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Poetry Set to Music: the example
of Theodorakis and Hadjidakis

ACHILLEAS CHALDAEAKES

Mikis Theodorakis and Manos Hadjidakis were leading
representatives of a brilliant artistic career, during which po-
etic production met musical creation, both timeless aspects
of the Greek spirit. Poetry set to music, as faithfully served by
Theodorakis and Hadjidakis, constitutes a cultural phenome-
non of enormous influence, linking the high poetic writing of
poets such as Seferis, Elytis, and Cavafis with music formed
according to a strong centuries-old tradition, which moved
and still moves Greek and international audiences alike.

Mikis Theodorakis and Manos Hadjidakis, undoubtedly
the two most important representatives of this composition-
al output in the 20t century, succeeded through their musi-
cal creations in bringing new life into Greek poetry, making
it accessible to a wider audience without moving away from
its literary quality. Through his musical poetry, Theodorakis
builds bridges between the high-level poetry and the popu-
lar sensibility. Hadjidakis, for his part, chooses to collaborate
with specific poets and creates works in which the lyrics and
the music become inseparable.



Achilleas Chaldaeakes

Their compositions, such as «Kpdtnoa t {wr) pou»' or «X&ptivo
to Deyyapdk»?, prove that transforming poetry into melody
can give a new dimension and breath to classic and contem-
porary poemes.

* %k ok

Some further preliminary remarks are necessary here re-
garding the musical creation of these two great composers
and the way they handled poetry as the poetic discourse of
the musical articulation of their songs®:

Mikis Theodorakis

Despite starting out as a symphonic composer with signif-
icant studies at the Athens Conservatoire and in Paris as well,
Mikis Theodorakis decided to abandon his successful career
and devote himself to songwriting for more than 20 years.
During these years, he created a new genre that he called
«évteyvo Aaikd tpayoudw (artistic folk song), seeking to describe
the combination of art music with poetry and folk music ele-

! Listen to the aforementioned composition «Kp&tnoa t {wn pov» (Lyrics G.
Seferis; Music M. Theodorakis; Interpretation Gr. Bithikotsis; see the links to
listen to all the songs mentioned here, in a special table at the end of this
article), a song where the simple, dramatic interpretation is combined with a
very atmospheric melody, which respects the poetic form and highlights the
emotional intensity of the poem. Kpdrnoa ) {wr pov | ta&idevovrag avdusoa oe kitpiva
Sévtpa | kdtw an’ To mAdytaopa s Bpoxis. | e owwmnAés mAayiés poprwpéves | pe Ta pvAda g
ofids | kapd pwtid oty kopupr Tovg | fpadidlet...

2 Listen to the aforementioned composition «X&ptivo to dpeyyapdxw (Lyrics N.
Gatsos; Music M. Hadjidakis; Interpretation Nena Venetsanou), a song where
poetry of Gatsos meets Hatzidakis' colorful, melodically delicate musical
composition; the result is poetic and musically sensitive. Oa ¢éper n Oddagoa
movALd | ki dotpa ypuod T ayépt | va oov yaievovv ta paddid | va ocov prdovv to xépu. | Xdptivo to
peyyapdit | pevtikn n akpoytadid | av pe mioteves Avydikt | Ba 'rav At aknBuvd. | Aiyws T Suerj oov
aydm | yprjyopa mepvd o kaupds | Siyws Tn Stk gov aydmn | lvat o kéopog mo ptkpds. | Xdptivo o
peyyapakt | pebtikn n akpoytadid | av pe mioteves Avydrt | Oa ‘rav dAa adnBuvd.

5 See: https:/melodisseia.gr/article/melopoiimeni-poiisi?utm_source=chatgpt.com
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Poetry Set to Music: the example of Theodorakis and Hadjidakis

ments. As he himself has confessed, the inspiration for this was
Yannis Ritsos's «Emtddrog», a poem published in 1956. Theodor-
akis decided to set the poem to music in 1959, while he was in
Paris. The songs, which were released in two different versions
with different performers (Nana Mouschouri & Grigoris Bithi-
kotsis), had a huge impact“. In fact, the poems were so well re-
ceived that they inspired the composer himself, who decided
to devote himself entirely to songwriting for the next 20 years.

After «Emtadrog», he followed up with «A&dv eotw, based
on the poetry of Odysseas Elytis, a work that is a benchmark
for his oeuvre as it incorporates his entire musical world (folk
elements, Greekness, symphonic elements, etc.). With «A&év
eot» (composed between 1960-63), Theodorakis brought to-
gether Odysseas Elytis’ lyrics in a comprehensive post-sym-
phonic work, combining folk and literary elements with su-
preme aesthetic intensity®.

Although Theodorakis returned to symphonic music af-
ter 1980, he never abandoned poetry until the end of his life.
Sometimes a rebel, sometimes a folk hero, sometimes ro-
mantic, he never stopped relying on poetry and set it to his
music. After all, he himself has stated that “the history of my
songs is identical to the history of my life. In order to write
this music, | had to live through these events”. Other poems
he set to music include those by poets such as Seferis and
Ritsos, as well as modern Greek poetry by Karyotakis, etc®.

4 Listen to a characteristic sample of that circle of songs; «Ilo0 métage T aydpt
pouv» (Lyrics Yannis Ritsos; Music M. Theodorakis; Interpretation Nana Mous-
chouri): I'ie pov, omAdyvo Twv omAdyvwy pov | kapdovAa tng kapdids pov | movAdkt s prwytds
avAris | avBé g epnuids pov. | ITov métae T aydpt pov | mod mrjye, mov p’ agrjvet. | Xwpls movAdikt
70 kAoufi | ywpis vepd n kpijvn. | 1w kAeioav ta patdkia gov | kar 8 Owpeis mov kAaiw | kat Se
oalebels 6e ypLkds | Ta mov mikpd gov Aéw.

