17° S1eBvég oeptvaplo-cvvavtnon yia to Peumétiko
17t International Rebetiko Seminar-meeting

Ewonynoeig oeuvapiov-Proceedings of the seminar

Xxvpog-Skyros, 12 - 19 IovAiov July 2026

Anuog Xxvpov kat ENE Xxvpog Navtidiakn Etaipeia
MoAttiotikdg EVAAoyog Lxvpov “Aveudscoa”

Movoaoeio “Mavov kat Avaotaciag Paitairg”

Skyros Municipality and SNE Skyros Nautical Company
Skyros Cultural Association “Anemoessa”

“Manos and Anastasia Faltaits” Museum




Mivakag Mepleyopévmv

[ To o Y101V o RS 3
INEFOAUCTION .t e e e s e e s e s e e s sab e e e sab e s eanee s 5
Ano to meplBwplo otn oknvr: H yuvaika opyavomnaixtplo oto pepmnétiko OuAntpla: OAya
NamnadomnovAou Metadpaocn - Empéleta kelpévou: OAya NAmMASOMOUAOU .......eeeeveeeeveeeiree e, 7
From the margins to the stage: The female instrumentalist in rebetiko Speaker: Olga
Papadopoulou Translation - Editing: Olga Papadopoulou..........ccceeuiiiiiriiiieiiiiieee e 23
H Févvnon tou PeUMETIKOU 0TNV EUPUTEPN TtepLloXn Tou Melpald kot TnG Kokkwidg. Nikog
V[T, ¥e o 10 OSSOSO PRURUPRRRPTO 39
The Birth of Rebetiko in the wider area of Piraeus and Kokkinia Nikos Nikolaou English
Translation - Text Editing: Maria GeNitSarioU .......ccueiiieciieieiiiiiee e eeiiee s e e e e e s eenee e 53
To peunéTiko ywpilel pla véa mepiodo avbnong. Keipevo: ApL Toupneivev Qwrtoypadiec: Katpl
NLOOUAQ KOl APL TOUPTIEIVEV ..eeeerieeeiiieecieeeeteeesiteeestteeesseeessseeeessaesasaeesnseeessaeesnseeessseeesssesssssesennnes 67
Rebetiko music is experiencing a new period of flourishing Text: Ari Turpeinen Photos : Katri
T U] I TaTe I AN I L UTg o<1 [0 1= o PSPPSR 75
ITypotuna oo to 17° S1eBvéC oeVAPLO-OUVAVTNON VL0 TO PEUTETIKO oTnV 2KUpo. Highlights

of the 17™ international rebetiko SEMINar in SKYFOS. ......cviivviiiiieeeeececeeee et 82




Ewocaywyn

Ayarnntol @idot kat @ileg,

Z0pVIKA avapwTIOUAOTE W tepaoay oxedov 20 xpovia amo TOTE, TOU ULX ULKPN
ouada, UE KEVTPLKO OTOLYE(O TNV AYATN TNC Yla TO PEUTETIKO, EEkivnoe va Swoel oapka
Kol 00Td OTNV LOEQ ULOC LOUTLKIG OUVEUPEDNC YLO TO PEUTTETIKO OTN 2KUpo. To ToAunua
ntav peyaio kot Suockodo, ylati Sev QTavEL v UtApXEL uta LOEa, Tou umopei BeBata va
glval to pouyo mou Ya vtuoel pla mpaén N pla evepyela, aAda Ga mpEMEL va UNTAPXEL
TIPOYUATIKY QYATTN, CUVETIELA KOL pOTLwOon yLlo 000UG Kal 00e¢ Ba BaAouv Tov xpovo Ko
™V KkapdLd Toug otnv vdomoinon autric tng toéeag. Kat yiati otn 2Zkupo; Marti n Jkupog dev
elval éva tuyaio AwyatorteAayitiko vnoli. Eival éva vnoi mou alwpeital oto MOALTIOTIKO
OTEPEWUN TNC TaTPlOAC Uag, aro tnv npoiotoptkn epiodo twv MNeAaoywv UEXPL TIC UEPEC
UG, TILWVTAC TNV LOTOPIO KAL TIC TEXVEC KAl LOLAITEPA T UOUOLKN) UE TIC TOPASOOLAKEC KOl
PEUTTETIKEC pIlec TNG. Pilec mou amAwvovtal oOTo €UPOPO XWUA TNG VEOEAANVIKNC
TAUTOTNTAC UaG Kot taAevouv va Sdtatnprioouv tnv dlaitepn moAttiotikn poc avtaéia,
UECO OTOV OUYXpPOVOo opuuaydd TNG TTaYKOOULOTTOIiNoNG MoU KATXAUEL TIC LOLAITEPEC
TTOALTIOTIKEG KOUATOUPEG.

Eiuaote mepripavol ylati to eyxeipnuo pog pumopel va mépaoce SUOKOAIeC kai
npoBAnuata, aAda mETUXE, LETA OTA avIPWITIVA UETPO TTOU EXAUE OPIOEL, TOUC OTOXOUC
UQAC YL TO PEUTTETIKO, dnAadn va evioxUoouue T yvwpluia, tnv Badutepn UEAETN Kal
TTPOBOAN TOU O€ EVa EUPUTEPO KOLVO, KUPIWG VEWV avIpwitwVv.

Peumnétiko, auto 1o Aaiko pouotko tdiwpa rrou Eemetaytnke otov Mepald, oTo mPWTO
ULoo tou 200U alwva KAl UE T OUUBOAN MOAAWV HOUTIKWY PEUUATWY SNULOUPYNOE UL
apakatadnkn mOALTLOTIKOU UOUOLKOU ayadoU avayvwplouevou rtAgov amo tnv UNESCO,
wc¢ otowyeio tn¢ AuAncg MoAwtiotikng KAnpovoutdc tng Avipwmnotntag, otouc YAAEMoUS
Kapou¢ rtou {oUUE.

Autn ™ xpovia, to SLEBVEC TEULVApLlo-ouUVAVTNON OTn KUpOo mpayuatornoltndnke 12
€w¢ 19 louAiou 2026 oto 6uop@o Kot pIAGEevo vnoi tnc SkUpou, Ue oTaIEPOUC OUVEPYATEC
HQg, TNV TOTLkn kowvwvia, tov Anuo tn¢ Zkupou, ™ ZNE (Zkupoc Nautikn Etatpeia), tov
MoAttiotiko SUAAoyo Skupou «Aveuosooa» kat to Mouoegio QaAtaltg.

H etiola ouveupean pag UE TOUG @idouc kat @IAec pouotkouc amo thv EAAada,
QOwAavéia, NAdia, repuavia, Toupkia, ZAoBevia, BouAyapia, lantwvia, Kumpo kat Kavada
UOC YEULOE yla dAAN LA popd UE xapd kat xouoyeAa. Me mAonyo uag tnv audevtkotnta,
10 NY0¢ KAl To UPOoC TNG AAIKAG UAC LOUGTLKAC, ONMALOTAKAUE Koupaylo KL eEArida yia tn
SUoKkoAn cuvexela. AvtAnoaue Suvaun mou YEULOE PWE TA UATLY KAL TIC KXPOLEC LaC.

KU autn ty SUvaun kat tO QWG TNV VOLWOAUE, TILOTEUOUUE, OAOL KAl OAEC oL
ETILOKETNTEC/TITPLEC TOU VNOLOU, OL OMol0oL/eC CUVEUPETINKAV OTIC UOUOLKEG BpadIVESC uag
eEOPUNOELC OTIC YPAPLKEC TABEPVEC TOU VNOLOU, OTTOU CUUUETELYOV OlKELOVEAWC 0’ auTh
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™V poudotkn Aaikn mavéaloia, oav CUVEXELA TNG KAUNUEPLVAG eKMALOEUTIKNG 4wpNC
Sladikaoioc pe eva elevUepo SlaokedaOTIKO mPoypauua. AAAa, n ouveupeon Tou
EUPUTEPOU KOLVOU KOl TWV CUUUETEXOVTWV/OWV OUVEX(OTNKE UE SUO OULAIEC OTO OLUOPPO
Jeatptko xwpo tou AnpuotikoU oxoAeiov ue Ocuata:

14/7/2026 «Armo to neptSwplo atn oknvn: H yuvaiko opyavoraiytpLo 0To pEUTTETIKO»
OuAntpta: OAya MarnabdomovAou, ue mapaAAnAn ayyAikn uetagpacn oamo tov Kwota
KakoutomouAdo. Metappaon - Eniuédeta keyuévou: OAya MarnadomovAou

16/7/2026 «H lEvvnon tou PEUMETIKOU OTNV EUPUTEPN TEPLOXN TOU [ewpatd Kat tne
Kokkwviacg». OutAntrg: Nikoc NikoAdaou, ue mapaAAnAn ayyAikn uetappoon aro tnv Mapia
levitoapiou. Metappaon - Emueleia keypevou: Mapia levitoapiov.

Ot avolytec ekbnNAwoelc oAokAnpwidnkav UE TNV PEUTETIKN CUVOUALX avolxTr) OTO
KOLVO UE EVa SLAOKESAOTLKO KOl YOPEUTIKO TTPOYPAUUO OTN KEVIPLKA MAQTELQ TOU vnoLoU
v Napaokevun 17/7/2026 kat tnv Stadiktuakn uetadoon the cuvavliac otic 18/7/2026,
mmou mepidauBave ta tPayoudla Twv padnuatwv tou 17°° SieBvouc oeuvapiou-
ouvVavTNonNG Lo To PEUTIETLKO.

Méxpt to enouevo, 18° biedvéc oeutvaplo-ouvavrnon, éekovpalouaote Aiyo kal
npoetolualouaote, Oxt Uovol uoc pali ue eoag, ylati twpa eipaote «gueicy. Mali Sa
ouvexiooule To Houatko uoc taéidl, ue muéiba tnv ayann Uoc Kot To oeBaoUo UAc yla To
PEUTTETLKO TPOyoUSL mou avinoe oav AoUAoUSaKL OTIC UAVTPEC Kol Ta pTwyouayalo Tou
Mewpata, amo ToUG AVWVUUOUG KOl ETTWVUUOUG OUVTEAECTECG TOU, TTOU LOOY0B0Ance to
apwua tN¢ eArtidac kot «StauaptupiInke» yLa TIC AVAAYNTEC CUUITEPLPOPEC ATTO OTTOU Kl
Qv TIPOEPXOVTAV.

Mpoxwpaue...lovUE UE TN UOUCLKN OTH Kapdld Kol Tn OKEWYN UAG, YLATI N UOUCIKA
EVWVEL...

lwpyo¢ Makpnc kat Supoc¢ Mlkouuoc




Introduction

Dear friends,

Suddenly, we wonder how almost 20 years have passed since a small group, united
by their love for rebetiko, started to give shape and substance to the idea of a musical
gathering for rebetiko in Skyros. The undertaking was big and difficult because having an
idea is not enough. An idea can certainly be the garment that dresses an action or an
initiative, but there must also be genuine love, consistency, and devotion from those who
will put their time and heart into making that idea a reality. And why Skyros? Because
Skyros is not just any Aegean Island. It is an island that hovers in the cultural realm of our
country, from the prehistoric era of the Pelasgians to today, honoring history and the arts,
and especially music with its traditional and rebetiko roots. Roots that spread into the
fertile soil of our modern Greek identity and struggle to maintain our unique cultural worth,
amidst the modern whirlwind of globalization that erodes distinct cultural traditions.

We are proud because our project may have gone through difficulties and problems,
but it succeeded, within the human limits we had set, in achieving our goals for rebetiko,
that is, to strengthen the awareness, deeper study, and promotion of it to a wider audience,
mainly young people.

Rebetiko, this popular musical idiom that emerged in Piraeus in the first half of the 20
century and, with the contribution of many musical currents, created a legacy of cultural
musical value now recognized by UNESCO as an element of the Intangible Cultural Heritage
of Humanity, in the tough times we are living.

This year, the international seminar-meeting in Skyros took place from July 12 to 19, 2026,
on the beautiful and welcoming island of Skyros, with our steady collaborators, the local
community, the Municipality of Skyros, SNE (Skyros Shipping Company), the Skyros Cultural
Association “Anemoessa” and the Faltaits Museum.

Our annual gathering with friends and musicians from Greece, Finland, France,
Germany, Turkey, Slovenia, Bulgaria, Japan, Cyprus, and Canada filled us once again with
joy and smiles. Guided by the authenticity, ethics, and style of our folk music, we armed
ourselves with courage and hope for the difficult days ahead. We drew strength that filled
our eyes and hearts with light. And this strength and light, we believe, was felt by all the
visitors of the island, who joined us in our musical evening outings to the island's
picturesque taverns, where they voluntarily took part in this folk music feast, as a
continuation of the daily four-hour educational process with a fun and free program.

But, the gathering of the wider audience and participants continued with two
speeches given at the beautiful theater space of the Elementary School on the following
topics:

14/7/2026 "From the Margins to the Stage: The Female Instrumentalist in Rebetiko"
Speaker: Olga Papadopoulou, with simultaneous English translation by Kostas
Kakoutopoulos. Translation - Text Editing: Olga Papadopoulou




16/7/2026 "The Birth of Rebetiko in the Greater Piraeus and Kokkinia Area" Speaker: Nikos
Nikolaou, with simultaneous English translation by Maria Genitsariou. Translation - Text
Editing: Maria Genitsariou

The open events concluded with the rebetiko concert open to the public, featuring a fun
and danceable program in the main square of the island on 17/7/2026 and the online
broadcast of the concert on 18/7/2026, which included the songs from the courses of the
17" international seminar-meeting on rebetiko.

Until the next 18" international seminar-meeting, we take a little rest and prepare—
not alone, but together with you—because now we are “us.” Together we will continue our
musical journey, guided by our love and respect for rebetiko music, which blossomed like a
little flower in the yards and small shops of Piraeus, thanks to its anonymous and well-
known contributors, spreading the fragrance of hope and “protesting” against heartless
behaviors, wherever they came from.

We move forward... living with music in our hearts and minds, because music unites...

Giorgos Makris and Spyros Goumas




ATO To mePLOWPLO o TN GKNVI):

H yvvaika opyavomaixTpla 6TO pEUTETIKO

OuAntpia: Odya llatabomoviov
Metappaon - Emuédsia keyuévov: OAya llamadomoviov

Ocooalovikn, IovAtog 2026

IXTOPIKO HAAIZXIO: PEMIIETIKO KAI ®YAO

[ao va katoavonoovpe ™ B€om g yuvaikag opyovomoiyTplog 61O PEUTETIKO,
TPEMEL TPAOTA Vo KortdEovpe moAd miocw, oTig pileg mov yavovion 6tovg aidves. To
umovlovKL Eival amdyovog NG OPYALOEAANVIKNG TOVOOVPOS Kal, oV ovolNTCOVE
010G KPATOVGE OVTO TO OPYOVO GTNV OPYOOTNTA, 1 TEXVN HOG OTOKAAVTTEL
Yovoukeieg popeég, Mobvoeg mov pe 10 Tpiyopdo Opyavo GTa YEPLOL GUUUETEL AV GE
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yoptég ko TeAeTEC. H yuvaika opyavomaiytpla Tov wopodcsa amd v amapyn s
HOVLGIKNG dnovpyiag. 261060, 6TV Topeia. TOV ¥PAHVoOV, AT 1| EKOVA GTAOKA
Eebmpraoce. H yovaika meplopictnke 6tov poOA0 TG EPUNVELTPING 1) TNG YOPELTPLOG
K01 TO OpYOavo EY1ve epyareio ONUOGLAG KOt GYEGOV TOKAELGTIKA OVOPIKNG EKPPOONG.

Axopa kot oTic apyES Tov 2000 amdval, 6TIG KOGUOTOATIKES £6TiEC TNG AVOTOANG,
ot yuvaikeg 0ev TV LOVO QMVES, OALA Kot 0eE10TEYVEG GE OPYOVOL OTIWG TO COVTOVPL,
t0 BroAi 1) to oVtl. Opwe, 6tav 10 K€vipo Papovg petatoniotnke otov Tlepoatd Ko
YeEVVIONKE TO GKANPO PEUTETIKO TOV TEKE, 1| YOUVOIKO, OPYOVOTTOLYTPLOL OEXTNKE £Vl
SUTAG YTOTNUOL OO TN U0l TO. KOWVOVIKG TAUTOV Kol omd TNV GAAN TN 6OVOEGT TOL
urov{ovK1oL pe Evay KOGHO Tov BE@podVTOY apy®S ovoptkog.

Y& autd 10 TAOic10, TO UTOVLOVKL AEITOVPYNCE G POPENS GLUPOAGHLOV TNG
OVTPIKNG TOVTOTNTAG Kot TG payKlds. H yprion tov aroutovoe onpdcia £xbeorn kot
po otdon emPoing mov 1 kowvmvia dev avayvopile otig yuvaikes. Ilapdio mov ot
yovaikeg €monlav HOLGIKY] GE OIOTIKA TAOUGLH, 1 OPACTNPLOTNTU QT TOPEUEVE
€VTOG TOV OTITION, YWPIC VO, LETATPEMETAL O EMAYYEAUOTIKY TowTdTNTL. H gppdvion
TOVG GTO TAAKO £YIVE OOOEKTN KVPIWG UEG® TOV TPAYOLOLOV, KAOMDE 1 POVH OeV
OTTOTOVCE TNV 10100 COUATIKN Kot TEYVIKY Kuplapyia mov cvuPforle to dpyavo. H
OTTOVGI0 KOTOYEYPUUUEVOV YOVOIKDOV 0PYAVOTOLYTPUDV, EMOUEVWDS, OEV OPEINITAV CE
EMAEWYTN IKOVOTNTOG, OALL o€ £va TAOIGLO TTOV OgV enETpeEne TNV opatOTNTA Tovg. H
otopia ypdotnke and 6covg elyav TpdsPact oTov dNUOGLO YOPO Kol GTA GTOVVTIO
NYOYPAPNONG, OPNVOVTOC TIS YULVOIKEC opyavomaiytpleg oto mePmPlo NG
Kataypoaenc. H kowvovikn doun enéfoaile capeic pOAOLS: 0 AvIpag KIVOUVTAY GTOV
OMUOGLO YDPO, EVM 1] YOVOUKO GLVIEOTOAV LLE TOV 1OIMTIKO YOPO TOV GTITIOV KOl TNG
owKoyEvelng. Avtr 1 dlakpion vanpEe OOUIKO oToLyElo ToL pepnétikov. Ta Tpayovola
QT YOVVTOL OVTPIKEG EUTTEPIEG KO, OKOUT KO OTOV OVAPEPOVTIOL GE YUVOIKES, TIC
T01m00eTOVV GLYVA 0T BE0M TOV AVTIKEWEVOL TOBOL 1} GVYKpOLGTG, Kot Oyl 6T B€on

NG WGOTIUNG 0PN YNTPLOG.

I'YNAIKEX ITOY YITHPEAN AAAA AEN KATATPA®HKAN

H éAdewyn ovopdtov ota apyeio kot Tovg diokovg 0eV GUVETAYETOL TV ATOVGIN
avOpOTwv. X115 apyég Tov 200V coVa, 1 LOVGIKT {ON GTIC TPOGPLYIKES KOWVOTNTES
KOl TIG YEITOVIEG MTOV O KOOMUEPIVY] TPOKTIKY] TOL EKTEWOTAV TEPO ONO TOV
enayyeApoatiopo. I[popopikég paptopiec emPefardvovy v dmapén YovalKov mov
yepilovtav opyava OIS T0 A0oVTO, T0 BLoAl 1] TO cavTovpl, S1OECKOVTOS GUYVA Kol
TO APGEVIKA HEAN TNG OKOoYEVELNS. QQ6TOCO, Ol TPAEELS OVTES, (G TPOEKTAGELS TOV
1010TIKOV Piov, dev BewpnOnkov mToTé PEPOG TG emionung 1otopiag.

H petdfoon otov onuodcilo yopo eixe yu ) yovaiko éva Bopd Kowovikd Kot
NOwod kdotog. Evd yuo tovg dvipeg m mapovsio otn voytepwv] (o1 amoTeAOVoE
TEKUNPLO CLOYKLAG», Y10 TIG Yuvaikeg amotehovoe otiyua. Etol, mapépuevay micm amnd
KAEWoTEG TMOPTEC, OYl OLOMNALG, 0AAG aopateg. Ot poptupieg HOLGIK®OV TOL
aVaQEPOVY TG «M KAVO Hov Emoulen, N «1n adepPn Hov NEepe KAAVTEPA Vo TOULE,




TOPOUEVOLV VITOGTUEIDCELS, KoODG M 1otopion €0TIALEL QMOKAEIGTIKO GE OGOLG
Bynkav otn oknvn.

H amovoia kataypaenc eivar cvotnuatikn kot kabopiletor omd 10 @iATpo TOL
OMUOGIOV £VOVTL TOV 1O1OTIKOV. AV €vag avtpag Emaile 61O KapeVEio, avayvopllotay
®G PEUTETNG: av Lol yovaika Emonle otV VAN TG, 0V YIvOTaV Hovotkog. [Tapd v
ENAEYM OpYEL®V, 01 YOVOUKEG OVTEC EMNPEACAY T1 LOVGIKY] LEG® TNG UVIUNG KOl TNG
TPOPOPIKNG HeTdooons. Avayvopilovtog avtég Tig aféateg TAEVPEC, TO PEUTETIKO
OTOKOADTTETOL MG 0L TOPAO00T o GUVOETT Kot avOpdTTIVY|, TOL TEPIAaUPavEL Oyt
uévo N oknvn, oAAG Ko Oha 6o cuvEBavay micm amd avtnyv, oTig Kovlives, Tig
OVAEG KOl TO, TPOCPUYIKE OWUATLOL.

Ao KO OTIG TEPMTAOCELS TOV O POTOYPUPIKOS POKAOG EPYETOL VO SLONYEVTEL
NV amOAVTY OTOLGIO TOVG, 1) AVOVLUI TOPAUEVEL O Kavovag. Xe ANYELS omd
tafépvec, YAEVTIO 1 OKOUOL KO OTTO TTPOIL AOTKA TAAKD, VTOTILOVUE YUVAIKES V.
KPOTOUV UE OMOALTI OKEWOTNTA £VOl OPYOVO OVAUEGO GE (vOpeg Lovotkovs. To
TopddoEo €0 elvar 0TI, evd M €KOVA TOVG €ivol TAPOVGO KOl OTOJEIKVVEL TN
GUUUETOYN TOLG 0TN ONUOGLA. LOVGIKT LN, 1| TOVTOTNTA TOVE e YaDEL.

2116 AeCavTeg TV apyelmv 1 OTIC LVIUES TOL GLVOOEHOVY AVTA TO KEWWNAALN, TO
ovouatd tovg omdvia Kataypdeovrat. IHapapévovv BovPEc ryodpec, ouVOOEVTIKESG
TOPOLGIEG G€ Eva KAOPO OV 1) 16TOpia EMEAEEE VO OTOOMGEL OVOUAGTIKA LOVO GTOVG
GvOpeC GLVABEAPOLG TOVC.




H I'YNAIKA OPT'ANOITAIXTPIA QX EZAIPEXH

[Tapd T0 yeyovog 0TL 0 KOvOvog 1BeLE TN Yuvaiko pokpld amd ta Aaikd Opyoava,
VIPEAY TEPUTTAOGELS TOV 1) 0€E10TEY VIO KO 1] TPOCOTIKOTNTA OPICUEVOV YOVOLKDV
VIEPEPNCOV TA KOWVOVIKA EUTOdI. AVTEG Ol YUVOIKEG OTMOTELECOV TIC (POTEWVEG
eEapéoeig mov emPePaimoay TV VTOPEN LG YOVOUKEING OPYOVIKNG TAPAOOGNG,
aKOpo Kot av 1 1otopio TIg Kotéypaye ovyva pe eeo. Eite Eexvaviag amd Tig
KoopomoAitikes Eotovdiavtiveg g Zpvpvng kot g I16ANnG, émov ta Opyava oV
O OOOEKTA, €1TE O1EKOIKMVTOG o BECT GTO TEPUMTIKO TAAKO, 01 LOPPESG AVTEG
amédeIEav OTL TO LOLGIKA OpyavaL deV Elyov PVAO.

10




Ot yuvoikeg oL aVAKOY GTNV «PEUTETIKY KOowvmvioy elyov viobetnoel v
avticupPatikny 10eoloyia, dlokpivoviag Tov €0TO TOVE OO TIC YuVOikeS GAAWV
KOWOVIKOV  otpopdtov. Ilapovcialovion o¢ yepopemnuéves, aveEdptnteg,
OVTOVOUEC KOl OTEAEVOEPOUEVES, GUYKPITIKA UE TIC YOVOIKES TOV YOAUNAOTEPMOV KO
HECOI®MV KOWMVIKOV EMUTEOWMV. LVVETMS, M AVTIEEOVGLUGTIKY], OVTOOVVOUN KO
OTOLTNTIKY OTACT TOV YOVOIKOV OVTNG TS OHAd0G — oL ekppaldtay uéca oe 0pla,
KaB®G 01 peUmETEG NTAY KUPLOPYOL — GLVIGTOVGE L0 SUVAULIKT EKPPOOT] OVTIoTOONG,
LE TOTOYPOVO PELVIGTIKO YOPOKTIPO.

A&iler howmdv va otabolie og 0pIGUEVA OVOLLATO TTOV KATAPEPAY VO GTTAGOLV TN
CLOTY| TNG EMOYNG TOLG KOL VO OPNGOLV TO OMOTOMMUG TOVG, €ite MG KLPLEG
eKTELEOTPIEG €lTE ¢ 0BOpLPEC OAAG OVOIOCTIKEG TOPOVGIES OIMAM GTOVE HEYAAOVG

dnpovpyove.

Adelpéc ITavopad

Ot yuvaikeg e eotoypagiog
eglvar ot adehpéc  Ilavopa,
Maopitoa, Tooro kor Kotiva (pe
TOV HOLGIKO Kol cuvhétn Tapyo
PoBeptakn), 7y T omoieg
yvopilovpue elqyoTa.
Avagépoviol  0E TPOPOPIKES
HoptUpieg KoL OEVLTEPOYEVELS
TNYESG MG YUVOUKEG LOVGIKOL TTOL
grmonlav LOVTOALVO Ko
epeaviCovtav 6to «Mmdykelov»
otnv Oudvolo Kol PETEMELTO OTN
«MmbHpa tov ITikivooy, Evav amd Tovg YvmoTovg ¥MPOVE ATKNG O10CKEIUONG TWV
apyav tov 2000 advo. Aloonueimto givonr to yeyovog OTL avéAaPav Kol v
oktoio Tov poyaltov, Enetra oo to Odvato tov Kaoota Ilikivov, eknpoconmviog
£TGL KOl TN YOVOIKEIDL EMYEPNUOTIKOTNTA TOV ANTKOV KEVIPOV NG €MOyNG. Agv
dBétovpe MYOYPOPTCELS, OVTE GOPN apyelkd oTowyeio Yoo T dpaom tovg. H
TOPOVGIN TOVG PTAVEL GE ERAC KLUPIMG HEGA amd avaPOPES, EAYIGTEG EIKOVEC KO
Opavopata pvnunc. H Mapitoa énanle pavroiivo, n Kativa povtoiivo kot wdvo ko
n TovAa pévtoda.

Adehpég Mayava

2y kopdid ¢ pecomorepikng Adnvag, n owoyévela [ayava Eypaye pio omd
TIG TTO W1A{TEPEC GEMOEC TNG AGTIKNG LOG LOVGIKNG. AV kot To Ovopa «ITayavéy €xet
petvel oty 1otopia Kupimg Ady® ™¢ Avvag, g Opvikng Avvag g [loAMticoag, n
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aAfelo efvor moc N owkoyéveln avtny vanpée €vo. GMAVIO LOVGIKO (POVOUEVO.
Epyoueveg and v Kovotaviivodmoln, ot adedeég Iayavd épepav pali toug o
EVPOTOIKN Toudeia Tov cvvdvaldTay e TOV avatoritiko «aépoy g [1oANC. e a
EMOYN OV TO TAAKO MTOV GYEOOV AMOKAEIGTIKA OvOPIKN VTOOEDT, eKeiveg TOAUNGAV
VO GLYKPOTNGOLV €VO OULYDS YOVOIKEID Hovoikd oyfua. To tpio TV adeAQOV
aroterovoav ot: Kopvnia [Mayavd: Xt1o Bloii, to 0pyavo mov £0tve Tov Aupikd TOVO
KoL TNV moAlTikn ypowd. Zooia [Tayavd: 1o akopviedv, Eva Opyavo mov ekeivn v
emoyn Gpyloe vo umoivel SLVOLIKA OTO AOTKA TAAKO, YEQLUPDVOVTAG TO PEUTETIKO LIE
0 ehappd Tpayovdt. Xpvo® Ilayavd: Xta xpovotd. Avty Mrav icmg M mo
EMOVOOTATIKY EKOVO TNG EMOYNG: M0 YuvaiKa va Kpotd tov puBud micom amd pua
«tlal» (6mwg ovopaloTov TOTE TO GET TV KPOVOTAOV), oTtalovtag KAOe 6TEPEOTLTO.
H tétapm adeion, n Avva, vanpée o orovdaio epunvedtpla. O yaUog g Ue Tov
Kopveaio tpayovdioty Koota Povkovva 10 1934 ceppdyice T Lovoikn ¢ poipa,
TOTOOETMOVTOG TNV GTNV KOPLOT TNG CULVPVAIIKNG GYOANG 6TV AOva.

Mntp®o Xvvoéopmv Movoik®@v Adnvov — Hepormg
«H AMhoponOcia» (1928 - 1965)

T T R,

KATAZTATIKON
SYNAEZMOY MOYZIKQN AOHNQN . HEIPAIQT

“H AAAHAOBOHGEIA,
&

~ KATAITATIKON

' TAMEIOY AAAHAOBOHGOEIAZ

: IOMATEION — TAMEION ANEINQPIZMENON
816 v D' ap6. 354528, 6047/33. 13220/39 3907/47, 19980/58,
7084/67 xal 3633/72 tehevtaiag & 706 TI *AGnvav.

A®OHNAI1
1972

And mepimov 1150 emionues Kotoy®PNOES HOVGIKOV OLTNG TNG TEPLOJOVL,
VILAPYOLY HOMG TECOEPLS YuvaikeG oL OMA®vovtol va mailovy KAmolo Opyovo.
Qo160 dev umopel va givar amdivtn 1 epunveio g OMA®ong opydvov 6to Mntpmo
YVVOEGUOV V10T ATAMG LITopEl KATO106/KATOo1a VoL €lye piar O£0TEPT 1010TNTA TOV OEV
™ MNA®GE TOTE. Agv HImOpOovLE Vo, EEPOVLE AV KATO0 0T TIG YUVATKES TOV ONADVOLY
HOVO 00100¢, av Néepe va mailel mopdAinia Kol KAmwo1o Opyavo. Q¢ Tapadelyo, LEG
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oto untpmo dmAwvetor o Iayovptlnge wg ewdwotnta pévooia kot 0 Mocyovag
KiBdpa. Emopévme 1o Mntpmo eivar g (kaAn) £voeién Kat Oyl opioTiKY amdvinon.
Ot téooepic yovaikes, Aomdv, mov avagpépovion vo moilovv Kdmowo dpyovo, givat:
[Tamadomovlov EAévn (axopvtedv), Tavvovrdtov Epnvn (mavo / vtilél),
BeMooapiov Maptyd (midvo / 00186¢), Kappd Aonuiva (akopvtedv).
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P6la Eokevalv

H Pola Eokevalv vmpée pion oAoKANpouéEVN
" aptiota mov cvppeteiye evepyd otn pobpkr doun
™G OPYNOTPOC, YPNOLOTOIDVTAC LE Oe&loTeyvin
TOPadOGLOKA KPoHOTH OTWS TO VIEPL, TOV VIipE
ko Ta Cido. ‘Eyovtag Eekivnoet tnv Kaplépa g
®G YOPEVTPLO, LETEPEPE TNV EUPLTN aicBnon Tov
pLOUOY OTO TAAKO, WETATPEMOVTAG TO OPYOVQL
VTl o€ TpoEkTaot g epunveiag e Ta Ciha
amotéAecay To ofua Katotefév e, kabmg to
YPNOWOTO0VGE Yo  vo.  TPOCOIOEL  TOV
YOPOKTNPLOTIKO OVOTOALTIKO 10 KATA T O1pKELQL
TOL YOPOL NG, EVA UE TO VIEPL KaBodNyovsE TOV
pLOUO GTOVE KOPSIAOUAdES Kol Ta To1pTeTEMA. H
KOVOTNTA TNG VO TPAYOLOd Kol TALTOYPOVA VOl
avTooyEdAlEL pLOUIKE etva 1GTOPIKA
TEKUNPLOUEVT] LEGA OO TANODPO POTOYPUPIKDV
VIOKOLUEVTMV KOl LAPTLUPLOV GLVEPYUTOV TNG, OT®G 0 Ayamio¢ TopumovAng, o omoiog
gine yopakmmprotikd «n Pola pe ta (il g pmopovce vo KAVEL Kot TOV o KPVo
dvOpwmo va onkmbel va yopéyew.

