


BIS-CD-1333/1334 STEREO        Total playing time: 147'20

SKALKOTTAS, Nikos (1904-1949)

BIS-CD-1333 Playing time: 75'48

36 Greek Dances (opening)

Series I 26'25
1. Tsamikos – ‘An Eagle’ (1933) 2'16
2. Critikos(1933) 1'35
3. Ipirotikos(1933) 1'49
4. Peloponnissiakos(1931) 4'41
5. Critikos – ‘I enjoy no other dance’ (1935) 1'52
6. Kleftikos (1935) 2'55
7. Sifneikos (1935) 1'01
8. Kalamatianos (1935) 1'51
9. ‘Dance of Zalongo’ (1935) 2'21
10. Macedonikos (1935) 1'55
11. ‘Oh friends, who threw this apple?’ (1935) 1'57
12. Thessalikos (1935) 1'28

Series II 48'29
1. Syrtos (1936) World Première Recording2'20
2. Sifneikos – ‘At Saint Marcella’ (1936) World Première Recording2'29
3. Critikos – ‘Early at dawn I will rise’ (1949) 6'16
4. Nissiotikos – ‘A woman from Mylopotamos’ (1936) 5'3016

15

14

13

12

11

10

9

8

7

6

5

4

3

2

1

D D D

2



5. Vlachikos (1949) 3'00
6. ‘Black Sash’ (1949) 2'38
7. Kathistos (1936) 4'56
8. Chiotikos (1936) 2'51
9. Tsamikos (1936) 2'27
10. Epitrapezios (Critikos) (1936) 3'48
11. Macedonikos (1936) 6'34
12. Peloponnissiakos – ‘The brave Lyngos’ (1936) 3'49

BIS-CD-1334 Playing time: 71'32

36 Greek Dances (conclusion)

Series III 35'07
1. Hostianos (1949) 2'12
2. Ipirotikos (1949) 5'13
3. Kleftikos (1936) 2'10
4. ‘Mariori’ (1936) 5'51
5. ‘Down there, at the villages of Valtos’ (1936) World Première Recording2'22
6. Macedonikos(1936) 1'22
7. Chiotikos – ‘Down there at the seashore’ (1936) 1'21
8. Kleftikos (1936) World Première Recording2'59
9. ‘Kiss under a bitter-orange tree’ (1936) World Première Recording2'41
10. Arcadikos (1936) 3'54
11. Messolongitikos (1949) 2'01
12. Mazochtos – ‘I shall become a swallow’ (1949) 2'0412

11

10

9

8

7

6

5

4

3

2

1

24

23

22

21

20

19

18

17

3



Overture for Orchestra ‘The Return of Ulysses’ (c. 1942) 28'23
World Première Recording of the critical text prepared by Skalkottas Academy2'41

Appendix: Alternative Versions of Dances
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BBC Symphony Orchestra(leader: Stephen Bryant)

conducted byNikos Christodoulou

Skalkottas’s 36 Greek Dances(plus alternative versions of three dances) and Overture for Orchestra
‘The Return of Ulysses’are recorded here in new, critically edited texts, prepared from the composer’s
manuscripts by the Skalkottas Academy, Athens, for this recording.

Note: The 36 Greek Danceshave otherwise been published by:–
Universal Edition: Series I, Nos. 3, 4, 9, 12; Series II (1949), Nos. 5, 6, 12; 
Series III (1949), Nos. 1, 2, 3, 10
Margun/Schirmer : Series I, Nos. 1, 2, 5, 6, 7, 8, 10, 11; Series II (1949), Nos. 3, 4, 8, 9, 
Series III (1949), Nos. 6, 11, 12 (Margun/Schirmer also publishes the rest of the dances 
in their 1949 version, which are not recorded here, i.e. Series II, Nos. 1, 2, 7, 10, 11; 
Series III, Nos. 4, 5, 7, 8, 9).

The following dances in the present recording are officially unpublished: 
Series II (1936 version), Nos. 1, 2, 7, 8, 9, 10, 11; Series III (1936 version), Nos. 4, 5, 6, 7, 8, 9.

The Overture for Orchestra ‘The Return of Ulysses’has otherwise been published by
Margun/Schirmer.

Please see further details in the following essay.
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Nikos Skalkottas

36 Greek Dances

Genesis of the work
The set of -16 Greek Dances, some of which are among the composer's best-known pieces, rs
also one of Nikos Skalkottas's most important works.

How significant this work was for the composer is shown by the fact that it kept him period-
ically busy throughout his creative life. The first dance to be composed was the peloponnissia-
/<os - eventually No.4 in the work's Series I - written in January 1931 while he was living in
Berlin. In 1931, as John Thomley plausibly conjectures, he also composed the song Doe for
soprano and piano, based on a traditional Greek melody, which was intended for inclusion rn a
German radio programme on Greek song. Later, in 1935, Skalkottas arranged a purely orches-
tral version of this work and incorporated it as the penultimate dance in Series II. Following
his return to Athens in 1933, Skalkottas composed three dances (Nos.1, 2 and 3 in Series I),
which, together with the Peloponnissiakos, immediately became renowned in Greece. In 1934
he collaborated with the Music Folklore Archive in Athens, transcribing and analysing forty-
four Greek folk-songs from early recordings. Eight of those transcriptions were later used in
the 36 Dances (in Series I and II). In 1935 Skalkottas decided to complete a series of twelve
dances, and composed eight more. At the same time he was composing twelve-tone chamber
and symphonic works. Finally, in 1936, he composed two more series, each containing twelve
dances. The complete work was entitled 36 Greek Dances.

In the following years (the 1930s and 1940s) Skalkottas arranged groups of various select-
ed dances for string quartet (some performed by the Athenian String Quartet, with the com-
poser as second violinist), for very large wind orchestra, for violin and piano and for solo
piano. The first of the 36 Greek Dances (Ul. Tsamikos) was incorporated - in a condensed ver-
sion - in his balletThe Maiden and Death (1938).

Besides his original manuscript, Skalkottas prepared two other complete manuscripts,
presenting them to his friend and supporter Antonis Benakis and to the renowned Greek con-
ductor Dimitri Mitropoulos. Other manuscript scores of selected dances were given to friends
and colleagues. During his lifetime, however, and for a long time after his death, despite the
early popularity of certain dances, the majority of them remained unperformed.
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In 1948 the Athens French Institute Editions published the first four dances together with

the Doe song; these were the only of Skalkottas's works published in his lifetime. In 1949, the

last year of his life, Skalkottas decided to revise many of the dances. He noted the revisions in

his original manuscript but, as the first volume of this (containing Series I) has been lost, the

only revisions which have survived are those conceming Series II and IIL IT is not even known

whether any of the dances of Series I actually were revised. As they are the most concentrated,

and four of them had been recently published, it is possible that Skalkottas may not have made

any revisions to Series I.

Form

Despite the hardships of his life and the neglect he suffered, Skalkottas composed unremit-

tingiy. In general, his work had a systematic character, apparent in the progressive series of

chamber and orchestral works, or cycles, such as the 32 Piano Pieces and the 36 Greek

Dances. The concept of a large work encompassing three ordered series of dances numbering

36 in total took shape gradually. Skalkottas clearly did not intend the 36 Greek Dances to be

performed as a single work. And yet the 36 Greek Dances undoubtedly constitute a unity.

A distinctive feature of the 36 Greek Dances - compared with other works based on folk

music by 19th- and 2oth-century composers - lies in their formal conception: each dance has

an individual form, but all these forms are essentially 'monothematic'; melodic, r\thmic and

formal evolution is generated by 'developmental variation' of the main theme and its motifs.

Usually in pieces of this type, a formal pattern such as A-B-A, rondo, minuet-trio or similar is

expected - a pattern in which the sections of the form are thematically contrasted. In the vari-

ous formal schemes of the dances, Skalkottas instead builds the necessary contrast of material

and the contrast between sections through ingenious transformations and developments of the

different themes and their elements. (Greek folk-songs, such as those used in the 36 Dances,

are often built upon one fundamental idea. In those cases where the original song includes a

second idea, or introductory instrumental material, Skalkottas often uses the entire material as

the basis for the theme of the dance). Almost without exception, any new ideas are in some

way related to the theme.
The way in which the forms of these dances grow is essentially organic. The form is gen-

erated though the process of'statement - contrast, development by motivic variation'; it is

characteristic that there is hardly ever any normal recapitulation of the 'first section' (exposi-



tion). In most of the dances the recapitulation, or rather a final reappearance of the main idea,
is never literal; it may appear in a varied form, interwoven in the development, elaborated,
elliptical - but always in a new shape aiming towards a formal goal. Sequential repetition
never appears in the dances. Skalkottas constantly renews his material as it reappears. Many of
the dances do not fall easily into any given formal category and in no instance throughout the
entire work is the specific form of a dance repeated.

The small-scale formal frame and the 'monothematic' construction of the individual
dances respond to the essential character of their folk origins, as folk-songs are based on short
modal nuclei. The 'monothematic' principle shows Skalkottas's desire fully to explore the
nature ofhis material and the structural possibilities derived from it. His ability and imagina-
tion in developing his themes and motifs within these condensed forms are inexhaustible.

Tieatment of folk material, structure and style
The way Skalkottas uses the folk element is highly individual. Twenty-five of the 36 Dances
are indeed based on Greek t radi t ional  songs (Dances UI,2,4,5,7,8,9,10,  1 l  -  1U1,2,3,4,
6, 8, 9, 1 0, 11, 12 - llVl, 4, 5,7 , 9, I 2). Twenty-three of tlese are genuine folk-songs, whereas
two are not genuine, yet widely accepted in folk tradition (1U8, l2). In the remaining eleven
dances, Skalkottas uses themes of his own which more or less refer to Greek folk music. In
some cases there is no discemible relation to Greek folk music, without this causing any stylis-
tic disruption.

Skalkottas is faithful to the essence ofthe folk material, but he always uses it in an abstract
and freely personal manner. In all of the twenty five dances that ue based on traditional songs,
never once is the original melody stated in an academic manner. Skalkottas is not interested in
providing harmonization and orchestration for a Greek-flavoured dance. He uses the original
melodies and their elements as thematic and motivic kernels, and he almost always presents
these melodies in versions of his own, applying occasional melodic and rhythmic alterations,
segmentation, diminution or expansion. Constructing themes, he treats the folk melodies as
drafts to be worked out. The original melodies have survived through the oral fadition and
may well appear in different guises in different regions of Greece, so Skalkottas's personal
versions seem in tune with the inherent fluidity of the folk music practice. Besides his own
eight folk-song transcriptions, Skalkottas also uses other collections of transcriptions pub-
lished in Greece in the 1910s and 1920s. Sometimes he writes a theme or a phrase of his own,



to which the original song comes as an answer. In other instances, he provides continuations to

original tunes, skilfully creating longer paragraphs.

The use of a folk-song as a compositional starting point, as well as the monothematic con-

ception, is already present in Peloponnissiakos (U4), the very first of the dances that Skal-

kottas composed. The dance starts with an energetic theme which is a not-too-close derivation

of the original song. In the middle section, an idea derived from the main subject is presented

in the minor dominant, incorporating a new, characteristic motif of a quaver triplet, which

belongs to the - still unheard - original. When the middle section seems to be over, after a

pause, a slow section starts with the oboe meditatively singing a tune, which is in fact the orig-

inal folk-song; for the listener this melody is perceived as the final aim of a gradual transfor-

mative process. The reversed order of derivation and original is very revealing of Skalkottas's
method.

Greek folk music is modal and monophonic. The melodies chosen for the dances exhibit
the range of Greek folk music modes, with one notable exception: in thirty-five of the dances

Skalkottas uses melodies with 'diatonic' modes (Dorian-, Mixolydian-, Phrygian-like modes,

etc., with one melody in a pentatonic mode), avoiding the 'chromatic' modes. These are fre-
quentandcharacteristicinGreekfolkmusic,butamongSkalkottas's 36Dances,onlythefirst
of the second series, Slrlos, has a chromatic melody. The characteristic interval of the chroma-
tic modes is the augmented second, which is associated with an unmistakable oriental flavour
that the composer clearly wants to avoid.

'fhe 36 Dances are composed in an extended tonal idiom. Skalkottas does not use modality

to organize an individual harmonic system. Indeed, his harmonic idiom has modal extensions;
it is often freely, even strongly dissonant, with dissonant and polytonal aggregations. Never-
theless, it still retains a diatonic and triadic character.

Metres in Greek folk music can be both regular and irregular, and are related to ancient
poetic metres. For instance, the popular 7/8 metre, which appears in four dances (U8,U9,1U6,

IIVI) and is also found inVl2 and IIV9 - the so-called Kalamatianos dance rhythm - is a
triple metre with a longer first beat [3+2+2] related to the ancienl Epitritos metre.

Greek folk rhythms can be energetic, but are generally not fast; tempi are mostly moderate
or slow. Accordingly, in the 36 Dances, Skalkottas frequently uses the lempo marking mode-
rato. For the really fast dances he mainly uses themes of his own, or makes fundamental
changes to the speed and character of the original.



The orchestration is remarkably colourful and imaginative. In several places extraordinary
effects are asked foq for instance unusual high-register solos for two piccolos, horn and even
contrabassoon, which produce an individual sonority and atmosphere. The sonic conception of
the 36 Dances is often powerful. This probably reflects not only the composer's sound world,
but also his personal view of the Greek folk-songs, which express human passions, often com-
bined with an heroic element (historically linked to the fight for independence). Humour
appears frequently, with a sharp and bitter edge. Beneath the surface of a brief structure in many
of the dances a dark mood is felt. Skalkottas's distinctive treatment of dissonance - which
often seems to offend within the music texture and not quite to blend into an extended tonal
harmony - contributes to the humorous and emotional aspects of the music.

The predominance of minor tonalities in the work is related to the fact that the minor scale
closely resembles the Dorianlike Greek mode (the Plagal-first mode of Byzantine music), a
mode that is quite common in Greek folk music. In its genuine, un-tempered form, this mode
lacks minor melancholy. In the dances, modal implications soften the minor mode but, on the
whole, the minor mode lends the work's idiom a particular expressive quality.

Greek folk dances are almost always danced upon a song. In Skalkottas's dances, espe-
cially those based on traditional origins, 'dance' implies song. The title ofthe work includes a
broader meaning than 'music to be danced'. In fact some of the original songs (called table-
songs) were not meant for dancing at all. Alongside a compositional study quality, several of
the dances reveal a miniature tone-painting temper.

It is remarkable that, in the 36 Greek Dances, the manifestations of creative originality,
innovation or personal utterance appear to have a counterpart in the folk music originals: both
the individuality and logic of formal conceptions as well as the free and personal rendering of
original folk material reflect the essence of folk music. On the other hand, an underlying
personal melancholy may be compared with the intense melancholy commonly found in folk-
song. As Skalkottas's music is not 'national', it is this interrelation ofthe personal and the col-
lective which fully justifles the work's title.

The Three Series
There is an evident logic to the progression within the 36 Dances, even though the work is not
intended for performance as a cycle. The ordering in three series reveals a large-scale balance
in the cycle's overall scope. Each series has a profile of its own. Series I (with the exception of
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V4) contains the more concentrated dances, the terser statements. Series II features more

expansive and elaborate dances. Series III starts with the most extrovert dance of the cycle, the

D major Hostianos. In general, the dances in this series - like those in Series I - are short,
giving the impression of having simpler forms. The penultimate dance (Messolongitikos,

ilVl1) is a rather extrovert dance in a minor tonality; the last (Ma7ochtos,IlVl2) - in A minor,

like the previous one - sums up simplicity, terseness and dramatic force. Thus, in unfolding

the work's idea, the three series imply a larger scheme of 'statement - elaboration - resolu-

tion/peroration' (which one might compare to 'exposition - development - recapitulation').

The cycle begins and ends in A minor, which is also the tonality of the first dance Skal-

kottas composed (Peloponnissiakos, V4); although there is not a particular tonal plan in the

cycle, A minor plays a significant, symbolic rOle.

The Dances
The title of each dance may refer to a region of Greece (e.g. Peloponnissiaftos: Dance of the
Peloponnese), to a type of folk dance (e.g. Tsamikos), to a type of folk-song (e.g. Klef'tikos), or

to a title/first verse of a folk-song (e.g. Ohfriends, who threw this stone).

Series I
V1. Tsamikos ('An Eagle') in A minor. A//egro moderato (1933)

Tsamikts, in 3/4, is one of the main Greek folk dances, and An Eagle is among the best-known
songs. This dance has a miniature, free arch-like form. The main idea is first heard, in a slower
tempo, in the oboes and violins. After the thematic statement, there is some development of
the second phrase of the theme, leading to a rari culmination and restatement of the theme.
The melodically pentatonic phrase that frames the dance is taken from a folk-song collection
used by Skalkottas. This expressive, tightly knit dmce also has the character of an initial
statement, a gesture preparing the evolution of a cycle.

V2. Critikos ('Dance of Crete') in B minor. A/legretto (1933)

The tune comes from the popular Penro zali folk dance of Crete and is used in a free and imag-
inative manner. This dance has a miniature, ternaryJike form. As is usual in the 36 Dances,
for reasons of thematic relations and ambivalent structural functions the different sections of
the form are not clear-cut. A secondary idea in the middle section, with the span of a dimin-
ished fifth, seems to be derived from the ending of the main theme; Skalkottas here uses inter-



related material from two different Pentozali tunes. The main theme's first phrase is hinted at,
condensed and fragmentary, in the developmental middle section, and leads to a joyous, varied
expansion ofthe secondary idea in the relative major. The final recapitulation is elliptical, pre-
senting the theme's second phrase.

V3. Ipirotikos ('Dance of Epirus') in E flat major. Moderato (1933)
The theme of Ipirotikos is Skalkottas's own. According to a friend of his, the composer Yannis
Constantinidis, Skalkottas was inspired by a motif from a folk-song lament from Epirus
(mainland Greece). The dance has a binary form (A-A plus coda). The idea ofthe theme - its
outline and motif - is encapsulated in the first bar: an abrupt, two-octave downward leap in the
violins, followed by a decisive motif. The entire first section is one long, continuous phrase,
which gradually ascends, with motivic evolution and passion, and eventually covers the two-
octave distance. In the second section, the ascending phrase is melodically repeated exactly,
but on harmonic ground that is emphatically new. After the return to the tonic, the final motif
is developed and leads to a culminating phrase which then, in subito piano, is melodically
minored in a humorous scherzando coda.

V4, Peloponnissiakos ('Dance ofPeloponnese') in A minor.
WildlMolto Feroce - SlowlAndante (1931) (The tempo markings in English are translations
of Greek words included by Skalkottas himself in the score.)
This dance is based on a Klefiiko folk-song from the Peloponnese. (The kleftes were outlawed
Greek rebels during the Ottoman period.) Most of the original song lies within a modal dimin-
ished-fifth pentachord; through his harmony and melodic variation, Skalkottas juxtaposes the
diminished fifth with the perfect fifth (such alteration is found in melodies of other folk-
songs). This dance is discussed in detail above (see 'Treatment of folk material, structure and
style') The motif of fourths in the homs before the end of the first section is isolated from the
original song; the melody in its entirety, unadorned and then varied in inslrumental solos, inter-
rupted by orchestral interjections and pauses, is heard in Ihe Andante.

V5. Critikos ('Dance of Crete') (AIlo Horo,'I enjoy no other dance') in E minor.
Alle g ro mode rat o (1935)

The theme comes from one of Skalkottas's transcriptions. The original song consists of only

two simple and motivically connected two-bar cells, repeated in altemation with occasional

variations. To these Skalkottas adds a four-bar introduction, presented by the cellos, in which
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the tefachord span of the cells and their melodically cadential direction is foreshadowed and

expressively expanded. The entire dance is realized through variational and repetitive evolu-

tion of these elements. The form is elusive; its parts cannot be exactly defined and appear to be

interwoven, although some of the events are clearly articulated. Phrases often overlap - in

various instrumental groups crossing each other - which creates the feeling of an orchestral,
contrapuntal and harmonic mosaic. Halfway through the movement, the minor dominant is
briefly established. At the end, a distant clarinet, followed by the bassoon, echoes the theme.
Like many ofthe dances in this series, the form of Critikos gives a 'single-breath' impression;
it has a free, archJike design.

V6. Kleftikos ('Dance of the Kleftes') in A minor. Lento - Presto (Invo) (1935)

The theme is Skalkottas's own; its main motif refers to the melismatic turns of the slow
Klef-tiko song (a meditative or moumful song about the adventurous life of the kleftes). When
referring to a type of folk dance, Kleftikos is not a genuine term. As already mentioned, several
of these dances are not actual dances, since 'dance' implies 'song'. A case in point is the Lento
section of this dance, where the theme even lacks a melodic character. The section has a con-
tinuous, slow-pulse feeling; gloomy orchestral harmonies and wind interjections surround
slow-moving string lines (violas and cellos, then violins), embellished by the main melismatic
motif of the piece. The atmosphere is contemplative and passionate. Towards the end of the
section, we hear the weird sound of a very brief contrabassoon solo, in an extremely high
register (a unique case in orchestral literature), followed by a short, low-pitched viola solo.
Suddenly the amorphous thematic line of the Lento rs transformed into a concluding, wild and
very fast dance, with piercing motifs and sonorities. The dance is like a miniature tone painting:
in the first section the melancholy of the life and song of the kleftes is evoked; in the second they
jump up to dance an almost unreal, delirious dance, ending with a shrieking, staccato maior
chord. The two sections present diametrically opposed emotions linked by the thematic logic.

V7. Sifneikos ('Dance of Sifnos') in A minor. Allegro ben ritmato (1935)
Skalkottas transcribed the original song, from the island of Sifnos. It consists of two phrases
(couplet - refrain). The first phrase is presented by clarinet and oboe in a low registeq beneath
a rhythmic ostinato motif in the violins; it is then repeated and varied by the divided strings in
an uncommon mixture of timbres, in which the theme, in three octaves, is heard in the muted
strings, accompanied by inner unmuted syncopated voices, in two octaves, and double-bass
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pizzicato. This delightful dance has an unusual, tight and elliptical form. The second phrase of
the theme is, in its second part, motivically related to the theme's beginning. This part of the
phrase is heard from the first violins, now unmuted, and is festively repeated by the brass. The
short developmental section, which follows, is in fact a very remote and truncated transforma-
tion of the theme's first phrase. A transition leads to the beginning of the second phrase, here
combined with the ostinato of the beginning. Beneath the fading ostinato, the characteristic up-
beat motif, which relates the two phrases, is heard a final time, isolated and harmonized. For
the listener, only the closing symmetrical retum of the accompanying rhythmic ostinato, plus
the fragmentary reappearance of the up-beat motif, are perceived as a hint of recapitulation
(yet also as a coda). From beginning to end, everything sounds new, renewed, though tightly
coherent through motivic connections.

V8. Kalamatianos ('Dance of Kalamata') in C major. Moderato (1935)
This is based on a very popular Greek folk tune and type of dance in 7/8 from Kalamata, a har-
bour town in southern Peloponnese. A chord of C major, with a dissonant augmented fourth,
elegantly starts the piece and initiates the rhythm, but the theme enters in A major, leading
immediately to B major, where it is repeated with variation. Skalkottas teasingly presents the
tune in a somewhat odd version, melodically disjointed, with some of the notes in octave dis-
placements. A short middle section follows, in which a subsidiary phrase is juxtaposed with a
motif from the main tune. Timpani announce the expected C major return of the theme, in
varied form. After an intervening, remotely derivative episode, a sudden first-beat general pause
serves as an invitation for the theme to retum, to be followed by a tutti chordal conclusion.

V9. O Choros Tou Zalongou ('Dance of Zalongo') in C minor.
Allegro molto moderato - Allegro giusto (1935)
Another popular folk-song, again in the kalamatianos dance rhythm, is used in this dance. The
song is about a historic incident in Zalongo, a mountain village in Epirus: in order to avoid
capture by the Turkish hoops, the village women decide to sacrifice their lives and, dancing
together one last time, one by one throw themselves over a precipice. The first part of the
theme is presented by two homs, followed by trumpet, woodwinds and strings. The second
part, on whose basic motif the introduction was built, is now heard in a markedly syncopated
version, with staccato woodwinds and string pizzicaros. Skalkottas here avoids continuing the
popular tune in the normal way; instead, we hear stumbling, syncopated staccato ehords,

t 3



which possibly evoke the dancing women's last steps at the edge of the cliff. The ensuing

second section has the character of a development, in which the phrases and motifs of the

theme modulate, become segmented and are superirnposed on each other. A dramatic brass

fanfare leads to a faster, varied retum ofthe theme's first part, rounded offby the initial motif

of the second part.

Vl0. Macedonikos ('Dance of Macedonia') in G minor. Allegro (1935)

After a dashing opening gesture, the theme - a four-bar phrase - is played twice, softly and in

semiquaver motion. This is a free, rhythmic diminution of a brief folk-song from Macedonia in

northern Greece; significantly and unusually, the semiquaver motion does not reappear in the

theme, or elsewhere in the dance. Skalkottas then continues with three new ideas in succes-

sion. The second, starting in the trumpets, and the third, a piT.Ticato line accompanying wood-

wind chords, are connected with the theme's motifs and rhythm. The first of these ideas, heard

in violajery' figures, replies horizontally to the theme; later, their combination is vertical, as the

theme becomes an inner counterpoint to this idea at the end. At the middle of the piece, in a

powerful tutti, the theme emerges in its proper quaver motion.

U11. Pedia Ke Pios ('Oh friends, who threw this apple?') in A minor.

All e g re t to mo de rato (193 5)
This dance is formally ambiguous and subtly expressive. The theme is freely constructed from

a Cretan folk-song, transcribed by Skalkottas, whose metaphorical verses are a dirge: 'Oh

friends, who threw this apple to Hades and the golden sword to the ground...' The theme

emerges from the depth of a gently moving harmonic and rhythmic continuum, first from a

solo tenor trombone playing in an unusually low register, then from a low horn. The theme is

continued, with a development of its motif, by three trombones playing in the normal register'

Very high flutes and oboes announce a new idea, moving faster in semiquavers, in contrast to

the quaver pace of the theme. The strings continue this idea in a polytonal harmonic expan-

sion, dark and moving. Yet the flute and oboe idea is in fact a distant variation ofthe theme's

first four bars, in the tonic, heard in a register four octaves higher. This leads to a return of the

trombone group phrase, with changes in register and instrumentation, and then to the theme's

closing phrase. Thematically this is fundamentally a binary formal pattem. Rhythmically, tex-
turally and harmonically, however, one gets the impression of a ternary-like pattern, which

creates an ambiguity in this compact, brief, songJike form. Al1 this contributes to an atmos-



phere of discreet sadness, which pewades outer sections of the dance, and rises and deepens in
its middle part.

V12. Thessalikos ('Dance of Thessaly') in G major. Allegro vivace (1935)
For the concluding dance of Series I, Skalkottas invents a theme of his own. The distinctive
feature of the dance is a rhythmic 'rule': the metre changes in every single bar. Skalkottas
makes a musical game out of the irregularity of folk metres. It is not known why the title refers
to Thessaly (a region in central Greece). With a rising arpeggio, the opening solo timpani
motto delineates the interval of an octave, which is then melodically defined by the rising scale
in Skalkottas's theme, presented by the trumpets. The theme has only an abstract rhythmic
relation to Greek folk music. The reappearances of the timpani motto and the theme give the
dance the guise of a miniature rondo. After the first statement follows a variation of it, a transi-
tion, a central development with modulatory tonal adventures and recapitulation. An often
harshly dissonant harmony, rhythmic drive and punctuating orchestration mark the dance's
exhilarating energy.

Series II
IV1. Syrtos inB major. Allegro vivo (1936) world Premiire Recording
The theme, heard in violins and violas on the G string, draws its material from a Cretan folk-
song transcribed by Skalkottas. To construct his theme he isolates essential elements of the
song and expands them. Moreover, he disregards the pulse and the expressive quality of the
original, which is a love song; the dance is much faster and has a quite energetic character.
,tlrtos is the name of a very common folk Greek dance but this dance is by no means a true
Syrtos. Its form has a free rondo and variation pattern. After the forceful statement of the
theme, a softer, answering idea, in which the last motif of the theme is developed, appears in
the clarinets. A second statement of the theme, varied and abbreviated, is followed by contrast-
ing elaborations. In the recapitulation, the theme, now harmonized in the upper strings in par-

allel chordal motion, is combined with a boldly dissonant counterline in the low brass, over
an ostinato bass. This polytonal effect further explores the chromaticism of the theme and
expands the piece's harmonic harshness before its impassioned conclusion.



IV2. Sifneikos ('Dance of Sifnos') (At Saint Marcella') in G major.
Moderato assai (1936) world kemiere Recording
The theme is based on a folk-song from the island of Sifnos transcribed by Skalkottas. A
twice-repeated four-bar phrase of folk-violin forms the essential material of the repetitive orig-
inal song. In the opening of the dance, Skalkottas retains the eight-bar frame of the original,
but presents a merrily elaborate and embellished version of it in the clarinet, recalling the
improvisatory air of a folk clarinetist. Humorous muted trumpets, peculiar scales in muted
trombones, a low second clarinet, soft high timpani, bassoon and low strings fill in the sound
picture. The theme is then heard unembellished in the violins (neither of Skalkottas's versions
corresponds to the rnildly embellished original). In an orchestral interplay, both versions of the
theme are varied and developed. The culminating trrtli restatement, with an added xylophone,
evokes a folk festivity. As a farewell, a final derivation of the theme (in horns, second violins
and violas) is underpinned by the initial main motif in the low strings.

IV3. Critikos ('Dance of Crete') (Avsis,'Early at dawn I will rise') in D major
Andente - Moderato - Andante (1949\

The theme is based on a well-known Cretan folk melody, twice transcribed by Skalkottas:
'Early at dawn I will rise at the mountain's foot to catch up with the daylight at your top, my
mountain. . .' In the dances, Skalkottas does not generally compose with a programmatic inten-
tion. Here, however, the slow outer sections clearly evoke the dawn of the folk-song: in a mys-
terious, shimmering stillness, within a distantly sounding pedal throughout the whole range of
the strings, a nostalgic soliloquy emerges in the solo bassoon, accompanied by slow, expres-
sive woodwind chords. Foreshadowing the ensuing main theme, the bassoon's long melody is
derived from its last phrase. ln the Moderato section, the lirst violins jovially unfold the
theme, accompanied by guitar-like pizzicatos in the second violins, with sudden interjections
from the winds. In this piece the various layers, voices and instrumental lines sometimes seem
slightly out of phase with each other (something which may occasionally be noticed elsewhere
in the dances, and is consistent with the modal fluidity of folk music). This ambiguity, although
not intended as a clearly discernible effect, nevertheless lends a multifaceted expressive mean-
ing to both the first thematic statement and the later boisterous tutli recapitulation. In the
middle section, ironic trombones and later a solo violin imitating the end of theme are fol-
lowed respectively by two tender interludes, the second of these leading to the recapitulation.
The slow section returns; the theme's initial motif of an ascending fourth is discreetly added.



At the end, this motif is harmonized in a luminous D major chord, softly sounding in the brass;
daylight has come.

IV4, Nissiotikos ('Island Dance') ('A woman from Mylopotamos') in A minor.
Moderato (1936 t19491)
This dance is based on a Cretan folk-song, transcribed by Skalkottas. It has a temary form.
The ambiguities in the original song between modal (Phrygian, Aeolian) and diatonic (natural)
scale notes determine an expressive harmonic progression, over which the trumpet calmly
sings the melody. Developing its opening motif, Skalkottas then continues the melody with a
long extension of his own, a continuation that comes, in the violins, with great naturalness.
The theme is repeated and the section closes with a terse, expressive phrase. The middle sec-
tion is in the tonic major. The melody is new, yet creates a feeling of continuity by not only
contrasting, but also organically extending the previous melodic section. It is heard in canon
between bassoon, oboe and horn. Its flowing serenity is teased by dissonant notes added to the
harmony, creating an effect of a delicate, uneasy humour. The unresolved dissonances increase,
in woodwind chords of fourths, and clash almost unbearably with the harmony and the melody
in the upper octave. The effect is decisive, yet ambiguous, harsh but expressive. The melody
then descends in consecutive fourths, mirroring melodically the initial woodwind dissonances,
and the initial ambiguity of the leading tone retums with two simple chords inviting the repeat
of the first section.

IVS. Vlachikos ('Dance of the Vlachs') in A minor. A/legro vivacissimo (1949)
The theme is by Skalkottas and, although it has a modal quality, it does not seem to have a
specific relation to Greek folk music. Why this dance is called Dance of the Vlachs (.inhabi-

tants of Mount Pindos) may only be guessed at. One of the most exuberant and dashing dances
of the cycle, it is also probably, in the extended middle section, the most dissonant. The dance
opens impetuously with the theme, accompanied by a persistent rhythmic motif in the inner
voices. From these elements springs a long developmental section, starting with two short,
varied appearances of the subject in other tonalities, which frame a brief derivative, sarcastic
brass episode. The ensuing development has an almost improvisatory rush. Sweeping string
lines, evolving into unexpected dissonant textures, are accompanied by the persistent motif,
the isolation of which leads to the culmination of this section: a multi-layered tutti episode (the

upper line in violins, flute and trumpet is remotely derived from the thematic motifs), whose
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eight simultaneous layers seem to move almost independently, resulting in harsh, sardonic dis-

sonance. The recapitulation of the theme leads to a fierce coda.

IV6. Mavro Yemeni ('Black Sash') in C major. Moderato (1949)

The theme is based on a folk-song in the Kalamatianos dance rhythm (7/8). Skalkottas isolates

the three main phrases of the original song, changes their order (notably beginning with the

song's refrain phrase as the main idea of the dance), makes melodic modifications and, signifi-

cantly, presents the modified phrases in respectively different tonalities. The form gives the

impression of a free rondo with with elements of sonata technique. In the exposition section,

the three phrases move to the dominant; the first phrase is heard from playful woodwinds and

sting pizzicatos, repeated by brass, while second and first violins present the second and the
third phrase. After a short, slightly bizarre elaboration in a passage of parallel minor chords,
the first idea retums in the trombones, in the tonic, but with a polytonal harmonic combination.

From this point on, through a rondolike succession of episodes with various moods and tonal

adventures, all the ideas gradually return to the tonic.

IIl7. Kathistos ('Sitting dance') in B minor.
Andante moderato - Allegro - Andante moderato - AlleSro (1936)

The theme is by Skalkottas and has an unequivocal folklike, modal quality, yet without a

discemible relation to Greek folk music. The title implies a contradiction; probably Skalkottas
refers to the Kathisto (sitting) folk-song, also called Table-song, which is not danced. The for-
mal disposition of this dance is slow - fast. In the first section the theme is expressively heard
in two solo clarinets, answered by two oboes, followed by two flutes; it rises, taken over by the
strings, then falls and fades away. Two clarinets in their highest register present the theme of
the ensuing Allegro; it is a transformation of lhe Andante's theme, developed in the quicker
tempo into a more expanded idea. Two dynamic tutti interpolations frame a comment from
two horns (first horn again in a quite high register), mockingly echoed by the trombones. A
violin solo appears with what seems to be a completely independent idea; in fact, howevet it
is an improvisation upon a simultaneous chord progression in the woodwinds, repeatedly
stating, in augmentation, the primary rhythmic motif of the Andante. The Andante retums, but
only its conclusion is recalled, in a moving new harmonization in the strings. The Allegro,
abbreviated and in a different orchestration, is recapitulated; in the coda tlte main rhythmic
motif is simultaneously heard in augmentation (trombones) and in its proper values (bas-
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soons). This is one of the most expressive of the dances, at the same time as it palpably pre-
sents the transformative linear and motivic logic of Skalkottas.

IV8. Chiotikos ('Dance of Chios') in D major. Moderato maestoso (1936)
The theme, sung by a solo hom, is adapted from a popular traditional song, the first verse of
which refers to the island of Chios. While not a genuine folk-song, it is widely accepted in the
folk tradition. Formally, the dance has a variational and episodic design: a thematic statement;
a first variation, in B flat major, playfully presented by woodwind and muted trombones; a
transitional expansion from the trumpets; the repeat of the theme in the tonic by humorous
pizzicato strings; a derivative wind episode in B minor (in fact a symmetrical, remote 'varia-

tion of the first variation', with B minor balancing B flat major); a culminating tutti restate-
ment of the theme. The form could well be over at this point, but unexpectedly Skalkottas
inserts a fortissimo tutti episode in D minor, which sounds almost festive rather than dramatic.
Within an organJike orchestral sonority, the horns intone a new idea which, however, has a
certain rhythmic affinity with the first variation (furthermore, D minor is a tonal reply to B flat
major) and an oblique reference to the theme's skeleton. A fortissimo restatement of the rather
abstract introductory bars closes the piece. The unexpected D minor last episode and the
interplay of evident and hidden symmetries give the form a touch of individuality.

IV9. Tsamikos in C minor. Moderato vivace (1936)
This dance is based on a folk-song from which Skalkottas isolates and modifies two elements:
the introductory instrumental phrase - in the violas at the beginning of the dance - and the
song's first phrase - briefly heard in the flutes. To these he adds two intermediary phrases of
his own in the oboes. after the violas' theme and in the fitst tutti. He reverses the thematic
hierarchy of the original, making the song's introductory period into the main theme of the
dance. The subsidiary idea in the flutes provides a principal rhythmic (anapastic) motif. In a
central development section, the main theme is elaborated by imaginative alterations of sonor-
ity and texture, contrapuntal combinations with counter-melodies, as well as through tonal and
modulatory shifts. The recapitulationJike part is ambiguous, with a new thematic order. The
two elements of the original song meet, horizontally and vertically, only at the end: in the dra-
matic last tutti the main theme is vertically combined with the anap€estic motif and imme-
diately the subsidiary idea, unheard since the beginning, is echoed, with a somewhat bitter
persistence, by cellos and double basses.
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IV10. Epitrapezios (Critikos) ('Dance of Crete') in B flat minor. Allegro molto vivace (1936)

This dance is based on a Cretan song transcribed by Skalkottas. It is intensely polyrhythmic'

extending the metric inegularities of the original song. The slow-moving harmony and long

note values in the accompanying voices seem to resist Ihe Allegro molto vivace indication.

