ‘educated’ musician was one, they said, who is musically literate4® and has
received a degree of formal music education, whereas the ‘uneducated’ musician is a
musically illiterate person who is eilher self-taught or has acquired skills and
repertoire through processes of aural transmission. This does not mean that the latter
learning process is less important than the former which is associated with forms of
popular and ‘art” music which have been recorded, notated and theoretically
underpinned. However, low siatus may have been attributed to aurally transmitted
teaditional rebetika in mainland Greece from the late nineteenth and first half of the
twentieth century. Rebetika was likewise held in low esteem by Greek-Australians in
Melbourne in the 1950s. Yet it always had a high profile, because its performances
were contentious and populardy debzizd OGnly recently did the Greek middle class
apparently give equal status to traditional Greek popular music and ‘art’ music, as is
evidenced by the fact that Greek universities did aot include traditional music studies
in their curricula until the 1990s. Until then, Western European “art’ music dominated

the content of music courses. Apail from scholars and researchers such as Fivos

48 Akousmata js the plural of akousma, meaning * hearings, * ‘reports’ ar ‘news.’ The word is derived
from the verb akouo, “to hear.”

49 Thal is, familiar with both Wesiern and/or Byzantine musical notation and theory.

o oreoy
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Anouanakis, Elias Petropoulos, Tassos Skorelis, Markos Dragoumis and Giorgos
Amarianakis, traditional urban popular music was nol regarded as meriting setious

study.50

Due to lhe potential to be misunderstood es derogatory, I have not adopted the terms

‘educated’ and ‘uneducated® musicians, instead preferring 1o refer to musicians
familiar with Western and Byzantine musical notations and theory (and who use the
former skill in their rebetika music-making) and those wko are not familiar with them.
It is not the case that generation A and B musicians in Melbourne belong to one or the
other category. Indeed, most of the key generation B players responsible for the
revival of rebetika in Melbourne in the early 1980s are self-taught musicians who
camnot read music. A few, such as the relatively newly arrived generation B musician
Vasilis Polychronopoulos, had firm views on the importance of musical literacy,
formal instrumental instruction and the teaching of rebefika to Melboume’s

generation C players. As he observed: .

It {musical literacy] is very important; because if you play something
with the ‘ear” you understand about sixty per cent of the song. If you
understand theory, you understand everything. The old songs...were
passed down word and mouth, but it was muinly due to the fact that no
one had studied music theory to be able to put it down, whereas fnow)
our music [through its notation] provides the opportunity for anyone
with a background in music to make it. My students learn [first]
practical, theoretical and then afier this, taxims... [by which he means
instromental improvisations uswally heard as an introduction or
conclusion to a song]. (Polychronopoulos, 1997, pers. com.)

| do not agree with his view that the acquisition of theoretical musical knowledge
necessarily leads (0 greater opportunities for practical music-making. However, in

describing a set of develepmental stages for the learning of rebetika, he raises some

50 In my view, during the 1990s, lhis undervaluing of traditional Greek popular music by Greeks, has
changed significanily.
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important questions about how musicians acquire rebetika repertoire and playing

skills. For example, to what extent has musical literacy and formal instrumental -
2 instruction influenced tie transmission of rebetika in Melbourne? What role does N

' aural memory play in the musical education of rebefika musicians in Melbournc? At ;
what stage are players considered to be ready or capable of afioskethiasmos !

Jg_gromﬁmopog) i.e. improvisation, in their perfortnance?

As [ have indicated, musical literacy has not played a large part in the transmission of '
rebetika in Melbourne. However, formal instruction developed by teachers stich as

Polychronopoulos is imporiant amongst generation C players and will also alfecl
future generations afier that, especially if usc continues to be made of 1ext books .
recently published in Melbourne by Polychronopoulos. These bouks contain detailed
instruction about bouzouki and guitar playing techniques for 62 popular Greek soigs,
many of them rebetika songs, (Polychronopnﬁlos. 1992). Another of his books (the

first of a serics) deals with detailed bowzonki and guitar playing techniqires for picees

played in five of lhe mosl frequently used rebetika modes {Polychronapoulos, 1997),

Yet another of his books was designed to introduce bouzonki playing 1echnigoes,

basic acoustics, melodic and thythmic modes, music theory and selected songs o

potential players (Polychronopoulos, 1998). Apasi from a 1ext book purchaved in

Grecce by Argyropoulo: on Greek otk scales (Pagiutis, ¢a 1990688 and o book on

Turkish makams (Signell, 1977) referted to by Cosmas and Atgyropoulus (399, pes.

cain.), there age no ofher theory books teluted tn rebettka seperiobe vid pepfonnrane

to which my informanis sefeaed. Tublicalion of Petychronoppulos” baols for g

purpose of delivery of tomnal insgwcrion of rebruke smonpal the Groek divspora in

‘ Mclbowne marks a sigaificas) developmes dn dhe grunsmiasion of rehetika 10

T Mipghey B oaon Chae stouiomne wihe ame aine dne bt T Buon ket sertbs e ottt dotbe i

Prphus” puitdicaeian,
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Melbourne’s next generation of musicians, even though rebetika were originally

transmitted aurally amongst the urban lower-classes of Greece and Anatolia.

i R SR T

Sonie musicians in Melbourne, however, say that the aim of achieving musical

literacy as a first stage in traditional music-making or formal instrumental instruction

e e p——

is i..appropriate. As Kiriakidis commented:

B I do as much research as [ can, but I find that with traditional music
you can’t go by what is wyilten in books... When it comes to the sound
and method of playing, the only way is to listen to someone playing, or
if not, from tapes. (Kiriakidis, 1995, pers. com.)

Demetriou, who supports this view, observed: -

When you play an instrument like a bouzouki you can’t put yourself B -
through classical training. You can learn music theory but it doesn’t i
give you techniques and the knowledge you need for that style of
music [rebefika] ...1 think I leamed more about music through playing
and mecting other bouzouki players who showed me things they
thought were important. Once you’ve got the basic[s] it was up to you
to make sense of what was the best way to play. That is how I learned -
music, (Demetriou, 1996, pers. com.)

Both Kidakidis and Demetriou whose experience is typical of my informants, say
they received musical instruction from their peers. They referred to a network of
musicians in Metbourne made up of generations A, B and C performers. As the singer

and guitarist, Yiangoulis, noted:

1 was picking up material that suited the instrument, the voice, to play

folk. That’s how 1 got to meet Hector. [Hector Cosmas, a Melbourme -
generation B rebetika musician] Later I got to meet Takis [Takis !2-.
Dimitriou, member of a number of rebetika ensembles] and as you
know, there is a whole circle of people in the rebetika environment. 3
(Yiangoulis, 1999, pers. com.)

Duting my fieldwork 1 observed that the membership of Melboume’s Greek

traditional music ensembles was unstable. The “circle of people” referred to by

Yiangoulis forms & pool of musicians from which ensembles group and re-group.




Ensembles disband only to re-form, usually among members of .the network, in
diiferent configurations. This, according to Argyropoulos, has made it difficult for
some to maintain their song repertoire. Describing how new members of Apodimi

Compania®? were taught the ensemble's repertoire, Argyropoulos recalled:

Caaxing them to listen to the tunes, we must have had 200 plus songs;
and it was really hard to learn all these with new people. It is virtually
impossible, so now we are down [to] fifty or sixty songs and trying to
increase that gradually cach week, {Argyropoulos, 1994, pers. com.)

Leaming song reperioire in this way involved aural transmissicn and memory. The
process began at an early stage of their musical development, involving mimetics, i.c.
the mimicking of songs heard in recordings®? or from mentors within the Melboume
network. For most of my informants, leaming rebetika songs from recordings has
been central to their experience, whether they acquired knowiedge of the songs from

live-lo-air radio performances in mainland Greece, such as Sapekidis, Alifragis and

Tsicaderis, or from exposure to their parents’ rebefike record collections as children,

as in the cases of 1lliou and Yiangoulis. This emulation of recorded songs affected the
nature of rebefika in Mclbourne, since musicians who relied on recordings depend on
their availability. The availability of recordings in Melbourne depended on a small

Greek-Australian music industry.

These issues will be discussed in chapiers seven and eight. Sufiice il 1o note at this
stage that recorded performances of rebefika, and versions learned from fellow

musicians, often differ. We need, therefore, lo discuss the ‘authentic’ and ‘non-

52 I, jits various configurations, Apodimi Compania included amongst ils membership some of the most
infnential gencration B musicians. When the ensemble did not include the Galiatsos brothers, il
was known as the Rebetiki Compania. 1 shall discuss their contribution o reberike in Melbourne
in chapiers seven and eight.
include under ‘recordings’ any music which has been clecironically transmilled or stored. it
ineludes reberika heard via electionic media such as radio, television, film, analogne and digital
recordings.
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authentic’ interpretations distinguished by my informants and I shall do so in the

following chapter.

Lambros Liavas, Director of the Greek Museum of Popular Musical Instruments and
Centre for Ethnomusicology in Athens, argued that the influence of recorded
traditional music on the evolution of traditional Greek music has been profound. As

he observed:

All the new generations [post-1946] listen to tempered music, They
can't easily recognise the modal scales or sing them. My children have
a daily experience of TV. They listen to tempered scales. For the Greck
genetation under 40 years old, micro intervals mean nothing. (Liavas,
1994, pers. com.)

Liavas is correct in his view that the post-1946 music recording industry in the West,
has reduced the ability of Greeks to hear ‘older’ and more varied tunings associated
with traditional modes to the extent that microtonal nuances heard in pre-1946
rebetika [and demotika] music have been diminished. This is presumably because of
the recording industry’s market-driven criteria of repertoire selection. His view
reflects the more broadly held opinion of my informants that regional variations in
traditional music tunings have diminished as a resull of influences from Western

Europe and USA.

My self-laught informants usualty jeamed a song by first memorising a recorded
song. They then “worked out” the song, on an instrument, after which they become
familiar with the mode of the song which in turn facilitaied improvisation in
performance. This process differs from the learning process suggested earlier by
Polychronopouias, i.e. by tition in instrumental technique, musical theory, song
repertoire, and improvisation. However, both processes feature improvisation as a

Jater developmental stage of musicianship. Galiaisos linked the leaming of modes

closely with improvisation:




I would learn the melody line of a tune; and after I'd learn that this
tune was in a certain makam [mode], then I'd go back and play the
noles separately, and try to improvise in the melody and discover the
dromos (mode). (Galiatsos, 1994, pers. com.)

Alifragis, a self-taught bouzouki player, mirrored Galiatsos® process in the following

observation:

I listened to a song 1 always wanted to know....I coulda’t play, so
slowly, slowly [taught] myself rote by note. Once you have the song in
your head you know how they go and you wry lo find them on the
instrument. I don’t know, but the funny thing is, once you play a taxin
you are in a dromos... You tend to follow the pattern [finger pattern)]
even if you don’t know it. (Alifragis, 1997, pers. com.)

Thus, my informants pointed out the impostance of knowing the dromoi through

formal and informal instruction. Technical proficiency is a further pre-requisite for

improvised performance,

~

Seeking instruction in the modes involved some generation B musicians establishing

menlor-lype relationships with key generation A musicians. They included the ond
player Christos Balisidis. Argyropoulas, a singer and baglama player, recalled taking
lessons from Baltsidis in order to “learn the makams properly” (Argyropoulos, 1994,
pers. com.). Baltsidis, who has gained national respect as an oud player throughout
Australia, does not “read music” and leaches modes “nofe by note” (Balisidis, 1998,
pers. com.). Emghasising the importance of knowing the modes, Argyropoulos

commented:

«.It would be best for young students to learn these [rather] than just
leam the songs. You can keep on leaming songs but if you wanl to get
creative with an instrument and you don’t know the makams, you’ll
soon reach a ‘brick wall.” (Argyropoulos, 1994, pers. com.).
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On arriving in Melbourne from Greece in the early 1990s, AthanasGponlos recalled

tuming to Melbourne bouzouki player and teacher, George Spirou, to learn the “basic

20-30 dromoi™>* (Athanasopoulos, 1998, pers. com.).

For Takis Dimitriou, 2 Greek-Romanian Australian, the acquisition of modal

knowledge began with discographic literature, He observed:

I remember every record which came out. We’d msh and buy it and
and apart from listering to it, we would read every single word on the
cover or inserl...in that material 1 discovered the word ‘dromoi.” Until
then I didn’t have a clue what it was. 1 can go even further - I didn’t ;
know what a major or minor chord was. It was discovered on the way. /o
We strupgled for a while 1o find out what these dromoi were. :
(Dimilriou, 1959, pers. com.). ‘

For Argyropoulos, Athanasopoulos and Dimitriou, leaming rebetika modes involved

mimetic, formal and informal instruction from recordings and musical mentors but, as g

Vela observed, the usefulness of mimetic process diminishes when a performer

becomes musically mature and skillful enongh to improvise.

When you are interested in something [z sonp] you leam by
mimicking. That is the best way 1o learn the tune — from records. You -
might leam an improvisation [a recorded faxim] bul you are ¥ -
mimicking... second and third generation Greek-Australians are still
learning how to improvise in the modes. Improvisation is really the
main thing in reberika music — Greek folk music. Evervone can
improvise but they can’t improvise in that idiom [rebefika] because
they have not been brought up in that 1ype of improvisation tradition,
so what they do is just play tunes. (Vela, 1998, pers. com.).

Vela makes the point that learning rebetika through mimetic processes is useful when
learning modes and song reperioire, but that improvisation involves more than

mimetic skills. In commeniing on how young Greek-Australian susicians had “not

54 Musicians in Melbourne and Greece differ in their view as to how many dromei are in current use. I
shall discuss this issne when dealing wilh my informams® perceptions of the musical
characleristics of rebetike in the following chapter.
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been brought up in that type of improvisation,” she referred to the fact that gencration
A players had little time to pass on thefr improvisational skills to generation B players

> - because of their pressing need to adapt to, and eam a living in, a new country. -

However, noting that many generation B informants are eager to learn rnore about the N
‘older” rebetika modes, and that indeed, some are turning to musical colleagues from | : N
the Turkish community for instruction, she makes the point that these players have:
“Reached a point where they realise that if you really want to  get into traditional
[music] you've really got to learn. 1t’s not a case of (merely) mimicking” (Vela,

ibid.). -

Thus far, I have outlined how my informants developed an interest in rebetika through

formal and informal learning processes, both of which involved mimetics, either ‘-;'7*_ '
through imitating instrumental instruclors or recorded song repertoire. The first
process relates more closely to perceptions of musical education and the second,
more closely to perceptions of akousmata as described by Demetricu; that is, “the
sounds you have become familiar with; the sounds that you have grasped through

cxperience and listening™ (Demetrion, 1996, pers. com.).

1 shall now tum to my informants’ perceptions of akousmata and their relation *o

e - experiences of rebetika. The distinction made by my informanis between educational

experiences and akousmata in the learning of rebetika music does not refer to two

polarised experiences; rather it describes two end points of a spectrum of leaming i

experiences; that is, formal instruction and intnitive acquisition of knowledge.
Generally, akousmata associated with rebetika 2re more likely to be cxperienced
through intuilive acquisition in a cultural environment compatible to tradijtional

music.

As | have noted, Melboumne’s cultural environment has not always been sympathetic

to non-Angto-European traditional music. The 1950s and 1960s werc certainly no1 a
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festile time for rebetika, but as my research shows, this has changed over the last fifty

years. From the late 1970s it changed insofar as il could facilitate increased

akousmata of Greek traditional music (including rebetika) for the children of the post-

World War Two, and (later) Greek migrants. This changing environment helped a
number of Greek- Australian niusicians to establish venues in tavernas and restaurants
for the performance of rebetika. It alse provided enough cultural and economic
stability to enable others to build on, and develop, a small Greek-Australian music
industry. This industry, which had been in existence in the form of at least three
Greek music speciafist shops since, in one case, the 1950s% and in another two, from
the early 1960s, not only imporled rebetika recordings from Greece and the USA, but
involved the establishment of a small number of independent recording companies. 1

shall discuss these activities in chapter seven.

As a result of this changed enviromment, musicians were able to heighten the
awareness of rebetika and other traditional Greek music in the lives of second and
third generation Greek-Auvstralians. For many Greek-Australiun chitdren bomn in the
1950s and 1960s, being seen to be Greek within a dominant Anglo-European
population was problematic in childhood and the early teen years. This resulted in
young Greek-Australians needing to be seea as ‘the same as’ Anglo-Europeans, which
probably arose because of a preference amongst young people to be different from
their parents’ gencration and °the same as’ their peers. There was pressure on
migrants and their children in Melbourne in the 1950s and 1960s in Melbourne to

disregard cultural expressions, including music and dance which belonged to their

33 t refer to the muosic shons established in the 1950s in Swanston Street, Melbonme, Cily Road,
Brunswick and Chapel Street, Prahan by Giannopoulos more commuonly known by his Anglicised
name Slanley Young. According to Spiros Caras and his falther Dimilri, who together have
owned Greek music and magazine stores in Metboamne since the 1960s, Giannopouolos imported
rebetika recordings in the 1950s. Kevin Zervos informed me that his gracdfather, who migrated 10
Melbourne in 1908 aged 12 years, acquired a large colleclion of impoited rebetika recordings but
was nnable to say if they were bought in Melboume before the 1950s or from which importers.




countries of origin, However, for many of my gencration B informants, a change in
attitude towards their Greek coliural heritage ceincided with wider cultural changes

that emerged in Australia during the 1970s, This period saw the emergence of an anti-

war prolest movement, questioning of gender and racist attitudes, a growing protest

movemenl amongst the indigenous population, and a call for expatriates (including
musicians) to return to Australia. In 1973, Immigration Minister A! Grassby

announced:

.. Australians vho lefi for distant pastures green because nothing was
happening at home, were now looking with renewed interest to their
own country. I have found a new sense of interest, indeed excitement,
amongst Australian exiles who felt their country was sleeping in the
sun while the world passed it by. (Alomes, and Jones, 1991 pp. 354-
55)

This new “excitement” extended to my informants who (as | have noted) recalled the
mid 1970s and 1980s as a time of awakening. Argyropoulos described the last 15
years of the 20th century as a time of “Renaissance”™ for rebetika ard traditional Greek

music in Melbourne. He observed:

Certain things have hit me, like kids beginning to be interesied in the
instruments, music and composers... Back in the 1950s {Greek] people
wanied to be associated with Europeans. People {like] my dad growing
up in Salonica in the 1950s were more interested in this type fof
European popular music] than rebetika. (Argyropoulos, 1994, pers.
COmL.)

Here Argyropoulos refers to a growing interest amongst the younger Greek-
Ausiralians in hearing rebetika performed in a pre-1946 style as oppased io the
» archondo and elafro, _Mo), (light) style of the 1950s, and how childsen of the
19505 migrants became confident in their association with theis Greek cullural
heritage. His comments also provide evidenmce of ways im which the cultural
environmenl in Melbourne {(and in other Australian urban centtes) changed in the

i970s, and thus provided a more sympathetic climate for ihe change of previous
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cultural atlitudes towards the reception of .raditional music-making among non-Anglo

Europeans.

Another facet of akousmata was my informanis’ notion that acquiring an interest and
skills in rebetika periormance occurred as a ‘natural’ part of their lives. This may
have involved childhood experiences of listening 1o pacents’ rebetika recordings. For
those who were hom in Greece, it involved experiences of hearing rebetika in cafes

and tavernas. Alifragis recalled:

We used to live in Greece. My aunt had a taverna. We used to live
upstairs. When | was young, all day 1 could hear {rebetika) and the
police came — drink — get drunk. All day 1 heard rebetika music. They
used to dance. {Alfragis, 1997, pers. com.)

Thus, listening to home recordings of rebetika in Melbourne or live performances in
Greek cafés both consist of akousmata. These listening and learning experiences are
part of the day to day cultural environment. Rebetika performer Alifragis, observed
that, as a youth in Greece before coming to Melbourne, he was not really “into” the
music but he found that “It was there all the time. Even though I used to lisien to the
English {music), there was something there that was pulling [me] towards the Greek

even though | wasn’t listening to it” (Alifragis, 1997, pers. com.).

Reflecling Galiatsos’ staternent about his discovery of rebetika afier his migration to
Avstralia, Alifragis said he had had little interest in Greek music while living in
Greece and yet on migrating to Ausiralia he discovered a deeply fell connection with

it,

Being denied access to their musical environment which they had “taken for granted,’
Alifragis and Galiatsos needed to reconnect with it in their new country. This is a

cornon experience amongsl migrants who develop magnified feelings and memories

of their homeland culture.




However, generation A musician George Sapekidis felt an affinity to rebetika music

and its performance environment as 2 young man in Thessaloniki. He observed:

We leamed to play in a cafeneion — drink a bit of ovzo and played for
the guys. (We) learned from a radio in the café - some rebetika and
some faika. [t was a {live) broadcast. Not a record. It was never exaci
because it wasn’t a recording. Bands would play it live. However it
was picked up they would play it. Probably a percentage would be lost
— changed slightly. They’d make screnades out of rebetika because
they didn’t know any other songs. They’d change the rhythms and
charm the girls. (We) went to Thessaloniki and started working in a
skilathiko - undecground club — because they’d play nothing but
rebetika. All the underworld, gangsters, druggies — the club would
open at midnight and go on to dawn. {Sapekidis, 1996, pers.com.)

Sapekidis noled changes in elements of rebetika seng when he learned the songs from
recorded media by means of mimetics and memaory; i.e. musical and textval elemenis

changed according to how he memorised them. Christos Baltsidis agreed with this

view, oberserving that: -

You hear music on the radio. [The) music comes from somewhere; you
make it your own; you hear 30 per cent and make 70 per cent for
yourself, It makes you design. It makes you ovtooyshacjog
[improvise]. You hear the original one and after that, you add
something ... (Baltsdis, 1998, pers. com.)

Baltsidis made the additional point that personalising or “making” a song “your own,”
involves improvisation. Improvisation not only involves the akousmata experience; it
plays a part in effecting change in repertoire and individual performance styles, since
spontaneocus composilion involves drawing on technical proficiency and knowledge
and intuitive responses triggered during a performance. I shall discuss these issues
further in chapter five when 1 deal with the my informants” perceptions of the musical
characieristics of rebetika, and in chapters seven and eight in which 1 examine

representative recordings of Melbourne rebetika from the 19€7s-1990s.




As Demetriou observed, siuce akousmata are the “scunds yon have grasped through
experience and listening,” it is safe to assume thai different skousmata lead to
different ‘hearings’ and understandings of rebetika. My informants supported this
assumption, Polychionopoulos (1998, pers. com.) believed that small eaythsiic
variations made in parformance would not be recognised by “simple people” because
they listen differently from more sophisticated lisieners. Polychronopoulos’ “simple
people” meant those who were not rebetika cognoscente. Other informants shared his
view. Argyropoulos commented that “the everyday person...does not pick up these
intricate things that happen in a song” (Argyropoulos, 1994, pers. com.). Referring to
a perceived predominance of ‘light’ popular Greek music in the broadcast
transmission of rebetika in Melbourne, Athanasopoulos fzlt that only a “small
minority feel rebetika. [Most of his peers] cannot hear or understand the other [more

traditional] sounds of Graek music”. He commented further:

IP's na: because they don’t like the sound of it [rebetika]. They just
aren’t educaled eaongh in the way. When I say education {I mean] to
listen {from a young age; to understand what the song is about.
(Athanasopoulos, 1998, pers. com.)

Thus, Athanasopoulos linked akousmata with cognizance of rebetika. Adding to the
view that different akousmata lead to different experiences and understandings of
rebetika, and lamenting a perceived decline in the ability of mainland Greeks to
understand traditicnal music, Lambros Liavas observed that if people were more
actively involved in music-making and were more open to akousmata linked with

traditional music:

They wauld be able to recognise each time a musician improvises: to
krtow what he does to it [the music]: to take part in the improvisation.
[They would be more like] Arab/Islamic listeners [who] recognise and
skow their appreciation to the soloist if he makes an interesting
modulation ... In traditional music everyone can take part by singing
and dancing. It’s a mwsical life not just a musical interpretation.
(Liavas, 1994, pers. com.)
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Liavas' emphasis on a “musical life,” a connection between skill and knowledge of

improvisation and akousmata, is supported by other informants. Athanasopoulos

typified the younger players wiio feel they are developing skills to facilitate

improvisatior, He observed:

My faxims at the moment are very poor, If you listen to Vamvakaris [a
key figure in the evolution of rebetika in Greece] play a faxim and you
listen to me, you’d say he was a pod. I haven't developed my ‘ear’
[enough] to say let’s express ourselves in a different way. I'm still at
the beginning of learning. I play a lot of songs but in the ¢axim area I'm
still behind. 1 don’t feel 1 should copy what he [Vamvakaris]
does...1It"’s the way your ‘ear’ lislens to the changes: what you like to
listen to instead of putting it down on paper and working it out.
(Athanasopoulos, 1998, pers.com.)

Athanasopoulos itlustrates the poiunt that whilst ong musician might have a large
repertoire of rebetika songs than .nother, the ability to improvise is seen 1o be a

mature musical skill that cannot be acquired merely through mimetics.

A final aspect of akousmata referred to by my informanis related to a traditional
Greck leaming practice known as ‘stealing’; in which “apprentices were expected to
steal tunes and tricks from their masters” (Rafiis, 1994, pers. com.). Ross Daly

commented:

In olden times stealing something was not a matter of theft: of taking
something which belonged 1o someone else. It was a matter of coming
out of yourself, taking something and taking it back in again. It wasn’t
a matter of depriving someone else. In recent years these things have
acquired a different meaning. [Traditionally] there was a totally
different emphasis ou the idea of possession in music. ftoday
musicians may say] “This belongs to me. This is my piece. This is your
piece”. This sort of thing didn’t exists say 100 years ago... Whereas
now they [musicians] are all obsessed with if. Whal it really means is
“This is my piece. I recorded it. 1 receive the royalties”. (Daly, 1994,
pers. com.}
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Raftis and Daly described the traditional way of acquiring repertoire and performance
skills through ‘stealing’ which used to involved a leaming relationship beiween a
skilled and unskilled musician. The song and performance skills were not owned by
an individuat. They belonged to the tradition of the people from whose culture it had
emerged. However, with the advent of the North American and European recording
industries in the first few decades of the twentieth century, rebetika song ownership
became a confentious issue, because it could earn money from compesition and
performance work and involve the acquisition of the enhanced performance status

associated with the new recording industries.

Generation 4 musician Takis Tourloubis felt that to steal in the traditional way
involved being “clever” because “you can lean from a student. Everybody has
something different” (Tourloubis, 1998, pers. com.). Tourloubis’ learning process
involved the kind of formal and informal experiences described by other informants,
In addition, he acknowledged the essential “stealing’ process of observing and “taking
in” the practices of skilled musicians. Describing his musical education Tourloubis

observed:

It has been many years and I am still learning... There is no end 1o
learning music at any age. The Spopor (dromoi) I started [to learn}
from 1970 in Melbourne — by myself. Before, I played the songs on a
bouzouki but ¥ didn’t learn the scales. I leamt the wrong way because if
you go to school you leamn dpopor, but when you leam by yourself you
say, “this is an easy song”. It takes a long time to be a good bouzouki
player and after, when you see a good player, you must watch to see
what he does. (Tourloubis, 1998, pers. com.)

However, generation A musician Anestis Kavouras, the son of one of Greece’s most
celebrated pre-1946 rebetes, Yiorgos Kavouras, felt strongly that kis father’s songs
were often stolen by other musicians for monetary gain, including by the legendary

Markos Vamvakaris. However, he observed somewhat sympathetically:

They {other rebetika musicians] were forced to steal so they could
make some money. They were hungry. When they used to go 10 a




studio 1o sing and it [the song] belonged 1o them they used to get 500
drachmas... They didn’t get any more afier that. If you wrote the music
you got one or two per cent after that, but they ripped you off left, right
and centre. (Kavouras, 1998, pers.com.)

Anestis Kavouras lived in Athens during its occupation by the Axis Forces during
World War Two and was familiar with the sight of mass starvation. His childhood

experiences, particularly via his father’s status as a high profile rebetika performer in

pre-World War Two Piraeus, provide us with an insight into one example of the type

of relationship which existed between musicians of an urban tradition as they became
entwined with the commercial demands of the recording industry. Whilst a minority
of my informants coimne into contact with the intricacies of contract and copyright laws
associated with today’s recording industries, my field work convinced me that all are
tuned into gkousmata involving childhood and adult ‘hearings' of iivc and recorded
music, informal learning processes, even ‘stealing’ in the traditional semse, all of

which contributed to the nature of rebetika in Melbousne.

I shall now discuss how these leaming processes can be influenced by intercultural

contact.

4.1(c) Intercultural confact

As noted above, 1he musical characteristics of rebetika evolved to include influences
from the Arab worid, Turkey, the Balkans, Italy and other Western European
countries. Thus, the evolution of rebetika involved a process of intercultural musical
synthesis, 2 process which nevertheless, has been most strongly rooted in Greece and
its diaspora. Modal and instrumental facets of rebetika zvolved as musicians and
instrument-makers followed internal and external migratory pathways. Inevitably
these migratory experiences led to intercultural exchanges between migraats and the
dominant population of the country or region to which they emigrated. Above 1

outlined how my Melboume informants related their migratory experience to their
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knowledge and experience of rebetika in Melbovrne and mainland Greece. 1 shall
now discuss how my informants perceived intercliural exchanges (resulting from
their migration) and their relation to rebetita. This will involve referring to 1)
perceptions of Ottoman and Byzantine links with rebetika 2) hislorical and
conlemporary relationships between Greeks and Turks 3) perceptions aboul the
impact of Western European music on rebesika 4) a perceived connection between
traditional Celtic music in Melbourne and the post-1970s renaissance of rebetika in

Meclbourne and 5) more general Greek-Australian intercultural cxperiences,

Firstly, 1 have already noted how my informants associated certain Ottoman and
Byzantine musical characteristics with rebefika and a sense of Greek tradition and
identity. We can reasonably assume that these periods in Greece’s history must have
involved regional intercultural exchanges particularly between Greek, Turkish and
Arab populations. [ have also referred to ways in which political conflicts between
Greece and Turkey from the Ottoman period to the present day have affected
perceptions about the ‘Greekness’ of rebetika. Even if rebetika has become a Pan-
Hellenic musical icon, we must acknowledge influences from Turkish and Arab
musical traditions, especially the modal qualities of the dromoi. Ross Daly observed
that the “makams came into Greek music during the Ottoman period” (Daly, 1994,
pers. com.) between 324 AD- 453AD. He noted: * During the Ottoman time in Greece
there were a lot of [Turkish] musicians especially in Northern Greece; so there was a

strong tradition of Ottoman classical music in Greece” (Daly, 1994, pers. com.).

Despite reasonable assertions such as Daly’s, some of my Melboume informants

expressed ambivalent feelings about acknowledging non-Greek influences op the

evolation of rebetika. Some, such as Peter Volaris, whilst acknowledging intercultural
influences between Greeks and Tuarks, commented:
I tend to see a purer Byzantine tie with rebetika fthan] to see Turkish

as we know it, with makams and amarades. [ would say that if a Greek
from Asia Minor used a pure minor scale he would create a different




song from that of a Turk using the same scale...(Volaris, 1998, pers.
com.) :

Here, Volaris supports the view that Greek utban traditional music has stronger links
with the golden era of pre-colonised Grecce — Byzantium - than with the cultuse of the

Ottoman Empire. Whitst it is reasonable to assert that different cultures in

neighbouring regions create different music using similar modes, and that rebetika

 modes as they came to be in the early decades of the 2(0th centuty, might have been

influenced through a popular knowledge and experience of the Byzantine church
maodes, it is equally reasonable to assert (if nol more so) that the secular instrumental
and song tradition of the Greek/Arab/Turkish region were strong influences on the
evolution of the adapted makam system which is at the core of rebetika melodic

invention. It is more likely to be that: “The Ottoman Classical and Byzantine

[traditions] were going along side by side for hundreds of years and ther. was a lot of

cross-influence between one and another” (Daly, 1994, pers. com.).

In more general terms, Volaris felt that Greeks and Turks in Melbourne “shared a ot
of things” and that relationships between the two communities wete positive.
However, he is not alone in holding ambivalent attifudes towards non-Greek
influences being exerted on lraditional Greek music. Although not a rebefika
musician, Euclides Zougourides, one of Melbourne’s leading practitioners of

Byzantine music, expressed similar feelings. He observed:

We try to make our church music to ke not the same as Eastern music.
We had to get rid of some techniques from Arab or Muslim
music... Although, when 1 have listened to this music (Turkish) I used
10 get a few things to beautify or enhance the [Byzanline] scale.
{Zougouridis, 1994, pers. com.)

In describing the cleansing of non-Greek musical influences from Greek orthodox

music in Melbourne, Zougouridis implied that Islamic modal characteristics had had
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an impact on local Byzamtine musical practices and that despite their

inappropriateness, he acknowledged their aesthelic value.

My informants’ ambivalent perceptions about Byzaatine and Ottoman influences on
the evolution of rebetika are closcly related to on-going tensions between Greeks and
Turks, which have historic roots that resonate to the present day. However, an
increasing number of Greeks are now ready to acknowledge that Greeks from Asia
Minor (Anatolia) as well as Atabic and gypsy musicians, were significant initiators of
rebetika in mainland Greece. It would be difficult for them to do otherwise since the
migratory movements of Greeks (and others) and the music they carried with them are
substantiated in relatively recent recorded history; parlicularly the mass exchange of
Muslim and Orthodox populations between Greece and Turkey in 1922. Nevertheless,
recorded history cannot necessarily change the ambivalent feelings of my informants.

Yolars commented:

1 think that when people staried to come actoss to Athens in 1922,
that’s when things [rebetika] started to develop. 1 don't think that -
region [Asia Minor] was influenced by Turkish music at all. So what
the Greeks brought from there was quite unique. (Volaris, 1998, pers.
com.)

This view comes close t0 denying that any Turkish-Greek intercultural exchange
occurred. It does not take account of the long-standing intercultural exchanges
hetween Greeks and Turks of Asia Minor nor does it acknowledge the documented
presence of Arab, Gypsy and Turkish as well as Greek musicians in mainland Greek

urban areas since the middle of the nineteenth century.

Spiridakos beligved that many of the young Melboume Greek musicians who have

not tived in Greece imitate a current popular music trend in Greece which makes use

of Turkish vocal techniques and that in so doing they “play this music [rebetika] like

Easteners” (Spiridakos, 1998, pers. com.).

A different view of the ‘Greekness’ of rebetika is held by Vela and Demetriou.

Demetriou commenied:




A lot of the early rebetika are sung in Turkish as well [as Greek]. It’s
the same music. Does it really matter who the music belongs to? What
is more important is that we have this music and to accept whatever
information we find out about {it] is something to learn and nol to
argue about. Arguments about whether a song is Greek or Turkish are
meaningless. Greeks don't like saying we are connected with Turkish
music, or Arabic. They prefer to say that their tradition comes from the
Byzantine tradition. | am not questioning that. Of course we are made
from our own traditions but at the same time I think we have a lot in
common with those neighbouring countries. Not only in the modes but
in the instruments. (Demetriou, 1996, pers. com.)

Early recordings of music whi.h are now accepted as part of the rebefika genre
suppott Demetriou’s statement that rebetika at the turn of the twentieth century were
sung in Greek and Turkish. Clearly. she does not think discussion about the extent to
which rebetika is, or is not, influenced by Turkish music is important. Nevertheless,
she acknowledges culiural comtact between Greeks and Turks. Vela commented

further:

People talk about Turkish influeaces in Greek music — fine. There are
[Turkish influences), just as there are Greek influences in Turkish
music... It’s a melting pot thing. I think thal Greece is a Middle Eastem
country. Its place in Evrope is a contrived one, invented recently. Its
borders have been invented just as those of Bulgaria. That’s my answer
to the idea that the music is exclusive. t's quite racist. But here, this
music [rebetika) is distinctly Greek. The language makes it that. But it
is mever purely one thing. To say it came from somewhere first is a
pointless exercise. (Vela, 1998, pers. com.)

Here, Vela acknowledged that cultural exchanges between Greece and Turkey were

inevitable because of their regional proximity and that contrived political borders

between countries cannot contzin broader culturai activity. This latter point is
associated with a problem of identifying intercultural exchange when referring 1o the
commonly used conceps of ‘Western’ culture. In using the common term “Western™ [

acknowledge that il is problematic and share the view stated by Netil that “a Westera
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cultural system may be a vast oversimplification”. Nevertheless, as Nettl adds, “there

seem to be cultuses which have become part of the West...” (Nettl, 1978: 127).

1 also note Neltl’s claboration of his use of the tetm in The Western Impact on Wezid

Music, in which he observed:

Westein music is all music produced in Weslern socielics; or peitaps
all music with which members of Western society or its segments,
identify themselves; or perhaps all music regarded by the non-Western
outsider as being “Western”. ... (Nettl. 1985: 4)

He suggests trails, principles and ideas that might be included in an understanding of

the term Western music. They include:

...the systemn of functional harmony ...the idea that music is normally
made by groups, the larger the better with a form of dictatorial
leadership. And further: the notion that planning is important, with the
norm of the carefully composed piecc...; the concept of radical
innovation in musical content or style in composition, along with the
need for preeise repelition in performance; the principic of control as
exhibited in notation; the concept of music as something sufficiently
independent of other domains of culture that times, venues and
contexts of performance are not rigorously determined by religious,
ceremonial or social constraints; emphasis on doing what is difficult
and showing it off ... (Netil, 1985: 5)

In chapter five I shall discuss the degree to which Nettl’s definition of Western
musical characteristics relate to my informants’ perceptions abount the musical
characleristics of rebetika. In chapter six, 1 shall explore further the perception that
the structure and tuning of rebetika instruments evidence intercultural influences. At
this point, however, 1 shall simply note five notions held by my informants about
Westers music. The first, as already mentioned, is that Greece is the ‘gateway’
between East and West, a view held by Volans and Sapekidis. Volaris observed that
“Greece [is] at the cross-roads, where it uses Western, Byzantine and Middle Eastern
scales” (Volaris, 1998, pers. com.), a comment that illustrates the idea that rebetika

modes consitute evidence of intercultyral influences.
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Similarly, during discussion about his instrument-making activities, Sapekidis

referred to the bouzonki as an instrument that is a “cross between Easlern and

Western” instrumental types (Sapekidis, 1998, pers. com.). As Protheroe, (1996: 66)
observed, Western European music has influenced Greek traditional music since the
mid-nineleenth century; in particular Venelian influence was exerted in the lonian
Islands which were never under Ottoman domination, from 1797. During this time the
violin and clarinet were introduced into Greece and became core instruments in
demotika and later, Smyrnaika ensembles. Commenting on the contemporary Greek

use of non-traditional instruments such as the saxophone, Argyropoulos observed:

Is the violin a traditional Greek instrument? Is the clarinet a traditional
Greek instrument? No. But if they have been blended in with certain
musical areas and they work, why not? If it's used in a proper way it
can produce something that is great. (Argyropoulos, 1994, pers. com.)

For Galiatsos, Western influences on Greek traditional music have brought about a
decrease in the praclice of improvisation. He felt that “the further you go away from
makams; the more influenced you are by the West; there is less improvisation”

(Galiatsos, 1994, pers, com.), This view is also held by Conway Morris {1981: 83).

Informants Galiatsos, Argyropoulos and Alifragis all described their initial musical

interests as being centred on Western European populur music, saying their laler
interest in Greek traditional music was based i.nilially on non-Greek music. This
brings me to my informants’ fourth notion about Western influences on rebetika
music, which holds that traditional Cellic music influenced the musicians’ growing
interest in Greek tradilional music in Melbonme. Galiatsos recalled how the Greek-
based Irish musician, Ross Daly, played an important role in the late 1970s revival of
traditional Greek music. The Galialsos brothers {George and Emmanuel) also
developed a musical relationship with the internationally known Irish musician Andy
Irvine, who later went on to introduce the bouzowki into main stream Irish traditional

music in Eire. Volaris felt that the “beautiful melodies which come out of Celtic



music [are] common with Greek [traditional music]” (Volaris, 1998, pers. com.).
Vela noted: “With Habibis [ the name of her band} we have a Celtic sound to our
Greek music... There are a lot of Celtic influences. It seeps into our music” (Vela,

1998, pers. com.).

Referring to the early 1980s traditional music revival in Melbourne, she observed:

When any Greek band plays (he audience is divided 50/50 between
Greek-Australians and Anglo-Celts because in a way their ears [Anglo-
Celis} arc used to that kind of music. [In the 1980s] that whole kind of
mullicultural Celtic thing which happened set a standard for what was
to follow; that is, a thing of diversity ... That kind of multicultural boom
thing with Anglo-Saxons and Anglo-Celts playing folk music: there
were two ways it happened. The Celtics discovering Balkan music that
in a strange way gol a lot of young Greeks of my generation into Greek
music ~ to actually play it.( Vela, 1998, pess. com.)

None of my informmants defined which specific aspects of Celtic music they associated
with Greek traditional music. However, I suspect the experience may have prepared
them for an introduction to music having a modal sound and being relatively free of
popular Westeru music formulae. The 19705 revival of (raditional musics in
Melbourne also occurred in Europe, the USA and in Greece, where it paralleled the

revival of the pre-1946 styie of rebetika in the post-Junla years in Greece.

| observed above that Australians have tended to embrace multiculturalism as a
central characleristic of their identily since the 1970s when the country became less
isolationist. Members of the dominant Anglo-European population also began o
cxperience lhe lively activities of migrant commnilics in cities and towns. In
Melbourne, the Greek-Australian community is now widely spread with a particularly
sirong community in the north eastern area known as Brunswick, where Turkish,

Arabic and Lebanese communities also live.356 There are many Greek tavernas,

36 1L is interesting to note how these Brimswick migrant communities live in similar proximity 1o the
proximity of their countries of origin.




restaurants, night clubs and hotels (in Australia, licensed public premises are usually

referred io as hotels) which support performances of rebetika in its various forms.
Brunswick is also the area identified by my informants as an important meeting place

between Greek and Turkish musicians. Gazi Yalcin observed:

Australia is a multicultural country and Sila [his music school in
nearby Coburg)] is a multicultural school. We accept students from all
backgrounds. We already have someone in our ensemble who piays
[the Western acoustic] guitar and I'm working on ways lo combine the
sound of the baglama [a Turkish string instrument] with the Greek
bouzouki. (Nicholson, 1998: 20)

These words provide evidence of a Turkish musician exploring ways of integrating
Greece’s national instrument, the bouzouki, into a Turkish-Australian ensemble.
Having noted the integration of the bouzouki into Turkish and Irish music, two of my
informants reported that they used rebetika elements in their own compositions. For

example, Tsicaderis described a composition which explores relationships between

Australian migrant communities and indigenous people. He commented: “1 starl off
[with] sticks and didgeridoo on a constant drone and then there’s the flute like a
European migrant...and then the borzouki, being the Greek migrant™ (Tsicaderis,

1998, pers. com.).

Vela incorporated the rebetika zebekiko dance rhythm into her opera Litile City, She

commented:;

1’ve used all these rhythms [traditional rhythms] without thinking they
were Greek folk rhythms, but they are part of that [the opera] music.
P=ople don’t think they are listening to Greek music...1 didn’t sct out
1o write a zebekiko; it just grew that way...then you have a zebekiko
sung in Greek, then Spanish and they come together in English. 1 think
in a way it expresses what people think is Australian music. You could
argue that aspects such as the modes were unfamiliar to people and
some of the rhythms. In fact that is not the case because our ears in this
country are now open. (Vela, 1998, pers. com.)




Vela has argued that imercultural influences between rebetika and many traditional
musics found in Australia, are now such a familiar part of the acoustic landscape, that
they are no longer heard as ‘exotic’ music. Furthermore, she suggested that a single
synthesised form of Australia’s migrant traditional musics could emerge and be seen
as “the original music of this country”. I do not agree with this view since I doubt it is
possible for the hundreds of traditional musics represented in Australia to synthesise
into one form. It would involve the subsequent loss of musical diversity in Australia.
Nevetheless, there is no doubt that music produced as i result of intercultural contact

is an increasing aspect of Australian musical life.

In concluding the discussion of my informants’ perceplions abou! intercultural

influences on Melbourne rebetika, | refer to Kevin Zervos's description of the

entrance to his rebetika club known as The Tsakpina Club, in Lonsdale Street in the

late 1970s.

On the stairway up to Tsakpina tiere were koalas drawn life size
walking up the steps holding bonzoukis and things like that. I suppose
the stairway was a transition: leaving Australia and going up to Greece.
(Zervos, 1999, pers. com.)

Whilst essentially jocular, the image brings ltogether two iconic aspecis of Greek-

Australian culture: koalas and bowzonkis.

In this chapter the phenomenographic analysis has revealed sy informants” variations
of experience of generational relationships, learning processes and intercuitural
conlacl in relation to rebetika. These experiences are summarised below in tables 4.1,

4.2and 4.3.




Table 4.1

Variations of experience of inter-generational contact according to Horn’s
informants

1. There are three generations of rebetika musicians in Melboutne.

2. Each generation experienced the Greek-Australian and Melbourne cultural
environment differently.

3. There was a convergence of music-making belween generations A and B in
the late 1970s.

4. From the mid-1980s rebetika music-making in Melbourne involved inter-
generational contact.

5. Generation B musicians played a cross-generational, communily-wide role
with regard to educating the Greek-Ausiralian communities about their
traditional musical heritage.

Tabled.2
Variations of experience of learning and transmission according to Horn’s
informants
1. Informants categorised musicians as either ‘educated’ or ‘wneducated’,
musically literate or musically non-literate.
2. Musicians learned rebetika through both formal and informal learning
processes.
3. Reperioire and performance skills may be acquired through the
traditional concept of *stealing.’
4. Akousmata were an essential means for learning reperfoire and
performance skills.
3. Recorded music was a prime source of reberika repertoire.
6. Acquisition of repertoire and performance skills usually involved
mimetics and memory.
]
7. Adoption of equal temperament tuning brought about 2 decline in the ;
ability to hear ‘older’ tumings and micro-intervals for post-1946
audiences. .
8. While informants followed different learning processes, improvisation
was always understood to be a skill acquired as a mature musician. E
Knowing the dromoi was a prerequisite for improvisation.




Table 43

Variations of experience of intercultural contact according to Horn’s Informants

1, Rebetika is often held to be connected with Ottoman and Byzantine
cultaral history.

Tension in 20" century Greek -Turkish relationships affected attitudes
towards the coltural valuing of rebetika.

Western world cultural/musical influences contributed to changes in
rebetika style.

Generation B informants identified a link between the renaissance of
traditional Cellic music and post-1970s rebetika in Melbourne,

Adaptation of melodic and rhythmic modes from the East reflected
intercultural influences. '

Adaptation and/or inclusion of Turkish, Arab, Western musical
instruments reflected intercultural influences.

Greek-Australian rebetika musicians forged links with musicians from
other diaspora communities. -

In the following chapter, the phenomenographic analysis of my informants® interview
transeripts continues, focussing on their perceptions of the musical characteristics of

rebetikn.
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CHAPTER FIVE

A PHENOMENOGRAPRIC ACCOUNT OF REBETIKA IN
MELBOURNE (PART THREL):
MUSICAL CHARACTERISTICS

5.1 Iniroduction

In chaplers three and four, discussion focussed on how my informants® perceptions of
tradition, identity, migration, leaming processes, intercultural and inter-generationat
contact are associaled with their experences of rehetika. 1 noled how the nature of
these perceptions differed according to which generation of Greek-Australians the
informants belonged. In this chapter I shall discuss their perceplions of the musical
characteristics of rebetika (terliary categories of relevance) and extra-musical
associations attributed fo these characteristics. Discussion will focus on six areas: 1)
authenticity, 2) mode and melody, 3) dance and rhythm, 4) improvisation, 5) chords

and harmony and 6) vocal style.

5.1(a) Authenticity

We have seen that though distanced in both time and space from its points of origin in
Greece, rebetika as performed in Melbourne plays an important role in the lives of
members of the Greek-Australian diaspora community. Can rebetika music performed
in Melboume over the last fifty years be considered as bona fidle rebetika, however, in
view of it having been performed, quite literally, on the opposite side of the world,
indeed thousands of kilometres away in a country that until 1950s, had little cultural

exchange with Greece? A further question arises: does the music embody “anthentic’




meaning for iis performers and audience? Use of the term ‘avthenlic’ is not meant 1o
suggest that Melbourne’s rebetika must closely imitate or reflect its pre-1946 arigins,
or even possess similar meanings to that of the rebetes and Greek urban population of

the first few decades of the twentieth century. Rather:

‘authenticity’ is a discuzsive trope of great persuasive power. It fecuses
a way of talking about music, a way of saying to outsiders and insiders
alike ‘this is what is really significant about this music’, ‘this is the
music that makes us different from other people.” (Stokes, 1994: 9)

In discussing my informants’ perceptions about the musical characleristics of
rebetika, 1 shall aim to show which characteristics kave significance for them and how
this significance relates Lo their sense of being Greek-Australian. As noted above, the
terminology used by rebetika performers is problematic. Can the lerm rebetika be
defined specifically? Gaunllett’s discussion of the term rebetiko tragondi (rebetika < -
song) and demarcation of the genre suggests a provisional solution to the problem i.e.

to treat the term ‘rebetika’ as historically variable and dynamic, and to make a non-

prescriptive approach, accepting for inclusion in the genre whatever has been thus

labelled, and noting each source of generic definition. (Gauntlett, 1981: 39)5

Gauntleit’s view is that this definition of rebtika is necessarily “relativistic™ and
“bridled by historicism® {Gauntlett, 1998, pers. com.). He acknowledges the
limitations of interpreting the term rebetika within a context in which social and
cultural phenomena are determined partially by historical events. However, he
sdopied this approach to avoid forming “intuitive definitions [of the term] in very
inexpert ways” and to “ bring everything out inlo the open so that understanding of
things [rebetika terminology] could be available for scrutiny rather than [encouraging]

a covert method of propagating one’s own prejudices™ (Gauntlett, 1998, pers. com.).

