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Nikos Skalkottas
36 Greek Dances

Genesis of the work
The set of 36 Greek Dances, some of which are among the composer’s best-known pieces, is
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-
kos — eventually No.4 in the work’s Series I — written in January 1931 while he was living in
Berlin. In 1931, as John Thornley plausibly conjectures, he also composed the song Doe for
soprano and piano, based on a traditional Greek melody, which was intended for inclusion in 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 (I/1. Tsamikos) was incorporated — in a condensed ver-
sion — in his ballet The 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 concerning 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 L.

Form
Despite the hardships of his life and the neglect he suffered, Skalkottas composed unremit-
tingly. 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 20th-century composers — lies in their formal conception: each dance has
an individual form, but all these forms are essentially ‘monothematic’; melodic, rhythmic 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 through 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-
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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 of his 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.

Treatment 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 traditional songs (Dances I/1, 2, 4, 5,7, 8, 9, 10, 11 - 1I/1, 2, 3, 4,
6,8,9,10,11,12-111/1, 4, 5, 7, 9, 12). Twenty-three of these are genuine folk-songs, whereas
two are not genuine, yet widely accepted in folk tradition (II/8, 12). 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 discernible relation to Greek folk music, without this causing any stylis-
tic disruption.

Skalkottas is faithful to the essence of the folk material, but he always uses it in an abstract
and freely personal manner. In all of the twenty-five dances that are 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 tradition 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,
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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 (I/4), 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-
quent and characteristic in Greek folk music, but among Skalkottas’s 36 Dances, only the first
of the second series, Syrtos, 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.

The 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 (I/8, /9, 11/6,
1I/1) and is also found in /12 and III/9 — the so-called Kalamatianos dance rhythm — is a
triple metre with a longer first beat [3+2+2] related to the ancient 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 tempo 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.
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The orchestration is remarkably colourful and imaginative. In several places extraordinary
effects are asked for, 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 Dorian-like 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 of the 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 of the personal and the col-
lective which fully justifies 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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1/4) contains the more concentrated dances, the terser statements. Series Il 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,
I1I/11) is a rather extrovert dance in a minor tonality; the last (Mazochtos, I1I/12) — 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, 1/4); although there is not a particular tonal plan in the
cycle, A minor plays a significant, symbolic rdle.

The Dances
The title of each dance may refer to a region of Greece (e.g. Peloponnissiakos: Dance of the
Peloponnese), to a type of folk dance (e.g. Tsamikos), to a type of folk-song (e.g. Kleftikos), or
to a title/first verse of a folk-song (e.g. Oh friends, who threw this stone).

Series I

¥/1. Tsamikos (‘An Eagle’) in A minor. Allegro moderato (1933)

Tsamikos, 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 furti 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 dance also has the character of an initial
statement, a gesture preparing the evolution of a cycle.

I72. Critikos (‘Dance of Crete’) in B minor. Allegretto (1933)

The tune comes from the popular Pentozali folk dance of Crete and is used in a free and imag-
inative manner. This dance has a miniature, ternary-like 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-
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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 of the secondary idea in the relative major. The final recapitulation is elliptical, pre-
senting the theme’s second phrase.

1/3. 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 of the 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
mirrored in a humorous scherzando coda.

/4. Peloponnissiakes (‘Dance of Peloponnese’) in A minor.

Wild/Molto Feroce — Slow/Andante (1931) (The tempo markings in English are translations
of Greek words included by Skalkottas himself in the score.)

This dance is based on a Kleftiko 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 horns before the end of the first section is isolated from the
original song; the melody in its entirety, unadorned and then varied in instrumental solos, inter-
rupted by orchestral interjections and pauses, is heard in the Andante.

I/5. Critikos (‘Dance of Crete’) (Allo Horo, ‘1 enjoy no other dance’) in E minor.

Allegro moderato (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 alternation with occasional
variations. To these Skalkottas adds a four-bar introduction, presented by the cellos, in which
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the tetrachord 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 of the dances in this series, the form of Critikos gives a ‘single-breath’ impression;
it has a free, arch-like design.

1/6. Kleftikos (‘Dance of the Kleftes’) in A minor. Lento — Presto (Vivo) (1935)

The theme is Skalkottas’s own; its main motif refers to the melismatic turns of the slow
Kleftiko song (a meditative or mournful 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 is 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 major
chord. The two sections present diametrically opposed emotions linked by the thematic logic.

1/7. 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 register, 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 return 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.

I/8. 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 return, to be followed by a tutti chordal conclusion.

1/9. 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 troops, 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 homns, 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 pizzicatos. Skalkottas here avoids continuing the
popular tune in the normal way; instead, we hear stumbling, syncopated staccato chords,
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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 superimposed on each other. A dramatic brass
fanfare leads to a faster, varied return of the theme’s first part, rounded off by the initial motif
of the second part.

1/10. 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, thythmic 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 pizzicato line accompanying wood-
wind chords, are connected with the theme’s motifs and rhythm. The first of these ideas, heard
in viola jeté 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 zutti, the theme emerges in its proper quaver motion.

1/11. Pedia Ke Pios (‘Oh friends, who threw this apple?’) in A minor.

Allegretto moderato (1935)

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 of the 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 pattern. Rhythmically, tex-
turally and harmonically, however, one gets the impression of a ternary-like pattern, which
creates an ambiguity in this compact, brief, song-like form. All this contributes to an atmos-
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phere of discreet sadness, which pervades outer sections of the dance, and rises and deepens in
its middle part.

1/12. 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 I1

II/1. Syrtos in B major. Allegro vivo (1936) World Premiére 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.
Syrtos 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 counter-line 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.



11/2. Sifneikos (‘Dance of Sifnos’) (‘At Saint Marcella’) in G major.

Moderato assai (1936) World Premiére 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 mildly embellished original). In an orchestral interplay, both versions of the
theme are varied and developed. The culminating futti 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.

11/3. Critikos (‘Dance of Crete’) (Avgis, ‘Early at dawn I will rise’) in D major

Andante — 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. In the Moderato section, the first 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 tutti 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.
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At the end, this motif is harmonized in a luminous D major chord, softly sounding in the brass;
daylight has come.

11/4. Nissiotikos (‘Island Dance’) (‘A woman from Mylopotamos’) in A minor.

Moderato (1936 [1949])

This dance is based on a Cretan folk-song, transcribed by Skalkottas. It has a ternary 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 returns with two simple chords inviting the repeat
of the first section.

1I/5. Vlachikos (‘Dance of the Vlachs’) in A minor. Allegro 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.

11/6. 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
string 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 returns in the trombones, in the tonic, but with a polytonal harmonic combination.
From this point on, through a rondo-like succession of episodes with various moods and tonal
adventures, all the ideas gradually return to the tonic.

11/7. Kathistos (‘Sitting dance’) in B minor.

Andante moderato — Allegro — Andante moderato — Allegro (1936)

The theme is by Skalkottas and has an unequivocal folk-like, modal quality, yet without a
discernible 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 the Andante’s theme, developed in the quicker
tempo into a more expanded idea. Two dynamic rusti 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, however, 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 returns, 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 the 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.

II/8. Chiotikos (‘Dance of Chios’) in D major. Moderato maestoso (1936)

The theme, sung by a solo horn, 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 fussi restate-
ment of the theme. The form could well be over at this point, but unexpectedly Skalkottas
inserts a fortissimo turti episode in D minor, which sounds almost festive rather than dramatic.
Within an organ-like 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.

11/9. 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 first susti. 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 thythmic (anapzestic) 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 recapitulation-like 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 futti the main theme is vertically combined with the anapastic 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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11/10. 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 irregularities of the original song. The slow-moving harmony and long
note values in the accompanying voices seem to resist the 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 alternating with interjections from the strings. The
piece has an unusual rondo and arch-like 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.

11/11. Macedonikos (‘Dance of Macedonia’) in A minor. Moderato (1936)

This dance is an orchestrated and expanded version of the song Doe for 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 ternary 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 character. 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 previ-
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.
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11/12. Peloponnissiakos (‘Dance of Peloponnese’) (‘The brave Lyngos’) in E minor.

Allegro molto — Andantino — Allegro molto — Presto — Andantino — Allegretto ~

Allegro molto (1936 [1949])

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 first Andantino comes through the paradoxical sound of two
piccolos in octave doubling, the first in an almost impossible high register; rather 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 brief Presto comes as a sudden outburst. The Andantino returns, 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 register, 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 by the trumpets and comes as a dynamic peroration.

Series 1T

III/1. 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 of the 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.

I11/2. 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, more 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 in
an expanded phrase; the oboe, followed by clarinets, musing on the original and inverted
theme; a sudden orchestral exclamation, with the cellos continuing the preceding melodic
argument; a futri restatement of the abbreviated theme in F minor, returning 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.

II1/3. Kleftikos (‘Dance of the Kleftes’) in A flat minor. Allegro vivo (1936 [1949])

The theme is Skalkottas’s own. The Kleftiko 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 pattern. 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, tusti 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. Harmonically 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.

H1/4. 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 contrasts of
rthythm and mood. The form has a variational five-part pattern, with two condensed Prestis-
simo 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,
echoed by pianissimo 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
of the full orchestra. The short coda, which starts polytonally, is ethereal and dramatic.

II/5. Kato Stou Valtou Ta Horia (‘Down there, at the villages of Valtos’) in A minor.
Moderato — Allegro — Moderato (1936) World Premiére Recording

Skalkottas here uses a folk-song (Valtos is a region in west central Greece) in the Tsamikos 3/4
dance rhythm. The form of this 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 3/4.
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.
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The ambiguity, besides lending it a formal freshness, also contributes to the piece’s ultimate
feeling of metancholy. The brass presents a bold theme in the first 3/4 Moderato. The indepen-
dent theme 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 Allegro; with an
intense rhythmic energy, the strings and the xylophone state a variant of it, its original Tsami-
kos 3/4 thythm changed to alla 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 3/4 rhythm to alla breve, while some sudden syncopations greatly intensify
the variational process. In the return of the Moderato, the initial theme does not reappear; a
variant of the folk-song is stated — in its genuine 3/4 rthythm — 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 reflect on the essential ambiguity of musical form in
time.

11I/6. 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
Skalkottas; 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 of the 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 on; for all that, its stepwise movement
springs from the ostinato.
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IILI/7. Chiotikos (‘Dance of Chios’) (‘Down there at the seashore’) in G major.

Allegro vivo (1936)

The theme is based on a well-known, playful folk-song. Skalkottas also treats his material
playfully, never allowing a complete, normal appearance of the folk tune, teasingly separating
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 main
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 of the theme’s first motif, which eventually reaches the tonic. Duly
the theme’s refrain phrase joyously arrives, in turti, followed by a concluding crescendo.

I11/8. Kleftikos (‘Dance of the Kleftes’) in F minor.

Moderato andantino (1936) World Premiére 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, however, is in fact
exactly the secondary, accompanying counter-motif from the beginning, now elevated to a
principal réle. 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 nostalgicaily 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 bitterly melancholic.
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II1/9. To Nerantzofilima (‘Kiss under a bitter-orange tree’) in A minor.

Andantino ritmato — Allegro — Andantino — Allegro — Andantino — Allegro

(1936) World Premiére 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 first 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 Andanzino) in an imaginative harmonization. The strings return with
their 7/8 Allegro, now in a distant pianissimo. The first slow section is recapitulated in tuzti
with an added colour of bells; since this section contains only the beginning of the original
tune, the second phrase of the 7/8 Allegro returns, as an animated conclusion.

111/10. Arcadikos (‘Dance of Arcadia’) in G major. Moderato (1936 [1949])

The theme of this dance is by Skalkottas and unrelated to Greek folklore. Because of this, the
musicologist Kostis Demertzis has proposed that the title alludes to a mythological idea, as
Arcadia (in the Peloponnese) is an idealized land of shepherds; 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 string 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.
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I1/11. 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 not
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 horns; 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.

I11/12. 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 muitiple dominant function,
which heightens the inevitability of the static minor tonic over which the primary theme is
finally heard. As in Dances /4 and III/5, 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.



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 textual problems that needed to be solved, might raise some questions about the
definitiveness of the revised versions; in regard to the composer’s evident intentions, however,
the noted revisions appear to be faitly complete. The extent and type of revisions 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
concern the orchestration and texture, but may in some cases extend to every other composi-
tional aspect: melodic alterations, changes of harmony, added counterpoint and even — in two
cases — modification of the formal plan. In five dances — Series 1I/3, 5, 6, 11, Series 111/2 — 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, denser, with more doublings and additional motivic elements
in the texture. Some of these new orchestrations and textures are indispensable, as in III/1 and
111/12. 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 premiere recording.

Series 11

II/1. Syrtos (Original [1936] version recorded). Eleven bars at the beginning of the recapitula-
tion are revised, eschewing the dissonant low brass counter-line, 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.

1172. Sifneikos (Original [1936] 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 line; the original is orchestrally fresher, while also, in the revision, the
oboe and trumpet part-writing is unconvincing.

11/3. 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 horn, is in the revision more effectively allocated only to the
bassoon.

I1/4. Nissiotikos: no revision.

II/5. Vlachikos (Revised [1949] version recorded). In the revision there are some minor adjust-
ments of the orchestration, including the reallocation of an impractical passage.

1I/6. Mavro Yemeni (Revised [1949) version recorded). There are some few minor orchestra-
tion changes in the revision.

II/7. Kathistos (Original [1936] version recorded). In the revision there are some important
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.

11/8. 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 pizzicato rendition
of the theme which in the revision is covered by woodwind doublings).

11/9. Tsamikos (Original [1936] and revised [1949] versions recorded; revised version in the
29



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 hormns, as also happens later in the corresponding
passages. Yet the original is motivically and dramatically a little tighter, the principal ana-
pastic motif being heard in the solo violin episode (it is eschewed in the revision), and thus, at
a distance, connecting more strongly with the last surti culmination, where the réle this princi-
pal motif plays is intensified.

I1/10. 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.

1I/11. Macedonikos (Original [1936] version recorded). There is a very minor change in the
revised score, where for a few bars Skalkottas re-orchestrates a horn passage in very high
register, giving it instead to the trumpet; the original is more effective.

I1/12. Peloponnissiakos: no revision.

Series 111

I11/1. 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.

III/2. Ipirotikos (Revised [1949] 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.

II1/3. Kleftikos: no revision.

ITV/4. Mariori (Original [1936] 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 harmo-
ny, as well as a slower tempo. The original is undoubtedly much more successful, for instance
in the Prestissimo sections or in the transparent strings opening; furthermore, some occasional
imitative counterpoint added in the revision is not quite convincing.
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III/5. Kato Stou Valtou Ta Horia (Original [1936] 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 repeat 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.

I11/6. 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 — strings pizzicato, trumpets, trombones, oboes and horns.

I11/7. Chiotikos (Original [1936] version recorded). The revised version has in some places a
denser orchestration and texture, which is less effective than the original.

11/8. Kleftikos (Original [1936] 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.

I11/9. To Nerantzofilima (Original [1936] version recorded). The revised version is totally re-
written; the changes are large-scale and concern 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.

111/10. Arcadikos: no revision.

I11/11. Messolongitikes (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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111/12. Mazochtos (Revised [1949] version recorded). In the revised version, Skalkottas en-
riches the orchestration and the texture, mainly in the second part, where added horns in the
thematic line and chromatic figures alternating in woodwind and strings contribute to the
dance’s cumulative tension.

Overture for Orchestra ‘The 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 premiered in 1969 (by the Lon-
don Symphony Orchestra under Antal Dordti). In the manuscript score, the title is Overture for
Orchestra (written in German: Quvertiire fiir Orchester). In a note about the work, Skalkottas
connects the composition and inspiration of the overture to a planned opera called The Return
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 molto vivace) with two extended thematic groups; in the devel-
opment a free three-section fugue with two subjects (where the first 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 ceuvre. In it, he seems to extend a symphonic thread from the late
romantic era into 20th-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
exactly this mysterious and obsolete instrument is. Skalkottas requires it also in his Double
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Bass Concerto; in his unpublished Treatise 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 kernels. This notion appears in extremis in the overture. Twelve-
tone rows are used vertically, in complementary melodic and harmonic layers, or horizontally,
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
the 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-
land, 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 return. The fugue is a struc-
tural centre but it may also be symbolic; as it means flight, escape (Latin fuga, identical to the
Greek and Homeric ‘fuge’), it possibly implies the ‘fugitive’ as well as the wisely inventive
personality of Ulysses.

© Nikos Christodoulou 2002

36 Greek Dances; Overture for Orchestra ‘The 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 manuscript of I/4, 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 Return of Ulysses’ is clearly written,
but it has lacune 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.
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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
Doriti, Pierre Boulez, Gennady Rozhdestvensky, Sir Colin Davis and Sir John Pritchard, while
the orchestra has also worked closely with a number of great composers, including Bartok,
Henze, Lutostawski, Pirt, Prokofiev, Strauss and Stravinsky. A strong commitment to new
music has resulted in the orchestra giving the premiéres of over 1,100 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, with 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 international tours and commercial recordings. The orch-
estra has a busy touring schedule and regularly appears at international 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 réle 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 premiére 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,
Malmé Symphony Orchestra, Moscow Bach Centre Orchestra, Odense Symphony Orchestra,
Serenade Chamber Orchestra, Yerevan Symphony Orchestra and the Bolshoi Opera. His series
of world premiére recordings of symphonic music by Skalkottas for BIS has met with interna-
tional critical acclaim.
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NIKOY XKAAKQTA
36 EAAHNIKOI XOPOI
Anpovpyia Tov épyov

Ot 36 EAAnvixot Xopot eivor évo omd To. kopudoia £pyo Tov TkaAkodto. Oplopévol amd
Tovs XopovUs elvar 1o o YveoTd Tov épye. H omuacia 1ov £pyov Yo Tov ZKoAKMTo
doiveTon omd 70 OTL TOV OMOOXOATOE KaTd MEPtGSous OF OA0 10 SACTNUR TNs
dnuovpyuis tov Lers. Zuvébece mpate tov [TeAomovvnotaxd Xopd — tehkd op. 4
omv Zepd. I tov épyov — tov lavouvdpio tov 1931, v mepiodo mov Lovoe oto
Bepolivo (1921-1933), tnv 8o xpovid Onov £ypoye 10 SwdekadBoyyiké Kovioépto yia
mdvo op. 1. Enions to 1931, xaBws edroyo vmobBiter o John Thornley, ovvéBece 10
Tpoyovdt H Aogiva, Y10, GOTPAVO Koo TLAVO, TEV® 01N YVOOTH Nopadosiokt) LeAndio,
YLOL VO TOPOVGLAGTEL GE EKTOURT TOV evopovotkordyov Kurt Sachs ot Padlopmvia tov
Bepohivou, pe Oéuc 1o eAAVikd Tpayotdl. To 1935 o Ikahkdtos €kove Mo KoBopd
opxNOTPIKY petaypodry Tov Tpayoudiov, N omoia €ylve o mpoteAevtoios Xopds s
Tewpds 11 To 1933, 0 xpovid, MoV NEGTPEYE GTNV AdNva, cuvélece Tpeis Xopovs (ap. 1,
2, 3 s Zepds 1), ot omoiot, pali pe tov Iedomovvnolakd, oméXTnoov Guecmn ¢nun
otv EAAdSo. To 1934 cuvepydotnke He T0 MOLOIKG Acoypadikd Apxeio otnv Aérvo,
oL Snvdvve N MéAm® MepMé, Kou éxave omd Txoypadnoels 78 GTpodIV KULTHYPOpEs
CUPUVTATESCAPOV EAANVIKGV SNUOTIKAYV Tporyoudiddy, kabos kol avolicels yia
OpLOHEVE 06 CUTE. OKT® Ond Tis Kotaypadés OVTES XPTOILOTOLHENKOY GTovs Xopovs
(oms Zetpés 1 xou ). To 1935 0 IKOAKOTOS OMOYEGLOE VO, OAOKATPOGEL WO GEWPC.
Schdexa Xopwv Ko GUVEREGE GAAOLS OKTWM, eV TOPCAANA CUVEBETE SwdekapBoyyLrd.
épya povoikTs dopatiov kon cupdmvikd, onws N Zovita Y opxfoTpe op.l. Téros To
1936 ouvédeoe dVo akoun Zeipés and dwdexa Xopovus.To orokAnpwpévo £pyo
nthodoprienke 36 EAAnvikol Xopol.

Tt xpoviky ovty mepiodo tomoBeteiton To adnpoocisvto dpOpo-doxipio 10V
Tkorkdto To Anuotiké Tpayovdt, émov efetdleton n ¢von ko 1 afic Tov dnuoTkoy
TPayoudloY, KofMs Kou T GTEST TOV HOLSLKOU dniovpyoy omévovti tov. Kotd o
EMOUEVE XpOVIE, O KOL METE T0 1940, 0 IxaAkdtos £Kave petaypodés Sladdpov Xopav,
o€ TolkiAes exAOYEs GG TOUs 36, Y10 KOLOPTETO VXGPSV (OPLOUEVOL ToixTHKAY OO T0
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Afnvaixd Kovoptéto EyxOpdwv (e Tov cuvBétn Sevtepo PLodl), yiol MEYOAN OpxHOTPOL
TVELGTAV, Yio PloAl Ko mavo, yia mavo. O npetos Xopos (U1 Todutkos — Evas Ai10s),
oe cuvoRTIKOTEPT WOpdY, EVOOMOTWONKE cuuBoAkd ot0 Umoréto H Avyepr] ko o
Xdpos 10 1938.

Extés omd 10 TPp@TO xEIPOYPOYO TOL 0 ZKUAKMOTOS £TOLNOGE V0O aKOUn TANPN
XELPOYPODO KoL Ta, dpLoe 6Tov GLA0 Ko DROGTNPLKTH TOVv Aviivry Mrevdkn kol 6Tov
Anpritpn Mntpdmovdro.  AMka xelpdypadar e Sidpopes ekhoyis Xopwv 868nkoy e ¢idovs
ko ouvadErdouvs Tov. Qo1600, Kot T Sdpkelo s Lwris Tov xon emions votepa omd
10 BovOTO TOV, TOPC T0 OTL oplopévol Xopol Eytvav opéoms SMUOLAEL, TO UEYOAVTEPO
UEPOS TV XOPWV TOPEUEVE QVEKTEAEGTO.

To 1948 o1 téooepets mpadtor Xopoi Tumadnkov omd 1o T'oAhkd Ivetitovto otny
Abvar (1 pévn €xdoomn £pyov 0L evoom {ovoe, xkolws kon to Tpayodd H Aagiva). To
1949, tedevtaio xpdvo s {ons 10V, 0 ZKOAKOTOS CMOYACICE VO OVOOEMPIoEL TOAAOYS
and tovs Xopovs. Avabeopriuévor Xopol ocwlovron uévov otis Zetpés I ko 11, xoBds 0
TKOAKAOTOS ONUELDOE Tis VOBE®PNOELs TAV® GTO TPATO, TPOCWTIKG TOL XE1PGYPOHO,
tov omoiov 0 TpWTos TOpos pe TN Zepa I éxer xoBel. Aev elvol yvwotd ov éxouv
avabewpnBel Xopot s Zepds 1. Qotdco eivor mBave o TkoAkdTos vo punv éxel
ovafempioetl timoto oty Zewpd I, kobds or Xopol tns Zewpds ovths slvor ot mio
GUUTUKVOUEVOL LOPPOAOYLKD, EVE TECOEPELS eixav HOALs £kS00etL.

Mopéni

Mopd Tis duokories ot {@1 Tov Ko TV AYVONOM TOvL £pYOV TOL O ZKOAKATaS
CUVEDETE OKUTANMOWOTA, He TO Siké Tov, mpoowmiké otdx0. To £pyo 10V PEMGTO €xel
YEVIKG GUOTNUOTIKS XOpoKTHpe, KOs Qoiveton oTis Oelpés TV £pYOV MOVLOLKNs
Sopatiov kou Twv GVHG@VIKGY, 1| o kUK ovs, Orws o 32 Kopudnie ypia Thdvo xon o
36 EAAnvixoi Xopot. H cOAMNYN €vls PeYdAov ¢dopetos 36 Xopav, pe mpoodevtikn
Suatoln oe tpels Zepés, poppomouiBnke otodlakd kxor omoKaAVTIEl £vo, Snpiovpyikd
19eddes.

Eivor ¢ovepd 6m 0 Zkodkdtos 3¢ mpodpile tovs 36 EAAnvikous XopoUs o va
ektedobvion os eviaio épyo. Qotéoo or 36 Xopol amotedolv evétmte. T Tovs 36
Xopods 1oxVer M mopotipnotn tov Charles Rosen e e nopdAANAn mepinteon: “Oa
fitav mopdioyn mopoamoinon Tov €pyov 10 va vmootnpifel xovels ot mpoopileTon xar'
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apx1iv Yo eviaia EKTEAECT), ov Kaul TO £pY0 LYIOTATOL WS EVOTNTA... KOU TOIPVEL UEPOS
TOV VOTiaTos Tov amo autr v evotnta” (Critical Entertainments).

‘Eva. mpotopxikd Stokpitikd yvopiopo tov 36 EAAnvikdv Xopov — oe ovykpion
emions e avOAOYR €pYQ, x0povs K.T.A. GAA@V ouvBeTov Tou 190v xon 200V oudva oV
Booifovion oe SMUOTIKY WHOVCIKY TOV XxOPWV TOLs — EYKELTOL OTN Hopdoroyixy Tous
e xabe Xopds €xer tnv dailtepr Tov popon, Omws Okes owTés Ol popdés eival
OVOLUOTIKG “UOVOBENaTIKEs”. H pedodikr, n pvéuiky, n popooroyikt e&érén
nopayovror dniadn omd Siodikaoio avarTukTikls TopaAAiayrs” (developmental variation)
tov Booikoly BEuatos kon Twv HoTIBovV Tou. Zuvrifws oe £vo KOUMATL Ontws ot Xopol
oUTOL, TO OVOUEVOUEVO HOPPOAOYIKO OxHua eivan tpiuepés A-B—A, 1) povTo, 1 LEVOVETO
- 1plo k.T.A, OMOV 1O TUNUETA TNs popdrs Stopopomorovvion pe Beponkn avtibeon. O
Tkokkodtos avtifeto, oto Siuepr, tpuepr, N doitepa popPoAoyIKG CxMUATO TOV
Xopav, Snuovpyel TV ovoyKoio, OVTIBEST LAIKOD KoL TUMUOTOV HOpYdvs péco omd
EOSVPETIKES UETOMOPOWOELS Kol avonTuEels Tov BEUOTos Kot Twv otowelov Tov (Tt
EAAVIKG dMUOTIKG Tparyovdio, Oms OLTE MOV XPTGLLOTOLOVVTOL Jepatikg otovs 36
Xopovs, cuxvd omoteAovvion omd plo Bootkh 1880, GUVIOUN 1 MO EXTETOMEVY OF
MEPITTWOELS OOV TO SNUOTIKO Tpoyoudt pmopel vo mepiéxel pior devtepn déa, 1
EL60YOYIKG VAMKS mov Tokfovv to dpyave, 0 IKOAK®OTOS GUXVE XPNOLUOTOEL OAO0 TO
VAKG tov Tpayoudiov @s Bdom Y TNV KOTGOKELY 10V Oépuatos evos Xopov). Nées
13¢es, OxedOV MAVTOTE, £XOVV GXECT UE TO OfpoL.

Ol popdés twv Xopav avorticoovion opyovikd. Kabds mn popdry otovs Xopovs
ropayetol and tn hadikacio “ék@eon — aviifeon, avartuin péow potipikis
nopoALaYs”, Elvol XapoKTNPELOTIKG OTL GUGLOAOYLKT “EmovEKOEO” TOVL “TPWTOV
Turpatos” (éxkBeoms) Ppicketon omovidtata otous 36 Xopovs. TT0Vs TEPLGCOTEPOUS
Xopovs 1 emovékfeon, 1 pEAAov pioe teEAkn emavepddvion s kuplos 1d€as, Sev
yiveton moTé xatd AEEM Ko pmopel vo epdpavileronl mopaAAOyUEVY, 1| GUVLOOCHEVT UE
mv avartuEn, 1 pe tpdcletn erefepyacio, 1 EAREINTIKY] — TOVTOTE PE VEO OXTILOL TTPOS
My KaTevBuvon evis HOpHOAOYIKOY GKOTOV. “AAVGides” (“OEKOVEVTOES”) OHOLOMOPHMY
enavadiyeny 8ev epdavilovior moTé oTovs Xopovs. O IKCGAKOTOS CVOVEWVEL GUVexds
10 VAIKY, dtav av1d emavepdavileton ot mopeic s popors. TloAkol omd tovs Xopovs
dev eumimtovy améAivte, N ko ko@OAov, of kdmowa dedopévn kotnyoplo popgrs. H
18witepn popdn ke Xopov dev emovorouBaveTon TOTE KOTG TNV TOPEio. Tav 36.
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Ou cUvTopes HOPOES KOL M “HOVOBERATIKT” KOTOOKEVN T@V Xopdv ovVTOmOKpLvOvVTOL
GTOV OLCLMON XCPAKTAPE TOL dNUOTIKOD TPMTOTORNOV, Kobws To dMUOTLKO TPayovdt
Bacifeton oe pixpovs Tpomikovs povoikovs wuprives. H “povobepotikd” apxr
ROPOVSIGLeEL TN BEANOT Tov ZroAkdTe Vo eEepevvicel mApws TN $HoN Tov VALKOV TOV
KoL Tis SOMIKES SUVALTOTNTES IOV TOPAYOVIONL oo owtd. H tkovotntor kon 1 ¢avtacio tou
STV aveRTLEN TeV BeudTmv TOL Kol TOV MOTIBOvV HECH OE GUTES Tis GUUTUKVOUEVES
popdés elvor oveEavVTAT TES.