Aéha ITaradomoviov

H Aéla Tlomadomoviov vanpée pior omavio TEPITTOON «OAOKANPOUEVICH
KOAATEYVIONS, TOL cLUVOVOLE TN YVACLO PEUTETIKT] @®VN Ue TN Oe&loTeyvia 6TO
akopvtedv. 'evvnuévn ommv Anva,
ntav képn Popnydvov mov, Ady®
OTKOVOUIKNG KOTOGTPOPNC,
AVOYKAOTNKE VO EYKOTOAEIYEL TIG
OTOVOEG TLAVOL 6TO0 WOEio Kot va Pyet
GTO LEPOKALOTO TOUOVTAG AKOPVTEOV.
H Onteia ™ Eexivnoe omd v
tafépva TOL  TWATEPO. NG, TO
«"Avkoyapapo» oto Atydiem, OmTOL
ocvyvalav Bpvrot 0mwg o BapPaxdapng
ko 0 Tortodvng, evo enionua avefnke
o010 méAko to 1950. Xapaxtnpiotnke
WG «POIVOLEVO» TNG ETOYNG, KABMG LItopovoe vo Tailel Katl va Tparyovdd ToanTdypova
PEUTTETIKA, GULPVOIKA KOl ONUOTIKA, EMPAAALOVTOG TNV TOPOVCia TNG aVAUEGH GE
1epa téparta Ommwg o Zaumétag kot o [ayovpting. Tapd t peydin g emruyia Kot
TIG GLVEPYNGIES e OAN TNV EMT TOV ANiK0D TPAyoLd100, 1 1010 TAPEUEIVE GEUVT Kot
GLVELONTA LOKPLYL OTTO TN LEYAAT TPOPOAT, DTNPETAOVTAG LE OELOTPETELD T LOVGIKN
uéxpt to t€hog g Long e to 2009.
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Moaipn Kokkivov

H Maipn Kokkivov amoteAel o
YOPOKTNPIGTIKY TEPITTOGT) LOVGIKOV
mov 1 opdon NG TOPAUEVEL
atekunpiot) oTIg YPAmTEC MNYEG,
TOPA TNV AOUEIoPTNTY Topovsio
MG G€ QMOTOYPUPIKE VTOKOLUEVTO
dimha. otov Mdpko Bappaxapn. H
amovoia g and ™ PpAtoypaeio Kot
10 «Apyeio Kovuvaon» opeileton oto
yeYovog  OTL  gpydoTNKE MG
KiBapiotpla ovvodeiog kotd 1N
dekaetic tov '50, o mepiodo
EMAYYEALOTIKNG KAUYNS Y Tov Bappokdpn, pe eLeovicels 6e GLUVOIKLOKA TAAKO
oV dev Katéypoeay emionua to UEAN ™ opynotpoc. Kabdg n épsvva yio to
PEUTETIKO ECTIOCE 1GTOPIKA GTOVLE ONUOVPYOVS KOL TOVG TPMTOVE EPUNVEVLTEC, M
Kokkivov mapéueve oto nuiemg ¢ dokoypagiag, He TV 1010TNTA TNE ©C
opyavomaiytpia vo oacwletor poOvo péco amd TO OIKOYEVEWKO opyelo ¢
owoyévelng Bapuakdpn kot tnv Tpo@opikn Tapdooct TV LOVGIKAOV TS ETOYNC.

Ailn Nwkoréokov

H AtAn NwoAéokov vanpée (o moAvcydng movicTplo Tov cEPAYIGE UE TNV
TOPOLGIOL TNG TNV EAANVIKI] UOLCIKY] oknvil Tov pécwv tov 2000 aidva. H
KOAATEYVIKT TG opeia yapaktnpiletor amd tnv KavoTnTd TS va Kivelton pe dveon
OVOLEGO GE JLUPOPETIKA €101, OO TO PEUTETIKO KO TO ACIKO Tparyohol uéypt tnv
omepo Kol 10 elappd O1EBVEG pemeptoplo. Kopvpaio otiypn g 10TOpIKNG TG
Stadpoung vpée M GLUUETOYN TNG 0€ &éva euPAnuotikd oynmuo oty «TaBépva
[Tavaydxm» (Ayrog IMavieienuovag) to
1948. Exel, n NwoAéokov 6to midvo
mhaciove  tov  «llotpidpym»  TOVL
peunétikon Mdapko BapPaxdpn, tov
adeh@O TtOL ApYyOpn, TOV GTOLOAIO0
KiBoapiota Koota Koapinn xor 1
Yompia Mréidlov. H mapovcio tov
TVov o€ €va. TETO0  GYNUO
vroypbppille v e&éMén tov
PEUTETIKOV YOV KOL TNV EVGOUATOO
0pYAV®V NG SVTIKNG TOdEING 6TO AOTKO
nédko. [TapdAinia, n At NucoAéskov
dlokpidnKe Kol GTov YHOPO TG ELAPPAS
HLOVGIKNG,  Tapovcstdloviag  Oebveic
emruyiec oe ovvepyacio pe tov Zopl Mehovtd. Emmiéov, eiye v wkavotnta va
vroomnpilel KAUGIKA pemMePTOPLO, GLVOOELOVTOS GTO MAvVo Tov Papvtovo Niko
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KapBéin oe epunveieg anod dpieg dnepag. H cuvelocpopd g £yKeltal GTnV TEXVIKY
™G OPTIOTNTO KOl GTO YEYOVOS OTL OMOTEAEGE [Ud YEQUPO OVAUESH OTN AOTIKN
ToPAEO0CT) Kol TNV OGTIKT LOVGIKT KOLATOUPO TNG EMOYNG.

Evayyeriio Mapyapovny

H Evayyeiio Mopyapovn vanpée n
ONUOVTIKOTEPT) YLVOiKO GOMOT oTnV
1oTopin TOL ANTKOD TLAVOV, ATOTEAMVTOGC
vy 35 oAdKANpa POV TOV QUETAKIVITO
LOVGIKO TLAGVO Kot TO «Oe&t xEp» TOL
BaociAn Tourcdvn. Me omdvia povoikn
mowdeion  mov  meprAdupove  avotep
Bempnrtikd ko de€loteyvia 6TO AKOPVTESV
- Opyavo upe to omoio Eekivnoe v
EMAYYEALOTIKY) TG mopela  mpwv

apoc1wbel ota TANKTPA - 1 Mapyapdvn dev o (o amir] cuvodos, OAAA 1| GOAOT
OV GUVOLAUOPPMOGE TOV YOPUKTNPIOTIKO «TIOVIGTIKO» MX0 TOV PEUTETIKOV. ATTO TO

1949 ém¢ wxou tov BOdvoto TOL
Tourtodvn 1o 1984, n mapovsio g
0TO TOAKO Kol TN OloKOYpopio NToV
euPfinuatikn, «xobog elxe Vv
KavOTNTO VoL 01EVOVVEL OAOKAN P TNV
0pYNOoTPO HEGA OO TO TANKTIPA, EVAD
TapaAInAa xapile to dwPKd ™G
GEKOVTOL OTI €PUNVEIEC TOL. XTO
OpoAikd «Xdpapo», n  Boayyeho,
OT®G TNV amoKaAovGaV, KEPOIGE TOV
oePacpd OAOKANPOL TOL HOLGIKOV
KOGHOoV, omdloviag To GTEPEOTLTO

NG EMOYNG Ko OITOSEIKVHOVTOG OTL oL YOVOTKO UTOPEL VoL Evon 1 ApUOVIKT] Woyn, O
moAlvopyaviotag Kol o TeEBapYNUEVOC «UOECTPOC» €VOG OAOKANPOL LOVGTKOD
OUKOOOUTLATOC, TOPAUEVOVTOS UEXPL TEAOVS [ GEUVT 0AAG aCemépaotn epydTpLaL

™G TEXVNG.
Yompio Mrérlov

H Zompia Mrélhov, népa omd tnv
aCVYKPLT] @OV TNG TOL GEPAYIGE TO
peumétiko, vmanpée o dewvn Kol
avtodidaktn kBapictpla, 1WOWOTNTO 7OV
amotélece TN Pdon ™G HOVOIKNG NG
oLYKPOTNONG MOM amd TO VEOVIKA TG
ypovia otn Xaikida. [Tapdio mov 1) wotopio
TNV KOTEYPOWYE KLUPIG G TNV Kopveaio
00100 Tov ¢€idovg, M KBdpa MTOV TO
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0pPYOVIKO TNG GTNPIYUO KOl TO LEGO UE TO 0010 «EXTILE» TOV pLOUO Kol TNV appovia
OTO TPAYOVOLO TOV EPUNVEVE. ZVUPMVO LE TIG IGTOPIKES TNYES KO TIC LOPTLPIES TOV
epevvnt Ildvov Tepapdvn, n Mréddov dev amoywpllotav v KiBApo T OTIC
TPADTEG TNG EMAYYEAUATIKES ELPAVIGELS, EVD 1) IKOVOTNTA TNG VO GLVOOEVEL TOV EAVTO
NG TV QLTI IOV NG EMETPEYE va, oTabel 10dEa dimha otov Baoiin Tottoavn otav
npwtofekivnoe to 1947. H de€loteyvia g 010 Opyavo TV TETOLN TOL TNG EXETPETE
Vo KpOTO TO OmopoitnTo «oTBapod»
PEUTETIKO  TEUMO,  YEYOVOG 1OV
OMOOEIKVUETAL OO  (QMOTOYPUPIKE
VTOKOVWEVTO TNG EMOYNG OAAG KO 0o
v 010 v avtofroypaeio g, 0mov
avagEpel T N KBApa NTav 10 TPOTO
™m¢  Kotaehylo Kot TO  gpyadeio
emPioong ™C oTOVG  SVOKOAOLG
opouovg g Adnvac. I'a ™ Zwotmpia
Mnéidov, 1| KIBApa dev NTav Eva oAd
COUTANPOUATIKO  Opyavo, OAAEL  TO
ovuPoro g aveEaptnoiag e, Kabhg
™G €0ve 11 dvvotdtnTa vo givon po
OAOKANPOUEVT] LOVAOX GTO TTAAKO, GLVOLALOVTAC TO TPOYD UETAAAD TNG PAOVNG TNG
ue tov kabapo, Aaikd X0 TV YOpOnV.

Avyn Topmovin

H Avyn (Xpvoovyn) Toumovin
LTAPEE UL GMHOVTIKY HOPPT TNG
EAMANVIKNC LOVGIKNG TAPAO0CTC TOL
2000 awwva, avayvopiopévn 1060
®G  epunvedTpIl OGO KOl  ®G
ocuvhéTpia . Q¢ KOPN TOL KOPLPATOL
de&lotéyvyn 10V ovTOL  Ayomiov
ToumoOAn, peydlwoe oe £€va
nepBarrov Babid ennpeacuévo amod
TNV AVOTOAIKT] AOY10 LOVGIKT KOl TO
UIKPOGLATIKO TPayohOl, TO OToio M
OIKOYEVEWD  UETEQPEPE QMO TNV
Kovoetavtivodmodn ctov mpocseuyikd Bopwva. Xtn diokoypoeio epueoavictnke pe
dlpopa. ovopata, Eekivavtag v mopeio ¢  dexaetia Tov 1930 pe to
VIOKOPIOTIKO «Avyovdo» M «Avyovdo TopmoOAn», evd Katd TN HUETOTOAEUIKY
nepiodo €yve gvptepa yvootn ¢ «Xpvoavyn Tpaxo» . H koAlteyvikh g
TAVTOTNTO OEV TEPLOPIOTNKE HOVO GTN GOVNTIKN epunveia, kabmg 1 0 Emoule
K104pa, GVVOSELOVTAG GLYVE TIC NYOYPAPNGELS TNG KOl CUUUETEXOVTAG EVEPYA OTN
SWUOPP®GCT] TOL MYNTIKOV OTOTEAEGUOTOS TV TPOYOLOIDV TNG . To pemeptoptd ¢
Ntav TOAVIAGTOTO, KAOME EPUNVELGE OO PEUTETIKO KOl AOTKA Tporyoudia PEypt
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BovkoAkd dpdpoata, GuvepYalOUEVT GTEVA LE TOV TATEPO TNG KOl AAAOVS LOVGIKOVG
onw¢ o ldkwpog HAloc.

H mpoocpopd g ot HOLGIKY| emoepayiotnke omd T ovvOETIK) NG
dpacTNPOTNTA, LE YOPUKTNPIOTIKA Oetypata 0w 1 «Aaikn Ayopd» (1934), kal
GUUUETOYN TNG G€ EUPANUATIKEG YOYPUPNGELS TV 78 GTPOPOV TOL YEPOPOOAY TNV
TPOGPLYIKT LVAUT LE TO OVOOVOUEVO OOTIKO ANikO Tparyovdt Tng EALGSAG.

Av16 mov BAémovpe, Aomdv, glval 0Tl dev EAEUTOV O1 YOVOIKEG OO TN LOVGIKY
pa&n. Avtd mov Eheute NTav 1 GLVEXELD, 1| OecUIKT amodoyn Kot 1 dvvoTdTnTo Vo
dnuovpyndet o mapddoon mwov Bo wEPVOLoE amd TN O YEVIA OPYOVOTOLYTPIDOV
otV enduevn. Agv vanpée 0 amapaitnTog YHPOG MGTE 1| TAPOLGIN TOVS Vo BempnOet
L TOVONTT Ko Oy Eva, LELOVMUEVO TTEPLETATIKO. OTav, Aomdv, AGE Yid TN YovaiKa
0OPYOVOTOLYTPLOL GTO PEUTETIKO, OEV UIAGUE Yoo Lol 1oTopiol amovsiag, aAAd yio o
16Topia TOPovGiag mov eyKA®PBionke oty évvola ¢ «e€aipeono». Kain egaipeon,
00O TIUNTIKN KL 0V OKOVYETOL, GUYVA AEITOVPYEL MG €vag TPOTOG TEPLOPIGUOV: M
YOVOUKO LOVGTKOG KIVOUVEDEL VAL OVTILETOTILETOL G VO, LELOVOUEVO PAIVOLEVO TOV
TAAKOV Kol OYL G £VOL OPYOVIKO KO IGOTILO KOUUATL TNG EEEMENG TOV 0pYdvov. AvTO
elvan kat mov a&iletl va £yovpe 6To LVAAO PaG OTOV LEAETALE OVTT T LOVGIKN, YOt
poc avaykdlet va avopotnlodue mo6co da@opetikd o fTov TO PEUTETIKO av M
YOVOUKEio LOVGIKT EKQpaon €lye emttpanel vo aKovoTel pe TV 1d1o GUYVOTNTA Kot
v 1dw ehevBepia.

H I'YNAIKA OPT'ANOITAIXTPIA XTO XYI'XPONO ITAAKO:
BIQNONTAX TO MITIOYZOYKI IIEPA AIIO TA XTEPEOTYIIA

drtévovtag oto oNUEPa, GTNV ETOYN TNE AeYOUEVNS avafimong ToV pEUTETIKOVL, 1)
oV TG yovaikag opyovomoiytplog &xel aAlaéer plikd, aAAd Oyl avoilokTo.
[TAéov, n mapovoio pog yovaikag mov kpatd pumrovlovkt, Adikn KiBapo, umorylopud
OTIC LOVGIKEG OKNVEC KOl GTO, KOLTOVKLN OEV Elval £val OTAVIO QAIVOUEVO, OAANL Lo
KaOnuepwvn mpaypatikomro. Q¢ opyavomaiytpieg tov Umovlovkiov, Pidvovue
KaOnuepva avtn ) petdfaocm, n onoio 160opPOTEL AVAUEGH GTOV OTOAVTO GERACUO
Y10 TNV TAPAO0CT] KO TNV OVAYKT Y10l Lol VEQ, IGOTLUT TOVTOTITO.

H Oetikn mievpd avtrg g véag emoyng stvan n TpdsPaoct. ZNuepa, 1 yvaoon oev
glvar mol €vol HUGTIKO OV HETOPEPETOAL OO TATEPO GE YO GE KATOLO LTOYELO.
Yrdpyovv povoikd cyoAeio, mosion Kol akodNUaikd TUNUOTe OTOL Ul Yuvoika
unopel va omovddoel to dpyavo pe v 01 cofapotnta kol pebodikotnta mov Ha
onovoale mavo N Pod. Avty n amopvBomoinon tov umovl{ovKIOL ®G OPYAVO
avopikng vobeong, emétpeye € MOAAEG YLUVOUKEG VO avamTOEOVY IO TEXVIKN
apTOTNTA TOV OEV £xEl Vo (nAéyel TimoTa amd Tovg AVOPES CLVAOEAPOVS TOVG. XTO
ThAko, N aicOnon g dnuovpyiog Kot 1 ETMKOVOVIK HECH TNG TEVIAS TPOGPEPOLV
pia eAevBepia TOL YO TIG TPOKATOYOVS OGS TAV ASIOVOTTY.

Q61060, 01 TPOKANGELG TOPALEVOVY Kol GLYVA KPOPOVTOL GTIC AETTOUEPEIEG TNG
OVTILETOTIONG ond TO KOWO KOl TOV TEPiyvpo. YmApyer axkopo, €£06T® Kol
VTOGLVEIONTA, TO oTOoLElo TG EKTANENG. Xuyvd, 1 TPOTN avTidpaocT TOL KOGHOV
otav BAmel o yovaiko pe pmovlovkt Ogv €ival LOVGIKT, AL OTTTIKY). XVVOOEVETOL
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and éva PAEupo mov mepPUEVEL va Ol av «Ba Ta kotapEépey, av Ba Pydiel tov
«oOGTO» NYO, av Ba £xel ™ dvvaun va vrootnpi&et Eva Papv Ceipmékiko. Eivor oot
1N ovayKn vy O1opkn amdOEEN TG a&iog e, Tov £vag Avopag OpyovoTaiking cuyva
™V eKAoUPAvEL WG OEdOUEVN, EVD M Yuvaika TPETEL VAL TNV KATOKTNOEL And TNV
TPAOTN KIOAOC TEVLA.

Agv Agimovv, @ULOIKA, Kol TO OTEPEOTLTOL TOL €VOVOVIOL TOV HAVIVA TOL
KOUTAMPEVTOL, 0AAG Kol Ot o PBaflég GEEIGTIKES OVTIANWELS TOL AUEIGPNTOVY TNV
o1 TN povoikn pog emdpkela. Ppdoeig Onmg "tailelg cav dvipac” 1 "Exelg avipikn
mevid", av Kol ocvyva Aéyovtor pe KoAn mpobeorn, kpvfovv v memoidnomn OtL 1
To10TNTO, O OYKOG KoL 1] OVUVOUN TOV MOV EIVOL TPOVOLLLOL YEVOUS OPCEVIKOV.

AV 1 TPOGEYYIoT GLYVE GLVOOEVETOL OO Lo TPOKATAAN YT TOL BEAEL T Yuvaika
OPYOVOTOLYTPLOL KTTEPLOPIGUEVTG IGYVOCH: TNV TPOGOOoKia OTL TO Ta&d g Ba eivan
OVOYKOGTIKG T adOVOUO, AYOTEPO OEELOTEYVIKO 1 OMAMC GLVOOELTIKO. ZVYVA, 1
KPLTIKN] 7oL OgYOUOCTE OEV aPOPA TN MUOLOIKN Kobavth, aAAd Eekvd amd puo
aUE1oPITNOT TOL OV TO YUVOIKELD YEPL Umopel va Tapdyel Tov «Bapv» 1o Tov amortel
10 pepmétiko. [pokettat yio évay 6eElopd mov dev eKOMAMVETIL TAVTU AUESH, OAAL
VOPOCKEL GTNV EKTANEN TOV KO1VOD OTOV OKOVEL Lol GTIPOPT TEVIAL 1] OTNV aVAYKN
TOL VIOOEL KATO10G Vo Lag «d1opBdcey N va poc «ddEey, BewpdvTag K TV
TPOTEPWV OTL M YVOOT Hog eivar edannc. 'Etot, ) yuvaiko opyavoraiytplo KaAegiton
va KotoPdrel O1TAAGI0 KOO Yoo Vo KEPOIGEL TOV GERACUO TAVED GTNV TACTIEPO,
OTOOEIKVOOVTOC OpKk®MG OTL M de&loTeyvia Kot T0 VPOg 0ev kabopilovial amd
BroAdoyia, aAAd amd T peAétn kot to Bioua.

Kot n amodeién avt dev givar mAéov pa Bempia. Etvor tpoécona, eivar ovopata,
glval mopoHGEG KOTAYPAPES TOV CTAVE TN GUONY] TOV TEPUCUEVOV OEKAETIOV. AV
Koltagovpe t 6UVOEST] TOV HOLGIKOV GYNUAT®V TOV SPAGTNPLOTOI0VVTOL CT)UEPT
dev Ba Bpovue avavoueg eryovpes. Oa Ppodie yovaikeg Tov O1EKOIKOVV TOV YDPO
TOVG UE TO GVOULA TOVS, TNV VITOYPOAPT TOVS KO TIV TPOCMTIKN TOLS aloONTIK:

Ewprivn Zwyahn, Kopiveog Bao\ikn Xplotortovhou, Kahapdra

19




Katepiva Mrioyiatdry, AAeEavOpOoUToAn
Afuntpa Katérn, Abriva

EAévn MteheCivn, MNatpa MikéAa AiCevotary, ABriva

Xpuoaven Bao\eiov, 2KOTENOC

Mapileta Kakhaudvou, ABriva
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‘Olya MartadortovAou, Geccahovikn
PooAa KwtodBoAou, ABriva

H emoyn pog etvor n emoyn| g
dwaimong vy OAeg exetveg TiC
OVOVOUEG  YuvaiKeg — OV
avopépnkay wpiv. Kdabe popd
OV Mo, yuvaika KotofETel
onuepa pa otifapr) TEVIA GE
éva yepdto payali, dtkoimvel
™ pava M v adepen Tov
TOAMOV  PEUTETN oL Emonle
Kpved otnv  kouviiva. H
yovoikeio  mevid  0gv  etvan
mAéov 1M «elaipeony  moOL
TPOKOAEL  TO  EVOPEPOV
enedn eavtalel mapddooln. Eival 1o mapdv UG LOVGIKNG TOV EMITEAOVS OVOTTVEEL
KOl LLE TOVG OVO TNE TVEDLOVEG KOl O PLGIKOG KOl OVATOGTOGTOS TAAUOG EVOC KOGLLOV
OV EMTEAOVG OAOKAN pOONKE.

21




Inyéc:

Adapidov X. (1998). Zompia Mrédlov - [1ote vidptia mote e&dpeg. Exd. APdvn
Avoyewavakng, ®@. (1991). EMAnvikd Aaikd povoikd opyava. Exd. MéMoaoa.

Binoiong, K. (2018). Zndavia keipeva yuo 1o pepmético. Exd. 210¢

Binociong, K. (2004). Oyeig tov peunétikov. Exd. 21og

T'epapdvng, I. (2007). H {on pov éva tpayovdt. Exd. Kaotavidg

Aopuavakog, X. (2001). Kowvovioroyia tov Pepnétuicov. Exo. ITAEOpov.

Eoxkevalv, P. (1982). Avtd mov Bvpdpat. Exd. Kaktog. (Avtofloypagia).

Kovvéaong, II. (2000). Eic avauvnow otiypmv eAkvotikadv. Exd. Katdptt.

Kovvaong, I1. (2005). Mdpkog BapPaxdpne (1905-1972). Eyd paykog yevvhinka Kot paykog 0o
nebavom. Exd. Katdprt.

Kovpovong, X. - Konavitoavog, K. (2022). H eAAnvikn kiBdpa otig 78 otpopéc. Exd. H Iotopia
™™g EAAnvikng Movowkng "78 otpopés”

Kovetavtividov, M. (1994). Kowvoviodoyikn iotopio Tov pepnétikov. Exd. Xéhag

Momadaxne, I'. (1983). Adaikol mpaktucoi opyavoraiktes. Exd. Enucopdmra.

IeTpémovirog, H. (1979). Pepnétika tpayovdia. Exd. Kédpog

Xrvpraoov, K. (2014). H xowvovikr 0¢on tov yovakov. Exd. Maiiapng

Xattnoovig, K. (1980). Baciing Tortodvng - H {on pov, 10 épyo pov. Exd. Nepén

Holst, G. (1977). Ap6pog ywo. to Pepmético. Exd. Denise Harvey.

Mntpdo Xvvdéopov Movoikav ABnvov - [epaidg (1928-1965) “H AlnAioPondeia”, kataypoen
A. Movidng
ApOBpo gpnpuepidag «O1 yvvaikes Tov peumétikovy, Tov Nikov Mrakovvékn

Agepodpora hitps://www.ogdoo.gr/

Agepopara https://www.tanea.gr/

AmoOempro etapeiog NAEPOTIKOV pelet®dv https://ehm-admin.repository.gr/
Apyero0nkn https://rebetiko.sealabs.net/

Ewoviko povosio apyciov Koovaon https://vmrebetiko.gr/

Pepmétiko forum https://rembetiko.gr/

Facebook group: O1 I'vvaikec Tov Zpvpvékov-Peumétikov-Aaikov Tpayovdiod 1920- 1960
Facebook group: Apybpng Bapfaxépng / Argyris Vamvakaris

Evyopwortiec:

Exopalo tic Beppég pov evyapiotieg otov oiko kot cuvadelpo Kaota Mmovpvd, yio v ToAdTIUN
oLUPOAY] TOL otV OAOKANpwon ovtng ¢ swonynons. H Ponbeid tov oty épevva vanple
KaBopLoTIKT), KAOADG [Le TNV 0EVOEPKELD KA TIG YVADGELS TOV AMOTEAEGE VALV TOADTLLO GLVOOOTOPO
otV ovolTNon TOV TNYOV Kol TOV afEATOV TTUYOV TS 1IGTOPIOS TOV YOVOIK®V OPYOVOTULYTPUDYV.
Tov glpot vyvoOR®VY Yo TOV XpOVOo, T S1ABECT] KL TNV OVGLUGTIKN TOV VTOGTHPLEN.

22



https://www.ogdoo.gr/
https://www.tanea.gr/
https://ehm-admin.repository.gr/
https://rebetiko.sealabs.net/
https://vmrebetiko.gr/
https://rembetiko.gr/

From the margins to the stage:
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HISTORICAL CONTEXT: REBETIKO AND GENDER

In order to understand the position of the female instrumentalist in Rebetiko, one
must first look far back into roots lost through the centuries. The bouzouki is a
descendant of the ancient Greek pandura; if we search for those who held this
Instrument in antiquity, art reveals female figures - Muses holding the three-stringed
instrument while participating in feasts and ceremonies. The female instrumentalist
was present since the dawn of musical creation. Over time, however, this image
gradually faded. Women were confined to the roles of the vocalist or the dancer, and
the instrument became a tool of public - and almost exclusively male - expression.
Even in the early 20th century, within the cosmopolitan hubs of the East, women were
not just voices but also virtuosos of instruments such as the santur, the violin, or the
oud. Yet, when the center of gravity shifted to Piraeus and the "harsh™ Rebetiko of
the tekes (hashish den) was born, the female instrumentalist suffered a double blow:
on one hand, social taboos, and on the other, the association of the bouzouki with a
world considered purely masculine. In this context, the bouzouki functioned as a
symbol of male identity and magia (the persona of the "mangas” or tough rebel).
Using it required public exposure and an imposing stance that society did not grant to
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women. Although women played music in private settings, this activity remained
within the home and did not translate into a professional identity. Their appearance
on the palko (the raised music stage) became acceptable primarily through singing,
as the voice did not demand the same physical and technical dominance symbolized
by the instrument.

The absence of recorded female instrumentalists, therefore, was not due to a lack
of skill, but rather to a framework that did not allow for their visibility. History was
written by those who had access to public spaces and recording studios, leaving
female instrumentalists on the margins of the record. The social structure imposed
clear roles: the man moved within the public sphere, while the woman was linked to
the private sphere of the home and family. This distinction was a structural element
of Rebetiko. The songs narrate male experiences and, even when referring to women,
they often place them in the position of the object of desire or conflict, rather than
that of an equal narrator.

WOMEN WHO EXISTED BUT WERE NEVER DOCUMENTED

The absence of names from archives and records does not imply an absence of
people. In the early 20th century, musical life within refugee communities and
neighborhoods was a daily practice that extended far beyond professionalism. Oral
testimonies confirm the existence of women who played instruments such as the lute,
the violin, or the santur, often even tutoring the male members of their families.
However, these acts, being extensions of private life, were never considered part of
official history.

For awoman, the transition into the public sphere carried a heavy social and moral

cost. While for men, a presence in nightlife was a testament to their toughness, for
women, it was a stigma. Thus, they remained behind closed doors - not silent, but
invisible. The testimonies of musicians who mention that "my mother used to play”
or "my sister played better than | did" remain mere footnotes, as history focuses
exclusively on those who stepped onto the stage.
This lack of documentation is systematic, dictated by the filter of the public versus
the private. If a man played in a coffee house (kafenio), he was recognized as a rebetis;
if a woman played in her courtyard, she did not become a "musician." Despite the
lack of archives, these women influenced music through memory and oral
transmission. By acknowledging these unseen facets, Rebetiko reveals itself as a more
complex and human tradition - one that encompasses not only the stage but also
everything that happened behind it, in kitchens, courtyards, and refugee tenements.

Even in cases where the camera lens contradicts their absolute absence,
anonymity remains the rule. In photographs from taverns, celebrations, or even early
folk stages, we spot women holding instruments with absolute familiarity among male
musicians. The paradox here is that while their image is present, proving their
participation in public musical life, their identity has been lost. In archive captions or
the memories accompanying these heirlooms, their names are rarely recorded. They
remain mute figures, accompanying presences in a frame that history chose to credit
by name only to their male colleagues.
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THE FEMALE INSTRUMENTALIST AS AN EXCEPTION

Despite the fact that social norms dictated that women stay away from folk
instruments, there were cases where the virtuosity and personality of certain women
transcended social barriers. These women represented the brilliant exceptions that
confirmed the existence of a female instrumental tradition, even if history recorded
them sparingly. Whether starting from the cosmopolitan Estudiantinas of Smyrna and
Constantinople - where playing an instrument was more socially acceptable - or by
claiming a place on the Piraeus-style stage, these figures proved that musical
instruments had no gender.

Women belonging to the "rebetiko society" adopted an unconventional ideology,
distinguishing themselves from women of other social strata. They are presented as
emancipated, independent, autonomous, and liberated compared to women of lower
and middle social classes. Consequently, the anti-authoritarian, self-reliant, and
assertive stance of the women in this group - expressed within certain limits, as the
rebetes remained dominant - constituted a dynamic expression of resistance with an
inherently feminist character.

It is worth, therefore, focusing on certain names that managed to break the silence
of their time and leave their mark, whether as lead performers or as quiet but essential
presences alongside the great composers.