57 Gauntient discusses these issues in depth in Byzantine and Modem Greek Studies, vol. 8,
1992/83:77-102




This approach, in his opinion, typifies much discussion of the naturc of reberika.
Guided by phenomenographic methodology and Gauntlett's relativistic approach to
rebetika terminology, | refer to most of the terms commonly nsed by my informants
in the contemporary rebetika discourse in Greece and Melbourne. Some informants
based their usage of terms on their etymological knowledge about the terms while
others used them in commonly accepted senses which vary in their degree of
accuracy. In addition to referring to terms shown in fable 2.1 they use the terms pre-
and posl - World War Two and pre- and post-1922. The term Pre- World War Two is
used to demarcate recorded rebetika styles recorded between ca 1900 and 1940, and
Post-World War Two refers to recorded reberika from 1946 onwards. The Pre-1922
and Post-1922 terms refer to recorded traditional Greek urban music before and after

the catastrophic exchange of Orthodox and Muslim populations between Greece and

Turkey. Stylistic developments in rebetika resulled from this interaction between

refugee musicians from Asia Minor and other mainland working class Greek

musicians.

‘We can now begin 10 explore my informants” perceptions of the specifically musical
characterislics of rebetika. Many informants discussed rebetika’s musical clements in
terms of whether or nol a performance style should be considered ‘pure.” Several
meanings were atfached to that term. For some, such as George Kiriakidis, it meant
simply that if traditional acoustic instruments had been replaced by electronic
inslruments or traditional percussion instruments by drum-kits, he would not be
buying the recordings. Hliou fell that ever since he became an experienced performer
of rebetika music he could not listen to interpretatious which did not reflect the
composer’s “inlention and feeling”, even though he could not have known them. Yet,
he still said the composer’s intents and feelings were important, as he disliked
rebetika songs which were interpreted with a “night club feel just to boost record
sales”, which were “abuses of the song™ and resembled stealing a song for the

musician’s “benefit”. As he observed:




You take a reberika song and change the beal; change a few lyrics;
change the melody around; put instruments which don’t make the song
better; throw in a synth [sic] or musical instruments which don’t fit.
Just changing it so it doesn’t sound as if it was written in the 1930s.
(liliou, 1996, pers. com.)

As he maintained, the Contpania with which he performed (i.e. the second formaiion
of Rebetiki Compania) may not “play like it [the song] was in the 1930s, but we give
it a kind of fecling that is along the lines of that, rather than turning it into a night club
song” (litiou, 1996, pers. com.). Thus, for llliou certain instrumentations and
perforrnance styles are acceptable as rebetika and others are not. His comments
address the key ethnomusicological question: how and why do music genres change?
What cultural meanings can be associated with these changes? In chapiers seven and
cight we shall direct these questions to specific examples of Melbourne rebetika from

the 1960s to the present day. ~

Another aspect of authentic rebetika performance in Melboumne was related by Kevin
Zervos in describing the environment and atmosphere of his rebetika club in Lonsdale

Street (The Tsakpina Club) in the late 1970s. He observed:

[ was like walking into another era. It really was. It was like travelling
back in time and to another country. It wasn't like a normal shop front
with a couple of pictures of Greece on the walls to give you that
feeling. 1 managed to creale an enviromment which was fairly
authentic. (Zervos, 1999, pers. com.)

He described the ‘authentic’ environment of the club as fotlows:

I set it [The Tsakpina Club] up with large photographs fiom Gail
Holst’s book |Road To Rembetika, 1975] plus photos of my own
family from around the period of the 1920s which 1 had blown up. In
my family’s collection [of recorded music] I had found a lot of
rebetika 78s amongst the demotika and dance music. [ thought I had
these links with the people. I decided to blow these photos up to life
size and [ set out the place in dark brown and yellow colour as I
thought it might have been in Piraeus early in the century. (Zervos,
1999, pers. com.)




Whilst Zervos and other members of the club admired the specilically Smyrnaika and
Piraeotika styles of rebetika, Zervos recalled how leading generation A musicians

Vammavas and Stathoulopoulos would

come [to the club] after their gigs... they would come regularly and we
would be playing there until five or six in the moming...just listening
to what Themios [Stathoulopoulos] could remember as rebetiko from
Greece. Often these [songs] would get mixed up and joined together to
make new combinations. (Zervos, 1999, pers. com.)

Stathoulopoulos, who migrated to Melbourne in the early 1960s with experience as an
Athenian rebetika performer, is regarded by the Greek-Australian communily as an
important figure in the field of Greek-Australian popular music. According to Zervos,
his performances did not involve reproducing exact copies of live or recorded

Athenian versions of rebetika. Indeed, his “joining logether” of remembered elements

can hardly be regarded as being ‘true’ to the original or previous song versions.

Nevertheless, his performances were felt to be ‘authentic’ in the sense that they were
enjoyed and held meaning for many audiences from the 1960s until his death in the

 early 1990s.

The audience at the Tsakpina club included many of the emerging generation B
musicians who wenl on 1o lead the Melboume rebetika revival of the 1980s. At
various times the core group of these musicians belonged to three Compania: Rebetiki
Compania (first formation), Apodimi Compania, and Rebetiki Compania (second and
third formations). These musicians were somelimes commended on, or accused of
(depending on the point of view) being “purists”. Argyropoulos, a key member of the
Compania described Apodimi Compania as “100 per cent purist” because they
“wanted to do the songs the way they should have been done”. On the other hand, he
did not think there was a “right or wrong way” of attempting a “purist” rebetika

interpretation. Another member of Apodimi Compania, Hector Cosmas, described
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how the Apodimi musicians would listen “to a tune, play it the right way and get a

group way of doing it”. .As he commented:

We pride ourselves on playing it close to the original... but quite often
we are nol so close when we ge{ down to details. We develop our own
way of doing it but we are not aware of it. (Cosmas, 1996, pers. com,)

Here, Cosmas telts us that that for Apodimi Compenia there were degrees of “playing
close to the criginal” song but that details were changed in a semi- conscious process
of “personalising” the performance. George Galiatsos, one of the founding members
of the Rebetiki and Apodimi Companias described the ensembles as “being purist” in

the sense that they were not

.. actually duplicating the slyle, but staying close to the style of
especially the way it was played in the first phonograph
period8... sticking to the basic melody and the style of playing.
(Galiatsos, 1994, pers. com) music that was pcrfdnncd in the cardy part
of the {twentieth] century:

For Demetrion, a focus on playing rebetika from pre-1946 recordings amounted to
musicians “idolising” the performers and style of the Smyrnaika and Pirgeotika
periods. She felt that “authentic {as applied to rebetika sound] can never happen
again™. She is correct in stating that the pre-1946 style of rebetika cannot simply be
reproduced, since instrumental technology and the wider cultural context of rebetika
in post- 1950s Melbourne cannot be said to be the same as rebetika in pre-1946
Greece. However, when the stylistic features of the Smyrnaika and Piraeotika periods
are explored by Melbourne (especially generation B) musicians, this is not, in my
opinion, a matter of “idolising™ It is more a matter of the musicians secking

contercporary meaning in the music: meaning which relates to a sense of Greek-

58 Galiatsos used the term “first phonograph period” to refer to recordings of traditional Greek urban
music made by USA ard European recording companies from 1905 before the establishment of

the first Greek recording indusiry in 1932,




Australian identity. The same could be said of the nea kyma (new wave) movement in
Greece in the 1970s when composers such as Theodorakis and Hadzidakis included
elements of rebetike music in their new style of popular music, using themes
refiecting on Greck identity in the post-Junta years. Irini Vela said she agrecd with
this point, but aiso felt that a “purist’ approach lo rebetika in Melboumne had its
negative aspects. As she observed:

There are some people who say if you are going o play rebetika from

the 19205 you can only use a six string bouzouki: [rather than the later

four string course bouzouki of the 1950s]: or you don’t harmonise in a

particular spot. I think some people think it’s authentic because they

work from a particular recording from the (920s and they ure living
with a frozen moment in time. (Vela, 1998, pers. com.)

Her criticism of musicians who live in a “frozen moment of time” resonates with
Raflis’s view (mentioned in chapter two) that diaspora musicians tend to “freeze
colture”. However, Vela feels that interpreting rebetika fiom a “frozen” recording
tends to stoltify evolutionary developments in traditional Greek music, whilst Raftis
believes that diaspora musicians who “freeze” traditional music styles are guardians
of traditional practices. Linking a “purist” approach with Greek-Australians who
maintain that rebetika and other traditional musics have undisputed links with

Byzantine and Ancient Greek practices, Vela commented further:

There is a whole school out there whose way of thinking is basically
Fascist. 1 use strong terms but [they are] trying to construct a view of
Greek music which is devoid of any other influences other than ancient
and religious ones... There might be arguments [for this view) because
lots of things go back lo ancient times [and] 1 can’t be sure there
wasn’t a zebekiko [dance] in Ancient Greece. You might be able to
construct it [bul] I sense the argument is coming from about being
‘pure’. Some people play weil, [some] mediocre in their own style
[which is] not necessarily authentic. 1’s all positive but 1 think when
you are a minorily culture you tend to justify what you play by
dressing il up. (Vela, 1998, pers. com.)




This is indeed a “strong” point of view. It serves to illustrate that the term “purist” and
the idea of authenlicity in relation to rebetika music in Melbourne includes a number
of meanings, ranging from Greek nationalism to a simple avoidance of non-preferred
styles. Vela also raised the idea that some musicians with a migrant background, in

giving expression to how traditiona! musics have significance for them, embellish or

“dress np” the imporlance of, as Galialsos suggested, “staying close” 1o the origiral

style. During my research I have heard many nationalistic opinions expressed by
Greeks about rebetika style. However, for the most part, musicians who have found
meaning in performance practices which reflect prc-1946 styles have done so because
of their desire for authentic meaning and sense of personal and community identity,

and as such, have contributed to the natavistic revival of Melbourne’s rebetika.

I shall now discuss four perceptions of rebetika expressed by my informants which
relate o the issue of authenticity. They are that 1) rebetika is the Greek form of the
“biues” 2) rebetika is a music of the people 3) rebetika is simple music and 4)

rebetika should or should not be electronically amplified.

In chapter two I outlined how the songs, dances and musical characteristics of
rebetika have long been associated with Greece’s urban Iower classes. During the
nineteenth century and first half of the twenticth century, this association reflected the
demographics of the majority of the audience. From the post-Seisizd World War
rears, rebetika became accepted by a broader, middle class audience and went on
(despite periods of opposition and censorship) 10 become an international Greek
sound icon. In reality, the music no longer belongs in the domain of the lower classes
only. However, in my opinion, the relationship between the music and lower classes
still exists as part of a popular myth in much the same way as the “blues™ in the USA:
a myth which in no way diminishes the significance and meaning of the American

“blues” to its contemporary audience.




Indeed, rebetika is commonly referred to as “the Greek blues”. For example, Stathis

Gauntlctt entitled his public lecture in Melbourne in 1993: Singing the Blues of

Greece and Australia’®, In it he outlined a case for using the “blues” label with

reference (o rebefika. Other examples are the 1983 Australian produced and scripted

film Rebeiika- The Blues of Gieece®™ and Gail Holst’s reference in Road To

Rembetika, (Holst, i975: 77).

In his 1993 lecture Gauntlett argued that rebetika be called the Greek “blues” because
they are “songs ef complzint”. The marginal [social] status of the composers and
performers are shared elements with (he American “blues”. (Gauntletl, 1993)
However, he did not venture an opinion as to whether comparisons can be made
between the musical characleristics of rebetika and the American “blues”. In the film
of 1983 the only direct reference to reberika as blues music is spoken in the narration

by Anthony Quinn, who observed:

Rebetika, the music of Greece. Music thal was once despised and
suppressed. The music that belonged to the hashish smokers, the
outcasts, the underworld. But the world is now wilnessing a revival of
that music. Rebetika ~ the “blues” of Greece. (quoted in Monlignie,
1983)

A more substantial comparison was drawn by Holst, who wrote:

The only parallel to rembetika [sic] music which 1 can think of is the
urban blues of New Orleans, Chicago and Harlem. There is the same
feeling of being on the outside of society, the same private
language...the same power lo communicale suffering, the same
combination of submission and defiance. The blues and rembetika are
both historical phenomena which have been allowed to degenerate and
die, and have subsequently been dug up by the youth of the next
generation and lovingly enshrined. (Holst,1975: 77)

5% This lecture took place on August 17th, 1993 at the Mechanics Institute, Brunswick,

' The (jlm described Melbourne as once of the world’s greal cenltes of rebefika




Amongst my Melbourne informants thers was a general acceptance of the “blues™
like nature of rebetika. Tsicaderis referred directly to 1he music as a form of “urban
blues” (Tsicaderis, 1998, pers. com.), while Zervos claimed to have developed zn
interest in the music partly because *“of the drug references and the blues nature of the

lyrics” {Zervos, 1999, pers. com.). Hector Cosmas commented:

[rebetika has] a “blues aspect when ils sung in a cestain way. Because
it’s “blues®, it is heart-felt, not introverted, but in some ways mose
introverted than, say, cabaret. When you take a [rebetika] song (o a
different context it loses a lot of its punch. (Cosmas, 1996, pers. com.)

Cosmas suggests that rebetika can be compared with the “blues” because of ils
reflective singing style. Excepting Cosmas’s view, and Zervos’s, who describe
rebetika lyrics as being “blues-lype,” most of the discusssion about the “blues” nature
of rebetika involves sociological comparisons which may be segarded as valid as both
genres had their origins amongst the urban lower class (discounting at this point any
earlier rural connections). Moreover the lyrics of the sengs often give expression lo
human suffering, After facing initial disdain, the music was eventually accepted by
the middle classes. In addition, there is a similar historical relationship between the
musicians and music industries of the USA and Europe. Both the “blues” and rebetika
have become commercially viable within the so-called “world music’ scene, but then
the same could be said of other popular urban genres such as the Portugese fado,

Argentinian fango and Spanish flamenco. The question rtemains therefore: is it valid to

compare rebetika with the “blues” in other ways, particulasly through its musical

characleristics? 1 mainfain that it is. Whilst rebetika bas ils characleristic sounds,
which differ very strongly from the “blues™, it shares certain generic musical
characieristics belonging to the blues and other urban traditional musical genres.
These characteristics are discussed by Reck (1997) who describes the “blues™ scale
systern as having “tremendous tonal floidity” between its tonal poles of the first,

fourth and fifth degrees of i1s scale. (Reck, 1997: 221) He commenled further:




Notes are treated nol as steps, but as points in a continvous fluctuation
of sweeps, curves, and vibrations. Subtie microtonal slips and slides of
pilch and wide vibratos, coloured by expressive use of vocal timbre
and range, furiher add 1o this ambiguity. (Reck, 1997, loc. cit.)

Apant fiom the diatonic nature of the “blues”, the same notion could be used to
describe the tonal potential of the modes used in rebetike. Bearing in mind that the
dromoi were adapted fiom the Turkish Arabic makam system, the comparison can be

extended with reference to Reck’s observation:

..many tonal systems are much, much more than empty scales and
note series. The Turkish magam, the Perstan gashel, and the indian
raga, and perhaps the American blues all include characteristic note
groupings, musical phrases connecled with the expressive purposes of
a particular mood. (Reck, 1997: 224)

Other generic musical characteristics relevant to rebetika referred to by Reck include:

“the organic development of melodic ideas... [such as] the slow Arabic introductions
to the maqam..."(Reck, 1997: 247) and the common strophic song struclure found in
folk songs of the world. Thus, it may be argued that my informants’ perception of
rebetika as the “Greek Blues™ has validily beyend the sociologital comparisons made
by Gauntlett and Holst in that it shares generic musical characteristics of other world

urban traditional snusics.

1 shall now discuss another perceplion of rebetika held by my informants: that it is a
nusic ‘of the people.” The perception implies that it somehow belongs to ordinary

people rather than the the rich or upper classes.

As already noted, rebetika moved away from an anonymous oral lradition and became
increasingly commercialised from the 1930s. Compositions and tecordings became
the commercial property of the music induostry, a commodity acquired by a middie
class audience. And yet, the idea persisis that il is a music of the people. Demetriou
holds the uncontroversial view that “rebetika is a true popular tradition in the sense

that it came from the people” (Demetriou, 1996, pers. com). However, when she




described the origins of the music, she added: “rebetika resulted from the settling of
the ports; [in urban Greece] those little shanty seltlements [and the people’s] poverty”.
All other perceptions relate to the same theme: that is, music of the people means
music of the oppressed or under-classes. Spiridakos’s view about this theme is
typical. He commented: “The music and the lyrics always talk about the probleais of
the people; poor people; about love [and] many songs are about drugs and people”
(Spiridakos, 1998, pers. com).

In the same vein, Trahanas observed:

The music comes from the people. A lot of the old instrument players
were nol educated but they made such music that it still goes on. They
arc the only songs which talk about your life; mostly the misery of
your life; the problems. It is connected with ¢veryone’s life; mostly the
lower class; the workers; the suffering people and they are most of the
people anyway, (Trahanas, 1999, pers. com.) -

The blues-type lyrics frequently mention o ponos (“the pain of life”). History
confirms the hard life endured by the lower classes in urban Grecce in the first half of
the twentieth century. What significance does 1his suffering have for Greek-
Australians in Melbourne? My hypothesis is thal the status of being migrants or
children of migrants, together with remembered images and sound embodied in

rebetika songs and dance, connect Melbourne’s Greek-Australians with the travellers

and refugees from Asia Minor in the early parl of the twentieth century. The same

may be said abowt different diaspora communities around the world who associate
with other forms of popular urban music. They are uwo longer disenfranchised
minorities enduring the suffering and oppression of homelessness and poverty,®! yet

the music they enjoy rctains significance for the people as a medium which has (as

51 The relative affluence of modern-day audiences of rebetika, the blues and other wrban popular
musics, contrasts with other urban musics which are emerging from a context of oppression and
poverly. South African Township live is an example of this. Sce Rob Allingham. 1994, pp. 273~
390, for further details.




Holst described above) “the same power to communicate suffering, [and a]

combination of submission and defiance”.

Closely related to my informants’ views about rebetika as the Greek blues and a
music of the pcople is a perception that rebetika music is 'simple’ music and as such,
it is an inclusive music. That is, iike most traditional music, its ‘surface’
characieristics are not complex, rather they are accessible to the majority of the peopie

they have mcaning for. I use the term ‘surface’ to distinguish the basic sound and

structure of au so-called simple traditional music from other more complex

psychological, emotional and socinlogical levels of experience that may be associated

with the music. As Volaris observed;

1 think the structure [and] form it {rebeiika] was composed in carried
very strong melodies... It had a simplicity in it, It just grabs you like a
lot of simple music does. It was not a complex thing. Il was talking
about the ils of society and maybe 1he hopes of society, in a very
simple form [with] very basic words people could identify with.
Cettainly a melody was not & problem and easy to remember. {Volaris,
1998, pers.com.)

Volaris believed that even if musictans attained high levels of performance technique
and musical knowledge, they would always acknowledge such things as “the simple
melody of the baglama, or six stringed bowzouki, or the crudeness of harmony
compared with modernistic harmonies which is what really gets people. You don’1
necd all these modemistic harmonies to express your feelings”. (Volaris, 1998, pers.
: com.) Volaris cites rebetike form, melody, text and harmony as simple clements,
noting how “people could identify” with the music. Tsicaderis considered that whilst

the music was simple, it also had “depth” and that simple lyrics were nothing 1o be

“embarrassed™ about. Recalling his uncle’s tavern in Greece he commenited:

What 1 found fascinating in my uncle’s tavern were all these little
sheets of paper stuck or the wall. They were little sayings — ditties
which were so terrific for rebetika songs. People [stuck on the wai)
some clever little pieces or sayings...The point is in the days of



rebetika they [the musicians] were not timid about the limits. They
didn’t say “oh this is a shit lyrie. 1 won’t use it” They set il to music.
I'm saying that a lot of musicians here [Melbourne] shouldn’t be
embarrassed with that sorl of lysic, but put down their thoughts and use
it and write songs. (Tsicaderis, 1998, pers. com.)

Here Tsicaderis tells us of the value and peignancy of simple words and thoughts in
refation to composing rebetika lyrics and reinforces the notion of ‘simple’ rebetika as

being music and text which is accessible to, and inclusive of , ‘ordinary’ people.

Liavas (1994, pers. com.) also felt that rebeiika is “simple” when compared with the
more *“complicated” rural demotika and maintaiaed thal rebetika melodic invention
rests on varialions of between “300-400" melodies and that most involved “simple
strophic structures™. The latter point is correct. However, he did not provide evidence
for his claim that there was a stock of a few hundred basic melodies. In my view, his
claim could have some validily, butl only if he was referring 10 melodic formulae
derived from the interval characteristics of the dromoi (inodes) used in rebetika as
opposed to the known composed song repertoire. This is particularly so if we take into
consideration improvised elements of rebetika perfarmance which are based on maodal

exploration.
We shall explore this issue further in the following section on mode and melody.

To conclude this discussion of my informants® perceptions about “authentic” rebetika

performance, I shall record my informams’ views on the issue of whether of not

rebetika performances should be amplified electronically. Electronic amplification of

rebetita performances was widespread from the early 1950s. Petropoulos (1979)
provides photographic evidence of singers using microphones and bouzonkis with
electronic pick-ups from the early 1950s. There is no doubt that as rebetika became
popular entertainment in large night clubs and clubs specialising in bonzouki music
(bouzotkia), the demand for amplified rebetika grew. From an introspective, (ie.

personally reflective) acoustically produced music heard in small tavernas pre-1946, it




evolved into an often loud and less intraspective music for the entertainment of the
middle classes. Holst argued that the kind of rebetika heard in the 1950s and 19&)s
bouzouki clubs in Greece was amplified to a “literally deafening pitch and
accompanicd by the ubiquitous electronic otgan™ (Holst, 1975: 59), although in the
1960s it was still possible to find a few of the old pre-1946 rebetes performing in
small Athenian clubs with a “minimum of amplification” (Holst, 1975: 75).
Melbourne musician Nick Sapekidis recalled how his father in the early 1950s played
in small Thessaloniki clubs without amplification and that the music was played “in

silence”, He observed:

When they played they [the audience] would all lisien. Whilst the
music was playing or a guy was dancing there was total sifence.
Rebetika music requires silence to be heard... The audience was part of
the music-making. Therc was respect for the music. (Sapekidis, N.
1996, pers. com.)

Sapekidis tells us that in small Thessaloniki venues in the earty 1950s, rebetika was

performed in an introspective atmosphere in which players and audience had an

implicit understanding that rebetika was to be heard as a reflective, almost
undersiated type of performance. However, on moving 10 “bigger clubs” in the early
1950s, his father and fellow musicians changed their style to be more “laika”
{popular) in style and they used amplification. (Sapekidis, 1996, pers. com.) Relating
the issue to contemporary limes he said he believed amplificalion has reached a point
a1 which singers feel they have to use il excessively in order to be heard and “thal is
why it [rebetika] has lost ils essence. He maintained that rebetika style could be
oblilerated if oo much amplification is used. Similarly, generation A musician Volaris
recalled when as a “youngster, they [musicians] didn’t need microphones and yet
when they played in the village you could hear it in the next village. Nowadays it is so
much easier, with amplification, drams and drum machines. The style stasls to
change™ (Volaris, 1998, pers. com.). Even demotika, as Volaris points out, became

subject to amplification and subsequent style changes. During my initial field work in




Greece | witnessed many village square performances of demotika and laika which
uscd amplification until the sound was completely distorted. Performances of similar
music in Melbourne at Greek wedding receptions are also often amplified to the point
of distortion. Dimitriou felt that the over-use of amplification has had a direct effect
on the relationship between players and audiences, suggesting that it had “taught”
them to “compete”, (Dimitriou, 1999, pers. com) and that compelition was not a true

rebetika rail,

Commenting on his performances at the Biunswick restaurant, Piraesus Blues,$2
Yiangoulis observed: “At Piracus Blues we are just background music and that, in a
sense, is an insult because we are talking about music which was not necessarily
played like that” (Yiangoulis, 1999, pers. com.). Recognising the secondary role of

the music Lo the food in the restaurant’s business, he said he believed that the situation

will not change. Argyropoulos lamented the inevitable amplification of rebetika and

recalled auditioning musicians who automaticaily used eiectronic amplification for
their bomzoukis, which he feit gave a “tinny” sound to the instrument. As he
commented, some of the “feeling goes if you electrify rebetika™ {Argyropoulos, 1994,

pers. com.).

In summary the evidence suggests that the development of electronic amplification in
live musical performances and the electionic recording of music for distribution to a
new and growing andience helpad establish rebetika performances in larger venues,
which necessitated the use of electronic amplification. This triggered less reflective
relationships between the musicians, the music and their audience. Since the 1950s
audiences dround the world have became used to listening io poapular music of all

types at considerable levels of electronic amplification and this has become a listening

62 A Metbourmne Greek restaurant name chosen to reflect the owners® interest in Piracolika and the
“blues” af Greuce.




norm. Al times, as Dimitriou suggested, the amplification levels force audiences and
musicians to compeie for acoustic and performance space. Thus, the issue of
amplification and rebetika is problematic; it concerns those musicians who feel that

the meaning and significance of the music is harmed by its excessive use.

5.(b) Mode and Melody

In this section 1 shall discuss in more detail my informants’ perceptions about rebetika
modes {dromoi) building on their views which have already been recorded in chapters
three and four, These views include firstly, that the dromoi have evolved partly
through intercultural influences; especially through contact wilh modal practices of

the Arabic/Turkish makam system. At this ‘peint, Signell’s basic description of the

makam as a “set of compositional rules by which the melodic component of a piece of

[Turkish art] music is realised” {Signell, 1975: 16) will suffice 1o introduce the tesm.
A more detailed description will emerge as my informants’ experience of rebetika

mode and melody emerges.

Secondly, the dromoi are influenced by Ancient Greek and Byzantine musical
practices. Thirdly, the sounds of the dromei are associated with senses of Greek and
Greek-Australian identity, and fourthly, in Melboume, knowledge of the dromoi is
gcquired through formal and informat processes and this knowledge must be acquired

as a prerequisite for developing skills of improvisation.

My informants” views can be further divided into seven categortes: [) melody is one
of the central eiements of rebetika 2) rebetika melody can be perceived as simple or
complex according to its stylistic period 3} the dromoi are the modal building blocks
of rebetika 4) the nature of the dromoi facililate a rich diversity of melodic invention
5} the perceived number of dromoi differs widely according to each informant 6)

modulation between dromoi is an important element of reberika melody and 7) the




13!

dromei are a synthesis of modal practices from Ancient Greece, Byzantium and the

Arab/Turkish cultures.

Since rebetika is predominantly heterophonic (despite the fact that Western harmonic
praclices began to influencr the genre {rom the 1930s) it is not surprising to hear
Meibourne musicians suggest that in rebetika, melody “is everything” (Demelriou,

1996, pers. com.), or the “essence” (Sapekidis, 19906, pers. com.) of the music.

My informants used lh;: term ‘melody’ generically. They did not ask questions about
the meaning of melody in different cultures. Yet it is indeed a pertinent question with
regard lo the evolution of the rebetika dromoi because, 1) the central modal syslem
used in rebetika, the makam system, is subject to regional variations in the Arab-
Turkish world, 2) the dromoi ate an adapted form of the Arab-Turkish makam syslem
and 3), rebetika became increasingly influenced by the Western European diatonic
system from the 1930s omwvards. Apart from differences in the regional makam
system and its adapted form in Greece, melodic material built from this modal system
also varied according to whether it was performed in an untempered or tempercd
tuning (tradition. I shall deal with this latter issue in chapter six when I discuss
rebetika instruments; suffice it 1o say now that rebetika instruments and recordings
from the first few decades of the twentieth century provide evidence of the change
from untempered to equal temperament tuning in Greek popular music. This brings us
to consider my informants’ views about ‘simple’ and ‘complex’ melody according to

its slylistic period [or this links it with changes in rebetika modal practice.

Volaris (1998, pers. com.) and Dimitriou (1993, pers. com.) described rebetika song
as having “simple melodies”. This relates lo discussion above on the perception of
rebeftka as “simple’ music, particutarly when compared with what Liavas described as
the more “complex” melodies of the demotika tradition. This distinction is also made
between the relatively simple Piraeotic melodies and the “inventive” (Vela, 1998,

pers. com. and Dimitriow, 1999, pers.com.) Smyrnaic melodies. These latter points

e e T




illustrate how my informants differentiate belween qualities of the melodic

charactetistics according to the evolutionary style of rebetika.

For Volaris “the real feeling {of rebetika) comes through the makams" (Volaris, 1998,

pers. com.). For Demetrion, musicians “communicate through the meodes”
(Demetrion, 1996, pers. com.). Argyropoulos, {1994, pers. com.) typifies an
excitement aboul the meiodic polential of the dromoi. He observed thai “the
possibilities of *he makams arc endless. It depends on your imagination”,

Athanasopoulos {1998, pers. com.) described the modal inventiveness of a Melbourne

Turkish tambour player as “unbelicvable™.

As in the above references, some musicians when talking about melodic

characteristics of rebetika, tend 10 use certain lerms interchangeably - particularly,

mode, dronioi and makam. And yel the terms dromoi and wakam, for reasons 1 have

suggesied, are not the same concepts.

To explore fuily the explanation behind this interchangeable use of rebetika modal
terminology, a separale study needs to be made focussing on the evolulion of the
Arab/Turkish makam system and its adaptation in Greek traditional music. However,
a brief discussion of the topic is necessary here in order to provide a context for iy
informants’ perceptions about rebetike mode and melody and for the analysis of

melodic characteristics of the songs 1o be examined in chapters seven and eight.

The discussion pivots around how changes in the intervallic shapes of the dromoi and
their tuning changed specific characteristics and potential for melodic invention. In
brief, early melodic forms of rebetika were based on unlempered makams in which
tonal material heard in expositions of the makams was fixed but rhythmic elements
were free. As the makam were adapted for performance on equal temperament
instruments in Greece these characteristics and potential for melodic invention

changed. Discussing the music performed by Turkish, Arab, Gypsy and Greek



nwsicians in fekes and café-emanes, Conway Morris outlined the following

framework of a maekan:

The makam (pl. makamlar) provides the musician with a melodic
framework for both improvisation in free time and rhythmic
coniposition, and consists of a prescribed starting note, an ascending
and descending scale with certain distinctive melodic contours and
particulac notes which should be emphasised. (Conway Morris, 1981:
82)

Conway Morris notes how the makam melodic framework, which sesembles other
modal systems such as the raga system of the India, was associated with the music of
both the low-life clubs (tekes) and the more sophisticated café-amanes in which the

musical style of Smyrnaika flourished in the early parl of the twenticth century.

During this period the Weslern equal tempered tuning system increasingly took hold

in Greece. Rebetika instruments made at this lime evidence a seemingly fast transfer
to equal tempered tuning. Pennanen notes that the transformation of the rebetika’s
core instrument, the bonzouki, “was rapid from the late 19th century to the mid-
1950s” ... Features of the process, such as the introduction of inset metal frets set to

equal icmperament, can be interpreted as Weslernisalion” ( Pennanen, 1999 183).

Whilst the Westernisation of reberike modal language was rapid, it was not suddenly
imposed on Greek music. As I noted in chipter two, cafes frequented by the Greek
middle classes known as cufé-chantunt favoured Westera popular music, which
existed in parallel with (he fekes and café-amanes. lalian kantades from the Western
Greek islands constituted another Western influence on rebeiika in the first half of the
twentieth century. Thus, the tuning and intervallic characteristics of carly rebetika
styles. created from the untempered mokam system, co-existed with the Wesiern
diatonic system. By the 1930s the sound of rebetika dromoi was largely based on
versions of the makams converted lo equal temperament, especially when fretied

instruments such as the boizowki, baglonas and guitars were involved. Equal
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temperament tuning became even more eslablished from the 1940s onwards with the
introduction of equal tempered keyboard instruments such as the accordion, piano and
synlhesizers, and the creation by Manolis Hiotis, of the bowzouki with four, instead of

three, courses of double strings.

In this period of change, quarter-tone and threc-quarter-lone nuances typical of
rebetika based on older makamn modal practices began to be lost. Demetriou (1996,
pers. com.) felt that elements of the uniempered modes could still be heard in
contemporary Greece and Melbourne, particularly modes which had “survived from
the older tradition”. However these should be “left (o [be played on| those {unfretted]
instruments” which are still used in rebetita performance such as the ond and violin.
in Melbourne, generation A musicians generally tcnded o play equal tempered

instruments, but from the 1980s genceration B players began (o pay attention to, and

intraduce into their ensembles, instruments more commonly heard in Smyrnaika

ensembles such' as the oud, violin and ¢simbous. This paralleled their interest in
exploring playing techniques which enabled them to reintroduce some of the lost
microlonal elements of rebetika. The result, I believe, probably mirrored the modal
and tuning flux of the 1920s and 1930s in Greece. Commenting on the effect on
modal sound when Apodimi Companie simultaneously used tempered and

untempered instruments Galiatsos observed:

In that sense we were not playing clean makams; especially if you
were doing an improvisation on the guitar. There is no way you can get
close to it [microtonal nuances of the untempered makam/. It’s just the
basic notes and you don’t have all those quarter tongs. I've tried it
sometimes on the Iute because it’s gol moveable frets and you can
arrange the scale, but not very often. I tended to find that when we
played live T couldn’t do it because we'd spend a lot of time trying to
gel back in tune for the next piece. If I was playing a tune from Micro
Asia I'd be forced to play the basic melody line [and leave the
microtonal elements] to other melodic instruments such as the fiddle,
or the oud which are fretless. (Galialsos, 1994, pers. com.)




Thus, Galiatsos and his fellow musicians in the 1980s onwards had the choice of
eilner playing tempered dromoi or altempling lo play microtonal nuances on unfretted
insiruments in combination with equal tempered instruments. The option of the entire

ensemble playing untempered dromoi was nol open to them, since very few musicians

from: either generation A or B were skilled in this element of the modal language in

the early 1980s. Oud player Christos Baltsidis would have been an exception lo this,
From the 19905, an increasing number of Melbourne musicians began to seek playing
skills and knowledge of the older dromoi sounds. Whilst Galialsos described the
limitations of equal temperament instruments in playing dromoi, he nevertheless
suggested that the combination of tempered and untempered instruments could be
“beneficial in the sense that if you have a variety [of tunings] “ this could create
“chromata: the colour of the instruments, and maybe they do blend at some stage”

{Galiatsos, 1994, pers. com.).t?

Daly was adamant thal “it is impossible to play makems on a lempered instrument ™
(Daly, 1994, pers. com.). However, as he said, * you can play certain makams very
approximalely, but others you can’t even approximate”. He demonstrated how
conlemporary bouzouki players allempt to creale microtonal nuances in the dromos
known as awsak which “needs the second degree lowered by two kommas and an
accent on the fourth degree” (Daly, ibid) by rocking their fingers on the fret board
upwards and downwards to approximale quarler tones but in doing so changed the

mode altogether.

Thus the predominant use of equal (emperamen! tuning contributed to a change in

chromaia in rebetika music. As Argyropoulos observed when commenting on Greek

53 The concept of chromata in Greek music covers a wide area of performance and compositional techniques and
can be used 1o teler w3 complele performance/composition or components of a performance/composition
such as use of ornamenis. accents. rthythmic and melodic interpolations and sound of instruments. 1 extends
o include tke concept of gpapengn (chromatisa), musical modulation,which is an importanl aspect of

reberike improvisation.




mnodes and changes in the perceived traditional sound of rebetika “Everything is being
flaltencd”. However, my research indicates that there has been a conscious effort by
some Melbourne musicians to re-claim and re-introdoce microtonal nuance into
performances of Smyrnaika and Piraeotika: a change which is aiso reflected in the
interests of some musicians in Athens and Thessaloniki today. However, Cosmas,

who retumed to live in Greece in 1998 and now plays rebetika professionatly in

Athens, suggested to me that many of the professional rebetika club musicians he

performs with are not as interested as generation B Melbourne musicians are in

exploring “older” rebetika musical characteristics (Cosmas, 2000, pers. com.).

My informants’ understanding of how many dromoi  were used by pre-1946
musicians and how many are used in Melbourne and Greece today offers further
evidence of changes made in rebetika modal langnage. in the following discussion, [
shall use the spelling of makam nomenclatuic used in quoted references or commonly
used spcllings used by my informants. Foltowing the view that the adaptation of the
mekam system involved a diminishing of available clromara Panagiotakopouios
(1999) observed that the price paid for adopting Western European harmonic
practices “was a gradual fading out of its [rebetika music] modal character” znd that
“rebetiko borrowed eleven oul of the one hundred Arabian and Turkish modes and
1ster added the four Western-European scales (major, melodic minor, diatoric minor
and harmonic minor)” (Panagiotakopoulos, 1999). He does not ¢xpand on how he
arrived at the precise numbers of eleven out of one hundred. This is typical of most
discussion about the number of extant makams or dromoi at any given time in the

history of rebetika.

Discussing the evolution of the Arab/Turkish makam modat system Daly (1994, pers.
com.) noted how “cross-influences™ within the Middle East resulted in variations in

modal practice and in the number of makams used. He believed that the Turkish




makam system represents the “tradition in its most developed form”, He commiented

further:

In the Arab countries you’ll find that Iraq has the largest makam
tradition with between 33-35 in use. In other countries such as Egypt,
you have a very small nuraber; 15-16. Other countries tike Mosocco or
Algeria even fewer; 7-8. In Turkey [there are] approximately 120-150
as real possibilitics. (Daly, 1994. pers, com.)

In contemporary Greece Daly has encountered between 20 30 dromwoi; fifteen to

twenty of which are used “in the vast majorily of picces”. He named 14 of them as
rast, hidzas, howzam, huseyni, cargah, ousak, niluwvent, sabah, kurdi, beyaii,
humayun, suzmak, mahur, nikris. Perceptions about the number of dromoi used in
Melbourne vary between cight and thirty. Dimitrion named the following dromoi as
those he used most often in performances: hidzas, houzam, nihavent, ousak, minore,
rast, sabah and “ocassionally” kurdi. Tourlonbis felt that “there are too many, but the
bouwzonki nscs only about ten or eleven and you don’t need to learn the others”
(Tourloubis, 1998, pers. com.). Here, Tourloubis inferred that instruments common (o
pre-1930s rebetika which included the untempered oud, kanoun and fiddle, were used
o perfonr a preater range ol dromoi. He separated the dromoi into “major” and
“minor” modes as follows: rast, hidzas, piraeatiko, houzam and imajore ( this refers (o
the lonian mode) (major): ousak, nihavent, sabah, kurdi, minore (this refers to the
Acolian mode) {minor). He added pimenike which he described as “very good for old
songs” suggesting that some of the “older” songs were based on dromoi which are
less commonly used today. This latter point reflects Demetriou’s previous commeint

that somie dromoi have “survived from the older tradition™.

Christos Baltsidis, the oud player, believed that the Turks “got everything fiom
Greece” including the meakams which he believed were acquired by the Turks who
then “made exira notes” and “calied them different makams”. This is probably a one-

sided view of a process of musical synthesis however, like Toulourbis, he defined
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eight “basic” Greek makams: four major and four minor. These were: hidzas,
hidzaskar, howzum and rast (major) ousak, nihavem, sabah and kurdi (minor)
Galiatsos (1994, pers. com.) felt that “rebetika is based on makams but not in as much
variety as in Turkey or the Arab countries”. He also sugpested “Greek music uscs a
restricted number of [makams/] around twelve to fiftcen”. He did not name these
makams but recognised the names of “rast, huseyni, hicaz, kurdi, ussak and sabah”
from those lisied as “13 “basic” makam scales ™ by Signell (1977: 34-35)% belonging
to modal practice in Turkish ant music. Signell’s full list is as follows: Cargal,
puselik, knrdi, rast, ussak, huseyni, nevn, hicas, humayun, nzzal, zengule, karcigar,

stezinak.

Athanasopoulos maintained that he had always used hidzaz, honzam, and piraeotiko
modes but informed me that he had learnt between 20-30 makams in Melbourne from
1996. Polychronopoulos’ book of 62 popular Greek songs published in 1997 features
nine dromoi: hijaz, hijuzskar, major, ousak, sabah, niavent, melodic minor harmonic
minor, naturel minor. In his book for students, Opgeag 98, (1998) the first seven form
the basis of his students’ leaming. Argyropoulos and Cosmas (1994, pers. com.) both
referred to an Athens publication of Haralambos Pagiatis entitled Greek Folk Scales

and Their Practical Approach. This manual features twenty dromoi. They are referred

to in the following order: fiiizaz, hitzazkar, Pireotikos, major, rast, kouzam, sengiah,
kiourdi, nisiotiko minare, ousak, sabah, katzigar, pimeniko, harmonic minor, niave,,

melodic minor, houseini, neveseri, 1siganikos and tabahaniotikos.

The above discussion shows how the number of makams or dromoi believed 10 be
exlant is a matter of debate according to country, region and use by individual

musicians. According to the above information, eighl dromai are most commonly

& Sianell's book Makam Modal Practive in Turkish Arnt Music (1996) has been an imporiant source of

information for a number of geaeration B musicians.
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used in Melbourne: of these four are referred to as major: rast, hijaz, hijuzskar,
houzam and four referred to as minor: ousak, nifavent, sabah and kurdi. However, as
we shall sce in chapters seven and eight, other dromoi are used more than
intermittently. Table 4.1 below shows twenly dromoi published in Athens as extant
“Greek Folk Scales” for “keyboard, guitar and beuzoaki” (Pagiatis, ibid: 4-26). The
tonic is given as D, which reficcts the common tuning of rebetika chordophone
instruments which possess three courses of sirings, D-A-D'. Equal temperament
tuning is assumed. It is possible (as Polychronopoulos leaches in Melbourne), to play

each of the dromoi by starting on any of the twelve degrees of the major diatonic

scale.




Table 5.1 Twenty dromoi published in Athens as extant “Greck Folk Scales”
according to Pagiatis (pp: 4-22).
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So far 1 have explored issves of modal change, the potential for melodic invention,

tuning and views about the numbers of extanl dromoi according lo regional and

historic place and time. 1 shall now turn (o discussicn on modulation and its

significance to my informants” musical expericnce. It is a topic closely related to the
isstie of improvisation and rebefika which I shall discuss in more detail later in this

chapter.

Dromai trauslates as roads. It is a dynamic metaphor and likens moving from one
dromos (sing.) 10 another, lo jowrneying through a system of interlinked *roads’,

‘streets’, “pathways’ and ‘lanes’. Parkhill commented:

Each makam has its own character. What it feels like, where it mught
come {rom, what little paiten of notes comes with ii; building blocks
which can be used for joining other modes which can be used for
travelling up and down between important notes. {t is a complex
syslem. Qver the years musicians have contributed ideas for ways of
changing from one makam to another, little melodies, meladic cuts
which add to the character of the makam: ways to enler a makan:, ways
(o leave it. Other musicians sometimes remember and play them. It is
an aural wradition. (Parkhill, 1996).




It is because the exposition or performance of makams is an aural tradition, which
involves melodic invention rather than a simple statemeat of scale, that it is difficult

to rely on a wrilten description 1o convey what is in effect, a musical journey. Suffice

it to note at this point that a saakam according to Signeil (1986) is made up of a 2
tetrachord and a pentachord and the scale is shown as an oclave in compass. Melodic

building blocks can be made from these tetrachords and pentachords to be used as

stepping stones to letrachords and pentachords in other makams. Each makant
contains tones which act as characleristic gravilational tonal cenfres. The way these -

tonal centres are used as poinis of rest, arrival and/or departure are important faclors

g oiabiak

in a process of modulation. Thus the makeni/dromoi practice of modulation is
complex. Daly, referring fo Persian musicologist Homus Fahat, suggests a useful and
simple way of describing a makam is o imagine two points on a line: point A and
point B. “Peint A represents tonal scale material and point B represents a complele
melody. Any makam is at sorme point on this line. Some are closer to ‘this” and some

are closer to ‘that’ and some are in the middle™ (Daly, 1994, pers. eom.). See figure
¥

Figuve 5.1 A spectrum of makam melodic exposition according to Daly’s
reference to Fahat.

Tonal =cale malerial complete meiody

A B

Potential line of makam melodic exposition

Apart from the huge variation of material which meets Fahat’s criteria for aeceptance
as a makam as shown in figure 5.1, when discussing changes in the evolution of the
Greek dromoi, we must also take into account variations in lunings which might occur

as part of a musician’s playing technique or nced to comply {(or not) to specific



tunings, and the effect on luning resulting from the type of ensemble combination of
tempered and untempered tuning as described previously by Galiatsos. Tuning is a
complex issue that is imporiant to considerations of chromata in rebetika. Put most
simply, Melbourie musicians either perform using instruments and techniques which
facilitate 2qual femperament tuning or they use ornamental techniques such as
‘bending’ notes to produce pitches outside equal tesnperament tuning or they re-train
their Western ‘hearing’ in order to learn older playing techniques and modes to

produce dramoi which reflect pre- 1540s tuning practices.

| shall now examine briefly my informants’ belief that the dromioi are a synthesis of
Ancient Greek, Byzantine and Arab/Turkish modal praciices. | have already noted
that they relate the dromoi to senses of Greek identity and tradition. But does the

available evidence of musical characieristics support this view? Are the dromoi

perhaps largely bascd on adaptations of the Arab/Turkish makam system which, after

all, has been present in Greece at least since the fifteenth century? Greek merchants,
who have been in Turkey since Bvzantine times and the Arab/Persian world, were
certainly in confact with Byzantium. Byzantine church inodes were “estgblished by
the 8th century” (Sadie, 1980: 553) just over three hundred years afier the end of the
Classical Greek era: perhaps not too disiant in time for aurally transmitied Classical
Greek modal practices to still resorate in Byzantium? Daly believed this was the case
observing that “Byzantine church music was based on a lot of similar treatises of
Aristexenes and other Ancient Greeks, Bul they also 1ook a lot of influence from the

Arab theoreticians of 1he Middle Ages” (Daly, 1994, pers. com.). Netil proposed that;

Greek folk mnusic, like that of somne other Batkan countries, seems to be
a combinsation of archaic and more recenl melodies and contiin a great
diversily of styles. It is possible to find traces of the ancient Greek
modes, and many Greck songs [it perfectly into the system of the
diatonic modes [Byzantine]. Many other songs however, arc more
chromatic ... In nost ways, however, Greek folk music scems to show
the nfluences of centuries of Turkish and Muslim occupation. What




remains of the Ancient Greek trails secm best preserved in Asia Minor
and the istands of the Acgean. (Netil, 1973: 99)

IT this latter point could be substantialed more systematically it could be added to the

recorded link between the evolution of rebetika and the inter-regional movement of
Greek/Turkish musicians from Anatolia Manuel’s view on the issue is more (entative.
He observed: “The sources of rebefika are mixed. Its carliest origins may lic in
Byzantine music and certain general Mediterranean mwsical practices shared by
Middle Eastern Jews, Greeks, Turks and Arabs” (Manuel, 1988; 128). As | mentioned
earlier, much more research is needed to substantiate the strong intuitions and guess-
waork cxpressed in most of the literature about syneretic processes and the evolution of
the Greek dremoi. However, there is nio doubt that the experience of rebetika connecls
Greeks and Greek-Australians lo strong feelings of more than a recent history. One of
the most significant musical evenlts in post-Juma Greece was a live recording in
Athens which, according to the recording’s cover notes, aimed to “bridge an
important gap in the history of Greek musical tradition — the “missing link™ between
Byzantine music and early Greek folk songs™ (anon: 1988). The performance was
produced as a collaboration between Greek and Turkish musicians who “shared a
common cmotional sensibility of people who belong 1o the same geographical region
and have common cultural traits”. (Ozgen,1988) Musicologist Yiamnis Zannos

commented;

As far as the music is concerned we have indications atready from the
time of the Seldyuk Tutks concerning the mutual influence of Persian
and Byzantine musicians ... The Seldyuk Turks situated as they svere
between Persians and Byzantines were bound to absorb influences
from both. Right from the start, therefore the music of the Melevi Ja
Dervish sect] shows a kinship with Byzantine music. During the whole
of the Onoman Empire these two related musical tradilions never
ceased to influence and enrich the one with the other (Zannos, 1988).




5.1{c) Chords and harmony

Rebetika began as a heterophonic genre, However, chordal and harmonic practices

devcloped during the pgenre’s evolution beginning with simple ison (dronc)
accompaniments in the late nineleenth century and leading lo accompaniments
involving primary, diminished and some seventh chords common 1o the major/mincr

diatonic system in the mid-1960s.

Performance praclices of rebetika revivalists in Greece from the 1970s and
Melbourne from the 1980s involved returning to the simple chord and ison
accompaniments of pre-World War Two rebetika styles, at the same lime, using

harmonic practices for post-World War Two reperloire when appropriate.

Liavas described the development of harmonic practices in Greek traditional music as

amove from “horizontal thinking” to “vertical thinking”. As he ubserved:

All Criental tradilional music is characlerised by horizontal (hinking.
The development of melody is horizontal. We [Greeks] had the ison as
a point of reference which helped us estimate the gentle and expressive
microlonal elements [of the dremoi]. When you have a constant point
of reference — a lonic — you can eslimale all the slight variations given
by microtones. An aclive audience could recognise all this. Now we
have passed (o vertical thinking which is harmonic and we no longer
have the ison. This is how we started including thirds, and even
seventh chords [into traditional Greek music]. (Liavas, 1994, pers.
com.)

Liavas describes how the development of harmonic practices in traditional music
{(including rebetika) pradually cawsed a decline in the use of microtonal melodic
characteristics and prepared the way for the introduction of instrumental and vocal

hamnonies.

Discussing virtuoso instrumental techniques atroduced by Manolis Hiolis in the

1950s, Dimitriou observed:




In traditional rebetika music it [harmonisation] is very rare. I don’t
think you would come across a sixth or ninth [chord]. Even the
diminished [chord] appeared later on in the rebetika scene. As soon as
you hecar a player throw in one of these chords into his taxim, he
departs from [traditional practices]. The way a bouzouki player uses his
open strings is another indication as to how he follows traditional line -
or how much he wants to get into the trends which Hiotis [introduced]
(Dimitriou, 1999, pers.com.).