> Listen to a characteristic sample of the introduction of «A&6v eotw, from a
live performance, given in Athens, August 1977, a concert conducted by the
composer himself.

& There follows an example of interpretation that shows how speech and
music can work together; the song «Av BupnBeig To dvelpd pov» (Lyrics N. Gat-
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Manos Hadjidakis

Manos Hadjidakis, on the other hand, was a composer of
the same generation as Mikis Theodorakis, with whom he was
the same age. The two of them were the driving forces behind
the art song movement in Greece, but they approached it in
completely different ways. Hadjidakis, although he was a lover
of poetry and had a deep knowledge of it, was very sparing in
setting it to music, as he believed that poetry and music are
self-sufficient and that it is not necessary for them to be com-
bined and coexist. Thus, the setting of poems by older or new-
er poets to music constitutes a minority of his work. Instead, a
large part of his work is based on lyrics written by poets with
the intention of being set to music, as he was an advocate of
the use of high poetic language. In this context, his long-stand-
ing collaboration with Nikos Gatsos is a major chapter”.

Nevertheless, Hadjidakis' composition called «MeydAog
Epwtikdg» (composed in 1972) is a landmark work in the histo-
ry of Greek song. Its composition is based on works by Greek
poets of all ages, from Euripides and Sappho to Seferis and
Gatsos, and from Hortatsis and Solomos to Cavafis and Elytisé.

sos; Music M. Theodorakis; Interpretation Giovanna). Zrnv aykadid pov kt améipe ooy
dotpo kowprjoov | Sev amopéver oTov kbopo eATida kapd | Twpa mov 1) VOYTA KEVTE pie PrALd To kopul
a0V | pETpa ToV VO Kt doe pie pévo ot epnpitd. | Av BupnBeis T dvelpd pov | o€ meptpévaw va pBeis | i
éva Tpayolidt Tov Spépov va ‘pBetg, dvelpd pov | To kaokaipt mov Adpmet T aotépt pe pws va vrvbels.
7 An example of the collaboration between Hadjidakis and Gatsos; high
poetic and musical aesthetics; the song «ABavacia» (Lyrics N. Gatsos; Music
M. Hadjidakis; Interpretation Dimitra Galani). Tt {ntds abavaoia ato pmaAkévt pov
umpootd | 8¢ pov Sivers anpacta ki n kapdid pov s faotd | X ayarroave atov kdopo PactAiddes,
ouTés | kL éva kAwvapdkt Svdopo Sev Tov§ ydploes motés. | Eioat okAnprj aav tov Bavdrov 1) ypobid
| pax 1pBav katpoi mov oe motépape fabid | Kabe yevid Sukn tng Oéder va yeveis | Opoppovid, mov be
¢ képdioe kaveis. | Tt (nras abavasia oo pradkdve pov prpootd | mota mapdéevn Buoia 1 wij var
oov ypwatd | HpBav Stpaopévor Kpoioot, tametvol mpookvvntés | kt am’ tov kijmov oov t1) fpvon Sev

B

Tov§ moTLoes moTés. | Eloan okAnprj oav tov Bavdtov t1) ypobid | pa fipbav kawpol mov o€ motépave
Babid | Kabe yevid Sukn tng Bédet va yevels | Opoppovid, mov Se o képdioe kavels.

8 Let's listen to a characteristic sample of that circle of songs; «Kpatak wg
Odvatog aydmn» (Lyrics taken from Solomon «Aopa Acpdtwv»; Music M. Hadjida-
kis; Interpretation Fleri Dadonaki & Dimitrios Psarianos).
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The composer writes in «Meydhog Epwtikdg» album notes: The
Great Erotic is a folk God who lives in our imagination from the
moment we are born until we die, beautiful, adolescent, and
eternally alive [...] The sequence of these poems by Greek poets
forms an unbroken circle of songs, a liturgy for the Great Erot-
ic — something like the Vespers of Saints in churches with the
participation of imaginary angels, lovers, virgins, and adoles-
cents. It is a strange Litany, but also so natural, in our inner and
secret life. | tried to create simple songs, but not easy ones |[..]
The Great Erotic is a series of folk songs, written first and fore-
most to communicate with all the Greek people | love deeply,
those | have known, those | will know, and those | will never be
able to know. And also, through them, to unite with the soul of
my homeland in an immortal, erotic, and Greek ritual.

The latest comments eloquently link the musical creations
of our two great composers, based on Greek poetry, with the
earlier performing and musical tradition of Hellenism, as we
know it from antiquity and also through Byzantium. | would
like, due to my personal expertise, as a Professor of Byzantine
Musicology and the Art of Chanting, to focus for a moment
on this invisible but certainly understandable link between
our two great composers and the Byzantine and Folk Music
traditions, musical traditions of which they were undoubtedly
both knowledgeable and proponents®.

