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INTRODUCTION
e Phanariot songs or Phanariotika comprise an idiosyncratic Greek art
repertoire which first appeared and took its shape in the course of about
100 years, from late 18th to late 19th century. The Phanariotika were
named after Phanarion (®avapiov), the Greek elite district in Istanbul, where
the Phanariotes used to live. Phanariotes were members of the upper-class,
who used to be involved with the commerce in Central Europe and Russia as
well as occupy important positions in the Ottoman Empire administration
thanks to their multilingualism and high education. Apart from the main
center, i.e. Phanarion, Phanariotes were also widespread in many towns along-
side Danube, for instance Bucharest, lasi, and Vienna, as well as fairly popular
in Smyrna and a few towns in West Macedonia (Kastoria, Siatista, loannina
etc.) (Frantzis 1993: 11-18; Sofianos 1997: 43-51; Kalaitzidis 2012: 182).

The birth of this repertoire coincides with the influence of French
Enlightenment, the improvement of the living conditions of the populations
living in the Ottoman Empire in the 18th century, especially after Russia
reclaimed its rights in the area, and the formation of a Modern Greek iden-
tity. After the Greek revolution in 1821 and the birth of the Greek state, the
cultural central point would gradually be relocated from Istanbul to Athens.

This paper has been presented at the International Medieval Congress of Institute
for Medieval Studies, July 2013, University of Leeds.
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Thus, the Phanariotika genre vanished, since a considerable amount of the
Constantinopolitan intelligentsia moved to Athens, and the environment of
Istanbul became adverse towards the Greek culture — and remained so for at
least a few decades, until Hatt-1 Hiimdayun (Ottoman Reform Edict) in 1856.

The main sources for the study of Phanariotika are the manuscripts and
the printed editions in Byzantine semiography (Parasémantiké) after 1830.
Among the musical manuscripts, the most outstanding one is the collec-
tion Melpomené by Niképhoros Kantouniarés (MS Vatopediou 1428, written
between 1818-1820) and a manuscript written by Petros Peloponnésios that is
found in the Romanian Academy Library, Bucharest (BARB 927) (Plemmenos
2001; Kalaitzidis 2012: 52, 151, 245).

Among the printed editions, the most important ones are the books
Euterpé (Fokaeus 1830) and Pandora (Fokaeus 1843). The lyrics with their
music of more than 400 Phanariot songs and the names more than 30 com-
posers have survived to date in several manuscripts, the so-called Mismayes or
collections of lyrics (Kalaitzidis 2012: 247; Frantzis 1993: 17-23). Among the
editions that concern poetic texts, the most profound ones are 7o gyoleiov twv
veedikarwv gpootav [School of Tender / Delicate Loves] by Rigas Velestinlis-
Feraios (Velestinlis-Feraios 1790), Epwtog amoteAéouaro [Effects of Love]
by Anonymous (written probably by Rigas too or perhaps by his friend,
loannis Karatzas) (Anonymous 1792), the collections Avpixd [Lyrics] by
Athanasios Christopoulos (Christopoulos 1811) and Aidpopo. nBixd kot aoteia
atyovpynipote [Various Moral and Funny Lyrics] by Zissis Daoutis (Daoutis
1818), etc. A last shine of Phanariotika are the songs by Elias Tantalidis
(Tantalidis 1876-1878) and the publication of some songs in Sigalas’ Zviloyn
EOvikaov Aoudrav [Collection of National Songs] (Sigalas 1880).!

By studying the musical characteristics of this repertoire in parallel with
relevant literary texts and pictorial sources of that era, we can make infer-
ences about its role in the entertainment.

Themes

If we assessed the Phanariot poetry, we would say that it is mediocre, or even,
sometimes, really bad. Skarlatos Vyzantios in mid 19th century says: “each
[poem] is more disgusting than the other”.? However, considering the spread of

1 For details, see also Frantzis 1993: 23-32.

2 Vyzantios Skarlatos writes in mid 19th century: “TIocov ¢ Babéwg eloeydpnoev
TOVPKIKN YADOGA €15 TV EAANVIKIV QOIVETOL LAMOTO K TOV TOUUATMV TV TPO EKATOV
XpOvVaeV dtakekpipévov ev 1o Pavapin tomtdv, tov Kdieoylov, tov Apayopavakn,
oV Appdion Zaov, Tov [petoyditov lakovpdkn, tov Aopmadapiov [T€Tpov kTh. Exw
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the manuscripts Mismayes and of some musical codices or printed editions, their
popularity lasted for a whole century.® The theme of the love song is dominant.
Poems about how troublesome situations of life are perceived from a philosoph-
ical point of view are a very beloved theme as well. Of course, there are satiric
songs that undoubtedly lead to cheerfulness and, also, songs that extol wine and
intoxication. Special cases of a popular repertoire were the patriotic and rebel-
lious songs, which played an inspiring role in the rebellion (Frantzis 1993: 17).

MUSICAL CHARACTERISTICS. MUSICAL ANALYSIS

Nearly every metric model can be found in the Greek Démotic Song. However,
sometimes we notice copies from French poetic metres or self-same themes
(Baud-Bovy 2007: 55-60).*

Phanariot songs are clearly modal. They obey the style dictated by the
Byzantine échos (plural échoi), or the makams (maqam, plural magamat) to such
a large extent that they were given the name Psaltotragouda (i.e. psaltic songs
or Songs of the Chanters), despite the influence by the European major and
minor scales being evident. One element of the analysis is the use of a broadly
common terminology of makams and usuls. Among the échoi, the dominant
and most popular ones are fourth plagal and varys of Acem Asirdan makam,
because they have correspondents in the European system. For instance, as

VIOYV OV TOANLOV TVOL LETEHOVAV, TEPIEYOVTO VITEP TO. SLOKOGLO TOVTMV AGLOTO, TO
€v andéotepov tov GAAov. Emedn opmg évia €€ avtdv dev eivon movtdmacty dpopo
xép1rog... ag pnv mapagevevdmaotv ot véol pog momrtai edv Tvd €€ aLTOV oVTLYPAO®
evtavba” [How deep the Turkish language has permeated Greek notably becomes
obvious in the poems of the distinguished poets from Phanari, from a hundred years
ago; Kalfoglu, Dragomanakis, Armasis Saul, Protopsaltés Jakumakis, Lampadarios
Petros, etc. [ am aware of an old mecmua which includes more than two hundred such
songs, each one of them being more disgusting than the other. For some of them are
not completely deprived of grace, though, let our contemporary poets not be taken by
surprise if I copied some of these poems here] (see Skarlatos 1869: 599).