The Pandra sisters

The women in the photograph
are the Pandra sisters - Maritsa,
Toula, and Katina (pictured with
musician and composer Giorgos
Rovertakis) - about whom very
little is known. They are
mentioned in oral testimonies and
secondary sources as female
musicians who played the
mandolin and performed at
'‘Bageion’ in Omonoia and later at
'Pikinos' Beerhouse', one of the
well-known popular entertainment venues of the early 20th century. Notably, they
also took over the ownership of the establishment following the death of Kostas
Pikinos, thereby representing female entrepreneurship within the popular music scene
of that era. We possess no recordings, nor clear archival evidence of their activities.
Their presence reaches us primarily through references, a few sparse images, and
fragments of memory. Maritsa played the mandolin, Katina played both the mandolin
and the piano, and Toula played the mandola.
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The Pagana sisters

In the heart of interwar Athens, the Pagana family wrote one of the most
distinctive chapters of our urban music. Although the name "Pagana” has remained
in history primarily due to Anna - the legendary Anna the Politissa - the truth is that
this family was a rare musical phenomenon. Arriving from Constantinople, the
Pagana sisters brought with them a European education blended with the oriental "air"
of Constantinople. In an era when the music stage was almost exclusively a male
domain, they dared to form an entirely female musical ensemble. The sisters' trio
consisted of Kornelia Pagana on the violin, the instrument that provided the lyrical
tone and the distinctive Constantinopolitan timbre; Sofia Pagana on the accordion, an
instrument that was dynamically entering the popular stages at the time, bridging
Rebetiko with elafro (light) song; and Chryso Pagana on percussion. This was perhaps
the most revolutionary image of the era: a woman keeping the beat behind a "jazz"
(as the drum kit was called then), shattering every stereotype. The fourth sister, Anna,
was an extraordinary vocalist. Her marriage to the leading singer Kostas Roukounas
in 1934 sealed her musical destiny, placing her at the pinnacle of the Smyrna school
in Athens.

Registry of the Athens - Piraeus Musicians' Association
"Mutual Assistance' (1928 —1965)
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Out of approximately 1150 official musician entries from this period, there are
only four women listed as playing an instrument. However, the interpretation of the
instruments declared in the Registry of Unions cannot be considered absolute, as an
individual might simply have possessed a second skill that they never declared. We
cannot know for certain if any of the women who identified solely as singers also
played an instrument. For example, within the registry, Stratos Pagioumtzis is listed
with the specialty of mandola, and Odysseas Moschonas with the guitar. Therefore,
the Registry serves as a (strong) indication rather than a definitive answer. Therefore,
the four women mentioned to be playing an instrument are: Eleni Papadopoulou
(accordion), Eirini Giannoulatou (piano / diseuse), Marigo Velissariou (piano /
singer), and Asimina Karra (accordion).
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Roza Eskenazy
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Roza Eskenazy was a complete artist who actively
participated in the rhythmic structure of the
orchestra, masterfully using traditional percussion
such as the defi (tambourine), the daire, and zilia
(finger cymbals). Having begun her career as a
dancer, she brought an innate sense of rhythm to
the music stage, transforming these instruments
into an extension of her performance. The zilia
became her trademark; she used them to provide
that characteristic oriental sound during her dance,
while with the defi, she guided the rhythm in
karsilamas and tsifteteli. Her ability to sing and
simultaneously  improvise  rhythmically s
historically documented through a wealth of
photographic evidence and testimonies from her
collaborators, such as Agapios Tomboulis, who

famously remarked: "Roza, with her zilia, could make even the coldest person get up

and dance”.

29




Lela Papadopoulou

Lela Papadopoulou was a rare case of a
"complete” artist, combining a genuine
rebetiko voice with virtuosity on the
accordion. Born in Athens, she was the
daughter of an industrialist who, due to
financial ruin, was forced to abandon
her piano studies at the conservatory
and enter the workforce playing the
accordion. her apprenticeship began at
her father's tavern, "Glykocharama" in
Egaleo area - a frequent haunt for
legends like Vamvakaris and Tsitsanis
-while she officially stepped onto the stage in 1950. She was characterized as a
"phenomenon” of her time, as she could simultaneously play and sing rebetika,
Smyrna-style, and folk songs (dimotika), establishing her presence among "sacred
monsters” such as Zambetas and Pagioumtzis. Despite her great success and
collaborations with the entire elite of popular song, she remained modest and
consciously stayed away from intense publicity, serving music with dignity until the
end of her life in 2009.

Mary Kokkinou

Mary  Kokkinou represents a
characteristic case of a musician
whose activity remains undocumented
in written sources, despite her
undeniable presence in photographic
evidence alongside Markos
Vamvakaris. Her absence from the
bibliography and the "Kounadis
Archive" is due to the fact that she
worked as an accompanying guitarist
during the 1950s - a period of
professional decline for Vamvakaris -
performing in neighborhood stages (palka) that did not officially record the members
of the orchestra. As research into Rebetiko historically focused on composers and
lead vocalists, Kokkinou remained in the "half-light" of the discography; her status
as an instrumentalist has been preserved only through the Vamvakaris family private
archives and the oral tradition of the musicians of that era.
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Lily Nikoleskou

Lily Nikoleskou was a multifaceted
pianist whose presence left a lasting
mark on the Greek music scene of the
mid-20th century. Her artistic journey
was characterized by her ability to move
with ease between different genres, from
Rebetiko and popular song to opera and
the international  "light" (elafro)
repertoire. A highlight of her historical
path was her participation in an iconic
ensemble at "Panagakis "Tavern™ (Agios
Panteleimonas) in  1948.  There,
Nikoleskou on the piano accompanied
the "Patriarch" of Rebetiko, Markos VVamvakaris, along with his brother Argyris, the
great guitarist Kostas Karipis, and Sotiria Bellou. The inclusion of the piano in such
a lineup underscored the evolution of the Rebetiko sound and the integration of
Western-educated instrumentation into the popular stage. At the same time, Lili
Nikoleskou distinguished herself in the field of light music, performing international
hits in collaboration with Georges Melody. Furthermore, she possessed the skill to
support classical repertoires, accompanying the baritone Nikos Karvelis on the piano
for performances of opera arias. Her contribution lies in her technical excellence and
the fact that she served as a bridge between folk tradition and the urban musical
culture of the era.

Evangelia Margaroni

Evangelia Margaroni was the most
significant female soloist in the history of
the popular piano, serving for 35
consecutive years as the immovable
musical pillar and the “right-hand” of
Vassilis Tsitsanis. Possessing a rare
musical education - which included
advanced music theory and virtuosity on
the accordion, the instrument with which
she began her professional career before
dedicating herself to the keys - Margaroni was not merely an accompanist; she was
the soloist who helped co-shape the characteristic "pianistic” sound of Rebetiko.
From 1949 until Tsitsanis ’death in 1984, her presence on the stage and in the
discography was emblematic. She had the ability to conduct the entire orchestra from
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the piano, while simultaneously
providing her "doric" second (vocal
harmonies) to his performances. At
the legendary "Charama," Vangelio -
as she was affectionately known -
earned the respect of the entire
musical world, shattering the
stereotypes of the era. She proved
that a woman could be the harmonic
soul, the multi-instrumentalist, and
the disciplined "maestro" of an entire

musical structure, remaining until the very end a modest but unsurpassed laborer of

her art.
Sotiria Bellou

Sotiria Bellou, beyond her incomparable
voice that defined Rebetiko, was a
formidable self-taught guitarist - a skill that
formed the foundation of her musical
identity since her youth in Chalkida.

Although history primarily recorded her as [

the preeminent vocalist of the genre, the
guitar was her instrumental backbone and
the means through which she "built" the
rhythm and harmony of the songs she

performed. According to historical
sources and the testimonies of
researcher Panos Geramanis, Bellou
was inseparable from her guitar during
her early professional appearances;
indeed, her ability to accompany herself
allowed her to stand as an equal beside
Vassilis Tsitsanis when she first started
in 1947. Her mastery of the instrument
was such that it enabled her to maintain
the essential "sturdy" rebetiko tempo—
a fact proven by photographic evidence

of the era and her own autobiography, where she mentions that the guitar was her first
refuge and her tool for survival on the difficult streets of Athens.

For Sotiria Bellou, the guitar was not a mere supplementary instrument, but a symbol
of her independence, as it granted her the ability to be a complete, self-contained unit
on the stage, combining the raw metal of her voice with the clear, folk sound of the

strings.
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Avgi Tombouli

significant figure in 20th-century
Greek musical tradition, recognized
both as a performer and a composer.
As the daughter of the premier oud
virtuoso Agapios Tomboulis, she grew
up in an environment deeply
influenced by Eastern classical music
and the Asia Minor song tradition,
which her family brought from
Constantinople to the refugee
settlement of VVyronas. She appeared in
the discography under various names,
beginning her career in the 1930s with the diminutive "Avgoula™ or "Avgoula
Tombouli,” while during the post-war period, she became more widely known as
"Chrysavgi Traka."

Her artistic identity was not limited to vocal performance, as she also played the
guitar, often accompanying her own recordings and actively participating in shaping
the sonic outcome of her songs. Her repertoire was multifaceted, ranging from
rebetiko and popular songs to pastoral dramas, collaborating closely with her father
and other musicians such as lakovos llias. Her contribution to music was sealed by
her compositional activity - with notable examples like "Laiki Agora” (The Public
Market, 1934) - and her participation in iconic 78-rpm recordings that bridged refugee
memory with the emerging urban popular song of Greece.

What becomes evident, therefore, is that women were not absent from musical
practice. What was lacking was continuity, institutional acceptance, and the
opportunity to establish a tradition that would pass from one generation of female
instrumentalists to the next. There was no necessary space for their presence to be
considered self-evident rather than an isolated incident. Thus, when we speak of the
female instrumentalist in Rebetiko, we are not speaking of a history of absence, but
of a history of presence that was trapped within the concept of the “exception." And
the exception - no matter how honorary it may sound - often functions as a form of
restriction: the female musician risks being treated as a solitary phenomenon of the
stage rather than an organic and equal part of the instrument's evolution. This is
something worth keeping in mind when we study this music, as it forces us to wonder
how different Rebetiko would have been if the female musical expression had been
allowed to be heard with the same frequency and the same freedom.
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THE FEMALE INSTRUMENTALIST ON THE MODERN STAGE:
EXPERIENCING THE BOUZOUKI BEYOND STEREOTYPES

Arriving at the present day, in the era of the so-called Rebetiko revival, the image
of the female instrumentalist has changed radically, though not without struggle.
Nowadays, the presence of a woman holding a bouzouki, a folk guitar, or a baglamas
In music venues and taverns is no longer a rare phenomenon, but a daily reality. As
female bouzouki players, we experience this transition daily - a transition that
balances between absolute respect for tradition and the need for a new, equal identity.
The positive side of this new era is access. Today, knowledge is no longer a secret
passed from father to son in some basement. There are music schools, conservatories,
and academic departments where a woman can study the instrument with the same
seriousness and methodology as she would study the piano or the violin. This
demystification of the bouzouki as a "male affair" has allowed many women to
develop a technical proficiency that rivals that of their male colleagues. On the stage,
the sense of creation and communication through the pick stroke offers a freedom that
was unthinkable for our predecessors.

However, challenges remain, often hidden in the nuances of how we are treated
by the audience and our surroundings. There is still, even subconsciously, an element
of surprise. Often, the public's first reaction upon seeing a woman with a bouzouki is
not musical, but visual. It is accompanied by a gaze that waits to see if she "will make
it," if she will produce the "right" sound, if she will have the strength to support a
"heavy" zeibekiko. It is this need for constant proof of worth - something a male
instrumentalist often takes for granted - that a woman must conquer from her very
first stroke of the plectrum.

Of course, there is no shortage of stereotypes cloaked as compliments, nor of
deeper sexist perceptions that question our very musical adequacy. Phrases such as
"you play like a man" or "you have a masculine pick stroke" though often said with
good intentions, hide the belief that quality, volume, and power of sound are male
privileges.

This approach is often accompanied by a prejudice that views the female
instrumentalist as "of limited power": the expectation that her playing will necessarily
be weaker, less virtuosic, or merely accompanying. Often, the criticism we receive
does not concern the music itself but stems from a doubt as to whether a female hand
can produce the "heavy" sound that Rebetiko demands. This is a form of sexism that
is not always manifested directly, but smolders in the audience's surprise when they
hear a robust pick stroke, or in the need someone feels to “correct™ or "teach” us,
assuming a priori that our knowledge is deficient. Thus, the female instrumentalist is
required to put in twice the effort to earn respect on the fretboard, constantly proving
that virtuosity and style are not determined by biology, but by study and lived
experience.

And this proof is no longer a theory. It consists of faces, names, and current
records that break the silence of past decades. If we look at the composition of musical
ensembles active today, we will not find anonymous figures. We will find women
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claiming their space with their own names, their own signatures, and their personal
aesthetics:

Katerina Bogiatzi, Alexandroupoli Demetra Katopi, Athens
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Mikela Eisenstein, Athens

Alexandra Chrysikopoulou, Corfu
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Roula Kotsovolou, Athens

Our era is the era of vindication for all
those anonymous women mentioned
before. Every time a woman today
delivers a robust pick stroke in a
crowded venue, she justifies the mother
or the sister of the old rebetis who used
to play secretly in the kitchen. The
female pick stroke is no longer the
"exception" that sparks interest because
it seems paradoxical. It is the present of
a music that finally breathes with both its
lungs, and the natural, inseparable pulse

Olga Papadopoulou, Thessaloniki

of a world that has finally become whole.
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o1 ZUOpVN Kot EXELTO NYOYPoPNONKe. XNV £TikETO TOL HiGKOV Kol OimAa 6ToV TiTA O,
puéoa oe moapévheon, vrdpyer n évoeiEn PEMITETIKO. AALog dickog mov emiomng
nyoypoenOnke oty Kovotaviivodmoln pdiiov to 1913 and ™ yepuovikn
dwokoypaeikn| etoupeic FAVORITE RECORD oépet ot pia 1ov Thevpd 10 yvoGeTo
tpayovdt "Tikt tiki tak" dyvootov dnpovpyod pe epunvevutr tov IN'dyko Yoapabovo.
Kdato amo tov titho vaapyet n évosiEn PEMITETIKO
Oumg n onuacio wov g divovue orjuepa TayltdonKe ToA) apyodTepa, 1010 péca amd
TN UETATOAEUIKT) LVIAUN Kol TV avaPioon tov dekaetidv tov 1960—-1980. Enquepa,
Aoutdv, oev Ba otafovue TOG0 GTOV 0po, OGO GTNV KOWV®VID TOL YEVVIIGE OVTOV TOV
KOG 0.
Avt 1 yévvmon yopiletor o€ Kdmolo 6TAd0. XTAO10 KVPIME KOIVOVIOAOYTIKE Ko
1OTOPIKA KOl AMYOTEPO LOVGTIKOAOYIKA. AvTd givon Ta e€NG:
1. Mikpa Acia kot élevon tpoc@iymv oty EAAGS«.
2. ITodepoc EALGSaG- Itariog kot 1 [eppovikn| kortoy).
3. Eppoiiog moAepoc.
4."Yotepn enoyn kot EAAEYT TOV ALOEVTIKOV MYOYPDUATOC.

Ymv Zpdpvn Kol OTIC LTOAOWTEG emapyieg TG WKPAg Aciag, M HOLGIKN
KOVATOVPO NTAV TOAD LYNAN YTl 01 VIOmol LovGKol Elyov VYNAY YVAOGN Kol TNG
Avatolkng (Ofopavikng Molatiavng povsikng) kot v Avtikdtponng Bempiog kot
gxppaons. Or Estovdiadiveg (opynotpeg Labnong e LOVGIKNG Kol Ol LOVOV), LE
T1G 1GTOPIKEG TOVG NYOYPUPNOELS, EIVOL TOL KOADTEPA SLUYPOVIKA VIOKOVIEVTO. AVTO
Ba 10 dovpE Kol TOPAKATO.

Ac Eexivnoovpe pe tov Eeprllopd tov EAvav g M. Aciag kot tov [Tovtov kot
0.G TPOSTAONGOVE VO KATAVOT|GOVLE TOV YUYICUO TOLG OTTMG 0L TOG OL0UOpPOONKE,
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uéoa amd Tov TOvo, TNV dLvoTVYia, Kot TNV AneATIGI0, GTOLEI0 TOV SIUUOPPDOVOVY TN
LOVGIKN TOVG, GE AALQ YMDUOTO T KOl UE GAAL dESOUEVQL.

Amo 115 apyéc tov 1922 elye apyioer va contiéton oe vyNAL KLRepvnTIKA
KMudxio 1 ekkévoon e Mikpdg Aciag and tov edAnvikd otpato. [lap' dAa avtd,
Oumc, N eEAMNVIKN KLuPBEpynon anoeacilel va amayopedoel 6Tov EAMANVIKO TANBuoud
va gykatoAeiyel  Mwkpd Acia. H amdeacn oavt mfpe T HOPET] TOL VOLOL
2870/1922, o omoiog mpoéPArene avaTnpég TEWAPYIKES KO YPNUATIKEG TOVEG, OTNV
nepintmon cOAAYNC TAoi®V oL Ba petépepay TANOLGLO.

O vépog 2870/1922 ynoeiotnKe «OpoQOV®OS» 01N cvuvedpiaon g 14ng lovAiov

1922 ko vroypapnke otig 16 Ioviiov 1922 and tov Paciid Keovotavtivo kot tov
AK. Podgo. Avo nuépec apydtepa et€0n e’ avtov 1 «peyain tov Kpdrtovg sppayic»
He v voypaen tov Anuntpiov I'obvapn, vwovpyod AtkatosOvng.
To mpdto GpbBpo TOL VOUOL avApepe: «Amayopedetal 1 ev EAAGSL amoBifacic
TPOGAOT®V OUAdOV  aPIkvoLpévev €€ allodamng, €’ Ocov ovtol dev eival
€QOO10CUEVOL O10 TOKTIKOV Olafatnpiov vouiumg 1€ Bewpnuévov...» Ta vrdrowma
apBpa Teprypdpovv TG TiL®piec Tov Ba vepicTavTo o1 TapaPdTed.

Yt 13 Avyovostov 1922 (ue 10 maAd MUEPOAOYO), VoTEPU OMO TOVPKIKN
avenifeon Katéppevoe 10 PETOMO 610 AQovKapayiodp. O eAAnvikog otpatdg
dwAvOnke péoa oe Ayeg pépeg. Or vmevOuvor dev elyav 10 TOPAUIKPO GYEOLO
OVOGVYKPOTNONG KO AUVVOLC.

Yrapyovv katoyyedMeg yio Blon gumoddion g avayopnons towv EAAvev g
loviag amd T1g eEAANVIKES apyES TG ZUOPVNG, Alyec LOVO NUEPES TPV amd TNV €10000
O€ QVTNV TOV KELOAIKOV oTpatevpdtov. H copumepipopd Epyetal ¢ amoTéAecuo TG
televTaiog eVioAn g KuPépvnong tov Aaikod KOupoatog pe tnv vmoypoen tov
npwbvmovpyov I[Iétpov Ilpwtomamaddkn vo pnv emcpanei otovg "ElAnveg
MikpactdTeg va avaympnoouvy amd Tn ZUopv)..

Tnv 101 nuépa (22 Avyovotov 1922) 1 eAAnvikn KuBEpvnon Le TNV VITOYPUET
o0V tpwBvrovpyod Ilpwrtoranaddkn anavid «Eic andvinociv g v’ apOu. 2873
ocopeovovpe ped’ vumv...». Movo oto onueio exeivo Omov 0 Xtepyddng
ntovoe ommg «Eykpivete anoctaimoty ABnvag mept ta 500 opeoava pukpdc nikiog
Kol to mwAelota kopdola Tto omoia eovvtnpel 1 Ymatn Appooteia...», o
npwBvmovpyog g EALGSac I1. Ilpmtomadding oniwace empOAalN: «...0AL ®G TPOG
TOV EMCITICUOV (G.T.C TOV OpeAVOV) 0dVVOTOOUE VO OVIAAP®UEV OL0VONTOTE
vroypéwowv...» (H oyetik) oardnioypagpio petald Xtepytddn Kol €AANVIKNG
KLPBEPVNOEMS KOt 1 OdvINon TG EAANVIKNG KLPEPYNOEMS LITAPYEL 6TO ApyEio TOL
Ymovpyeiov).

Tpaywn vapée n poipa towv Tpoeipmy tov Opeavotpoeeiov To omoio BpiokdTOV
vd v enonteio Tov Tpunpatog Kowwvikng lpoostaciog g EAANvikic Appooteiog
™G Zpdpvne. Avtdg NTav Kot 0 AGY0G TOL GLUTEPIEANPONGOV OTIC TPOTACELS
Ytepyladm mpog TV eAAnvikn kvfépvnon. @aiveton 0Tt pe v e TOLG GTNV
EMada oteydomroav 6 éva mpdyepo opeovotpopeio oto IloAbywvo AOnvov kol
peta petapépdnkov oto Opeavotrpopeio Bovlaypévng. Oumg 10 opeoavotpo@eio
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oto [ToAywvo ogev glye duvatdtnta praoceviog dvo tov 100 atduwv, evd cOLPova
LE TNV EMGTOAN XTEPYLAON oTN Zpdpvn vaqpyav 500 opeavd.

H epevvntpia Atovucio Néda vootnpilelt 0Tt avtd mov peTa@épOnKay pe
ac@dietn oty EALGOa eival avtd mov @uholevnOnkav oto op@ovoTpoPeia TG
EMadag. Ta vworouta Bpednkay petémpo v €moyn TG KATASTPOPNG TG ZUVPVNG.
Kémow and avtd mepimiavinOnkay poéva tovg otn QAeyOuevn Zpopvn kot 6o
yYAOTOGOV TO LETEPEPAY LE £va TAOT0 otV EALGSa. Kdmola amd avtd pe v aeién
tovg otov Ilepad to doyétevoav oto kpatikd mopveio TV BoOprov g
Apanetcsovag. To akivnto tov Bobprov avike oty owkoyévela [Tumvérn, n omola to
elye voKlaoel 610 KPATOC Ko €16EMPaTTe TO €voiklo. H dnuovpyia tov kpatiko
nopveiov €ywve 10 1875 xou o epyordfoc mov avéAafe VO KOTOOKELAGEL TO
ocuykpotuo  ktipiov  ovopalotav Nwoiaog Mmnoumorag. Eivar yveootd 01t
1010KTN TP TOL GKIVATOL KATA TN dekaetion Tov 30 Ntav 1 UNTEPA TOV TOAMTIKOD
[Moavayidtn Hurvérn.

H extiunon tov gpeuvntav sivar 6tt vimpye Oiktvo ocvvepyosiog UeTAED
KPOTIKOV VTOAANA®VY, OGTUVOUIKOV Kot Tpoay®ydv. To yeyovdg e mpomOnong
uiKpov koprtoidv and to Opeavotpopeio Zuvpvne oto mopveio twv BovpAwv
eaivetor 0t vnpée aveEdpTnTo MO TO EUTOPLO AEVKNG GapKOG, Tov Avbice e v
ae1En Tov Mikpaclatdv TpoGOUY®V.

Evinppévn amoepaon eykataretync. Kopirtoakio opeavé mOpveg, e tnv ddgiol Kot
EMKVP®GOT TOL KPATovg; ['loL 1660 TOVO [MAAULE;

To cuvarsOnpota tov Etpepe 1 et g [aiowdg EAAGSaG Yoo Tovg EAANveS TG

Muwpdc Aciag glye oOnuovpyncet éva kKAipo adto@opiog Yo To TEKTUVOUEVE GTNV
AvatoAn. To kAipo avtd meptEypoye e0YA®TTIA O PIAOLOVOPYIKOS ONUOGLOYPAPOS
Kootag @aitautg Tig LEPES TS KOTAGTPOPNG TG ZUVPVIG:
«...To Gyyshpo ™ HeYAANG oQOYNG SLOOIOETOL TOPO TOC TPAOTAS BPadvvas dpog
otag AOMvoc... Ta Béatpa onuepa v viyta eivon Kot T avorytd kot wailovv. O
KoGHog oto Béatpo g KuBéAng yeAld ko 1 povsikn ytumd €60vpa TpoyovddKio.
Mnnko péca vo 0m TV youyoymyio. Tov KOGHOV Kot Epuyoa andlacuévog.... Eival
Aoudv Kot ot ABnvar, 1 dTiun Ko TovAnpéVN TOAMS oV TPOoOoPIlETOL VO KATASTPAUPEL
apov 0gv a1e0dvOnKe TV Guykivnom TG KATASTPOPNS (TNG ZUVPVNG) KOL TV COOYTV
KOl KOTOGTPOPNV OA0L TOL eAAnvicuoy ¢ Miwkpde Aciac. H andia pov ftav
TEPLGGOTEPO QO UEYAAN.. . ».

Meté tov Eeprllopd tov EAMpvov arnd tov TI6vto ko ) Mupd Acia, £épBacav
otv EAL&Sa mepimov 1.500.000 mpoceuyec. Ov omoior dnuovpynoav vEoug
TPOGPVYIKOVC GUVOIKIGHOVG ova TN Yopa, HeTaEy ovtav  otov [epod kot
ot Kokkivid. Ohot éva tepdotio ywpid, Kabmg ol teptocoTepOL Yvmpilovtay Hetadd
TOVG, Kot avTO Ba 10 EavadoVE TOPUKATO.

O mpdouyeg petd ™ MikpaolaTikn KaTasTpoen, Eptacay oty EAAGda kot
avtpetoniloviay o¢ EEvol. ATOTEAOVGOV OVTIKEILEVO OIKOVOUIKTG EKUETAAAEVONC
Kot gpydloviav okAnpd pe yauniod mpepopictio. Lrepohviay 10TPOPAPLOKEVTIKY
nepiBaiym, evd (ovoov oe OvokoAeg Protikég ocvvOnkec. ‘Htav dvokoro va
TPOGOPUOGTOOV GE [t EEVN YOPO LLE OLOPOPETIKT) VOOTPOTio Kol ToATiopno. Hrov
KatofefAnuévol, a@ov {ovoay HaKPLd omd To ayoamnUEVE TOVG TPOGMOTO, KoL TNV

41




ToTPida TOVG, OVTILETOTILOVTOV VITOTIUNTIKA KOl SVCKOAQ YIVOVTOV OMOOEKTOl, EVM
ApPavay pateioud amd ToVE VIOTIONG.

H Ayyého poc petapépet pe peaAopd to Tt yvotoyv. «...Agv Hog YOVELAVE, V10T
E€pave ¢ gipaote OAor BeviCehkol. Kot va unv noouvva 6° €moipve 10 TOTALL.
[Tpotod va pog eépovve axoua, To “Yove Kovovicel Totol Ba Thve va KATGOVVE GTNV
Koxkwvid, mowot Ba mave ot Néa Zpvpvn ko oot Ba méve ot Apometomva. Agv
nuropoiiceg va. (Noelg adiol and exel mov 6g mpoopilave. Xe Tvpavvovoave... Olot
TEPTAVE OTAV®O GOV. .. TOL AEPTE GOV eV NITEPVOVCAVE. Y TOPEPVALE TOAD. .. OEV TOVG
mavope kaxia... Dtoyol avBporot frove. Xto 1010 xkalavt Bpalape, aAld dev ToO
katodofaivave. Tovg eiyove kdvel TOom Tpomaydvda, Tovg iyave LTOVYOOIAGEL TOGO
TOAD TO VOV, GO VO TOVG EIYOVE LLOGTOVPMOGEL, Kot Hog PAETOVE GOV TOVG 0XTPOVG,.
Mo vrrootpile, PAEnelg epdc o [TAaotpag, Kt avtoi dev ToV nywvevave. Oélave va
uoc apnoet oty Tovpkid va pag opdéet.. . I1ovog...... »

Axopo Adym TtV dOAMevV  cuvOnk®V  vYlEWVNG  OTIC TOPAYKES, TOAAG
TPOGPLYOTOVAN TapovGiocay GoBapéc oPOAALOAOYIKEG WHOAVVGES (0T TO
tpdyopa 1 o&vtateg opOaipicg). 'Evag yiatpog (opBoipiotpoc) mov eixe avaldapet
™V wepifoiyn TV Tod®V, HEGO GTNV TPOYXEPATNTA, TNV KPATIKY] avevduvotnta 1
Vv AP adtapopia yia ™ Con Tov TpoceLYwV, EoAe GTU UATIO TOV TOLOIDV
KaBopo 1m0 (1 TOPOHO10 KOVGTIKO VYPO) avTl V1o, TO KATAAANAO KOTOTPAHVTIKO
KoAAOpro. To amotéhecua avtod TOL TPAYIKOD GEAAUATOC MTOV VO, KOOVV Ol
KEPUTOEIOEIC YITOVEC TOV UATIOV TOLG. AEKAOEC LUKPA TPOGPUYOTOVAN YOGV
OPLOTIKG KOl aKAPLaiol TO PMC TOVG.

H agopoimon frov dVGKOAN Kot 6TV TPOyLaTIKOTNTA 08V EEPM av GLVEPRN Kot
note. ATépuyav Tov BAvato Yo Toug 131006 Kot T TodLd TOVE Kol AmEKTNOAY EVOV
OO, LOKPLE 00 TOV TOAEUO Yo Vo {oovV, OU®G TImoTo OEV TOLG YOPIGTNKE Kot
TOVECAY TOAD Y10 VO ATOKTNGOVV [ gukoupio 6t véa Tovg o).

Avtd mov dev Umopovca Vo avTIANEH® aKoVYOVTOS TIS 16TOPIES, NTOV TO YLYIKO
c0évog avlpdTwV o1 omoiot peyaAovpyovoay, OVIOG VOIKOKOPNOES GTOV TOTO TOLG
o1 Mikpacio kot TAEOV 6TOVE VEOLS TOTOVG YPEGTNKE VO, apYicovy oM and TNV
apyn, avAUmopol, yopic KdAvyn kol ovclactikn mepiBoaiym. Ilog dvieéov va
Eavayticovv omitia, TN GTIYUR TOL Ao TO TOTPIKO TOVS, TOLG YOple pia BdAacoa;
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[Md¢ kKatapepay va pTIaEOLV EAVEA TEPLOVGIES, EVM T YMPAPLOL TOVE TEPAGAV GE EEVAL
repwo; IO avéytnkov TN POTCIGTIKY] AVTIUETOTICT TV VIOTUOV KOl TNV OVEXELD,
AoV GTOV TOTO TOLG NTAV OIKOYEVELAPYES Kol voukoKOpNoes; T1dg pumopel va Evimbav
ot ' EAlnveg g Mikpdc Aciog mov oty EALGda ntav E€vor,

ITaAr n Ayyéha pog petapépetl pe peaMoud to Tt yvotay. «Ap v arolnuioon; Exel
va Og1g omdTn... Xov AL®... 0&V VIPEMOUOOTE TO KPATOG OVTE Wio KOPPITod. ..
Amo{npioon pog ddKave avtd To Aty ToU (oG OMKAVE, Kol TO, THPUUE £VOL YIAAPLKO
™V opoAoyia, kol NTave am’ €E® o1 ayopaoTés, ot 10101 dnAadn -pavpog I'avvng
KePVA, povpog [dvvng miverl- ko pog tol maipvave £vo TEVIOKOGEPIKO TN Ha. Amo
€€ péEYPL péoa ydvape ta od... Ki o kOopog elxe avaykn kat 1ol yoA0ye QUEGHC.
Ti va kavet...» «av dev 6oV dMGEL N LAV 6oV 0YdOVTO OLoAOYiES, B avEPm peg To
oTtiTL 6oL VA KAV Qacapies», AEEL TO YVOOTO TPOyoHoL.

['o vo KaTovo GovUE TO PEUTETIKO TPETEL TPDOTO VO KaTaAdBove Tovg avOpdmovg
TOL TO TPAYOVINGAV Kl TO «KOVPAANGav» emdved tovc. 't avtd 1 16TOpIKN aLTh
dwdpoun eivor omapaitntn. Aev piddue amhdg yio Tpayodold, WIAGUE Yol TOVLG
avOpOTOVE TOL TOL ElyOV AVAYKT). AVOPp®OTOL TPAVUATIGUEVOL, OVTILETOTILOVTOL GOV
TpoPAnua, Covv okAnpn (N Ko ekel 1 puviun yivetoar a@iynon kot 1 oenynon
TPOYOVOL.

Axoun.....

To KAnpododTnua mov pog dencav, sivarl n tiotn ot {on kot 6tov dvOpwmo, Kot
o1 OVVAUT TOL Vo EEMEPVA TIC SLGKOALES Ko va, dSnpovpyet amd TV apyn, OTOS LoV
‘LaBav o1 16Topieg TOV TATTOV LoV, KOl TNG YL0YLAG LoV, TNV TPOGPLYiva Tov ‘Aeye,
otav Vv potovcsa av NG Eleute 1 woatpida g, “Tlodl pov, 6t1 dpa BEA® eipton ekel.
Ed givarl o tOmog pov topoy.

TéAn ™¢ dekaetiog Tov 1910, n maparia g Apanetomvagc kot Tov Kepatoiviov
nrav TOmo¢ €kOpOUNG Kol avoyvyns. 1o Alpovakt g «Kpeppvdoapodcoy ot
Apametoamva Bpiokoviav ta EVAva umdvia. ESd épyoviav Tpatdpnoec Kot WYopdoeg
Y10l VoL QAEDGOVY TNV Ttepipnun «oapdéia e Kpeppndapovoy.