Skalkottas starts the dance with a thematic idea of his own in the oboes and clarinet. The

original tune then replies as a thematic consequent; heard in flute and clarinet, it is accom-

panied by muted trumpets and trombones altemating with interjections from the strings. The

piece has an unusual rondo and archlike form; through its course, these two ideas are varied

metrically, melodically, harmonically and tonally, and each stage of elaboration corresponds to

a distinct orchestral picture. Two secondary ideas of transitional character are interpolated, the

second also briefly combined contrapuntally with the theme. The theme is primarily playful'

but it has also a fleetingly melancholic feeling, an emotional aspect further exploited in the

expressive string variations. The glockenspiel's timbre, in a brief phrase distantly mirroring

the beginning, bids a farewell to the elusive character and adventures of the theme'

IVl1. Macedonikos ('Dance of Macedonia') in A minor. Moderato (1936)

This dance is an orchestrated and expanded version of the song Doe fot voice and piano. Its

theme is a traditional lament; although sounding like one, it is not a genuine folk-song, but it

has been adopted by the folk tradition. The dance has a temary form. As it is based on a pre-

existing composition, it is the only one of the dances with no motivic derivation between vari-

ous sections and subjects. The statement of the theme, from a low solo clarinet, starts in the

tonic minor, with a syncopated, sighing accompaniment, the harmony gradually increasing in

dissonance. Following a minor/major superimposition, the second phrase of the theme is har-
monized with syncopated dissonant chords. A trumpet repeats the phrase, the double bassoon

accompanying it with a bass counter-phrase in the distance. The theme is restated in an expres-
sive tutti. The extended middle section has a plaintive chracter. An improvisatory soliloquy

by the oboe, with a strong folk tone and eloquent pauses, is later taken up by the violins and

then by the cellos. Abrupt appoggiatura figures, like cries, are heard in the upper woodwind,
long tremolos in the strings, an intense interpolating motif in winds repeating a motif from the
oboe theme, while the harmonies are often distant and bitterly dissonant, extending the prevr-

ous harmonic progressions. The return of the theme starts in a bolder mood; its second phrase
bringing back the syncopated dissonant chords of the first part, now in a high register in string
harmonics.



IIl12. Peloponnissiakos ('Dance of Peloponnese') ('The brave Lyngos') in E minor
Allegro molto - Andantino - Allegro molto - Presto - Andantino - Allegretto *
Allegro molto (1936 tl949l)
The theme comes from a folk-song. A pushing ostinato rhythm in horns and violins, punc-
tuated by trombones and low strings, accompanies the theme in low oboes and clarinets. The
nostalgic opening phrase of the firsI Andantino comes through the paradoxical sound of two
piccolos in octave doubling, the first in an almost impossible high register; mther than creating
a piercing impression, the piccolos convey a sense of loneliness. The luminously harmonized
main melody is sung by the oboe; it seems wholly new but its hidden relation to the theme will
be revealed at a later stage. The Allegro theme is repeated in piano. Then, a delirious, theme-
less, very bief Presto comes as a sudden outburst. The Andantino retums, now with a plaintive
variation of the theme harmonized in an extraordinary manner. This variation, whose melodic
line is unfolded by oboes and violins, faithfully quotes the main theme (a fifth above in the
minor dominant), but also uses almost the same notes, in the same registeq as the oboe melody
of the first, Andantino; thus in retrospect it discloses the affinity of that melody with the main
theme. A minimal Allegretto, remotely alluding to the main motifs, closes this section. The
final return of the theme is heralded bv the trumoets and comes as a dvnamic oeroration.

Series III
IIVI. Hostianos ('Dance of Hostia') in D major. Moderato molto ritmato (1949)
Hostianos, in the 7/8 Kalamatianos rhythm, is the brightest dance in the cycle. It is partly
based on a folk-song known in the area of Thebes, in central Greece, and specifically in the
village of Hostia, where Skalkottas's mother was born. It used to be claimed that in this dance
the composer quoted a song that his mother used to sing. This was eventually corroborated by
Thanassis Moraitis, who recorded the actual folk-song in Hostia in 1986, and made the con-
nection with Skalkottas's dance. He also found that Skalkottas's mother, Ioanna, had been a
well-known folk singer in Hostia. The dance has two consecutive thematic ideas. A brilliant,
opening fanfare and a reply by woodwinds and strings make up the first theme. This is imme-
diately followed by a related dancing theme, starting in the violas and completed by the vio-
lins. This subsidiary theme is a slightly varied, full quotation ofthe Hostia folk-song. The pre-
ceding, independent, fanfare theme has rhythmic and motivic relations to the subsidiary theme
(which is however perceived as having been generated by the first theme). This fanfare, now in
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B minor, followed by a solo violin episode, initiates a middle section, where only the sub-

sidiary theme is developed and expanded. The fanfare again opens the recapitulation, where

the subsidiary theme, in varied form, leads to an exuberant end.

IIV2. Ipirotikos ('Dance of Epirus') in G minor. Moderato (.1949)

The theme is Skalkottas's own. It is the most rhapsodic dance in the cycle, with an idiosyn-

cratic melancholic romanticism not appearing elsewhere and with an improvisatory quality to

its form. After the exposition, successive, mofe or less related ideas form a long-span melodic

thread, freely connected by common motivic elements: the theme, nostalgically heard in solo

flute accompanied by strings; the theme in inversion, expressively unfolded by the violins tn

an expanded phrase; the oboe, followed by clarinets, musing on the original and inverted

themet a sudden orchestral exclamation, with the cellos continuing the preceding melodic

argument; a tutti restalernent of the abbreviated theme in F minor, retuming to G minor, with

the clarinets recalling their previous last phrase, including a brief interpolation from flutes; an

unexpected high horn theme, majestically springing from the preceding flute motif, and also

using a dotted thematic motif; a pensive viola solo, echoing this dotted motif. After a varied

recapitulation of the main theme, the cellos lead on to an expressive conclusion.

IIV3. Kleftikos ('Dance of the Kleftes') in A flat minor. Allegro vivo (1936 ll949l)
The theme is Skalkottas's own. The Klefiiko folk-songs are never particularly fast, so this very

energetic dance possibly alludes to the unbroken spirit of the kleftes. The form has a slightly

unconventional ternary pattem. The orchestration of this dance, as well as of the following

dances, is exclusively constructed by a juxtaposition of instrumental groups - woodwind,

brass, strings - which are used as 'blocks' vertically and horizontally. Short, aggressive cries

in the brass punctuate the forward rush of the strings, first violins stating an impassioned

theme over pizzicatos. The woodwind start the middle section in which the bassoon and the

oboe present a very lively tune, connected motivically to the theme. In a transitional interlude,

the brass leads into a pivotal, tutti fortissimo bar, in which the tonic is forcefully called back.

But instead of a recapitulation, Skalkottas inserts two connected episodes in the tonic: first, the

oboes persist in the tiny characteristic motif of the theme; this motif is then transformed and

continued by a delicate idea in the clarinet, with the strings directly following to round it off.

Horizontally these episodes belong to the middle development section. Harnonically though,

they are emphatically in the tonic, and thus already part of the recapitulation. This ambi-
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valence creates a latent tension and subverts the clear-cut articulation of the formal events. The
procedure adds a cumulative tonal force to the proper recapitulation of the theme, which
emerges from a cadential tonic chord and is followed by a weird and witty coda.

IIV4. Mariori ('Mariori') in A minor.
Moderato assai e molto espressivo - Prestissimo - Moderato assai - prestissimo -
Moderato assai (1936)
The theme is based on a folk-song (its title uses a diminutive of the name Maria). Skalkottas
transcends the original song character and builds a moving piece with extreme contmsts of
rhythm and mood. The form has a variational five-part pattern, with two condensed preslis-
sirflo variations between three larger sections. In the first section only the strings play. The
original tune - compressed from eight to six bars and here modified in the penultimate bar - is
heard expressively from the cellos, within slow moving harmonies. The second part of the
theme is by Skalkottas; through a subtle derivation from the preceding motif of a falling second
and a rhythmic intensification, an astonishing expansion develops as the cellos continue their
long, melody within a modulating, melancholic harmonic web. In the first Prestissimo the brass,
echoedby pianissino woodwind, play a variant of the theme's first part, compressed into a one-
bar ostinato. Strings alone then play a variation of the complete theme in C sharp minor, with
greater dramatic intensity and motivic correlation between the two thematic parts. In a new
Prestissimo, the persistent ostinato, now in the low strings, builds to a climax, which leads to a
rhythmic outburst in the brass and percussion. In the final section, the varied theme starts in the
oboe and violins; its second part now has a slow downward direction, eventually arriving at a
concluding restatement of the original tune from the cellos, to the melancholy accompaniment
ofthe full orchestra. The short coda, which starts polytonally, is ethereal and dramatic.

IIV5. Kato Stou Valtou Ta Horia ('Down there, ar the villages of Valtos') in A minor.
Moderatu - Allegro - Moderato ( I 936) wortd rremicre Recording
Skalkottas here uses a folk-song (Valtos is a region in west central Greece) in theTsamikos 314
dance rhythm. The form ofthis dance has a very subtle inventiveness. On the surface, the form
is cast in a clear-cut, ternary A-B-A pattern'. Moderato 3/4 - Allegro 2/2 - Moderato 314.
Thematically, however, the actual form is binary, with a definite A-B/A'-B' pattern (where A
and B are motivically connected). The fusing together of ternary and binary form is unobtru-
sively achieved so that the effect is fully realized only in retrospect, at the end of the piece.



The ambiguity, besides lending it a formal freshness, also contributes to the piece's ultimate

feeling of melancholy. The brass presents a bold theme in the first 3/4 Moderato. The indepen-

dent tleme of this section is by Skalkottas; in it, two motifs from the original song are used

and developed. The original tune appears in the first part of the following AIIegro; with an

intense rhythmic energy, the strings and the xylophone state a variant of it, its original Zsamr-

ftos 3/4 rhythm changed Io alkt breve. As the strings stop, the full woodwind section repeats

the last phrase of the strings and proceeds to a varied statement of the initial Moderato theme,

now changed from 314 rhythm to alla breve, while some sudden syncopations greatly intensify

the variational process. In the retum of the Moderato, the initial theme does not reappear; a

variant of the folk-song is stated - in its genuine 3/4 rhythm - followed by a related phrase,

taken from the song. Only then do the bassoons play the song in its original form, slightly

abbreviated, under a darkening accompaniment from the strings, followed by a brief ending

which fades away. The song is perceived (of course, the music is not addressed to a folk-song

connoisseur) merely as a memory, an epilogue where the transformative process ends, leaving a

feeling of utter melancholy. Nothing is repeated exactly; throughout the formal course every-

thing reappears in a renewed shape. In this elliptical, yet perfectly balanced, simply cast' yet

sophisticated form, Skalkottas seems to leflect on the essential ambiguity of musical fom in

time.

IIV6. Macedonikos ('Dance of Macedonia') in C major. Vivace (1936)

This short dance is characterized by a pervasive one-bar ostinato of two notes (C, D) played by

the harp (its only appearance in the cycle) from the beginning to the end. The theme is by

Skalkottasl it has a modal, folk inflection, but it is not clearly linked to Greek folk music. (Why

the title refers to Macedonia is not known.) Modal flattenings in the melody and especially in

an accompanying voice in thirds give the theme a melancholic touch, contradicting the pure C

major sonority ofthe beginning. The ostinato opens the piece and the theme is exposed over a

C major pedal chord. The theme is then restated over an A minor chord, twice repeated and

expanded, with greater intensity. Its third appearance is in C minor and ends with two strong

chords. A roll on the side drum abruptly introduces an enthusiastic epilogue, which is unre-

lated to the theme and seems to be simply hooked oni for all that, its stepwise movement

springs from the ostinato.



IIV7. Chiotikos ('Dance of Chios') ('Down there at the seashore') in G major.
Allegro vivo (1936'1
The theme is based on a well-known, playful folk-song. Skalkottas also treats his material
playfuily, never allowing a complete, normal appearance ofthe folk tune, teasingly separaring
and segmenting the phrases of the original and adding occasional piquant chromatic alterations
to the tune. The form has a miniature rondo-like character, but also a latent binary shape. In a
first, somewhat introductory section, an opening motif in the oboe, derived from the marn
theme, is combined with fragments of the theme. The mode changes from major to minor and,
amusingly, the lively opening motif is inverted. The ensuing exposition of the merry theme is
upset by a metric change and two momentary intrusions of minor mode alterations in the tune.
The xylophone plays a variant of the theme's first phrase over a comical C major/minor clash
in trombones and tuba. Over a more dissonant, darker E major/minor clash in the woodwind,
the opening motif returns, again combined with thematic fragments. The woodwinds briefly
continue the development ofthe theme's first motif, which eventually reaches the tonic. Duly
the theme's refrain phrasejoyously arives, in talti, followed by a concluding crescendo.

IIV8. Kleftikos ('Dance of the Kleftes') in F minor.
Moderato andantino ( 1936) worta frenicre Recording
The theme is by Skalkottas; it has a modal quality, but no clear relation to Greek folk music.
The title probably refers to a peaceful dance of the kleftes. The strings present the elegant and
slightly melancholic theme; a secondary, independent counter-line in second violins and violas
accompany the first violins above pizzicatos in low strings. The woodwinds complete the theme
by repeating its first phrase. The middle section is in the major tonic. It has a new theme,
thematically unrelated to the first. The repeated motif of this new theme, howeveq is in fact
exactly the secondary, accompanying counter-motif from the beginning, now elevated to a
principal r6le. Thus the themes of both sections are connected, as they they share a common
provenance from the main thematic complex. In the recapitulation of the first section, a trum-
pet nostalgically plays the melody, accompanied by the rest of the trumpets, trombones, tuba
and timpani; woodwind and strings complete the theme. An ensuing coda is polytonally dis-
sonant and bi t ter ly  melanchol ic .
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IIV9. To Nerantzofilima ('Kiss under a bitter-orange tree') in A minor.
Andantino ritmato - AIIegro - Andantino - Allegro - Andantino - Allegro
(1936) worta rrenidre Recording
The theme of this dance is based on a folk-song with a 7/8 Kalamatianos rhythm. The form is

based on a slow-fast succession pattern. In the lirst section, Skalkottas uses only the ele-

mentary first phrase of the original (a twice repeated two-bar cell). He modifies it, changes the

rhythm to 2/4, presents it as an antecedent phrase and adds an answering phrase of his own.

The whole theme is played by the winds, in an atmosphere of calmness and simplicity. In the

ensuing Allegro, the strings reply, in 7/8 metre, stating an energetic variant of the original
song. In the next section, the woodwind, with oboe and bassoon solo, start a new, tenderly
expressive idea; but now the answering phrase is the main theme's beginning (reversing the
procedure of the first Andantino) in an imaginative harmonization. The strings return with
their 7/8 Allegro, now in a distant pianissimo. The first slow section is recapitulated in tattl
with an added colour of bells; since this section contains only the beginning of the original
tune, the second phrase of the 7 18 Allegro retums, as an animated conclusion.

IIU10. Arcadikos ('Dance ofArcadia') in G major. Moderato (1936 [1949])
The theme ofthis dance is by Skalkottas and unrelated to Greek folklore. Because ofthis, the
musicologist Kostis Demertzis has proposed that the title alludes to a mythological idea, as
Arcadia (in the Peloponnese) is an idealized land of shepherdsl his view is supported by the
character of the dance. The violas, doubled in the lower octave by the bassoon, present the
peaceful theme, surrounded by soft woodwind chords in parallel motion and, sting pizzicatos.
The violins present a second, varied statement. The violas now start a third statement, inter-
rupted by a one-bar chromatic ascension of parallel chords, which leads to a brief modulatory,
thematic statement by the woodwind. This brings back the chromatic chordal ascending motif,
the repetitive process of which increases in volume and intensity and leads to a new idea in the
brass. The brass episode starts festively, but soon becomes polytonally dissonant with an
almost sardonic harmonic harshness. The brass theme consists of chords in parallel motion, and
thus has a transformative connection with the preceding chordal progression motif, already
heard in the background at the beginning. The recapitulation leads, by motivic evolution, to a
lyrical coda, with strings alone; the parallel chords gradually dissolve in an epilogue, fading
away, which resolves all the past tensions of the brass episode.



IIVll. Messolongitikos ('Dance of Messolongi') in A minor. Allegro (1949)
The themes are by Skalkottas; in the main theme, there are modal inflections, but it does nol
have a specific relation to Greek folk music. The title refers to the historic city of Messolongi
in western Greece. The dance has a rhythmic vitality and an arch-like, or binary episodic struc-
ture. There are four different ideas in the dance. Two are thematic and appear consecutively in
the tonic: the main energetic theme and later a figure in the trombones, ascending and descend-
ing stepwise over a rhythmic motif in the hornst the other two are secondary and transitional.
Between these ideas there are, however, generic motivic affinities. Moreover, a short develop-
ment of the first theme's principal motif is abstractly connected with the trombone figure and
its stepwise descent from F to A. The final, transitional idea is a vigorous syncopated passage
in the brass. In the recapitulation, the two primary themes are stated in reverse order and in
varied orchestral textures. The developmental passage based on the principal motif comes as a
conclusion.

llUl2.Mazochtos ('I shall become a swallow') in A minor.
Allegro molto vivace (.1949)

In the last of the dances, Skalkottas uses the most elementary folk-song, an archaic melodic
nucleus of three notes (C, D, A) that is repeated. Mazochtos is a folk dance where the dancers
stand close to each other. Skalkottas transforms the rather playful original song into a propul-
sive, very energetic dance. The melody appears as a pretext and Skalkottas seems interested in
dealing only with an elementary repetitive modal motif. The development is of a linear, chro-
matic and dynamic character. Skalkottas responds to the static nature of the motif by varying it
without modulation, always within the span of the original, and remaining, almost throughout,
emphatically in the minor tonic chord. The form has a binary shape. The theme-motif is pre-
sented and varied over rhythmic ostinatos on the tonic chord. Virtually the only harmonic
changes are in the transition linking the two parts. Sheer repetition, especially in the dance's
second part, generates an increasing tension. Just before the final repetition, Skalkottas sud-
denly explodes into a polytonal, rather dissonant chord with a multiple dominant function,
which heightens the inevitability of the static minor tonic over which the primary theme is
finally heard. As in Dances U4 andllU5, this last version of the repetitive theme is the original
tune in its own rhythmic shape, coming as a result of the preceding process and leading inex-
orably to the end.
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Original and revised versions
The revisions made by Skalkottas in the second and third series are often quite difficult to

read, as they are roughly written, even scribbled, in pencil over the original manuscript in ink.

Skalkottas sketched the revisions shortly before his untimely death, which prevented the

writing of a proper score; in fact, the revised Series II and III of the 36 Dances is the only case
of a work by Skalkottas surviving in a score that is not clearly written. This, along with the
considerable textuai problems that needed to be solved, might raise some questions about the
definitiveness of the revised versions; in regard to the composer's evident inlentions, however,
the noted revisions appear to be fairly complete. The extent and type ofrevisions vary consid-
erably in each of the revised dances. Revised versions are by no means always more success-
ful than the original; in fact, more often than not, it is the original versions that are preferable.

Two dances in each of Series II and Series III are left without any revisions. In the other
dances, revisions range from very slight to - in some cases complete rewriting. They mainly
concem the orchestration and texture, but may in some cases extend to every other composi-
tionai aspect: melodic alterations, changes of harmony, added counterpoint and even - in two
cases - modification of the formal plan. In five dances - Series 1U3,5,6, 11, Series llU2 - the
revisions concern only occasional changes of the orchestration, including the allocation of a
few, technically almost impossible passages to other instruments.

In the other dances that have been revised, new orchestrations (in part of or all of the
dance) are usually more massive, denset with more doublings and additional motivic elements
in the texture. Some ofthese new orchestrations and textures are indispensable, as in IIV1 and
IIV12. Although the revised orchestrations work well in themselves, however, the first ver-
sions are often more transparent and work better on the whole, as well as in context. Substan-
tial changes in orchestration and texture entail a revision of the perspective of the dance,
including changes in melody, harmony, counterpoint and dynamics. It is in the cases of such
substantial revisions that the earlier version of the dance is usually the stronger. In the present
recording the most successful versions are included, a few of them in a premidre recording.

Series II
IVl. Syrtos (Original [936] version recorded). Eleven bars at the beginning of the recapitula-
tion are revised, eschewing the dissonant low brass counterline, opting for a texture closer to
the beginning; the first version has greater originality and drama, while it is also structurally
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stronger, as an evolution of previous dissonant harmonic progressions and as a link to the dis-
sonant tensions of the conclusion.

IV2. Sifneikos (Original [19361 version recorded). The seven opening bars are revised, the
solo clarinet replaced by violins, with an added oboe doubling, one octave higher, a lower
inner second clarinet linel the original is orchestrally fresher, while also, in the revision, the
oboe and t rumpet part -wr i t ing is  unconvincing.

IV3. Critikos ('Early at dawn I will rise') (Revised [1949] version recorded). There are main-
ly minor orchestration differences between the two versions; the opening solo, shared in the
original between bassoon and hom, is in the revision more effectively allocated only to the
bassoon.

IV4. Nissiotikos: no revision.

IV5. Vlachikos (Revised [1949] version recorded). In the revision there are some minor adjust-
ments of the orchestration, including the reallocation of an impractical passage.

IV6. Mavro Yemeni (Revised [1949] version recorded). There are some few minor orchestra-
tion changes in the revision.

IV7. Kathistos (Original [1936] version recorded). In the revision there are some impofiant
changes in the Andante moderato section including an added counterpoint in the beginning by
inner imitation of the upper voice, as well as orchestration alterations later; although the changes
sound effective in terms of orchestration, the counterpoint and part-writing are less convincing
and the original version is much stronger.

IV8. Chiotikos (Original [1936] and revised [1949] versions recorded; revised version in the
Appendix). Here, besides important alterations in the orchestration, Skalkottas changes the
introduction, beginning with the theme's opening motif in the low strings in a new harmonic
context; later this thematic motif (in a derivative phrase) is added on top of the already exist-
ing lines of the D minor episode. Finally, at the conclusion, a rhythmic motif follows above the

thematic motif in the bass. The revisions are expertly done, although the original is formally

fresher, as the D minor episode is not rationalized under obvious thematic imposition. It is also
orchestrally more transparent (especially retaining the frolicsome all-strings pr::icato rendition

of the theme which in the revision is covered by woodwind doublings).

IV9. Tsamikos (Original [936] and revised [949] versions recordedi revised version in the
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Appendix). Besides differences in orchestration and thorough rewriting, the ending of the
opening main theme in the violas is slightly altered in the revised version and then a richer,
piquant harmonic progression appears in the horns, as also happens later in the corresponding
passages. Yet the original is motivically and dramatically a little tighter, the principal ana-
pestic motifbeing heard in the solo violin episode (it is eschewed in the revision), and thus, at
a distance, connecting more strongly with the lasttutti culmination, where the rdle this pnnci-
pal motif plays is intensified.

IV10. Epitrapezios (Original [1936] version recorded). In the revised version, this dance has
been completely re-orchestrated (only four of its 141 bars are left untouched); in the later ver-
sion, however, neither the changes in texture and registers nor the melodic adjustments in
instrumental lines and part-writing are always justified.

IVll, Macedonikos (Original [936] version recorded). There is a very minor change in the
revised score, where for a few bars Skalkottas re-orchestrates a hom passage in very high
register, giving it instead to the trumpet; the original is more effective.

IVl2. Peloponnissiakos: no revision.

Series III
IIVI. Hostianos (Revised [1949] version recorded). In the revision, a definite improvement on
the original, there are inspired retouchings in the orchestration and texture, such as the charac-
teristic, elated horn motif answering the opening trumpet and trombone fanfare.

IIV2. Ipirotikos (Revised [949] version recorded). There are minor changes in orchestration
in the revision; in this version, the strings accompany the opening solo flute, instead of the
winds in the original.

IIU3, Kleftikos: no revision.

IIV4. Mariori (Original [936] version recorded). The revised version is totally rewritten,
with alterations in orchestration, texture, counterpoint and tempo. The Prestissimo sections
have been eschewed in favour of a different elaboration with other thematic lines and hamo-
ny, as well as a slower tempo. The original is undoubtedly much more successful, for instance
in the Preslissinto sections or in the ftansparent strings opening; furthermore, some occasional
imitative counterpoint added in the revision is not quite convincing.



IIVS. Kato Stou Valtou Ta Horia (Original [936] version recorded). The revised version is
totally rewritten, resulting in a change in the character of the original; its massive orches-
tration, and the changes of dynamics and certain harmonies, make it less successful than the
original. Moreover, the formal plan is changed, as a da capo rcpeat of the first Moderato is
added, ignoring the elusive symmetry of the beautiful original form. The later version is good
in its own right but the first is clearly preferable.

IIV6. Macedonikos (Original [1936] and revised [1949] versions recorded; revised version in
the Appendix). The two versions differ only in the orchestration, mainly in that the all-per-
vading ostinato of the harp in the original version is, in the revised version, given instead to
various instruments in succession - strj;ngs pizzicato, trumpets, trombones, oboes and homs.

IIV7. Chiotikos (Original [936] version recorded). The revised version has in some places a
denser orchestration and texture, which is less effective than the original.

IIV8. Kleftikos (Original [936] version recorded). Again, the revised version has a more
massive orchestration, with added doublings and textural changes, and it is less convincing
than the original.

IM. To Nerantzofilima (Original [1936] version recorded). The revised version is totally re-
written; the changes are large-scale and concem alterations of harmony in the first section, the
structure and length of the Allegro section, orchestration and so on. The second version is
longer and so different from the original that Skalkottas could not notate it upon the original
score, and thus it is the only revision which is independently and clearly written. Its style con-
forms more to the composer's last neo-classical tonal works; it has also a considerably more
massive orchestration, especially in the Allegro sections. The original version is altogether
more successful.

IIV10. Arcadikos: no revision.

IIVl1. Messolongitikos (Revised [1949] version recorded). The revised version is totally re-
written, with a fuller orchestration, some modifications in the first theme's second phrase, dif-
ferent textures and a more intense motivic accompaniment in some places. The original ver-
sion has many virtues, but the revised version, with a richer sonority and greater motivic drive,
is more dynamic.
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IIVL2. Mazochtos (Revised [949] version recorded). In the revised version, Skalkottas en-

riches the orchestration and the texture, mainly in the second part, where added homs in the

thematic line and chromatic figures alternating in woodwind and strings contribute to the

dance's cumulative tension.

Overture for Orchestra 6The Return of Ulysses'
The Overture for Orchestra is one of Skalkottas's greatest symphonic works. It is also a sum-

mation of his free, non-serial, twelve-tone compositional method. The work was composed
around 1942. Unperformed in the composer's lifetime, it was premidred in 1969 (by the Lon-
don Symphony Orchestra under Antal Dor6ti). In the manuscript score, the title is Overture for
Orchestra (written in German: Ouvertilre flir Orchester). In a note about the work, Skalkottas
connects the composition and inspiration of the overture to a planned opera called The Retum

of Ulysses. Therefore, after the death of the composer, this title has justifiably been used for the

overture, so that it is known by that name rather than by the original title. (Because of the length

of the work and its symphonic nature, the title 'Symphony in one movement' has also been
applied to it, but this often-cited title is completely inauthentic.)

The overture has a large-scale symphonic sonata form: a broad, slow introduction (Molto
adagio); an exposition (Allegro moho vivace) with two extended thematic groups; in the devel-
opment a free three-section fugue with two subjects (where the flrst fugue subject is a variation
of the introduction theme), the third section a double fugue leading to a culmination on the
introduction theme; a varied recapitulation, and finally a coda (Presto - Prestissimo), with a
thematic peroration on the main motifs from the Adagio and Allegro. The integration of a fugue
as a sonata development is an important and innovative formal touch. The form responds to a
wealth of ideas and a great emotional breadth. The overture has the longest one-movement
form in all of Skalkottas's cuvre. In it, he seems to extend a symphonic thread from the late
romantic era into 2oth-century music and twelve-tone atonality.

The overture is impressively orchestrated in a personal style. The score is very demanding,
and includes 3 flutes (and piccolos), 3 oboes, cor anglais, D clarinet, 2 clarinets, bass clarinet,
2 bassoons, contrabassoon, 6 horns, cornet, 3 trumpets, 4 trombones, tuba, timpani, percus-
sion, celesta, harp and strings. The horn section includes two bass horns. It is not certain what
exactlv this mvsterious and obsolete instrument is. Skalkottas reouires it also in his Double
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Bass Concerto; in his unpublishedTreatise on Orchestration, there is a passing reference to it
as a relative of the tuba family. In the present recording, the bass horn parts are performed on
Wagner tubas. The orchestral imagery is remarkably bold and rich. In his technical note about
the work, Skalkottas refers for instance to an episode at the end of the first thematic group's
exposition where 'a series of motifs that are taken from the first main subject describe, or
discreetly paint, a forest scene with singing birds and other sounds of nature' (the solo violin
and piccolo episode, followed by orchestral murmurs).

The overture is written in a free twelve-tone style, different from Skalkottas's systematic,
personal twelve-tone method with the use of a group of tone rows. Skalkottas did not see the
substance of a musical work as a derivative of an abstract pre-existing twelve-tone serial order
of pitches; on the contrary, he viewed twelve-tone atonality as a new musical language and
always used rows as thematic kemels. This notion appears in extremis in the overture. Twelve-
tone rows are used vertically, in complementary melodic and harmonic layers, or horizontalln
in some twelve-tone melodies, such as the theme of the introduction or the main second sub-
ject of the Allegro. An unlimited number of different rows are used freely as the composer
needs to implement phraseological and harmonic units in the course of the composition. The
overture has a traditional thematic structure and harmonic syntax, but everything is achieved
through a free use of twelve-tone complexes; rows recur only in so far as phrases, themes or
chords related to them reappear in the form. The work coheres through motivic and thematic
formal procedures - not through serial organization.

Skalkottas treats his themes and rows very imaginatively, as seen for instance in the devel-
opmental procedures, in the varied recapitulation or in the unifying, arch-like course of the intro-
duction's theme and its transformations in the introduction, the fugue and the coda. Segments of
the rows form specific chords which recur in the course of the work; although harmonically
tlte work is not exclusively based on them, Skalkottas nevertheless organizes a 'functional'

atonal harmony that he further explores in the later, serial Second Suite for orchestra.
In his note about the overture, Skalkottas writes that The Return of Ulysses to his Home-

Iand,his planned opera, had not yet been composed, as the libretto was not ready. This is not
corroborated by any evidence; it may be supposed that Skalkottas only had such a plan at
some stage. The great length of the overture - in any case unusual for a symphonic movement
- practically disqualifies it from operatic use. The work is not programmatic. But its extended,
adventurous formal course, the great dramatic range, the unusual presence of an energetic
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fugue as a development, the rushing exhilaration of the Presto - Prestissimo coda: all these

elements may allude to the idea of Ulysses and his adventurous retum. The fugue is a struc-

tural centre but it may also be symbolic; as it means flight, escape (Latinfuga, identical to the

Greek and Homeric 'fuge'), it possibly implies the 'fugitive' as well as the wisely inventive

personality of Ulysses.
O Niftos Christodoulou 2002

36 Greek Dances; Overture for Orchestra 6The Return of Ulysses':
Skalkottas Academy critical text

For the present recording, the Skalkottas Academy in Athens has prepared a new, critically
revised musical text. The 1949 revisions of twenty of the 36 Greek Dances pose many textual
problems because they were noted down hastily (original and revised versions are briefly dis-
cussed above). The original versions of these twenty dances remain unpublished. Some of the
versions appear here for first time. In addition, previous editions contain numerous mistakes.

A large number of sources have survived. For the text of the 36 Dances the following auto-
graph sources were used: two complete manuscripts (the so-called Benakis and Mitropoulos
manuscripts); the manuscript of the complete Series II and III (the original manuscript, with
added revisions); a manuscript of fifteen dances; three manuscripts with selections of dances
(given to the composer's colleagues); a manuscript of four dances for the Athens French Insti-

tute Edition; the first manusciptof U4, Peloponnissiakos (written in Berlin in 1931); a manu-
script of nine dances arranged for large wind orchestra; and manuscripts of various dances
arranged for string quartet, for violin and piano and for piano solo.

The manuscript of the Overture for Orchestra 'The Retum of Ulysses'is clearly written,
but it has lacunae in articulation and dynamics, and also various other textual problems, as
Skalkottas worked rapidly. Previous editions contain errors and are heavily edited. For the new
text, two extant autograph sources are used: the composer's manuscript as well as the com-
poser's autograph arrangement for two pianos (not used before as an editing source).

The new texts were supervised by Nikos Christodoulou. The Skalkottas Academy is grate-
ful to Yannis Samprovalakis for his musicological contribution regarding the Greek Dances.



The BBC Symphony Orchestra was founded by Adrian Boult in 1930 as London's first per-
manent orchestra. Since then, its impressive roll-call of Chief Conductors has included Antal
Doridti, Piene Boulez, Gennady Rozhdestvensky, Sir Colin Davis and Sir John Pritchard, while
the orchestra has also worked closely with a number of great composers, including Bart6k,
Henze, Lutoslawski, Piirt, Prokofiev, Strauss and Stravinsky. A sftong commitment to new
music has resulted in the orchestra giving the premidres of over I,100 works, many of which
were commissioned by the BBC and have since become established classics.

As the flagship orchestra of the BBC, the BBC Symphony Orchestra provides the back-
bone of the Proms, witi more than a dozen appearances each summer, including the First and
Last Nights. The orchestra's schedule also includes an annual concert season at the Barbican
and regional UK concerts alongside intemational tours and commercial recordings. The orch-
estra has a busy touring schedule and regularly appears at intemational festivals including
Aldeburgh, Edinburgh and Salzburg as well as in major cities all over the world. Every perfor-

mance. at home or abroad. is broadcast on BBC Radio 3 and can also be heard on the BBC
Radio 3 website.

In the autumn of 2000 the BBC Symphony Orchestra launched its 70th anniversary season
at its new home, the Barbican, and Leonard Slatkin became the orchestra's eleventh chief con-
ductor, succeeding Sir Andrew Davis who became its first conductor laureate. Another innova-
tion was the appointment of Mark-Anthony Turnage to the new r6le of associate composer.

Nikos Christodoulou (b. 1959) studied composition under J.A. Papaioannou and the piano in

Athens. He continued his composition studies at the Hochschule fiir Musik in Munich, and
studied conducting at the Royal College of Music in London. In the period 1977 -81 he was an
associate composer and advisor at Greek National Radio. He has composed orchestral, cham-
ber and choral works, songs and incidental music, and has received commissions from several
institutions and festivals. He has taught composition at the Hellenic Conservatory.

Nikos Christodoulou has been musical director of the Athens New Symphony Orchestra,

the all-European Euro Youth Philharmonic Orchestra and the Athens Symphony Orchestra
(City of Athens). He regularly appears with the major Greek orchestras and with the Greek

National Opera. He led the first Helios Festival - a Carl Nielsen Celebration in Athens, and the

Nikos Skalkottas Tage at the Berlin Konzerthaus. He has given the world premidre perfor-

mances of several new works including the First Symphony by Lars Graugaard at the Music
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Harvest Festival in Odense, and the opera The Possessed by Haris Vrontos at the Greek Na-
tional Opera.

He has worked with the BBC Symphony Orchestra, Berlin Symphony Orchestra, Arme-
nian Philharmonic Orchestra, Aalborg Symphony Orchestra, Iceland Symphony Orchestra,
Malmd Symphony Orchestra, Moscow Bach Centre Orchestra, Odense Symphony Orchestra,
Serenade Chamber Orchestra, Yerevan Symphony Orchestra and the Bolshoi Opera. His series
of world premibre recordings of symphonic music by Skalkottas for BIS has met with intema-
tional critical acclaim.



NIKOY 'KAAKOTA

36 EAAHNIKOI XOPOI

Arlproupfa tou 6p1ou
Or j6 E).Xr1wroi Xopoi elan 6vcr trn6 tcr ropo$aia 6pycr ror,r trsl"rrrrrcr. Optop6vor ond

rors Xopous eivsr ts mo yvorotri tou 6pyn. H olpaoia tot 6pyoo Tttr rov lrsl,rrrxa

$cxivercrr ano to dtr tov crnaor<il1oe rcto neprci8oos oe cil,o ro 8rcrotlpo tqs

Eqproopprris rou (ror1s. !!v60eoe npoxcr rov lleTonovvtlotari Xop6 - tel"rrd op. 4

otqv Lerpci I ror 6pyor-r - rov la,vouoplo xo! 1931, rqv nepto8o nou (oooe oto
Bepol"ivo (1921-1933), rrlv i6rc rpovtci 6noo 6ypoye to 6<o6exoQ0oypr6 Kovro6pto ytcr

nrcivo cx,p. 1. Edoqs To 1931, roOos eul,olo uno06ter o John Thornley, ouv60eoe ro

tpcryou8r H AaQiva, 1'to oonpovo rot rnovo, ncrv<,r otq yvortrl napcr8oororr1 pelo6icr,

ylo vcx nopolrolcrotei oe ernoprl rot e0vopoootxol6yot Kurt Sachs orn Po6roQ<ovtc tou

Bepo),ivor, pe 06pc to e)"),qvrrco tpcyot8t. To 1935 o Ircl,rrotas rircrve pra rcrOcpcr

opxrlotprr{ petcrlpcQri tor tpoyol8roo, r'1 onoto r!^ytve o npoteleurctios Xop6s trls

t€1pcis II. To 1933, tr1 xpovrcr nou en6otperye otlv A0r1vo, or.rv60eoe tpeis Xopous (cp. 1,

2, 3 rqs letpcG I), or onoior, Fo(i p€ rott lldnxow1aarb, an|rnloclv opeon Qripn
otr1v El.Icr6a. To 1934 ouvepydoqre pe to Mouotxd AcroypoQrro Apxeio orlv A0r1vo,

roo 6rr1o0rve q M6lnol Mep),t6, ror 6rcrve ofid lroypc$rloers 78 otpoQtrlv rotcrypcrQ6

oopcrvtdteooctprov e),l,qvrrorv 64potrrclv tpcrlol6l<rlv, roo<rrs xcrt ovo)'toers ylc

oprop6vcr ar6 auro. Ortol crrd ns roroypcrQis autes xpqotponorri0lrcrv oTous Xopous
(oos Xerpis I xcn II). To 1935 o Xxcrlr<rrtos anoQcioroe vcr ol,od"qpooer plo oerpci

6o5exo Xop<ov xol o!v60eoe al,),ous ort<,1, ev<rr ncrpcil,Irllo ouv60ete 6o6eraQ0olytrci

6pya pooorrcris 6orpottoo rcn oupQ<rrvrrcr,6tox 4 I'ooitcx 1'ro opxriotptr op.1. T6l"os to

1936 oovd0eoe 6r io ordpq letpds and 6<o6era Xopor is.To ol .or l ' r lpolpdvo 6pyo

rrl,ogoprlOrlre 36 EhLrlvucoi Xopoi.
ltq lpovtrri autri repio6o tono0eteitot To o6qpooietto cp0po-6oxipto rou

Ircrl,roto To A4poarco Tpayoo6t,6too e(etci(etcn q Qr5oq rcr 1 cr(icr rorl 8qponrorl

tpolou6ro!, rcrorrx ror 4 orcro4 tot pouorrou 8qprotplor.l an6vovd tol. Kotcr ta

en6uevo xpovro, <rx ror peto 10 1940, o lrcrlrrotas 6rove petcrypoQ6 6raQ6prov Xoptov,

oe norriles ex),oyb crn6 rols 36, ytcr roucpteto eyr6p6ov (oprop6vor noirtqrcrv ond To
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A0nvotK6 Kouapt6co Eyxdp8tov pe tov ouv06t1 6eotepo ptol,i), ytc peyclq opxlotpo
rwerorrov, pc pro),i rcn nrrivo, no rncrvo. O np<otos Xopds (Vl Totlluros -'Evas AIr6s),
oe ouvonnrdrepq popQri, evoopat<oO1re ouppol,rrri oto pna).!to H Auyeprl rcat o
Xctoos ro 1938.