3 “Koar todto mhvto 1peokov, evdokipovv, amectndilovio, erpaymdovvto,
avteypaeovto! Ot ég momrtai avtdv avinueipovro, exevenuovvro, noav tepinTnTot.
[Toca podwva yethn dev tog epewiacav; Ilocor wpaiov oeboipol dev Tovg
ekpueoyatpétnoay; Aot mhoo emoyn £xel ta BEAYNTPA TG, TO TMVELLA TNG, TOVG
enomotovg TG [And all these were liked, were thriving, were being memorized, were
being sung, were being copied! As for the poets, they would be rewarded, applauded,
they were sought after. The lips that smiled at them! The eyes of the beauties that
secretly waved at them! For each era has its charms, its spirit, its epic makers]. See
Skarlatos 1869: 605.

* Moreover, extensive analysis is offered by J. Plemmenos in his dissertation
(mentioned above, Plemmenos 2001), as well as in his paper (see Plemmenos 2013).
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we can see in the ranking of the échoi in codex Vatopediou 1428, the well-
known Melpomené, first comes the plagal IV, which, though, combines some
minore pieces, according to makam Nihdvend, and échoi I, 1V, varys, plagal I,
plagal II, and III follow.®

According to the ranking based on the échoi’s éthos, we observe that the
panegyric échoi and those which develop more artistically and combine tetra-
chords, have a wider range and a greater emotional impact. This phenomenon
is observed with regard to other contemporary repertoires as well, such as
Psaltike, or the so-called elwtépa (“external”, mainly Ottoman) music, where
the dominance of the same échoi is apparent.

Concerning the rhythm, the simple rhythmic patterns (Oveoddio — Usils)
of Sofyan (4 bits), of Diiyek (8 bits) and of Yiiriik (6 bits) are dominant, and the
more complicated and sophisticated patterns come next.® The rhythmic pat-
terns of the most Greek popular dancing rhythms are almost non-existent, a
fact that shows that listening and singing alone can offer pleasure, and there
is no need for dancing.

It is known that Phanariotika coexist with multiple instrumental pieces
in Pegrev and Semd’i form, no matter where their composers come from.
Nevertheless, the basic and most popular form of Phanariotika is that of the
Song or Sarki and, less frequently, Beste and Kdr, a fact that reveals a pref-
erence for music with lyrics over purely instrumental music. There are also
Armenian and Turkish songs “next to the Romaikd” (Greek), or sometimes
bilingual pieces, that are considered to be a really familiar and beloved reper-
tory (Kalaitzidis 2012: 249-255).”

The first printed editions include many compositions in the Ottoman lan-
guage and clearly address Greeks (Romioi), who had the ability to read Psaltic
music. Furthermore, even compositions in Persian forms are considered as
common “property” and a heritage of the lost Byzantine secular music, espe-
cially when the composer is Greek, for example Tzortzis, Georgios Soutsos or
Zacharias Hanendes (Kalaitzidis 2012: 174).

> MS Vatopediou 1428 (named Melpomeneé). The calculation from the study of the
manuscript.

¢ The calculations are based on the manuscript Melpomené.

See also the extracts from literature: “Encito 6g dpyioav omd v moAAv evbovpiav,
aAlot pev va tpaymdodv Tovpkika, Kot GAhol Appévika, kot dAlor Popaikd. Apyloe
Aowdv Kat o Kup Avopéag Lag va Tpaymdncet To akdlovbov, ToALE Gryavd Kot pmTUd.:
2roug Admaug pov avaxwynv oy wpav opov povoynv” [Later, due to the high spirits,
others started singing in Turkish and others in Armenian, and others in Romaikd. So,
Mr. Andreas started singing to us the following, very quietly and amorously: In my
sadness, I found truce only for one hour] (see Anonymous 1792: 64).

7
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Sporadically, we detect some evaluating descriptions of the melody

7« ” o«

éthos, the échos-makam or the lyrics, such as “név”, “novyactkov”, “ndovikov”,
“ehvoTikdV”, “maparkalectikov’, “kotavokTikdyv’, “Tavo opaiov” [“sweet”,
“quieting”, “hedonic”, “attractive”, “consoling”, “devout”, “very nice” etc.].?

The place, the time and the way of performing
Phanariotic song is first of all a song of salons. It was created to be heard,

not danced. However, as texts reveal, it was heard at meetings in gar-

dens and “vegetable gardens, sitting places and kiosks”,” “countryside”,

8 “Kou todta Aéyovtag apyloe vo Tpoymdd, LE TO Vo EIval €1 TAPOUOING TEPICTACELS

TO TPAYDL, HEGOV NOLYUCTIKMOTATOV: Eig 10 Géatpov tov KooLOD, LE TO UETPO. TOD
voo¢ uov” [And saying these he started singing, the song being in similar situations
a means of calming down: In the arena of the world, with the measures of my mind) (see
Anonymous 1792: 102). “ERdopog 8¢ o TQumovktiiunoacng og aoteioc, ETpaydoncey
éva. ToALG aoteiov, To omoiov eivar To epeng oktdpetpov: Dilor ovvhlikidTal, T
npoouévete, ws note?” [Cibuktcibassis was the seventh to take turn, he sang a very
funny one, which is the following octameter: Friends, pals of the same age, what are you
waiting for, until when?] (see Anonymous 1792: 147). “T'io To0T0 G EAKVGTIKOV HELOG
noapokaAiecstikdv, Epfnkav k” i pakdp ot otixot pov youlau” [This is the raison why
the lyrics have been adapted to makam Huzzam, because it is attractive and consoling]
(see Melpomené 1818-1820: 65).