2 For the relationship between the two great composers and the tradi-
tion of the so-called Byzantine Music, their influences and inspirations from
it, one can listen to a series of related radio-programs given by Panagiotis
Andriopoulos, broadcast by the Third Program of Greek Radio, as part of
the program “Egnatia Odos”, edited and presented by George Dovolos; a.
About Hatzidakis: [1] Mévog Xat{i8&kis, ExkAnotaoticiy Ioinon kaw Movown [1/2] |
25.10.2025 [2] Mévog Xat{i8éxts, ExkAnotaotuy [Moinon kat Movow [2/2] | 26.10.2025;
b. About Theodorakis: [1] O «ExkAnotaoticdsy Mikng Osodwpéung [1/3] | 08.11.2025
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Manos Hadjidakis

It is well known'™, that Manos Hadjidakis gave a historic
lecture on “rebetiko songs” in January 31, 1949, at the Karo-
los Koun Art Theater. Hadjidakis, although seemingly more
distant from ecclesiastical music, often uses modal melodies,
especially in his interior works such as «ITaoyaAidyopra» or parts
of «Kametdv MiydAng», where the mystical atmosphere and the
use of monophonic themes create similarities with psalmody.
Hadjidakis said in that historic speech: “Rebetiko songs are
built on these rhythms, and by observing their melodic line,
we can clearly discern the influence, or rather the extension,
of Byzantine chant. Not only by examining the scales, which
remain unchanged from the folk musicians’ repertoire, but
also by observing the cadences, intervals, and manner of
performance. All reveal the source, which is none other than
the strict and uncompromising ecclesiastical hymnody”.

Hadjidakis’ comparison of rebetiko songs with folk songs,
Byzantine Music, and classical music is certainly impressive, in
a way that draws in examples from other arts. Of course, no one
can dispute Hadjidakis's “musical” arguments; even though he
was very young at the time, he was already considered a great
talent and was actively involved in what was happening in the
field. He added at the time: “To explain the basic extension of
the Byzantine element in rebetiko, one can see how similar the
atmosphere created by the decline of Byzantium was to our
own today [..] Thus, the expressive elements of the crumbling

[2] O «ExkAnotaotikdgy Mikng @eodwpdkng [2/3] | 09.11.2025 [3] O «ExkAnctaotikdgy
Mikng @sodwpdkng [3/3] | 15.11.2025. Cf.. additionally, Panagiotis Andriopoulos, Ta
XatQibakwkd, Athens 2023; Idem, Ta @codwpakikd, Athens 2025.

© See: https://mwww.mousikogramma.gr/se_aspro_mauro/arthro/o_manos_
xatzidakis_dinei_mia_istoriki_dialeksi_gia_to_rempetiko_sto_theatro_texnis_
t0_1949-5951/#gsc.tab=0. Cf. Lambros Liavas, «H §&Ae&n tov M&vou Xat{iSdut yia to
Pepmético. Amd tov “Aaikd e&mpeooioviopd” oto “évreyvo Aaikd” tpayoddw, in Evangelos
Karamanes (ed.), Adyog mapddoong, épyo Jwns. Tymtikds TopoG yiao v Atkatepivn
[ToAvpépov-KapmAdkn. Vol. I, pp. 779-798. Athens 2025: Academy of Athens.
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Byzantium, with their immediate passivity, find a familiar at-
mosphere in rebetiko —i.e. the contemporary folk song- to de-
velop and compose the current expressive form of an equally
intense passivity [...] What music of ours can claim today that it
is beyond Byzantine music, beyond folk song and, in the worst
case, beyond the broken ancient columns of the Parthenon
and the Erechtheion, and that it is found where all these were
in their time? Rebetiko song is originally Greek, uniquely Greek”.

In his speech, Hadjidakis used live performances of tradi-
tional rebetiko songs (by Vamvakaris and Bellou), which ef-
fectively confirmed his views on the connections between
Byzantine and traditional musical traditions and contempo-
rary musical creation. Hypothetically speaking, | would like to
point out that one of the songs that Hadjidakis could have
referred to at that time, and which the audience of his histor-
ic speech on “rebetiko songs” could have heard, could have
been the well-known melody of Misirlou.

“Misirlou”

Misirlou", is a song that originated in Greece as a rebetiko
and became a worldwide hit, with covers in different musi-
cal styles (Jazz, Oriental, Rock, etc.). Misirlou means a “wom-
an from Misir” (Misr means Egypt in Arabic) and refers to a
Muslim woman from Egypt. Misirlou is a “slow zeibekiko”,
which was first heard in Athens at around 1927 by the band
of Dimitris Patrinos, a musician from Smyrna who came to
the capital with the wave of refugees from the Asia Minor
Catastrophe. The song refers to the love of a Christian for a
Muslim woman, a taboo subject at that time and beyond. The
melody either existed previously and was familiar throughout
the Ottoman Empire, or was the result of a collective effort by
Patrinos’ band. The only thing that is certain is that Patrinos

" See: https://www.sansimera.gr/articles/306
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Achilleas Chaldaeakes

wrote the lyrics. The song’s international career began in 1930
in the USA, with its release by the so-called “Orthophonic” re-
cord company of Greek-American Tetos Dimitriadis®.

Mioiphod
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The melodic development of Misirlou, as it was performed by Tetos Dim-
itriadis (1927),recorded into Staff Notation by Alexandros Kapsokavadis

In 1941, another Greek-American musician Nikos Roubanis,
changed the tone and melody, giving it the oriental sound
with which it is known today. He even made sure to register
his name as the song’'s composer. Since no one challenged
his right to do so, Roubanis is credited as the composer of M-
sirlou throughout the world except Greece. Immediately after
Roubanis’ arrangement, the song was included in the reper-
toire of the great orchestras of the swing era, but Misirlou’s
great success came in the early 1960°, while in 1994 Misirlou
came back into the spotlight when it was featured in Quentin
Tarantino's cult film Pulp Fiction®.

2 Listen to the original musical version of “Misirlou”, performed by the afore-
mentioned Tetos Dimitriadis in New York, 1927.