Here, Dimitriou refers to Weslern harmonic practices such as those introduced by

Manolis Hiotis in the 1950s as non-traditional. Andronicos, believed that harmonic

thinking in post-1950s rebetika was helped by Tsitsanis, a leading rebetika performer,

who “had classital training and probably thought in terms of chords” {Andronicos,
1997, pers. com.). This view is reflected in a Tsitsanis statement quoted by Holst in

which he is purported to have said “in rembelika (sic) these are only major and minor

" scales” (Holsl, 1975: 65). Holst goes on 10 make the point that whilst this statement

was not true “major and minor harmonies were being applied to rembelixa melodies
wherever and whenever they would fit, and frequently where they wouldn't”

(Holst:loc. ciL.).

My informants linked chordal and harmonic practices in rebetika 1o specific
instruments, in particular the guitar and its predecessor, the leouto (lute). Both
instrumenis, along with the hagiama, have a central chordal/rhythmic role to play in
rebetika. The Jaoute was morc conunonly heard in Smyriiaika and revivalist rebetika,
although both instruments were in use from the nineteenth century onwards. I shafl

discuss this issue in more detail in chapter six,

5.1(d) Dance and rhythm

The rhythmic characteristics of rebetika music can be discussed in two categories: the
fixed dance rhythms of the songs and free rhythmic invention keard in the main

improvisational forms of reberika: the instrumental taxims and vocal amanades.
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In this section 1 shatl discuss the dance rhythms, leaving discussion on the rhytiimic
aspecis of raximiag and amanades 10 a laler section which deals with rebetika
improvisation. Before looking at my informants’ perceptions of these rhythmic
elements, 1 shall briefly outtine the characicristics of the four main dance rhythms
associated with rebetika: the isifteteli, zebekiko, hasopiko and hasaposerviko.
Descriptions of these dance rhythms in rebetika literature (Petrides, 1975), (Manuel,
1988) and (Panagiotakopoulos, 1999), for example, differ very little. I shall refer
mainly to Cowan (1990) who talks about rebetike dances and their social contexis and
Tsounis (1995), who relates the musical and choreographic characteristics of the
dances 1o feelings and expressions of “kefi” (high spirits) and “meraki” (passion).
Tsounis ouollined the main characteristics of the four core rebetika dances as shown in

table 5.2 below:

Figure 5.2 The characteristics of four rebetika dances according to Tsounis (1995)

The teaching of Greek traditional dances in Metbourne has been a strong element in
Greek primary, seccondary and community language schools since the 1950s. However

2 dislinction must be made between demotika dances which have set sieps, and




rebetikz dances which are mostly improvised and as such are dances which are not

taught formally. They are dznces which were, and still arc, learned through socia!

experience. OF the four dances, Cowan (1990) described the zebekiko®® as being the

“most characleristic” of rebetika. 1t is a dance closely associated with the *“rebetes or
mangas,” a male “who lived outside the accepted standards of Iradilional Greek

socigty, and who showed contempt for the establishment in all its forms

(Pelropoulos, in Butlerworth and Schneider, 1975: 11).

The zebekiko is also the dance most commented on by my informants: in fact, almost
1o the exclusion of the other dances; perhaps because the mangas is still a potent

image of masculinity in Greek and Greek-Australian societies. Cowan observed:

A man’s mangin — the essence of his “self” as a mangas — was
expressed throngh pestures both subtle and aggressive: .., Other men
acknowledged a man’s mangia, by the quiet, respectful distance they
kept from him (Cowan, 1990Q; 174).

Whilst no tonger associated with a criminal underworld, the spirit of mangas is still
present in Melbourne particularly amongst young males who Jdance the zebekiko both
as an “introspective, psychological privale act” (Cown, 1990: 177) and, as described
by Panagiotakopoulos (1999), a showy “acrobatic” performance. George Sapekidis
recalled how as a young musician in Thessaloniki he saw the zebekiko danced. He

described the dancing as follows:

They [rebetes] would go to the club to have a drink; listcn to the music
and dance. The rebetes” way of showing off — leiting off steam. When
he got up to do his thing he would be the centre of attraction and the
music could be heard. Many puys died when they opened their mouths
when they shouldn’t have (Sapekidis, 1994, pers. com.).

& Hulst {1975: 67} descryac . the zebekiko as the “commonest thythm and therefore the commonest
dance™.
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In my research for this study, I have wilnessed many zebekike dances in clubs, pubs

and family festivities, Whilst I have never seen (or heard of) the kind of aggression

described by Sapekidis, the intensity of the improvised dances is powerful. Tn 2
wedding celebration, when men typically dance the zebekiko, |1 too have experienced
the intensity of the circular moyements, the swaying of spread-cagled anms and the
fecelings of being surrounided by other men kneeling on the ground urging me on as [
performed my improvised dance. My expcrience relates 1o that described by Tassos
loannidis in chapter three, in which he described his son dancing the zebekiko for the
first time. As he observed, “rebetike songs are expression through the body™, Having
attested to the mangas experience of the zebekiko 1 must note that 1 have also
observed in Melbourmne and Grcece, the zebekiko danced by women, either solo or in
pairs. This is a post- World War Two development reflecling broader social change
and a very different expression of the dance to that of the mangas in pre-World War

Two Greece.

A less qualitative perceplion of zebekika expressed by my informants involved a
nolion that the number of zebekiko variations have diminished since the 1940s.
Discussing the rhythmic repertoire of the generation 8 ensemble Apodimi Compania,
Argyropoulos observed: “There used to be four or five different zebekika but today
there is only one. 1 am suwe there are types of zebekiko that | haven’t heard of bul we

tApodimi Compania] do about three or four” (Argyropoulos, 1994, pers. com.).

In chapter cight we shall discuss Apodimi’s use of zebekiko in repertoire chosen by
members of the ensemble to reflect aspects of post-1980s rebetika in Melbourne. Both
Galiatsos (1994, pers. com.) and Tourloubis (1998, pers. com.) agrec that only one
zebekiko rhythm is commonly heard today. Music teacher, DI and performer
Polychronopoulos (1998, pers. com.) agrees with Argyropoulos, stating that “zebebiko
has several forms originally”. He lists three forins of the dance rhythm in his student

instruclion book (1998). They are shown in fignre 5.3.
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The koinos zebekiko is the most commonly heard zebekiko form both in contemporary
Greece and in Melbourne. However, according to Holst {1975: 67), it was preceded
by the rhythmic pattern widely uscd by rebetes Markos Vamvakris in the 1930s and
1940s, i.e. the thythmic pattern which Polychronopoulos called the ernapodos
zebekiko (“the wrong way round”) (Pring, 1982). Some of my informants translaled
the term as “inverled,” but this is confusing since a true inversion of the koinos
rhythm is in fact the apralikos. Since the anapodos rthythm is older than the koinos,
we might suppose that it refers to a difference between il and another zebekiko form.
However, | am not able to confimm this. It is difficult to find a definition of the term
aptalikos, bul Sophocleous (2000, pers. com.) suggested it denotes a faster tempo and

less “ heavy™ or Papuv (vari) version of the zebekiko.

Holst (1975 loc. cit.) observed that the “nine beats [of the zebekiko] are broken up in
several ways. In early recordings of rembetika (sic)...the grouping is as follows:™(see

figure 5.4




Figure 5.4
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Apparently quoting Petrides (in Butterworth and Schneider, 1975 : 27) Manuel refers
1o two “most frequently found” zebekika. “The first and by far the most popular is the

kophio style, which creates a feeling of syncopation. The second is the Syrigno siyle,

the rhythm of the vari fheavy] Zeybekike which Markos Vamvakaris played when he
first began his career” (Marnuel, 1988: 130). The two forms are given as follows in

Jigure 5.5.

Figure 5.5,
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The zebekiko called kaphto by Petrides differs from the one commonly called koinos

only in name only.

Together, Polychronopoulos, Holst, and Petrides provide us with a list of five
zebekiko thythms which can alsu be varied in tempi, the slower tempi versions with
longer note durations being considered more or less “heavy”. They are shown in

figure 5.6.

Figure 5.6

An anapodos zbekiko common in the 19305-40s the koinos zebekiko became comnton in the 19505
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probably performed as vari (heavy) zebekiko

As Argyropoulos and Polychronopoulos indicated, Melbourne musicians from
generation B are keen to maintain zebekiko rhythms other than those in the koinos
form. In some cases their attempts to acquire variations of rebetiko dance rhythms
from pre-1946 source recordings are made difficult when (e musicians hear
something that “doesn’t fit” (Argyropoulos, 1994, pers. com.) with their
understanding of the dance rhythm. The zebekiko is an additive rthythm usually
comprised of two unils of four and five beats. If the musicians do not hear this

grouping they suspect “something is wrong” (Cosmas, 1996, pers. com.). They

consider it unusval 10 hear a “guitarist who has to put an extra beat in to comect [the




rhythm]” and Lhen they ask “Is it the way they [lhe recorded musician] played i, ot
couldn't he work it out?” (Cosmas.' 1996, pers, com.) Their concerns are legitimate,
since it is not unvsual to hear rthylhmic additions ot deleiions in pre-1946 rebetika
recordings. Nor is il possible to know for sure whether the different rhythmic form
was intentional or merely a mistake. This type of uareliability in interpreting recorded
repertoire is another point to consider when referring 1o old recordings as source

material in pursuit of ‘avthentic’ performances.

According to Volaris, some¢ Melbourne musicians in the 1960s and 1970s were not

concerned about rhylhmic cxactitude. As he commented:

They would miss a beat every so oflen and when you questioned them
- having studied some rhythms — you would point things out fo them
but they would say “people dance to my music. What arz you
complaining about?” (Volaris, 1998, pers. com.).

If this practice of omitling or adding beats in rebetika performance was wide-spread
and ( and here I hypothesise) involved borrowing from other musical styles pre—valcm
at the time such as Latin-American dance music, it would account for changes in
Melbourne’s rebetika thylhmic performance. However, | suspect the effect of this

practice was not great.

For some informants, mostly generation B musicians, rebetika dance was part of their
childhood experience. This is noteworthy in itself, since rebetika began as an adult
music. Reflecting, as they did, explicit sexual and drug themes, its texts were not for
the ears of children; nor (presumably) were children a part of rebetika audiences in
low-life taverns and drug dens. Initially the dances (with the exception of the tsifieteli)
were the domain of men. Even with the graduatl watering-down of adul themes and
the treaking down of gender barriers in relation to dance, the music rarely, as it
where, served as family music in Greece until the 1950s. It was heard in drug dens,
eafes and night clubs, not village (or even lown) squares. As I have already

mentioned, these may be some of the reasons why rebetika was not the dominant




music of miral Greek-Australian micrants in the §1950s: rather Latin-American and
rural demotika dances domingted community festivals and early Melboume Greek
club life. When generation A musician Bill Spiridakos began to perform in Greek
restaurants in the early 1960s ke sang “European style: Halian, Latin-Amierican songs
[also] some English and French and a lot of Greek-European style sorgs™ (Spiridakos,

1998, pers. com.).

And yet Trini Vela recalled as a child in the 196

I really enjoyed listening to folk music as a kid: poing to weddings and
christenings. 1 loved dancing in those days. You always got a section
of the night that included rebetika. 1 didn’t know it was rebetika, but it
was when people got up and did their zebekiko.(Vela, 1998, pers.com.)

Spiridakos’ and Vela’s commenls suggest that in the very early 1960s in Melbourne
the zebekiko may nol have been commonly danced in restauraats, yet it was familiar
amongst Melboume’s Greek-Australian community. For Vela , as a young girl in the
1960s, Greek dancing was an enjoyable activity. A different experience of Greek
traditional dance in Melbourne was cited by Argyrepoulos who recailed: “When | was
growing up here; going to school [in the 1970s] | wouldn’t be caught dead dancing. A
lot of peopie wouldn’t be caught dead doing anything Greek” (Argyropoulos, 1994,

pers. com.)

The difference between experiences of Greek traditional dance for Vela and
Argyropoulos, two generation B musicians, may be accounted for in three ways:
Firstly, until the late 1970s traditional Greek dance (including rebetika dances) were
performed as part of family festivities but not often as public displays in places such
as restaurants. Secondly, even in the early to mid-1970s, second generation Greek-
Australians did not feel comfortable with open displays of Greek culture. Thirdly, the
descriptions of the two dance experiences were coloured by gender attitudes. That is,

in the 1970s it was acceptable for girls to dance in public but less acceptable for boys

to do so.
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In Melbonme, the performance of traditionzl dances and music from cultures other
than the dominant Anglo-Evropean culture is now u regular feature of city and

community life. As I have discussed, this was not always the case. The same is said

about other parts of the Greek diaspora. During the 1980s in Chicago, USA,

Mavropoulos observed a resurgence in (raditionsl Greek dancing. As an expert in
traditional Greek dunce from the Dora Stratou theaire in Athens, he was asked to go to
Chicago to teach members of the Greek-Chicago community long-forgotten dances.
When dances were presented to him as traditlional dances, he szid he felt the dancers
“didn’t know what they were dancing. Choreographers in Greek dancing schools had
changed the dances and the costumes were made of satin [not traditional material for

dance costumes]”. However,

They had people in the community who had lefi their villages many
ycars ago, old people, who knew the dances. They did not dance
“there...]1 saw someone from Kalimnos in Atlanta. I felt very sad for
him. When I asked him if he missed his island he was crying. | asked if
he had ever danced a kalimnos [dance] and he said no, never, from the
day he went there [Attanta) in 1910. | told him to teach the dances and
he said they had never asked him. Now they do. They have many
things to learn. They have costumes which they took from Greece and
they had lefl them in boxes and trunks. Now you can see the
difference. The young people are lrying to learn the dances in the USA
and Australia. (Mavropoulos, 1994, pers. com.)

Mavropoulos describes members of the American-Greek diaspora community who, in
the 1980s. had modernised their traditiona! dances to such an extent that they bore
little resemblance o those remembered by older mmembers of the community. My field
work has shown that traditional dance amongst Melboume’s Greek-Australian
cormmunity has remained relatively intact, compared with the Atlanta experience. This
may be because Melbourne’s Greek-Australian community is ‘younger® than that of
Atlanta, That is, it has had less conlact with the dominant culture of the ‘new’ coﬁnlry
since Melboume’s migrant population was established later than the migrant

population of Atlanta. It may also reflect Australia’s relative geographical and cuftural




distance from USA and Western European influences until jaler in the twentieth

century.

Tuming to the issue of performer/audience relationships to traditional dance,

Demetriou fell that audiences preferred to dance the Kalamatianos; a demotika dance

in 7/8 and that they:

..don't feel comfortable aboul gelling up to dance because the
bouzouki isn’t electric or loud enough so they don't feel we are
entertaining them [ think we do play a lot of dance music but the way
we play does not signify lo them — doesn’t encourage them to dance
(Demetriou, 1996, pers. com.).

Demetriou raises again the question of whether or not to amplify rebetika. Is it
praetical to play without amplification in a Melbourne pub setting? Does the norm of
post-World War Two amplification of popular music make introspective rebetika
performances for the musicians difficuli? She also suggests that young club avdiences
are still attracted strongly to the demotika dances of their parents which they were
encouraged to learn formally in schools and informally at family feslivals, Alifragis
felt that “90 per cent” of the rebetiku audiences at the Brunswick venue, The Retrest
Hotel, “come just to dance [ not to listen]” and that this is because in Melbourne “not
many people stuggle. As he said, “All the young kids who go [to The Retreat] have
well-off parents. They haven’t got the ‘black’ experience” (Alifragis, 1997, pers.
com). Here, Alifragis compares the young rebetika audiences in late twentieth century
Melboume with the working-class clients at his aunt’s tavern in Piraeus in the 1960s
who were often “into drugs and who struggled [financially]”. Volaris, on the other
hand, enjoys audience dancing because “the more people dance and express

themselves, the more exciting it [the musical event] gets™ (Volaris, 1998, pers. com.).

Whilst my informants differ in their views about the extent o which Melbourne

audiences engage in dance they share the idea that there is a relationship between the

musicians and audience on the one hand and the dance and music on the other. Some




musicians are encouraged by the dancers’ response to their music, while others would

prefer listeners who are more altentive to their music. Yet others experience conflict

between a musician’s and an audience’s need for amplification and the type of

traditional dance: demotika and rebetika.

Finally, an informant feels that Greeks and Tuiks in Melbourne danced the zebekiko
differently. As Spiridakos commented: “The Greek zebekiko is like ballet. The people
are on the beat but the Turks go off the beal. The Greeks dance it with their heads up.
The Turkish [heads] are down™ (Spiridakos, 1998, pers. com.).

If Spiridakos’ perception is comec, it suggests that the zebekiko dance is subject to
regional variations just as the dromoi or makams are. The variaticns include private
and public forms of the dance, male, female and male/fernale versions, as well as

variations in the basic additive nine-beat rhythmic pattern.

5.1(e) Improvisation

So far my informants’ experiences of musical improvisation have been outlined in
relation ta the decline and revitalisation of traditional music practices and the
acquisition of rebetika performance skills. More specifically, I referred to how
*personalising’ a song involved spontancous changes made lo reberika 507 gs in
performance whilst maintaining their core characteristics: that is, changing the song to
reflect performance idiosyncrasies of the performer This ‘personalising’ process
contributed 1o the revitatising of a traditional repertoire. I also neted that technical and
business priorities of the European and USA recording industries contribuled to a
decline in rebetika improvisatory practice, modal knowledge was an essential pre-
requisite for the praclice of rebertka improvisalion forms known as raximia and
amanades and that akowsmmata, “sounds that you have grasped through experience”,

{(Demetriov, 1996, pers. com.) were closely related to improvisational practice.




In this chapter | shall expand on these issues whilst discussing my informants’

specific perceplions about imptovisation and how these perceplions telate to the

views of other commentators. These perceptions invelve the following issues: 1) the
subjective expericnce of improvisation 2) the natere of taximia 3) the nature of
amanades 4) the nature of ornamentation 5) formulaic improvisation and 6) the

cffects of Westernisation and modernisation on rebetika improvisation.

Argyropoulos described an experience of improvisation as involving “a sirange
feeling that you get sometimes. You feel a strange, different type of existence: more
part of everything. I feel it every now and again” (Argyropoulos, 1994, pers. com.).
Thus, for Argyropoulos, improvisation occasionally lcads to states of heightened
awareness in which a sense of personal and musical ‘wholeness’ or unily is

experienced.

Alifragis (1997, pers. com.) maintained that “you have to be in the mood” 1o
improvise and “it’s got lo come from inside” and for this rcason prefers to improvise
when “alone™ tather than when he is involved in public performance. Whilst all my
musician informants praclised improvisation outside performances, Alifragis is the
only one to suggest that a posilive performet/audience relalionship did not encouvage
an improvisationzl ‘environment.” His view raises the questions, what constitutes a

‘positive’ performer/audience rclationship and does i1 in fact facilitate improvisation?

General support for the view that ihe performer/avdience relationship is an important
element of improvised musical performance is typified by Morish and
Wilhemshaven. Morrish observed: “The synthetic nature of improvisation is in the
combination of the known and unknown which produces the perforinance. Both

audience and performers are eonstructing their experiences (Morrish, 1993: 4).

Here Morrish echoes Argyropoulos’ experience of heightened awareness and feelings

of “wholeness’ with reference to the synthesis of diverse pedormance content and
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audience/performer experience. Wilhemshaven described this synthetic relationship as

ont which

derives its momentum in emotionat efficacy and aesthelic consistency,
frors human interplay, through a feedback process involving active and
direct communication between arlist and the initiated
listener...(Wilkemshaven, 1991: 10)

Thus Wilhemshaven maintains that a “feedback” loop between musicians and
audience heightens the senscs of those laking part in the performance event which in
tum encourages improvisation. Furlher, he notes that the more initiated (cognizant of
performance content and practices) musicians and audience are, the more likely
improvisation is to lake place. The notion of the “initiated listener” in relation to
improvisation was also discussed by Daly {1994, pers. com.) He belicved that
musicians musl {irst learn a modal language and playing techniques from “inspired”
and “initiated” musicians who are skitled in “c='ivening” these experiences within the
learner. He maintained that this process was more likely 1o occur within a
master/apprentice relationship more commonly found in cultures which practise oral
transmission of traditional music. In this process of initiation the leamer endeavoured
to acquire experience and knowledge from the master who then acled as an “inspired
musician” who became a “conduil for a iiving essence™ which was “passed on”. He
felt that this kind of “iniliation and inspiration” was not encouraged in contemporary
educational “music establishments”. Daly’s views relate strongly to the significance

of akousmara to improvisational practice.

Yiangoulis (1999, pers. com.} felt that improvisation is something that “you do
without thinking” because “it is inbred in most of us who grew up in that culture”. His
view suggests that the acquisition of improvisational skill depends more on general
cultural exposure than on specific processes of initiation and raises the question ‘to
what extent is improvisalion in Greek traditional music “inbred” in Melbourne

rebetika? It may have been pamt of Yiangoulis’ cultural background, bul as Vela




noted above, in her view “most peaple can improvise™ bat they cannot improvise “in
the rebetika idiom because they have not been brought up in that type of
improvisation tradition” (Vela, 1998, pers. com.). In other words, they were not

initiated into rebetika improvisation.

Another view of subjective experience in rebetika improvisation was described by

Tsicaderis as a “magic” experience. As he observed:

1t was like sitting down and conversing. You are not conscious about
the dromous or the set pattern or whatever it is. You just go and
somehow the magic moment is when it comes from the next phrase of
the ather players and then you come through and you weave in and oul
(Tsicadesis, 1998, pers. com.).

Putting aside for the moment the important question relating to the extent of
impravisation in Melbourne rebetika performance, Yiangoulis’ and Tsicaderis®
comments are linked by their association with a perception of improvisation being
part of cultural practice. Specifically it is associated with experience and knowledge
shared by performers and audience acquired through processes of initiation. Less
specifically, it is associated with a general exposure to musical improvisation within
Greek-Australian musical practice. Perhaps then, we should focus on the degree to
which an audience/performer relalionship facilitates improvised performance: a
velationship which depends on a “speaking [musical] vecabulary” {Hood, 1975: 25-
26) which allows an improvising musician to “extempnrise for an audience cducated
in the tradition in much the same manner as a polished orator can deliver a

spellbinding speech wilhout references to notes™.

Hall expounds a useful theory on this question of degree (1992: 223-235) He
maintains that the more culturat and musical knowledge the performer and audience
share, the greater the possibilities for improvisation to take place are. He argues that
the converse is also true. That is, the more limited the “shared knowledge’ belween

the performer and audience, the more Ylimited ihe possibilities for improvisation
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become. The analogy being similar to close friends having come (o know cach olher
intimately, are able to quickly transcend polite social formulae and achieve deeper
and more intimate communication. The close friends know each others’ context at a
deep level and are able to create nuamces of communication without constantly
referring to the more basic elements of their relalionship. Two strangers on first
meeling know relatively liltle aboul each other and are unable to transcend the
fundamental elements of establishing a social interaction because they know less
about gach other’s context. Hall describes the close friends as having a “high context”
(Hall, 1992: 229) relationship and the strangers as having a “low context”

relationship.

Similarly, a musician in a performance relationship with a highly cognizant audience
would be in a higlt context relationship and thus improvisation at a deep level would

more likely occur. A musician performing to an audience with relatively little

knowledge of the music or performer would be in a Jow context situation and the

possibilities for improvisation to occur would be less. Even though the
performer/audience relationship is central in the improvisaiional process during a
performance, it is obvious that musicians also improvise when alone. That is, lack of

an audience will not prevent them from improvising at an intrapersonal level.

If we follow Yiangoulis® view that improvisation is “something you do without
thinking about™ because “it is inbred in most of us [Greek-Australians] who grew up
in that cultuge,” we might assume that performers and audiences for demotika music
provide a high context for musical improvisation since the majority of Melbourne'’s
Greek-Ausiralian community are from rural backgrounds. On the other hand, if we
follow Vela’s view that generation B musictans were “not broughl up” on a rebetika
improvising tradition, then we might assume contemporary reberika performers and
audiences meel at a low conrext level and improvisation occurs less in rebetika

performance than in demotika performance. As this discussion unfolds, 1 shall
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illustrate how in facl, improvisation is perceived to be of great significance to
Melbourne rebetika musicians — for Vela (1998, pers. com.) “it is the uvitimate
{musical] goal”- but its performer/audience “context” is something that fluctuates
according to individual and collective musical experience. On a more philosophical
level, it also fluctuzics, according to Daly (1994, pers. com.), depending on the extent
to which performers and audience can “step outside of time”, By “slepping outside of
tine” Daly referred to the idea that the improviser must be in tune with past, present
and potential foture experience in an holistic experience of time, rather than in an
experience of time in which only immediate experience is apprehended. He described
this experience of time in the improvised moment as paradoxical because whilst
spontanecus composition lakes place in present lime per se, the improviser must
simultaneously be in touch with past and potential future experience to draw on such
things as musical formulag, emotional states and their placement and structuring in
the improvisational process. In this way Daly believed that “siepping outside of time”
( an ecstatic experience?) is only sustainable for short periods and thus qualities of
musical improvisation fluctuate. He further maintained that “stepping ouniside of fime”
necessitated “stepping outside oneself” or becoming less “obsessed with self-

expression,” which, he argues, is a negative “Western” cultural trait.

Thus my informants® subjective experiences of improvisalion in rebetika involved a

spectrum of spontaneous creativily from the intrapersonal to the interpersonal.

1 shall now turn to discussion on my informants’ understanding of the nature of
taximia (pl) (taximi, sing.). The term taximia is derived from the Turkish term tagsim

which is described by Feldman as “a broad gencric continuum in which the taksim

(sic} is one vehicle for the expression of tarab (musical rapture or ecstasy)” an
Eastern Mediterranean musical “style that emphasizes live musical performances,
gives prominence 1o instantancous modal creations, and treats music as an ecstatic

experience”(Feitman, 1993:1, quoting Racy, 1991: 9). Thus, faximia is Lhe term




adopted by Greeks to refer to musical improvisation, usually based on makam
(dromoi) modal expositions. The lerm is also used with reference to musical

improvisations based on Greek demotika modes.

My informants referred to faximia in relation to their function, their place in the

structure of a musical performance and to conventions attached io their creation.

Einarsson considered a faximi “to be one nf the bouzouki player's most effective tools
in guiding the atmosphere, supporting and encouraging the right kind of responses...”
(Einarsson, 198%:181) from an audience. Similarly, Tsicaderis (1998, pers. com.)
believed that taximia gave musicians “scope to create an [introductory] atmosphere”
and to show their “musicality,” or as Athanasopoulas suggested, as a means for
musicians (0 “express themselves”. Galiatsos described an example of his

improvisation process as:

..starting to play a makam and, depending on the mood you are in, you
could jump from one makam to another where there are only one or
two noles difference [between the tonal material of two modes].You
could improvise in the [second] makamn and then come back to the
original one. I could play for a while mucking around at some stage
jump into a tune having played a phrase that reminds me of a tune.
Sometimes I might just go on playing for five or ten minntes vrdil I mn
out of ideas or my mood changes and I stop (Galiatsos, 1994, pers.
com.).

Here, Galialsos describes what Spiridakos refers to as “finding the scale” (Spiridakos,
1998, pers. com.); that is, sounding the characteristic melodic material inherent in a

song’s dromos. Baltsidis (1998, pers. com.) described the same process as “giving

other musicians a foundation™ from which to perform a song,

Whilst taximia may occur in the middle or end of a song, intraductory taximia held
special significance for my infonmants. Tsicaderis likened introductory favimia to a
“foreword of a book” whicn gave the audience an outline of material to be heard

during a song or dance.




Whilst taximia develop from spontaneous composition, there are certain conventions
which govern their creation. As Daly observed: “Within the framework of tonal
malerial you have been given you can change modes according to certain aesthetic
rules. There are certain makam changes which produce a jar 10 the ear” (Daly, 1994,
pers. com.). He did not define which “changes™ produce this effect or how. However,

Parkhill described “rules which govern” the “behaviour” of makam expositions as

follows:

These rules govern such elements as melodic variation, ornam >ntation
and the process by which one makam may modulate to another, or in
othier words, the relation, or potential relation of one makam to another
during performance. Rather like a key change in a Beethoven
symphony, the composer ensures that such progressions take place
through an appropriate ‘pivot’ note. In the makam system, such a pivot
note is mosl usually the fourth or fifth note of the lower tetrachord or
pentachord. [t functions as a common note to both sections ...[and] as
a basis for modulation... A taksim (sic) may consist of any number of
makams played in any order, provided the rules governing modulation
are observed (Parkhill, 1984:17-18).

It is likely that Daly’s reference to “aesthetic rules” relates to what Parkhill refers to
as knowing the rules goveming modulation within the makam system which are
described above. Thus, in order to improvise in rebetika music, musicians must know
not only the characteristics of individual makams but also the relationship between
each makem and how to use certain pivotal tones to achieve a modulation that, as

Daly observed, does not “jar”.

My field work indicates that whilst generation A and B musicians acquired the
knowledge of ornamentation and makams (dromoi} usually through familiarity with a
song in a certain makam, a ‘deeper’ knowledge governing modulation and melodic

variation in rebetika is acquired through “dceper” initiation into the dromoi and song

and dance repertoire. This is achieved through performance practice and contact with




other more experienced musicians in the community or from Greece, and from within

the Melbourne-Turkish community.

I have noted previously that the concept of chromata (cotour) in Greek music covers a
wide area of performance and compositional techniques including the use of various
types of embellishment. Before discussing my informants’ perceptions about what
conslitutes improvised embellishment in rebetike music we must first consider what it
is that is being embellished or coloured. In chapter eight, I shall discuss this issue in
relation to rebetika songs selected by generation B musicians. Each song is examined
for improvised and fixed clements within the limits of identifying spontaneous and
fixed composed elements from source recordings and recordings of live Melbourne
performances of the same song. However, we know that there is a concept of core
mzlodic material in relation to some Greek traditional music. Daly (1994, pers. com.)
referred 1o this concept as peiadwcog muprvag (melodikos pireenas) which means,
melocic nucleus. However, he uszd the term in relation to a form of Cretan traditional
musie known as xovSuvAieg (kondilies) which is based on formulaic improvisations on
given melodic phrases. That is, the repetition of the phrases are “equivalent in essence
but not in detail” (Smith, 199: 38), and based on “a process of subslitution — of
crealing new phrases on the model of a few basic patterns, rather than repeating a

slock of memorised clichés...” (Smith, 1991:48).

Rebetika songs do not consist of a stock of given composed melodic phrases, and
therefore we cannol consider rebetika improvisation as formulaic in the sense thal the

term applies to Cretan kondilies.

However, | maintain that il is possible 10 use the concept of a melodic nucleus in

relation to rebetika in two senses: [irstly, in relation to the melodic material given in
each dromes. This is so even though there are regional variations in the makams from
which they have been adapted and even if there are variations in the same dromo;

presented in current musical literature. In Melboume, the dromoi are stable enough 1o




be recognised commonly as rast, ousak, houzam, etc by musicians from generations

A Band C.

Secondly, composed verses and choruses which have bLeen transmifted through
recorded sources rather than through an oral (radition, contain enough stable melodic

and rhythmic material to be considercd as melodic nuclei.

A makam (dromos) and its exposition consist of fixed iniervallic material. lis

colouring depends on degrees of embellishment created within free-rhythmic
development, instrumental timbre and ormamentation. Tsounis agrees that
embellishment or “ornamentation™ is a significant aspect of rebetika performance. As

she observed:

~.omamentation is a central feature of rebetika music-making.
Together with the melismalic phrases of the vocalist, instrumental
melodies are characterised by a large degree of ormamentatian. The
most common technique is the doubling in time of melodies from
longer values to shorter note vajues... Other ormamentation techniques
include trills, tremolandi, glissandi, turns, acciacturas {crush notes),
upper and lower mordents, and terraced scale-like phrases (Tzounis,
1997: 238). . .

Tsounis does not include dynamics in this list. She maintains that “dynamics are not a
usual concern of rebetika musicians, They are generally regarded as a non-musical
feature dependent upon the venue and the nature of the acoustics” (Tsounis, 1997:

213). My field work confirms this view, as does Galiatsos (1994, pers. com.).

Describing how he embellishes songs instrumentally, Galiatsos commented: “I play
the basic tune; the basic notes, adding in doubling up notes, a couple of triplets; a
repeated phrase or the addition of a line and another repeated phrase” (Galiatsos,

1994, pers. com.).

Returning (o the nation of embellishments as chromata, Volaris (1998, pers. com.)

believed that Greeks do not “use straight intervals,” rather they “colour them”. He
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extends this notion fo harmonic progression, stating * our [Greeks'] heart and mind
drop different chord progressions. Subconsciousiy we move through differcnt
progressions to that of Anglo-Saxons™. He supgested the nearest equivalent Greek
concept to Western concept of musical ornamentation was o1popn (stfophi), meaning
a turn or change of direction. A ‘lurn’ does not refer to the Weslern musical ornament
known as a turn, (although these are common in Greek traditional music) but to any
form of embellishment or colouring movement between two noles: the lype of
movement depending on the performer’s need and skill. Volaris said that Greek
musicians do not tend to “think about” the tenn strophi, rather they “lake it for
granted,” thus reinforcing Tsounis’ obscivation that musical embellishment is a

central feature of rebetika music-making,

Volaris (1998, pers. com.) and Polychronopoulos {1998, pers. com.) also referred to
pryovpu {figoura) as a generic ferm for musical decoralion, without which, Volaris
maintained, a musician cannot “impress” or “show off’ decorative figures, In
addition, Polychronopoulos used the term kaprteon (kartesa) to describe fast scale
playing and xooteg (kostes) for staccato notes. My informants also wsed common
italian musical terms such as glissandi, appoggiatura and English terms such as
hammer<. and hammer-off to refer to embellishments particular to plucked string

instruments.

Finaily, the term “sclo” is sometimes used in Melboume instead of faxim. As Volasis

observed:

Solp means the performer “goes to town.” It [the solof doesnot follow
the confined chord structure as it is known in the English context. The
musician is free... Avrogxediaouoc (autoskethiasmos) improvisation, is
just solo; people krow it so you just ‘2o fo town’ for half an hour.
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There are different styles according to which part of Greece you are

from (Volaris, 1998, pers. com.).¢
The discussion so far has dealt specilically with instrumental forms of improvisation
or general descriptions of concepts used by Greeks and Greek-Australians to refer to

rebetika improvisational practices. | shall now turn to improvisation in relation 1o

vocal aspecls of rebetika music-making. In particular, we need to consider the vocal

equivalent of faximia; that is, amanades (also known as amanes). Conway Morris

described amanades as:

...consisting of virlnoso vocal improvisation in a particular makam. It
is normally introduced by a short instrumental improvisation
establisning the outline of the makam. Then one or more couplets are
sung in free time beginning with, and exiended and embroidered by
frequent interpolations of the word aman (alas!mercy!) and sometimes
other Turkish words of similar import, such as merded (mercy! aid!)
and yara (sorrow!). In most cases the singer pauses during the song
and the leading musician plays a refrain or a passage of improvisation
(Conway Morris, 1981: 86). ]

Improvised vecal interpolations (referred to as tsakimata) such as those referred to by
Conway Morris also included terms such as yewoov (yiasou) (a term used in greeting
or recognition of someone but literally meaning, ‘10 your health*), or exclamations

such as ach! och!

Amanades were performed mostly in the cafés-aman during the first few decades of
the twentieth century. Holst observed that “the ferm ‘oriental music’...is often
synonymous with amanes...[and] the oriental and female side...” of the Greek
inheritance”. (Holst, 2002). As rebetika evolved in urban Greece during the early part

of the twentieth century, “the long melismatic voice passages [typically involving

66 For informalion on ather vseal improvisation forms in Greek traditionzl music sec Parkhill, 1984:21-
27.
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highly ornamented microtonal intervals] were left (o the instrumentalists and the word

*Amman’ became a brief interruption in the song”. (Holst, 1975; 20)

Whilst taximia arc very much part of contemporary Greek and Greek-Australian
rebetika, the same cannot be said of amanades. They are sung, bul are much rarer

than taximia. Why is this so?

I asked Domna Samiou, {1994, pers. com.) Greece’s leading supporter and performer
of traditional songs, if her repertoire included amanades. It did not. To paraphrase her
response, this was so because contemporary performers were unable to experienee the .
same angst as that experienced by the Greek lower classes at the end of the nineteenth

century and early twentieth century; nor were they capable of singing the same %
microtonal nuances. The evidence of recorded rebefika supporls Samiou’s observation
of the decline of the amanades. Indeed, as [ have previously discussed, techaical and
business priorities of the European and USA recording indus_lﬂ'es contributed to the
decline of improvisatory practice. Galiatsos encapsulated the main points of this

discussion in the following observation:

The advent of the phonograph period [and the recording of Greek

traditional music ca 1905] restricted the use of mgkams in terms of

improvisation...vinyl restricted the musicians to three and a half

minutes or so. They didn’t have much opportunity to improvise. The

improvisations wonld be at the beginning of the tune. They only had

about 20 seconds or so until the tune started. That sort of thing was

resirictive. Before the phonograph period it was known in live

performances musicians would improvise a lot more. It is only in the

H : last ten years or so that {improvisation] is being encouraged [again].

‘ There is more time space available with the advent of Compact Discs
[digital technology} (Galiatsos, 1994, pers. com.).

This decline in improvisatory practice being the case in mainland Greece, we might
expect amanades to be even rarer amongsl the Greek-Australian community given the

musicians’ distance from Greece and its musical culture. In my field work, T found

3 . that this was so; amanades were rarely performed. However, [ have heard a few
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examples. In 199757 I recorded a performance of songs from Smyma involving an

ensemble consisting of both generation A and B musicians, together with two visiting
singers; one from Greece and the other from Melbourne’s Turkish community. The
Turkish singer was renowned for his amanades singing ability. The mainly Greek-
Australian audience responded to his improvised singing with stamping, cheering,
whistling and shomting indicating their appreciation and understanding of the
performance. It was as if the singer had triggered their feelings in a special way. The
andience response was similar to the only amanades performance 1 have heard sung
by a woman in Melbourne during my field work. The performance involved Yiota
Stathoulopoulos during a concert given in 2001 with a group of generation B

musicians or a retorn visit to Melbourne from Athens where they now live.

Generation B singer, Varnavas believed that all singers of rebetika “must have the

amanades inside them”. He commented:

Amanades are hard because amanades [involve] real feelings; what
you believe about yourself at the time and you have to give it to the
people. It is a very big risk. It’s harder than singing with words. So
many singers cannol do amanades because it is hard. But if you are a

singer you must have amanades inside you (Vammavas, 1998 pers,
com.).

Herz Varnavas lells us that singing amanades is difficult both technmically and

emotionally. Yiangoulis agreed with this view and observed:

It’s a kind of wailing and its also much freer in form which is very
characteristic of Arab or Turkish improvisatory stuff. When 1 am
singing, I get my notes and secondly [think] how can ! decorale it [the
amanades] from my starling point and end point, consciously keeping
it in key. Its easy to fall out [of key] (Yiangouiis, 1999, pers. com.).

&7 The performance took place on June [5th, at the Darebin Aris Centre, Preston, Melbournc



Yiangoutlis describes the skill needed by a singer to maintain the tonal characteristics

of a mode whitst embellishing it.

In summary, improvisatory practice in rebetika ranges from small embellishments to

full-scale taximia and also includes spoken interpolations known as rsakimata. My
informants’ experiences of improvisation relate to & perception about the decline and
revitalisation of traditional musical practices and the acquisition of performance
skills. The presence or absence of improvisation was seen to be an indicator of the

vitality of traditonal music. Subjeclive experience of improvisalion in Melbourne

involved states of heightened awareness which depended on a positive
audience/performer relationship. This relationship depended on the degiee of
initiation into the music and the resulting degree of shared understanding about

rebetika music and its meaning for performers and audience. Taximia were

considered to be an imporant in rebefika performance in terms of crealing and
intreductory “atmosphere,” and oullining tonal material preseﬁ.l in a dromos. Whilst
taximia were composed spontaneously, there were accepted ‘rules’. guiding their
creation. Omamentation was a central feature of rebetika improvisation and essential

for chromata.

Performances of amanades in Meclboumne are rare because singers feel they are too
distanced from the type of life-experience associated with their performances in the

early part of the twerticth century and because their creation was considered to be

difficult and “risky™.

5.1(f) Rebetika Vacal Style

The characteristics of rebetika vocal style are a topic which would be a useful future
research project, since vocal style, along with melodic and rhythmic modes,

instrumentation and text, is a key indicator of stylistic difference throughout the
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evolution of the rebetika genre, Il is important, therefore, to provide an outline of the

issues related to the subject to [acilitate discussion in chapters seven and eight.

My sources for the outline of issues include 1) the views of my informanis 2)

published references on the subject made by commentators on re-issued rebetike

recordings of pre- and post-i946 rebetiku and 3) my observations of changes in
rebetika vocal style acquired as a listener of live and recorded examples. Central to
this discussion is Potter’s view with which 1 agree, that “stylistic renewal [of vocal
styles] is driven by the need to deliver the text. Exactly what these are, depend on the

sociological context in which the music is sung” (Potter, 1998: xiii).

Like all cultural phenomena, vocal style is affected by its socio-cultural context. Thus
any discussion of thu nature of rebetika vocal style must take into cousideration
culturai factors that ‘shaped’ its characteristics. To do so we must refer again 1o the
dates and nomenclature of rebetika style periods delineated in this study, as shown in

table 2.1 in chapter two.

The historical development of rebetika as discussed in chapter two tells us that
rebetika had its roots amongst the urban lower classes in the low-life hash dens and
tekes of Greece. The Asia Minor musicians who frequented the café-aman and
established the Smyrnaic song style belonged to a relalively cultivated social class
compared with the low-life musicians of the rekes. However, as the Smyrneic
musicians joined the ranks of the rekes, influenced by Piraeodic ensembles, their
musical style pave way lo the Piraeotic style. A second generation of rebetika
musicians aclive at the end of the Piraeotic period, went on to broaden the appeal of
rebetika to the middle classes in the 1950s. Many of the young revivalist musicians in

the early 1970s also belonged to Greece’s middle class student population.




Thus il can be seen that rebetika music emerged from Greece’s urban lower classes,
evolved amongst the Piracus proletariat, and went on (o become part of the musical

experience of the middle class.

Following this association between rebetika and social class, Schwartz observed that,
“The Greek urban lower class was the matrix of a subculture characterised by
distinctive values” {Schwartz, 1991: 4) including values associated with speech,
dialec! and language. An anonymous writer supports Schwartz’s view referring o the
“husky affected voice of manges” (anon:19?:25) and their special language known as
koutsouvakikas, based on the contemporary working class slang of Athens and
Pireaus. Although rebetes were not necessarily manges, male Piraeotic singers often
adopted a ‘husky’ voice and koutsouvakikas language in their performances.

Commenting on differences between Smyrnaic and Piraeotic vocal style Schwartz

(loc. cit.) observed that Smymaic “singing was richly and subtly omamented”

compared with the Piraeotic vocal style which was “far more roughly-hewn and

folksy than the vocal styles of Asia Minor”,

Additional contextual factors which may have contributed lo rebetika vocal style
developments include 1) speech and singing styles of Gypsies and Arabic singers in
the rekes environment 2) elements of regional rural speech and singing styles brought
into urban areas as a resull of internal migration in Greece 3) the introduction of
microphones and amplified performances in the post-1946 kesmikes taverns and
bouzoukia and 4} the influence of pre- and post -World war 'Two Western popular

music singing styles.

Making a point about vocal style and the gender of rebetika singers, Leydi suggested
that in the Piracus fekes “the singers were all men without the vocal gualities of
singers™ (Leydi, 1995:1). He did not elaborate on what he meant by “vocal qualities of
singers” but commented thal Smyrnaic singers were mostly (bul not exclusively)

women. Malz singers often associated with the Smyrnaic period such as Kostas




Roukounas and Dalgas, are accounted for by the fact that their early careers involved

them as “café.aman singers in the Asia Minor tradition” (Leydi, 1995:17). |

understand Leydi to be making the point that the Smyrnaic song tradition involved
more women (han the Piraeotic tradition which was certainly dominated by male
singers. The domination of rebetika by male singers changed after World War Two
when Tsitsanis “after the long and uncontested domination of the male voice [in
Piracotika] ...brought to the fore various female singers” (Leydi, ibid:19). Indeed,
from the 1950s omwvards archondorebetika featured a more equitable balarce of male

and female singers.

1 shall now tum to ike issue of embellishment and rebetika vocal style. Lomax makes
the point that “embellishment...is a device used by performers as a kind of
qualification of, or ornamentation upon, the “basic” melodic line...embellishment is
closest to the melodic dimension, {whereas] tremelo and glottal shake [are] more
closely connected with vocal qualifiers” (Lomax, 1968: 22-23). The latier term refers
to vocal sounds associaled with ciiromata other than composed melodic elements. As
discussed in chapter five, I suggest that the “basic” elements of rebetic melody {ihe
redwdicos aopnvag, melodic nucleus) are contained in the meloadic characteristics of
each dromos and modal patlerns particular to a song. Additional repetition of notes,
sequences and melisma are embellishments, whereas ormaments such as gloltal shakes
and tums, acciacturi, glissandi, portamenti, hammer-on and-off siring playing
techniques ( all aspects of rebetika music) can be regarded as vocal (and instrumental)

qualiBers.

In general, the closer rebetika songs reflected influences from Asia Minor, the more
embellished the vocal style was likely to be. Thus Smyrnaic vocal style was more
embellished than Piracotic vocal siyle. That is not to say that Pirgeotic and

archondorebetic vocal styles did not include embeltishments. However, with regard 1o




)

i - e o e o ST g PR AT T T LT

175

the latter, I would argue that the relatively sophisticated singing style of the post-1946

rebetika featured more embellishment than many Piracotic performances.

Bearing in mind Poller’s view regarding the relationship between vocal style and
sociological cuntext, I shall now examine the perceplions of rebetika vocal style held
by my informants. Their perceptions fall into the following categories: 1) musical
experiences other than rebetika 2) Smyrnaika 3) Piracotika und 4) vocal
embellishments. In addition there are two general perceptions held about who is
capable of singing rebetika. On the one hand, as Demetriou mainiained “Evcryone
can sing rebetika. 1 don’t know of any Greek who can’t sing rebetika” (Demetriou,
1996, pers. com.). Here Demetrion refers to the popularity of some rebetike songs
which are known throughout Greece and its diaspora. These songs have becomc
virtual rebetika anthems. On the other hand, Vamavas and Argyropoulos are more

circumspect about their broad experience of rebetika singing. Varnavas felt that:

Rebetika music is nol easy for everyone 1o sing {because] you must
first have the colour or the |right] voice to sing rebetika music. It is
difficult for many to sing because you must have the right feelinp,
Good chromata depends on having the right feeling. [However] As
long as you believe in the song and sing with passion, it doesn’t matter
whether you have a bass or thin voice (Vamavas, 1998, pers. com.).

Here Varnavas tells us of the importance of vocal ‘colour’ to the sound of rebetika.

Vamavas was { and still is) well known for his ‘dark’ and ‘earthy’ voice which has

clements of the “husky’ Piraeotic clromata.

Even though Argyropoulos is an experienced rebetika singer, he is tenlative about

certain aspects of singing rebesika. He observed that:

1 stiit feel uneasy about singing certain songs because [ can’t put across
the feeling. 1 wouldn’t touch a Kavouras song (Giorgos Kavouras, a
pre-1946 rebetis renowned for what his son Anesti called his “sweet
voice” (Kavouras, 1998, pers. comm). When 1 first began I couldn’t
sing rebetiko. T wasn’t used to singing rebetiko. I could see there was a
completely different way of doing it. I just learned slowly. It [acquiring
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rebetika vocal chromata] just happened and it is still happening. With
cerain songs 1 can’t describe the emotion....its just amazing and
sometimes | fecl tears come to my eyes. You get immersed in this
fecling (Argyropoulos, 1994, pers. com.).

In the 1960s and 1970s, genmeration B musicians were familiar with vocal styles
related to demotika, Byzantine chant and (like most people ) Afro-American popular
music. However, for musicians such as Argyropoulos, rebetika vocal style was
something that one learned as a young adult. For others, such as generation A

musician Spiridakos, acquisition of rebetic vocal style was preceded by experiences of

popular Italian, French and Latin-American vocal styles. Yiangoulis added bel canto

techniques to these influences and suggested that rebetika singers had always been
open to interculturat influences from Eastern and Western European sing styles. He

observed that:

..bel canto technique has been an increassing influence in the late
twentieth century. You got singers who were finer in their craft than
those from carlier in the century. Vamvakaris [a Piraeotic rebcetis] was
all throat and chest. He had lots of volume [but] his range was limited.
This was a distinctive style of singing rebetika. Then you got Eskenazy

[ a Smymaic performer] who could sing beautifully and who could
have been an opsra singer. She had a technique that was comparable to
something from the West but she also had ingredients from the East in
her singing. Her inflections — a tumm in the melody — [reflected] an
Eastern style of singing (Yianglf_t_l_ips, 1999, pers. com.).

In referring to “bel canto,” Yiangoulis did not argue that post-1946 rebetika singers
had acquired a ‘full-blown® bel canio technique with all the aesthetic and cultural
context that surrounded the rise of the technique. Rather, he made the point that as
rebetika performance moved away from anonymous wrban fekes and raverna singers
into the domgin of professional singers in bouzoukia and might-clubs, vocal style
became less ‘rough-hewn’ and ‘husky’ and more reflective of Western European style

and chromata. However, i1 is significant that Yiangoulis makes distinctions between




Western and Easlern, male and female and Smyrraic and Piraeotic vocal styles. He

added that :

You can’t sing rebetika in a strictly Western style. [Rebetika involved]
pitching it [vocal sound] diffcrently: it is placed in the throat. You
know cries of agony depending on the lext. You do a lot of that
without thinking. I think it happens because we grew up in that culture
(Yiangoulis, 1999, pers. com.).