9 “gig v odrav tov avbéviov... Metd to yedpo 6g ooy evfduncov apketd,
apyoav vo Tpay®dovv. Atott ta tpayovdia gival anotéleopa kot onueiov yapds” [In
the ballroom of the boss... After the meal, after the spirits went high enough, they
started singing. Because the songs are a result and a sign of joy] (see Anonymous
1792:143). “Ev 1o avopeto&h Aowmdv onov enepidtdfaleyv €ig tov pumaytlé, tov e
€vog oToYacpog va £uPn eig éva Kookt va kabnon, Kot va ypayn tirote omov va
amepaon o kapdg tov. Apyioe Aowmdv va cuvhéon tovg akolovbovg GTixovg, Kot
GUVOETOVTAG TOVG GPYLoE VO TOVG TPAY®IG pe pioy YAVKLTATV QOVIV, ®GAV TOV
puboroyovpévev Nnpnidov, kot pe plav permdiov kot appoviav apictnyv. Exel de
ooV eTpay®d0VoEV, gUPnKe Kot OAN 1 GLVTPOEio. Kot eKAOIGEY €15 AALO KLOGKL
amEVAVTL, Kot 00TOG dev TNV eKotdrafev. Ot otiyol omol echvheoev kot eTpaymdovoey
noav ot akdrovbot: Eig éva kaliog Qovuaotov, morlois emaivovg ypewore” [While
he was strolling in his garden, a thought struck him that he should enter a kiosk
and sit and write something so that the time passes. So he started writing the
following verses, and while doing so he started singing in a most sweet voice, like
the voice of the mythical Nereids, and in a perfect melody and harmony. While he
was singing, his whole company came and sat in another kiosk nearby without him
realizing. The verses he wrote and sang were the following: To an admirable beauty I
owe many praises] (see Anonymous 1792: 7). “Ofgv ekivnoav o tov pmaytlév. A’
00 8¢ épbacav, Kot oAlyov gvBouncav, dpyloov va tpaywdncovy kad’ évag eketvo
ooV &evpe. Kat o tlekenn Avtovakng apyloe va tpaymonon to akdAovdov, dia tov
otiyov: I1oté dev edokinooa tov épwtos ta waldy” [They headed to the garden. When
they arrived and the spirits went high, they started singing, each one of them the
song he knew. And Celebi Antonakis started singing the following, with the verses: I
never tried the passions of love] (see Anonymous 1792: 128). “Eig ta. mépt& g mOAemg
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in green places, in “bah¢es” (gardens), in “cimpades” (rose or flower gar-
dens),'® social gatherings, in “sohpetia” (symposia) in “metzlisia” (gather-
ings) and “ziafetia” (treats)' in “ballos” (balls).'? Gatherings at taverns or
cafés are not mentioned, but it must be taken for granted that part of this
repertoire is performed along with a folk repertoire by habitués or even
professional “hanendes” (singers) in these places.’ In some cases some-

evpioket kaveig dmepa towndta kabiopata. To Kipétl pmovpvov, Ta Zapdvra d€vopa,
Kot to Mmootdvt g Ogpoametdg, dev eivar evkatappovnta” [In the surroundings
one may find countless such sitting places. Kiretz burnu, Fourty Trees, Bostani of
Therapeia, are not to be overlooked] (see Valestinlis-Feraios 1790: 191). “ITAéov 6¢ va.
mopotnOom, Kt and ta (evkio v’ apedd, / Tati o1 eylevilédec, Olot givar orevt(édec.
/ AT’ v Kohotep’ e€oyny, €16 To €€Ng €y’ amoynv, / Timota dev gvppaivel kKapdd p’
v mkpopévn” [I will quit and get released from the relishes, / Because the revels are
all tortures. / From the best countryside, from now on I'll be abstaining, / Nothing
brings joy to my resentful heart] (see Melpomené 1818-1820: 138).

0 “Topo mo aropoocilom, oto e&ng va eyreviilom / N’ apebd omd to déptia, va
mnyoiveo og coyxmétia / Kot cuyvd va oepylovilo oe petinoio va yopilm / X’ eéoyaig
o€ npacvadeg oe moytlédec oe TQmades” [I've now come to be deciding to make merry
from now on / To be released from the worries, to be going to symposia / And to be
strolling around often at gatherings / In the countryside and green places, in orchards
and flower gardens] (see Melpomené 1818-1820: 31).

1 “Etuye vo vmayn piov opav €1g £va KOOV GUUTOGLOV, £1G TO OTTOL0V 0’ 0V £Qaye
HETA TV Oil@V Tov Kot émiev, onkmin va yopgvon kotd TV cuvnbelov Tov ToTov,
emeldN elyev apyioet Kol N HOVGIKN 1 TPOSPOLOS TOL YOPoV Kot SIEYEPTIKY TAGNG
embopiog. Kot enedn o yopdg cuvnbilet va yivetot pe yovaikog, oo to0to €npene vo
wapn koppiov va yopevon poly” [He happened to go once to a common symposium,
where, after having eaten and drunk with his friends, he stood up and danced according
to the local custom, because the music had started, that wakes the desire to dance as
well as every other desire. And because the dancing usually is danced with women,
he had to take one to dance with] (see Anonymous 1792: 167). “TIid to. povpa Oa o
Bydio ki avorytokapda Ba Parm / Ot va otoyacHd Kot GAro, Vo TNyaive Kot €1G TOV
ndloi” [ I will take off the black clothes now and I will put happy colors on / I want to
reflect more, to go to the balls] (see Melpomené 1818-1820: 31).

2 “Mavpa T anepdoton €1 1o £&Ng va Borlo / Tlpémet eyd €16 To e€fg va Aeiym an’
o coymétio / Kot amd cuvavastpoeaic, va eipot eig oe viéptia” [I decided to put on the
black as of now / I must in the future abstain from the symposia / and from socializing,
I should be in worries] (see Melpomené 1818-1820: 281). “Avt) ovv 1 glevbepia n
vrepPolikn €15 OA0, TOV TOPAKIVOVGE Vo GuXVAL €15 OAOG TOG GUVAVAGTPOPAS, €1G
tag omoiag ameldppavey TG oo v actnoemv ndovdc... Ev to avapetagd de, dmov
govyvalev €1 SlPOPovg cLVAVAGTPOPES Kot Jlaeétio Kovd, dnAadn dnpoocta, Kot
€dkd TovTéoTy PUAMKG” [So this excessive liberty urged him to hang out a lot at social
gatherings, where he enjoyed the delights that ravish the senses... In the meantime,
he would spend time at several gatherings and common treats, that is public, and
specifically friendly] (see Anonymous 1792: 167).

B ‘0 dev kapetdfumacng woavtog, pundeic dniadn tov Avievakny, apynoe
KOL 00TOG VO SEVTEPMGT) TO TPUYDOL TOV, MG EMETAL AV 08 EKouEV 1] YOOIS, 010 Va. LE
wpavviions” [The kafecibassis (master of the Café; author’s note) in the same way,
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one sings for his love or even delivers performances for his own pleasure
(see Fig. 1).*

In the texts, the crowded meetings at exterior places are usually held dur-
ing the day. Dinners and balls render the night ideal for entertainment; at the
same time, the personal, solitary performances are connected to staying up
all night and are taken to offer consolation to the singer’s wounds: “to spend
his time, for recreation, for his soul to be soothed” etc., as descriptions cite.'