Xpron s dnuotikrs pHovsikis Ko Voos
0 IxoAikodTos xelpifetor To SMUOTIKG POVLOIKS OGTOIXEIO PE XUPOKTNPLOTIKH
181ontepdtnta. Ze 25 and tovs 36 Xopovs ypnoipornoiel mopadosiakd eAAnviko.
tpayot')&oc (otovs Xopovs I/1,2,4,5,7,8,9,10,11-1I/1,2,3,4,6,8,9, 11, 12 - 11II/1, 4, 5,7, 9,
12). 23 and 1o Tpoyovdio. ovTd elvor Yvriolo dnpotikd. Avo eivor pn yvioulo, £xovv
Sums evoopotmdel kon Sadodel otn dnpotiky mapddoon (II/8, mdved 610 YVOOTO
Tpayoudt ‘Eve xopdBt ond tn Xid, mov éxel mbovov Ak mpoéhevon, o II/ 12,
Ve 610 Tpayovdt H Aagiva, mov éxel Aoyia mpoéhevomn). Ztovs vaokowmovs 11 Xopovs
0 ZKoAkTOs Xpnowuonotel Sikd tov Béuote. To BEpOTd ToV avodépovTal, OF dLddopo
Bobus, oe peA@SLkd koL pLOULKE GToXelor TNs SMUOTKNs HOVLGLKTs. N ovadopd. Uropet
vo elvon omd GUEST) s HOKPLVY), EVM OF OPLOUEVES TEPLRTAOCELS SEV LILOPXEL SLokplt
OxECT) LE TN SMUOTLKT] LOVOLKY, xWpls MOTOCO VYoroYIKY SLacrao.

O ZkoAk@Tas €lvon mMGTos STV 0UGIo T0V dNEoTLko VALKOU, 0AAG TO xpNoLpoRotel
REVTOL “odNPMUEVE” Ko HE eAeVBepO TPOCOMKS Tpomo. Ze kovévay and tous 25 Xopols
nov Pocilovial oe nopodociakd Tpayovdia dev moapovoialeton akodnpoikd 1M
npwtdtunn peAwdior o EZxoAxdtos dev evdodépeton va mpounbevoer evapudvion kon
evopxioTPUoN Y10 X0pd pe eAANVIKG xpduc. Xpnolwomotel uovipe to. TpetdTuRd HEAT
Ko To. Sopikd oTolXeld TOus @s Oepotikovs kou poTPikovs muprves. IxedOv mAVTOTE
nopovoldlel Tis pehwdies avTés oe TMPocwMKEs TOV £kdoxés, epappilovias kot
nepinTOon peEAMSIKEs Kol puBUtkés TPOTOTOLNGELS, KUTOTUTOELS, CUIKPUVOELS,
enektdoets. Kotookevdlovios Bépota o Ikordtos gewpileton tis mpotétones pelodies
gov TPomAdonaTo, o onolo emefepyaleton orokAnpotikd. Ot peiwdies autés £{noav
péoo omd TN Tpodoplkn napadoomn kon unopel oe Siapopetikés neproxés s EAAGSos, vou
eupavilovron pe Sropopomoinpéves ekdoxés: £101 Ol TPOCHONIKES €KSOXEs TOV TKOAKWOTOL
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CUVOSOUV pE TNV EYYEVT] PELOTOTNTA Ko €AeLBepict OTN SNUOTIKY UOVGLKH Tpdém.
EKT0s Ontd Tis 0KT® Slkés TOU KATOYpudés SNUOTIKOV Tpoyoudi@v, o ZKoAkdTas
XpNoponoinoe enions SNUOCLEVUEVES GLALOYES LE METOYPOdES SMUOTIKAV TPOyoLSLeV:
™ oviloyy Apiwv (1917) 1ov A.Psuovto ko ILZoyoplo (N xprion s cvAroyns Apiev
omd 1o IkaAxdto £xel evtomotel avebaptnto ond tov [idvvn Zoprpofoiaxn xon tov
John Thornley) ko, Ayotepo, Tis GvAAoyés 50 Anuwén ‘Acparta Hedomovvijoov kot
Kpritns 1ov K. Wayov (1930) kou Tpoyovdia s PovueAns ts M. Mepiié (1931).

‘Qs mpos s KATOYPOHEs TOV TPayoudlev glvon ouviiBes EMAEKTIKGS KOL, Ylot VO
OXNUOTLOEL T0 BEPOTIKG VALKG evis X0pov, GUXVE GTOLOVIVEL OG TNV KaTaypodry Tnv
KUPLOL OPaoT, 1| TO KUPLO COUO Kol GAAD GTOXELX TOV TPayoudiov. Opioiéves dopes o
TKOAKWOTOS YPAGEL Evor Sikd Tov Oun, 1) o S1Kn ToL GPOcT, 6T OTold T TPOTHTLRO
Tpayovdt mpocapTaTon ®s “emdpevo” (consequent) OpoOTIKS otolxeio. Kdmoies dAAes
dopés ovvexiler pe Sikés 1oV Gpdoels Kot LOEEs TO APXIKO OSNUOTIKG UEAOS,
dnuovpydvTas gvupitepes TaPoypddovs. Ol TPOEKTACELS OUTES YLvoviow LE TEXVN KO
£XOUV 18100TEPT OHOPOLE KOU GVYKIVNOT.

H xprion dnpotikoy Tpayovdiov ws cvvOetikis adetnplos, dnws enicns 1
“UOVOBEUOTLKY” avTiAnyn, mopovstalovion MdN pe TN HeyohvTEPN TANPOTNTR CTOV
Medomovvnotaxd (I/4), tov mpdto xpovohoylkd Xopd. O Zkoikwtos Eexivd ue évo
Suvopikd, diké tov Bépo, To omolo eivon Eva Oxt TOAY KOVTIVE Tapdywyo omd To
TPOTOTURO TPOyOUdl. 10 HEGOILO TUTHO TOov Xopol o 18éa mov TopdyeTor ord To
KUpLo, opxikd Bépa mopoucidieton oty erdocova deonélovoo. H 18600 auTh epmepLéxet
évoe vEO XOPOKTINPLOTIKO WOTiBo, To Tpinxo 0yddwv, MOV AVIKEL GTO — OKOWT
OVERPAVIGTO — TpwTdTLRO. Kolds To pecoio TUHO HOLGLEL vou £xel OAOKATPWOEL, TOTE,
votepo and yeviky movon, évoa apyl tunipoa Eexivd pe 1O Sumos vo Tporyovdd
CTOXUGTIKG. o MeEA®Sia, TOv €lvol OTNV TPOYUOTIKGTNTO TO TPMOTOTLRO SNUOTIKO
poyoudt . Ta tov okpoot ovti N peh@dic, To TP®ToTLTO Tpayovdt, yiverton
ovaAnnT s o TeMxds 616xos pios Pobuioios HETOOXMUOTIOTIKNS Topeias. H
OVTIGTPOdT CELPG TOPOYWDYOL KOL MPOTOTUTOV GNMOKOAVRTEL eVYA®TTO TN péBodo Tov
ZKOAKOT.

H eAAnvikn Snpomiky HOVoIKT €ivon Tpomikt Ko Yevikd povodwvikn. To P€AN Tov
SoAeEe 0 ZoAK(TOS TEPOLOLALOVY TO €VPOs TWV TPOTMV s SNUOTIKNS HOVOLKHs, UE
pio Opms onuavtiky efoipeon oe 35 Xopovs 0 ZkaAkdtas xpnowuonoiel peAwdies o
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“Srotovikovs” Tpémovs (o peAmdio givol OF MEVTOTOVIKG TPOMO), AmOPeVYOVTOS TOLs
XPOUOTIKOUS TPOTOLs, 0L omoior Suas elvor cuxvol kan xepoxtnplotikol ot dnuomkn
uovetky (Wovo o I/l Zuptds éxer xpopankn perodic). To Sukprimikd Sdotnue Tov
XPOUOTIKGOY TpOTav, 10 TPINULTOVIo (owénpévn Sevtepn), ouvdéeton Me €vo dovepod
XPOUO OVOTOMKTS HOVOLKTS, To 0molo 0 TkoAkdtos BEAeL v omopUYEL.

O1 Xopot eivar ypoppévol pe éva Stevpupévo Tovike dlopa. O IZkoikortos dev
XPNGULOTOLEL TNV TPOMKOTNTO Y10 VoL opyoveoel évo. 18iaitepo apuovikd cvotnuoe. To
OPUOVIKG TOV 18lONO EXEL TPAYHLOTL TPOTLKES TPOEKTACELS, elvon TOAAEs Gopes eAevOEpa,
N xou éviova, Siddwvo, pe S10PMVES KOl TOAVTOVIKES EMICOPEVCELS, WOTOG0 SaTnpel
SL0TOVIKG XOPOKTHPO. HE TPldmVes cuyxopdies.

To pétpa o1n dnuotikn povoiky eivol omAd kou cUVOETH, ACVUUETPO, EVH
cuvdtovton pe opxaion EAAMVIKG mountikd pétpo. O Snuodtirs Kaiopotiowds pududs,
oe 7/8, mov eudovileton o técoepers Xopots (I8, 1/9, 11/6, III/1, emions Pploketor oTous
111/9, /12), eivon Tpwuepés uétpo, He pokpltepn Oéom (3+2+2), kon oxetrileron pe tov
apxoio Enitprro.

O dnuotikol pvBuoi pmopel vo elvon vevpwdels, oArd yevikd dev eivon moAd
YPHYOpOL, Ot ToxVTNTEs elvon emi 1o mAelotov pétpies 1) apyés. O ZKOAK@TOS, OVOAOYC,
XPNOWOTOlEL TOV TPOOBOPIOUS moderato (ue PETPLE TOXVINTO) GUXVA 0T0Us X0POous.
o TOUs TPAYLOTIKG YPTyopovs Xopovs xpmoipomolel kupiws Sikd tov Oépoto, 1
OAAGLEL OVCLOCTLKG TNV TOXVTNTR KOL TOV XOPOKTHPE TOV TPOTOTUROD.

H evopxriotpwon éxel peydAo mAoUTO XpOUATOV Kou dovitacic. e apketd omueio
VRAPXOVV 18LOLTEPES OMOLTHOELS KOU €0€, OTWs, YO TOPAdELYULD, AoLVHOLoTH GOAO OF
YnAfs meptoxés Yo 300 TikoAd, KOpvo, okOun Kol KOVIPO—0oryKOTO, MOV SNULOUPYOUV
131aiTepo Mxo Ko aTHOGHLPCL.

H nxnuikn oVAnyn tov Xopav elvar ocuvxvd duvopukn. To yeyovds autd doiveton
OTL dev OamnxeL HOVO TOV TXNTIKG KOO0 TOV GUVOETH, CAAG EWLOMS TN TPOCWRELKTY TOU
amoym Yo T SMPOTLKG Tparyovdla, mov ekdpdlovv avBpodmvo ndlos, ot GUVILHOUS
TOAMAES QOpés pE MP@LKG OTOIXEL0 (TO OMOLO GUVSEETON LOTOPLKG UE TOV Oydvo Y1l TV
aveEoptnoio). To xrodpop epdovileton cuvyve mkpd kou oaxpunpd. Ze moriovs Xopovs
KAT® o0 TNV emddvelst Hios OUVTOUNS HOpdNs, 1| Trs HOVoiKds evépyelos, eivon
ouohnty o Sabeon oxotev. H xopoaktnplotiky xpion s Sodovias — mov cuxvo,
potdler va TpooPdAier péca 6T HOVoIKy VT, xwpis VO CUYXWVEVETOL OMOALTO LEGOL
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o (o Slevpupévn Tovikn appovia — ev uépel GUUBAALEL GTO x1O0VHOp KO T
SLVOLGHNUOTIKT TAEVPd TS LOVGIKTS.

Ot eAdOGOVEs TOVIKGTNTES VAEPLOXVOLY GTOLs Xopovs: owtd oxetileton pe 10 on n
eAOOOOV KAlpOKO Elvol KOVTIVA LE TOV Satovikd "tpomo Tov pe’ Tns SnMUoTixts
povotikts, Tov Bulovtive mAdywo mp@dTo, oAU KoV 1pémo oTo dnuoTikd Tporyovdio. O
TpOmos 0TS, TN PN GLYKEPUOUEVT YVIOLX HOpT| TOV, dev éxel KaBOAov HEACYxOALQ,
omes 0 eAdoowv. Ol TpoTikes OxEGELs HOAOKOVOUY TO 18impo Tov Xopdv, aAld yevikd
0 gEAdOoWY TPOTos TPocdidel 670 Slepo Twv Xopov 181alovca ekdpac Tk TOLOTNTOL.

OL eAknvikol dmuotikoi xopol xopebovianl oxebov mavtote poll pe éve Tporyovdt.
Ztovs Xopovs Tov IkaAx®ta, 18iws avtovs mov Pacifovion o mapadosioxd
TPOTOTUNO, 0 “x0pds” VROVOEL T0 TPoryouSLl. O TLTAOS TOV €PYOU EXEL EVPVTEPO VOTIUOL O
4T “uovotxkny yio xopd”. MdAoTa Oplopéva amd To TPOTOTLRA Tpayoudia dev
xopevovton Ko@dAov (Tpayovdior tns TdfAas). Mall pe T SidoTaon Mos CUVBETIKTS
Aokwviks omovdrs opketol Xopol omokoivmrovv T Sidfeom, o Mkpoypodlo, HLos
“novoikts Laypodids”.

Eivon oftoonueiwto otous Xopous 0Tt ot Kot egoxfv ekdnh@oets s SNHLOLPYLKTS
npwToTLRiGS, TNs Kouvotopios 1 Tns mpocomikhs éxdpaons epdoaviloviar va éxouvv
OVTIOTOIX0 GT0 dNUOTLKG RPWTOTLRO T 1LOLTEPOTHTE KOl 1) AOYLKT NS HOPOOAOYLKTS
GUAANYTS i 1 eAevBepn mpocemKY arédooT Tou SMPoTLKOY VALKOY amnxodv TNV ovoia
s SNUOTIKHS HOLGIKNS KoL Tr OTEOT TV ITKOAKGTO. ARG TNV AN mhevpd N Pabvtepn
pedaryxoAio, mor moAd mPocMmKY EKdpacT otovs Xopovs, Umopel vo TopoAAnhoiel pe
mv évtovn pedoyxoMa mov PBpicketon ouxvd 610 dnpoTikd tporyoudt. Kobas 1) povowkn
1ov IkoAxdta dev etvor otevd “eOvikny”, o ovty axpifds v opoiPaic oxEcn TOL
RPOCHNLKOV KoL TOL GVAAOYLKOV Stkonoloyeiton omdALTe 0 TiTAOS TOL £pYOL.

O 1pels Zeipés
H nopeia tov 36 Xopwv éxel mpodovty Aoyikt, 660 ki av dev mpoopilovion o eviaio
ektédeon. H didtakn oe tpels oeipés OMOKOAUMTEL piet POKPOOKOMIKY 100ppomic 6To
cuvoMKS ddopo tov épyou. Kdbe Zepd éxer éva Si1ké tns xapoktipo. H Zepd 1
TEPLAOUPOVEL TOUS TO CUURVKVOUEVOLs XOopovs, Tis Aokwvikdtepes Oécels (ue v
elaipeon tov 1/4). H Zeipd 1T éxel mo ekTetoiévous, aventuynévous Xopods. H Zepd, I
apxiler pe tov mo eEpotpedn Xopd Tov Ghov KvKAov, Tov Xwonave ot pe peilova. O
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Xopoi ot Zepd auth, Ores oty TPWTN, eivon s enl 10 TAEIGTOV GUVIOHOL KoL
Sivouv Tdpo donvopeviKd omAovoTepTy LOPYOAOYIKT evTummoT. O mpoteAevtoios Xopos
(/11 Mecodoyyitikos) eivon évas opketd eEootpedrs Xopds OF EMGOGOVO. TOVIKOTHT.
0O 1edevtoios Xopos (V12 Mafwxtds), 68 AQ eACOCOVO GMMs KOL O TPOTYOUHEVOS,
cuovoyiler v amAdtnto, Aakevikdtnio, dpopatkn ddvaun. Etol, EedimAdvovios Tnv
18¢0L 10V épyov, ot Tpeis Zeipts VIOBGAROVY éval eVPUTEPO Oxhla: “OEcT” — “enelepyocic”
— “Aoom, avoxedporoiwon” (Omus “EkBeoT)” — “ovamTVEN" — “emOVEATIYM”).

0O kVKxAos oapxilel KOl TEAELGVEL OTN A0 EAAGGOVO, TOVIKOTNTO ENIONS TOV
Medomovvnotaxoy (I/4) mov YpAOTNKE TPMTOs. AV Ko Sev LROPxEL 181aiTepo TOVIKOG
TAGYVO GTOV KUKAO, N Ao EAGCOMV £XEL GNUOVTLKG, SUUPBOALKD PGAO.

O Xopol
O 1ithol twv Xopdv avadépovior ot meploxés tns EAados, oe tinmo dnpotikod xopol
(nx. Todpixos), oe TOm0 dMuotixoy Tporyovdrov (m.x. KAptixos, oamd 10 XAE6TIKO
Tpoyovdl), og TiTho 1) TP&TO OTiX0 Tporyoudioy (m.x. Houdid xai moids 10 mETALE).
Zelpd 1
I/1. Todukos ('Evas Ai10s), og Ac. ehdooova. Allegro moderato (1933)
To tpayoudl ‘Evas aitds glvon amd 1o yveostdtepo dnpotikd. H popen tov Xopod eivon
M pikpny, oToTiKY, eAsevBepn “onndwtn popdn” (arch form). H xipro 1880 akotdyetan yia
npdTn dopd, ot opyoTEPo PLBUS, oTo GUTOoE Kon oto Prodid. ‘Yotepo amd Tn Ogpotikty
£xBeon m Sevtepn PpaOT TOL GELOTOS OVOMTUCOETOL Alyo, OdNyWVIos GE OPXNOTPLKH
kophdwon kot emavékfeon. H uehodikn eio0yoylkn meviatoviky ¢pdom, m onolo
neplkheiel ovppetpikd o Xopd, eivon mopuévn omd T cvAroyh tpoayoudiev mou
XpNoWonoince o IkoAkotos (Apiov). Avtds 0 ekOpaoTIKOs, oOxTodepuévos Xopls éxet
EMIONS TO XUPOKTNPO WIS OPxIKTs OE0Ms, MLOs x€1povopios mov wpoetonaler v
e€EMEN Tov kUKAoL,
12. Kpnukds, o o1 ehdocovo. Allegretto (1933)
O okonds mpoépxeton and to dnuopir) Xopd Ievioldin tns Kpftns xon xpnoiponoteiton
pe erevdepion kon poavtacia. O Xopds éxer éva &ldos Tpluepovs popdns, wikprs xon
edevpeTLKs. Omes cuviBms 6T0vs Xopovs TO. TUHNOTO Tns popdrs Sev Srakpivovran
EexdBopo, €& ontios TV BELOTIKGOV OxEGEMV Ko TV oudionuav Sopikdv AL1Tovpyldv

44



tovs. M Sevtepevovoo 18éa oto pecaio Twipe, ue pueAwdiky €KTaoT EAOTTOUHEVNS
TMEUNTNS, QOAVETOL VoL TOPAYETOn OMd 10 TEAElOM TOV Kvplov B&uatos. 'Oums £d® o
TKOAKGOTOS XPNOLLOTOLEL GLYYEVIKO VALKO and 8V0 SLapopeTikoys OKOTOVS
MevtolaAndwv (o devtepos, and dnov mpoépxeton M SEVLTEPEVOVGO. CULYYEVIKY 18éa,
Bpicketon otn cvAloyh 350 Anuddn ‘Acuata tov Paxov: 0 TAGIYVOOTOS TPWTOS
Bploketon GTov Apleovo Kou o WOAAEs GAAES GULAAOYES, OV KOL MOAAOV O ZKOAKOTOS
Sev XPELGOTNKE KATOYpodT, OO cLyKeKpluévn ovAdoyr). H mpdtn ¢pdon Ttov Kupims
Oénatos epdovileTor GOV LIOUVIYWLOS, CUURUKVOUEVT] KOL CROCTOCUOTIKY, KOTd ThVv
OVONTUKTLKT TOpelo Tov pecO{ov TUHUOTOS KOl 0dnyel of pia xopovuevn,
naporhoypévn enéktaon ns deviepevovoos 18éos (otn oxettkny peilova). H tedki
erovékOeon elvon eAAETTIKY Kon Topovotdlel tn Sedtepr dpdomn Tov BENLKTOS.

1/3. Hrewpdtikos, oe p voeon uetlove. Moderato (1933)
To 6épo. tov Hrewpdmixov eivon 1ov IKoAk®Te. TOpdpova pe minpodopice omd 1o 6ido
tov Tdvvn Kovotovtividn o Tkolkotos €ixe eunvevotel ond €éva potifo evos
poporoylov s Hreipov. O Xopds éxer Sipepry popdn (A—-A ko xovio). To Oéue — 10
TEPLYPOLILE KOL TO HOTIPO TOU — EUMEPIEXETOL Ms 18E0 GTO TPWTO METPO: €val AMOTOUO
nidnua, pe do oktdfes omdoTaot, oTe PLOAA KO OUECHS EVO OMOGOCLOTIKO UOTLRO.
"Oh0 70 TPWTO TUHUG €lvon Mot HOKPLD, CUVEXTS Opdom Tov avefaivel cTodlokd, UE
poTifikry e£€MEN kol mdBos, BOTE Vo KOAOWEL TEMKG TNV oméGToon omd Tis §Vo
oktdfes. Zto Sehtepo TUNUA T ovOSIKH QUTH Opdom EROVOANUBOVETOL UEAMSLKG UE
okpiPere, 0AAG mAve of EpdOTKG VEO apUoviks £80os. Yotepa Oomd TNV EMOTPOYN
GTMV TOVIKH TO TEALKO, OOV KEVIPLGUE, LOTIRO avoRTUCOETAL 0ONYWVTOS OF Lo Opaon
Kopvowons: M opdon outh TOTe, Ot subito p, KaOpepTilETON PEAMSIKG OTNV KOMTWS
XLOUUOPLOTLKY, scherzando KGVTOL.
I/4. Tiehonovvnolokds, o Ao eddocove. Wild (Aypla) — Andante (Apyd) (1931)
Tnpileton oe évo kAEGTIKO Tparyovdt ths Tledomovviioov (amd T oviioyn tov Yayov).
MeydAo pépos 1oV TPATOTLIOL Tpayoudiov Kiveltol e €val TPOTIKG TEVIOXOPSO UE
eAoTTOUéVT TEUMTT. O TKOAKOTOS, HE TNV GpUovie kol pe pedmdikn mopoAioym,
OVTIROPOBETEL TNV eAoTTOUéV HE TNV TOVIKY KoBopnh méumtn (n evordiayn ovth
Bpioketon oe pedmdies dAA@Y dnpotikev Tpoyoudidv). e 1o Xopd xon v avtictpodn
Sodikacio mopaywyds ond 1o dnuonkd moprva yiveton Adyos mopomdve. To potifo
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s TETAPTNS GTO. KOpVE TPV 10 TEAOS TOU TPMTOL TWAMOTOS elvor Ropuévo omd 1o
TPOTOTURO TPoyovdt. H mAnpns pedmdio tov tporyoudiod, opyikd xmpis Srokdounon xon
botepa 6e MOPOAAIYES GE GOAO OPYGvEV, He SLokomés omtd OpxTIoTPLKES MOPEUPOAEs Ko
TOOGELS, OKOVUYETOL GTO Andante.

1/5. Kpnaxds ('AAXo xopd 8¢ xaipoua), oe . eddooovo. Allegro moderato (1935)
To 6éuc mPoépxeTal OmG Tls KATOYPodEs TOV ZKoAKk®To. To TPOTOTLRO TPayovd
nepiéxel poévov 8o otoxerddels povddes dvo péTpwv, ol omoles Sradoxikd
emovedoupdvovton 300 M Tpels dopés pe meploTaclokés moporrayés. T aUTEs Tis
eAGX1oTES HOTLPLKES HOVESes 0 TxoAKMTOs TPOSHETEL o SIKT TOV TETPAPETPT eLoaymyn,
oto. Blolovicéia, M omolo WPOEKTEIVEL e eKkdpOOTIKO TPOTO Kou Tpodlaypdder Tnv
£xtaom TETPaxXOpdov TV Pooikoy HOTIBOV Ko T HEAMSIKY TTOTLKY Tovs KotevBuven.
To mAvVTO. YivovTon MESH GO TNV TOPUAAOKTIKY, ENOVOANTTIKY eEEMEN TOV CTOXEL®V
ovtedv. H pLopé tov Xopov 8ev umopel va koGopiotel okpifods: to pépn tns dev
UROPOVV Vo SLorypaidovv pe axpifei, koBus Stvouv TV cioOnoT OTL Elvol GUVUGUCLEVO,
oV KO KOMOLO. Oltd Tl LOULGLKC, YEYOVOTO NMxovv KoBapd Siapbpopévo. Trapxer cuxvi
CAANAOKEADYT TOV HOVCLKOV $paoEmV, 0L Onoies TopovoIALovTion and diodopes opddes
OpYEVIV OV OAANAOSLECTOUPOVOVTOL, SNULOVPYHOVIOS TNV 0AGONGT EVOs OPxNOTPLKOY,
QVTIOTIKTLKOY, CPULOVIKOY HOoOikoY. ZTo KEVIpo Tou XopoV 1 eAdocwv decmolovoo
koflepdveton Yoo Alyo. ZT0 Télos £val OMOUOKPO KAOPLVETO KOL UOTEPL OXYKOTO
nopovstdlovy 10 Béua cav Mxd. ‘Onws moAkot Xopoi oe avtd  Zepd, o Kpntkds
Siver popdoroylkr eviim@on “cov o ovamvon”, omd v apxn os to Téhos. 'Exel
£Aev0ep0, “oydmtd” (arch) popdLkd oxnipo.
/6. KAépTikos, oe A eAdGoova. Lento — Presto (Vivo) (1935)
To 8fua eivon 10v IkoAkdto. To Bocikd Geponikd potifo ovadépetor oto pediouoto
tov apyov Kigptikov tporyovdiov. H ovopooio KAEptikos dev eivor yviiolos 6pos mov
ovapEPETON GE TUTO ANiKOU x0pov. Omws €xel avopepBel, moAroi Xopol 0V Ekohk@To
Sev elvon mpaypomikol xopol, koOds 0 xopls LROVoEl 10 Tpayovdl. To mpwto TUnuO,
Lento, 100 KAgptikov eivor tétolo mepinmtoon. To Oépo Tov dev éxel Kov PEAMBLIKO
xapoxtipe. To Tufue ovtd éxer oiodnom ocuvexols pors HE apyd WOARG GKOTELVES
OPXNOTPLKES appovies Ko TopeUPorés TV TVEVLSTOV REPIPAALOVY YpOppés TOV
eyxopdwv (Prores kon Prorovicera, Votepo Pold) Tov KIVOUVIoL OPYO KoL GEPOVV TO
46



KUpPLo PEAOUaTKG [OTiBO TOL Koppotiov. H atudcdonpo éxel oToxooud kon ma8os.
Mpos 10 TEAOs TOL TUHUOTOS OKOVYETOL O MOPGEevos Mxos amd éva oUVIONo GOAO
KOVIpo—¢aykdTo, o omictevto wnAl meploxy (Lovadikn mepimteon oTnv opxNoTplky
dLhoAOYLO), KO VOTEPE €V LIKPO 0OAo Proros. Téte ampoadoknio 1 dpopdn Bepotiky
YPOUUT 10V Lento Uetopopddveton omdtope G éva &ypilo, ToAD Yp1iyopo KatoANKTiKS
xopo, pe dramepooTike potifoa kot fxovs. To kKoppdtt givor cov pikpoypadio
ovupovikts Laypadids: 610 Tpwto turpo avakorelton N pehoyxorio s {ors ko tov
Tpoyoudlov v Kieptwv: oto devtepo ot KAfptes mndolv kou xopevovv évo oxeddv
GOVTOOTIKG, TOPOANPMUATIKG XOPO, ROV TEALLWOVEL UE TNV KPOUYH HI0S GTOKKATO
ueilovos ovyxopdlos. Ta §V0 TUNpOTE Topovoldlovy SLOUETPLKA OVTIOETES QOWELS
TaBoYs, TOV CLVIEOVTAL [E TNV EVOTOLNTLKTY], HETHOXTUOTIOTIKY, BepoTikn AoYLKT.