¥ Listen Misirlou’'s melody according to the version that could be heard in
Pulp Fiction film.
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What few people, even among musicologists, do not know
is that the basic part of the melody of Misirlou has an older
and well-documented history, linking it to a very ancient tra-
dition of Byzantine Music.

In Byzantine Music Theory there is a pedagogical scheme,
through which aspects of Byzantine Music Theory were prac-
tically taught; that was the so-called Wheel of the Chromatic
Modes of the Byzantine Octaechia, which was a scheme formed
as one can see below and according to which the so-called
Chromatic Genus of the Byzantine Music Modes was taught'.

G. Konstantinou, Theory and Practice of the Ecclesiastical Music,
Vatopediou Monastery on Mount Athos®2013, p. 334

A great Byzantine Music tutor, Chrysanthos of Madytos,
has explained the way that the said scheme was practically
approached, in his theoretical treatise entitled Great Theory
of Music®®, where one can also find written down how the mu-

% See Achilleas G. Chaldaeakes, “Plato’s Influences in the Greek Religious
Music Theory”, in Proceedings of the Greek-Chinese Conference “Jixia Acad-
emy and Plato’s Academy — Chinese and Greek Classical Civilizations Sum-
mit Forum” (Zibo, September 2018); forthcoming.

> See Chrysanthos of Madytos, Great Theory of Music, trans. K. Romanou,
New York 2010, pp. 123-5%24652[: “On the Notes of the Chromatic Genus”].

43



Achilleas Chaldaeakes

sic hidden into this scheme was actually sounds, following

specifically a full (ascending and descending) relevant chro-
matic scale, that sounds as follow:
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Chrysanthos, Great Theory of Music [...], p. 123546,

A corresponding transcription of the above musical exam-
ple —written in Byzantine Notation —, transcribed into Staff No-
tation by Theodore Karathodoros, could be formed as follows:

0
25
Psalti b—+ — ; T — ; f t
saltis T — I I  — I " —
&° hd = be & K4 hd
Ne che a nes ne na  no ne a nes
fH . | T
75 T T t —+—+ t t
o T f T f t —F— ; ;
Ps ) — T I i — I P ——
—— P — - f
L — 1
ne na_ no ne  a nes ne  nma no ne a ones
H . | I N
Z—5— & —t— t m—
— T — ——H } —+
Ps. T s s e — e ——
T T T T T
ne na  no ne che a nes ne na no ne che a nes
fH .
p T T
T —— ——+—T— T T —
Ps ) e —g—+—+ ——— —+—T—
ne na  no ne che a nes ne na no ne che a nes

The same musical example (a full - ascending and de-
scending - chromatic scale, as sung according to the afore-
mentioned Wheel of the Chromatic Modes of the Byzanti-
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ne Octaechia) is given below [transcribed into Staff Notation
by Theodore Karathodoros], with a transposition in the same
tone as the pre-stated melody of Misirlou and, in addition, un-
der the same melodic development, formed according to a
sequence of four identical pairs of musical phrases of its indi-
vidual ascending and descending scale degrees:

nes ne na no ne che a nes ne na no ne che a nes ne na no ne che a nes ne na no ne a nes

It is obvious that this chromatic scale forms the main part
of the aforementioned internationally famous melody, the
one known under the title Misirlou; judging by specific parts
of the latter composition [see, specifically, bars 4-8 & 27-34 of
the pre-stated musical example], it is for sure that anyone can
recognize the similarities between Misirlou’s melody and the
above chromatic scale [see, specifically, bars 5-9 of the last
musical example], similarities that are immediately apparent
not only in Misirlou’s original Greek version but even in the
version that could be heard in Pulp Fiction film.

Even though this melody is worldwide known, it is not
respectively known that its prototype is based in the way a
byzantine chanter could simply perform a full chromatic
scale through the aforementioned “wheel of the chromatic
Modes”; so, it has to be known that the hidden origin of the
melody under discussion is found from the 14" century on-
wards in the tradition of the Byzantine Music Theory and that
its melodic development is written down through the Byzan-
tine Notation in 1832 in Chrysanthos's Great Theory of Music.

This ancient Byzantine musical tradition, strongly con-
nected over the years with the corresponding folk music tra-
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dition and popular music in general, inevitably influenced
(either explicitly or implicitly) our two great composers. It
is characteristic the following popular song by Manos Had-
jidakis, which undoubtedly resembles an “unmade” folk or
popular Greek song. Legend has it that the poet and lyricist
Eftychia Papagiannopoulou slipped the paper with the lyrics
of the song under the door of Manos Hadjidakis' house at a
time when the song was being transformed at the expense of
the old folk composers. Hadjidakis created this famous song,
one of the greatest “zeibekiko” songs of all time, which was
loved through the voice of Grigoris Bithikotsis and the amaz-
ing bouzouki performance by Giorgos Zambetas'™.

Mikis Theodorakis

On the other hand, Mikis Theodorakis, especially in «A&dv
eotw, adopts inflections and melodic lines that refer to eccle-
siastical music compositions and Byzantine Music idioms.
The alternation of a “psalmodic recitativo” with composition-
al parts, and the intense use of modal musical elements (tak-
en, especially, from the so-called 4™ plagal Mode) testify to
influences from the eight-Modes system of Byzantine Music.

We must not overlook the fact that the poets themselves,
whose works were set to music, were influenced by Byzan-
tine Hymnography. Odysseas Elytis, especially in «A&dv eotw,
adopts ecclesiastical rhetoric and hymnological structure. His
language is sometimes laudatory, full of references to theo-
logical language and liturgical hymnology.