Moreover, it is illustrated by the musical analysis that a solistic perfor-
mance (a kalophonic performance, as a cantor would say) is favoured at the
expense of the choir version, as the singer can fully unfold and express their
singing talent and achieve the ideal sound which only a single fine voice can
offer. Additionally, the frequent references to a “low-voiced” song in the texts,
particularly when the singer is alone, seem to reflect a well-loved model of a
fine performance.’® Descriptions such as the singer sang very “melodiously”,

namely by copying Antonakis, he started too with his second song, as follows: If nature
made you so that you torture me] (see Anonymous 1792: 133).

4 “Obev anepdoioey ekeivny TNV NUEPAY VOL TNV AeEPAO €15 TOV 0vdd Tov. Kat St va
un Papovetal, Kot 510 vo. S100KEGAGT) TOVG AOYIGLODS TOV, KOt O10L VOL ATEPACT] O KOPOG
avenoodntog, N0éncey va tpaymdnon. Apyioe Aowmdv vo Tpoymdn 1o aKOAovOHov
TOAGL apLoVIKG Katd Tov Agyduevov mpotdPapov: Molic to aliwbnka e komouvg ue
pavvério” [He decided to spend that day in his room. And in order to not be bored
and to entertain his cloudy thoughts, and so that time passes unnoticed, he felt the
desire to sing. So he started singing the following very harmonic one according to the
so-called échos proto-varys: I just became worth of it with strain and expectations] (see
Anonymous 1792:133). “TIp0 8¢ Tov yeOOTOG EYAIAE TOOE TPOG TAPAULKPEALY VO VYNV
avto0: H kopdid 1’ e youpetd, n yoxn i’ oe oplel...” [Before lunch he sang this in order
to entertain himself a little bit: My heart is saluting you, my soul is speaking of you...] (see
Anonymous 1792: 164). “Enetta dg, eonkdOn Kot TNy vor SETVNGN... Ko dioL voL unv
mhaydon evbig eotoydobn va colatldpn oAtyov, da va apyion N ydOvVeLOLS, Kivnow
Aapovca, kot oepyravilmvtag etpaymdodoe o axdrovbao: Me idpwrag Kor KOmovg Kol
e yiriovg tpomovs” [Afterwards, he stood up and went to dine... and in order to not go
to bed immediately, he thought of strolling a bit, so that he eases digestion by moving,
and while he was strolling he was singing the following: With sweat and labor and a
thousand ways] (see Anonymous 1792: 157).

B “Agv anépocav de moAAaL MuEpaL Kot mAAY ekpaybnoov 6hot e o Qpétt To
Bpadv ot cvuyyeveic” [Not many days had passed when the relatives were all summoned
again to the treat in the evening] (see Anonymous 1792: 63). “¢uewvev o @ikog pog
TavTn Apovog amd v Amnv tov. ‘Enerta de Sw va v avakovpicn oiiyov, dpyioe
Vo TPAY®ON G TO EMOUEVOV TOAAG Avmnpd: [laviotivaic katadpouols, moléuovg Kai
ovyvaic opuaig” [Our friend stood speechless from sorrow. In order to relieve it a bit,
he then started singing the following very sorrowfully: Everlasting raids, wars and
frequent urges] (see Anonymous 1792: 81).

% “Yotepov de S va nd0OVI Kot VoL YOPOTIOWGT TV POVIAGILY TOV TEPIGGOTEPOV,
Kot va T kotaotion (onpotépay, dpyloe va tpay®dn To akdAovhov Tpayoddt Kotd To
HOKGL LOVYOYLEP, TOAAG NOOVIKA, GLYOVE, Kot EpMTIKG: [10Té KaVEIS ag unv ey, Twg
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“harmoniously”, “hedonically”, “softly” and “erotically”, “sadly”, “very tragi-
cally” are definitely related to the pursuit of giving the songs the greatest pos-
sible influence on the listeners’ soul."”

Instruments

The recent poems and those that have many verses demand the relevant text.
Thereupon, Mismayes are essential in order to remember, read and sing all the
verses. Actually, they usually have the appropriate shape (see, for example,

Fig. 2), so that somebody can easily place them in their pocket and open them

by using the narrow side of the manuscript as a “pivot”.'®

The Phanariot songs were played with instruments that were popu-
lar in Constantinople of the 18th century, and clearly non-tempered, since
micro-intervals of the échoi or makams are required (see Fig. 3).

As learned (non-folk) repertoire performed mainly in interior spaces,
it was played with the relevant Aemrd dpyave (“thin” instruments) - a
Byzantine term that was passed on to Persian and Turkish terminology as
ince saz (see Fig. 4).

ravrote Oa tov Jvmyy” [Afterwards, in order to please his imagination more and to make
it livelier, he started singing the following song in makam Muhayyer, very hedonically,
quietly and amorously: Let no one ever say that it will sadden him forever] (see Anonymous
1792: 30). “émerto de 10, va yopomoton oriyov L {mnpoTepa TV POVIAGIioY TOV dpyNce
VoL TPUY®INoN TO akOAoVOOV TPayoudL TOALG Gryovads Hev epradng de: Kaln kopdid. ki
vmouovy” [Afterwards, in order to please his imagination even more, he started singing
the following song, very quietly, yet passionately: Let us have an open heart and patience)
(see Anonymous 1792: 69). “Gpyioe vo tpaymdd to akOA0VO0V TpayoHdtl LeAmSIKE ey
Kot oryovd. @pnvntikd o Kot Aomnpd katd to NeyaBévt: Ay Epwra oxlnpotate kai moia.
elv’ta kadd oov” [he started singing the following song, very melodically and quietly,
yet with lament and sorrow, in Nihdvend: Oh, Love mostly tough, which are your virtues]
(see Anonymous 1792: 56). “Kou peténetra apyioe vo. tparydnon, 1 KGAAOV Vo, e,
va povppovpion to axdrovbov: To ayyelixov cov bog, u’ exornvinoev gig fobog” [And
afterwards he started singing, or to put it better, humming the following: Because of
your angelic character, I have reached my lowest point] (see Anonymous 1792: 118).