1/7. Zipvérkos, o€ Ao, EAICGOVH. Allegro ben ritmato (1935)

To mpwtétuno Tigpvéko dnuotikd tpayovdt (H Tpexavripo) éxel Kotaypodet omd Tov
Tkohkdto. ‘Exer %0 dpdoels (kovmké - pedpév). H mpodtn dpdom tov OEpaTos
NOPOVCLALETOL OO KAOPLVETO Ko OUTOE, OTN XOUNAT TOUs TEPLOXN, KOT® ONO Evol
potifo puBuUIkoy ooTVETO oTo Bioad. H ¢pdon emcvodlopBdveton moporioypévn omd
To0 eyxopdo. oe divisi, 68 £Vl AOUVHBLETO MXOXPOUOTIKG PiyWe, OOV T0 BEMO, OF TPEls
OKTAPES, OKOVYETHL OE YPOUUES EYXOPS®V UE COVPVTIVE KO CUVOSEVETOL OO ECOTEPLKES
ypoppés xwpis covpviive, oe §V0 oktafes, KOHWs KAl MICIKATO OTO KOVIpUpmdco. O
YOMTELTIKOS 0t6s Xopds €xel aovviBioT popdr, cowrodeptvny ko edlewmtikn. H
Sevtepn Opdom Tov BEUTOs €xel, 610 deVTepo WEPOs TMs, HOTLRLKY ovyyévela pe v
opxt 1oV BENOTOs. AVTG TO MEPOSs NS GpacTs OKOUYETOL oTal Blola, Twpa xwpls
covpviiva, kot emavaiopBavetor pe xédr ote xdikivo. To emakoAovdo pikpo
ovontuElokd TuHpo Elvol 6TV TPOYLOTIKGTNTO ML TOAY MOKPLVY, TUNROTIKY
UETOLOPOOON Ths TPWINs Ppaoms Tov Ofuatos. Mo kabodixn ken Votepa ovodikn
uetdPocn 0dnyel oto mpWTo pépos tns SevTEPNs HPACNs OE CUVIVOOUO PE T0 OCTLVGTO
s opxfs. Kobws 1o oomvato ofrivel, 1o xapoktnponkd potifo dpons mov cuvdeet
Ts 300 GPACELs OKOUYETOL Y10 TEASVTOLO. $OPC, OTOHOVIUEVO KOl EVOPHOVIGUEVO. Tiet
TOV OKPOOTTy HOVOV T KOTOANKTLKY GULUETPIKT EMGTPO TOL GUVOdELTIKOY puBULKol
0GTIVATO, KOOds KOl 1 ONOCTUCUOTIKY ETCVELPOVION TOV HOTIPov apons, yivovion
OVTIANRTE ooV vroaviyHds enavékfeons (CAAG emions cov KOVTQ). Ao TV apxn @s To
TEhos OAG MXOVV VEQ, CVOIVEWUEVO, OUES PE OPXTH CUVOXT] PECH a0 LoTPikes OxEGELs.
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I/8. Kohopamaovss, oe vio peiovo. Moderato (1935)

Booifeton otov modd Yveoté dnpotikd okomd. Mio cuyxopdio vio peilov, pali pe po
Suddovn onEnuévn TETapTN, aVOlYEL PE KOPWOTHTe Tov XO0po Kot elodyel Tov puBud 7/8
100 Kohopotiovod, oA to 8éuo apxilel otn Ao peilovoa kon odnyel opésws otn ot
peilova, 6mov emovohauBoveton mepoAAyéve. O SKOAK@TOS TELPOXTIKG TOPOVOLALEL
70 YVWOT6 OXOmd G pic Kdmms mopddotn ekdoxt, cov vo elvon PeAmSLkd aGUVOETOS,
UE KOTOLES QMG Tis VOTES TOV VO, £XOVV HETOTOTIGOEl KOTd MLo. OXTAPo. ZTny
OVOTUKTLKY] GUVEXELQ, TOL OKOAOLOEL (s GUVIONO KEVIPLKS Tunpe, mo deviepetovsa
0paion LepTiBETON TAV® o€ £vel PoTifo 1oV Pooikoy okomov. To THUTAVE avOYYEAAOVY
MV avopevOpeEvn emoTpodr] Tov Bépuatos ©Tr vio ueifova, oe mapoAlaypévn popd.
‘Yotepor amd vl pOKPLVE TOPAyRYo emsloodlo mov pecoraPel, pior Eodvikn yevikn
nodon oIV opxi Tov PETpov Tpookodel Eova 10 Gfua, mov okoAovBEiTOn O Mo
opxNOTPLKT, tutti GuyxopSlakn KOTEANEN.

1/9. O Xopés tov ZoAdyyov, o€ vio ehaocova. Allegro molto moderato — Allegro giusto (1935)
O Xopds Boocileton ot0 yvootd dnuotikd tporyovdt. To mpto pépos TOv BEHATOS
nopoLCLALETon amd 800 Képva, VOTEPO OO WL TPOUTETO, EVALVOL TIVEVOTA, éyxopdo. To
8e0tepo pépos Tov BENTOS (TAV® OTO PEGPEV TOV SMUOTIKOV TPpOyoudiov), Tave oTo
Booikd potifo tov omoiov €xel xTOTEL T ElCOymYT, axolvyeton Tdpo of pior £kSOXT, UE
£VTIOVES OUYKOMES, UE GTAKGTO EVAIVOL TVELGTA KOl TMTCIKATO €yxopda. O ZkoAkoTos
amoPEVYEL €660 VO GUVEXIGEL TO SNUOTLKG OKOTO QUGLOAOYLKG: Ol GTOKATO ouyxopdies o€
GUYKOTES, TOU GOIVOVIOL VO GKOVIGHTOUV GVIOUXM, iG®MS OVOKUAOUV TO TEAELTOLO
xopevtika Pripata tov yuvailkév tov Zaddyyov otnv akpn tov ykpepov. To
enakOAOV00 SeVTEPO TUNUO €XEL XOPOKTHPO avamTuEns, UE Tis OPOOEls Kou T LoTifor
0V BEHOTOS OE UETOTPOTies, TEWOXIONO, LREpBEcels. Mo Spaponkr ovoyyeilio oto
XOAKVOL TVevoTa odnyel oe ypnyopdtepn (Allegro giusto), mopodloyuévn emotpodn Tov
TPATOV PEPOLS TOV BEPaTos, MOV Txel Pe OEVINTO KOl OAOKANPWVETOL WPE TO Opxikd
potifio omd To deVTEPO UEPOS TOL BEUAITOS.

1/10. Moxkedovikss, o€ 6oL sAdocova. Allegro (1935)

YoTepo, oo Ul opunTiKY evopkTiplo xelpovouior 10 Bépo, pio. TETPOUETpn Opdom,
noileton §Vo gopés, oryovd kon pe kivnom Sexdrtov éxtov. Avti 1 ¢pdon eiven mo
eAEVOEPT] PLOULKT OPiKPLVOT] £VGs SNUOTIKOV TporyoudioV (Zriuepa o movopepévn u
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'édwoe BaociAikd, cvihoyn Apiwv) amdé tn Moxedovia. Eivon aéioonueimto kot
oowviBoTo T 1 xivnon SexdTov éktwv dev mpdkeLTon vo. eudaviotel Eovd oto BEpo
N oAAoV oIV Topelo Tov KOPUaTLoV. O IkoAkdtas ouvexilel e tpels Sodoxikeés 18€es.
H 8evtepn, nmov apxifer otis tpoumétes, kou M Tpitn, IO YpOUp1 MTGLKOTO TOv
cuvodetel ouyxopdies tav EVMvev TvevoTtdy, ouvdéovton pe to potifa kon tov pubud
Tov Bépuatos. H np@dtn omd avtés s 18€es, TOU OKOVYETOL e PLyovpes jeté oTis Prdies,
omevTe opLiovTieL 610 BEpO, EVE aPYOTEPO. GUVSEOVTON 1oXLPOTEPD, KAOETO, KOs TO
Bépo. ylveton ec®TEPIK OVIIGTIKTIKY YPOUUY TOu GLVOdeVeEL v 8o vt o1y
KotdAnEn Tov Koppotiov. ITo Kévipo Tou Xopov, o€ éva Suvopikd tutti, to OEuo
TPOPBAAREL HE TNV KOVOVIKT TOU Kivnom oydowv.

I/11. TIoudid kon mwouds 1o métale, oe Ao ehdooova. Allegretto moderato (1935)

O Xopds éxel AemTh popdoroyikry oudionpio kon €képacm. To Oépa eivor elevBepo
oTiaypévo and évo Kpnmikd SnpoTikd Tporyovdt, nmov xotéypoye 0 IKUAKOTOS, UE
HETC00PLKOYS GTiXOVS HOLpoAOYLoY Haidid ko moids 10 métace To Unlo es tov ‘Adn
Ko 10 xpovsd [xpved] omabi tns yris .. To 8éuo avodveton and 10 Pabos evés
OPUOVIKOV Kou pUBMIKOY continuum, ®OU Kuvelton omoAd. To Béuo oxovYETow oG TNV
ocuviBLe TN VT £vOs GOAO TEVOPOL TPOUTOVIOL OT1 XoUnAY Tov mepioxty (GuvriBes
éve. 06A0 Tpoumoviov Ppiloketon oTny mopomdve oktdfa) kon Votepo omd xounid
k6pvo. Mo mpogktaion Tov BE1oTos, e avantuln Tov potifov Tov, axovyETon omd MV
OMGSO TV TPLEV TPOUTOVIKV 61N PUSIKT Tovs TepLoxT). PAGOVTO GE TOAY YNAN Tepoxh
Ko OUmOE ovoyyéAovv o véo 18600 mov kwvelton ypnyopdtepa pe Sékato €T, OF
ovTifeon pe 10 Pruotiopd oyddwv tov Bépatos. To éyxopdo tnv ovvexifovv ue
TOALTOVIKT TPOEKTAOT, WE oioBNoN oKoTeElvdTePT KO ovykivitkn. Qotéco m 1déa
OO PAGOVTO. KO OTOL OUTOE Elvol OTNY TPOYHOTIKGTNTO [ior Lokpivl) TepoAdayr Tov
18060paY TPGTHY PETPOV TOL BEUOTOS, OTMV TOViKT, 1) omoic okoUyeton Ge mepLoxT
YNASTEPN KOTG TEGOEPELs OKTOPEs Kot VOTEPO. OVORTUOCETOL GUVIOMO WE OPUOVIKT
napékkhon. H encfepyoocio auth odnyel o emovaAnyn (Topoddoyuévn otny von Kon
oIV EVOPXTIGTPACT) NS HPAOTS TOV TPOUTOVLDV KO VOTEPX TNs KOTUANKTIKNS 0pdons
TOV OEUATos. AT Belatik dmoym auTd Elvol OLCLOOTIKG évar Sipepes HOPOHLKO OXTOL
([A1+A2] - A3AL” (RopOoAACyéve e ovamToEn) - [As+Az]). Ané dmoym puBuikts kivnomns,
ot ko oppovios, Svel TNV evidneon evds Tpipepovs oxNueTos, SnuovpywvIos
apgonuio o wie cvpmoyt, ovvioun aopotikn popdn. Olo owtd cvuPdiiovy o€ o
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atpdoponpe Srokpitikrs BAiyns mov Siatpéxel o dkpa Tov Xopov, avePoiver o
BaBaiver oto xévipo.

I/12. ©sooarikés, oe ok ueilovo. Allegro vivace (1935)
T ToV KOTOANKTIKG X0pO Ths PdTNs Zepds 0 TKoAK®Tos eMLVoel Evo Sikd Tov BépoL.
To Stakpltikd yvépiopo tov Xopov eivon évos puBpikds kovévas: 10 HETpo chrdlel
cuvexws oe xaBe éva uéTpo. O Ikarkdtas eikoviler, cav 18e0té mouxvidt, v
OGUMUETPIO TV SNUOTIKOV PLBN®Y KOl PETPOV. Asv givon yveootd yioti o Tithos
avadépetorl 6t Oeccoric. To evopktiplo poto ot 66Ao TVuROVO Slorypddet, e
ovodikd dpmicue, 10 Stdotnue okTdpas, To omolo 6Tn cuvéxela mpoodiopileTan
HEAOSIKG pe v avodikh kAlloke 610 BEHA TOL ZKOAK®OTO, MOV TOPOLOLALovV O
tpounétes. To O&uo éxer puovov admpruévn pvBuik oxéon mpos t SNpoTikn HOVOIKN.
O emovepdovicels 1oV POTO TV TUURAVEOV Kou Tov BELatos Sivouvy Tnv olodnomn pids
Hikpoypohios pévto. ' Yotepa ond v mpotn £K6e0T] OKOAOUBEL TOpOALAYLEVT| €KBECT),
UETAPooM, KEVIPLKY ovOrtuln UE HETOTPOTLKES TOVIKEs evOAlOyés Kou emaveékOeom.
Appovio mov éxel ouLxVE Tpoxelés Sltodwmvies, pLOUIKGs SLVOULOROS KOl GTIKTT
EVOPXNOTPOOT XAPOKTNPLLOVY TNV XOPOVUEVT EVEPYELD. TOV XOpPov.
Tepd 11
II/1. Zvp1ds, ot o1 peilova. Allegro vivo (1936) [mpwtn maykdopLe yX0YpaoNoN]
To 6éua Tov, TOL okoVYETo OTa. BLoAld kon Tis Bloies otny ook xopdn Tovs, éxel VAIKO
ond éva Kpnukd dnuotikd tpoyoldt, omd Tis katoypodés tov ZkoAxkdta (Qa o ayord,
fa o’ ayon®). O TKOAKOTOS OTOUOVEMVEL OVCLMST GTOIXELX TOV TPAYOLSLOL Ko VOTEPOL
T TPOEKTEIVEL T10L VO KUTOOKEVGOEL 10 O€po Tov. Emions odrivel Katd Hépos ToV poopd
Kol TNV €KOPAGTIKY TOLOTNTO TOV TPWTOTVROV, OV €lvan Tporyoddt aydnns. O Xopds
éxer mOAY YpMyopdTEPo PLOUG Kou 1BLOUTEPE EVEPYMTIKO XUPOXTHPL. Agv eivol pe
Kowévo, TpOmo mpoypotikds Zvptos. H popdn] €xel eredBepo oxnpa pévto — maporroyv.
To Ofuo exTifeton Suvopxd. Apécws Pia Lo HPEUN, amovTnTiky 1d€o epdavileton oto
KAGPLVETO, avamrtdooovtas 1o televtaio potifo tov Oépatos. AkolovBei devtepn,
TOPOALOYREVT KOl GUVTOUEVUEVT) Bepotiky £KBEGT KOu OTY GUVEXELD SLEPOpEs
OVTIBETIKES, OVOTUKTIKES enelepyacies. TNV eXOVEKOEST TO BEUC, TOV OKOVYETOL THPOL
EVOPUOVIOREVO OTot PBlolid kol oTts Piokes pe TOpOAANAN cvyxopdiakt kivnon,
ovvdualetal, O ONUOVTIKY OMOCTOOT TEPLOXTs, HE W0 £VTOVE SLOPMVT] OVTIGTIKTIKT
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YPOUU OTC XOUNAG XGAKIVO, OV OF UNACO 00TVaTo. To TOALTOVIKG OnTé onueio
€EEPELVOL TEPOLTEP® TO XPOUOTIKG XOPAKTHPO TOV BEUATOS, BLEVLPUVEL THV OPUOVIKA
TPOXVTINTA TOL KOUUOTION Kou odMyst O pict YEUATN RdBos KatdAngn.
1172. Swpvérkos (Ztnv Anid — Mopxédda), oe ook peilovo. Moderato assai (1936)
[mpdbTn moykdowo nxoypadnon]
To Oéua Boaoileton o éva dnUoTikd Tpayoudt amd Tn Zigvo, mov €xel peToypdwel O
TkoAKoTos. Mol TETpoueTpn dpacT tov Acikoy Proilot, mov emavoropPdvetor ddo
0opés, amOTEAEL 10 OVOLOOTIKG VAMKG TOL dNpotixkoy Tporyoudov, nov éxel erovaAnnukd
xapaktripo. Zimv opxfy tov Xopov o ZkoAkdtos SLAINPEL 10 OKTAUETPO MACLGLO TOL
TPWTOTVTOV, OARG TOPOVOLALEL ULOL TPOCWMLKY €KSOXT) GT0 KAGPLVETO UE XOPORC
nowkiApaTo ko erefepyacio, avdAoyn Me TNV oVTOoxXeSloOTikY Stdbeom evos Aoikol
KAopivetioto. EVBvpes TPOURETEs e GOUPVTIVE, Tapdleves KALLOKES OTO TPOUNOVICL, EVOL
XopunAd Bedtepo KAOPLVETO, CLYOVd TOMUROVE OE WNAT REPLOXN, dOYKOTO Kor XOUNAd
£yxopdo. CUUTANPOVOVY TRV NxNTIkY €1kéva. To Bépo Votepo akovyetol xwpls
nowkiipata ota Blold (kopid ond tis dvo exdoxés tov IxkaAxdia dev avrioToxel 610
TPWTOTUTO TOL £xel o PETPLO Bobud moxidpota). Ov 8o ekdoxés Tov OEpaTOs, OF
dlactavpdoels otV VO KAl 6NV opxnotpikt ypadt, TOpUALEGOOVIOL KOl
avortdcocoviol. O Xopls xopuddvetor ot pio emOVEKOESN Oe tutti, pe TPOGHETO
EvAdowvo, 1 omola powdfer va avokorel éva Aotkd movnyvpl. Mio tedikt,
OMOXOLPETIOTHPLO. PPpAoT, ROpdywyn Tov Oéuatos (xépva, devtepo Plolid, Pidhes),
vrootNpileton and 1o apxiké kvplo potifo oTa xoUNAd éyxopdo.
/3. Kpnmixds (Avyrfs — auyrls 6a onxwdo), oe pe ueilovo.
Andante - Moderato — Andante (1949)
To 6éuo Bocileton oe o yvaoti Kpntikr dnpotikn uehodio, tny omoia o Zkodxdros
éxel kotoypdwer 800 dopés: Avyls — avytls 8 onkwd mov [om’] Tov Pouvor T pile,
vo ¢tdow vo Enuepmdd Pouvd pov ortn kopgri oov (n 18l pehedio eivor yvoot e
Tous otixovs TI6te Oor kover Eaotepid). Tevikd otovs Xopols 0 TKOAKGDTOs SV CUVOETEL
UE TPOYPOMUOTLKY TPOBEST) @s MPos 10 Kelpevo Tav dnpotikdy tporyoudidv. ' owtd 1o
Xopd ®OGTEGO T0 GUMUETPIKG OPYC TUNHHOTO TNs OPXTs KOL 10V TEAOUS GIVOKOAOUY
Kafopd. TNV OVYH oV dNUOTLKOY Tporyoudloy o aTtpéodopa akaddploTn, oxivnn,
1ioVc0, HECO OF OMOMOKPO MEVIGA G OAT TNV £KTOGT Twv eyxopdav, avodveton
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£VOs VOGTOAYLKDS HOVOAOYOS TOV $OyKOTOU, OV OUVOBEVETHL OMG OpYEs, EKPPOCTIKES
cvyxopdies tov EVMvev nvevotdv. H poxpid pehodla tov ¢oykotov Tporéyel 1o
enoéAovBo KUpLo BEUC. Tov Xopov, KoBds TOPOYETOL ONO TN TEAELTOG Ppdon TOV
0éu0iTos. £T0v Moderato Xopé 1o mpdto Bromd Eedimhdivouv 10 BELO PE XOPOVUEVN
Sidfeon, pe 1 cvvodetor mroikdto Sevtepwv Proday, cov KIBApO, Kol UE KATOLES
Eopvikés TOPEUPOrEs TV TVELCTAV. 10 KOUUGT To. Sudgopa. eminedo, dwvés, opyovikés
yoopés powdlovy pepikés dopés vo Ppiokovion EAodps “ektds GaoEms” peTaED TOVS
(016 pmopel va mopotnpndet emioms oe oplopéva dARC ompeia Tov Xopov kot
Toapledel He THY TPOmKT PELSTOTNTO TNs SNUOTLKTS Hovolkrs). H apdionpio avt, av
ko 8¢ mpoopileton Yo val elvon évo KoBopd ovmAnmTo e6é, omwodnnote mpoodidel
1600 otV BepaTikn £kBeom, 0G0 Kon OPYOTEPH GTNV TxMPY emOvEKBEST, GE tutti, £va
TOAMOTAS EKOPUOTLKY VOMUO. ITO EVOIGUESO ELPOVIKG TPOURGVIOL KOL OpYSTEpR GOAO
BloAl povvion 1o TEAEiope TOL BEUOTOS KOL 0KOAOLOOVVTOL avtictowo omd Vo
Tpudepd viephovdio, 1o deVtepo amd To. omoio odnyel otV emovékBeom. To opyd
Tufpo emotpéder. To opxiké HOTIO s GviOVCOs TETAPTNS TOL GELOTOS TPOGTIBETOL
Stoxpriikd. £to téAos To potifo tns tétapins evoppovileton pe o potewvr pe peiova
cuyxopdia, TOL Mxel omoAd 6Te XGAKIVE: TO G TN NUEPas €xet EABEL.

II/4. Nnoudnkos (M Mulorotouitioon), oe Ao ehascova. Moderato (1936 [1949])

O Xop6s Bactleton oe éva dnponxd Tparyovdt amd tnv Kpnitn, mov éxel xotaypdyer o
Trohkatos, xkon Exel Tpuept popdl. To SLPOpPOVUEVO OVHESO GTls TPOTLKES (OOALKES,
dpuyikés) kou Tis Sratovikés (duoikés) vOTes TNs KAMOKOS GTO TPWTOTUTO TPOyoud
KaBopilet o exdpacTiky appoviky Sladoxr, TAVM GTRY oMol T TPOUTETH TOULXOL
Tporyouda T perwdio. Tdéte, avontdcoovias To evapktiplo potifo, o IkoAkdTas
ovvexilel  pelodlo TPOsHEPOVTOS IO AOVTNTIKT LEAWSLOL (consequent) GTO TPMTOTLNO
0tpo. H ovvéxela outh, mov axkovyetar oto Plodld, €pxeton pe peydAn ovoikotnro. To
Ot enavoAoUPBOVETOL Kou TO TPMOTO TUARO KAELVEL {HE MO ACK®OVIKR, EKOPACTIKT
opdon. To pecoio tuipa elvon oto peilova tpomo. H pelodio eivor xouvolpyla, oAAG
Siver TNV oloBnom ovvéxewos, Oxt povov s ovTiBeom, OAAG @s OPYOVIKN TPOEKTOOT
10V TPONYOUUEVOL UEAMSIKOV TUTUOTOS. AKOVYETOL OF KOVOVOL OvapEsH 610 $oykoTo,
10 opmoe xo1 1o kOpvo. H yorfvia potrp tns Olyeton shodpd omd Siddwves votes mov
MPOOTIBEVTOL GTINV UPUOVLIG, EVOL £0€ AETTOV, OVAGLXOVL XLOUWMOP. Ol ECWTEPLKES, HAVTES
Sropmvies avéavovv, pe ouyxopdles and tétaptes 010 EVALVE, KO GLYKPOVOVIOL OXES6V
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odopmTor Ue TNV appovioe ko TN peAmdio ota Plodd. H aloOnon eivon omodooioTk,
OAMG SLpopovuevn, apROVIKE oKATPY, dAAG exdppactikn. Tote 1 pehwdio kotefoivel pe
Sradoxikd, dractripoto TETAPTNS, KOOpedTtifovias MeAwdikd Tis drodwvies, Kot 1o
S1oopoduevo Tov Tpocory@yEn EMGTPEDEL e SU0 OmAEs GUYXOPdlEs MPOGSKOADVIOS TNV
EMOVOANYT TOV TPWTOV TUNUOTOS.

II/5. BAdx1x0s, € A0 EAdoo0Va. Allegro vivacissimo (1949)

To Béua givon tov ZkoAxdTE. AV KoL €xel TPOTKO xopoKkTHpo. (coAikod), 8ev doiveton
VO EXEL GUYKEKPULEVT] OXECT HE TNV EAATVIKY Snuotikt povolky. Mott o Xopds Aéyeton
BAGxix0os umopel povo vor yiver vrdBeomn. Eivow évos omd tous mo opuntikots Xopovs
GTov OM0 KUKAO, HE ddBoVn RMdBecn, kot HEAAOV O O BLAdWVOs GTO EKTETOYEVO HECULO
Tufue. tov. To 8éua Tov avolyel duvapukd tov Xopd e Tn ouvodelo evds emipovov
pLBULKOY poTifov. Amd Tor oToweln avTE TMYALEL eievfepo évo peydAo ovorTuélaxo
U Tov opxilel pe 8o GUVTopss, TOPOALOYUEVES ELOOVIOELs TOV OEROTOs OF CAAEs
TOVIKOTITES, Ol Omoles xmpifovion omd £vo kPO EMELGOS0 OTO XCAKIVO, TOPEYWYO
BELOTIKG Ko KAmes copkaotikd. H enakdéiovdn avamtuén éxel oxeddv avtooxedtaotikn
opuny. Mhoteits ypoppés ote yxopdo eeMoovial oe ompoodokNto didpmves voEs KoL
cuVodevoVTon od 10 ERLPOVO puBUIKO HoTiBo, To omolo amopovéveton kou odnyel o
KopUdwon Tov TUHHETOs owToY: éval mOAvETinESO £mMELGOdO e OAN TV opxioTpa (N
nGve ypopuun of Prodid, dAdovt, TPouméto eivon HOKPLYG Ropyeyn omd Bepotikd
potiPa), Tov omoiov T OKTW TOVTOXpOVEL emimEd GoivOvTal VL K1VOUVTOL Gxedov
oveldptnTo, xmpis Kowé OpHOVIKG GUYXPOVIGHS, TPoKoA®VIas okAnpr, coapdévia
Swpwvie. H enovéxBeon 1ov Béuatos odnyel oe wo ohpodpr kévra.

1I/6. Modpo Tepevi, oe vio petlova. Moderato (1949)

To 6éuo. Pacifeton oe éva dnponkd tpoyoudt, oe pudpué Koropatiavos (Mavpo yeuevi
[wovTtiAl otn péon] ot péon 1t Avyvii, cvAkoyn Apiwv). O ZKOAKATOS TOHOVIVEL Tis
Tpeis KOpies dpdcels oS 10 APWTOTVRO TPoyoUdt, CARGLEL T oepd Tovs (alooTpeiTo
apxilel ue 1 opdom — pedpév Tou Tpayovdlod ws KVplo 18éo Tov Xopov), xdver
HEAMSIKES TPOTOMOUNGELS Ko, CTMUGVTIKG, THPOLCLGLEL TIs TPOMOTOLNUEVES GPOCELS OF
avTioToxo Stopopetiiés Tovikotntes. H popdn diver evivmaon ekedfepov povto ko €xel
eMONs GTOXELX TEXVIKNS GoOvates. Z10 TUHpo ns £kBeons oL Tpels opdoels Kivovvron
npos 1N decmdlovse. H mpon ¢pdon axovyeton amd {ompd EvAver mvevatd pobi pe
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MTCIKATO TV eYXOpdeV Kol EMOVOAUUPAVETOL OTC XGAKLVO, €V ToL dEVTEpO KoL TO
np@To. Brodid Topovoidovv Ty Sevtepn ko v Tpity dpdon. Yotepo amd ol pkp,
Kanws mopdEevn enefepyaoio pe éva mEPOCU OO TOPAAANAES EAGOOOVES CUYXOPIES,
N PO 1860 ERAVEPXETAL GTAL TPOUROVILL, GTNV Tovikt, oAhd poli pe éva moAvtoviko
opUoVIKG cuVdLHoUS. ARG ouTd 1o onueto, Méoa omd o Sedoxr ensicodiov cav
povTo ue Srdpopes SLOBECELs KO TOVIKES TEPIMETELES, OAes ol 18ées Pabpioio emotpédovy
oTNV TOVIKY.

II/7. Karotds, o 01 eEAdGoovoL.

Andante moderato — Allegro — Andante moderato — Allegro (1936)

To Oéua eivar T0v ZkoAkoto. ‘Exel codri, tpomkn vrdcTaomn, pe AGikO Vdos, oAAd
x@pls 0poTH oxéom pe TN ONUOTIKY EAMNVIKH uovoixn. O Tithos eumepléxel ovtidaomn:
mBovOV 0 TKOAKOTOS OVAOEPETOL 0TO AeYOUEVO KOBLOTO SMUOTIKG Tparyoldt, cuxviTepo.
Tpoyovdt ns tdPros, To onolo dev xopeleton (Bev GUIVETOL VO, URGPXEL GXECT UE TOV
onavio KabioTo xopd, aAiids xopd Aguovid , tns Aevkddas, 1| Tov Zuykabioto xopo). O
Xopds éxer popporoyikny Sidtabn oapyov — ypriyopov Tunipatos. £1o mpdTo opyd TUHHO
10 OfpO. oKOVYETOL EXOPOOTIKG o8 §V0 o0ro KAapLVETE, oTA OTOL0 amavTovv dvo
OUTOE Kot okoAovBovv S0 ¢Adovte. To Ofuo avePaiver, mopuévo and to £yxopda, Ko
petd méprel ko ofrivel. Avo KAGPVETOL OTNV YNAGTEPT TEPLOXT TOUS TOPOVLALOLV TO
Oepo Tov emakOAOVBOL Allegro. To B€po. avté eivon petoudpdwotn Tov BEUATOS TOL
Andante, Tov éxel Tdpo avontuxfel oe o md ekteTopévn 1880 oToV YpMYopdTEPO
pulpd. Avo Suvapikés tutti nopeuPorés mepfadlovv éva oxoho amd Vo kdpva, To
onolo emovoAopBEvouV TEPLTONKTIKG Ta Tpopnovie. Evo 66ho tov Proiod sppavileton
ooav tekeiws ovegaptnn evdidpeon téfar ®WOTO00 GTNV TPAYUOTIKOTNTH Elvon évos
QVTOOXENAOUSS TAVE OF O TEVTOXPOVT) CUYXOPSLakY kivnoTm Tev EVALV@V TVELGTAV,
N omolo mAPOLOLALEL ENAVOANTTIKG T0 BoOLKG pLBULKG potifo Tov Andante. To Andante
EMOTPEPEL, CAAD uovov M kaBodikr Tov KATdAnEn avokareitar pe pio véo
CUYKIVNTIKA evapuovion, ota éyxopdo. To Allegro emovektifetor, pe SlopopeTikr
EVOPXTIOTPAOT, Kol GUVTOPEDUEVO. TNy kOvVTo. T0 x¥plo puBUtkd potifo akxovyeton
TOVTOXPOVOL, OF (XPOVIKH) oBENGT), OTO TPOUROVIO, KXL OTLS KOVOVIKES TOV XPOVLIKES
ofies, oto darykoTe. AvTos eival évas omd Tovs exdpocTIKGTEPOUs Xopovs, 0 omolos
TEPOVCLALEL ONTA TNV NEVIOTE TOPOVOO, HETCOXTMOTIOTIKY Ypouuikn ko potiPiin
Aoyikn tov Tkorkdra.
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1I/8. Xudrikos, o¢ pe uelfova. Moderato maestoso (1936) [mpidytn morykdouia nxoypdonon]
To 6éuo Tov, MOV AKOUVYETOL OTO GOAO KGpvo, elvol moppévo omnd 10 YVwOTo
nopodociokd tpoyovdt ‘Eva kapdft and 1 Xi6, mov dev elvan yviolo Snuotikd, oAl
£xel evomUaTOOEL oty Tapddoot. Mopdoroyikd o Xopls €xel oYNUO TOPOAACKTIK@Y
ENELOOBLWV" OEUATIKT EKOEGT TPWTT, CUVTOUELUEVT], TOPOALOYT ot ol Voeon ueilova,
nov moileron yopend ond To EVAVE TVELGTE KOU TO. TPOUROVIO. LE GOVPVIIvVO:
petofaTiky TPOEKTOOT, OTLS TPOUNETES: EXOVAANYN TOL OELNTOS OTNHV TOViKT HE evBuUoL
TTOLKOTO TWV EYXOPSOV' mapdywyo emnelcidio GTo MveLoTd Of Ol gAdooova
(cvppetpiknry, pokpivy “moporroyny s mpdTHs TOPCAAXYHs”, 1} Ol EAGGOWY 1GOPPOREL
tn o1 Voeon peilova) xopvdwon pe tutti emcvéxBeon Tov Oéuatos. H popon o
UTopovGE VoL OAOKANPWBEL €80, ARG OMPOGSOKNTAL 0 TKUAKWOTHS ELOAYEL £VOL ENMELGOLO
HE GOPTIOINO TLTTL OTH PE EAACOOVE, TOL TXEL OXESGV TovNyLPLKG Kou Oyt SpopaTLKd.
MEco, 08 0pYNOTPLKO TXo OO0V EXKANCLAOTIKG Opyovo Tow kxopve modlouvy o véo 186a,
1N ONOLo. OUWs €XEL KOTOLN PLOULKTY GUYYEVELQ LE TNV TPWOTN TopoArayn (M pe eAdoomv
elvou emions tovikn omdvinom o1n ol voeon peilova) ko Aavedvovoo avopopd oTo
OKEAETO TOU OEMOITOS. ANECHS UK GOPTIGIUO ERCVAPOPH TOV UEAMBLKG OVLSETEPOV
ELOOYOYIKOV PETPOV KAEIVEL TO KOppdTl. To ampocdoknto Tehevtoio emelcOdo GE pe
EAAOCOVO KOl T) TAOKT OVOHECO. OTIS GOvEpEs Ko ACVOAVOUCEs CUPUETPLES TPocdidovv
ot popdn £vol TOVO TPWTOTLTLOS.

