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Abstract

This thesis examines issues of cultural identity through Tsitsanis music. The focus is on issues of cultural fluidity and otherness. These theories interpret music from a cultural and political perspective by narrating a relationship between historical conjuncture and cultural identity formation.
 
The study shows modern Greece’s main cultural components and how these were reflected in Tsitsanis's work. I set three case studies in the center of my analysis to shed light on his musical innovations and the composer’s extended inclusivity and originality. The chosen songs are Witch of Africa, Cloudy Sunday, and Zaíra, and each of them has important novelties that contributed to the popularization of rembétiko and its swift from a marginalized genre to the most mainstream music style of after-war Greece. Therefore, this paper answers the question: “How can we understand the construction of a modern Greek cultural identity through an investigation of Tsitsanis’s work?”. 
 
Tsitsanis’s work was a complex, periodical, and continuous route between Greece’s most pivotal musical and cultural components; a dialectical play between East, West, and new sub-genres. Within this route, theories of cultural identity building and identity’s fluidity find implementation in Tsitsanis's work and evolution.











[bookmark: _Toc74610173]Preface

Growing up listening to Vasilis Tsitsanis’s melodies as a distant soundtrack at many social occasions in my life, I never paid close attention to his music. Listening to rembétiko and laikó music and rediscovering rembétiko some decades later, I was fascinated by its strong relation to Greece’s turbulent history, rich symbolism, and contribution to Greek cultural identity formation. The countless cultural influences that coexist in Tsitsanis sound, result from many ethnic and social mixtures, reveal valuable knowledge regarding after-war Greece’s cultural development. 

The number of primary sources for researching rembétiko seems vast. However, these sources are often written from the perspective of music enthusiasts and are inaccurate, with many misleading or missing dates and information. The complex social circumstances, war conflicts, societal pauperization, and potentially the limited interest of the previous generation scholars to academically research this genre and its representatives have left academic gaps for a new generation of young scholars to fill.

















“Because Tsitsanis is our future and our past” ~ Vasilis Vassilikos 
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Vasilis Tsitsanis (1915-1984) is considered one of modern Greece’s most influential composers, who refined and popularized rembétiko.[footnoteRef:1] This genre is primarily associated with modern Greek culture and recently recognized as Intangible Cultural Heritage by UNESCO.[footnoteRef:2] The current recognition that rembétiko has seems self-evident today. However, things were different during the twentieth century regarding its identity, role, and evolution. Tsitsanis started his career in the mid-30s. Until his death in 1984, he composed more than 570 songs.[footnoteRef:3] From the beginning of his recording career in 1936, he shaped rembétiko and progressively placed it at the centre of the musical activity of Greek society. His musical innovations added significantly to the formation of a new rembétiko style, and his work greatly influenced the next generation of composers and musicians. [1:  In this thesis, the singular type of rembétiko with this particular spelling will be used. Other ways of spelling are: rebetiko, rebetika, and rembetika.]  [2:  UNESCO, “Rebetiko”, https://bit.ly/2SmJFuF.]  [3:  Nikos Ordoulidis, “The Recording Career of Vasílis Tsitsánis (1936-1983). An Analysis on his Music and the Problems of Research into Greek Popular Music.” (PhD diss., The University of Leeds School of Music, 2012), Dinos Christianopoulos, Ανθολογία Τραγουδιών του Βασίλη Τσιτσάνη με Κριτικό Υπόμνημα [Anthology of Vasilis Tsitsanis’s Songs with a Critical Memorandum], (Thessaloniki: Ianos, 2009). ] 


With this thesis, I want to show Tsitsanis’s critical role in the formation of the after-war Greek cultural identity by including different musical aspects from several Greek musical traditions, such as the Piraeus and Smyrna-like rembétiko, Ionian kantadas, folk music features, the western-inspired Greek pop songs, and western harmony. By blending different musical elements, such as the rhythm, the makamat,[footnoteRef:4] the organology, and the lyrical subject matter, many different social groups related to his songs. The way he combined these elements made his sound distinguishable and unique while not deviating from the core elements of rembétiko.  [4:  Makamat consists of the system of melodic modes used in traditional Arabic music.] 


Tsitsanis’ s work was highly affected by the critical historical moments of the 1930s. The 4th of August Regime in 1936 banned rembétiko because of its Ottoman-like sound and its marginalized culture. These restrictions were a decisive turning point for both Tsitsanis and the genre’s development per se. At the same time, the beginning of the Greek discography and the monetization of rembétiko shaped the new era. Tsitsanis’s new aesthetical base, with bouzouki as the leading instrument, progressively turned rembétiko from a marginalized sub-culture of a closed community into a mainstream and highly accepted style, laikó. However, this transition was neither linear nor steady, as the analysis will discuss in the following chapters.

Recently the interest in Tsitsanis has been raised among scholars, and current studies cover specific musicological aspects of his work, such as makamology,[footnoteRef:5] and rhythmology.[footnoteRef:6]  The research on rembétiko, however, remains focused on sociological aspects with limited musicological analysis. No academic research has been yet done regarding the correlation between Tsitsanis’s work and cultural identity formation. With this thesis, I aim to associate these aspects and shed light on both social and musical perspectives while questioning why Tsitsanis’s music is strongly associated with the so-called “Greek” sound. Because the extended work of Tsitsanis reveals information not only concerning the music but also multifarious sociological aspects of Greek culture, with my analysis, I will attempt to answer the following question: “How can we understand the construction of a modern Greek cultural identity through an investigation of Tsitsanis’s work?”. [5:  Makamology is the musicological field that studies the use and the evolution of the makam.]  [6:  Anestis Barbatsis, The Early Work of Vasilis Tsitsanis, (Athens: Fagotto Books, 2016), 77-80.] 


In order to answer this question, I will critically review studies on the principles that formed the modern Greek identity of the twentieth century and the main musical and ethnical components of Tsitsanis’s historical background. Also, I will analyse three indicative songs “Witch of Africa”[footnoteRef:7] [Μάγισσα της Αραπιάς] (1940), “Cloudy Sunday” [Συννεφιασμένη Κυριακή] (1948), and Zaíra [Ζαΐρα] (1953), to show the contribution to the construction of Greek cultural identity through musical examples. Each of the chosen songs carries strong symbolism and is a typical example of Tsitsanis’s different compositional eras, including the main elements of rembétiko from its classical period. At the same time, they reflect significant changes in the genre (such as the westernization of harmony, change of subject matter, and organology), each unique. Their popularity and acceptance within new social and political circles made the songs important in Tsitsanis’s career. Additionally, these specific songs bridged very different cultures that have been intertwined in the Greek peninsula. Despite the impact that Tsitsanis had until the end of his career in the 1980s, this thesis will only focus on his first two decades since they were the most decisive in musical development and cultural identity building. Regarding my theoretical framework, I consult the work of Stuart Hall,[footnoteRef:8] Philip Bohlman,[footnoteRef:9] and John O’ Flynne[footnoteRef:10] on cultural identity shaping. As long as Tsisanis’s music is concerned, I refer to studies of Nikos Ordoulidis,[footnoteRef:11] Risto Pekka Penannen,[footnoteRef:12] Stathis Gauntlett,[footnoteRef:13] and Anestis Barbatsis.[footnoteRef:14] Concerning the Greek historical framework, I discuss the work of Antonis Liakos,[footnoteRef:15] Konstantinos Tsoukalas,[footnoteRef:16] George Kokkonis,[footnoteRef:17] and Dimitris Tziovas.[footnoteRef:18] [7:  All translations from Greek to English are made by the author unless it is mentioned differently. ]  [8:  Stuart Hall, “Who Needs Identity?” in Questions of Cultural Identity, ed. Paul Du Gay and Stuart Hall, 1-17, (Los Angeles: Sage, 2011), “Identity and Diaspora,” in Diaspora and Visual Culture: Representing Africans and Jews, ed. Nicholas Mirzoeff, 21-33, (London: Routledge, 2000).]  [9:  Philip V. Bohlman, “National Music,” in Music of European Nationalism: Cultural Identity and Modern History, ed. Philip V. Bohlman and Michael B. Bakan, 81-116, (Santa Barbara: ABC-CLIO, 2004).]  [10:  John O’ Flynn, “National Identity and Music in Transition: Issues of Authenticity in a Global Setting”, in Music, national identity and the politics of location. Between the global and the local, ed. Biddle, I. & Knights, V., 19-38, (England/USA: Ashgate, 2007).]  [11:  Nikos Ordoulidis, “The Greek Popular Modes,” British Postgraduate Musicology, 11, 1-18, (2011),
“Popular Musicology in Greece: The Case of Rembétiko and Laikó Musical Styles,” Lecture, February 5, 2013, The Athens Centre. Accessed May 17, 2021, https://bit.ly/2RRrCwn. 
Vasilis Tsitsani’s Recording Career (1936-1983), Analysis of his music and the problems in the research in Greek laikí music, (Thessaloniki: Ianos, 2014).]  [12:  Risto Pekka Pennanen, “The Nationalization of Ottoman Popular Music in Greece,” Ethnomusicology, University of Illinois Press, 48, no. 1 (Winter 2004): 1-25.  ]  [13:  Stathis Gauntlett, “Between Orientalism and Occidentalism: The Contribution of Asia Minor Refugees to Greek Popular Song, and Its Reception,” in Crossing the Aegean; An Appraisal of the 1923 Compulsory Population Exchange between Greece and Turkey, ed. Hirschon Renée, 247-260. (New York; Oxford: Berghahn Books, 2008).
“Mammon and the Greek Oriental Muse. Rebetika as a Marketing Construct,” Greek Research in Australia, (Flinders University: 179-194, 2005). ]  [14:  Barbatsis, The Early Work of Vasilis Tsitsanis, 2016.]  [15:  Antonis Liakos, The Greek 20th Century, (Athens: Polis Editions, 2019). ]  [16:  Constanine Tsoukalas, “European modernity and Greek National Identity,” Journal of Southern Europe and the Balkans, 1, no. 1 (1999): 7-14
Η Επινόηση της Ετερότητας: «Tαυτότητες» και Διαφορές στην Εποχή της Παγκοσμιοποίησης [The Inventions of Otherness; “Identities” and Differences in the time of Globalization], (Athens: Kastanionis, 2010).]  [17:  George Kokkonis, Λαϊκές Μουσικές Παραδόσεις: Λόγιες Αναγνώσεις - Λαϊκές Πραγματώσεις [Pop Music traditions; Intellectual Interpretations - Pop Realizations] (Athens: Fagotto Books, 2017). ]  [18:  Dimitris Tziovas, Ο Μύθος της Γενιάς του Τριάντα [The Myth of the 1930s Generation], (Athens: Polis, 2011), 
Οι Μεταµορφώσεις του Εθνισµού και το Ιδεολόγηµα της Ελληνικότητας του Μεσοπολέµου [The Transformations of Nationism and the Ideology of Greekness in the Inter-war], (Athens: Odysseas, 1989).] 
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[bookmark: _Toc74610176]1.1 The formation of modern Greek cultural identity 