Ert6s crn6 to nporro xerpd^ypcQo tot o xro)"rortos etoipcoe 6uo ordpq tl"tipl
xerp6ypaQo ror tcr 6roproe orov Qil,o Kcr,r lTroornprKtq rou Avtolvq Mnevcirq Kol orov
Anpirpq M4tp6nool.o.'Al"l"cr xerp6lpaQcr pe 6rdqopes er)"oyes Xoptrlv 660r1rov oe gi),oos
xor otvc6e),Qoos tou. C)or6oo, rcrrcr tq 8rdprera rqs (roris Tott KClr eniols uotepa an6
ro eovord tou, rcrpo ro 6n opropdvor Xopof 61'rvcv crptoox 6npo0rl,eis, to peyol,umpo
pL6pos rorv Xopolv ncrp6peve overr6l€oro.

To 1948 or rdooepers nprrltor Xopoi runroOqrov sn6 to lol"l,116 Ivontor.rro otlv
Ae{vo (q p6vq 616oor'1 6p1ou roo ev6ool (orloe, roOcos ror ro rpayori8t H AaQiva). To
1949, teleotoio xp6vo rrls (cor1s tou, o Lral,rortus onoQooroe vcl crvo0eopqoer nol"),oos
on6 tots Xopots. Ava0eropqp6vor Xopoi oro(ovrcr p6vov ors lerpds II Ko1 III, roOrm o
)ral,rrotas onp€ioo€ tts ovoOeolptloem nciy<o oto nporo, npooormr6 tol xerp6ypoQo,
tou onoior o npotos T6pos pe rn >elpo I 6xer xa0ei. Aev eivor yv<oor6 av 6xoov
crvaOeoplOei Xopoi r1s lerpcs I. Qordoo eivor flleovd o lrcr],rotcrs va pqv 6xer
crva0eop"rioer ttrorcr otrlv Xetpci I, roOris or Xopoi t1s !erp& aotris eivcn or nro
ooprruKvrop€vol pop$ol,oTrKd, evro r6ooepers eircrv p6l,rs er6o0ei.

Mop$ri
flopci ns 8lorol.ies 6rq (<oi 'rou Kol rnv oTvdnol tor-r 6pyou ror.r o lrol.rcorcs
orv60ere clrcrr<inc*oorcr, pe to 6116 tou, npooonnr6 ot6xo. To 6pyo roo p<il"rorc 6xer

levrro ouotrltrrcorcd rapcrrrripcr, raOors qcivetor oos oerp6s rov epyov trrouotr(s
borpodou Kcxl rov oupQrovrr<ov, rj oe rtrl"orx, dn<m ra 32 Koltprina yta lltcivo rur ot
36 ElJ,4wroi Xopoi. H oul,l,nVn ev6s pryril"ou Qoopotos 36 Xopo:v, pe npoo8eunxri
6tcito{q oe rpeis lerpes, popQororrl0lxe otc8rcrri ror crrora},onret 6vcx, 6r1proup1'rrd
r6eor6es.

Etvar Qcrvep6 6o o Xrccrl.rarras 6e npo6pr(e roos 36 E),),r1wrcois Xopots yta va
exrel,ouvrsr ros evrcrio 6pyo. Qor6oo or 36 Xopoi crfioreloov evdrlrcr. fio rous 36
Xopous roxrier I rlclporllplloq tor Charles Rosen yrcr prcr nopri],],q],q nxprnrcrcq. "0a
qrav naptfi"oytl rapaxoirloq rou epToD rc va utootnpi(et raveis 6a rpoopi(etat rai'
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dpxiv ylcx €vldid, €Kttk6n, av Kan rc 6pyo DQiomKn 0B €vdtnrcr.... Kdt Edipvet ptpos
rcD voilrards toD afi6 avri rrlv ev6Tnr(x" (CriticalEntertainments).

'Eva 
nprorcpxrxd 6rcrprnr6 yvcopropcrcav 36 EX)"t1vtrov Xopav - o€ o6TKproI

€nions p€ ovd),oycr 6p1o, xopots r.r.l. al,l,ov or.rvOet<rrv ro! l9oD xor 20or orovc nou
pcroi(ovrar oe 6qporrri pooorrri rrov xrrlptov tous - 6yrerrcn orrl popQo)"oyrrri rous
r66cr: rci0e Xopds 6xer rrlv r8rcrirep( rou popQri, 6pax 6)."es cor6s or popQ6s eivar
ooorootrrd, "povo0epaords". H pel.rrrDrxri, I pu0prri, 11 popQoloytrri elil.r(r1
ncrpciyovtcr 6nl,a6{ cm6 6ra6rraoicr cvcnturtrrrls zopo}"},cryris" (developmental vmiation)
to! PoorKoo 06potos ror rov poriprov ror,r. Euv(Ocx oe 6vtr roppcin 6ntm ot Xopot
crotoi, to crvopev6pevo popQoloyLrd orrlpc eivcn rprpep6s A-B-A, I pdv,o, 11 pevor6to
- lpio r.t.},., dzou rcx, rpnporo qs popQris 6raQopororoovtcn pe Oepanrl crvdOeo1. O
Xrcr],xoltas avriOers, oto 61p€pri, tprpepri, ri rbrcirepc popQoloprd oxripcx,co to:v
Xopolv, 8qprooplei qv crvcyrcricr avci0eoq ul.rxot ror tpqpcitrov popQris p6ocr ond
e0eupetrK6s lreropopQrrroers rcn avonruters rou 06pcrros KCrl Tov ororxeicrv rou (rcr

ell,qvrra 8lpocrxci tpc[To!61o, 6nm crurci ,rou xplorpororouvror e€pcrtrrd orous 36
Xopous, oorvci cnotel,oovrsr crr6 prcr pcrorrrl 166o, oovrotrrl 1 aro errerap6vrl oe
fiepr?rr<rro€ls dnoo ro 8rlpotrrd rpcrlou8r prrop€i va' nepr6xer pra 8etrepq t66cr, {
erooyrrryrr6 tl,rrd noo ncri(oov tcr 6pycvc, o lrol,roros or.rxvci xpqotponorer dtro ro
ul,rrd ror tpoyor8ror! or Boorl T1d filv xatooreurj tou 06pcrros ev6s Xopou). N6es
r66es, oxe66v fiavloae,6xorv ox6o1 pe ro 06pa.

Or popQes tov Xopcov cvontruooovrcr opycrvrrci,. KclOos r1 popQri otots Xopous
nopciyetc,r on<i tq 6ra6rraoia "6r0eo1 - crvtiOeoq, avcintu(q p6oo pottprrris
nopcrl,)"cryrjs", eivar xopcrtqpronKd on Qloroloyrrri "etcrvdrOeoq" tou "np<otou
tprriparos" (6r0eor1s) Bpioretar onsvr<itcrro orotrs 36 Xopotjs. Etors neproo6tepots
XoporSs q enav6r0eoq, { pd}.},ov pro rehxrj erovepQcrvrol t1s mprcs r66qs, 6ev
yivercn nor6 rctri M(1 rar pnopei vc epQcrvi(etcr napal"Loypevrl, ri ouvoSoop6vq pe

rllv crvcrTrrD6q, 1 pe np6o0efl1 efisqepy([oio, ri el.krnnrri - ncivtore ps v6o oxiFd tlpos
tr1v roreu0rvor'1 ev6s popQol,oprot orozou. "A),uoi6es" ("oexoo6vtoes") opor6pop$tov
enovclqryeolv 6ev epQcrvi(ovrcr nor6 otors Xopots. O Ercrl,rrotos crvov€ov€r otvex<os
To ul.rr6, 6tav aurd erovepQovi(exol ot1 nopeicr qs popQr1s. flo)'l"oi an6 tous Xopots
6ev epntnro'uv on6),ttcr, ri rar rc06),ou, oe Kcttrord 6e6op6vtt rcrrqyopic, popQtls. H

rDraitepq popQri rdge Xopou 6ev encxvcrl,opBcvetcn not6 rotci rnv Tlopeicr t<ov 36.
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Ot ol.rvropes pop$& rar I "povo0epcrflKr1" ratcroreul r<ov Xoptov crvtcnorpivovtcn
otov ouoro8q xopaxtqpc too 8qponrou npoxotunou, rcrOcrs to 6r1ponr6 tpayou8t
pooi(etcr t  oe prrpous tponrror is  pooorror ls  m-rpr ives.  H "povoOepatrrr i "  apx{
rcopoooro(er rr'1 06l.qoq rou xral,x<rrto, vcr elepeuvrioer rl"ripcx t1 QDorl roo tl,rxou Tor.r

ror ru Doprrb 6rvct6tqcs nou nopcyovtor crt6 ort6. H rrav6trlta rcn 1 Qcrvtooio rou
oqv ovrinrulrl rrrrv 0epcitorv rou Ko1 trov potiptw p6ocr os ctrtes ns ooprurvalp6ves
popQ{s eivar crve(cvrlrltes.

Xprion rns 8nportKr1s pouolKns Kdt dQos
o l rcr) , ro l tss xerpi(ercn ro 6qpotrr r i  pouorrd otorxeio pe xcrpcrtqprotrxr i
r6rcx,rrep<itr1rcx. 2e 25 ano tots 36 Xopous 26pqotponorei nopc8ootcrrci el,lqvrrcr
t pa lo r i 6 ra  ( o to r . r s  Xopo t s  U l , 2 ,4 ,5 ,7 ,8 ,9 ,  10 ,  1 l -M ,2 ,3 ,4 ,6 ,8 ,9 ,  11 ,12 - IM ,4 ,5 ,1 ,9 ,
12). 23 oln6 ta rpaloribro outct eivar yvlorcr 6qpocrci. Aro eivar pr1 yvriorcr, 6rotv
<!pc,x evoopatoOei xar 6ro6o0ei otq Eqpocrri rcrpcr8ool (IIl8, nrivo oto yvorot6

rpcryooDr 
'Eva 

rapdpt ano rrl. Xr6, not 6xer rn0crv6v ttal.rxri tpo6ltuoq, Kot IV 12,

nsvro oto rpcryoo8r H AaQtva, noo 6ret l"6ytcr tpo6l,eoon). Itors tndlorrots 11 Xoporis

o lrol.rrocos xprlotponorei 6rrd tou 06pcrra. Tc 06pcrto tot ovcrQ6povtar, oe btaQopo

ft10p6, oe trclofrrci xcn po0prro otorxeicr t1s 61ponrr1s pouorxris' 11 ovoQopti prnopet

vq eivor ond cipeoq dx pcrxprvrl, ev<rr oe oprop6ves neprnt<rroers 6ev undprer brorprtri
or6oq pe q 6r'1porrr1 pouorrrl, x<opis <ootdoo oQol"oprq 8tciotooq.

O Xrc0,r<otos eivar rnot6s otqv or.roicr tou 8r'lpoorou t)"trcou, o},),ci ro xprlor;ronorei
ncivtcr "crQ1p1pivcx," rcn F€ el€uOepd npooormr6 tp6no. !e ro.v6vov crn6 tous 25 Xopous
noo Booi(ovtor oe ncrpcr8oorcrci tpayolr8to 6ev ncrpororci(etor ara8rlpcrtrci 4
nporr6trnl pel<o6io- o xral,x<otqs 6ev ev6raQ6perot vo rpopqOeuoer evapp6vrol rcn
evopxrlorp<oor1 pcr ropo pe ell,4vrr6 xpopo. Xpqorponotei. p6vrpo to npox6nrncr p6),r1
rcr ra boprrci ororxeicx, torls 0)s 0eponror.rs rcr pooBrrous noplves. Lxe8dv nrivrote
napouorci(er trs pe),<o6ies our€s o€ npooorrlK€s rou er6ox6s, eQcrppd(ovtcrs ratci
nepintcoor '1 pel"ro6rr6s rcn pr . r0prr6s rpononorr ' ioers,  xcrrcrgloers,  ogrrpuvoers,
efi€xrdoeis. Kcrcrorelci(ovtoa 06poto o lrol"otoa lerpi(etcn tts rp<,rt6ttnas pe),<o6ies
oov nponlcioporcr, rcr onotcr ene(epycr(ercn ol,orl,rlportrcr. Or pel,o$ies crotes 6(r1oav
p€oa crn6 tq npoQoprrrj ncrpa8ool rcrr pnopei oe 8roQopeoris neproxb tqs E),l,ci6as, vcr
epQovi(ovtor pe 6rcx,Qopororlp6ves er6oxfs' 6tol or npoocornxes erdoxb tou I'rcrl"rcoro



olv(r8oov pe rnv syysvri p€oordrnro Km e),€l)eepio orl DlpoTtKli pooolKli rrpcr6l.
Errds ord ts orrro 6rr6s rou raraypaQ6s Dqponrov rpoyou6rolv, o xro)"rrotas
rpqorporioirloe enioqs 6qpooreup6ves oul,lol6 pe pe,aypoQis 8qpotrrrrv tpcryou8rrov'
rq orl.)"oyrf Apiav (1917) t<ov A.Pepavtci ran fi.Znyapta (n fp{oq tqs ou}.},oyris Aplarv
crnd to xral,xrrlro 61er wronrorei avetcrprqrcr crnd rov frriwq xopnpopalorq Kc[1 rov
John Thornley) rcrr, ),ry6tepo, trs or)"l,oy6s 50 ArlpoStl'Aoltara lleLorovvrloou rat
Kprlqs rct K. Ycilot (1930) rcn TpayoiSta trls Poipd,rls trp M. Mepl.r6 (1931).

'Cls 
npos ns rctoypcQes torv tpayou8rrov eivcn oovrlOox ernlerqros Kor, T[o vo

oxlporioer to 0epcrnr6 l)"116 ev6s Xopor, ouxvct crropovover aro trlv ratoypaQri rqv
ropro Qpriorl, 11 ro ropro oorpo rcn cill,o ororxeis too rpo1ou6rotr. opropdves Qop6 o
Lral,r<oros ypoqer 6va 6rrd ror.r 06pc, q pro 61111 roo Qpciol, oro onoic to npot6tono
rpayor8r npoocrptator rtx "en6pevo" (consequent) Qpcoorcd ororreio. Kdnores ci),),es

Qopds ouvexi(er  pe 6rrds tou Qpcioers rar  r6des ro crpxrrc i  6qpotrrd pdl"os,
8qprouplrrlvros euprjrepes rcrpcrlpciQous. Ot npoerrcioen curis yivovtcn ;re r61vq rcn
6xouv r8rcritepq opopQrc rcn ouyrivrlorl.

H xpr|or1 6rlpooxori rpolou6rori c,:s ouv0ettrris oQetrlpics, cin<os enioqs 11
"povo0epotrrri" ovtt),qryr1, nopororci(ovrcrr {6q pe tt1 peyoXurepl n}"qpdtrltcr otov
Ild,ottowqotar6 (U4), rov npoto rpovoloyrrcr Xop6. O Xrcrl,r<rrtss (errvo pe 6va
6r.rvoprr<!, 6rrd ror 06pcr, ro ozroio etvar 6va dxr no)"u rovnvd tapcilorlo crt6 to
npot6trrno tpoyou6r. Ito trcocrio tpripo tou Xopor prcr 166o noo rcrpcryetor crnd to
ropro, crpxrr6 06pc napor-roro(etcr,t otlv eLciooova 6eor6(ouoa. H r66cr ootl etrrnepr6xer
6vo v6o xdpdKxlplotrK<i  pot ipo,  to tp iqro oy6<i<rrv,  nor ovr i rer  oto -  crrdpr1
c,vepQavroto - np<ot6mno. KaOcm to peoaio tplpo poro(er vcr 6xer olor)'1p<o0ei, tdte,
riotepcr on<i yevtr{ rcrooq, 6vc crpyci rpripo (envct trre ro cipnoe va tpcrloobci
ororcronrci ptcr pe)"co6icr, nor eivcx,r otrlv Trpd,yportrdtqtc to rprotdtuno 8rlpoord
rpayou8r ficr rov crrpootri otrri 11 pel,o6io, to nport<iruno tpcryori8t, yivetcrr

ovt l , r l rcr i  os o re l , rxds ot<ixos prcs pa0ptaios p€Tco\npcr lotr rqs nopeias.  H

cvriorpoQq oerpci rapcryrrryoo Kst ,rpotorunor cr,norol,untet ertll,rottcr rq p60o6o tou
Xrol"rorcr.

H el.l"qvrrri 8qponrrl pororrrl eivor rpomrq rot yevrrc povoQovrxrl. Tc p6X1 tol
6tcil:(e o xrcrl,rolrqs napooorci(orv ro eupos t<ov tp6norv rqs Dqponrqs potrotrcrfs, pe
pra 6ptm oqpovctrri e[oipeoq oe 35 Xopor.rs o xxcr]"rortos rp4orponorei pelofies oe



"6rcrovrxous" tp6nous (Frcr peko6icr eivcn oe fievrorovtKo tp6to), crro$et-rTovtds toos
xpopclnKous Tp6fious, or oroior 6pox eivcrr ouxvoi xcr xopoKTlplortKoi otq 8qpotrrl
pouorrrl (p6vo o ILll Zuprds 6xer xptopcrorri pel<o6icl). To 6rorprar6 brciorqpa tov
xp<,rpattr<,rv tpdn<ov, ro rprrlprtdvro (clolqp6vrl 6eurepq), oov66etor pe 6vcr Qavep6
xpropc ovotol,rrrfs pLouorrrls, to oroio o lral,rotos 06ler va anoQoyer.

Or Xopoi eivar lpcrpp6vor pe 6vo 6rerpup6vo tovrro r6iopa. O Eral"rrotas 6ev
xplorponorei r1v tpomr6rlrcr T1c vcl opycrvooer 6va r8raitepo oppovrrd ouorrlpo. To
cppovrr6 roo t6i<opcr 6xer rpciypcrn rpomr6s npoextrioeu, eivsr noll.is Qop6s eleo0epo,
ri ror 6vrovo, 8rciSorvo, pe brcrQrrwes rcn nol,urovrr€s enrorrrpeuoeis, orotooo broqpei
6rorovrr6 xapcrroipo pe rpiQroves oulxop6ies.

To pdtpa otrl 8rlpotrrri pooorrrl eivar onl,ci ror oov0ets, cor5ppetpo, ev<rr
oov66ovrcr pe opxcricr el"l"qvrrcr rorrlnrri p6tpa. o 6r1poQtl,r1s Kcl,apcrctcrv6s pt0p6s,
6s 7/8, noD epQovi(etcn oe t6ooepers Xopoos (V8, U9,Iv6,lIUl, enioqs ppioxetdl orols
IM,U|Z), eivor rprpepes p6,po, pe pcrp6reprl 0ton Q+2+2), rar oxeri(ercn pe rov
opxoio ETriTplro.

Or 6rlporroi poOpot propet vcr eivcx,r veupo8ers, ol,Xc yevrrci 6ev eivor nold
ypriTopor, or rarritlres eivcn eri to nlrtotov perprts 1 cpyas. O lraXxrotos, cvdXoya,
xpqorponorei tov npoo6roprolt6 moderato (pe trrerprc tocrtclra) ooxvd orolrs Xopoos.
no, Tols rpcrypanrct lpriyopous Xopous xprlorponorei nrpiox 6rra rou 06pato, ri
ol,l"ct(er ouoraonrci r1v taxurlro Kor rov xoparrripcr rou npotortnor.

H evopxqorprooq 6xer peyoXo rl,oriro xptopct<rrv rcr Qcrvtaoia. Ie aprerci oqpeio
uncipxor.rv r8tcrirepes crncrtrioers rar eQ6, drols, yto rcrpc6erlpcr, aouvri0rotcr o6l"o oe
ryql^es neproxes yrcr 6uo nircol,a, rdpvo, or6prq rcr r6vrpa-Qcyr6ro, aor,r 64pror-rpyouv
r6roirepo rixo ror orp6oQarpa.

H rlxrlorrj ool),nVn rorv Xop<ov eivcn oorvd Sovcrprrrl. To 1e1ov6s oot6 Sciveror
6tt 6ev anrlxei p6vo rov 1xqnr6 r6opo tou orv06tq, crl,)d eniorls t1 npooormxq roo
crroyl 1rc ta 8rlponra rpcyou8ta, ror erQpd(ouv av0prunvo ncOos, oe ouv8roopd
nolJes Qopes pe qporr6 ororxeio (ro onoio oov66erm rotoprrri pr rov oyorva Tro rqv
ave(crprqoio). To lroupop epQovi(ercn ou2gvo nrcpd xcn orxplpo. !e ro),l,oos Xopors
rctt<,: on6 t1v enr$rivercr pros ouvropqs popQis, { rqs porotrris evepyctcrs, eivot
oroO1q pro 6rri0eo1 oKorflvll. H xoporrrlproor{ xp{oq r1s 6rcrQovias - nou otxvc
porci(er va rpoopallcr p6oa oq pooorrrj o$ri, xropis vo ouyrorveuercn anol,urcr pL6oo
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o€ pro D1€lpDpdvl rovlKli oppovio - sv pdprl ooppcil,l"sr oro xlolpop Ko,r rn
ouvmo0npotrK{ n)eupa o1s pouorrrls.

Or eldoooves tovrr6t4tes tntproxuoov orolrs Xoporls' cror6 oxed(etor p€ ro dn n
elaoo<ov r),ipcrra etvar rovcvri pe tov 8rorovrr<i "tp<ino roD ps" rqs 8qportnqs
pouorrls, tov Bu(crvnv6 nl,ciyro rp<oto, nol"r-r rorv6 rp6no otcr 6rlpoorct tpcryou8ro. O
1p6fios o!r6s, orn pn olyK€poop6vn yv{orcr popQi ro!, 6ev 6rer rn06}"ou pe}.oyrolio,
6nrr:s o ekioor,rv. Or rpornr6 ox6oers pcrl"oxc':vorv to r6i<opo rrov Xop<ov, crl"l,ci levrrcr
o eldoo<ov tp6nos npoo6i6er oro r6i<,rpa r<ov Xoporv r6rcr(or.roc eKQpGooKI ro16{nxd,.

Or el,l,rlvtroi 6rlpoctroi xopoi xopeuovtcrt oxe66v nclLvro'ce po(i pe 6vcr rpcyon6r.
Itors Xoporis tou kcx,)"xorto, r6icos crrtorjs nou pcroi(ov'[dr o€ llopo6oorcrKo
np<or<ituncr, o "xop6s" !7rovo€i to rpa'you6r. o ddos Too 6pToo 6xet eopurepo vorlpa crn
dtt "pouorxri yra xop<l". Mcil.rora oprop6vo ond rcr npordtona tpcryori8rc 6ev
xopedovrcr rsOdl"ou (tpcrlou6rcr tqs tctpl"cs). Ma(i ge fll 6roorcron plos oov0eflKrls
larorvrxris onoo8ris opreroi Xopoi ororc).urrroDv rI 6rci0eoq, oe prrpoypcrQio, pras
"porotrris (orypcrgrds".

Eivcn cr(roorlpeioro orous Xopous ocr ot xcrt'eloxr1v er61),ooet t1s 64proup1tr4s
nporoTonicxs, rqs rarvoropios ri rqs npoo<onrrris 6rQpaoqs epQavi(ovtar vc 6xouv
ovriotorxo oro 6qpo'nK6 nporr6runo l r6rcrrrep6r4rc ror q Loytrrj qs popQo),oytrr1s

orl")"1yqs "4 q eL"eoeepn npooomtrrl or66oon tou 8rlponrot uhrou cnqxoriv fllv ouoio
qs 6qtrrocx1s poootrr'1s rcn o1 ordoq tou lrcrl"xora. An6 trlv <ii'L1 nl.eopci 1 po0utepq

p.elcyxolic4 pro rol,r-r npoo<rrmxq 6rQpooq otous Xopou;, propei va ncrpal,lrlhotei pe

trlv 6vtov1 prel,oyxol,io no! ppioKetm otxvci oto 6qpocrd tpoyou61. Kcr0ox q pooorrrl

rou xrol,xrrrtc 6ev etvcfi orevo "eOvrr1", o€ outli orprpols trlv crporpaia ox6oq tor.r
npooonnxou Kcrl ToD oo],loytrou 6rrcflololeitcn orc6ltta o ritlo: tou 6pyou.

Or tpeis Eerpes
H nopeia rtov 36 Xoprrrv 6xet tpoQavrl ),onxrl, doo Kt crv 6€v npoopi(ovtor Yro €woia
ert6l^eor1. H 6rdtc(q oe tpeis oerpis crnorcrl,ufiter plct pcrpooromr4 roopponic oto

ouvohr6 Qcropc ror-r 6pyoo. Ko0e xerpci 6xet 6vcr 6rxd tqs xa,partripcr. H I'etpc I

reprl,crppcivet roos lno oupnorv<op6vous Xopous, tts Lcx,x<ovrr6tepes 06oers (pe tqv

e(oipeorl ro! V4). H letpct II 6rer 7no er,etapivols, oveftruTlrivoos Xopous. H lerpa II]

crpxi(er pe tov rno e(rootpeQl Xop6 too 6lou rurl"oo, 'cov Xrtnaav6 oe pe pei(ova. ot



Xopoi orq lerpc ourr1, 6nor otlv np<otr1, eivor cos eni to r).eiotov oDvroFol Kc[t

6ivor-rv t<opc Qcrvopevrrcr anl.ototepq popQol.oytxri wtutorq. o nporel,erxcrios Xop6s
(lIlll Meod"oryiaros) eivcrr 6vcs cpreta e€rootpeQrts Xopds oe e]"oooova rovtr6tltc.
O rel.euraios Xopo. (llUl2 Ma(axtosl. oe trtr etraooovc <inox rot o npo4loulttvos.

oovoryi(er qv on)"6r1ra, Xarorvrrd,qrcr, 8pcpcrnrri 6lvopq.'Etor, [e6tn].rovovros trlv
166:o too 6pyou, or rpeG lerp6 utopc!frlouv 6vc eupntepo oxtipo: "06oq" - "ercleplooia'
- "),uort, ovcrreQcrl.criorl" (6rors "6r0eoq" - "avcinm(1" - "eravol1yr1").

o rur),os opxi(er rcrr teletrrrver otq ),4 el,ciooovcr, rovtrcirqra eniorls ton
Ilelonowqotarorj (V4) roo ypoqrqre rptrltos. Av rsr 6ev unopret t6tcritepo tovrrd
nl,ovo o,ov rriri"o, q Ia elctoo<ov 6xer olpcrvnr6, oulrpol,rrd p6l,o.

Or Xopoi
Or drlor r<ov Xopolv crvcQ6povtor oe neproxes t1s El,)"ci6cs, oe ttno 8qponxori xopou
(n.x. Toalnros), oe ruro 8lponxor tpcryou6ror (n.x. K).tQnros, on6 ro x).6Qtrro
rpolou6r), oe rirl"o q rproro ortxo rpayou8roi (n.x. Ila6rti rcat rords to ntca(e).

Ierpci I
Vl. Toti:prros ('Evas Atr6s), oe Ia elaooovu. Allegromoderato (1933)
To rpcrloo8r'Evca airos eivqr crn6 to yvorot6tepo 6r1poord. H popSri too Xopori eivcn
pro prrpri, orotrxr"l, e)"enOepq "cnp8oltri popQri" (arch form). H rrptc r66cl arouyetcn yrc
rp<orr1 Qopci, oe crpl6tepo po0p6, occr 6pzroe rat otcr ptol"tci.'Torcpa o,n6 q Oepcrnxq
6r0eor1 11 8eoteprl Qpciorl too 06pcrros avcrnruooetor l,iyo, o8llrovros oe opxrlotprrri
roptQorq rcrt encrv6r0eoq. H pel"o6rrri eroayoytrri nevrcrovrrri Qpciol, 1 onoicr
neptrl.eier orppetprrci to Xop6, etvar rapp6vq ond rr1 oulloyrl rpayoudrcov noo
xprlorponoiloe o Xrcr),r<otas (Apiav). Aut6s o ergpoonr6s, oQrxto8ep6vos Xop6s 6xer
enioqs to ropcrt{pa pros oprrrris 06o1s, pros xerpovopics nou rpoetorpoc(er r1v
e[6l,rtq rol xlx],ou.

y2. KpqrlKos, oe or el,ciooovcr. Allegretto (1933)

O oron6s npo6pxetar on6 ro 61poQrL1 Xopo llevro$fi"4 qs Kprltrls xm xplorponorei.rcn
pe el.eoOepic ror Qavtooia. O Xopds 6xer 6vcr ei6os tprpepous popQqs, prrprls rcr
eQeopeorrls. Onox ouvrl0ox orotx Xopous rcr rpqparcr t1s popQris 6w 8rorpivovrcr
(erciOopa, et crrtias tow 0egcrnrc,rv oreoeorv Kcx.r rrov clpQiolp<ov Doprrolv lerroupyrov



tous. M1o dertepeuoooo r66a oto peooio rpripcr, pe pel,oOrrri 6rtoo1 eXcrr<opdvqs
n6prt1s, Qcivetat va napriyeto,r ar6 ro releiolpcr roo rupioo 06potos.'Oprrx e6ro o
katrxoj tos xpqorponorei  or^yyevrrr i  u)"r ro ord 6r io 8roQopertrods oronods
Ilevro(dl,q6<ov (o 6er5repos, and <irou npo6pxero,r 4 Deureper5ouoa oryyevrrri tE6cr,
ppiorercrr orq oo).l,oyi 50 Ar1pa6r1 

'Aoltata 
tou Ycilor' o nooiTvooros npolros

ppioretcn otov Apiovo ror oe nol,Les ci),)."es ou),l,oyds, crv KCn pcrl.l.ov o lxs),rcrrrus
6ev xperctotqre KcrrcrypcrQ{ o116 ou6erprp6vn ou}"}.oyri). H rprorq Qpaorl too rupi<os
06patos epQavi(etcn oav unorvrlpos, orpntrvorp6vrl Kcl crroolcrotrronxri, rotci rqv
ovonturt r r r i  nopeio tou peocr iou r t r r r iporos rct  o6qyei  o€ l r lcr  xapor ipevq,
nopol")"oyp6v1 en6rrcroq rrls Deorepeuouoas r66os (otr'1 orenrq pei(ova). H rel.trri
encrv6r0eol eivcn ell€rfiflr{ rcr nopororci(er rr1 8euteprl gprioq tou 06patos.

V3. Htetpolrros, oe pr uQeorl pei(ovo. Moderato (1933)

To 06pcr rou Hnetpaarou eivor tor Xrakota. Irp$rrwc pe r),qpoQopia an6 to Qil"o
rou frcivvq Kovorcvcvi8q o lralr<otos €ix€ e[rrrv€oorei crn<j 6vo potipo evds
porpol,oytou t1s Hneipou. O Xop6s 6xer 6rpepri popQ{ (A-A'Kdr r6vta). To 06pcr - ro
Trepiypdppd rcn ro potiBo ror.r - etrUrepr6xersr os 166o oro np<oro p6rpo: 6vc crn6ropo
ni61po, pe 6uo ortupes crrdoroon, ora pro).rci rcn crp6orrx 6vo crnoQcroroord porfpo.

Olo To nporo rp{po eivor prc porpra, ouvexris Qpaoq nor-r avepaiver ota8rarci, pe
potrprrq e(r6lr(r1 rclr ndOos, r,rote vcr ral,oyer rel,rxd trlv an<iotoot'1 ond cts 6uo
orrcipes. Ito 8eurepo rpnpo n avo8rrri out( qpriol enavolcpp<ivercn pel<odrrci pe
crrpipero, ol"l,a ncivol oe epQoord v6o crppovrr6 66aQos.'Totepa crn6 tr1v emorpoQl
orqv tovtrri to tel,rr6, ocrv r6vrptopo, poripo ovonnrooerqr o6r1^y<ovrcs oe pro Qpaol
ropoQcrrols 11 $poorl ouci t<ire, ae subito p, xaOpeQd(etdr pel.o8rKct otrlv rdnos
xroupopronr4. scherzando rovta.

U4. Ilelonowlorcrrds, oe l.cr ekiooova. Wild ('AIpw) - Andante (Apyri) (1931)

xqpi(etcrr oe 6vcr rl,tqnro tpcryotr8r rqs lle),orowrlooo (crr6 q oul"l"oy1 tot Ydlol).
Meyril,o p6pos tor np0)r6tonou rpoyoo6rorl rrvei-tcxt oe 6va tpomrd nevtoxop6o pe

el,crt<o1r6v1 n6pnrq. O Lrcrl"rcorqs, pe t1v appovic, KCLI p€ pel,<o6rrri nopcrll"cryri,
cxvrncpoO6rer rrlv eldtttop6vn p€ rrlv tovrrri rcOcrpri n6pttq (q evcrl,l'cyri ottri
ppioretcn o€ pe)"o5its ol),rov 6qponr<ov rpclor-r6r<6v). flc ro Xopo rcn trlv avnotpoQq
6ra6rraoia ncrpcyoryris an6 to 6r1poorco nuplvo yivetat )"6^yos ncrporovco. To potlpo
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rrl5 TiTCrpTns otcr. Kopvd nptv ro telos rou fiporou t[n[dros tivct napptvo cn<i ro

npr,xorunoTpcryou8r. H rlripns p-el.o6icl totl tpoyou8tou, cxplrKd xopis 6l([K6opnon KC[r

riotepcr oe ncrpal"l"oy& oe oolo opTdvov, pe 6roron6s otto opxrloxplK€s napeptpoLis ror

nonoers, crror.lyetot oto Andante.

U5. Kprlcxos ('A)"Ao xopo 6e xaipopan), oe pt eldooovd. Allegro moderato (1935)

To 06pcr rpodpxercn crnci rrs rctcrlpcrQ6s tot lrcLrotc. To nprotdttno rpc[you61

neprdxer pdvov 6r io orolxer0i6els povci6€s 6r io pdtpolv,  01 onoies 6ra6oxrrd

ercrval.cr,ppctvovrcft 6uo ri tpeis Qop6s pe neplotoolcrKds ltopcrll.crT6s. !' out6s ns

el(hrot€s ponplKb povci6es o xrol,roros rpoo06ta ptc 6rn1 ro! rtrpdp€rpl etocrlc'ryr|,
orcr prol,ovro6l,a, q oroic npoerteiver pe erQpcrocrd tp<ino rar npo6toypcrQer trlv

6rraoq rerpcerdp6ol torv poorrov poripov rar tq pel"c,ftrri ntrottrl tots rcrcuOlvoq.
Tq, nctvta yivovtor p6oo on6 trlv ncrpal"l"crrnr1, enavalrlnttrrl el6l"rl1 torv otorxei<rlv
crurorv. H popQ{ roo Xopoo 6ev propei vo roOoprotei crrprp<rrs' to p6p1 trls 6ev
pnoporv vc 8rcrypoQouv ge cxpipao, raOc,x 8ivouv t1v oio01or1 dtt eivar oovoQoop6vcr,
cx,v rcn rrinorcr crzd ra pooorrc yeyovdrcr qxouv rcxOapci 6rcrp0pop6vo. Trcipxer ouxvri
a),l"1l,orcciluyq r<ov poootrov Qpctoeov, or onois nopotoro(ovtor ar6 Dtaqopes opcibes
oplavrrlv nor crll,ll,o6rootouporvovtor, 8rlprooplrovtcs rqv crtoOrloq ev6s opxqotprrotl,
rxvoooxcrori, appovrrou p<rlootrot. Ito r6vtpo tot Xopou q el,cioorov 6eond(or.roa
ra0tepoverar yrcl li1o. Lro r6)"os 6va ondpcrrpo rlcxprvdro rcn uotepo Qoyr<iro
ncxporora(or-rv ro 06po ocrv 1xrrr.'onos roLl,oi Xopoi oe crotrl q lerpo, o Kplards
6iver popQol,oyrrq evrrinrrrq "ocxv l.[tr avcx,nvori", cnd tlv opxti rrx to r6los.'Exer
eleoOepo, "crp6rot6" (rch) popgrxo oxtfpcr.

V6. K-L60flKos, oe tra elgooovd. Iinto-Presto(Vivo) (1935)

To 06trrcr eivsr tor.; Ircrl"r<ota. To Bcrorr6 0epcrnr6 podpo crvcrQ6percrl orcr pel"ioporcr
tou oplou K),iqnror.r tpcryor8rot. H ovopaoia K),6Qrtros Eev etvcrt yvloros 6pos nou
crvoQ6petor oe lrno ),crlroo xoporj.'On<os 6xer crvoQep0ei, rol"l,oi Xopoi roo lrcrlr<otcr
6ev eivsr rpoypcrnroi xopoi, roO<,:s o xop6s unovoei to rpcryou8r. To npcoro tpripa,
Lento, 'coj) K),iQoror eivar r6rotcr nepincorl. To 06pcr rou Eev 6xer rov pel"<o6rrd
xoporrripa. To tpripc outd 6xer oio0qoq ouvexoos poris pe clpyd rol,p<i ororerves
opxqotprr6s appovies ror ncpeppol6s tov nveoorrov reprpcil"l,oov lpappds rov
eyxdp8<ov (Fr6)es rar prol,ovto6l.a, uocpa prol,rd) noo rrvoovtcn oplc rcn g6pouv to



Klpro p€l,ropdnK6 troripo roo KolrpotoD. H orpooQorpc €x€l oroxo,og<i rcr nri0os.
flpos ro t6)"os tor rpriporos crrooleror o fiopd(evos rixos crnd 6vc ouvropo odl,o
rdvtpa-Qcyrdro, oe crnfoteuto Vnli neproxrj (povcr8rrri repirrorq or4v opr4orprrrj
Qr),otroyio), ror lrorepo 6va prrp6 o6i"o pr6i,os. T6re orpoo66rnrc, n c4lopQn Oepoorrl
ypoppri rou Lento yt'cuytopSrovetor cndropcx, oe 6vc ciypro, rohr ypli1opo rctcl"qrttrd
rop<i ,  pe bronepootrrct  po, ipc[  Kcrr  r ixoos.  To ropparr  e ivct  ocv grrpolpcrQicr
orpQrovtrrls (orypoQrris oto np<oto tpripo crvcrral,eitcr 1 peLcy<o)"ic trls (coris Kcn €o!
rpayor8rorl r<ov K).e$trirv' oro 8eotepo or Kl'6Qt* rrn6oov Kcrl xopeuouv 6va oxe66v

Qovroorrd, ropol"npnpoflK<i xopd, fiott ?etr€l<ov€r pe rnv Kpcrttyi prc6 oroKKcrro
pei(ovos ouyxop8ics. To 6tlo rtr{pcrtd nopouorci(ouv 8rcrperprrc avdOetes ofi6\re1s
naOous, nou ouv66ovtcn p€ trlv e oftornctr{, grraoxrlpcrnonrl, Oepaorq loyrxti.