Yiangoulis® account of rebetika vocal style suggests that second and third generation
Greek-Australians acquired vocal techniques and styles through both formal learning
and cultural instinct (an aspect of akousmata). He also suggested that reberika vocal
style, particularly embellishments, demonstrated intercultural influences, especially
influences from Arabic and Turkish improvisatory music. These comments reftect
those made by other informants about the effect of interceltural influences on the

evolution of rebetika discussed in chapter four.

To what extent then, docs rebetika vocal siyle in Melbourne refleet the sociological
contex! of the Greek-Australian diaspora musicians? A more detailed answer will be

given in chapters seven and eight which are based on discussion and analysis of my

informants’ musical experience, available recordings and general social context.

However, in discussion so far, we can see that they are keenly aware of stylistic

developments related to different periods in the evolution of rebetika.

[n terms of the phenomenographic analysis process, variations of experiences of the
musical characteristics ol rebetika in Melbourne as discussed by my informants are

summarised in tables 5.1, 5.2, 5.3, 5.4, 5.5 and 5.6.




Table 5.1

Variations of experience of “authentic” rebetika music-making according
to Horn’s informants

1,

Altempls by generalion B musicians to find authentic meaning
through the recrealion of pre-1946 instruments, repertoire and
performance styles are regarded by some as the endeavours of
“purists”.

. Personmalising a song by changing musical details in each

performance is regarded as not threatening the song's authenticity
as long as the changes are “appropriate”,

A notion of rebetika as “simple” music relales to the perception of
the genre as an authentic music of ordinary people.

Similarly, naming rebetika as the ‘Greek blues’ related to
describing the music as an anthentic traditional, poputar, urban
miusic.

. For some generatlion B  musicians, excessive elcctronic

amplification of rebetika detracted from the authenticity of a
performance,




Table 5.2

Variations of experience of rebetika modes and melody according to
Hora’s informants

1. Dromoi arc considered to be the “building blocks” of meledic
invention.

2. Rebetika dromoi are evidence of intercultural influences.

3. The dromei are an adapled form of the Turkish/Arab makam
system.,

4. The number of dromoi believed to be extant in Greece and
Australia today varies according to the experience of
informants.

The number of extant dromoi decteased with the advent of equal
temperament tuning on fretted rebetika insiruments.

It is not possible to produce accurately dromoi which feature
microtonal intervals on rebetika fielted instruments tuned to
equal temperament.

. The skill of modulation from one dromos to another is
considered to be an essentiat aspect of faximia.

Despite the introduction of diatonic chords to rebetika
accompaniments from the 1930s, the genre is essentially an
heterophonic music.




Table 5.3

Varintions of experience of chords and harmony in rebetika music-making
according to Horn's informants

Music of the pre-1946 period of rebefika was largely
heterophonic. Chords based on the first, fifth and seventh degree
of modes were common accompanying chords, but were not used
as a basis for harmonic progression.

Instruments not tuned to equal temperament were part of the
tradition of heterephonic tradition.

The introduction of ecqual iemperament tening to rebetika
instruments {particularly the bonzouki) facilitaled greater use of
chordal accompaniments.

The post-1946 introduction of a four-course bonzonki facilitated
increased chordal playing as did the inclusion of accordions and
other keyboard instruments with equal temperament {uning into
rebetika ensembles.




Table 54

Variations of experience of rebetika dance shythms according to Horn’s
informants

There are four main dances associated with rebetika: zebekiko,
hasapiko hasaposerviko and tsifteteli, In lerms of discussion relaled
lo thythmic change and variation amongst my informants, the
zebekiko has patticulary strong associations with rebetika

The first three dance forms were originally men’s dances and the
laiter a woman's dance. In Greece and Melbourne all dances are now
danced by men and women.

Informants believed that the number of zebekiko thythm variations
declined post-1946.

Some generation B musicians have attempled to revilalise zehekiko
variations.

In the 1550s and 1960s in Melbourne, rebetika and demotika dancing
took place mostly in homes and family ceremonics.

From the 1970s, rebetika dance forms became an increasing part of
the Greek-Australian hotet and club experience.

The dances have been disseminated amongst non-Greek rebetika
enthustasts in Melbourne.
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Table 5.5

Variations of experience of improvisation in rebetika music-making
according to Horn’s informants

1. Improvisatory practice in rebetika ranged from small
embellishments to full-scale mxinj’:;a, amanades and included
spoken interpolations known as tsakimata.

Perceptions of improvisation in Melboume related o the decline
and revitalization of traditional music practices and the acquisition
of advanced performance skills.

The experience of improvisalion involved heightened stales of
awareness which depended on a posilive audience/performer
relationship.

. Instumental saximia occurred as introduclory, interpolated and
concluding seclions. Introductory taximia oullined tonal
characieristics of a song's dromos.

. Amarades arte rarely performed in Melboume: singers feel they are
too distanced from life-experiences which contribute 1o their
spontancous composition. However, amanades are occasionally
perfarmed.

6. Ornzmentation was a central feature of improvisation.




Table 5.6

Variations of experience of rebetika vocal style according to Horn's informants

1. The singing of rebetika songs amongst different social classes is a significant
factor in accounting for different rebetika vocal styles.

. Values associated with speech, dialect and language contribute to different vocal
slyles. :

. Additional contextual factors which may have contributed to reberika vocal styles
include speech and singing styles of Gypsy and Arabic singers, regional rural
speech and singing styles, the introduction of electronic amplification and
influences from Westemn popular music singing styles.

. The degree of embellishment of rebetika songs differed according to stylistic
period.
. Generally, Smyrnaic songs were more embellished than Firaeotic songs.

. Vocal styles in Melboume may be “‘coloured’ by experiences of demotika and
Byzaniine chant.

. Vocal styles are acquired by Melboumne singers through formal and intuitive
learning experience.

-

In chapters three, four and five | have identified primary, secondary and tertiary

calegories of relevance arising from an analysis of my informants’ interview
transcripts. Rather than conclude the phenomenographic analysis at this point, T will
now provide contextual evidence to support my informanis’ perceptions. The
evidence is discussed in an organological examination of rebetika instruments in
chapter six and a chronological and historical framewaork of rebetika developmenls in
Melbourne in chapters seven and eighi. I shall conclude the phenomenographic

analysis in chapter nine.




REBETIKA INSTRUMENTS IN GREECE AND MELBOURNE

In this chapter [ shall compare rebetika instruments and enscinbles used in Greece
since the eatly twentieth century with those played in Melbourne during the last fifty
y2ars. The examination supports, and adds te, my informants’ perceptions about
rebetika musical instruments discussed in chapter five, and provides further evidence
of the similaritics and differences of rebetika music-mzking between Greece and

Melbourne.

Discussion will be in six parits: 1) descriptions of individual rebetika musical
instruments in Greece from the early twentieth century 10 the 1940s 2) descriptions of

rebetika ensembles from the Smyrnaic period 1o the present day 3) a more detailed

examination of the instruments referred to as the “principle” (Anouvanakis, 1976: 31)

instruments of the classical period of reberika; the bouzouki, baglana and guitar 4)
other instruments 5) the Melbourne instruments 6) construclion of instruments in

Melbourne and 7) proposals for the classification of rebetika instruments.

6.1 rebetika instruments

In the discussion so far I have referred to musical instruments as used in rebetika on
the basis that they were used on rebetika recordings, referred to in the available
literature an rebetika, or referred to as such by performers of rebetika.

1 shall now refer to musical instruments described as rebetika instnnmenls on

electronic recordings made in Greece, Asia Minor and the United States of America




between 1966 to 19408 a span of time which includes what Argyropoulos calls

“proto” [the first] or pre-Smyrnaic (Argyropoulos, 1994, pers. com.) rebetika,

Smyrnaika and Piraeotika stylistic periods. In tables 6.1, 6.2, 6.3 and 6.4., 1 shall refer

to instruments according to the Hombostel-Sachs classification system following

Anouanakis (1976).

Table 6.1

The Chordophone category of rebefika instruments played and recorded

between 1906 and 1940

Instrument name

Description®?

bouzonki

The modern bouzouki used in Greece is a long necked lute-
type instrument exclusively carvel built with fixed metal
frets and metal machine tuning heads. The instrument has
three or four double courses of metal strings and is played
with a plectrum, The version with four courses of strings
was developed in Greece in the early 1950s.

baglama

The baglama is a miniature version of the bouzouki, but
with a carved resonator, fixed frets and three double
courses of metal sirings. It differs from the Turkish
baglama, which is a long-necked lute with moveable frets.

zoura -

The -tzoura has a small carved wood or carvel-built
resonalor (between the size of a bouzowki or baglama) and
a neck equal in length to that of the bouzouki. It has three
double courses of metal strings and fixed frels.

guitar

A string instrument of the e family, plucked or
strummed, with frets along the finger board. It has six
strings, a wooden resonating chamber with curved side
walls and a flat back. Generally, rebetika players prefer
puitars with a nol too reverberant sound. A shorter
reverberation facilitates the guilar's rhythmic role in the
rebetika ensemble,

violin

A Western European bowed, four-stringed instrument
introduced into Greece ir (he eighteenth century. It is likely
that violinists playing popular urban music in the early part
of the twentieth century * ... uned the instrument to G-D-A-
D [because it made] playing sweeler (ard) allowed the folk

85 See appendix B for the discography

9 My descriptions are based on entries in The New Grove Dictionary of Musical Instruments, 1984.




performer 1o control the intervals of the natural scale more
casily, as well as micro-tonal intervals with the small,
almost imperceptible glissandi, by using only the first three
fingers of the left hand”. (Panagiojdopoulos, 1997) This
tuning is known as “alla Turka™ (Turkish tuning). The folk
violinists played the instrument holding it in front of them
like the [bowed] lyra. (Manuel, 1988: 75)

santouri

A box zither of the Middle East, the Caucasvus, South
Eastern Europe and South Asia. It is played by striking the
strings with two hammers held in three fingers of each hand.

kanonaki

A plucked box zither or psaliery of the Middle East: it is
irapeziform in shape, one of 1hi¢ sides being reclanguiar.

mandolin

A plucked, lute-like instrument with a finger board and round
body, carved or carvel-built usually with four double courses
of strings. Probably introduced to Greece from Italy,

mandola

Probably the name of the instrument of which mandolini is
the diminuitive but it could be a larger version of the
mandolin.

cembalo

In Greece the term ‘tsimbalo’ denotes a Hungarian-style box
zither or an instrument similar to the santouri, but strung and
tuned differently.

byra

A short-necked Greek fiddle: either a pear-shaped instrument
found principally on the Greck islands or a bottle-shaped
instrument found primarily ncar the mainland Greek-Turkish
border. Players hold the instrument in ont of them resting
on the thigh.

outi

A short -necked plucked lute of the Arab world, known as the
ud consisting of a large, pear-shaped sound-box attached to a
short neck with five double courses of strings.

laouto

A Greek long-necked lute, the chief accompanying
instrument of traditional ensembles. The bowl-resonator is
carvel-built and the sound-table has a single sound hole. The
neck has eleven moveable gut or mylon frets and an
additional eight or more wooden ones giued to the sound
table. The four double courses of metal strings are tuned in
fifths. The instrument is traditionally strummed with a goose
quill but plastic plectra are aiso used.

piano

The Western Evropean pianoforte of nineteenth and twentieth
centuries.

tsimmbous

A Turkish long-necked lute. 1t has a circular metal bowl
resonator covered with a screw-tensioned sound-table made
of hide. It resembles the banjo, but has a deepar bowl
resonator and a wider, unfretted neck. The six double courses
of metal strings are attached to metal tuning heads.

The Western Eurcpean violincello of the bowed lute Tamily.




Table 6. 2

1906 and 1940

The aerophone category of rebetika instruments played and recorded between

Instrument

description

accordion

A portable instrument of the reed organ family consisting of a
treble keyboard (with piano keys or butlons) and casework
connected by bellows ta the bass casing and buttan board. A
chromatic instrument with a uniform ione which became
standard by the beginning of the twenticth century though
smaller dialonic instrurnents were also popular. [Listening to
early recordings of Greek popular song which feature
accordion-lype instruments, it is not possible to define which
instrument-type is being used. However, photographic
evidence in Petropoulos (1968), if the photographs arc dated
accurately, suggesl that chromatic accordions with piano
keyboards were used by rebetika ensembles from the 1930s].

klarino

The Wesiern European clarinet with the Albert key system,
introduced into Greece in the nineteenth century. It gradually
replaced the zourna, a double reed pipe instrument, as the main
popular wind instrument in Greece.

brass band

A brass band is noted by Conway-Morris (1981) as having
recorded café-aman somgs (brass instruments were, ard still
are, a feature of demotika music in Northern Greece) but this
was rare. However, it ig likely that brass bands would have
arranged popular sengs from any source to include in their
repertoire.




Table 6.3

The idiophone category of rebetika instruments recorded and played between

1906 and 1940

Instrument

description

zilia

The Greek term for brass finger cymbals. They were played by
women singers and dancers in the cafe-aman, many of whom
were Greek refugees from Asia Minor.

koutalia

Wooden or metal spoons struck together in pairs. In the early
decades of the twentieth century, they were usually played by
Greck women refugees from Asia Minor.

trigono

A struck metal triangle

poliri

Wine glasses struck together

komboloi

A string of beads struck jogether

Table 6.4

The membraphaone category of rebetika instruments recorded and played between

1966 and 1940

Instrument

Deseription

deft

A single-headed frame drum, with or without jingles, mortiy
played by women.

toubeleki

A goblet-shaped metal drum with hide head secured by a
(usually) brass rim which is ensiored by the player's hand
pressure in performance to alter the pitch of the note.

timhano

Topravo (limbano) the Greek generic term for drum
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The instruments listed in tables 6.1 10 6.4 were not used in ensembles uniformly. This

is confirmed by Conway Morris (1981) in his survey of ali commercially recorded 78

rpm discs of Greek café music currently archived in the British Institute of Recorded

Sound (BIRS). In the survey he does not refer to specific recording dates other than to

observe that they represent recordings “made from the carliest days of commercial

recording of Greek café music at the beginning of the [twentieth] century up until the

yeats following the Sccond World War...” (Conway Morris, 1981: 89). In table 6.5

below instruments referred to by Conway Morris are listed in order of namber of

references Lo each instrument.

Table 6.5

Instriinents used in Greek café music from the early iwentieth century to the years
following World War Two according to Cenway Morris (1981)

Instrument

Number of recorded
nses

Instrument

Number of recorded
uses

violia

cello

6

guilar

deouli

omd

baglama

santouri

laouto

kanonaki

Lontaliu

toubefels

timbano

vlarinet

defi

berrzonki

piano

decordion

brass band

mandulin

—




Before commenting on the variations in the number of occurrences of the instruments
in table 6.5. we must note that Conway Morris described the BIRS collection of 78
rpm recordings as “modest” (Conway Morris, 1981), that the music of Lhe café-aman
was “very well represented”, it included “an extensive number of discs made in

America by Greek emigrants from Asja Minor and Greece”, and that there were “a

number of interesting discs of the bouzou’i played by” Markos Vamvakaris and

Vasilis Tsitsanis (first and second generation professional bouzouki players). Conway
Morrtis also noted that the majority of the recordings werc made in the 1520s and
1930s. Thus, instruments shown in table 6.5 reflect mostly those used in Snyragic
style rebetika. This accounts for the predominance of instruments such as violin,
guilar, oud, sanfouri, kanonaki, toubeleki, clarinet, bowzouki (three stringed),
accordion and mandolin: a confirmation of the type of instruments which commonly

composed Smyrnaic ensembles.

It was in 1932 that the Greek recording industry was established, Whilst instruments
and ensembles from earlier decades continued to be heard in live and recorded
performances as Smyrnaic musicians joincd the ranks of Piraeotic musicians, the
“classic” ensemble of bouzouki, baglama, guitar and voice eventvally dominated
recordings of this period. If USA and Western European recording companies had
shown a preference for the Smyrnaic ensembles aud music as opposed to ‘rougher’
music of the fekes, the Greek industry initiated regular recordings of ensembles
featuring the bonzouki, baglama and guitar. An anonymous cover-note writer of the

CD, Rebetica in Piracus, Volume 11. 1933-1937, Heritage HT CD 30a, 1995,

observed:

In 1933 things changed. A variely of musicians were engaged to
record, and the repertoire was greatly extended. Of the seven hundred
or so sides the company waxed over the aexi four years, some fosty to
fifty were true Piraeus rembetica (sic)
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1 hypothosise that the in situ nature of local recording studio managers (some of
whom were musicians featured.on recordings) were in a position to influence who and
what was to be recorded, and in this way reflected Piraeotic aspecls of the
contemporary zeifgeist. It is certain that the increase in the recording of Piraeotic
music reflected a conlemporary trend involving the gradual demise of Smiyraaic
ensembles and the growing popularily of the bouzouki, baglama and guitar rebetika
ensembles: a situation which remained beyond 1941 during the occupation of Greece

by the Axis Forces.

Table 6.6 lists the core instruments of the Piravotic rebetika period.

Table 6.6

(Core instruments of the Piraeotic ensembles

Chordophone Aerophone Idiophone Membraphone

bonzouki (six siringed) accordion poriri defi

baglama komboloi toubeleki

guilar

In the post-World War Two period of archondorebetika, rebetika instruments and
ensembles changed significantly. Firstly, as I noted above, Manolis Hiotis introduced
a bouzouki with four double courses of strings in the earty 1950s, facilitating guitar-
like chord playing and faster playing techniques. Secoudly, electronic amplification of
instruments and voices became the norm and thirdly, the drum-kit (or parts of it)
became the predominant rhythmic instrument. The electrification of rebetika
continued in the 1960s with the inclusion of solid-badied electronic rhythm and bass

guitars and electronic keyboards. Thus, from this period, the category of
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electrophone™ can be added to the Hormbostel-Sachs classification. Table 6.7 lists

instruments commonly found in the rebetika ensembles of the 1950s and 1960s.

- Table 6.7

Instruments commonly found in the rebefika ensembles of the 1950s and 1960s

Cherdophone

Acrophone

Idiophone

Membraphone

Electrophone

amplified bouzouki
{lowr string
courses)

amplified baglama

amplificd acoustic
guilar

piano

accordion

zilia
kombuloi

poliri

defi

drum-kit

i.e. the modemn
drum scl with its
cofe of bass drum,
snare drum and
high-hat cymbal

electric keyboards

clectric thylthm
and bass solid-
bodicd guilars

The revivalists of the post-Junta period gave rise to a renaissance of the Piraeotic (and

tater) Smyruaic instruments and ensembles. Whilst electrophone instruments were

> oided by these musicians, a degree of amplification of public rebetika periormances

emained. In my view this related lo the previously mentioned world-wide norm,

associated with popular music involving its amplification in the second half of the

twentieth century. Nevertheless, revivalists brought about a certain de-electrification

of the rebetika ensemble, even if its excessive amplification continues to this day in

cfubs throughout Greece and the Greek diaspora. Thus, from the mid-1970s rebetika

ensembles ranged from those which only used pre-1946 acoustic instrumental

groupings (o those which included electronically amplificd and synthesised

instruments. Tahle 6.8 lisis instruments included in these ensembles.

™ According 1o Kariomi {20001:385), the English writer Francis Galpins birst proposed the category of
eleclrophones in 1937.




Table 6.8

Instruments included in redetika ensembles from the mid-1970s.

Chordephone

Aerophone

Idiophone

Membraphone

Elecirophone

bouzouki (six and
sight strings,
acoustic and
amplilied

clarinel
accordion

tilia
koutalia
potiri
komboloi

toubelcki
defi
drum-kit

clectronic
keyboards
solid-bodied
guitars

baglama electronic
guilar  (acoustic keyboards
and amplifizd)
violin

oud

lyra

leonia

saz

mandolin
1simbous
santouri
kanonaki
cello

piano

Tables 6.1 to 6.8 show that whilst stylistic periods in the evolution of rebetika are

characterised by certain instruments, the bouzonki, baglama and guitar remained as

core instruments. Furthermore, as | noted in previous chapters, the bonzouki and its
family members, the baglama and tzouras, became embedded in the Greek national
psyche by their association with perceptions of Greek identity. Because of the
particulary close relationship between the bouzouki family of instrumenls and rebefika
it would be useful to examine factors relating to their nature and origins. Surprisingly,
there has been little sysicmatic research on the bouzowki, As Pennanen observed: “The
musicological study of the boizonki has been almost non-existent in Greece. One of
the main reasons for Lkis i, the low status of the instrument in the Greek academic
environment” (Pennanen, 1999: 119). 1 agree with Poananen’s view generally.
However, 1 note in addirion, that the music department of Athens Uxiversity through
its association with the Museum of Greek Popular Musical Instruments, has

encouraged research since 1991.
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The origins of the Greek bonzouki (like the music of rebetika) are shrouded in inter-
cultural folk developments in the Middle East, Near East and Central Asia. However,
we can state confidently that the instrument is a lute-tike insttumen) which has had
reasenably stable identifying characteristics since approximalely the third decade of
the twentieth century. These characleristics include the instrument's carvel-built
resonalor, its overall length, width and depth, fixed metal frets, three or four courses

of metal sirings, metal machine tuning heads and equal temperament tuning.

However, pictorial, photographic and literary references (notably Petropoulos, 1968)
lo the presence of instruments known as bouzowki, baglama and tzouras in late
nineteenth century and early tvenlieth century Greece provide evidence of
instruments called bouzoukis which did not conform to the above characteristics. In
my view many of the instrements labelled by Petropoulos as bouzoukis from the
Byzantine era to the ecighteenth century (Petropoulos, 1968: 311, 314, 320, for
cxample) could just as well be claimed to be other types of Middle Eastern lute-like

instruments which share some of the characteristics of the modem borzonuki.

The Byzantine origin of the bowzouki is proposed and argued for notably by
Anouanakis (1976: 209-210) and Petroppulos (ibid). Anouanakis noted that the
peaple of Greece have long used the term tembouras o denote a series of plucked
instruments of the lute family, irrespective of the dimensions of the instruments or the
number and tuning of their strings. “Instrunents resembling the ramboiiras ...can be
traced as far back as classical times in the Greek world, where they werc known as the
pandhoura or the trichorda (thiee-stringed)” (Anouanakis, 1976: 209). He observed
further that instruments appearing vader the generic name of tambouras included
“sazi, bouzouki, baghlamas, yiougari, boulgari, kitellhi, kavonto, tzivouri, karadouzen
ctc™ however, of al! these instruments “only the bouzouki and the baghlamas are stitl
played today™. He suggests the names of the latter two instruments arose from “long

years of contact with the Turks  but their wide distribution throughout Greece was




primarily due to the influence of thuose Asia Minor Greeks who fled to Greece in the
aftermath of the Greco-Turkish war of 1922..” (Anouanakis, 1976: 210). This
account of the arigins of the honzouki implics that the instsument, although bearing a
Turkish desived name, had its ancestry in Ciassical Greek times and was introduced

into Greece by Greek refugees from Asia Minor.

Referring to an earlicr work of Anouanakis (1965) ir which he shows the term
bowzouki “now covers both facger (sazi} and smaller (baglamas) long-necked lutes in
Greece”, Picken (1975:271) commented that the lerm bouzouki is “surely a local
variant of Turkish bozuk,” thus introducing the idea that the bonzouki not only derives
its name from the Turkish instrument, but also that its morphology might be traced to
that of the Turkish bozuk. Conway-Morris lends qualified support to this theory by
slaling thai “the nincteenth century bowzonki was indistinguishable from the Turkish
BOZUK [sic] with its carved wood or carvel-built bowl resonator, moveable gut {rets
and wooden tuning-pegs” (Conway Morris, 1984: 255). If this was the case then we
can pin-point major morphological changes to the bonzouki as having occurred in the
first three decades of this century; in which case existing instruments from this period
could tell us what thess changes were and how the morphological changes might have
been reflected in modal and performance practices heard in recordings made in Greece,

Analolia and the USA from 1906.

If an instrument labelled as a bouzouki in late nineteenth century Greece was
“indistinguishable” from the Turkish bozuk, then we may suppose that the term
bouzouki is yet another example of how the Greeks create diminuitive versions of
non-Greek terms: for example, santouri, for sandour, outi for oud, kanonaki for

kanoun.

Conway-Morris (1981: 81) described the characteristic instruments of Greek and

Turkish nineteenth century low-life hash dens and prisons as “the bonzouki and ils

smaller relations: the tzoura (Turkish curn), and the baglamas (like the Turkish

baglama in form, but much smaller)...” Here again he suggests that baglamus [ound

in Greece at the end of the nineteenth century were similar to the Tuskish instruments:




presumably meaning that, spart from being smaller, they also had moveable frets. He

also implies here that the tzoura is at least related etymologcally to the Turkish cura

describing the instrument as having “a very small carved wooden bowi, bul a neck
equal, or very nearly equal in length to that of the bouzouki [whilst] the baglama is a

miniature version of the bouzouki” (ibid).

If we follow Conway Mouris, an argument exisis for suggesting that the bonzouki and
its relations are members of the Turkish saz family. Bul before examining this idea
more closely it would be useful get a more concrete idea of construction variations of
late nineleenth cenlory and early twentieth century bouzowkis and baglemas by
comparing baglamas and bouzoukis listed in Anouanakis’s seminal book Greek

Popular Musical Instruments {1976). Details of these variations are shown in ables

6.9 and 6.10 below.




Table 6.9 selected characteristics of baglamas shown in Arouanakis (1976)

Fret type and
number

String
courses

Body
type

Length, width and
depth in centimeters,
Peg type and position

End of 19thC

Fixed metal 7

Three single

Carved

475, 685,85
Weoden
front

End of 19thC

Fixed melal 11

Three single

Carved

54,11, 85
Waooden
sibe and front

End of 19thC

Fixed metal 18

Three single

5t.75,8
Wooden
side and front

End of 19thC
or early 20thC

Moveable gut 9

One double
two single

1,13,11.5
Wooden
side and back

Fixed metal

Three double

Tortaise
shell

43,9, 6
Ivory/bone
side

[nter-war years

{not clear)

Three double

Tortoise
shell

50,14.5,9
Side

Fixed metal 22

One  single
two double

Tarloise
shell

76, 10,6
Ivory/bone
Side

Moveable brass
12

One  single
two double

Carved

58,15, 8
Wooden Side
and front

{nler-war years

Fixed metal

Two  single
one double

41.5,7.5
Metal coins

Inter-war years

Fixed metal

Three double

38.5,85,6
Bone on side

Inter-war years

Fixed me1a!

Three siagle

53,6.5,7
Wooden side




Table 6.10

Selected characteristics of bouzoukis shown in Aneuanakis (1976)

Date | Fret Strieg | Body type Peg Length
type COHrses type
and

number

Moveable wooden
brass 17 side and
fronl

Fixed eight
melat 26 bone on
side

Moveable wooden
gut 12 front
and side

Moveable : Wooden
gut 17 side

Fixed Mot clear wooden
metal front
and side

In table 6.9 and 6.10 we see that constuction details of both the bouzouki and
baglama in the Greek world of the late nineteenth century and early tweaticth century
were in flux. Frets were both moveable and fixed, metal and put, numbers of strings
varied, resonalors were carved and carvel-built, position of pegs differed. Iengths,
widihs and depths of the bowzoukis varied by six centimeters, eight cenlimeters and

six centimeters (respectively) and the baglamas had varicus forms of moveable and

fixed frets, number of strings, position of pegs, length, width and depths varying by

35 cm, 9 cm and 6.5 cm (respectively).

Returning 1o the argument that the bouzouki family is related to the Turkish saz,

Picken (1975: 209-210) described the general group of saz as having “different sizc-

calepories”. These are show in rable 6.1 below.




Table 6.11 varied sizes of saz instruments according to Picken (1975).

Name Overall Length Width

Cura 74em 10 cm

Baglama (old style, small | 76cm 14 cm

Tanbura or cura-baglama | 95 cm 15¢cm

Bozuk or baglama 118 cm 20 cm

Divan sazi 135 ¢cm 28 cm

Meydan sazi 140 cm 23.5 cm (sic) possible
editorial error and should
read 28,57

Comparing the average measurements of the Anovanakis instruments with the
instruments described by Picken in table 6.11 we can sce that the bozuk exceeds the
average bouzouki’s overall length, it being closer to the tanbura or cura baglama.
However, the average width of the bozuk is similar 1o that ot the Anouanakis’
bouzoukis, The Anonanakis beglemas are similar in length and width to the cura and
old style baglama. The comparison shows us how it is possible to construct the view
that the bouzouki, tzoura and Greek baglama originated as members of the Turkish
saz family. After undergoing radical construction changes, a Greek baglama became
distinguishable from a Turkish baglama; the instrument in Greece with a carved
body, three courses of strings mid-size between the bonzouki and baglama, became
known as the fzoura and the form of largest member of the family, the bouzouki,
became a relatively stable carvel-buill, equal temperament wned lute-like instrument
with three double courses of sirings. We do not yet know the details of time and

location of these changes.”! The perception that the bouzouki and its “relations™ are

7t “]( scems Iha: in Greece Lhe development [of the bouzouki] took enother direction than in Turkey:
instcad of adding maveable microtonat frets, possibly already in the 19" century the Greek urban
bouzouki playcrs staried fretting their instruments chrmatically according o Western equat
temperament” (Pennanen, 1999: 131).




descendents of the Middle Eastermn saz is not uncommon but is not accepted by all.
Three of my informants (Daly, 1994, Sapekidis, 1996 and Kondanis, 1998 pers. com.)
for example, suggest saz and bouzouki playing lechniques are so un-related as to

make the connection tenuous.

If we were to take a carvel-built resonator as a defining feature of the botzouki (as
opposed to the carved resonators of the saz and Turkish and Greek baglamas ) its
origins would have Arabic roots since, as Picken (1977: 75-84) noted, there were
unambiguous references to carvel-built instruments in tenth century Arabic-wrilings
and indirecl evidence 1o show that the lechnique may have been known 1o the Arabs
in the ninth century and that (apart from the owd) the lack of cvidence of carvel-
building in (Western) medieval lutes, suggested that the method of construction was
adopled for the European lute as a consequence of direct borrowing from the Arabs

and nol as a result of indigenous development.

Hoist conlinns problems associaled with identifying the arrival of the bouzonki in
Greece when she obsesved that “the borzewki or an instrument very similar to il was
played long before rembetika was developed™ (Holst, 1975: 68-69) and thal the
earliest bouzouki she has seen bears a repair date of 1901. She presents illustrations
leaned from llias Petropoulos and Costas Hadzidoulis of an early bouzouki “possibly
made around 1901,” and an early bouzonki from Syros “ almost indistinguishable
from a saz.” a bouzouko-baglama “made :n jail about 1920 and a “tzonras or long-
handled baglama..made in jail about 1920”, She offers lentative of qualified
nomenclzture and dates. Holst's reference to an instrument named as 2 “bouzouko-
baglama™ and the ambiguous description of a “fzowras or long-handled bugloma™
indicates the occurrence of hybrid instruments (instruments constructed with

characteristics of more than one instrument) amongst rebetika instruments in the first

few decades of the twentieth century. Pennanen (1999:123-139) also sefers to

bouzonkis which feature hybrid elements. In particular she names the “rural suz-
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bouzouki, urban saz-bouzouki, laouto-bonzouki, mandola-bodicd bonzouki” (a large-
sized mandolin) and further observed “During the transitional period mid-1930s to the
mid-1940s - from the mandota-bodied borzouki to the “classical” bouzouki, old and
new structusal and technical fealures in construction were often mel side by side ir
one instrument” (Pennanen, 1999: 139). Later, 1 will note the continuing occurrence

of hybrid rebetika instroments in Melbourne.

Tentative perceptions discussed above about the origins and evolution of the bouzeuki

family are summed up in figures 6.1 and 6.2 below.

Figure 6.1

pandhoura {name of generic lute-like instruments Classical Greece — 12thC)

!

tambouras (name of generic lule-like insirwments in Byzantine Greece and Ottoman Empire 1o present
day)

oa

Saz,, bowzouki, baglamas, yiongari, boulgari, kirelli, kavonto , zivouri, karadouzeni




Figarr 6.2

tanbur (generic name of lute-like instrumenis of the Middle East, Near East and Cenlral Asia)

!

suz (Persian and Turkish generic name of a family of lute Iike- instruments, carved and carvel-buill

cura baglama tambura cura-bagloma bomk divan sazi  meydan sazi

!

bouzouki, Gieek baglamu, toura

I shall now discuss instruments associated with rebefika music-making in Melbourne.

6.2 The Melbourne Instruments

My research into the Melboume instruments involved a conventional process of

identifying, measuring, noting construction elements, musical possibilities and

acquisition history. Following my classification of informants into generations A and
B and their respective periods of musical aclivity, the instruments can be divided into

two chronological periods:
I.  1950s-1980<: instruments of generation A rebetike performers
2. 1980s-present day: instruments of generations & and C rebetika performers

Tables 6.12 and 6.13 list the types of instruments used in each period under the
Hornbostel-Sachs classification system. An asterisk indicates that the instrument was

ampiified in performance.




Table 6.12

Instruments used in Melbourne by generation A performers between the 1950s

and 1980

* = amplified in performance
** = hybrid instruments

Chordophone

Acrophone

Idiophone

Membraphone

Efectrophone

bourouki*
bagiama*
acoustic guitar®
violin®*

oud*

piano

double bass

clarinet
accordion

finte

cymbal

lriangle

deft
toubeleki

drumn-kit

salid bodicd
thythm and bass
guitars

Elecironic
keyboards

Table 6.13

Instruments used in Melbourne by generation B and € performers between the
1980s to the present day

Chordophone

Aerophene

Idiophone

Membraphone

Electrophone

six-and eight-
siring bonzonki®

bagiama
fzoura
quitar

laoitto

mandolin

tsimbous

oud
bouzouki-saz**
zouro-saz**

miso-bouzouki**

accordion

zilia
koutalia
poliri

kombolor

larabouka
defi
toubeleki

drum-kit

electronic
keyhoards

solid-bodied
guitars

Table 6.12 shows generation A rebetita ensembles paralleled those of mainland

Greece during the laika and archondorebetika periods but also included occasional

use of the ond and ciarinel. My research has not revealed how many oud players there

]




were in Melbourne the 1950s and 1960s. [ suspect, very few. However, we do know
that the instrumenl was heard in Melbourne from the 1950s due lo the migration of

the Thessaloniki oud player Christos Ballsidis. The clarinet may have been more

common because of the number of migrant clarinet players from rural Greece familiar

with the demotika tradition.

Table 6.13 also shows a paralle] between Melboume and mainland Greek rebetika
ensembles in that revivalisi bands of the 1974+ post-junta period re-introduced
Smyrngic and Piraeotic instruments and ensembles. Their re-introduction in
Melbourne began in the mid-1980s as a result of instrumental explorations initiated by
the founding members Apodimi Compania. A significant addition to instrurnents used
by generation B musicians were a group of hybrid instruments resulting from ventures

into th» making of new instruments (see below).

Bouwzouki playing is popular amongst Greek-Australians of all ages. Whereas it was
once an instrument confined to Greek-Australian festivities and perceived by the
Melboume community at large as a ‘wog’ instrument, it is now heard in numerous
Melbourne venues. Most generation C players learn to play the amplified cight string
instrument. However, the older three-stringed bowzouki is favoured by many
generation B musicians. Al the present lime, repertoire acquisition seems lo be biased
towards post-1950s archondorebetike material, v =h the exception of a few “classic’
pre-1950s favourites. This is not the case for many of my generation B informants
who, as we shall see in chapter eight, source much of their repertoire from pre-1946

material.

The instruments referred to helow are these acquired, owned and sometimes made by
the musicians interviewed for this study. Their presence in Metbourne attests to the
strength of Greek popular music amongst the Greek-Australian community in

Melbourmne. What then, if anything, do the details of their construction, tuning and
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acquisition history lell us about rebefika music in Metbourne and its performance

during the last fifty years?

The bonzoukis

In the course of my research 1 examined thirteen bouzowukis. I shall now outline their
measurements, places of construction and variations in construction features. Table
6.14 illustrates variations in over all length, (measured from (ail to top of peg-board)
width (measured across widest part of the face) and depth (measured from face to

mid-back of resonator).

Table 6.14

Variations in measurements of the Melbourne
bonuzonkis

Length 100 cm — B4.5 cm:  differcnce of [5. 5 cm
Widtit 31 em-27em:  difference of 4 em

Depth 2l cm - 13 cm:  diffesencc of 8cm

Table 6.14 shows a considerable variation in the length and depth of the instruments,
thus further illustrating a degree of fluidity (and the practice of hybridization in
instrument construction?) in the design and construction of instruments labelled as
bouzoukis. Places of construction included Athens, Thessaloriki, Piracus and
Metbourne: Iocations associated with the main uwrban centres of mainland Greece and
Greece’s largest diaspora community. Dates of construction coincide with the main

migration periods of Greeks to Australia ranging from 1948 to 1998.

Another factor affecting variations in bowzouki construction related to particular
sound qualities required by instrument- makers or musicians. These variations

included:




 materials. Table 6.15 lists in-lay materials used in Greece and Melbourne.

* length, depth and width of body and neck

* number of courses of sirings. Eight of the bouzoukis in Mclbourne bave four
double courses of strings and five have three double courses.

» gauge and material of strings

* materials used for decoration

* woods used for various parts of the bady

* placement of internal trusses

» choice of ‘old” or ‘new’ fret board lengths (see below)

* type of glue

* machine or hand cut [retting

* number of Sovysg {douges) or staves (individual segments of the carvel-built
resonators) ranged from 17-80. Instrument-makers and players in Melbourne
differ in their opinion as to whether a greater or smaller number of douges

affects the quality of tone of the instrument.

Each of these elements influence the over-all sound and suitability of the bouzouki for
its role in rebetika: even the smallest elements have their part to play and this is
where local materials contribute to sound-qualities. An example of this would be
materials used in decorative inlays. Mass-produced bouzoukis from Greece use a
form of cellulose plastic. Melbourne instrument-makers believe the abalone and New

Zealand Pauva shells are not only more beautiful but absorb less vibration than softer




Table 6.15

Decorative inlay materials used in Greece and Melbourne

Greece Melbourne

Early 20" century mother-of —pearl 1980+ mother-of-pear
Casein {a plastic-type milk derivative} casein

Cellulose plastic cellulose plastic
Abalone shell

Nch Zealand Paua shell

Decoralive fealures included: mother of pearl inlay, plastic black and white leaf
pattern, Jacaranda and pine flower design, floral decoration, butterfly and floral

decoration and vine leaf decoration casein in-lays,

Woods used for Melboume bonzoukis show both local and international origins. A
mixture of woods suitable for different acoustic and performance funclions include
the roots of cherry trees from a Melbourne back garden to imported Peruvian walnut.
Melbourne instrument maker George Sapekidis, believed that the sweeler the fruit of
the tree the wood is taken from, the sweeter the sound of the nstrument. The

mulberry tree is oflen used in Greece.

Table 6.16 below, lists the woods used in the construction of Melboume bouzoukis:




Takle 6.16

Wouds used in the construction of Melbowrne bouzoukis

Peruvian walnut
Asian and European wainut
American maple
Western cedar
Ebony
Rosewood

Rock maple
Spruce

Cherry

Plum

Spruce

Cheswnut

Pine

Asked about their view on the origin of the bouzowki, Melbourne musicians reflected
the uncertainty expressed above or strongly maintain either it is a derivative from the
Middle Eastern buzuk, it has evolved from the Byzanline pandhoura, a Greek-
American fzoura player on returning to Greece asked an instrument-maker to create a
large szonra to disguise its Turkish origins or a saz player in Athens asked for the

instrument to be modified for the same reasons.

The baglamas

The baglama is the smaltest member of the bouzouki family and has two roles in
rebetika music: 1) to provide a rhythmic accompaniment and 2) to double and /or
decoraie the bouzouki melody at an octave. Its diminutive sizc and portability made it
an ideal inslrurﬁent 1o be hidden in jails, where, in the early part of the twentieth
century in Greece, it was used 0 accompany jaii songs. Greek bagalma resonators are

usually carved from one piece of wood?? and have three doulie courses of sirings

72 Examples of baglanas in the Athens Musevwm of Poprrdar Greek Musical include instruments made
from cocoanuls and oil tins.




funed to D-A-D. Eleven baglamas in Melhourng are referred to below, One "

instrument is carvel-built and another is a Turkish baglama-saz. £

Variations in their length, width and depth (measured in the same way as the

bouzoukis) are shown in table 6.17 below.

Table 6.17

Variations in the measurcments of the baglamas
in Melbowmme

Length 54 cin — 49 cm: a difference of 5 cm
Width 12 cm — 8 em: a difference of 4 cm

Depth 10 cm — 6 cm: a difference of 4 cm

The instruments (the first type of instruments to be made by generation B musicians)
were made in Athens and Melbourne belween 1990 —1996 using spruce, iron wood,
rosewood, maple, xeAefl, cbony, Honduran mahogany, walnut, pine and cherry.
Decorative features included: herring-bone veneer cdging, rosewood and pine vase
and flowers, makers initials, teaf patierns on the face, and mother of pearl neck

edging.
The guilars

The six-stringed guitar is the central rhythmic instrument in a rebefike ensemble. In
executing this role players aim to produce crisp, unsustained chords. For this reason
Melbourne guitarists generally preferred guitars with narrow resonating bodies which
assist in avoiding excess reverberation. The Melbourne guitars were made in Korea,
USA, Melbourne betsveen 1964 and 1994 using spruce, walnut, maple rosewood and

Makogany.



Table 6.19 bzlow, shows variations in lenglh, width and depth of the Melboume

guitars,

Table 6.18

Variations in the measurements of the guitars in
Melbourne

Length 109 cm —95.5 cm: o difference of 13.5 cm
Widlh 42 cm —34.5 cm: a difference of 7.5 cm.

Depth  10.5 cm —10 cm: a difference of 0.5 cm

The tzouras

The tzoura is smaller than a bonzonki and bigger than a baglama, with thiee double
courses of strings tuned to D-A-D. Melbourne instrument-maker George Sapekidis,
has produced an experimental /zowras with four double courses of strings thus
following Hiotis" introduction of the four course bonzouki in the early 1950s. As far
as I know, the addition of a fourth course of strings on the fzoura has not become a
widely accepted practice. The resonating body of a fzoura can be carved or carvel-

built. Iis role within the reberika ensemble can be to either double the bouzouki or

baglama or, to replace either of the instruments. Five instruments were observed

during this study. Table 6.19 below, shows variations in length, widik and depth of

the Melbourne tzouras.




Table 6.19

Variations in the measurements of the
1zouras in Melhourne

Length 89 cm — 65.5 cm: a diflerence of 23.5 cm
Width 22,5 cm - 6.5 cm: a difference of 16 cm

Depth 14 emi— 11 em: a difference of 3 cm

The instruments were made in Greece, Athens and Melbourne between 1986 and
1995 using cbony, matchstick, cherry, birds eye maple, rosewood and rock maple.
Decoration on the rzouras included matchstick inlay around plectra guard, floral and

lyra in-lays of NZ paua and abalone.

The mandolin, a lute-like instrument with four double string courses, entered Greece

via ltaly and featured as a melodic instrument in rebetika ensembles particularly in

the Smyragic ensembles in Greece and the USA. 1t is used for both metodic and
chordal work. Three mandolins were ohserved. Table 6.20 shows variations in length,

width and depth of the instruments.

Table 6.22

Variations in the measurements of the
Melbourne mandolins.

Length 95 ¢m - 66 cm - a difference of 29 cm
Width 28 cm — 25 cm: a difference of 3 cm

Depth 18 cm — 6 cm: a difference of 12 cm

The instruments were made in Michigan, USA, and Famagusta, Cyprus. Cre

instrument is dated as having been made in 1920. Construction dates of the other
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mandolins are not known. Woods used in their construction included mahopony,

rosewood, maple and ebony.

The oud

The ond, one of the oldest documented carvel-built Jute-like instruments usually with

a single bass siring and five other double courses of strings, was one of the central

melodic instroments in Smyrnaic ensembles. Iis frelless neck facilitated nuances of
intonation required in the exposition of makam modes. As discussed above, it has
been played in Melbourne at least since the 1950s and is favourcd by generation B
rebetika players as an instrument which facilitates a closer understanding of

untempered melodic potentia! of the dromoi.

Table 6.21 below, shows variations in length, width and depth in the five instruments

observed for this study.

Table 6.21

Variations in the measuremenis of the ouds in
Melbourne

Length 98 cm - 32 cm: a dilfercnce of 66 cm
Width 36 cm — 14 om: a difference of 22 vm

Depth 20 cm — 6 cm: a difference of 14 cm

The earliest instrument from Lebanon dates from 1921. Other ouds made in {zmir,

Thessaloniki and Cairo date between 1991 and 1997,
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Percussion (krousia)

Percussion instruments observed in Melbourne for this study included most of those
listed in tables 6.3 and 6.4: that is, idiophones and membraphones used during the
Smyrnaic and Piracotic periods. Places of conslruction included Greece and Turkey.
The modern drum-kit and synthesised percussion sounds found on electronic
keyboards are commonly used by Greek-Australian ensembles known as ‘reception

bands,” that is, ensembles hired for formal and informal celebrations.

Instruments owned by my informants in Melboume are shown in table 6.22:

Table 6.22

( Melhourne Percussion instruments

a tarabonka - a ceramic drum 38cm in length with hide heaﬂ
a defi with hells

two toubelekis - metal alloy and brass rimmed droms, 37 cm and 3% cm in length, with
fat head tensioned by the hasd o change piich

Zilig- brass finger cymbals
Patiri - thick wine glasses clicked against one another

Kombeloi - siring of beads clicked against potiri

Other instruments

Instruments mentioned below are wsed by musicians in Melbourne for the

performance of Smyrnaic repertoire.

Tsimbous: made 1990 and imported to Melbourne from Istanbul, Turkey in 1996. This
is a fretless instrument with a round metal resonating body and wooden neck (similar
in shape to a banjo), six double conrses of strings and 2 plastic membrane face, tuned

in fifths. it is mostly used to produce bass versions of melodies.




Violin: A French instrument made in 1908 with a modern bow. Spruce {ront, maple

body and ebony finger board.
Accordion: An [talian 80 bulton instrument with three reed combinations.

Clarinet: An Amati-made Czech instrument with the Albert key system: the system

used by Smyrnaic musicians.

Lyra: Made in Melbourne in 1992 by local instrument-maker from one picce of plum-

tree wood. The bow is made from maple.




The Hybrid instruments:

Three of the five instraments are the result of Melbourne musicians deconstructing
and rcconstructing instruments in order to understand the nature of rebetika
instraments. That is, their reconstruction involved the creation of hybrid instruments
from deconstructed instrumental parts: thus mirroring a practice found in Greece from

the late nineteenth century,

Bouzouki-saz: named thus because it has a bouzouki {retted neck and the resonating

body of a saz. Sez sirirgs arc used to produce a “softer” (Alifragis, 1997, pers. com.)

sound, Its measurements are: length 96cm, width, 22.5 cm, depth, 23 cm. The original
saz sound-hole has been filled in. It has a spruce front, cbony finger board, and a

resonating body of maple.

Tzouro-baglama: this instrument has the length of a rzoura and the width and depth of
a baglama. The body is made from one piece of American cherry, the face of spruce
and finger board of rosewood. Its sound is described by ils makers (Argyropoulos and

Galialsos) as “less sharp than a smaller baglama™.

Tzonro-saz: this instrument has the measurements of a fzoura but the moveable plastic

frets of a saz. It is a production-line instrument from Turkey, made in 1997.

Tzourp-bouzouki: an instrument created from a mandolin body and shortened

bouzouki neck.

Kitharobouzauki: a larger-sized bouzouki with a neck wide enough for six courses of

strings.

Bouzmikoni: an instlrament with four double cowrses of strings created by George

Sapekidis with a bouzonki pear-shaped, flatbody and guitar-like neck. Sapekidis




believed that the flatbody of the instrument would make it casier to hold against the

body particularly for younger players. He has made twelve of these instruments.

The following discusston on bouzouki construclion processes according to two
professional instrument-makers in Melbourne, illvstrates how traditional instrument-
making skills have been maintained in Melbourne and how the Melbourne-made
instruments contribute to continuity and change in the design and construction of

Greek traditional instruments in the diaspora community.

The making of rebetika instruments in Melbourne began, according (o my informants,
around the late~-1980s. Generation B musicians were parlicularly eager to deepen their
understanding of traditional Greek music by making their own instruments. Amongst

instrument-makers interviewed for this study were two professional instrument-

makers specialising in the creation of Greek popular chordophones, that is, bouzoukis,

baglamas, tzouras, laoutos, guitars and ( in one case) a new version of the bouzouki
known as the bouzoukoni (see above). The following account of how a bouzouki is
made is based on inlerviews with both instrument-makers, George Sapekidis and

Thanasis Kondanis.

Kondanis described bouzouki constraction as a four-part process: 1) the making of the
resonating bowls, necks, heads etc 2) piecing the parts together 3) decoralive

marquetry and 4) polishing.

Firstly, wood is selected for the body and neck. Walnut and mulberry are favoured for
the body and harder woods, such as rosewood and ebony for the neck and
fingerboard. The material is wsovally acquired as mature wood and then left in a
selected environment lo dry naturally, A large percentage of moistore is allowed to
dissipale {moisture meters are vsed to check the wood’s moisiure content). If left to

gel too dry, the wood beings 1o take in moisture again.




217

To begin construcling the resonating body a pear-shaped wooden mould (or jig) is
selected according to the size of the instrument being made. Sapekidis has fivé of
these jigs and Kondanis, ten. In this way carvel-built bodies of beuzoukis, tzouras and
baglamas can be made to different sizes according to the type of instrument and
overall sound quality reqaired. If professional insirument-makers in Greece and Asia
Minor have traditionally held a range of different sized jigs, it would account partiaily
for the large range of variation in the measurements of instruments described above in

tables 6.14 0 6.22.

