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ESSAYS



Aesthetics and Techniques in
the Electroacoustic Music of
Iannis Xenakis

by NIKOLAS VALSAMAKIS

The Thought of Iannis Xenakis and the Electronic Medium

Xenakis's thought was developed in the context of the postwar
musical avant-guard in the fifties. His roots date back to the the-
ories of Edgard Varese and Italian futurism. Xenakis showed a
strong interest in formal and mathematical procedures in music.
He was aware of the scientific and technological advances of his era
and introduced many related ideas in his works. His work in elec-
troacoustic music was a logical step toward a thorough investiga-
tion of various possibilities in musical composition.

Historical Context: Modernism and the
Musical Avant-garde

Xenakis's artistic activity should be examined in the context
of the postwar musical avant-guarde and the associated movements
of modernism. A reference to some key features of modernism
would help in the understanding of Xenakis's musical thought.

A first aspect of modernism was the reaction against the prior
aesthetic and philosophical forms of romanticism and classicism.

NIKOLAS VALSAMAKIS studied computers and music technology in
Athens and London. He received a Msc in Music Information Technol-
ogy from City University, London. He has worked with KSYME (Center
for Contemporary Music Research) in Athens since 1989. He is a found-
ing member of the non-profit music and theater company "Prospecta,"
with a range of performances in Athens. Works have been performed in
Athens Festival—Herodium Theater, Goethe Institute, Ancient Theater
of Delphi, among others. He currently teaches Music Technology at
AKMI College in Athens.
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This negation of the principles of the previous tradition is
expressed in music with the destruction and rejection of the ear-
lier harmonic, melodic, and sonata forms of tonality in favor of the
extension of dissonance and ambiguity. This approach led to the
necessity of revolutionizing the "language" of music itself and to
experimentation with musical form (Burger 1984).

The desire for experimentation is associated with the fascina-
tion with technology and science. Technology affected not only the
means of production and reproduction but also comprised a new
aesthetic stimulus in terms of the subject matter of music itself
(Burger 1984, Poggioli 1982).

In parallel with the interest in technology and science mod-
ernism expressed a belief in progress, constant innovation, and
change. Modern artists defined their role as leading this process
through a radical intervention in art and culture (Poggioli 1982).

Another feature was the trend toward theoriticism. This the-
oriticism manifested itself in many theoretical texts which pre-
ceded the creative process and intended to legitimize it. A
characteristic feature was the publishing of polemical manifestos
by the different schools (Poggioli 1982).

Finally, the different modernist movements positioned them-
selves between the extremes of rationalism and irrationalism,
objectivism and subjectivism.

1.2 Music and Mathematics
Xenakis explains that in 1954 he started considering the

application of mathematics to music. The reason was twofold.
First, it grew out of a musical necessity to go beyond the impasse
of serial composition. Second, Xenakis was interested in the musi-
cal characteristics of various sound events encountered in the envi-
ronment. Moreover, Xenakis was influenced by the new paradigm
in modern physics and the scientific thought of his contempo-
raries. Those reasons led him to conclude that the application of
mathematics was necessary in order to cope with the problems of
musical composition (Xenakis 1990: 8-9).

The use of mathematics and formal logic soon led Xenakis to
employ computers in the compositional process and investigate
the problems of composition more thoroughly as he was freed from
the tremendous amount of work and time he had previously spent
on complex calculations. The computer provided him the appro-
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priate framework to explore both algorithmic composition and
sound synthesis.

Algorithmic composition is based on the utilization of logical
procedures in music. An algorithm could be defined as a sequence
of instructions for accomplishing a task (Dodge & Jerse 1997).
Algorithms can be translated into a programming language and
executed on a computer.