H éAevon tov Mikposiat®dv Tpos@Oymv GAAAEE EVIEAMS TN LGLOYVOUIN KOl TOV
yopaktnpa tov Iepard.

Tov AexéuPpro tov 1922 o «lleparoypdpocy ekeivng g emoyns, Ayyeiog
Koouiong, £ypape petah aArwv:

«O tomog pag omwe tov EEpape amoterel pio avduvnon. Topa Epyovior GAAEC
HOPQEC, AALEC YAMGOES, AAAL csOnaTo, AALEG GV OELEC. .. »

H mepoy yopo amd v ekkAncia tov Ayiov Awovuvciov otov Ilepoud
OMOTEAOVGE  OMNUOVTIKO TOTOONUO, KOODC ONUATOO0TOVGE Yo, OEKOETIEC TOV
Stywplopd ™e Apametcdvog omd tov vrodAouro Tepord.

[ToAV kovTd VIPYE O GLONPOOPOUIKOS GTAOUOG, TOL NTOV YVAOGTOG LLE TO OVOUO «O
YtaBuoc g Eevitiagy. Aeov amd £dm kot and tov otafud Aapiong (ommv Anva)
Eexvovoay To KapoPavia Tov HETAVACTOV Yid T dLTIK Evpdn.

Ye auTiv TV 10N CTIYHATIGUEVT] TTEPLOYN eYKaTacTAONKOY palikd petd to 1922
o1 Tpdspuyes amd T Mikpd Acia kot tov [16vro. EykatacstdOnkov otnv axotoiknt
Kol dyovn Apametomva, @Epvoviag Hali Tovg Ta Tporyovdto, TOVG YOPoLS Kol TN
KOVATOVPO TOVG,
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Avo MTOv 01 KVUPLOL TWOAOL OV ONOVPYNONKOV HE TNV EYKATACTOCY] TOV
TPOGPLUY®V 61N Apanetomva, Ko tov Tewpaid
* Bopeto - Avatolkd, wve omd ) yépupa tov Ayiov Atovuciov, Tav 1 KokOENUN
neployn TV «Bovplomvy Kot o «X10TIKOY, ToL GAAASHY OYn Ue TNV EAELON TOV
TPocPUY®V. Aldeopa katacThuate Omwg ovlepi, Kageveio, kepmomntlnowa,
covPratliowka, yorPatlidwo, maviomwAegio, povAaPiko Kol KOTOGTAUATO ENPOV
KAPTOV 00UV KOvoOPYLo YopaKINpa 6TV dAL0TE KakOPN U YerTovid Tov [lepond.
Xoupmvo pe Vv amoypoen tov 1928, ot mpocpuyeg amoteAovoav to 40% TOL
mAnBvcuov tov Iepaid kKot to 19% tov TAnbvcspov g AOnvoc.

H Nikoo eivar AN po amd T1g meployég ™ ATTIKNG, ToV cLumepAauPavetot
OTIC TPOCPLYIKES TEPLOYES. Kabd¢ moALol mpocpuyec EAANveC Tng Mikpdc Aciog Kot
tov [Iovtov, émerta and tov Eeprlopd Tovg KATEQPLYOV GE SAUPOPES TEPLOYES TNG
EMadag kar om e Abnvag. Onwg Adyov yépn 1 «NEa Kokkvidy, dmme cuvnBiletan
va AEYETOL O GUVOIKIGIOG OV TOC.

No onuewwbfel mog mpoimnpye n «lloroid Kokkivid», 1 16TOpIKn €pyotiKn
ocuvolkia ota Bopsw tov Ilepaid. Mo amd T maAOTEPES GULVOIKIEG TOL
KatowknOnKav, omd to péca tov 19ov aiwva. IToAd mpv €pBovv o1 TpdcPLYEC amd T
2uopvn kot ot ApUEVIOL, TOV ATOTEAOVY TOV KOPUO TOV GNUEPVOD TANBVGUOV.

AxolovOnce 0 TPocPLYIKOC cLVOIKIGHOG «Néa Kokkividy 1) anAd «Kokkividy, o
omoioc avantuydnke petd tov Eeprlopd towv EAAMvov g AvotoAnc.

Méypt ko 10 1933 0 cuvoikiopog vaydtav S1otknTikd oto Afpo Iepoid, evod
tov lavovdpio Tov 1934 droywpiotnke kol dOnpovpyndnke o avtdovouog Anuog «NEag
Kokkivido»

[ to 6vopo Kokkwvid ypaetnkav moAld. Opiouévol vmootipiEav mmg
uetatpdmnke and Kokkivada oe Kokkivid 6tav fpbav o1 tpdécepuyec. 'H 6t1 mipe 10
ovopd ¢ amd TV aplotepn TOATIKY| 0€om TV Katoikmv TG. Avtd eivon avakpiPec,
Yot 01 TPOGPLYEG OTMC AVOPEPULE Ko TOpamdvem, Ntav Katd kOpov BevileAkol.
Axoun dev Ntav moArd ypdvia mo icw 1 OktoPplavr enavdotacn oty Pooia kot
o1 Bewpieg Tov Mapé kot 1 dpaon Tov Aéviv dev eiyav akdun dadobel gvpémc. 1To
TOAD PNUES, KOt 0 KaBévag 0Tl Tov A&yove Kot 0Tt KatoAdPaive amd Hovog tov.
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Enionua €yypoea, dotkntikd Kol Okaotikd, 0&Aovv vo 16Y0EL TO TOTMOVOULO
Kokkivid and ta ypdvia tov Obwva.

[Moc petovoudodnike n Néa Kokkivid e Nikowa; To {tnuo tg petovopaciog
OmaoYOA0VGE €M YpOVIO. TNV TOALTANON TpoopLykn kowvotnta. ‘Etot, 1 Atowkovca
Emitponn, pe emkepoaAng tov dpactiplo onuoapyxo lodvvn MnAo, n omoia elye
avalapet tn dwoiknon eni [. Metaéd, ano@doice va TpoknpvEel S1ayOVIGUO HE dVO
npobmobécelc. Ta mPOTEWVOUEVO OVOLATO VO AVAPEPOVTOL GE IGTOPIKEG TOAELS TNG
Mikpdg Aciag, Tov [Toviov 1 Tng Opdxng kot va gival dSicOAAaPa 1 TprevAAaPa. O
dtyoviopuodg orokinpwbnke otig 30 NoeguPpiov 1939 pe 415 ocvppetoyéc ond 10
e0mTEPIKO aAAd kol amd EAAnvec tov eEmtepucol (Auepikn, Xovddv, Avotpoiia
K.Q.)!

Tnv ovopacio Nikota eiyov mpoteivel 56 GUUUETEYOVTES GTOV JAYWOVIGUO, GTOVG
0TtoioVg GLUTTEPIAGUPOVOTOY KOl O VOULKOG, ONUOCIOYPAPOC Kol TOAITIKOG [mdvvng
Mehdc (1908-2004). To ZvuPodio copemdvnoe pe v ovopaocio Nikaio «dt0TL T0
Ovoua TOVTO Kol EVYAPIGTOV €ivar €1 TNV ACALAY Ko 0KONV Kol TO GVOUO TOAEMC
TPOTELOVONC AvTokpartopiag, TG Nikaiog, aAAd Kol S10TL 1| OVOpacio adT EEPETL
N TPAOT €16 TV TTpotiunciv e Atotkovong Emtponnig tov Afjpoov». Av faiovpe kot
TNV EKKANGCLOCTIKY] €MKAALYT, OTL ekel €ywve M «A’ OIKOVUEVIKE] GUVOOOG, LE
npoeEhpyovta Tov Aylo NikdAoo (roAtovyo g Nikatoag)», LE T COUP®VI YVOUN TNG
exKAnciog, katakvpmOn to 6vopa Nikoua.

H wiotunia g «Néag Kokkividey Ntav 10 yeyovog NG €YKATAGTOONG KO
oVYKATOTKNONG avOpOTOV OV TPOEPYOVIOLGAV OO OLUPOPETIKES TEPLOYES TNG
AvatoAnc. Me d10popeTikn vooTpomia ko Tolkileg — EeY®PIOTEC OGYOMES, OV Elyav
Opwg ouvoeTIKO Kkpiko v EAAnvu kotaywyn ( Popoain Oo éleya eyd) kot v
0OpB660&N miotn TOVC.

H {on otovg mpocpuyikovg cuvoikicopovg tov Tlepaid kot g Néac Kokkividc
ovvovale TV OTOALTN PTMOYEW TOV TOPOVIOS UE TOV TOMTICUIKO EEOMAICUO TOV
TapeABSVTOC, VTOV TOV KOVPAANGAV 01 TPOGPLYES ATd TIG 1O10UTEPES TATPIOES TOVG.
Xapokmpldtav de omd 10 NBOC, TOVE WHTEPOVS EMKOIVMOVIOKOVS TPOTOVS, TNV
KOWOVIKOTNTO, TNV EMOTPEPELN, TNV ETVONTIKOTNTO, TN KOLATOUPO Kol TNV
EMUYELPNLATIKOTNTO, TOVC.

H onoia emyeipnuotikotnta, ekONA®ONKe pe TANO0C ETYEPNUOTIKAOV OPAGEDV.

E&bdAlov €kOnAo NTav 1O TOAVTAELPO TOAEVIO TV TPOSPUY®V, Ol OTOiol
gpYAloviay GUGTNUOTIKA TV NUEPA Kot dtackEdalav To Bpddv, ektovavovtos (LECH
AOPOPOV LOPP®OV TEYVNG) TOV Kanuepvd noybo kat tn vootadyio yio T matpida
oL dPNoav TIG.

Moadi pe tov wovo, Epyetar Ko avaykn g EKppoong Kot dtackedaonc. Mali Epepav
T0. OpYavd TOLG, OVTLO, KOVOVAKL, BloAd, KiBApeg, LavToAiva, AaovTa, covTovplo
KATL. TOV 0 KOGUOG TO OTOKOAOVGE TOTE KGOVTOLPOBLOAD Y10, TOV 1XO TOVG.

‘Epepav povoikég khipaxes, dpOUOvS Kot pokdpia, ayvooto oty €00 EALGSa.
Yy 16te EALGSa xuprapyovoe éva patlope kot éva pivope enionua. Otov ERyaive
Oum¢ To NTIovaKt Yoo EAeNocHVI, 0 MXOS TOL TOVOL Kot TOv VIOAYKE (1 AEEn
onuaivel kopa) wov ERyale dev Ntav to potlope 1 pvope, NTav 0 yovlap Kot o
COLUTTAY.
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Ot peydirot povotkol Emonéay 6To KoTaoTiate 1oL dnpovpynonkay, 6mmg ftov
otV Zpopvn. Ot Aeydueveg Mmipeg. H kovAitovpa tov Mikpaciatdv, frav 6mmg Kot
tov Ofopavov. [Hap 6t 10 Kpaoci dev AmayopevOTOV GTOVS YPLOTLOVOVG, OEV MTOV
1660 010 000LEVO OGO 1) UTTPa KOl 1) POKT]. ZTOVE TPOCPLYES OEV APECE GTO TPATEQ
T0 Agyouevo eayomdtl. Toug apece va Toumovy, amd Atyo, YU’ avtd Kol lyov TOAAN
peCexhixio Ko Emvay 10 ov{akt Tovg. Oewpovoay Un TPETOV va, TPMS Aoipapya, e
Bovpia. Katd mapddoon Aowwdv, £1o1 £ytvav Kot Ta teimovpddika otnv Néa lovia
tov BoAov. Dépave v mapddoact| Tovg Kot Tic cuvhfeieg Tov Nrav Pabid pillopévec.
[MTactovpuds, Tkénn (apvicio PO Le cLKOTOPIY), AAYOVO-VTOAUAdES KA. Tnv
TpwToyxpovid Tov Ay. Bactdeiov mhvta oto tpanéll vanpye yemotd apvi, Adyovo-
VIOAUAOEC, TAGTOVPUE, GOVTLOVKL KA. LTV €pMTNON TPOS TNV Yoyld pov, yuotl
k&g ypovo, KbOe TETOO UEPQ TPAOLE OVTA T, EOESUOTA, 1 OTTAVTIOT NTOV «LOL 0yOpl
LoV aLTA £TPOYE KL O AY100».

Ovopootd poyolld mov ovoudotnkov umipec Ntav tov  Ihition (apyotepa

Kepdra), oo Mroravdakrn, tov TCehaAidn, to ‘Kpvotdd’, tov Xpvcoyépn N ta
Xwotdkia, 1o ‘Tpiymvo’, tov Adaudkn, tov ZapPa, Tov Kipwva, tov Mavoiaya,
0V Aovmov, Tov Metald, 1 ‘Axpomoilc’, TCapéra, Kpootal keoé, [Ipdcivo carovt,
Tpiywvo, Mroiing omnv Apanetcsdva, Adapdkng, TeokapdmovAog.
Ymv televtaio pmipa tov Tookapomoviov, mpwv kheioel, €monle pmovlovkt o
Anuntpng I'kodpag (o mpesfotepoc) pe axopviedv tov [afpmAd Apydpn, Evav Kadod
¢@ilo mov giyo v TOHYM vo Toilw emt GEPA ETOV 6TV TAPEPVa ToL (Eva LEYAAO YOPLO
elmape o0t elpaocte).

Exel énanlov peydror povoikoi, Ieprotépng, Tovvtag, ZxapPBeing, [amaloyiov,
Maoapyopaovng, Zépong, Oydovtakng kot GALOL.

Meydiol TpayovdloTég mANGiOVAY TOLG omovdaiove povcikovs, Novpog, Xt.
[Tepmividdng, Povxovvag, KaivBdmovioc k.a.

[ToAAol amd avTovg NTaV TALTOYPOVO Kot YAATES 6€ Koo vad. O Novpog otov
Ay. I'edpyto Nikaiag, o KalvBornovrog otov Ay.avovpro e Apanetsovog kA, Ot
apOVESEG NTAY O1 1OL0UTEPES KO TAEOV OEELOTEXVIKOTEPES TEYVIKES TNG TPOYOLOIGTIKNG
TOVG EKEPOONG Kot KAmOolol NTav ovopootol yia avtovs. Novpog, NTaAykag,
Povkovvog, kKA. Apydtepa ot apavedeg viobetnOnkav Kot and vedTEPOLS, OTMG
[Mayovptne, Momacdépng (Yvmotdg kupimg yio Ta Tpoyovdla vraibpov ) K.o.

To a&loonueioto ivar 6ti o I. Metadc (peténeita SIKTATOPOC), OTAyOPEVGE TOV
apove otnv EAAGda w¢ Tovpkikd kot avtiotoyo o Kepdh oty Tovpkia w¢ Popaiiko.
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Me Vv mapodo Tov YPOVOL OLTEG Ol AEYOHEVES umipec peteEeMyOnkav oe
tafépvec, ywotl ev to petald avtoi ot dvBpwmor punidnkayv GTnVv amrOANLGN TOL
Kpao100 Kot dn TG PETGivac.

>1o0udg ot otopia pog etval
t0te 1 €élevon  tov  Mdapkov
BopPaxdpn otov Ilepoid. Exel
gyoope Vv KaBEpwon  TOL
urovlovkiov. Devryovpe omd TOV (0
TOV GavTovpO-frodmv Kot mhue ot
éva. Mo mo €vbv, mo AUECO, T
vevpikd. Na movpe omAd Ot TO
umovlovkt eivar omd T Alya dpyova
OV AELTOVPYEL GTA 0Pl TOV APYDOV
UNYOVIKNG-POTNG  UE  OMICTEVTEG
evtdoelg ywoo opyovo. O Zmvpog
[Teprotépnc, LEYAAOG LOVGTKOG OTTMC
OVOPEPOALE TTO TAVE® KAl LOEGTPOC,
oVOTNGE GTOV entyepnuatio Mdtca
tov Mdpko. Alyo mo mpwv otnv
Apepwn eiyav nyoypaendel dickot
pHe xovpo Opyovo 10 pmovlovkl.
Avtol ékavav TeEPAOTIEG TOANGELS
otov kel EAAnviopo, k1 o Mdtoog
ocov eEaipetog emyepnuatioc wov
nrav, PpiKe svkaipio Yoo TOANGEL
otnv EALGda. O Mdproc frav €vag
LOVLGIKOC, LE amioTeLTT) 0icOnon Tov
ypOVoL Kol Ttelelmve TIC Myoypaonoelg o k1 EEw. Agv omataAovoe kepi
NYOYPUPNGEMY TOL NTAV TAVAKPPO, Kol TO NYOYP®UE TOV NTAV AVTIGTOLYO UE OVTO
™G Apepukng. AxkoOuo ektdg omd EKTEAEGTNG, 0OmodelyOnke kol afeméPaotog
dNovpyds, otryovpyos, cuvhEétg ko tpayovdiotic. To tepdotio Oepéio mov
ompiynke 1tO0 peumétiko TPAyovdt Kor Oyt povov  Aéyetar  MAPKOX
BAMBAKAPHZX. Kdnov ekel elvor ko  pete€éMén oe avtd mov ovoudlovpe
PEUTETIKO. Xmovdaiol Hovcikol akolovbnoav ovtd to peovpa, Ilamaiondvvov,
Amnoctoroc Xatlnypnotoc, Mnrtodkng, Toitodvng kot Aowmoi oykdABor Ttov
KTiopatog mov onuepa ovopdlovpe pepmétiko. Omme mpoavapEPaLLE, 0VTO OEV EYIVE
opaAd. Ot «edd» povoikoi avtédpacay . H Aeyouevn coPapn povoikn otnv EALGSa
ue pileg ta Emtdvnoo kupiog kot pe AOY0Ug HOVGIKOVG £pepve avTippnoels. O
naéotpog Xatinamootorov, anciinoe tov Mdtoa poiig €ide tov Mapko 6t mdet yo
nyoypaenon, 6tt dev Ba Eavadovréyel oty etorpeia Tov. Kot dev Eavadovieye.
Avt ) ovumeppopd cuveyiotnke Yoo TOAAE ¥pdvia, OT®S Yol TaPASELY LD OTOV GE
cLVavAia Tov Mikn Og0d®PAKT, 01 LOVGIKOT TG OPYNOTPOS ATMEIANGAV VO PUYOLV
otav gidav 6110 coriot Ha tav 0 Mavoding Xidg e 1o pmovlovKl Tov. ZNUEIWTEOV
OTL ToAAol amd avtovg, dovAevay oty vokta poli pe tov Xuotn. Agv tovg dpece
OU®G 611 T0 PItoL{OVKL TPOY®POVGE KOATALOVTAC.
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Ag épBovujie OU®G GTNV ETOYN TOL AVOAPEPOLOCTE.

Onwg avépepa mo maveo, o Metacdc mpoonddnce vo TOAEUNGEL TO PEUTETIKO

tpayovdt. [lpoeavog dev eiye v mANpN €KOVA, TNV OMOi0l TOL WETEQPEPE O
[Moamaiodvvov. H evtoAn tov ftav va cvveyicovv vo tpayovdovv, oAl vo pnv
VILAPYOVV GTA TPAYOVIL AVOPOPES Y1l OLGIES Kot Aoy BERata TepvovV Ko 01 GTiyol
and Vv Aoyokpwoio. Edd vmapyer PePaiong ko pio mapavonon. To peumétiko
TPOYOLOL £XEL KO ACUOTOL TTOL OVOPEPOVTOL GE OVGIES, AALL TPETEL VOL TO OOVUE LITO
T0 TIpiopa TG EMOYNS, Ko Oyt Owg To €yovpe ovvnbicel orjuepa. Ot avapopég oTIC
ovciec elvatl LEPOG NG 16TOPIOG TOV PEUTETIKOV, OAAG OEV givar 1 ovsia tov. H ovsia
etvar n kowvovia tov mepBwpiov, 11 6VYKpoLOT e TNV emionun NOKN Kot N avaryKkn
LG AOIKTC VNG VO EKPPACEL OGO OEV YDPAYAY GTI dNUOCIO EVTTPETELQ.
Ymv EMAGOa, to TPp®TO KOTOOIKACTIKG ONUOCIEDHATO OPOPOVY TO YOOIG Kot
epneavitovtal ) dekaetio tov 1880, pia emoyn mov 1o 1010 T0 KPATOg ££E010€ 00N YiEC
OTOVG AYPOTEG Yoo TV opON Kot amodoTIKY] KOAMEPYELDL TG WOIKNG KAvVVaPNG,
onuovtikd 101e €€Uy®YIKO TPOTOV, TO UEYUAVTEPO UEPOG TOL OTOIOVL SLOKIVOLVTOV
amd ta Apdvia g Eppotdmoing apykd, tov Iepaid ot cvvéyeo. Kavape eoymyn
Kupiog otV Atyvnto, Bpetavikd mpotektopdto tote. OTov avotnpomombnkay kel
o1 VOUoL, ot aryvtiakéc apyég mieoav v EALAda va anayopevoel Tig eaywyés. H
axpalovoa 10te exel eAAnviKY moapoikia elye emiong katnyopndel 6t viéBaine to
AaBpeundplo - vanpyov TPAYHOTL KOOl Alyuntidteg LecoAaPnTéG, Oplopévol
puéota pe dedveic dtasvuvosaelg mov Eptavay uExpt v Apepikt| kot v Kiva, 6nwmg
ot dtapontor aderpoi HAuomovAot. EmmAéov, ot Bpetavoi n0ekav va «ompdcovvy to
«O1Kd TOVCY, dMNAadN 10 WOKO yaocic. To 1906 mpayupaTomolovvTol TOVEALASTKE
HEYAAQ GUAAOAN T PO TTOPOYOYDV KAVVOPNS, ToL (nTovcay peimwon tng poporoyiog,
n omoio aviavotav Opkdg Kot dpon tov mepopiop®v. Eywvav axdpa kot
enepmoelg otn Bovdr. Opwg to kAiipa mAéov dAlale Kt avtd Oa amoTvmmvoToy Kot
011 vouobeoio.

To 1891 aoctuvoukn dSwtayn omayopevel ™ OoMudcila ypNHon TOL YUois,
TPOEDOTOIDVTOS Y10 AOVKETO 6TOVG TEKENEC. O (AOC TV SIOKTIKMV apy®dV OV HTaV
OPYIKA TOGO LEYAAOG, 1] KOAMEPYELN TAPEUEVE GTO ATVPOPANTO Kot 01 TPOPAETOUEVES
TOWEG NTAV avaloykd pikpes: «Katt EuMEC, KaTL KAOTGIEC KoL TNV AAAN LEPA GTO
TANUUEAEIOOIKEID, TTOV PO EOVE TPEIS UEPEG KPATNOT, KOL OGEG POPES KL OV LOG
mdvove o 1010», Bopdtav avapepdpevog otn dckaetia Tov *20 o veapdg tote Maprog
BapPaxdapnc.

O gpyouog 1,5 ekat. mposeLY®V PETA TO 22 £pepe TOALEG avakaTATAEELS GTOV
EAMOOIKO YDPO, LETAED VTAOV GTNV KOWVOVIKT KOl TOWVIKT] OVTULETMOTIGT] OVGUDV KO
ypnotav. H avénon g ypnong ovcidv kot 0 €€ oG «EKPLAICUOS TV NODV»
amodo0nKay, HETOED GAADV «KOK®V», GTOVS VEOPEPUEVOVLS KOL GTNV «OGLOTIKT
KOVATOUPO TOVG, UETOYEVECTEPEG £PEVVEG £VTOUTOLS £O€1EAV OTL TO TOGOGTO TV
LIKPOGIOTIKNG KATOYMYNG XPNOTOV 0eV EEMEPVOVTE aVOLOYIKA 0vTO TV EAAadiTdV.
To ypoévia exeiva 1 Actuvopio TIoAewv dev mporaPaive va kAeivel tex€dec — 1
epnuepioa «Eumpdoy avépepe 6t 10 1928, og éva povo tpiunvo, siyov eviomiotet
v omd TEVVTO 6T0 AEKAVOTEN0. XE AUPKETEG TEPMTMOELS, ®GTOCO, OGTVUVOUIKOT
«IPOGTATELAVY TETOLOVE YDPOLS € AOPn N OlaKivovGay ot 10101 0VGieg oL ElyoV
katooyebel, axdpo Ko péoo otig euAokés. Eva @aivouevo mov Atyo-moAd eivai
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UaAAOV Otaypovikd Kot 0ev B aAldEel 660 1 amaydpevon Kadd kpatel, kabmc, pali
Le To AaBpeumdplo, amoteAovV €€ 0pIGUOL GLYKOIV®OVOVVTO dOYELD.

AV avOAOYIGTOVUE TO TTO TAV®, KL 0V CLGYETIGOVUE TOV VUTTOTOKTO YOUPOUKTPO
TOV TPOCOVYMV, KaTaAaBaivovpe TV avidopaoT Kot TMV TOAMOEAALAITOV, OAAN Kol
TEPIGCOTEPO TMOV VEOPEPUEVOV. XAPOKTNPLOTIKO TEPIOTATIKO GLVEPN TO Tldoya Tov
1921, 6tav 0 Ztepy1dong amaydpeLGE TOL TVPOTEXVAIATO Kot TO Baperdta oty Ayia
dotevn e Zpvpvng, ympig eEnynon, anid pe datayn. Avtd yuo Tov Mikpaoidtn
etvar amoapdoekto. I'a kdbe Tt mov dwataleton, BéAel ko v e€nynon tov. Tote
nelfapyet Ko diver Ao tov to givat. Opme po dtatayn £tot diymg vonua Kot aitio
tov e&opyiletl. Q¢ amotédecpa eKelvn TNV NUEPQ EGKAGAY TETOLN TVPOTEYVTLATO, TOV
TOQAQ VO ElYE O TOAENOC.

[TapmoAda ta Tparyovdia Tov avaeépoviol o€ yaoiotl. AEilel va avagépovue To
«ZoOha ce o Bapko pmnko» to (eUmekdvo omavidoAo To AEYOUEVO GTO OmOio
OVOPEPOVTOL TOTOVOULN OTTMG 1) GINALYL TOL OpAKOL 1) 0TToia Eival piol KOIAOTNTO GTNV
Apometoava, ekel mov eivoanr to ToevTadko Tov HpoaxAn. 1o Apovakt tov
TOUEVTAIIKOV, £xel Ovo TpoPAntes. O Apdkwv de&ld Kortdlovtag Tn oTeEPLd Kol O
AKPOKEPAUOC apLoTEPD, OOV KATOTE EKPALE O AY®YHS AVUATOV TNG TPMOTEVOVONG.
>mv mpoPAnta Tov Apdkovia (Apdikov), vInPyE Uit KOIAOTNTO OTTOV KOTEPELYAY Ol
yapudvndeg OTay Toug Kuvnyovsay and v Apoaretcava kot tov [etpond. O Aptéung
TOL OVOQEPETAL GTO TPAYOVOL dev NTav 0 Avécstog AgMdg, o emovopalopevog
Aptéunc, oAl o Aptéung Avoplavakng, LEYIGTOG EUTOPOS OVGLMV TTOL EUEVE GTNV
000 ®duMvta ota. dompa yopato (v eovpdpel K 0 Aptéunc, Omov méeL Kol HoG
eEpvel). Avtog toug mpounBeve. O dAlog povo Emve. O Aptéung elye Kot pio poUEV
mv Ayyehikn (Ayyélio) v emovopaldopevn ITATHMENTQ, avtd amd GAAo
TPOYOVOL LETAYEVEGTEPO.

Koatém eiyope tov moéiepo tov EAANVO-1toAikd Kot HeTd TV YEPLOVIKY KOTOYY).
IToAloi povoikoi méBavov amd TIC KoKovyiec Kol TIG OTEPNGEIS, XKAPPEANG,
[TamaloyAov kAT, aAAd TO TPayoHOL dev otopdtnos. I'paetnKay Tparyovdla yio Tov
TOAENO, Y10 TO AVTAPTIKO, EYIVE Kol 1] LEYAAN udyn ¢ 7" Maptiov oty Nikoa, mov
elye oav amotédeouo 10 UTAOKo ¢ Kokkividg, mov akouo Kot GiUepa. 0EV EYOVUE
tov akpipn apBud tov Boudtov. ALilelt va avapepbel novo to 6Tl 610 UTAOKO
ntovoav va ekteAéouV KOUUoLVIeTéG. Kdmolor kovkovAopdpotl Tpoddteg, £deryvay
0T0 GLYKEVIPOUEVO TAN00G avOpdmovg kot ot I'eppavoi tovg extelovoayv. Kémoia
otiyun €oei&av évav dvlpmmo kal 0tav Tov {NTnoov To GTol Eld TOV, AVTOG TOVG
£0€1EE TNV VANPEGLOKT] TAVTOTNTA IOV £lYE MG epyalOuevog ota TpEva. O EMKEPAANC
andpnoe, aAdd dev gine timota, aAld di€tate Evav [eppavo otpatidt va aArdEet
povya, vo Paiel moAtikd, Kol vo avokatevtel pe to tAnbog. Kamowo otrypn évog
KOVKOVAOPOPOG delyvel tov I'eppovd ™G KOUUOLVIOTH] KL O EMKEPOANG EKTEAEL
amevBeiog Tov kKatadot. Exel otapatd kot n ektédeon, yati katdrapav otl Egovv
oKOTOGEL Ko afdovg. Tovg éotethay Opmg HEC® TOL 6TPaTOTESOV ToL Xaidapiov
otV [epuavio, kot gv TEAEL OEV €YOVUE GAPT EKOVO TOL TTO101, KOl TOGOL YUPLGAV.
Tnv emopevn nuépa cuvéraPav tov Ztédio Kapddpa aymviot Kot GOUUETEXOVTO GTO
UTAOKO amd 10 omoio OumG dEPLYE, Tov Pacdvicav kol Tov ektédesav. Tote o
[evitoapng €ypaye 10 Tparyovdt v tov Xtého Kapddpa. H o cuvowio mwov
vévvnoe payolld, mapéeg, Tporyovdtn, Eavalel tov moOvo Kol tov Bdvorto kot tov
Eavaxkdvel Tpayovot. (0o cartdpm, va voar YALKO 10 BOAL K.0.)
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e apOpo mov dmuoocievetal To 1959, eaiveron 411 o1 katotkor g Nikotog dgv
NTOV KOVOTOMUEVOL UE TNV TOKIAIL TOV SBECIU®V KEVIPOV Ol00KEONONC GE
oVYKPIOT UE TNV TANODPO TOV KEVIP®OV TNG TPOTOAEUIKNG ETOYNG. LYETIKO UE TNV
aTULOGPULPO TTOV EMKPATOVGE GTO KEVTPA SLUGKEIAOTG, TO GYOAO OV KAvel 0 MAvog
Xoatdddakig otnv oMo ToL Y10 TO PEUTETIKO POVEPMDVEL TN POLLOVTIKT TOV GITOWN V1o,
TO KA TO 07010 SAUOPPOVOTOV GTO KOWO a0 TNV EKTEAECT] TG LOVOIKNG. « Oa
UTOPOVCO. OKOUO VO [UANC® Yoo TS TaPépveg kol To KEVIPO dlookeddoews «O
Méprog» kabag kot yio tov «llavaydakn» kovtd otov At [Hovieienpova, dmov ke
Bpddv o BapPokdpne kot 1 MréAlov Aettovpyodv méve oty téxvn tove. Oa
UTOPOVoO VO WANC® Kot Yio Bpoyepés voyxteg OMOL Ue AGUITEC TOL TETPEAMIOD
eotilovtav ol okiég evog mAnBovg mov OAol pali tpayovdovsav MPeU, AES Kot
TIGTEVAVE GTNV OLOVIOTITO.

To kévipa dackédaong g Kokkividg, o Kepdaiag kot o IlepiPorac, Aéyetou ot
dépepav amd to KEvipo Olaokédaone g AOvoc v mepiodo 1955-1965.
Yvykekpipuéva, 1 dpopd £ykelto otovg Bapwveg mov ovyvalav exel. ‘Htav
TEPIGGOTEPO ANTKNG KATOYWOYNG, LEPOKOUATIAPNOES, LKPOETAYYEAUOTIES, AAAN KoL
Kémolor vedmhovtol ¢ enoyns. Ot tedevtaiol NTav KLPIOG HEYOAEUTOPOL TTOV
KATOVAA®VOV TEPIGGOTEPO KoL £dvay TN AEYOUEVT “YapTOLPA’ GTOLG LOLGIKOVG.
Xapnc ot ‘eipuec’ Tov AAiKoV TPayovdlov mov dovAgvay otnv Kokkivid, émme o
Tortodvng, o Kaikddpag, o T'afards, mpocéikvay Eva evpOTEPO KOWVO OO OAN TNV
ABnva.