11/9. Todyukos, 6 vio EAdOGOVA. Moderato vivace (1936)

Booileton o dnpotixd tpayovdt (Xopos kiédtikos — Toupka Sépver Tt okAdBa 1ns,
ovAloyr] Apiwv). O ZkeAkdtos omopovavel kou tponomolel dYo ortovyeio omd To
TPWTIGTURO TPOYOUSL: TNV €L6aywylk opyovikn ¢pdor — Piores onv opyr tov Xopov
~ Kol TNV TpATN Opdon Tov Tporyoudlov — TOL aKOVYETOL Yo Alyo OTo. dAdouvto. T
"autd mopepPoiier §Vo eviidueces Opdoels Sikés Tov: 6Ta Oumoe, VoTEPE OO TO OEua
otis PLOAEs, KoL GTO TPAOTO tutti. AVTLOTPEGEL TNV Bepatikt} tepapylo 100 TPOTOTVUTOL,
KoBds N ELCCYOYIKY $pdom 1OV TP@TOTUROV £XEL Yivel T0 kKVpo Oépa tov Xopov. H
SevTepevovco, 1860, GTOL HAGOVTO TPOUTIBEVEL TO RPWTEVOV OVOMONSTIKG puouiké potifo.
H enclepyosia Tov kuplms BEpotos yiveton péca omé evorhoyés pe doviooior s vors
KOl TOU OpXNOTPLKOD 10V, GVTIGTIKTIKOUS CUVSLOOUOUs UE CUVOSELTIKEs MeAmdies,
KOs KoL TOVIKES, UETOTPOTIKES UETOMTOOELS G010 UECOLO OvomTuKTIKG Tufpe. To cav
enovéxBeot Turpo etvon opdionuo, pe Stopopomornuévny Bepatiky Sidrogn. To §vo
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GToUKEle ONO TO TPOTOTLNO TPUYOLSL CUVOVTLOUVIL, opLLoVTIAL Kot KABETD, Uovo 610
téhos' 010 SpapoTikd TeEdeviaio tutti To kVplo Gépe cvvdvAleTon KOABETH M TO
avomonoTiKS potifo ko apécms M Seviepevovon 18éa, mov dev €xel axovatel kaBGAou
Yotepa and v apyr, avekoAeiton cav Ny, He KAT@s TKPY emipovy, oto
BLOAOVTGELG KOL TO, KOVTPOUTGGOL.

11/10. Emtponé{ios (Kpntikds), o€ o1 VHEST, EAAGGOVA. Allegro molto vivace (1936)
O Xopés otnpileton o éva dnpoTkd TPoyoUdt, WOV EXEL KOTOYPOWEL O EKOAKOTOS
(Hpbe p1” owé [nov Npde x8és] 010 koAaTod — oyeddv b perwdio Ppioketon Ko 670
Kpnuké tpoyovdt Kobe mpoi ue t1 Spootd, emions OTls KoTorypodés TOL IKOAKOTOL,
Suws o Xopds avoadépeton Bepotikd 010 mp@to). Eivon éviova moAvpuBpixds ko
SlevpUvel Tis PETPLKES CIGULUETPLES TOV TPOTOTLTOV TPeryoudlov. Apupovio Tov Kiveiton
opyS Ko peydhes xpovikés ofies O OCUVOBEVTIKES QWVES POIGLOVLY VO OVTIGTEKOVTOL
mpos Vv EvdelEn Allegro molto vivace. O Ixoixatos Eexiva 10 Xopd pe par Sikry 10U
fepomiky 18800 GTO, OpmoE Kou 10 KAOPLVETO. O TPWTOTUNOS OKOMOs TOTE GMOVTH s
OepoTIKG “emdpevo” (consequent)” OKOUYETOL GTO OAGOVTO KOl TO KAOPLVETO Kait
GUVOBEVETAL OO TPOMTMETES KO TPOUTOVIQ UE COVPVTIVE TOV EVOAALEOCOVTOL ME
nopepuPorés tov eyxOpdov. H popdn £xel évo aouvibioto oyt povto, pe oTolElo
emions “awidwtis” popdrs. Koatd tnv mopeio tns popdrs or 8Vo oavtés 18€es
NOPOAACGOOVTOL HETPIKAE, UEAMSILKD, GPUOVIKK KOl TOVIKO, eved Kobe cTddio
enebepyaoios OVTIGTOXEL O L0 GUYKEKPLUEVT) OPXNOTPLKY ElkOve. AVO Sevtepedovoes
18¢ées, pe PetaBotiko xopoaktnpo, mopepfaiiovror, 1 Sevtepn 1o Alyo Bpioketon kon o
OVTIGTIKTIKO cVuVOLOGUd ue 1o Oépa. To GEua €xel kuplas Compn duabeom, oAAG €xel
enions pio dpevyeréo peloyxoiixn aicdnon, gio cLVOLGHMPOTIKY TAELPE 7OV
oblonoloty mEPLEGOTEPO EXPPOOTIKES TOPOALaYEs Twv eyxopdwv. To nydypwuc Tov
ueToAddwvoy (YKAGKEVOMA), o€ e Pikpty ¢pdom nov koBpedTilel Hokpve TV ap)H,
OOYOLPETC. TOV OKABOPLOTO YOPOKTHPO KOL TS TEPLTETELES TOV BENLOTOS.
II/11. MokeBovikés, oe Aa ehdooova. Moderato (1936)
O Xopls givor evopyNoTpOUEVT] Kot SlEvPLUEV Ypadr] Tov Tpayovdioy H Aagiva, yio
owvry kou mavo. To @éua elvon 10 YVOOTS TOpodOsLOKS TPayoudt, €vo HETOPOpLKS
poiporot. To Tpoyovdt givon dmpotikodoves, oArd dev sivon yviowo dnuotixd, £xel
Ayl mpoérevon), WOT6c0 £yl evoouotmfel otnv mopadoon. O Xopds £xel Tpiuepn
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poptr). Kobds 0 Xopds autés TPogpyeTon omd [o TPOUNEPXoVoH GUVOEST, Elvan 0 Povos
xopls poTPikn moapoywyn MetofD Tov TUMUGTOV s popdrs kon twv Bepdtov. To Béuo,
e JOUNAG GOho KAOPVETO, EeKvd oty eAdooovVa. TOVIKT, UE CUVOdElo OO GUYKOTES,
oov avootevaypots, oAla 1 appovia Bobuioia avEdvel o Slowvior VOTEPR OO
vnépbect petlovos — eAOOOVOs ouyyopdias, N omovInTKn SevTepT dpaom Tov BEUCTOS
evoppovileton pe Sapwves ovyxopdies oe cuvykomés. H tpouméto emovolapfdver
dpao™, PE TO KOVIPO. dOyKOTO v GLUVOSEVEL GE QMOCTHCT UE IO GVTIOTLKTIKY OpdoT
oto umooo. To Oéuo emavextifeton oe éva ekdpooTikd tottl. To extetopévo pecoio
Tufuo. £geL BpnynTiko xopoktripe. Evos HOvOAOYOs, GOV GUTOCYESLOOUGS, OO TO OUMOE,
UE EVTOVO AOILKO XPOUO KO eVYAMTTES TOVOEL, cuveyiletan apydtepa omd tor Plold kou
VoTEPA TO PLOAOVIGEL. ATOTOUES GLYOUPES OMOTLLOTOVPMS, OOV KPOLYES, OKOVYOVTOL OTO!
ynidtepo. EVMvVO TVEVoTd, POKPLO TPEROAD T Eyxopdo, éva éviovo mopepBaAldpevo
potifo 6T TVELOTH MoV emavoropfdvel éva LoTifo amd TN PEAmSlO, EVO Ol appOvies
elvon ovy Ve OmOUOKpEs KOL TLKPG SLddmves, TPOEKTELVOVTOS TIs TPOTIYOUUEVES GIPUOVLKES
Srodoyés. H emotpodn tov BEpotos Eexiva e Suvopkotepn aictnon. H dedvtepn opaom
tov Eovodépvel Tis Siddwves cuyxopdies oe CLYKOMES TOV TPWTOL TUMHOTOS, TWPO OF
Mo gLOAVIoT] 08 TOAD YNATE TEPLOYT] LE GPUOVIKES TV eYXOpSav.

I/12. Tiekomovvnolakss (O Avykos o Aefévins), oe i eEAdGGOvO.

Allegro molto — Andantino — Allegro molto — Presto — Andantino — Allegretto ~

Allegro molto (1936 [19491)

To 0épa mMPoépxetol OmG TO OUEVLRO dMpoTiké tpoyoudt. 'Evas €viovo Opuntikds
06TIVETO pLONds oTal KOpve Kou to BloAid, pe otifels OO TOL TPOUTOVIX KOL T
YOUNAG Eyyopdo, ouvodevel 10 Ofuo o younAio Oumoe kon kiapivéto. H vootodyukr
OpYIKY 0paieT TOL MPATOV Andantino epdovileror péca omd Tov mapddogo Myo and &do
dAdovTe. TiKOAO o SMACGLHGUO OKTABOs, TO TPWTO OF (o oxedov omicTevta YnAn
neploy. Ta mikoAio 8ev dnpovpyodv 1060 SlomepooTiky evivnmomn, 660 aiconon
povakids. H ¢omve eveppovicuévn kipie peAwdio tov Andantino akoVYETOL GTO OUTOE:
pold el ohdteda KOLVOUPYLO, GAAG T AavOdvouoo GXECN Tns UE TO BEpo Bo
omokaALOBel o petayevéctepo onpeio. To Bépa tov Allegro emoavoAOpPOVETON GE
Suvopkr] mavo. Tote évo EEOpevo, EAGYIOTO, OBENOTIKO Presto £pYetol oov E0PviKG
téonaopo. To Andantino emGTpéder, TOPA UE PO TOPOAAOYN TOV BELXTOS e oicBTUO
OAlyns kol acvviiotn evopuovicn. H mopoAioyd auvti, tns omolas M ueAmdikh
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ypoupt EeTuliyeton omd Sumos xon ProAld, mopoBETEL Katd Ypoppe To kOplo Béuar (o
TEUTTT ENAVED GTNV EAGGCOVE. Se0m6Lovon), arld XPNOLLONOLEL emions Oxedov Ts idies
votes, otny 1o meproyn, Omes T pEA®Slo Tov OpmOE GTO TPWTO Andantino, Kou £101
anokoAVTIEL avoadpoikd TN cvyyévelo eketvns ns pedodios pe 1o kOpo Oépo. ‘Eva
eARYL0T0 Allegretto MOV VROLVIGOETOL POKPLVE TO. KOpLow HoTiPor kAeivel 0 TUAHO ouTo.
H 1telikn] emotpodn 100 OEUOTOs TPOOVOYYEAETOL Omd Tis TPOUTETES Ko epdavileton
ooy Suvoutkn KotdAngmn.

Zewpa 11

II/1. Xaotavds, oe pe peilova. Moderato molto ritmato (1949)

O XwoTiavds, oe pvoud Kohoporiovov, givon o Aounpdtepos Xopds atov KVKAO.
Zpileton ev péper oe évo ApPovitiko Snpotikd TparyodL YVwoTo otV meploxn Ths
O1Bos kou kvpiws o10 YWPL6 Xdoma (oruepa [pddpopos Borwtios), ond dmov
Kotoyotoy M pntépo. tov IkoAkdto. Bixe Aexfel 0Tl 0 ouvBETNs XpNOYLOTOINGE GTO
Xopd owtd éva Tparyotdt mov Tporyoudovoe M Pntépa tov. Tedtkd owtd empPefonwbnxe
ond tov Oovdon Mwepoitn, 0 omoios NYOYPAPNOE Yo TPOTN $OPH TO TPOYLATIKO
dnuonkd Tpayovdt oto Xwotio 0 1986 (Kovoo t'a Bo—udt Mapryd [Towds oto eine
Maprydh pov] — dnpooievpévo ato Pifito tov Avloloyia apPavitikwv tpayovdidv ortnv
EAAdSa, 2002), Tporyoudlonévo omd o yepOVTLoon, Kol T0 GLOYETOE ME 10 Xopd Tov
Txorkoto. O @. Mwpoitns ovaxdivye emions o 1 untépa 10V ZkoAkote ledvva
Ao OMUIOUEVT] TPOYOLdioTpLo. SnpoTkdv Tporyoudidy oto XdoTo.

O Xopds éxst Vo ocvuveydueves Oepotixés 186es. Moo evopkTiplo dovooapo oTo
XOAKIve, e wdiaitepn Adpwn, xon omovInomn omd ta EVAIVO. TVELSTA KoL TO. £YYOPdo
OLYKPOTEL 10 mpwTo Ofpo. Apfcws akohovOel Evo. dARO, OYETLKG XOPEVTIKG BEn oTNV
TOVIKTY, MOV opyiler pe tis Proies xou oOAOKANPOVETOL amd T BloAld. AVTd 10 “mAMIVE”
Oéuo eivon plor eAadpd TOPOAAOYHEVT) TATPTS Ropdfecn ToU SNpotikod Tporyoudrov
an6é 1o Xootio. To mpomyovuevo ovebdptrito Oéuo tns dovodpos xer pubuikés Ko
potiPikés oxéoets pe 10 “mAGIvO” Bépo (1o omolo Opms yiveton avTIANRMTO ooV Vo £XEL
nopoyfel and 1o Tpdto Oépa). H povodpa, oe oL ehdoocova, akorovbeitor o1n
ouvégel omd éva emelo6dlo pe odro PBrodl kon eykouvidier 10 pecoio TUNMG, GROV
pévov 10 “mAoive” Oéuo ovOmTUCOETOL Ko TpoekTeivetal. H ¢avodpo mdAl avolyer v
enavEKOEST, OMOV 10 “TACivE” Béua, mapohAoyiévo, odnyel o evBovoL®des TéLOs.
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HI/2. Hrewpatikos, o€ 6ok ehdooova. Moderato (1949)

To 6épa eivon tov Zkoikwrto. Elvar o mo poyodixds Xopds 61ov kUxAo, pe éva
18t0p0pdo Ko UEAOYXOMKO POUOVTIONS mov dev gudavileton oAArov otovs Xopovs. H
HOPOT TOV EXEL poymdLKY, owTooyeSlOoTIKY ToldTnTo. Yotepo, and TN Beplanky £kOect
Sodoyikés 18€es, ov omoles oyetilovron davepd 1 yoropd, péovv oyxnuotifovios éva
“LOKPOCKOMIKG” peA®MBLKO VAU, TO omolo ovuvdieton ehevBepo pe xolvd HOTIPLKd
GTOVKELO: TO BEUO AKOVYETOL VOOTOAYIKG 670 6OA0 dAdovTo pall pe Eyxopdar 1o BEuc
OVTESTPOUpEVO EETUALYETON eKPPUOTIKG OO T PloMd Oe Mo eKTETONEVN dpdon 10
Sumoe 6TOXGLETAL MOV®D GTO TPOTOTLURO KO TO GVIESTPOUMEVO Bfpra, axoiovBolv To
Khopvéta: Eopvikr opynotpikr oavoddvnon, xar to Blokovioéio cvveyilovv v
nponyoupevn peAmdikn ocvlfitnon emovékBeon and OAn v opxNoTpa Tov BEROTos OF
GUVTOUELPEVT] LopdT, OTNV ¢o eAdocova e emoTpodr) 6N GO0A eAdooova, 6oL Ta
KAOPLVETOL vaKOoAOoUV T1] TPOTMYOUHEVT] OpRCT) TOUS ME Mot STIYMOLO mopeUPory omd
To GAdoLTA: Eva OmPOCHEVO OfUL GE YNAC KOPVOL, ROV WUE UEYOAOTPERMELD TPOKVTTEL
o6 10 TPOTYOUHEVO HOTIPO TV GAGOVLT®V Kol YPTCLUONOLEL EMIONS £VOL TOPECTUYUEVO
fepotikd potifor oToYOOTIKG GOA0 Tns PLolos, HE MY® TOL TOPESTIYUEVOL HOTIfov.
Yotepo and mopoAloypévn emovékBeon Tou xuplov BEuatos To. PloAovioéro odnyouvv
o€ eKOPUOTLKG TEAEL®UQ.

HI/3. KAfpTikos, o€ Ao voeon eddoocova. Allegro vivo (1936 [1949])

To 8éuc eivor tov ZkoAkwto. To kAEGTIKO Tparyovdt dev eivon moté tdéco ypriyopo, apa
ovtds 0 ToAS evepynuikds Xopds doiveton vo. cuvSEeTon UE TOV GdOUOGTO YOPOKTHPO
tov Kieptov. H popdry €xer kdmws avop8odolo tpiuepés oxnuo. H evopynotpwon tov
Xopov, 6mms kol o€ eROUEVOVS X0povs, XTL{ETon OMOKAELOTIKG PE OVILTAPGOEST)
0pYOVIK®V opddev - EVAvev mvevostdv, YoAKlvev, eyxdpdmv — ol omoies
xpNoonolodvion ooy “ctolyele”’, kdfetor kot oplioviie.. Kogtés, emOeTikés Kpowyes
TV TVELSTUOV eudavilovion cov éviovn oTifn oty TPo@ONTIKY OpuUry TV eyXopdwv,
pe 1o mpata Brold vo mapovstalovv pe moos 10 Oépo mave omd mroikato. To
EdAvoe mvevotd pévo apyifouv 1o pecaio turpc. @oykdto Kou OUmoe mapovciolovv
éva oAy Lonpd okomd, mov ouvdéetonr potiPikd pe to Oépa. Tow yoAxiva oe éva
UETOROTIKG 1VIEPAOUSLO 0dNYOUV G Vol KEVIPIKG, GOPTIOOLUO PETPO WE OAN TNV
opxiGTpa, 1O OROL0 EMLTOKTIKG emPaArer Eova v Toviknh. Opms ovil yio TNV
eNOVEKBEST, 0 TkOAK(TOS evBEtel €8¢ S0 cuvdedpeva emelcédia GTNV TOVIKY® MPATOL,
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To. OUMOE EMUEVOUY GTO ULKPOGKOMKG YOPUKTNPLoTIKG potifo Tov Oéuotos 0t 7O
potifo ot petacyMuoTi{eTon Kon cuvexieton omd o vieAkd 8o oTo KAapLvéo,
pe to éyxopdor vo dlodéxovtol o EvAva Yoo vo TV ohokAnpacovv. Opiidviia to
enelo6dlo ovTd eEOKOAOVBOVY VO OVIKOUY OTC pECHio OVOMTUKTIKG TUNHO. QOT660
amd appoviky dmoyn Ppickovron eudotikd otnv Tovikn, €1l eivol NN Uépos NS
emovékBeons. To Sigopovuevo avtd dnuovpyel AavBovovoo £vTaoh KoL DTOVOUEVEL
emions v xelopr dwaypodr s SdpBpwons Twv popdtkdv yeyovotwv. H dwadikooia
RPOGOETEL GUCCMPELTIKT TOVIKY SUVOUT TNV KOVOVIKY eNaVEKBEGT] TOV BEUOITOS, OV
RPpoBAAAEL péca amd mia TTOTIKY ouyxopdla Tovikns kol axolovbeitar amd pio
nopatevn, TVEDLATOIN KOVIQ.

1I1/4. Moplopt) pov — Moplopt pov, oe Ao eAdooove. Moderato assai e molto espressivo —
Prestissimo — Moderato assai — Prestissimo — Moderato assai (1936)

To 8tpa Tov Pacileton 610 opdvuro dNUOTIKG TpoyoUdt (GvAloyr Apimwv). O ZkUAKATOS
vREPPOIVEL TOV YCPOKTHPA TOV TPATOTHTOL TPOyoLdLoY Kou dMULovpyel vor cuYKIYNTIKG
KOUUGTL pE oxpoies ovTiBécels puBuod ko oatudodoupos. H popon éxer meviopepés
oMU TOPOAAKYdY, Omov V0 CUUMVKVOUEVEs Prestissimo mopodloyés mopeuBaiiovion
avdpecso oe Tpio, peyoAvtepa turuoto. Eyxopda pévov mailovv 6to mpodto turpo. O
TPWTOTUNOS OKOMOS — CUVERTLYUEVOS ONO OKTK o £&L pétpo, pHe Hio GTLypioio
TPORONOINGT, GTO MPOTEALLTOLO METPO — OKOVYETOL EKPPUCTIKG and T PLodovicérc,
péoa oe apyf appoviky kivnon. To Sevtepo, ouveydpevo Tunuo tov BEpotos elvou Tov
TKOAKGTO HE KPUMUEVT Topoyeytry omd 1o Tpomyovpevoe Hotifo KoTovoas Sevtepns
KoL PE PUOUIKY EMTOON GVONTUGGETOL UL BOVUACLY ENEKTOOT, KaBws T PloAovicEla
ouvvexlfovv v peydin, avodikr kot ko@odiky perowdia tovs péoa oe éva
UEAQLYXOMKOS, LETOTPOTIKG CPUOVIKG 16TO. TTO mpdTo Prestissimo 10 YOAKIVO, KoL METC
1o EMve cay My, Toi{ouv e PETOUOPO®OT TOL TPWTOL PEPOUS TOL OEUOLTOS, TO
omoio £xel oplokd GUPTLKVOBEL ot Eval PETpo ooTvato. To £yyxopdo péva moifovv po
nopoAroyy 6A0L TOv Bépotos oe vIo dleon erdooova, pe peyoAvtepn Jpopotikn
évioon kol poTiBikd cvoyetiond petofl Tev §V0 Bspotikdv pepdv. Ie évo véo
Prestissimo T0 EMLUOVO OCTIVATO, TOPO GTC. XOUMAC £yxopdo, Snuiovpyel KAUGK®ON
odnydvtas oe puOULKd EfoTocHO 0TO YOAKLVE KOl TO KPOLOTH. 10 TEAELTOLO TUHMO
10 mopoAlayuévo Bépa apyilel oto Oumoe kou oto BloAld TO SEVTEPO TUMUOL TOV EXel
Topo apyn, xoBodikn kotevBuvon, PBAvVOVTOS TEAIKG O M10. KUTUATKTIKY £mOvEKOEST
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TOL TPWTOTLIOL OKOMOV oG To PLOAOVIGEAQ, LéOQ. GE OKOTEWVY GUVOdeio amd OAN TnV
opynotpa. H avvioun xovia, mov opyilel molutovikd, eivon anBépro kon Spopotik.

1I1/5. Kdrtov 6tov BéAtov 1 ywpid, o€ Ao eEAGoGOVOL.

Moderato - Allegro — Moderato (1936) [rpdtn marykOGLL 1X0YpAdNON]

O Ikorkotos ypnowponolel 1o ogdvopo dnpotikd Tpoyovd (amd tn cvAioyn
Tpoyovdier tns PovueAns s Méinas Mephig), oc Toduiko puBud. H popery tov Xopov
xopoxtpiletor and évo eEoupeTikd TPOTOTURO KOL AERTOHTIOYMEVO MOPOOAOYLKO
evpnuo. EEwtepied m popdr eivor SiapBpopévn oe Eexdbopo, tpuuepes oxfua, A-B-A:
Moderato 3/4 — Allegro 2/2 — Moderato 3/4. Q01600 BEpOTIKG N TPOYROTKY Hopon eivon
Spepris, pe cadés oxnipo A-BIA-B' (A xou B ovvdéovton potifixd). H urépbeon
Sipepovs kou TPLUEPOVs HOPPT)S EMTUYYOVETOL GROPATAPNTH, £TCL (DOTE TO OMOTEAEGMK
yiveton TATps OvTIANTTO pévov avodpopikd pe 1o Télos Tov xopucatiov. H audponuic
ovti, €ktds oV 0Tl diver popdoroyikt dpeckadw, cuvelshEpel emions otV TEMKN
aicOnon peroygorios Tov Koupotiov. To yAAKIVE TapOvoLdLouv évo Bépa pe
OMOPUCLOTIKG KO EKHPUOTIKG YOPOKTHPE GT0 TpWTo Moderato 3/4. To ovefoptnto OEuw
oVTOU TOV TUHUOTOS E{VOL TOV IKOAKGTO 670 BEUA XPNOLULOTOLOUVIOL KoL
avantiooovial %o potifo and to mpwtétumo tpoyovdi. H mpwrtdtunn perwdio
eudovifeton 010 TPATO WEPOs TOV EmOKOAOLBOV Allegro To €yxopdo poli pe to
EVAGPWVO TOPOLOIGLOVY M1 VEQ, TOPOAACYHEV Lopdr TNs peAwdios, dmov O opyiids
Toduikos puBuss 3/4 exer oAhoyBel oe 2/2, pe évrovn pvduixy evépyeto. Kobds to
£yyopdo. otopatovy, auécws cuvexilovv to EVALVE mvevotd: emavoAioufdvovy Tnv
TeEdevTOla PpAcT TV EYXOPSOV KOl OTOPOTHPNIC TPOXWPOVY O TUPUAACyHEVN
TOPOVSLOGT TOV OopyLlkoy BENOTOs T0V Moderato, 10V OTOLOL TWPX O PLBUGs elvol
oAAoypEvos amd 3/4 ot 2/2. Kamoiles EQOViKEs GUYKOTES EVIELVOUV UE TVELUATOON TPOTo
v moporioktiky e€EMEn. Koatd tnv emotpodry tov Moderato 3/4 10 opyik6é 6éuo dev
enovepdavileton kol nopovolaleTor o TopoAioyn Tov dNUoTikod Tpayoudiot, Ttwpo
o610 YViiclo pLeRos 10v ot 3/4, v omolo okoAoLBEL Lo CLOYXETLLOUEVN GPLOT), TOPUEVT)
ond 10 Tpayovdl. Mévo 161e tor doyxoto moilouv TN UeAwdiar Tov Tpayovdov oty
npetétunn popdn tns (avrioTtoryel pe v kotoypodn tns Mephié), Ayo GUVTOHELUEVT,
KaT® and cuvodelo eyxopdov mov dnmovpyel oloBnon cov ckoteiviaouo (GuvorTiKd:
Moderato 3/4 A — Allegro 2/2 BIA' Moderato 3/4 B'). To mpoypatixd Ttpoyovdt yiveton
avaAnntd (to xoupdtt dev omev@iveton BEPoro O YvOGTN SMUOTIKGOV TPayoLdLwv)
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povo oov pvipm, évas entAoyos 6mov T petooxnpatnioTiky e&EAgn tedelwver, xoi
adrvel éva teksims pedoyxolxd odoOnue. Timote Sev emavohopPdveton okpifes. To
KG0e T emoaveudovileton péca 011 LOPGOAOYIKT TOPEio. UE GVOVEMUEVO OYTMUCL s TO
TEA0s. e oUTH TNV EAAEIITLKY, GAAG TEAELO LGOpPORNUEVT, SlapBpopévn amhd, oAAd
nepitexvn popdn o Zkorkdias oTOXA{ETOL MOVO STV 0VOLHSN ouptonpic Tns
HOUGLKHs popdrs péoa oto xpovo.