A small dove-tailed block of wood known as a Saoxog (daskos) or neck stop, is fitted
into a graove at top of the pear-shaped jig. It marks the starting point for attaching a
number of triangular strips of wood known as dovyeg {deuges) which eventually form
the resonating bady. Each donge is planed to the desired ihickness and shape by
passing it over a lathe blade fixed facing upwards and secured in a bench vice. The
first douge is placed vertically in the middle of the jig ( although some makers begin

on one side of the mould) and atlached with small nails.

Thin strips of veneer wood are then placed adjacent to the douges, glued and tacked,
before a hot iron is passed over the strips (o shape it to the contour of the mould. The
heat of the iron acts on the glue in a similar way 1o solder when healed, Lhat is, it
becomes fluid enough to fill spaces compactly. Both instrument-makers in Melboume
use only animal glue, although in Greece, giue made from fish bone is also used. Al
this point in the making of the instrument, the maker’s craft involves choosing the
correct viscosity of the glue and temperature of the iron. Different viscosities of glue
are used for different parts of the instrument. The alternate process of attaching,
glning and ironing donges and veneer strips contimues until two final, and larger
douges are placed on either side and around the bottom of the moulded douges and

spring-clamped unti] the glue (of a different viscosity for this thicker wood) dries.

Sapekidis named these larger douges as pfar’no (side-piece).




The number of deuges on instruments varies depending on how the ir strument- maker

subdivides the surface of his n:onld, Kondanis commented:

This is a matter of becoming familiar with your mould and knowing
the subdivisions of a particular mould. We have small moulds for
tzouras. This is another skill you have 1o know. You cannot sit here
and say this is 2.5 millimeters here so I'll shape it and do it. [l comes
with years of doing it. The shape of each of these bouzouki bodies
changes and there arc minute differences and if you can't shape it with
your eyes the whole thing won’t close {(Kondanis, 1998, pers. com.).

Although some musicians do not believe the number of douges affects the overall
sound of the instrument, others believe the greater the number of douges, the greater
degree of sound reflection takes place inside the resonator. Some instrument-makers
create false in-laid douges for visual effecL. Kondanis claimed to have seen a bouzoki
with 120 douges. Today, the average production-line bouzouki has 21 douges.
Sapekidis has made bouzoukis with one hundred douges. However, when asked if the
number affected the sound quality of the instrument he replied that after completing
the resonating body he would knock on it and decide whether the instroment kad a
“good sound” or not. Here, Sapekiudis implied that the successful construction of
douges was ullimately more important to the sound of an instrument, than the mere

namber of douges. Nevertheless, he believed thal as long as the douges are “rexl” the

number of douges affects the sound because ** the more douges you have the more

pieces of timber you have to vibrate” (Sapekidis, 1998, pers. com.).

Once the resonator is constructed a sheet of foil-like material is placed onto the inside

of the resonator to increase the sound reflection of the resonating body.

The face, or sound board of the resonator, is shaped from a single piece of wood
{usually spruce) and sanded to between 2 and 2.5 millimelters thickness. It has two
‘bridges’ or “trusses’ placed on the inside, either side of the front central sound hole to

affect the amount of “treble™ or “bass” sound of the instrument. Placed closer to the
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bridge position, the more high pitched “treble” sounds it creates, and further away

from the bridge, the more lower pitched “bass” is the sound. -

Both Kondanis and Sapekidis paid special attenlion to strengthening the structure of
the necks of their insiruments which (like most wooden lute-like instruments) have a
tendency to warp in the Australian climate. This is often the case with instruments
imported from Greece. The solution parily involved constructing the bouzouki neck
from a “sandwich” of hard woods such as ebony, rock maple or rosewood (Kondanis

supgesled six pieces for a “good instrument” ), reversing the grain of each piece so

that the grain of one works against the other in order to counter a potential warping

effect in each piece.

Kondanis did not reveat other techniques used to avoid warped necks other than to say
that it had something to do with “changing the composition of the neck which
involved complicaled geometry” (Kondanis, 1998, pers. com.). Sapekidis (a skilled
maker of guitars) described how he makes use of guitar-building technology
involving metal rods inseried at an anglc throughout the length of the neck. An over-
tensioned or warped neck can be adjusted by tightening the nut on the end of the rod.
As the angled rod changes so does the neck. Sapekidis uses this technique for his

bouzouki-family of instruments,

The neck is then planed with spoke shaves to produce a curved back leaving a flat
front for the placing of the fingerboard. The tuning head was made separalely'by
Kondanis and dove-iailed onto the neck. Sapekidis preferred to make the neck and

head from one picce of wood believing it provided a stronger structure.

The neck and head are then jointed onto the resonating body at an angle to create the

correct degree of pressure between the neck, tensioned strings and resonaling bowl.

The finger board, usually made from ebony or rosewood is cul to a specific length

according to the instrument design. Laleral cuts are made in the fingerboard using a




measuring template to hand-cut the fret marks. Production line instruments are
marked by a computer programmed culling machine. Different sized measuring
templates are used for different members of the bouzouki family. Sapekidis® templates
for fret marking were cut using computerised measuremenls, However, he hand-cuis
additional frcts on instruments according to customer specification. He noted that
although hand-cut fret marks were part of a craft-person’s skilis, there were inevitably -
slight variations in their measurements. Thus, modern technology has made the
standardisation of fret-marking possible. This has resultcd in the standardisation of
tuning variations which hitherto may have been an inevitable result of tuning-refated

construction details involving older instrument-making ski'ls.

Both Kondanis and Sapekidis referred to the length of the neck and the sub-division
of frets from pul to bridge according to specific measurements as “scales”. Referring
to his father’s bouzonki which has a fingerboard measuring 68 centimeters in length,
he described it as having the *old scale,” while instruments with finger boards
measuring 67 centimeters in length, had “the new scale”. The changing of the length
of the finger and fret board from 68 cenlimeler to 67 refers to one of the innovations
in bouzouki construction introduced by Manolis Hiolis In the early 1950s. Kondanis
believed the different “scales fraclionally affected the trebie or bass sound of the
instrument rather than the luning” (Kondanis, 1998, pers. com.). According (o
Pennanen, “The new standard 670 mm...shorter neck and string length served two
purposes: they diminished the string tension and made playing easier” (Pennanen,

1999:143).

Plecira guards made of plastic or tortoise-shell are fitted to protect scraiching of the

polished surface of the instrument by the plastic plectra.

Instruments were decorated with veneered in-lays, often put on the perimelers of the

face or sound-board. Commeon plectra guard decoration included florat patlerns, vine-




leaf patterns and patterned in-lays of caseine or nitrocellulose plastic, depicting

batterilies.

6.3 Classification of rebetic instruments

Work on classification systems for Greek popular musical instruments is limited, and

as far as taxonomic study is concemed, is practically non-existent.” The most
significant work done in this arca is that of Fivos Anouanakis. Indeed it is his
collection of instruments which form the core of the collection at the Museum for
Greek Popular Instuments (M.G.P.M.I) in Athens, and it is his 1976 publication,

Greek Popular Musical instrumerls, which is the mast common source for initial

ethnomusicological studies on the topic. Anouanakis confirms this view in his
introduction to the second edition (1991). Commenting on the fifteen years between

the publication of the first and second edition of his book he observed:

Research in ethnomusicology has advanced very little from 1976 to the
present: the creation of a university chair in Crete, the founding of the
Museum of Greek Popular Musical Instruments and the publication of
a limited number of specialised studies and records is of course
important, but not sufftcient for the siucy of an area of particular
national and cultural significance. (Anouanakais, 1976: foreword)

Anovanakis and the M.G.P.M.1 use the Hombosltel/Sachs system of classi{ication. As
yet there have been no syslematic prope “Is for the classification of rebetika
insiruments although, as 1 have illusirated in dis -ssion so far, a start could be made
by outlining an historically-based classification of the instruments with reference to
stylistic periods of the genre described in fable 2.7 and detailed in tables 6.5, 6.6, 6.7

and 6.8. Similarly, classification according to variations in measurements, number and

73 The lack of laxenomical study of Greek popular musical instruments was confirmed in informal
discussion with Dr Lambros Liavas, the director of the Museum for Greek Popular Musical
Instrumicnts in Athens, in 1998,
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types ot frets, string courses and positioning and type of tuning heads and pegs,
decotative fealures and woods used in construction, all touched on in tables 6.9 10

6.22, are areas of classification which could be considered.

To broaden classification discussion I have taken inlo account Kartomi’s use of the
lerms “culture-emesging” (CE) and “observer-imposed”(Ol) (Kartomi, 2001: 298):
terms used “lo distinguish those so-called “natural” classifications which emerge
informally from within 2 cullure or sub-culture” from ‘‘observer-imposed”
classifications that are conceived and imposed by an insider or outsider musician,
scholar or museologist...”. In the tables below 1 have used the abbreviations of the
terms CE and Ol to indicate which one applies to my proposed calegorizations of
rehetika instruments. My first categorisalion, shown in rable 6.23 lists the instruments

by their generalised musical role: that is rthythmic, melodic and chordal/harmonic.



Table 6.23

Generalised musical roles in rebetika ensembles (CE)

Rhythmic

v

melodic

v

chordal/harmonic

v

guitar
baglama
Zonras
laonto
potiri
koutalia
komboloi
2Hia

defi
toubeleki
drum-kit
piano

bouzeuki (six and eight siringed)
baglamo
tzoura
saz

oud
mandolin
mandola
violin
lyra
kanoun
sartonri
cembalo
isimbous
clarinet
accordion
voice

fuitar

pair of boauzoukis
baglama

laouto

accordion

piano

electronic keyboards
cello

double bass

voices

I have noled in previous chapters thal the heterophonic nature of Pre-World War Two
rebetika music interrelated with the monophonic nature of the instruments. The
evolution of rebetika style involved the gradual introduction of Western harmonic
ideas played on instruments capable of producing polyphonic sound. Table 6.24 offers
a different reading of the melodic and chordal/harmonic roles of instruments

categorising them as either monophonic or polyphonic instruments.




Tables 6.24

monophonic and polyphonic roles of rebelil-m/m instruments

Monophonic polyphonic

bouzouki bouzouki
baglama baglama
zoura tzoura
violin Inouto
santouri guilar
kanonaki accordion
cembalo piano
mandaola
bra

ond
tsimbons
cello
double bass
clarinet

A smaller group of instruments with metodic roles associated with the performance of

extended improvisations — taximia, are shown in table 6.25 below.

Table 6.25

instruments specifically associated with the performance
of taximia (CE)

bouzouki

oud

vialin

lyra

kanoun

clarinet

The history of reberika tells us that there has been a continuous debate about the
relation of rebetika music to perceplions of Oriental and Occidenial culture and the
ambiguous (or dual?) culiural positioning of Greece within this debate. In fact,
cultural phenomena in the Balkan, Near and Middle East regions often resnlt from
regional intercultural contact. Indeed, as discussed above, rebetika is an example of
this. In this case and others, attribution of a single ethnic origin to a cultural

phenomenon becomes problematic. However, rebetika is now perceived, world-wide,
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as a Greek popular urban music. A useful approach to a detailed examination of the
intercultural elements present in rebetika could include a detailed classification of
rebetika instruments in terms of their perceived national and regional identity. This
could be substantiated in terms of construction techniques and performance locations

and techniques. In table 6.26 below | categorise rebetika insituments in relation to

popular views of their regional origins according my informants (excepting those

informed by more systematic organological rescarch).

Table 6.26

Rebetika instroments categorised in terms of the popular perception of their regional
identity (O1)

Western Evropean Greek Arab-Turkish

violin bouzauki (six and eight siringed) oud

guitar baglama kanoun
accordion 1zoutra santouri
mandolin laouta saz

piano lyra tsimibons
drum-kit patiri baglama-saz
cello kombolai toubeleki
double bass koutalia zilia

The playing of most rebetika instruments is predominantly a male occupation. Thus,
classifying the playing of the instruments in terms of gender, particularly historicatly
in Greece, illustrales a simple picture. Thal is, all rebetika instruments are played by
men, whereas only the zilia, koutalia and defi are instruments played traditionally by
women. However, this raises the question as to whether the same situation exists in
the Greek diaspora in Melboume. In fact, since the mid-1980s, a small number of
women musicians in Melbourne have played a greater range of instruments. Future
consideration of gender distribution and mstrumental performance in the Greek
diaspora may reveal a changing gender role with regard to rebetika performance.
Table 6.27 below, illustrates the distribution of gender instrumental performance

observed for this study in Greece and Melbourne.




Table 6.27

gender instrumental performance in Greece and Melbourne (O1)
Greece Melbourne

N\ N

Mate femnale mafe female
Voice and all  voice velce and all voice
Instruments defi instruments defi
zilia zllia
koutalia koutoulia
(instances of)
bouzouki
baglama
maadolin

laoulo

Another diaspora-related categorisation involves instrument usage by different
generations. If intergenerational rebetika music-making features differences and
similarities in other parts of the Greek diaspora, as it does in Melboarne, then
calegorisation of instrument preferences amongst generations, as illustrated in fables

6. 12 and 6.13 might tell us more about rebetika music-making amongst generations

in the world-wide Greek diaspora. The application of this categorisation in the USA

would be particularly interesting given that Greek diaspora communities in the USA

have been established there for over one hundred years.

To conclude this section on the potential for classification of rebetika instruments, I
propose that types of singing voice associated with rebetika be included in future
classification work related to rebetika music. In chapters four, five and six, I argued
that vocal style is a key indicator of rebetika style. Work on classification of the
rebetika singing voice could begin with the following categories shown in table

6.28{a} and (b} below.




Table 6.28(a)

Stylistic tralts of the rebetika singing voice (OF)

Male timbre female timbre

N N\

Sweet heavy dog-like (etc) sweet  heavy
(Auke) (Bapy)  (oxhadiked)

types of vocal emhellishments

tekes  Smyranaic  Piraeotic laika Archondorebetika revivalist




CHAPTER SEVEN

REBETIKA PERFORMANCE IN MELBOURNE FROM THE
1950s TO THE MID-1980s

7.1 Intreduction

The four preceding chaplers examined variations of the rebetita experience in
Melbourne and the relation between these perceptions of experience, the sound of
rebetika and extra-musical associations which arise in the minds of musicians and

aundience members.

This chapter explores rebetika performance in Melbourne from the 1950s to the mid-

1980s. Discussion is divided into two parts. The first part presents a chronological
sketch of rebetika developments in Melboumne, based on the memorizs and reflections
of my informants, documented evidence from newspapers, performance programs and

adverltising malterial.

Further research is rieeded to document in more detail the stories and memories of
Melbourne®s reberika musicians whom 1 have not included, ie those who did not
form part of my network of interviewszes but have since come to light. Further
research is also needed to scan systematically the Greek-Ausiralian newspapers which
tave been published in Victoria over the past half century. These publications will be
a rich source of minutiaze for future researchers. 1 shall examine firstly the music-
making of generation A musicians from the 1950s to the mid-1970s and secondly, the

music-making of generation 4 and 8 musicians from the Tate 1970s to the mid-1980s.




The second part of the chapter examines the evidence of recorded rebetika music
which has been available in Melbourne from the 1960s to the mid-1980s and forms
purt of the archive resource known as the KATAAQI'OYX TPAI'OYAION TIOY
EXOYN T'PADTEl KAl EKAOQGElI XTHN AYITPAAIA XE AIZKOYZ H

KAIETTELM (A Catalopue of Songs which have been written and recarded in

Auslralia on disc or cassette). The music is used to demonstrate slylistic features of

recorded material available in Melbourne and, where appropriate, lo substantiate the
recollections of my informants. Entries in the catalogue end in 1992, 1 shall refer to
post-1985 recordings and recordings not included in the catalogue which relate to
generation B musicians in chapter eight. 1 shall also refer briefly to the accessibility of

78 rpm recordings in the 1950s which were not available for my study.

As we shall see, the reference lo music “recorded in Australia” is misleading since it
does nol necessarily mean the recording was produced from performances in a
Melbourne studio or venue. In many cases, the recordings were produced from a

pressing of a master copy imported from Greece and distributed in Melbourne.

1 refer below 0 my informants’ recollections regarding venues, the commercial
environment in Melbourne and their activitics as musicians during successive decades

beginning with the 1950s.

7.2 The 1950s

The earliest reference {o a probable rcbetika performance in Australia pre-dates the
1950s. Gauntlett noted that the earliest touring exponent of reberika to visit Australia

“may have been [that] claimed for 1925 and 1926 by the Greck-American

™ | am grateful to Me Mimis Sophocleous, Director of the Greek-Ausiralian Archive Museum and
Learning Centre at the Royal Melbourne Institute of Technolcgy University, who compiled this
calalogue and gave me access Io the resource for my rescarch.




guitarist/vocalist George Katsaros, but he seems to have been a member of a theatre
group rather than as an exponent of rebetika...” (Gauntleit, 1993: 343). As Gauntleit

wenl on lo observe:

By the late 1950s the notoriety of rebetika was a major issue in Greece,
and echoes of the sancltimonious coidemnations of the songs as
decadent and anti-Hellenic can be found in the Greek-Ansizalian press,
bul significantly without reference to a local tradition. (Gauntlett,
1993: 344)

As we shall see, a few Greek-Australian musicians from the period claimed 1o have
included rebetika songs in their performances. Apparently these inclusions of rebetika
in public performances were not of sufficient interest to be noted in the local Greek
newspapers. While these early performances in Melbourne can be seen as
continuations of the rebetika tradition in Greece, rebetika as a “local tradition” in

Melbourmne had yel to be established.

Two arlicles (Strathgopoulow, March 6", 1957 and Christidis, March 20m 1957)

printed in the Greek-Australian newspaper Neos Kosmos, indicated the flavour of the
then current debale aboul rebetika amongst Melboume’s Greek-Australian
community. They are of particular relevance to Gauntleit’s comments and this
discussion. I have provided a translation of both articles below. The first is entitled

Rebetika Song. (Strathgopoutou, 1957).

Rebetika Song. (trans: P.Horn, 20000

There is an artistic and sociological subject which from time to time
comes up in the newspapers and broadcast media. The subject is
rebetika songs. Are lhey an appalling aspect of the lowesl form of
music in our country? O, to the contrary, do they represent the fine art
of Greek music? When intellectuals and artists argue with academics
they give their opinion strongly and say that rebetika are clearly Greek
and constitute genuine /aiki music: perhaps even more worth
mentioning than Classical music.




Unfortunately when they say that, they are simply producing a
‘prophecy silling on a tripod’ like the Delphic Oracle. Uader no
ciccumstances do they offer convincing words, evidence or
professional proof about their beliefs etc so that they can enlighten we
ignorant listeners and readets. They avoid explaining why those songs
are called rebetika and what the word rebetes means. They are silent
instead of explaining to us why these sorts of songs saw the light for
the first time, or rather the half-light [a reference to hashish dens]
which is where they [rebetika performers) used to partake of the
narghile; and why, from then on, and for many years until today,
rebetika songs were praising a manufactured paradise {a reference to
drug induced states?). They avoid telling us the bases and facts which
are shared by rebetika and Greek laiki art. If words have not lost their
meaning, song must mean: a sung poem - basically poetic verses and
phrases: and the purpose of the music is to interpret and accentuate the
meaning of the lyrics and create the appropriate acoustic atmosphere
for cach poem. The unity of the poetic text and the musical form is a
fundamenta! rule in the architeeture of the song. Here, therefore, exisis
the key of the matter. Let’s look at the verses of rebetika songs.

You may go since you wan! 1o go somewhere else, Leave the tricks, the
nagging and silliness. When the loulas [section of pipe where hashish
is burnt] is smoking you shouldn’t talk. Look around and the manges
are all doing toubeki. fheavy Persian tobacco] Leri, leri leri, leri, leri,
the truants, you sucker, are thousands In the dounia. Hey yon
ridiculons mangas. Stop the rubbish. Don’t get too close to my girl.
The mangas went out for a stroll to find a tekes.

If v~ accept as poetry this ghastly underworld slang — even folk poetry
— wz must ask, what is the quality of a music which expresses,
interprets and creates the acoustic atmosphere to the words “ konxes
{tricks), trikes (rubbish), loulathes (upper end of pipes where hashish is
burat), narghiles, (hash pipe), toubeki (Persian tobacco), ler, leri
{nonsense words), kopanes (truants), koroitha (suckers, fools),
gomenes (the broads), tekethes (hash dens) etc”

The music to which this hideous poetry corresponds is equally hideous.
How is it possible for us to load this unmentionable art on the
shoulders of the Greek people? If the ardent followers of the bouzouki,
the all-knowing experls, answer us, then we will admit our mistake and
we will acknowledge our error and admit that today, Greece is going
through the “Golden Age of the Bouzouki”. (Strathgopoulou, 1957:1)
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Before | comment on Strathgopoulou’s article, | should mention that the views are
expressed in a form of the Greek language called katherevousa, which was created by
intellectuals and bureaucrats after the Greek War of Independence {ca 1830) in an
effort to purify the Greek language of Turkish and Slav influences. It was meant to be

constructed from Ancient Greek and demolic forms of the Greek langnage. Whilst the

language was used by officialdom until well after the Second World War, it was never

used by the mass of Greek people; and in 1976, the demotic form of Greek was
officially adopted as the national form of Greek language. Thus, it is most probable
that the Neos Kosmos article was produced from a mainland Greek paper for
inclusion in the Melbourne Greek newspaper {this was a common practice). This view
is supported by Mimis Sophocleous (2001, pers. com.) who believed that it would
have been unlikely in the 1950s that a Greek-Austiralian would have expressed these

views in katharevousa.

Nevertheless, the article was published for Melbourne readers and they succeeded in
provoking a focal response, as we shall see below. We can safely assume that the
Strathgopoulou article reflected a significant part of the offictal mainland Greek view
of rebetika in the late 1950s.7 That is, the vernacular form of Greek language used by
rebetika composers and the kind of low-life depicted in the songs were considered to

be an insult by those adhering to the official view of ancient Greek heritage.

Sirathgopoulou leaves us in ro doubt that reberika text and music are so appalling as
to be practically “uvnmentionable™ to the Greek people. She feels this was so even if
~“intellect5is” and “artisis” maintained that reberika were “clearly Greek and genuine
faiki {of the people) music. However, her final comment presenis another commonly

held view about rebetika in Greece in the 1930s: that is, from the 1950s the appeal of

7% See Ganntlent 1991 For further details on the dehate about the nature and role of reberika in mainland
Greece.
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rebetika had broadened and archondorebetika could be heard commonly in kosmikes
tavernas and bonzoukia. Thus, the period was believed by some to be “the Golden
Age of the Bouzouki”. This article provoked a quick response from a Melbourne
contributor 10 the March 20th, 1957 edilion of Neos Kosmos. Entitled, The Rebetika
Songs: (Can _rebetika songs be characterised as laika songs?, Christidis observed:

(trans: P. Horn, 2000)

Those who don’t want to delude themselves and to delude olhers,
categorically answer - no - without hesitation. How then did this wrong
lerm, the notion that rebetiko song is laiko, continue? By the term
laikos, do we mean all of the people who are citizens of a coontry,
who have the same ethnicity: ranging, let’s say, from a poor Greek
farmer, to an unskilled Greek factory worker and to a Greck
Bothosakis, Nearhos [wealthy shipping owner]? We say no. The lemmn,
and the terms laos and laiko, are nsed mainly 10 mean the poverty
stricken inhabitants of villages and cilies. Each person who thinks he
occupies, or really does occupy a place of value in the community,
denies the label. This means that nol only is he nol a laos, but is
something “superior” and better than a laos. The newest teacher,
doctor, solicitor, even a small manufacturer or member of a small
circle of business people, feels it is a curse, a beating, if he is
characlerised as a laos person or laikes. Generally, he understands the
term laos, to mean paupers; in particular, the poor of the villages and
the unskitled workers, the large mass of people — citizens of a country
— who are sunk in the depths of misery and wretchedness and, because
of the economic, social and political position which make vp the hard
reality of their life, it is impossible for them to feel and move around
like the perverted and unnatvral social types of the rehetika song who
narrate criminal acts of adultery, theft, hashish smoking and free love
with a peculiarity of idiomatic language plainly unrelated, independent
of and unconnected with the linguistic tools of the Greek people. So
from a linguistic perspective, historical view and social reality, it [the

writer’s argument] is proven. The term, ‘rebetiko’ song, cannot be
established [or] supporied as a Greek laiko song. Such a view is a
perversion and slander against the Greek people who have roots deep
in the past. It is a reaction of those Greek classes who - from social fear
- think of the laiko lype of people as criminals who, with their
manufaclured paradises, turn their backs on hard social-economic
reality. Nevertheless, it won't be long before the real Greek laiko song
will be heard (Christidis, 1957).




Christidis, asking whether or not rebetika can be considered (o be truly of the people,
i.e. laika, mainiains that it cannot, because whilst the terms laas or [aikos refer to “the
large mass of people” in Greece who are poor, they are not lo be equated with the

“perveried and unnaluoral Lypes” associated with rebetiko song.

These atlicles in the national Greek-Auslralian newspaper, Neos Kosmos reflect
negative attitudes about rebetika in Melbourne which were around in the late 1950s.
The few informants who arrived in Melbourne in that decade confinmed this negalive
attitude for me. Tourloubis said he believed that: “In 1954, if you talked Greek or
sung in Greek in Melboumne, they [Anglo-European Australians] would
[metaphorically] kill you™ (Tourloubis, 1998, pers. com.). Nevertheless, he claimed to
have been playing his six-stringed bonzouki and singing in the same year at a venue

called Kirinia and in cafenion (smali Greek cafes usvally frequented by men). Later,

Tourloubis and Christos Baltsidis sang and played the bowuzouki in the Pirina Café in

Russel! Street. Tourloubis commented:

[At that time] there were no night clubs. The drinking laws were very
tough. | remember when we played at a place where Greeks went to
dance, they put beer in their cups to drink and sometimes the police
came fo protect the areas [ from illicit alcohol consumption]
(Tourloubis, 1998, pers. com.).

Tourloubis showed mc a photograph, dated December 24th, 1954, which had been
taken of himself and another houzouki player at the Delphic Peceplions near the
comner of Burke Street and Russell Street in the city of Melbourne. Another
phalograph, dated 1955 shows Tourléubis, oted player Christos Baltsidis and another
anonymous player, which Tourloubis described as the “first [Greek-Australian] trio in

Melbourne.

Tourlonbis claimed that when he arrived in Melbourne in 1954, “nobody was singing
rebeiika™ except himself which is not quite accurate. However, ke observed correcily

that:




Not many people liked rebetika [in the 1950s]. There were about 5000
people in Melbourne; maybe about 100 liked rebetika. Those who
came from the country liked demotika. But a lot of people from Asia
Minor were here — they liked it. They liked all the bouzouki music
(Tourloubis, 1998, pers. com.),

He was wrong aboul the sizé of the Greek-born population in Melbourne in 1954,
which actually numbered 25,862 (see table 3.3). However, the spirit of his
observation is fair. Given the migratory pattern of Grecks from Asia Minor ard their
significance in the evolution of rebetika, it is worlh noting again that the 192}7%
census of Greek bom Australians showed a significan! increase from the 1,798 in
1911 to 3,654 10 years later. In chapter eight 1 shall refer to a theatrical play written in
the 1990s which cxplored the experience of migrants from Asia Minor who settled

ajound Yarraville in Melbourne.

Christos Balisidis, who arrived in Melbourne in 1953, recalled how there used to be
“no Greek places to play music [and) all these people {Greck-Australians] came to
Victoria, opened shops, businesses and they were looking for musicians” (Baltsidis,
1998, pers. com.). According to Tourloubis, a year laler Baltsidis found one or two
fellow musicians. Thus we can be cerlain that a few newly-arrived musicians of the
1950s brought with them experience of rebetika music and they played instruments
such as the bouzouki and oud. However, it secms that their public repertoire, whilst
featuring some rebetika and demotika music, consisted of a greal deal of Eurgpean
and Latin-American-type popular music. This was confirmed by Tsicaderis who

observed:

I was a young boy [in the 1950s], but the pressure from the radio
stations ... was the European light popular style... A lot of the migrants
of the 1950s came from country towns and they would have been
hearing demortka — rebetika very little, although somne of the musicians
we had would have known rebetika {Tsicaderis, 1998, pers. com.).

78 This year coincided with the mass exchange of populations between Greece and Turkey in 1921-22.




Key performers of rebetikea music in Melbourne in this period were named by
generation A informants as: Jim Pappas (drummer), Takis Tourloubis (beuzouki),
Folis Gonis (a bouzouki player who later went on 1o play bouzonki in a Broadway

production of Zorba The Greek), Jim Ballas (bouzonki), Christos Baltsidis (oud),

Takis Kavouris (keyboard), George’E_ltis (Violin), Anestis Kavouras (guilar) Con A<
Sapklanderis (bouzouki), George Fretsasidis (bouzonki), George Cosmopoulos
(bonzouki), Peter Tsingounis (laouto). Undoubiedly, there must have been other
players, but the musicians listed above were those most frequently mentioned by my

informants.

EBarly commercial interest in rebetika

In addition to the evidence provided by newspaper articles, entreprencurs and active
musicians, there is also information documenting the carly Greek-Australian

commercial interest in rebetika.

Spiros Caras and Harmy Trahanas, are today both involved in Melbourne’s Greck-
Australian music recording importing business. They recalled that the Yiannopoulos

Greek Emporium was situated near the corner of Swanston and Loansdale streets in the

1950s. Among other producis it distnbeted Greek 78tpm recordings manufactured

from imported matrices {Caras, 1999, pers.com.), (Trahanas, 1999, pers.com.).
Trahanas claimed 0 have bought imported rebetike recordings from this store in

1955. Tourloubis reealled buying bouzonki strings from the saine store in the 1950s.

Zervos (1999, pers. com.) commeated how as a boy he smashed many imported
Greek 78tpms by throwing them into the air “like frizbees”. These recordings
belonged 10 his grandfather who came to Australia in 1908 aged 12. Zervos thinks
that his grandfather may have bought these recordings from the Yiannopoulos Greek

Emporium.



However, Con Zahar, (the Head of Hellenic Music Distribution in Australia who
began his career in the Greek-Australian recording industry in Sydney in 1951),
doubted that Zervos's grandfather could have acquired rebetika recordings in
Melbourne during the early 1950s. According fo Zabar, Yiannopoulos began the
Emporivm in 1949/50. At firsl, the business dealt in Greek magazines and Osthodox
church items; and later it introduced Greek records. Zahar observed:

EMI imported the records. We (Zahar and his uncle in Sydney) and he
(Yiangopoulos in Melbourne) were placing our orders with EMI
Australia who were getting them from England. Greece was doing the
recording bul the manufacturing was done in England so we were
bringing in the 78rpms in wooden crates from England. When they

started the little 451pms, everything was manufactured in Greece
(Zahar, 2001, pers.com.).

Here, Zahar tells us that it would have been possible for Greek-Australian record

shops 1o import post-1946 recordings of archonderebetika. However, he went on to

maintain that:

Al that time when we were bringing in records, rebefika was not in
existence...it was zebekika that was the popular music of the
day ... Rebetika was more [about] the underworld and involved people
who were cn drugs. Zebekika involved talking about problems in
homes and relationships. People would get up and dance o zebekiko
even if they were sad (Zahar, 2001, pers. com.).

Thus, Zahar makes a clear distinction belween rebetika and zebekika. He even staled
that Tsitsanis and Papaioannou were “rebeles” pre-1946 and that “afier the Second
World War, the same people wrote different songs. The songs were not rebetika but
zebekika”. By itself, the term zebekika (pl) or zebekiko (sing.) is a qualitative
designation referring 1o a dance thythm. I believe the term zebekika is used to
describe some post-1946 popular Greek songs which were based on a zebekiko

thythm but do not contain other rebetika characteristics. However, some songs



referred (o as zebekika also involved other rebetika characteristics, in which case they
may qualify as being called rebetika-related songs,’” Zahar recalled: “In 1935 the
popular rebetika {sic) singers such as Katie Grey, were singing zebekika and
tsiftetelia™. (Zabar, 2000, pers. com.}. Following Zahar’s view a popular Greek song
simply based on a rebetika dance mode does not qualify the song to be referred 10 as a
rebetika song. A similar argument could be used in reference to a “blues” song. That
is, a song based on the twelve bar harmonic forumalae does not make it a “blues”
song. To falt into the “blues” calegory other characteristics particular to forms of
“blues” music would have to be inctuded. Similarly, a rebetika song or rebetika-
related song would have to contuin more than one musical characleristic of the
rehetika genre. Defining at which point on this stylistic continvum a Greek popular
song can said lo belong to the rebetika genre is not a scientific exercise. ‘The situation
adds to the problem we face concerning “the vagaries of commercial usage [which]
have contributed lo the confusion which prevails in popular usage of the lerm

[rebetiko] and perception of the genre, as well as reflecting it” (Gauntlett, 1983:84).

We can see from the preceding evidence that rebetike performance in Melbourne in
the 1950s was rare. However, an interested andience existed whose regard for the
genre extended to buying imported recordings, attending early Greek-Australian
music performances (some of which included rebefika songs) and responding to

articles raising the issue of rebetika in Neos Kosmos.

Not until the 1960s did rebetika become strongly established in Melbourne. lis
popularity was related to a huge increase in Greck immigration from the early to mid-

1960s. In 1961 the Greek bom population of Australia was 77.333. Within five years

T7 | use the letms rebetika-relnted songs cautionsly o refer lo songs which contain, io my judgement,
enough rebetika musical characteristics as discussed in chapler five to be considercd as a feature
of the rebetika genre. However, | note that this criterion does not agree with Gauntlen’s “sole
criterion for eligibility for inclusion in” the Melbourne reberita database, Corpus Rebeticonm:

that “being atlestation as rehetike in a verifiahle source™ (Gauntleit, 1994: 46).




it had reached 140,089 (see {able 3.3). The Greek-Australian community began to
eslablish entertainment venues including bouzoukia, i.c venues for the performance of

popular bouzouki music. As Gauntlett observed:

The amival of the botizoukia in Melboumne in 1960 was announced in
Neos Kosmos as “incrédible but true,” and while no details are given of
the provenance and repertoire of the musicians, their venue, ‘MU Hall’
at 158 Hoddle Street, is claimed to have the style and menu of an
Alhenian taverna..by 1962 the bouzouki was perceived to be
sufficiently acclimatised in Australia to sustain the first of a long
sequence of visits by lcading exponents of rebetika and rebetika-
derivatives [from Greece]..(Gauntlett, 1993:344)

7.3 1960s

Whilst the bouzouki may have become a familiar sound in Meibourne in the 1960s,
my research shows that the instrument had been used for occasional performances of
rebetika music from the mid-1950s. Nevertheless, the ezdy 1960s marked the
beginning of a boom of rebetike performance in Melbourne even if some musicians

remained wary aboul the music’s acceplability in Australia. Spiridakos coinmented:

“When 1 came here [in 1961] I joined a band [of Egyptian-Greeks] and talked about

rebetika tragoudia. Firstly, these people didn’t play rebetika and they told me no one
wanted it. [They said] “If you try to sing songs like that, maybe they’ll kick you out of
the place” (Spiridakos,1998, pers. com.). Thus, forays into rebetika were not
acceptable 1o all Greek-Australians in the early 1960s. Greeks from Egypt were
known for their preference for the more “sophisticated Lalin-American music rather
than rebetika™ (Clidaras, 1994, pers. com.). Thus, Latin-American dance music and
other popular European ballad rusic of the early 1960s were the preferred forms of
music of the first licensed Greek Tavern in Melbourne which, according to Spiridakos
(1998, pers. com.) was established in Toorak, feaiuring musicians playing bouzouki,
accordion, drum-kit and electric organ. Greek laiki music, including a number of

rebetika songs, was always played al the end of their performances; lale in the
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evening. This structuring of performance content was common and can still be found
in contemporary wedding receptions and Greek night-clubs where heavily amplified
versions of demotika and rebetika begin afler midnight after which (in my experience)

kefi (high spiritedness) increases.

During the 1960s, the total pool of Greek-Ausliralian musicians increased with the
arrival of a number of key players including Nikolaras - onc of the first bouzouki
musicians lo work professionally - (Spiridakos, 1998, pers. com.), Thomas
Papadopoulos, (bowzouki), David Davidopoulos, Varnavas (voice) and Themios
Stathoulopoulos {bouzouki). The latter two musicians were mentioned by my

informants as having played a particulary important role in the evolution of rebetika

in Melbourne.

Varnavas, who arrived in Melbournc from Cyprus in 1964 at the age of 17, observed
that there were only “a couple of Greek night clubs” {Vamavas, 1998, pers. com.) in
Melbourne at that time and they were frequented by “half and half nationalities: half
ltalian for] half Greek, English, Australian and Yugoslavian”. He began lo sing in
these clubs at the age of 18 and in 1965 met Themios Stathoulopoulos. Varnavas and
Stathouloponlos formed a long-lasting musical partnership. Describing his initial

meeting and consequent partnership with Stathoulopoulos, Varnavas commented:

Themios came herc [Melbourne] in 1964 and I met him in a coffee bar
in Exhibition Street. I saw a man walk in with a boizouki, He took the
bouzouki out. We sang a few songs and that was the first bouzouki
player 1 had mct in Australia. [Stathoulopoulos said] “I came [to
Australia] with my wife. She is a singer and we are getting ready to
sing at a Greek night club named Olympus. He invited me to sing wilh
them. Qlympus was in [Chapel Street] Prahran [but it burnt down] and
Themios said “we’ll open our own place™. Which is what we did in St
Kilda Junction. He named the place Nestalgia (Varnavas, 1998, pers.
com.).

In 1967, Varnavas managed the musical program of the Athenaika Taverna {origmally

called the Alikante Restaurant) in Collins Street. He described the raverna as a “place
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where thousands of people met” during the period when “Greeks were arriving in

Melbourne in ships such as the Patris, Ellinis, Australis”. The original Athenaika
Taverna remained open for one year before being closed by the police because of
illicit alcohol consumption. Soon after Varnavas opened other places with the same

narne: two in Little Lonsdaie Street and another ie Church Street, Richmond.

Themios Stathoulopoulos® contribution to rebetika music in Melbourne warranted a

subsiantial entry in the 1993 edition of The Oxford Companion to Ausiralian

Folklore.”® To paraphrase Gauntlett’s entry, Stathoulopoulos claimed to have been
the “first and most authentic rebetike musician in Melboune”. The son of a saz
player, he began playing the bouzouki in 1948, “learned to play rebetika songs by ear
from gramophone records,” and slarted to play in his native province of Messinia
before running away to “live rough on the outskirts of Piracus". After completing his
national service, he married Yiola Panayou, an accomplished singer who recorded
several popular songs with Columbia Records in the early 1960s. Soon after, Themios
and Yiota were “brought to Melbourne” to perform at a Greek club. Finding that it
had closed, they started performing at the Olympus Club in Prahran. After the club
had been destroyed, he became “joint proprietor” [with Varnavas} of the Montecarlo
Ciub which was renamed the Nostalgia. The on-going licensing problem which faced
early Greek club owners arose again. “Unable to afford a liguor license... the joint
owners of the club frequently had their stock of alcohol confiscated by the police.
Nosralgia closed down and Stathoulopoulos tumed to plastering to meet domestic
expenses. He appeared in a 1967-1968 “floor show as part of an international cabaret
al the Zorba Club, Prahran and later opened a café near-by, where he performed live

bonzowki music (Gauntlett, 1993: 356-351).79

78 See Gauntient, 1993: 330-352, for the complele entry.

77 1 shal! retumn to the rebetike carcers of Vamavas and Stathoutopoutos during the discussion of
rebetika developments in Melbourne during the 1970s and 1980s.




With the increased Greek-Australian population and subsequent establishment of
rebetika and venues for its performance, related commercial aclivity increased
including the establishment in 1960 of a souvenir shop owned by Dimitris Caras at
189 Lonsdale Street which developed into an impostant music business, His son,

Spiros commented:

[The shop] closed afier about six years before re-opening at 215
Lonsdale Street. Over the years the business developed into a music
store involving manufacturing and importing. Originally Jim Caras [his
father] had ot intended developing a music business but a market
existed amongst Greek migrants. Music was a link with Greece at a
lime when communications between Australia and Greece were less
casy. (Caras, 2000, pers. com.)

Communications between Auslralia and Greece in the 1960s depended on expensive
telephone calls and written correspondence, but it was Caras’ view that live musical
performances and the acquisition of imported recordings of Greek music were valued

highly by migrants whose homeland was on the other side of the world.

Around the same time as the opening of Caras’ business, two other music stores
opzned in Melbourne. One was located in Lonsdale Street and named after its owner,
Satapatas, which "brought over records, souvenirs and books” (Trahanas, 1999, pers.
com.). The other was established by George Bitsis at 246 Russell Street, named The

Odeon. Bitsos, and Zahar in Sydney, became the exclusive distribulors of imported

Greek music recordings for EMI Records in Australia.

74 1970s-1985

By the end of the 1960s the performance of reberika music in Melboume had taken
root. [t was made possible by the arival of competent bouzouki players, the growth of
an audience, the establishmeni of venues and the opening of music shops able (o
import recordings of rebetika to supply a steady demand. These developments

incieased in the 1970s. More new venues were established encouraged by an easing of




the licensing laws. For example, Tourloubis named vhe Brunswick venues such as the
lpar){b (later renamed Kresta), Cocacabana Club, Thc Retreat Hotel and East
Brunswick Hotel, while Zervos nmamed La Luna café in Brunswick. In 1979
Stathoulopoulos began performing with Varnavas at the Aristotle Tavern, Fitzroy and
in “rebetika soirées al the Metboume branch of the multicultural Baite _.. ” {Gauntten,
1993: 351). The very cxistence from the late 1970s of the Boire, an organisation in
Melbourne dedicated to the encouragement and dissemination of traditional music
from around the world, indicates how general attitodes towards non-Anglo-European
music in Melbourne had changed from those of the 1950s. Boite still exisis at the 1ime

of writing.

The rebetika environment of the 1960s and 1970s outlined so far was the one into
which most of the generation B musicians wcre born and grew up. Indeed, by the end
of the 1970s many of them were taking their first performance steps in the Greek
traditional music scene. One of thesc players (who more accurately fails inlo a cross-

generation age group) was Tassus loanaidis. He observed:

When | firsl came to Auvstralia in 1971 1 camed my living by playing in
places where they played rebetika music. The most prominent place
was called Cocacabana in Sydrey Road, Brunswick where they played
a lot of the popular songs of the day bwl they always inclnded rebetika
in their repertoire (loannidis, *998, pers. com.).

Between 1975 and 1979, as he observed, he also “presented a music program atl La

Mama Theatre where we [he and his brother Christos] presented several kinds of

music but again rebetika songs were often played” (foannidis, 1998, pers. com.).

The Tsakpina club, 1979-1981

Thus, the 1970s was a decade in which generation A and generation B musicians
began to converge. This merging was recatled by musicians from both generations

who described a particular venue, the Tsakping Club, as a meeling point. This club,
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created in 1979 by Komminos Zervos, had particular significance for those following

rebetika developments in Melbourne. Zervos described the club as follows:

It was a rebetiko playground for Australian-born Greck kids. The entry
was in Waratah Place and you went upstairs to the {irst floor of 185
Lonsdale Street, It became a popular venue for non-Greek people as
well as young Avstralian-born  Greeks: particularly  left-wing
progressive youth clubs: then it became popular among the general
Greek population. We opened until very late at night: until 3.00am or
4.00 am. When Melbourne artists finished their shows they would
come along to us. We stuck fairly rigidly to rebetika music for our
entertainment. It was like walking into another era: like travelling back
in time and to another country. People like Themios Stathoulopoulos
and Varnvas would come here after their gigs. In 1980 1 published a
record: a rebetiko EP of originals that Themios had written here in
Australia. They were real rebetika times. When they did a show and
ihe hookah came out, the music started playing: it was very suthentic.
Sotiria Bellou [a celebrated female rebetika singer who performed with
many of the post-1946 Gieek rebetes] visited the place when she came
- to Melbourne. So did Manolis Hadzidakis (a Greek composer) and
Gail Holst, author of the book Road To Rembetika, (sic) fthe book
which inspired Zervos lo create Tsakpina/. (Zervos, 1999, pers. com.)

Zervos descobes the Tsakpina Clib as a hive of reberika activity in the late 1970s and
carly 1980s. His ackowledgment of Holst’s influence recognises her contrnibution to
the rebetika discourse as the product of an Australian musicologist - not a Greek
musicologist. This is significant nol least because little had been published about
rebetika outside of Greece in the mid-1970s, bul also because as Holst observed *The
Australian Council for the Arts was sufficiently enlighiened to believe that research
into Greek music was relevant to Australia [in the carly 1970s} and financed [her

research] trip to Greece” (Holst, 1975: 8). The 1983 film, Rembctika: The Greek

Biues, included a section filmed in Fhe ZFsakpina Club featuring Themios
Stathoulopoulos and his wife, singer Yiota Stathoulopoulos. The narrator in the film
nbserves how Greek-Australians in Melbourne are “now discovering songs of the
underworld: songs their parents were ashamed to teach them” (Holst, 1983). [ am not

aware of the extent to which the “shame™ of rebetika themes played a role in the
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transfer of rebefika repertoire between generations A and B. However, I do know as
Vela observed in chapter two, that work and establishing themselves in Australia was

a priority for generation A musicians in the 1950s and 1960s.

The Tsakpina Club was remembered by Vela as a “rebetika inspired fiang-oul. It
crealed something that they [the owners] thought would have reflected the 1920s. it
was semi-Oriental and you could sit on cushions” (Vela, 1998, pers. com.). She also

described the club as:

...quite political ... They had political groups. Groups like Resistance
could go in and have their meetings always with rebetika music being
played in the background. There was a women’s nighl: no men
allowed. 1t was available for a lot of radical groups (Vela, 1998, pers.
com.).

Here Vela provides a rare observation linking rebetika in Melbourne with political

activism, especially the early days of the politicisation of gender awareness in the late

1970s.

Zervos also recalled the later years of the club as being more “political”. He chose o
close the club in 1982 after deciding to “move on lo other things...”. Morcover, he
“crealed Tsakpina as a piece of Greece that no longer existed even in Greece™. This
latter statcment is debatable since clubs featuring pre-1946 rebetika siyle music were

created in Athens during the 1970s by rebetika 1evivalist musicians.

Bearing in mind that the T'sakpina club had been frequented by both generation A and
B musicians, and that the club's existence spanned the latc 1970s and early 1980s, il is
worth noting (hat its most aclive period began shortly afier the fall of the Greek
Military Junla in Greece in 1974 and the emergence of revivalist rebetika bands. It
also paralleled a surge in political awareness and activily invnlving anti-war
sentiments and demonstrations amongst Melbourne’s Greek population. It is not

unreasonable to suggest that this political awareness associated with significant events
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in both Greece and Australia, may have contributed to what my informants had

previously referred to as “an awakening” to things Greek amongst their peers. A core

group of these young Greek-Australian musicians met at Melbourne Univessily in the
carly and mid-1980s. As Gauntlett (1993: 343) noted, “the University of Melbourne
was among the first in the world to offer undergraduate courses and foster scholarly

esearch on the genre”.

Archie Argyropoulos, Paulos Andronikos, Hector Cosmas, Christelia Demetriou,
George Galiatsos, Irini Vela and Achilleas Yiangoulis were among Lhese
undergraduates. All were later to become important figures in Melbourne’s rebetika

scene. Vela commented:

I started at university, ! got involved in the Greek club; not seriously
but I met a friend who said mere was a Greek Socialist youth
organisation. They said they needed a guitarist for a choir.
accompanied this choir for basic Greek worker songs: some were
based on folk music; some more rebetika style — Mikis Theodorakis. In
a sense my introduction (o reberika occurred via Theodorakis’®
interpretation of rebetika. Later, 1 came across players who were lo
become the original players of Apodimi Compania, George and Manoli
Galiatsos. They were called Rebetiki Compania. |, and a woman called
Christella , 2 bouzouki player, formed a group. As women we were just
there. They [the men] were desperate for players. Christella was a
bouzouki player and 1 was a puitarist. It freed George [Galiatsos] lo
play the baglama and they needed a bigger sound. That was my
introduction to rebetika: as a political thing. | saw it as political music.
(Vela, [998, pers. com.)

Vela raises the question as lo whether rebetika can be regarded as a “political music”.
Music as sound per s¢ cannot be political, but the social ramifications of making
music can be. As such, it is not difficult to understand the perceplion thal reberika in
Mclbourne in the 1980s was political for some of the emerging generation 8 players.
In Greece it was similarly perceived as political. in pre- and post-war Greece, the
music was both vilified and encouraged at various times by all major political parties.

Vela’s description of how she and Demetrion became involved as instrumentalists in




Rebetiki Compania suggests thal, at the very least, male members of the ensemble

were willing to include women as key instrumentalists rather than te exclude them as

had been the norm in Greece and Melbourne. Vela and Demitirou were clearly keen

to change the idea that women could not be players of key rebetika string instruments.,

Tsilsanis, one of the most popular performers and composers of post-1946 reberika
songs, died in Greece in 1984. His death was marked in Melbourne by a memorial
concert organised in March of that year by eathusiasts who “brought together half a
dozen local reberika ensembles for repeated performances lo packed audiences at the
National Theatre before touring inter-state” (Gauntlett, 1993: 343). The performances
attracted broad publicity, even from the non Greek-Australian press. As Gauntlet

observed:

Even the Anglo-European press recorded this ‘outburst of piinking and
plonking' or ‘bourowki bonanza’, defining rebetika as ‘the music
Greeks like to hum when they have had a bad day at the races or the
wife has run off with the refrigerator mechanic.” (Zhe Age, March 10th,
1984)

Later in the same year, The Age carried an adverlisment proclaiming “Greek is great.
Smashing Christmas parties up (o 150 people. Zorba music, dancing, plate smashing
and all that™, A year later a review of a Greek tlelevision drama based on rebetita
music and life-styles, Pireaus Blues, was summarised as ‘Nana Mouskouri meets

Arthur Daly” (Age, 18 May, 1985 quoted in Gauntletf, 1993: 344).