'® Listen to the aforementioned composition «Eiy’ antdg xwpls dprepd», @ song
with a characteristic refrain that repeats the inspired lyrics bidirectional (sim-
ilar to folk songs): | am an eagle without wings | without love and joy : with-
out love and joy | | am an eagle without wings. Zav tov aetd eiya prepd | kat méraya
oAD YnAd | Ma éva yépt Aatpepévo | éva yépt Aatpevtd | Mov ta k6Bet T prepd prov | yra ve pm pnAd
neta. | Eip’ antés ywpls ¢ptepd | ywpls aydmn kaw yapa | Xwpis aydmn kat yapd | iy’ antés ywpls
¢tepd. | To xépt avté to Aatpevtd | pes on {wrj B v ayard | Ott ko vet pov yet kdvet | 6Aa Tov tat
ovyywpw | Me prepovyes toakiopéves | mavra eyd Ba v ayand. | Eip’ antdg ywpis prepd | ywpis
aydnn kot yapd | Xwpls aydmn kat yapd | eip’ antog ywpls prepd.
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A characteristic example is the poem «Avoiyw to otdpa pov ki
avayarid{et To médayos»'’, in which Odysseas Elytis closely fol-
lowed the metrical form of the Kanon sung during the ser-
vice of the so-called Akathistos Hymn, and more specifically
from the 1t Ode of this Kanon, which begins with the phrase
«Avoiw To oTépa pov kat TAnpwbioetar Ivedpatog».

It should be noted that Elytis’ poem consists of five stan-
zas, and it is certainly no coincidence that the poet followed
the structure of the aforementioned Kanon of the Akathistos
Hymn, any one of the eight in total Odes of which is also con-
sists of five stanzas, namely the first and guiding hymn (the
so-called Heirmos) and another four Troparia, which follow
precisely the metrical and rhythmic structure, as well as the
melody, of the Heirmos.

The Heirmoi of this Kanon are poems by John of Damas-
cus (8™ century), while the rest poems, the so-called Troparia,
are the work of Joseph the Hymnographer (9t century).

For comparison, see below the lyrics of Elytis’ «Avolyw to
otépa pouv» alternately with the lyrics of the poems by John
of Damascus (Heirmos) and Joseph the Hymnographer
(Troparia). The metrical and rhythmic similarity is obvious:

John of Damascus (Heirmos) Odysseas Elytis's «A&6v eotw»

Avoi&w To oTopa pov, kot TAnpwbnoetat ITvedpatog  Avolyw o otdpa pov kit avayadidlet To TéAayog

kat Adyov epevgopat, ™) PactAidt Mntpl Ko maipvet Ta AGytat Lo oTig OKOTELVEG TOU OTINAES
kot opOHoopat dadpws ravnyvpilwv Kot o115 pwkieg TiG pikpég ta Pyrbupilet
kot dow ynlopevog Tav g ta Badpata. Tig viyxTes mou kAaty Twv avlpwnwy Ta Baoava.

Joseph the Hymnographer (15t Troparion) - % -

Xpotov BiPAov éppuyov, eoppaytopévny oe mvevpatt  Xapdlw Tig pA£PBeg pov ko kokkvifovv Ta dvelpa

o péyag ApxdyyeAlog, Ayvr Bewpevog Kot to€provda yivovtat 0Tig YeIToviég Twv moudiwv
emedyvel oot yaipe, xapag doyeiov Kat oevtévia oTi6 koTéAeG TOL aypuTTVOUVE
8¢ 16 ™¢ mpopnTopog apd Avbnoetat Kpupd yia v akodv Twv ep@twy ta Badpoata

Since it is clear that Elytis wrote «Avolyw to otépa pov» based
(as a model) on the lyrical and metrical structure of «Avot§w

7 See: https://emiliusx.blogspot.com/2011/01/0.ntml
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to otopa pov» by John of Damascus, it would not be risky to
observe that we could easily “chant” Elytis’ poem as has been
suggested from time to time by Byzantine and post-Byzan-
tine composers, as well as by the collective ecclesiastical mu-
sical tradition, since Elytis' latter poem “obeys” and “resem-
bles” Damaskenos’ original well-known melody!