7 “Obgv S va MdOVN TOL AOYOL TNG TMEPLGCOTEPOV, GPYIOE VO TPOYymINGT TO
akOAoLOoV Tpayohdt ToALG Ndovikd kot appovikd: Mia vroupovi oav pldon, g tov
axpov ¢ fabuoy” [Then in order to cheer up more, she started singing the following
song very hedonically and harmonically: When patience reaches its highest degree] (see
Anonymous 1792: 73). “Enetta Gpyioe vo WIAAN mOAAG Tpay@dikdg to akdiovbov: Ti
lwn woldd ablia, orevoyumv tolddv outic” [Then he started chanting very tragically
the following: What an awful life, cause of many sighs] (see Anonymous 1792: 86).

8 See the telling image of codex 927 BARB. Of small shape was also the printed
publication of Lyrica by Christopoulos (Christopoulos 1811). Frantzi chosed pocket
size for her abovementioned book Mismaya too.
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Literature provides information about instruments such as ganun,
santdr, violin, seven-string keman and ney," and depictions show instruments
like the bowed lyre, small lutes,”® drums and the syrinx of Pan or mouskali (see
Figs. 1, 3, 5).%

In case there is more than one instrument, the right tuning and coopera-
tion among the performers is obviously absolutely necessary.?

Tempered European instruments, such as the mandolin, the guitar, the
European flute, are probably in use, especially in the 19th century, by those

¥ See, for example, Chrysanthos 1832: 192. Moreover: “Qvtog &g vtV TV

KOTAOTAGY, KOl EYOVTAG TOVTOTE TPO 0POUAU®OV HoL TNV akpiPiv cag, £foka cromdvV
vo LGl Timoteg LOVGIKNY, Yopov, va moilm 10 omabiv Kot vo Kofaikedm gOHopPPaL.
Me 10 va MHovV eMTNOELOG EMETVYA TOV OKOTOV HOV Kot €£Yva. oXedOV TELELOG €16
oAlyov koipov. EvOopodpovy étav ekdbopovy kovtd cag, Tmg ndvveto n akpipr cag
va akoON T0 VET (avAog) Kot To Blod, omov Emonlev €vag e1g v yertovid poc. ‘Epabo va
nailo ovtd Ta dVo dpyava, Kol TPO TAVTIOV TO VEL, TO OTTOL0V 1) KEPC [LOV EVOSTULEVETO
neplocotepov. Kabe popdv omov amepvovsa kovéva mespépt (LEAOG) eatoydlopovy
TG M YPLON KOPN GOG NTOV TOP®V, Kot [e drkovev, 00ev o £mola pe AKpov KEEL Kot
mpobupiav, Kol amopovco TmG dev dvamtev amd T0 PAOYEPOV pov viépt (pvonua)”
[Being in this situation and having always your precious one before my eyes, I set a
goal to learn a bit of music, dance, how to fence and how to ride the horse. I recalled,
while T was staying next to you, how your precious one was delighted to listen to the
ney and the violin one used to play in our neighborhood. I learned to play these two
instruments, and mainly the ney, which my lady fancies more. Every time I would
play a pesrev, I would imagine that your precious daughter was present and could hear
me; therefore I would play with utmost joy and yearning, and I was puzzled that ney
wouldn’t catch on fire from my zestful demi (blow)] (Valestinlis-Feraios 1790: 24).

20 See the depiction of the painting of a Greek artist from the Clarie de Bibliothéque
Universitaire de Varsovie collection (1780), depicting a concert at the English embassy
in Istanbul, see booklet in CD devoted to Isak Tanbiri (Bezmara Music Ensemble), En
Chordais-project MediMuses, Feldman and Karakaya 2005: 39. See also above Fig. 1,
the abovementioned representation in codex Istanbul Tiirkce Universitesi Yasmalar
no. 5502, 1208 (1793). See also in Gheorghita 2015: 78 and the cover illustration with
a picture of a banquet at the Princely Court of Nicholaos Maurogenés (MS BARB 3514,
f 12, drawings by Petrakis Logothetis, dated 1787).

2 See the depiction of chamber music, most probably Learned Music of Istanbul in
Ch. Fonton’s book Essay sur la musique orientale comparée d la musique européenne (Paris
1751, Bibliothéque Nationale), published in Turkish by Cem Behar (Behar 1987: 92).
2 “Ta tovto amepaotoa, toig Aomaig (oo toug dpnoa. / EéEyaco ta. mpwteva, yaipouar
e1g o twpwva. / Aev Géda vayw ovlloynv, unte va giuon g opynv. / Movov ue pua
Koy Kopoid, gig ke voxro ko fpadvd, / Zoyménio vayw Qovuoota, o’ opyova, oalio.
wepyiaotd. / Na oepyiovitw apketd pe oovipogiaic pov Goppetd” [For this I decided to
leave my sorrows behind, / I forgot my former life, I am enjoying the life I have now. /
I don’t want to have bad thoughts, neither do I want to be furious / Only with an open
heart every night and evening / To have admirable symposia, with instruments and
sazia properly tuned, / To stroll a lot with companions with courage] (see Melpomené
1818-1820:132).
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who have contacts with European music centres (Chrysanthos 1832: 192-196)
or even some kind of piano (for instance Dionysios Photeinos; see Gheorghita
2010: 93) as the harpsichord (Chrysanthos 1832: 192-196).?® This becomes
more probable if we consider that the repertoire of Romaika (Greek-speaking)
songs that reflect Europhile tendencies seems to extend after the first two
decades of the 19th century.®

The presence and preference for the tambour, which is played by many
chanters,” is dominant (see Fig. 6). In one song, the poet’s soul is represented
as a tambour hurt by the hard stroke of a merciless woman’s plectrum.?