{H EvayyeAio Mapyapodvn, n Kokkividticoo movioto kot oKopvIEOVIGTO TOL
Baoiin Toutodvn, avaeéper 6tt dovieve oto kévipo tov IlepiBora to 1947 ko
vopitepa dovieve otov Kepdia. To 1949 o I'dvvng Tatacomovrog mailer provlovkt
otov [lepiora. Metd to 1950 n Péva Zrapov pe tov Idvo INuPfard o provlovkt
nailouv ota [N'eppovikd kol otov Kepdia kot tov IepiPdra. To 1951 otov Actépa
Tpayovddel kot mtailel pmovlovkt o I'pnydpng MmbBwdtong pe 10 GuYKpOTNLOL TOV
I'avvn Tlaradomoviov (kBdpa ot umovlovkt). To 1953 otov IlepBora mailet
umovlovkt o [dvvng INdkarog kot tpayovddetl o apaveting Novpog. To 1953, ctov
Kepdra mailer pmovlodkt Kot tpayovddel o Anurtpng Xtepyiov 1 Mréunng pe tov
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Aovkd Kappavioda oto Broid, tov dotn Miyohdmovro 6to Tpayovdt kKot Tov @0wmpo
[ToAvkavdpud oto puroviovkt. Eriong otnv opynotpa oy Kot 0 TopAOS mTovicTog
Bayyéing Aswvac. To 1953 n Zompio Maéllov pe tov Ianaiodvvov mailovv ctov
Aotépa. Avapesa oto 1952 ko 6to 1954 0 lopddvng Toopiong Emaule pmovlovkt ota.
kévipa Kepdhag o ITepiBorag. Avauecsa oto 1955 kot oto 1965 o Andotorog
Kalddpag eppaviCetor avapesa og dAla kEvipa dlackédaong otov Kepdia kot otov
[Tep1ora. Tov yewuadva tov 1955 otov I'aAlo tpayovdder 1 Kaitn I'kpév kot o
Kalavtliong pe pmovlovkia tovg Kmota [amadomovro kot Xprioto Anpodroviro. To
KaAokaipt Tov 1955 1o 1010 oynua Bpioketar otov EyyAélo. To 1955 o Kalavtliong
ue v I'kpév tpayovdovv otov Actépa. Amd 1o 1955 €wg 10 1957 0 BO6dwpPOG
[ToAvkavopunng eppavilotav otov Kepdia kot otov Tepifora otn Nikowa pe To0g
[Ip6opopo Toaovodkn, IN'epdoipo KiovBdro kot o Miyoidmovro. Eniong exel
elye dovAéyel kal pe tov Anuntpn Xtepyiov 1 Mméunm. To 1956 n Aovkicoa
Tpayovddel otov Kepdra. To kalokaipt tov 1956 tpayovddet otn @wAid o I'pnydpng
Mmibikotong, 1 Maipn Tiva, o Opeéag Kpeoving kot o Kootag Ianaddmoviog 6to
umovlovkt ko o I'opyog PoPeptdxng (maviotag ko ocvvBémg). To 1956 otov
[Ipdotvo Mvro mapovcidlovior ot Kodovkdakng, I'ovidkng, Noava, Xadw, Apydpng
BapuPaxdpng xon Mdaprkoc BauPakdpng. To 1957, 1o ovykpdtnua tov Odvocéa
Moocyovd mailelr otov Kepdio pe tov id0 oty xiBdpa, tov Toovumapiot ota
vrpopug kat tov ['iavvn TGRdavn oto pumovlovkt pe tov @paykoOAn kat 1 AovKiGod.
To 1957 otov EyyAélov ko otov I'dArov tpayovdovsav o Kalaviliong pe v Kaimn
I'kpév. Emiong 1o 1957 n Kait ['kpév tpayovddel otov Actépa pe pmovlovkio Toug
Kapvéln ko Iaradodmovro kat pe tov Xtpdto Atovuciov }

Aiyo mo kbt NTov 0 Actépag pe Lovipo tpayovolotr| tov Ztéao Kalavilion,
OOV TOV «EKAeyav» o1 adeppol I'tyovptdkn kot tov katéfacav oty OnPov cto
KEVIpo MavtovdAia 6Tov T0 OVOUATICOV TPOG TIUN TOV. AVTO TO KEVTPO OVOUAcONKE
katomy  ‘E&l adépera mpomyv Ilpdotvog porlog’ dmov ki ekel €manle o Anuntpng
I'covuag (o mpesPutepog) ue axopvieodv tov Iafpnrio Apyvdpn (to peydro ywpld mov
Eavaeinape), Omov TALov Exovue LETEEEMEN TOV YOV LE EVICYLTEC KOl OPUOVI.

Mmopet va pag Eevilel epdc mov ayamovue avTtod TO VYOS, OALA NTOV GAAYT U1
avooTPEYIUN. AkOun Kot TOTE YpAPTNKAV omovdaio. Tpayovdla. O maTplapyng
Mapkog Eavapynke otn ceovyydpa (TpayovdmvTag oty YOpa) GVIog 6TV aPAveLd,
HEXPL TTOL £Vl TPOYOVOL TOV EEYOGUEVO GE KATO0 GLPTAPL SIGKOYPOPIKTG ETOPELNC,
10 «0gv ovamailm Capla oy, Eytve peydin emtuyio omd tov Bayyéhn Tepmvidon.
‘Etot Eava-avakdivyov Tov Mdapko, o omoiog Eektvd £T61 T 0£0TEPT KOPEPX TOV, LE
dAAo Mo Oumg Kor AAAovg maikteg mo. Kdmov exel ofnvel oyd oiyd avtn n
TPOMNYOVLEVT ETOYT Kol EpyeTOn i vEQ.
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‘Emg 6t00 kGmov kotd to TEAOG mEPimov NG OKTOTOpiog, KOATO0l POTNTEG
EavaovakaAvmtooy tov Mdapko, Ypaeovy Yoo avtdv, OpYyovAOVOVTOL KOUTOVIES,
(peumétikn  koumavia, OmicBodopopukn koumovia, AOnvaikn xoumovia, mpoNV
koumavio Xaidapiov, Pepmétiko toapdi k.a.) ATAN avoPioon mov dwutnpel v o1kn
¢ a&la BEPara. Me omovdaiovg povsikovg uéxpt kot onuepa. Me orovdaio vedtepa,
TPOYOVOLQL.

Yvvoyilovrog:

To peumétiko dev NTov amA®g £va povotkd Veoc. ‘Hrav tpodmog va otabel Evog
Koouog 6p01oc. 'Hrtav uviun, mapéa, avtictacn, tapnyoptd, aSlonpencia. Zekivnoe
and avBpdToVg oL £Yacay TOTOVS, OTiTlo, TEPLOLGieg Kal Befardtnteg, aAld dev
EYOGOV TN WV TOLG.

Oa NBera va Kielow pe pia epdTNom mpog OAovg cag. AABswa, av (ovoate otnv
EMOYN TNG YEVVNONG TOL pEUTETIKOV, Bal lyate To 60EVOG Vo KAVETE TOV TOVO TPAYOHOL
KOl VO, TPOLYOVOUTE;

BiBAoypapikég nnyég

v Ta xaipia pac ebw-Oveipato TNC GKOUTNC KAl THC KAUUEVNC Suopvne, Ayyédo
MarnaloyAou. Zuyypapéac MNwpyoc K. ManaloyAou, Ekbooeic Koukkida.

v' Mpoouyikr eykataotaocn otn Nikota-ZUAAoyol, TOUTOTNTEC KoL VY. SUYYPOPEAC
Kuptakn ManaBavaocomovAou, Ekbooeig Aaivn.

v' EMl THX OVYZIAZ-ISTOPIA TQN NAPKQTIKON STHN EAANAAA (1875-1950),
Zuyypagéac Kwotrc Kotoivacg, Ekdooeic lMNavemniotnuiakeéc Ekdooeic Kpntng.

v' KOKKINIA-H totopia the méAnc. And tnv Kokkwid tou 1923 otn Nikota tou 2011.

Zuyypaéac Elprivn Pnviwtn.

ESviko 16puua Epeuvwy, https://synoikismoi.eie.qr/

https://www.mixanitouxronou.qr/

https://www.wikipedia.org/ (ue éAgyxo twv rnywv)
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The Birth of Rebetiko in the wider area of Piraeus and Kokkinia

Nikos Nikolaou

English Translation - Text Editing: Maria Genitsariou

Skyros 2026
Good evening, friends.

Today our subject is the birth of the rebetiko song in the neighbourhoods of

Piracus, Kokkinia, and the wider area in general.
It is not easy, nor can it be analysed in a single 30—50-minute lecture, but we will try
to approach it through the eyes of the people who were born and grew up there.
Uprooting, poverty, injustice, refugee neighbourhoods, taverns with bouzoukis and
baglamas—these are its birthplace.

The word “rebetiko” already appears in early discographic references from the
beginning of the 20th century, in 1912 in Constantinople, on a record by the ORFEON
RECORD company, number 10188. On one side is the song “Aponia,” originally a
revue song that became successful in Smyrna and was then recorded. On the record
label, beside the title and in brackets, there 1s the indication REBETIKO.

Another record also recorded in Constantinople, probably in 1913, by the German
record company FAVORITE RECORD. On one side of the record is the well-known
song “Tiki Tiki Tak,” by an unknown composer, performed by Yagos Psamathianos.
Below the title is the indication REBETIKO.

However, the meaning we give to it today became established much Ilater,
especially through post-war memory and the revival of the 1960s—1980s. Therefore,
today we will not focus so much on the term itself, but on the society that gave birth
to this world.

This birth is divided into certain stages. Stages that are mainly sociological and
historical, and less musicological. These are the following:

1. Asia Minor and the arrival of refugees in Greece.

2. The war between Greece and Italy, and the German Occupation.

3. The Civil War.

4. The later period, and the disappearance of the authentic sound.

First of all, in Smyrna and in the other provinces of Asia Minor, musical culture
was highly developed, because local musicians possessed extensive knowledge of
both Eastern music—Ottoman court music—and Western-style theory and
expression. The Estudiantines—ensembles for the study of music and more besides—
with their historic recordings, constitute the finest enduring documents. We shall see
this further on as well.

Let us begin with the uprooting of the Greeks of Asia Minor and Pontus, and let
us try to understand their psyche as it was shaped through pain, misery, and despair,
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elements that influenced their music , and the life which began to take shape on other
lands, under different circumstances.

From the beginning of 1922, the evacuation of Asia Minor by the Greek army had
begun to be discussed at high levels of government. Nevertheless, the Greek
government decided to forbid the Greek population from leaving Asia Minor. This
decision took the form of Law 2870/1922, which provided for severe disciplinary and
financial penalties in the event that ships carrying people were intercepted.

Law 2870/1922 was passed “unanimously” during the session of 14 July 1922
and was signed on 16 July 1922 by King Constantine and L. K. Roufos. Two days
later, the “Great Seal of the State” was affixed to it, bearing the signature of Dimitrios
Gounaris, Minister of Justice.

The first article of the law stated: “The disembarkation in Greece of persons
arriving collectively from abroad is prohibited, provided that they are not furnished
with regular passports duly validated...” The remaining articles describe the
punishments that offenders would incur.

On 13 August 1922, under the old calendar, following a Turkish counter-
offensive, the front at Afyonkarahisar collapsed. Within a few days, the Greek army
disintegrated. Those responsible had not the slightest plan for reorganisation and
defence.

There are allegations that the Greek authorities in Smyrna violently prevented the
Greeks of Ionia from departing, only a few days before the entry of the Kemalist
troops into the city. This conduct was based on the final order of the government of
the People’s Party, bearing the signature of Prime Minister Petros Protopapadakis,
that the Greek population of Asia Minor should not be allowed to leave Smyrna.

On the same day, 22 August 1922, the Greek government, with the signature of
Prime Minister Protopapadakis, replied: “In reply to your no. 2873, we agree with
you...” Only at the point where Stergiadis requested that “you approve the dispatch
to Athens of approximately 500 orphans of a young age, most of them girls, who were
being supported by the High Commission...,” did the Prime Minister of Greece, P.
Protopapadakis, express a reservation: “...but regarding the provision of food [for the
orphans], we are unable to undertake any obligation whatsoever...” (The relevant
correspondence between Stergiadis and the Greek government, as well as the
response of the Greek government, is held in the Ministry Archives.)

The fate of the children in the care of the Orphanage was tragic.

The Orphanage was under the supervision of the Social Protection Department of
the Greek High Commission of Smyrna. This was the reason why they were included
in Stergiadis’s proposals to the Greek government. It appears that, upon their arrival
in Greece, they were housed in a makeshift orphanage in the Polygon district of
Athens and were then transferred to the Vouliagmeni Orphanage. However, the
orphanage in Polygon had no capacity to accommodate more than 100 people,
whereas, according to Stergiadis’s letter, there were 500 orphans in Smyrna.

Researcher Dionysia Neda maintains that those who were safely transferred to
Greece were the ones accommodated in Greek orphanages. The rest were left in limbo
at the time of the destruction of Smyrna. Some of them wandered alone through
burning Smyrna, and those who survived were taken to Greece by ship. Some of them,
upon arriving in Piraeus, were channelled into the state brothel at Vourla in
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Drapetsona. The Vourla property belonged to the Pipinelis family, which had leased
it to the state and collected the rent. The state brothel was established in 1875, and the
contractor who undertook the construction of the building complex was named
Nikolaos Bombolas. It is known that, during the 1930s, the owner of the property was
the mother of the politician Panagiotis Pipinelis.

The researchers’ assessment is that there was a network of cooperation among
state officials, police officers, and pimps. The transfer of young girls from the Smyrna
Orphanage to the Vourla brothel appears to have been independent of the trafficking
in white women, which flourished with the arrival of the Asia Minor refugees.

A decision to abandon them had been taken. Orphaned little girls, prostitutes with
the permission and endorsement of the state? How much pain are we talking about?

The feelings harboured by the elites of Old Greece towards the Greeks of Asia
Minor had created a climate of indifference towards what was taking place in the East.
This climate was eloquently described by the pro-monarchist journalist Kostas
Faltaits during the days of the destruction of Smyrna:

“...The news of the great massacre is now spreading through Athens in the early
evening hours... The theatres are once again open tonight and performances are taking
place. The audience at Kyveli’s Theatre laughs, and the music strikes up cheerful little
songs. | went in to see the people’s entertainment and left disgusted.... So Athens too
is the dishonourable and sold-out city, destined to be destroyed, since it did not feel
the emotion of the destruction [of Smyrna]”

“...and the slaughter and destruction of all the Greek people of Asia Minor. My
disgust was more than immense...”

Following the uprooting of the Greeks from Pontus and Asia Minor,
approximately 1,500,000 refugees arrived in Greece. They created new refugee
settlements throughout the country, including in Piracus and Kokkinia. All of them
formed one enormous village, as most of them knew one another, and we shall see
this again further on.

After the Asia Minor Catastrophe, the refugees arrived in Greece and were treated
as strangers. They became objects of economic exploitation and worked hard for low
wages. They were deprived of medical and pharmaceutical care, while living in
difficult conditions. It was difficult for them to adapt to a foreign country with a
different mentality and culture. They were worn down, as they lived far from their
loved ones and their homeland; they were treated with contempt and were not easily
accepted, while also being subjected to racism by the local population.

Angela conveys to us realistically what was happening:

“They couldn’t stand us, because they knew that we were all Venizelists. And
even if you were not, you got swept along with the current.

Even before they brought us over, they had arranged who would go and settle in
Kokkinia, who would go to Nea Smyrni, and who would go to Drapetsona. You could
not live anywhere other than where they had intended you to be. They tormented
you... Everyone came down on you... your money was no good. We suffered
greatly... we did not hold it against them... They were poor people. We were boiling
in the same pot, but they did not understand it. They had fed them so much
propaganda, they had washed their minds so thoroughly, as though they had drugged
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them, and they saw us as enemies. Plastiras supported us, you see, and they could not
stand him. They wanted him to leave us in Turkey to be slaughtered... Pain...”

Moreover... Due to the appalling hygiene conditions in the shacks, many refugee
children developed serious ophthalmological infections, such as trachoma or severe
acute eye inflammations.

A doctor—an ophthalmologist—who had undertaken the care of the children,
amid the improvised conditions, state irresponsibility, or complete indifference to the
lives of the refugees, put pure iodine (or a similar caustic liquid) into the children’s
eyes instead of the appropriate soothing eye drops.

The result of this tragic error was that the corneas of their eyes were burned.
Dozens of young refugee children permanently and instantly lost their sight.

Assimilation was difficult, and in reality, I do not know whether if and when it
finally happened. They avoided death for themselves and their children and gained a
place, far from war, in which to live; yet nothing was given free to them, and they
suffered greatly in order to gain an opportunity in their new life.

What I could not comprehend while listening to the stories was the mental
strength of people who had prospered as householders in their homeland in Asia
Minor and who, in their new places, had to start again from the beginning, powerless,
without support and without meaningful care. How did they endure rebuilding homes
when only a sea separated them from their family homes? How did they manage to
build fortunes again, when their fields had passed into foreign hands? How did they
tolerate the racist treatment of the locals and deprivation, when in their homeland they
had been family people and householders? How might the Greeks of Asia Minor have
felt, when they were strangers in Greece?

Once again, Angela conveys realistically what was happening:

“What about the compensation? There you could see the deception... I tell you...
the state was not ashamed—not even for a pin... They gave us compensation, those
few things they gave us, and we received one thousand drachmas for each bond, and
the buyers were outside—the same people, that is: Black John pours the drinks, Black
John drinks them—and they took them from us for five hundred drachmas each. From
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start to finish, we lost half of it... And people were in need and immediately got rid
of them. What could they do...”

“If your mother does not give you eighty bonds, I will come into your house and
cause trouble,” says the well-known song.

In order to understand rebetiko, we must first understand the people who sang it
and “carried” it upon themselves.

This is why this historical journey is necessary. We are not simply speaking about
songs; we are speaking about the people who needed them. People who were
traumatised, treated as a problem, living hard lives; and there, memory becomes
narrative, and narrative becomes song.

Furthermore...The legacy these people left us is faith in life and in humanity, and
in the human capacity to overcome difficulties and create anew—as I was taught by
the stories of my grandfather and my grandmother, the refugee woman, who would
say, when I asked her whether she missed her homeland: “My child, whenever I wish,
I am there. This is my place now.”

At the end of the 1910s, the seafront of Drapetsona and Keratsini was a place for
excursions and recreation. At the small harbour of “Kremmydarou,” in Drapetsona,
there were wooden bathing facilities. Trawlers and fishermen came here to catch the
famous “Kremmydarou sardine.”

The arrival of the Asia Minor refugees completely changed the character and
identity of Piraeus.

In December 1922, the “chronicler of Piraeus™ of that period, Angelos Kosmidis,
wrote, among other things:

“Our place, as we knew it, has become a memory. Now other faces, other
languages, other feelings, other customs are arriving...”

The area around the Church of Saint Dionysios in Piraeus was an important
landmark, as for decades it marked the boundary separating Drapetsona from the rest
of Piraeus.

Very close by was the railway station, known as “the Station of Foreign Lands.”
From here, and from Larissa Station in Athens, the caravans of emigrants departed
for Western Europe.

E oot iy

-,

In this already stigmtied rea, refugeesmfrom Asia Minor and Pontus settled in
large numbers after 1922. They settled in the uninhabited and barren Drapetsona,
bringing with them their songs, dances, and culture.
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Two main centres emerged with the settlement of the refugees in Drapetsona and
Piraeus:

* To the south-east, beyond the bridge of Saint Dionysios, lay the disreputable
district of “Vourla” and “Chiotika,” which changed its appearance with the arrival of
the refugees.

Various establishments, such as ouzeries, cafés, kebab shops, souvlaki shops,
halva shops, grocery stores, greengrocers, and nut shops, gave a new character to what
had once been a disreputable neighbourhood of Piraeus.

According to the 1928 census, refugees constituted 40% of the population of
Piraeus and 19% of the population of Athens.

Nikaia is one of the areas of Attica included among the refugee districts. Many
Greek refugees from Asia Minor and Pontus, following their uprooting, sought refuge
in various parts of Greece, and especially in Athens. One such place was “Nea
Kokkinia,” as this settlement is commonly called.

It should be noted that “Palaia Kokkinia” already existed: the historic working-
class district to the north of Piraeus. It was one of the oldest districts inhabited, from
the middle of the nineteenth century—Ilong before the refugees from Smyrna and the
Armenians arrived, who constitute the core of the present-day population.

It was followed by the refugee settlement of “Nea Kokkinia,” or simply
“Kokkinia,” which developed after the uprooting of the Greeks of the East.

Until 1933, the settlement fell administratively under the Municipality of Piraeus,
while in January 1934 it was separated and the autonomous Municipality of “Nea
Kokkinia” was created.

Much has been written about the name Kokkinia (Meaning actually the red color).
Some maintained that it changed from Kokkinada to Kokkinia when the refugees
arrived. Or that it took its name from the left-wing political orientation of its
inhabitants. This is inaccurate, because the refugees, as we mentioned above, were
predominantly Venizelists. Moreover, the October Revolution in Russia had not taken
place many years earlier, and the theories of Marx and the actions of Lenin had not
yet become widely known. Mere rumours, repeated and understood depending on the
knowledge of each person.

Official administrative and judicial documents indicate that the place name
Kokkinia has been in use since the years of King Otto.

How was Nea Kokkinia renamed Nikaia? The issue of renaming had concerned
the large refugee community for many years. Thus, the Governing Committee, headed
by the energetic Mayor Ioannis Milios, who had assumed administration under
loannis Metaxas, decided to announce a competition with two conditions: the
proposed names had to refer to historic cities of Asia Minor, Pontus, or Thrace, and
they had to consist of two or three syllables. The competition was completed on 30
November 1939, with 415 entries from within Greece as well as from Greeks
abroad—America, Sudan, Australia, and elsewhere.

The name Nikaia was proposed by 56 participants in the competition, including
the lawyer, journalist, and politician loannis Melas (1908-2004). The Council agreed
on the name Nikaia “because this name is pleasant both in speech and to the ear, it is
the name of the capital city of an Empire, Nicaea, but also because this designation is
ranked first in the preference of the Governing Committee of the Municipality.” If we
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also add the ecclesiastical aspect—that the First Ecumenical Council was held there,
under the presidency of Saint Nicholas, the patron saint of Nikaia—and that the
Church was in agreement, the name Nikaia was confirmed.

The particularity of “Nea Kokkinia” was the settlement and cohabitation of people
who came from different regions of the East. They had different mentalities and
diverse—distinct—occupations, but they had as a connecting link their Greek
origin—(Roman, in my opinion)—and their Orthodox faith.

Life in the refugee settlements of Piraecus and Nea Kokkinia combined the
absolute poverty of the present with the cultural resources of the past—the resources
the refugees carried with them from their ancestral homelands.

However, the life of the refugees was characterised by their ethos, their distinctive
ways of communicating, their sociability, extroversion, ingenuity, culture, and
entrepreneurial spirit. This entrepreneurial spirit was expressed through a multitude
of business activities.

Moreover, the multifaceted talent of the refugees was evident: they worked
systematically during the day and entertained themselves in the evening, releasing—
through various forms of art—the daily toil and nostalgia for the homeland they had
left behind.

Along with toil comes the need for expression and entertainment. They brought
their instruments with them—ouds, ganuns, violins, guitars, mandolins, lutes,
santours, etc.—which people at the time called sandouroviolia, because of their
sound. They brought musical scales, dromoi, and makams, unknown in Greece at the
time. In Greece then, officially, one major and one minor scale predominated. Yet
when the beggar came out to ask for alms, the sound of pain and dalgas [which means
wave] that he produced was not in major or minor; it was in chouzham and sababh.

The great musicians played in the establishments that were created, as they had in
Smyrna: the so-called “Beers.” The culture of the Asia Minor Greeks was similar to
that of the Ottomans. Although wine was not prohibited for Christians, it was not
widely consumed there; instead, they had a culture of beer and raki. The refugees did
not like what was called a great feast at the table. They liked to nibble, little by little,
which is why they had many small dishes of meze and drank their ouzo. They
considered it improper to eat greedily, with gluttony. By tradition, this is how the
tsipouradika of Nea Ionia in Volos also came into being. They brought their tradition
and their deeply rooted habits. Pastourma, skepe (sheep inner fat with offal) cabbage
rolls, etc. At New Year, on Saint Basil’s Day, there was always stuffed lamb, cabbage
rolls, pastourma, soutzouki, etc., on the table. When I asked my grandmother why,
every year, on that day, we ate these delicacies, her answer was: “But, my boy, these
are what the Saint ate too.”

Famous establishments known as “Beers” were those of Pitidis—Ilater Kefalas—
Balanakis, Tzelalidis, “Crystal,” Chrysocheris or “Chiotakia,” “Triangle,” Adamakis,
Savvas, Kimon, Manolagas, Loupou, Metaxas, and “Acropolis.” Tzavela, Crystal,
Kese, Green Salon, Triangle, Ballis in Drapetsona, Adamakis, Tsokaropoulos.

At Tsokaropoulos’s last beer hall, before it closed, Dimitris Goumas—the elder—
played the bouzouki, with Gabriel Argyris on the accordion, a good friend with whom
I had the good fortune to play for many years in his tavern. We said that we are one
big village.

59




Great musicians played there: Peristeris, Tountas, Skarvelis, Papazoglou,
Margaronis, Semsis, Ogdontakis, and others. Great singers accompanied these
outstanding musicians: Nouros, St. Perpiniadis, Roukounas, Kalyvopoulos, and many
others. Many of them were also chanters in a church. Nouros at Saint George in
Nikaia, Kalyvopoulos at Saint Fanourios in Drapetsona, etc. The amanedes were the
most distinctive and virtuosic techniques of their vocal expression, and some
performers became renowned for them: Nouros, Dalgas, Roukounas, etc. Later,
amadedes were also adopted by younger performers, such as Pagioumtzis,
Papasideris—known mainly for rural songs—and others.

What is noteworthy is that loannis Metaxas—Ilater dictator—banned the amanes
in Greece as Turkish, while Kemal likewise banned it in Turkey as Rhomaic-Greek.

As time passed, these beer halls, evolved into taverns, because in the meantime
these people had become accustomed to the enjoyment of wine and more specifically
retsina.

A landmark in our history at that time was the arrival of Markos Vamvakaris in
Piraeus. Then we actually have the establishment of the bouzouki. We move away
from the sound of the sandouroviolia and towards a sound that is more direct, more
immediate, more nervous. To put it simply, the bouzouki is one of the few instruments
that operates at the limits of the principles of mechanics and torque, with incredible
tensions for an instrument.

Spyros Peristeris, the great musician and conductor mentioned above, introduced
Markos to the entrepreneur Matsas. A little earlier, records featuring the bouzouki had
been recorded in America. These made enormous sales among the Greek community
there, and Matsas, being the excellent businessman that he was, saw an opportunity
for sales in Greece.

Markos was a musician with an incredible sense of timing, and he completed
recordings in a single take. He did not waste recording wax, which was extremely
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expensive, and his tone was comparable to that of America. Beyond being a
performer, he also proved to be an unsurpassed creator, lyricist, composer, and singer.
The immense foundation upon which rebetiko song—and not only that—was built is
called MARKOS VAMVAKARIS. Somewhere around there is also the evolution into
that which we now call rebetiko. Great musicians followed this current: Papaioannou,
Apostolos Hatzichristos, Mitsakis, Tsitsanis, and other giants. As we mentioned
above, this did not happen smoothly. Objections were raised. The so-called serious
music in Greece, rooted mainly in the Ionian Islands and represented by learned
musicians, raised objections. The conductor Hadjiapostolou, as soon as he saw
Markos going to record, threatened Matsas that he would never work for his company
again. And he never did.

This attitude continued many years later, when, at a concert by Mikis
Theodorakis, the musicians of the orchestra threatened to leave when they saw that
the soloist would be Manolis Chiotis with his bouzouki. It should be noted that many
of them worked in nightclubs together with Chiotis. However, they did not like the
fact that the bouzouki was advancing at a high speed.

But let us return to the period we are discussing.

As I mentioned above, Metaxas tried to fight rebetiko song. Apparently, he did
not have the full picture, which Papaioannou conveyed to him. His order was that
they should continue singing, but should not refer in songs to substances, and, of
course, that the lyrics should pass through censorship.

There is, of course, a misunderstanding here. Rebetiko song includes songs that
refer to substances, but we must view this through the prism of that era, rather than
as we have become accustomed to viewing it today. References to substances are part
of the history of rebetiko, but they are not its essence. Its essence is the society of the
margins, the conflict with official morality, and the need for a popular voice to express
what could not fit within public respectability.

In Greece, the first condemnatory publications concerning hashish appeared in
the 1880s, at a time when the state itself issued instructions to farmers on the proper
and productive cultivation of Indian hemp, then an important export product, most of
which was traded through the ports of Ermoupoli at first and Piraeus later. We
exported mainly to Egypt, then a British protectorate. When the laws there became
stricter, the Egyptian authorities pressured Greece to prohibit exports. The flourishing
Greek community there was also accused of abetting smuggling—there were indeed
certain Egyptian-Greek dealers, some even with international connections reaching
as far as America and China, such as the notorious Iliopoulos brothers. In addition,
the British wanted to promote “their own,” namely Indian hashish. In 1906, large
nationwide rallies of cannabis producers took place, demanding a reduction in
taxation, which was continually increasing, and the lifting of restrictions. There were
even parliamentary questions. However, the climate was already changing, and this
would also be reflected in legislation.

In 1891, a police order prohibited the public use of hashish, warning that the
tekedes [hashish dens] would be shut down. At first, the zeal of the prosecuting
authorities was not so great, cultivation remained untouched, and the prescribed
penalties were comparatively small: “A few beatings, a few kicks, and the next day
to the criminal court, which gave us three days’ detention; and no matter how many
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times they caught us, it was always the same,” recalled Markos Vamvakaris, then a
young man, referring to the 1920s.

The arrival of 1.5 million refugees after 1922 brought many upheavals to Greece,
including in the social and criminal treatment of substances and users. The increase
in substance use and the resulting “degeneration of morals” were attributed, among
other “evils,” to the newcomers and their “Asian” culture. Later research, however,
showed that the proportion of users of Asia Minor origin did not exceed,
proportionally, that of native Greeks. During those years, the City Police could barely
keep up with closing tekedes: the newspaper Empros reported that in 1928, during a
single three-month period, more than fifty had been identified in the Athens basin. In
several cases, however, police officers “protected” such places in exchange for
payment, or themselves trafficked substances that had been confiscated, even inside
prisons. This is a phenomenon that is more or less timeless and will not change as
long as prohibition remains firmly in place, since, along with smuggling, they are by
definition communicating vessels.

If we consider the above, and if we connect it with the rebellious character of the
refugees, we understand the reaction both of the Old Greeks and, even more, of the
newcomers. For example at Easter in 1921, Stergiadis banned fireworks and
firecrackers at Agia Fotini in Smyrna, without explanation, simply by order. For an
Asia Minor Greek, this is unacceptable. For everything that is ordered, he also wants
an explanation. Then he obeys and gives his whole being. But an order given without
meaning or cause enrages him. That day, such fireworks exploded that war itself
would have seemed insignificant.

There are very many songs referring to hashish. It is worth mentioning “Zoula se
mia varka mpika” [“Secretly, I Got into a Boat”], the so-called zeibekiko Spaniolo. It
mentions place names like The Cave of the Dragon which is a hollow in Drapetsona,
where the Heracles cement works are located. In the small harbour of the cement
works, there are two piers: Drakon, on the right when facing the shore, and
Akrokeramos on the left, where the sewage pipeline of the capital once discharged.

At the Drakon pier, there was a hollow where those suffering withdrawal would
take refuge when they were being chased from Drapetsona and Piraeus. The Artemis
mentioned was not Anestos Delias, known as Artemis, but Artemis Andrianakis, a
major drug dealer who lived on Filinta Street, in Asprochomata [the White Soils]: “So
that Artemis too may smoke, wherever he goes and brings us [something].” He
supplied them. The other one only drank. Artemis also had a mistress, Angeliki—
Angello—known as Patimento, from another, later song.