I//. XrQvaros, oe la e)"oooova. Allegro ben ritmato 0935)
To rp<or6ono lrQv6rro 6qponr6 tpcyou6r (.H Tpexavttipa\ 6xer rcrraypoQei oltd tov
!rs)"r<ota.'Exer 6uo gpcioers (rornl"6 - peQp6v). H rp<ot1 Qpctoq rou 06pcros
napouoro(erar ord rl,crprv6to rar dpzroe, orn xc4rnM tous neproxl, xritco crn6 6vcr
potipo poOprrot ooctvoro ota prol,rcr. H Qpdon encrvcrl,crppcwetar rcrpol"l"oyp6vq on6
rc elxopOo oe divisi, o€ 6vo oouvri0rolo rlxoxp<opottr6 piypa, 6noo to 06p4, oe tpeis
orrcipes, crrorletct oe ypappes eyxdp6<ov pe ooupvrivo Kor or:vo6€lercr1 on6 eo<ocptxis
ypc{plris r<,rpis ooupvtivo, oe 6r.10 ortcipes, Kcreob Kcrr rntorrdto otcr rovtpcrpnooo. O
yoqternx<is aotds Xop6s 6xer ooovriftorn popQrl, oQrxto8ep6vq ror e)"l"erntrrri. H
Oeurepl Qpoorl tou 06pcrtos irer, oto 8eurepo p6pos rqs, ponprr{ oury6veta pe tqv
opxri tou 06pcros. Ar-rtd to p6pos tns Qpooqs oror5yercrt orcr pro),rci, torpc x<opis
ooopvrivo, rcn encvc)"oppdvetar p€ K601 ota xciXnvcr. To encrr<jl,ot0o prrpd
crvorrlE1oKd tpripa eivot oxqv rpcrTlrcrnr<irqta pra rol"ri porptvri, rlrqpcrtrKri
perap6pQool 'rns rp<orls Qprio4s rou 06poros. Mtcr ro0o6rx{ ror uotepcr ovo8tKtl
petripool o61yei oto npcoto p6pos t1s betteprls $pciorls oe ouv6ucotrr6 pe to ootrvciro
rrp opxris. Ka0dx ro ooflvoto op{vel, to ropcrrtqprottrd protipo opols not oov66er
tts 6uo Qprioers oror.lyetcr yrcr teletTcrio Qopci, oropovopevo Kct €vopirovlog€vo. frcl
rov axpocrtrl povov 11 rcrtollrorl otppetprrrj entotpoQ4 tou ouvobeuflxor.r puOptror-r

oottvciro, roOcm xcn I crfiootoopc{.'ctrri encrvetrrQcivrol too poripou opotls, yivovtcrr

avnllnto oov unotvtypds engv6r0eoqs (allci eriols oav r6vto). An6 tqv crprri ors to

t6),os d},a rlroov v6o, dvclveop6vcL 6pox Fr oQtxtl or-rvoxri p6oc on6 ponprrG ox6oers.
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UE. Kal,cxpcrocrvds, oe vro pei(ova. Moderato (1935)

Baoi(erar otov nol,l yvoot6 64ponr6 oro16. Mrcr ooyxop6io vto pei(r,rv, pc(i pe ptct

8rctgovq or(qp6vr1 dtcrpq, ovoiler pe ropy6tqtc tov Xop6 rcr erocyer tov pu0p6 7/8

tor Kcr),cponcrvou, al"},ci ro 06po opxi(et oq l,cl pei(ovo rar o8qlei crp6ocm otq or

pei(ovo, 6nou encrvoloppovetcn ncrpal,layp6vo. O kal'xoras nerpcrxnxa tapouorri(er

ro yv<oor6 oxon6 oe pra xdnox napo6o€n erc8oxri, oav vo eivsr pelor8rrc oortv6eros,
pe xcinores crnci rrs vdtes tou vcr drouv petctontoOet xatd pro oxrcipcr. Ittlv
crvc,ntororl oov6xerc, nou arol"ooOet <m orivtopo revrprxo t1rr1po, pta 8euteptuouoo

Qpclorl rmpriOercr ncivro oe 6vcr podpo tou paorrori oronor.r. To ttpncrvcl avayy6l,l,olv
tr1v ovapev6pevrl enrotpoQri tou 06poros orq vro pei(ovo, oe nopol.),cr1p6vl popQn.

'Yor€po 
sr<j 6vo parprva napoyoryo enerod6ro noo peool"apei, prc [oQvrrri levrrrj

nar5orl oolv opxrl rou p6rpou npooralei [cwci, ro 06po, nor aro],ouOeircn and pra

opxrlotprrrl, tutti ooyxop6loKri rorril,nBn.

V9. O Xopm too Zal6yyoo, oe vto ekiooova. Alkgru molto moderato Allegro giusto (1935)

O Xopds pooi(ercn oro yv<ootd 8lponrd rpcryou8r. To npolto p6pos ror 06potos
nopoooro(ercr an6 6uo rdpvc, r-rotepo clfio p1o rpopn6ta, (r-rlrvcr nveootcL 66op8c. To
8er-lrepo p6pos too 06patos (navor oro peQp6v too 8rlponror-r rpcryoo6rou), nriv<o oto
paorr6 poripo tou onoiou 6xer xnotei q eroaloryrf, crrouyetcn torpcr oe picr er6ox1 pe
f:vroves ou1xon6, pe orcrroro (uXrvcr nvetoto rclr rnrotrci.ro 6pop6cl. O Xral"roltoa
oroQeuyer e6or vc oDvexioer to 6r1pocr6 orond Qooro),o1'rrcr' or orcrciro ouyxop8ies oe
ouyrorch, nou $crivovtor vc, orovrcx,Qtouv avriotxc, iocm ovaro),oov rcr tel,€utcrid
ropeotrrci priporcr torv yrvcrrrrov tor-r Za).ciyyou otqv cirpq too 1rcpepoti. To
erar6l.ou0o 6er5repo rpripc 6rer xoporrripo ovcinru(1s, pe ns Qpcroers xor To poripo
ror 06paros oe petcrrponies, repcxrop6, urep06oers. Mrc 6popcrnr{ ovcrrye}"ic ota
xcil,rrvcr nveuorq oDqyei oe yprlyop6repq (Allegro giusto), napc).l.c1p€v1 enrorpoQri roo
nporou fporx tou 06patos, nou qxei pe o(ucqro ror ol,orl,1p<rrv€Tcfl p€ to crpxrr6
podpo on6 to Eeritepo p6pos roo 06patos.

V10. MaKe8ouKos, oe oo)" e)"dooova. Allegro (1935)
Totepd dro ptc oppqorri evaprciprcr xeipovopta to 06po, pro tetpctperprl Qpdorl,
ncri(ercn 6oo Qopas, oryovci ror pe Kivnol 8ercitrov 6rtov. Aor"ri n Qpciol eivcn pro
eleuOep4 puOprrrj opirpovoq evds 6rlponrori tpayoo8rou (Ztlpepa pta nav6peptv4 p
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ESaoe Baoiltro, ool.Ioyti Aptotv) o,ro rr1 Mcrre8ovioc. Eivcrr o(roo4peiroro rcr
ooovioloro 6n q rivqoq 8exrirorv 6rrrov 6ev rporetrct vcr epQavrorei (avcr oto 06pcr
ri o),)"ou otqv nopeic tou roppcooo. O lralxorros ouvexi(er p€ tp€is 6ro6oxrr6s r66es.
H 6eurepq, noo apxi(er orls rpopn6res, Kor n tpit1, prcr ypcr1lpri ntrotrcto nou
ouvo8erjer oupop6ies torv lrl,rv<ov lw€Dorov, ouv66ovror p.e tcr podpcr rcn tov pu0p6

rou 06pcrros. H rproq sn6 sut6s ns r66es, 7ro! ol(odT€tcr p€ OtTotpss jet6 ons pr6),es,

orovrd opr(6vflcr, oro 06pa, evo opyorepa oov66ovtor loxopdtepd, ra0ero, ra0crs ro
06po fvercrr eooteprrri crvcotrrnxri ypcppri nou ouvo6eoer t1v 166o ottri otqv
rcrrril,q(r1 tor xoppcrtrolr. lro rc6vtpo rou Xopou, o€ 6vo 6DvoprK6 tutti, to 06pcr
npopcil.l.er ps rrlv KdvovrKri rou rtv1o1 oy66ov.

V11. Ilcndrd rcr noros ^co r|ra\e, oe l,a el,ciooovo,. Allegretto moderato (1935)

O Xop6s 6xer lenrri popQolopKn opQrorlpicr rcrt 6rQpcro1. To 06pa eivot e)'etOepcr

Qncyp6vo o116 6va Kpqtrxd 8lponrd rpoyot6r, noo rat6ypcrye o xrakotcrs, pe
petcrQoprrous oriroos porpol,oyr,ots' Iladtci rat rot6s To IttTaEe rc p1lo ets rcv'A6t1
rat ro rpouo6 fxpoao] oxaqi rqs yris ... To 06pa ovcrbletar and to pooos evds
appovrxoo ror pt0prxor continuum, nou nveitst onc0,ci. To 06pa axor.lyetcr cn6 tqv
doovrlorotl Q<ovr1 evds o6l,o tev6pou xpopnovroo oq rapllrl tou neprorrl (ouvq0ox

6vo o<ilo tpopnovrou ppiorerar orlv nopondvro ortapcr) xcr riorepo o116 xaplld
r6pvo. Mrc rrpo6Kroon too 06pctos, pe avcnru(q lou lroripoo tou, orotyetct and tqv
opd6o torv rpr<rrv tpopnovrrov otrl Qoorrrl tols tr€ptoxtl. @),<iotto oe nol,u \ynl,Tl rr€poxli
rcr 6pnoe ovoyydl,otv trno v6o 166o noo nveitcrt yplTopdtepd pe 66rcrtcr 6rrc, oe
crvtiOeorl pe to prlpotrop<i o16d<ov tou 0dpctos. Tcr 6yxop6cr tqv ouveri(ouv pe

nolutovrrri npo6rrool, pe oio0r1o1 oroterv6reprl Kot ooTKtvnqKq. Oorooo 1 t66c
otcr Qloooro Kdr oto 6trrnoe eivcr otqv npoypdrlr(6tqta pro parprvl nctpol"l'ay1 trov
teoocrp<ov rp<irt<ov pftpolv rou 06poros, otlv tovrxtl, q oroio crroulercn oe neptoxri

\r1ldrepn rcrtci, t6ooepers ortcipes rat uotepo crvcrntuooetcx,r oovtolro p€ oplrovlKn
rcrp6rrXroq. H ene(epyooia oofli o8nyet oe erovcilly1 (rcapol.troypevl orqv uQq ror

orrlv evopxriotpo)on) Tns $prioqs r<ov rpopnovrrrlv rcrr uotepo rqs rcrtcrlqrnrris Qptiols
ro! e6pcrros. Ard 0epctrl cinoryrl ott6 eivcrt ouorconrd 6vcl 6rpep6s popQtxd orqpo
([Ar+Az] - A:lAr" (ropcr].l.cr1lr€vo tt€ avcrnru(r1) - [A:+A:]). And cinoyq pu0plrqs rivlor1s,

uQrls rcn cppovios. 6rvet r4v €vtufitoon svoi tptg€pous orripcto'. 6rlptotpytlvro"

crpQrorlpicr 6€ [r1o olprcryr1, ouvtopq cropcrarri popQ1.'o]"o cota ouppri]"]'oDv oe ptcx
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crrp6oOcrrptr 8tcrprttrrls 0l"iyqs noo drcrtpixer tc crrpo tot Xopori, cvepoivel rar
pcrOaiver oto r6vtpo.

V12. @eoocrlrrm, oe ool" g"ei(ovcl. Allegro vivace (1935)

flo rov xcrrol,qrrtr6 xop6 trls trporns l€tpds o lrcrl,rrotos emvoei 6vcr 6116 tot 06po.
To 6tcrrptor6 yv<opropo too Xopou €ivor 6vos po0prx6s rcrv6vcs: to p6tpo o)"?,a(et
oovexr,rs oe rciOe dvo p6tpo. O Xral"rortcrs errovi(et, oov r8eotd ncrrxviDt, tqv
croupperpio Trov 6qponKov puOlrov Kor p6tpov. Aev eivcrr Woord yrdd o drl.os
crvcrQ6percxt orn Oeoodl"io. To evctpxrripro p6to ota o6l,o ttrpnavcr 8rolpoQer, pe

cxvo8rrd ctpnropo, ro brciorrlpo oKrcipos, ro oroio otq ouvdx€lo trpoo8ropi(srcrt
pel"<o6rxc p€ Trlv ovo8rKrl xl,iporo oto 06pcr tot tKc[]"Korcr, ,rou ,rcx,pouola(orv ot
tpopn6tes. To 06po drer p6vov o$npnpsvn po0prnl ox6or1 npos tr1 8qpotrri potorrrj.
or encrvepQavioers rou p6to torv topndvov Kcn tou 06potos 6ivouv tqv oio0r1o1 ptcs
prxpolpoQios p6vro.'Yo,epa ord r1v npotl 6r0eor1 axol"ooOei nopcrl"Iayp6vq 6r0eoq,
peropaorl, revrprrri ovcinto[q pe petotpomris rovrrfs evallayes rcrr erav6r0eoq.
Appovio nou drer ooxvti tpc,xerds 8tcrQorvies, poOprxiis Etvapropds xcr otrrtri
evopxlorpolo4 xapoxrqpi(ouv ttlv xopotpevq ev6pleto tou Xopoo.

Ierpd II
IV1.!r-rptm, oe or pei(ova. Allegrovivo (1936)lnpoxl noyr6opta qlolpciQqoql
To 06pcr roD, ,roD orooyetcr oto prol,rc rcr ns Br61,ts otq odl xop6q tots, 6xer u),rrd
cnr6 6vcr Kpqnrd bqponrd rpo1ou6r, crr6 tts rorcrypoQds rou lrol.rorta (Oa o'ayana,
0a o'ayario). O Xrcx,l,r<otas cnopov<rrver oooro6q otorxeicr ror tpoyou6rou rcn totepo
tcr npoerteiva Trd, vd KdrdoKeoctoer to 06po roo. Enioqs aQrlver xatci ptpos tov po0p6
Kcn rrlv erQpaonxrl nordtqtc tot npr,rtot'unou, nor eivor rpcrlorS6r ayonrp. O Xop6s
6xet no),u yprllopdtepo ptOpd ror r6taitepcr evepyltrrc<i xcrpcrxtripo. Aev eivar pe
ravivo rp6no npaypcror6s Eopr6s. H popQri arer el,eri0epo oxripo pdvto - nopol,l"oyrov.
To 06pa erti0etor 8ovoprrri. Ap€ools prc mo ripeprl, onovrlorri r66a epQcrvi(ercn ora
rl,aprv6to, cvsnfliooovtqs ro te),eotoio podpo ror 06potos. Axol,ou0ei 6ertepr1,
rcrpoX),oyp6vq Kor oovropeop6vq Oepctrxri 6r0eor1 rcx,r ot1 ouvdxerc 6rciqopes
crvttOeoris, crvcr,rturrres ere(eplooies. Xmlv encrv6r0eol to 06pcr, nou crroryetcn tc6po
evoppovrop6vo ora prol,rci Kcrr otts Brdl"es pe lropcil,l"4),q ouyxop6rorri rivloq,
otv6uri(etor, oe oqpovnrq onooraorl neproxris, pe prrn 6vrovo 6rd$<ovr1 crvnocrctrc4



ypoppn oro xcplld xdl,Krvcr,, rdvto os pndoo oonvdro. To nol,utovrr6 autd oqpeio
e(epeovc neporr6pro to xp<opcrcrx6 xcrparrripa roo e6pcrros, 6rerpuver t1v oppovrrl
rparutltc roo roppaoou rcn o8qyet o€ plo Telrorn naOos rord0,qt1.

IV2. !tQv€rxos (Drnv ATtti - Mapr6.L).a), oe ool, g"ei(ovcr. Moderato assai (1936)

I rp<or4 ralrcooprcr 4XolpciQ4oq I
To 06pcr Baoi(etor o€ 6vs DrlponKd tpoyordr ord rq xiQvo, 7!ou 6xer p€Toypd\r€r o
Irck<orqs. Mra tetpcrperpn Opcion tou la1roo prolroo, noo encrvol,oppavercn 6oo

Qop6, crnoclei to oootooord ul,rr6 roo 6qponrot Tpcryoo6roo, zrou exer encrvcl"lnor6
xaportripcr. Itrlv crpxrl ror Xopon o kcrl,rroras 8ratqpei ro ortciperpo nlaioro tou
npoxomnou, al,)"d ncrpouoro(er prc rpoo<orwxri erOoxri oto rl,oprv6ro pe xcrp<oncr
norrtl,ptrra ror eneleplcoio, ovril,oyq |re rlv c[orooxe6roortrri 6ta0eoq ev6s l,orroo
rl,aprvetiotc. Eri0upes tpopn€tes pe ooupvriva, ncrpd(,eves rl,ipores otc rpopr6vro, 6vcr
xcrpql"6 8sDcpo xL.aprv6ro, or^yavc rupravq o€ \rqlli neproxr{, Qa6dto xcn xapll,ci
d"yxop6c oupnlqpolvouv r4v lrrlaxri errdvcr. To 06pa ootepcr ororiyetcrr xorpis
norrilpcrtcr otc pro).rci (rcrlnci crr6 rr-s 6ro ex8oxfs too Xxokorto 6ev cvttotorxei oto
nprtlr|:;lrr'o nou 6xer oe p6tpro pc0p6 noritrpard). 01 6do er6ox{s tot 06pcrtos, oe
Drcrorcrpoioets ornv lQri Kor ornv op\nolprKri Tpo,Od, ficxpdll.c{.ooovtcrr rcr
clvcnruooovrcrr. O Xop<is ropuQ<ovetcrr o€ prcr snov6K0eo1 oe tutti, ps np<ioOeto
(r),<iQ<ovo, Tl oTroio 1rolci(er vc cvaral.ei 6va lotrci fiovnydp1. Mtcr rel,rrri,
crnorcrrpeno,ripls Opdon, rcpaloryl ror) 06potos (x6pva, 6eutepo prolra, Br<iks),
rnootlpi(erot cvrd to opxrr6 rripro potipo oro xcrpnl"d 67xop6cr.

IV3, Kprloxos (Auyis - doyis ea oqra9(t), oe pe pei(ova.
Andante - Moderato - Andnnte (1949\

To 06pa pcroi(etcr oe plo Tvoorn Kpqcxri Eqpotrri pel.ro6it4 rqv onoic o kcrl.xortos
6xa rcrrcrypcryer Eio Qopes' Avytls - aoyrls 0a or1ra0c6'rou lan'llou powoi rq pi(a,

va Qrdoa va (r1ppafra Bow6 pou ocrl rcopQtl oor-r (n i6rs pe),o$ia eivcr portri pe

rons otixous II6te 0a xdvet (aorepta). fevrrct otous Xopols o xrol,rotm 6ev ouv06ter
ps npoTpolrpottrl np60eoq <os tlpos to xeipevo rcrw 8lpocrrov tpoyoo8ttov. E' ouT6 to
Xopd root6oo to ooppetprrci oplci tpripcrtcr tqs crpxris KCLI too r6lous crvclrcr)"otrv
rcrOopa trlv or.ryri too 6qpocrot tpalor6tott oe orp6o$arpcr orc06ptotq, crrivlttl,

rpr6i(ouoa, p6ocr oe or6parpo nevrol oe dlq trlv 6rtoo1 torv eyx6p6ov, ovcrDrletat
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6vcs voorcrl,l.tros povol,oyos tou Qoyrotor-r, rro! oovoOetetcr,r crn6 opy6s, eK0poortKas

oryxop6ies rov fi-rl,rv<ov nvetot<ov. H porprci pel"o8tcr tou Qcryrotou npol"€yet to

enor6lor0o xtpro 06pcr rou Xopot, xoO<rx nopdletar cx,nd tr1 teleurc'ta Qpooq tol

06potos. Ztov Moderato Xop6 tcr nprota prol,ro (eOrzl,trtvouv ro 06po pe xopotlpevl

6rcr0eor'1, pe t1 ouvo6eicr rntorrcto Oerjtepov prohrrlv. ocv nOctpc, rcn pt rcinoles
(oQvrres ncrpeppo)..6 torv nverottov. Ito ropprin ta 6rciQopo enine8cr, Qrov6s, oplavrrts
ypoppes porci(ouv peprr6s QopG vo ppiorovtcrr el,crQpa "err6s Qooe<,x" 1t€rcr€! toDS
(crr.rrd propei vo ttdpoxnpneei eniorls oe opropdva dl")'cr oqpeia rov Xopov rcr

rcnprri(er pe rqv tpomrrl peoot6rltcr qs 61poor1s polorrris). H apQrorlpio ootr1, cxv
ror 6e rpoopi(erm yrd vc eivcn 6vcr rc0apct ovctl"qtt6 eQ6, on<,r6r1nore rpoo6i6tt
16oo otlv Oepactrr'1 6r0eoq, ooo rccn cpyotepcr orrlv r1x4pr1 ercv6r0eor1, oe tutti, 6vo
nol"larld erQpaorrd v6qpa. lro ev8rcrpeoo erporvtrd rpopn<ivrcr rcn cpyorepa o6l"o

Brol,i ptporvror to releiorpa rou 06poctos rcx,r crrolou0ouvtcr ovtiototxcr on6 6uo
rpuQepcr rvtepl,ou6rc, to 8eutepo an6 ra onoicr o8qyei otrlv enov6r0eor1. To apy6
rprlpc ernotp6Qer. To cpxrro potipo t4s crvror.rocs tetclptqs tou 06pcrtos tpoori0etor
8rcxprnrd. rro r6l,os ro potipo tqs t6tcptqs woppovi(etct pa pra Qoltervri pe pei(ovcr

ou'propbia, nor r'1xei crncrlci ora xcil,rtva ro Qcrx tqs 1p6pas 6xer 6l,0er.

IU4. N4orornxos (Mta Mv)nnotaptnooa), oe lo el,oooovd. Moderato (1936 tl949l)
O Xop6s paoi(etcn oe 6vcr 8qpoord tpcryor6t ond tlv Kp1rr1, nor 6xer rotoypdyet o
xrul,xcoros, rcn 6xer tprpepri popQ1. To 8rQopoopevo ovcrpeoo otts lponrxes (aro),rr{s,
qpuyrres) xcrr tts 6rorovrx6s (Ouorris) vdtes trls rl,iparos oto npordruno tpoyotDr
roOopi(et p1c sKQpcroflKrj crppovrrri 6ro6oxri, ncvro otrlv onoia 11 tpoprrita riotxa
tpayou6cr rr1 pel<o8ia. T<ire, crvontr.rooovrcs to evaprtripro pottpo, o xrol,r<otqs
oovexi(er tr1 pe)"0$io rpooQ6povtus pra oncrvrqclrrl pelofic (consequent) oto npan6runo
06pa. H oov6xercx, ortr1, nol orotlercn oto prol"rci, 6pxetor pe peycil"r'1 Quorrdrlrcx. To
06pc enoval,oppovetcr rcn to npoto rprlpcr rl,eiver pe prcr lorovrxrl, erSpconrri

Qpciol. To peocio rpripcr eivcr oro pei(ovcr tp6ro. H pe)"o6io eivar rcnvolrpyra, ol"ki
6iver tqv aio0r1o1 orv6xercs, 6xr p6vov ros ovd0eor1, ol),ci rrx opycrvrrq npo6xrcrorl
tou npoqyoupevou pel,<o6rrou rpripcrros. Arouyercn oe rcrv6vcl avcrpeocr oro Qa66ro,
To 6pnoe ror to r6pvo. H yal,rivro poq rqs Oiyercn el"cr,Qpci o116 8rcrQroves vdtes nou
npooti0evtor otr1v oppovio, 6va eQ6 ),entou, ovriouxou xrolpop. Or eoroteprr&, di"ures
8roQtovies oulrivouv, pe oupop8ies crrd r6rcrpres orcr (olrvcr, xcrr ooyrpouovrar oxe66v



o$oplro [r€ rlv dppovio KCn rI pslto8icx orcr proho. H dio0noq eivol cx'TtoQoolofl]crl,
oll,o DrQopoupevrl, appovrrci orllpri, cr),ld exQpaoor{. T6te q pe}o6ia ratepoiver pe

6ra6oxrra 6rcrorri;Lcrtcr rerciprls, ra0peQd(ovtas pel,o8rxcr trs 6ro$<rrvies, ror ro
8rQopoupevo tou npoocryrrry6cr snotp6qer pe 6r-ro anl,ts orpop8ies rpoorcal,<rlvtas r1v
encrvril,qyq rou nptorol rprlporos.

IV5. Bldxrxos, oe ls el,oooovo,. Allegrovivacissimo (1949)

To 06po eivor roo xralxrota. Av rcrt erer tpornro rcrpcx,rtrlpa (oroXrr6), 6ev Qcrivetor
vcl6xer ouyrerprp6vrl ox6oq pe rrlv elllvrrtt 8qpoarl poootrrl. frcrd o Xop6s l'6yetor
Bl"rirtros pnopet p6vo vcr yiver r-rnoOeoq. Eivcn 6vqs crr6 tous tto opplcxous Xopols
otov d)"o rurl"o, p-e ciQ0ovq 6rc0eor'1, rar pd)"l,ov o eno Drriqcovos oto ertetop6vo peocio

rpripa rou. To 06po rou avoiyet 6ovaptrd tov Xop6 pe t1 oovoOeicr ev6s enipovou
pu0prroo potipou. An6 rcr ororxeis curc n11cr(er el"er-lOepcr 6vcl trrcyclo crvcntu(rar6
rpr'1pcr roo apxi(er pe 6lro ouvtopes, nopo)"Loyp€ves epQovioas tou 06patos oe ciAL€s
tovrr6tqres, or onoies rcopi(ovtot crn6 6va prrpd eterod6to orc xcrl,nvcx,, ncrpcrl<rryo
0epcrctrci rcr xctntx ocprcotrr6. H ercr6l,ou0r1 ovriro{q 6xer oxe66v crurooxe6rcrottrl
oppri. fll"areris ypcq.lp€s oto 61xop6a elelioovtcn oe crnpoo8drrltc DrciQoves tQis rcr

oovo6elovror ond to enipovo ptOprro poripo, to onoio crnopovtovt,cfl Kcn o6t1^yei oq
ropriqorl rou tprjpotos crotorj 6va notrr'rerdnebo eneto66to pe 61,11 t1v opxr1o,pcr (r1

ncivro ypappri oe prol.ra, Ql.ciooto, tpopr€tcr eivcn ;Lorptvci nopctyoryr'1 on6 Oepoora
poripcr), tou onoioo tcr ortro Tcrut<ixpovcr erire8o Qcrivovrctt vcr nvouvrcrt oreDdv
crve(crprqto, xopis rorvd oppovrr<i otlxpovtop<i, nporol"<ovrcs oxl,1pti, oop8dvrcr
6rcr0ovicr. H enav6r0eoq ror 06pctos o6r1^yei oe pro oQo8prl rovrcr.

IV6. Mcrr5po fepevi, oe vro prei(ovo. Moderato (1949)

To 06pcr pcroi(ercn oe 6vcr 8qponrd tpcryoo6r, oe pu0p6 KcrXoponovori (Maopo yetrrcvi

[povtri]"r oq peonl oq pio4 n1 hyvri, oulloll Apiav). O xro].rrrltas crnopovovet as

tpeis nlpres Qpooes crn6 to np<otoruno tpcyor-r6r, o},l,o(et t4 oerpd tots (a€roorlpeiota

apxi(er pe tl $paol - peQp6v tor Tpcrloubtou ros mpro r66s rou Xopou), rcver
pel,o$rr6 tpononotrloeu rot, orlpcxv'nrcr, nopouota(er ns tpononorltrr€ves Qpcitoers oe

c,vtiotorxcr 6ro$opettrds tovrrdtqtes. H popQrt 6iver evnlnorq eler.rOepou povto xcxr €xer

enioqs ororxeio texvrrris oovstos. lto tpr1po t1s 6r0eor1s or tpeis Qpcioes rtvouvtor

npos rn 6eord(ouocr. H np<otq Qpciorl crxou^yetcn on6 (<r4pa (ul'tvcr rveuotci po(i pe

< a



rnrorKdTo 'tov €Tx6p6ov Ktrr snovtrlc[ppovercr otcr xct],rtvo, evro T a Oer;tepo xcn ta
rpora prolro nopouor<i(otv qv 8entepq KCr rrlv tpitl gpdorl. Totepcr crr6 pra prrpq,
rdnor ncrpd(evq ere(eplcroicr pe ivc nipcropcr crr6 rapdllql,es eldoooves otyrop8ies,

1 rpotr'1 166o enov6pxercrr orc'lpo;rn6vro, ornv rovrrq, ol,l,ri !rc(i p€ 6va nol,utovrr6
oppovrr6 oov6Dcxop6. And crurd to orlpeio, p6oo ord pra 6rc6ox4 eneroo6ic0v oav
p6vto pe brcrqopes 6ra06oers rcn tovrx6 neprn6reres, dLes or r66es pc0proia ernorp6qor-rv
orrlv rovrrl.

IV7. Kcr0roros, oe or eloooovo.
Andante moderato - Allegro - Andante moderato - Allegro (1936)
To 06pa, eivcrr lou lrcal"roxcx.'Erer ooQri, tponrrri ondotcrorl, pe l,otrd riQos, al,l,ci
x<opis opcrtl ox6o1 gc rr1 6qponrrl el,lqwrrj pooorrri. O drlos epnepr6xer crvciqcrol'
nr0avdv o Xrcrl,r<oros crvcrQ6perar oto )eydpvo ro0ro16 61pottr6 tpo1oo6r, or.rxv6tepcr
rpayou8r trls tcipl,as, to onoio Eev xopeoerar (6ev $oiverat vc uncrpxer or6oq pe tov
onau"o Ka0rcr6 xop6, cl.l.rors xop6 Aeltovtci, tr1s Aeuxci8cs, \ rov Zuyca9rcrd xopd). O
Xop6s 6xer popQol.oytr{ DraTo€n crpToli - ypriyoporl rprlpcrros. Xto np<oro crpyd tplpcl
ro 06pc cror5yetcrr erQpoocrcr o€ 660 od)"o rl,oprv6to, orcr onoic crnovrouv 6oo
dpnoe rcn crrolor0oriv 6uo Qldourcr. To 06pa ov€Boiver, ncpp6vo and ro 6^yxop6c, ror
pera ni$ret xctr opriver. Aoo rl"crprvftct otrlv yq)"6cepr1 neproxrj rols zcrpouord(ouv ro
06po tou eno,rdl"oo0oo Allegro. To 06pa ouro eivcrr petop6pQooq rorl 06pcrtos tor.r
Andante, nou 6xer ropc o,vc,ntux0ei oe pro rwd ertercp6vl t66a otov yplyop6tepo
po0p6. Aoo 6uvcprr6s tutti rcrpeppolis reprpd),l,oov 6vcr ox6l"to ard 6oo rdpvo, ro
onoio enavcrl"crppcivolv nrprncrrrco.xri rcr rpopn6vrcr.'Evo o6Lo roo pro),tot epQavi(etcn
ocrv reLei<rx crvelcrptrlrrl ev8rdpeorl 166o <oot<ioo ornv 7lpcrypcrflx6,rqtcr eivar 6vos
cttooxe8roop6s ncivor oe prcr rcrur6rpovl oriyxop8tcrl rivqoq rrov (lhv<ov rweror<ov,
1 onoic, nopouorci(er enavoXrlnnra ro poorr6 pD0p1K6 poripo tou Andante. To Andante
errotpdqer, cl.l,ci pcivov r'1 ro0o6rrri tou rorci).1(1 cvoral,eitot pe pto vdcr
ouyrrvlorri evcppdvrol, ota 6yxop6o. To Allegro encrvexri0etor, pe DroQopeflKri
evopxriotpooq Kol ouvrol^rslp6vo. !rr1v r6vrc ro ropro pu0prrd poripo ororyerur
rcrot6xpovo oe (xpovtrri) cl{(1oq, orcr tpopn<ivtcr, Kcn orls rcvovrres rot xpovrr(s
o€ies, ord Qolr6ra. Aur6s eivcr 6vss and roos exQpoocr6rcpors Xopous, o onoios
nopotorri(er anrra 'cnv navrote ncporiocx,, percroxrllrdflo?rrri ypopprrcri ror pocprrri
l,oytr{ tou Xrs},rrora.



IVE. Xrciynros, oe pe pei(ovc. Moderatomaestosa (1936) [lrpdrrq nayr6oplo rlloypcrQrlon]
To 06pc rou, 7ro! ororiyerar oto o<il,o rdpvo, eivcn ncrppdvo olno .co yv<oorci
ncrpcr6oorcr6 rpcryoobr'Eva rapdBr axd q Xt6, roo 6ev eivot yvrioto 6r1poord, crl.l,ci
61er evoorpctorOei orqv rcrpa6oorl. MopQol,onrri o Xop6s bTet oy1trtu napcrtrl,crxor<rrv
erietoo8itov 0epacrri 6r0eor1 rp<oc1, ouvtopeupivq, rcpcrlloyri oe ot uqeorl pei(ova,
rou nci(etcn yo,pond an<i ta lt)"rvcr nverotcr rcrt tcr rpopn6vrcr pe ooopvtivcr'
petcrBonr{ npo6rtcroq otts tpopnites enovct}"r1yq Too 06pcrtos orqv rovrrrl ;re eriOopcr
rirtorrcito t<ov ey1<ip6<ov ncrpctlrolo eneroci6ro orcr rveootci oe 01 €)"ctooovcr
(oopperprrrl, pcrrprvri "nc4crl.l.oyri rns nportls Tropoll,oTrls", I or €l,oootov looppoTrei
rr1 or {geoq pei(ovcr)' roprQcoorl pe tutti enov6r0eorl lou 06poros. H popQri 0o
p7lopoooe vo o),oKl,Iptoeei e6ro, crl,l"ci anpooD6rrlro o lral"r<otas erodler 6vcr er€to681o
p€ Qopriol|ro fl)ttl orrl pe €l,oooovcr, rou qlet o1e66v navqloprrci xcn d1r 8papcrttrci.
M6oo oe opplotprr6 rilo oov errl,rlorcrocro oplcrvo to r6pvo nai(orv pro v6o r6eo,
q oroio 6prrx 6Xer rdrora po0prxr( ooTydvercr p"e qv rportrl ncpal,)"ayri (n pe el,ciooolv
etvar eniorls tovrrl cncrvtlol orrl or nQeorl pei(ovcr) rcr l,cvOcivorocx, cvoQopa oro
orel,erd ro! e6poros. Ap6oos pro Qoprtorpo erovoQopci rrov pel"cobrrci oo66teporv
etooyoryrrcov p6tp<ov rl,eiver to roppcttt. To crrpoob6rlto teleotaio enero66ro oe pe
elciooova rcr q r).or{ avopeoo ons Qavep6 xcn }.ovOcvouo€s orlpp€tpi€s rpoo6i6ouv
otq popQtl 6va t6vo rrpororunios.

IV9. TodprKos, oe vto el,oooova.. Moderatovivace (1936)
Baoi(etcn oe 6qpotrr6 rpoyoo8r (Xopos rL-6Qnros - Totiprca 56pvet rq orLctBa qs,
oDLLoyi Apiav). O Eral,r<oras crnopovorver Kdr rpofiorlorai 6oo otorleicr an<i ro
npocdrono rpcryou8r' tqv eroayoryrrrj opyovrrri $pcion - pr6l.es oqv crppl tou Xopou
- Kol rnv rpool Qpdoq tot rpoyoubrou - rol oxotyetor ytc lilo ota Q),cioota. I
crtci mrpeppd),)er 6uo ev6ropeo€s Qpooeu 6rris tor, ota 6pnoe, riotepcr crr6 to 06po
ons pr6l,es, Kol oro npolro tutti. Avnotp6Qer trlv Oepcrttrq repoplio too np<ototunoo,
rc0cm 11 €rooycrrFKri Qpdorl rou nporordnou 61er fver to ropro 06pa tou Xopot. H
8eutepeuouoa r66cr oto Ql,oouto npopl0euer to np<ote{ov ovoTrolonKd pt0prxo potipo.
H erelepyooio rou roptom 06paros livercn p6oo ond wcl.l.tryts pe Qavtcroio rqs tQrls
Kol ro! opplorprxori r11ou, ovconrnKous ouvDrlcroporis pe ouvobeonx€s pel"o$tes,
rsOcos rat tovrris, peratpornris ptronroloers oto peocrio ovcrlrtuKtrKd T[r{po. To ocrv
erov€rOeo1 rpripa eivor opOionpo, pe 8tcrQoponotrlp6vrl 0epocxrl 6tcito[r1. To 6no
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ororr(eto or[d To npor6,!7lo rpc[yoo61 oovovflodvtol, opt(6vTto Ko1 Kdeerd, [r6vo oto

r6l,os' oro 8popotx<i tel,eutato tutti 1o Klplo 06gcr ouv8r.rcl(etct rcrOetc pe to

crvcncronr<j ponpo rct cr[soob I] betttpeuouoo t6ecr. rou 6ev 61er arouorei rcaOo]"orr

uorepcr c,n<i rrlv oppi, ovorol.eitcr oov nxoi, p€ rcinros rrrp( entgovri, oro
prolovro6Lcr rcr rcr, rovtpopnciocx,.