Furthermore, besides organizing the different aspects of a
composition, the computer is capable of producing the sound
itself. With the help of an analog-to-digital converter, computers
allowed the composer to control the finest details of the sound syn-
thesis process to a much higher degree than older analog methods.
In Xenakis's own words:

With the aid of electronic computers the composer
becomes a sort of pilot: he presses the buttons, introduces
coordinates, and supervises the controls of a cosmic vessel
sailing in the space of sound, across sonic constellations
and galaxies that he could formerly glimpse only as a dis-
tant dream. (Xenakis 1992: 144)

1.2.1 Breaking with the Musical Orthodoxies of the Postwar Era
In 1955 Xenakis published his first theoretical writing on

music. It was an article called "The Crisis of Serial Music," which
was included in the first issue of Die Gravesaner Bldtter. In that arti-
cle he strongly criticized the theory and practice of serial music.
Serialism was the dominant musical direction in Europe at that
time. It was pioneered by Boulez and Stockhausen and evolved as
an extension of the twelve-note method introduced by Schoenberg
and developed by Webern. That article was acknowledged as a
landmark in the evolution of the musical thought of the twentieth
century. Xenakis observed the weakness of the serial system and
concluded that this was due to linear thinking and the increasing
density of polyphonic structures. He criticized the inner contra-
diction of the system where the organization of the musical ele-
ments was unrelated to the audible result.

Linear polyphony destroys itself by its very complexity;
what one hears is in reality nothing but a mass of notes in
various registers . . . There is consequently a contradiction

Aesthetics and Techniques in the Electroacoustic Music of Xenakis
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between the polyphonic linear system and the heard result,
which is surface or mass. . . . When linear combinations
and their polyphonic super positioning no longer operate,
what will count will be the statistical mean of isolated
states and of transformations of sonic components at a
given moment. . . . The result is the introduction of the
notion of probability, which implies, in this particular
case, combinatory calculus (reprinted partly in Xenakis.
1992: 8)

Xenakis proposed that similar musical phenomena could be
better described by statistical means that suggest a closer relation
between the compositional method and the perceived sonic result.
Moreover, he charged the serial system that the focus on geomet-
rical symmetries lent a static feature to the music. In contrast, the
use and manipulation of probability functions was capable of pro-
ducing dynamic structures subjected to transformations. This
introduced the concept of large-scale control of complex sound
events rather than their analytic and mechanistic elaboration. This
is exactly as in science where statistical methods were used as tools
for the overall understanding of exceedingly complex phenomena.

A second, more general, criticism was that serial manipula-
tions were nothing but limited cases in the vast domain of combi-
natorial analysis.

Why not a continuous spectrum of frequencies? . . . of tim-
bres, intensities, durations? The serial principle was only
a particular case of combinatory calculus. Why limit the
combinations to only 12 terms, why not extend them?
(Matossian 1986: 85)

1.2.2 The Statistical Character of Natural Events
Xenakis was attracted to many sound events in the environ-

ment, such as the cicadas in the summer, the raindrops falling on
a rooftop, or the waves crashing on the cliffs. He observed that all
of these sound events consisted of a large number of individual
sounds that are perceived as one distinct sound. For example, the
listener does not listen to each separate raindrop but perceives the
phenomenon of rain as a unified sound.

The dissociation of the above examples (the cicadas, the rain,
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or the waves) from their semantic context would reveal their phys-
ical properties as sounds. All of these sounds were subjected to the
same statistical laws. These laws can describe the passage from
complete order to total disorder in a continuous or abrupt manner
(Xenakis 1992: 9). Xenakis was interested in analyzing similar
sound events found in the environment (natural or urban) and uti-
lizing their model in the compositional process. Therefore, a sci-
entific analysis of the various phenomena was necessary in order to
derive the associated laws.

1.2.3 The Paradigm of Modern Physics
Xenakis's musical thought had been influenced by the

advances of modern physics. He delivered ideas of new physics into
musical composition. The twentieth century was characterized by
a radical change in the analysis and description of the natural phe-
nomena (Kuhn 1962). A shift in the dominant paradigm occurred
with the abandonment of the Newtonian model of a mechanistic
universe subjected to deterministic laws, toward a relativistic
model of a non-determinant universe. Xenakis introduced in his
musical thought such concepts as the Theory of Relativity pro-
posed by Lorenz-Fitzerald and Einstein, the theory of quantum
mechanics by Max Planck, and the theory of indeterminacy by
Heisenberg (Xenakis 1992: 255-67).

As an example, according to the Kinetic Theory of Gases, the
molecular density in a cloud of gas is such that it is impossible to
calculate the momentum and the location of each individual par-
ticle. Therefore, what concerns the observer of the phenomenon is
the properties of the whole mass of the particles, which is calcu-
lated statistically. Xenakis transferred this model into music and
applied it in order to handle the large amount of musical infor-
mation occurring in a composition.