III/6. Maxedovikds, o vio peilovo. Vivace (1936)
0O ctvTopos owtds Xopds yopaxtnpileton amd évo 00TivdTo evos PETPOL Omd dVo vOTEs
(vto, pe) mov modleton amd TNV dpre Kou SLOTPEXEL TO KOPUATL omd TV opyN s 1O
thos. To Ofpor eivon Tov ZkeAkdrter €xel Tpomkr, Acikn kAiom, oArd dev ovvdéeton
kofopd pe TN dnpotiky povoiky (elvonl dyvesto yioti o TitAos ovadépeton TN
Mokedovia). Tpomikés arroidoets (Boupvvoels) ot pelmdio kor e1dikd 6 pla
cuvodevTiky dwvr] oe Tpites Sivouv OT0 BEUO Evar TOVO PEAXYXOALOS TIOU CIVTLOOGKEL
mpos Ty koBopr MynmkoThTer s vio peilovos s opyrs. To ooTivoto ovoiyel 1o
KOUUGT kKon 10 B&po eXTIBETOL WAV OF [ie KpoTnuévn cvyyopdia vio peifovo. To
0¢l0. OTN OULVEYELD EROVEKTIOETAl ROVE o€ ovyXopdio Ao erdooova, 6mov
enowvolopdveton Svo dopés kon Stevpdveton, pe peyorvtepm ékppoon kou éviacn. H
Tpitn epuddvion yivetor oTN VIO EAGOOOVOL Kou TeEAetdvel pe S0 duvartés cuyyopdies.
"Bvat povho (Tpéporo) omé 1o Topmovpo ercayel Eadvikd Evav evBoLCLaoTLKS eniAoyo, O
onotos WoldfeL ooy mpoodptnon kon dev €xel koppior omoAvtms oxéom pe TO Béuor
Sues ) Brponky SetuaTikt kivion tov wnydiel and o 06TLVGTO.
III/7. Xidhnxos (Kdtw oto y1add kovrn), o8 ol peiovo. Allegro vivo (1936)
To 6épuot Tov Boocifetar 610 OPGVUHO YVWOTE SNUOTIKG Tpoyoldt, mov €xel evovun
Sua0eon. Me avdroyn Sudleocm, cav €0BVUo monyvidt, xewpileton 0 TkoAkdTOs 10 VALK
Tov° Jev adriver moté 610 Xopsd pt OAOKANPTM, PUOLOAOYLKY ERGEVIOT] TOV SMUOTIKOV
oKOnoOY, KoB®s meElpoyTikd xopiler petokv tous Tis S0 cuvexdueves PpdoEls TOU
TPOYOLBL0D, CTOCTC. TUHLOTE TOUS, CVOHELYVUEL NEPLOTOOLOKES TIKAVTLKES YXPOHOTUKES
orowdoets ot pedmdic. H popdr powdler cov pikpoypodia povio, odrd €xel emioms
éva, AavBdvov Suepés oo ZT0 TPOTO, €V UEPEL ELOaYOVIKG Tuiua, éva evapkTiplo,
avelEdpTnTo HOTIO ©TO OUROE, ROV TOPAYETOL GRG TO KVpto Bépa, cvvdvaleton fe
amocTaouoTe. 10V Opotos. O peillov tpdmos orralel EaPvikd O eACOGOVO KOL TO
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EVOPKTIPLO MOTIRO TOLPVEL KEGATO, VIECTPOUMEVT Lopodr. H emakéiovdn éxdeon tov
oporot Oépotos OBlyeton omd pio mopepPoArr HeTpikhs oAhoyns kou dVo oTiyniodes
TOPELCHPPUOELS TOV EAACGOVOs TPOTOv o1n pedwdio. To {uAddmvo mailer ma
ROPOAAY NS TP@OINS PPACTS TOU BEROTOS AV GE UL EPOVIKY, VTEPOEGT VIO
peifovos — eAdGOOVOs GTO TPOUTOVIO. Kot TNV TOVuTe. Ildve G€ M1t TEPLEGOTEPO
Saomvn vrEpBeom p petlovos — ghdocovos ot EOMva Tvevotd, oe €va Eadviko
GKOTEIVIOIONO, TO EVOPKTIPIO HOTIRO eMOTPEPEL GE CVVSVUOUO THAL UE OTOCTACUOTOL
tov Bépartos. To Evlva cuveyilovv yioo Aiyo v ovaRTiceovy 10 Tpeto potifo Tov
BépaTOS, TO OTOL0 TEMKO aryyilel TV tovikn. TOTe Sedviwms épyetar pe xopa 1 Sevtept
dpaon — pedpév ToL BELOTOS, OF tutti, HE ENAKOAOVO0 KOTOANKTIKO KPEGEVTO.

III/8. KAépTikos, oe do, eEAdocova. Moderato andantino
(1936 [rpwytn ToyKOSULO NYoypodnon]
To Béuo givol Tou TkoAkdta. Exer Tpomky mowdtrd, oArd 6yt kobopt oxéon pe TN
Sdnuotiky povoikn. O Xopds mBavov avodépeton oe éva jovyo xopo tav Kieptov. To
£yyopdo mapovordfovv T0 Gua, mOL E£xer xdpn Kou avaioppn Hehoyyorio. Muo
SevTEPEVOVCE, GVEEGPTNT CVTIICTIKTIKT) Ypopupr] ot dedtepa Prold kon Tis Buodes
ovvodevel 1o mpodto Plodd, TAV® OE RLTOIKOTO TOV XOUNA®Y eyxopdov.Ta Eviiva
TVEVOTY, OAOKANP@VOLY 1o Béua emavakaufavovies TNV TpdTn tov ¢pdon. To pecaio
Tuue eiven oto petlove tpémo. Exel éva véo Bépa mov Sev €xel Bepotiky oyéon pe 10
npATo. AXAG TO emovoropPovipevo Bacikd potipo 1ov véEou Bépotos eivor oy
npoyuoTikdTNTo. axplfds 10 Sevtepevov, VIOTIKTIKG oLvodeuTikd potifo s apyis,
10 onolo Twpo £xel ovuyelsl ot mpwtevov. Etol tor Bépoato Twv dV0 TNtV elvon
cuvdedepéva, KoBds €XOUV KOLVH TPOEAEVLOT antd T0 CUMTAEYHO Tov Kupiov 8épartos.
TNV ENOVEKDEGT TOL MPWIOV TUNHOTOS T TPOURETH VOSTOAYIKG moiler ) pehwdio, pe
ovvodeio. omd T1s VMOAOLTES TPOURETES, TPOUNOVIO, TOUMmO kon Topmove. To EViva
poll pe to Eyyopdo ohokAnpdvouy to Bfpo. H emokGhovdn k6vTo elval TOALTOVIKG
Siddmvn Kon mKp.
/9. To NepavtlodiAnue, oe Ao ehdocova. Andantino ritmato — Allegro — Andantino -
Allegro — Andantino — Allegro (1936) [TpyTn MOYKOSHLO MXOYPOYNON]
To 6épa Booifeton oto opudvupo dnuotikd tpoyovdt, oe pvouc Koropotiavov. To
Tpoyovdl Bpicketon 61N cLAROYN Apiwv, Omov EMOTS VIAPYEL KOVILVY TopodAioyn tns
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idios pedmdios oto tpoyovdt H Iarodonovla. 10 Xopd 0 IKUAK®TOS OVOPEPETAL Kot
otus §Yo owtés mopaAloyés, kavovios BEBono s Sikés tov plikés emepPdoets. H popn
éxel oxnfuo opyod — ypriyopov. 210 TPWTO TUAMG 0 TKOAKGOTOS XPNOOToLel pévo
oToLELddN mpdtn dpdomn Tov mpwtotinov (fva dipetpo mupTve TOL emavaAopBaveTon
Vo dopes). Tnv tpomonotel, GAAALEL TOV PUBUS omd 7/8 oF 2/4, TNV MUPOVOLALEL @s
“nponyovuevn” (antecedent) OpOoT KoL NPOCOETEL pio. “emduevn” (consequent) SLKid TOL
opaom. To ro Béuo moileton omd TOL TVELCTH, OF ATUOCHOLPO TPEULDS Ko CRAGTNTOS.
To. £yyxopda amavtovv o610 emokOAovO0 Allegro, oe pétpo 7/8, mopovoialovios pio
EVEPYNTIKY TOPOAAXYT} TOV POTOTONOL Tporyoudiod. Eto emdpevo Tuipa to EVAvo
TMVEVGTA, HE GOA0 Oumoe xon doykdto, opxilovv o véa, Tpudepd exdppootikny 1déo.
‘Onws todpo M “emOpevn” dpdom eivon M apyn Tov kvpiov Bépoaros (o Sradikoaocio
avTioTpodn omd OTL 610 WPWIO Andantino), Ue EVOPUOVIOT YeUOTN dovtoacic. To
£yyopdo emotpédovy ue 10 Allegro 7/8, Tpo. 0€ amOUOKPO Taviciwo. To wpwto opyd
Tunuo enovoropfaveton ond OAn TV opXNOTPa UE TPOCOETO YPMUO OO KOWUTAVES.
Kabds 10 TUfpe. ovtod mepiéxel povo v apxn tov tpotdtumov tpayovdiod, n Sevtepn
dpdon tov Allegro 7/8 emotpédel oov {ompn KotdAngn.

II/10. Apxadikés, oe ol peilovo. Moderato (1936 [1949])

To Béno elvor Tov IkoAkdTo Kon dev £xel oxéon pe tn dnpomiky povsikn. I’ owid o
Kootis Aeueptlns vnébece ot o tithos vmovoel wia pvBoroyikn 18éo, kobws n
Apxodie Bewpeltan puBoroyikd n deoty ywpa twv Bookxav, vrdeon mov VrosTHPiLEl
o yopaktipas tov Xopov. Ot Pidres, poll pe to daykdto 6T KATEO OKTABO,
TOPOVCLALOVY T0 e1pnvikd Bépa, 10 omolo mepifdiieton omd oryavés cuyyopdies oTo
EVMvo TVELOTO, O MOPUAANAN KivnoT, Kou mTolkdto ota £yyropdo. To Broiid
nopovotalovy devtepn, noporioyuévn Bepatikty xBeorn. O Pidres Eextvolv o Tpitn
£KBeCT, MOV SLOKONTETON OnG €VOL UETPO UE XPOUATIKY Gvodo ovyxopdldv oe
napdAAnAn kivnon. Avty odnyel oe ovvioun, petotpomixy Oepotikt €kOeon GTO
TVELOTA, OV GEPVEL TOAL TO YPOUOTIKG cvyxopdlokd potifo. H emovoinnmky e&éhbn
700 potifov awdavel oe MYNTIKY Kon Spopatikn évtaon ko odnyel oe o véo 18éa
oo xdAkive. To enelo6do tav yohkivev Eexivd yopovpeva, odld cdviopo ylveton
moALTOVIKG Slodwvo pe o oxedov oopdévia appovikt taxvinte. To 8éuc, Tov
xoAxivov orotereiton ond ovyyxopdies o mopdAinAn kivnom, dpo Exel
METOCYNUOTIOTLKY) GXECT) UE TO TPONYOVUEVO HOTIBO cLYYopdiokds mpoddov, 10 omoio
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éxer N8N okovotel 670 cuvodevTikd ¢dvio tns apyrs. H emavék@eon odnyel, pe
potPuir eEEAMEN, ot o Aopier kévTo, pe to £yxopdo Hovo: ot TopdAAnAes cuyyxopdies
Bodmoio “Brodvovion” ot enidoyo mov, koBds OPvel, AUVEL OAes Tis MPOTYOUUEVES
EVTOOELS OO TO ENELGOS0 TV Yolkivay.

1II/11. MecoAoyyitikos, oe Ao eAdocova. Allegro (1949)
To 8épato Tov Xopo¥ elvar Tov IkOAK@TH. ET0 KUPL0 OEua VRIAPYOLY TPOMLKES
TOWOTNTES, GAMG YEVIKG Yl GUYKEKPLUEVN oxéon pe 11 SNUoTkr povoikn. O Xopds
£xel peydAn puBwiky Lovidvie kor “oyndetd”, 1 eievBepn Sipepn Soury Sodoyikedv
enelcodlov. Trdpyovv técoepets Slapopetikes 18ées. Avo eivol BeploTikés Kot
ELOOVILOVTOL GUVEXOHEVES OTNV TOVIKH T0 KUPLO, VELP®Ses OEpo xon VoTepo Hia
ovodikti—xaBodikny d1yovpa, cav kAlpoko, OTe TpoURGVIO ROV® amé évo puouLKo
potifo ot kbépva. O1 Vo dAles eivor Seviepevovoes ko petafotikés. QoTéc0
VTGOV YEVeTikés kou POTIPikés ouyyévelss petall Tov 8edv avtdv. EmmAfov o
MKpH ovamTuEN Tov KLplov POTLBov ToL TPWTOL BENOTOs GuVEEETOL adTPTUEVOL HE TN
dryovpae TV TPOUTOVIAWY KoL T Bnuoniky tns kd8odo omd 10 ¢o oto Ao YoTepo omd
ovTé M TEAEVLTONE, MeTCBOTikY 18600 elvon Eva OPEVLTIKG PLOHIKO GYNUC, ME GUYKOTES,
ot0 yoAkwve. H emovékBeon tov Vo Boaoikdv Bepudtov yiveton Ue avtictpodn oeipd
KO TOPOAAOYUEVT opyMoTpikh vdY. To oxnuo pe Ty avdmtuén tov Kvpov potifov
EMOTPEPEL 5 KOTAANEN.
/12, Molaytés (XeAidovdxt o yevd), oe oo eracoova. Allegro molto vivace (1949)
Ztov TeEAevToio Xopd YPTOIUOTOLEiTon TO WO oTOlXEl®des Sopkd SNUOTLKS Tporyovd
(amd T oviioyd Tpayoudia tns Povuedns). To 1poyovdt eivon évo apyoixd,
emavoAopBovouevo nelmdikd kdTTapo amd Tpels povo vites (vio, pe, Aa). O Malwyos
elvor Adiikds xopds OTOL OL XOPELTES KIVOUVIOL KOVIG O évos 6Tov GAAD. O IKaAKmTos
HETOUOPO@VEL T0 CpKETd £0OUUL0 TP@TOTLTO Tpoyoudt oe éval TOAY opunmkd xopd. H
HeA®BloL £86) epdovileTon @s TPOCYTLO KoL 0 ZKOAK®THS evBlopépeton vo. 0o oAnBel
Hévo e évo oTolxelddes emavoAnTTcd Tpomké potifo. H ovdntugr Tov éxel ypoupuixo,
YPOUATIKS, SuvotKS opoxThpo. O IKOAKGKTOS QVIOMOKPIveETon 611 oTamKY $von 0V
HOTiPOV TOPOAALAGOOVTES TO X@pis METOTPOMLC, MAVTIOTE (EGO OTn pikpY perwdikn
£KTOOT TOV TPOTOTUMOV KoL Tapauévovias oxeddv oe Gho 10 Xopd pe éudaom oty
erdooovo Toviky cuvyxopdic. H popor éxer Spepés oxnpa. To épo—potifo
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ROPOUCIALETOL KO MOPUAAIOOETHL TAVEO GE OCTIVATO TOV PLOROY KOl TNs TOVIKNS
ovyyopdias. H oppovio eAralel ovolootiKg HOVO GTO HETOPOTIKG TEPUCHO TODV
cuvdéel ta S0 tufuarte. H ouveyrs emavainym, Wdles 610 devtepo tufua tov Xopov,
Snpovpyel avEavopevn £viaon. Alyo mplv v TeAlkd emavainym Eeomd Sopvikd pio
noAvtovikt, 18weitepo Sddwvn cvyyxopdia pe moAlamAn Aertovpylo deomdlovoas, Tov
EMLTELVEL TO OVOTOPEVKTO NS GTOTIKY)S EAGOOOVOs TOVIKTS, GOV ENAVE 1O TPWTAPYLKO
OEpa, OKOUYETOL Y1 TEAEVTORX $opd. Ontws 6Tous Xopovs U4 xon TI/5, 1 televtoia ot
ek80xT TOV ENUVOANTTIKOV BELOTOs ELlVOL 0 MPOTOTUROS GKOMOs 010 S1KO TOL PUBHLKO
oxnuo, £kdoxy mOv EpYETol @S OMOTEAESUO Tns Tponyovpevns eEéMEns xon odnyel
Suvapikd oto TEAos.

Apyikés Kol ovVOBEMPMUEVES YPOdés
Ov avofeoprioets Tov Xopwv ot Sevtepn xon v Tpitn Zewpd elvar Guyvd moid
dvokoro (oAka Ox1 advvato) v ovoyveoBovy, Kobws eivol TPOYELPOL CTUELMUEVES, 6
KO KOKOYPOLUEVES, He POAVPL Tave 6TO YPOUUEVO pe UEAGVL TPWToTLRO XELPOYPOdo. O
Tkohkdtos oyxedlooce s avabewproels Ayo mpiv tov mpéwpo Bavatd Tov kou dev
MPOPTOCE VO YPOWEL LG KOVOVEKT TOPTLTOvpa: pEAoTo. or avobBewpnuéves Zeipes 11
ko I tov Xopwv eivor 1 povadiky nepintoon épyov tov Ixoikdto mov dev cdleton
oe xabopda ypoppévn naptitovpe. To yeyovds aUTO, £KT0s GG KELUEVOAOYLKO
npofAripota mov mpénel vo emAvOoVv, 60 UTOpOUsE emioms VO eYEIPEL KOATOLOL
EPOTHROTA VL0t TO OV Ol OVOOEOPPEVES Ypoupés elvon Kou OPLOTIKES: OUes OMMCSHROTE
oL onpelopéves ovodeoprioets eppavifovior TAHpels, 0cov oadopd Tis Tpoduvels
nPoBEcels Tov ovvOETN. To gVpos Kou To €180s TV AVOBEWPYGE®V TOLKIAAOVY
OMUOVTIKG O KGOe ovabempnuévo Xopod. Ot avobempnpéves ypodés Sev eivon mdvia mo
EMTULNPEVES OO TIS OPYLKES, LOMOTO TO GUYVE RPOTUUOTEPES ELVOL OL OPYLKES YpOdés.
Avo Xopoi otny Zewpd I kou dAror 8vo oty Zeipd Il dev £xovv ovaBewprioels. TTovs
aAAovs Xopols 01 ovVOBE®PNOELS KUMOIVOVTOL Oltd EAGLOTES KOl TEPLGTOCLOKES s
OKOpY, OF KOAMOEs MEPLRTWOELS, OAOKANPOTIKG Eavaypdyipo 1ov Xopov. H avaedpnon
opopa. Kuplms TNV EVOPXNOTPOCT, KOL TNV VO Tov Koppatiov (oYEon ovduese Ge
dwvés ko meproyés petlictpd, Siadoponoinom 1 mpdleon ovvodevTIKAV ocTovKEiRV).
AydTepo ouyva m ovabedpnon umnopel va mposkteiveTal ot KGBe GAAN mAsvpd NS
oUVOEOT)S' LEAMBIKES TPOROTOLNOELS, OAhatyés Tns Oppovias, TPocOetn avTionén, axdun,
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oe B0 TMEPINTHOELS, TPONONOINON TOV HOPPOAOYIKOU OYfipotos. Ze mévie Xopovs —
Zewpa 1173, 5, 6, 11, Zewpa 11172, o1 avoBewprioers apopodv HOVO TEPLOTOCLOKES OANOYES
s EvopYNOTPWOTS, OVALESH GTis onoles M avadeon oe dAla dpyavo Alyev onueiov,
nov elvon oxeddv adbvata and TeViKY dmoyn GTNV TPMTN YPodT.

Te dAhovs avoBewpnuévous Xopovs M vea evopyniotpwon (uepiki N mArvpns) eivon
ouviiBws HOLIKOTEPT), UE TEPLOGOTEPOLS SITAUGLUCHOUS OpYdvmv Kon TpdcheTo poTPkd
ototgela oty VO, Ze oplopéves TEPIITAOELS N VEQ QVTH EVOPYNOTPOOT KoL VOT Elvor
amoAvTe amopoltnIn, Omus 6Tous Xopots MI/1 kon IM/12. Opes, 0V KOA 0L OVOBEMPTLEVES
EVOPYTOTPAOELS ELVOL LKAVOTOINTIKES GUTOVOLO, CLYVA OL mpdtes ypodés elvon 7o
Sapaveis koL yevikd koAUTepes (Gmws emions Kou @s mpos TO REPLBOAAOV TOVs GO
oTov KUKAO). Ouvouddels oAAoyés oe eVOpNOTP®ON KU VHT GNUOivouy avobewpnon
ms mpoonTikTs evds Xopol, mov repthopfdvel orhayés oe Permdio, oppovia, avtionén,
Sduvopuxn. Axpifads oTovs Xopovs Me TEToles Quotddels ovabewpricels elvor cuvriBas
Suvatdtepn M mpwdtn ypody. TTnv myoypddnon avth mEPLAoUPEVOVTOL Ol EMTUYESTEPES
YPOOEs, OpLOUEVES OE TPOTN MYXOYPLPNON.

Tepd 11
IV1. Zuptds: mpadtn (1936) ypodt otnv nyoypdonon. Evieka pétpa otnv opyn ns
enOvEKBECTS EXOUV avolfeEpNBel, HE TNV adaipesn Ths SOPmVIs AVTLOTLKTIKYS YPOoUTs
GT0. XOUNAG XEAKIVOL KO TNV POTIUNOT VdTs TANGLECTEPTS OF EKEIVN TNs OpxTs TOV
Xopov. H mpdtn ypodr €xel peyorlitepn mp@ToTumio. Kot SpoponkdTnTa, eved eival
enions 1oyvpdtepn dopixd, @s eEEMEN and Tis MPOMYOUUEVES SLAOOVES CPUOVIKES
Sodoyss xon mpos Tis SLopwVes EVIAOES TOV TEAOLS.
I1/2. Zupvérkos: mpatn (1936) ypoory otnv nyoypaonon. To TPOTo enTd METPOL €XOULV
ovofepnOel’ T0 GOXO KAUPLVETO €xel avTIKATACTOOEL ontd T mpdTo Prodd, éva
RPOGOETO OUNOE NMAUCLGLEL O enMavVe OKTOPO ULl XOUNAGTEPT) ECOTEPLKY YPOYUT OTO
Sevtepo KAapivéto, opiouéva dAlae dpyavo éxouvv npooteBel. H opyxixn ypodn éxer
UEYOAVTEPN OPECKOO, KoL TMEPLOGOTEPES CVTLOECELS, VK emions oTNV ovodedpnon 1o
GUMOE SMILOVPYEL |1 IKOVOTIOINTLKY GXECT OOVOV UE TNV TPOUTETCL.
I/3. Avytls — oyt 8o onkwdm: avedeepnpévry (1949) ypodr oty nyoypdonon. Kupims
Sevtepevovoes Sladopés evopyriotpwons vhlotavion petall tov %o ypopav. To cdro
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s apyhs, OV OTNY PO VPO ELVOL LOIPUOHEVO GIVGUESO GE PoyKOTO Ko KOpvo,
£XEL e PHEYOAOTEPN EMTUXIO Overtefel HOVO 6T0 dayKOTO GTNV OVaIBEDdPToN.

II/4. Nnowdtikos: dev £xel ovodempnoel.

I/5. BAdyikos: avaempnuévn (1949) ypadr oIy nyoypaonsn. v avodedpnon
VNGPYOLY MIKpEs mepioTaciokés Slopddcels evopyioTpwons, mov meptlopBavovy v
OAAOYH EVES 1T TTPOIKTIKOY OTHELOV OTO KOPVOL.

1U/6. Modpo Tepevi: avoewpnuévn (1949) ypadr oty nyoypadnon. Zinv ovobedpnon
VAP oLV TOAD Alyes Sevtepevovoes AAXYES GTTV EVOPYNOTPOOT.

1I/7. Kadiotds: mpodytn (1936) ypadn 6Ty MYOYPOHNoT. ZINV GVOBEGPNCT VAAPYOLY
OPLOUEVES GMUOVTIKES CAACYES OT0 TUHLO TOV Andante moderato, TOL MEPUAOUBAVOVY TNV
npOcOecT OvTIoTIENS OTNY 0PN LE ECOTEPLKN MIUNOM TNs Gve dmvis, koBws emions
KoL OAAOYES GTNV EVOPXHOTPOOT] O} GUVEXELD. AV Kot Ol GAAQYES MYOUV KOAG omd
EVOPXTICTPWTLKY dRoy™N, N avTioTién Kol M oxEon Tov dmvev dev elvar metotikés. H
apyixT ypod elvar ToAd mo duvoth.

/8. Xudnikos: mpadtn (1936) xon ovoBewpnuévn (1949) ypady otiv nyoypadnon. Edem,
£xtds and OMUOVIIKES CAXOYEs GTINV EVOPYNOTPWOT, 0 IxkoAkodtas oAAdler tnv
elooywyr, Eexvavtas He TO Opyxlké MOTiBo Tou Béuatos otor Brolovicéro ko T
KOVIPOURAGH GE VEO GPUOVIKG mePLBOALOV. ApPYOTepd, GUUPETPIKD, TO BELOTIKG OVTO
uotifo of Wi Mapdywyn Opdom MPOCTIBETOR WAV ORG Tis 18N VOLOTHUEVES YPOUUES
o010 enelcodio oe pe ghdooova. TN OovvEXELo €vo. pubulkd potifo mave ond To
Oepotikd noTiBo axoAovfel otnv kotdAnén. H vea exdoyn elvon dmoypévn pe téxvm,
Suas M TP Ypodh €xel peyoAUTEPM LOPYOAOYIKT OpecKad, kobds TO emELGO30 OE
pe ehdooova dev erefnyeiton opBoroyixd pe mpodavt, npoéoBetn Bepatikn emBorr. H
opytkry ypadr elvon emions opynotpikd Sopavéotepn (18lws Satnpovias v evduun
ond300T TOV BEUOTOS HE MICLKGTO AV Tov eyyxOpdwv, 1 omolo otV avofedpnon
KoAOTTETON OO SUMAGCLAGHOUs TV EVAIVOV TIVEDGTMV).

II/9. Toguikos: apyikny (1936) xou ovoBewmpnuévr (1949) ypaor omv myoypadnon. H
ovoBeE®PMUEVT YpodT] £xEl MOAAEs Stodopés otV evopynoTpRon kot £xel Eavarypodret
oe onuavTIKO Bobud s mpos v vdn, ARG xon kdmotes HEA®OLKES KOU OPLOVIKES
OAACYES' TO TEAOS TOU OPXLKOV, KUPLOV BEUOTOs oTls BLoAss elval Ayo OAAOYUEVO Ko
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opécas VOTEPO. PO TAOVOLOTEPT, TLKOVTLKT appoviky Stodoxn sudavileton otor kopva —
oAhoyés TOL CUMPOAVOLV ETIOMs OTO. AVILOTOLXO OMUELX OTN cLvExelr. Opms N apyixn
Ypop €lvor o€ €vo optopévo BoBpé mo oduytodepévn omd pomPikn ko Spopoamikm
droyn, Kobws ¢ oLTH APWIEVOV OVAROLOTIKO HOTIfo okoVyeton ©T0 emElCOdo Me TO
6OA0 PloAl (Bev LROPYEL QVTIOTOLXO GTNV OVOBEMPNOTN) Xou €101 GUVEEEL LOYLPOTEPO,
KOl 0¢ anmdoTaoN, ME TNV TEAEVLTOLO KOPLOWOT, OF OPYNOTPLKS tutti, OmMOV eKel TO
TPATEVOV (UTO HOTIPO £XEL GAVIIGTOLXO Kou EVIOVOTEPO POAO.

I1/10. Emtpanélios: apyikr (1936) ypadr otnv myoypooénon. O Xopos €yxet
OAOKANPWTIKG ERCVEVOPYNOTPWOEL oty ovoBempnuévn ypadn (Wévo TEcoepa omd To
EKUTOV GOopAvVTo v PETPOL TOV dev £xouv oAy Bel). QoToc0 01N devtepn avth ypodn
ol oAlayés oTNV VO Ko TIs MEPLOYES, OPLOUEVES UEAMDIKES SLOPOWCELS OE OPYQVLKES
YPOUUES KoL T OYEOT Tov dwvev petofl Tovs Sev Sikondvovtol TavTo.

II/11. Moxedovikds: oapytky (1936) ypodn oTnv nyoypodnon. Mia ToAv uikpn
REPLOTOOLOKT, SLadopd. LRApYEL oIV avoBewpruévn Ypopr, 6mov o ZKoAkdTos, Yo
Alyo pétpo, cAldlel evopyNoipwom ot £va oTpeio Soouévo oe mOAD WnAN Teploxy 6To
K0pvo ko 1o Siver otny tpopnéto. H apylkn ypodn elvon emtuy£ctepn.

1I/12. Tlehonovvnoiakds: dev £xel avolbempnBel.

Teipd, 111

III/1. Xootiavds: ovolewmpnuévn (1949) ypodt otnv nyoypdénon. H ovobedpnon,

odtopdoprinTn Pertiwon e GxECN UE TN RPWIN YPooT], EXEL EUTVEVOUEVES, EML PEPOLS

OAAOLYES OTNV EVOPYNOTP®ON Kou TNV oM, OMws 10 YOPAKINPLOTIKG ovodikd potifo

010, KOpveL GTNHV apyl MOV OROVIC HE GVOTOCT OTNV EVOPKTHPLO dUVHEpPH GTLs

TPOUTETES KO TO TPOUTOVIOL.

II1/2. Hrelp@tikos: avaBeopnuévy (1949) ypadry oty myoypadnomn. Mikpés, pepixés

oAoyés otny evopyfotpwon Bpiokovion otnv avoledpnon. £ ypadn ovtr éyyopdo,

OVTL Y10, TVELGTH Omas GTNY GPYLKT, GUVOSEVOLY TO EVOPKTHPLO GOXO PAAOVTO.