2 See also Skarlatos’s reflections on the seek of musical identity for the urban Greek

communities of Istanbul in the 18th and 19th centuries: “AA\’ £yovov povoikhv Wiav
ot I'patkoi; Abvator Tig va ep@Tion, Kot, tndév evooldalev, va amokptdn: Ovyi. Atdtt OAa
TOV T0L TPOYOVdLa Vot 1] TOVPKIKE 1 1TaAKd. Tng o€ 0VIKNG VTV LOVGIKNG €AV EUEWVE
TL{yvog, Tovto mpémet vo, avolnTnOn ev To1g ekkAncactikoic vpvols. Kabdocov, paivetar,
1N dovAeia, APELOVGE TV YELEOV AVTAOV TO HEWSIOLLO, TOVG VAYKOGEY VOl KOWOGLV TOG
¥OPIAG TNG AVPOG BVTMV, KL VO, ISV Kot avTol, Kaddg ot enti Tov motapdv Bafviovog
Iovdaiot To TaAaL. E7l 1016 1TE0IG €V UECOD QDTN EKPEUCTOLEY Ta Opyave. nuav. Ev yével
de  povotkn Tov Bépdn kar tov Poosoivn Bpadémg BELeL evvondnv’ vd dtav, oia to
Tov Bovdydpwv kot tov AABavav. To g Aaodtov, 1 ykdide, To pmovdyopi Kot To dEEL
Oa ive, do oAV axdun xpdvov, N enépactog Lermdio Tov katoikwv g Tovpkiag”
[But do Greeks have their own music? One can wonder and without hesitation reply
“No!”. For all their songs are either Turkish or Italian. If there’s still a trace of their
own national music, it needs be searched for in the ecclesiastic hymns. Since slavery
has seemingly taken smile away from their lips, it has forced them to cut the strings
of their lyre and, as the Judeans did by Babylon’s river, to say We hanged our harps
upon the willows in the midst thereof. In general, it will take some time for Verdi’s and
Rossini’s music to be properly perceived by ears such as those of the Bulgarians and the
Albanians. The lute, on the other hand, and the bagpipe, and the Bulgari and the defi
(tambourine; author’s note) will continue being the favorite melody of the inhabitants
of Turkey for a long time] (see Skarlatos 1869: 463).

2 See, for instance, the “Romaic” songs of Euterpe (1830) and Pandora (1843) where
many European-like songs are included, with extensive presence of major and minor
scales.

% See the depiction in a MS of Simonos Kara’s library containing Doxastarion of
Iakovos Protopsaltés. Perhaps Iakovos is represented playing tambour. After Cantemir,
tambour was established as the most efficient instrument for the theoretic study of
Psaltiké, see also Chrysanthos 1832: 194.

% The following song provides a plethora of instrumental terms, which points at the
popularity of the particular instrument: “Me 1o Cpam TOV poTIdV, TOHVOL YEUATOL
voupt, / Tng edkng pov g yoyng to mailelg to tapmovpt / Kot v Aaytdpav g
KOPOEG [’ TOV TPEUEL GOV TASOVAL, / AVTNV €1G TO TEGPEPL GOV TNV EYELS Y10 OVGOVAL./
Kot pe tnpid tov cepetidv, ndvtote 1o tevidvels, / M’ dkpav okAnpomto KTumdc,
Taya oav vo pn vouwvng. / Mg éyeg d €A avtd tovg ypovovg g Long pov, /
[Mepdédeg Tong evépyeteg wuyns g edkng pov. / Kot mailelg péoa ¢ antod, oAAOIDTIKO
pokap / KontiCet an’ to apdv apdv oto Poy teohit kapet. / Tt povown eivar oo,
@mg pov 1 €dikn oov; / Balyéotioe mapakod®, og v’ yio ™ (oM cov. / Tlepdédeg
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Fig. 1. Meyhane (Christian tavern in 18th c.) Eneruni Fazil’s manuscript
Hubanname ve Zenanname (Instanbul Universitesi Turkce Yasmalar no. 5502,
1208/1793), featuring in the front page of Tsiamoulis and Erevnidis 1998.

PAéneic xdhaoav ta €M Kvduvedovy, / An’ toug orkinpaig cov ulpoamioic Kol vo
KomoVOV Kovtevovy. / Mnv tov kiidileis, eOdaver md, o aOAov tapmovpt / Me appoviav
noile 10, omov vayel covpovpt” [With the plectrum of your eyes, that are full of light,
/ You play the tambour of my soul / And in your pesrev you have my heart’s desire, /
which shivers like pendulum, for rhythm./ And you always stretch it with the dowel
pins of the accusations, / You strike with utmost cruelty as if you don’t sense / That
you have the years of my life like strings / And the movements of my soul like frets. /
And you play a different makam in it / It appears suddenly from “aman, aman”, and in
“Vah” makes refrain/ What kind of music is your music, my light? / Lay off, please, let
it be for your life / Frets, you see, are broken, the strings are in danger, / And they are
about to be cut from your tough strokes. / Don’t mangle the poor tambour any longer,
enough is enough, / Play it with harmony, so that it offers pleasure] (see Melpomené
1818-1820: 135).
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Fig. 2. The pocket size of Mismaya, MS 927, BARB.

Figfpe

<A danfon. by on, Soule

Fig. 3. Musical ensemble in Charles Fonton (1725-1793), Essai sur la musique
orientale comparée a la musique européenne. Engraving by Jean-Baptiste

Adanson (1732-1803).
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Fig. 4. Constantinople, 1780.

Fig. 5. An orchestra at the Princely Court in Wallachia (MS BARB 3514, {12,
drawings by Petrakis Logothetis, dated 1787).
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Fig. 6. From MS 171 (ca 1820), f. 1r, containing Doxastarion of Iakovos (see S.
Karas’ Library).

ANTHROPOLOGICAL CHARACTERISTICS OF THE PERFORMANCE.
THE OPERATORS

It is not immoderate to claim that Phanariot song owes its existence to the
chanters. Almost every person related to the song production, such as compos-
ers, verse writers, performers, audience or transcribers, seems to have at least
an elementary knowledge about Psaltiké, even if they do not know how to read
or write a musical text (Kalaitzidis 2012: 159). It addresses and it is conserved
by an urban class which is at least able to read, since it was essential for them
to read lyrics that could have been created just the previous day. The major rep-
resentative, and perhaps the founder of the specific “genre”, with 113 known
compositions, is the Lampadarios of the Patriarchate of Constantinople,
Petros Peloponnésios (Kalaitzidis 2012: 89-98). The anonymous writer of
Erotos Apotelesmata reproduces most of Petros’ songs in 1792, 14 years after
their author’s death. Niképhoros Kantouniarés, Petros Vyzantios, Grégorios
Protopsaltés, loannis Pelopidés and many others among dozens of well known
composers, thymersetc. haveaknowledge of Psaltiké (Kalaitzidis2012:99,121).
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In this faction we would also include politicians, merchants, or ever members
of the highest levels of clergy (Kalaitzidis 2012: 157).”