1.2.4 Stochastic Music
The utilization of statistical methods in his compositions led

Xenakis to name his music stochastic. He used this term in honor
of probability theory. It comes from the Greek word "stochos"
meaning "target" or "aim." The word stochastic was first used by the
mathematician Jacques Bernoulli. Bernoulli defined the law of
large numbers and invented the Calculus of Probabilities. The law
of large numbers implies that the more numerous the phenomena
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the more they tend toward a stable state, toward a goal, or "sto-
chos" (Xenakis 1990: 4-5).

I think this has been my main contribution to contempo-
rary music: masses of sounds controlled like clouds by
means of probabilities that shape the clouds statistically.
(Varga 1997: 142)

Xenakis was convinced of the need to introduce scientific
thought and mathematics into composition. Pithoprakta (1955-
56) for orchestra was the first composition in which he applied sto-
chastic procedures in his music. Stochastic procedures are capable
of handling large amounts of data as was the case of Xenakis's
clouds of sounds. A stochastic procedure integrates random num-
bers in the compositional process. Next, the output of the random
generator was weighted by the use of a probability distribution or
distribution lookup table. Different probability distributions
(uniform, linear, exponential, Gaussian, Poisson, Cauchy,
Bernoulli, etc.) produce different results.

A random walk is a stochastic procedure in which the succes-
sive results of a random generator are added together. The results
of the above procedure can be limited between predefined bound-
aries. A random walk that makes use of a Gaussian propability dis-
tribution with a mean value of 0 is called Brownian motion
(Dodge & Jerse 1997).

Xenakis also made use of Markov chains. A Markov chain is a
system whereby the probability of occurrence of a future event is
determined by the occurrence or state of one or more events in the
past. As such, Markov chains introduce a sort of memory into the
stochastic process (Lorain 1980).

Despite the application of mathematics and formal procedures
in his music, Xenakis never felt that he would be restricted to a
formal logic or that he should accept unquestionably the results of
a stochastic process. In contrast to other composers, such as Hiller,
he was prepared to alter, rearrange, and refine the outputs of the
stochastic functions according to his own aesthetic criteria.

1.2.5 Toward Electroacoustic Music
In the postwar period many of the leading composers of the

musical avant-guard were affected by the technological advances
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and turned to the electronic medium for the analysis and genera-
tion of sound. Xenakis's involvement with the electronic medium
was influenced by two distinctive instances in the early history of
twentieth-century music, the sound experiments and philosophy
of Italian futurism, and the work of the French composer Edgard
Varese.

Futurist theorist Severini wrote that art should evolve hand in
hand with science. The composer Luigi Russolo argued in his man-
ifesto "The Art of Noises" (1913) that "musical evolution is paral-
leled by the multiplication of machines." In his music he tried to
express the new urban and industrial soundscape. Rejecting the
limited range of timbres of the conventional instruments, he pro-
posed the construction of entirely new instruments capable in
emulating the large variety of sounds encountered in the natural
and industrial environment (Apollonio 1973).

Edgard Varese, from 1920 on, called for new sound materials
and, like the futurists, linked the progress of music to the devel-
opment of new instruments. He imagined electronic instruments
which would one day enable the composer to obtain "any vibration
of sound, . . . any differentiation of timbre, of sound combinations,
. . . a sense of sound-projection in space" (Varese 1971). He called
his music "organized sound" and defined himself as "a worker in
rhythms, frequencies, and intensities." His music was concerned
more with timbre, texture, and rhythm and his compositions were
based on abstract forms created by blocks and masses of sound.

1.3 Classification of the Electroacoustic Works of Xenakis
Between 1957 and 1994, Xenakis officially composed sixteen

electroacoustic works (Salabert 1997). His works can be classified
into three categories according to the techniques he applied. These
categories also correspond to three different periods in his compo-
sitional career (Solomos & Hoffman 1998).

The first period can be defined between 1955 and 1977. Dur-
ing that period, Xenakis applied to his electroacoustic music
mainly tape manipulation techniques and used both concrete and
synthesized sounds. The works composed during this long period
can be further subdivided into two separate categories:

In the first sub-category there are the compositions
realised in the studios of Groupes de Recherches Musicales
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(GRM): Diamorphoses (1955), Concret PH (1978),
Analogique B (1959), Orient-Occident (1960), and Bohor
(1962). It is worth noting that during that period Xenakis
proposed and applied the concept of granular synthesis as
a new sound synthesis technique.