After that came the Greco-Italian War, and then the German Occupation and the
Civil War. Many musicians died from hardship and deprivation—Skarvelis,
Papazoglou, and others—but the song did not stop. Songs were written about the war
and about the resistance struggle. There was also the great battle of 7 March in Nikaia,
which resulted in the Kokkinia Blockade, for which, even today, we do not know the
exact number of victims.

It is worth mentioning that, during the blockade, Germans were seeking to execute
communists. Certain hooded traitors pointed out people among the gathered crowd,
and the Germans executed them. At one point, they pointed to a man and, when they
asked for his identification, he showed them his work identity card as an employee of
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the railways. The officer in charge was surprised, (railway employees were carefully
chosen not to be communists) but said nothing. Instead, he ordered a German soldier
to change clothes, put on civilian clothes, and mingle with the crowd. At one point, a
hooded man identified the German as a communist, and the officer in charge
immediately executed the informant. The executions stopped there, because they
realised that they had also killed innocent people.

However, they sent them through the Haidari camp to Germany, and ultimately,
we do not have a clear picture of who, or how many, returned. The following day,
they arrested Stelios Kardaras, a resistance fighter and participant in the blockade,
who had escaped, and they tortured and executed him. Then Genitsaris wrote the song
about Stelios Kardaras. The same neighbourhood that gave birth to shops, gatherings,
and songs relives pain and death, and turns them once again into song. (“I will leap,”
“may the bullet be sweet,” etc.)

In an article published in 1959, however, it appears that the residents of Nikaia
were not satisfied with the variety of available entertainment venues compared with
the abundance of venues in the pre-war period. Regarding the atmosphere prevailing
in entertainment venues, the comment made by Manos Hatzidakis in his speech on
rebetiko reveals his romantic view of the atmosphere created in the audience by the
performance of the music:

“I could also speak about the taverns and the entertainment venue ‘O Marios,’ as
well as ‘Panagakis’ near Agios Panteleimon, where every night Vamvakaris and
Bellou perform a liturgy through their art. I could also speak of rainy nights when, by
the light of oil lamps, the shadows of a crowd were illuminated, all of them singing
quietly together, as though they believed in eternity.”

The  entertainment  venues  of
Kokkinia, Kefalas and Perivolas, are said
to have differed from the entertainment
venues of Athens during the period 1955—
1965. More specifically, the difference lay
in the clientele that frequented them. They
were more working-class: day labourers,
small tradesmen, but also some of the
newly rich of the time. The latter were
mainly  wholesale merchants  who

major names of popular song who worked in Kokkinia, such as Tsitsanis, Kaldaras,
and Gavalas, attracted a broader public from all over Athens.

Evangelia Margaronis, the Kokkinia-born pianist and accordionist of Vassilis
Tsitsanis, states that she worked at Perivolas’s venue in 1947 and had previously
worked at Kefalas’s. In 1949, Giannis Tatasopoulos played bouzouki at Perivolas.
After 1950, Rena Stamos, with Panos Gavalas on bouzouki, performed at Germanika
and at Kefalas and Perivolas. In 1951, at Asteras, Grigoris Bithikotsis sang and played
bouzouki with the ensemble of Giannis Papadopoulos, on guitar and bouzouki. In
1953, Giannis Giakalos played bouzouki at Perivolas, and the amanes singer Nouros
sang. In 1953, at Kefalas, Dimitris Stergiou, or Bembis, played bouzouki and sang
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with Loukas Karmaniolas on violin, Fotis Michalopoulos singing, and Theodoros
Polykantriotis on bouzouki. The orchestra also included the blind pianist Vangelis
Deonas. In 1953, Sotiria Bellou and Papaioannou performed at Asteras. Between
1952 and 1954, Iordanis Tsomidou played bouzouki at the Kefalas and Perivolas
venues.

Between 1955 and 1965, Apostolos Kaldaras appeared, among other
entertainment venues, at Kefalas and Perivolas. In the winter of 1955, Kaiti Grey and
Kazantzidis sang at Gallo, with Kostas Papadopoulos and Christos Dimopoulos on
bouzouki. In the summer of 1955, the same ensemble performed at Englezo. In 1955,
Kazantzidis and Grey sang at Asteras. From 1955 to 1957, Theodoros Polykantriotis
appeared at Kefalas and Perivolas in Nikaia with Prodromos Tsaousakis, Gerasimos
Klouvatos, and Fotis Michalopoulos. He had also worked there with Dimitris
Stergiou, or Bembis. In 1956, Doukissa sang at Kefalas. In the summer of 1956, at
Folia, Grigoris Bithikotsis, Mary Tzina, Orfeas Kreouzis, and Kostas Papadopoulos
on bouzouki performed, together with Giorgos Rovertakis, pianist and composer. In
1956, Koloukakis, Gioulakis, Nana, Haido, Argyros Vamvakaris, and Markos
Vamvakaris appeared at the Green Mill. In 1957, the ensemble of Odysseas
Moschonas played at Kefalas, with Moschonas himself on guitar, Tsoubariotis on
drums, and Giannis Tzivanis on bouzouki, together with Fragkoulis and Doukissa. In
1957, Kazantzidis and Kaiti Grey sang at Englezo and Gallo. Also in 1957, Kaiti Grey
sang at Asteras with Karnezis and Papadopoulos on bouzouki, and with Stratos
Dionysiou.

A little further down was Asteras, with Stelios Kazantzidis as its regular singer,
whom the Gigourtakis brothers “stole” and brought down to Thivon Avenue, to the
Mantouvala venue, which they named in his honour. This venue was subsequently
called Six Brothers, formerly the Green Mill, where Dimitris Goumas—the elder—
also played, with Gavrilos Argyris on accordion. The big village we mentioned again.

Also the sound evolved with the use of amplifiers and keyboards. It may seem
strange to us who love the old style, but it was an irreversible change. Even then, great
songs were written. The patriarch Markos returned to Sfoungara, (singing around)
into obscurity, until one of his songs, forgotten in some record company drawer “I
Will Not Play Dice Again,” became a great success through Vangelis Perpiniadis., and
then they rediscovered Markos, Thus his second career began, with a different sound
and different players by then. Somewhere around there, the previous era slowly fades
away, and a new one arrives. Until approximately the end of the dictatorship, when
some university students rediscovered Markos, wrote about him, and formed
ensembles (Rebetiki Kompania, Opisthodromiki Kompania, Athinaiki Kompania, the
former Haidari Kompania, Rebetiko Tsardi, and others). But it was simply a revival.
With its own value, of course. With great musicians up to the present day. With great
newer songs.
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Concluding

Rebetiko was not simply a musical style. It was a way for a whole world to remain
standing. It was memory, companionship, resistance, consolation, dignity. It began
with people who lost places, homes, property, and certainties, but did not lose their
voice.

I would like to close with a question for all of you. Truly, if you had lived in the
era of the birth of rebetiko, would you have had the strength to turn pain into song
and to sing?
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Ayarnntec @iAec kat pilot

210 mAaioto tou 100u 6LedvoUg OEULVOPiOU CUVAVTNONG YLO TO PEUTTETLKO 0T 2KUPO,
15-22 louAiou 2018 npayuatonotnOnke pioe CUVEVTEUEN UE KEVTPLKO VEUA TO PEUTIETLKO
aro tou¢ DvAavéouc CUUUETEXOVTEC OTO Oeuwvapto Ari Turpeinen kat Katri Nisula,
ouvtpowo tou Ari. H ouvévteuvén nepldauBave va UIKPO QWTOYPAPLKO pemoptal TwV
ekbnAwoewyv tou ceuvapiou. O Ari eivail maiktng tou UrouloUKLOU KOl EXEL CUUUETAOXEL
O€ OPKETA OsuLvapLa UExpL onuepa. H Katri eivat dnuootoypa@oc kot mavta cUVOSEVEL UE
evlouaotaouod tov Ari ota pouvotkd taéidia tou. Entiong eixe tnv emuerela tnc¢ ouvevtevénc
kot ¢ dnuooisvonc tnc ota @Aavdika oto nepltodiko Kansanmusiikki 3 2018 14-17
(003) https://www.lehtiluukku.fi/lue/kansanmusiikki/3-2018/192230.html oceA. 14-17.

Znuepa rtapouvatalovue tn ouvevteuén ota EAAnvika kat AyyAika, n ornoia katd tn
Yvwun pHag Sev Exace oUTE TNV ouoia NG OUTE TNV EMIKAUPOTNTA TNG, UETA artd 10 xpovia
niepinou, amodelkvuovtag tnv Oloxpovikn mapouvcia tN¢ moAttiotiknic aiac Tou
PEUTIETLKOU, LOLATEPO OTNV EMTOXN TWV EKMTTWOEWV TTOU {OUUE.

Dear friends,

As part of the 10th international seminar-meeting for Rebetiko in Skyros from July
15-22, 2018, an interview was conducted focusing on Rebetiko by the Finnish participants
in the seminar, Ari Turpeinen and Katri Nisula, Ari's partner. The interview included a small
photographic report of the seminar events. Ari is a bouzouki player and has participated in
several seminars to date. Katri is a journalist and always enthusiastically accompanies Ari
on his musical journeys. She also oversaw the interview and its publication in Finnish in the
Kansanmusiikki_3_2018 14-17 (003). https://www.lehtiluukku.fi/lue/kansanmusiikki/3-
2018/192230.html pages 14-17.

Today we present the interview in Greek and English, which in our opinion has retained
both its essence and relevance, even after about 10 years, demonstrating the timeless
presence of the cultural value of Rebetiko in the era of discounts we are living in.
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To peumétiko yvwpiletL pia véa mepiodo avOnorng.
Keiuevo: Apt Tovpmeivey

DdwToypapiss: Katpl NicovAa kat Apt Tovpmeivey

H aotikn Aaikn LOUGCLKN TOU PEUTTETIKOU YEVWNINKE OTIC PTWYLKEC TTEPLOXEC KA TIC
TaBépvec tou Awuaviov tou leipatd otic apyec tou 2000 atwva. H LOUGTLKN EmTppon Tou
avéavetatl otnv EAAada kat o€ 0Ao tov koouo. Mépuat (2017*), TO pEUTETIKO TTPOOTEINKE
otov kataAoyo tn¢ AuAnc MoAttiotikri¢c KAnpovoutdc tnc Avdpwnotntac tng UNESCO. Kade
Xpovo, ato vnoi t¢ Zkupou, otnv Kevtpikn EAAada, ouykevipwvetal uta ouada mou
nipoorntadei va Statnproetl To aUIEVTIKO PEUTETIKO TG SdekaeTiag Tou 20 kat tou '30.

H oknvn eéediooetal os pia ypapikn Kol amopakpUoUeVn TaBEpva Tou vnotou th¢
JkUpou, mepinou oto UYoc¢ t¢ Kevrpikne EAAadac. Eva peikto mAndo¢ Louoilkwv tou
oeuLvapiou kat kotvou kadetal ota tpanella. Ot oepBLTopol elval CUVEXWE ATaoyoAnUEVOL
UETAPEPOVTAC PAYNTO Kol JTOTA OTOUC avUIpWIouc. Za@vikd, o Biptoudlo¢ Ttou
uroulouktloU Zrtupoc Mkouuac apxilet Eva LakpU Kot UEAQYXOALKO 00Ao oTo Opyavo Tou.
Eva taéiul, to omoio n kidapa ouvodevel nouxa kot anAd. O BopuBoc otnv aidovoa
OTAUATA OaV Vo KOMnke pe paxaipt. H kiddapa kat o unayAaudac Eekivouv Evav ayplo,
UETASOTIKO pUBUO, oTov ortoio npooTiBetal uetd to urrouvlouktl. O akpoatn¢ KatakAUZeTol
amo éva umepBatiko ouvaiodnua, evw OAol, Ol TPLAVTA TEPIMOU UOUOLKOL Kol
TPayoudLOTEC TOU OeULvapiou, apxilouv va rtailouv ue Evtaon. TPoXLEC PWVEC Tpayoudouv
yLot TOV TTOVO, ToV EpWTA KAl TN {wh TwV avipwnwVv. ZKANpaywynuUEVa XEPLO KPATOUV TOV
PUBUO Kol KATTOLOG OTTO TO KOLVO CNKWVETAL YL VO XOPEWEL. AUTO Elval TO PEUTTETLKO.

To 81edvég osuvaplo Peumétikou otn ZKUPOo KAAALEPYEL TO AUTEVTIKO PEUTIETIKO.

— Otav nuouv VEog, OTIC apXEC TNG SeKkaEeTiag Tou '60, TO PEUTTETIKO ATV Eva oXESOV
QYVWOoTO UOUGCLKO (QaLVOUEVO, oG TTAnpopopel o EAAnvacg epeuvntrc t¢ napadootaknc
Houotkn¢ kot raixtnc urrovlouktou Nikog MoAitnc.

— Aiokot ) aAAec nyoypanosic dev ntav evkoAa dtadéoiuec kat ot maAtol pouaotkol tou
PEUTIETIKOU €iTe €lyav mebavel eite eiyav otauatiost va nailouv. Ol 1o €Umopol
OLKOVOULKO TTOAITEC dkouyaVv KAQOLKN) UOUGCLKN KOl Ol VEOL dKouyav pok. H peUreTikn
UOUOLKN aKouyotaV, KUPLwG, HOVO UETAEU TWV PTWYOTEPWV OTPWUATWYV TG KOVWVIAC, UE
™0 Hop@n {wvtavrc LoOUOLKIC.

O Nikoc MoAitng, véog Emaitle o€ POk ‘v pOA UITAVTEG Kol AOXOANONKE LUE TO PEUTTETIKO TTOAU
apyoTEPQ, OTAV TUXQO TO OKOUOE KATOU. SNUEPQ, €ival EVaC armd TOUC TILO EVEPYOUC
OUUUETEYOVTEC OTO OEULVAPLO TOU PEUTTETIKOU KAl EUTTAEKETOL OTLC ETHOLEC EKONAWTELC TOU
oeuLvapiov oxedov ano tnv apxn tou. QoTO00, TO PEUTTETIKO SEV Elval LOVO UOUTLKN YLla
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ueyaAUTtepnc nAtkiag avipwrmoug. H 25xpovn QAwpa Matpikn puag nAnpoopei otL and
bl avemTuée To EVOLOQEPOV TNC YLO TO PEUTTETIKO KOUYOVTAC TOV MATEPA TG OTO OTTITL
va tailel pe to urtouloUKL TOU Kol VoL TPAyoUuSd PEUTTETLKA.

— ZNUEPQ, TO PEUMETIKO €lval TNG uodac avausoa otouc véoug. MNa mapadeyua, otnv
Adnva urtapxouv MoAAEC VEEC UTAVTEG TOU Mai{oUV PEUTTETIKO.

Kreikkalainen rebetiko
elaa uutta nousua

B,

P A

erﬁto bLedveg

2TV @nUIoUEVN ZKUPO OLlopyavwVvetal yla SEKATN @OpA TO
OEULVAPLO PEUTTETIKOU. SKOTTOC TOU OeuLvapiou givat va StapuAdéel, va ouvtnproest Kot va
avadeifel ta noAld, mTopadooloKd KOUUATIO TOU PEUTTETIKOU KAl VO T (PEPEL OTNV
kataaAAnAn Oéon aéiac touc. H Baoikn oudada tou oeutvapiov gxel ouuBaddel, ustaév
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aAAwv, otn dnutoupylia Tou «PakKkEAOU», WOTE TO PEUTTETLKO Vo evtayIel mépuat, SinAa oto
LOTTAVIKO (PAQUEVKO KOl OTO TTOPTOYAALKO (pavTo, oToV KatdAoyo tn¢ AuAnc MoAttiotiknig
KAnpovoutacg tnge UNESCO. To mpoypaupa tou oeutvapiov ywpiletal os €L nuépec. To
padnuata mpayUaTonolouvTal KaTd TN SLHPKELR TNG NUEPAC Kat To Bpadu umapxel ula
xoAapn pouvaoikn Stadpaon o€ kamotla arod Ti¢ MoAAEC TaBEpveg Tou vnotou. To teAsutaio
Bpadu Ba npayuatonoinVei n teAikn ouvaudia Tou oeuLvapiou. Aro Eva apxLKA ULKPO KAl
UETPLOTIATEC KAAOKAULPIVO LOUOIKO OCEULVAPLO ULOC ULKPAC OUAOAC, UE TO XPOVid EXEL
e€ediyei o€ pLa poppn Stedvoucg...«ouvavrnonc» eiioc kat adeApotntoc.

H riAstioYnpia twv ocupuueTEXOVTWYV €ival puotkd EAAnveg, aAld to evdilapépov yla
TN PEUTETIKN UOUOCLKN EXEL (PEPEL KOOUO OTO OEULVAPLO artO aAdou. Ot mio pakpivol
OUUUETEYOVTEC Exouv Ep¥el amo Tic HIMA kat tn Notia Appikr. Auto to KaAokaipt ntav
napovrec EAAnvec, Toupkol, lopanAwvoli, MaAdot, Evac OAAavdoc kat Evac QivAavdoc.

To éekivnua
H 16éa éekivnoe eikoot ypovia mptv.

— TOte nNuouv mMOAU dppwoTtoC Kol EMPENE va UEVw oto oritt. Eiya naiéet
Slaopetikn povotkn kat nptv. Twpa n¥eda va apyxiow va nailw peUETIKO Kot €BaAa
ayyedia o epnuepidba yia va dw unnwc Bpedouv ki aAdot evdilapepousvol, Al o
ouvToVLOTHC ToU SLedvouc oeutvapiov pEUTETIKOU, SLOAKTOPAC KOWVWVIKNG dnuoypapioc
lwpyo¢ Makpncg.

JUVTOUO OTTAVTNOE EVO VEAPOG SEKAOKTAXPOVOC (POLTNTHC LUTPLKAC a0 TNV TTOAN
™¢ XaAkidac. Htav moAvU kaAO¢ UOUOIKOG Kol TAAQVTOUXOG, TApOoAn TV Utkpn nAtkia tou.
Jrnovdale otnv Adnva. 3tn ouvéxela mpootednkayv n ouvtpo@oc tou lwpyou, QwTeLvi
Kapaumnoaurmra, kadwc Kot EVOC CUYYEVHC TOUC.

— H Spaotnplotnta poc ntav moAu Ukpn Ko Uikpnc kAipakac. Mailoue o€ Uikpoug
XWPOUC yLa ULKPO kowvo. Quaotkd urnpxav Kot dAAEC ouadec mou enailav PEUTTETIKO, aAAd
ntav enayyeAuartieg, Aést o Mwpyo¢ Makprc.

To 2009 o lNwpyog kat n QwrteLvr amopaactoav vo SNULOUPYHOOUV EVa OEULVAPLO
UOUOIKNG Yl TO PEUTIETIKO KOl TAUTOYpova Evav Xwpo ouvavtnong, ormou ol
evblapepouevol da umopouvocav va ouvavindouv va naifouv PEUTTETIKA Kal va
avraAdaéouv amoelc. Aev untipxe kauio xpnuatodotnon yla tn SpactnpLotnTa, onote
OAa ta €€oda enpere va ta kaAUouv ot (btot.

— Aev Jédaue va opyavwoouue eva pueyddo peotiBal, aldd uio utkpnc kAipoakoc
ekébnAwaon yla uta ptkpn, euxaplotn ouada opoidbeatwv kot eiAwv.
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, Karheat ddnet

laulavat tuskasta,
rakkaudesta ja katujen
elamdsta.

vin lahjakas mies. Sitten mukaan tulivat
Georgen vaimo Fotini Karababa seki
erds sukulaismies,

~ Tolmintamme oli hyvin vaatimaton-

nuotaista. Soitimme pienissi
paikoissa pienelle yleisdlle. Muitakin re-
betikoa esittavia ryhmia oli toki olemas-
sa, mutta ne olivat ammattilaisia, kertoo
George Makris.

Vuonna 2009 George ja Fotini pattivt
perustaa rebetikomusiikin seminaarin ja
samalla kohtauspaikan, jossa asiasta kiin-
nostuneet voisivat tavata, Mitaan avustuk-
sia toiminnalle e ollut, joten kaikki kulut
piti maksaa omasta pussista.

- Emme halunneetjirjestad isoa festi-
vaalia, vaan pienimuotoisen tapahtuman
pienelle, mukavalle ryhmlle samanhen-
kisid ihmisi ja ystavid.

Vuoden kuluttua mukaan tuli buzuki-
taiteilija Spiros Goumas, joka on eturivin
buzukinsoittajia Kreikassa ja soittanut
lihes kaikkien Kreikan

Spiros Goumas on lopettanut kiertue-eldman ja elattss

alla yksityisia soittotunteja

rebetikomusiikista kiinnostuneille ihmisille a esiintymlia heidan kanssaan.

- Jossakin vaiheessa han alkoi miettia,
ettei endd halua jatkaa silli tavalla, koska
tunsi vahitellen menettavansi yhteyden
rebetikon syvimpiin olemukseen. Hin
oli sitd mielta, etta rebetiko on musiikkia,
jota pitiisi esitta pienilla lavoilla, paikois-
s, joissa ihmiset voivat kommunikoida
keskeniiin ja joissa yleison ja esiintyjien
vuorovaikutus on mahdollista.

Spiros Goumas padtti silloin ryhtya
elattamaan itsensa antamalla yksityisia

rinteells, josta aukeaa komea nakoala
merelle,

Manos Faltaits oli lakimies ja taiteen
kerdja, joka harrasti itsekin aktiivisesti
kuvataidetta, Hanen sinsa Kostas Faltaits,
perheen mustalammas ja ammatiltaan toi-
mittaja, kirjoitti paljon rebetikomusiikista
ja kyseisen alakulttuurin piirissi elivisti
ihmisista (rebetes) seka kirjoja, etts leh-
tiartikkeleita. Han kerdsi suuren mairéin
rebetikolaulujen tekstejaja kun han kuali,
h 16ytyi noin kaksisataa

artistien kanssa,
- Spiros on luonteeltaan hyvin mukava

tuneille ihmisille seki myos esiintymaan
heidéin kanssaan

ja ihminen, vaikka onkin kier-
tinyt konsertoimassa eri puolella maail-
maa isoilla esiintymisareenoilla, kertoo
George Makris.

Flora Patrik kiinostui rebetikosta jo lapsena.

16

i on alusta saakka
jirjestetty Manos & Anastasia Faltaits-
museon tiloissa, joka sijaitsee Skyroksen
kylan eli Horan laitamilla, jyrkn vuoren

sanoitusta. Mika ihmeellisintd, myhemmin

on Iéytynyt myds levykokoelma, jossa on

yli kolmekymmenti laulua, joiden tekijaksi

on merkitty Kostas Faltaits. Rebetikosemi-

naarin ydinryhmé Parapetameni (suom.

hyljeksityt, kadotetut) teki muutama vuosi
i Ko

teli tuottajana Columbia-levy-yhtidsss. Sen
ajan rebetikomuusikot tulivat aina vililla
esittelemadn hinelle uusia kappaleitaan.
Hiin joutui usein kertomaan heille, etti jos
laulujen sanat ovat noin rankat, ne eivat
silloisen poliittisen tilanteen vuoksi tulisi
meneméin lipi sensuurista. Joskus han
lihetti niit tekstejd veljelleen muokat-
taviksi silhen muotoon, etta ne olisivat
hyvaksyttivissa.

Rebetiko: musiikki

ja eldméntapa

Sanotaan, eltd vanha, aito rebetiko kuoli
1930-luvun jilkeen. 1950-lukua jotkut
pitivitkin jo rappion aikana, jolloin mu
siikkityyli oli sulautunut iskelmaan, sa-
noitukset pehmeniviit ja monidinisyys
lisaantyi. Toiset taas viittavat, ettei re-
betiko kuole koskaan.

KANSANMUSIIKKI « 3 « 2078

Meta and eva xpovo mpootednke o
6eflotéyvne tou umouloukiloU ZTUPOC
mou  eivat

lkovuac, &vac amo ToUug

Kopu@aiou¢ poucotkoUu¢ t™¢  EAAnviknc
Aaikn¢ pouaotknc ko Exet naiéel oxebov ue
OAdouc Ttou¢ mo yvwotouc EAAnvec
UOUOLKOUCG O€ UEYAAEC OKNVEG, O€ dLdpopa

UEPN TOU KOOUoU, Aést 0 Twpyoc Makprc.

— Karowx otTiyun dpyloe  vo

OKEQTETOL OTL Oev nNOede mAéov va
ouvexloel Etol, emeldn Eviwe otadlakd otL
XAQVEL TNV ena@n ue tnv no Badia ovoia
TOU PEUTTETIKOU. 1iOTEVE OTL TO PEUTTETIKO
va

TTPOUCLALETOL OE ULKPEC OKNVEC, OE UEPN

elvat  pouotkny  mou EMpene  va

omou oL avBpwmolL  UITopouvV v
EMIKOLVWVOUV UETAED TOUC Kol Ortou €ivart
éuvaty n aAAnAenibpaon kowvoU Ko
To

PEUTTETIKOU OPYAVWVETAL Oot0 TNV apxn

EKTEAEOTWV. SleBvéc  oeguvaplo

oTou¢ xwpou¢ tou Mouaoegiou Mavou & Avaotaocia¢ QalAtaitg, to onoio Bpioketal ota

TIEPYwpPQA TOU YWPLoU SKUPOG, TN Xwpa, OTL¢ TAAYLEC EVOC antdtouou Bouvou, mavw o€ Eva

Aowo ue unépoyxn Véa otn Balaooa.

O Mavoc QalAtaite ntav Siknyopoc kot CUAAEKTNG Epywv TEXVNG, O Oroioc

aoyodouvtav evepya kot o (dtoc ue t {wypapikn. O natépac tou, Kwota¢ QaAtaltg, to

UAUPO TPOBATO TNG OLKOYEVELAC Kol SNUOOLOYPAPOC, EYPUPE TTOAAX YL TN PEUTTETIKN

HOUOIKN Kal ylia tou¢ avipwrou¢ mou Jovoav yupw amo Quth TH UTOKOUAToUpa

(peumnetec), tooo o€ BiBAla 6000 kat o€ apdpa Kot MEPLOSIKA. ZUYKEVTPWOE UEYAAO aptOuo

OTiYwV arto peUNETIKA TpayoUdLa kat otav nedave Bpelnkayv riepimou dtakoatot otiyol (ta

Slotya Tou unayAoua®)

To rtio mapaéevo, apyotepa Bpednke enionc pta cuAdoyn diokwv rmou neptAauBavet

TAvw oo tpLavta tpayoudla, ota onoia we dSnuLtoupyoc avapepetal o Kwotac QaAtaltg.

O nupnvag tng oeuwvaplakne ouadac lMapanstauévol €kave mpwv Alya ypovia ula

ouvaulia, otnv omoia mapouadtaotnkay auta ta tpayoudia tou Kwota @alAtdaitg. O

abdeppoc tou Kwota, Nikoc QalAtaitg, epyalotav wc mapaywyoc otn SLoKoypa@Lkn

etapeia Columbia. Ot peUTTETO-UOUOLKOL EKEIVNG TG ETTOXNC EPXOVTAV KATA KALPOUC VO TOU

TTHPOUCLACOUV TA VEX TOUC TpayoUudLla. Zuxva EMPENE va TOUG AEEL OTL av oL OTiYoL TwWV

Tpayoudlwy ival tooo okAnpoi, dev Ja mepvovoav amo tn Aoyokploia, Aoyw tn¢ TOTE




TTOALTIKAC KATAOTAONG. MEPLKEC POPEC EOTEAVE aUTA T KE(UEVA OTOV AdEAPO TOU yLa va
ta eneéepyaotel o€ poppn mou Ya Ntav arnodekTh.

PEUMETIKO: UOUOIKN Kol TPOTTOG {wh¢

NEyetal OtL 0 MaAld, audevtiko peunetiko nedave usta t dekaetio tou 1930.
Optougvol Jewpouv 1 Sekaetia tou 1950 oav nepiodo mapakung, Otav To HOUCLKO UPOC
giye evowpatwIel otn Aaikn pouaoikn, oL otiyol giyav UaAadKwWOEL KaL N MoAuwvia gixe
avéndei. AAAot naAL toyupilovrol OTL To pEUTETIKO SV MeGAIVEL TTOTE.

— 2Tn ovyxpovn €AANVIKN) TOT LOUGLKN UTTOPEL KAVEIC va akoUoel Eekadapec
ETIPPOEC OO TN OUCLKN PEUTETIKOU, aAAd kata tn yvwun Hou Sev €ival OUwe To

TIPOYUATIKO Kol AUTEVTIKO PEUTTETIKO, AE€L 0 [wpyoc Makprc.
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To peunétiko tn¢ dekaetiac tou 1920-30 eKMPOCWITOUTE, EKTOC ATTO TN UOUTLKT, KO
EVAV OUYKEKPLUEVO TPOmOo {wr¢ mou ayn@oUoe TOUC KOVOVEG Kol Ta TPOTUTTA TNG
kowvwviag, tnv eAsufeplia kat tnv emavaotaon. Eriong, Sewpouvrav 0Tt 0Aot ot ibouc nuL-
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TTOHPAVOUEC «ATAEIECH AVAKAV QVATTOOTIOTA OTO OUVOAO, KOl QUTH N QUPIAEYOUEVN QAN
O@PAYLOE OAO TO UOUGLKO OTUA yLot UEYAAO XPOVIKO SlaoThuA.

ZNUEPQA OUWCE N KATAOTAON Elval SLAWOPETLKN. To ONUEPLVO PEUTTETIKO BaoileTal o€
unAotepng mowdtntac naiéuo Kot TPayoudl, TIOU QITOTIVEEL EVIOVN EMOAYYEAUATIKN
mpooeyylon, kat Oev ouvoEeTaL TIAEoV OxedOv kaBO0Aou HE ekeiva Ta OUVOSEUTIKA
QPALVOUEVA TIOU NTOV XAPOKTNPLOTIKA TOU QPXLKOU PEUTTETLKOU. MmopoUue Aotmov va
JTOUUE OTL TO PEUTTETIKO EXEL YIVEL ONUAVTIKO UEPOC TOU €AANVIKOU TPOmou {wh¢ Kal tn¢
KOUAToUpOC.

— MNa puéva, to pEUMETIKO glval €vag TPOIoC va xadapwvw Kat vo «SLEUPUVW TN
ouveibnon pou» Ue PUOLKO TpOomo. Aev xpetalopal yI’ auto oUTE Kpa ol oUTe Kaveva aAAo
Oleyeptiko. Otav nailw, dev umopw va eiuatl Avmtnuévog, Aéet o lNwpyoc Makpng. To
PEUTIETIKO (€l. ZEL OTOUG AVTPEC TOU Kadovtal ota KapE Tou SpOUOU AOKOTIA, OTA UATLA
TWV NAKIWUEVWY TToU Exouv €L ToAAa kot o€ 0An tnv kadnuepivn {wn. AKoUyeTal o€
oritia, oTou¢ SPOUOUC KAl OTa UTTap.

—2tnv EAAada ot katpoi eivat SuokoAot kat ot avipwrtol eivat Suoapeotnuévol. To
PEUTTETIKO UTtNpée mavta éva €(60C PALVOUEVOU avTL-KOUATOUPOG Kat yt' auto moAdoi véol
ONUEPQ EVOLOPEPOVTAL YL TO PEUTTETIKO, AE€l N QwTewvn Kapaurauna. H aAndeia opwg
elvat otL uovo ta Aoyt Sev apkouv yla va €nynoouv tL ival to pEUNETIKO. [pEmeL va
akouotel, va 1dwlel kat va Buwdel. Aev €youv O0Aot tnv eukatpia va taéldePouv otnv
EAAadbda, aAda otnv emoxn tou Stadiktuou eival eUKOAO va KAVEL KAVEIC UL ELKOVLKN
avakaAuyn otov yonTeEUTIKO KOOUO TNG PEUTIETIKNG UOUTLKAC, YLA TTAPAOELYUN UECW TNE
epapuoync YouTube. To «peUnetiko toapdi» nmapouotalel moALX PEUTETIKO KOUUATLO OE
otUA teké ue mapadootakn cuvleaon opyavwv. Eniong, ot BaoiAnc Tottoavng, MoavwAng
Xwtne, Jwtnpio MrtéAdou kat eidika o Mapkoc BauBakdapnc ival ueyaia ovouata tng
PEUTTETIKNG LOUTLKIC Ta EPpYa TwV ortoiwv aéilel KATTOLOC va Ta YVwWpPIOEL.