If we attempted something similar, this popular poem by
Elytis could be sung by anyone, just like the Troparia of the
Akathistos Hymn! Such an attempt, which to our knowledge
has not been attempted or proposed until now, would be po-
etically and musically revelatory®.
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'8 The following example is based on the melodic pattern of performative in-
terpretation of the Heirmos in question («Avoifw to otopa pou»), as established by
a musical record made by Protopsaltis Petros Byzantios (1 1808); this specific
musical development is identically taken as it is written down in the following
edition: EyppoAdytov twv katafacidv ITétpov tov ITeAomovvnaiov, petd Tov ovvtdpov Eippodoyiov
ITétpov IpwropdAtov Tov Bu{avtiov. EEnynuéva katd tnv véav g povatkris péBodov petd mpoabijkng
tkavay pabnpdtwv, wv eatepobvro eig To makatdv. EmbewpnBévra 1jdn, kaw akptfus StopBuwbévra mapd
Tov Atbagkdov XovppovGiov Xapropidakos [...], Kwvoravtivobmoli, v i) Bpetavvikr) Tvmoypagic
Kdotpov eig Tadatdv, awke’ [Heirmologion, composed by (A) Petros Peloponnesios
(slow version) & (B) Petros Byzantios (fast version), Constantinople 1825], p. [B]
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Furthermore, if we would like to apply older, slower, and
more melismatic musical proposals, given for Damascenos’
Heirms by the relevant Byzantine Music tradition formed from
time to time, the performative way of singing Elytis’ new po-
ems would be different, giving rise to even more interesting
poetic and musical observations. Let us listen, for example, to
how this poem would sound according to the slow melody
of «Avoi&w to oTépa pouv», as composed in Constantinople by a
great 18"-century composer, Petros Peloponnesios (1 1778.)":
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70. As it is clearly shown, in relation to the melodic pattern, some minor chang-
es to the melody are necessary in order to always highlight the meaning of
each poem. These changes can even be found in the Troparia of the Byzantine
Hymnography (composed by Joseph the Hymnographer), which must neces-
sarily be adapted to the traditional metrical and melodic model of John of Da-
mascus. Indeed, as can be seen in the table above, these necessary changes
(which are marked in red ink in the score written in Byzantine Notation record-
ed here) are (indicatively) more numerous in Joseph'’s Troparia than in Elytis’
contemporary poem, a fact that is highly remarkable and absolutely eloquent.
® The following example, based on the melodic pattern of performative inter-
pretation of the Heirmos in question («Avoi&w to otépa pow), as established by a
musical record made by the said Petros Peloponnesios (1 1778), is identically
taken as it is written down in the aforementioned Heirmologion edition (pp. [A]
67-8). In this case, it is certainly noteworthy that the adaptation of Elytis's latest
poem to the metrical and melodic model (of John Damaskenus and Petros Pelo-
ponnesios, respectively) is so fitting that no changes or alterations are necessary.
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Itisinteresting to note that the latter melody bears a few me-
lodic similarities to the well-known composition by Mikis Theo-
dorakis?, as can be seen in the following comparative example,
based on the first phrase of both musical versions in question?:

. T p—t — —
Voice R S e s — ——
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S———
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Psaltis gy s Ao o0 % e 4 S 4
* = =R
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It should be noted that Theodorakis himself described
himself as a “child of the Church” and spoke of the greatness
of Byzantine Music, which influenced his work?2. When asked:
“Is there a song that you hold close to your heart, one of your
songs, that is your mysticism, your essence? Is there a song
that resonates with you the most?”, Mikis’ answer is revealing:

“Il'won’t talk about my own song, but | am a child of the Church.
I am a child who was born with Byzantine Music. And that is
precisely why | included all three hymns in my third sympho-
ny — «At yeveal tdoa» and so on. But of course, the bedrock on
which | stood as a person and as a musician is «Tn Yreppdyw».
That's where everything in music begins and ends, | think”.

Mikis Theodorakis “represents, perhaps more than any
other Greek composer, the embodiment of the division of our
art music between its national roots (folk songs, Byzantine
melodies, rebetiko) and the West”. | would like to conclude
this paper with a song by Mikis that particularly moves me, in

20 Listen to the aforementioned composition «Avolyw to otdépa pov», by the
historic interpretation of Gr. Bithikotsis.

2" Thescore of Theodorakis's composition is taken from the Digital Collection of his
Archive; specifically, is found at the following site: https:/digital. mmb.org.gr/digma/
handle/123456789/37760. The slow melody of «Avoiw to atépa pou», as composed by
Petros Peloponnesios, is transcribed into Staff Notation by Theodore Karathodoros.
2 See: https:/fedromos.gr/zosa-vyzantini-paradosi-kai-mikis-theodorakis/
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a sensitive live performance by Yannis Parios (Athens, 2001);
Michalis Ganas' introverted lyrics become the canvas on
which Theodorakis, with sensitivity and heart-rending emo-
tion, created a unigue melody, that touch the souls of listen-
ers directly, as an antidote to oblivion in the memory of every
physical and spiritual erotic passion we had in our lives®.

Poetry set to music in Greece is not simply a cultural phe-
nomenon, but an act of composing and transcribing words
into a musical experience. Theodorakis and Hadjidakis were
not simply composers but creators of a new aesthetic style,
that bridged poetry with music. Both consciously or uncon-
sciously drew on the Byzantine tradition, both in music and
in poetry, confirming that modern Greek art bears deep trac-
es of its spiritual origins. Thus, despite their different starting
points, both composers show influences from Byzantine Mu-
sic in various works, either directly or through the traditional
music of the East, which preserves Byzantine remnants.

2 Listen to the aforementioned composition «Ilwg va Eexdow». An’ ) {wrj pov
e Ba Byetg moté, | {wrj Stkerj pov ko {wrj prov Svo dopés. | Xapd atn Abmn pov kaw Abrn otis yapés, |
s va Seydow, mdg va §eydow... | Ta peydda pdria mov pe ydidepav... | ta {eotd oov yépra mov pe
dyyiéav... | kaw ta Téoa Adyia wov Sev mpbAafa... | oe faBV mnyddt Ba to nw , wéoo o’ ayamd. | An’ to
koppl pov 8¢ B Byets moté, | Stied pov addpa kat koppt prov Svo popés. | Xapd atov mévo pov kat tpadpa
oT1§ Yapés, | s va Eeydow, mds va Eeydow...
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LINKS

Note 1 - «Kpé&tnoa tn (w1 pou»:
https://youtu.be/x2CwtgsyBlw?si=IgLPoWeGZSzkKIZA

Note 2 - «Xdaptivo To peyyaplri»:
https://youtu.be/uuMiVTHUR]jk?si=17C7-qliCFppSM5k

Note 4 - «ITov métage T aydpt pou»:
https://youtu.be/j-mWzI5fBrg?si=3_ocQEZGS26igVcX