We have no evidence about female composers. Nonetheless, in
Melpomené, Domna Katigko and Doudou Hypsélanti are referred to as verse
writers.”® Women, additionally, used to sing or send ravassakia (erotic let-
ters)?® with popular poems. There are, also, many poems with women names
at the acrostics.*

Sources of entertainment
We can not say that the Phanariot lyrics are characterized always by joy and
delight. In some cases the influence of Petros Lampadarios, who is the main
representative of this genre and who was pessimistic and sometimes even
depressing, is very evident. Nevertheless, we observe the appearance of a dia-
chronic phenomenon in the Greek culture, where the listener, the dancer and
generally every participant in the performance of the musical event can reach
the highest level of the aesthetic pleasure, even with songs about death, in a
spirit of the famous charmolypé, i.e. feeling happy and sad at the same time.
The main element that makes the Phanariot song very popular and enjoy-
able is its melodic nature. The variety and the sometimes masterful exploita-
tion of the musical elements of the makams, which were reminiscent of the
échoi of Byzantine Music, balances the poor quality of the lyrics. What touches
the soul of the listener is clearly the melody, which is similar to the “admirable
external melos” of the Arabs and Persians whose “art about the échoi is splen-

27 See “Tloinua Teppovod Maroodv Hatpdv: Kallovip wporotitwy ko tepmvij wov

A0V [Poem of Germanos, archbishop of Old Patrae: Beauty of the beauties and my
joyful swallow], in Melpomené 1818-1820: 148.

28 By Domna Katigko: “Xpaipa tdya dev yopileis kou oe uévo o popd” [Sphere, you
never come back to me just once] (see Skarlatos 1869: 602); by Doudou Hypsélanti
“Olo éva poveovurmént avtig yia yloko coymén”, [A woe all the time, instead of a sweet
party] (see Skarlatos 1869: 605).

2 “A@ob hourdv £pOace €1G TO GINTLTNG, APYLOE VO ETOACT] TO akdlovbov pafacdkt
npog tov tlehemn Avdpéav: evyevéotate Kvp Avopéa! | H wpaidtng dev Oewpeitar,
e tedeiwg koropetpeitor” [So when he arrived to her house, he started writing
the following ravassaki to Celebi Andreas: most kind Mr. Andreas! / Beauty cannot be
captured or measured fully] (see Anonymous 1792: 39). “H Mepiéu... ntoipacev 1o
axodrovbov pofacdxt mpog tov Tlehem Avdpéa, Tov vopldpevov epactyv g Poyn
1ov kvp Avdpéal Av dev moviig kavéva, Jvmioov kav guévo. mov Qo oe otepnlw” [Meriem...
prepared the following ravassaki (note; author’s note) to Celebi Andreas, her alleged
lover: My soul, Mr Andreas! If you feel for no one, at least show mercy to me who will miss
you] (see Anonymous 1792: 115).

30 For example, the abovementioned poem of Germanos Kallovi} wpoiotitwv...
[Beauty of the beauties...] forms the acronym “KATII'KQ” (Melpomené 1818-1820: 148).
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did..”, as Apostolos Konstas says.®* Furthermore, the entertainment is real-
ized through the speech set to music, by providing a vent to express issues like
love, longing, humour, welfare, and aesthetic pleasure of poetry. The music
acts as a supplement to the enjoyment of e.g. food, wine, woman beauty, rest,
and sleep.* The expression of love for freedom and homeland also finds an
outlet through song. Some top-rated examples are Grégorios’s and loannis
Conidaris’s songs and Thourios by Rigas.*®

The nice voice is particularly appreciated, and so is the quality of the com-
positions; the criteria are both the verse,* and the performance by remarka-
ble musicians with sazia tairiasmena and songs ouintismena.*® Sometimes we
infer an appreciation for the melody and distastefulness for the text of a song
or the person who is usually at the acrostic.’® The appreciation for the psaltic

31 Codex of Apostolos Konstas, National Library of Greece 1867, f. 98v.

2 “@avpoctol kpaconatépes, Tong yofdboig cav payépolg / Eecntafdote pio gopd...
éumpovp tlévyt... Ex tov Bokyikdv” [Admirable wine-fathers, take out the bowls like
knifes / Take out the swords for once... / Emb riim ¢anim... From the Bacchic poems]
(see Melpomené 1818-1820: 251). “Kt gubvg pe toOAunv Kot xopdv oto Aepoviikt
pmike” [And I entered the lemon garden at once, with joy and boldness], (the
common metaphor between the female body and a garden). See Anonymous 1792:
153. “Tpappata Tlerepmn Takopakn Poilov, péhog de Nikneopov katd mopaxivney
Befrocpévny... poxdp Mreoteviykidp... Otav kovid pov oto yovard pov ob kabdnong
Kou pe pebvong, 1 ndoviy!” [Lyrics of Celebi Iakovakis Roizos, music by Nikephoros after
coercion... makam Bestenigar... When you sat by my, on my knees, and you get me drunk,
what a delight!] (see Melpomené 1818-1820: 259). “Tapmovpt Hovoa apHOVIKY O TOTE
olorodpat/ Tng Lovctkng pog Tov Kaprov ag evppaviodpat tdpe” [Tambour, harmonic
Muse, till when am I to be silenced / Let us enjoy now the fruit of our music] (see
Melpomené 1818-1820: 72).

3 “Thourioi” and “patriotic” songs form a significant part of the 19th century urban
learned and folk music (Kalaitzidis 2012: 174).

3 See also verses of Petros Peloponnésios: “HOgho viym o tétota xépt, / Néyoov ot
oTiyol pov yytumdapt. / Xe kabe pépog va toug apécovy / Ko PAémovtdg toug va tovg
nmoawvésovv / Na £xovv téxvny Kot guydottiav / T va pnv Bpiokovy koppdy artioy” (I
wish I had such grace, / I wish my verses had reputation / And were liked everywhere
/ And when people see them I wish they praise them. / Let them be so artful and well
articulated / That no one would be able to find a flaw] (Melpomené 1818-1820: 307).