Cultural identity is as migratory and mobile as the history of many cultures that coexist in a specific time and space. As Frith states, music seems to be a key to identify cultural identity because it offers a sense of both self and others, of the subjective in the collective. [footnoteRef:19] Also, music is a meaningful cultural aspect to consider when investigating the ongoing identification process.[footnoteRef:20] As Hall states: [19:  Simon Frith, “Music and Identity,” in Questions of Cultural Identity, ed. Paul Du Gay and Stuart Hall, (Los Angeles: Sage, 2011), 124-125.]  [20:  Idem] 


Cultural identity is a matter of ‘becoming’ as well as of ‘being’ […]. It is not something that already exists, transcending place, time, history, and culture. Cultural identities come from somewhere, have histories. But, like everything which is historical, they undergo constant transformation. Far from being eternally fixed in some essentialized past, they are subject to the continuous ‘play’ of history, culture, and power.[footnoteRef:21] [21:  Stuart Hall, “Cultural Identity and Diaspora,” in Ungoing Place A Geographical Reader, ed. by Linda McDowell, (London: Routledge, 2020), 23-24.] 


From this perspective, Tsitsanis incorporated the local musical and cultural traditions while introducing new musical elements in line with societal, cultural, political, and historical developments. More specifically, his work proves how inclusivity and otherness contributed to forming a new cultural identity, wide-shared among different societal, ethnic, and cultural groups. In this thesis, I attempt to address the primary factors that played a key role in this process.

As a precursor; it is necessary to briefly present the environment in which Greek cultural identity was developed and evolved around and after the modern Greek state establishment. The concept of the Greek nation was born during the Ottoman’s Empire ruling (1453-1821) and further shaped during and after the Greek Revolution in 1821.[footnoteRef:22] It was influenced by the ideals of the European Enlightenment, promoting the formation of a national state with well-defined territorial boundaries, sovereignty, administration, and a national economy based on European standards. Furthermore, considering the impending disintegration of the Ottoman Empire and the development of movements of radical nationalism in territories under Ottoman rule, many countries such as the United Kingdom, France, and Russia wanted to embody the modern Greek state under their sphere of influence. These diplomatic developments had a cultural imprint as well that impacted the musical development of twentieth-century Greece.[footnoteRef:23] In this context, the representatives of the Greek Enlightenment promoted the re-association with ancient Greek civilization and culture while they undermined the Byzantine era and its eastern past.[footnoteRef:24] The distinction from the Oriental “other”, together with the appropriation of the myth of an eternally superior and indigenous proto-European civilization, prevailed as the official national narration. The strong dipole between the Ottoman Empire and the European influence was a constant friction point during the nineteenth century. It remained pivotal regarding the formation of modern Greece’s cultural identity.[footnoteRef:25] [22:  Tsoukalas, “Η Επινόηση της Ετερότητας” [The Inventions of Otherness], 124-129, Anna Koumantaraki, “The Evolution of Greek National Identity,” Studies in Ethnicity and Nationalism, 2, no.2 (2002): 39-53. ]  [23:  Constantine Tsoukalas, “European Modernity and Greek National Identity,” Journal of Southern Europe and the Balkans, 1, no.1 (1999): 7-14. ]  [24:  Idem ]  [25:  Idem] 


As far as national and cultural identity framework is concerned, it is important to note that the historical conditions demand the emergence of different national narrations and, in many cases, even the invention of the idea of a nation.[footnoteRef:26] Usually, the ruling elite creates the idea of the nation and the national identity within an ostensibly continuous history.[footnoteRef:27] In the case of Greece, this approach appears to reflect the systematic effort of the economic, political, and intellectual elite to cultivate the idea of historical continuity from ancient to modern Greece,[footnoteRef:28] keeping apparent distances from both the Ottoman and the Byzantine eras. As Tsoukalas claims: “this dichotomy between East and West developed into the main cultural issue of modern Greece”, shaping the social and cultural experience of the Greek people, including artists and musicians. The prolonged Byzantine era, the four centuries of Ottoman ruling, the convergence with the European standards of the nineteenth century, and the countless local and different cultural idioms formed the cultural background on which Tsitsanis drew his inspiration. In line with this thinking, I detail how he incorporated aspects of Greek folk music with the aesthetics of rembétiko and the western chordal thinking, creating a new distinctive sound. [26:  Philip Bohlman, “The nation in Song,” in Narrating the Nation: Representations in History, Media and the Arts ed. Berger, Stefan, Eriksonas, Linas & Andrew Mycock (New York/Oxford: Berghahn Books): 250. ]  [27:  Benedikte Brinker, Jens Brincker, “Musical Constructions of Nationalism: A comparative study of Bartók and Stravinsky,” Nations & Nationalisms 10, no 4 (2004): 582-3. ]  [28:  Liakos, The Greek 20th Century, 523, Tsoukalas, “European Modernity and Greek National Idenity,” 13. ] 


As Hall mentions, “identities are produced in specific historical and institutional sites within discursive formations and practices by specific enunciative strategies. Moreover, they emerge within the play of specific modalities of power. Thus, they are more the product of the marking of difference and exclusion than the sign of an identical, naturally constituted unity.[footnoteRef:29] Above all, and directly contrary to the form they are constantly invoke, identities are constructed through the difference”.[footnoteRef:30] In this point of view, one may support that the cultural identity of Greece was also forged on the idea of exclusion. Thus, twentieth-century mainland Greeks did not seek to be considered an Ottoman Empire’s continuation, a European colony, a communistic land, or a Balkan territory.[footnoteRef:31] The forced effort of the ruling class to create a common identity for the Greek citizens was an attempt to find common ideological and cultural ground in the inhomogeneous ethnical collage of the new nation-state, which had not strong, if not at all, national awareness.[footnoteRef:32]  [29:  Stuart Hall, “Who Needs Identity?”, 4. ]  [30:  Idem]  [31:  Liakos, The Greek 20th Century, 591. ]  [32:  Dimitris Tziovas, Greek Modernism and Beyond, (Boston: Rowman & Littlefield Publishers, 1997), 43.] 


[bookmark: _Toc74610177]1.2 The 1930s movement  

The 1930s was a crucial decade for cultural shaping, and it is also the period wherein Tsitsanis composed a large body of work. The so-called “Movement of the ‘30s” had in its lines many intellectuals, mainly poets and novelists, who introduced modernity, aestheticized Hellonocentric opinions, and explored new ways in Greekness, which shaped a new national-oriented culture.[footnoteRef:33] Active members of the movement, including the poets and noble prize laureates Odysseas Elytis and George Seferis,[footnoteRef:34] formed a socio-political and cultural current, which reflected the contrarian synthesis between tradition, modernity, and the new Hellenism.[footnoteRef:35] According to the historian Dimitris Tziovas this period aestheticized the basic ideas of laikó, space, and history. It introduced a new idea of creative Hellenism that facilitated the dialogue between the present and the past and elaborated a two-way relationship with Europe. Tsitsanis was affected majorly by these new perspectives of cultural identity and the newly introduced ideas about modern Hellenism. He frequently talked about the new-pure Greek sound of his music and claimed that his commitment to composing was the elevation of the “Hellenic spirit”.[footnoteRef:36]  [33:  Idem ]  [34:  Nobel prize poet George Sephéris devoted a significant part of his work to the elucidation of what he refers to as the 'trans-historical continuous process of an undefined and undefinable Greekness. Also, Odysseus Elytis investigated the constant articulation between the land, the light, the names, and language. ]  [35:  Tziovas, Greek Modernism and Beyond, 51. ]  [36:  Nearchos Georgiadis, To Φαινόμενο Τσιτσάνης [Tsitsanis the Phenomenon], (Athens: Synchroni Epochi, 2001), 63-70.] 


[bookmark: _Toc74610178]1.3 The 4th of August Regime 

The 4th of August Regime was a dictatorial government under the leadership of General Ioannis Metaxás from 1936 to 1941. Metaxás proclaimed the Regime as the beginning of the “Third Greek Civilization”, aiming to create culturally and racially pure Greeks.[footnoteRef:37] According to him, the First Greek Civilization corresponded in the era of ancient Greek city-states, while the Second to the Byzantine Empire.[footnoteRef:38] During his totalitarian administration, the state had a mission to erase cultural characteristics that reminded society’s connection with the Ottoman Empire.[footnoteRef:39] In this context, Metaxás tried to impose an ethnic and cultural purity based on their nationalistic ideals and selective application of European models through mimicry.[footnoteRef:40] The Regime tried to foist the European classical music, dances, and entertainment, enforce westernization and forbid all cultural aspects of the eastern culture.[footnoteRef:41] In 1937, the dictatorial government banned rebétiko and applied censorship in all artistic genres, aiming to redirect the Greek aesthetics and establish a “pure and clean” Hellenic identity.[footnoteRef:42] In the eyes of the state officials, rembétiko songs were identified with the social margin that lacked the “superior morality” of the “nationally-thinking” Greeks.[footnoteRef:43] Therefore, the spread of their ideologies and way of life had to stop. Both the authorities and the media argued that rembétiko had catastrophic effects on the youth.[footnoteRef:44] The music genre was also stigmatized and charged with disturbing social order and propagation of subversive theories. This aggressive criticism was made from a nationalistic, moralistic, and religionist perspective.[footnoteRef:45] [37:  Risto Pekka Penannen, “Greek music policy under the dictatorship of General Ioannis Metaxas (1936-1941).” Grapta Poikila I, (2003): 103-130.]  [38:  Irene Loutzaki, “Folk Dance in Political Rhythms,” Yearbook for Traditional Music, 33 (2001): 127-137.]  [39:  Pennanen, “Greek Music Policy,” 130.]  [40:  Loutzaki, “Folk Dance in Political Rhythms,” 127-137.]  [41:  Ide]  [42:  Liakos, The Greek 20th Century, 520-530. ]  [43:  Koumantaraki, “The Evolution of Greek National Identity,” 40-42. ]  [44:  Kostas Vlisidis, Για μια Βιβλιογραφία του Ρεμπέτικου [For a Bibliography of Rembétiko], (Athens: Ekdoseis tou Eikostou, 2002), 220-225. ]  [45:  Idem] 