IV10. Errrpcrr6(ros (Kp4aro.st. oe ot uqeo4 elciooova. Allegromohovivace (1936)

o Xop6s otrlpi(erar oe 6vo 6qpoord tpcryoobr, not 61er ratclpciyer o xxo)"rrotas
(Hpe€ p' ory6 lpor ripee Xeesl oro rcoharob - o1e6ov i6to pel,o6io ppioxetar Kcr o'to
Kp1or6 tpcryoobr Kti,0e rpai pe rr1 6poow, eniorls ons rotolpcrQis tou xrcll,r<rncr,

dpros o Xop<is ovoQ6petor 0epattrci oto tporto). Etvocr 6vtova nolupuOprr6s rcrt

8reupuvet trs pLerprrls ooupperpie tot npotdrunoo tpoyou8tou. Appovicr not rrveitcn

crpyci rcrr peycilcs xpovrres cr(tes oe otvo6euflr& Qovds porci(otv vc crvnot6rovtcx'r

rposTrlv 6v6erl1 Allegromoltovivace. O lrcrl,xottos (envcr ro Xopci ;re pra 6rrcr1 too

Oepoarrj r66cr orcr <ipnoe ror to xtrcrprv6to. O np<rrtdtunos oron6s t6te cnovtc <rrs
0epcrtrxii "encipevo" (consequent) orooyetct oto Qldouto rcrr to rl,oprv6to rcrr
oovo8ellercrr crcd tpopn6tes rcn tpopn<ivro pe ootpvtivcr norl evcrl")"crooovtcrr pe

ncrpeppolis rov ey16p6<ov. H popQrt 61er 6va cx,olvr'1Oroto oplpc povto, pe ototleicr
eniorls "crryr8rotris" popQr'is. Katci tqv nopeia trls popQris or 6rjo ott6s r66es
ncpcl,l,ciooovrcrr perprrci, pe)"ol6rrci, crppovrrcii ror rovrrci, evol rc[6e otci6ro
enetepycroicrs crvrtotorlei oe pro olyKeKprp6vrl opllotprrrj err6va. Aoo 8eutepeuoloes
r&es, pe percrpactxo Xopcrt{po, ropeppciA}.ovrcn, 4 6eutepl ncr }.iyo ppioretot ror oe
cvronrard oov8ucropo pe to Odpc. To 06pa 61er rupiox (orlpti btcieeon, cllci 61er
eniols prcr Qer,ryol.do pe),o11olrrri crio0qoq, pra ouvcrroOrlpolrrri n).eupc[ not
o(ronotoov neproodrepo erQpcronr6s napcrl,l,cry$ rov eyldp6rov. To q1d76p<rrpo tol
percll,6Q<ovoo (yrl6revom),), oe pro prrprl Qpriorl not rc0pegri(er pcrrptvci t1v cppq,
aroyutper,a tov oro€6proto 26crpcrxtripcr xcn ns neprn6teres Tor.r 06patos.

IUu. MclK€8ovrxos, oe l"o el,cirooovcr. Moderato (1936)

o Xop6s eivcn evopplotpop6vrl xor 6reupop6vq ypoQri ror.r rpoyoobror.r H AaQiva, ya

Q<ovri ror nrcivo. To 06po eivar to yv<oot6 napa6ooto,r6 tpoyor-16t, 6vc petcrQoprr6

trrorpo1.6r. To tpcxloo8r eivor Dqpotrrogovis, oi.l.o 6ev eivar yvrioro 6qpoctx6, 61er
l,6yra npo6leuoq, <,ro16oo 61er evoorpcrro0ei oclv rcpo8ootl. O Xop6s 61er tprpeprl
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popQrl. Kcreors o Xopos crur6s ftpo6p1src[r crn6 pro ftpoozrcrpr(oooo ooveeon, eivcn o povos

1<opG pooprrl nopcy<rryr'1 ptra(r t<ov rpqporcov trls popQris Ktrl xo)v Oepcrt<ov. To 06po,
oe 1ap1ld o6l,o r),oprv6ro, (envci orqv eloooovo rovrrrl, gr oovo8eia crrd ooyronis,
oclv ovoor€vo,T1rous, cr),},a 1 cppovic poOpraic arlavet oe brcQorvio uorepo ono
un6p0eoq pd(ovos - ekiooovos ouylop8ios, 4 crrcvrlnrl 6eurep4 gprioq rou 06paros
evoppovi(eror pe 8roq<oves ooylop6ies oe ouyron6. H tpopn6ta encxvcrl"cxppciver tq

Qprion, pe ro r6vtpo Qoyr6to vc oovo6euer oe crnootcrorl pe plo cxvfloorcrri qpciorl
oto pncoo. To 06pcr encrverri0erd,r oe evc erQpoonr6 orct. To ertetop6vo peocrio
tprjtrrcl 626er 0pr1vqnr6 Xcpcrrrrlpa.'py61. povol"olos, ocl cx,uroor(€6rcrop6s, an6 ro 6pnoe,
pe 6vtovo lcnr6 1p<opcr rcn etry),ortres nauoers, ouveli(erar crpy6tepcr on6 rcr prol"rct rccn
uorepa tcr prol,ovro€i,o. Ar6topes Qryor.rpes crnot(raro'upas, oav rpcrrle*, clrcouyovro,r otcr
yrll.dtepcr (r.rlrva rveootd, parprci rp6pol,c orc 6y26op6o, 6vcr 6vrovo mrpeppcrl,Logwo
podpo ora nveloro nou emrvcl.c4rBrin',er 6vo poriBo cn6 q pel.roSicl, wr,l or appovies
eivor oulvci ondporpes rar rnxpri brciQcrrves, npoerteivovros ns nporlyoupeves cppovrris
6ro6o1ds. H enrorpoQri tou 06pclros (ertvcr ;Le 8r.rvctprrdrepq crioO1or1. H 8eutepq Qprioq
too lcrvcrQfpver os 8rdQcoves or-ry1op6ies oe oulrcones too zportou tpripotos, topa oe
pro epQovror'1 oe nol.o yql,rf neprol4 pe approvrres rorv eyXop8rov.

IV12. Il€l.ofiowrlorcrros (O Aiyros o kBtw4s), oe pr el"ciooovcr.
Allegro molto - And.antino - Allegro molto - Presto - Andantino - Allegretto -

Allegro moho (1936 [1949])
To 06pcr npo6pXetar ano to opcovupo 6qpotr<i tpayou8r.'Evqs 6vtovo oppr'1trr<is
ootrvcrto puOpds ora r<ipva ror ta ptol,ro, pe od(ets cnci to tpopn<ivtc rcr tcr

lapql.ci 6y1op6cl, ouvo6eoer ro 06pcr oe 1crp1)"c 6paoe rcn rl,crprv6to. H vootol.yrrrl
crplrrri qpriorl rou npotou Andantino epQavi(ercr p6ocr crn6 tov rcrpd6o(o n1o sr6 6r.to

QLdoota niro),a oe Drntrootcrop6 orctcipos, to npdrto oe prcr o1e66v adocutcr yr1l,r1

nepro;6ri. To nirol,cr 6ev 8rlprotpyouv tooo Dronepcrotlrrl evtun<oot1, doo oioOr1or1
povo(rcb. H Qronvo evappovrop6vq rr.rptc pe),0$ia xo\ Andantino crortyetat oto opnoe'
porct(er oldtelo rorvoupyra, cl,),ci 1 lcrv0civouoa o16oq trls pe to Odpo 0a
crroroluQ0ei oe percryev6otepo oqpeio. To 06pu rott Allegro enc,vatrclppcrvetat oe
8ovcrprrri mcivo. Tdte 6vcr (6Qpevo, etrcrlroro, oOepoord Presto tpyerur oav (oQvrro
(6orcropc. To Andantino emotp6Qet, t<opa pe pro napol'l"ayri tol 06pc,os pe oio0qpa
O),i.yqs rcrr ootvriOrotrl evcrppovroq. H rcpcrllcry( outri, tqs onoics 4 pel"<o8trri
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ypcrptlrl Eeruliyerm cr,fid opnoe ror prol.rri, tapa06ter ratd ypopttcx ro rupro 06po (pra

niprq endvo otlv etrdooovcr 6eon6(otoc), al,l.cr lpqotporotei eniorls o1e6ov ns i6tes
vdcs, oolv i6ro nepro26ri, 6rox 1 pe),ro6icr tou 6pnoe oto rpolto Andnntino, rcn 6tor
c,noxol,orwer avc8poprrct tq ooyy6vera ereivqs t1s pel,<o6ics pe ro rr5pro 06po.'Evo
el,crlroro Allegretto no! uncrviooerar pcrprvci rc xtprc podpcr xleiver to rpripa crutd.
H cl.rrrj enorpoQri rou 06pctos rpoovory6leror on6 tts tpoprdtes ror epQovi(ercrr
ocrv 8uvoprrrl rcrtril.l(1.

Ierpci III
IIVI, Xorncrvos, oe pe pei(ova. Moderato molto ritmato (1949)

O Xaonav6s, oe pu0p6 Kol,crpcrcr,vor!, eivcn o l,crpnpdtepos Xopds otov rtxlo.
ltqpi(eror ev p6per oe 6vo Appavinro 6qpocr6 tpayouOr yv<ootd orrlv reprolrl trls
@rjpcrs ror roptos oto lgr,lprd Xoloocr (o(trrepc flp<i8popos Borrotias), on<j 6nou
rctcry6tcrv 1 pqt6pcl roo xrcrl,r<oto. EtXe ?*y9er 6rt o or.rv06tqs lpqotponoiloe oto
Xopd autd 6vc cpcrlot6r rou rpolot6oooe 11 prlt6pcr too. Tel"rrct cnit6 eznpepcr<oO1re
snd rov @cvoorl M<opcrit1, o onoios q1oypaQnoe yro rprrlrrl Qopa 

To npcrlpcr,trr6
61ponr6 tpcryouOr oto Xooncl to 1986 (Korjoo r'a 9a-p& Maptyio [flor6s oto eine
Mapryor pool - 6qpooreup6vo oto prp)"io roo Av9oLoyia apBaviarav rpayou&av otrlv
EL1ti6d,2002), rpclou6ropevo crr6 ;uc, yepdvoooa, Kd1 to otol6ttoe trre to Xopd tou
Ercrl,rdrra. O O. M<opclirqs crvorohye eniorls 6tt q prlt6pc too lroXrrotcr I<oriwcr
rltcw Qqpropev4 tpolou6iorpro 8rlponrrrrv tpcrlorSrov ors X<oona.

o Xoptis 61er 6to otveldpeves 0epcrrr6s r66es. Mro evoprtriprcr QovQcipo oTc

lcrlnvcr, pe r8rcicpl l,<itrLyq, rcn oravtlot'1 cn6 to (t-rl,rva nveuoto ror to 6y1op&r
ouyrpotei to nporo 06pc. Ap6o<rx arol,ooOei 6vo dl),o, o1enr6 loperor6 06po orqv
rovrx4, nou opli(er pe m prdle xot ol,or),qproveror on6 rcr proXtcr. Aur6 ro "nl,o1v6"
06pcr eivcn prc elcrQpci ncrpcrl"l"aypivq rtrr1p1s rcpciOeoq tor Drlportroo tpcrloo6rorl
on6 to X<oocLa. To nporlyor-rgevo crvelciprqro 06pcr tqs QovQcipos 61er puOprrds rcr
ponprx6s ol6oers pe ro "nlalvd" 06pa (ro onofo 6p<,ls yiverot ovrt1"1nr6 oov vo 61er
nopcrl0ei o.;no to np<rrto 06po). H QavQclpa, oe or el,oooovo, orol,or0eirdr orrl
oov6lera ond 6va enerodbro pe o6),o prol.i rcrr eyrarvrci(er ro peocrio rpripa, dnou
p6vov ro "rlcnv6" 06pcr crvcrnttoo€rc[r Kcrr npoermivercr. H QcrvQcipo nri],r ovoiyer rrlv
encv6r0eor1, 6nou to "nlatv6" 06po, ncpcrl.l.alpivo, o61yei oe ev0ouotro8es r6).os.



IIU2. Hrcerpdrnxos, oe ool, e),ciooovo. Moderato (1949)
To Odpcl €ivdl rou lrcrl,rolrs. Eivar o md poryo$rrds Xopds otov mx),o, pe 6vo
r8topopQo rcrr ptel"crylol,rr6 popavoop<i nor 6ev elrSavi(ercn ol,Lou orous Xopoos. H
popSrj rou 61er pa,ryro6rrri, ooroole8raonr4 ror6rqra.'Torepo o:n6 tr1 Oepoarrl 6r0eor1
6ro6o1rr€s 16fi€s, 01 oroi€s oled(ovror Qcrvepc \ yo,^frpo', p6ouv olrlpori(ovrcrs 6vcr
"porpoorontxd" pe)"<o6rrd vipo, ro onoio oDv66eT01 el,su0epo pe rorvri pooprra
ororr(eio: to 06po croriletcn vootcrlltrcr oto o6lo Ql,crouro pc(i p€ 6ylop6cl ro 06pcr
crvcotpapp6vo (erul"iyerar exgpcoord ono ta prol,ra oe prcr erreroplvn Qpooq' ro
6pnox aroyalerot ndvro oto npcordnxro Kcr.t ro ov,[€orpopp€vo e6pcr, oro],otOoov to
r),cprv6to' (oQvrrf opllotprrri avaQcovqor1, xcn tc ptolovto6l,a ouveli(olv rqv
npolyoupevq gelobtxri or(r1tr1or1 encv6r0eor1 ond dL1 rrlv oppiorpa rou 06poros oe
oDvrop€lp6vn popon, orlv $o el.aooovcr pr enotpoQri oq o6l. e)"ctooova, 6noo tCI'
rl.aprv6rcr crvarol.or.rv cq nporlloupevn Qpoon roos p€ p1o oflyploid rop€ppol.{ ono
ro Qlaoutc' 6va crnp6opwo 06pa oe yrll"cr r6pva, nou pe gelcrlonp6nercr npordnter
crr6 to rpor'lyoopwo potipo trov Ql"oootrov Kcr,r Xpllolponoret eniols 6vo napeonypivo
Oepcord poripo oroloottr6 odl,o trp prdl.cs, p€ n1o roo ropeonTp6vou poripoo.

'Torepo 
ono nopol.l,oyp6vrl ercxv6r0eorl rou rlpiou 06pcros ra pro).ovro6l"a o6qlouv

oe erQpc,ortxo teleiopcr.

IIU3. K-}.€$f,tKos, oe l,o uQeoq el,riooova. Allegro vivo (1936 lI949l)
To 06pc eivcn tor lrcrkota. To rMQcro rpcryot8r 6ev eivcr not6 t6oo ^yprjyopo, opo
our6s o nol,o evepyrlor6s Xopds Qoivetot vo orv66etcn pe tov o6crpcroro lcrpcrxcripa
trov K-),eQt<ov. H popQi 626er rcrr<x clvop0o6o(o rprpepis o14pcr. H evopp(otp<oor1 ror.r
Xopou, <iz<r:s rot oe endpevors Xopous, y:nletol cxnor),erotrrcr pe ovonapci0eor'1
opycrvrro iv opci6rov -  ( r i l rvrov nveDot0jv, ;6ci l , r tvov,  eyl r ip6rov -  or  onoies

lpqorponotorlvrc[r otrv "ororleio", rcd0eta xcrr opr(6vno. KoQt€s, emOettr6s rpaoy{s
rov nveuorov epQcrvi(ovrcn ocrv 6vtov1 oci(q oqv rpoo0qoxtl oppli t(ov eg6p6<r:v,
pe to aprotcr pro),ra vo ropouolo(olv pe rciOos to 06pcr rovol on6 mrorKcito. Td,

folrvc nveroro p6va apli(orv to peoaio rprlpc. ocyroto xot opnoe ncpouotti(ouv
6vs rol"o (oqpd orord, nou oov66etcn poflplKo pe to 06po. To ;6otrrtva oe 6vcr
petcrponrd rvreploribro o6r11or.rv oe dvcr revrprrd, qopdoorpo lr€tpo pe <i),r1 tlv
op;6{orpa, ro onoio enrrclrorci errpo},ler (ovo r1v tovrrri.'Op<os c[vri 1lo rnv
enav6r0eon, o xral,rolras ev06tet e6<o 6uo ouv6e6peva €rrero661o otlv tovrxri nprotc,
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To 6pnoe eTnp6volv oto plKpooKorrlK6 1opoKTnploflKd pottBo 10! e6potos' t6t€ To

poripo ouTd petoolqpoti(etar xor otve26i(etcr ond ptc vtelrrcrrrl 166o oro r)'optv6to,

pe rc 6y1op6c vo 6to661ovtor tcr [oXrvcr Ttd vo rlv oXoxlrlp<ooouv. opr(ovno to

enero66tc outci e(crxoXol0oov vo ovrlroov oto peooio crvcnturor6 tpr(pcr. Oot6oo

ar6 oppovtrri ciaoyl Bpiorovtcn epQatrrci otqv rovrrl, 6tor eivor 161 p6pos qs

eircrv6rOeoqs. To 8rQoporpevo crut6 6rlproupyei l,cvOtivooocr 6vtaorl rctr onovoperler

eniorls rrlv xoOclprq 6roypoQq tqs 8rcipOporrls trov popQrrrrtv leyov6t<ov. H Dra8traoia
npoo06ter oooo<opeutrri tovtrrl 6r5vop1 otrlv rovovrrri encrv6rOeorl totr 06pcrtos, noo

rpopaX),er p6oc and pra ttonr{ olylop8io tovtrrls rar aro}"ot0eitor crnii prcr

nopci(ev1, rwerpcrto8q rovla.

llV4. Mopropri pou - Mcpropri pou. oe lcr €l,cooovct. Moderato assai e molto espressiva
Prestissimo - Moderato assai - Prestissimo - Moderato assai (1936)

To 06pcr rol paoi(eror oto oporvupo 6r1ponr6 tpayou6r (ooX),oy1 Aptcov). o lralroxos
uneppcriver tov lcrporrlpc too np<otorrjnoo tpoyot6rori xor 8rlprouplei 6vcr ouynvrlord
roptrrcin pe oxpcies ovtr06oers po0port rot crtpdoQcrtpos. H popQn 61er aevtcrpepes
olrjpc rcrpcrl"Icry<ov, dnor 6oo otpnurvorp6vs Prestissimo nopcrll,cryAs rcopeppril,l,ovror
crvripeocr oe tpicr peycrl,urepa tpqpcrta.'Ey1op&l p6vov ncri(ouv oto npoto tpripc. O
nprordrunos oronds - orvenruyp6vos crnd orro oe 6(t p6tpcx, pe pra otryprcrta
tporonoiqoq oro nporeltutcio p6tpo - aror.ryetar erQpcroorca ond to ptolovto6l,cr,

p6ocr oe crpyrl cppovrrrl rivloq. To 6er-rtepo, oovel6pevo rprlpa tol 06pctos eivcn tou
Iralrorto pe rprpp6vrl nopaloryq cr6 to npoqyotpevo potipo rcrnouocs Deotepqs
rar pe prOprxrl erilooq ovcrntoooetcn pro 0crupriorc en6rtoo1, ro0o:s tcl prolovto6Lo

orvel i (ouv r1v peyci l ,q,  ovo6rrr i  rot  ra0o6rrr i  pelo6icr  roos t r r6oo oe dvo
peLcry26ol"rr6, petatponr6 crppowr6 rot6. tto r.pd)to Prestissima to lalnvcr, rcn petri
ta (ul,rvc oov q1<0, nai(orv prcl trretcp6pg<rtor1 rou nporor p6por.x too 06pcrros, to
onoio 61er oprcr<i oupriurv<rrOei oe 6vcr getpo oocrvcito. Tcr 6y1op6cr p6va rai(oov prcr
ncrpollcyri <iloo rou 06potos oe vro 6ieoq el"aooovcr, pe peyalutepq 6popocr{
6vtcrorl rar potrBrrd ooolenopd peroll rrov 6ro Oepa,rr<ov pep<ov. xe 6vcr v6o
Prestissimo to enipovo ooctvcrto, r<rrpcl oro 1cl1rr1l,c 6y1op6c, 8rlprouplei r),rprirorq
odql<rlvrcs oe pu0prr6 l6onoopo otcr yi),nvcr Kd,1 ro Kpooorci. Ito teLeoraio tpripcr
to rapcrl.Icrypdvo 06pc apli(er otcr 6pnoe Kor oro Brol,rcr ro beurepo tprjpa roo 61er
rorpo opyrt, ro0o61111 rorerOovoq, Q0rivovtas tel,rrd oe prcr ratalqrcrri ercv6r0eol
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roo npor6ru7lo! oKonod 0716 ro p1ol"ovro6l,o, p6ocr oe orotervri oovo6eio anr6 611 trlv
op26riotpo. H oovropl rdvrc, nou cpli(er nol,ltovtrd, eivor m06prcr ror 8pcrponrrl

IIVS. Kcirou oroo Bdkoo tcr lroprd, oe Xa e)"ci,ooovc.
M oderato - Allegro - Moderato ( 1936) [ftporn ncrFoopLra rwoypdQnon]
O xrsl.r<orss lp4orpororei ro opoivupo 6rlportrd rpoTod6l (on<i rr1 orl)"),oyTi
Tpayorj&a qs PotpeLrls r1s M6l.nox Mepl.rd), oe Tociprro pl0pd. H popQi ro! Xopol.)
ppartqpi(erar crri<i 6va e(orpenrci nprotorono rot l"enroQnoyp6vo popQo),o^yrrd
eupqpcr. E{oreprxci I popQn eivcr 8rcrpOpcrlpdvl oe (erriOopo, rpttrrepds oXripcl, A-B-A'
Moderato 314 - Allegro 2/2 - Moderato 3/4. f2or6oo Oeponrd q npcrypanrri popQrl eivar
6rpep{s, trre oaQ6s or(lit^rtr A-BIA'-B' (A Ktrl B o'uv66ovrar potrprrcr). H on6p0eoq
8rpepots ror rprpepots popSrjs elttr-rylcivetct crncrpctriplto, 6tor orore ro onor6leopcr
yiveror nlrlpors cvollrtd pdvov cvcr8poprrci trLe ro r6l.os tou xoptrrcrroo. H apQroqtrric
crutri, ert6s tou drt 6ivet popQol,oprrl Qpeoxci8cr, ooveroQ6per eniorls otlv rel,rrri
crio0loq pel,aylol.ios tor ropponou. Tc ;6cil,xrvo nopooorci(ouv 6va 06pc pe
crnoQcroronrd rcn ercQpoocxd lcrpoxrripa oro np<oro Moderato3/4. To uvelap'cqto 06pc
cruror j  tou rpTi l roros eivcr l  tot  l ra l rota oTo 0dpcr lpqorponoror ivrd l  Kd, l
cvcntoooovtcrr 6uo po,ipo ord to nporr<iruno rpcryorl8r. H nprot<itrr4 pel<obicr
epQcrvi(etcr oto nporo p6pos ror enox<j).ou0oo Allegro' "ca 6yXop6cl po(i pe to
(ul.dQcr:vo rapouord(ouv prc v6cr, napol,l.a^yp6vr'1 popQri rqs pel,o6ios, 6zroo o aplrr6s
Tociprros pu0p6s 3/4 61er crl,l"a1Oei 6E 212, pE 6vtovrl poOptrrj ev6pyero. Ko0<os to
6y26op6a oto,pctouv, crp6o<,x ouveli(oov 'rcr 

lulrvcr rveuorci, eravol"appcivouv rtlv
tel"ettoio Qpdol t<rlv ey1<ip6<ov rar crncrpctriprlrcr rpolc,rpouv oe nopcrl,),cr1pdv1
ncrporoiooq ror oppror.r 06potos rott Moderato, roo oTroio! r<opo o poelrds eivdr
crll"aypdvos an6 314 oe 212. Ko.,no:ts (cQvrr6 oulron{s evteivoov pe rver.rpct<o61 rpdno
rrlv nopol.l.oKnrri e[6]"r(q. Kcrrci rqv €rnorpoQn 10lu Moderato 314 ro o.pyrr6 06pcr 6ev
enovepQavi(erar rcr ncrpooord(erar ptc ncpa),l"cyni too 8qporxorl tpcr1oo6ror5, topcr
oro yv{oro puOpoo ro! o€ 3/4, rlv oroio aro}.or0ei plo ouo1erl(6p€vn Qpdon, nopp€vrl
cnd ro rpcryor-r6r. M6vo 16r€ ro OoyK6rcr noiqorlv q pe),rrficr ror Tpcryor8ror orqv
nprrrt6trnq popQri rrls (cvoototlei pe rnv KordypaQri qs Meph6), ),iyo oovtopeupivtq,
xcit<o an6 ouvo6eicr €T16p6ov nou 8lprorpyei diognol ocrv oroteivrcropcr (ouvonnrci:

Moderato 314 A - Allegro 212 Bl A' Moderato 3/4 B'). To npoypcrflKd tpcrlou6r yivetot
ovol,rlrir6 (to roppcrcr Eev oneo0r-rvetar p6porcr oe yvcoottl 8qponrov tpayoubrrov)
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p6vo ocrv pv{pq, 6vos enttroyos dnot 1 petooxnpdrtotrq e|6}"tEn r€},€lovel, Kol

oQr1ver 6va teleiox pe)"oy26ol.tr6 crioOr1trrcr. Tinote 6ev enovoloppcivetol crrprprm. To

rrioe n enavepQovi(etor p6ocr ofl1 popQol,oprri nopeia pt avave<rrpevo orlgcr os to

t6l.os. !e autrl rqv el"Letttrl, al,X,cl r6lss rooppotrqpdvrl, 6rap0prop6vq o.,n?"a, alulua

nepirelvl popQ{ o Ercrl,rroros otolcx(etcr novro otqv olorro6rl crpQrolpic tt'1s
pouorrrls popQl' ptoo oto 1povo.

IIV6. More8ovrrc, oe vro pd(ovct. Vivace (1936)

o otvropos cur6s Xop6s lapcrrtqpi(e,ot crn6 6va oonvoto ev6s p6tpot and 6rio v6res
(vro, pe) nor noi(etcrr crn6 t1v tipto ror 6torp61er to roppcitt clrd r1v aplf tx to

r6l,os. To 06po eivar rou lral.xota' 61er tpomrri, l,arrri rl'io1, sl.l'cr 6ev ouv66etcrr
xcrOcrpd pe t1 6qponrri pouorrri (eivqr dTvoloto 1ad o dtlos cvaQ6petcrr ot1

More6ovicr). Tpontr6s crllor<ooers (pcrprjvoers) otrl pe)"o6icr rcrt et6rrci oe pro

ouvo6euorri Q<rlvr1 oe tpites 6ivotv oto 06pcr 6va t6vo pe),cr11o)"tos rou avnQooret
fipos fl1v rcrOcrpri rllqorotqtcr rqs vto pei(ovos tqs crpyls. To ooctvoto cvoiler to

roppcio rcn ro 06po erd0etar ficrvol oe pro rpotrlp6vrl ou11op6io vto pei(ovc. To

0dpc oTq oovdlera encrverTiOetc l t  nc ivor oe or . ry lop8io l ,cr  e]"c iooovs,  t i ro l

enovd,oppaverar 6oo Qopis ror dtetptvetar, pe pe1olurcp1 6x$pooq ror 6vrcror1. H
rpiq epQdvrorl yiverar otrl vto eLcrooovo rat tel,€rovet pe 6uo Ouvotes ouylopbies.
Eva pou)"o (tp6poi,o) cro ro rapnoupo erociyer (oQwro 6vov ev0orncocr6 enil'oyo, o

onoios porci(er oov rpoocptloq rcn 6ev 61er rcrppic crnolutox o16oq pe to 06pcr'

6pox 1 pqponrri 6rooqpcrcxrl rivlorl tou rqyo(er crn<i to oonvcilto.

III/7.Xrornxos (Kctra oto Vd,6 rovtil), oe ool pei(ovcr. Allegrovivo (1936)

To 06po tor,r pooi(etcn oro op<ovopo yvtoot6 8rlpooro tpoyortbt, tou 6;6er eu0optl
6rct0eor'1. Me crvaloyl 6tci0eoq, ocrv er-rOlpo ncn1vi6r, yeqt(etat o lxcrl,r<otas to u)'rr6
too' 6ev crQriver not6 oto Xop6 prcr ol,6rl,qpr1, Qtorol.oytrri epQcrvrorl too 8lpoorort
oronot, rcrOos nerpalrrra yopi(er petcrlt tors trs 6r.ro ouvel<ipeves Qpaoers tor
tpoyou6rori, cmooncil tprrjpcrtci ro'us, crvtrpetyvoel treptorrrorcrKis rrrcivnxes lptlponr6s
olXororoers otrl pe)"<o6icr. H popQri porci(er ocrv ptrpoypcrQicr p6vto, crl,l"ri 61er enforls
6vo l,crvOovov 6rpep€s or(rlpcr. Ito npono, ev p6pet erocyoryrr6 rpripo, 6vcl evcxprcipto,
ove(dpqro poripo oro d;,rnoe, nou nopcryetor an<! to nrpto 06pcr, ouv8uci(€Tcn p€

crnoonciopcrto roo 06paros. O pei(<rrv tp6nos a)"),ct(er (c$vtrct oe el,crooovcr rcn to



€vcpKtnpro poripo roipv€r K€$drd crvr€orpopp6vn popQn. H snoK6),ooen 6r0eoq rou

lcrp<oror-r 06pcrros Oiyetcn crn6 prcr napeppol,ri perprrris al.l.cyis rclr 6ro onypraies
naperoQprioers rou €l,ciooovos rpcinotr orn pel,ro6id. To (l),<ig<ovo nc,i(er pra

rroptrl,ldTri tqs rportls Qptiols ror,r 06poros ncrvol oe pro erprrlvtrrl unep0eoq vto
pei(ovos - el,oooovos oro rpoprdvrcr KCrl rlv tolpnc. Ilcrv<rl oe prc neptoo<irepo
6rnq<ovq rn6p0eoq pr pei(ovos - e)"crooovos oro (ul"tva nveootct, oe 6vo (crQvrro

orocivroopa, to evaprrripto porfpo enorp6qer oe orv8ucopd nalr pe ctroonciol-Lcrtcr
ror 06patos. Tcr (r.rl"rva ouveli(orv ^yrcr l,iyo vo ovonnioooov to nprrrto podpo rou
06pcrtos, to onoio tel,rra ayyi(er trlv rovrrri. T6te 6edvtax Lpyerat pe Xcpci q 8euceprg

Qprioq - pegp6v ror 06potos, oe tutti, p€ enor6l,oo0o rcrtal.qror6 xpeorivro.

IM. KMOnKos, oe Qcl e)dooovo.. Moderato andantino
( 1936 Irrporn nclrooprc 4loypciQnonl
To 06pa eivcrr roo xrcr)"roxcr.'E1er tpomrrl nor6tqtcr, a)'Xrr" 6p raOap{ o16oq pe tq
6r1ponrr1 pooorrri. O Xopds zcOcrvdv ovcrQ6peror oe 6vo rioulo lopd tolv K-l*Qt<rrv. Tcr
6'y1op6a zopouotct(ouv ro 06pcr, nou 61er 26crp4 rat ovctl,aQprl pelcylolio. Mra
Oeorepeuouoc, ove(ctptltq ovnoflKnKrl ypop;rrl orcr 8eutepc Btol'ro xcrr trs pr6Les

orvo6erer tcr rp<oto pro),tci,, nrivo oe rntorrcrto tolv 1apr1l,<ov e116p6ov.Ta [ultvc
nveuoto ol,orl,qprrlvoov to 06pa encvalcrppcivovros tlv rponl tou Qpool. To peooio

tplpcr eivor oro pei(ovcr r,p6no.'Eyer 6vc vi:o 06po noo 6ev 61er Oepanr{ o16o11 pe ro
np<oro. All,a to enovcrlcrppcrv<ipevo pcrorr6 podpo too v6oo 06pcrtos eivcrr otqv
rpcrypanr6trlra crptptrx to 6eoteper.rov, crvctonxnrd olvo6eonr6 potipo qs app1s,
ro onoto torpa 61er cvoryroOei oe npotetov.'Etor tc 06pcrro tcov 6rio tplpcitcov eivor
ouv6e6ep6va, xcrOc,ls 61oov rorvri npo6).ei.ro1 on6 to or.rprlelpcr rot ruptou 06pcrtos.
xr4v enov6r0eorl roo zprotou rpripctos 11 tpognftc voorcl.pra roi(et cq pel'ofic, pe

ouvo6eicr cno tts ondl,ornes rpopn6tes, tpopnovta, rotrpno rcn trlpncrva. To (ulrvo
po(i pe rcr 6^y76op6o ol,or),r1p<ovouv to 06po. H enar6)"ot€q r6vto eivar nol,utovrrcit
6rdQrovl ror mrp1.

IIV9. To Nepcrvt(oQi)"qpcr, oe l,ct etrdooovcr. Andantino ritmato - Allegro - Andantino -

Allegro Andantino - Allegro (1936) [nporn rcyr6opta ryoypci$non]
To Odpo pooi(eror oto oporvtpo Eqponrd tpoyot8r, oe puOgti Kclapunavou. To

tpclor.r8t ppioretcn orrl ool"l"oyri Apiav, 6nou erioqs unrip26er rovovri tcrpcr)'Lo11 tq:



i6ros peXo6tcs oto tpayoo8r H llana6ono{).a. Ito Xop6 o lrcrlrrotos ovoQ6petcr rcn
otts 6r.ro our6 rclpcrl.),ayis, ravovtas p6poro ns 6rr6s tor pt(rrds eneppooers. H popQri

6Xer oplpo crpyot - lpqyopou. lto rp<oto tpr'1po o I'rcrk<otas lprlotponorei p6vo tq
otorlerobl np<,ltq Qpoorl tou np<rltotunot (6vcr 8ipetpo tuplvcr not enavolapprivetcn
6ro Qopes). Tqv tpononorei, c),),ci(er rov po0pd urc6 718 6e z/4, 1\v napotord(er ox
"npoqyoupevrl" (mtecedent) Qpoorl rcn npoo06cr prcr "en6pev1" (consequent) 6rnci rou

Qpclol. To 6),o 06pcr rcri(erct ano rcr nveuorcr, oe artrrdoQcrpc qpepius rcx,r clnl,6tqrcs.
To 6y1op6o onovroov oro enordlotOo Allegro, oe p6rpo 7/8, ncrpooorci(ovros plo
evepylrrri ncrpol,loyri rol nprororunor rpalor8rori. l,o erdpevo rpr(po ra lrl.rva
nverots, pe o6l.o 6pnoe xor Qoyrdro, opli(ouv ptc v6o, TprQepo erQpoonrrj 166o.
Op<rx rolpo r'1 "er6pev1" Qpclorl eivor n opln ror rupiou 06poros (pro 6ra6trooio
avdorpoQq ond dn oro np<oro Andantino), pe evappdvrorl "yeporrl Qovrcoia. Ta
ri^y26op6cr emotp6goov IrE 10 Allegro7lS, ttbpa oe on6porpo nrcviorpo. To rpdxo opyd
rprjpo encrval.oppciveror ond 6)"q trlv oppjotpa pe np6o0ero ypdpa an6 rapncives.
Kcr0as to rpripcr aut6 repr6ler p6vo rqv apyi tor npot6trnor tpcryou6rori, r'1 6er-lteprl

Qpriorl tor AllegroTlS ezrotp6Qet ocxv (oqpr1 ratril.rl[1.

IIU10. ApKo6lKoo, oe ool. pei(ova. Moderato (1936 t19491)
To 06pcr eivcn tou lraLx<oto ror 6ev 61er o266oq pe tq blponrri pooorxr'1. fr'orrd o
Kootris Aepept(tis !n60eoe otr o titLos unovoei prcr pu0ol"oyrr{ r66a, raOros 11
Apro8icr 0eorpeircr pr0o)"o1.rrri 11 r6eat1 1tr:pa trov poorov, r-rrd0eor1 lrou unoorlpi(et
o loportr ipcrs to l  Xopor i .  Or pr<i l .es,  pc( i  pe to Qoyrdro or1 rc i , ro orrc ipa,
napororci(ouv ro erpqvrr6 06pa, to onoio neprpril,Lercn crnd oryov{s ouylop8ies orcr
(rLrvo zveoorcr, oe ncrpcrl"l1l,1 rivr1or1, ror nrrotrciro otcr 6y1op6o. To Btol,rct
ncrpooorri(ouv 6ertep1, ncrpaL),cryp6vq Oepcrnrl 6x0eoq. Or pr6ks (envor-rv prcr rpitrl
6r0eoq, nou 6rordntetor  cncj  6va p6rpo pe lpopotrr r i  c ivo8o ouylop6rcov oe
nopo).1,r11,r1 rivqorl. Arlr{ o6rlyei oe orjvtoprl, petarpozrxri Oepccrri 6r0eoq ora
Trverlorq, nou Q6pver nalr ro 1p<,rpcnr6 ooylop8rord podpo. H enovcrlqnorl e(61,r(1
cot poripou cn-r(over oe 111nrr1 ror bpopottrrl 6v,rco1 rcn o8qyei oe pra v6a 166o
ota lciLnvcx,. To enero66ro torv 1o),rivrov (ertvc lclpoupevo, ol,l,o oovtopc yiverat
rcol"urovrrct 6icQrovo pe prc ole8dv ocrp6dvtcr cx,ppovrrri to;6ur1rcr. To 06po t<ov
lcr l , r ivorv anorel"e i rc l r  onci  ouylop6ies oe ropct l , l ,1 l1 r ivqoq,  c ipa {1et
p€too1lponorrrrl o16oq pe ro nporlyor-rpevo poripo ouylop6rorrls rpo66oo, ro onoio



6Xer {6q oroootei oro ouvo8euor<i g<ivro rrls aplris. H enov6r0eorl o611ei, pre
ponprrl e(6lr[1, oe prcr ],rprx4 r6vrcr, pe tcr 6y1op6a pdvo or napcrllqlts or.rylop6ies
po0proio "6roLuovtc,r" oe eniXoyo nol, xagros oBlver, luver 61,:s tts npoqyor.rpevas
evtuoers and ro enero66to t<ov lcrl,riv<ov.

IIV1l. MeooloyyinKos, oe l,o el,aooovo. Allegro (1949)

Tc 06paro rou Xopou eivor too Lrol,xolra. Ito rr.pto 06pa ucrplotv rponrr6s

nordrltes, ol.tro yevrra dp otyrerprp6vrl o16o11 pe q 6qponr4 pouotr{. o Xopds

6xer peyalrl prOprrrj (c,rvrdvrcr rcn "crln6corr1", r'l ekueepn 8rpeprl 6opti 6ra6oltrrov
enerooDiov.  Tncip louv rdooepers 6roQopetrr is  r6des.  Auo eivar 0epotrrc6s rar

epQovi(ovtar ouvel<ipeves orlv rovrrri to rupro, veup<o6es 06trr4 ror uotepo ;lro
cvo6rrri-ra0o6rrri Qrlorlpcr, oav rLipcxo, orcr rpopn6vrc ncrv<o crnd 6vo poOtrlrd
poripo oto rdpva. or 6to o),},es eivot 6erreper.rolo€s Kcx,t petopottrr6s. Qorooo

urriplorv yevenxis rcn ponprr{s ouyy6vetes peto(u rov rbe<,rv out<ov. EnrnMov prcr

trlxp4 ovcinru(r1 Tot rupiou podBou rotr npo:tou 06paros ouv8eerot cQrlp4g6vcr pe 14

Qrloopa rorv rpopnovrrov ror rr1 prlpanrri trqs rci0o6o on6 to Qcr oto l,a.'Iotepa un6

arrd q releuroio, petoparrrl r66a eivat 6va loper-rnrd poOprrd opipcr, pe or.r6on6,

orc lclrrvcr. H enav6r0eoq tov 6uo pootrr,rv 0epotov yive,or pr cvriotpoQrl oetpd

rar nopcrl,),cryp6vq opllotprrri uQri. To olrlptcr pe tqv ovdntu[q rou ruprot portpor,r

ernorpdger ox rcrrcl,).1[r1.