The musical director of the Tsitsanis concert, Peter Volaris, had ambiguous feelings

about the event. He commented:

People were very happy with it. It was very authentic. We had created
a good musicians’ club at the time and that was one of the (hings we
did. But there was not much interest after that and the whole thing
[interest in Tsitsanis® music] collapsed. We had Themios
Stathoulopoulos and his wife {Yiota]. We had Varnavas: What a voice!
A good gravelly voice. Stathis Gauntlett spoke and did an introduction
to the coucert. It was a messy thing. It wasn’t professiomal but it was a




good idea. There was David Davidopoulos who said he had played
accordion with Tsitsanis.?® (Volaris, 1998, pers. com.)

Apodimi Compania origing

From Volaris® description, the concert was significant because it was held to revere an
impottant Greek rebetis. However, the significance of the performance did not scem
1o be a concem of the non-Greek press, whose comments about rebetika in Melboure
had more in common with views about non Anglo-European music expressed in the
1950s than wilh vicws expressed in the relatively enlightened 1980s. The concert also
featured an ensemble of young gencration B wmusicians called Parikiaki Compania
(Parochial Ensemble), which in fact was one of the first public appearances of the
musicians who were o later form the infivential Rebettki Compania and Apodimi

Compania.

Such is the significance attributed to Apodimi Compania by the Greek-Australian

community in Melbourne for their role in the evolution of reberika in Melbourne that,

like Themios Stathoulopoulos, they too are given an entry in The Oxford Companjon

to Australian Folkore, (1993}. Likening Apodimi Compania 10 revivalist bands from

mainland Greece, the author noted:

These bands characteristically focus their reperioire on historie or little
known recordings of the pre-war era and seek fo reproduce their
supposedly authentic, pre-commercial style on acoustic traditional
instruments. The wesults have aptly been ~ompared with ‘old 78s
without the scratches’ and are sometimes open to criticism as
contrivedly primitive, hypercorrect and unhistorical (Gauntiett,
1993:13).

80 The claim 10 have performed with Tsitsanis was also made by Stathoulopoulos. Anestis Kavouras,
son of pre-1946 rebetes Geonge Kavouras, was also introduced to Tsitsanis during a trip made to
Greece in search of memorabilia concerning his father.
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Here, Gauntlet refers to the debate about authentic or ‘pure’ rebetika performance

discussed in chapter five in which (as 1 noted) for the most parl, musicians who [ound
meaning in pre-1946 performance practices and styles did so because their desire for

authentic meaning related to personal and community identity.

The ensemble was founded by the brothers George and Manolis Galiatsos. George
Galiatsos began his musical career by playing the guitar and organising cultural
cvents for the Cretan Brotherhood®). His initial musical interest was Celtic folk music
and from this he urned to Greek music, playing wilh local musicians such as Costas
Tsicaderis who were “composing Greek music [and] pulling inusic to Greek-

Australian lyrics™ (Galiatsos, 1994, pers. com.). Galitasos commented:

At some stage in the 1980s, my brother and 1 were playing rebetika
with Irini Vela and then playing contemporary Greck-Australian music
at various venues for the Greek and Australian community at large,
Later we formed our own band, Apodimi Compunia, playing mainly
rebetika music and eventually branched out and slarted playing Greek
folk music, mainly from the islands (Galiatsos, 1994, pess. com.).

Galiatsos’ comments provide a sketch of Apadimi Compania’s stylistic developments.
The ensemble began as a group of Greck-Australian musicians involved in the
performance of a number of styles of traditional music but particularly of Cehic
music. They wenl on to develop an inlerest in pre-1946 rebetika music and then
branched out to include demotika music in their repertoire. 1n fact the first part of their
regular weekend performances al The Retreal Hotel in Brunswick between 1989-

1994, usually began with demotika: ihe rebetika repertoire began around midnight,

For many Greek-Australians and other Australians, Apodimi were not simply

performers of traditional music but alse disseminators of traditionat Greek cultural

81 The Galiatsos family osiginate from Crete. The Brotherhood is one of many similar associations in
Metbarme which acts as a socisl focus for Greek-Australian communities from varfous mainland
regions of Greece,




practices in general. Ensemble vocalist and baglama player Archie Asgyropoulos

observed:

Il [Apodimi Compania} began in 1986. A lot of people have been
through Apodini. The band was formed trying to discover tradition and
to see what role it played in society. [Although il began | as a musical
thing eventually il became something more: it became an analysis of
the times that the music came from. It has been wonderful to present to
the modern Greek-Australian public aspects of Greek culture that they
never knew existed (Argyropoulos, 1994, pers. com.).

Here Argyropoulos lells us that the musicians of Apedimi included a network of
generalion B players who, apart fram performing in the ensemble, were interested in

discovering whal traditional Greek music meant for contemporary Greek-Australians.

Was it a journcy of discovery involving young musicians helping their peers (and

others) 1o consider their cultural heritage? Yes, it probably was.

Al the same time as the emergence of Apodimi Compania, Stathoulopoulos continued
to develop his own career with performances at Kafyva, a Richmond taverna. Here,
the clientele was “diverse, with non-Greek customers often forming the majority™

(Gauntlett, 1993: 351). The clients may have been non-Greek, however:

... Thymios’s (sic) repertoire remained firmly focussed on rebetika by
Tsiisanis, Vamvakaris, Yenitsaris and Mitsakis [first and second
gercration Greek rebetes] and traditional songs: he preferred to add
older songs 1o his reperioire, rather than medern, non-lradilional
compositions (loc.cit).
In 1985, Stathoulopoulos produced an LP titled The Rembetika of Melbourne, with
assistance from the Music Board of the Australia Council. The record featured twelve
of his own compositions. I shall discuss this recording in the second part of this

chapter.

Thus, in the 1980s, rebetifa in its various forms, could be heard by both the Greek-
Australian and Anglo-European communities. For the latter, it seems to have been

based on stereotypical, tourist images of Greece: an image that has largely been




replaced with a more informed image, although as recently as 1995 a flyer advertising
“bouzoukia in the 90s,” presented by Zorba Brothers at the Billboard, 170 Russell

Street, promised “dips ... .plate smashing ... free ouzo shots during the night”,

7.5 Greek popular music recorded, manufactured or distributed in
Meilbourne between the 1960s and mid-1980s

In the second part of this chapter 1 shall examine examples of rebetika music
recorded, manufactured or distributed in Melboume between the 1960s and smid-

1980s. I have selected the mid-1980s as the end-point of my discussion in this chapter

because it coincides with a significant moment in the recordings of generation A

inusicians, in particular with the production of a recording by Themios

Stathoulopoulos entitied TA PEMIIETIKA THY MEABOYPNHX (THE REBETIKA

OF MELBOURNE) (Stathoulopoulos, 1984), and the beginnings of gengration B
recordings which 1 shall discuss in the following chapter, Thus discussion al the end
of chapler seven and the beginning of chapter eight will merge a.. | examine the point

of convergence of musical activily between generations A and B.

My sources of information for this chapter include the Hellenic Music Distribution
(HMD) calalogue of Greek recorded music which lisls much of what was available in
Ausiralia from the 1960s to 200082 and archive malerial conlained in the

KATAAOIOE TPATOYAIQN T10Y EXOYN 'PARTEI KAl EKAQOE! ETHN

AYZTPAAIA ZE AIZKOYE H KAYETTEY from the Greek-Australian Archive

Museum and Learnipg Centre at the Royal Melbourne Institule of Technology,

521 am gratefut 10 Mr Con Zahar of Hellenic Music Distributian, Earlswood, New South Wales for
pruviding me with the HMD General Catalogue of Greek Compael Discs 2001 and for his
information regarding the development of the Greek music industry in Melboume from the 1950s.

The calalogue lists many recordings available since 1960 and which arc currently available an
Compart Discs. However. it does nat list recordings which have been deleted or discontinued, nor
important recordings such as Charlie Howard's cleaned-up 78 pms distributed by Rounder
Compact Disc. Massachuscttss, USA.




University, referred to at the beginning of this chapter. 1 am also grateful for
information from Con Zahar, the Managing Director of Hellenic Music Distribution,

and members of the Greek Music Industry in Melbourne, particularly Harry Trahanas

(formesly of Salapatas music store) and Spiros Caras of Caras music store, beth

situated in Lonsdale Street, Melbourne.,

My aim is to show how a growing demand for recordings of rebetika in Melbourne
(and efforls of small local independent recording companies and larger importers of
recorded music to meet this demand since the 1960s) contributed to the further
evolulion of rebetike in Melbourne, particularly in relation to the activities of

generation A musicians.

1 shall aiso discuss the rebetika recordings referring to the musical characteristics
identified by my informants and discussed in chapters five and six, i.e. mode, melody,

dance rhythms, instrumenlation, form, vocal style and improvisation.

Firstly, it would be useful to list the types of recorded Greek music which have been
available in Melbourne since the 1960s according to the HMD catalogue of recorded
Greek music. The catalogue lists over 9000 recordings each of which is classified by

genre as shown in table 7.1 below.




Table 7.1

Catalogue 2001,

[Classification of popular Greek music genres® recorded in Greece and imported
into Australia between 1960-2000, according to the Hellenic Music Distribution

birthday
Christmas

dimotika [sic] {iraditional rural music]
documentary

ethnika [naliopal and military music]
endehno { 2 form of popular music
referred Lo as “arl’ or “alternative” music|

ekklistastika [religious and sacred music]
funk

heavy metal

horodrama |dance-drama)

instrumental

Ipirotika {traditional music [rom [pitos]
Kaniades [choral song fram the lonian
1slands]

Kipriotika [traditional music from Cyprus]

pop [usually Western European]
laika fa generic lerm for Greek popular music)
classical

clafrolaika {light Greek papular music)
latin

nisiotika  [traditiona) island music)
pedika  [children's songs)

pociy

Pontiaka [traditional ninsie fram
Pontus)

paradosiaka firaditional music)
rebetika

rock

soundtrack

satirika  [solirical]

theatrika [theatre]

vy

Table 7.1 My analysis of the HMD catalogue shows how muny recordings of

particular genres were available in the 19605, 19705, 19805 and 1990s. The most

heavily rcpresented genre in every decade 18 faika. In tables 7.2, 7.3, 7.4 and 7.5

below 1 show the number of rebetike recardings listed in the TIMD catalogue beiween

1960-1999 in relation 1o other genres for which an cqual o higher demand existed,

Y The gew feqerrisnlogy 1o hat amed ba i cempitor ol Uy FD cnplogir 1y goaeiid o

Profovwer Soshos Cirsstior (C0R2 o genn ) o sugpeating Gt we abondll by caions abowt!
tukarnnpey oed g0 sthe cundopar wnd e aenrimsems o at apphcouon S T 8oy mol ahove

gt erafaer oo Soe aassese] et pifen steoanens SR ane e o popie i mehiabng aotettihe o

CYDs ol “ppthrtalt™ el eathay wenp tyipetcnedle aenngdlining




Table 7.2

The number of rebefika records shown in relation to
ather genres for which an equal or higher demand
existed in the 1960s.

Laike 104
Elafrolaika 10
Endchno 10

Theairika

Soundirack

[ Pociry
instrumental
Dimotika
Rebetika

Table 7.3

“The number of rebetika recordings Shown in relation to |
other genres for which an equal ox higher demand
existed in the 1970s,

Laika 48R0
ﬂvﬁka 50
Elafrolaika 42
Endeino 41
Dimotika 41

Table 7.4

The namber of rebefika recordings shewn in |
relation fo other genres for which and equal or
higher demand existed in the 1980s.

Laika 520

Endehne 82 ] |
Elafrolaika | 72
Reberika 55
Dimotiku 48
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Table 7.5

The number of rebefika recordings shown in |
relation to other genres for which an equal or
Lhigher demand existed in the 1990s,

| Laika 2711
Elafrolaika 694
Endelhno 419 ]
Dimotika k¥
Rebetika i

While the HMD catalogue may not take into account the transfer of all vinyl
recordings of Greek popular music to CD format in the 1990s, tables 7.2,7.3,74 and
7.5 show how trends for recorded Greek music grew over forly years. Demand for,
and availability of, the laike genre was always greater than any other genre, the
availubility of rebetika followed a parallel increase. It is inleresting to note that the
demand for, and availability of, rebetika and demotika recordings were similar in cach

decade.

The range of genres listed in the HMD catalogue is not replicated in maindand Greek
and Melbourne recording labels sourced from the Greek-Ausiralian archive
KATAAOI'OZ TPAI'OYAIQN NOY EXOYN I'PA®TE! KAl EKAOQOGEI ZTHN
AYEITPAAIA EE AIZKOYZ H KAXETTEEZ. However the catalogue does contain

examples of elafrolaika, laika, endehno, demotika and rebetika.

The catalogue consists of 61 vinyl recordings of Gieek popular music. They are
mostly 45-1pm recordings although there are a few 33-rpm recordings. Together they

conain about 160 songs. In my view, 72 can be classified as rebetika or rebetika-

e T
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related songs according to the musical characteristics discussed in chapiers five and

six.54

As far as I can ascertain, fifty-two®5 of these recordings were produced between the
1960s and 1985. They all featured the work of generation A musicians. A further
twenly,® recorded from 1986 to 1992, featured the work of generation B musicians.
The recordings were either made in Grecce and manufaclured and distributed by

Melbourne distributoss, or recorded, manufactured and distributed locally.

Although I have attempted to interpret the manufacturing information on each disc
and label, unfortunately it has not been possible 1o categorise each of the recordings
by the year of production. Nor have I been able to identify the names of all of the
recorded enusicians. This is so for iwo reasons. Firstly, even though the HMD
catalogue is recognised as the most systemalic record of information available, some
Greek imported recordings are not shown in the HMD catalogue. Secondly, my
efforts to ascertain manufacturing information were hindered by the non-availability
of information provided by Melbourne distributors and local independemt recording

companies. Indeed, referring 10 the keeping of such information, Caras observed that:

There were a lot of problems with discs and pecple [who] were
producing anything. There was no copyright [regulation]. 1 wouldn’t
be too sure of the authenticity of the [record] label information. (Caras,
1999, pers. com.)

& Thiny nine of these songs are labelled as rebetika songs and \hus partly meel Gauntle’s crileria for
“altested™ malerial discussed above: thal is, “the sole criterion for eligibility for inclusion in the
corpus fthe Melbourne rebetika data-base, Corpus Rebrticorum] being allestation as rebetiko in a
verifiable source” {Gauntlelt, 1994: 46). [ have included another thirleen songs using selection
criteria based on the musical characieristics discussed in chapter five.

85 Sce appendix C for discographic details.

86 See appendix D for discographic details.
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Con Zahar sgreed with Caras’ view and believed that the lack of éyslcmatic
information keeping resulted from independent Greek-Auvstralian record producers
“not doing a professional job. The Greeks would say I want to make a record so they
would go to the stedio, record, pay and go round selling it themselves” (Zahar, 2001,
pers. com.). Disregarding for the moment the professional or amateur status of record
producers, the lack of information from Melbourne distributors and locat independent
recording fabels has limited my ability to place Melboumne rebetika recordings in
chronological order. Nevertheless ! believe the following information gleaned from
my informants and the RMIT archive record labels and ‘sleeves’ is useful to the
developing picture of recorded rebetika music in Melbourne and could be cf use to
future schofas aliempting to unravel the ‘tangle’ of record companies involved in the
importation andfor recording and manufacturing of Greek and Greek-Australian

music in Australia.

Amongst the archive collection are imported recordings manufactured by companies
located in Greece but distributed by Melbourne and Sydney companies. Others were
recorded, manufactured and distributed by Melbourne companies. They are listed

alphabetically in table 7.6 below.
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Table 7.6

Record manulacturers and distributers invelved in the production or markefing of

Greek and Greek-Ausfralian music in Australia between ca 1960s-1980s listed in the :
KATAAOI'OZ TPAI'OYAIGN TIOY EXOYN I'PAGTEL KAI EKAO®EL XETHN i
AYITPAAIA EE ATZKOYE H KAZETTEE

PRV S

Record compeny | Infoermation from disc fabels and Melbowme music indusiry
informants

Antonik - known for its recordings of Greek-Australian pop singer, John Tekes. 1 have not
been able to confirm the owner's name although Trahanas (1999) suggested it
could have been “Nick Anton”. One recording has inscribed on it “made in
Austcalia El Greco™. The lohn Tekes recordings include the address of the
company as Antonik Records, 365 Chapel Street, South Yarra.

Apollo - a distrbuling label created by George Young (otherwise known as
Yiannopoulos) the owner of Yiannopoulos Music Emporium in Melbourne sinee

c1949/50.87

37 L am gratelul to Professor Stathis Gauntlet for the following information on the Apollo company.
“It was apparently in response ts EMI's suspension of supplies of Greek records to him {George
Young] in 1958 for breach of their terms of distribution, that Young launched his own “Apollo™
label, which featured distinclive gold lettering on a green background, a golden bust of the
eponymous god, and Lhe catalopue prefix SY [=Stanley Young, the name of George's soa]. The
sarliest mention of this Apolly label oceurs in 2 reference to an allegation it used recordings made
by Columbia in Greece (EMI archives: Greece 16/6/58 LLA. Collins o R. Markenzic). Mackenzie
is instructed 1o desist from any direct supply of Greek records to Australian retailers except by
ceudirmation of EMI (Australia). Mackenzie acknowledged that the “Apollo label [...] has had ;
some suceess| ... | because room was left for it in the market” (EMI Archives: Greece 19/11/62 R. ]
Mackenzic lo G.N. Bridge and .M. Bevieme). In a letter of 31/10/62 ia G.N. Bridpe (Hayes), ;
George Young claims lo have “stopped new pressings of my label™ on the expectalion of 11,0060
records from the Columbia Gramophone Company of Greece. He claims the volume of sales of
his label nto be “similar” to those he had promised Mackenzie [sc.56,000 records. P.a.] and
“Therefore the status quo will rzmain unaitered™. E
Young produced about 150 “Apoile” records altogether (mostly 78 rpm), by one account using a
matrices imported [rom the USA, where visiling arlistes often made cover-recordings of Athenian
hits for Greek-American record companies, notably Nina and Liberty. [[fnote. Mr Costas 5
Zaharopoulos supgested this origin for the malrices [personal intervicws, Gauntlett, 2000-1]. He
also opined that Young may well bave had his “Apollo” recosds pressed at the EM] Homcbush
factory. in spite of having fallen from grace as an EMI distribugor. || (Gauntlett, 2002, pers. com.)

O
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Echophonic

= details of the label are not known. However, the recording I'YPNA TOY XAAL
MOY is inscribed with the words “inade in Australia MUSE (sce below} by E.P
[Echophonic?f Recording Stdio, 1964".

Elladisc

< a Gmek company formertly distributed by Philips, later taken over by Polygram
which in turn was taken over by Poly Universal.

Golden Sound

Tonc recording bears the name of this company. Liltle is known about the Tabel
bul the performers named on the disc include generation A musician Takis
Tourloubis, It is most likely to be a “one-off” Melboume independent label.

Koala Munga
Record Company

~ owned by Kevin (Komninos) Zervos, the owner of the Tsakpina Clib referred to
above. The company was created in 1980 to record an EP of [our rebefika songs
composed by Themios Stathoulopoulos and featuring the singer Vamavas. In the
same year the same musiciaas recorded = single 45-rpm on the same lahel entiifed
APTONEBAING MEX THN EENITEIA.

vl

Levendopetha

~ the nnme of a band and recard label owned by Peter Volaris, musician and music
shop owner in Sydney Road, Mclboumne.

Muse

- anc recording features the pame. The label states “made in Ausiralia,” and the
composer and singer named as Stamidis. The words “Stamidis Traveller™ are
etched on the inner vinyL This is also likely to be a ‘one-off” local company.

Nina Records

- a company owned by a Greek-American Chris Peters based in New York. Con
Zahar now distributes the label through his company HMD. However, Spiros
Caras claimed that his father Jitn Caras originally acquired the rights 1o the label in
Greece and brought it (o Melbourne where the company “made” 45 rpm
recordings in the 1960s and 1970s (Caras, 200K}, pers. com.).

Panivar

- a Greek owned company forinerly manufacivred by Efladisc.

Panvax

- a Greek company which became known as Musitox. 1t was taken aver by Lyra,
now owned by Kinisis which also owns MBI and about 20 ather smaller recording
companics ‘n Greece.

Politis

- both Caras and Zahar agree that this was a distributing label owned by Spiros
Politis, owner of the Politis Emporium, a music and clecireal store in Smith
Street, near Sydney Road in the 1960s. According to Zahar, Politis oblained a
license ta distibute  the Greek Lyra label in Mclbourne. Thus some archive
recordings have both Lyra and Poliris names on their labels.

Peierphone

- according to Caras (2000) Peterphone was “probably owned by Peter Vreltos, the
owner of Moonlight Receptions and former owner of an clectrical store in Bridge
Road. Richmond™ (Caras, 2000).

.

paim——— -
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Odeon - a distribuling Iabel associated with the Qdeon Music House at 246 Russell Stieet,
created by George Bitsis ca 1960 and later involving Con Zahar who “supplicd
recordings 1o the business™ {Zahar, 2001).

Okkas - litle is known about this label. However, Zahar associated the name with an
electrical stere in Bridge Street, Richmond (Pelerphone?).

White & Gillespie | - according to Nick Koikas W&G was a recurd processing and distributing
(W&G) company based in “West Melbourne in the 1960s" (Koikas, 1999). The company
also made several custon recordings of Greek musicians.

Table 7.6 oullines an account of record manufacturers and distributors involved in the
production or marketing of Greek and Greek-Australian music in Australia (rostly in
Melbourne and Sydney) between ca 1960s — mid-1980s and provides evidence of a
lively demand for popular and traditional Greek music during that period. A closer
analysis of the production details and musical content of the 52 rebetika recordings

performed by generation A musicians and produced between ca 1960-1984, will

further illustrate the rature of the music during this period.

The recordings were made andfor distributed by the following companies, Muse,
Okkas, Koala Mungo, Golden Sound, Apollo, PolitisiMusicbax, W&G, Nina, His
Masters Voice and Columbia. As shown above, the first six were Melbourne based
companies and Ning, an American-based company distributed by HMD in Melbourne
and Sydnéy. The latter two were “made in Australia” by EMI Australia (in Sydney).

That is, the recordings were manufactured in Australia from imported matrices.

Twenty of the recordings are found on double sided vinyl 45-fpm discs, four sengs
are found on a vinyl 45-rpm Extended Play discs and 28 on vinyl 33-rpm Long Play
discs. According to Marfland, vinyl 45-rpm and 33-1pm recordings were introduced in
the early 1950s and dominated the market by the mid-decade. Production of shellac
78-rpm recordings ceased in 1961. Digital audio compact discs (CDs) were

introduced in 1982 and dominated the market by the mid-1980s (Mariland, 1982: 154-
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247). These dales support my supposilion that the above recordings were produced

between ca 1960 and the mid-1980s,

Performers listed on the discs include generation A musicisns mentioned in previous
chapters and additionzi musicians who can be added to this list. They include: (names
are giver as provided on the discs) Dimitris Stamidis, D. Siamidis, Peter Vretlos,
Stelta Papadopoulns, Evangelios Plomaritis, M. Portokali, P. Vagias, K. Sotalis, M.
Kiridis, F. Panopoulos and Stelios Kipouridis, Noula and Panos Iordanou, Thomas
Papadopoulos, Dimitris Selemidis, D. Pavlidis. These details further confirm the
involvement of generation A Melbourne performers in the recording and
munufacturing of reberika music in Melboume. 1 shall now discuss the musical

characteristics of the recordings.

7.6 The musical chavacteristics of 52 rebetika songs recorded ca 19603
mid-1980s sourced from the KATAACTOZ TPAI'QCYAION HOY
EXCYN I'PA®TEI KAI EKAOQEI ETHN AYEZTPAAIA LE
AIZKOYZI H KAZETTEZX archive.

For the purposes of this discussion | have divided the recordings into two groups. The
first group consists of twenty recordings made (as far as 1 can ascertain) ca 1960s-
1970s. The second group consists of thirty-two recordings made between 1979 and

1985.

The two groups are differentiated by their range of performance styles znd

instrumental groupings. 1 also divided groep one recordings into two sections, 1(a)

and 1(b).

Rt
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Section 1 (a)®® includes seven songs which in my view contain characteriéﬁc elements
of Smyrnaic sound and post-1946 rebetika musical characteristics. Seclion I(b})
includes thirteen songs which 1 categorise as posi-1946 archendorebetika
performances. They do nol contain Smyrnaic sounds but included some or all of the
fotiowing post-1950 performance  characteristics:  amplified or semi-amplified
instmments (particularly the bouzouki and guilar) electronic keyboards, bouzonki-
playing techniques and ornamentation typical of a four-course (and therefore post-

1950s) instrument and drum-kit accompaniment.s?

In discussing the musical characteristics of the recordings I acknowledge that my
inlerprelations are bound by Ihe limitations of the human ear to hear accurately details

of recorded sourd, especially when many of the recordings are of poor quality.

In the following discussion on group one recordings, I shall refer firstly 10 Smyrnaic
sounds which differentiate seclion (a) and seclion (b) recordings. This will be
followed by a comparison of instrumenlal and acoustic qualities fealured in seclions
{a) and (b) recordings. I shall then discuss musical characteristics which are common

to recordings in the whole of group one.

5% The recordings include TIATL TAYKEIA MOY KAAI ( HMV 7XGA 971), MANA KAl
SENITEIA (HMV_7XGA 1335), AYETYXIEMENEY BAZANHEMENEE (Golden Sound,
PNl No. 333). IAPE ME NOIKOKYPA ZOY (Panivar, PA-532-B), TA- TEPTEM EIQ

~TPATQAQ ( W&G CWG 8301 TP 808-B), ENANAFAKIN (W&G 7016B), H\CPALA KAI TO
MINI (W&G 7016A). -

8 The recordings include: @A TO IO PANEPA (HMV TXGA 1545) JAQ ITHN AYETPAAIA
(HMV 1544), ZKIZO TO AIABATHPIO, (Columbia, 7XCG 2741), TENTIKOYAEZ {Apollo
SY-17 56 365), TO movzﬁonw (NINA P-945), EMIIA XTO KAPPO KOYKAA MOY,
{NINA 4513B), KAA™ © + XAAl MOY (MUSE DS 105A), THPEE WYHAA TON AMANE
{Pcterphone, PV-33-B), [K1Z NA XOPIEOYN AYO KAPAIET {Greck Favourites, OKKAS 002-
A), XEAIAONI MOY ZF [HPAN (Elladis, Panivar . PA 4A). AMAN H CFiNIA TOY ( W&G-
GS-4003), H ZENITEIA CiNA BAPEIA, (W&G NK 701B), O AZQTOZ YIOE. (Politis,
Musichox 847A)

P
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Instrumentation aad acouslic qualities of Group onc recordings, section 1(a)

Examples of Smyrnaic sounds are heard in [IATI TAYKEIA MOY KAAIX which

begins with a brict microtonal violin taxim based on dromos Nisiotika. The male and
female vocal ornamentation is similar lo that heard on Smyrnaika recordings of the
1920s and 1930s as previously discussed. However, the sound and playing styles of

“the accordion, double bass and guitar are post-1946 in style. MANA KAI ZENITEIA

includes Smiyraaic-like heterophoric violin and accordion accdmpaniment and
toubeleki rhythmic accentuation, whilst bonzowki glissandi in thirds and klezmer-like
glotial shakes and accents of the voice (a style that I have only hezrd on this
rccording) indicate later influences. The ‘cdgy’ vocal sound and glottal shakes and
slides of the female singer along with the lively karsilimas shythm driven by the

roubeleki, contribute to a Smyrnaika sound in AYZTYXIZMENEE

BAYANIZMENEE, whilst the heavy amplification and playing style of the bouzouki

reflects a post-1946 bouzonkia sound. The vocal slides, glbtlal shakes and turns heard

on [JAPE ME NOIKOKYPA ZOY create a strong Smyrnaic ‘flavour.” Even the

sound of the highly amplified electronic guitars and flute do not hide their affinity
with their instrumental predecessors, the oud and neh. Similarly, the heterophonic
tole between the electric keyboard and voice, the lively foubeleki playing and vocal

and insttumental omamentativn for TA TEPTEM EI'Q TPAI'QAQ give this

performance streng Oriental over-tones. The addition of an oud to the ENAN PAKIN

and H I'PAJA KAl TO MINI ensembies strengthens the Smyrnaic connection.

The queslion arises, does the presence of Smyrnaic sound characteristics in these
recordings supgest that some Greek-Australian musicians in the 1960s and 1970s
maintained musical links with the Asia Minor tradition despite (he preference for
luika music amongst the peneral Greek-Australian population of the period? 1 believe
the answer is yes, becanse even though the majority of generation A musicians

performed in the /zika and archondorebetika styles, there woo a significant number of

2o B -
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musicians who eilher played instruments such as (b2 oud or saz, singers who were
familiar with Smyrnaic vocal oramental style through their Asia Minor family rcots,
or whose musical education had involved links with musical ncighbours in Asia
Minor. Oud player Christos Baltsidis and violinist Nick Koikas arc notable examples

of such musicians.

Instrumentation and acoustic qualities of group one recordings, sections (a} and {b)

Intables 7.7 (a) and 7.7 (b) below I have listed the instrumental groupings of sections
1(a) and 1(b) respectively in the order they are listed above and refer to what
fcnnaren calls somic organisation (Pennanen, 1999: 154); that is, the acoustic or
elcctronically amplified sound of cerlain instruments. In describing the amplified or
acoustic nature of the recordings, 1 acknowledge problems in identifying accurately
whether or not the sound of an iestrument has been altered through electronic
amplification. However, since these recordiings were ma-le from the 1960s it is safe to
assume that, at the very least, instruments would have heen recorded through
microphones, the sound stored and manipuolated by studio engineers. | have described
the sound as studio acoustic if 1 have been rzascnably sure that instruments have been
recorded in this way. However, if the clhiromata [colour] of the instrument
{particularly the bouzouki) clearly indicates that it has been electronically amplified,
i.e. its volume is greater and it has a more “metallic* and reverberant tone than that
normally associated with an acoustic instrument, then 1 have referred to it as

amplified.

i

B i

 ———rp et b

O R




265

Tables 7.7(a) and 7.7(h)

A comparison of instrumentation found in the section 1 (a) and I (b) recordings.

Key:

Bz = bouzouki, guit = guitar, acc = accordion, d.bass = double bass, clec. bass
electric bass puitar, toumb = toubeleki, bag = baglama, dkit = drum-kit elec kbd
electronic keyboard, vln = violin, fl = flule, cl = clarinel , ond = oud, saz = saz, pno =
piano, defi = defi

It

* = one sludio acoustic instrument
x = one amplified instrument
** = two studio acoustic instruments

xx = two amplified instruments J

Section 1(a)

Dz | Guit | Acc | Dbass | Ebec | Toumb | Bag | Dkit | Elec | Vin | FI | CI | Oud | Saz | Poo | deh
bass kbd
. » * -
XY L 3 E ) * )
x * X .
X X L -
& » X
L X » »
x L] L]
Table 7.7¢b) section I{b)
Bz | Guit | Acc | Dbass | Elec | Toumb | Bag | Dkit [ Elec | Vo | FI | C1 | Oud | Saz | Pno | defi
bass kbd
XX * * * *
XX *
XX x * *
E ] &* ®
4 [3 *
£33 + +*
XX * * *
*% * *
x {|* X *
e X * *
* * »

\ E E 3

¥ X *

Eieven of the twenty recordings were probably :ecorded in Melbourne (according to
label information) and fealured local musicians. The other nine recordings involved

Greek performers. A comparison ef the components of the ensembles in tables 7.7 (a)
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and 7.7 (b) reveals that between ca 1960s-1970s, musical instruments played and/or
heard in reberika performances by generation A musicians and audiences involved
varied combinations of sixteen instruments, some of which were common to both
sections 1 (a) and I (b) recorded examples. Instances of the use of saz, oud, absence
of bonzouki and regular use of a hand-held single drum (usually the toubeleki) in
section 1 (a) illustrates references to Smyrnaic instrumental chromata. Occurences of
instruments in section I (b) recordings illustrate grealer use of two bowzoukis 1o
facilitate the playing of post-1946 harmonic developments in rebetika, greates
instances of amplified bouzouki, baglama, accordion, guitar and electric bass guitar
and the replacement of a single hand-held drum with a drum-kit. This kind of
instrumentation reflected the growing use of clectronic amplification in mainland
Greek in post-1946 rebetika music, development of instrumental technologies and the
post-1946 performance practices and playing styles of the majorily of generation A

musicians in Melbourne during the 1960s and 1970s.

I shall now discuss other musical characteristics such as melodic and rhythmic mode,
form and the inclusion or exclusion of taximia which can be discussed in relation to

the whole of group one recordings.
Melodic Mode

The songs were based on nine of the dromoi discussed in chapler five. However,
whilst one dromos is often featured (hroughout a song, many songs move through
other dromoi (or parts, i.e. tetrachords and pentachords, of dromei) Dromei heard in
the recordings included: rast, hitzaz, hitzaskiar, houzam, ousak, nisiotika, harmonic

minor and melodic minor.

Rhythmic Mode

Rhythmic modes included the common rebetiko dance rhythms: zebekiko, tsiftetel:,

hasapiko, hasaposen'ika,\karsilimas and one example of kalamatianos. 1t is

-
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interesting to note that with the exception of one recording, all zebekiko shylhms are
of the koinos lype; the other being the anapodos. The dominant use of the koinos
rhylhm was a strong lrait of post-1946 rebetika. Tempi for the zebekika ranged from

the slow (adagio) and vari {heavy] to an allegro, lighter tempo.
Form

The forms of the songs were the same as those found by Tsounis (1997), who oullined

strophic binary and tripartile forms as follows in figure 7.1:

Figure 7.1

Binary - instrumental introduction
Sung verse
Instrumental interlude
Sung verse

Instrumental interlude etc.

Tripartite - instrumeatal introduction
Sung verse
Vocal refrain

Instlrumental interlude

Sung verse

Vocal refrain etc

In addition to Tsounis’ observations ! found that the sung verse and/for refrain often

consisted of two phrases based on the tetrachord and pentachord of the base dromos.

Improvisation

Sixtecn of the recorded performances included a taxim. As 1 discussed in chapter five,
faximia occur as an introduction to a song, a middle interlude or as a concluding
section. Most of the tfaximia heard on the recordings were iniroduclory taximia

played on the bouzouki. However, there were two introductory violin taximia, one on

PO o
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the ond, and one interlude on the clarinet. The raximia were of various duralions,
Since they occur in approximately three-quarters of group one recordings they show
that despite both recording technology limilations and dislancing from extended
taximia as praclised in earlier forms of the genre, they were an important element of

traditional music-making amongst the diaspora in Melbourne.

7.7 The musical characteristics of rebetika performances recorded ca
1979, 1980, 1984 and 1985 sourced from the KATAAOI'OZ
TPAI'OYAIQN HOY EXOYN FPA®TEI KAl EKAOGE] ZTHN
AYILTPAAIA LE AIZKOYL H KAZETTEL.

Group two recordings include rebetika and rebetika-rclated songs 1979, 1980 ,1984
and 1985. The songs illustrated further the range of rebetika recordings available in
Melbourne from local and mainland Greece sources. In addition the group includes
one of the first instances of musical exchange between Melbourne and Greece
exampled by the 1984 LP recording by Greek-Australian musician Christos Ioannidis
entiffed, AII0O THN AYXTPAAIA ME AlAINH (FROM AUSTRALIA WITH

LOVE). As we shall see in chapter eight, the exchange of musical performances
between Greece and Australia was developed further by generation B musicians. 1

shall now discuss the recordings in chronological order.

The 1979 LP featured singer Ilias Klonaridis performing twelve popular compositions
by rebetika composers including Tsitsanis, Papaionnou, Zambetas, Mitsakis and
Peristeris. The recording was imported from Greece and manufactured by Elladisc,
Australia. Its significance to this discussion is that it represents the importation to
Melbourne of a professionally recorded compilation of *hit’ post-1946 rebetika songs.
The performances illustrated a mid-1950s and onwards preference for voice and
bowzouki parts doubled in thirds which give the mwusic a strong harmonic
characteristic. Apart from two inslances of dromos nisiotika and one instance of

dromos hitzaz for a Serviko dance, this harmonic characteristic is made Stronger by

|

|
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the predominant use of the diatonic major, melodic and harmonic scales. The first
example is an instrumental and includes the only introductory and interlude taxim on
the recording. Rhythmic modes include the hasapiko, hasaposerviko, syrtos,

karsilimas and zebekiko. A tsifteteli is not included.

The ensemble for each song consists of bouzouki, accordion, drum-kit and double
bass with the occasional addition of a triangle or deff. 1n general, the performances
feature less variely in modes and instrumentation than many found in the group onc
recordings. It is inleresting to note that the recording was available in Australia in the
same year (1979) that Komninos Zervos opened the Melbourne Tsakpina club,
dedicated to the performance of local rebetika music. A year later, Zervos financed
and produced an EP fealvring local rebetika wmusicians Themios Stathoulopoulos

and Vamavas.

The EP included four songs, three of which were based on drortos hitzaz and the
fourth on onsak pcrformed by an ensemble of bouzouki, baglama, electric bass guilar
with the addition of deff and roubeleki. Rebetika dance modes were represented by
the zebekiko, tsifteteli and karsilimas As mentioned above, Vamavas was noted for his
“gravelly” vocal style and minirnal ormamentation: a style closer to the Piraeotic style
of singing than the smoother laika chromata and ornamentations of later post-1946
rebetika singers. In comparison with the performance style of llias Klonaridis and
others in Greece at the same time, Stathoulopoulos and Vamavas captured some of

the “carthy’ essence of rebetika.

In 1984 Christos loannidis produced the LP entitled From Ausiralia With Love. It

consists mainly of songs about the life experiences of a Greek-Australian. Most of the

songs are light and popular in style, however the recording includes three songs which

9 The recording was produced by the Koala Munga Recon! Company on the AIZKOI TEAKITINA no.
221180 AF. 491G
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include enough rebetika characteristics to qualify for inclusion as rebetika-related
songs. This mixture of repertoire reflected live club performances given by the
loannidis brothers, Christos and Tassos, in Melbourne in the late seventies and early
1980s. Two of the songs are heavy zebekika and a third a tsifteteli. All three are based
on ihe nisiotika mode and share a similar instrumentation which include, two
bouzoukis, eleclric guilar, electric bass guitar, drum-kit and the addition of a defi or
toubelekifbongo. The drum-kit is used in a lypical mid-1950s style. That is, it accents
the dance mode thythm and in the case of a zebekiko, decorates phrase endings with a
crescendo roll on the last half of the ninth beat of a measure leading to the first beat of
the next measure. loanpidis’ light vocal cliromata and limited use of ornamentation is

a singing style common to rebetika-derived songs in the 1970s.

Whilst mainland Greek audiences were hearing (perhaps for the first time) laika
ballads from Melbourne’s 1984 Greek-Australian diaspora, key nmembers of
generation A musicians, led by Themios Stathoulopoulos, were preparing what was to

become a ‘land-mark’ recording of new rebetika somgs — The Rembelika of

Melbourne. The LP recording featured 12 compositions by Stathoulopoulos, each of
which portrayed aspects of a Greek-Australian’s experience in Melboume. The copy
and performance rights belonged to Stathonlopoulos but significantly, the project was
supporied by the Music Board of the Australia Council: an indication of how far
Greek-Australian music was acknowledged by the predominant music-funding body

in Australia at this time. Anonymous notes on the recording sleeve state that:

Many Greeks in Australia have rctained unique cultural elements
brought with them from Greece — cultural elements that are vanishing
in Greece, yet tetained in Australia. Thimios Stathoulopoulos is a
genuine unspoilt rebetis in both musical expression and life-style. In
this record Thimios expiesses his happy and sad moments, his dreams
and disillusionments from his 22 years experience as a Greek musician
in almoslt cvery dancing hall of Melbourne, and the Rebeiikes Taverns
of the working ciass suburbs of Meclbourne. (Anon. 1985, TS Records
)




n

This reference raises a number of questions. To what extent can it be argued that
Melbourne Greck-Australians retained cultural elements which had vanished in
Greece? Can Stathoufopoulos be truly referred to as a “rebetis?” What does the writer

mean by “the Rebetikes Taverns of the working class suburbs of Melbourne?”

Firstly, the anonymous writer echoes similar ideas to those discussed in previous
chapters which refer to the idea that members of the Greek diaspora are somehow
keepers of Greek ftraditions which are no lenger practised in mainland Greece.
Previously, [ stated that this was typical of a rather nostlagic image Greeks hold of
their diaspora. However, in chapler one I also stated that by the 1960s interest in
rebetika music in mainland Greece was waning but in Melboume it was just
beginning to flourish. Thus, it can be argued that Melboume’s generation A musicians
were holding on to a musical tradition which was declining in mainland Greece. Since
Stathoulopoulos clearly played a key role in the development of rebefika in
Melbourne, this may partially account for Gauntlett's observation that
Stathoulopoulos “claimed that he was the most authentic rebetike musician in
Melbourne” (Gauntlctt, 1993: 350). However, can it be reasonably argued that he was
a genuine ‘eebetis *? This depends on the definition of the term ‘rebetis.” If rebesis
was merely the noun used to refer 1o a singer of rebetika songs, then Stathoulopoulos
(and many others) may have claimed to be rebetes. However, as Gaunllett observed,
the term had previously been used to refer to a range of personal types ranging from
an “idler, vagabond [or] rogue” to a “heroic figure of the bon vivant who, disdainiag
conventional thrift and seeking solace from the harsh realities of life, turns to hashish
(in pre-war compositions) or more prestigions intoxicanits (in post-war
compositions:)” (Gauntlett, 1982/83: 85-86). It would be defamatory to suggest that
Stathoulopoulos or any of the Melbourne rebetika musicians were associated with any
negative associations with the term rebefes. In order 1o undersiand how he used the
term in his own words, we must turn to the composer’s self-description in the song [

am an old rembetes in which he comments:
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T am one of the old rembetis and found myself in a foreign land. |
could never have imagined whal fate had wrilten for me. With my
bouzouki for company and with my baglama, 1 forgol all my bitterness
and all my ordeals. 1 have been away for many years and ! am still
away. | play and sing the old rebetika. 1 didn’t take money into
account. It has no meaning. Wherever | walked, I was appreciated.
(Stathoulopoulos, 1984, trans. P. Hom)

The song tells us, that for Stathoulopoulos, being a rebetis involved remaining true (o
his rebetika music and finding solace from the ordeals and feelings of bitterness
associated with migration. This new Melbourne rebetika composition fits neatly into
the canon of rebetika and demotika songs dealing, with experiences of exile, although

in this case the song contains optimistic sentiments. As we shall see below, Greek

songs of exile are often deeply pessimistic.

As to the reference to “Rebetikes Tavemns of the working class suburbs of
Melbourne”, | assume this is a reference to a range of venues which encouraged the
performance of rebetika music including the working class Greek mens clubs of West
Melbourne to the more selubrious clubs and taveras that have existed in Melbourne

since the late 1950s.

Before 1 examine further the themes of Stathoulopoulos® songs to see what they reveat
about the rebetic nature of his “musical expression and life-style”, (anon.1985) details
of their instrumentation, melodic and rhythmic modes, form and inclusion or
exclusion of taxintia must be noted. In fact, these musical characteristics reflect
largely similar details to those discussed in regard to carly and mid-1980s rebetika

recoidings. That is, Stathoulopoulos’ ensemble was based around two eight-stringed

borzoukis, piano-accordion, a six and twelve string acoustic guitar, electric bass
guitar, baglamas, male and female voices with the addition of tzonras, defi and
bongoes. A sleeve note photograph of the ensemble clearly shows that the

mstruments (except the solid-bodied eleciric bass guitar) were played acoustically
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whilst being recorded through appropriately positioned microphones. This accounts

for the studio acoustic sound of the ensemble.

Melodic modes included the most common major and minor dromoi; hitzaz,
hitzazkiar, houzam, ousak and harmoric minor. Four dance modes were present:
hasaposerviko, koinos zebekiko, karsilimas, isifteteli. All songs are structured around

a binary form with varying symmetrical section and phrase lengths.

Of seven raximia featured on the recording, five are introduclory examples played on
the bonzouki, accordion and electronic synthesised sanfouri. The latter keyboard
synthesised sound represenls an acknowledgement of the sartouri role in
Smyrnaika.®? An introductory and concluding faxim are played on electronic

synthesised flute and a bouzouki respectively.

1 shall now examine further the themes of Stathoulopoulos’ songs 1o see what they tell

us about the rebetika nature of his “musical expression and life-style”.
p \J

The themes include songs of love, lost love, songs of exile and the nature of rebetika

in Melbourne. Two songs consist of light-hearted comments about rebetika characters

and music. The first, A Tribute to Tsilsanis, suggesis how on hearing the news of
Tsitsanis® death, rebetika musicians already in “Hades” picked up their instruments,
smoked hashish, dressed up in their best clothes and turned Hades into Faliro { an

Athenian district associated with rebetika musicians). Opa Opa my baglana ¢quates

the baglama instrument and music as a friend or family member associated with

happy times.

%1 A year Jater Melbourne samtauri player Chris Pantzaras recorded wilh Apodimi Campania.

-
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Apart from I am an old rembetes, there are three other songs of exile which paint a

IR PR

strong picture of the experience of ponos — the pain exp erienced by migrants. In 1 am

dying in a foreign land, (trans, P.Horn) Stathoulopoulos commented: -

I am slowly dying in a foreign land. My body is wasting away, It
seems that my fate was written. For all that, you are respensible cursed
poverty. From a young age, through ordeals...1 left, took the path and
came to foreign lands. I lost everything and I lost you loo. | am always
i depressed and where will 1 end up? My youth and my body will end in
a foreign land and I will leave my sweet mother in black
(Stathoulopoulos, 1984).

) Here Stathoulopoulos names fate and poverty as the reasons for migration and the

ensuing suffering. The themes are extended in Alone suffering in a foreign country:

(trans. P, Horn) ' -,

Similarly, in I never managed (trans. P. Horn) the comipaser tells us that:

I was never able to see a white [good] day. You’d think I had been
cursed by everyone in this world. I wander in this black foreign land.
Sometimes I am up late in the clubs and sometimes in the taverns. This
is my story and my destiny: to wander and to stay up late pouring out
my sorrows (Statheulopoulos, 1984).

I am playing a beauiiful tune, Thimios® Tsifteteli, My Beautife} Gypsy Girl, and [ am

having my drink, represent four songs concermed with both the joys and sorrows of

love. Two songs relate specifically to the nature of rebetika in Melbourne. The first,

Bouzoukia in_Melboume, relates how the composer has become established in

i Melbourne. The lyrics tell us that he is:

In Melboume for ever now. The beauntiful nights. Bouzonkia are
playing in the clubs and taverns. Clearly the Greeks dance and have a
good time. With Australian wine they get drunk and break plates.
Beautiful Greek gitls full of grace are dancing the zebekiko and are
proud of it. Envious Australian girls with their blonde hair, are now
dancing zebekiko and are weakening its quality (trans. P. Hom)
(Stathounlopoulos, 1984).
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This song confirms my finding thal at the time of ils recording in 1984, Greck-
Australian music and dance were well established in tavernas: so much so that non-
Greek girls were also attempting 10 dance the zebekiko. However, their versions of the
dance were not informed by the same cultural experience as the Greek girls and this
(according to Stathoulopoulos) was leading to a decline in the spirit and quality of the

zebekiko in Melbourne,

The strongest hints about the nature of rebetika in Melbourne in the mid-1980s
according to Stathoulopoulos are to be found in the final song on the LP. The

seemingly trite title, Tra la la, tra la la, (trans. P, Horn) conceals Stathoulopoulos’

perceptions aboul the evolution of rebetika in Melbourne and ( I believe) Greece in

the last fifty years. In the song he observes that:

Now everyone is singing tra Ia la, tra la la. The songs have gone. The
old songs have died.We have been deafened by the foreign drummers
and they are all mixed up with the tra la las. Some mother is sighing —
ah! Poor heart. A night without a moon. All is forgotten now. And the
violin we are bealing; and the violin is playing tra la la. All the excess
of movement, all the tra la ta. That’s the doing of the Americans. Our
culture has demolika, laika and rebetika. All the excesses of
movement. That’s the deing of the Europeans. Hey people! What
happened? What will become of all this? Cut it oul a bit, this tra la la
(Stathoulopoulos, 1984).

Here, Stathoulopoulos expresses in strong lerms his perception that American and
Weslern European cultural influences in Greece and Melbourne had changed the
nature of Greek traditional music: so much so in fact, that the music was in danger of

becoming trivialised.

By the mid-1980s the musical paths of both generations A and B had begun lo
converge as was witnessed by performiances at the 1984 memorial cencert to Vasilis
Tsitsanis and a growing number of public performances at Melbourne University,
clubs and hotels by the new generation of Greek-Australian performers of traditional

music. Barely eighteen months after the release of Stathoulopoulos’ land-mark LP,
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the young gencralion B ensemble known as Apodimi Compania, released their own
LP recording of rebetika music entitled

Peunenika Tpayovudia Me Ty Anodnun Kounovia, Rebetika Sonps Featuring

Apodimi Compania.

In the following chapter I shall discuss the significance of the music of this recording
along with other examples of the rebetika performance of Melbourne's generation B

players from the mid-1980s onwards.
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CHAPTER EIGHT

REBETIKA PERFORMANCE IN MELBOURNE FROM 1986-
TO THE PRESENT DAY.