In this period, Greece legitimized its borders during a multivariant identity crisis and preoccupation in terms of introducing the “correct way” about how the people must experience the culture.[footnoteRef:46] Avi Mizrahi claims that in the cases in which the national culture is not “concrete”, the state organism may interfere with the natural process of culture and try to shape the national culture with restrictive methods.[footnoteRef:47] This concept finds application in Greece, where a large part of the elite agreed with Metaxa’s dictatorship decision of banning rembétiko and forcing censorship in artistic creation. The opinion of famous writer and journalist Zacharias Papantoniou expressed publicly on amanés is indicative: “people who assign to these un-harmonical melodies the narration of their hardships is, as they say in Europe, sub-cultural people”.[footnoteRef:48] Also, Sofia Spanoudi, a famous music journalist and critic of the time, passionately abhorred rembétiko: “rembétes drug the art of sound at the dirtiest levels of carnal pollution”.[footnoteRef:49] Even the Communist Party of Greece [KKE] renounced the music genre, characterised the audience as “people of the knife and the decadence”, and accused them of lack of class awareness.[footnoteRef:50] Since the Party perceived rembétiko as a danger for the principles and ideas of communism asked its members to smash hashish dens (tekédes), the gathering places of rembétes.  [46:  Avi Mizrahi, “Constructing the ‘Other’ in Musical Policies: Comparative Analysis of Folk Music in Turkey and Rebetika in Greece (1920-1950)”, in It’s Not All Black and White: Perspectives on Otherness, ed. Nika Škof and Tadej Pirc, (Slovenia: A Priori, 2013), 289.]  [47:  Idem]  [48:  Vlisidis, Για μια Βιβλιογραφία του Ρεμπέτικου [For a Bibliography of Rembétiko], 240. ]  [49:  Dimitris Tziovas, The Transformation of Nationalism and the Ideology of Greekness in the Inter-war [](Athens: Odysseas, 2006), 150-152.]  [50:  According to intellectuals, popular music was expected to express the deeper social needs, feelings, and hopes of the militant proletarians and the virtuous “inner self” of the nation. In this way, the nostalgic attitude towards the romanticized traditions of the nation overlapped with the political goal of creating a noble type of popular song with a social content that bespoke the valour of the proletariat. ] 


[bookmark: _Toc74610179]1.4 Greece’s main musical components

Aiming to map the musical origins of Tsitsanis and investigate his catalytic musical elaboration and contribution to the after-war musical identity of Greece, a brief presentation of the distinct musical genres of his period is necessary. Following its turbulent history, the Greek musical identity of the twentieth century was mainly formed around four axes; 

1. mainland and insular folk music (dimotiká),
2. Byzantine-church music and its orthodox hymns,
3. European art music of the twentieth century,
4. urban folk music (rembétiko).[footnoteRef:51] [51:  Labros Liavas, Το Ελληνικό Τραγούδι από το 1821 μέχρι τη Δεκαετία του 1950 [The Greek Song from 1821 until the 1950s], (Athens: The Commercial Bank of Greece, 2009), 340, Ordoulidis “The Recording Career of Vasílis Tsitsánis (1936-1983),” 257-25. ] 


The end of the Greek War of Independence of 1821 against the Ottoman Empire found Greece without a common musical culture and educational system.[footnoteRef:52] The main musical stimuli came from the religious hymns of the Orthodox church and dimotiká (folk music), both monophonic and modal, created by closed rural or island societies based on oral traditions. The basic organology consisted of clarinets, tambourines, zurnas, bagpipes, davuls, laouto, violins, and lyres. Regarding the rhythm, a variety of them has been recorded related to the regional characteristics. These local musical idioms had a strong interaction with the urban folk music of the twentieth century with regards to the lyrical subject matter and the lyrical form. From the 1950s and on, the rural and the urban folk music started to interact more evidently due to the fast urbanization.[footnoteRef:53] [52:  Tziovas, Οι Μεταµορφώσεις [The Transformation], 150-152, Kaiti Romanou, Έντεχνη Ελληνική Μουσική στους Νεότερους Χρόνουs [Greek Art Music in the Modern Times], (Athens: Koultoura Publications, 2006), 79-82. ]  [53:  Liavas, The Greek Song from 1821 until the 1950s [The Greek Song from 1821 until the 1950s], 340, Romanou, Greek Art Music in the Modern Times [Greek Art Music in the Modern Times], 94. ] 

At the Ionian islands, the western part of the country, a distinct music genre developed since the late eighteenth century.[footnoteRef:54] The Ionian Islands, which were under Venetian rule before their union with Greece in 1864, were significantly influenced by neighbouring Italy, developing a western music tradition (operas, melodramas, and kantáda[footnoteRef:55]), that strongly resembled European serenade. Many Philharmonic Societies also founded and organized music education syllabus according to Italian standards.[footnoteRef:56] Following kantáda style, in Trikala (Tstitsanis’s hometown) and Athens, a similar musical orchestra was formed, mantolinada. It consisted only of mandolins which played on western harmony songs whose lyrical subject matter was love. Mantolinades became very popular in Trikala, and was one of his childhood musical experiences. During the same period (1900-1930), pop music and operettas thrived in the upper class at every large Greek city.[footnoteRef:57] This music type, called “light music” [ελαφρά μουσική], was influenced by the European style and the tango dance.[footnoteRef:58] It was mainly played for the local and foreign aristocrats. From the 1930s and on, some kantádas were also composed by rembétes. As analysed in the next chapter, Tsitsanis composed many of those during Metaxás’s dictatorship. [54:  Romanou, Greek Art Music in the Modern Times [Greek Art Music in the Modern Times], 57.]  [55:  Kantáda is a type of serenade in 2/4 that was played with guitars and mandolins. It had love lyrics and wad played at nights under the balconies of the girls.  ]  [56:  Romanou, Greek Art Music in the Modern Times [Greek Art Music in the Modern Times], 254.]  [57:  Idem ]  [58:  The Greek version of light music mainly includes tango dance and waltz. With regards to the music’s content, it is better described as pop music. Its main influences were Italian and French songs, as well as other types of dances like rumba, samba, and fox-trot. Jazz orchestras were also starting to appearing at the luxurious night-clubs of Athens. The lyrics were primarily about love and entertainment.] 


[bookmark: _Toc74610180]1.5 Vasilis Tsitsanis’s Background

In 1900, Tsitsanis’s family moved to Trikala, liberated from the Ottoman ruling only nineteen years ago (in 1881). Although the area was Greek territory, many Ottomans remained in the city, coexisting with the local Greek, Jewish, and Romany communities.[footnoteRef:59] Because of its liberation and its financial growth at the beginning of the twentieth century, Trikala attracted many Egyptians, Romanians, Russians, Frenches, and Constantinopolitan wealthy Greeks who enhanced the city’s plurality.[footnoteRef:60] As a result, Trikala gained a dense and diverse musical activity, including Ottoman like café-amans, western-style conservatories, choirs, and bands. In 1908, the first bands of mandolins (mandolinadas) were formed. Having its reference to the music style developed in the Ionian islands, they became very popular among all social strata.[footnoteRef:61]  [59:  Barbatsis, The Early Work of Vasilis Tsitsanis, 29-35. ]  [60:  Idem ]  [61:  Idem ] 


According to Tsitsanis’s testimonies, his father was also a mandolin player who performed and sang dimotiká songs.[footnoteRef:62] In the 1920s, he converted his mandolin into a bouzouki. However, he forbade his children to play the bouzouki because of its bad reputation. In its place, Tsitsanis was given violin lessons and received western music education from an Italian tutor, familiarizing himself with western harmony and orchestration. From his early steps, he composed two- and three-voice harmonies, and he was the first to introduce the 7th and the diminished chord in his songs. After his father’s death, he started playing the bouzouki, and by the age of nineteen, he had composed forty songs. All compositions were influenced by the above-mentioned musical styles and traditions, especially the classical style of rembétiko included.[footnoteRef:63] From the local press's historical articles, it is known that Markos Vamvakaris’s[footnoteRef:64] fame had reached Trikala, gaining great popularity at the local cafés and music taverns.[footnoteRef:65] Finally, when Tsitsanis moved to Athens to study Law (1936), he was already an experienced bouzouki player and composer, having in his artistic “suitcase” many musical and cultural experiences.  [62:  Kostas Chatzidoulis, Βασίλης Τσιτσάνης: Η Ζωή μου το Έργο μου [Vasilis Tsitsanis My Life My Work], (Athens: Nefeli, 1980), 30-32. ]  [63:  Liavas, The Greek Song from 1821 until the 1950s [The Greek Song from 1821 until the 1950s], 342.]  [64:  Markos Vamvakaris was the most famous and influential rembétiko composer that is characterized among the genre’s affcionados as the “King of rembétiko”.]  [65:  Georgiadis, Το Φαινόμενο Τσιτσάνης [The Tsitsanis Phenomenon], 88.] 


All those mentioned above political, social, and artistic environments were Tsitsanis cultural and music background, which, as I will examine in more detail in the next chapter, affected his style and aesthetics. 