Note 5 - «A&6v eotw»:
https://youtu.be/TrXeUleShYk?si=4aKlvy95Cr2xRwSn

Note 6 - «Av BupnBeig To dvelpd pou»:
https://youtu.be/VfsSlayrtNY?si=sVvaHOYGtUufqals

Note 7 - «ABavacia»:
https:/youtu.be/p_84TnU_3X82si=zJ3kNT2g_uLXTltt

Note 8 - «Kpataid wg 0&vatog aydmn»:
https://youtu.be/BTENbpLdM5U?si=FKWVMkpN4EIsZ1-2

Note 9 - a. About Hatzidakis: [1] https:/www.ertecho.
gr/radio/trito/show/egnatia-odos/ondemand/1131140/
manos-xatzidakis-ekklisiastiki-poiisi-kai-mousi-
ki-1-2-25-10-2025/ [2] https://www.ertecho.gr/radio/trito/
show/egnatia-odos/ondemand/1131154/manos-xatzi-
dakis-ekklisiastiki-poiisi-kai-mousiki-2-2-26-10-2025/;
b. About Theodorakis: [1] https:/www.ertecho.gr/radio/
trito/show/egnatia-odos/ondemand/1142147/0-ekkli-
siastikos-mikis-theodorakis-1-3-08-11-2025/ [2] https://
www.ertecho.gr/radio/trito/show/egnatia-odos/
ondemand/1142157/o-ekklisiastikos-mikis-theodor-
akis-2-3-09-11-2025/ [3] https://www.ertecho.gr/radio/
trito/show/egnatia-odos/ondemand/1142167/o-ek-
klisiastikos-mikis-theodorakis-3-3-15-11-2025/.

Note 12 - Misirlou:
https://youtu.be/LW6qGy3RtwY?si=zPvtjyhr41B5DDOx
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Note 13 - Pulp Fiction:
https://youtu.be/ThLIXrlpRe8?si=X3_zSgplcX6Q-nAB

Note 16 - «Eip’ antog ywpis prepd»:
https://youtu.be/KTIQAF754HU?si=2XVILL8iIAVa6vVXG

Note 20 - «Avoiyw 10 oTépa pou»:
https://youtu.be/SUEEYg64F]1?si=OCPP8epFYBSafS-j

Note 23 - «Ilwg va §exdow»:
https://youtu.be/OWHKNS3RIPA?si=3d2NOV5cAh4xNxol
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Note biografiche

LuiGlI AMATO e Professore Ordinario di Estetica presso I'Ac-
cademia di Belle Arti di Palermo, e collabora con diverse Uni-
versita europee. E autore di numerosi saggi e monografie tra i
guali ricordiamo Antologia Estetica e Seconda onda. Ha pro-
dotto numerosi documentari e programmi televisivi.

EVANGHELIA BAFOUNI, Phd in Storia, € stata direttrice del
dipartimento Cultura del Comune del Pireo, con cui continua
a collaborare nell'organizzazione di diverse manifestazioni
culturali, di concerto con importanti Enti e Fondazioni. Ha al
suo attivo numerose pubblicazioni concernenti soprattutto la
storia sociale ed economica del Pireo.

MARIA CARACAUSI € Professore Associato di Lingua e Let-
teratura neogreca all'Universita di Palermo. Ha al suo attivo
circa 200 pubblicazioni sulla letteratura del XIX e XX secolo e
dirige le collane di letteratura neogreca “Agapanti” (Torri del
Vento), “Niata” e “Niata Maiora” (Unipapress). Ha ricevuto rico-
noscimenti dall’Associazione greca Traduttori di Letteratura
(1989), il premio “Jean Moréas” (2020) e il Premio Statale di
Traduzione del Ministero della Cultura di Grecia (2021).

ACHILLEAS CHALDAEAKES & Professore di Musicologia Bizan-
tina e Arte Psaltica presso il Dipartimento di Studi Musicali del-
la Facolta di Lettere dell'Universita di Atene. La sua produzione
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scientifica comprende oltre 200 studi (monografie, articoli,saggi
in vari volumi collettanei e riviste scientifiche) su vari argomenti
nelllambito della Musicologia Bizantina e dell'Arte Psaltica. La
attivita, sia come ricercatore e docente sia come interprete e
direttore di ensemble musicali, esplora nuovi percorsi verso un
approccio globale, poliedrico e innovativo alle sue discipline.

AGATHI DIMITROUKA & scrittrice, poetessa e traduttrice, non-
ché curatrice delle opere del poeta Nikos Gatsos, del quale &€ ere-
de. Ha pubbilicato libri di poesia, prosa e letteratura per I'infanzia
ottenendo premi e riconoscimenti in Grecia e all'estero. Le sue
opere sono state tradotte in inglese, spagnolo, italiano, cinese,
coreano, portoghese, russo e turco. E membro corrispondente
dellAccademia Ispano-Americana di Belle Arti di Madrid.

ALDO GERBINO, morfologo, poeta, gia Ordinario di Istolo-
gia ed Embriologia nell’'Universita di Palermo, Emerito della
Societa italiana di Biologia Sperimentale, & critico d'arte e let-
terario. Presiede I'Accademia delle Scienze Mediche “Giovan-
ni Filippo Ingrassia”. Membro del comitato scientifico delle
Orestiadi & Responsabile della “Quadreria Mediterranea” del
complesso Monumentale Steri e Consulente del Rettore per
la valorizzazione della piattaforma culturale “Arte e Scienza”.