IIV\2, Mo(orltos (Xelfiovdn 0a yevrb), oe o6). e)"oooova. Allegro molto vivace (1949)

Itov releuroio Xop6 lp4orponoteirdt ro rno otorlero8es 6oprrri 6lpoord tpoyou8t
(onci rn orLl.oyri Tpayou&a rqs Poitrtd.4s). To tpcryori6t etvcrr dvcr crplcrir<i,

erovcr),appcrv6pevo pe),<obtr6 rr.rttcrpo crn6 tpeis p6vo v6tes (vto, pe, ?to). o Ma(atxros

eiva,t l,crir6s Xop6s 6roo or lopeot6s nvouvtot rovtti o 6vas otov <il,l,o. o xrol'x<rrtas
peropopQ<over to cx,pretci, eoOutrro np<lt6tono tpcryor-r8r oe 6vcr tol't opprlcr6 Xop6. H
pel,o6ia e6o epQovi(etar rrr np6o14pa ror o trratrrotas ev8raQ6petor va aolo)'r1Oei

p6vo pe 6va otorleroSes encrvcl.lnor6 tpontr6 potipo. H ovclnru(r1 tol 61el ypopprr6,

Xpropcrnrd, 6lvoptr6 lcrpcrrtrlpo. o lratrr<rrtas ovtcrnoxpivetor ot1 otcrtrrl $uot1 tott

poripou napol,l,ctooovtos ro yrlpis petcrrporio, navtote p6ocr otq prrpl pel,ro8txl

6xrclor1 too nprototunou rar ncrpcp6vovtcts o1e66v oe d)"o to Xop6 pe 6pQcorl otrlv

elc iooovo tovtrr i  oryXop6ia.  H popQri  d26er 6tpep6s oI{po.To 06po-pot ipo
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ncxpouoloq€Tol K(xl 7!op0l"l"cioo€rd1 ?rcxv(D os ooTrvoTo tol) plepo{ K(rl '[ns rovtKTls
ooy1op6ios. H oppovia crl,).c(er ooorootrrcx, privo oto percrpcrttr<i ndpcropa nou
oov66er ro 6lo rprlpcxrcr. H or-rvepis enovoLrlyl, r8irrx oro 6eotepo tpripa torl Xopou,
blptoupyei ou(av6pev1 6vraoq. Aiyo npiv t1v tel"rrr1 encrvdl"qyq (eora (oQwrcr pto

zrolurovrrri, r6roirepcr 6roQowr'1 ouylopbicr pe nol),arl"ri )..erroopyio 6eond(ouoas, nolr
emteiver ro cvcn6qelrro Tqs otacrls elciooovos tovrxris, 6no0 enov<rr to np<otcrplrrd
06pa crxorilercr pcr re).euroia Qopc.'Onox otous Xopous v4 Krr,rIllJ5,4 td"eoraia curq
erDoyi rou enovcrlqntrxor 06pcrros eivar o np<ordtrrnos oron6s oto 6rxd roo pu0prrd
op'ipa, er8olrj ror,r 6pletor os cror6Xropo t4s lpo4yor-rpevns e(6lr€Is rcrr o8rlyei
6tvc4nrri oro r6l,os.

Ap1rrfu Kcxl crvceerrlpqp€ves TpcQ€s
Or ovc0eroprioe$ ro)v Xop<ov or1 beutepl Kor r1v rpirrl lerpd eivor ouXvc rol,rj
6ooro),o (ol,l,o 61t a6ovato) vcr avoyv<oo0oov, rcrOos eivcn np6lerpa olperop6ves, cm
rcn xcrroypoppdves, pe pol.upr ncrvro oto ypopp6vo pe pel,crvr nporr6trno 1erp61pcrQo. O
XroX,x<otas ole6icroe os crvaOeroprioers l,i1o npiv tov npdopo 0ovord ro! ror 6ev
npdqtcroe vo ypdryer prc ravovrrri zoporor-lpcr pcil"rotcr or cxvcrOeopqp6ves lerpis II
ror III tov Xoprov eivcr q povaDrrrl rupi.nrrooq 6p1ou rou Xrq,},r<rlro nou 6ev oro(eror
oe xcr0cpct ypopp6vq ncptrroripo. To 1e1ov<is crtt<i, ertds cnti rerpevol.oyrrci
npopl.ripctcr rol npdner vcr enl.u0oriv, 0o propouoe eniols vcr eyeiper xcinora
epotripara T1o ro clv ot ava0eopqp6v* ypaQes eivcn ror opronrts dpox oroo8rlnore
or olpetrop6ves crvoOerrrprioers epQcrvi(ovror rlripers, cioov crQopci ns npoQoveis
npo06oers too otv06t1. To eopos rcr to ei6os tov avcr0eoprioe<ov notrill,ouv
oqpovora oe rci0e crvaOeopqp6vo Xop6. Or crvcr0eoprlpfves ypaQes 6ev eivor novra lno
emto;64p6vas and ns aplrxts, pdhota nto oolvri nponpdcpes eivcr or aplrres lpoQes.
Aoo Xopoi ot4 Ierpci II ror ci),l"or 6oo ocq lerpcl III 6ev 61oov crvoOerop4oers. Irols
ril,)"ots Xopous or ovoOeoprjoers rupoivovrcr crnd el,riltotes ror neptorcorcrxes o:s
ar6pq, oe r<inotes neprnrooers, o)"orl,r1p<ocro [avoyptippo too Xopori. H cvcrOe<rrpr1or1
oQopcr rupior tqv evop;6riotpoorl Kdr. rrlv rQri tor.r roppcrctoo (o16o11 crvcrpeocr oe

Qolv6s rcn reproles "per(iotpcx, 6rcrQoporoiqorl rl npd0eorl orvo8euox<ov otorleirov).
Ary6repo oulvo 11 ovoOeorpqoq pnopri vc npoerteivercn oe roOe crl,lrl nX.eupc trls
ouvOeorls' pel.roOrr€s rpononorrioers, ol,)"a16 r1s cr,ppovias, np6o0eq cwdoo(r1, ordp1,
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o€ 6!0 Trsplrrrrroers, tpononoilorl rou popQoloyrror opfpctos. Ie r6vre Xopoos -

tspd IV3,5,6, 11, :€1pd IIV2, or ovoeeoprjoers crQopor.rv pdvo nrproroorards alloyb
t1s evopp'1otporo1s, ovdpeoo orts onoies 1 crvciOeoq oe al.Xa 6pyovcr Xilov oqgrirov,
norl eivor o1e66v cblrvarcr crrd relvrrrj ctroyq orlv rporl 1poQr1.

Ie crllous ovo0e<oplpwous Xopous 11 v6o evopTgriotpool (p€plKri ri rl,r1pr1s) eivar
ouvrjOors po(rr6repq, pe leproo6repors 8rnl,corcoporJs opyrivrov rnr np6o0eTcr pocprxct
ororleic otrlv uQri. Ee oprop6ves neprntcooers r1 v6c autq evoppiotporq rcr uQri etvar
on6trurcr oncrpoirqrq, 6nos ororx XopoG II/l rcn trVl2.'opors, crv Ko1 or avoOe<oprlgives
evoplqotpooets eivcrr rrovonorlnres atrovopc, oulva ot rp<otes 1po$es eivor nro
DrcQaveis rcr yevrrci ro),ttepes (6ntm eniolls Kol oF npos to rcprpdl.Xov rots p6ocr

orov xrirl,o). Ouorro8ers ol"Xclis oe evoppiotpoloq rar uQri oqpcivouv avuOeroplol
tqs npoonoxqs ev6s Xopou, nou nrpr),crppciver crllcy6 oe pel.o$io, crppovia, crvciocr(q,
8rvcrprrl. Axprp<rx orors Xopous pe r6rores ouorc'r6ers cvcr0e<rrprioers eivcn ouvr'1Oos
6r-rvor6repl 1 npolq lpclQr1. Errlv lloypaQnon crc4 mprl,oppdvovrcr or ernol6ocpes
ypdoss. oploFcvcs oe nporrl 176oypcor1o4.

lerpci II
IVl. lrpros: rporrl (1936) lpag{ otrlv qXolpciqloq.'Evtero p6tpo olrlv oppi tqs
enov6r0eoqs 61oov crvoOe<op10ei, pr rrlv crQcipeoq tqs 8rciqovrls cvrroorttrrls ypcrplrrls

ota 1op1ld ldXrrvo Kc1 tnv tpotipqol uQls nl,qor6oreprls oe erefvrl rrls cplg4s tou
Xopou. H npror4 ypoQri 61er peycrl,utepq rprorottrnic rat 6pcr,pcrnr6rrltcr, evor eivcrr
eniols rolupdteprl 6oprrci, <os e(6),tlr'1 trn<j tts apo4youpeves 8rogorves crppovrr6s
6ro6o1is KC[r rpos cs 6rdQolves evtooers rou t6],ots.

IV2. XrQvaros: nporn (1936) ypoQl otrlv n1oypcQnoq. To rporta ento p6tpo 61otv
crvcr0eroprlOei ro od),o rl"crprv6to 61et crvnrotcrotsOei std to npota proltd, 6vo
rpdoOero 6pnoe 8rnl,crorci(er oe enavrrl ortdpo pro lopql,6cpq eooteprxri lpcppri oto
beurepo xloprv6to, oprop6vcr ctl.l"o 6pyavcr 61otv npooteOet. H clplrrrl ^ypctQd 6let
plol,riteprl $peorci8cl ror neproodtepes avn06oeu, ev<o eniorls otrlv ava0e<opt1o1 to

tiproe 6rlproupyei prl lKc[vofiotnrlxr1 o16o11 Qrovov pre trlv tpopn6tc.

IV3. Aupp - oDyTb 0c oqr<oOro: ovoOe<opr1piv1 (1949) ypdQ{ otqv qloypoqqol. Ktpiors

8eurepeuouoes 6taQopes evopXqorp<ooqs uQiotavrm peccr(t tolv 6lo lpoQtov. To o6l'o
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rlls dp1lis, ,roD orrlv rporrl TpcrQ{ eivcn porpoopfvo ovripeoo oe Qcr6dto rol xopvo,

61er pe peyahrrepq emorlia ovcte0et ptdvo oto Qcyrdto otqv crvcOeopqorl.

IV4. Nlorornros: 6ev 61er ovcr0errrplOei.

IV5. B),d1rros: uvo0eroprlpivq (1949) ypsQi otqv l'lxoTpcrQrloq. trnv cvoOeroplol
r,rncplouv prrpis mprorcrorcrrb 6rop0ooen evopplotproorls, fiou rcprl,crppcivouv t1v

o),),cyr1 evos Ul rlpoKtrKorr onpttolr oto Kopvd..

IV6. Maripo fepevi: crvcr0e<opr'1p6vq (1949) lpoQtq ottlv tlXoyptiQt'1ot1. Xrqv ovaOedlplo4

unctplotrv rotru l,iyes Delrepeuouoes ol,lrrles otlv evopXlorptoorl.

IV7. Ko0rotos: rp<orn (1936) ypoQrl otqv ltoypoQqon. Xtrlv ovoOeolptlol woplottv
oprop6ves or'lpovnres otrlay6s oto tprlpa to\ Andante moderarc, r.ov rcptl'appavouv r1v
rpooOeol ovriocr(1s orlv appl pe eooxeprrri pipqorl qs crv<o Qrovrls, rcrOox eniols
xcrr crl,l,cyes orrlv evopllorpoon otl ouv61ero. Av Kcr,1 or o,l"i,o16 11ouv ral,ci crr6
€voplnorporll(r'l clrovn, 1 crvriot[q rar 11 o16o1 rorv Q<rrv<rrv 6ev eivcx,t neronres. H
crpprri ypoQrl eivar ro]"1 rno 6r-rvctrj.

IV8. Xtonros: nporq (1936) rcn avo0e<rrplpivn (1949) ypoQri otr'1v nXoYpsQnoq. E6ro,
srrds ond orlpavnr6s cr),),cr16s orlv evoppiotpoon, o lro)"rortos cLl,ci(et tqv
eroayroyri, (ertvcovtcrs pe to opprd podBo roo 06gcrrot orcr proLovroeLc xcr tc
rovrpcrpncroc oe v6o crppovtr6 neptBcrl,l,ov. Apy6cpa, or,rppetprrc, to 0epcrnx6 aotd
podpo oe pro nopayoryq gpriorl npootiOetcn ncivto cnd ns 1611 usrordprves Tpcrtrpds
oro eneroo8ro oe pe elcooovo. It1 oov6Xercr 6vc pu0prr<i podpo nrivc,: crn<i to
0eponr6 trrodBo axol"ou0ei ot4v rotri),qlq. H v6c er6op1 eivar Qrtcrypevl pe rdXv1,
dpor q rpcorrl ypcQq 6xer peycrLureprl popgotroprl Qpeord6o, roOcx ro enero66ro oe
pe eldooovc 6ev ene(rlyeirot op0ol"oytrci pe npoQcwrl, tp6o0etq Oepcnrri eznBoXti. H
aplrrn ypoQl eivot eniorls oplqotprrd 6rcrQcrv6oreprl (6ir,ls 8ratlporvtos o1v euOrtrrq
and8ool tor-r 06trrotos pe nrtorrrito 6l"rov ttov eg6p6orv, 1 onoio otqv avcrOeoplo4
rcx,),unterar crno 6rnlcrorcro;rous rov (ril"rvrov nvelorov).

IV9. Tociprros: op;6rrri (1936) Km dvoestoprlp6vn (1949) ypcQri otrlv lloypcrQnon. H
ovoOeorprlp6vrl ypoQ{ elet ro},}.is 6roQop6s otlv evopplorpoon Ktrr 61er (crvalpcrQtei
oe orlpovnrd pa0p6 ox rTpos rrlv uQri, ol,l,ri ror ronores pe),0:6rris rar oppovrrA
ollcyis ro r6l.os too cplrrotr, rupior 0ripotos orts Br6l.es eivor l"iyo ol.l.oyp6vo rar
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op6oors llorepo Frc[ n)"ooor6rspl, TnKdvoKq oppovrKrl Ercr6o1r1 epQavi(etcrr ora xdpvo -

otrl.oy6s nou orppoivouv eniols orc clvriororlc oqp€io orrl ouv6I€ro.'olros n op1rKri
ypoQl eivor oe 6vcr optop6vo po0p6 nto oQrlto8ep6vq ar6 poctptrl rar 8pcrpcnr{
&royr1, rc0ors o' crotq npcxer.lov crvcrncrortro podpo oror,ryercn oto €fielo66ro p€ To
o6l.o prol"i (6ev unop;6er crvriotorXo otrlv avcOeoprlon) Kor 6tor otvbttr toltp6tepa,
xor oe oTrdotool pe tnv Tel€oroicr ropuQtoo4 oe op2llotprrd tutti, orol) erei to
rporreuov cnrto poripo 61er cvdororlo rcrr evtov<itepo p6l"o.

I I /10.  ETr l rpcrr ld(ros:  opXrrr i  (1936) ypcrQi orqv l loypctQnoI.  O Xopds dler
ol,or),rlponrri €rovevopllof,po0ri orlv crvaOeroprlpdvl ypaQn (pdvo t6ooepcx an6 tcr
erot6v ocpcivrcr 6vo p6rpa roo 6ev i:1or.rv ol"1"o10ei). Qotdoo otq 6eucpq oDq TpdQti
or ol,Idy6 otrlv uQri ror cts neprolts, opropdves pel.o$rrts 8top0trloers oe opycrvrrb
ypoppts rcr 11 o16o11 t<ov Qrovrrlv percr(u rous 6ev 6rrarovovrsr ncivto.

I I /11.  McrKe6ovrx<1s:  opl t r r i  (1936) ypcrQ{ orqv l loypciq lon.  Mto to} , r i  prrpr i

neprotcroraxl 8rcrQopc unapler orqv avooeorprlp6vn ypcrQn. onou o trra)"roltcs. 1'tc
Lilo pecpcr, oLl.ct(er evopllorp<oor1 oe 6vo oqpeio 6oopt6vo oe noll yrll"ri mpropi oto
r6pvo xcn ro 6iver otrlv tpopn6to. H crpXrrri ypc$1 eivot enrtolAoteprl.

IV12. Ile),onovvlororos: 6ev 6Xer ovcr0ecoprlOei.

Ierpci III
IIVI. Xorocrv6s: avcrOeoplp6vq (1949) ypoQtq otqv lloypclQttott. H avcrOeotplorl,
o8rcrpQroprirqrl Feldcoon oe o16o1 pe tq rporq ypcQri, 61er epnveuop6ves, eri p6potrs

al,Loyb otqv evoppiotpooq Kol qv tQq, on<,rs to Xo,pd,KxnplorlKd crvo6rro podpo

otc, rdpvo ocqv crpl{ ,rou Grrcrvto, p€ cvtrrcroq otnv svdpKrqptcr QcxvQopd otls
lpoprlrI€s Kdr Td rpouftovt0.

IIV2. HnelpoflKos: crvcrOerrrplp6vn (19a9) lpcrQri otqv 11oypclQqo1. Mtrp6s, peprr6s

ol,l.ayes orqv evoplrlotp<,r1 ppiorovtcx,t oxnv ovcrOe<rrpr1oq. ltn ypaQn crutrl 6y1op6cr,

crvti yro rneuorcil dnr,r otqv apltxri, orvobeuotv to evcrpxtripro o6)'o $IdoDto.

IIV3. K),-6QrrKos: 6ev f:1er ovaOeopr10ei.

I I I /4.  Mapropr i  poo,  Mcrptopr i  pot :  crp26trr i  (1936) YpoQn otqv 4loypciqnon. H

crvoOeoprlp6vrl erbopj 61er ol6re)"c (crvoypcrQei, pe crllcrlb oe evopplotp<ooq, tQ1,
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dvrio'ft|I, po0plKri oyoTti. Td rplipdtcr Prestissimo 61ouv ovcrcrtcrotaOei ond pra

ril,},1 enetepyooia pe 8raQopeorb Oeponres 1paQ6s ror appovicr, ra0crx xcn 6p t6oo

Tpriyopo po0p6. H crpprcri ypoQtl eivor o6ropgroprjtqca nto enrtrXqp6vrl, 6rox yto

napa8erypcr ota rpriparo Prestissimo ri otq 8raqavq trp1n pe ro 6y6op6o' eriorls
rcinores neprorooror6s ertpolis on6 rp6o0et1 avtiot[1 p€ prp{oers otqv ovc0eopqol
6ev eivgr crntil,urcr ftnorlK€s.

III/5, Kdrt<o otor Bdl"rou ta 26<oprd: dpr(rKi (1936) yptrQri olnv qloypctQrloq. H
ovcOecoprlp6vq er6o1q 61er ol"oxlqponrci lovayprxQtei xat erdoqs cr),),ci(et pr(trci to

lcrpcrolpcr rqs crpprris. H po(rr{ evoppiotpooq, or cr},lo16s 6uvcrprrls rsr rdnor<ov
ou11op6r<rrv orqv oppovio 6ev eivan 16oo ernrulqp6ves oe oriyrproq pe to rprordruno.
Enioqs to popQol.opr<l olrlpc 61er al.l,a2g0ei, rcrOos 61er npooreOei plo da capo
enavct)"qyr1 tor apltror-r Moderato, nou cryvoei t1v o1e66v ctrncrotq, rpoQq, e[cripetrl
oupperpicr rrp rrrpcrias opltrrls popQris. H 6erirepq er6o;6r1 eivor oro nl,aior6 qs xcrl,1,
ol,Ici 11 cppxr1 eivcr roOopri nponp6tepq.

I I I /6.  MoK€aovrrds:  cpprcr i  (1936) xar avcr0e<opqpdvq (1949 t7rpo)TI  ncryrdopto

n1oTpdQnonl) ypoQtl ottlv nloypdQnon. Ot 6uo lpoQis 6rcrQ6pouv crrorl.sroorc orrlv
evoplrlorprool, rupio oro 6tr ro oortvctro o'1s cipnos nor 6torp61et ro Xop6 otr1v
op;grrri ypoQri 61er 6o0ei otqv avoOe<op1o1 oe 6rciqopa 6rcr6oprri 6pyovc - rnrorrdro
ey266p6ov, rpopn6res, rpopndvro, 6pnoe xcrr r6pvcr.

IIU7. Xronros: crpxrr{ (1936) ypoOri ornv nloypdglon. H ovcrOeoprlp6vl 61er oe
oprop6va oqpeia nurv6tepq evopplorporrl rclr rQrj, dp rdoo emro;61p6vq 6nors oclv
apprf ypcrQq.

IIV8. KMQcxos: crpprri (1936) lpcQri orqv q2goypciQlorl. H crva0eopqol 61et rctl.r
pcr(rx6tepr1 evoppiorporq, pe np6o0erous 8rnlcoroopous rcrr cLl,ayes orqv tQr'1, tor-r
6ev eivsr t6oo nerocrr6s 6nox otrlv clppr{ 'ypaQr1.

IIU9. To Nepcvt(oQil.1po: crppxrl (1936) ypagrl orqv qloypaqqoq. H avaOeroprlp6vrl
ypoQ{ 6Xer lovaypcQtei o},ox}.r1prottxo. Or c},},cry6s eivcrr peyci}"r1s x}"ipcrrcs rcrr
neprl,crpBdvouv petcpoLis tqs appovios oro npoto tpripo, t4s 6opris, too prixors ror
ton loportrjpo ttov rpqpcir<rrv Allegro, iraQopenxri evoplriorporon r.t.I. H 6enteprl
ypaQrl eivar pelol.rirepq rcn rdoo 8taQopeorrl on6 t4v opltrri, oote o Xrol,rtoras 6ev
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pTropooo€ vcr rrlv ol1psrtoo€l rovo) ornv Trpor6TDrrn ncxpf,rxotpo l(m 6ro.1 eivor 11 pdvrl
crva0eropqoq rroo €ivcn cve(ciprlrcr rar rcr0apd ypol,lp6vn. To otrjl, rqs oupQ<ovei
neproodrepo p€ ro r€la)Toio veorl,aorrd 6pycr rol oove6rl.'E1er eniorls otlpovrlKd
pa(rrdtepq evoplriorptoon, r8rcritepa orc rpipcrro Allegro. H crplrrri popQri eivor
ouvol"rrci rno eTnrlr(np6vn.

IIV10. Aprobrros: 6w 61er ovo0eopr10ei.

IIVll. Meool,oryicros: cxvc0eoplp€vn (1949) ypcrQrl orlv q1oypaQ1o1. H crvcr0e<opq;r€vr1
ypoQti 6;6er ol,oxl,lpolcrd lovoypcrQrei, trre nro yepcirrl evoppiorp<rro1, opropives
tpononorrioers orn 6elrepn Qpool rol npcorou 06potos, 6roQopecrri lQrj xot oe
oprop6vo olp€io svtov6tepq portprrri ouvobeio. H rpcorrl ^ypogri 61er no),).es operes, ov
rcr  q cx,vcr0eopnFdvq TpdQTi,  p€ nl ,ouorci repo r i lo  ror  peyol , r i r€pr l  ponprrr i
8pcrotlpr6rqta, eivcn rsro 6uvaprr4.

llVl2. Mo.l,oy'cos: cvcrOeoprlp6vl (1949) ypcQri oqv nloypdQnon. I'rqv ovo0e<opr1p6vr1

TpoQrl o lrcr)"rdros rl,oud(er tqv evopyiotpo)ol KCn trlv uQq, npiors oro 8eorepo

;r6pos rou Xopou, 6ror np6o0eto r6pvo orrl Oepatrrrl lpcppri ror XpolpottK6s Qryoupes,
7!o! evolloooovrol olo (ril,rvo rcr rcr 6y1op6a, olppdl,)"ouv orrlv orlooalperlflKri
€vrcon ?o! Xopo!.

EI'A|O|H fIA OPXH'TPA "H EIII'TPOOH TOT OAT'>EA''
H Etoayoryri yra oppiotpc eivar dvo an<i ro peya)"ritepc otpQorvtrci 6pyo tou
Era),r<ota. Eivar enio4s €Tnor6Toopo trls e)*l0ep1s, p"rj oerpcrlrris, bro6ercrQOoyyrxris
olve€flKns rou pe066ou. To 6pyo ypciqqxe 1up<,1 oto 1942. Lev roix,nKe 6oo (ouoe o
olve6rns rcrr r'1 npep#po rou 6601rce ro 1969 (IupQ<ovrrri Opplorpa toD Aov6ivo! p€

rov'Avrol Nropdt). lro lerp6ypaQo o tirtros etvar Erocyoryrj yto opIlio,po (ypapp6vos

orcx yeppovrKo: Ouvertiire fiir Orchester). Ie reipev<i ToD y1o to 6pyo o Xra)"roras
ouoleti(er r1v Erooy<oyri p€ ptd ole6tcr(6pevq 6nepcr pe tirXo H ExtotpoQ't1 tott
O6roota. Aut6s o titl,os, gerci ro Ocrvoto tou oov06tq, ouv6601xe 6rrcnoLoyqpeva pe

rrlv Eroay<oyrf, nou eivcrr yvr,lorri [eproodr€po ge crtt<iv, nopci pe tov pcrotKd

fipotdrrlno titl,o. E( arriqs to! pr1rolls xor to! oulrqowKou lcrpart{pa tou 6p^yoo o
nrlvos Zup\avia oe tva ptpos tot eile eriorls ouOoipetcr anoEoOei, oltro o titl,os
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cx,!x6s, fio! 61er oolvo lprlorponorqOei, 6ev eivor cr)'qOrvos.
H Erocry<oyri 61et peyctl'qs rlipaxas oopQ<rlvtrri popQri oovcitas: eupeio op^yri

erocry<,ryri, ox npooipro (Molto Adagio) - 6r0eo1 (Atlegro molto vivace) 6rjo €Ktetcrpivov

0epcrcrorv opo6ov - otlv crvatru(r1 pta e)"et0ep4, tplp€plis Qouyra, pe 6tlo 06pcrtcr ro

nporo 06pu tqs Qouyrcs eivcx,r to 06po too tr,pyori tpoorpiou oe ropcrl')"cryr1, to tpito
p6pos rns eivat pro 6rrl"ri Qouyra nol o8rlyei o€ ropuQool fiovro oro O€po too

npoorpiou (n op1rrn Qouyro eivor entdQrovl Km ofl1 ouv€l€rd livetcr eor' bo$ercciQ<ovq
otrlv ropoqorrl) - nopcil,Icryp6vrl enov6r0eol - rdvta (Presto-Prestissimo) ran eepdrlKtl

ouvoyrl pe rcr rlrprc podBa tot Adagio ran to.u Allegro. H tvocopcirorrl Qouyxm ox
avctnrl(r1 oe popQri oovcttcrs ctrcotel"ei IopdKrqprotKri r6rcrrrepdtqtc. H popQti

uvT cx,norpivetor otov nlooto t<ov t6erov, rcr0<os enioqs Kot oto peyolo eopos
ouvcno0rlpcit<ov. H Erocryoryri 61er trlv zno ertetcrp6vl popQrl oe 6va pepos oe 6Io to
6p1o ror.r xrol"x<ors. M€ rlv Erocyroyti o lra)"rotas Qaivetcrr vc npoerteivet prc

oupg<,rvrrr'1 YpdpFn no! fipospxrrar cro t4v uor€popopcvnKn tnoxn rpos rn pouorr4

rou 20o! or<rlvo ror trlv 6o6ercrQ0oyytrrl crtovrr6trltcr.
To 6pyo eivor evrunrrrorcrci evopplorpo4rdvo, pe npooolnrrd oQos. H rapntoupo

eivar r8rairepo arcrrlttrrl telvrrcr. H oppiotpcl neprl,crpBcrver 3 Qlooutct (rar ntro),o),
3 dpnoe, cryyl,rr6 r6pvo, rlaprv6to nixol.o, 2 rl,crprv6to, ptcroo rlaprv6to,2 Suyr6ra,
xovrpa-Qoyr6to, 6 x6pvc, ropv6ta, 3 tpopn6ces, t6ooepo tpopn6vra, toopncr, nipnovo,
rpouotri, toe),eoto, aprc, 6y1op6o. Ar.ro ptcioo r6pvo neprl"appctvovtcr otrlv opo6o
r<ov 6(r rdpvorv. aev eivar oiloupo cr eivcn aut6 to puotqpro6es, ef,cQavropdvo oripepcr
dpyovo, ro onoio o lro)"xcoccrs (1td eniols oro Kovto6pro yro Kovtpcptctoo or1v
aOlpooieoul pe).stq tor "Te1vrrr1 r1s evopltlorprooe<rrs" tncrplei pdvo prcr nepoonrl
trvaQopri oe crur6, 6rr eivar oiryy€v€s pe tqv orroyevetcr qs toupncs. trqv nr(oypoQlo1
to p6pq r<ov pncrorov r6pv<,lv 61ouv nurytei pe roripres Bcryrvep. H op1lotprK{ fpaQl
eivat r6rcritepcr nl,or.rorcx rcr 8ovotri oe qlqctr& err6v€s. xro relvrr6 reipev6 rorl T1c[
rr'1v Erocyoryrl o lrcal,rcorqs ovcrQ6petor oe 6vo eneroo8ro, oro t6),os trls rp<rrT1s
Oeponrris opcibas otqv 6r0eo1 rou 6pyou, droo "trua oapct ltoriBav, ta oroia eivan
rapptva ax6 rc xpoco rcopto 06trta, neptypciQouv, i earypaQi(ouv Starptard,, 1na orc1w1
6tioous, trre nooLtri noo reLat\o{v rat d).).oos tiXous un6 q Qior1" (ererodDro pe odl,o
Brol"i ror nirol"6).

H Erooyoryri eivor ypcpp6vl pe eleuOepl 6<o6eroQ0oyyrxrl p60o6o, DrcQopeorrj crr6



rq ooornporlKri, npooornr{ 6<o6ercrQ0oypr{ p6eo6o torl )xcx,}.x<orcr pe t1 lpriorl
opo8as Dco8erclQeoy'frov oerpov. O )ro),r<oros 6ev 0e<rlpouoe 6o q undorcrorl evds
por.rrror.r 6pyou arorelci rapciyrryo pros oQnplp€vls, npounciplouoos, 6o$exoQ0oyyrrris
oerpcrlrris 6ratc(qs rovrrorv uryov, ol,),ci geopouoe avriOera r4v 6<o6ercrQ0olyrrr!
ctovrx<ir1rcx, ox v6cx, pouorrr'i yl,<ooocl rcr ncivrore lpnorponoroioe trs oerpes o:s
0epatrorls rruplv€s. lutri n cvdl"rlyq epQnvi(etat oe oproKd paOpd oqv Eroayoryri.
Or 6o6erriQ0ory€s oelpb 1pr'lorponorouvrcn xciOercr, oe ouprlrlpoponKo p€l.o61Ko Kol
oppovlKo e7ri7re6o, rl opr(dvnc, oe xcnoras 8oSertrQ0o'ryrr& !re),ro6ies, 6nox to 06pa rou
npoorpiou, ri to nipro 8eutepo 06po tou Allegro. O crpr0p<is trov oerp<ov notr

lprlorponorouvtot eivcrr el,cu0epos rar cneprdproros, rsOcos o oove6rls 6r'lptoopyei

Qpcronr6s rcn oppovrr6 povri6es rcrrci t4v nopeic rrls orivOeorls. H Erooyrrryrl 6Xer
ncrpo8oorcrrcri 0epanrri 6opri rcrr appovrrri orivtcrtrl, ol"la 6),cl yivovrcn p6ocr crnd trlv
elerOepq lprioq 6or6ercq0olyrxrov ouprlelpcrtov. Or oerpds erovepQovi(ovtor p6vov
rcrOcrrs or Qpcioets, to 06poto, or orryop8ies nor.r oled(ovtot pe oot€s encrv6plovrcrr
p6oa ocq popQrl. H ouvolq roo 6pyou npcrlpotonoreircx,r pe pooprrb rcr Oepcnres
pop$ol.oTlKis 6rcr6rraoies (rar 6p ge oerpoirrl oplcivroorl).

O lrnl"rrrrtcxs letpi(etcn pe r8rcriteprl $c.vtcoia to" 06pctc rar ns oerpb to!, dfto)s

Qcrivercr yto ncrpoi€rypo ons ovoTlroKnKis e(eli(ets, otrlv ncpa)"l,oypiv1 encv6r0eo1, 1
or lv svorrorr l t r r r i  rcopeia,  ocv cyi6cr ,  rou 06pc,os rou npoorpio l )  Kot  xov
p€rdor(npooopcov tou orrlv erocr1oryr1, rr'1v ovcinru(q Kcn rnv r6vra. Anoonciolrotd tov
oerpcov olqpcrd(oov 8rcrQopes orlxerprp6vas ouylop8ies, or oroies encrv6plovtar rc,tci
r1v nopetcr trls popSris.'Av rc,r ro 6p'yo oppovrxd 6ev paoi(ercrr crrorl.erortra oe altes,
o lral,xroros onoro8rinoc opyav<rlver trrrc "ltrtoupytrri" orovrrri appovicr, Trlv onoio
e(eper.rvo n:port6pc,r otqv percrlev6orepq, oerporrl 8eutepq 2ouita yra op)(fotpd.

o lxok<orcr-s otrlv crppl rou rerp6vou to! y1cr t1v Erocryoryri crvcQ6pet 6tr 11
olerrrl 6nepo, pe to citlo H emorpoQrl rou O|ooota onlv natpiSa roo, 6ev eile
or6po ypoQtei, ener61 to hpnp6ro 6ev lrav 6rorpo. Att6 6ev ercr),r10eueTo1 oft6 Kagicr
n111. Mnopei crn),cm va DTror€Oei 6tt o LrcrLroltas eile rdnote 6vo t6toro o166to. To
p6ye0os r1s Erooloryris - coovriOroto oe rri0e nepirtorl ytcr 6vo oulrQovlK6 p6pos -

t1v crnoona crn<i onepcrnrri ouv6eo1. To 6pyo 6ev eivat npoypcrptrrcrtr<i.'op0)s n
ertetopdvl, neprrerer<rr6qs popQol"oytxri nopeicr, to peyctl,o 6papooxd €Dpos, n
oolvieroxn nopouoio ptcrs 8uvaprrris Qoryras oav crvctntu[r1, ri q oppr'1trr{
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oyo)"l,iooq uls Presto - Prestissimo rdvto, dl'cr pnopei vo uovoortv rqv 166o tou

O6uoo6o ror neprnererco6q ernotpoQrl tou. H Qouyrcr eivor popQol"oyrr6 r6vtpo, crl"l'ci
pnopei vo eivcrr ax6p4 olpBol.rrri oqpoivet qv $uTn (on6 to l.acvrr6 Quyo, i6to ge

trlv cvriolorll el.l"qvrrri ror opr'1prxr1 fui€n) rsr mOsvdv uno61l'rover ro ototleio t4s
"0uyr"1.", rc0r,rs rar tr1 ooQri eQetpeordrlto oto npdoomo Tou nol,utponol O6too6a.

Nircos Xptoro\otjhou 2002

36 El"),r1vrroi Xopoi - Eroayoryri ('H ErnotpoQri tou 06ooo6o":
Kprorri 6r6ooq poDolKoti K&p6vo!

H Ara64pio xrol ,x<ora eroigcroe Tra rr lv  rapouoo nloTpt iSqon v6o,  rpr t r rd
entpe)"qp6vo pooorrd reipevo trov 6py<rlv. H avo0e<rlp1o1 eiroor Xoptov to 1949 06ta
noll.ct xerpevotroyrrd rpopl,ripcrrcr, ra0<m oqperolOqre trr"e proouvq and to otv06r1 (Tta

ns crplrris rcrr cva0eorprlp6ves ypaQis t<ov Xoptov yivetor crvcQopo zcrponcivol). Or
rpolyotrpeves er6doers 61oov nohciprOpa lciOq. Oprop6ves crplrrds ypoQ6s, noo
nopapdvouv ov6r6otes, nopo'uor<i(ovtor e6crl yto fiprotn Qopd. Lor(eror nl,riOos nrlyolv yto
roos Xopous. ftc To reipevo trov Xoporv Xprlorpororq0lrcrv or crx6l,oue€s ,(erpoTpo$€s
nny6s: a) 6oo nl,rlpq lerpdypcrQa rorv 36 Xoprov (lerp6ypoQcl 8oopivc otor.rs Mrievorrl
ror Mrltp6notl.o), p) lerp6ypcrQo ps tts rl'ripers lerpes II rcn III (to tporo lerp6ypo$o
ror orv06rq, pe rpoo0r1q crvoOeroplloeov), ̂y) 

letp6ypoQo 15 Xop<ov, 6) rpia Xerp6lpaQo
pe 8roqopes emloyis loprrrv (6oop6vo oe ouvo66l,gors Kq,l gi),ous tou xraLrora), e)

1erp6^ypcrQo 4 Xoprov Tro xlv 6x6oo1 tor fol,hroo Ivontoutor AO1vcs, ot) letp6ypnQo
9 Xopcov oe peraypoQr1 yra peycilq opllotpa rweuorrov, () lerp6ypcqc peroypoQrov
6rcrQdp<ov Xop<ov yrcr rouopt6to ey16p6aw, yto prol,i xcn rnrivo, na o6l"o movo.

To lerpdypcrqo vp Ercayayrls yn op2grlotpa H EnlotpoQi rou o'DooEa eivan
xo0opci ypapp6vo, o.l"),rt Lyer revd oe ev6eilers 6lvcrprr4s xcrr dp0porqs, drcrs eriorls
6rdqopo <il.l,c rerpevol"opro rpopl"lpcrta (nol"l.ri ogeil.ovrcn otqv rolltrlro pe rqv
onotcr epyo(drcrv o lxtrkrocas). Or 6ro cpotlyoupeves er66oets 61ouv oQal,pcrtcr rar
o6rrorol6yrltes er6oor6s eneppcroers oro xeiprevo. I. c to v6o reip.evo 2lp4orpororlOqrav
or 6uo ondp;6ouoes npror<inrnes zrrly6s: to 2gerp6ypcrQo too ouv06rr1 roOcos ror ro

lerp6lpago tqs petaypcrQls tor 6pyou yrcr 6ro rnctvcr crnd Tov otv06rr1 (ro deursio

lpqorponoreitcn ox erbortrrl Trnyi T1o fiporrl Qopd).



To v6cr reipevo 6yrvov pe eznp6lercr tou Niror Xproroboul,ol rcr otvepycoicr ror.>
frcwrl lapnpoBc)"ctrq otous El.l,rlvrroos Xopons.