[bookmark: _Toc74610181]2. Witch of Africa: to the West through the East

Occupation. On a bare and icy road with only lighting the cold face of the moon, we are walking with a friend. A thin but penetrating bouzouki sound is reflected -also- from the asphalt and follows us step-by-step. My friend tries to explain the sense of escape and the intense obsession with this mood that the Witch of Africa’s four notes hold.[footnoteRef:66] ~ Manos Hadjidakis, 1949.  [66:  Quotation from Manos Hadjidakis’s pro rembétiko lecture in 1949, https://bit.ly/3gqpkfQ. ] 


Witch of Africa, also known as Arapiá - a slang word for Africa and people of colour, is one of the ninety-six Tsitsanis’s pre-war compositions. It was recorded a few days before the beginning of WWII in Greece and the closure of the record companies. The song is one of the most famous Greek songs, performed and repeatedly recorded by many artists in the last sixty years. Among them, the famous Greek art and symphonic composers Nikos Skalkottas and Manos Hadjidakis. It is characterized as a rembétiko kantada, a hybrid sub-genre established by Tsitsanis, by combing elements from the classical period of rembétiko with western components, initially introduced by the Ionian School. The lead singer is the famous Asia Minor musician Stelios Pagioumtzis, a member of the Piraeus Compania[footnoteRef:67] and, according to Tsitsanis’s interviews, one of the most precious singers who interpreted more than 120 songs of his.[footnoteRef:68]  [67:  In 1933 in Pireaus, Georgos Batis, Stratos Pagioumtzis, Anestis Delias, and Markos Vamvakaris founded the very first rembétiko band with the nickname “The Great Quartet of Piraeus”.]  [68:  Georgiadis, Το Φαινόμενο Τσιτσάνης [The Tsitsanis Phenomenon], 74. ] 

[bookmark: _Toc74289797]
[bookmark: _Toc74610182]2.1 Musical analysis

	Released year
	1940
	
	Rhythm
	Hasapiko (2/4)

	Tonality
	Harmonic minor (A or Bb)
	
	Instruments
	Guitar, bouzouki, baglamas, & voice



[bookmark: _Toc74610183]2.1.1 Tonality & Form
The song is characterized as a rembétiko kantada, a hybrid sub-genre established by Tsitsanis, by combing elements from the classical period of rembétiko (i.e., Piraeus Compania and Markos Vamvakaris) with western components, initially introduced by the Ionian School. As it is heard from the original recording, the song is composed in Bb minor. However, knowing that this is a problematic tonality for both bouzouki and baglamas, and keeping in mind that the old vinyl recording technology transposed the original tonality by some semitones, I assume the original scale is A harmonic minor (Aeolian ♯7). The extended use of the harmonic minor scale, combined with a vertical harmonization which refers to the Western tonal system, states that the composer’s musical syntax has been adapted to the Europeanised environment.[footnoteRef:69] We do not know if Tsitsanis’s choice to include more western scales was for purely artistic reasons or the result of the restrictions imposed by Metaxa’s Regime. Nevertheless, both musicians and audience were familiar with the harmonic minor sound, so the combination of its melodic development with the westernized chords should have been a smooth transition. As the below graph depicts[footnoteRef:70], major and minor scales were the most used tonalities of Tsitsanis’s first period, unlike the Piraeus Compania that the majority of the modes used were of Ottoman-Arabic origins with depressing mood.[footnoteRef:71] [69:  Risto Pekka Pennanen, “The Development of Chordal Harmony in Greek Rebetika & Laika Music, 1930s to 1960s,” British Journal of Ethnomusicology, 6 (1997): 111. ]  [70:  All the graphs and data collection were made by the author.]  [71:  Pennanen, “The Development”, 115.] 



Graph 1: Modes and scaled used by Tsitsanis during 1936-1940

The form consists of an introduction and a one-theme melody repeated three times with different lyrics (figure 1).

	A
(orchestral introduction)
	B
(couplé)
	A
	B
	A
	B
	A



Figure 1: Form of Witch of Africa

The introduction constitutes a relatively large part of the song and is the first-ever recorded introduction of a rembétiko song with two parts. Tsitsanis was the first to develop the first melody like an in his own words - “warm-up” that prepares the listener for the melody that follows. In the first four bars, the melody is developed with an arpeggio-like melodic motion. At the four next, the melody is repeated almost identical but this time starting from the fourth grade, D. The harmonic centre then is shifted to the IV with the following chordal progression that finally leads to a perfect cadence: 

IV – V – V – I – IV – V – V – [I – V – I]

Summing up, the detailed morphological analysis of the introduction is:

	A
	A’
	B
	B’


Figure 3: Form of Witch of Africa introduction

The fast [I – V – I] cadence at the end of the phrases is excessively typical for the harmonization of the classical period of rembétiko. It should be noted that the orchestral introduction existed in rembétiko before Tsitsanis, but Witch of Africa’s introduction is the most harmonically rich and well-engineered in the recording history of rembétiko. Moreover, the use of the V7 that is played by the bouzouki at the strong beat of the bar is also of great harmonic importance. According to my study, no other rembétiko composer has used the 7th before him. Finally, after the V7, a chromatic motion at the melodic line follows, still a very rare element for this genre of music.

[image: ]
Figure 4: V7 & perfect cadence

Until that period, the refrain has not been established yet; therefore, the lyrics are repeated on the same melody. This form coincides with the Vamvakaris style and the Piraeus Compania, whose songs were also monothematic. Furthermore, the tonality is the A minor harmonic; however, the melody goes to the A natural in the refrain. The melody passes through both G# and G natural (dominant), and the harmony stays for long on the C major chord (third grade). Hence, a sense of major tonality is created. The use of major scales was infrequent by classical rembétes because their uplifting mood did not fit their general temperament.[footnoteRef:72] Tsitsanis, on the other hand, systematically tried to alter the genre’s depressing temper by often using major scales. The melody of the singing voice moves only from B to D (a minor third interval). The art composers praised this simplicity, as we will see later on.   [72:  Liavas, Το Ελληνικό Τραγούδια από το 1821 έως τη Δεκαετία του 1950 [The Greek Song from 1821 until the 1950s], 139-145. ] 


[image: ]
Figure 5:Witch of Africa’s melodic line

[bookmark: _Toc74610184]2.1.2 Orchestration
The orchestration consists of bouzouki, guitar, and baglamas, which is typical for Piraeus rembétiko from 1920-1940. As the below graph demonstrates, this was the typical orchestration of Tsitsanis during that period consisting the 84% of his songs. In the graphs, I compare Vamvakaris with Tsitsanis’s orchestration from the beginnings of their recording career in 1932 and 1936 respectively. Because Vamvakaris was the most famous and influential rembétis[footnoteRef:73] before Tsitsanis, this comparison takes place in order to show the relation between Tsitsanis and rembétiko music. [73:  Rembétis is a musician who performs rembétiko music and he is associated with a low-life lifestyle.] 


Graph 2: Orchestration in Tsitsanis’s pre-war recordings (1936-1940)



Graph 3: Orchestration in Vamvakaris’s pre-war recordings (1932-1940)

As it is observed, Tsitsanis used all the string rembétiko instruments (guitar, baglamas, and the three-cord bouzouki) while rejecting the percussion (zills and potirakia[footnoteRef:74]). However, this observation cannot ascertain that it was Tsitsanis’s choice not to include percussions or again, it was the Regime’s abhorrence for percussions’ oriental-resembling sound. The graph also indicates that bouzouki played a leading role for both composers but it was used more in Tsitsanis’s recordings. On the other hand, baglamas was present in every Vamvakaris’s recording. [74:  Zills, potirákia (small alcohol glasses), and rosaries were the main objects that were used as percussions during the classical period of rembétiko. Usually, the singer was playing them while singing, creating a very penetrating and characteristic sound.] 


[bookmark: _Toc74610185]2.1.3 Rhythm
The song’s rhythm is named hasapiko (figure 6), is considered a rhythmic pattern strongly associated with rembétiko, and the majority of Tsitsanis’s songs are composed on it.  

[image: ]
Figure 6: Hasapiko rhythm

The following graph shows in absolute numbers the rhythms used in the ninety-six Tsitsanis compositions that were recorded between 1936-1940. As it is seen, almost half (47 or 49%) of his pre-war compositions are on hasapiko. At the beginning of his career, Tsitsanis followed the footsteps of Vamvakaris and Piraeus Compania, also setting the rhythmic pattern of hasapiko at the centre of his songs.[footnoteRef:75] Because of the rhythm’s “neutrality” and its frequent usage at the light music songs too, it had lower chances of being banned from censorship that did not want to promote rhythms like karsilamas or zeibekiko that had stronger connections with Asia Minor and Ottoman music. [75:  Out of the 147 Vamvakaris’s recorded songs, 76 of them are on hasapiko and 67 on zeibekiko. Only two of his songs do not follow this rhythm, and that is when the song is a long, free solo. ] 



Graph 4: Frequency of rhythms used by Tsitsanis (1936-1940)
[bookmark: _Toc74610186]2.2 Rembétiko Kantada
Witch of Africa is one of the most representative compositions of Tsitsanis. On the one hand, it is based on the rebetika form. But, on the other hand, it contains important innovations that have contributed decisively to forming the modern Greek cultural identity. One of them is to incorporate music elements used in kantada; the western music genre initially developed in the Ionian islands. As discussed in Chapter 1, Tsitsanis received western music education, while many orchestras used to perform kantáda in his hometown, Trikala. For this reason, he was able to combine this kind of elements with the organology and aesthetics of rembétiko. In particular, the blend of the western harmonization of the Ionian style music, the subject matter with hasapiko rhythm and rembétiko orchestration, formed a new hybrid sub-genre that it is safe to argue that established by Tsitsanis.[footnoteRef:76] Hybridity contributes to an understanding of the mixed cultural phenomena. Attention is paid to the unequal distribution of power around cultural contacts and how the objects, values, and cultural institutions are transformed.[footnoteRef:77] However, the striking point in the rembétiko kantada is that instead of the common power relations between cultures when hybrid styles are created, there is natural osmosis between the musical components. Furthermore, the social interaction among the musicians increased due to the fast urbanization and mobility of the time, resulted in osmosis between Greece’s diverse cultural components. [76:  Georgiadis, Το Φαινόμενο Τσιτσάνης [The Tsitsanis Phenomenon], 15-27.]  [77:  Hans Peter Hahn, “Circulating Objects and the Power of Hybridization as a localizing Strategy,” in
Conceptualizing Cultural Hybridization: A Transdisciplinary Approach, ed. Philipp Wolfang Stockhammer (Springer, 2012), 27.] 