8.1 Intreduction

The previous chapler ended with discussion about the rebetika performance of
generation A musicians in Melbourne in the mid-1980s. [ noted how at the same time,
a new generation of Greek-Australian musicians (generation 8) was beginning to
emerge. In this chapter 1 shall examine rebetika developments in Melbourne from the
mid-1980s to the present day, paying particular attention to the recordings and
performances of generation B musicians. My sources for this discussion include the

remaining twenty recordings from the KATAAOT'OZ TPAT'OYAIGN IMOY EXOYN

FPADTEI KAl EKAOG®E] XTHN AYXTPAAIA EE AIXKOYZXE H KAYETTEZ, field

recordings of live rebetika performances, commercial recorded performances made by

local musicians and the observations of my informants.

Firstly, 1 shall discuss two generation B recordings of rebetika music from 1986/7 and
1989 in order lo examine furiher the convergence of reberika music-making of the
Melbourne musicians of both generations A ard B. 1 shall then discuss rebetika
developments in Melbourne during the 1990s based on the memories and reflections
of my informants and documented evidence from newspaperé, performance programs
and advertising material. This discussion will provide a context for an examination of
the musical characteristics of rehetika musie in Melbourne as evidenced by later
generation B recordings and live performances (some of which include generation A
musicians). In the final part of the chapter I shail discuss twenty-seven recordings of

pre-and post-1946 rebetika recordings selected by members of Apodimi Compania as
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a representative cross-sectior of the genre which are used by them as source songs for
inclusion in their Melbourne repertoire.? These recordings are compared with two -
field recordings of the same material performed by the ensemble to explore the extent
to which recent examples of Melbourne rebetika music are changed by contemporary
performers. | shall note in particular what elements of the music are changed and
comment on how these changes telate to the evolution of rebetika and ils performance

in Melbourue.

8.2 The first generation B rebetika recording

As parl of the City Council’s Community Arts Program in 1986/7, Brunswick City
Council commissioned Apodimi Compania’s recording of rchetika songs entilled
PEMIIETIKA TPATOYAIA ME THN ATIOAHMEH KOMITANIA (Rebetika Songs
Fca}uring Apodimi Compania). In 1989, the same ensemble (bul comprised of a

different group of musicians) produced a second LP entitled Patris (Homeland). This

recording contained traditional Greek songs from the islands, the Greck mainland and
Asia Minor. It marked a broadening interest in traditional Greek music - other than

rebetika - amongst Melbourne's generation B musicians,

Stathoulopouios was concerned about the ‘tra la la-ing’ of rebetika, that is, the
weakening of traditional Greek musical characteristics due to European and USA
influences. However, he may have been encouraged to hear the rebetika performance
style of Apodimi Compania®® as it appeared on PEMIIETIKA TPATOYAIA ME
THN AINIOAHMH KOMIIANIA. The reason for this is that the performances

92 See appendix E for discographic details

93 The musicians involved wilh Apodimi Compania for this recording included: George Galiatsos,
Manucl Galialsos, Nick Vergopoulos, Jim Dimitriow, Chris Pantsaras. Rena Haizilepou and Nick

Sereslis.
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illustrated an attempt to relurn to performance practices and repertoire of pre-1946

rebetika forms. In his recording sleeve-notes Gauntlctl observed:

In offering the present selection of rebetika, “Apodimi Compania”
have had the good tasle to concenirate on carlier phases of the
evolution of the genrc; anonymous songs of the oral tradition and
relatively uncontrived professional compositions of the mid-war period
are well represented. They have also had the decency to use
unamplificd traditional instruments, notably the six-string acoustic
bonzonki, ils diminutive relative, the baglamas, the oriental lute (ud),
and they have added a few connoisseur flourishes, such as a wine glass
strummed on worrybeads. The result is far superior to the supremely
low kitsch which commonly masquerades as “rebetiko™ in
metropolilan Greece. It wiil surely delight the initiated and usefuily
instruct the novice {(Gauntlett, 1986).

Here, Gauntleit allies himself with the “anti-tra la Ia’ view of rebetika commenting on
the “good taste” of Apodimi Compauia, their choice of pre-1946 repertoire, “deceney”
in using unamplified acoustic traditional instruments and their avoidance of a “low
kitsch” (thus, pretentious) form of rebetiky performance sometimes heard in mainland
Greece in the 1960s. Gauntlett does not indicale whether he intended to include Greek
revivalist rebetika bands in the “low kitsch” description. I assume that he did not,
since revivalist musicians generully tended to avoid stylistic traits associated with
bonzoukia-type rebetika performance practices. He also acknowledged the potential
“instructional” role of the recorded music and thus its role in disseminating rebetika

to those Greek-Australians and non-Greeks yet to be initiated into rebetika.
The instruments

The instruments used on the recording (sce table 8.1 below) provide a clear indication
of the musicians’ intention to recreate an authentic sound: not only authentic in

relation to their own aesthelic practices, but also authentic in terms of historical

practices.
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Table 8. 1

Instruments used in the recording of Pepunexika Tgayovdia pe my
Arobnpy Kopravie

chordophones Idiophones and aerophones
o inembraphones

bouzoukt (six tring) koutalia accordion
haplama zilia

1zoura farumbouka (sic)

oud sticks

fiddle potiri

samtouri kombolos

frouras

The instruments listed in table 8.1 are similar to those listed in Smyrnaic and
Piracotic ensembles discussed in chapter six. They indicale a greater polentiat for
creating variations in cnsemble chromate and performance practices than was
possible in Melbourne's rebetika ensembles of the 1960s to the mid-1980s. This
extended range of chromata is supported by greater variation in the use of dromoi
which in this recording included: ousak, nisiotika, harmosic minor, sabal (minor) and
hitzaz, houzam, rast and sengiah (major) and preservation of heterophonic textures.
Odadly, the extended use of mode and instrumentation is not matched in the range of
dance modes featured in the eleven songs. In fact, the anapodos zebekiko is the only
dance mode used. Variation is found in the varying tempi which range between
andante (crotchet equals 92) and allegro moderato (crotchet equals 118). However,

the exclusive use of the anapodos zebekiko is further cvidence of the musicians’

attempt to be ‘true’ o pre-1946 rebetika style since the koinos zebekiko became the

most common zebekiko thythm after 1946.

Vocal style

The songs involved three singers (two male and one female) either as soloists in the
first part of a song’s binary structure, or as dueltists, particularly when the second part

of a song is doubled at the oclave or accompanied by a vocal ison. Thus, the
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instcumental heterophony is supported by the vocal lines. Again, this is stylistically
‘true’ to characteristics of the pre-1946 repertoire featured cn the recording, as is the
use of a natural vocal tone™ and the inclusion of vocal embellishments. However, |
suggest that the vocal embellishment in the older (raditional songs is closer in style to
Piraeotic rebetika thun it is to Smyrnaic vocal style. According to my field-work
observations, Mclboumne singers have not acquired the same range of vocal
techniques as those demonstrated on recordings by Smyrnaic singers. These altempls
at vocal *avthenticity’ reflected revivalist attempls 1o re-create pre-1946 performance
techniques in mainland Greece. Amongst generation B musicians and their peers in
Melbourne, these attempts also illustrated a reconnecting with the traditional music of

their forbears.

Six of the songs begin with extensive raximia. two on bouzouki, two on ond and one
each on the violin and sanfonri, Unlike the keyboard-synthesised santouri taxim heard

in Stathoutopoulos’ The Rebetika of Melbourne, this taxim is performed on a natural

instument. The notable elements of these faximia are the diversily of instruments and
their duration. Both elements represented a renewed commilment lo the rol: of

taxipia in pre-1946 rebetika reperioire.

1 can be seen from the above discussion that just as Stathoulopoulos’ The Rembetika
of Melbourne recording can be described as a ‘landmark’ in generation A reberika

performance, so too Rebefika Songs With Apodimi Compania can be noted as a

‘landmark’ rebetika recording for generation B performers. A period of only 18

‘months separated the release of these recordings.

% I using the term ‘natural voice” in relation 1o rebetika 1 refer to the non-use of quasi-bel canio or

adopted popular Weslern singing styles. As noted above, the voices of rebetika singers recorded
from the early part of the century {with some exceplinns) ofien sonnd nasal, throaty, ‘raw” or
‘edgy.’
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As | observed sbove, like most performers of rebetika, Apodimi Copmpania
musicians also developed their performance skills and repertoire in traditional Greek
rural music. Unlike mainland Greek musicians they did not perform the music of a
single place of regional origin. Based on the group's origins which included Crete,
Thessaloniki and Romania, their demotika repertoire in the late 1980s began to
explore the music of many Greck regions, Their work resulted in the issuing of the
first LP recording of demctika by Melbourne’s generation B musicians entitled

Harpi [Patris) (Homeland).% The reason why 1 have referred to this recording is that

it exemplifics how a group of generation B performers® became an inter-gencrational,
inter-regional and intercultural ‘voice’ for Greeks in the Meclbourne diaspora. The
repertoire chosen for the recording included songs and dances {from Crete, Thrace,
Dodecanese Islands, Slavic Macedonia, Acgean Islands and Asia Minor as well as a
number of collaborations with Irish musician Andy Irvine. The instruments used in
the recording (see table 8.2) illustrate further lhe inter-regional, cultural, rural and
urban diversity of the musical performances which were to become charactcristic of

Greek-Australian diaspora music-making in Melboumne in the 1990s.

% Puiris was the name of one of the ships which brought Greek migranis 10 Ausualia. Apodimi
Compania dedicated the recording o “our parenis and 1o all those who saifed in the Patris and
migrated to Ausimlia, bringing with them, amongst others things, their rich, traditional musical
heritage™ (Apodimi Compania, 1989). The illustrations of the ship Patris and Sydney Road
Brunswick (by Anastasia Bekou) used 1o decorate the LP sleeve-cover, are themselves interesting
historical documents for Melboume’s Greck diaspara community. The front illustration of the
stern of the ship piciures migrants al play, talking or slaring pensively over the sea. Attached to
the boatl by a heavy metal chain is a piece of Greek land covered in architecture of naiional
symbolic importance (such as the Parthenon and windmills of Mikonos), as if to tell us that the
migranis are carrying in their hearls a pari of their homeland. The back cover of the LP sleeve
features a painling of The Reireal Hotel on Sydney Road, Brunswick, which has played a central
rolc as a venue for Greek music in Melbourne. The painting reveals that the bolel was buill in
1892. Thus, the Melboume hotel flourished at the same time as the tekes, café-amanes and hash-
dens of late 19" century Greece.

9% The performers in this configuration of Apedimi Compania included Takis Dimitivou, Manuet
Galiatsos, George Galialsos, Tassos Dimitrion, Andy Irvine, Rena Halzilepou, Michael
Metambiolis. George Lentzios, Mairead Hanran and Tony Tiganis.

4t




Table 8.2

Instruments used in the recording of Narpic/Homeland (1989), Brunswick
City Council Recording 0010

chardophones Idiophones and uerophones vocals
membraphores

bonzouki (six string) bedir whistles male
oud cymbals female
maniolin sticks :

ISOUra-saz darabuka
leouto,

ltish  bouzouki  (also
referred to on the LP
sleeve as a mando-guitar).
violin

Crefan Ivra

guitar

The instruments listed in table 8.2 (with the exception of the Irish bonzouki) link
Melbourne’s Greek-Australian disapora of the late 1980s with those of their ancestors

in Greece and Asia Minor over 100 years ago.

These developments of rebetika and demotika repertoire, performance practices and
instrument-making, the musical activity of generaiion B musicians discussed above,
led to a huge development in the intercst of Greek tradiiional music in Melbourn:

during the 1990s.

8.3 The 1990s

This burgeoning inierest in rebetika was parily due to the growth of an international
commercial interest in rebetika supported by the re-issuing on Compaci Disc of many
pre- and post-1946 recordings. These recordings became readily available in
Melbourne’s Greek and non-Greek music stores. Current interest in rebetika is also

fed by petformances by generation B and C players and many of my informants

belonging to generation A, who continue 1o perform in a plethora of venues.
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In 1992 Apodimi Compecnia released a third commercial recording entilled Melisma

, (Brunswick Recordings, CD17).%? Once again the ensemble included guest musicians.

Gauntlett described the “line up” as being:

..shaped by a confluence of multicultural musical forces which
appears unique, but probably has parallels all over the Greek diaspora,
particularly in the USA, where Greek folksongs were firsi recorded in
the same studios as Negro blues in the 1920s, often on similar
instruments (Gauntlett, 1992).

Nine rebetika songs are amongst lhe recording of cighteen songs which includes
traditional material from Macedonia, Crete, Thrace and two melodies e¢specially
writlen for Apodimi Compania by their lIrish collaborator, Andy lrvine. Instruments

used on the Melisma are sliown below in table 8.3.

9F

For this recording Apadimi Companie_ included  George and Manuel Galiatsos, Archie

Argyropoulos , Heclur Cosmas and “special guests™ Michacl Melambiotis and Tony Hargreaves.

[




Table 8.3

ﬁnstmments used for songs recorded by Apodimi Compania on the 1992
CD Melisma, (Brunswick City Council Recordings 17, Melbourne)

Chordophones Idiophones and Aerophones
_ membraphones

oud toubeleki accordion

saz bedir whistles

bouzouki cymbals

mando-ccllo

banjo

mandolin

tzoura

tzoura-saz

guitar (6 and 12 string)
laouto

Cretan lyra

bowed tambour
bagluma

violin

The list of instruments shown above shows how musicians involved with Apodimi
Compania further developed instrumental playing skills between 1989 and 1992 and
thus increased their ability to create instrumenlal chromata in various forms of Greek
traditional music. By this stage in the carly 1990s, Melbourne’s Apodimi Cempania
had “evolved beyond the typical mould of metropalitan Greek revivalist bands in
response to the multicultural influences to which they have been exposed over the last

seven years...” Gauntlett {1992). Furthermore, members of the ensemble had become:

...avid collectors of old recordings of every kind of traditional Greek
music and Manuet Galiatsos manufactures traditional Greek and
Middle Eastern stringed instruments in defiance of the conventional
wisdom that Greek music in Melbourne revolves primarily round the
cosmopolitan bouzouki and its tourist appeal {Gauntlett, 1992).

Thus, for the musicians of Apodimi Compania a pathway to a point of reconnection

with their musical heritage involved contemporary intercultural experience in

Melboume and explorations into “old” recordings of traditional Greek music. This
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was a different pathway from that experienced by Greek mainland revivalists who did
not have to encounter the geographical and generational dislocation or multicultural

contexls of Greek-Australians in Melbourne.

Key pre-1946 stylistic musical characteristics are maintained such as the heterophonic

relationship belween instruments and voice, faximmia (especially a heart-wrenching
violin sabak taxim in a version of the traditional Smyrnaic song of forsaken Jove
entitled O INazpog (The Doctor); and in my opinion, vocal embellishments (including
slides, glottal tremelo and glottal shakes) have a stronger presence in the nine rebetika

songs especiatly when heard in conjunction with the minor dromoi ousak and sabalr.

Public performances

In 1994, the organisers of the Sandy Beach Centre devised a “Greek Taverna
Concert"% as part of their Sunday afternoon tea and concert series, with Apodimi
Compania as the guest ensemble. The musicians were described by the non-Greek
organisers as “authentic Greek musicians and professional exponents of the Greek
Rebetika tradition”. Of course, a polite Sunday afternoon tea party in Melbourne was
a far cry from the hash-dens of lale nineteenth century and carly twentieth century
Greece or even the post-1946 bonzoukia. 1t is not difficult to speculate how these
ntterly different performance contexts contributed to the kefi (spirit) of such
historically-distar:=:d rebetika performances. However, it was clear to me that the
audierce were muved and appreciative of what, for many of them by this stage in the

1990s, would have been a reasonably familiar sound of Greek traditional music.

In the same year, Christos Baltsidis {(oud), Archie Argyropoulos (lute), Hector

Cosmas (violin) and George Kiriakidis {(toubeleki} created two performances for the

98 The Sandy Beach concerl, Appdimi Compania — Greck Taverna Concert, took place at the Sardy
Beach Centre, May 22, 1994,
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Antipodes festivai® (Melbourne’s annual Greek-Ausiralian festival). The first,

entitled, Greek Eastern Mediterranean_Music consisted mainly of Smyrnaika. The

second, given as part of the Filzroy Boile Concerts, included an illustrated “history
and evolution of laika songs from the 1920s to today,” beginning with a concert of
rebetika from the “Golden Era”; that is, from the 1920s-1930s. For many

Melbournians the Greek Eastern Mediterranean Music concert would have been one

of the first opportunities to experience live Smvrnaika performed as a result of a
collaboration between generation A and B musicians, in the year that marked the first

decade of generation B performances.

It was fitting, therefore, that in February of 1994 another inter-generational concert of
traditional Greek music was given, this time at Melba Hall, Melbourne University.

Entitled A Journey Through Greek Music,!'® the concert sel out to “demonstrate he

continuation of this musie (traditional Greek) and the important role it played in

Greek cultural development and connection” (Neos Kosmos, 1994, February 14"7).

As rebetika achieved a new level of recognition in Melbourne’s traditional music
scene from 1994, some of the musicians largely responsible for the music’s profile
(Christella Demetriou and core musicians of Apodimi Compania) decided to leave
Meclbourne and return lo Greece. The Galiatsos brothers Ieft in 1994 to seek
performance opportunities in Greece, with one brother also completing his national
Greek service. Archie Argyropoulous followed, as did Hector Cosmas (a third

generalion Greek-Australian) on his first trip to Greece.

9% The Antipodes Festival was eslablished it 1987 by the Greek Orthodox Community of Melbourne
and Victoria in cooperation with the Victorian Tourism Commission. The word *Antipedes’,
translated, means the land down under.

10 performers included Cestas Tsicaderis. Yieta Stathowlopoulos, Christine Theodosakes, Archie
Argyrapouwlos. Hecior Cosmas and George Kiriakidis.
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From 1994, these musicians iravelled between Melbourne and Athens in explore
rebetika music and its mainland context. To some extent, their journcys involved
transcultural experience as they moved belween Melbourne’s diaspara community
and Greece. On their return to Melbourne they brought with them their contemporary
rebetika experience from Athens and Thessalontki, whiie on their sojourns in Greece

they took with them a Melbonrne diaspora experience of rebetika.

In 1995 Hector Cosmas (a member of Apodimi Compania who, al that tinte, had not
yet migrated to Greece) produced a concert for the 1995 Brunswick Music Feslival

entitled Songs of Greek Migration. The songs (which included rebefika) were

described in the program as including “Melbourne’s best Greek musicians {in] an
aflernoon highlighting the joys and sorrows of migranis and those left behind”
{Brunswick Music festival program, 1995:9). An anonymous speaker al the concest

prefaced the performance by commenting thal:

Music of migration is an important concept because it highlights the
necessary and very critica! role that Greek music has played for the
disapora. In this conlext it is imporlant not only lo maintain the culture
and to try and keep traditional Greek music going, but it is also about
developing the music in a different form (Anon.1995).

Here, the speaker made a rare acknowledgement of how ihe maintenance of
traditional music amongst Melbourne’s Greek diaspora involved changes in its
presentation: the kind of changes brought about by intercultural influences discussed
previously and aiso present in a 1995 perfonmance al the Brunswick Mechanical

Institute entitied [ippaSogaxo «1afm» oto Brunswick,?' (Neos Kosmos, 1995,

August 7). This performance involved Greek and non-Greek players of the oud, saz,
bouzouki, accordion, flote and flamenco guitar in an exploration of taxim connections

in the music of Greece, Turkey, Italy and Spain.

01 perfwmers for NopaSoowaxe taly ow Brusswick included Chrisios Balisidis, John Nortan,
Michael Kondakristos, Ohil Carol and Antony Kandsion.
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Habibis, a group of musicians led by Irini Vela who specialise in traditional music of
Greece, the Middle East and Balkans, was well established by 1995. Their repertoire
included rebetika. At this time Habibis repertoire lypically included music from
Smyrna, Maccdonia, Greece and Turkey. Their arrangements of tradilional songs
from these regions resulted in a fusion of styles: a fusion emphasised by their use of
bouzouki, oud, laouto in an ensemble that also inclhded double bass, cello and
recorder, the latter instrument being played by Rebecca Cogan — a musician with a

Dutch family background.

The broader and more inclusive view of rebetika shared by musicians in Melbourne
from generations A and B which acknowledged intercultural influences on the
evolution of the genre was also shared by a growing number of non-Greck-
Australians in Melbourne: for example, playwright Rhondda Johnson. She believea
also in the broader significance of rebetika experience in Melboumne's Greek

diaspora. Thus, in 1995 she devised a play called The Rebetes- 102 Johnson observed:

The Rebetes is a play which represents the experience of life for many
Greek migrants, who upon amriving {in Melbourne] found themselves
emulating the experience of the Asia Minor refugees who gave birth to
the rebetiko legend. The namrow lanes of Piracus, where many rebetes,
after the devastation and defeat in Asia Minor, gather; in this play are
mirrored by the Greek migrant experience in the working class
neighbourhoods of Melbourmne’s industrial heart land (Neos Kosmos,
March 20, 1995:5).

The Neos Kosmos report described the playwright as someone who had lived amongst
“the rebetes of Yaraville in a small enclave where many Greek migrants, many of

whom had refugee backgrounds from Asia Minor, settled” (Neos Kosmos, loc. cit.).

Johnson commented:

102 ‘The Rebetes was performed in the Beckelt Theatre. The C.U.B. Malthouse, Melbourns, between
March 29 and Apnit 15, 1995,




Yarraville has often been referred to as being a small Greek village
with its tiny ‘kafeneia’ which dot the narrow streets of the main
shopping strip. These coffee houses offered a soothing refuge to many
Greek migrants, predominanily male, who cultivated a ritualistic
existence in and out of these smoke filled dens. Today only a few
remain — the Antipndean ‘rebete’[sic] is a dying breed. This play is not
about the trendy ‘pseudo-rebetes’ who have surfaced in recent years. It
is about real life experiences... For those free spirits of the ‘rebetes’ of
Yarraville... (Neos Kosmos, March 20, 1995:5).

Johnson's comments raisec a number of questions. To what exient can the Melbourne
Greek-Australian coffee  houses patronised by backgammon-playing men be
compared with the tekes of pre-1946 Greece? Can the men who patronised
Yamaville's kafencion be referred to justifiably as “rebetes?” What is meant by

Johnson’s reference to “recent pseudo-rebetes?”

Fitstly, the kafeneion (sing.) ot kafeneia (pl.) referred to by Johnson have been present
in Melbourne since the 1950s, Although smaller in number, these kafenein still exist
today. They provide a meeting place where Greek men drink coffee, play cards and
backgammon and, no doubt, discuss contemporary issues, The venues mirror similar
establishments in urban and rural Greece where (particularly in the villages) it is
customary for men to meet together in the evening. Nevertheless, 1 believe there is a
distinction to be made between Aafeneia in Melboumne during the 1950s and 1960s
and “smoke-filled dens™ typified by pre-1946 Greek rekes, and low-life tavernas

frequented by manges and rebetes in Greece. Whilst the 1950s and 1960s kafeneia of

Melbourne were frequented by migrants who lived to some extent on the margins of

mainstream society, they were not frequented by people belonging to a subculture
involving manges or rebetes. The latter term is defined by Johnson as being used 1o
refer to men who “lived the life of the sub-culture in which the music {rebetika] was
played”. (Johnson, 1995) Whiist this definilion compares reasonably with that
referred to in the previous chapter, 1 do not believe it can be applied o Greek-

Australian migrants in Melbourne in the 1950s and 1960s. In Yarraville there may




have been what Johnson describes as “the generation of Greek people bom to those
refupgees [who) came as teenagers and young adults to find a new life in Australia...”
(Johnson. ibid) but their life experience, whilst sharing aspects of geographical and
related emotional fracture, would have been very different from that experienced by

the Anatolian refugees to Greece in 1922, However, Johnson maintained that:

While the ‘rebetes’ are considered 10 be from the past, the tradition
was transported to Australia and acted as solace for those who atso felt
the pain of being ‘outsiders;’ a part of their survival depending on re-
creating, re-loving, romanticising and celebrating the song and dance
of the rcbetes — a seemingly confagious catharsis as interest in it
continues to develop (Johnson, 1995).

By “tradition”, | assume that Johnson is referring 1o rebetika music and dance. If this
is the case, my comments regarding the authentic experience of rebetika in Australia
echo her views. That is, it relates to making sense and meaning of the experience of
migration rather than trying to recreate a past experience belonging 1o the lives of the
pre-1946 rebetika musicians in Greece. However, as my study shows, there were few
venues for the performance of rebetika until the 1960s and the kafeneia would have

been frequented mostly by migrants from rural Greece with a preference for demotika.

Unfortunately, Johnson died recertly; and I am therefore only able 1o guess at the
meaning of her reference to “pseudo-rebetes”. Perhaps she was ma%ing a value
judgement about the rebetita music-making of certain musicians from the 1980s
omwvards and comparing their life experience with both men and women who formed
part of her [ife in Yarraville as a non-Greek amongst “migranis who went to schools

with her in the 1950s and 1960s” (Johnson, 1995).

The significance of her play to this study lies in it having been written by a non-Greek
Melbourne woman in the 1990s which exemplified the integration of cultural

experience particular to Melbourne.
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For a brief period in 1996, enthustasm for rebetika music in Melbourne was such that
a new laverna opened at 400 Sydney Road, Brunswick named PEMIIETIKO
(REMBETIKQ). It featured performances by “authentic rebetes” (Neos Kosmos,
1996, August 15) three nighls a week. Musicians included singers Yiota
Stathonlopoulos, Maria Stathoulopoulos, Kostas Mouzedakis, guitar, Babis
Georgakakis, bouzouki and a baglama player named “Christos” (Christos Alifragis?).
In the mearby Retreat Hotel, rebetika continued to be performed every weekend by
ensembles consisting of musicians already referred to. Indeed, as groups of musicians
formed, disbanded and reformed, new venues (many short-lived) for rebetika became
available. Since its opening in 1996, Piraeus Blues (another Brunswick Street Greek
restaurant named after the Swaer’s interest in Piraeotika) has continually supporied

the live performance of rebetika.

March, 1996, saw the return of Apedimi Compania musicians on a brief visit which
included performances at their “otd haunt’ The Retreat and at The Sydney Road Strect
Party. | have already mentioned that this was the first of many return visits to
Melboume made by these musicians. A parlicularly noteworthy relurn performance
occurred in 1997 when, accompanied by singer Lizetta Kamilera from Macedonia,
Christos Balisidis, oud and Mclbourne Turkish singer Erham Alpiekin, the ensemble
reached new heights in their exploration of authentic performance practices. Held in
Darebin Arts and Ententainment Centre on June 15, a large andience representalive of
Greek-Australians from three generations were loudly appreciative of a program

cutitled Songs From Smyrna, The loudest appreciation was shown for the rare

performances of a number of amanades sung by the Turkish-Auvstralian musician
Erham Alptekin. As an audience member, [ was intensely aware of a surge in kefi
(heighiened spirits) which seemed to relate to a deeply felt sense of identification with
the passion of the improvised singing. Later in the same year Neos Kosmos noted that
“over 500 parents and grandparents saw second and third generation Greek-Austrafian

studenis Irom Protype Greek Education Centre siﬁging [the songs of rebetis]
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Tsitsanis...during their annual school concert...” (Neos Kosmos, 1997, October 9).
Thus in the late 1990s the popular songs of rebetes Tsitsanis were being disseminated

in at least one Melbourme Greek school.

In 1998, the Thessalonikian Association of Melbourne (also known as The White

Tower) hosied a performance entitled Night of the Rebetes at the Estonian House,

Brusnwick. They planned a program described in Neos Kosmos as: “A night of
rebetika from its humble beginnings in Asia Minor to its peak of glory in the 1950s”
{Neos Kosmos, 1998, March 30). In the same a:ticle the President of the Thessaloniki
Youlh said that “the urban sounds of rebetika will be a cultural awakening for Greeks
who were born years afler its time. It will educate the younger people about the
history of rebetika, how it started and the importance of the bouzouk®
(Karambouropoulos, K, 1998:9). Here Stavros Saristavros, the President of the
Thessalaoniki Youth, confirms the observations of my informants discussed in
chapter three regarding the role rebetika playsd in the “awakening” of second and

third generation Greek-Australians to their cultural heritage.

Six days later in the same year, another regrouping of generation B players known as
The Divers appeared; this time featuring singer Julie Latras with Apodimi Compania
players Hector Cosmas, Archie Argyropouolos Tony Illiou and George Kiriakidis,
The latier performers joined Anestis Kavouras (the Melboume-based son of pre-1946

rebetis George Kavouras) in a concert entitled A tribute To George Kavouras:

Apodimi Rebetika'®® which show-cased the works of Kavouras the elder. This

performance demonstrated that a direct link existed between Melbourne generations A

and B reberika musicians and an Athenian rebetis of the Piraeotic period.

K3 The Kavouras concert ook place at The Mecharics Instilute, Brunswick, March 15, 1998,




The decade also saw many generation B musicians reaching a point of musical

maturily. The Greek-Australian community saw them as respected cultural leaders in

their field (as evidenced by their entry in The Oxford Companion 1o Australian

Folklore). Commercial and public broadcasting organisations featured rebetika
performances. Ensembles recorded the music locally. Cerlain members of the Greek-
Australian community, who in the past would have been unlikely supporters of the
music, chose to acknowledge the genre (to a degree) as an acceptable part of Greek
music. This latter point is best illustrated by rebetika performances organised by what

Yiangoulis described as “ladies’ auxiliary clubs”, As he observed:

Lately 1 am beginning to see more Ladies’ Auxiliary Clubs orpanising
rebetika nights as fund-raisers. It is really ironic. A Iot of these
associalions are having rebefika nights which are very lukewarm in
their approach to the program. They look for songs which are not too
controversial. We can't talk about Apanriae {Arabic content). We can’t
talk about hashish. There is this lukewarm representation of rebetika.
They say “rebefika has its place in history and we should respect it”
{but] they give misinformation about where the music came from and
why. We have found that a lot of pecple are hopping onte the band-
wagon and marketing something that has much deeper roots and thsy
don’t understand what the implications are in terms of annotating
history (Yiangoulis, 1999, pers. com).

As Yiangoulis pointed out, on the one hand rebeiika had become acceptabte to a
broad cross-section of Melboumns’s Greek-Australian community - acceptable enough
1o use it as a fund-raising event; on the other haud, in the case of the Ladies’ Auxiliary
Club referred to, the program has to be sanitised and cleared of themes which might
be considered as crude or ideologically incorrect. This is a form of censorship of

rebetika that would have been familiar to musicians in pre-World War Two Greece.

According to Yiangoulis, avoiding controversial issues such as acknowledging Arabic
and Turkish influence on the evolution of the musical genre (which some Greek-
Austratians perceive as uniquely Greek music) and the sexual and drug-related mores,

does not facilitate a broader view of rebetika. That is, a view which recognises the




social and hislorical importance to Greek-Australians and the collaborative musical
work between some of my informants and Turkish-Australian musicians refemred to
above. Another example was the 1998 collaborative performance between
Melbourne’s Greek and Spanish communities, who devised a performance of rebetika

and flamenco music entitled Rembetico Flamenco, The organisers observed:

[The concert] will present an evening dedicated to Spanish and Greek
music and dance, emphasising the potential of a multicultural
city...The culivral synthesis will impress upon an audience the belief
that Melbourne is and will remain the city where arlists from diverse
backgrounds will have the forum to create a synergy which brings out
many Similarilics belween rembelico (sic) and flamenco music and
dance as expressed by Spanish and Greek artists from Melbourne
(anon. quoted in Rembetico Flamenco, 1998:1).

In fact, the music performed at this concert was not a synthesis of two styles. Rather,
two ensembles - one rebetika and one flamenco - played altermately. Nevertheless, the
performers acknowledged “many shared similarities” between “rembetico, jazz, blues
and flamenco” (Rembetico Flamenco, loc.cit.). Eleven rebetika songs out of the
sixteen performed were zebekika; nine of these were composed by Tsitsanis between

1942-1949 and as such represented a small cross-section of available rebetika

repertoire. Nevertheless, as the program notes suggested, the shared platform attested

to the increasing altempts by Melboume’s traditional music-performers to
acknowledge shared cullural experience and their musical expressions. In some cases
these musical collaborations resnlted in a degree of synthesis of musical style, such as
between Greek and Turkish musicians, In other cases it involved the sharing of

performance space and time, as illustrated by Rembetico Flamenco, and performances

heard as part of intercultural festivals encouvraged and supported by local councils
such as Brunswick, Footscray and Coburg. This wide recognition of the significance
of rebetika (and other Greek traditional music) in Melbourne has increased

dramatically during the 1990s.




296

Such was the standing of Apodimi Compania within the Greek-Auslralian community
that they were invited 1o return as guests of the 2000 and 2001 Antipodes and Port

Fairy festivals as well as the 2001 Brunswick Music Festival.

The 2000 Anlipodes festival program noted: “Following a lwo year absence, one of
Melbourne’s most popular Greek bands, Rebetiki, (a name given to the Apodimi

Compania musicians when the Galiatsos brothers were not involved) marks its return

to the m_usic scene with the faunch of two new CDs; MEPI OYZIAZ (In Essence)
(DEXCD4197) and Apodimi Compania Plays Rebetika Live Al The Relreat (PMi

52CD256)".1 In the following year Apodimi Compania made a retum visil to the
Antipodes festival. The festival program described them as “this revivalist band of
mostly Australian-bom musicians” who will “present an authentic interpretation of
rebetika and folk music from different regions of Greece”, Here, the anonymous
program writer equates the Melbourne musicians with matland rebetika musicians,
using the term “revivalist,” and describes their inteipretation of rebetika as

“authentic™.

Simitarly, in the anonymous program noles of the 2001 Brunswick Music festival

Apodimi Contpania are described as :

...one of the most influential bands in the world of Greek diaspora.
Formed in Melbournc in the early eighiies....they went on to bring a
new perspective to revivalist rebetika in Australia. The band further
influenced by Melbourne’s multicultural communities expanded their
work introducing Cretan, Balkan and eastern Mediterranean music in
their repertoire (anon. quoted in the 2001 Brunswick Music festival
Program).

104 See anpendix D for discographic details
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The writer does not state what he meant by “ a new perspective to revivalist rebetika
in Australia”, but I believe that this is a reference to the development by Apodimi

Compania of a special focus on the pre-1946 rebetika teperloire,

I shall now describe and cxamine briefly the two most recent Apodimi Compania

performances released in 2000 and mentioned above.

TEPI OYXIAE, is a compilation of material recorded recorded between 1997-1998 at
two Meclbourne studios: Atlantis Studios (Hawthorn) and 8.B.S Studios (Southbank).
According to Argyropoulos the transiated title of the recording, “In Essence,” refers to
the musicians’ intention to demonstrate “the soul of the [rebetika] music [and to] get
back to the roots of the music” (Argyropoulos, 2001, pers. com.). Thus the songs
chosen for inclusion on the recording were mostly pre-1946 Smyrnaic and Piraeotic
compositions, although two songs are included from the early 1950s. The recording
also shows how the musicians!9s featured on this recording have remained true to
their commitment to authentic rebetika performance practice and repertoire for nearly
twenly years.

Instruments used in this recording are listed in table 8.4

105 Performers on 11EPT OYZIAE include Archic Argyropoulos, Hector Cosmas. Tony Illiou, Gearge
Kiriakidis, Chris Alifragis, Pascal Latra and George Stathos.
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Table 8.4
Instruments used in the recording HEPFI OYXIAX
Chordophones Idiephones and aerophones
membraphones
oud loubeleki clarinel.
baglama zifia.
violin
bouzouki
tsimbous
cello
kanoun
guilar

A range of instruments is used again, allowing for the performance of authentic
chromara in Smyrnaic, Piraeotic and Laika reperloire as do the range of dromoi:
ousuk, kartzigar, rast, hitzaz, niavent, nisiotiko and dance modes: tsifteteli, zebekiko
anapodos and koinos, karsilimas, hasaposerviko, ballos and kalamatianos.
Intreductory, interlude and concluding taximia are played on bouzouki, violin,

accordion, tsimbous and clarinet.

As 1 have mentioned, Apodimi Compania Plays Rebetika Live At The Retreat was

released at the same time as [1IEPI OYZIAE. The aponymous writer of the CD slecve-

notes observed:

This CD captures the extraordinary experience that was Apodimi
Compania at the Retreat Hotel. Those who shared the experience will
find great pleasure in this recording and those who did not, will
understand why it was one of ihe most remarkably vibrant musical
scenes of the past decade in Melboume. This CD presents a part of that
history, selected from recordings made by the band of various
performances at The Retreat Hotel, Brunswick 1993-1994. At this
time, Apodimi Compania comprised the Galiatsos brothers, George and
Manuecl. Hector Cosmas and Archie Argyropoulos. This line up had
already been playing regularly at The Retrear Hotel for a few years,
creating a unique musical and social experience, attracling people from
different cultures and musical traditions...{The band generated] a
devoted following in Australia and Greece (Anon. 2000).
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Even though members of Apodimi Compania continue 1o perform in Melbourne, the
anonymous writer of the CD sleeve-notes created an almost valedictory historical
sketch of the ensemble’s achievements. He emphasized their musical and social
contribution to Melbourne’s cultural life for Greek-Australians and non-Greek-
Australians. In this digital rccording, made from analogue recordings by the
musicians dering 1993-1994, the range of instruments used is not as broad as in more
recent performances. Smyrnaic instruments such as oud, kanoun, santouri tsimbous,
for example, are not included. However, the sixtcen songs included on the CD range

across Smyrnaic, Piraeotic and laika repertoire.

Undoubiedly, Apodimi Compania played an important role in bringing this repertoire
to the aitention of a wider audience in Melbourne, many of whom attended a rebetika
eveit in 20001% organised by bowuzouki player and teacher Bill Polychronopoulos and
sponsored by Melbourne’s Greek radio station 3XY and Greek newspaper Ta Nea. 1t
was a remarkable success and attracted an audience of 600 to hear rebetika music
performed by an ensemble of generation B and C players. The concert’s title [Tpwv 10
Xapaja, (Before the Dawn) indicated Polychronopoulos® presentation of an historical
view of the evolution of rebetika with its roots in Classical and Byzantine Greece.
Such a large audience, together with the recognilion given to the music by the Greek-
Australian mass media, illustrated a significant change in mind-set by Melbourne’s

Greek-Australians towards rebetika music from that of the 1950s and 1960s.

8.4 Issues of change related to contemporary performances of rebetika in
Melbourne

In chapler seven, and in this chapter so far, 1 have shown how the sound of rebefika in

Melbourne since the 1950s underwent change. Aspects of this change paralleled the

106 [Tpw vo Xapapa nok place al the Radio 3XY theatre in Bell Street, Presion in 1999,




evolution of rebetika style in mainland Greece but other elements reflected inter-
generational and intercultural influences particular 1o the Greek-Auwstralian disspora in
Melbourne. 1 shall now discuss issues of change related to musical characteristics and
performance techniques in 27 rebetika songs selected by Apodimi Compania as
representative of the rebetika genre. Two Apodimi Compania performances of the

same songs are comparcd with source recordings identified as such by members of the

ensemble. The number of field recordings were limited by the availability of the

musicians who, as 1 have shown, have lived partially in Greece and partially in
Melbourne since 1994, The two Melbourne performances must aiso be classified as
command performances; i.c. the musicians recorded the songs especially for me and
without an audience. Thus, elements of a public performance, particularly the
musician-audience relationship which affects the kefi of such an occasion, are not

present.

The first command performance involved six musicians including one of the founders
of Apodimi Compania, George Galiatsos and other key members of the group,
Christos Alifragis, Archie Argyropoulos, Hector Cosmas, George Kiriakidis and
Tony 1lliou. The second performance involved only the latler four musicians who
perform in Australia under the name of Rebetiki Compania. The different number of
musicians affected the range of instrumeats used in the second recording. That is, a
lesser range of instruments was used in the second performance than in the first
performance. This fluidity of ensemble lype is typical of Melbourne reberika

performances,

The ambience of the recording studio for the first performance seemed 1o emphasise
the extent ta which the musicians crafted their performance. This probably reflected
the early days of reberika recording when performances in makeshift studios such as
schools and hotel rooms, must surely have differed from performances in the tekes or

laverna environmenis.
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Bearing in mind the above limitations, 1 believe the performances provided enough

authentic material to make the comparisons discussed below.

Initially, 1 asked the musicians to select a group of songs according to criteria which

they believed would be representative of the genre. Table 8.5 lisis their criteria for

selection.

Table 8.5

rebetika genre,

Apodimi Compania criteria nsed in the selection of 27 songs representative of the

Dromoi

Rhythmic mode

| Theme

Stylistic period

hitzaz
hitzaskiar

rast

kourdi

ausak

sabah

harmonic minor

zebekiko
1sifeteli
hasapiko
hasaposerviko
karsilimas

exile
migration
jail

taverna life
fove

death
hashish
tuberculosis

and

pre-1922 “catastraphe”
post-1922 Smyrnaika
Piraeotika

post-World war Two

As we shall see below, the criteria suggested in table 8.5 is nol comprehensive. That

is, it does not represent the full range of dromoi, themes or rebetika styles actually

performed by the musicians.

Table 8.6 below, lists the source songs'” in order of recording in Melboume, and

categorised according to the piven criteria with additional criteria suggested by the

musicians after completion of the command performances.

107 Sep appendix E for discopraphic details
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The sonrce songs listed in order of recording in Melbourne, and categorized
according to the given criteria.

Tille Melaodic Rhythmic Theme Stylistic period

mode mode
G Wopag  (the | Kurdi-misioliko | Anapodes zebekiko | Social Piracotika
fisherman) commeniary and

injustice

Mavpa patm povpa | Nisitiotiko Hasapiko Love Pitacotika
opbia  {Dark  eyes,
dark brow)
0O  Zyvayyg (The | Sabah Anapodos zehekiko | Drugs Piraeotika
Sniffer)
To Xpupx dev 10 | Hidzaskiar Hasapiko love Late Piracotika
loyopinw {I don’t
care for money)
Lav yopilm an'tov | Rasi Zebekiko Drugs Firavotika
[uko (As 1 relurnced
from Pylos)
Afyvanaa (Athenian | Nisiotiko- Zebekiko Love Piracotika
girl) kartzigar
Arn wv xuipo =xov | Rast-nisiotike Hasapiko Drugs Piracotika
apyone (Ever since |
started)
Te poroxicén gou | Risictiko Zebekiko Love Piracotika
(Your eyelashes)
Tpapa tpoPa (Drive | Rast Hazaposerviko Life-style fun taika
on)
Yo yomiews  tov | Pimeniko Zehekiko Love Piracotika
®om (At Folis's
lavern)
| Megs arov  MavBov | Piracotiko Zebekiko Drugs Firaeotika
tov text {In Mantho's
hash den}
Suas (Thomas) Hidzaz Karsilimas Drugs revivalist
Meg oo Hoing | Kurdi Tsifteteli Drugs and love Smymaika
yepap (In the town
baths)
Meg otov Bofovia Rast Zebekiko Love Piracolika
m YouPa (In
Vavoula's gouva}
Mepre  apefe va | Hidzaz Kalamatianos Drugs and love Late Smyraika
mpelopw (Bring me
som¢e hervin)
Zouplomuvepevns Hidzaz-ousak Karsilimas Love Piracotika
yevwa (Child of a
crazy mother)
O Kokoygpog (The | Hidzaskiar Hasapiko fove Piraeotiisa
wonk)
Mixpog Hidzaz Hasaposcrviko [ Love Piraeotika
appafuviaemre (1
was engaged young)
Tv mofo; atekswato | Piracotiko Zebekiko Death Late ]
{Endless passion) archondorebetika
Taliolm {False | Ousak | Zebekiko Love Piraeotika




[ world)

| Hevie EAlwveg otov | Ousak Tsiftetchi Social faika
Ady (Five Greeks in commentary
tell)

Ta dvo yeon {(Your | Nisiotiko Zzbekiko Love Piracolika
two hands)

01 poykeg  dev | Ousak Tsifeleli Social revivalist
vrapyovy ma (There comuicnlary
are no manges Icht)

Nreppreviepiooa Hidzaz Syrlos Love Smyrnaika
(Polite lady)

Meg v xoldiy | Meledic minor Zebekiko Love Late Piracotika
oKoTOUpa pov
{Amongst  all my
troubles)

Ta oeva pavpa pana | Harmonic minor | Hasapiko Piracotika
pov {(My dark eyed
girl)

Koo ( Katinaki) Qusak syntos Piracotika

As the above table indicates, the categories were not intended to be definitive. in fact,
of the songs cventually selected and performed, none involved the themes of

tuberculosis and exile. The melodic modes aistiotiko, pimeniko and Piraeotika and

kalamaiianos and syries thythmic modes were added, whilst the major mode houzam

was omitled,

The stylistic periods are broad categories. Songs from both the Smyrnaic and
Piraeotic periods were further categorised (post-performance) as “late” Smyrnaic and

Piraeotic.

The comparison between recent Melbourne performances and source recordings
discussed below, is diachronic in natore. 1 believe that diachronic observations are
particularly useful in identifying quantifiable changes between phenomena being
examined, but less useful for identifying qualitative processes of change which rely
more on participants’ “voices” to ensure aunthenticity. That is, participants and
observers separated by long periods of time and geographic distance (such as early
rebetika musicians and contemporary Greek-Australian musicians) include those who
have died or who were not known or accessible. Therefore, it is important to bear in

mind processes of change involved in the evolution of rebciika in Greece and
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Melbourne discussed in previous chapters. These processes of change form the

context for discusston on diachronic comparisons which follows.

I adopted the diachronic approach in response lo suggestions made by Tsounis and
Gauntlett who both expressed views supporting greater examination of rebetika
musical texts. Tsounis expressed interest “for future rescarch [through] a diachronic
comparison of ‘original’ recordings of rebetika items with contemporary renditions of
the same items” (Tsounis, 1997:184). Gauntlett commented that *...the most pressing
desideratum of scholarly commentary on rebetika remains a comprehensive, reliably
transcribed,'88 documented and annotated corpus of verbal and musical texis of
rebetika” (Gauntlett, 1991: 3B). In 1994 he re-stated a plea for a “future musicological
project” (Gauntlett, 1994:41) to assist in the examination of the Melbourne collection

of rebetika recordings known as Corpus Rebeticorum.

Table 8.7 below outlines in broad terms, differences and similadties between the
source recordings and the two Apedimi Compania performances. Musical
characteristics discussed in chapters four, five and six are referred to: i.e. occurrence
or non-occurrence of tfaxinta, types of dromoi and rhythmic mode, vocal style and
instruments. Terms such as ‘raw’, ‘throaty’, ‘rough’ and “drawl’ are descriplions of
vocal characteristics associated with rebetika vocal style, but particularly with male
singers of the Piracotic period. Unless stated, all voices are produced with a natural
tone; that is, nol affected by professional vocal training in special techniques.

References o ‘doubled at the octave’ or ‘doubled in thirds™ refers to doubling of voice

paris at the stated intervals. The terms croichet and quaver are abbreviated to ‘er’ and

qu.

108 ‘Fhe question of what type of musical transcription would be appropiiate for rebetika, a genre which
orginoted as an oral musicat tradition and evolved 1o include different tuning systems. madal
practices and performing techniques. is yet 10 be addressed.