H lupQovrrri Opriorpc ro! BBC r6po0lre ond rov'Avrprcrv Mnoul,r <rls q 4orrr1 povrprl
oplrlotpo tou Aov6ivoo. .4116 t6re o evtunootcr6s rcrrcrloyos rrov Mooorxrov AreoOuvtrov
t1s neprl,crppciv€r po(6orpous <jnors or'Avtal" Nropcitr, IIr6p l4noul,6(, frevctvrt
Poocotpdvon, I:p K6l,rv Nt6rBrs rat Iep T(6v llptrocrpvr, evol 1 Opllotpcr 61er enioqs
ouvepyoorei orevci pe 6vav crprOpd peyol<rrv ouvOer<ov, dn<rx or Mnciptor, X6vroe,
Aorrool"cipon, flipt, flpox6QreQ, Xtprious rct Xrpcrpivon. Me 6vrov1 aQooioroq o'q v6o
pororrl n Opxio,pcl' 61er 6ooer rnv rporq err6l,eorl rcplooor6pov ord 1100 6pycr,
no)'La on6 tcr onoicr rircrv napcrryel,io rou BBC KGr Kor Ko0lepro0nKdv <rx rl"c,orrci.

EmreQcri"ris rrov op26qorpov ro! BBC, n :opqouKn Oppiorpo roo BBC crrore)€i
Tqv onov6ul"rri otrtltt too $eonBri), Proms (Promenade Concerts), p€ Treploo6t€p€s 0716
6<rl6ercr epQaviofls KCre€ rol.oxcripr, ocs onoies ouprcprl,appdvovror I "flpror1" xar q
"Tel,er.rtoio ppo6rc" tov Proms. To taxnr<i rp6ypcrpo tqs oplriotpus neprl,appover
eclorcr oovaulrorrl nepio6o oro Mndppntrccrv rcn oe 61,11 r'1v Bpetovio, ncpcii,l,ql,cr pe
6re0veis neplo6i€s ror  6roroypoQicl .  To rpdypoppo ?reproO€rov r ls  oplr iorptrs
rcprlcppuver roKflK€s epQcrvioels oe 6re0vl Qeoapol 6nors rov'Ofuvcpnpo, E6rppor,rpyou,
ZhLtapnoitpyr ror oe peydles n61.ers oe 6lo tov xdopo Kd0e ert6).eoq, otqv 66po
rrls rq oro e(o:teprr6, puercr8i8etcn pa6toQ<ovrrcr crr6 to Tpiro llp6ypoppo too BBC Kcx,l
cnd ro website ror-l BBC (Radio 3).

To Q0rv6nopo too 2000 I Op1{orpo elxcrrvicoe rlv 70n Kd},},r€r(vtKri repio8d qs

ot1 v{n tqs i6pa, ro Mndpprnrcv, ror o Aeovcr,pvr tldtctv €1nve o ev66rctos Mouorr6s
Areu0uvtris trp, riorepo an6 tov >ep'AvrproD Nt6rprs, o onoios 6pve Arorerprp6vos
Ma6otpos (Conductor Laureate). Ilpcryparororrrrvrds lrro oKdpn "fipotn" q Opltiotpo
ov6eeoe rI v6o e6oq too tuvepyo(6pevou Luv06q (Associate Composer) otov Mcipr-

'Avtovr 
T6pvett(.

o Niros Xproto8oril,ou (1959) onor-r8ooe ouvOeol pe xov f.A. flcrlcnroavvot, rripe
6irl,opa rnovou oulv AOrlvcr rct 6rcrve petcrntultaris otoo6es orq ortvOeoq otlv
Avotcrrq X1ol,1 Mouorrrls too Movriloo KCrt orrl 6reu0tvorl opllotpas oro Boortrtxd



Kol),.6po Mouorrris too Aov8ivou. xnoubaoe ellrlvrrri Qrl.ol"ofcl o'to llovertlotriglo
A0rlvrov. An6 ro 1.977 ouveplcrotrye ox otv06t1s rcn olppotl"os oto Tpito tp6lpoppcr

r1s El"Lrlvrrls Pa8roQovicrs (6nou 61poye pooorrl yta t1 oetpci "E8<o Arl,rnounol.n").
'E1er 

orv06oer 6pya yrcr oplqotpo, lopofia, poootrq 8opotiou, rpoyori6rcr rcx,t orqvrr{
pouorrl, pe napcyyel,ies azr6 8toqopots Qopeis, polotrods oplcrvropous ror Qeonpci)'.
Ai6c(e ouvOeoq oro E)J.4vrxo QEeio.

Lrvepyd(ercn ox 6ter0uvtris opylotpas pe 6)."es trs el.),1vrx6s opyiotpes Kot filv
E0vrrri Arprrl lr1v1. Mor.rorr6s 6reu0lvtls tqs N6cs XupQ<ovrrrls Oppiotpcs A0lvrrlv
Kcr,r. rlls nporls naveupomarrqs oppjotpos Euro Youth Philharmonic. EiXe tqv enrp6).tra
nolXov 0epaarrov oerprr:v, 6nos to AQttparya 6rov Anpirpn MqrpdxottXo, To nprrtto
<Deouprfi"'H),tos' aQttpapd, o'rov Carl Nielsen o,qv AOriva, Kot 'Elv rcrl"l,ttelvtxrf
6reu0rvoq ror @eoopa)" Nikos Skalkottas Tage oto Konzerthaus tou Bepolivou (2000).

'E1er 
6ooer r1v nayrdoprc nprotr'1 ert6lcoq nol,lciv v6cov 6pyov, 6nos tqs lopQowim

crp.l roD LarsGraugaard oto @eonpal, tou'Ovtev(e Kdl rrls dnepos Or Aa4tovtolttvot
too Xcipl Bp6vroo otq Auprrrl Lrr1vr1.

'E1er 
orvapycotei pe oppiotpes 6nr,x or lupQrovrxni Oppiotpa roD BBC, lupQrovrrri

Oppiotpcr too Bepol"ivor, xtpQovrrrj Oppiotpcr rot Mcil"pe, IupQtrrvrr{ Opllotpo rou
'Acl.propyr, 

xopQ<ovrrri Oppjorpa tou'Ovrev(e, xupQtrlvrrr'1 oppiotpcl tr1s Iol"ov6ios,
I,rvol.o Kcrnour, <Dr)"appovrrri tqs Appevicrs, lupQ<ovrrri Oppjotpc tou Epepciv,
Oppiotpc rar Xopofic ror K6vrpor Mnctl qs Moolcs, ra0crx rar lre rrlv'Onepo 1o1)
Mro].o6r.

AroroypcrQei Trcr rnv oourl6rrri etcnpeicr BIS rcr olpQovrxcr 6p'ya rou Niror.r
!rak<ota (npotes royr6opres broroypcQrioers). H 8roxolpaQrrri oerpd 6;6er Dre9veis
6rcrpioers.
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Nikos Skalkottas
36 Griechische Tiinze

Werkentstehung
Die 36 Griechischen Tiinze, zt denen einige der be-
kantesten Stiicke des Komponisten gehiiren, zfilen
zu den bedeutendsten Werken von Nikos Skalkottas.
Wie wichtig diese Werkfolge fiir Skalkottas wu, zeigt
der Umstmd, daB sie ihn sein gmzes schdpferisches
Leben hindurch immer wieder besch?iftigte. Als erster
Tanz entstmd im Jmua 1931 in Berlin der Pelopon-
nissiakos - er wurde schlieBlich die Nr 4 der ersten
Folge des Werks. 1931 schdeb Skalkottas auBerdem,
wie John Thomley glaubhaft mnimt, das Lied Doe
fiir Sopran und Klavier, das auf einer traditionellen
griechischen Melodie basiert und ftr eine Sendung
iiber Lieder Griechenlands im deutschen Rundfunk
vorgesehen wtr SpAter, 1935, fertigte Skalkottas eine
rein orchestrale Fassung dieses Lieds an, die als vor-
letzter Tanz in die Folge lI aufgenommen wurde.
Nach seiner Riickkehr nach Athen im Jahr 1933 kom-
ponierte Skalkottas drei Tdnze (Nr.1, 2 und 3 der
Folge I), die, gemeinsam mit dem Peloponnissiakos.
in Griechenland sofort bertihmt wurden. 1934 koope-
rierte er mit dem Archiv fi ir Musikbrauchtum in
Athen, transkribierte und analysierte 44 griechische
Volkslieder von alten Aufnahmen. Acht dieser Tran-
skriptionen wurden spater in den J6 Tiinzen vet
wendet (in den Folgen I und II). 1935 beschloB Skal-
kottas, eine Folge von zwdlf Tiinzen fertigzustellen
und komponierte acht weitere. Zu selben Zeit kom-
ponierte er dodekaphone Kammer- und Orchester-
musik. 1936 komponierte er schlieBlich zwei weitere,
je zwiilfteilige Folgen. Das gesamte Werk erhielt den
Titel: 36 Griechische Tiinze.

In  den fo lgenden Jahren (den 1930ern  und
I 940em) beilbeitete Skalkotlas verschiedene Gruppen

von Tanzen fiir Sheichquartett (einige davon wurden
vom Athenian String Quartet mit dem Komponisten
an der Zweiten Geige aufgefiihrt), fiir groBes Blas-
orchester. fiir Violine und Klavier und ftr Klavier
solo. Der erste der J6 Griechischen Tiinze (Ul. Tsami-
kos) wurde in verdichteter Fom in sein Ballett DaJ
Miidchen und der Tod (1 938) aufgenommen.

Neben seinem Originalmanuskript fertigte Skal-
kottas zwei weitere vollstiindige Manuskdpte an, die
er seinem Freund und Fdrderer Antonis Benakis und
dem renommierten griechischen Dirigenten Dmitri
Mitopoulous iibeneichte. Andere Abschriften ausge-
wfilter T?inze gab er Freunden und Kollegen. Trotz
der friihen Populdtat einiger T?inze blieb die Mehr-
heit der Tanze zu Skalkottas' Lebzeiten und noch
lange nach seinem Tod unaufgefi ihn.

1948 veritffentlichte das Institut Frangais in Athen
die ersten vier Tdnze zusammen mit dem Lied Doe:
dies wren die einzigen Werke von Skalkottas, die zu
seinen Lebzeiten verdffentl icht wurden. 1949. in
seinem letzten Lebensjahr, entschloB sich Skalkottas,
etl iche der Td\ze z\ i iberarbeiten. Er notierte die
Revisionen in seinem Originalmanuskript; da aber
deren erster Bmd (mit Folge I) verlorenging, sind nur
noch Revisionen fiir die Folgen I und II iiberliefert. Es
steht nicht einmal f€st, ob tiberhaupt Tanze der Folge
I iiberabeitet wurden. Da sich hier die konzisesten
Werke finden und vier davon unli ingst publiziert
worden waren, hat Skalkottas hier vielleicht keine
Revisionen vorgenommen.

Form
Trotz der Widrigkeiten seines Lebens und der Nicht-
beachtung, unter der er litt, komponierte Skalkottas
unablassig. Im allgemeinen hatte sein Werk einen sys-
tematischen Chilaktet wie die aufeinanderfolgenden
Reihen von Kammer- und Orchesterwerken oder



Zyklen wie die 32 Klavierstiicke tnd die 36 Griechi-
schen Tiinze belegen. Die Idee eines umfangreichen
Werks, das drei geordnete Folgen von insgesmt 36
TAnzen umfaBte. nahm erst allmiihlich Gestalt an.
Ganz sicher wollte Skalkottas die 36 Tiinze nicht als
ein einzelnes Werk aufgefiihrt wissen. Und doch bil-
den die -i6 Griechischen ftlnze zweifellos eine Ein-
heit.

Ein chrakteristisches Merkmal der 36 Griechi'
schen Tiinze - vergleicht man sie mit anderen folklo-
ristisch inspirierten Werken von Komponisten des 19.
und 20. Jahrhunderts - liegt in ihrer fomalen Anlage:
Jeder Tanz hat seine individuelle Form. all diese
Fomen aber sind im wesentlichen ,,monothematisch";
melodische, rhythmische und fomale Gestaltung ent-
steht durch,,entwickelnde Variation" des Haupt-
themas und seiner Motive. Ublicherweise erwartet
man in Stticken dieser Art fomale Modelle wie die
ABA-Form, das Rondo, Menuett-Trio oder der-
gleichen Modelle, in denen die Formteile thema-
tisch kontrastieren. In den verschiedenen formalen
Schemata der Tanze erzeugt Skalkattos di€ niitigen
Kontraste von Material und Formteilen anhand von
genialen Transformationen und Entwicklungen des
Themas und seiner Elemente. (Griechische Volks-
lieder wie die in den 36 Tiinzen veruendeten werden
oft auf einer zentalen Idee aufgebaut. In den Fallen,
wo das originale Lied ein zweites Thema oder Mate-
rial aus einer instrumentalen Einleitung enthiilt, ver-
wendet Skalkottas oftmals das gesamte Material als
Basis fi ir das Thema des Tanzes). Fast ohne Aus-
nahme sind neue Ideen jedweder Art in irgendeiner
Weise vom Thema abgeleitet.

Die Art und Weise. wie die Fom dieser Tdnze
gebildet wird, ist in hohem MaBe organisch. Form
entsteht durch den ProzeB von,,Aufstellung - Kon-
trast, Entwicklung duch motivische Viliation"; es ist

signifikant, daB es kaum je eine nomale Reprise des

,,ersten Teils" (Exposition) gibt. In den meisten
Tanzen ist die Reprise, oder eher die abschlieBende
Wiederkehr des Hauptthemas, nicht wdrtlich; sie kann
in verAnderter Gestalt erscheinen, verwoben in die
Entwicklung, kunstvoll, elliptisch - stets aber in einer
neuen Weise, die auf eine fomale Absicht zielt. Se-
quenzierende Wiederholung gibt es in den Tiinzen
nirgendwo. Mit jeder Wiederkehr emeuert Skalkottas
das Material. Viele Tiinze widersetzen sich fomaler
Kategorisierung, und im gesamten Werk gibt es
keinen Fall, bei dem sich die spezifische Fom eines
Tanzes wiederholte.

Der kleine fomale Rahmen und die ..monothema-
tische" Anlage der einzelnen TAnze entsprechen dem
Wesen ihrer folkloristischen Urspriinge, da Volks-
lieder auf kleinen, modalen Kernen basieren. Das

,,monothematische" Prinzip belegt Skalkottas Absicht,
das Wesen seines Materials und die daraus abgelei-
teten strukturellen Miiglichkeiten vollstandig zu er-
kunden. Sein Kiinnen und seine Phantasie bei der Ent-
wicklung der Themen und Motive innerhalb dieser
knappen Fomen sind unerschdpflich.

Die Behandlung von Material,
Struktur und Stil der Volkslieder

Die Art, wie Skalkottas die Folklore verwendet, ist
hmhindividuell. 25 der 36 Tiinze basieren auf traditio-
nellen griechischen Liedem (Tiinze Vl, 2,4, 5,1,8,9,
10, II - II/ l , 2, 3, 4, 6, 8, 9, 10, |, 12 -rrvt, 4, 5, 7,
9, l2).23 dieser Lieder sind genuine Volkslieder,
wiihrend zwei nicht genuin, aber weitestgehend als
folkloristisch akzeptiert sind (IV8, l2). In den rest-
lichen elf Tenzen vesendet Skalkottas eigene The-
men, die sich mehr oder weniger auf die griechische
Volksmusik beziehen. In einigen Fiillen gibt es keine
erkennbae Beziehung zu griechischen Volksmusik,
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ohne da0 dies stilistische Briiche zur Folge hatte.
Skalkottas bleibt dem Wesen des folkloristischen

Materials treu. aber er veruendet es immer auf eine
abstmkte und persiinliche, freie Weise. In keinem der
25 Tiinze, die auf traditionellen Liedem beruhen, wird
die Melodie in einer akadenischen Weise vorgestellt.
Skalkottas geht es nicht um die Hmonisierung und
Orchestrierung eines Tmzes mit griechischem Flair.
Er benutzt die Originalmelodien und ihre Elemente
als thematische und motivische Keimzellen und pra-
sentiert diese Melodien nahezu ausschlieBlich in
eigenen Fassungen, wobei er mitunter melodische und
rhythmische VerAnderungen vornimmt, abspaltet,
diminuiert oder eNeitert. Er behudelt die Volkslied-
melodien wie Skizzen ftir den Themenbau. Die origi-
nalen Melodien sind durch miindliche Uberlieferung
erhalten geblieben und d[rften in den verschiedenen
Regionen Griechenlands in unterschiedlicher Gestalt
erscheinen - Skalkottas individuelle Fassungen sind
daher also durchaus in Ubereinstimmung mit der
inharenten Veranderlichkeit der volksmusikalischen
Pruis. Neben seinen eigenen acht Volksliedtranskrip-
tionen zog Skalkottas auch andere Transkriptions-
sammlungen heran, die in den 1910er und l920er
Jaluen in Griechenland veriiffentlicht worden waen.
Manchmal schreibt er ein eigenes Thema oder eine
eigene Phrase, zu der sich das Original wie eine Ant-

wort verhalt. In mderen Flillen spinnt er originale Me-

lodien fort und bildet auf geschickte Weise ldngere
Abschnitte.

Sowohl der kompositorische Ausgmg vom Volks-

Iied als auch die monothematische Konzeption finden
sich bereits b Peloponnissiakor (V4), dem allerersten
der von Skalkottas komponierten Tiinze. Der Tanz be-
ginnt mit einem energischen Thema, das eine nicht

allzu direkte Ableitung des originalen Liedthemas ist.

Im Mittelteil wird ein vom Hauptthema abgeleiteter

Gedanke in der Molldominante prAsentiert, der ein
neues. chilakteristisches Achteltriolenmotiv enthAlt,
welches zu dem noch nicht erklungenen - Original
gehiirt. Der Mittelteil scheint vortiber, da stimt die
Oboe nach einer Pause eine meditative Weise an, die
nun tatsiichlich das originale Volkslied ist; der Hdrer
empfindet diese Melodie als das abschlieBende Ziel
eines allmiihlichen Transformationsprozesses. Die
Umkehnng der Reihenfolge von Ableitung und Ori-
ginal ist fiir Skalkottas' Methode bezeichnend.

Die griechische Volksmusik ist modal und mono-
phon. Die Melodien, die fiir die Tanze ausgewdhlt
wurden, zeigen das Spektrum der Modi griechischer
Volksmusik - mit einer bemerkenswerten Ausnahme:
In 35 Tiinzen verwendet Skalkottas Melodien mit

.diatonischen" Modi (in der Art des Dorischen, Mixo-
lydischen, Phrygische usw., wobei eine Melodie pen-

tatonisch ist) und meidet die ..chromatischen" Modi.
Letztere sind typisch fiir die griechische Volksmusik,
doch von Skalkottro 36 Tiinz.en hat nur der erste der
zweiten Folge, Slrtos, eine chromatische Melodie.
Das charakteristische Intervall der chromatischen
Modi ist die iibemaBige Sekunde, deren unmiBver-
stiindlich orientalischen Beigeschmack der Komponist
klil vemeiden will.

Die 36 Tdnze sind in einem eryeiterten tonalen
Idiom komponiert. Skalkottas erichtet auf den Modi

kein individuelles hmonisches System. Tatsachlich
weist sein hmonisches Idiom modale Erueiterungen
auf; oft ist es frei, manchmal sogil hochdissonant mit

seinen dissonmten und polytonalen Ballungen. Gleich-
wohl behelt es auch dann noch seinen diatonischen,
dreiklangsbetonten Chuakter.

Die griechische Volksmusik kennt sowohl regel-
miiBige wie unregelmiiBige Metren, die auf antike
Vorlaufer zurUckgehen. Das populiire 7/8-Metrum
beisDielsweise. das in vier Tanzen erscheint (V8, V9,



IU6, IIUI) und sich auch in U12 urdIIU9 findet - der
Tmzrhythmus Kalqmatiqnos -, ist ein Dreiemetrum
mit einem verlangerten ersten Schlag 13+2+21, das
mit dem mtiken Epirritor-Metrum yeNandt ist.

Die Rhythmik der griechischen Volksmusik kmn
energiegeladen sein, doch sie ist selten schnell: Die
Tempi sind meist gemi8igt oder lmgsm. Daher ge-
braucht Skalkottas in den J6 ftinzen hiiufig die Tem-
pobezeichnung Moderato. Fiir die wirklich schnellen
Tainze yeruendet er vomehnlich eigene Themen, oder
er nimmt grundlegende Anderungen an Geschwin-
digkeit und Chilakter des Originals vor.

Die Orchestrierung ist bemerkenswert frberoeich
und phmtasievoll. An mehreren Stellen werden auBer-
ordentliche Effekte verlangt, beispielsweise unge-
wiihnliche hohe Soli fiir zwei Pikkolofltiten, Hom und
selbst das Kontrafagott, die eine gmz eigene Klang-
lichkeit und Atmosphite eueugen.

Das klmgliche Konzept der 36 Tdnze ist oft kraft-
voll. Dies spiegelt nicht nur die Klangwelt des Kom-
ponisten wideq sondem auch seine eigene Sicht auf
die griechischen Volkslieder, die menschliche Leiden-
schaften ausdriicken und dabei oft mit einem hero-
ischen Element verbunden sind (historisch ist dies auf
den Unabhlingigkeitskampf zurUckzuftihren). Hiiufi g
blitzt Humor auf. meist mit scharfem und bitterem
Unterton. Unter der Oberfliiche der kleinen Form
spurt man in vielen Tiinzen eine diistere Stimmung.
Skalkottas' charakteristische Dissonanzbehandlung,
die den musikalischen Satz oftmals zu vetletzten und
sich nicht so recht mit einer eryeiterten Tonali$it zu
vermischen scheint, tregt zu den humorvollen und
emotionalen Aspekten der Musik ber,

Die Vorherschaft von Molltonarten in diesem
Werk verdankt sich dem Umstand. daB die Mollskala
dem griechischen dorischen Modus (dem plagalen
ersten Modus der byzantinischen Musik) finelt, ein

Modus, der in der griechischen Volksmusik sehr ver-
breitet ist. In seiner genuinen, ungezehmten Form
freil ich fehlt diesem Modus die Melancholie des
Moll. In den Tiinzen mildem modale Ziige die Mollto-
nahtat, im Gmzen aber verleiht die Molltonalitiit dem
Werk eine besonders expressive Qualitat.

Griechische Volkstiinze werden beinahe immer zu
einem Lied getmzt. In Skalkottas' Tdnzen - insbeson-
dere denjenigen, die auf haditionellen Vorlagen basie-
ren - implizieft ,,Tau" dro Lied. Der Werl:titel bedeu-
tet mehr als nur .Jvlusil. zu der lm tanzt". Tatsacilich
wuen einige der originalen Lieder (als Tafellieder be-
zeichnet) Uberhaupt nicht zum Tanzen gedacht. Neben
ihrer Funktion einer Kompositionsstudie zeigen einige
Tdtze en miniature tonmalerisches Naturell.

Es ist eruiihnenswert, daB die kreative Originali-
tat und Innovation sowie die persiinliche Sprache der
36 Ttinze in den folkloristischen Originalen ihre Ent-
sprechung haben: Sowohl Individualitiit und fomale
Logik wie auch die freie und perstinliche Interpreta-
tion authentischer Volksmusik entspricht dem Wesen
der Volksmusik. Andererseits kdnnte mm den melm-
cholischen Grundzug der T?inze mit der so chrakte-
istischen Melancholie des Volkslieds in Beziehung
setzen. Skalkottas' Musik ist nicht unbedingt ,,natio-
nal"; doch ist es diese Wechselwirkung zwischen per-
siinlichen und kollektiven Aspekten, die den Titel des
Werks voll und ganz rechtfertigt.

Die drei Folgen
Wenngleich das Werk nicht fiir die zyktische Auffiih-
rung bestimt ist, so gibt es doch eine offensichtliche
Entwicklungslogik im Verlauf der 36 Tiinze. Jede
Folge hat ein eigenes Profil. Folge I enthalt (mit Aus-
nahme von V4) die dichteren Tiinze und knapperen
Aussagen. In Folge II linden sich umfangreichere und
kompliziertere Tiinze. Folge III beginnt mit dem



exftovertiertesten Tmz des Zyklus, dem Hostianos in
D-Dur Alles in allem sind die Tanze dieser Folge -

wie diejenigen von Folge I - eher kurz und fomal
einfacher. Der vorletzle'fatz (Messolongilikos, nA 11)
ist ein eher extrovertierter Tanz in Moll; der letzte
(Mazochtos, IIV12), der ebenso wie sein Vorgiinger in
a-moll steht, vereint Einfachheit, Pragnmz und dra-
matische Kraft. Auf diese Weise impliziert die Ab-
folge der drei Teile ein grdBeres Konzept: ,,Auf-
stellung - Ausarbeitung - Auflosung/Schluss" (Ein

Konzept, das mm mit ,,Exposition - Durchfiihrung -

Reprise" vergleichen kitnnte).
Der Zyklus beginnt und endet in a-moll; auch der

ersto Tanz, den Skalkottas komponierte (Peloponnis-

siakos,U4), steht in dieser Tonart. Obwohl der Zyklus
keinen besonderen Tonartenplan yerfolgt, spielt a-
moll eine signifikante symbolische Rolle.

Die Titel
Die Titel der Tiinze beziehen sich auf Regionen
Griechenlands (2.8. Peloponnissialros: Tmz der Pelo-
ponneser), auf einen bestimten Volkstmz (2.8. Tsa-

zikos) oder auf den Titel oder Textilfmg eines Volks-
Iieds (2.B. O Freunde, wer warf diesen Stein).

Originale und revidierte Fassungen
Die Anderungen, die Skalkottas an der zweiten und
dritten Folge vomahm, sind oft schwer zu entziffem,
weil sie iiber das Original mit Bleistift mebr hinge-
kritzelt als geschrieben sind. Skalkottas notierte die
Revisionen kuz vor seinem frtihen Tod, und so kam

es zu keiner ausgerubeiteten Niederscbrift; tatsachlich
handelt es sich bei den Folgen ll und III der 36 Tiinze

um den einzigen Fall im Schaffen Skalkottas', in dem

ein werk nicht in einer deutlich gescbriebenen Parti-

tu iiberliefert ist. Dies ktinnte - zumal, wenn mm die

betrachtlichen textkritischen Probleme berucksichtigt,

die gelitst werden muBten - Fragen beziiglich d€r

Giiltigkeit du reyidierten Fassungen aufwerfen; ein-
gedenk der eindeutig erkennbaren Intentionen des
Kompon is ten  sche inen d ie  no t ie r ten  Anderungen
duchaus vollstiindig zu sein. Der Umfmg und die Art
der Anderungen variieren betrachtlich. Revidierte
Fassungen sind keineswegs imer gelungener als das

Original; tatsAchlich sind zumeist die Originalfas-
sungen vorzuziehen.

le zwei Tiinze in Folge II und Folge III blieben
uniiberubeitet. In den mderen Tiinzen reicht das Aus-
ma8 der Revisionen von kleineren Anderungen bis -

in mmchen Fiillen - hin zu vollkomenen Neukom-
position. Hauptsachlich beziehen sich die Anderungen
auf die Orchestrierung und die Textur, mitunter aber
b€treffen sie jeden anderen kompositorischen Aspekt:
Anderungen der Melodik und der Hmonik, hinzu-
gefUgter Konhapunkt und sogar - in zwei Fiillen -

Anderungen des fomalen Ablaufes. In fiinf Tlinzen -

Folge M, 5, 6, l1 und Folge IIV2 - wude nur gele-

gentlich die Instrumentation verandert; u.a. wurden

dabei einige nahezu unspielbare Passagen anderen

Instrumenten zugeteilt.
In den mderen revidierten Tiinzen sind die neuen

Orchestrierungen (von Teilen oder des gesamten

Tmzes) zumeist massiver, dichter, sie enthalten mehr

Oktavyerdopplungen und zusiitzliches motivisches
Material. Einige dieser Neu-Orchestderungen und

satztechnischen Revisionen sind unerli8lich, wie in

IIVI und IIV12. Wenngleich die revidierten Orches-

trierungen fiir sich gesehen ausg€zeichnet funktio-

nieren, sind die Erstfassungen doch oft trmspilenter
und alles in allem sowohl fiir sich betrachtet wie auch

im Kontext schli issiger. wesentlicbe Anderungen in

Orchestrierung und Satz verdndem auch die Perspek-

tive des Tmzes, u.a. hinsichdich Melodik, Hmonik'

Kont rapunkt  und Dynamik .  In  so lchen F l i l l en

eingreifender Anderungen ist in der Regel die Erstfas-



sung des jeweiligen Tanzes die iiberzeugendere. Bei
der vorliegenden Aufnahme wurden die gelungensten
Fassungen veryendet, einige davon sind Ersteinspie-
lungen.

Ouvertiire fiir Orchester
,,Die Heimkehr des Odysseus"

Die Orchesterouvertiire ist eines der bedeutendsten
symphonischen Werke Skalkottas'. Zugleich ist sie
eine Summe seiner freien. nicht-seriellen Zwdlfton-
methode. Das Werk entstand um das Jahr 1942. Zu
Lebzeiten des Komponisten unaufgefiihrt, fmd seine
Urauffiihrung 1969 durch das London Symphony
Orchestra unter Antal Doriiti staft. In einer Erlduterung
zu seinem Werk, das im Manuskript den deutschen
Titel tragt (,,Ouvertiire fiir Orchester"), stellt Skal-
kottas die Komposition und Inspiration der Ouvertiire
in den Zusameniang mit einer geplmten Oper Die
Heimkehr des Odysseus. Mit Recht also ist dieser
Titel nach dem Tod des Komponisten fiir die Ouver-
ttire benutzt worden. so daB sie unter diesem Namen
bekannter ist als unter ihrer originalen Bezeichnung.
(Aufgrund ihrer L?inge und ihrem symphonischen
Charakter hat man verschiedentlich auch von einer
,,Symphonie in einem Satz" gesprochen, doch dieser
oft zitierte Titel ist in keiner Weise authentisch.)

Die Ouvertiire folgt einer groBdimensionierten
symphonischen Sonatenhauptsatzform; eine aus-
gedehnte langsame Einleitung (Molto adagio); eite
Exposition (Allegro molto vivace\ ftit zwei erueiler-
ten Themengruppen; in der Durchfiihrung eine freie,
dreiteilige Fuge iiber zwei Subjekte (das erste Fugen-
subjell ist eine Viliation des Einleitungsthemro), deren
dritter Teil eine Doppelfuge ist, die in der Wiederkebr
des Einleitungsthemas kulminiert; eine vriierte Reprise
und schlieBlich eine Coda (Presto - Prestissimol mit

einem thematischen Abgesang Uber die Hauptmotive
des Adagio \nd Allegro. Die Integration einer Fuge in
die Sonatendurchfiihrung ist ein wichtiges und inno-
yatives fomales Moment. Der Reichtum an Ideen wie
auch das groBe emotionale Spektrum konespondieren
mit der Form des Werks. Die Ouvertiire weist die
langste einsatzige Fom im gesamten Schaffen Skal-
kottas' auf. Es ist, als ob er einen symphonischen
Faden aus der SpAtromantik in die Musik des 20.
Jahrhunderts und namentlich die Zwdlftontechnik ver-
webte.

Die Ouverttire ist eindrucksvoll und sehr indivi-
duell orchestiert. Die mspruchsvolle Partitur sieht 3
Fliiten (und Pikkoloffitten), 3 Oboen, Englischhom,
Kltrinette in D,2 Klarinetten, BaBklarinette,2 Fa-
gotte, Kontrafagotte, 6 Hdmer, Komett, 3 Trompeten,
4 Posaunen, Tuba, Pauken, Schlagwerk, Celesta,
Harfe und Streicher vor. Zu den Hiirnern gehitren
zwei BaBhdmer; indes ist nicht klil, was mit diesem
mysteriijsen, rudimentdren Instrument gemeint ist.
Skalkottas verlangt es auch in seinem Kontrabafi-
konaertt in seiner unveriiffentlichten Instrumenta-
tionslehre wird es ez passant als ein Verwandter der
Tuba eruiihnt. In der vorliegenden Einspielung werden
die BaBhomstimen auf Wagner-Tuben gespielt. Die
orchestrale Phantasie ist auBerordentlich kiihn und
facettenreich. In seiner technischen Anmerkung er-
wiihnt Skalkottas eine Episode am Ende der Expo-
sition der ersten Themengnrppe, wo ,,eine Reihe von
Motiyen, die aus dem ersten Hauptthema abgeleitet
sind, eine Waldszene mit singenden Vtigeln und mde-
ren Natuklangen beschreiben bzw. vorsichtig malen"
(Solo-Violine und Pikkoloniite, gefolgt vom Rauschen
des Orchesters).

Die Ouvertiire ist in freiem Zwiilftonstil gesclu.ie-
ben und unterscheidet sich von Skalkottas' systema-
tischer, individueller Zwdlftontechnik mit Gruppen
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von Reihen. Skalkottas sah den Sinn eines Werks
nicht darin, Abkdmmling einer abstrakten, pra-exis-
tenten seriellen Zwdlftonreihe zu sein: andererseits
betrachtete er die Zwtilftonmethode als eine neue mu-
sikalische Sprache und pflegte Reihen als thematische
Keimzellen zu veryenden. Dieser Arsatz zeigt sich in
extremis in der OuvertUre. Zwiilftonreihen werden
vertikal verwendet, in komplementiiren melodischen
und harmonischen Schichten, oder horizontal, in
einigen Zwiilftonmelodien, wie dem Einleitungsthema
oder dem zweiten Hauptthema des Allegro. Eine un-
begrenzte Zahl unterschiedlicher Reihen wird frei ein-
gesetzt, weil der Komponist im Verlauf des Werks
phraseologische und hmonische Einheiten beniitigt.
Die Ouverti ire ist von traditioneller thematischer
Struktur und hmonischer Syntu, doch sie wird zur
Giinze durch Zwiilftonkomplexe generiert; Reihen

erscheinen nur insofem, als Phrasen, Themen oder

Akkorde, die mit ihnen veryandt sind, wiederkehren.

Das Werk wird durch motivische und thematische
Verfahren zusammengehalten nichtdurch serielle
Konstruktion.

Skalkottas behandelt seine Themen und Reihen
AuBerst phantasievoll, wie man beispielsweise an den
Ducbfiihrungstecbniken sieht, in den vtriierten Repri-
sen oder in der vereinheitlichenden, bogenfiimigen
Anlage des Einleitungsthemas und seiner Trmsfoma-
tionen in der Einleitung, der Fuge und der Coda.
Reihenabschnitte bilden besondere Akkorde, die im

Verlauf des Werks wiederkehreni obwohl das Werk
im Hinblick auf seine Hmonik nicht zur Giinze auf

ihnen basiert, entwickelt Skalkottas dennoch eine

,,funktionale" atonale Hmonie, die er spiiter in der

sedellen Zweiten Suite fiir Orchester weiter erkundet.

In seinen Erlauterungen zu dieser Ouverttire

schreibt Skalkottas, daB Die Heimkehr des Odysseus,

seine geplante Oper, wegen des unabgeschlossenen

Librettos noch nicht komponiert wil. Hierfiir gibt es
keinerlei Beleg; vermutlich hatte Skalkottas damals
nur einen solchen Plan. Der groBe Umfang der Ouver-
ture - fiir einen symphonischen Satz auBerst unge-
wtjhnlich - macht sie fiir die Veruendung im Opem-
kontext praktisch untauglich. Das Werk ist nicht Pro-
gramatisch. Aber ihr ausgedehnter, abenteuerlicher

Fomverlauf, der groBe dynmische Umfmg, dro unge-
wtjhnliche Vorhandensein einer kaftvollen Fuge als
Durchfiihrung, die stiimische Ausgelassenheit der
Presto Prestissimo-Coda - all dies kiinnte auf
Odysseus und seine abenteuerliche Heimreise an-
spielen. Die Fuge ist ein struktuelles Zentrum, doch
kiinnte sie auch symbolisch verstanden werden: Da
sie Flucht oder Entkommen (latein. Fuga, gleich-

bedeutend mit gdechisch./homerisch,,fuge") bedeutet,
mag sie auf die ,,flUchtige", weise und erfindungs-
reiche Persdnlichkeit des Odysseus anspielen.

@ Nikos Christodoulou 2002

36 Griechische Tiinze
Ouvertiire fiir Orchester

,,Die Heimkehr des Odysseus"
Kritische Ausgabe der
Skalkottas-Akademie

Fiir die vorliegende Einspielung hat die Skalkottas-
Alademie in Athen eine neue, kritische Ausgabe des
Notentextes vorgelegt. Die 1949 vorgenommenen Re-
visionen von 20 der 36 Griechischen Tainze werten

viele Fragen auf, weil sie hastig niedergeschrieben
wurden (die originalen und die veriinderten Fassungen
wurden oben kurz erwiihnt). Die Originalfassungen
dieser 20 Tiinze bleiben unverdffentlicht. Einige der

Fassungen erscheinen hier erstmalig; auBerdem ent-

halten friihere Ausgaben zahlreiche Fehler.
Von den zahlreichen iiberlieferten Quellen wur-



den die folgenden Autographen herangezogen: zwei
vollstiindige Mmuskripte (die sogenmnten Benakis-
und Mitropoulos-Mmuskripte), die Manuskripte von
Folge II und III (die Originalmanuskripte mit den ein-
ge t ragenen Rev is ionen) ,  e in  Manuskr ip t  m i t  15
Tiinzen, drei Manuskripte mit ausgewfilten Tiinzen
(die Skalkottas seinen Kollegen gab), ein Mmuskript
mit vier Tanzen fUr die Edition des Institut Frmgais in
Athen, das erste Manuskript von U4, Peloponnissia-
tos (gescbrieben 1931 in Berlin), ein Manuskript mit
neun Tiinzen in Beubeitung fiir groBes Blasorchester
und Manuskripte verschiedener Tiinze in Bearbei-
tungen fiir Streichquartett, fiil Violine und Klavier
und ftir Klavier solo.

Das Manuskript der Ouvertiire fiir Orchester
,,Die Heimkehr d.es Odyrsers" ist sauber geschrieben,
enthalt aber Lakunen bei der Artikulation und der
Dynamik; daneben existieren andere Textprobleme,
da Skalkottas sehr schnell ilbeitete. Friihere Ausga-
ben enthalten Fehler und editorische Zutaten. Die
neue Edition verwendete zwei autographe Quellen:
das Manuskript des Komponisten und seine Beubei-
tung fiir zwei Klaviere (die hier erstmals herange-
zogen wurde).

Die neuen Textfassungen wurden yon Nikos
Christodoulou betreut. Die Skalkottas-Akademie
dmkt Ymnis Samprovalakis fiir seine musikwissen-
schaftliche Mitarbeit bei den Griechischen Tdnzen.

Das BBC Symphony Orchestra wurde 1930 von
Adrim Boult als das €rste st?indige Orchester Londons
gegundet. Zu der beeindruckenden Liste von Chefdiri-
genten gehiten Antal Dor6ti, Piene Boulez, Gemady
Rozhdestvensky ,  S i r  Co l in  Dav is  und S i r  John
Pritchud; auBerdem hat das Orchester mit einer Reihe
der grdBten Komponisten €ng zusammengearbeitet,
u.a. mit Bart6k, Henze, Lutoslawski, Plirt, Prokofiew,
Strauss und Strawinsky. Uber 1.100 Urauffiihrungen
belegen ein groBes Engagement fiir die neue Musik;
ediche dieser Werke wurden von der BBC in Auftrag
gegeben und sind als Klassiker etabliert.