To peunétiko yevvnInke ota oKoTeWVa umap tou lMeipatd.

To peumétiko yevvninke otnv teAikn tou popen Uetaéu tou 1920 ko tou 1930 otav
ouvavtninkav dU0 SLa@opeTIKA Louatka oTtUA. To oTUuA ¢ mapaBatikoTnTAC TOU TEKE,
¢ QUAAKNG Kol KUpiwG tng ptwyoAoytac tou [lewpata mpv ™ Sdekaetia tou 1930.
JuvnBwe nNtav avipec mou tpoayoudoUloav OUVOSEUOUEVOL armO TO UIouloUKL N T
ULKPOTEPN ekSOXN TOU, TO urtayAaud, e autooxedia coAo mou Aéyovrav taiuta. Apyotepa
n kidapa xpnoLUomoLouVTaY CUXVA WG CUVOSEUTIKO Opyavo.

To 1922 kat 1923, ekarovtadec yiAiadec EAAnves mpoopuyeg and tnv Avatodia
ueTakvnOnkav otnv AGnva kat oe aAAeg eAAnvikéc moAeig, pépvovrag uali toug tn dikn
TOUG UOUCLKN, TO OUUPVAILKO 1) KAPE-OUAV OTUA, TTOU OVOUAOTNKE ETOL QTTO TOL KOPE-QUAV.
To tpayoudovuoav T000 AVOPEC 000 Kal YUVAIKES. Ta dpyava IToU XPNOLUOTTOLOUVTAV NTOV
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T0 oUTI, 10 BlOAl, TO COVTOUPL, O TOUITOUPAC KAl TO TOUPKLKO TUUTOVO. Apyotepa
npooteédnkayv n kiddapa Kalt To mLavo.

Autd ta 600 poudika otuA cuvurnipyxav nopdAAnia uexpt tn dekaetia tou 1930,
0tav oUyxwVveUTnKav o€ eva veéo UBPLOLKO OTUA, To peumétiko. Mia tpitn empporn oto
PEUTIETIKO, EKTOC QIO TNV OOLATIKA, NTAV n SUTLKN UOUCLKN. TO PEUTETIKO ETiong
nieptAauBave tn xprion pUBUIKWY TPOMWV TTOU Eival TUMLKOL TwV AVOTOAIKWY UOUGCLKWV
moAttiouwv. O TOUPKIKOC pUTUOC XOPOU TNG KOLALAC TOLPTETEAL MEPACE OTN HLOUOLKNA
PEUTTETIKOU UTTO TNV ETILPPON TOU OTUA Ka@E-oudv, Omwe Kat o o€pBIKO¢ xopoC Twv
xaoannbwy, yaoarmiko. lpwv t™ bekaetia tov 1930, t0 OTUA TEKE €e@ApUOlE, Yla
TapadeLlyU, TEXVIKEG TaLélUATOC AITO TO TOUPKLKO AaouTto ouTt otnv Kiddpa, dAAa amo t
Sekaetia tou 1930 kat peta n kKdapo xpnoluormolndnke MEPLOCOTEPO WG OPyaAVO
ouyyxopdiwv. Ot aAdayéec oto otul ¢ kidapac Sev iyav akoun onuavtikn enibpoon otn
QuUOon tou peunetikov ™) Sekaetia tou 1930, aAda uéxpt ™ Sekaetia tou 1950 n
éutikomoinon ntav nén mo eupoavic. H Obekaetia tou 1930 Jewpeitat otnv
TIPOAYUATIKOTNTA 1) XPUOT) EMTOXN TOU UNTOKOUATOUPAG PEUNETIKOU. Kata autr) tnv nepiodo,
TO PEUTTETIKO EYIVE YVWOTO OTOUC KATOIKOUC TwV UEYAAUTEPWV TOAewv tN¢ EAAadac.
Qotooo, auto Sev kpdtnoe moAu, ylati kata ™ diktatopia Tou Metaéa amo to 1936 LExptl
T0 1941, ol TOUPKIKEC TOAITIOTIKEC EMIPPOoEC mpoonadnoav va eéadewpBouv kat n
PEUTIETIKN MOUOLKN UTTEDTN auotnpo €Agyyo. Ol Tekedeg EkAeloav Kal ol avipwroL Tou
tEpvoUoay xpovo ekel otadUnkav otn @uAakn. Emiong, kata tn Slapkelwx tou B’
Maykoouiou [MoAéuou kat tou eu@uUAiou t™ Obekaetia tou 1940, TO PEUTTETIKO
arayopeUTNKE Evrova. Movo t dekaetia tovu 1950 amektnoe EUPUTEPO KOLVO, aAAd TOTE
elye yivel uLa apketa SLAPOPETLKN LOUTLKN.

H ekntaibevon otn oauikn pouotkn ouveyiletal

To mpoypauuo autd ava@epetal oti¢ npwtoBouldisc e Ouiavdiac yia ™
Staowon, Stbaokaldia kat EmAyyEAUATIKN TTLOTOTTOINON THNG UOUOLKNC TwV Zaul (Aamwvwv),
UE KEVTPLKO UAwva tn veoouotatn Mouatkn Akadnuia Zaut (Sami Music Academy / Sami
musihkkaakademiija) oto Utsjoki. lMpokeitatl yla éva 1otoptko Bhua, kadwc yla mpwtn
popa otnv Lotopia TNC KOWOTNTAC TWV Zdul, Ol OIToOUSAOTEG UTTOPOUV VO QITOKTHOOUV
enionuo kpatiko mruyxio pouotknc SeutepoBaduiac eknaibevonc ue elbikevon otnv
napadootakn Touc pouatkn. nu. I. Makpn

[a tn Staowaon tN¢ oauLKn¢ wvNTIKNG LOUTLKNC, mpayuatonotidnke to 2015-2017
éva €pyo ESF, kata tn Sidpkela tou omoiou uldomouidnkav SU0 E€Trolx TTPOYPAUUATA
eknaibevonc otn ocaulkn UOUOLK. ATO Tou¢ UadNTEC MOU AoEoIitnoaV oo TN OElPad,
mmoAdol ouvéyloav TIC UOUOCIKEC TOUC OMOUSEC kal apketol uméBaAav aitioelc ylo
Unotpo@lec yla tnv avantuén twv SeELOTHTWV TOUC. ZUYKEKPLUEVQA, CUVEXLOQV TIC OTTOUSEC
touc¢ otnv Akadnuia Sibelius, o€ emtinebo maveniotnUiov EQAPUOCUEVWVY ETILOTNUWVY KoL
beutepoBabuilac eknaibevonc. 3to OUVOAO TwV EKMALOEUOUEVWVY UTHPXOAV Kol UEAN
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OLOQKTIKOU TIPOOWITIKOU, TOU UETAPEPOUV TIC O€e€lOTNTEC TOUC OE OYoAsia Ko
vnriaywyeia. Twpa to Epyo ouveyiletatl. Xto Epyo Sdmi musihkkaakademiija avantuoostal
kot Snutoupyeitoal éva Siktuo eknmaidbevonc, Ue okomo TV avantuén KoL TNV evioxuon tnc
OOULKNC LOUOLKNG w¢ uéoo StaBiwonc. Auto nepidauBavetl tn dieth eknaidbsvon evnAikwv
otn oautkn pouatkn oto Utsjoki, SUo ouvedpla yia mapadootakd e(6n ocauLkric @wvnNTIKAC
uouotikn¢ oto Kautokeino, thv avantuén Ynelakwv Ywpwv ouvavtnong ylo Zaut
HouaotkoU¢ kadwe kat tnv Evapén utac dnuoota xpnUatodoTOUUEVNC COULKAC UOUTLKAC
0pXNOTPOC. ZeKIVNUOX OCUYKPOTHUATOC Oadul HoUolknS. Eva OleTéc mpoypauuo
eknaibevonc otn oadul pouotkn ExelL oAokAnpwiei kat odnyei oe deutepoBaduio mruyio
otn pouvotkn. H eknaibevon enikevipwvetal otn dtbaokaldia tnc mapadootaknc kot dAAng
oaaul pouaotkne, olaitepa otnv avabiwon twv mapadoolakwyVv oadul WVNTIKWV ELO6WV
(joiku, livde, leudd kat vuelie). >to diktuo ouuuetéyouv to Ekmaudeutiko Kevtpo tn¢ Zaaut
Meploxnc¢ otn OwvAavédia, o dnuoc Utsjoki kat arto T NopBnyia to lNavemniotrnuto Sadmi. To
Epyo xpnuarodboteital amo to Interreg North, tn Aanwvia, to lNavemotiuto Sdmi, to
2uuBouAio tng Bopetag KaAdtrac kat tov énuo Utsjoki.
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Rebetiko music is experiencing a new period of flourishing
Text: Ari Turpeinen
Photos : Katri Nisula and Ari Turpeinen

In the early 20th century, the urban folk music of rebetiko was born in the poor
neighborhoods and taverns of the port of Piraeus. Its musical influence is growing in Greece
and around the world. Last year (2017), rebetiko was added to UNESCQO's Intangible
Cultural Heritage of Humanity list. Every year, on the island of Skyros in the central part of
Greece, a group gathers dedicated to preserving the authentic rebetiko of the '20s and '30s.
The scene takes place in a picturesque and remote tavern on the island of Skyros, at the
center of Central Greece. A mixed crowd of seminar musicians and audience around the
tables. The waiters are constantly busy carrying food and drinks to people. Suddenly, the
bouzouki virtuoso Spyros Goumas starts a long and melancholic solo on his instrument. A
“taksimi”, quietly and simply accompanied by a guitar. The noise of the people stops as if
cut with a knife. The guitar and baglama start a wild, contagious rhythm, which the
bouzouki then joins. The listener is overwhelmed by a transcendent feeling, while everyone,
the thirty or so musicians and singers of the seminar, start playing intensely. Rough voices
sing about pain, love, and human life. Hardened hands keep the rhythm, and someone from
the audience gets up to dance. This is rebetiko.

The international Rebetiko seminar in Skyros nurtures authentic rebetiko.

— When | was young, in the early '60s, rebetiko was an almost unknown musical
phenomenon, Greek researcher of traditional music and bouzouki player Nikos Politis tells
us.

— Records or other recordings weren’t easily available, and the old rebetiko musicians had
either passed away or stopped playing. Wealthier citizens listened to classical music, and
the youth listened to rock. Rebetiko music was mainly heard only among the poorer
segments of society in the form of live music.

Nikos Politis, as a young man, played in rock ‘n’ roll bands and got involved with rebetiko
much later, when he happened to hear it somewhere. Today, he is one of the most active
participants in the rebetiko seminar and has been involved in its annual events almost from
the beginning.

However, rebetiko is not just music for older people.

25-year-old Flora Patriki informs us that since childhood she developed an interest in
rebetiko by listening to her father at home playing his bouzouki and singing rebetiko songs.
— Today, rebetiko is trendy among young people. For example, in Athens, there are many
new bands playing rebetiko. On the famous island of Skyros, the annual international
rebetiko seminar is being held for the tenth time. The purpose of the seminar is to preserve,
maintain, and highlight the old, traditional rebetiko pieces and bring them to their proper
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Kreikkalainen rebetiko
elaa uutta nousua

4 ﬁ:..r-"‘ 5 “;-'

place of value. The main team of the seminar hs contributd, amng other things, to the
creation of the dossier, so that last year rebetiko was included, alongside Spanish flamenco
and Portuguese fado, in the UNESCO Intangible Cultural Heritage list. The seminar program
is divided into six days.

The course includes lessons during the day and more relaxed musical interaction in the
evening at some of the many taverns on the island. On the last night, the final concert of
the seminar will take place. From an initially small and modest summer music seminar for
a small group, over the years it has evolved into a kind of international 'meeting' of
friendship and brotherhood. The majority of participants are, of course, Greeks, but the
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interest in rebetiko music has brought people to the seminar from elsewhere as well. The
farthest participants have come from the USA and South Africa. This summer, Greeks,
Turks, Israelis, French, one Dutch, and one Finn were present.

The beginning

The idea began about twenty years ago.

— Back then | was very sick and had to stay at home. | had played different kinds of music
before too. Now | wanted to start playing rebetiko and | put an ad in a newspaper to see if
any other interested people might turn up, says the coordinator of the international
rebetiko seminar, social demography PhD holder Giorgos Makris.

Soon, a young eighteen-year-old medical student from the city of Chalkida replied. He was
a very good musician and talented, despite his young age. He was studying in Athens. Later,
Giorgos’ wife, Fotini Karabamba, as well as a relative of theirs, joined.

— Our activity was very small and low-key. We played in small venues for small audiences.
Of course, there were other groups playing rebetiko too, but they were professionals, says
Giorgos Makris.

In 2009, Giorgos and Fotini decided to create a music seminar for rebetiko and at the same

time a meeting space, where the Interested people could meet to play rebetiko and
exchange opinions. There was no funding for the activity, so all expenses had to be covered
by themselves. — We didn’t want to organize a big festival, but a small-scale event for a
small, pleasant group of like-minded people and friends. After a year, the bouzouki virtuoso
Spyros Goumas joined, who is one of the top musicians of Greek folk music and has played
with almost all the most well-known Greek musicians on big stages in various parts of the
world, says Giorgos Makris. — At some point, he started thinking that he no longer wanted
to continue like that, because he gradually felt he was losing touch with the deeper essence
of rebetiko. He believed that rebetiko is music that should be presented on small stages, in
places where people can communicate with each other and where interaction between
audience and performers is possible.

The international rebetiko seminar has long been organized at the Manos & Anastasia
Faltaits Museum, which is located on the outskirts of the village of Skyros, in Chora, on the
slopes of a steep mountain, on a hill with a wonderful view of the sea.

Manos Faltaits was a lawyer and an art collector, who was also actively involved in
painting himself. His father, Kostas Faltaits, the black sheep of the family and a journalist,
wrote extensively about rebetiko music and the people who lived around this subculture
(rebetes), in both books and articles and magazines. He collected a large number of lyrics
from rebetiko songs, and when he passed away, about two hundred lyrics were found
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among his papers. Strangely, later on, a collection of records was also discovered that

includes over thirty songs, to which Kostas Faltaits is credited as the creator.

The core of the seminar group Parapetamenoi (Neglected ones) held a concert a few years

ago, where these songs by Kostas Faltaits were presented. Kostas's brother, Nikos

, Karheat adnet

laulavat tuskasta,
rakkaudesta ja katujen
elamdsta.

vin lahjakas mies. Sitten mukaan tulivat
Georgen vaimo Fotini Karababa seka
erds sukulaismies.

- Toimintamme oli hyvin vaatimaton-
ta ja pienimuotoista. Soitimme pienissa
paikoissa pienelle yleisolle. Muitakin re-
betikoa esittavia ryhmia oli toki olemas-
sa, mutta ne olivat ammattilaisia, kertoo
George Makris.

Vuonna 2009 George ja Fotini paattivit
perustaa rebetikomusiikin seminaarin ja
samalla kohtauspaikan, jossa asiasta kiin-
nostuneet voisivat tavata. Mitdan avustuk-
sia toiminnalle ei ollut, joten kaikki kulut
piti maksaa omasta pussista.

- Emme halunneet jarjestaa isoa festi-
vaalia, vaan pienimuotoisen tapahtuman
pienelle, mukavalle ryhmille samanhen-
kisid ihmisia ja ystavia.

Vuoden kuluttua mukaan tuli buzuki-
taiteilija Spiros Goumas, joka on eturivin

Spiros Goumas on lopettanut kiertue-elamén ja elattaa itsensa antamalla yksityisid soittotunteja

4 heidan kanssaan.

ihmisille ja

- Jossakin vaiheessa han alkoi miettid,
ettei endd halua jatkaa silla tavalla, koska
tunsi vihitellen menettivins yhteyden
rebetikon syvimpaan olemukseen. Hn
oli sita mieltd, etta rebetiko on musiikkia,
jota pitisi esittad pienilla lavoilla, paikois-
sa, joissa ihmiset voivat kommunikoida
keskendan ja joissa yleison ja esiintyjien
vuorovaikutus on mahdollista.

Spiros Goumas paatti silloin ryhtya

rinteelld, josta aukeaa komea nikoala
merelle.

Manos Faltaits oli lakimies ja taiteen
keraajd, joka harrasti itsekin aktiivisesti
kuvataidetta. Hinen isansa Kostas Faltaits,
perheen musta lammas jaammatiltaan toi-
mittaja, kirjoitti paljon rebetikomusiikista
ja kyseisen alakulttuurin piiriss elavista
ihmisista (rebetes) seka kirjoja, etti leh-
tiartikkeleita. Han kerdsi suuren maaréin

soittajia Kreikassa ja
lahes kaikkien Kreikan t

itsensa y
i ista kiinnos-

rebetikolaul teksteja ja kun hiin kuoli,

artistien kanssa.

- Spiros on luonteeltaan hyvin mukava
javaatimaton ihminen, vaikka onkin kier-
tanyt konsertoimassa eri puolella maail-
maa isoilla esiintymisareenoilla, kertoo
George Makris.

r
tuneille ihmisille sekd myds esiintymédn
heidén kanssaan.

Rebetikoseminaari on alusta saakka
jarjestetty Manos & Anastasia Faltaits-
museon tiloissa, joka sijaitsee Skyroksen
kylédn eli Horan laitamilla, jyrkin vuoren

Flora Patrik kiinostui rebetikosta jo lapsena.

16

claim that rebetiko never dies.

héinen jazmistd 1ytyi noin kaksi
Mikaib i

on loytynyt myos levykokoelma, jossa on

yli kolmekymment laulua, joiden tekijiksi

on merkitty Kostas Faltaits. Rebetikosemi-

naarin ydinryhma Parapetameni (suom.
hyljeksityt, kadotetut) teki muutama vuosi
sitten konsertin, jossa niitd Kostas Faltait-
sin tekemia lauluja esitettiin.

Kostaksen veli Nikos Faltaits tyosken-
teli tuottajana Columbia-levy-yhtiossa. Sen
ajan rebetikomuusikot tulivat aina vililla
esittelemazn hinelle uusia kappaleitaan.
Han joutui usein kertomaan heille, ettd jos
laulujen sanat ovat noin rankat, ne eivat
silloisen poliittisen tilanteen vuoksi tulisi
menemaan lapi sensuurista. Joskus han
lahetti naitd teksteji veljelleen muokat-
taviksi siihen muotoon, etti ne olisivat
hyvaksyttavissa.

Rebetiko: musiikki

ja eldmédntapa

Sanotaan, ettd vanha, aito rebetiko kuoli
1930-luvun jalkeen. 1950-lukua jotkut
pitévatkin jo rappion aikana, jolloin mu-
siikkityyli oli sulautunut iskelmain, sa-
noitukset pehmenivit ja monidanisyys
lisaantyi. Toiset taas vaittavat, ettei re-
betiko kuole koskaan.

KANSANMUSIIKKI» 3« 2018

Faltaits, worked as a producer
at the Columbia record label.
The rebetiko musicians of that
time would come from time to
time to present their new
songs to him. Often, he had to
tell them that if the lyrics of
the songs were so harsh, they
wouldn't pass censorship due
to the political situation at the
time. Sometimes he would
send these texts to his brother
to work on them in a form that
would be acceptable.

Rebetiko music: a way of life

It is said that the old, authentic
rebetiko died after the 1930s.
Some consider the 1950s as a
period of decline, when the
musical style had merged into
popular music, the lyrics had
softened, and harmony had
increased. Others, however,

—In modern Greek pop music, one can clearly hear influences from rebetiko music, but in

my opinion, it is not the real and authentic rebetiko, says Giorgos Makris.

The rebetiko of the 1920s-30s represented, besides music, a specific way of life that

flouted the rules and standards of society, freedom, and rebellion. Also, it was considered

that all kinds of semi-illegal “misbehavior” were inseparable from the whole, and this

controversial reputation marked the entire musical style for a long time.

Today, however, the situation is different. Today's rebetiko is based on higher quality

playing and singing, which exudes a strong professional approach, and it is almost no

longer connected with those accompanying phenomena that were characteristic of the
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original rebetiko. So, we can say that rebetiko has become an important part of the Greek
way of life and culture.

.
%—

|

— For me, rebetiko is a way to relax and to 'expand my consciousness' naturally. | don’t

need wine or any other stimulant for that. When | play, | cannot be sad, says Giorgos
Makris. Rebetiko lives. It lives in the men who sit aimlessly in street cafés, in the eyes of
the elderly who have seen a lot, and throughout everyday life. It is heard in homes, in the
streets, and in bars. — In Greece, times are tough and people are unhappy. Rebetiko has
always been a kind of counter-culture phenomenon, and that’s why many young people
today are interested in rebetiko, says Fotini Karabamba. But the truth is that words alone
aren’t enough to explain what rebetiko is. It needs to be heard, seen, and experienced.
Not everyone has the chance to travel to Greece, but in the age of the internet, it’s easy to
make a virtual discovery of the fascinating world of rebetiko music, for example through
the YouTube app. The rebetiko “tsardi” presents old rebetiko songs in a teké style with
traditional instrument arrangements. Also, Vasilis Tsitsanis, Manolis Chiotis, Sotiria Bellou
and especially Markos Vamvakaris are big names in rebetiko music whose works are
definitely worth getting to know.
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Rebetiko was born in the dark bars of Piraeus.

Rebetiko reached its final form between 1920 and 1930 when two different musical styles
met. The style of the delinquency of the teke, of prison, and mainly of the poor people of
Piraeus before the 1930s. Usually, it was men singing accompanied by the bouzouki or its
smaller version, the baglama, with improvised solos called taximia. Later, the guitar was
often used as an accompanying instrument.

In 1922 and 1923, hundreds of thousands of Greek refugees from Anatolia (*) moved to
Athens and other Greek cities, bringing with them their own music, the Smyrneiko or cafe-
aman style, named after the cafe-aman. It was sung by both men and women
accompanied by the Turkish drum. Later, guitar and piano were added.

These two musical styles coexisted side by side until the 1930s, when they merged into a
new hybrid style, rebetiko. A third influence on rebetiko, aside from the Asian one, was
Western music. Rebetiko also included the use of rhythmic patterns typical of Eastern
musical cultures. The Turkish belly dance rhythm tsifteteli made its way into rebetiko
music under the influence of the café-aman style, as did the Serbian butchers' dance,
hasapiko. Before the 1930s, the tekke style, for example, applied playing techniques from
the Turkish lute oud to the guitar, but from the 1930s onward the guitar was used more
as a chordal instrument. The changes in guitar style hadn't yet had a significant impact on
the nature of rebetiko in the 1930s, but by the 1950s Westernization was already more
noticeable. In fact, the 1930s are considered the golden age of the rebetiko subculture.
During this period, rebetiko became known to the residents of Greece's larger cities.
However, this didn’t last long, because during Metaxas’ dictatorship from 1936 to 1941,
Turkish cultural influences were tried to be eliminated and rebetiko music underwent
strict control. The tekkes were closed and people who spent time there were sent to
prison. Also, during World War Il and the civil war in the 1940s, rebetiko was heavily
banned. It wasn’t until the 1950s that it reached a larger audience, but by then it had
already become a very different form of music.

Education in Sdmi music continues.

This program refers to Finland's initiatives for the preservation, teaching and professional
certification of Sami (Lapp) music, with the newly established Sami Music Academy (Sami
musihkkaakademiija) in Utsjoki as its central pillar. This is a historic step, for the first time
in the history of the Sami community, students can obtain an official state secondary
music degree specializing in their traditional music. Note. G. Makris

For the preservation of Sdmi vocal music, an ESF project was carried out in 2015-2017,
during which two annual training programs in Sdmi music were implemented. Of the
students who graduated from the series, many continued their music studies and several
applied for scholarships to develop their skills. Specifically, they continued their studies at
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the Sibelius Academy at the university of applied sciences level and secondary education
level. Among all the trainees, there were also members of teaching staff who pass on
their skills in schools and kindergartens. Now the project continues. In the Sdmi
musihkkaakademiija project, a training network is being developed and created, aiming
to develop and strengthen Sami music as a means of livelihood. This includes a two-year
adult education program in Sami music in Utsjoki, and two conferences on traditional
kinds of Sdmi Phonetic music in Kautokeino, the development of digital meeting spaces for
Sami musicians, as well as the launch of a publicly funded Sami music orchestra. Start of a
Sdmi music band. A two-year training program in Sdmi music has been completed and
leads to a secondary music degree. The training focuses on teaching traditional and other
Sami music, especially reviving traditional Sdmi vocal forms (joik, livde, leudd, and vuelie).
Participants in the network include the Sami Educational Center in Finland, the
municipality of Utsjoki, and from Norway, the Sdmi University. The project is funded by
Interreg North, Lapland, the Sami University, the Council of North Calotte, and the
municipality of Utsjoki.
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ZTIyuotvna amo to 17° S§1e0vEg oEUIVAPLO-CUVAVTNY O YIX TO
peumétiko oty Xxvpo. Highlights of the 17t international
rebetiko Seminar in Skyros.

Zuvaviia 17 ceuvapiov yia to peumétiko otn Xxvpo. 17t rebetiko seminar
concert in Skyros 2026.

2ToV TapakAtw oUVOEOUO, UMOPEITE va rmapakoAouvdnoete oAdkAnpn tn Stadiktuakn
ouvaulia tou 17° 8ledvoUg osuLvapiou-ocuvavtnong yLa To PEUTTETIKO OTN SKUpPO, N onola
npayuarorotidnke to 2aBBaro 18 loudiou 2026. H ouvauAia arrotunwvel to cUVOAO Twv
TpayoudLwv mou avaAudnkav otn SLApKELA TOU OEULVapiou.

https://youtu.be/52Hwd5HweOs ?si=CoXsIZEISVPbtvig

At the link above, you can watch the entire online concert of the 17" international seminar-
meeting on rebetiko in Skyros, which took place on Saturday, July 18, 2026. The concert
captures all of the songs analyzed during the seminar.

18 IovAiov SKYROS BnB Xvvévtevén tov Anuntpn M'covua
Interview with Dimitris Goumas

& Suvavtiioaue y9s¢ touc Peumétec otic "lotopisc Tou Mndpuna” kot pAnoaue pe to
Anuntpn Mkovua yia to AleGveg Zeutvaplo-2uvavtnon yLo to PEUMETIKO oTn ZKUPO.
Rebetiko seminar

& VYesterday, we met the Rebetiko musicians at “Istories tou Barba” and had a
conversation with Dimitris Goumas about the International Seminar-Meeting on Rebetiko
in Skyros Island.

https://www.facebook.com/reel/1106103238406541
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https://youtu.be/52Hwd5HweOs?si=CoXslZElSVPbtvJg
https://www.facebook.com/reel/1106103238406541

KaAwoodploua ovuusTteyoviwy kat @iAwv oTtnv evapKTipld GUVAvTnoen TOoU
SLteBvovg oepvapiov-cvvavTnong yia to peumétiko oto aifpio tov Movosiov
daAtaits. Welcome of participants and friends to the opening meeting of the
international rebetiko seminar at the atrium of Faltaits Museum
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Ta kaOnuepwva uabyuata otov PLAGésvo ywpo TG albovoag Osatpov TOU
énuotikov oyoleiov Exvpov. The daily lessons in the welcoming space of the
theater room at Skyros elementary school

m—
(i

)
\l
lith A

https://www.facebook.com/reel/2527743494338584
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https://www.facebook.com/reel/2527743494338584

ATIOYEVHATIVEG TAPOVGLACELG KAL GUINTNOELS 6TV alBovoca BeatTpov Tov
Snpotikov oxoAciov TkVPOL TA MPAKTIKA TWV OTIOLWV TAPOVOLATOVTAL OE
QU TO TO TEVXOC.

Afternoon presentations and discussions in the theater hall of Skyros
elementary school, the proceedings of which are presented in this issue.
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Nikog NikoAdoy

HyEvwnon tou pepmérikon

IV EUPLTERN REPLOXA Tob Netpard ket trc Koxs

IK0poc 2026
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Bpadwva povoika taéidia otic OUoppes TaBépves Tov voLov.

Evening musical trips to the beautiful taverns of the island
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AKOAOUBOEIOTE TOUG OPAKATW GUVSECOUG yLa fia BOATa pall TouG...

Follow the links below for a journey with them...

https://www.facebook.com/100057253217804/videos/pcb.1567343811850711/1073668445098106

https://www.facebook.com/100057253217804/videos/pcb.1567343811850711/26997150376629577

https://www.facebook.com/reel/2281725182594996

https://www.facebook.com/reel/1729229018278879

https://www.facebook.com/reel/1563186761358114

https://www.facebook.com/reel/1647479909657402

https://www.facebook.com/reel/1089802480277830

https://www.facebook.com/reel/1596442151876131
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https://www.facebook.com/100057253217804/videos/pcb.1567343811850711/1073668445098106
https://www.facebook.com/100057253217804/videos/pcb.1567343811850711/26997150376629577
https://www.facebook.com/reel/2281725182594996
https://www.facebook.com/reel/1729229018278879
https://www.facebook.com/reel/1563186761358114
https://www.facebook.com/reel/1647479909657402
https://www.facebook.com/reel/1089802480277830
https://www.facebook.com/reel/1596442151876131
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Peumétikn ovvaviia ue Tovg cupUUETEYOVTES 0TO Zepvapio otnv Kevtpikn
Mateia Xxvpov ™v Napaokevny 17/7/2026.
Rebetiko concert with the participants of the Seminar at the Central Square of
Skyros on Friday 17/7/2026.

TuvavAia pepnétikov Rebetiko concert
pe tov Empo Fkovpa kat Tovg cuppetéxovteg oto 17°
S1e0vég oepvapo pepmétikov- Spiros Goumas and the
participants of 17" rebetiko seminar

Kevtpua) mlateia Zxvpov-Central Square Chora 2
Napacksun-Friday 17-7- 2026 9 pp. -——

5

S
N

Avoyyti) ekd1jAwon-Open concert

(, IKYPOZ NAYTIKH ETAIPEIA
ﬁé)&vd‘& 7 SKYROS SHIPPING Co.

https://www.facebook.com/share/v/1BYjjRRM8U/

Quwtoypapieg, video kaL NYNTIKEG KaTaypapes exouv An@lel eGedovtika anod @iAeg kot
PIAOUC, CUUUETEYOVTEC OTO ZEULVAPLO, TTOHPATEPIOTEC KAl UTTOOTNPLKTEC TOU OEULVApPiOU-
ouVavTNOoNG Ao TNV SKUPO TOUG OMOIOUG/EC EUXAPLOTOUUE VEpUd.

Eva ueyddo euxoapiotw ansvGUVOUUE OTOV OUVEPYAT) TOU UOUCLKOU OXNUATOC
Moapanetauévol kat unmevduvou TN LoTooEASa¢ www.rebetikoseminar.com Kwota
TpupwvomnouAo.

Photos, videos and audio recordings have been voluntarily taken by friends, participants of
the Seminar, vacationers and supporters of the seminar-meeting from Skyros whom we
warmly thank.

A great thank to Kostas Trifonopoulos who is partner of the musical group Parapetamenoi
and the person in charge of the website www.rebetikoseminar.com
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Ta Tpayovdia Tov 170v 51e6voic osuvapiov EAAnvika-AyyAika
ue onuewwoeig. The songs of 17th international seminar-meeting
Greek-English with notes.

Henk Stoffel & Kwota¢ Kakovtomoviog- Kostas Kakoutopoulos

Yac euyapiotovue moAv-Thank you very much

1. AnUVELKO (ETUTTEKLKO
Limneiko zeibékiko

Zeibekiko from Lemnos

Instrumental

1928 — Giorgos Deligiorgis
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2. To pumapumepakt

To barberaki

The little barber / The barber girl

Otav katow otnv moAuBpova

KOl LOU KOBELG Ta LaAALL

™V KoPSLA Hou €00 TNV KAEPELS

UE pia OAOYAUKLOL LOTLAL

KoUkAa BEAw va o€ KAVW
KL OTL £XW ag TA XAVW
umpthavtivn va cou Balw

Katoapd Ba cou Ta GTLAXVW

Amo autd Sev kouhavtpilelc
UTTAPUTTEPAKL LOU XPUCO
elpal payka kat koupvala

KL 6Ao Ba 0TV KoTtAVW

Mn Bappeig n epopdLd cou
va gival mavta pag Aorng

Be va papabei va méoel
ooav ta Aéhouda NG yng
Otav ta paAALd 'VIouldpelg
eloal Pevtng katepydpng
oTov KaBpEptn OAO KOLTAELG

Kall Uovilelg Ko pepUApeLg

When | sit down in the barber chair
and you cut my hair,
you steal away my heart

with one honey-sweet glance.

| want to make you beautiful,
even if | lose all I've got.
I'll rub brilliantine? into your hair,

I'll set it all in curls.