During Metaxa’s dictatorship, many rebetiko kantada were recorded. Possibly because of their western-like sound and rhythm, which did not resemble Ottoman music. Consequently, Tsitsanis managed to record many famous compositions despite rembétiko’s banning. Nevertheless, the dictatorship had no intention of creating a new hybrid musical genre, but a less Ottoman-based popular music in line with the standards of the cultural identity envisaged.[footnoteRef:78] Tsitsanis adapted very well to this context and claimed that censorship helped rembétiko to refine itself. Tsitsanis’s own words at an interview at the National Television in 1972: “During Metaxa’s dictatorship I composed My Lady, Witch of Africa, and many more kantada, nice kantada. The censorship did not harm the music […]. Amanés-like melodies and weeping notes were rejected. The result of this practice was that our laiká songs started to sound Greek and sophisticated.” Finally, and in line with Penannen’s belief, the selection process of the music is of particular interest in understanding national culture-building; what is left out, disregarded, or ignored is as important as what is included in national music.[footnoteRef:79] Through Witch of Africa’s popularity, it becomes clearer that the otherness defines the identity while the multi-collectiveness opens new horizons. In this perspective, Tsitsanis tries to establish a separating line between the Greek and the Ottoman music culture while the entrance of more western-like elements alters rembétiko’s sound. [78:  Tziovas, Greek Modernism and Beyond, 102-105, Barbatsis, The Early Work of Vasilis Tsitsanis, 90.]  [79:  Pennanen, “The Nationalization of Ottoman Popular Music in Greece,” 14. ] 


2.3 Witch of Africa as a Reference Point

Through Witch of Africa, rembétiko’s wide acceptance and establishment began. It is the first Greek song arranged by symphonic composers and publicly praised by art-music composers and intellectuals. The arrangement happened soon after the song’s release, in 1944 by the famous Greek, twelve-note system composer Nikos Scalkottas (1904-1949). Scalkottas had a long history of composing symphonic pieces influenced by Greek traditional music and wished to be established as a modern National composer.[footnoteRef:80] The use of Witch of Arabia’s theme in Scalkotas’s piece “Concert for 2 Violins” is the first arrangement of a rembétiko song. The above choice derives from the political ideas of Scalkottas that symphonic music should be part of the people’s culture. [80:  George, Zervos, Nikos Scaltottas and the European Tradition of the Early 20th Century, (Athens: Greek Musicological Publications 2, 2001), 107-110. ] 

In 1949, Witch of Africa was publicly praised for its archaic simplicity and beauty at the first pro rembétiko lecture by the famous symphonic Greek composer Manos Hadjidakis. In the same year, the Civil War officially came to an end. Therefore, a 13-year period of conflict and extreme hardships was finally over, and Greece started to slowly financially and socially recover. Thus, the historical conjuncture of the lecture had both symbolic and applied importance. Scholars consider this lecture as the beginning of rembétiko’s vast popularization[footnoteRef:81] and the association of rembétiko with “Greekness.”[footnoteRef:82] Hadjidakis characteristically said:  [81:  Nikos Ordoulidis, Musical Nationalism, Despotism, and Scholarly Interventions in Greek Popular Music, (New York: Bloomsbury, 2021), 52.  ]  [82:  Idem] 

Everything in rembétiko is given with cleanness, simplicity, and an internal strength that resembles the Greek tragedy, the apogee of Greekness. […] I do not think that snobbism against rembétiko should be an obstacle for looking closely at its worth and to love the truth it encloses. These songs are so close to us, and to a great extend, ours that I think we do not have anything else left today to claim the same.[footnoteRef:83] [83:  Manos Hadjidakis’s lecture on rembétiko, https://bit.ly/3xg803W.] 

Despite its ostensibly nationalist tone, the whole lecture should be judged according to its historical framework. At that time, rembétes still carried a tremendous social stigma, and society was struggling to overcome its National Division between the conservatives and the communists. Therefore, a common ground was seemed to be crucial for social cohesion. Hadjidakis tried to limit the significant societal and ideological gaps and find through music a common ground. The swift towards rembétiko’s attitude is also shown from Sofía Spanoudi’s laudatory article about Tsitsanis published in 1951.[footnoteRef:84] “Listening to Tsitsanis was a revelation for me. I have to dedicate this article to him as an honest apology for what I had stated in the past against rembétiko. Rembétiko is a noteworthy genre, full of artistic substance […]. Tsitsanis is a genius folk composer, and even the most shielded listener disarms in front of his exceptional personality. In his music, the Byzantine sounds are hidden and presented to us through his inexhaustible talent”.[footnoteRef:85] As Ordoulidis also notices: “Spanoúdi became, after once being a strong opponent of rembétiko, a great Tsitsanis’s fan.”[footnoteRef:86] Along the same lines, the momentously symphonic art composer Mikis Theodorakis stated that he wants to be considered a humble student of Tsitsanis.[footnoteRef:87]  [84:  Sofía Spanoudi (1879-1952) was a famous music critic, journalist and classical pianist. ]  [85:  Ardin, 24 August 2011, https://ardin-rixi.gr/archives/216614. ]  [86:  Ordoulidis, Vasilis Tsitsanis Recording Career (1936-1983), 97.  ]  [87:  Thanassis Yioglou, Ogdoo.gr, 1 August, 2011, https://bit.ly/3iCYJih.] 

After Hadjidakis’s lecture, it seems that people were less afraid to defend rembétiko, or the social conjuncture allowed them to see it from a new perspective. This symbolic yet essential encounter signals important changes in the way rembétiko was conceived, and it connected the seemingly different musical genres. Thus, Witch of Africa becomes the symbolic starting point for rembétiko’s acceptance and Tsitsanis’s establishment.
















[bookmark: _Toc74610187]3. Cloudy Sunday: A New National Anthem
Cloudy Sunday [Συννεφιασμένη Κυριακή] released in August 1948 and it is one of the most famous songs of Tsitsanis, characterized as “the second National Anthem”.[footnoteRef:88] He inspired the song during the period of Occupation, imprinting the darkness and gloom of the time. Prodromos Tsaousakis [Πρόδρομος Τσαουσάκης] is the lead singer. He was an Ottoman-Greek amateur musician who migrated to Thessaloniki in 1922 from Istanbul. Tsitsanis’s at an interview, said about him: “I will now say a few words about Prodromos Tsaousakis. His thunderous rembétiki voice. He sang more than 150 songs of mine. Almost all became hits […] He is the after-war giant of laikó songs, and he is my discovery.”[footnoteRef:89] Sotiria Bellou [Σωτηρία Μπέλλου], the second voice was another amateur singer that was also discovered and promoted by Tsitsanis. Her voice is strongly associated with rembétiko and laikó music and is considered one of the twentieth century’s most influential female Greek singers.[footnoteRef:90] The song was rearranged many times by Tsitsanis, and every arrangement was more complex than the previous, with more instruments and more complicated orchestration. This fact reveals Tsitsanis’s tendency to constantly evolve, pulling with him the entire musical environment of the period. The song must have had great success in society before its release in 1948 because it immediately became a huge selling success.[footnoteRef:91] Indicating its success are the countless covers in the following years by Tsitsanis himself and the most popular laiko singers of the time, such as the arrangement with the famous singers Marika Ninou[footnoteRef:92] and Stelios Kazantzidis.[footnoteRef:93] Manos Hajdidakis also arranged the song in 1951 with a pioneering solo piano arrangement, which also advocates the permeability the song had in the music circles. [footnoteRef:94] The song itself as a cultural product reflects the fluidity of the identification and the relevance of musical importance in correlation with its epoch and its historical developments.[footnoteRef:95] Therefore, Cloudy Sunday may seem morphologically simple compared to other Tsitsanis’s songs of the same period, but this is because the gravity was shifted to the permeability of the lyrical context.  [88:  Among many similar statements, Vassilikos, a composer of electronic music, supports that “Cloudy Sunday” should be the National Anthem of Greece following Ireland’s anthem “Sunday, Bloody Sunday,” a worldwide famous song by the rock band U2.]  [89:  Vaggelis Arnaoutakis, Vasilis Tsitsanis and Prodromos Tsaousakis - Their Collaboration and their Songs, accessed 25 November, 2011, Ogdoo.gr: https://bit.ly/3q14DM5.]  [90:  Liavas, Το Ελληνικό Τραγούδια από το 1821 έως τη Δεκαετία του 1950 [The Greek Song from 1821 until the 1950s], 260-266. ]  [91:  Ordoulidis, The Recording Career of Vasílis Tsitsánis (1936-1983),” 120-122.]  [92:  Marika Ninou was a very famous Greek-Armenian singer whose family came to Athens from Smyrna in 1922 as refugees. She was Tsitsanis’s lead singer from 1949 to 1953. She sang many of his hit songs and as a duet they have enormous fame.  ]  [93:  Stelios Kazantzidis (1931-2001) was an idol laikó singer with Pontian and Asia Minor roots who sang many of Tsitsanis’s zeibekiko songs.]  [94: ]  [95:       Jhon O’ Flynn, “National identity and music in transition: Issues of authenticity in a global setting,” in Music, National Identity and the Politics of Location. Between the Global and the Local, (England/USA: Ashgate, 2007), 25.] 

[bookmark: _Toc74610188]3.1 Musical analysis

	Released Year
	1948
	
	Rhythm
	New Zeibekiko 

	Tonality
	D major
	
	Instruments
	Guitar, 2 bouzoukis, 2 voices




[bookmark: _Toc74610189]3.1.1 Rhythm & Tonality 

The rhythm in Cloudy Sunday is zeibekiko (see figure 8), the most commonly used rhythm in Tsitsanis’s compositions from the after-war period. Zeibekiko as rhythm and dance has been highly associated with laikó music, and the Greek music cultural identity Tsitsanis innovation here is that he uses the new zeibekiko. The difference between the old and the new is that the former starts with a crotchet note while the second starts with a quaver. This different beginning creates a unique mood. The old zeibekiko is “heavier” and was largely used by the rembétes of the classical period. The new one creates a more uplifting beat and was used a lot in Tsitsanis’s songs until it replaced old zeibekiko. Tsitsanis’s in an interview with Vasilis Christodoulou, stated that the difference between the way that he handled zeibekiko was the slower in tempo. By combing the new zeibekiko with a slow tempo, he claimed that he managed to create songs that would last in time and reveal the beauty of the melody more easily.[footnoteRef:96] The following figures demonstrate the differences between the old and new zeibekiko: [96:  Chatzidoulis, Βασίλης Τσιτσάνης: Η ζωή μου, το Έργο μου [Vasilis Tsitsanis; My Life, My Work], 33-34.  ] 



[image: ]
Figure 7: Old zeibekiko rhythm

[image: ]
Figure 8: New zeibekiko rhythm

Zeibekiko was usually combined with minor scales or makams. However, despite its depressing subject matter, the song is composed on a major scale, namely the D major. This unusual combination -the zeibekiko with a major scale- is one of Tsitsanis’s innovations that added to the broadening of the genre’s aesthetic.