IT1/3. KA&pTikos: dev £xer ovaBempnel.

111/4. Mopropy pov, Mopropri pouv: apyxikn (1936) ypaon otnv myoypa¢non. H

ovafepnpévn exdoxn €xel ohdteho Eavoypodel, pe odAayés oe evopynoTpwem, v,
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ovtioTEn, pvbuikt oyoyr. To TURMoTe Prestissimo £X0VV OVTIKOTOOTOOEL oo Hio
GMAT enelepyooio pe Siopopetikés Bepotikés ypodés kon appovic, kodms kow oL 1660
ypiyopo pvoud. H apyikh ypadn eivon odopdiofitnta mo emtoynuévn, Omos yio
nopddelypo oto tuipato Prestissimo 1) oTn diddovn opyn ue to £yxopda- erioms
KGROlES TEPLOTAGIOKES EMBOALS OO MPOSOBETN aviioTEN pe PUHOELS OTNV AvoBedpnoT
Sev elvol omOALTO. TELOTLKES.

II1/5. Kdto otov BdAtov ta ywpid: opyikr (1936) ypodr otnmv nyoypdpnon. H
ovafempnuévn exdoyn éxel oroxAnponikd Eovoypadtel xou emions oArdler priiko o
xopoktipo s apyikhs. H polikn evopyfotpwon, ot cAloyés Suvopkhs Kou KEmouwmy
CUYXOPSLOV OTNV appovice Sev €lvol TG00 ERLTUYNUEVES G GUYKPLOT) UE TO TPOTOTUNO.
Enions 1o popdoroyikd oxnpa €xer orroybel, xobds €xel mpootedel pio da capo
enavdinym tov opxlkob Moderato, mov oyvoel v oxedév dmaotn, kpudr, eEaipetn
ovppetplo s opodas apyikns popdns. H dedtepn exdoyn elvon 610 mAoicld tns Ko,
oAAG M opylkn elvon KoBopd TpoTiudTepN.
I11/6. Maxedovikds: apyixn (1936) kot avobewpnuévn (1949 [rpadtn moykéopi
nxoypadnonl) ypad oy nyoypdadnon. Ot dVo ypodés SLodépovv OMOKAEIGTIKG GTTV
EVOPYNOTPOOT), Kupiws GTO OTL T0 OCTIVETO TS Opltas mov dotpéyet 10 Xopd otnv
opylkn ypaor £xel 8oBel oty avabedpnomn ot diddopo Srodoyika dpyove — MTOIKGTO
eyxOpdwv, TPOUNETES, TPOUTOVIL, OUTOE KOl KOpVOL.
III/7. Xwdhmikos: opyikn (1936) ypadr otnv nyoypdéonon. H ovabewpnuévn éxel oe
oplouévo onpeia TukvaTepn evopyiotpmoT ko vd1, Oyl 1060 emttuyMuévn Omas oTNV
apykn ypogr.
II/8. KAépmixos: apyixn (1936) ypadn otnv nyoypdadnon. H avobedpnon €xel moil
palikdTepn evopynoTpOT, pE TPGCHETOVs SumAaciocpots kou orhayés oTny VoH, TOL
Sev elvon 1000 MELGTIKES OMws oV apyLkn Ypoy.
I11/9. To Nepoavtlodiinpo: oapyixy (1936) ypodr otnv myoypdonon. H ovobewpnpévn
ypopn €xer Eavaypodtel oroxAnpotikd. Ot aAAoryés eivon peydAns kApoKos Kol
neplopfdvovy netoforés Tns oppovics 610 MPGTo TWApe, TNs Soutns, TOL PKOUs KoL
100 XOPAKTAPO TOV TUNUGTWV Allegro, Swodopetixt) evopynrotpwon k.T.A. H Sedtepn
Ypon) eivor peyokdtepn ko 060 SLOPopeTIKy omd thv apyikh, BOTE 0 IKOAK®(TOS dev
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UTOPOVCE VO TNV CNUELDOEL TAVE® GTNV TPOTOTURN TOPTLTOVPO Koo €101 elvon 1 povn
ovofedpnon mov eivor aveEdptnto kon xo@opd ypopuuévn. To oTOA Tns cupdmvel
TEPLOCOTEPO JIE TOL TEAEVLTONC. VEOKAXOLKEG £pyo 10V oULVOETN. ‘Exel enioms onuoavtikd
poltdtepn evopynotpwon, tdaitepo 6to Tufuwoto Allegro. H opyixn popdr eivon
CUVOMKG MO EMTLYNUEVT.

I1I/10. Apkodikds: dev €xel avoBempnOet.

III/11. Mecohoyyitikos: avaBewmpnuévny (1949) ypooty otnv nxoypdonon. H avobewpnuévn
ypopn €xer orokAnpeTikd Eovoypodtel, pE WO YEUATN EvOpYOTPWOT, OPLOUEVES
TPOTONOLOELs OTN devtepn GpAcT 1oV TPWIOL BEROTOs, SlopopeTiky VO kou o€
oplopéve onueia eviovétepn ponPikr cuvodeic. H mpatn ypadr £xer modrés apetés, ov
KoL N ovafewpnuévn Ypodr, Ue TAOVLOLOTEPO TXO Kol MeyoAvTepn potifikr
dposnprotnta, eivor mo Suvopikn.

1I/12. Malwytds: avobempnuévn (1949) ypodry oThv NYOYPEHTNIoN. TNV GvOSE®PTUEVN
ypady o Exorkoros mAovTiLel TNV evopynoTpwon kxoa TV vor, kupies oo dedrepo
uépos tov Xopov, 6mov TPdcOeTe. KOpva GTN BEUOTIKT YPOLUT Koo XPOUOTIKES Gryovpes,
nov evoAraooovton ot EVAva ko To. £YX0pda, GUUPBAALOUV GTNV CUCOWPELTIKY
évtaon 1ov Xopov.

EIZATQI'H I'TA OPXHXTPA “H EIIIZTPO®H TOY OAYZXEA”
H Ewcoywyr yio opxfotpe elvol €ve Ond TO UEYOAUTEPH CLUOOVIKG £pyo TOL
Ixolkato. Bivon emions emotéyoopo tns eievBepns, U1 OELPOiKTs, dwdekadOoyyixns
GuVOeTLKTs Tov eBodov. To £pyo ypddtnke yUpw oto 1942, Aev noiytnke 6co Lovoe o
GUVOETNS KOL T PEMLEPD TOL 80BMKE To 1969 (Zupdwviky OpyxnoTpo Tov Aovdivov pe
10V’ Avtod NTopdt). Zto XeWpdypao o Tithos eivor Eioaywyn yioe opxnotpa (ypopupévos
ot yepuoviko: Ouvertiire fiir Orchester). Ze Keipevd Tov Y1 10 £€py0 0 ZKOAKGTOS
cvoxetilet v Ewoayoyn ue pio oxedoldpevn omepa pe titho H Emiotpo¢n tov
Odvocée. Avtds o TiTAOS, HETH T0 BAvVOTO TOL GUVBETN, cLVSEBNKE Sikatoroynuévo pe
v Elwsayoeyd, nov elvor yvoot meploodtepo pe avidv, mapd HE Tov Pacikd
npwtdTuRo TiTho. EE OuTios TOU UNKOUs KO TOV GUUGMVIKOD XOpUKTHPO TOL €pyov O
tithos Zvugwvia o€ éva uépos tov elxe emioms avboipetor amodobel, oddd o TiTAos
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0T0s, TOU EYEL CUXVO XPTICLHOTOLNOEL, dev Elvon OATBLVOs.

H Eicoyoyq éxel peydins xipokes cvpudovikt popodr covatos: evpeia opyn
gloayeyt, os mpooito (Molto Adagio) — £x8eom (Allegro molto vivace) d00 EKTETOUEVOV
BELOTLKMY ORaSOV — GTNV ovAmTLEN ML EAEVBePN, TPLiepTs dovyKe, pe §V0 Bépote To
TPOTO BEHa s GovYKos Elvon TO BENCL TOV UPYOV TPOOLiov Oe RAPOAAKYN, TO TpiTo
népos Tns elvarl pie My dovyka mov odnyel o€ KopUP®OT mAV® GTO BEME TOU
npooiiov (1 apylxn povyke givon ERTAOOVT KoL GTN GUVEXELD Yiveton eus dwdekddwvn
OV KOPHOWOOT) — MOPOAOYHEVT ETOVEKOEST — KOVTOL (Presto — Prestissimo) KoL BgloTLK
ovvoym HE To KUple HoTiBo Tov Adagio xon Tov Allegro. H evompdtmon govykos s
avanTuEn oe popor covdrtos omotedel yopaktnploTikr diontepotnta. H popon
OVIOMOKPIVETOL GTOV TAOUTO Tav 13ewdv, KoB®s enions kKou 010 UeYdAo €¥pos
cuvonednudtay. H Elcayoyn £Xel TNV MO eKTETONEVH {Hopdr) ot évo PéPos o GAO TO
épyo tov Ikoikwto. Me v Eicoywyn o ZxoAkodtos ¢oivetonl va TPOEXTEIvVEL Lo
CUHOWVIKY YPOUMT TTOL TPOEPYETOL Omd TNV VOTEPOPOUCVTIKT EMOXN TPOs TN} HOVOLKT
0V 200V ou@vVe Kou TNV S®3EKoOOYTYLKT OTOVIKOTNTA.

To épyo elvon EVIVMWOLOKGD EVOPYNOTPHUEVO, [e mpocwmkd Voos. H mopritovpa
etvon 18todtepo amontnniky tervikd. H opyxniotpo nepthopfaver 3 ¢hdovto (iKon TLKOAN),
3 dumoe, oyYAKkS kOpvo, KAOPLVETO TKOAO, 2 KAGPLVETO, UMGGO KAOPLVETO, 2 GOYKOTH,
KOVTpo—60ryK0TO, 6 KOpPVa, KOPVETO, 3 TPOURETES, TECOEPO. TPOUNOVLH, TOUUTC, TOUROVOL,
KPOLGTD, TGEAEGTO, OpRQ, £yXopdo. AVo prdco. kOpva TePAOUBOEvVOVIOL GTNV Opddo
T £&L kOpvmv. Aev elvon Glyoupo TL elvor TS TO PLGTNPLOSEs, eE0PUVIGUEVD CTUEPOL
Spyovo, 10 omoio o Zkoiketos {ntd enions o10 Kovtoépto yia Kovipapmdco: otnv
odnuocienTny HEAETN tovL “TeXVIKY TNs EVOPXNOTPACENS” VROPYEL HOVO ML TEPOCTIKN
avodopd Ge ovTd, OTL Elvon GUYYEVES e TNV OLKOYEVELX TN TOVUROS. TNV NYOYPodNomn
T PEPN TOV URGCWOV KOpV@V EXouv mouytel pe tovumes Baykvep. H opynotpikn ypown
elvon 18odtepor TAOVOLO KL Suvorth 68 MYNTLkEs e1KGves. £T0 TEXVIKG KELMEVO TOv Yol
mv Eicayoynq 0 ITKOAK®TOS GVOPEPETHL G€ €VOL EMELGOS10, 6T0 TEAOS NS TPOTNS
Bepomkns ouddas oty ékbeom Tov €pyov, OmOV “pia celpd potifeov, T omolo elvat
Topuéve omo 10 TPWTo KUPLo Géuc, mEpLypapovy, 11 Gwypagilovv SlakpLTiKd, o oKknvi]
80.00Vs, UE MOVALA OV KEAMISOUV ko CAAOVs fiyous amo tn ¢von” (emelo6dio ue coho
Bloii ko mikoAo).

H Ewcoyoyn eivon ypoppévn pe eAedBepn dwdekadBoyykn pebodo, Siopopetikn and

72



M GUGTNUOTLKY, TPOCOMKT dwdexapoyyikn LEB080 Tov ITKUAKMOTA He TN xprHom
opados dwdekapBoyymv oelpwv. O Ixkaikwtos dev Bewpovce 611 M vrdcToon evds
UOVGLKOV €PYOV OMOTEAEL TOPUYDYO IOS GYNPTHEVTS, TPOVRAPYOVGES, SwdekodBoyyLkns
celpaikns Sidtalns Tovikdv vyov, cAro Bswpovcoe aviifeto tnv dwdekadBoyyrkr|
QTOVIKOTNTO. @5 VEO HOLOLKT YAWOOO! KOU TEVIOTE YXPTNCUUOTOLOUCE Tls GELPEs s
BeparTikovs mopves. AVt M ovTiAnym epdovileton o oplokd PoBpd otnv Ewcaywyn.
O1 dwdekadOoyyes Oetpés YPTCILOTOLOVVTON KOAOETO, OF CUMTATPOUCTIKG HeAmSLKA KoL
oppovika eninedo, 1) oprldvTia, o Kamoles dmdekaooyyLlkes pedmdies, Onws T0 BEUOL TOV
npoolpiov, | 1o kVpro Sevtepo O£po tov Allegro. O oplBuds TOV GELPYV TOV
XPNOLHOTOLOUVTOL eivorl eAeVBepos KOl OMEPLOPLOTOS, KaBMds 0 oLVBETNs dmutovpyel
OpUCTIKES KOl GPUOVIKES povades kata Trv mopeio tns ovvleons. H Ewooyeyr éxet
nopadoctokt, fepotikn dopur ko apuoviky cvvtagn, cAld 6iae yivoviow péco amnd v
€AEV0epT, xpMion Swdek0dBOYYIKGY GUURAEYUATOV. Ol oepés eravepdavilovtor Uovov
Kofas o1 Ppaoels, 1o BEUOTH, Ol cuyyopdies mov OXETILOVION HE OVTES EMAVEPYOVTOL
péco oty popdn. H cuvvoyn tov épyov mparypotomolelton pe poTifikés kou Oepotiicés
popporoyikés Sradioocies (Kon Oyl pe GEPOIKY opydvaom).

O Zxorkdrtos yewpileton pe 18oitepn 6ovIooio T BELATO KoL TS GELPES TOV, O
doiveton Yo Tapddelyue. oTis avomtukTikes eEehifets, otV mopaAloypévn enavekBeon, M
GTINV EVOROILNTIKY Topeld, cav oyido, Tov G61aTos TOV TPOOLUIOV KOl TWV
UETOCYNUOTIOHOY TOV GTNV E100Y®YT, TNV avertuén Kot TV KOVIK. ATOCTOCUATO TOV
oElpav oYMUOTI{OVUY SLdPopes GUYKEKPIUEVES GUYYOpdies, OL OTOLES EROVEPYOVTON KOTC
v mopeta s Hopdns. AV Ko 10 £pyYo apHOVIKG Sev BacileTol OMOKAELOTIKG O QUTES,
0 IKOAKOTOS OMMGSHTOTE OPyOVAVEL LLG “ALLTOLPYLKN” OTOVIKY oppovio, Tnv onolo
eEEPEVVA TEPOLTEP® GTNV UETOYEVESTEPT], OEIPGiKY) Sevtepn Zovita yia Opynotpa.

O Ixorkdtos otnv apyf 1oV kelpévov tov yio v Eiooyoyn avodéper ot M
oxemkY Omepa, pe 1o Titho H emotpodri tov Odvocéo ortnv matpido tov, Sev elye
oxdpe Ypodtel, eneldn 1o Mumpéto dev Hrav £Towuo. Avto dev emoAnfeveton and kopio
Y. Mropel amias vor vrotedel 0Tl 0 ZkoAixkdrtos elxe xamote éva tétoro oxédo. To
uéyefos s Elcoyeyrs — ooLVRBLOTo ¢ KABE EPINTOON YO £V CUUOOVIKG UEPOs —
mv anocnd ond omepotiky ouvvdeon. To épyo Sev elvor mpoypoppotikd. ‘Opws M
EXTETOUEVT, MEPIMETELONS HOpOOLOYIKT) Ropela, TO PEYRAO SpOoMaTIKO €VPOS, M
0oVVIOLGTT Topovsia pios Suvouikhs ¢ovykas cov avantuén, N n opunTikn
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ayoAAiaon s Presto — Prestissimo KOvia, Ol pumopel vor vrovoovy v 8o tov
O8vocta Kol MEPINETEIHdN emoTpodr| Tov. H dodyko elvon pophoroylkd KEvipo, oAAd,
umopel va eiven oxdpun cuuBorkn onuciver v ¢uyn (amd 1o Aamvikéd ¢vya, 1810 pe
v avtiotoyn eAAnvikn xou ounpiky ALEN) kon mMOovOV LIOSNAWVEL TO GTOVXELD TNS
“Quyns”, KoBds KoL T} GoodT EHEVPETLKOTNTA GT0 RPOGAMO TOV TOAVBTPOTOL OFVGTEN.
Nikos Xptotodovrov 2002

36 EAAnvixol Xopoi — Eltcaywyr “H Emotpoon tov Odvoctn’:
Kpitikn £k800M LOLGLKOD KELUEVOL

H Axodnuio ZxoAk®To £T0LLOCE YIO TNV TOPOVOO MYOYPAINoN VEO, KPLILKA
emMuEANUEVO HoVOLKO Kelpevo Tov épyav. H avafedpnomn eikoot Xopdv 10 1949 0€ter
TOAAG, KELUEVOAOYLKG TPOPBATILOTO, KOs OTHELMONKE Ue Ploovvr and 10 GuveETn (1o
TIs opyikés ko avaBewpnuéves ypodés toav Xopwv yiveton ovodopd mapomove). Ot
nponyovueves £kdécels €xovV TOAVAPIONO AAON. OpLoUEVES CpYIKES YPOEs, MOV
TOPAPEVOLY avEKSoTes, Tapovoidlovton €8d yio Tpatn dopd. Zeleton TANGOs TNYOV Yo
tovs Xopovs. Tl 10 keipevo Tov Xopv xpnoluonotidnkav ot okOAovdes Yelpdypoges
nnyés: o) §Vo mATpn xewpdypodo Tov 36 Xopwv (xeipdypado Socuévo otovs Mmevakm
kor Mntpdmovro), B) yeipdypodo pe tis mArpels Zewpés 11 xon 11 (1o np@to ye1pdypado
700 CUVBETN, {e TPOoBNKN ovallempnoemv), ¥) Xelpdypago 15 Xopdv, 8) Tpio xeEpdypoda
ue Sudpopes emhoyés xopwv (SoopEve oe CUVABEAGOUs Ko GIAOUS TOV ZKOAKOTA), €)
YEPGYpado 4 Xopav o Ty éxdoon tov ToAlikol Ivetitovtov ABrvos, 61) XELPOYPAHO
9 Xopiv O HETOYpOdY Vit UEYGAN OpYNOTIPe MVELOTWV, () YELPOYPOOR HETAYPUOHV
S1006pwv Xopov Yo KOLOPTETO £yXOpdmv, Yior PLodl kon mavo, yia 66A0 TLAvVO.

To xeipdypogo tns Eicoywyrs yta opyrictpa H Emictpo¢r tov OSvocéa eivou
KoOopd ypouuévo, oAAd £xel kevd ot evieifels Suvopkns kol apBpmons, Omws enions
Siaoopo GAAQ Kelwevoroyika mpofAnuata (TOAAG 00gllovion GTNV ToXVUINTO PE TNV
onoia, epyaldtov o IxoAxdtas). Ou dVo mponyovueves ek8OCEls EYOVV COHALOTO KO
adikonoAdynTes exdomikés enepBOoels 0T0 KetMevo. Tl 10 VEO KEWEVO YpNoIponotionkoy
oL 80 VIAPYOVCES TPOTOTUTES TNYES: TO YEPOYPOOO TOL CUVOETN KOO KOl TO
XEWOYPaGO TNs PETaypadls TOv €pyov 1o dvo mdva ond tov ouvlEtn (to tedevitaio
xpnoiponoleiton ws exdotikn INYH Yo Tpdn dopd).
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To véo kelpeva éywvoy pe empérela tov Nikov Xpiotodovlov kol Suvepyacio tov
Twavvn ZopnpoBaidkn otovs EAAnvikovs Xopovs.

H Zuppovikry Opyriotpa tov BBC 18punke and tov' Aviplay MroOAT os M mpdTn povipm
opYNo TP 10V AOVBivov. ATO TOTE O EVIUTOLOKOS KOTHAOYOS TV MOLGLK@Y ALEVOVLVTMY
s meptlouPdver pogotpovs Onws ot 'Aviadk Ntopdti, IMép MrovAél, Ikevdvrti
PocteotPévort, Zep Koy Ntéifis kon Zep TLOv Tpitoopvt, eved m Opynotpo. £xel emions
ouVEPYOOTEL OTEVA UE Evay OPBUd pPeydAwmv oLVBETWV, Ontws oL Mrdptok, Xévioe,
Aovtoordfoxki, Tépt, TIpoxodied, Trpdovs kon TtpoPiveki. Me éviovn ogocimon ot véo
povolkn n Opynotpa £xel ddoer TNy mpdTH extédeon meplocotépav ond 1100 épyo,
TOALG, omd T omolo itov moparyyeria Tov BBC ko KoL KOBLEP@ONKOY (s KAXGLKG.

Emkegodts tov opxnotpev touv BBC, n Ivudwviky Opxrfctpa tov BBC aroteAel
TNV OmOVOLALKY GTHAN TOv 0£oTiPdA Proms (Promenade Concerts), ue mepiocdtepes and
Sdddexo eppovicers Kabe korokalpl, oTis onotes cuunepriopfavovion  “Tip@Tn” ko 1
“Tehevtaio Ppadid” tov Proms. To ToxTikG mpdypopa tns opxnotpas meprAapufover
£ToL GUVOLAMOKY TiEplodo 610 Mrdpumikov xon o€ OAn TNy Bpetovia, mopdAinio pe
S1edvels meprodies ko diokoypoadic. To RPOYPOUUO TEPLOSEIWY TNs OPXHOTPUs
nepofavel TokTikes sudovicets oe Siebv deoTPdh Omes Tov Oivieunpo, Edpfovpyov,
ZAAMTOUROVPYK KOL GE UEYOAEs TOAEls 68 OAo Tov kOopo . Kdle extéhesn, otnv £8po
s M oto efwrepikd, petadideton padiopevika omd to Tpito Mpdypoppa tov BBC xon
amd To website Tov BBC (Radio 3).

To $Ovomwpo tov 2000 N Opyfotpo. eykoivicoe Ty 70n kKoAltexvikny mepiodd s
TN VEQ TN £3pa, T0 MRApUmKa, Kon 0 AEOVOPVT ZAGTKLY €yve 0 evdékatos Movoikos
AlevBuvThs s, 00Tepo omd tov Zep 'Aviplov NTéPis, 0 Omoios £Y1ve ALKEKPIUEVOS
Moaéotpos (Conductor Laureate). IIpaypatonoidvias pio akoun “mpotn” 1 Opynotpo
avéfeoe TN véx Ofom tou Tuvepyolopevov IuveEtn (Associate Composer) GTov Mdpk—
"Avtovt Tépveitd.

O Nikos Xpiotodoviov (1959) omovduce ovvleon pe tov [LA. Momoimavvov, wHpe
Simlopo mdvov otV ABHva Ko £kOve METORTUXLOKES OMOLSEs Gt GUVOEST OTNV
Avotorn Zxohd Movcikrs 1ov Movdyov ko ot dievbuven opyniotpas oto Baocidiko
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KoAMéylo Movsikns Tou Aovdivov. Imovdoce eAANVIKY OLAOAOYIO. OTO WOVETLGTHMLO
ABNVOV. ARG 10 1977 GUVEPYAGTNKE s GLVEETNs kon cvuPovros oto Tpito mPSYpopLpCL
s EAdnvikis Podiodwvios (6mov éypoye povoikn yio tn oewpd “Ed0 AtMmodmodn”).
"Exel ouveécel £pya Yo opyHoTpo, xopmdie, povotkr Swpotiov, Tpoyoddio kon okMvikn
HOVGLKY, e TopoyyeAies amd SLdpopovs Popels, HOVOIKOVS OPYOVIOHOUS KO PECTLROA.
Adoke ovveeon oto EAAnviké Qdelo.

Tuvepydleton @s Sievduvtiis opyfotpos HE OAes s eAAnVikés opynioTpes Kou TnV
EOvixry Avptkr Zknvi. Mouvoikds dievfuvtiis s Neos Zvpowviktis Opxnotpos ABmvev
KCOL NS MP@TNS MOVELPWROiKTs 0py1jotpas Euro Youth Philharmonic. Eixe tnv emipéieic
ROAWMY BeHOTIKGY GeElpdv, Ontws 10 Adtépouo otov Anuritpn Mnipdmovio, 10 RPWTO
PeoTifod ‘HAros' agiépwuo otov Carl Nielsen otnv A8fva, wol THv KoAArtexvikn
Sievuvon tov PeotPd) Nikos Skalkottas Tage oto Konzerthaus tov Bepoiivov (2000).
"Exel ddoel TV ToyKOoUo RPWTH EKTEAECT] TOAAGY VE@v épyav, Omws Tns Zupdovics
op.l tov Lars Graugaard 610 ®eomifdA Tov 'Ovievie kon Tns 6mepos Ot AQLOVIOHEVOL
Tov Xdpn Bpdvtov otn Avpikr Zknvn.

"Exel ouvepyootel ne opxoTpes Omas or Zupooviky Opyxnotpa tov BBC, Zupdovikn
OpxMoTpa. Tov Beporivov, Zupdoviky OpxMotpa 10v Mdiue, Zvpudpoviky Opynotpo tov
"Aodumopyk, Tupéevikr Opyriotpa tov Ovievie, Tvudovikn Opxniotpa s Iohovdios,
Tvvoro Kdmovt, diiapuoviky tns Appevias, Zvpdoviky Opyxnotpa tov Epefav,
Opxriotpo ko Xopwdia tov Kévipov Mndy tns Méoyos, xabus kon pe tnv’ Omepo tov
MmoAcot.

Alokoypadel yia tnv covndikn etoupeio BIS ta ocvupwvike épya tov Nikoo
TKOAKOTO (TpidTes ToyKOGHIEs Siokoypoonoets). H doxoypodikn oeipd éxel debvels
Srokpioets.

76



Nikos Skalkottas
36 Griechische Tinze
Werkentstehung

Die 36 Griechischen Tinze, zu denen einige der be-
kanntesten Stiicke des Komponisten gehoren, zihlen
zu den bedeutendsten Werken von Nikos Skalkottas.
Wie wichtig diese Werkfolge fiir Skalkottas war, zeigt
der Umstand, daB sie ihn sein ganzes schopferisches
Leben hindurch immer wieder beschiftigte. Als erster
Tanz entstand im Januar 1931 in Berlin der Pelopon-
nissiakos — er wurde schlieBlich die Nr.4 der ersten
Folge des Werks. 1931 schrieb Skalkottas auBerdem,
wie John Thomley glaubhaft annimmt, das Lied Doe
fiir Sopran und Klavier, das auf einer traditionellen
griechischen Melodie basiert und fiir eine Sendung
iiber Lieder Griechenlands im deutschen Rundfunk
vorgesehen war. Spiiter, 1935, fertigte Skalkottas eine
rein orchestrale Fassung dieses Lieds an, die als vor-
letzter Tanz in die Folge II aufgenommen wurde.
Nach seiner Riickkehr nach Athen im Jahr 1933 kom-
ponierte Skalkottas drei Ténze (Nr.1, 2 und 3 der
Folge I), die, gemeinsam mit dem Peloponnissiakos.
in Griechenland sofort beriihmt wurden. 1934 koope-
rierte er mit dem Archiv flir Musikbrauchtum in
Athen, transkribierte und analysierte 44 griechische
Volkslieder von alten Aufnahmen. Acht dieser Tran-
skriptionen wurden spiter in den 36 Tdnzen ver-
wendet (in den Folgen I und II). 1935 beschloB Skal-
kottas, eine Folge von zwolf Tinzen fertigzustellen
und komponierte acht weitere. Zur selben Zeit kom-
ponierte er dodekaphone Kammer- und Orchester-
musik. 1936 komponierte er schlieBlich zwei weitere,
je zwolfteilige Folgen. Das gesamte Werk erhielt den
Titel: 36 Griechische Tinze.

In den folgenden Jahren (den 1930ern und
1940ern) bearbeitete Skalkottas verschiedene Gruppen
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von Ténzen fiir Streichquartett (einige davon wurden
vom Athenian String Quartet mit dem Komponisten
an der Zweiten Geige aufgefiihrt), fiir groBes Blas-
orchester, fiir Violine und Klavier und fiir Klavier
solo. Der erste der 36 Griechischen Tinze (/1. Tsami-
kos) wurde in verdichteter Form in sein Ballett Das
Miidchen und der Tod (1938) aufgenommen.

Neben seinem Originalmanuskript fertigte Skal-
kottas zwei weitere vollstindige Manuskripte an, die
er seinem Freund und Foérderer Antonis Benakis und
dem renommierten griechischen Dirigenten Dmitri
Mitropoulous iiberreichte. Andere Abschriften ausge-
wihlter Ténze gab er Freunden und Kollegen. Trotz
der frithen Popularitit einiger Ténze blieb die Mehr-
heit der Tidnze zu Skalkottas’ Lebzeiten und noch
lange nach seinem Tod unaufgefithrt.