Table 8.7

Comparison of differences and similarities between source performances and

two Apodimi Compania performances of 27 rebetika songs

Source Song

Apodimi 1

Apodimi 2

Title
Taxim
Dromos

Dance mode

Vocal style and
cmbellishments

instruments

The Fishcrman

bonzouks inlrod_ucliun

kurdi-nisiotika on D

anapados zebekiko
qu =138

malc Piraeotic ‘raw’
mangas drawl, No
cmbellishments

bouzonki, guilar

The Fishcrman
none
kurdi-nisitoika an D

anapodos zebekiko
qu =116

male voice, mordents
and turns

fzoura, boizouki,
baglama, guitar

The Fisherman
none
kurdi-nisiotiika on D

anapodos zebekiko
qu =126

male, mordents and turns

bouzouki, baglama and
puilar

Title

‘Faxim
Dromos
Dance mode

Vocal style and
cmbeHishments

tnstruments

Dark eyes, dark brow
nane

nisiotiko on E
hasapiko qu = 112
male, glottal mordents

bonzouki, guitar,
accordion

Dark eyes, dark brow
none

nisintiko on D
hasapiko qu = 120

male, glotial mordents,
doubled al oclave

bouzauki, baglanma,
tzonva, guitar and potiri

Dark eyes, dark brow
none

nisiotika on D
hasapike qu = 126

male, glodal mordents

bouzouki, baglama, guilar

Title

Taxim

Dromos

Dance mode
Vacal style and
embellishments

instruments

The sqiffer
nonc
sahah on C

anapodos zebekiko cr =
80

[aw mangas, not
cmbellished

bouzouki, puitar and
potiri

The Saiffer
bouzouki mtroduction
sabah on D

anapodos zebekiko ¢ =
100

male, doubled at the
oclave

boizouki, bagiama,
fzourra, guilar and potiri

The Sniffer
none
saltah on D

anapados zebekiko cr = 96

male

bouzonki, baglama and
guitar

Titke

Taxim

1 don’t care for money

1 don’t care for money

I dont care [or money
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Dromos

Dance mods

hidzaskiar on C&

hasapiko cr = 100

hidzaskiaron C

hasapiko cr = 104

hidzaskiar on C

hasapiko cr =96

Vocal style and | mangas drawl, no malc, doubled in thirds, | male, doubled in thirds

cmbellishments | embellishment glottal tremelo

instruments bouzouki, baglama, and | bouzouki, baglama and bouzonki, buglama and
guilar puitar guitar

Tille As 1 returned to Pylos As [ retumned to Pylos As ] returned 1o Pylos

Taxim none none none

Dromos raston F raston F raston D

Dance mode

zebekiko cr= 132

zebekiko cr =126

zebekiko cr = 132

Vocal siyle and | raw mangas, nol male, not embellished male, doubled in thirds

embellishments | embellished

inslruments violin, guitar, kanoun bouzouki, baglama, beuzouki, violin and guilar
and paotiri guitar and vialin

Title Athenian girl Athenian girl Athenian girl

Taxim none bouzouki introduction none

Dromos nisiotiko- kartzipar nisiotiko-kartzigaron D | nisiotiko-kartzigar on D

Dance mode

onC

zebekiko or = 98

zebekiko cr = 100

zebekiko or = 96

male, doubled at octave

Vocal style and | mangas drawl, no male, doubled at ociave

embellishinents | embellishment, doubled
al oclave

instruments bouzouki, baglama and bowzouki, baglema, houzonki, baglama and
guitar guitar, szotira and potiri | puitar

Title Ever since | starled Ever since | started Ever since I started
(source song not given)

Taxim bouzeuki introduction none

Dromos rast-nisiotiko on G rast-nisiotiko on G

Dance mode

hasapiko qu = 138

hasapiko qu = 144
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Vacal siyle and
embellishmenis

instruments

male, no embellishment

bouzouki, baglama and

male, no embellishment

bouzonki, baglama and

Dance mode

zebekika cr = 126

2ehekiko cr =116

guilar puitar
Title Your eyelashes Your eyelashes Your eyelashes
Taxim bouzouki introduction none nonc
Dromos nisiotiko on F nisiotikoon D nisiotike on F

zebekiko cr =138

Dance monde

Yocal style and

hasaposcrviko qu = 192

male,doubled in thirds,

hasaposerviko qu = 2({)

male, doubled in thirds,

Vocal style and | male male, glotial trills and male. giettal trills and

cmbellishments mordenis morden!s

instruments bouzoukt, baglama and bouzouki, baglama, bouzouki, baglama and
guitur rzoura and accordion guitar

Title Trava Trava Trava Trava Trava Trava

Taxim none nune none

Dromos fast on Ab raston D raston D

hasaposerviko qu = 192

male, doubled in thirds, no

embellishments | no no embellishments embellishmenis
embellishments

mstruments bouzouki, puitar, two boizoukis, bagiama | bonzeuki. baglama, goitar
accordion and wooden guilar and accordion and accordion
block

Tile At Foiis' tavern At Fotis® Tavern Al Folis® Tavern

Taxim none none none

Dromos pimeriko on C pimeniko on A pimeniko on &

Dance mode unapodos zebekiko cr = | anapodos rebekiko cr = | anapodos zebekiko or =
132 120 116
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Vocal style and | male, plottal tdlls male, glottal trills and malce, glottal trills and
embellishments {urns mordenis
instruments piano, violin bouzouki, baglama, vialin, guitar and baglann
guitar, violin and
accordion
Titie In Manthon’s hash-den In Manthon's Hash-den | No second version
provided
Taxim none bouzonki inlzoduclion
over a puitar ison
Dromos Piracotiko on D Piracotiko on D
Dance mode Zcbekikocr= 112 Zehekiko cr = 1(M
Vocal style and | male but a smoother tone | mate, doubled at the
embellishments | than the raw mangas oclave, no
sound embellishments
instruments guilar wwo honzonkis, baglama,
guitar 7
Title Thomas Thomas Thisints
Taxim none muone Nutg:
Dromos hidzazan D hidzaz on F hidzaz on D

Dance meodc

Vocal siyle and
embellishmenis

instiumenis

[] .
| Taxims

i [wwzuon,

o emondie

‘l

kansifimas yu = 200

mangas Seawl, drubied
in thirds

{ howdenly, baglama,

fuitsn, winlin und
secwldion
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Vocal style and
embellishments

instruments

hicavy mangas drawl, no
cmbellishment

boirzouki, or saz?
Baglama, guitar

male, doubled at the
octave

bouzouki, bagiama,
fzoura, guitar, lonbeleki,

potiri

male, doubled in thirds

bouzouki, baglama and
puitar

Title

Taxim

Dromos

Dance mode

Voral style and
cmbellishments

instruments

In Vavouia's Dive

Rast an C#
Papu (heavy) zebekiko cr
=06

natural mate, doubled at
the oclave

bouzouki, baglama and
guilar

In Vavoula’s Dive

rasion D

zebekiko cr =104

nateral male, doubled at
the aclave

bowzouki, baglamo,
rzowra, gailar, accordion
and pariri

In Vavoula’s Dive

raston D

zebekiko cr = 108

natural male, no
embellishnients

bouzouki, baglama and
guitar

Title

Taxim

Dronios

Dance made

VYocal style and
embellishments

instruments

Bring me some heroin

hidzaz on C

kalamatianos, qu =200

raw mangissa (female).
no embellishbment

vialin, ond and guitar

Bring me sonte heroin

hidzaz on E

kalamatianos qu = 176

male, doubled at the
oclave with seclions
doubled in thirds, gloutal
shakes

violin, tsimbous, guitar
aod roubeleki

Bring me some hercin

hidzaz on E

kalamatianos cr = 168

malec doubled a1 the oclave
with scctions doabled in
thirds, no embellishments

violio, bouzouki, baglama
and guital

Taxim

Promos

Dance mode

Child of 2 crazy mother

hidzaz-ousak on C

karsilimas qu = 152

Child of a cracy mother

hidzaz-ousak on G

karsilimas qu = 152

Child of a crazy mother

hidzaz-vusak on G

karsilimas qu = 1132




Yocal style and | raw mangissa, glotiat male, lurns ana male, turns and mordents
cmbellishments ) trills mordents
instruments violin and guitar bouzouki, bagiama, bouzouki, balama and
uitar and acconfion guilar
Tale The Monk The Monk The Monk
Taxim none none nonc
Dromos hidzaskiar on D hidzazskiar or C hidzaskiaron C
Dance mode hasapiko cr = 104 hasapika cr= 112 hasapiko cr = 108
Yocal style and | male, doubled at oclave male, doubled al octave | male
embellishmenis | with female voice at
closing scctions
instruments houzouki and guitar bonzouki, baglama and bouzouki, bagloma and
guilar puitar
Title I was engaged at a young | [ was engaged at a yourg | [ was cngaged at a young
age age ape
Taxim none none none
Dromos hidzaz on G hidzaz or E hidzaz on E
Dance mode hasaposcrviko cr = 116 hasaposerviko cr = 108 hasaposerviko er= 198
. Vocal style and | mangas drawli, no male, no embellishment male, doubled in thirds
: cmbellishimients | embellishments
instrumenis honzouki and guilar bouzouki, bagiama, banzouki, baglama and
guitar and patiri guitar
Titie Endless passion Endless passion Endless passion
Taxim none none none
Dromos piracoliko on D piracotiko on D piracotiko on D
Dance mode zebekiko or = 63 zebekiko cr = 63 zehekiko cr = 69
Vocal style and | male, glotial mardents male, gloital shakes male, glotial shakes
embellishments




instruments bouzauki, buglame and | bowzouki, baglama and | bouzonki, baglamn and
guilar guitar guitar

Tille False world Fatse world False world

Taxim none none none

Dromos ousakon C ocusakon B ousak on A

Dance mode zebekiko cr =76 zebekiko or - 63 zebekiko cr = 69

Vocal style and | male double at the octave | male, doubled at the | male, turns
by fcmale in closing | oclave,
seclion

embellishments

Turms and acciaturas

Instnuments not disccrnable on bouzouki, baglama, houzouki, baglama and
recording guitar and potiri guitar

Title Five Greeks in Hell Five Greeks in Hell Five Greeks in Helt

Taxim violin introduction none nong

Dromos ousak on Bb ousak on A ousakon A

Dance mode slow Isifitcteli cr = 76 tsiftcteli cr = 69 Isifteteli cr = 69

Vocal style and | mangas drawi, gloltal male, glotial shnke male, gloital shakes

cmbellishments

mordents and shakes

instruments violin and guitar bouzouki, baglama and | bouzouki, bagiama and
guitar guitar
Title Your two hands Your twa hands Yoaur two hands
(source not given)
Taxim none none
Dromos nisioliko on B nisioliko on B
Dance mode zrehekiko er =108 zebekiko cr = 88

Vocal style and
embellishments

male, doubled at the
cclave

male, pletial shakes




instrumenis

bouzouki, tzoura, guilar
and patiri

bouzouki, baglama, guitas

cmbellishments

highly embellished

embellished, turns,
gloual shakes

Tille No morc manges No more manges No more ranges

Taxim none violin concluding none

Dromos ousak on D ausak on D vusak on E

Dance mode tsifteteli tsifteteli or == [ 14 1silteteli cr = 108

Vocol siyle and | male male with ison | male

embellishments accompaniment

instruments bouzeuki, puilar, violin, | bonzouki, baglama, bouzouki, violin and guilar
cymbal guilar, violin and potiri

Tille Polite lady Polite lady Polite lady

Taxim none violin interlude none

Dromos hidzaz on Ab hidzaz on F# hidzaz on F#

Dance mode sytlos et = 80 syrtos cr = 80 Syros cr =80

Vocal style and | male, technically expert, | male, hiphly male, less embellished

than version one

Vacal style and
cribellishmenis

100

mangas drawl, glotial
shdes

=104

mate doubled at octave,
glotal trills and slides

instrurnents violin, guitar and violin, rsimbons and guilar, violin and baglama
koutalia gaitar

Title Amongst all my troubles | Amongst all my troubles | Amongst all my toubles

Taxim nenc none none

Dromos meladic minor C# meledic minor D melodic minor D

Dance mode anapodos zebekiko or = | anapados  zebekiko cr

anapodps zebekiko or =
104

male, Iess cmbellished
than version one




instruments

bouzonki, and

baglama

guilar

bouzouki and baglama

bouzouki and baglama

Tille

Taxim

Dromos

Dance mode

Vocul style and
embeellishments

instruments

Dark eyed gifl

harmonic minor A

hasapiko cr = 80

mangas drawl

bouzrouki, accordion and
guitar

Dark cyed girl

harmonic ntinor G

hasapiko cr -= 80

altemating mate solos

bouzonki, baglama and
gitar

Dark syed girl

harmonic minor G

hasapiko cr = 80

male, doubled at ocviave

bouzouki, baglama and
guitar

Title

Taxim

Dromas

Dance rmode

Vacal stylc and
embellishments

instruments

Katinaki

middle
clarinet

seetion on

ousakon E

syrtos cr = L 16

male solo doutled with
raale ison, glollal shakes,
ums

vioi.n, cello, esimbors,

J toubeleki, clarnel

Katinaki

ousak on F#

syrios of 144

male, glonal inlis

guilar and tsimbous

Kalinaki

ousak on B

syrtos cr = 16

male, less embellished
than version one

violin, baglama and guitar

The above comparison of the three

versions of the songs show how Melboumne

performers in the 1990s personalised the music (made spontaneous and individual

changes 1o the musical characteristics of the songs) whilst maintaining core

characteristics where it has been practicaliy possible.

Criteria used for the inclusion or exclusion of raximia depend very much on the keft of

each performance rather than a standardised formula. This is reflected in the

Melbourne performances. However, Cosmas felt that for him, “the more Analolian
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[the song}, the more likely it scems 20 need a taxim” (Cosmas, 1996, pers. com.). Of
more significance, is the musicians’ recognition of the imporiance of taximia to

rebetika and their eagerness to develop their improvisatory skills.

Dramoi were always maintained. This was to be expected since the dromoi contain
core melodic characteristics. However, the “tonic” degree of the dromoi were often
different from those of the source song. This could be acceunted for by changes in
tuning practices of Greek musicians, differences in string tensions and instrument
construction: or perhaps, if the source song was heard with a starting degree of C# or
Ab, the pitches may well have beca rough pitchings of D or G; that is, closer 1o
traditional tuning practices for rebetika chotdophone instruments in the first half of
the twentieth century. Differences in “fonic” notes could also be related to the
preferences of individual singers for particular pitches. This practice is common

amongst singers all over the world.

Except for slight changes in tempi, rhythmic modes were also maintained: another

factor depending on the context for each performance.

As discussed in chapler five, vocal style (as with other musical characteristics)
depends on its historical and social context. Thus, differences in vocal style between

the source songs and the two Melbourne performances were distinct. Most of the

source song singers belonged to the lower classes of pre-wdrld War Two Greece,

were familiar with the tekes and low-life taverna culture and, in some cases, adopted
the language and mannerisms of the manges. In addition, they were in close contact
with contemporary Smyraaic and Pirgeotic vocal embellishment practices. In
conirast, the Melbourne singers belung to a relatively affluent class of Greeks in
Australia and are distanced in time and location from the musical context of the
source singers. The Apodimi Compania singers do not choose to affect a mangas
drawl and, in my opinion, have not acquired the techniques required to produce the

range of rebetika vocal embellishmenis heard in recordings made of the music in the
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first half the twenticth century. The result is that singing on the Melbourne recordings
is less ‘raw’ in sound and less embeltished than the source recordings. That is not 1o
say their singing style lacks authenticity. On the contrary, to develop vocal styles
appropriate fo their context is more authentic than affecting {or merely copying) the

vocal sound of the source recordings.

Differences in instrumentation reflected 4 fluid approach common to traditional

music-makers arcund the world. That is, instruments central to the style and chromata

of music were used wherever possiblc. In the Metbourne performances this involved

the bowzouki, baglama, 1zoura and guitar. The violin and ¢simtbous indicated Smyrnaic
and early Piracotic chromata. Only instruments not available to the Melboume

players at the time of performance, such as the karoun and piano, were omilfed.




CHAPTER NINE

CONCLUDING THE PHENOMENOGRAPIIC ANALYSIS

This study began by exploring how members of Melbourne's Greek-Australian diaspora
vommunilies faced the challenge of sensing and adapting to a new landscape and learning
who they were in that landscape; how performers and audiences of Greek traditional music

created new songlines in an old land. In figure 9.1, entitled Mapping New Songlines, |

summarise how variations of musical, social and historical aspects of musicians’ and
andiences’ experiences {variations of experience shown in figure 9.1 as V.E.) are interrelated
in the songlines, which are shown by arrows in figure 9.1. In phenomenographic terms, the
figure illustrates the structural framework within which various categories of experience and

understanding aboul rebetika in Metbourne exist.

Figure 9.1 Mapping New Songlines

V.E.
tradition

V.E.
Intercuftural
cotfact

V.E. musical
characteristics of
rebetita

V.E. learning and

Lo V_E. inlet-generational
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Different musicians had different experiences, in terms of the primary, secondary and
tertiary categories of relevance (lradition, identily, migration, intercutiural contact,
leaming and transmission, inler-generational contact, and the musical characteristics
of rebetika) which are shown in equilateral triangles to reflect the non-hierarchical
refationship belween them, while the arrows show the interconnectedness between all
the variations of experience. ‘Pathways of discovery’ are not indicated since
variations of experience of rebetika differ for each traveller - musicians and audience
members - along the songlines. Thus we can conclude that rebefika music in
Melboume occurs in part because Greek-Australians want 1o acquire or maintain a
sense of their identity. It also occurs because of a desire to maintain a musical
tradition or as part of the sharing of experiences between generations and different
cultural groups in Melbourne. Pathways of discovery taken by individual musicians
from generations A, B and C illustrate the different contexts of rebetika experience for
.sach of the musicians, yet, the varied experiences of rebetika are interconnected: the
micro-clements of variations of experience (shown above in tables 3.4, 3.5, 3.6, 4.1,
4.2, 43, 5.1, 5.2, 5.3, 5.4, 5.5 and 5.6) connect with the macro elements of calegorics

of relevance.

The connections between the mticro- and macro-elements of experience become clear
in the following examples in which ! consider pathways of discovery concerning 1)
the skill of modulation from one dromos to another as an essential aspect of taximia
and 2) acquisition of rebetika playing skills and repertoire in Melbourne. I have

extrapolated the examples from several musicians,

The son of a Greek-Australian who arrived in Melboumne in the 1960s wished o
deepen his understanding of rebetika modes after hearing taximia performed by a
Greek-Ausiralian oud player who arrived in Melbourne in the 1950s. He made contact
with the musician to acquire modal experience and knowledge. The ol player

introduced the student 1o a network of oud t:laycrs in Melbourne including players
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from ihe Turkish diaspora. Both student and teachers were in contact with a music
brought to Australia by migrant musicians and their families. In the process of
acquiring a deeper understanding of rebetika modes, he decpened his understanding
of a Greek urban musical tradition and its connection to his sense of being a Greek-
Australian. The example illusirales » pathway of discovery involving experiences of
migration, intercultural contact, inter-generational contact, learning and transmission,

identity, tradition and the acquisition of musical compelencies.

The second example involved a group of second generation young Greek-Australians
with basic instrumental skill and repertoire knowledge of rebetika. They formed a
network amongsl themsclves to share their developing passion for traditional Greek
music. Unable to find musicians more knowledgeable than themselves they soughi
recordings of rebetika songs, particularly reissued songs from the pre-1946 period,
imported from Greece. Instrumental playing techniques, tunings, ensemble-types and
song reperloire were acquired through processes of imitation. Eventually members of
the network formed ensembles for public performances of their traditional repertoire.
Over a period of ten years, they made contac! with musicians from the preceding
generation, shared and acquired their skills and became acknowledged by the Greek-
Australian community as skilled and awthoritative performers. In this example the
pathway of discovery involved experiences of learning and transmission, iradition,

inter-generational contact and acquisition of musical competencies.

The final categories of description resulting from my phenomenographic analysis are

shown in relation to the categories of relevance in table 9.2 below.
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r 3 Categories of description resulting from the phenomenographic analysis of k. oy
. experiences of rebetika in Melbotrne ia this thesis. g -
- Categoeries of Category of description k-
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=) 2 f‘
- Migrativa ]
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CHAPTER TEN

CONCLUSIONS

As a methodology for studying “differing ways in which people perceive, apprehend,
understand and conceptualise various phenomena in, and aspects of, the world around
them” (Marton: 1986: 31), 1 have found the phenomenographic method to be an
effective tool for 1) examining how Greek-Ausiralian musicians in Melboume
comprehend their lives 2) allowing the voices of participant musicians and audience
members to be heard authentically and 3) explicating variations of musical experience

and understandings derived from them,

The phenomenographic process applied to my iniormants’ interview transcripts has
shown thal rebetika musicians in Melbourne have individually mastered “the érray of
interrelated skills and knowledge that is required” of musicians and audiences in the
Greek-Australian tradition or musical community (Brinner, 1995: 28). This involved
musicians and audience members in mulliple experiences of tradition, identity,
migration, intercultural and inter-generational eomact, leamning and transmission of

skills which resulted in different perceptions associated with the sound of rebetika.

The mostly limiled knowledge of rebetika reperioire, melodic and rhythmic
modalitics and improvisalion praclices of the amatzur musicians who arrived in
Melbourne in the 1950s formed the basis from which the music took root. It was their
musical tenacily that eventually engaged an audience from amongst the Greek-
Australian community big enough to make possible the development of more 1ebetika
venues in the 1960s as well as encouraging an interest in the music large enough to

support the development of a small, local Greek-Australian music industry. 1f was an
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environment lively enough lo autract professional rebetika instrumentalisis to
Melbourne in the 1960s. This trend continued throughout the 1960s and 1970s as
musicians and audiences increased their experiences of rebetika music associated

patticularly with the laika and archondorebetika perivd.

From the mid-1970s a second generation of Greek-Australian musicians emerged in
Melboume. They were approximately the same age as the revivalist rebetika
musicians who established themselves in Greece after the fzll of the Military Junta in

1974. In the early stages very few of these musicians acquired their initial

performance and repertoire skills from musicians of the previous generation, Instead,

they developed their skills initially through an interest in other popular music and, for
some, in traditional Celtic music. This led to an interest in the traditional music of
Greece, particularly Smyraaic and Piraeotic rebetika reperioire and the acquisition of
skills associated with its performance. Recordings of pre-1946 reberika were a main
source of reperloire. Imitating the modal and instrumental sounds of these recordings
was the main means by which the musicians acquired the musical competencics
needed to perform the music. They were particularly keen to deepen their knowledge
of mode and instrumental timbre and improvisational skills of rebetika performance

known as raximia and amanades.

Some musicians, pariicularly from generation B, consider pre-1946 performance
styles and instrument types as being part of an ‘older” (the implication being more
authentic) rebetika wradition compared with rebetika in Greece and Melboume in the
1950s and 1960s. Another line of demarcation between ‘older’ and ‘pewer’
perceptions of rebetika tradition related to the oal transmission of the music in the
early twenticth century and later transmission via the USA and European recordings
industries from the 1930s. Some Greek mnsicians held that Greek-Australian
musicians play an important role as keepers of Greek traditional music praciices,

believing that diaspora musicians are able to “frecze™ traditions since they have not




322

been subject to the same influences of change that have eccurred in mainland Greece
since the 1950s; Thus performers of traditional Greek music amongst Melboume's
Greck diaspora communities played a role in the maintenance of Greece’s global

identity.

In the 1950s and 19605 in Melbourne, non-Greeks tended to endow the sound of
rebetika with stereotypical, sometimes racist, attitudes about Greek-Australians,
Attitudes such as these were related to official policies aimed at the assimilation of
people of nan-Angto-European origin and the achievement of cultusal homogeneity in
Australia: an infertile context for rebetika, other world traditional musics and for
developing a sense of Greek-Australian identity. From the 1970s these policies and
associations waned to be replaced by cultural policies based on ideologies of
multiculturalism and culiural diversity. The adoption of these policies coincided with
the emergence of generation B musicians in the late 1970s and early 1980s. As
members of the dominant culture in Melboume increascd their awareness and
acceplance of cultural difierences, they became more tolerant of non-Anglo-European

traditional music.

Issues of identity asscciated with rebefika differed between generations A and B as a
result of different social and political contexts lived through by members of each
generation. For most musicians and avdience members rebetika music-making has
been a means for sustaining or reconnecting to their Greek identity. For some
musicians and audiepce members, observing the spontaneous involvement of third
generation Greek-Australians in wraditional dance displays amounted to a “ceremonial

gesture” of reconnection to their traditional Greek heritage.

Issues of gender identity in relation to rebetika were scarcely mentioned by male

musicians. The few references to gender were made by two women bouzouki (and

other instruments) plavers both of whom began their association with rebetika

Compania in the early 1980s and went on to forn. their own traditional Greek music
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ensembles. However, men and women musicians generally understood that

historically, rehetiku has been an androcentric genre in which women were assigned

the rote of singers and players of rhythmic accompanying instruments, while men
were both singers and the main instrumentalists in rebetiki Compania. Generally, this
is still the case today in Melboumne, A scholarly exploration of issues of gender and

sexuality in refation lo rebetika would be a useful addition to research in this field.

Greek experiences of migration to Melbourne and other parts of Australia are seen as
part of Greece's ancient history of migration. The story of rebetika music, a cultural
phenomenon which evolved pastly as a result of forced and voluntary, internal and
external migration, is part of this history. In Melbourne tensions associated with
feclings of dual identity and experiences of geographic and temporal dislocation
resulting from migration to Australia, affected perceplions of the role of rebetika in a
new land and its transmission from generation A to generation B. That is, most rural
Greek migrants in the 1950s and t960s probably believed rebetika music did not
represent an acceplable aspect of Greek identity in their new land. Furthermore,
adapting to Awustralia and work commitments were more imporiant than the

maintenance of traditional music outside family and community festivals.

As rebetika music came to bave meaning for the second generation of Greek-
Australian musicians in Melboume, contact between musicians from genesations A
and B grew as their music-making converged in the late 1970s. However, differences
in their experience of reletika in Melboume remained a sigwificant facior of their

relattonship.

The relocation of Greeks to Mclbourne brought rebefika musicians and their mosic
into contac! with a new cultural environmenl. While extra-musical associations Hinked
o rebetita in Melbourne were delermined directly as a result of expericnces of
migration, the sound of rebetika has not been radically transformed, for example,

through synthesis with other forms of music in Melbouree. However, acquisition of
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instruments, the learning and sharing of musical skills and collaborative performance
evenis between members of the Greek, Turkish, Spanish and lrish communities have
resulted from intercultural contact. Connections with Ottoman and Byzantine musical
and culural history, adaptalions of oriental and occidenia! melodic and rhythmic
modes and adaptalion and/or inclusion of Turkish, Arab and Western European
musical instruments, are perceived to be evidence of interceltural influences on

rebetika in Greece and Melbourne.

Whilst the sound of rebetike in Mclbourne has not been radically transformed,
musical sound qualities heard on recordings of Greek popular music imported 1o
Melbourne from Greece, produced from an imported master disc and then distributed
in Australia, or performed and recorded and produced in Melbourne, confim
differences in the sound of rebetika performed or listened to by Greck-Melbournians
from the 1960s to the present day. Some carly recordings, particularly those featuring
generation A musicians, featured sound qualities otiginating from the broad spectrum
of music from Asia Minor achieved by the use of ord, saz, roubeleki, violin and vocal
techniques heard in Smyrnaic somg. Other recordings verify instrumentation and
petformance styles akin to mid- and late-archondorebetika, panticularly the electronic
amplification of instrumenis and inclusion of electronic puitars, kcyboards and parts

of the modermn drum-kit.

Early recordings of rebetika performed by generation B musicians indicate their
propensity for Piraeptic and Smyrnaic rebelika styles and their desire to recreate
authentic chiromata through the use of appropriate tunings. modes and
insttumentation. Later recordings show the resulls of intercultural conitact with
musicians from ihe Irish and Turkish communities. That is, performance and recording
collaborations with visiting performers of traditional Insh music, members of
Melbourne’s Irish diaspora community and acquisition of modal knowledge and

improvisation skills from Turkish-Australian musicians.
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A comparision of two command performances with source recordings of 27 songs
identified by the Melboune ensemble Apodimi Compania (0 represent the rebetika
genre, showed how a group of generalion B musicians personalised the music by
making spontaneous and individual changes to the musical characteristics while
maintaining the core characteristics of the original songs. These changes included
pitching songs fto either match individual vocal abilities, changing the pitch of a
source recording to reflect more closely perceived norms of instrumental tuning,
variations in tempi, varying instrumentation according to availability or personal
preferences and exclusion or inclusion of spontancous elements of rebetika

performance such as taximia and ornamentation.

Generally, generation 8 singers did not affect singing styles such as the Smyrnaic
omamentation, mangas drewl or skilathika style of the post-1950s bouzoukia or )

kosmiki tavernas: the latter, because of a disdain for the style and the former, because

the singe}s have not acquired the same range of techniques used in pre-1946 rebetika

performance. Nevertheless, they aimed to achieve an authentic personal sound that

was “true” 10 their music-making.

The leaming and transmitting of rebetika repertoire and playing skills across three
gencrations have been a significant aspect of Melbourne’s Greek-Australians’
attempts to construct and then maintain their identity. Musicians acquired musical
competencies through both formal and informal leamning processes. The majority of
generation A and 8 musicians did not consider themselves to be “educated”” musicians
as they were not musically literate. Rather, they leamed to listen and acquire
repertoire and performance skills informally. However, more recent evidence suggests
that formal learning processes involving musical literacy are becoming morc

significant to generation C musicians.

Transmission of rebetita performance skills from generation A to generation B was

delayed by the pressing need of gengration A musicians to face the challenges of
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setiling into a new country. However, from the early-1990s, inter-generational contact
between rebetika musicians in Melboume facilitated the transference of modal
knowledge, improvisation skills and knowledge of repertoire from peneration A to
generation B musicians. From the same time, 2 number of generation B musicians
extended their musical competencies throngh contact with musicians in Greece. This
involved the musicians in extended visits to the country, or permanenl retum

migration.

The range and quality of musical competencies associaled with rebetika performance
in Melbourne have grown considerably over the last fifty years. For some gereration
A and B musicians, the acquisition of skills involved making rebetita musical
instruments. Comparison of musical instruments used by both generations of
musicians shows that those interested in the performance of pre-1946 rebetika styles
liad either to import or io make appropriate instruments themselves. Their ergological
efforts often involved the deconstruction and reconstruction of instruments, which
sometimes led to the creation of hybrid instruments, a practice not uncommon in
Greece during the first half of the twentieth century. There are still two professional
Greek-Australian instament-makers in Melbourne, one of whom has created two
insiraments unique o Meihourne known as a bouzoukeni (part-guitar and part-

bouzowki) and a tzoura with four {instead of three} double courses of strings.

Systemalic studies of classification systems for traditional Greck musical instrumeants,
including rebetika instruments, are limited. Future research projects are needed. From
my organological review of rebetika instruments I believe that classification of the
instruments could begin with an historically-based classification referring to stylistic
periods. With regard to plucked and bowed string instruments classification according
to variations in number and types of frets, string courses and positioning and type of
tuning heads and pegs, decorative features and woods used in constructiorn etc are

areas of classification which could be considered. 1 have also suggested (using
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Kartomi’s terms) “cullure-emerging” and “cbserver-imposed” (Kartomi, 2001: 298)
for classification of rebetika instruments. These schemes are based on 1) generalised
musical roles of instruments in rebetika ensembles such as rhythmic, melodic, chordal
and harmonic 2) monophonic and polyphonic roles of instrumenis 3) instruments
associaled with the performance of taxiniia 4) perceived regional identities/origins

associaled with instruments 5) gender instrumental performance and 6) stylistic traits

of the rebetika singing voice.

Each of the above expericnces compelied Greek-Australian musicians and audiences
to face issues of cultural, geographical, individual and social change as they made
sense of the continuity and discontinuity cansed by migration in their lives. Musicians
from generations A and B and their audiences faced the challenges of change
according to their personal histories, membership of social class, and cultural
experience as they adjusted to Melboume’s environment. As they migrated and settled
in Melbourne, they and their children matred in a diffen:nt environment from that of
their parents. They had to question what was stable or unstabie, permanent or
impermanent, connected or disrupted in their lives. To make sense of continuities and
discontinuities they began to lay down their rebetika (and demotike) songlines in their
new land. Thus rebetika music in Melbourne functioned as a map lo the past, a sign of

the present and a pointer to the futore for the musicians and their audience.

Rebetika is now performed in a plethora of clubs, restaurants, pubs, festivals and
communily celebrations and is regularly broadcast en national and local radio
slations. Rebetika music-making in Melbourne has demonstrated how musicians and
andiences have “intertwined” musical and “other modes of social interaction”

{Brinner, 1995: 3) in a process of recontextualising and consolidating their lives in 2

new {and. Although rebetika was once a local music in Greece’s urban ports, it has

acquired a global audience in the last 50 years through its dissemination by global
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electronic media and relocation by diaspora musicians. At the same time it is still a

local music with variced styles as in Melboune and Adelaide.

Thus, rebetika has played an important role in helping Gizek-Ausiralian musicians
and audiences in Melbourne adapt to the discontinuities caused incvitably by
migration, giving them a sense of continuily belween their old and new environments,
allowing them to reconicxtualise their former cultural experiences and consolidale

their sense of Greek-Australian identity.

My research has involved my undertaking a personal joumcy of sonic, social and
historical discovery. As a non-Greek in the community of Greek-Australians, my
view of the music, its development and identity is limiled and remains that of a
foreign male outsider, despite basing my anmalysis on their accounts, views and
performances of men, and a few women, in the Greek-Melbourne cormmunily. The
story of the Melbourne experience begs the question: what does it mean to be Greek-

Australian in other Australian cornmunities? The music of the stories, other songlines,

awail to help us ‘sing up the country’ in the twenty-fiist centory.




APPENDIX A

Names of informants listed in alphabetical order

Alifragis, Chris Volaris, Peter
Argyropoutos, Archie Yiangoulis, Achilleas
Amarianakis, Giorgos Zougouridis, Euclides
Andronikos, Pavlos . Zervos, Komninos
Athanasopoulos, George

Baltsidis, Christos

Batis, Christos

Cosmas, Hector

Caras, Spiros

Dragoumis, Markos

Dimitriou, Tassos

Demetriou, Christella

Daly, Ross

Euripidou, Varnavas

Gergelis, Christos

Galiatsos, George

Galiatsos, Manolis

lliou, Tony

toannidis, Tassos

Kavouras, Anestis

Kiriakidis, George

Koikas, Nick

Kondanis, Thanasis

Kamilera, Lizelta

Liavas, Lambros

Mavropoulos, Georgos

Mavropoulos, Panayiotis

Milonas, Dionysius

Potychronopoulos, Bill

Rafiis, Alkis

Stathoulopouios, Yiota

Stathoulopoulos, Maria

Sapekidis, George

Sapekidts, Nick

Samiou, Domaa

Spiridakos, Bill

Trahanas, Harry

Tourloubis, Takis

Tsicaderis, Costa

Vela, Irim




APPENDIX B

Discography of electronic recordings featuring musical instruments described as
rebetika instrmments on recordings made in Grecce, Asia Minor and the United
States of America beiween 1906 and 1940,

Ayvooteg moypepnoeg psurenikav 1922-1940 (Unknowp recordings of rebetiko
songs, 1922-1940) The Greek Archives, The Greek Phonograph, vol. 12, 1996

Awpopo To pepmenixo tpayouds, (Various artists: rebetiko songs) No. 4, Columbia
26117 2, 1994/1987/1988

Awxpopor To pspretixo tpuyondy, (Various artists: rebeliko songs) No. 5, Columbia
26118 2, 1994/1987/1588

Greek-Oriental Rebetica: Songs and Dances in the Asia Minor Style, The Golden
Years: 1911-1937 Folklyric CD 7083, 1991

[Mwvouxeg Tov peprenkow (Women of the Rebetiko Song), The Greek Archives 632,
The Greek Phonograph, Vol. 6, 1996

Lost Homelands, The Smyrnaic Song in Greece, 1928-19335, Heritage CD 27. 1994.

Muoykika, Songs of the Manghes, vol. 1, 1928-1938, The Greek Archives FM 753,
1998

Muyxka, Songs of the Manghes vol. 2 1926-1940, The Greek Archives FM 754,
1998

My Only Consolation, Classic Pireotic Rembetica, 1932-1946, Rounder CD 1136,
1999

Mept Ivbuag Kovwafewg (About Indian Cannabis) 1928-1946, The Greek Archives,
FM 756, 1997

Rembetica in Firacus vol. 11, 1933-1937, Heritage CD 30, 1995,
To tpayouvdia tov Ainaviov, Alfa M Records CD 583 1, 1997.
The Giants of Rebetiko, AEPIVEMSE Music Circle 5000-G01, 1995

To pepretixo payoudt oty AMEPIKH (The Rebetiko Song in America) 1920-1950,
The Greek Phonograph, The Greek Archives 629, vol. 1, 1996

Tpayovbie tov vroxoapov (Songs of the underground), The Greek Phonograph, vol.
5. The Greek Archives 631, 1996

IMYPNEIKA & AMANEAEL 1927-1937, AYOENTIKA PEMIETIEA THX
AMEPIKHE, ®AAHPEA Music Box Intermational CD 118
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Smirneiko et Rebetiko, Les Grandes Chanteuses, (The Great Singers of Smimeiko
and Rebetiko) Enregistrements Historique 1915-1936, Silex Memoire CD Y225114,
1995.




APPENDIX C

Discographic details of fifty two rebetika and rebetika-related songs recorded ca
19605-1985 sourced from the KATAAOIOXL TPAIOYIQN NOY EXOYN
FPA®TEI KAI EKAOSET ZTHN AYZTPAAIA IE AIZKOYE H KALETTEL

45 rpms ( \f y
FIATI TAYKTMOY KAAIE (HMV 7XGA 971)
MANA KAl SENITEIA (HMV 7XGA 1335)
AYZTYXIEMENEZ BAZANIZIMENEZ (Golden Sosnd, P.N.I. Mo. 333)
ITAPE ME NOIKOKYPA ZOY (Panivar, PA-532-B)
TA TEPTEM ET'Q TPATQAQ (W&G CWG 8301 TP 808-B)
ENAN PAKIN (W&G 7016B)
H I'PAIA KAI TO MINI (W&G 7016A)
©A TO HQ PANEPA (HMV 7XGA 1545)
MMAQ ETHN AYZTPAAIA (HMV 1544)
ZKIZQ TO AIABATHPIO, (Columbia, 7XCG 2741)
TENTIKOYAEE (Apollo $Y-17 S6 366)
TO TIAOYEAIOTIAIAO (NINA P-945)
EMIIA £TO KAPPO KOYKAA MOY, (NINA 4513B),
KAAIQ TO XAAI MOY (MUSE DS 105A)
ITHPEZ YHAA TON AMANE (Peterphone, PV-33-B)
IIQE NA XQPIZOYN AYO KAPAIEZ (Greek Favouriles, OKKAS 002-A),
XEAIAONI MOY XZE ITHPAN (ERadis, Panivar , PA 4A)
AMAN H I'PINIA ZOY {Athénée W&G-GS-4003)
.+ ~—THEENITEIA EINAI BAPEIA, (W&G NK 701B)
0 AZQTOZ YIOZ, {Politis, Musicbox 847A)

Extended Play 45 rpm

AIZKOI TZAKIIINA, 1980, (KOALA MUNGA RECORD COMPANY no. 221180
A.F. 491G,) includes the following songs featuring Thimios Stathoulopoulos and
Vamavas: 1) TEITTANA MOY ZATPAIIZZA 2)APTOIEGOAING MEE THN
EENITEIA 3} MITATAAMA MOY 4) TEIOTETEAI TOY @YMIOY

T —
Long Play 33 rpm

HAIAZ KAONAPIAHE (1979) Panivar, D152, songs include:
XATZHKYPIAKEIO

KOMIIOAOT'AKI

TEPBIKOX XOPOX

BAITEAITEA

O ANTONHE O BAPKAPHEZ O ZEPETHX

APXONTIZEZA

MIIAEE TEIDAIKI]

ZYNNEDIATMENH KYPIAKH

XAGHKEZ




KATIETAN ANAPEA ZEINO
XAPAMATA ME TA MITIOUZOYKIA
TO MINOPE THE AYTHZ

ATIO THN AYIZTPAAIA ME ATANH, 1984, Columbia 062-1700621

EIAANATYPNAZ LTOYZ APOMOYX
TATPAMMATA

HTAN HNYXTA

ZEXPAZAT

TA PEMIIETIKA THE MEABOYPNHE, 1985, TS Records 01

Aqepeapa otev Tartouvn (A Tribute to Tsilsanis)

Pepremg eypan ane rovg raknovg (I am one of the old rembetes)
Apyorebove peg omv Eevinia (1 die slowly in a foreign country)
Toryyava pov carpamsoca (My beautiful gypsy girl)

Piveo e opopyn mevvia (I am playing a beautiful tune)

To towpreteht Tov Gupiovw (Thimios” tsiftiteli)

Mnovfouxw oy MeABoupvn (Bouzoukia in Melbourne)

IMweo o tompt pou (1 am having a drink)

Movayog pe feoove ota Egva (Alone suffering in a foreign country)
Ona, Ona praylepa pov (Opa, Opa my baglama)

Eyw dev propeoe mote {1 never managed)

Tpuheha-tpadoia (Tralala —tralala)




APPENDIX D

Discographic detnils of twenty rebetika and rebetika-related songs recorded
befween 1986 and 1992 sourced from the KATAAOI'OE TPATI'OYAIONN OY
EXOYN I'PA®TEI KAl EKAOGEI ETHN AYETPAAIA XE AIZKOYI H
KAXETTEE and two Compact Disc recordings preduced by Apodimi Compania
in 2000 entitled Apodimi Compania Plays Rebetika Live At The Retreat and
PEMIETIKH ‘IEPI OYZIAY® (Rebetiki in ESSENCE),'™

Febetika Songs featuvring Apodimi Compania, 1986/7, Brunswick Recordings 03,
Melbourne

MANA AIQEE TOYETIATPOYZ, (Z. XPYZINH) (Mother send the doctors away)
XHETINAKI (M. BAMBAKAPH) (Little Christina)

XTEZ TO BPAAY ETOY KAPIITH (TIAPAAOZIAK O} Last night at Karipis
TA XANOYMAKIA (K. KAPIIIH) The harem girls

TO KATEAPO ZOY TO MAAAI (TIAPAACZIAKO) Your curly locks
ATIOYE ME FTKATEAEIVEE (. XPYZINH) Tonight you deserted me
TO ZAKKAKI ( A. AEAIA) The coat

Ol MITATAAMAAEE ( Z. KHPOMYTH) The baglamas

MEZ ZTHN AGHNA TPIT'YPNAZT (IIAPAAOZIAKQ) In Athens you roam
MAE TH ZKAZANE (IIAPAAOZIAKO) They double crossed us

Ol ®YAAKEX TOY OPOIIOY (I'. MITATH) The prisons of Oropos

Patris, (Homeland) Brunswick Recordings No. 0010, Melbourne, 1989

KAHKE ENA ZXOAEIO (TIAPAAOZIAKQO) A school was burnt down
Apodimi Compania, Melissma Brunswick Recordings BRCD 17, Melbourne, 1992

ATIO KATQ AIT’ TIZ NTOMATEZ (TIAPAAOZIAKO) Under the tomato vines
YEYTIKOZ NTOYNIAX (Mapkog Bapfiaxapn) (False World)

OTAN MIIOYKAPQ ZTON TEKE ( Aveotn Ashwx) (When 1 go into the hash-den)
EZY TA OTAIZ { Kowoota KavovAa) (I1’s your fault)

O I'TATPOZ (HHAPAAOZIAKO) (The Doctor)

AEN Z"AT'ANQ ( Kaooto Kepirn) ( don't love you)

TZITZIDIOTIZZA (ANON.) {The lass from Tzitzifies)

109 Live at the Retreat includes recordings made by Apodimi Compania of various perfarmances at the
Rerreat Hotel, Brunswick between 1993-1994, Rebetiki In Essence was recorded in 1997-1998 at
Atlantis Smdios, Melbourne, in March 2000.




MEX ZTON TEKE THEZ MAPITQE (Zmupov [Teprorepny) (In Marigo's Hash-den)

Apodimi Compania Plays Réhetikn Live at the Retrest, {PM{, 2000, Through
Studio 52, 52CD256)

Gaviafeg ouv aprykmrecca (Princess) (Basilis Titsanis)

Agv e Oghw ysvm pop (1 want you no more) (P, Tounas)

[Taps ma to dpopo gov (Take your road I'll take mine) (A.K. Smimeos/D. Traiforos)
Evag peywug otov texe pov (A wise guy in my hash-den) (Kostas Dzovenos)
Abnvarion (Athenian Girl) (Anestis Delias)

Kaloyepaxt {The Monk) (Yannis Papaioatunou)

Zukpapevro (Sacramento) (George Katsaros)

Ao, pwope 1o@TeTedt (A-minor Tsifteteli) (not known)

Zpvpvewo (Instrumental from Smyma} (traditional)

Tipener va Eepeig pyyavn (You need to be wily) (Markos Vamvakaris)

Meg om oAy axoroupa uov {In all my trouble) (Basilis Tsilsanis)
TepoepovyTAievel kan xopog (Persephone/ Fun and dance hasaposerviko)
Meparoviapiko koukht (Whingeing Doll) (Apostolos Hatzihristos)

Avo paykeg pe¢ ot pohaxn (Two wise guys in jail) (Kostas Dzovencus)
Mnv oprdecan Bps yeutpa (G. Petropouleas/D. Semsis)

Rebetiki IIEPI OYZIAEX, (Rebetiki In Essence) (PMI, 2000, DEXCD 4197).

MebBvopevog (The Drunkacd) (Y. Ogdontakis)

Kanwoa (Katinaki) (K. Karipis)

IV avte 1@ povpe pene aovw (For your dark eyes) V. Tsitsanis)
Tovproipevionooa (Girl from Tourkolimano (K. Skarvelis)

Mraunpy pe katavimaeg (Yon made me desititute) (V. Tsitsanis)

Mnv kaverg overpa tpehda ( Forget your crazy dreams) (A. Kaldaras)
Givar pua oo Hepotept (There's a girl in Peristeri) (P. Tountas)

[Teg 1o v (Just say yes) (K. Skarvelis)

Eveg puyxus orov texe govw { A wiseguy in my hash den) (K. Dzovenos)
Na e agnoe; novyo (Leave me in peace) ( V. Tsitsanis)

TIa ceve povpopate pov (Dark eyed girl) ( S.Dark eyed girl) { S. Peristeris)
Aada, anbovt, Aada (Sing, nightingale, sing) (D. Georgiadis)

Avte va neBaveig (1 wish you were dead (traditional)




APPENDIX E

Discographic details of twenty seven recordings of rebetika recordings selected
by members of Apadimi Compania as a representative cross-section of the genre
which are used by them as source songs for inclusion In their Melbourne
repertoire.

O Wapuog (The Fisherman), composed by Mitsakis, recorded ca 1946, sung by Stratos
reissued on Sinthetes Tou Rebetikou, Giorgos Mitsakis 2, Minos-EMI, 72 43 48 06 95
28, 1995,

Movpa poca pavpe  e@pude (Dark eyes, dark brow), composed by Markos

Vamvakaris, recorded by Vamvakaris, 1935, reissued on Markos Vamvakaris, EMI

062-1702 001, 1987.

O Zuvayng (The saiffer),composed and performed by Markos Vamvakaris, recorded
in 1934, reissued on The Greek Archives, Songs of the Manghes, vol., 1928-1938,
FM 753, 1998.

To Xp)!pu oev 1o Aoyapialw (I don’t care for money), composed by Manolic Hiotis,
sung by Stratos, reissued on Rebetika Historia, 1925-1955, EMI, 14C 048-70365,

1975.
-)

Zov yopila ﬂ?!'tf‘\’ Mvdo (As I returned from Pylos), recorded in 1935, sung by

Stratos Payoumdzis, reissued on Rembetica in Piraeug, vol. 1, 1933-1937, HT CD 30,

1995.

Abnvawmooa, (Girl from Athens), recorded by Anestis Delias ca 1937, reissued on
Rebetica In Piraeus, 1933-1937, vol. L1, HT CD 30, 1995,

An tov xawpo nou apyca (Ever since I started), composed and sung by Anestis

Delias, recorded 1935, reissued by Minos-EMI, CD Awovo 31 Te ¥xdnpa, 1998,




To paroxiada cov (Your cyclashes), composed by Markos Vamvakaris, recorded ca
1936, source version sung by Stefios Vamvakaris, reissued on 40 Xpow,
Bappaxepng, EMI-Minos, CDs nos: 185, 71262, 4802032 and 1967/83/37

TpaPa tpapa (Drive on) composed and sung by Xat{ypnotov, recorded 1952,
Apyero ZovBeteg vou pepneticeu. 37, Apostolos Xatliypnotov 1, Minos Nargo, no.
8225, 1981.

Zto0 yamAelo Tov (Dp‘:q (At Fotis’ tavern), composed and sung by Kostas Roukounas,

ca early 1930s, reissued on Ov Msyalor rov pepnsnikov, No. 8, Kostas Roukounas,

Fable Sound, EMI-Minos, 01 4802677, 1994

Meg arov Mavlov tov 1exe (In Manthos hash den), performed and recorded by

Dalgas ca 1932, reissued on Daigas, 1928-33, HT CD 34, 1997.

Oopag, (Thomas), composed by Stavros Sarhakos, recorded 1983, Peunetiko, CD
CBS 450637 2, 1983.

Meg omg moAng o yapap (In the town baths), composed and sung by Anestis Delias,
reissued on CD Ta Anoyopsvpeva Peurenka, nos. 1 and 2, CD EMI D3 4010121,

1993.

Meg stov Bafovia ™ Tova, (In Vavoula’s dive), recorded in 1937, composed by St.
Keromitis, sung by 51. Keromitis and Ef. Payioumidzis, reissued on Rembetica in

Piragus, voi. 11, 1933-1937, HT CD 30. 1995.

®epte npela va mpelapw (Bring me some heroin), recorded 1934, composed by P.

Tounda, sung by Rita Abadazi, reissue on Lost Homelands, The Smyrnaic Song In

Greece, 1928-1935, HT CD 27, 1991.
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Zovplomawepevig Fevva, (Child of a crazy mother), composed by E. Papazoglou,

reissued on Smirneiko et Rebetiko, Les Grande Chanteuse, enregistrements historique

1915-1936, Silex Memoire CD Y225114, 1995.

O Kaloyepog (The Monk), composed by Markos Vamvakaris, sung by Vamvakaris
and Rosa Eskenazey, recorded 1935, reissued by, 40 Xpovin, Bapfoaxapns, EMI-
Minos, CD nos: 185, 71262, 4802032 and 1967/83/87

Mwpog appafeviaomxa (I was engaged young), composed by Vamvakaris,
recorded 1938, reissued on, 40 Xpovie, BapPuxapng, EMI-Minos, CDs nos: 185,
71262, 4802032 and 1967/83/87

I T Tubog uta?.mmu% (Endiess Passion), composed by Vamvakaris, recorded by
- Cpnyopng Mmbwowmg on 48 Xpovia BapBakapig, EMI Minos, CDs nos: 185,
71262, 4802032 and 1967/83/87

Naholan (False world), (Apodimi Compania acquired this song from an “unknown”

cassette recording source).

Ievie EMnves otov Adn (Five Grecks in Hell), composed I'. Hanuwavvow, sung by
Odysens Moskonas, MY®OZ PEMIIETIKOZ, no. 1, Papaioannon, Fable Sound,
Minos-EMI, CD 8571712.

L Ta ﬁu%(iaplu (Your two hands), composed by Vamvaiaris, sung by Vamvakaris and

Apostolos Hatzikristos 1937, reissued on Markos Vamvakaris, Bouzouki Pioneer,

1932-1940, Rounder CD 1139, 1995,

O paykeg dev vropyowv ma (There are no more manges left), compaosed by Nikos

Papazoglau, 1988, TA AHOEN, Lyra, CD 60119, 1988.

Niepprevieproon (Polite lady), composed and sung by Antonis Dalgas, recorded in
1933, reissued on Lyra CD 4621, 1992.



339

Meg ) molAy oxoroupa pouv (Amongst alt my troubles), MuBog pepreticov.
Towroavng, 4, Minos-EMI, no. 72433 57206228, 1997.

IMa geve povpa pona pov (Dark eyed girl), composed by Spiros Peristeris 1937, sung

by Stratos Payoumdzis and Kosta Roukounas, Rebetika Tragoudia, Fable Sound,

Dureco [1] DP1 029, 1992,

Kanivaxi (Katinaki) Great Voices of Constantinople, 1927-1933, Rounder CD 1113,
1997,
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