[bookmark: _Toc74610190]3.1.2 Orchestration
Orchestration consists of two bouzoukis, a guitar, and two voices, unlike the pre-war fashion when baglamas was the most frequently used instrument. This fact reflects Tsitsanis’s intention to replace the baglamas with bouzouki progressively. In Cloudy Sunday, the two bouzoukis play two-voice harmony (the second voice is a third higher) in specific parts of the song. This is an important musical development that influenced the next generation of musicians and composers.[footnoteRef:97] Indeed, this dual bouzouki employment was established in the rembétiko orchestra from the late 1940s and on, creating a new, more harmonically rich sound.[footnoteRef:98] Some short but very characteristic bouzouki patterns are played in Cloudy Sunday (figure 9 & 10) that other players and composers later used as bridges between the parts. [97:  Vasilis Tsitsanis - Time Machine, YouTube, April 12, 2012, https://youtu.be/ariqmWN_8c8, Tribute to Vasilis Tsitsanis, Hellenic Broadcasting Corporation, 1984, https://youtu.be/vktcNhfTZqc. ]  [98:  When there was not a second bouzouki available in the recording sessions, Tsitsanis used to play himself both the first and the second line, creating a sense of polyphony. ] 


[image: ]
Figure 9: Cloudy Sunday - characteristic bouzouki phrase 1 

[image: ]
Figure 10: Cloudy Sunday - characteristic bouzouki phrase 2

[bookmark: _Toc74610191]3.1.3 Form
The song’s form is relatively simple and has only one melody. This melody is played by one bouzouki and then repeated by the singers three times with different lyrics, without noticeable melodic or harmonic changes. Between the couplés, there is an orchestral repetition of the theme. The three couplés have different lyrics, and the second phrase is doubled for emphasis like a question and answer between the male and female voice. The female voice sings one octave higher at these moments, which creates a sense of polyphony with the lead singer.

	orchestral A
	A
(first couplé)
	orchestral A
	A
(second couplé)

	
	
	
	

	orchestral A
	A
(third couplé)
	orchestral A
	orchestral A



Figure 11: Form of Cloudy Sunday

Finally, it is interesting to observe the very characteristic perfect cadence at the end of every line [D-G-A-D], which shows the familiarization of Tsitsanis with western harmony and its eagerness to incorporate it in his compositions. 



[bookmark: _Toc74610192]3.1.4 Lyrics
The lyrics are a key element for the song’s success.[footnoteRef:99] During and after the war, Tsitsanis composed many anti-war songs, Cloudy Sunday being the most popular. Its lyrics talk about the tragedy of the war allegorically to avoid censorship.[footnoteRef:100] According to my interpretation, Sunday implies Greece, and despite the song’s intense content, its way of expression leaves space for different interpretations. Therefore, all people from different political ideologies could relate.  [99:  Kostsa Bliakas, Ethnos, 11 August 2020, https://bit.ly/3gihm9C. ]  [100:  Chatzidoulis, Βασίλης Τσιτσάνης: Η ζωή μου, το Έργο μου [Vasilis Tsitsanis; My Life, My Work], 23-25.] 


	English Lyrics
	Greek Lyrics 

	
Cloudy Sunday
you look like my heart

That is always cloudy - cloudy
Oh God oh God and Holly Mary

You are a day like the one
I lost my joy

Sunday Cloudy
you break my heart

When I see you rainy
I cannot find peace

You make my life black - my life
And I heavily sign
	
Συννεφιασμένη Κυριακή
μοιάζεις με την καρδιά μου

Που έχει πάντα συννεφιά - συννεφιά
Χριστέ και Πα-, Χριστέ και Παναγιά μου

Είσαι μια μέρα σαν και αυτή
που ‘χασα τη χαρά μου

Συννεφιασμένη Κυριακή
ματώνεις την καρδιά μου

Όταν σε βλέπω βροχερή
στιγμή δεν ησυχάζω

Μαύρη μου κάνεις τη ζωή - τη ζωή
Και βαριανά- και βαριαναστενάζω




Tsitsanis in an interview at the magazine “Epikaira”, in 1972:

I remember that Germans had blocked us, in an underground tavern from the previous night and nobody knew who would leave that place alive. They forced me to play until the morning. In the dawn, they let us leave. Outside, the snow was covered with thick red blood. In the penumbra, I saw a dead young man. I returned home and composed the song. Its first title was Bloody Sunday but this title would not pass.[footnoteRef:101]  [101:  Dimitris Maniatis, “Ta Nea”, accessed 11 August, 2011, https://bit.ly/3gk3kEF. ] 


Many scholars claim that because of these anti-war and political songs of his, by the end of the decade, communists, strong opponents of rembétiko until recently, finally embraced Tsitsanis and rembétiko music.[footnoteRef:102] Even though he was taking a Tsitsanis rejected the attachment to the traumatic past and the discourse of pain and articulated a message of patience, courage, and hope that could be seen from different political perspectives and make him popular with socialists, communists, a-political, and more conservative citizens as well.[footnoteRef:103] This was a fundamental change for rembétiko that made it more popular with the people.   [102:  Zaimakis Yiannis, “Forbidden Fruits and the Communist Paradise: Marxist Thinking on Greekness and Class in Rebetika,” (Music and Politics, IV 2010): 2- 25. ]  [103:  Idem] 


[bookmark: _Toc74610193]3.2 The establishment of Laikó
During the 1940s, Tsitsanis composed many of his most emblematic songs, usually written in metaphorical language to avoid censorship. These songs talked about the misery caused by the war and the impoverishment. The vast majority of those songs were on the zeibekiko rhythm and had simple form and orchestration. Cloudy Sunday is a song with these features and is characterized as laikó. The difference between rembétiko and laikó is primarily referring to the music’s purpose rather than its musical characteristics. It is necessary to clarify that, unlike the term rembétiko, laikó does not only describe a musical genre but is used as a quality that defines any piece of art made for and by the people. Within the word “laikó”, a subtle reference to the middle and working-class is hidden. It operates as a characterization that describes the nature of the object and includes a sense of class identification, setting social and financial boundaries. Therefore, it is crucial to understand why Tsitsanis wanted to be considered as laikós artist instead of rembétis. By establishing this term for himself, he wished to clarify that his music is not for the closed and marginalized community of the rembétes and their “low” quality lifestyle. In contrast, his music addresses the whole society. In all his interviews, Tsitsanis pointed out that he is a laikó composer with very little in common with rembétiko musicians. However, the musical analysis contradicts his statements, but the societal reasons behind his tactic can be understood. 

As far as musical elements are concerted, the two genres share many common characteristics, explaining the difficulty in categorization. Rembétiko music is characterized by low-life subject matters usually inspired by the life in the prisons and the lifestyle of mágkes.[footnoteRef:104] Rembétes were a closed community with no interest in interacting with society.[footnoteRef:105] Therefore, the term rembétiko has been mainly associated, primarily until WWII,[footnoteRef:106] with the lumpen-proletarians.[footnoteRef:107] At that time, rembétes and refugees were a marginalized part of the society whose music was considered sub-cultural and “low”- quality. It is worth mentioning that the first time that this term (rembétiko) was officially used was on the record labels from recordings by the Ottoman Greeks in Istanbul and Smyrna and by the Greek immigrants in America, outside the Greek territories.[footnoteRef:108] The term rebetika was embraced when it was safe to do so and when rembétes were not at risk to call themselves as such.[footnoteRef:109] Supposing the perception of the genre reflects what society every time needs to think of itself, rembétiko was established only when it was believed that the homogeneity, stability, or identity of society was not at risk.[footnoteRef:110]  [104:  Mangas (pl. manges) refers to the style, the concept of manhood, and the worldview of the “bohemian vagrants, petty criminals, addicts, and unemployed or underemployed ‘street people’” who were associated with rebetiko. ]  [105:  Stathis Damianakos, Η Κοινωνιολογία του Ρεμπέτικου [Sociology of Rembétiko], (Athens: Plethron, 2001), 206-2019.]  [106:  The term rembétiko dominated against others, such as: koutsavátika karipika, mágkika, or hashiklidika (hashish songs), and prevailed the term Smyrnéika.]  [107:  Lumpen-proletariat is a German term first coined by Karl Marx and Friedrich Engels to describe the segments of the working class that would never achieve class consciousness, and was therefore an obstacle to the class struggle toward the revolutionary transformation of society. The term was widely used by left-wing intellectuals to describe the marginalized communities which were associated with rembétiko. ]  [108:  Gauntlett, “Mammon”, 189. ]  [109:  An important study on the issue of terminology carried out by Michael, providing an analytical archive of the contradicting references to laiká and rembétiko in the Greek newspapers of the time. It also depicts the role of the press in the clarification of the terms and the symbolism that the terms carried. Along the same lines, the role of the political background of the authors was crucial since the terms changed meaning according to the presenter's ideology. ]  [110:  Despina Michael, “Tsitsanis and the Birth of New Laikó Tragoudi,” Modern Greek Studies 4, (1996): 55-96. ] 


Tsistanis, especially at the beginning of his career, used many elements of rembétiko, although he declaratively denied these rembétiko influences at a series of interviews and articles.  This wish of his to be established as a laikó composer demonstrates his effort in his music to have a more powerful impact on the working and middle class and not only within the rembétiko circles.  A series of songs that he composed during and after WWII that had social subject matters and anti-war content became the vehicle for the transition from rembétiko to laikó. 