1948 verbffentlichte das Institut Frangais in Athen
die ersten vier Ténze zusammen mit dem Lied Doe;
dies waren die einzigen Werke von Skalkottas, die zu
seinen Lebzeiten verdffentlicht wurden. 1949, in
seinem letzten Lebensjahr, entschlof sich Skalkottas,
etliche der Tinze zu iiberarbeiten. Er notierte die
Revisionen in seinem Originalmanuskript; da aber
deren erster Band (mit Folge I) verlorenging, sind nur
noch Revisionen fiir die Folgen I und H tiberliefert. Es
steht nicht einmal fest, ob iiberhaupt Ténze der Folge
I iiberarbeitet wurden. Da sich hier die konzisesten
Werke finden und vier davon unldngst 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
unablissig. Im allgemeinen hatte sein Werk einen sys-
tematischen Charakter, wie die aufeinanderfolgenden
Reihen von Kammer- und Orchesterwerken oder



Zyklen wie die 32 Klavierstiicke und die 36 Griechi-
schen Tinze belegen. Die Idee eines umfangreichen
Werks, das drei geordnete Folgen von insgesamt 36
Tinzen umfaBte, nahm erst allmihlich Gestalt an.
Ganz sicher wollte Skalkottas die 36 Ténze nicht als
ein einzelnes Werk aufgefithrt wissen. Und doch bil-
den die 36 Griechischen Tinze zweifellos eine Ein-
heit.

Ein charakteristisches 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 formalen Anlage:
Jeder Tanz hat seine individuelle Form, all diese
Formen aber sind im wesentlichen ,,monothematisch®;
melodische, rhythmische und formale Gestaltung ent-
steht durch ,entwickelnde Variation“ des Haupt-
themas und seiner Motive. Ublicherweise erwartet
man in Stiicken dieser Art formale 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 die nétigen
Kontraste von Material und Formteilen anhand von
genialen Transformationen und Entwicklungen des
Themas und seiner Elemente. (Griechische Volks-
lieder wie die in den 36 Tinzen verwendeten werden
oft auf einer zentralen Idee aufgebaut. In den Féllen,
wo das originale Lied ein zweites Thema oder Mate-
rial aus einer instrumentalen Einleitung enthilt, ver-
wendet Skalkottas oftmals das gesamte Material als
Basis fiir 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 Form dieser Ténze
gebildet wird, ist in hohem MaBe organisch. Form
entsteht durch den Prozefl von , Aufstellung — Kon-
trast, Entwicklung durch motivische Variation*; es ist
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signifikant, daB es kaum je eine normale Reprise des
wersten Teils” (Exposition) gibt. In den meisten
Tinzen ist die Reprise, oder cher die abschliefende
Wiederkehr des Hauptthemas, nicht wortlich; sie kann
in verinderter Gestalt erscheinen, verwoben in die
Entwicklung, kunstvoll, elliptisch — stets aber in einer
neuen Weise, die auf eine formale Absicht zielt. Se-
quenzierende Wiederholung gibt es in den Tinzen
nirgendwo. Mit jeder Wiederkehr erneuert Skalkottas
das Material. Viele Téanze widersetzen sich formaler
Kategorisierung, und im gesamten Werk gibt es
keinen Fall, bei dem sich die spezifische Form eines
Tanzes wiederholte.

Der kieine formale Rahmen und die ,,monotherna-
tische** Anlage der einzelnen Ténze 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 Moglichkeiten vollstdndig zu er-
kunden. Sein Kénnen und seine Phantasie bei der Ent-
wicklung der Themen und Motive innerhalb dieser
knappen Formen sind unerschépflich.

Die Behandlung von Material,
Struktur und Stil der Volkslieder
Die Art, wie Skalkottas die Folklore verwendet, ist
hochindividuell. 25 der 36 Ténze basieren auf traditio-
nellen griechischen Liedern (Ténze /1,2, 4,5,7, 8,9,
10,11-1I/1,2,3,4,6,8,9,10, 11, 12 - IIV1, 4,5, 7,
9, 12). 23 dieser Lieder sind genuine Volkslieder,
wihrend zwei nicht genuin, aber weitestgehend als
folkloristisch akzeptiert sind (11/8, 12). In den rest-
lichen elf Tdnzen verwendet Skalkottas eigene The-
men, die sich mehr oder weniger auf die griechische
Volksmusik beziehen. In einigen Fillen gibt es keine
erkennbare Beziehung zur griechischen Volksmusik,



ohne daB dies stilistische Briiche zur Folge hiitte.

Skalkottas bleibt dem Wesen des folkloristischen
Materials treu, aber er verwendet es immer auf eine
abstrakte und personliche, freie Weise. In keinem der
25 Tinze, die auf traditionellen Liedern beruhen, wird
die Melodie in einer akademischen Weise vorgestellt.
Skalkottas geht es nicht um die Harmonisierung und
Orchestrierung eines Tanzes mit griechischem Flair.
Er benutzt die Originalmelodien und ihre Elemente
als thematische und motivische Keimzellen und pri-
sentiert diese Melodien nahezu ausschlieBlich in
eigenen Fassungen, wobei er mitunter melodische und
rhythmische Verdnderungen vornimmt, abspaltet,
diminuiert oder erweitert. Er behandelt die Volkslied-
melodien wie Skizzen fiir den Themenbau. Die origi-
nalen Melodien sind durch miindliche Uberlieferung
erhalten geblieben und diirften in den verschiedenen
Regionen Griechenlands in unterschiedlicher Gestalt
erscheinen — Skalkottas individuelle Fassungen sind
daher also durchaus in Ubereinstimmung mit der
inhdrenten Verdnderlichkeit der volksmusikalischen
Praxis. Neben seinen eigenen acht Volksliedtranskrip-
tionen zog Skalkottas auch andere Transkriptions-
sammlungen heran, die in den 1910er und 1920er
Jahren in Griechenland verdffentlicht worden waren.
Manchmal schreibt er ein eigenes Thema oder eine
eigene Phrase, zu der sich das Original wie eine Ant-
wort verhilt. In anderen Fillen spinnt er originale Me-
lodien fort und bildet auf geschickte Weise langere
Abschnitte.

Sowohl der kompositorische Ausgang vom Volks-
lied als auch die monothematische Konzeption finden
sich bereits in Peloponnissiakos (1/4), dem allerersten
der von Skalkottas komponierten Tinze. 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
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Gedanke in der Molldominante présentiert, der ein
neues, charakteristisches Achteltriolenmotiv enthilt,
welches zu dem — noch nicht erklungenen — Original
gehort. Der Mittelteil scheint voriiber, da stimmt die
Oboe nach einer Pause eine meditative Weise an, die
nun tatsichlich das originale Volkslied ist; der Horer
empfindet diese Melodie als das abschlieBende Ziel
eines allmihlichen Transformationsprozesses. Die
Umkehrung 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 Tdnze ausgewihlt
wurden, zeigen das Spektrum der Modi griechischer
Volksmusik — mit einer bemerkenswerten Ausnahme:
In 35 Ténzen 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 Skalkottas 36 Tdnzen hat nur der erste der
zweiten Folge, Syrtos, eine chromatische Melodie.
Das charakteristische Intervall der chromatischen
Modi ist die liberméBige Sekunde, deren unmiBver-
stindlich orientalischen Beigeschmack der Komponist
klar vermeiden will.

Die 36 Ténze sind in einem erweiterten tonalen
Idiom komponiert. Skalkottas errichtet auf den Modi
kein individuelles harmonisches System. Tatsichlich
weist sein harmonisches Idiom modale Erweiterungen
auf; oft ist es frei, manchmal sogar hochdissonant mit
seinen dissonanten und polytonalen Ballungen. Gleich-
wohl behilt es auch dann noch seinen diatonischen,
dreiklangsbetonten Charakter.

Die griechische Volksmusik kennt sowohl regel-
miBige wie unregelmiBige Metren, die auf antike
Vorldufer zuriickgehen. Das populdre 7/8-Metrum
beispielsweise, das in vier Tinzen erscheint (U8, 19,



1I/6, 11I/1) und sich auch in I/12 und III/9 findet — der
Tanzrhythmus Kalamatianos —, ist ein Dreiermetrum
mit einem verlidngerten ersten Schlag [3+2+2], das
mit dem antiken Epitritos-Metrum verwandt ist.

Die Rhythmik der griechischen Volksmusik kann
energiegeladen sein, doch sie ist selten schnell: Die
Tempi sind meist gemaBigt oder langsam. Daher ge-
braucht Skalkottas in den 36 Tdnzen hiufig die Tem-
pobezeichnung Moderato. Fiir die wirklich schnellen
Ténze verwendet er vornehmlich eigene Themen, oder
er nimmt grundlegende Anderungen an Geschwin-
digkeit und Charakter des Originals vor.

Die Orchestrierung ist bemerkenswert farbenreich
und phantasievoll. An mehreren Stellen werden aufer-
ordentliche Effekte verlangt, beispielsweise unge-
wohnliche hohe Soli fiir zwei Pikkolofloten, Horn und
selbst das Kontrafagott, die eine ganz eigene Klang-
lichkeit und Atmosphiire erzeugen.

Das klangliche Konzept der 36 Téinze ist oft kraft-
voll. Dies spiegelt nicht nur die Klangwelt des Kom-
ponisten wider, sondern 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 Unabhiingigkeitskampf zuriickzufiihren). Haufig
blitzt Humor auf, meist mit scharfem und bitterem
Unterton. Unter der Oberfliche der kleinen Form
spiirt man in vielen Tanzen eine diistere Stimmung.
Skalkottas’ charakteristische Dissonanzbehandlung,
die den musikalischen Satz oftmals zu verletzten und
sich nicht so recht mit einer erweiterten Tonalitit zu
vermischen scheint, trigt zu den humorvollen und
emotionalen Aspekten der Musik bei.

Die Vorherrschaft von Molltonarten in diesem
Werk verdankt sich dem Umstand, da8 die Mollskala
dem griechischen dorischen Modus (dem plagalen
ersten Modus der byzantinischen Musik) dhnelt, ein
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Modus, der in der griechischen Volksmusik sehr ver-
breitet ist. In seiner genuinen, ungezihmten Form
freilich fehlt diesem Modus die Melancholie des
Moll. In den Tinzen mildern modale Ziige die Mollto-
nalitiit, im Ganzen aber verleiht die Molltonalitit dem
‘Werk eine besonders expressive Qualitit.

Griechische Volkstinze werden beinahe immer zu
einem Lied getanzt. In Skalkottas’ Ténzen — insbeson-
dere denjenigen, die auf traditionellen Vorlagen basie-
ren — impliziert ,, Tanz" das Lied. Der Werktitel bedeu-
tet mehr als nur , Musik, zu der man tanzt®. Tatséchlich
waren einige der originalen Lieder (als Tafellieder be-
zeichnet) iiberhaupt nicht zum Tanzen gedacht. Neben
ihrer Funktion einer Kompositionsstudie zeigen einige
Ténze en miniature tonmalerisches Naturell.

Es ist erwihnenswert, daB die kreative Originali-
tdt und Innovation sowie die personliche Sprache der
36 Ténze in den folkloristischen Originalen ihre Ent-
sprechung haben: Sowohl Individualitit und formale
Logik wie auch die freie und personliche Interpreta-
tion authentischer Volksmusik entspricht dem Wesen
der Volksmusik. Andererseits konnte man den melan-
cholischen Grundzug der Tinze mit der so charakte-
ristischen Melancholie des Volkslieds in Beziehung
setzen. Skalkottas” Musik ist nicht unbedingt ,,natio-
nal“; doch ist es diese Wechselwirkung zwischen per-
sonlichen und kollektiven Aspekten, die den Titel des
‘Werks voll und ganz rechtfertigt.

Die drei Folgen
Wenngleich das Werk nicht fiir die zyklische Auffiih-
rung bestimmt ist, so gibt es doch eine offensichtliche
Entwicklungslogik im Verlauf der 36 Tdnze. Jede
Folge hat ein eigenes Profil. Folge I enthélt (mit Aus-
nahme von I/4) die dichteren Tinze und knapperen
Aussagen. In Folge II finden sich umfangreichere und
kompliziertere Tdnze. Folge III beginnt mit dem



extrovertiertesten Tanz des Zyklus, dem Hostianos in
D-Dur. Alles in allem sind die Téinze dieser Folge -
wie diejenigen von Folge I — eher kurz und formal
einfacher. Der vorletzte Tanz (Messolongitikos, I11/11)
ist ein eher extrovertierter Tanz in Moll; der letzte
(Mazochtos, 1II/12), der ebenso wie sein Vorginger in
a-moll steht, vereint Einfachheit, Prignanz und dra-
matische Kraft. Auf diese Weise impliziert die Ab-
folge der drei Teile ein groBeres Konzept: ,,Auf-
stellung — Ausarbeitung — Auflésung/Schluss” (Ein
Konzept, das man mit ,,Exposition — Durchfiihrung -
Reprise” vergleichen konnte).

Der Zyklus beginnt und endet in a-moll; auch der
erste Tanz, den Skalkottas komponierte (Peloponnis-
siakos, 1/4), steht in dieser Tonart. Obwohl der Zyklus
keinen besonderen Tonartenplan verfolgt, spielt a-
moll eine signifikante symbolische Rolle.

Die Titel
Die Titel der Tinze beziehen sich auf Regionen
Griechenlands (z.B. Peloponnissiakos: Tanz der Pelo-
ponneser), auf einen bestimmten Volkstanz (z.B. Tsa-
mikos) oder auf den Titel oder Textanfang eines Volks-
lieds (z.B. O Freunde, wer warf diesen Stein).

Originale und revidierte Fassungen
Die Andemngen, die Skalkottas an der zweiten und
dritten Folge vornahm, sind oft schwer zu entziffern,
weil sie iiber das Original mit Bleistift mehr hinge-
kritzelt als geschrieben sind. Skalkottas notierte die
Revisionen kurz vor seinem frithen Tod, und so kam
es zu keiner ausgearbeiteten Niederschrift; tatséchlich
handelt es sich bei den Folgen II und III der 36 Tdinze
um den einzigen Fall im Schaffen Skalkottas’, in dem
ein Werk nicht in einer deutlich geschriebenen Parti-
tur iiberliefert ist. Dies kénnte — zumal, wenn man die
betrichtlichen textkritischen Probleme beriicksichtigt,
die gelost werden muBten — Fragen beziiglich der
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Giiltigkeit der revidierten Fassungen aufwerfen; ein-
gedenk der eindeutig erkennbaren Intentionen des
Komponisten scheinen die notierten Anderungen
durchaus vollstindig zu sein. Der Umfang und die Art
der Anderungen variieren betrachtlich. Revidierte
Fassungen sind keineswegs immer gelungener als das
Original; tatsichlich sind zumeist die Originalfas-
sungen vorzuziehen.

Je zwei Ténze in Folge II und Folge III blieben
uniiberarbeitet. In den anderen T#nzen reicht das Aus-
ma8 der Revisionen von kleineren Anderungen bis —
in manchen Fillen — hin zur vollkommenen Neukom-
position. Hauptsiichlich beziehen sich die Anderungen
auf die Orchestrierung und die Textur, mitunter aber
betreffen sie jeden anderen kompositorischen Aspekt:
Andenmgen der Melodik und der Harmonik, hinzu-
gefiigter Kontrapunkt und sogar — in zwei Fillen —
Anderungen des formalen Ablaufes. In fiinf Téanzen —
Folge II/3, 5, 6, 11 und Folge 1II/2 - wurde nur gele-
gentlich die Instrumentation verdndert; u.a. wurden
dabei einige nahezu unspieibare Passagen anderen
Instrumenten zugeteilt.

In den anderen revidierten Ténzen sind die neuen
Orchestrierungen (von Teilen oder des gesamten
Tanzes) zumeist massiver, dichter, sie enthalten mehr
Oktavverdopplungen und zusitzliches motivisches
Material. Einige dieser Neu-Orchestrierungen und
satztechnischen Revisionen sind unerlidB8lich, wie in
I1I/1 und II/12. Wenngleich die revidierten Orches-
trierungen fiir sich gesehen ausgezeichnet funktio-
nieren, sind die Erstfassungen doch oft transparenter
und alles in allem sowohl fiir sich betrachtet wie auch
im Kontext schliissiger. Wesentliche Anderungen in
Orchestrierung und Satz veriindern auch die Perspek-
tive des Tanzes, u.a. hinsichtlich Melodik, Harmonik,
Kontrapunkt und Dynamik. In soichen Fillen
eingreifender Anderungen ist in der Regel die Erstfas-



sung des jeweiligen Tanzes die liberzeugendere. Bei
der vorliegenden Aufnahme wurden die gelungensten
Fassungen verwendet, 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 Zwolfton-
methode. Das Werk entstand um das Jahr 1942. Zu
Lebzeiten des Komponisten unaufgefithrt, fand seine
Urauffiithrung 1969 durch das London Symphony
Orchestra unter Antal Dorati statt. In einer Erliuterung
zu seinem Werk, das im Manuskript den deutschen
Titel tragt (,,Ouvertiire fiir Orchester*), stellt Skal-
kottas die Komposition und Inspiration der Ouvertiire
in den Zusammenhang mit einer geplanten Oper Die
Heimkehr des Odysseus. Mit Recht also ist dieser
Titel nach dem Tod des Komponisten fiir die Ouver-
tiire benutzt worden, so daB sie unter diesem Namen
bekannter ist als unter ihrer originalen Bezeichnung.
(Aufgrund ihrer Linge 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); eine
Exposition (Allegro molto vivace) mit zwei erweiter-
ten Themengruppen; in der Durchfithrung eine freie,
dreiteilige Fuge iiber zwei Subjekte (das erste Fugen-
subjekt ist eine Variation des Einleitungsthemas), deren
dritter Teil eine Doppelfuge ist, die in der Wiederkehr
des Einleitungsthemas kulminiert; eine variierte Reprise
und schlieBlich eine Coda (Presto — Prestissimo) mit
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einem thematischen Abgesang iiber die Hauptmotive
des Adagio und Allegro. Die Integration einer Fuge in
die Sonatendurchfithrung ist ein wichtiges und inno-
vatives formales Moment. Der Reichtum an Ideen wie
auch das grofie emotionale Spektrum korrespondieren
mit der Form des Werks. Die Ouvertiire weist die
langste einsitzige Form im gesamten Schaffen Skal-
kottas” auf. Es ist, als ob er einen symphonischen
Faden aus der Spitromantik in die Musik des 20.
Jahrhunderts und namentlich die Zwolftontechnik ver-
webte.

Die Ouvertiire ist eindrucksvoll und sehr indivi-
duell orchestriert. Die anspruchsvolle Partitur sieht 3
Flsten (und Pikkolofisten), 3 Oboen, Englischhorn,
Klarinette in D, 2 Klarinetten, BaBklarinette, 2 Fa-
gotte, Kontrafagotte, 6 Horner, Kornett, 3 Trompeten,
4 Posaunen, Tuba, Pauken, Schlagwerk, Celesta,
Harfe und Streicher vor. Zu den Hornern gehdren
zwei BaBhorner; indes ist nicht kiar, was mit diesem
mysteridsen, rudimentéren Instrument gemeint ist.
Skalkottas verlangt es auch in seinem Kontrabaf}-
konzert; in seiner unveroffentlichten Instrumenta-
tionslehre wird es en passant als ein Verwandter der
Tuba erwihnt. In der vorliegenden Einspielung werden
die BaBhornstimmen 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 Themengruppe, wo ,.cine Reihe von
Motiven, die aus dem ersten Hauptthema abgeleitet
sind, eine Waldszene mit singenden Vogeln und ande-
ren Naturkldngen beschreiben bzw. vorsichtig malen*
(Solo-Violine und Pikkolofiste, gefolgt vom Rauschen
des Orchesters).

Die Ouvertiire ist in freiem Zwolftonstil geschrie-
ben und unterscheidet sich von Skalkottas’ systema-
tischer, individueller Zwélftontechnik mit Gruppen



von Reihen. Skalkottas sah den Sinn eines Werks
nicht darin, Abkémmling einer abstrakten, pré-exis-
tenten seriellen Zwolftonreihe zu sein; andererseits
betrachtete er die Zwélftonmethode als eine neue mu-
sikalische Sprache und pflegte Reihen als thematische
Keimzellen zu verwenden. Dieser Ansatz zeigt sich in
extremis in der Quvertiire. Zwolftonreihen werden
vertikal verwendet, in komplementiren melodischen
und harmonischen Schichten, oder horizontal, in
einigen Zwolftonmelodien, 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 harmonische Einheiten benotigt.
Die Ouvertiire ist von traditioneller thematischer
Struktur und harmonischer Syntax, doch sie wird zur
Ginze durch Zwolftonkomplexe generiert; Reihen
erscheinen nur insofern, als Phrasen, Themen oder
Akkorde, die mit ihnen verwandt sind, wiederkehren.
Das Werk wird durch motivische und thematische
Verfahren zusammengehalten — nicht durch serielle
Konstruktion.

Skalkottas behandelt seine Themen und Reihen
suBerst phantasievoll, wie man beispielsweise an den
Durchfithrungstechniken sieht, in den variierten Repri-
sen oder in der vereinheitlichenden, bogenférmigen
Anlage des Einleitungsthemas und seiner Transforma-
tionen in der Einleitung, der Fuge und der Coda.
Reihenabschnitte bilden besondere Akkorde, die im
Verlauf des Werks wiederkehren; obwohl das Werk
im Hinblick auf seine Harmonik nicht zur Ginze auf
ihnen basiert, entwickelt Skalkottas dennoch eine
.funktionale* atonale Harmonie, die er spiter in der
seriellen Zweiten Suite fiir Orchester weiter erkundet.

In seinen Erlduterungen zu dieser Ouvertiire
schreibt Skalkottas, daB Die Heimkehr des Odysseus,
seine geplante Oper, wegen des unabgeschlossenen

83

Librettos noch nicht komponiert war. Hierfiir gibt es
keinerlei Beleg; vermutlich hatte Skalkottas damals
nur einen solchen Plan. Der groBe Umfang der Ouver-
tiire — fiir einen symphonischen Satz duBerst unge-
wohnlich — macht sie fiir die Verwendung im Opemn-
kontext praktisch untauglich. Das Werk ist nicht pro-
grammatisch. Aber ihr ausgedehnter, abenteuerlicher
Formverlauf, der groBe dynamische Umfang, das unge-
wohnliche Vorhandensein einer kraftvollen Fuge als
Durchfithrung, die stiirmische Ausgelassenheit der
Presto — Prestissimo-Coda — all dies konnte auf
Odysseus und seine abenteuerliche Heimreise an-
spielen. Die Fuge ist ein strukturelles Zentrum, doch
kénnte sie auch symbolisch verstanden werden: Da
sie Flucht oder Entkommen (latein. Fuga, gleich-
bedeutend mit griechisch/homerisch ,.fuge*) bedeutet,
mag sie auf die ,fliichtige®, weise und erfindungs-
reiche Personlichkeit 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-
Akademie in Athen eine neue, kritische Ausgabe des
Notentextes vorgelegt. Die 1949 vorgenommenen Re-
visionen von 20 der 36 Griechischen Tdnze werfen
viele Fragen auf, weil sie hastig niedergeschrieben
wurden (die originalen und die verdnderten Fassungen
wurden oben kurz erwithnt). Die Originalfassungen
dieser 20 Tinze 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
vollstindige Manuskripte (die sogenannten Benakis-
und Mitropoulos-Manuskripte), die Manuskripte von
Folge II und 1II (die Originalmanuskripte mit den ein-
getragenen Revisionen), ein Manuskript mit 15
Téanzen, drei Manuskripte mit ausgewishlten Ténzen
(die Skalkottas seinen Kollegen gab), ein Manuskript
mit vier Ténzen fir die Edition des Institut Frangais in
Athen, das erste Manuskript von /4, Peloponnissia-
kos (geschrieben 1931 in Berlin), ein Manuskript mit
neun Tinzen in Bearbeitung fiir groBes Blasorchester
und Manuskripte verschiedener Ténze in Bearbei-
tungen fiir Streichquartett, fiir Violine und Klavier
und fiir Klavier solo.

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

Die neuen Textfassungen wurden von Nikos
Christodoulou betreut. Die Skalkottas-Akademie
dankt Yannis Samprovalakis fiir seine musikwissen-
schaftliche Mitarbeit bei den Griechischen Téinzen.
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Das BBC Symphony Orchestra wurde 1930 von
Adrian Boult als das erste stindige Orchester Londons
gegriindet. Zu der beeindruckenden Liste von Chefdiri-
genten gehoren Antal Dorati, Pierre Boulez, Gennady
Rozhdestvensky, Sir Colin Davis und Sir John
Pritchard; auerdem hat das Orchester mit einer Reihe
der grofiten Komponisten eng zusammengearbeitet,
u.a. mit Barték, Henze, Lutostawski, Pért, Prokofiew,
Strauss und Strawinsky. Uber 1.100 Urauffithrungen
belegen ein groBes Engagement fiir die nene Musik;
etliche 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 zwdlf Konzerten
pro Sommer (u.a. die First Night und die Last Night)
das Riickgrat der Proms dar. Es veranstaltet auBerdem
eine Konzertreihe im Barbican Centre, konzertiert in
ganz GrofBbritannien und nimmt CDs auf. Das
Orchester unternimmt zahireiche Tourneen und spielt
regelmiBig 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 gehort werden.

Im Herbst 2000 ersffnete das BBC Symphony
Orchestra seine 70. Jubiliumssaison in seiner neuen
Wirkungsstitte, 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
Mark-Anthony Turnage zum Associate Composer dar.



Nikos Christodouloun (geb. 1959) studierte Kompo-
sition (bei J.A. Papaioannou) und Klavier in Athen. Er
setzte seine Kompositionstudien an der Hochschule
fiir Musik in Miinchen fort und studierte auBerdem
Dirigieren am Royal College of Music in London. In
den Jahren 1977-81 war er Associate Composer und
Berater beim Griechischen Nationalrundfunk. Er hat
Orchester- und Chorwerke komponiert, Kammer-
musik, Lieder und Bithnenmusik; zahlreiche Institu-
tionen und Festivals haben bei ihm Werke in Auftrag
gegeben. Er unterrichtet Komposition am Helle-
nischen Konservatorium.

Nikos Christodoulou leitet das Athens New Sym-
phony Orchestra, das gesamteuropdische Euro Youth
Philharmonic Orchestra und das Athens Symphony
Orchestra. RegelmifBig dirigiert er an der Griechi-
schen Nationaloper und leitet Chor und Orchester des
Griechischen Nationalrundfunks. Er leitete das erste
Helios Festival, ein Carl Nielsen-Festival in Athen,
und die Nikos Skalkottas-Tage am Berliner Konzert-
haus. Er hat zahlreiche Urauffilhrungen dirigiert, u.a.
die Erste Symphonie von Lars Graugaard beim Music
Harvest Festival in Odense und die Oper Die Besesse-
nen von Haris Vrontos an der Griechischen Natio-
naloper.

Nikos Christodoulou hat mit folgenden Orches-
tern gearbeitet: BBC Symphony Orchestra, Berliner
Sinfonie-Orchester, Armenian Philharmonic Orches-
tra, Aalborg Symphony Orchestra, Iceland Symphony
Orchestra, Malmé 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 Skalkottas fiir BIS
erhielt den Beifall der internationalen Kritik.
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Nikos Skalkottas
36 Danses grecques

Genese de ’euvre

La suite des 36 Danses grecques, dont certaines se
trouvent parmi les piéces les mieux connues du com-
positeur, est I’'une des ceuvres les plus importantes de
Nikos Skalkottas. L’importance de cette ceuvre aux
yeux de Skalkottas est montrée par le fait qu’elle le
tint occupé toute sa vie créatrice. Peloponnissiakos est
la plus ancienne des danses, devenant éventuellement
le no 4 de la premiére série de danses — écrite en jan-
vier 1931 quand Skalkottas était domicilié a Berlin. En
1931, comme le suppose plausiblement John Thorn-
ley, il composa aussi la chanson Doe pour soprano et
piano, basée sur une mélodie grecque traditionnelle,
destinée 2 étre entendue & un programme de la radio
allemande sur la chanson grecque. Plus tard, en 1935,
Skalkottas arrangea une version purement orchestrale
de cette chanson, qui fut incorporée comme avant-
derniére danse dans la seconde série. Suite & son re-
tour i Athénes en 1933, Skalkottas composa trois
danses (nos 1, 2 et 3 de la Série I) qui, en compagnie
de Peloponnissiakos, devinrent immédiatement répu-
tées en Gréce. En 1934, il collabora avec les Archives
de la Musique Folklorique & Athénes, transcrivant et
analysant quarante-quatre chansons populaires
grecques 2 partir d’enregistrements anciens. Huit de
ces transcriptions furent utilisées ensuite dans les 36
Danses (dans les Séries I et II). En 1935, Skalkottas
décida de terminer une série de douze danses et il en
composa huit autres. En méme temps, il écrivait des
ceuvres de chambre dodécaphoniques et des ceuvres
symphoniques. Finalement, en 1936, il composa deux
autres séries, renfermant chacune 12 danses. L'ceuvre
compléte fut intitulée 36 Danses grecques.

Dans les années 1930 et 1940, Skalkottas arrangea



des groupes de diverses danses choisies pour quatuor
a cordes (certaines jouées par le Quatuor a Cordes
Athénien avec le compositeur au second violon), pour
trés grand ensemble & vent, pour violon et piano et pour
piano solo. La premiére des 36 Danses grecques (I/1.
Tsamikos) fut incorporée — dans une version conden-
sée — & son ballet La Jeune Fille et la Mort (1938).

En plus de son manuscrit original, Skalkottas pré-
para deux autres manuscrits complets et les offrit a
son ami et partisan Antonis Benakis, ainsi qu’au re-
nommé chef d’orchestre grec Dimitri Mitropoulos.
D’autres partitions manuscrites de danses choisies
furent données 2 des amis et collégues. Au cours de la
vie et longtemps aprés la mort de Skalkottas cepen-
dant, malgré la popularité premiére de certaines
danses, la majorité resta sans exécution.

En 1948, les Editions de I'Institut Frangais
d’Athénes publiérent les quatre premiéres danses avec
la chanson Doe; ces ceuvres furent les seules de Skal-
kottas a avoir été publiées pendant sa vie. En 1949, sa
derniére année de vie, Skalkottas décida de réviser
plusieurs des danses. Il nota les révisions dans son
manuscrit original mais, comme le premier volume
(renfermant la série I) a été perdu, les seules révisions
4 avoir survécu sont celles concernant les séries 11 et
IIL. On ne sait mé&me pas si des danses de la série I ont
en fait ét€ révisées. Comme elles sont les plus concen-
trées et que quatre d’elles avaient été publiées peu
avant, il est possible que Skalkottas n’ait pas fait de
révisions dans la série 1.