% “Apyog hourdv va, cuvOEeT Tovg akoAoHBOVG oTixovE, Katl uVOETOVTAG TOVG GpyLoe
V0L TOVG TPAYMOA. LLe oy YAVKLTATV oviV, ®cdy Tov pudoroyovpévev Nnpnidwv, kot
e piov permdiov kot appoviay apictny” [So he started composing the following verses,
and in the meantime she started singing them with the sweetest voice, like the voice
of the mythical Nereids, and in perfect melody and harmony] (see Anonymous 1792:
7). “Kt 6mov 6alio taprocpéva o€ pokdpio nprocpéve, / Me tpayoddia ovivoiopéva,
€1 70 péoov va kL epéva’ [And where well tuned sazia in harmonic makams are found /
And also suitable songs, there I am too in the middle] (see Melpomené 1818-1820: 31).
% In the poem of Germanos Kallovij wpoiotitwy... [Beauty of the beauties...], there is
a comment by Kantouniarés: “Agv A&y® Tt BpmovV 01 6TiY0L, (1o 10l TO VITOKEILEVOV E1G
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repertoire is ascertained in many cases, as for example the reference to the
first echos and to the Mega Ison of Koukouzelés as ideal melos.*
The terminology about singers in literary text, namely that they chant

(instead of sing) the song in the given makam,*® or the simile between wheez-

ing water and Ison, are also evidence of the affinity with Psaltic Art.*

OVERALL EVALUATION OF THE MATERIAL AND ITS FUNCTION
In order to define the parameters based on which a repertoire like this can be
used to serve one of the main purposes of music, that of entertainment, we

TO OTOIOV OVAYOVTaL, OVAYKT VO LG TIVAG KoVKKio kot v To @Tovn” [I am not saying
the verses stink, but for the person they intend to refer to, one needs to chew fava
beans and spit on him]. See Melpomené 1818-1820: 148.

57 “Ex tov Boakywkdv, pélog de Nikneopov... An’ v mhooko @épte @ilotl, va
poveném pe ta xeiln, / An’ v mhocka to Kpoot, / ['a v’ akodow v’ apyvion, cav
addVL vo, AaAnon, / To khov khov kKhov piovicvi/ O kKAov KAov ¢ PTAdoKaG KpOTOG,
etvar Aéyovv Nyog mpwtog, / Ot teyvitan povoikoi. Kat to iovievi g t° dhho, giv’ 10
ic0 10 peydro, / Omov waAder n yoltikn, / Tov Apeiova to péAn, Kt ot pubuoi tov
Kovkovléln / tov khov khov khov T ewvn / Oia, 0L’ ag cuoafcovy, Vo, un toyn
va Aainoovv, / Ot giv’ diymg noovi. / Kat avt) n kalopoipa tov AndAhova n Avpa,
/ Tov otov Olvpmo Aokel, / Ag toakion To d0&apt, Umpog 6to Plovicvi ™ yapt / Kat
ag unv mopoakarel” [From the Bacchic poems, song by Niképhoros..., Bring, friends
the flask to me, I want to sip with my lips the wine from the flask / To listen to the
klukluklu fisnisni, sounding like a nightingale, / The clangor kluklu of the flask is the
First Echos, / According to the music masters, / And its other fisnisni is the Mega Ison
/ That Psaltic Art chants. / The melodies of Amfion and the rhythms of Koukouzelis
/ Before the voice of klukluklu / Let everything be silent and not make a sound / For
they lack pleasure. / And even the Apollo’s lyre that brings good fortune / And sings in
Olympos / Let the bow crash in front of the grace of fisnisni / And let it stop pleading]
(see Melpomené 1818-1820: 181).

% Theuse of the terms ydAlw “to chant” and waloiuaro “chants” for a song are typical:
“Télog Tavtmv o 00 dpyloe va tekewdon 1 vbopio, nEANoeY 0 tlehemng pag vo wain
aKOpL €V TPayoDdL KaTd To pokap cand: H ploya n epwtikn eoraly vrepfolixy” [Upon
the ceasing of the carousal, our Celebis wished to chant one more song according to
sabd makam: The fire of the love... proved overwhelming] (see Anonymous 1792: 68).
“Avt howmdv n nuépa anépacev OAN eg yoroipota kot €1¢ opdiog” [So this whole
day passed with chants and conversations] (see Anonymous 1792: 143). “IIpo d¢ tov
yebpatog éyarde tOdE, TPOG TAPAUKPEV avayvynv avtod: H xopdia w1’ oe yoipera,
Ouwg dev arorotd” [Before lunch he chanted this in order to raise his spirits a little bit:
My heart waves to you but doesn’t dare] (see Anonymous 1792: 164).

39 “Béite pihot pes’ otn Ppdon, o Kpaot pog va dposcion..., / 1o apvaxt pog Aovicbe,
/ Kt éto1 mhéov LoMopévol, pes’ ota xOpto KVAGHEVOL, / XToV vEPOD TOV GOUPLYLOV,
/ Ag appocmpal to i6o ™G VNS pog amd micom / Q¢ tov mpwtov vootayudv” [Put,
friends, the wine in the fountain and let it refresh us..., / Chop our lamb, / And tipsy
as we are, rolling in the grass, / Let’s harmonize the ison of our voices with water’s
whistling / until the first sign of sleepiness] (see Melpomené 1818-1820: 316).
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must take into account a complexed set of factors in effect during the specific
era related to the representatives of the repertoire at hand (composers, musi-
cians etc.) as well as the audience it addresses. Among the main factors that
should be examined is, first and foremost, the fact that the Greeks of that era
were not just under ruling, which places entertainment into second place any-
way, but also under a conqueror that practices a different religion and speaks
a different language.

A second factor is the expectation of the liberation. After the revolu-
tion in Wallachia (1821), certain areas were indeed liberated, but not those
where Phanariotika mainly thrived. Place has been considered as vital factor
that affects the life and death of a phenomenon such as music production and
entertainment. Together with the social characteristics of the people involved
(e.g. their origin, their social status etc.), place also affects the forms and qual-
ity of the phenomenon at hand. In addition, a substantial contribution was
made by the general musical environment of the era, the appearance and the
gradual domination of relevant learned repertoire thriving inside the otto-
man court. Crucially, this repertoire was supported by an appropriately devel-
oped theoretical and teaching system.

Finally, Phanariotika had a very close relation to Byzantine music and
to the chanters. It is not accidental that many cantors were composers, pet-
formers and some of them also instrument players. Neither is it accidental
that a considerable amount of this repertoire is preserved in the Byzantine
notation (Parasémantiké). Phanariotika, combined with the Oriental elements
and Ecclesiastical music in an original way, have been a way of expression of
the Neo-Hellenic Enlightenment. They successfully acted within the context
of a particular urban class society, which preserved them for a whole century,
thus providing important ways of expression. The limited performances of
certain songs, which appear to have remarkable melody, especially among
chanters, continue reflecting an echo of the atmosphere of that era and offer-
ing moments of aesthetic pleasure, even nowadays.

English version by Eirini Apostolopoulou
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