That kind of thing won’t work on me?,
my golden little barber.
I’'m a manga, and a clever one too?,

and I'll always slip away from you.

Don’t imagine your beauty

will always stay the same;

it will wither and fall,

like the flowers of the earth.

When you wave and style your hair?,
you liar, you rascal,

you keep staring in the mirror,

ogling and fixing your gaze.
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1. Mnpuavtivn / brillantini: Brilliantine, an oily hair product used to make hair shiny and well-

groomed. It strongly evokes the polished urban style of the old mangas.

2. KouAavtpilelg / koulantrizis: From a verb meaning to handle, manage, manipulate, or bring someone

around. Here, “you won’t koulantriseis me” means “you won’t get me under control / you won’t play

me like that.”

3. Koupvala / kournaza: Feminine of koupvdZog meaning clever, sharp, crafty, street-smart.

4. NrtouAdpelg / ntoularis: One opinion connects this to ovtouAdpw, from French onduler, “to wave/curl

the hair.”

1935 — Giorgos Mpatis

3. Me exkapec toaxmiva

Me ékapses tsachpina

You’ve set me on fire, my flirty girl

M' ékaeg Toaymiva pou wpaia
U Ekaec, Toaxmiva pou TpeAn
U Ekoeg Kot Alwvw ohoéva

pe T 0AOYyAUKS oou To dLAL

Me ta oA6€avOa paAlld cou ¢wg pou
Toaymiva pou "Yelg kA et Tnv Kapdia

W' Ekopeg kL Eva dAakL Swa' pou

B£Aw amo oe mapnyopLa

(Fewo cou adepdakt pou Mapko!)

Ecéva ayamnw tpein EavOld pou
£\a oTn 81K pou ayKaALd
£\0L VO LOU YLAVELG TNV KOpSLA pou

LE Tol OAOYAUKA Gou Ta BLALA

You've burned me, my beautiful flirty girl,
you’ve burned me, my crazy little flirt.

You've burned me, and I’'m melting more and
More

from your honey-sweet kiss.

With your golden-blonde hair, my light,
you little flirt, you’ve burned my heart.

You've burned me and now give me one little
kiss,

| want comfort from you.

— Hey there, my brother Markos!?

You're the one | love, my crazy blonde,
come into my arms.
Come and heal my heart

with your honey-sweet kisses.
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2' €Xw HEC' OTO VOU Pou OAn pLépa

Toaymniva Hou To EeUPELG WG TIOVW I've got you in my mind all day long,

£€\a yla va TApeL 0 Voug W' ayépa

e Tto YAUKO PLAL oou To oTEPVO

1. Tooymiva / tsachpina: A playfu
mischievous.

my flirty girl, you know how | suffer.
Come, so my mind can breathe a little,

with your sweet final kiss.3

I, flirtatious woman. Coquettish, teasing, charming, a little

2. Tewa oov adspdakt pou Mapko!: A spoken shout-out in the recording: “Hey there, my brother
Markos!” These interjections are very common in rebetiko recordings, where musicians praise or call

out to one another, or even themselves mid-song. One reason for this was to secure creative rights

over the song.

3. Ztepvo / sternéd: “Last” or “final.” So to i cou to otepvd is “your final kiss” or “one last kiss.”

1935 — Markos Vamvakaris

4. Mo pa EavBouAa

Gia mia xanthoula

For a little blonde girl

TpayoUubia 6popda Ba nw
pe ¢divo pmouloukakt
Vo VOOTaAYNow Ta maAld

KOLL VOL UTTW OE EPAKL

Ye pta EavBoUAa T ayarw
po mota eivoit Sev to Aéyw
Aydxi cav tnv Bupnbw

oo To aldaKL kKAaiyw

I'll sing beautiful songs
with my fine little bouzouki,
to long for the old times

and fall into deep feeling.?

For a little blonde girl | love,
but who she is, | will not say.
Whenever | remember her a little,

| cry like a child.
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M' autnv eyw apvnénka For her, | turned my back

NG LAvaC LoV TO OTilTL on my mother’s home,?

KOl LLE TTAPATIOVO TILKPO and with bitter sorrow
YUPVW oav Tov oAATn | wander like a drifter.3
Tpayoudia 6popda Ba nw I'll sing beautiful songs

pe ¢ivo pmouloukakt with my fine little bouzouki,
Va VOOTaAYNow Ta maAld to long for the old times
KQLL VAL LUTTW OF PEPAKL and fall into deep feeling.

1. Na unw os pepdxt / na bo se meraki: Literally “to enter meraki.” Mepadxt is hard to translate
directly. It means deep feeling, passion, soulful longing, and emotional absorption.

2. ApvABnka tn¢ navag pov to onitt / arnithika tis manas mou to spiti: “I renounced my mother’s
home.” In this world, leaving the mother’s house is not casual. It means cutting oneself off from
family, safety, respectability, and belonging, all for the sake of love.

3. AMAAtng/ alitis: Literally “vagabond” or “bum,” but in rebetiko it can sometimes carry a more
romantic street meaning: someone outside normal society, wandering, wounded, and living by
feeling rather than respectability.

1940 — Vasilis Tsitsanis

5.Zwn e’ auth Zwitoa pou
Zoi ein’ afti, Zoitsa mou

What kind of life is this, my little Zoi?

ZwA W' autn Zwitoa pou What kind of life is this, my little Zoi,
VO LNV UITopW v EEpw not being able to know
ov p' ayamndc A adka whether you love me, or whether
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TIOVW KAl UTIODEPW | suffer and hurt for nothing?

Kauid dopa xapoyeAag Sometimes you smile,

KOLL TTOTE LETOVLWVELG and other times you change your mind.
TL €XELG OTNV KapSoUAa cou What you have inside your little heart,
6¢€ pou To davepwvelg you do not reveal to me.

Zwitoa pou av W' ayamnag My little Zoi, if you love me

Kal Beg va nouxaow and want me to find peace,

oTnV Mopta oou Ba KatePelg come down to your doorway?

10 Bpadu cav nepdow tonight, as | pass by.

KL otav og dw Zwitoa pou And when | see you, my little Zoi,

tote 0' anodaciow then I'll make up my mind,

KL art' Th povoUla cou guBuig and straight away I'll go

Ba ma' va og {ntrow to ask your dear mother for you.?

1. Ztnv nopta ocovu Ba katePeic / stin pdrta sou tha katevis: “You will come down to your door.”
This shows a modest, old-fashioned courtship scene: the man passes by the house, and the
woman’s appearance at the doorway becomes a private signal of affection.

2. Na og {ntriow / na se zitiso: Literally “to ask for you.” In Greek courtship language, this means to
formally ask the family for permission to marry her.

1937 — Kostas Skarvelis
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6. To pwope tne taBepvac

To mindre tis tavérnas

The tavern minor (sound)?!

Meg otnv TaBépva ta BAapdakia Bpe matdia Inside the tavern?, lads,
0 KaBévag KL £va ovo £XEL oTnV KopdLa each of the good fellows? has a pain inside his
heart.

One is melting and suffering over a dark-haired
0 €vaG ALWVEL KOLL TIOVEL yLaL Lol pLeAaxpvi girl

KL GAAOG TpaYOUSE yiat pia favln while another sings for a blonde one.

WTTOUTOUKAKL U SuThoTtevid Little bouzouki, with double-picked notes?,

yLO TOL LATLA TAG TA YOAQVA for her blue eyes.

TaBepvidpn KEpva KEPVOL HOG KPAGT Tavern keeper, pour, pour us wine.

KaBLoE KOVTA paG Kau YAEVTNOE KL ECU Sit down beside us and join the feast yourself.

For the sake of a young girl®,

yia To xatipt jLag pkpng mother, | became a drunk®.

€YLVaL HAVaL HOU HITEKPG Mother, | became a drunk

Eyva Hava Hou UIekpng for the sake of one young girl.

yla TO XaTipl pLoG JKPAG

1. Muwépe / minére: The minor mode or minor key. It often signals a mood of sorrow, longing,
night-time feeling, and, in this case, tavern melancholy.

2. TaPépva / tavérna: The tavern is one of the central spaces of rebetiko life. It is where pain, drink,
music, friendship, and confession come together.

3. BAapdxia / vlamakia: From BAdung, meaning close friend, mate, or fellow of the same circle.

4. Authonewid / diplopenia: Literally “double plectrum stroke” or “double picking.” It refers to a
lively, ornamented way of playing with the pick.

5. T to xotipt pag pkpng / gia to chatiri mias mikris: “For the sake of one young girl.” Xatipt
means favor, sake, or out of devotion to someone.

6. Mnekprc / bekris: A drunkard or heavy drinker.

1939 — Panagiotis Tountas
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7. QuoaeL 0 pmatnc

Fisdi o batis

The sea breeze is blowing?

Edouvtdplos n BapkoUAA OTNV aKPOYLaALL

TWPA YAEVTL KL ayKoAitoeg xadia kat piia

Quodel o pnatng puoAel T ayEpt

TPEAO ULKPO UOU YAUKO LoV TaipL

Me dhdakia tolta Keiva kal KaAr kapdld

ayartoUAEC Kol popavtla UKL KL appoudiLa

QuodeL 0 UIMATNG XTUTIAEL TO KUUA

TPEAO ULKPO HOU UE KAVELS BUpa

Twpa BaAacoa Kal TeUKO TPEAEG Kol PLALA

Kall Tou €pwta pwAitoa otnv akpoyLaALd

QuodeL 0 UMATNG TTPOG T' AKPOYLAAL

TPEAO ULIKPO POV UE TILAVEL {AAN

Quodel o unatng puodel T ayépt

£\a LLKPO HoU YAUKO Hou Taipt

The little boat has dropped anchor? down by the shore.

Now come the fun, the little embraces,
the caresses and the kisses.

The sea breeze is blowing, the wind is blowing,

my crazy little one, my sweet companion.

With kisses, this and that, and a good heart,

little loves and romances, seaweed and sandy shore.

The sea breeze is blowing, the wave is beating,
my crazy little one, you’ve got me at your mercy.

Now it is sea and pine trees, Fooling around and kisses,

and a little love nest down by the shore.

The sea breeze is blowing toward the beach,

my crazy little one, I’'m getting dizzy.

The sea breeze is blowing, the wind is blowing.

Come, my little one, my sweet companion.

1. Mrnadrtng / batis: A light sea breeze, especially the kind that blows in from the sea.

2. Edouvtapioe / efountarise: From nautical language, meaning “it dropped anchor.”

1947 — Vasilis Tsitsanis
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To mapdBupo KAELOPEVO
odaAlyuEVo OKOTELVO
yla 1toto Aoyo Sev T' avolyelg

TELOMATAPA VA O LOW

Avole davolge
ylati dev avtéxw
dtavel ma GTAvel mia

Vo JE TUPAVVACG

Zepootallaoa ot aylall
WPEG VoL 00U TPpayoudw
n kopSLd pou dAoyeg Byalet

po g Byaivelg va og Ldw

8. Avolée avolée
Anoixe, dnoixe

Open up, open up

The window is closed,
shut tight and dark.
Why won’t you open it,

you stubborn girl, so | can see you?

Open up, open up,
because | cannot take it.
Enough now, enough now,

stop tormenting me.

I've been left standing in the cold night air,
singing to you for hours.
My heart is bursting into flames,

but you won’t come out so | can see you.

1948 — Lyrics: Charalampos Vasiliadis, Music: Giannis Papaioannou
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9. Ac unv teAewwve n Bpadla

As min télione i vradid

If only the night would never end

Kat' ant' to pwg tou peyyaplol Under the moonlight,

Ta xadla evog maAkaplol the caresses of a fine young man?

v EehoyLalave we’re leading her astray.

lMNarti tnv kpataye opyta Because he held her tightly,

Kal to GLALA TOU Ta TIVIXTA and his breathless kisses

v cuvtapalave were shaking her to the core.

Avti kaBwg o viog pe xadla tn vavouplle And as the young man

oo pebuopévn autr pe YAUKa Tou lulled her with caresses,like someone
HouppoUpLLE: drunk,she murmured sweetly to him:
Y ayonw! | love you!

Y ayonw! | love you!

Na 'tav va pnv tTeAelwoet etoltn n yYAUKa If only this sweetness would never end,
TIOU HoU peBdel Tnv KapdLd the sweetness that intoxicates my heart.
Y ayonw! | love you!

Y ayonw! | love you!

Onwg eloat edw Kovta pou With you here beside me,

oTo BeAoUSLVO ovTd pou in my velvet chamber,?

oG NV TEAELWVE N Bpadla if only the night would never end.

1. NaAwapt / palikari: Literally a brave young man or lad. In Greek slang, it can often mean an
attractive, strong, masculine young man, with overtones of courage and charm.

2. BehoUSwo ovtd / veloldino onta: Ovtdc is an Ottoman-era word for a room or chamber.
BeAoU61vo means “velvet,” so the phrase creates a luxurious, sensual, private space.

1948 — loanna Georgakopoulou
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10. NMAnpodoplec

Plirofories

Reports (about you)

Aoxnueg mAnpodoplieg
pou 'dwoav pou 'dwaoav yla oévave
JLE TOL AOYLOL TIOU MOV €lmav e TTANYWOo Ve

N KapSLd Hou o XaPTL TV TOOAAKWOAVE

Mou 'mtave to apeABov cou
OTL €l- OTL lval OKOTEWO
WG KAl YPAUUOTA HOU OTEINAVE VWVU LA

oo 'dw kal mépa OUWC KAToe Gpovipa

Zéxooa Ta MEPACUEVA
Kal &g Ta Kot 8e to Bupapal ma
0.0' To GEPOLUO MOV ElXeC TO SUTPOCWTTO

Kolta Twpa va pe BYAAELS ACTIPOTIPOCWITO

Ugly reports?
they gave me, they gave me about you.
The things they told me wounded me,

they crumpled up my heart like paper.

They told me about your past,
that it is, that it is dark.?
They even sent me anonymous letters.

From now on, though, you’d better behave.

I've forgotten what came before,
and | don’t, | don’t remember it anymore.
Leave behind that two-faced way you had,

and now make sure you do me proud.?

1. Aocxnueg mAnpodopicg / aschimes plirofories: “Ugly reports” or “bad things | heard.” The phrase
suggests gossip, warnings, and reputation, which mattered strongly in the social world of these
songs.

2. To mapeABdv oou sival okotewvod / to parelthdn sou ine skotind: “Your past is dark.” This does
not necessarily name a specific crime or scandal. It suggests a shadowy reputation, past
relationships, or behavior that society would judge.

3. Na pe ByaAelg aonponpoowno / na me vgalis asproprosopo: Literally “to bring me out white-
faced,” but the idiom means “make me proud,” “prove me right,” or “do not shame me.”

1948 — Tolis Charmas
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11. Eloat n yuvaiko mou youotapw

[se i yinéka pou goustdro

You're the woman | likel

Eloat n yuvaika mou youotdpw €Aa mia S1KN
LOU Va O€ KAVW

0€ YOUOoTApw Kal yl' autd Ba oto w TiLa 8&
Baotw eloat n yuvaika mou youotapw

’

Ba oto nw Tia & BAOTW O YOUOTAPW KO YL
0UTO €A TiLaL SIKH OV VOL O KAVW

‘EXELg KATL TTOU UE EeAoyLalel

AaAAnve &g Bpilokw vo oou polalet

OpopdN HOU YONCOoo TWPA IOV O€ YVWpeLoa
&AAnve 8¢ Bpiokw va cou potalel

TWPA TIOU O£ yvwploa opopdn pou yonooa

£XELG KATL TTOU HE EeloyLalel

JU LOVAXQ TILOL LE KOUHLAVTAPELG BPHKEG TO
KOUWTTL KOlL L€ TOUUTTAPELG

opopodn punoéulooa mAdva Abnvailooa

BPHKEG TO KOUUTTL KOLL LE TOU UTTAPELG

mAdva ABnvailooa, Opopdn pUnoéuloca’

OU HOVAXQL TILAL L€ KOULOVTAPELG

You’re the woman | like. Come now, let me
make you mine.

I’'m into you, and that’s why I’ll tell you, | can’t
take it anymore. You're the woman | like.

I'll tell you, | can’t take it anymore. I’'m into
you, and that’s why come now, let me make
you mine.

You've got something that leads me astray.
| can’t find another woman like you.

My beautiful enchantress,

now that I've met you,

| can’t find another woman like you.

Now that I've met you, my beautiful
enchantress,

you’ve got something that makes me lose my
mind.

You're the only one who controls me now.
You found my weak spot
and turned me upside down.

Beautiful bohemian woman, deceptive
Athenian girl,

you found my weak spot and turned me upside
down.

Deceptive Athenian girl, beautiful bohemian
woman?,
you’re the only one who controls me now

1. Tlouotdpw / goustaro: A slang verb meaning “I fancy,” “I desire,” “I’'m into,” or “I really like.”

2. Mnoéuooa / boémissa: A bohemian woman, someone free-spirited, unconventional, artistic, or

outside strict respectable norms.

1948 — loanna Georgakopoulou
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12. To kawvoUpylo TOLPTETEAL
To kainourgio tsiftetéli

The new tsiftetelil

Toldtetél pe prmouloUKL wy A tsifteteli with bouzouki, oh,
o€ VTOUTEVL TOUPKLKO in a Turkish tuning.?

£\a LAYKA LOU V' aKOUOELG Come, my mangas, and listen
TO OKOTIO TOU TO YAUKO to its sweet melody,
TOLOTETEAL pe pmouloUKL a tsifteteli with bouzouki

o€ VTOUZEVL TOUPKIKO in a Turkish tuning.

Otav nailel o Tottoavng wy When Tsitsanis plays, oh,
that Arab-style picking,?
and the Arab girl beside him*

plays a fine baglama,

TNV QPATILKN TIEVLA
Kal n aparniva dtmha
nailel pivo pmayrapd

, , . everyone drinks and breaks loose
OAOL TTILVOUV Kall T OTTAVE Y

LE PEPAKL TN KAPSLE with meraki in their hearts.

ToupTetéAL pe purougoukt wy A tsifteteli with bouzouki, oh,

famous throughout the world.®
Everyone dances it and says,
“Put it on again, lads!”

The new tsifteteli

EaKOUOUEVO OTO VTOUVLA
TO XOPeLOULV KL ONOL Aéve
EavaBalte To maldLd

TO KOWVOUPYLO TOLDTETEAL

He ™ yOPTIKN Tevid with its Gypsy-style picking.®

1. Touptetéh / tsiftetéli: The familiar 4/4 dance rhythm
Ntoulévt / douzéni: A tuning, especially a non-standard or special tuning used by bouzouki
players but originating in older instruments like the tambouras.

3. Aparukn ntevid / arapiki penia: Literally “Arab-style picking.” The phrase points to a style of
playing heard as eastern or exotic.

4. Aparniva / arapina: A term historically used in Greek songs for a woman imagined as Arab,
African, or generally “Eastern” and exotic.

5. Nrtouwvidg / dounias: Meaning “the world.” Zakouopévo oto vtouvid means “famous throughout
the world.” It is a common word in rebetiko songs.

6. TO0dtkn nevid / gyftiki penia: Literally “Gypsy-style picking.” Stands for a fiery, ornamented,
musical style rather than a precise ethnic description.

1949 — Vasilis Tsitsanis
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13. Ae pe otepavwveoal

De me stefandnesai

You won’t marry me?

TLog HEAAEL E0EVA KL AV YUPVW What does it matter to you

TO KOPUL W OKOUO KL AV TIOUAW if | wander around, even if | sell My body?

TIEVTE XPOVLOL OU LE TUPAVVAG For five years you’ve been tormenting me.

6¢e e otedavwvelg, He YEAAG You won’t marry me, you're leading me on.2

MLa yuvaika Teg mwe mépooe Just say that a woman passed through your
life,

xadwa kat W\ oe képaoe and treated you to caresses and kisses.

karota pépa Ba pe Bupnbeig One day you’ll remember me,

otav otn {wn Ba koupaoTEig when you grow tired of life.

Kdrmolog aAlog Ba pe mavtpeutel Some other man will marry me,

n kapSoUAa cou Ba patwbet and your little heart will start to bleed.

TOTE TMAEOV pOvVoG Ba yupvag Then you’ll wander alone,

oto uebuot epéva Ba ntdg and in your drunkenness you'll be asking for
me.

1. Ae pe otedpavwveoar / de me stefandnesai: Literally connected to oteddvy, the wedding crown used
in Greek Orthodox marriage. Me otedpavwvelg means “you marry me.” So the title means “you won’t
marry me.”

2. Me yehdg / me gelas: Literally “you laugh at me,” but idiomatically it means “you deceive me,”
“you’re fooling me,” or “you’re leading me on.”

1946 — Vasilis Tsitsanis

105




14. KapdLa pou mage va movac
Kardid mou pdpse na ponds

My heart, stop hurting

Kapdia pou nade va movag My heart, stop hurting

KOlL VOL TTOPATIOVLEDQLL and stop complaining.

Py’ Tov Kanpo oou oTo Kpaot Throw your sorrow into the wine
Kall LNV Th cuAloyLécat and don’t keep thinking of her.
KapdLd pou ae va Tovag My heart, stop hurting

KOlL VOL TTOPATTOVLEDALL and stop complaining.

Kapdia otnv amnwotn kapdld Heart, never put your trust
moté un Sivelg Bdaon in an unfaithful heart.

MNarti 6g va 'pBet pla Bpadia Because there will come a night
miou Ba ot eyeldoel when it will deceive you.
KapdLd otnv amLotn Kapdld Heart, never put your trust
moté un Sivelg Bdaon in an unfaithful heart.

Kapdia pou Sev Ba Bpelg ko My heart, you will never find
KapdLd Tou va oou polalel another heart like yours.

M' auto un Badelg péoa cou So never let

TIOTE OOU TO HaPAll deep sorrow settle inside you.!
kapdLd pou Sev Ba Bpelg KapLd My heart, you will never find
KapdLd Tou va 6ou poLalel another heart like yours.

1. Mapal / marazi: A deep, wasting sorrow, often caused by love, longing, or disappointment. It is not
just sadness, but a grief that settles inside and slowly eats away at a person.

1948 — Manolis Chiotis
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15. Aev o€ BeAw Bpe ykpwLapa

Den se thélo vre grinidra

| don’t want you, you nagging woman

Bpe yKpLvLApa TIPETIEL TILOL VAL XWPLOTOULE You! nagging woman, it’s time for us to part.
6g 0’ avtéXw oTo "YW TIEL KL AAAN dopa | can’t stand you anymore,l’ve told you that
before.

Mou 'xeig paet tn {wn pou

. , You've eaten up my life,
O€ og BéAw TILAL UIKPT MOV

’ .
00U T0 Méw KaBapd | don’t want you anymore, my little one.

I’'m telling you plainly.

KaBe pépa pe tn ykplva pe TTANYWVELS

, , , , , Every day with your nagging you wound me.
Slxw¢ Adyo kaBe TO00 pou KOANAG

For no reason, every so often, you get on my back.?

Ae og BEAW PBpe ykpvLdpa

| don’t want you, you nagging woman,
KoL yla og 6e Sivw dudpa

and for you | wouldn’t give a penny.?
KoL e OTtolov Beg va mag

Go with whoever you like.

Ag ta KAGpata Kot yvwpn dgv aAAGlw
Stop the crying, I'm not changing my mind.
Ba xwpiooupe nwg B£AeLG va oTo W
We’re going to split up, how else do you want me

to say it?
Bpe ykpwidpa Ba o’ adrow

. , .
KL oo oéva Oa yAlotpriow kot 6’ aAAGéw ma You nagging woman, I’'m going to leave you.

oKomo I’ll slip away from you, and change my tune from
now on.

Bpe / vre: A very common Greek vocative particle. It can sound affectionate, annoyed, familiar,
teasing, or rude depending on context.

Mou koAAdG / mou kollas: Literally “you stick to me,” but idiomatically here it means “you get on my
back,” “you pick at me,” or “you keep pestering me.”

Aev Sivw dudpa / den dino dyara: Literally “I don’t give a two-coin.” An idiom meaning “I don’t care
at all” or “I don’t give a damn.” Audpa refers to a tiny, low-value coin from the old Greek currency.
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1949 — Panagiotis Petsas

16. Ma elval kot ©eoc

Ma ine kai Theds

But there is a God too

Baoaviotrpla pou €Koveg TTOAAG
KaL N oydrtn Tou oou ixa miye otpadt

po elval kat ©g6¢ ou BAETEL oo PnAd

Kal éva éva oto TedTEPL TOU Ta ypadeL

Kt av toahamnatnua sipot kaBevog
KAl LEG OTOV BOUPKO TOU HE TIETOEEC KUALELLOL
po eival kot ©g6¢ ou BAETEL oo PnAd

KaL e TNV OKEPN TILOL AUTH TIOPNYOPLEUOL

You put me through so many torments,
and the love | had for you all went to waste.

But there is a God too, who watches from
above,

and one by one He writes them in His ledger.!

And even if | am something for everyone to
trample on,

and I roll in the mire? where you threw me,
there is still a God who watches from above,

and with that thought now | comfort myself.

, , , , , And even if | am a boat in life with no oars,?
Kt av elpat Bapka otn {wn xwpig kouma

. . . and your heartlessness* keeps wounding my
KOLL TNV KapSLA LOU N amovLd 60U TNV TANYWVEL o
eart,

po eival kat ©g6¢ ou BAEMEL oo PnAd o
there is still a God who watches from above,

KL Ao tn Kpion tou Kavévag 6 yATwvel o
and from His judgment® no one can escape.

Tedtépe / teftéri: A ledger or account book. Often suggests debts being written down.
Boupkog / vourkos: Mud, mire, or moral filth. “The mire where you threw me” suggests disgrace,
ruin, and social degradation.

3. Bdapka xwpig kourid / varka choris koupia: “A boat without oars.” A strong image for
helplessness and lack of direction in life.

4. Anowvid [/ aponia: Heartlessness, lack of compassion, emotional cruelty. It is a common word in
Greek love songs for the beloved’s coldness.

5. Kpion / krisi: Judgment. Here it means divine judgment, the final moral reckoning from which no
one can escape.

1953 — Stavros Tzouanakos
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17. To KOKKLVO pLavTAAL

To kokkino mantili

The red handkerchief

AuTn KapdLa mou MANYwoeg otalel akopa aipo  This heart that you wounded is still dripping

blood,

Kat 'Baa to pavtAL pou Kot To 'oTea o€

oéva and | stained my handkerchief and sent it to
you.

Mo v KapdLd mou €odateg Sev BEAW eyw va

KAaeLg For the heart you slaughtered, | don’t want you
to cry.

KPATNOE TO MOVTAAL HOU Ta XEAN ooU val

Baderg Keep my handkerchief to paint your lips with.!

Ma oéva ETpLvn KapdLd auto to pavpo Seiil For you, stone-hearted woman?, on this dark
evening,?

| stained with my blood my white handkerchief.
£Baa He TO alpa LOU TO AOTIPO HOU HOVTAAL
’ , ) However heartless you may be?, you’ll shed
Ooco kot va 'ocat acmAaxvn Lo otdAa Ba one little tear
SakpuoEeLg,

when you lay eyes on my red handkerchief.
TO KOKKLVO HavTAAL pou otav Ba T avtikploelg

1. Toaxeiln oov va Baderg / ta chili sou na vafis: “To paint your lips with.” This is one of the song’s
strongest images. The beloved is told to use his blood-stained handkerchief like makeup, turning
his pain into her beauty.

2. Nétpwn kapdid / pétrini kardia: “Stone heart.” A classic image for someone without pity,
tenderness, or emotional response.

3. Maupo il / mavro dili: “Black evening” or “dark dusk.” Asi)tis the evening twilight, a poetic
time of fading light. With paUpo, it becomes a moment of grief and emotional darkness.

4. Aomnhayvn / asplachni: Heartless, pitiless, lacking compassion. It comes from the idea of being
without omAdyva, the inner organs, which in Greek can symbolize deep feeling and mercy.

1957 — Vasilis Tsitsanis

109




18.'EAa kAve pou mapea

Ela kdne mou paréa

Come keep me company

MNaife pmouloUkL pou yAuKA Play sweetly, my bouzouki,

yla pa kapdid it ayomd for a heart that loves.

lOWC KAl VOLWOEL TO UEYAAO LOU KANUO Perhaps she may feel my great sorrow.?
‘EAQ KAvE pou TtapEa Come keep me company,

Tou 'vai n Bpadld wpaia the night is beautiful.

un 1 apnvelg Eehoylaotpa Don’t leave me, enchantress,?

va opapAw UE T aotpa muttering to the stars

LEC OTLG VUXTEG VA YUPVW and wandering through the nights.
Autnv TNV 6popdn Bpadld On this beautiful night,

Koupayto SOALa pou KapdLa take courage, my poor heart.

ATV YPAUUEVO AT’ ayarn va TTovw It was written that | should suffer from love.
'OAo YAuKLa Sumthomevia All sweet double-picked notes?

yla ogv' akoUEL Yeltovid the neighbourhood* hears for you,

pa 'ol Sev Byalvelg Eeloyldotpa va og dw but you won’t come out, enchantress,

so | can see you

1. Kanudc / kaimds: Deep sorrow, yearning, or heartache. It is one of the central emotional words
of rebetiko and laiké song.

2. Zeloywdotpa / xelogiastra: A woman who seduces, enchants, or leads someone out of his senses.
It has a strong romantic and slightly dangerous feeling, like “temptress” or “enchantress.”

3. Authomnevia / diplopenia: Literally a double stroke of the pick. In bouzouki playing, it suggests a
lively, expressive picking pattern.

4. Tewowvid / geitonia: The neighbourhood. In older Greek songs, the neighbourhood is a social
world that hears, sees, and often judges love affairs.

1960 — Spyros Peristeris
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19. lNaitavodppudovoa
Gaitanofrydousa

Girl with the braided brows1

‘EAa v tape kel TTOU A£G Come, let’s go where you say,
TIOU KAVOUV TO TIOUALA GWALEC where the birds make their nests.
£€\a va Ttape gpeig ta Suo Come, let the two of us go

o’ éva aumnéil Spooepd to a cool vineyard.

‘EAQ va mApE TaiplL pou Come, let’s go, my companion,?
KL 0lG GEPOUVE TO YAUTTEPL OV and let them bring news of me.3
£\a va TTAPE PATLa JHou Come, let’s go, my darling,*

KL 0lG G£POUVE TO KOUUATLA LOU even if they bring me back in pieces.
‘EAa va mdpe oto vnol Come, let’s go to the island,

N LAva oou eYw KL €0V your mother, you and .

£\a va Ttape poloa Lou Come, let’s go, my russet girl,®
KoL yaitavodpudovoa pou my girl with the braided brows.
‘EAaL TO ypnyopoTEPO Come as quickly as you can,

VoL 0’ ayarnow moTepo so | can love you even more.

£\a va Ttape gpeig ta Suo Come, let the two of us go

o’ éva ayépL 6pooepd into a cool breeze.

The lyrics in this song demonstrate a common pattern in older rebetiko and Greek folk songs, where the
lyricist is composing a song by combining pre-existing traditional verses. Variations of most phrases in this
song can be found in many different Greek folk songs.

1. Taitavodppudovoa / gaitanofrydousa: A poetic compound from yaitav, a braid, cord, or
decorative trim, and ppUdL, eyebrow.

” u

2. Taipt pov / tairi mou: “My companion,” “my mate,” or “my match.”
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3. Xoaunépt/ chambéri: From Turkish haber, meaning news or message. Ag ¢£pOUVE TO XOUTIEPL LOU
means “let them bring news of me”

4. Maua pou / matia mou: Literally “my eyes.” A very common Greek term of endearment, close to
“my darling” or “my precious one.”

5. PoUoa pou / rolisa mou: PoUca means a fair, reddish-blonde, or russet-haired woman.

1961 — Markos Vamvakaris

20. TpLKAALWVO (ELUTTEKIKO
Trikalino zeibékiko
Zeibekiko from Trikala

Instrumental

1939 — Vasilis Tsitsanis
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