Forme
Malgré les épreuves de sa vie et la négligence dont il
souffrit, Skalkottas composa sans relache. En général,
son ceuvre gardait un caractére systématique, apparent
dans les séries progressives d’ceuvres orchestrales et
de chambre, ou cycles, comme les 32 Piéces pour
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piano et les 36 Danses grecques. Le concept d’une
grande ceuvre couvrant trois séries ordonnées de
danses dénombrées a un total de 36 prit graduellement
forme. Skalkottas ne voulait évidemment pas que les
36 Danses grecques soient jouées comme une seule
ceuvre. Et pourtant les 36 Danses grecques forment
incontestablement une unité.

Un trait distinctif des 36 Danses grecques — com-
parées  d’autres ceuvres basées sur la musique popu-
laire de compositeurs des 19° et 20° sigcles — repose
sur leur conception formelle: chaque danse a une
forme individuelle mais toutes ces formes sont essen-
tiellement « monothématiques »; 1’évolution mélodi-
que, rythmique et formelle est générée par «la varia-
tion développée » du théme principal et de ses motifs.
Dans des pi¢ces de ce genre, on s’attend généralement
4 un modéle formel comme A-B-A, rondo, menuet-
trio ou chose semblable - un modéle ol les sections
de la forme forment un contraste thématique, Dans les
différents schémes formels des danses, Skalkottas
batit plutdt le contraste nécessaire a partir du matériel
et le contraste entre les sections grace a des transfor-
mations et développements ingénieux du théme et de
ses éléments. (Les chansons folkloriques grecques,
comme celles utilisées dans les 36 Danses, sont sou-
vent béties sur une idée fondamentale. Dans les cas oll
la chanson originale inclut une seconde idée, ou maté-
riel instrumental introductif, Skalkottas utilise souvent
le matériel en entier comme base pour le théme de la
danse.) Toute nouvelle idée est de quelque maniére
reliée au théme et ce, presque sans exception.

La maniére dont les formes de ces danses croissent
est essentiellement organique. La forme est générée
grice au procédé de «exposition — contraste — déve-
loppement par variation motivique »; il est caracté-
ristique qu’il n’y ait presque pas de réexposition nor-
male de la «premiére section» (exposition). Dans la



plupart des danses, la récapitulation, ou plutdt une
réapparition finale de V'idée principale, n’est jamais
littérale; elle peut apparaitre sous une forme variée,
tissée dans le développement, travaillée, elliptique —
mais toujours dans une forme nouvelle visant a un but
de forme. Il n’y a jamais de répétition séquentielle
dans les danses. Skalkottas renouvelle constamment
son matériel au fur et & mesure qu’il réapparait. Plu-
sieurs des danses ne se classent pas facilement dans une
catégorie formelle donnée et la forme spécifique d’une
danse n’est répétée nulle part dans I’ceuvre.

La cadre formel de petite échelle et la construc-
tion « monothématique » des danses répondent au ca-
ractére essentiel de leurs origines populaires puisque
les chansons folkloriques reposent sur de brefs nuclei
modals. Le principe « monothématique » montre le
désir de Skalkottas d’explorer entierement la nature
de son matériel et les possibilités structurales qui en
découlent. Son habileté et son imagination dans le
développement de ses themes et motifs au sein de ces
formes condensées sont inextinguibles.

Traitement du matériel populaire,
de la structure et du style
Skalkottas utilise 1’élément folklorique de maniére
hautement individuelle. Vingt-cing des 36 Danses re-
posent vraiment sur des chansons grecques tradition-
nelles (Danses I/1, 2, 4,5, 7, 8,9, 10, 11 - IV1, 2, 3,
4,6,8,9,10, 11,12 -11I/1, 4, 5, 7, 9, 12). Vingt-trois
de ces chansons sont d’authentiques chansons folklo-
riques tandis que deux ne le sont pas mais sont pour-
tant largement acceptées dans la tradition populaire
(dans 1I/8, 12). Dans les onze autres danses, Skal-
kottas utilise des theémes de son cru qui se référent
plus ou moins & de la musique populaire grecque.
Dans certains cas, il n’y a pas de relation discernable
avec la musique populaire grecque sans que celle-ci
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ne cause de perturbation stylistique.

Skalkottas reste fidéle a '’essence du matériel po-
pulaire mais i} 'utilise toujours de maniere abstraite
et librement personnelle. Pourtant, la mélodie origi-
nale n’est jamais citée de mani¢re académique dans
les vingt-cinq danses. Skalkottas ne s’intéresse pas a
fournir I’harmonisation et 1’orchestration d’une danse
au goit grec. It utilise les mélodies originales et leurs
éléments comme une semence thématique et moti-
vique et il présente presque toujours ces mélodies en
versions de son cru, avec d’occasionnelles altérations,
segmentation, diminution ou expansion mélodiques et
rythmiques. Dans la construction de ses themes, il
traite les mélodies populaires comme des brouillons &
étre travaillés. Les mélodies originales ont survécu
grace a la tradition orale et peuvent bien apparaitre
sous différents aspects dans différentes régions de la
Gréce, de sorte que les versions personnelles de Skal-
kottas semblent s’harmoniser avec la fluidité inhé-
rente 2 la pratique de la musique folklorique. En plus
de ses huit transcriptions propres de chansons folklo-
riques, Skalkottas utilise aussi d’autres recueils de
transcriptions publiées en Gréce dans les années 1910
et 1920. 11 écrit parfois un théme ou une phrase de son
invention auquels la chanson originale fait réponse. A
d’autres endroits, il fournit des continuations d’airs
originaux, allongeant habilement des paragraphes.

L’emploi d’une chanson folklorique comme point
de départ d’une composition, ainsi que la conception
monothématique, sont déja présents dans Peloponnis-
siakos (1/4), 1a toute premiere des danses composées
par Skalkottas. La danse commence avec un théme
énergique qui n’est pas tellement rapproché de la
chanson originale. Dans la section médiane, une idée
provenant du sujet principal est présentée dans la domi-
nante mineure, incorporant un nouveau motif carac-
téristique d’un triolet de croches qui appartient 2 la



chanson originale — qu’on n’a pas encore entendue.
Quand la section médiane semble terminée, aprés un
silence, une section lente commence ot le hautbois
chante un air méditatif qui est en fait la chanson folklo-
rique originale; I’ auditeur pergoit cette mélodie comme
le but final d’une progression graduellement transfor-
matrice. L’ordre renversé de dérivation et d’original est
trés révélatif de la méthode de Skalkottas.

La musique folklorique grecque est modale et
monophonique. Les mélodies choisies pour les danses
montrent 1’étendue des modes de la musique folklo-
rique grecque avec une exception notable: dans trente-
cing des danses, Skalkottas utilise des mélodies aux
modes «diatoniques » (semblables aux modes dorien,
mixolydien, phrygien, etc. ainsi qu’une mélodie dans
un mode pentatonique), évitant les modes «chroma-
tiques ». Ces derniers sont fréquents et caractéris-
tiques de la musique folklorique grecque mais, dans
les 36 Danses de Skalkottas, seule la premiére de la
seconde série, Syrtos, présente une mélodie chroma-
tique. L’intervalle distinctif des modes chromatiques
est la seconde augmentée qui est associée a un accent
immanquablement oriental que le compositeur veut
clairement éviter.

Les 36 Danses sont composées dans un idiome
tonal étendu. Skalkottas n’utilise pas la modalité pour
organiser un systéme harmonique individuel. Son
idiome harmonique a incontestablement des exten-
sions modales; il est souvent librement et fortement
dissonant avec des agrégations dissonantes et poly-
tonales. Il garde néanmoins un caractére diatonique et
d’accord parfait.

Les métres en musique folklorique grecque
peuvent étre réguliers et irréguliers et ils sont reliés
aux anciens metres poétiques. La populaire mesure 2
7/8 par exemple, qu’on trouve dans quatre danses (I/8,
/9, 1II/6, III/1) et qui se rencontre aussi dans I/12 et
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1II/9 — le dit rythme de danse de Kalamatianos — est
un métre ternaire dont le premier temps est plus long
(3+2+2), relié a V'ancien metre d’ Epitritos.

Les rythmes folkloriques grecs peuvent étre éner-
giques mais ne sont généralement pas rapides; les
tempi sont en majeure partic modérés ou lents. Ainsi,
dans les 36 Danses, Skalkottas utilise fréquemment
I'indication de tempo moderato. Pour les danses vrai-
ment rapides, il choisit surtout des thémes de son
invention ou apporte des changements fondamentaux
a la vitesse et au caractére de I’original.

L’orchestration est remarquablement colorée et
imaginée. Des effets extraordinaires sont requis a
maints endroits, par exemple des solos dans un re-
gistre exceptionnellement aigu pour deux piccolos,
cor et méme contrabasson, ce qui produit une sonorité
et une atmosphere individuelles.

La conception sonique des 36 Danses est souvent
puissante. Ceci refléte probablement non seulement le
monde sonore du compositeur mais aussi son idée
personnelle des chansons folkloriques grecques qui
expriment des passions humaines, souvent en combi-
naison avec un élément héroique (historiquement relié
a la lutte pour I’indépendance). L’humour apparait
souvent, avec un coté aigu et amer. Une humeur som-
bre est détectée sous la surface d’une structure bréve
dans plusieurs des danses. L’abord distinctif de Skal-
kottas de la dissonance — qui semble souvent offenser
le tissu musical et ne pas se méler de maniére homo-
géne A I’harmonie tonale étendue — contribue aux
aspects humoristiques et émotionnels de la musique.

La prédominance des tonalités mineures dans
I’ceuvre est reliée au fait que la gamme mineure res-
semble étroitement au mode dorien grec (le premier
mode plagal de la musique byzantine), un mode assez
commun en musique folklorique grecque. La mélan-
colie mineure fait défaut & ce mode dans sa forme



authentique, non-tempérée. Dans les danses, le mode
mineur préte une qualité expressive particuliere a
I’idiome de I’ceuvre.

Les danses populaires grecques sont presque tou-
jours dansées sur une chanson. Dans les danses de
Skalkottas, surtout celles basées sur des origines tradi-
tionnelles, «danse» implique chanson. Le titre de
I’ceuvre englobe une signification plus étendue que
«musique sur laquelle on danse ». En fait, certaines
des chansons originales (appelées chansons de table),
n’étaient pas destinées du tout a étre dansées. A c6té
d’une qualité d’étude en composition, plusieurs des
danses révelent un tempérament de peinture tonale en
miniature.

Il est remarquable que, dans les 36 Danses
grecques, les manifestations d’originalité créative,
d’innovation ou d’expression personnelle semblent
avoir un pendant dans les originaux de la musique
folklorique: I'individualité et la logique des concep-
tions formelles ainsi que !'interprétation libre et per-
sonnelle du matériel populaire original refletent
I’essence de la musique folklorique. D’un autre coté,
une mélancolie personnelle sous-jacente peut étre
comparée 2 I'intense mélancolie trouvée communé-
ment dans la chanson folklorique. Comme la musique
de Skalkottas n’est pas exactement « nationale », ¢’est
cette interrelation du personnel et du collectif qui
justifie entierement le titre de I’ceuvre.

Les trois séries
11 se trouve une logique évidente dans la progression
des 36 Danses méme si ’ceuvre n’est pas destinée a
&tre jouée comme un cycle. Le regroupement en trois
séries révele un équilibre de grande échelle dans
1I’étendue générale du cycle. Chaque série présente un
profil propre. La série I (a I’exception de 1/4) ren-
ferme les danses les plus concentrées, les expositions
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les plus laconiques. La série II renferme des danses
plus expansives et complexes. La série IIl commence
avec la danse la plus extravertie du cycle, Hostianos
en ré majeur. .

En général, les danses de cette série — comme
celles de la série I — sont bréves, donnant 1’impression
d’avoit des formes plus simples. L’avant-derni¢re danse
(Messolongitikos, III/11) est une danse assez extra-
vertie dans une tonalité mineure; la derniére (Ma-
zochtos, 1TI/12) — en la mineur, comme la précédente
— résume simplicité, laconisme et force dramatique.
Ainsi, en déployant I'idée de I'ceuvre, les trois séries
impliquent un plus grand schéma «d’exposition — éla-
boration — résolution/péroraison» (que 1’on pourrait
comparer a «exposition — développement — réexposi-
tion »).

Le cycle commence et se termine en la mineur
qui est aussi la tonalité de la premiére danse compo-
sée par Skalkottas (Peloponnissiakos, 1/4); quoiqu’il
n’y ait pas de plan tonal particulier dans le cycle, la
mineur remplit un réle symbolique important.

Les titres

Le titre de chaque danse peut se rapporter 4 une ré-
gion de la Gréce (par exemple Peloponnissiakos, danse
du Péloponnese), a un type de danse folklorique (par
exemple Tsamikos), & un type de chanson folklorique
(par exemple Kleftikos) ou A un titre/premier verset
d’une chanson folklorique (par exemple Oh amis qui
Jetérent cette pierre)

Versions originales et révisées
Les révisions faites par Skalkottas dans les seconde et
troisiéme séries sont souvent assez difficiles a lire car
elles sont mal écrites, méme griffonnées, 4 la mine sur
le manuscrit original a I'encre. Skalkottas esquissa les
révisions peu avant son décés prématuré qui empécha
la rédaction d’une partition adéquate; en fait, la révi-



sion des séries II et III des 36 Danses est le seul cas
d’une ceuvre de Skalkottas a survivre dans une parti-
tion qui n’est pas clairement rédigée. En plus des pro-
blémes textuels considérables qui doivent &tre résolus,
cela pourrait soulever des questions sur le caractére
définitif des versions révisées; vu les intentions évi-
dentes du compositeur cependant, les révisions notées
semblent étre assez complétes. L'étendue et le type de
révision varient considérablement dans chacune des
danses révisées. Les versions révisées ne sont en
aucun cas toujours plus réussies que les originales; en
fait, plus souvent qu’autrement, ce sont les versions
originales qui sont préférables.

Deux danses de chacune des séries II et III sont
testées sans révisions. Dans les autres danses, les révi-
sions passent de retouches tres 1égeéres a — dans quel-
ques cas — totales, Elles concernent principalement
I’orchestration et le tissu mais peuvent dans certains
cas s’étendre a tous les autres aspects compositionnels:
changements mélodiques, harmoniques, ajout de con-
trepoint et méme — dans deux cas — modification du
plan formel. Dans cinq danses — Série II/3, 5, 6, 11,
Série III/2 — les révisions se limitent & d’occcasion-
nels changements dans 1’orchestration, y compris
I’allocation de quelques passages techniquement pres-
que impossibles, a d’autres instruments.

Dans les autres danses révisées, de nouvelles
orchestrations (partielles ou totales de la danse) sont
habituellement plus massives, denses, avec plus de re-
doublements et d’éléments motiviques additionnels
dans le tissu. Certaines de ces nouvelles orchestra-
tions et textures sont indispensables, comme dans
III/1 et III/12. Quoique les orchestrations révisées
conviennent bien en soi, les premiéres versions sont
cependant souvent plus transparentes et fonctionnent
mieux en général ainsi que dans le contexte. Des
changements substantiels d’orchestration et de texture
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entrainent une révision de la perspective de la danse,
incluant des changements de mélodie, harmonie, con-
trepoint et nuances. C’est dans le cas de telles révi-
sions substantielles que la version premidre de la
danse est habituellement la meilleure. Dans 1’enregis-
trement présent, les versions les plus réussies sont
incluses, certaines étant enregistrées pour la premicre
fois.

Ouverture pour orchestre

«Le retour d’Ulysse »
L’ Ouverture pour orchestre est 'une des plus grandes
ceuvres symphoniques de Skalkottas. C’est aussi un
résumé de sa méthode de composition dodécapho-
nique libre, non-sérielle. L'ceuvre fut composée vers
1942. Non jouée du vivant du compositeur, elle fut
créée en 1969 (par I’Orchestre Symphonique de
Londres dirigé par Antal Dorati). Dans la partition
manuscrite, le titre est Ouverture pour orchestre (écrit
en allemand: Quvertiire fiir Orchester). Dans une note
sur I'eeuvre, Skalkottas relie la composition et 1’inspi-
ration de I'ouverture 2 un opéra projeté appelé Le
Retour d'Ulysse. C’est pourquoi, aprés la mort du
compositeur, ce titre a été a juste titre utilisé pour
I’ouverture de sorte qu’elle est connue par ce nom
plutdt que par le titre original. (A cause de la longueur
de I’ceuvre et de sa nature symphonique, le titre « Sym-
phonie en un mouvement » lui a aussi été arbitraire-
ment appliqué mais ce titre souvent utilisé n’a rien
d’authentique.)

L'ouverture est moulée dans une grande forme
sonate symphonique : une introduction large lente
(Molto adagio); une exposition (Allegro molto vivace)
avec deux groupes thématiques étendus; dans le déve-
loppement, une fugue libre en trois sections & deux
sujets (ol le premier sujet de la fugue est une varia-



tion sur le théme d’introduction), la troisiéme section
une fugue double menant 4 un sommet sur le théme
d’introduction; une réexposition variée et finalement
une coda (Presto — Prestissimo) avec une péroraison
thématique sur les motifs principaux de '’Adagio et de
I’Allegro). L'intégration d’une fugue comme déve-
loppement de sonate est une touche formelle impor-
tante et innovatrice. Une richesse d’idées, ainsi qu'un
grand souffle émotionnel, correspondent a la forme de
I’ceuvre. L’ouverture a la forme en un mouvement la
plus longue de tout I’ceuvre de Skalkottas. En elle, il
semble prolonger un fil symphonique de 1’¢re roman-
tique tardive dans la musique du 20° siécle et 1’atona-
lité dodécaphonique.

L’ orchestration de I’ouverture impressionne par
son style personnel. La partition est trés exigeante et
renferme 3 fliites (et piccolos), 3 hautbois, cor anglais,
clarinette en ré, 2 clarinettes, clarinette basse, 2 bas-
sons, contrebassons, 6 cors, cornet, 3 trompettes, 4
trombones, tuba, timbales, percussion, célesta, harpe
et cordes. La section des cors compte deux cors de
basse. On n’est pas sir de quel instrument il s’agit.
Skalkottas demande aussi cet instrument mystérieux
et désuet dans son Concerto pour contrebasse; dans
son inédit Traité sur [’orchestration, un passage le
place dans la famille des tubas. Sur cet enregistre-
ment, les parties de cor de basse sont joudes sur des
tubas wagnériens. Le style imagé de I’orchestre est
remarquablement riche et andacieux. Dans son com-
mentaire technique sur 1’ceuvre, Skalkottas se référe a
un épisode 2 la fin de I’exposition du premier groupe
thématique ol «une série de motifs tirés du premier
sujet principal décrivent, ou brossent un tableau discret
d’une scéne sylvestre avec chant d’oiseaux et autres
sons de la nature » (I’épisode de violon solo et de
piccolo suivi de murmures orchestraux).

L’ouverture est écrite dans un style dodécapho-
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nique libre, différent de la méthode dodécaphonique
personnelle et systématique de Skalkottas ou il utilise
un groupe de séries tonales. Skalkottas ne voyait pas
la substance d’une ceuvre musicale comme un dérivé
d’un ordre de sons sériels dodécaphoniques abstraits
préexistants; au contraire, il considérait I’atonalité do-
décaphonique comme un nouveau langage musical et
utilisait toujours des séries comme des grains théma-
tiques. Cette notion apparait in extremis dans I’ ouver-
ture. Des séries dodécaphoniques sont utilisées verti-
calement, en couches mélodiques et harmoniques com-
plémentaires, ou horizontalement, dans guelques mé-
lodies dodécaphoniques, comme dans le théme de
I'introduction ou le principal second sujet de 1’Allegro.
Un nombre illimité de séries différentes sont utilisées
librement quand le compositeur doit donner suite &
des unités phraséologiques et harmoniques au cours
de la composition. L’ ouverture a une structure théma-
tique et une syntaxe harmonique traditionelles mais
tout est réalisé au moyen d’un emploi libre des com-
plexes dodécaphoniques; les séries reviennent quand
des phrases, thémes ou accords qui leur sont reliés
réapparaissent dans la forme. L'ceuvre se tient grace a
ses procédés formels motiviques et thématiques — et
non grace a I'organisation sérielle.

Skalkottas travaille ses thémes et séries avec beau-
coup d’imagination, comme on le voit par exemple
dans les procédés de développement, dans la réexpo-
sition variée ou dans le cours unifiant arché du théme
de I'introduction et ses transformations dans 1’intro-
duction, la fugue et la coda. Des segments des séries
forment des accords spécifiques qui reviennent au
cours de I’ceuvre; quoique 1'ceuvre ne soit pas exclu-
sivement basée sur eux du point de vue harmonique,
Skalkottas organise néanmoins une harmonie atonale
«fonctionnelle » qu’il explore ensuite dans I’ ultérieure
et sérielle Seconde suite pour orchestre.



Dans son commentaire sur I’ouverture, Skalkottas
écrit que Le Retour d’Ulysse dans son pays, son projet
d’opéra, n’avait pas encore été composé car le livret
n’était pas prét. Aucune évidence ne confirme cette
affirmation; on pourrait supposer que Skalkottas ait
fait ce projet a un certain moment. La grande lon-
gueur de I’ouverture — en tout cas exceptionnelle pour
un mouvement symphonique — la disqualifie pratique-
ment pour 'opéra. L’ceuvre n’est pas a programime.
Mais son cours formel long et aventureux, la grande
étendue dramatique, la présence inhabituelle d’une
fugue énergique en guise de développement, 1’allé-
gresse précipitée de la coda Presto — Prestissimo, tout
se rapporte a I'idée d’Ulysse et de son retour aventu-
reux. La fugue est un centre structural qui peut aussi
étre symbolique; comme le mot veut dire fuite, échap-
pée (latin figa, identique a la «fuge» grecque et ho-
mérique), il est peut-&tre question ici de la person-
nalité « fugitive » autant que celle sagement imagi-
native d’Ulysse.

© Nikos Christodoulou 2002

36 Danses grecques;
Ouverture pour orchestre
«Le Retour d’Ulysse »:
texte critique

de ’Académie Skalkottas
Pour le présent enregistrement, I' Académie Skalkottas
d’Athénes a préparé un nouveau texte musical cri-
tiquement révisé. Les révisions de 1949 de vingt des
36 Danses grecques posent plusieurs problémes tex-
tuels parce qu’elles furent mises par écrit  la hate (les
versions originales et révisées sont brievement discu-
tées ci-dessus). Les versions originales de ces vingt
danses restent inédites. Certaines des versions appa-
raissent ici pour la premiére fois. En plus, des éditions
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antérieures renferment de nombreuses erreurs.

Un grand nombre de sources ont survécu. Pour le
texte des 36 Danses, les sources autographes sui-
vantes furent utilisées: deux manuscrits complets (les
dits manuscrits de Benakis et de Mitropoulos); le
manuscrit des complétes Séries II et III (le manuscrit
original avec révisions ajoutées); un manuscrit de
quinze danses; trois manuscrits avec choix de danses
(donnés aux collégues du compositeur); un manuscrit
de quatre danses pour 1’Edition de I'Institut Frangais
d’Atheénes; le premier manuscrit de ¥4, Peloponnis-
siakos, (écrit 2 Berlin en 1931); un manuscrit de neuf
danses arrangées pour grand orchestre A vent; et des
manuscrits de diverses danses arrangées pour quatuor
a cordes, pour violon et piano et pour piano solo.

Le manuscrit de I"Ouverture pour orchestre « Le
Retour d’Ulysse » est clairement écrit mais il com-
porte des lacunes en articulation et en nuances ainsi
que divers autres problémes textuels car Skalkottas a
travaillé rapidement. Des éditions antérieures ren-
ferment des erreurs et sont lourdement éditées. Pour le
nouveau texte, deux sources autographes existantes
sont utilisées: le manuscrit du compositeur ainsi que
I’arrangement autographe du compositeur pour deux
pianos (non utilisé auparavant comme source d’édi-
tion).

Les nouveaux textes sont supervisés par Nikos
Christodoulou. L’ Académie Skalkottas est reconnais-
sante 2 Yannis Samprovalakis pour sa contribution
musicologique concernant les Danses grecques.



L’Orchestre Symphonique de la BBC fut fondé par
Adrian Boult en 1930 comme premier orchestre per-
manent de Londres. Depuis lors, sa liste impression-
nante de chefs principaux a inclus Antal Doriti, Pierre
Boulez, Gennady Rojdestvensky, sir Colin Davis et sir
John Pritchard tandis que I’orchestre a aussi travaillé
étroitement avec plusieurs grands compositeurs dont
Bartok, Henze, Lutostawski, Pirt, Prokofiev, Strauss
et Stravinsky. Un sérieux engagement en musique
nouvelle a résulté en créations, données par I’ orchestre,
de plus de 1,100 ceuvres dont plusieurs furent com-
mandées par la BBC et font partie depuis du réper-
toire classique.

En tant que vaisseau amiral de la BBC, 1'Orches-
tre Symphonique de la BBC est la colonne vertébrale
des Proms avec plus d’une douzaine d’apparitions
chaque été, y compris les Premiére et Derniére Soirées.
Le calendrier de |’orchestre renferme aussi sa saison
annuelle de concerts au Barbican et des concerts ré-
gionaux en plus de tournées internationales et d’enre-
gistrements commerciaux. L’orchestre fait de nom-
breuses tournées et se présente réguliérement a des
festivals internationaux dont ceux d’Aldebourg, Edin-
bourg et Salzbourg ainsi que dans des grandes villes
partout au monde. Chaque concert, au Royaume-Uni
ou a I’étranger, est diffusé sur Radio 3 de 1la BBC et
peut aussi étre entendu sur Radio 3 site Web de la
BBC.

A T’automne de I’an 2000, I’Orchestre Sympho-
nique de la BBC entreprit sa 70° saison anniversaire 4
sa nouvelle résidence, le Barbican et Leonard Slatkin
devint le onziéme chef principal de I’orchestre, succé-
dant a sir Andrew Davis qui en devint le premier chef
lauréat. Une autre innovation fut la nomination de
Mark-Anthony Turnage dans le nouveau rdle de com-
positeur associé.
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Nikos Christodoulou (né en 1959) a étudié la com-
position avec J.A. Papaioannou et le piano a Athénes.
Il poursuivit ses études de composition & la Hoch-
schule filr Musik & Munich et étudia la direction au
Royal College of Music 2 Londres. Il fut compositeur
associé et conseiller a la Radio Nationale Grecque de
1977 4 1981. 11 a composé des ceuvres orchestrales, de
chambre et chorales, des chansons ainsi que de la
musique de scéne et il a requ des commandes de plu-
sieurs institutions et festivals. Il a enseigné la compo-
sition au Conservatoire Hellénique.

Nikos Christodoulou a été directeur musical du
Nouvel Orchestre Symphonique d’Athénes, de I’or-
chestre philharmonique des jeunes « Euro Youth Phil-
harmonic Orchestra» et de I’Orchestre Symphonique
d’ Athénes (ville d’ Athénes). Il apparait réguliérement
avec 1’Opéra National Grec ainsi qu’avec I'Orchestre
et le Cheeur Symphoniques de la Radio Nationale
Grecque. 11 a dirigé le premier festival Helios — une
Célébration Carl Nielsen & Athénes et les Nikos Skal-
kottas Tage au Konzerthaus de Berlin. Il a donné la
création mondiale de plusieurs nouvelles ceuvres dont
la Symphonie no 1 de Lars Graugaard au Music Har-
vest Festival 3 Odense et ’opéra Les Possédés de
Haris Vrontos a I’Opéra National Grec.

11 a travaillé avec 1'Orchestre Symphonique de la
BBC, I'Orchestre Symphonique de Berlin, I’Orchestre
Philharmonique Arménien, I'Orchestre Symphonique
d’Aalborg, 1'Orchestre Symphonique d’Islande, 1’Or-
chestre Symphonique de Malmé, I’Orchestre du Centre
Bach de Moscou, 1'Orchestre Symphonique d’Odense,
I’Orchestre de Chambre Sérénade, I’Orchestre Sym-
phonique d’Erevan et I'Opéra du Bolshoi.

Sa série d’enregistrements en premiére mondiale
de musique symphonique de Skalkottas sur étiquette
BIS a été accueillie avec enthousiasme par la critique
internationale.
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Music by Nikos Skalkottas on BIS:

Orchestral Music

BIS-CD-904 ...... Violin Concerto; Seven Greek Dances for strings; Largo Sinfonico for orchestra
BIS-CD-954 ...... Double Bass Concerto; Three Greek Dances for strings; Mayday Spell, symphonic suite
BIS-CD-1014 ... .. Piano Concerto No. 1; The Maiden and Death, ballet suite; Ouvertiire Concertante
Chamber and Instr tal Music

BIS-CD-1024 .. ... Music for violin and piano: Sonatinas Nos. 1-4; Gavotte; Little Chorale and Fugue

March of the Little Soldiers; Menuetto Cantato; Nocturne; Rondo; Scherzo;
Sonata for solo violin

BIS-CD-1074 . .... String Quartet No. 3; String Quartet No. 4

BIS-CD-1124. .. ... String Quartet No. 1; 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 Klavierstiicke for piano; Four Ftudes for piano; Suite No. 1 for piano

BIS-CD-1204 .. ... Duo for violin & cello; Duo for violin & viola; Three Greek Folk-Song Arrangements for
violin & piano; Petite Suites Nos. 1 & 2 for violin & piano; Scherzo for 4 instruments;
Sonata for violin & piano
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