The extended ambiguity regarding the terms rembétiko, laikó, and urban folk is reflected in the ongoing debate among scholars.[footnoteRef:111] According to Sarah Weiss, the terms used to categorize the musical genres are also employed to categorize the musicians. Therefore, the terms frequently suggest evaluative hierarchies and boundaries. Once terms like traditional, folk, peasant, or high art and names of specific sub-styles exist within a given society, they are rarely used without implying value or hierarchy.[footnoteRef:112]  [111:  Ordoulidis, “The Recording Career of Vasílis Tsitsánis (1936-1983),”34. ]  [112:  Sarah Weiss, “Listening to the World but Hearing Ourselves: Hybridity and Perceptions of Authenticity in World Music.” Ethnomusicology 58, no. 3 (2014): 506–25. 
] 


Summarizing the above observations, Cloudy Sunday combines core elements of both rembétiko style and musical innovations that laikó composers later adopted. Its simple form, orchestration, and Tsaousakis’s vocal aesthetic are influenced by rembétiko. At the same time, the new zeibekiko rhythm, the lyrical subject matter, the chordal progression, and the two-voice melodic movements of the bouzouki are elements that developed the genre and Tsitsanis’s acceptance.






















[bookmark: _Toc74289802][bookmark: _Toc74610194]4. Zaíra: Orientalism, De-stigmatization, and Commercialization 

Zaíra was released in 1953 and had great commercial success.[footnoteRef:113] I chose this specific song out of the 225 he composed between 1949 and 1955 due to the introduced novel and critical musical elements. Also, for its massive commercial success and influence among audience and musicians. Many scholars have characterized this period as the apogee of Tsitsanis’s compositional era.[footnoteRef:114] At the same time, the final swift from rembétiko to laikó takes place.[footnoteRef:115] Zaíra is part of a collection of songs with some common and newly introduced characteristics that played a significant role in Tsitsanis’s further recognition and impact. These songs were known as “oriental” and were all composed in modal scales and Latin-American rhythms, such as bolero and bayó. [113:  Ordoulidis, “The Recording Career of Vasílis Tsitsánis (1936-1983),” 274. ]  [114:  Dinos Christianopoulos, Ανθολογία Τραγουδιών του Βασίλη Τσιτσάνη με Κριτικό Υπόμνημα [Anthology of Vasilis Tsitsanis’s Songs with a Critical Memorandum], (Thessaloniki: Ianos, 2009) 50.]  [115:  Ordoulidis, “The Recording Career of Vasílis Tsitsánis (1936-1983),” 320-341, Risto Pekka Pennanen, “The Nationalization of Ottoman Popular Music in Greece”, 48, Spyros Delegos, “Modality vs Chordal Harmony”, (2021): 327-353, Panagiotis Kounadis, Εις Ανάμνησίν Στιγμών Ελκυστικών Κείμενα Γύρω από το Ρεμπέτικο [In Memory of Attractive Moments Texts about Rembétiko], (Athens: Katarti, 2003), 500-520.  ] 


The lead singer is Marika Ninou, a famous Greek-Armenian artist whose family came to Athens from Smyrna during the refugee crisis of 1922. She used to be Tsitsanis’s lead singer from 1949 to 1953, singing many of his hit songs and gaining great popularity and recognizability as a duet.[footnoteRef:116]  [116:  Liavas, Το Ελληνικό Τραγούδια από το 1821 έως τη Δεκαετία του 1950 [The Greek Song from 1821 until the 1950s], 320-325.] 


[bookmark: _Toc74610195]4.1 Musical analysis 

	Released year
	1953
	
	Rhythm
	bolero 

	Tonality
	Hijaz from B
	
	Instruments
	guitar, bouzoukis, clarinet, accordion, percussion, voice & choir




[bookmark: _Toc74610196]4.1.1 Tonality & Form
The song is written in hijaz (altered Phrygian), one of the most characteristic Arabic and Ottoman music modes. As illustrated in figure 7, unlike the major/minor scales, the distance in hijaz between the second and the third grade is a tritone. This specific interval characterizes the melodic line of Zaíra, while the chords most frequently used are the I, IV, VII, which are generally the most typical for hijaz. This fact confirms that Tsitsanis used the scale with both its usual melodic and harmonic character.

[image: ]
Figure 12: Hijaz mode

Regarding the form of the song, there is an improvisation intro, three different melodic parts, and a twice repeated refrain. In particular, the addition of refrain is a significant expressive element, which was established in laikó music by Tsitsanis.[footnoteRef:117] These parts are mixed up in various vocal, orchestral, or chordal combinations, indicating a more complex composing pattern than those applied in the previous case studies. [117:  Ordoulidis “The Recording Career of Vasílis Tsitsánis (1936-1983)”, 257-259, Risto Peka Pennanen, “The Development of Chordal Harmony in Greek Rebetika and Laika Music, 1930s to 1960s.” British Journal of Ethnomusicology, no.6 (1997): 100-116.] 
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Figure 13: Form of Zaíra

In more detail, the refrain is divided into three equally long sub-parts that also include a choral part. All these parts are played with repetition, in the form of question and answer, where the lead singer sings first, and the men’s choir responds on the same melody and lyrics. This novelty spotlights the female singing and places it in the central role, prevailing until today in current popular orchestrations and stage arrangements. 

The song starts with a solo clarinet. Until that time, the clarinet was only used in the folk pentatonic music of Epirus, the northwest region of Greece, where clarinets were the primary instrument. Tsitsanis treats the instrument in a different way, using it only in the introduction and not throughout the song. In addition, the clarinet in Zaira is tuned in Bb, following the typical western tuning and not in A, as it was used in traditional songs. According to his recordings, from 1947 and on, he composed various songs that included the clarinet, indicating his effort to expand the rembétiko orchestra and its timbre by using symphonic wind instruments.

Zaíra’s orchestration, apart from the clarinet, guitar, bouzoukis, percussion, voice, and choir, includes an accordion as well. The accordionist Vaggelio Margaroni is the first female musician in a laikó orchestra. From 1949, Margaroni accompanied with accordion or piano all Tsitsanis songs both at the recordings and the live performances. His choice to set the piano and the accordion at the centre of this orchestration was a key element towards the further westernization of the harmony and change of the orchestra’s sound. One more critical point is the second bouzouki’s melodic movement. As we already saw in the previous case study, he had progressively replaced baglamas with a second bouzouki. The innovation here is that the second bouzouki constantly plays a second voice. Therefore, an orchestral two-voice polyphony is always present. This harmonic movement is unprecedented in rembétiko and a pivotal moment for the development of the genre. These actions enlarged laikó and broadened the rembétiko orchestra, expanding the genre’s borders.


[bookmark: _Toc74610197]4.1.2 Rhythm 
Zaíra is composed in the 4/4 bolero rhythm. Despite its apparent similarity with the Latin-American rhythmic pattern, the song was characterized by Tsitsanis as “oriental” or “Arabic tsifteteli”. This created the misleading sense that his songs written in bolero, Cuban rumba, and bayo were Arabic-oriented (figures 14 & 15).

[image: ]
                                                                            Figure 14: Bolero rhythm

[image: ]
Figure 15: Bayo rhythm
This incorrect naming is present in the original 78rpm records’ printed labels (figure 16). It is not known how Tsitsanis familiarized himself with these rhythms, but interestingly, when he used these types of rhythms, the lyrics had references to Arabic countries and used Arabic expressions. Zaíra is a typical example of the above. 
[image: ]
Figure 16: Original labels of 78rpm records - “Arabic tsifteteli” and “Oriental”
The following graph depicts in absolute numbers the rhythms used in his compositions from the period 1946 to 1955.

Graph 5: The Rhythms in Tsitsanis compositions – 1946 -1955
During this period, Tsitsanis composed 233 songs, 13 of them composed on bolero. This number might seem minor; however, the songs’ popularity, their numerous re-arrangements, and their commercial success played a crucial role in forming a new laikó style. In turn, this originality influenced many composers and musicians.[footnoteRef:118] Indicatively, Strátos Samiotis, a professional percussionist of the next generation of musicians, said that this specific rhythm immediately brings Tsitsánis to mind.[footnoteRef:119] In any case, and despite the importance of oriental songs, the dominant rhythmic pattern was zeibekiko, as I discussed in the previous case study. [118:  This information was given to the author orally by professional laikó musicians. ]  [119:  Ordoulidis, “The Recording Career of Vasílis Tsitsánis (1936-1983),” 222.] 


Zaira’s rhythmic pattern is emphasized by percussion, but the bad quality of the vinyl complicates the exact identification of the instrument used. However, it is assumed to be bongos, an instrument of Latin American origins which had never been used in rembétiko or laikó before. In general, the use of percussions had been limited during the previous period. This was probably because of its Ottoman resembling. From this period and on, Tsitsanis re-introduced them and incorporated them into laikó, linking the old and modern types of urban folk music.

[bookmark: _Toc74610198]4.1.3 Lyrics
The lyrics of the song advocate Tsitsanis’s tendency to re-introduce the “oriental” in rembetika. According to Holst-Warhaft, Zaíra belongs to a group of songs that employ the orient as a metaphor for the exotic, usually the erotic exotic.[footnoteRef:120] Indeed, the lyrics are about a beautiful sweet girl who is a slave of an Indian Maharaja. Tsitsanis, speaking in the first person, expresses his jealously and declares his intention to steal her from his arms, even if he needs to tear down castles. The lyrics are half in Greek - half in Arabic, repeating in the refrain the phrase: “Oh, my love, oh, my night‎”. [120:  Gail Holst-Warhaft, “The Tame Sow and the Wild Boar,” in Songs of the Minotaur. Hybridity and Popular Music in the Era of Globalization: A comparative analysis of Rebetika, Tango, Rai, Flamenco, Sardana, and English urban folk, ed. Gerhard Steingress (Münster: Lit Verlag, 2002): 21-49.  ] 





	English
	Greek

	
Yalaoumpi yalaoumpi ya yahabibi ya (2x)

Zaira I will come and steal you one night
from the arms of maharajah
I'm fading out from the lust when I feel you with someone else
ah my sweet Zaira

Yaleleli yaleleleli yaleleli ooh
I'm fading out from the lust when I feel you with someone else
ah my sweet Zaira

Zaira you're shining like a star in Egypt
you set me on fire, I can't stand it anymore
I will destroy castles but I won't leave you
slave of maharajah

Yaleleli yaleleleli yaleleli ooh
I will destroy castles but I won't leave you
slave of maharajah

Yalaoubi yalaoubi gel ya habibi ya (2x)

	
Γιαλαούμπι γιαλαούμπι γιελ για χαμπίμπι για (2x)

Ζαΐρα θα ‘ρθω να σε κλέψω κάποια βραδιά
απ’ την αγκαλιά του μαχαραγιά
σβήνω απ’ τον πόθο μ’ άλλον σαν σε νιώθω
αχ Ζαΐρα μου γλυκιά