In the second sub-category there are the compositions
intended as the musical part of Xenakis's Sound and Light
spectacles: Hibiki Hana ma (1969-1971), Persepolis (1971),
Polytope de Cluny (1972), and La Ligende d'Eer (1977).
Although Mycenae Alpha (1978) was also the music of a
spectacle it is classified into the next category according to
the applied techniques. Finally, the ballet music of Kraan-
erg (1968-69) can be added to this sub-category.

The second period can be defined by the utilization of the
UPIC system, developed in CEMAMu. Between 1978 and 1989
Xenakis composed four works with the UPIC system: Mycenae
Alpha (1978), Nur la Paix (1981), Tauhiphanie (1987), and Voyage
absolu des Unari vers Andromede (1989).

In the third period, between 1991 and 1994, Xenakis used the
GENDY program, with which he investigated stochastic wave-
form synthesis. With the GENDY program he composed two
works: Gendy3 (1991) and S.709 (1994).

2.0 Electroacoustic Music Realized in the Studios of
Groupe de Recherches Musicales and the Granular
Synthesis Concept

Xenakis began working seriously on music in the early 1950s.
At the same time he was attracted by the new idiom of musique
concrete. There is evidence that during that time he attended the
first concerts of the Group de Recherche de Musique Concrete
(Matossian 1986: 76). In that period Xenakis was highly inter-
ested in systematically examining the physical properties of sound.
The studio of the French radio provided him with the opportunity
to study and experiment directly with sound material, investigate
a new composing medium, and participate in one of the most
important places of that period's musical avant-garde.

14
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2.1 Early Electroacoustic Music Techniques
The studio of the Groupe de Recherches de Musique Concrete

was the first dedicated electroacoustic music studio ever. Initially
the studio was equipped with a disk-cutting lathe, four turntables,
a four-channel mixer, filters, an echo chamber, and a mobile
recording unit. Later, in 1951, the studio reconstructed and
expanded with new equipment. Among other appliances there was
a three-track tape recorder, which was used for tape manipulation
techniques; the Motphophone, a machine with ten playback heads to
replay tape loops producing multi-tap delay and echo effects; the
Tolana Phonogene, a keyboard controlled machine to replay tape
loops at twenty-four different speeds each adjusted by the com-
poser; the Sareg Phonogene, a machine that played tape loops at a
continuously variable range of speeds controlled by a slider; and
the Potentiometre d'Espace, which was a device that distributed live
an encoded soundtrack across four loudspeakers, including one
hanging from the center of the ceiling (Palombini 1999).