SERGIO INTORRE € Professore Associato di Museologia e Cri-
tica artistica e del restauro presso il Dipartimento Culture e
Societa dell'Universita degli Studi di Palermo, dove insegna
diverse discipline. La sua ricerca si articola principalmente
sulla storia delle Arti Decorative in Sicilia, lo studio delle relati-
ve fonti e la tecnologia digitale per |la valorizzazione del patri-
monio culturale. E autore di numerose pubblicazioni scientifi-
che tra le quali si segnalano Coralli trapanesi nella collezione
March (2016), La grandeur & la beauté - Le Arti Decorative
siciliane nei diari dei viaggiatori francesi tra XVII e XIX secolo
(2021) e Sicily’s Prime - Il viaggio nelle Arti Decorative siciliane
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di E. Nevill Jackson (2022). E vicedirettore dell'*Osservatorio
per le Arti Decorative in Italia Maria Accascina” e di “OADI-RIi-
vista dell'Osservatorio per le Arti Decorative in Italia”. Ha cura-
to numerose mostre inerenti le Arti Decorative in Sicilia.

ENRICO PALUMBO: Laureato Magistrale in Scienze dell’Anti-
chita (2023), ha frequentato corsi di lingua e cultura neogreca
(Atene, Delfi, Salonicco), con particolare interesse per la ricezione
del mondo antico nella Grecia moderna. Ha collaborato a volumi
collettanei (NIATA 8; NIATA MAIORA 1, 2); ha al suo attivo la tradu-
zione della rivisitazione dello Scudo di Menandro ad opera di C.
Christofis (NIATA 3). E attualmente dottorando in Filologia presso
I'Universita di Atene, nonché insegnante nella scuola secondaria.

JANNIS PSYCHOPEDIS: Professore Emerito dell’Accademia di
Belle Arti di Grecia, € artista greco di fama mondiale tra i piu
significativi. Ha realizzato un centinaio di mostre tra personali e
collettive, due delle quali nella Sala Verifiche del complesso Mo-
numentale Steri(“L'alfabeto di Jannis Psychopedis” e “Ars poeti-
ca: illusione dellumanita”), e ha al suo attivo numerosi volumi
€ saggi su arte, estetica e letteratura. La permanenza a Palermo
ha ispirato la creazione della sua opera “Palermo: faces & ruins”.

SHANNA RoOssI ha conseguito la laurea Specialistica in Filologia
e Letterature dell’Antichita presso I'Universita di Roma La Sapien-
za (201). E titolare di cattedra di Latino e Greco al Liceo Classico,
e attualmente dottoranda in “Studi classici per la contempora-
neita” presso I'Universita di Palermo, con una dissertazione sulle
riscritture del mito degli Atridi nella drammmaturgia greca con-
temporanea. Ha al suo attivo diversi studi e pubblicazioni.

VINCENZO ROTOLO: Professore Emerito dell’Universita degli
Studi di Palermo, ha ricoperto la Cattedra di Lingua e Lettera-
tura neogreca (la pit antica d'ltalia, fondata nel 1930 da Bru-
no Lavagnini) dal 1967 al 2003. Insigne figura di studioso, ha
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pubblicato circa 300 studi, articoli, traduzioni, volumi ed &
stato insignito di prestigiosi riconoscimenti da diversi Paesi
(Commendatore dell’Ordine della Fenice dal Presidente della
Repubblica Ellenica, Societa Ellenica dei Traduttori Letterari,
Istituto Gramsci Siciliano, Parlamento Europeo, Premio Jean
Moréas, V Convegno di Scrittura Creativa, Premio Dido Soti-
riou dell’Associazione degli Scrittori, Gran Premio di Stato per
le Lettere del Ministero della Cultura). Generazioni di neogre-
cisti italiani riconoscono in lui un caposcuola e un maestro.

FRANCESCO SCALORA, dottore di ricerca a doppio titolo (Uni-
versita degli Studi di Palermo e Universita di Creta), ricerca-
tore post-doc presso il Dipartimento di Storia ed Archeologia
dell'Universita di Atene, ha lavorato alla National Hellenic Re-
search Foundation. Gia borsista del Center for Hellenic Stu-
dies dell'Universita di Harvard, attualmente insegna Lingua
e Letteratura neogreca all'Universita degli Studi di Padova
(dBC-DiSLL). Ha al suo attivo numerose pubblicazioni, tra cui
Sicilia e Grecia. La presenza della Grecia moderna nella cul-
tura siciliana del XIX secolo (ISSBI 2018); Scolari greci all'U-
niversita di Padova, XV sec.-1570 (Cleup 2020); La fortuna di
Solomods nell'Ottocento italiano (ISSBI 2025).

GIULIA SORRENTINO € dottore di ricerca in Storia e cultura
bizantina a doppio titolo (EPHE di Parigi e Universita degli
Studi di Palermo). Ha avuto frequenti e fecondi contatti con
istituzioni greche ed europee, ed € attualmente ricercatrice
post-doc presso la Scuola Archeologica Italiana di Atene. Ha
al suo attivo diversi studi e traduzioni nell'ambito della lette-
ratura e filologia neogreca, in particolare ha curato lakovos
KAMBANELLIS, Tre atti unici (NIATA MAIORA 4) e ha realizza-
to la monografia Dalle memorie del Generale Makryghian-
nis. Tra la Rivoluzione e il nuovo stato (NIATA MAIORA 5).
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DIMITRIS VERNIKOS: Regista e produttore. Dopo aver com-
piuto gli studi alla National Film School (Londra), ha collabo-
rato con la ERT (Radiotelevisione nazionale greca), producen-
do documentari, film, serie televisive, programmi culturali e
musicali. Ha al suo attivo diversi film tra cui ricordiamo: Mé&vog
Xot(8ékis - Eidwlo atov kabpéptn (2008).
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