Γιαλελέλι γιαλελελελι γιαλελέλι ωωω
σβήνω απ’ τον πόθο μ’ άλλον σαν σε νιώθω
αχ Ζαΐρα μου γλυκιά

Ζαΐρα λάμπεις σαν αστέρι στην αραπιά
μ’ άναψες φωτιά δεν αντέχω πια
κάστρα θα γκρεμίσω μα δε θα σ’ αφήσω
σκλάβα του μαχαραγιά

Γιαλελέλι γιαλελελελι γιαλελέλι ωωω
κάστρα θα γκρεμίσω μα δε θα σ’ αφήσω
σκλάβα του μαχαραγιά

Γιαλαούμπι γιαλαούμπι γιελ για χαμπίμπι για (2x)

	*Zaíra: an Arabic name meaning the “shining star”




It is interesting that after fifteen years from Metaxas’s censorship (1936), the most popular and commercially successful songs included Arabic words and were composed in Ottoman-Arabic modes. Despite the Regime’s systematic effort to prohibit any reference to the Eastern culture, many oriental elements were re-introduced in both the melody and lyrics. However, these elements were introduced at a distance from the older encounters and public debate of the 1920s, 1930s, and even 1940s. In 1950s, the national homogeneity seemed more rigid, and the cultural identity was less threatened by exogenous factors.[footnoteRef:121] This trend, whose foremost exponent is Tsitsanis, affected the next generations of musicians (i.e., Manolis Hiotis, Apostolos Kaldaras) and the sensory criteria of the audience significantly. [121:  Idem] 


[bookmark: _Toc74610199]4.2 New Social Conditions

Zaíra is a song that was composed under different societal conditions compared to the previous two case studies. The 1950s was a period characterized by fast-growing industrialization and urbanization, which led to creating a new social class, the petty-bourgeois.[footnoteRef:122] This new social group became the new and dynamic audience of Tsitsanis, which facilitated the popularization of the genre. The petty-bourgeois progressively constituted the most significant part of his audience at his live performances. This group was the one that had the financial power to influence trends and directions of the record companies. After WWII (in 1946), the record companies started re-releasing rembétiko with great commercial success. Tsitsanis’s records were the most profitable among all musical genres.[footnoteRef:123] From the 1950s and on, rembétiko’s releases depended on public demand.[footnoteRef:124] Creativity was not the only driving force anymore, and the fans, who progressively became clients, co-modulated the musical production.[footnoteRef:125]    [122:  Liakos, Ο Ελληνικός 20ος Αιώνας, [Τhe Greek 20th Century], 450. ]  [123:  Chatzidoulis, Βασίλης Τσιτσάνης: Η Ζωή μου το Έργο μου [Vasilis Tsitsanis My Life My Work], 35-40.]  [124:  Gauntlett, “Mamon” 190.]  [125:  Gauntlett, “Mamon”, 192.] 


It was the time when the new oriental-style rembétiko flourished. Apart from Zaira, Tsitsanis recorded from 1948 to 1959 many exotic orient songs (e.g., Slaves of the Pasha, Arabic Flower, and Giul Bahar). Orientalism in Tsitsanis’s work is an important topic, which goes beyond the scope of this study. However, it is important to mention that the musical elements he introduced in melody and lyrics were original and vital regarding their influence on laikó. Through these songs, laikó became more inclusive and added new aspects to the development of the Greek musical identity. 

Zaíra was composed under a social conjuncture of prosperity and a generalized mood to optimism. It combines many pioneering elements and combinations of cultures and techniques, and it shows why Tsitsanis brought a revolution in popular music. As Gauntlett claims: “Tsitsanis earned his place in the history of rebetiko as the great ‘popularizer’ by writing verses on erotic rather than low-life themes in a more lyrical style than his predecessors, by creating more elaborate compositional structures based on the Western tonal system rather than the Eastern makam principle, and by using a refined playing technique on the bouzouki - as a man who, in his own words, ‘wrote such music and lyrics as to bring about a real revolution that the whole Greece warmly welcomed.”[footnoteRef:126]    [126:  Chatzidoulis, Βασίλης Τσιτσάνης: Η Ζωή μου, το Έργο μου [Vasilis Tsitsanis My Life My Work], 120.] 






































[bookmark: _Toc74610200]Conclusion

In this thesis, I examined Vasilis Tsitsanis’s contribution to modern Greece’s cultural identity via his songs’ permeability in different social groups before and after WWII. His musical innovations, alongside his intention for social and cultural inclusivity, resulted in broadening and popularization of the Greek urban folk music. Specifically, incorporating elements from various music environments (western harmony, eastern music, rembétiko, and rural folk music) allowed him to format the new Greek sound, known as laíko. During this process, he also formed new sub-genres, such as rebetiko kantada and the oriental rembétiko, while expanding the lyrics’ subject matter, providing a more diverse character to the period’ songs.

Since the pliability of music allows various narratives depending on the social conjuncture, different versions of representation were asserted at different historical moments.[footnoteRef:127] Each case study from three different compositional periods revealed the divergent paths of history that shaped the Greek cultural identity. The various developments in Tsitsanis’s work within a concise period, highlighted cultural identity’s fast mobility. Thereafter, this study confirms the theory that cultural identity is not static and that identification is a complex and multi-dimensional process. [127:  Frith, “Music and Identity,” 125. ] 


Through my analysis, I presented that Tsitsanis’s compositions developed on a complex journey with a periodical route, a dialectical synthesis of East, West, and novelty. Westernization and orientalization were often simultaneously present in the same song (as discussed in the cases of Witch of Africa and Zaíra), creating new styles and establishing new aesthetics. Tsitsanis transformed the oriental cultural and artistic languages into his original style. The dipole West and East was the main axes during laikó’s evolution. The use of the characteristic mode hijaz with the inventive combination of Latin rhythms and folk instruments was a typical example of his originality and inclusivity that, by blending ostensibly opposite musical traditions, shed light on the interconnection of Greece’s musical components. Through the fact that a more oriental rembétiko appeared in the 1950s, showed that music “defines a space without boundaries,” and “musical identity knows no final destination.”[footnoteRef:128] [128:  Idem] 

Furthermore, Tsitsanis’s tactic to promote and to collaborate with Greek musicians and singers of different backgrounds and origins, such as Prodromos Tsaousakis, Marika Ninou, Sotiria Bellou, and Stelios Pagioumtzis, played a role towards his extended inclusivity and versatility. This tactic increased the influence he had within different political and societal groups. As discussed in Witch of Africa, his musical innovations were appreciated by musicians and critics of all genres. This fact led to the acceptance of rembétiko as a common point of cultural identity among the people who shared the same time and space. In the same context, Cloudy Sunday’s fame indicated that the evolution of Greek popular music should be seen as parallel with the development of a new society and its social conditions. Political and social developments affected qualitative and quantitative musical changes, reflected in Tsitsanis’s songs, and contributed to the embracement of rembétiko to the working and middle classes. Tsitsanis’s mentioned above intentions are reflected in the below statement:

I played for everybody, the poor and the rich. I played for all Greeks, their complex temper and their hardships […]. I did not neglect anything in my songs. My imagination hovered everywhere, I wrote songs for Greece, for freedom, for poverty, for pain, for injustice, for hope. I wrote, oh I wrote so many songs for the woman, for emigration, for the working class, for the mother, for the unsatisfied.”[footnoteRef:129] [129:  YouYube, “Tsitsanis Talks,” https://youtu.be/cqGDlgbuuqI. ] 


In line with Frith’s ideas, the experience of identity described both a social progress, a form of interaction, and an aesthetic process.[footnoteRef:130] In Cloudy Sunday’s case, music, as an aesthetic practice, articulated an understanding of both group relations and individuality on the basis of which ethical codes and social ideologies were understood.   [130:  Frith, “Music and Identity,” 110-111.] 


Finally, one of his primary innovations that defined modern Greece’s cultural identity was Tsitsanis's decision to set the bouzouki in the center of compositions, stabilizing it as the main instrument of modern Greek urban folk music. Even though this thesis did not focus on the detailed technical matters regarding the evolution of bouzouki and Tsitsanis’s contribution to this, it became clear that his techniques were a breaking point for laikó’s development. His diligent work on form-building, the melodic developments, and the polyphonic use of the instrument were imitated by the bouzouki players of the time. Also, his music constituted the melodic basis of laiko and a reference point for Greek music overall.[footnoteRef:131] Hence, Tsitsanis’s fame and success seem to justify Georiadis’s statement: “Tsitsanis is simultaneously a European, an Orientalist, a Balkan, and a Middle Eastern, marking through his work all four points of the Hellenistic horizon.”[footnoteRef:132] [131:  Liavas, Το Ελληνικό Τραγούδι, από το 1821 έως τη Δεκαετία του 1950 [The Greek Folk Song from 1821 to 1950], 365.  ]  [132:  Georgiadis, Το Φαινόμενο Τσιτσάνης [Tsitsanis the Phenomenon], 8. ] 

Further Research 
This thesis focused on three songs from the first fifteen years of Tsitsanis’s career. Numerous other important compositions would reveal important musicological aspects of the social changes and Tsitsanis’s influence from the 1960s and onward. Also, Tsitsanis lyrics is a vast yet unexplored field that can reveal critical sociological observations. Finally, since identity is not an open-ended question and requires a constant redefinition, his influence on twenty-first-century artists is a large field that leaves space for further research and analysis regarding his contribution to forming the modern Greek cultural identity.
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Minor, major 	&	 suz'nak	Hijaz 	&	 hijazkar	Ushaq	Rast, segah, nihavend, huzam 	63	14	11	8	


Bouzouki, guitar 	&	 baglamas	bouzouki(s) 	&	 guitar	other	0.84	0.11	0.05	


Bouzouki, guitar, baglamas 	&	 percussion 	Baglamas, guitar 	&	 percussion	other	0.67	0.24	0.1	


Kalamatiano	Syrto	Hasaposerviko	Zeibekiko	Hasapiko	2	3	6	38	47	


Kalamatianos	Karsilamas	Syrtos (3/4)	Mixed	Syrto (2/4)	Oriental	Hasaposerviko	Hasapiko	Zeibekiko	1	1	1	2	5	13	24	43	144	
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