Als Orchesterflaggschiff der BBC stellt das BBC
Symphony Orchestra mit mehr als zwijlf Konzerten
pro Somer (u.a. die First Night und die Last Night)
das RUckgrat der Proms dil. Es vermstaltet auBerdem
eine Konzerheihe im Bubicm Centl€, konzertiert in
ganz  GroBbr i tann ien  und n immt  CDs auf .  Das
Orchester untemimt zahlreiche Toumeen und spielt
regelmaBig bei internationalen Festivals in Alde-
burgh, Edinburgh und Salzburg wie auch in Musik-
zentren in der ganzen Welt. Jedes Konzert, ob zu
Hause oder im Ausland, wird in BBC Radio 3 ge-
sendet und kann zudem iiber die Website von BBC
Radio 3 gehtirt werden.

Im Herbst 2000 eriiffnete das BBC Symphony
Orchestra seine 70. Jubileumssaison in seiner neuen
Wirkungsstatte, dem Londoner Barbican; Leonard
Slatkin wurde sein elfter Chefdirigent und folgte Sir
Andrew Davis nach, der erster Ehrendirigent wurde.
Eine weitere Neuerung stellt die Ernennung von
Muk-Anthony Tumage zum Associate Composer dr.



Nikos Christodoulou (geb. i959) studierte Kompo-
sition (bei J.A. Papaiomnou) und Klavier in Athen. Er
setzte seine Kompositionstudien an der Hochschule
fiir Musik in Miinchen fort und studierte auBerdem

Dirigieren m Royal College of Music in London. In

den Jahren 1977-81 wu er Assmiate Composer und
Berater beim Griechischen Nationalrundfunk. Er hat
Orchester- und Chorwerke komponiert, Kammer-
musik, Lieder und Biihnenmusik; zahlreiche Institu-

tionen und Festivals haben bei ihm Werke in Aufuag
gegeben. Er unterrichtet Komposition am Helle-

nischen Konservatorium.
Nikos Christodoulou leitet das Athens New Sym-

phony Orchestra, das gesmteuopiiische Euro Youth

Philharmonic Orchestra und das Athens Symphony

Orchestra. RegelmiiBig dirigiert er an der Gdechi-
schen Nationaloper und leitet Chor und Orchester des
Griechischen Nationalrundfunls. Er leitete das erste
Helios Festival, ein Cul Nielsen-Festival in Athen,
und die Nikos Skalkottas-Tage m Berliner Konzert-
haus. Er hat zahlreiche Urauffiibrungen dirigiert, u.a.

die Erste Synphonie von Lrs Graugaild beim Music
Hmest Festival in Odense und die Oper Die Besesse'
nen von Hais Vrontos an der Griechischen Natio-
naloper.

Nikos Christodoulou hat mit folgenden Orches-

tem getrbeitet: BBC Symphony Orchestra, Berliner

Sinfonie-Orchester, Amenian Philhmonic Orches-
tra, Aalborg Symphony Orchestxa, Iceland Symphony
Orchestra, Malmd Symphony Orchestra, Moscow
Bach Centre Orchestra, Odense Symphony Orchestra,
Serenade Chamber Orchestra, Yerevan Symphony
Orchestra und Bolschoi Oper. Seine Reihe mit Erst-

einspielungen der Symphonik von Skalkonas fiir BIS

erhielt den Beifall der intemationalen Kritik.

Nikos Skalkottas
36 Danses grecques

Gen0se de I'cuvre
La suite des 36 Danses grecques, dont certaines se

trouvent pmi les pidces les nieux connues du com-
positeu, est I'une des euvres les plus importmtes de

Nikos Skalkottas. Uimportance de cette euvre aux
yeux de Skalkottas est montree pil le fait qu'elle le

tint occup6 toute sa vie cr'atrice. Peloponnissiakos est

la plus mcienne des dmses, devenant dventuellement
le no 4 de la prenidre s6rie de dmses - dcrite en jan-

vier 1931 qumd Skalkottas 6tait domicilid i Berlin. En
1931, comme le suppose plausiblement John Thom-

ley, il composa aussi la chanson Doe pour soprmo et
piano, bas6e sur une m6lodie grecque traditionnelle,

destinde a Ctre entendue d un progrme de la radio

allemude sur la chason grecque. Plus tad, en 1935,

Skalkottas mangea une version purement orchestrale
de cette chanson, qui fut incorpor6e comme aYant-

demidre dmse dms la seconde s6rie. Suite d son re-

tour e Athdnes en 1933, Skalkottas composa trois

dmses (nos 1,2 et 3 de la S6rie I) qui, en compagnie
de Peloponnissiakos, deviuent imm6diatement rdpu-
t6es en GrCce. En 1934. il collabora avrc les Archives

de la Musique Folklorique i Athdnes, trmscrivmt et

ana lysant  quarante-quat re  chansons poPu la i res

grecques i partir d'etregistrements anciens. Huit de

ces transcriptions furent utilis6es ensuite dans les 36

Danses (dms les S6ries I et II). En 1935, Skalkottas
d€cida de teminer une s6rie de douze dmses et il en

composa huit autres. En mCme temps, il 6crivait des

cuvres de chambre doddcaphoniques et des cuvres

symphoniques. Finalement, en 1936, il comPosa deux

autres s6ries. renfemmt chacune 12 dilses. L'Guvre

compldte fut intitul€e 36 Danses grecques.

Dms les m6es 1930 et 1940, Skalkottas mmgea



des groupes de diverses danses choisies pour quatuor
i cordes (certaines joudes par le Quatuor i Cordes
Ath6nien avec le compositeur au second yiolon), pour
trds grmd ensemble e yent, pou violon et pimo et pou
piano solo. La premidre des 36 Danses grecques (Ul.
Tsamikos) fut incorpor6e - dans une version conden-
see .- e son ballet k Jeune Fille et la Mort (1938).

En plus de son manuscrit original, Skalkottas pr6-
pila deux autres manuscrits complets et les offrit d
son ami et partisan Antonis Benakis, ainsi qu'au re-
nomm6 chef d'orchestre grec Dimitri Mitropoulos.
D'autres partit ions manuscrites de danses choisies
furent donn€es d des mis et colldgues. Au cours de la
vie et longtemps aprAs h mort de Skalkottas cepen-
dant, malgr6 la popularit6 premidre de certaines
danses, la majorit6 resta sans ex6cution.

En 1948,  les  Ed i t ions  de  I ' Ins t i tu t  F ranga is
d'AthEnes publidrent les quatre premiCres dmses avec
la chanson Doe; ces euwes furent les seules de Skal-
kottas d avoir 6td publides pendmt sa vie. En 1949, sa
derniCre ann6e de vie, Skalkottas d6cida de rEviser
plusieurs des danses. Il nota les r6visions dans son
manuscrit original mais, comme le premier volume
(renfemmt la sdrie I) a 6t6 perdu, les seules r6visions
i avoir sw6cu sont celles concemant les s6ries II et
III. On ne sait mCme pas si des dmses de la s6rie I ont
en fait 6td revis6es. Comme elles sont les plus concen-
trees et que quatre d'elles avaient 6td publi6es peu
avant, il est possible que Skalkottas n'ait pas fait de
rdvisions dans la s6rie I.

Forme
Malgr6 les 6preuves de sa vie et la ndgligence dont il
souffrit, Skalkottas composa sms relache. En gdn6ral,
son cuvre gildait un cilactere syst6matique, appilent
dans les s6ries progressives d'euvres orchestlales et
de chambre, ou cycles, comme les 32 Pieces pour

piano et les 36 Danses grecques. Le concept d'une
grande euyre couvrant trois s6ries ordonn6es de
dmses d6nombr6es e un total de 36 prit graduellement
fome. Skalkottas ne youlait dvidement pas que les
36 Danses SrecqueJ soient jou6es comme une seule
auvre. Et pourtant les 36 Danses grecques foment
incontestablement une unit6.

Un tlait distinctif des 36 Donses grecqres - com-
pil6es d d'autres cuvres bas6es sur la musique popu-
laire de compositeus des 19e et 20' sidcles - repose
sur leur conception formelle: chaque danse a une
fome individuelle mais toutes ces fomes sont essen-
tiellement < monoth6matiques >; l'evolution m6lodi-
que, rythmique et fomelle est g6n6r6e ptr <<la vilia-
tion d6velopp6e > du thdne principal et de ses motifs.
Dms des pidces de ce genre, on s'attend g6n6ralement
d un moddle fomel comme A-B-A. rondo. menuet-
trio ou chose semblable - un moddle oi les sections
de la fome foment un contraste thdmatique, Dms les
diff6rents schdmes formels des danses. Skalkottas
batit plut6t le conhaste n6cessaire a pmir du mat6riel
et le contraste enhe les sections grdce i des transfor-
mations et ddveloppemeats ing6nieux du thdme et de
ses el€ments. (Les chansons folkloriques grecques,
come celles utilisdes dans les -t6 DatrJes, sont sou-
vent baties su une idde fondamentale. Dms les cas oi
la chmson originale inclut une seconde id6e, ou mat6-
riel instrumental infoductif, Skalkottas utilise souyent
le matdriel en entier comme base pou le thEme de la
danse.) Toute nouvelle id6e est de quelque maniCre
relide au thdme et ce. presque sms exception.

La mmidre dont les fomes de ces dmses croissent
est essentiellement orgmique. La fome est gdndrde
grace au procdde de < exposition - contraste - d6ve-
loppement par variation motivique >; il est caracte-
ristique qu'il n'y ait presque pas de r6exposition nor-
male de la < prenidre section > (exposition). Dans la



plupart des danses, la rdcapitulation, ou plutOt une
rdapparition finale de l'id6e principale, n'est jamais

litt6rale; elle peut appilaitre sous une fome vri6e,
tissde dans le ddveloppement, travaillde, elliptique -

mais toujours dms une fome nouvelle vismt e un but
de fome. Il n'y a jamais de rdp6tition s6quentielle
dms les danses. Skalkottas renouvelle constamment
son materiel au fur et i mesure qu'il r€appuait. Plu-
sieurs des dmses ne se classent pas facilement dms une
catdgorie fomelle donnde et la fome sp6cifique d'une
danse n'est r6p6t6e nulle part dans I'euvre.

La cadre fomel de petite €chelle et la construc-
tion < monothematique ) des danses r6pondent au ca-
ractdre essentiel de leurs origines populaires puisque
les chansons folkloriques reposent su de brefs nuclei
modals. Le principe <monothdmatique> montre le
d6sir de Skalkottas d'explorer entidrement la nature
de son materiel et les possibilitds structurales qui en
d6coulent. Son habilet6 et son imagination dans le
d6veloppement de ses thdmes et motifs au sein de ces
fomes condens6es sont inextinguibles.

Traiternent du mat6riel populaire,
de la structure et du style

Skalkottas utilise l'€l6ment folklorique de manidre
hautement individuelle. Vingt-cinq des 36 Danses re-
posent vraiment sur des chansons grecques tladition-
nelles (Danses Al, 2, 4, 5,7, 8, 9, 10, lI - Wl,2, 3,
4, 6, 8, 9, 10, I t, ' t2 - lIU l, 4, 5,'7, 9, 12). Vingt-trois
de ces chansons sont d'authentiques chansons folklo-
riques tmdis que deux ne le sont pas mais sont pour-

tant lugement acceptdes dans la tradition populaire
(dans II/8, l2). Dans les oDZe autres danses, Skal-
kottas utilise des thCmes de son cru qui se refdrent
plus ou moins d de la musique populaire grecque.

Dms certains cas, il n'y a pas de relation discemable

avec la musique populaire grecque sans que celle-ci

ne cause de penurbation stylistique.
Skalkottas reste fidAle i l'essence du mat6riel po-

pulaire mais il I'utilise toujours de manidre abstaite
et librement personnelle. Pourtmt, la m6lodie origi-
nale n'est jmais citde de maniore acad6mique dans
les vingt-cinq dases. Skalkottas ne s'interesse pas eL
foumir l'hmonisation et I'orchestration d'une dmse
au go0t grec. 11 utilise les m6lodies originales et leurs
6l6ments comme une semence thdmatique et moti-
vique et il pr6sente presque toujours ces mdlodies en
versions de son cru, avec d'occasionnelles alt6rations,
segmentation, diminution ou expmsion melodiques et

rythmiques. Dans la construction de ses thdmes, i l
traite les m6lodies populaires come des brouillons i
Ctre travaillds. Les melodies originales ont survecu
grAce i la tradition orale et peuvent bien apparaitre
sous diff6rents aspects dans diff6rentes regions de la
Grdce, de sorte que les versions personnelles de Skal-
kottas semblent s'harmoniser avec la fluidit6 inh6-
rente d la pratique de la musique folklorique. En plus

de ses huit transcriptions propres de chansons folklo-
riques, Skalkottas uti l ise aussi d'autres recueils de
tanscriptions publi6es en Grdce dans les ann6es 1910
et 1920. Il 6crit parfois un thdme ou une phrase de son
invention auquels la chanson originale fait r6ponse. A
d'autres endroits. il foumit des continuations d'airs
originaux, allongemt habilement des puagnPhes.

L'emploi d'une chanson folklorique come point

de ddpart d'une composition, ainsi que la conception
monothdmatique, sont d6ja F6sents dans Peloponnis-
siakos (U4), la toute premidre des danses composees
pu Skalkottas. La danse commence avec un thime
dnergique qui n'est pas tellement rapproch6 de la

chmson originale. Dans la section m6diane, une id6e
provenmt du sujet principal est prdsentde dans la domi-
nante mineure, incorporant un nouveau motif cuac-
tdristique d'un triolet de croches qui appartient d la



chanson originale - qu'm n'a pas encore entendue.

Quand la section m6dime semble temin6e, apres un
silence, une section lente commence o! le hautbois
chmte un air mdditatif qui est en fait la chmson folklo-
rique originale; l'auditeu perqoit cette m6lodie come
le but final d'une progression graduellement trmsfor-
matrice. Uordre renvem6 de d6rivation et d'original est
trds r6v6latif de la m6thode de Skalkottas.

La musique folklorique grecque est modale et
monophonique. Les mdlodies choisies pour les dmses
montrent l'6tendue des modes de la musique folklo-
rique grecque avec une exception notable: dils hente-
cinq des dmses, Skalkottas utilise des m6lodies aux
modes << diatoniques ) (semblables aux modes dorien,
mixolydien, phrygien, etc. ainsi qu'une m6lodie dans
un mode pentatonique),6vitant les modes <<chroma-
tiques >. Ces demiers sont frdquents et cilact6ris-
tiques de la musique folklorique grecque mais, dans
les 36 Danses de Skalkonas. seule Ia premidre de la
seconde s6rie, Syrtos, pr6sente une m6lodie chroma-
tique. L intervalle distinctif des modes chromatiqu€s
est la seconde augmentde qui est associee a un accent
immanquablement oriental que le compositeur yeut

clairement dviter
Les 36 Danses sont compos6es dans un idiome

tonal 6tendu. Skalkottas n'utilise pas la modalit6 pour
organiser un systdme harmonique individuel. Son
idiome hmonique a incontestablement des exten-
sions modales: il est souvent librement et fortement
dissonant avec des agr6gations dissonantes et poly-
tonales. Il gude n6moins un cractdre diatonique et
d'accord parfait.

Les mdtres en musique folklorique grecque
peuvent Cffe rdguliers et in6guliers et ils sont reli6s
aux anciens mdtes po6tiques. La populaire nesure i
7/8 pil exemple, qu'on touve dans quahe duses (V8,
U9,lU6, lM) et qui se rencontre aussi dms Ul2 et

IIV9 - le dit rythme de dnse de Kalarutianos - est
un mdtre temaire dont le premier temps est plus long
(3+2+2), reli6 i I'mcietmdtre d'Epitritos.

Les rythmes folkloriques grrcs peuvent Che dner-
giques mais ne sont g6n6ralement pas rapides; les
tempi sont en majeure partie mod6r6s ou lents. Ainsi,
dans les 36 Darues, Skalkottas utilise fr6quement
I'indication de tempo noderoto. Pour les dmses vrai-
ment rapides, i l  choisit surtout des thCmes de son
invention ou apporte des changements fondamentaux
a la yitesse et au cilactdre de I'original.

L'orchestration est remarquablement colorde et
imagin6e. Des effets extraordinaires sont requis i
maints endroits, par exemple des solos dans un re-
gistre exceptionnellement aigu pour deux piccolos,
cor et mCme contrabasson, ce qui produit une sonorite
et une atmosphere individuelles.

La conception sonique des 36 DanJeJ est souvent
puissmte. Ceci refldte probablement non seulement le
monde sonore du compositeur mais aussi son id6e
personnelle des chansons folkloriques grecques qui
expriment des passions humaines, souvent en combi-
naison avec un 6l6ment h6roique (historiquement reli6
e la lutte pour I'ind€pendance). L'humour apprait
souvent, avec un c6t6 aigu et mer. Une humeur som-
bre est d6tect€e sous la surface d'une structure brdye
dans plusieurs des dmses. L abord distinctif de Skal-
kottas de la dissonance - qui semble souvent offenser
Ie tissu musical et ne pas se m6ler de mmiEre homo-
gdne i l'harmonie tonale 6tendue - contribue aux
aspects humoristiques et 6motionnels de la musique.

La pr6dominance des tonalites mineures dans
l'cuwe est relide au fait que la gme mineure res-
semble 6boitement au mode dorien grec (le premier
mode plagal de la musique byziltine), un mode assez
commun en musique folklorique grecque. La melm-
colie mineure fait ddfaut A ce mode dans sa forme
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autientique, non-temp6r€e. Dms les danses, le mode
mineur pr€te une qualit6 expressive particulidre d
l'idiome de l'cuvre.

Les dmses populaires grecques sont presque tou-
jours dans6es sur une chanson. Dans les danses de
Skalkottas, surtout celles bas6es sur des origines tradi-
tionnelles, " danse " implique chanson. Le titre de
l'euvre englobe une signification plus dtendue que

" musique sur laquelle on danse >. En fait, certaines
des chansons originales (appel6es chansons de table),
n'6taient pas destindes du tout e etle dans6es. A c6t6
d'une qualit€ d'6tude en composition, plusieurs des
danses rdvElent un temp6rament de peinture tonale en
miniature.

Il est remarquable que, dans les 36 Dqnses
grecques, les manifestations d'originalit6 cr6ative,
d'innovation ou d'expression personnelle semblent
ayoir un pendant dans les originaux de la musique
folklorique: I'individualite et la logique des concep-
tions fomelles ainsi que l'interprEtation libre et per-

sonnelle du mat6riel populaire original refldtent
I'essence de la musique folklorique. D'un aube cdt6,
une m6lancolie personnelle sous-jacente peut Ctre
compude a I'intense m6lancolie houv€e commun6-
ment dans la chmson folklorique. Come la musique
de Skalkottas n'est pas exactement << nationale >, c'est
cette intenelation du personnel et du collectif qui
justifie entidrement le titre de I'cuvre.

Les trois s6ries
Il se trouve une logique 6vidente dans la progression

des 36 Danses m0me si I'cuvre n'est pas destinee e

etre joude cotme un cycle. Le regroupement en trois

s6ries r6vdle un 6quil ibre de grande 6chelle dans
l'dtendue g€ndrale du cycle. Chaque s6rie Pr6sente un
profll propre. La s6rie I (a I'exception de I/4) ren-

feme les dmses les plus concentr6es, les expositions

les plus laconiques. La s6rie II renfeme des danses
plus expmsives et complexes. La s6rie III comence
avec la dmse la plus extravertie dt cycle, Hostianos
en 16 majeur

En g6n6ral, les danses de cette s6de - comme
celles de la s6rie I - sont brdves, donnant I'impression
d'avoit des fomes plus simples. L avmt-denidre dmse
(.Messolongitikos, IIUIl) est une danse assez extra-
yertie dans une tonalitd mineure; la derni&e (Ma-

zochtos,lM2) - en la mineur, come la pr6c6dente
r6sume simplicit6, laconisme et force dramatique.

Ainsi, en d6ployant I'id6e de I'cuvre, les trois s6ries
impliquent un plus grand sch6ma < d'exposition - 6la-
boration - r6solution/p6roraison > (que I'on pounait
compuer d <exposition - d6veloppement - reexposi-
tion >).

Le cycle commence et se temine en la mineur
qui est aussi la tonalit€ de la premidre dmse compo-
s6e pil Skalkottas (Peloponnissiakos, U4); quoiqu'il

n'y ait pas de plm tonal particulier dans le cycle, la
mineur remplit un r6le symbolique importmt.

Les titres
Le titre de chaque danse peut se rapporter A une 16-
gion de la Grdce (pu exemple Peloponnissial<os, dmse
du Pdloponndse), e un type de dmse folklorique (ptr

exemple Tsamikos), a un type de chmson folklorique
(pu exemple Kleftikos) ou i un titre/premier verset
d'une chmson folklorique (pa exemple Oh amis qui
jeterent cette pierre)

Versions originales et r6vis6es
Les r6visions faites pil Skalkottas dans les seconde et
troisidme sdries sont souvent assez difflciles i lire cr
elles sont mal 6crites, m€me griffonn6es, a la mine sur
le mmuscrit original e t'encre. Skalkottas esquissa les

r6visions peu avant son d6cEs F6matur€ qui empecha
la rddaction d'une partition ad6quate; en fait, la r6vi-



sion des s6ries II et III des 36 Danses est le seul cas
d'une Guvre de Skalkottas i sunivre dms une parti-
tion qui n'est pas clairement r6dig6e. En plus des pro-
blCmes textuels consid6rables qui doivent Ctre resolus,
cela pounait soulever des questions sur le cilactdre
d6finitif des versions r6vis6es: vu les intentions 6vi-
dentes du compositeur cependant, les r€visions not€es
semblent 6tre assez compldtes. L 6tendue et le type de
r6vision varient consid6rablement dans chacune des
danses r6vis6es. Les versions r6vis6es ne sont en
aucun cas toujows plus r€ussies que les originales; en
fait, plus souvent qu'aukement, ce sont les versions
originales qui sont pr6f6rables.

Deux danses de chacune des sdries II et III sont
rest6es sans r€yisions. Dans les autxes danses, les r6yi-
sions passent de retouches trds l6gdres d - dans quel-
ques cas - totales, Elles concement principalement
I'orcheshation et le tissu mais peuvent dans certains
cas s'dtendre i tous les autres aspects compositionnels:
chmgements m6lodiques, hmoniques, ajout de con-
trepoint et m6me - dans deux cas modification du
plan fomel. Dans cinq dmses - S6rie 1U3,5, 6, l l ,
S6rie IIV2 les r€visions se limitent d d'occcasion-
nels changements dans I 'orchestration, y compris
l'allocation de quelques passages techniquement pres-
que impossibles, A d'autes instruments.

Dans les autres danses r€vis6es, de nouvelles
orchestations (partielles ou totales de la dmse) sont
habituellement plus massives, denses, avec plus de re-
doublements et d'6l6ments motiviques additionnels
dans le tissu. Certaines de ces nouvelles orchestra-
tions et textures sont indispensables, comme dans
IIIII et lllll2. Quoique les orchestrations revisdes
conviennent bien en soi, les premidres versions sont
cependant souvent plus tanspilentes et fonctionnent
mieux en g6n6ral ainsi que dans le contexte. Des
changements substantiels d'orchestration et de texture

entainent une r€vision de la persptrtive de la danse,
incluant des changements de m6lodie, hmonie, con-
trepoint et nuances. C'est dans le cas de telles r6vi-
sions substantielles que la version premidre de la
dmse est habituellement la meilleue. Dms I'emegis-
trement pr6sent, les versions les plus rdussies sont
incluses, certaines 6tmt emegistlees pour la premiEre
fois.

Ouverture pour orchestre
<< Le retour d'Ulysse >>

U Ouverture pour orcheJlr€ est I'une des plus grandes
cuvres symphoniques de Skalkottas. C'est aussi un
r6sum6 de sa m6thode de composition dod6capho-
nique libre, non-s6rielle. L @uvre fut compos6e vers
1942. Non jou6e du vivant du compositeur, elle fut
cr€6e en 1969 (par l 'Orchestre Symphonique de
Londres dirig6 par Antal Dor6ti). Dans la partition
manuscrite, le tihe est Ouverture pour orchestre (ecit
en allemmd: Ouvertiire fir Orche$ter), Dils une note
sur I'cuvre, Skalkottas relie la composition et I'inspi-
ration de I'ouverture i un op6ra projete appele Le
Retour d'Ulysse. C'est pourquoi, apros la mort du
compositeur, ce titre a 6t6 d juste titre utilise pour
l'ouverture de sorte qu'elle est connue par ce nom
plutot que pil le tihe original. (A cause de la longueu
de l'euue et de sa nature symphonique, le titre < Sym-
phonie en un mouvement ) lui a aussi dt6 arbitraire-
ment appliqud mais ce titre souvent utilis6 n'a rien
d'authentique.)

L'ouverture est moulde dans une grande forme
sonate symphonique : une introduction large lente
(Molto adagio)1 une exposition (,41le gro molto vivace)
avec deux grcupes th6matiques 6tendus; dms le d6ve-
loppement, une fugue libre en trois sections e deux
sujets (oil le premier sujet de la fugue est une v[ia-



tion sur le thdme d'intoduction). la troisidme section
un€ fugue double menant e un somet sur le thdme
d'introduction; une r6exposition vari6e et finalement
une coda (Prprlo - Prestissimo\ avec une pdroraison

th6matique sur les motifs principaux de I'Adagio et de

I'Allegro). L'int6gration d'une fugue comme d6ve-
loppement de sonate est une touche fomelle impor-
tante et innovatrice. Une richesse d'iddes, ainsi qu'un
grand souffle 6motionnel, conespondent i la fome de
l'@uyre. L'ouverture a la fome en un mouvement la
plus longue de tout I'cuyre de Skalkottas. En elle, il
semble prolonger un fil symphonique de I'dre romm-
tique ttrdive dans la musique du 20' sidcle et I'atona-

lit6 dod&aphonique.
L'orchestration de l 'ouvenure imPressionne pil

son style personnel. La partition est trds exigeante et

renfeme 3 flotes (et piccolos), 3 hautbois, cor mglais,
clarinette en 16. 2 cldinettes, cltrinette basse, 2 bas-
sons, contrebassons, 6 cors, comet, 3 trompettes, 4
trombones, tuba, timbales, percussion, c6lesta, harPe
et cordes. La section des cors comPte deux cors de

basse. On n'est pas s0r de quel instrument il s'agit.
Skalkottas demande aussi cet instrument myst6neux
et ddsuet dms so\ Concerto pour contrebasse; dns
son in6dit Traitd sur I'orchestration, un passage le
place dans la famille des tubas. Sur cet enregistre-

ment, les parties de cor de basse sont jou6es sur des

tubas wagn6dens. lr style imag6 de l'orchestre est

remtrquablement riche et audacieux. Dans son com-

mentaire technique sur I'cuvre, Skalkottas se r6fdre i

un dpisode d la fin de I'exposition du premier groupe

th6matique oir " une s6rie de motifs tir6s du premier

sujet principal d6crivent, ou brossent un tableau discret

d'une scdne sylveshe avec chmt d'oiseaux et autes

sons de la nature > (l '6pisode de violon solo et de
piccolo suivi de mumues orchestraux).

L'ouverture est ecrite dans un style doddcapho-

nique libre, diff6rent de la m6thode doddcaphonique
personnelle et syst6matique de Skalkottas oU il utilise
un groupe de stjries lonales. Skalkonas ne voyail pas

la substmce d'une cuvre musicale come un d6rivd
d'un ordre de sons s6riels doddcaphoniques abstraits
prdexistmts; au contraire, il consid6rait I'atonalit6 do-
decaphonique colme un nouveau lmgage musical et
utilisait toujours des sdries come des grains th6ma-
tiques. Cette notion appilait in extremis dans I'ouver-
ture. Des series dod6caphoniques sont utilis6es verti-
calemen! en couches m6lodiques et hmoniques com-
plementaires, ou horizontalement, dans quelques m6-
lodies dod6caphoniques, comme dans le thdme de

I'introduction ou le principal second sujet de I'Allegro.

Un nombre iUimite de s6ries diff6rentes sont utilis6es

Iibrement quand le compositeur doit donner suite e

des unitds phrasdologiques et harmoniques au cours
de la composition. L'ouverture a une structure th€ma-
tique et une syntaxe htrmonique traditionelles mais
tout est r6alis6 au moyen d'un emploi libre des com-
plexes dod6caphoniques; les s6ries reviennent qumd

des phrases, thdmes ou accords qui leur sont reli6s
r6appilaissent dms la fome. Ucuvre se tient grece d
ses proc6d6s fomels motiviques et th6matiques - et

non grdce i l'organisation s6rielle.
Skalkottas travaille ses thdmes et s6ries avec beau-

coup d'imagination, comme on le voit par exemple

dans les proc6d6s de d6veloppement, dans la r6expo-

sition vai6e ou dans le cours unifiant rch6 du thdme

de I'inhoduction et ses transfomations dans I'intuo-

duction, la fugue et la coda. Des segments des s6ries

forment des accords sp6cifiques qui revtennent au

cours de I'euvre; quoique I'auvre ne soit pas exclu-

sivement basee sur eux du point de vue hmonique,

Skalkottas organise n6anmoins une hmonie atonale
< fonctionnelle > qu'il explore ensuite dans I'ult6rieure

et s'i'elle Seconde suite pour orchestre.



Dms son comentaire sur I'ouverture, Skalkottas
ecit que lz Retour d'Ulysse dans son payJ, son projet
d'op€ra, n'avait pas encore 6t6 composd cu le liwet
n'6tait pas pr€t. Aucune 6vidence ne confime cette
affimation; on pounait supposer que Skalkottas ait
fait ce projet A un certain moment. La grande lon-
gueur de I'ouverture - etr tout cas exceptionnelle pou
un mouvement symphonique - Ia disqualifie pratique-
ment pour I'op6ra. L'cuvre n'est pas i programme.
Mais son cous fomel long et aventureux, la grmde
6tendue dramatique, la pr€sence inhabituelle d'une
fugue 6nergique en guise de ddveloppement, I'all6-
gresse pr€cipitee de la coda Prcsto - PrestiJsiuo, tout
se rapporte d I'id6e d'Ulysse et de son retou aventu-
reux. La fugue est un centre structural qui peut aussi
6tre symbolique; comme le mot veut dire fuite, 6chap-
p& (latin fugo, identique d la < fuge > grtrque €t ho-
merique), il est peut-efe question ici de la person-
nalit6 < fugitive > autmt que celle sagement imagi-
native d'Ulysse.

@ Nikos Christadoulou 20O2

36 Danses grecques;
Ouverture pour orchestre

<< Le Retour d'Ulysse >:
texte critique

de l'Acad6mie Skalkottas
Pour le pr6sent emegistement, I'Academie Skalkottas
d'Athdnes a pr€pu9 un nouveau texte musical cri-
tiquement r6vis6. Les rdvisions de 1949 de vingt des
36 Dqnses grecques pose\t plusieurs probldmes tex-
tuels pilce qu'elles fuent mises pil 6crit e h hate (les
versions originales et rCvis6es sont briCvement discu-
t€es ci-dessus). Les yersions originales de ces vingt
danses restent in6dites. Certaines des versions appa-
raissent ici pour la premidre fois. En plus, des 6ditions

mtdrieures renfement de nombreuses eneurs.
Un grmd nombre de sources ont sury6cu. Pou le

texte des 36 Daases, les sources autographes sui-
vantes furent utilis6es: deux mmuscrits complets (les

dits manuscrits de Benakis et de Mitropoulos); le
mmuscrit des compldtes S6ries II et III (le mmuscrit
original avec rdvisions ajout6es); un manuscrit de
quinze dmses ; trois mmuscrits avec choix de dmses
(donn6s aux colldgues du compositeur); un mmuscrit
de quatxe doses pour l'Edition de I'Institut Frangais
d'AthCnes I le premier mmuscrit de U4, Peloponnis-
riakor, (6crit i Berlin en l93l): un manuscrit de neuf
dmses mmg€es pour grmd orcheste i vent; et des
manuscrits de diverses danses mmg6es pour quatuor
i cordes, pour violon et pimo et pour pimo solo.

Le mmuscrit de l'Ouverture pour orcheste < Iz
Retour d'Ulysse , est clairement 6crit mais il com-
porte des lacunes en articulation et en nuances ainsi
que divers auftes problemes textuels cil Skalkottas a
travaillE rapidement. Des 6ditions ant6deures ren-
fement des eneurs et sont lourdement 6dit6es. Pou le
nouveau texte, deux sources autographes existantes
sont utilisdes: le mmuscrit du compositeur ainsi que
I'umgement autographe du compositeur pour deux
pimos (non utilis6 aupilavant comme source d'6di-
uon).

Les nouveaux textes sont supervis6s pu Nikos
Chdstodoulou. L Acaddmie Skalkottas est reconnais-
sante i Yannis Smprovalakis pour sa contribution
musicologique concmnt les Danses grecques.



L Orch€stre Symphonique de la BBC fut fonde ptr
Adrim Boult en 1930 come premier orchestre per-
mment de Londres. Depuis lors, sa liste impression-
nante de chefs principaux a inclus Antal Dor6ti, Piere
Boulez, Gennady Rojdestvensky, sir Colin Davis et sir
John Pritchtrd tmdis que I'orchestre a aussi travaill6
6troitement avec plusieurs grands compositeurs dont
Bart6k, Henze, Lutoslawski, Piirt, Prokofiev, Strauss
et Stravinsky, Un sirieux engagement en musique
nouvelle a r6sultd en creations, dom6es pil I'orcheste,
de plus de 1,100 cuvres dont plusieurs furent com-
mmd6es pr la BBC et font partie depuis du r6per-
toire classique.

En tant que vaisseau miral de la BBC, I'Orches-
tre Symphonique de la BBC est la colonne vertdbrale
des Proms avec plus d'une douzaine d'appuitions
chaque 6t6, y compris les hemiere et DemiCre Sot6es.
lf, calendrier de l'orchestre renfeme aussi sa saison
mnuelle de concerts au Bilbican et des concerts 16-
gionaux en plus de toum6es intemationales et d'etre-
gistrements commerciaux. Uorchestre fait de nom-

breuses toum6es et so pr€sente r6gulidrement d des
festivals intemationaux dont ceux d'Aldebourg, Edin-
bourg et Salzbourg ainsi que dms des grmdes villes
partout au monde. Chaque concert, au Royaume-Uni
ou i l'6tranger, est diffusd sur Radio 3 de la BBC et
peut aussi Ctre entendu sur Radio 3 site Web de la
BBC.

A I'automne de I'm 2000, l'Orchestre Sympho-
nique de la BBC entreprit sa 70e saison mniversaire i

sa nouvelle r6sidence. le Bilbican et Leonud Sla&in

devint le onziEme chef principal de l'orcheshe, succ6-

dilt i sir Andrew Davis qui en devint le premier chef

laurdat. Une autre innovation fut la nomination de

Mrk-Althony Tumage dans le nouveau rdle de com-

Dositeur associ6.

Nikos Christodoulou (n6 en 1959) a etudie Ia com-
position avec J.A. Papaiomou et le piano e AthCnes.
Il poursuivit ses dtudes de composition d la Hoch-
schule ftir Musik d Munich et 6tudia la direction au
Royal College of Music a Lon&es. Il fut compositeu
associ6 et conseiller d la Radio Nationale Grecque de
1977 a 1981. Il a compos6 des cuvres orchestrales, de

chambre et chorales, des chansons ainsi que de la
musique de scCne et il a reEu des commdes de plu-

sieurs institutions et festivals. Il a enseignd la compo-
sition au Conservatoire Hellenique.

Nikos Chdstodoulou a 6t6 directeur musical du
Nouv€l Orchestre Symphonique d'Athdnes, de I'or-
chestre philhmonique des jeunes < Euro Youth Phil-
hmonic Orchestra> et de l'Olcheshe Symphonique
d'Athdnes (ville d'AthCnes). Il appilait regulidrement
avec I'Op6ra National Grec ainsi qu'avec l'Orchestre

et le Chcur Symphoniques de la Radio Nationale
Grecque. Il a dirig6 te prenier festival Helios - une

C6l6bration Cill Nielsen i Athdnes et les Nikos Skal-
kottas Tage au Konzerthaus de Berlin. Il a donn6 la

cr6ation mondiale de plusieurs nouvelles euvres dont
la Symphonie no I de Lus Graugard au Music Hu-
vest Festival i Odense et I'opdra Les Possddds de
Hris Vrontos d l'Op6ra National Grec.

Il a travaill6 avec I'Orch€stre Symphonique de la
BBC, I'Orchestre Symphonique de Berlin, I'Orchestre
Philhmonique Am6nien, I'Orchestre Symphonique
d'Aalborg, I'Orchestre Symphonique d'Islmde, I'Or-

chesbe Symphonique de Malm6, I'Orchestre du Centre
Bach de Moscou, I'Orchestre Symphonique d'Odense,

I'Orcheske de Chmbre S6r6nade, I'Orchestre Sym-

phonique d'Erevm et I'Op6ra du Bolshoi.

Sa s6rie d'emegistrements en premidre mondiale

de musique symphonique de Skalkottas sur etiquette

BIS a 6t6 accueillie avec enthousiasme Pil la critique

intemationale.
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Music by Nikos Skalkottas on BIS:

Orch€stral Music

BIS-CD-904 . . . . . . Violin Concerto; Seven Greek Dmces for strings; Lugo Sinfonico for orchestra

BIS-CD-954 . . . . . . Double Bass Concerto; Tbrce Greek Dances for strings; Mayday Spelt, symphonic suite

BIS-CD-1014 . . . . . Pimo Concerto No. l; The Maiden and Death, ballet suitet ouvertiire concertante

Chamber and Instmental Music

BIS-CD-1024 . . , . . Music for violin md piano; Sonatinas Nos. l-4; Gavotte; Little Chorale and Fugue

Milch of the Little Soldiersl Menuetto Cantatoi Noctume; Rondo; Scherzo;

Sonata for solo violin

BIS-CD-1074 . . . . . String Quartet No. 3; String Quartet No. 4

BIS-CD-I124. . . . . . String Quartet No. l; Ten Pieces (Sketches) for string quartet: Gero Dimos for string quartet;

Octet for strings & winds; String Trio (No. 2)

BIS-CD- 1133/1134 . Musik fiir Klavier: 32 Klayierstiicke for piano; Four Etudes for pimo; Suite No. I for Pimo

BIS-CD-1204 ..... Duoforviolin & cello; Duo forviolin & viota; Three GreekFolk-Song Anangements for

violin & pimo; Petite Suites Nos l & 2 for violin & pimo; Scherzo for 4 instruments;

Sonata for violin & oiano