Xenakis used the above mentioned equipment and applied var-
ious techniques, mainly tape-machine manipulations. Tape speed
changes altered the character of a sound, raising or lowering its
pitch. Having at his disposal equipment such as the Tolana
Phonogene or the Sareg Phonogene, he could experiment with control-
ling the tape speed by using a keyboard or a slider. The above
equipment allowed the composer to control the tape playback in
real-time by applying discrete, pre-adjusted speed changes as is the
case of the keyboard or continuous speed changes as is the case of
the slider. The character of a sound could be altered also by playing
the tape backwards where the sound was heard in reverse. Tape
splicing and editing produced interesting results. For example,
radical transformation could be achieved by removing the initial
attack of a sound or even by replacing the attack of one sound with
that of another. One sound could be edited and joined after another.
The edit from one sound to the next could be performed abruptly
or gradually by applying various degrees of cross-fades. Moreover,
two or more recordings could be mixed into a third recording.
Reverberation was applied to a sound by projecting it to the echo
chamber and then recording the room echo. Echoes could also be
produced artificially by using the Morphophone. The studio also pro-
vided various filters that could be used to alter the timbre of a sound
by attenuating or boosting different parts of its spectral content.
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Although Xenakis was involved in the activities of the Paris
studio for almost a decade, his objectives, interests, and composi-
tional practice were never identical to the goals of the center as
defined by Pierre Schaeffer. Schaeffer's objectives were to disasso-
ciate the recorded sounds from their original context. With the
help of studio techniques he aimed in transforming recognizable
sounds into sound objects where the composer could rely solely on
their acoustic properties released from their original semantic con-
text. Schaeffer suggested that the members of the group should
follow a specific program, based on studying and classifying sound
objects. For that purpose he proposed that for a period of time
musical works should not be composed. Xenakis did not accepted
this condition and preferred to conduct his own investigations as
associate member without participating in the studio's research
project. He wanted to study the physical properties of sound and
investigate musically the possibilities of the electronic medium.
His approach toward the materials found at his disposal (musical
or architectural, physical or artificial) was to examine them in a sci-
entific way. Furthermore, he explored and stretched these materi-
als to their limits. His attitude to composition and the techniques
he applied were in contrast to the objectives of musique concrete.
For example, most musique concrete of that time was character-
ized by abrupt contrasts and juxtapositions of the sound objects
without any transition. In contrast, Xenakis applied in his com-
positions gradual movements and transformations of the sound
material. For example, in Orient-Occident (1960) he examined vari-
ous degrees of transition by applying cross-fades of different dura-
tions. Xenakis utilized also dense mixing of different sound
materials or of different transpositions of the same sound material.
This resulted in composite sound masses where the individual
components lost their individual characteristics and became parts
of a larger sound object. He was also practised in delicate editing
of innumerable tiny tape splices that produced the granular tex-
tures of works such as Concret PH (1958), Analogique B (1959), or
Bohor (1962). When Xenakis composed the electroacoustic work
Analogique B (1959), Schaeffer spoke very roughly about it. The
main reason was the application of statistical methods in the com-
positional process and especially the use of sine-waves as the only
sound material. Finally, when Xenakis proposed in 1963 the use
of mathematics and computers as a studio direction, Schaeffer did
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not accept it. That led Xenakis to withdraw himself from the
Groupe de Recherches Musicales.

2.2 Granular Synthesis
One of the most important of Xenakis's contributions in that

period was the proposal of an alternative method for sound syn-
thesis. Granular synthesis is a unique method of achieving com-
plex sound events by the generation of high densities of small
portions of sound, called grains. A sound grain is characterized by
a very short duration, typically between 1 to 100 msec. Probabil-
ity functions are often used to control the large amount of param-
eter data for the grains. By applying granular synthesis, Xenakis
was able to control the formation of clouds of sound down to the
microsound level.

2.2.1 Background
Although Xenakis was the first to propose a compositional

theory applying granular synthesis, the origins of a granular rep-
resentation of sound can be traced earlier in time.

Xenakis confesses in his writings that when he proposed gran-
ular synthesis he was not aware of any previous related theory. He
conceived the granular synthesis concept purely by intuition
(Varga 1997: 197). It was many years later that he acknowledged
the theories of quantum mechanics by M. Planck and Albert Ein-
stein as the conceptual basis of granular synthesis (Xenakis 1992:
preface).

The British physicist Dennis Gabor was the first to propose a
scientific theory based on a granular notion of sound. His theory
proposes an alternative concept than the established Fourier analy-
sis. According to Gabor:

Fourier analysis is a timeless description in terms of
exactly periodic waves of infinite duration. On the other
hand it is our most elementary experience that sound has
a time pattern as well as a frequency pattern. A mathe-
matical description is wanted which ab ovo takes account
of this duality. (Gabor 1947: 591)

Therefore, Gabor's mathematical description took into
account and correlated the time-domain (waveform) and the fre-
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quency-domain (spectrum) representation of sound to obtain an
acoustical quantum. These acoustical quanta are units of acoustic
information. Each quantum can be represented as a harmonic
oscillation within the range of audible frequencies, modulated by
a short duration envelope. Furthermore, Gabor suggested that the
human mechanism of hearing is not continuous and does not
involve infinite resolution. Within a very short time limit (10-20
msec) the ear is capable of identifying only one sound event. In
addition, the hearing mechanism is conditioned by discrete
thresholds in the perception of frequency and amplitude (Roads
1985).

In 1964 the cybernetitian Norbert Wiener argued that time,
space, and matter are discontinuous: "In light as in matter, there
is a granular rather than a continuous texture." He also doubted
the representation capabilities of Fourier analysis of sound and
proposed a granular approach (Wiener 1964).

Abraham Moles, taking into account that the human hearing
mechanism divides the frequency and amplitude dimensions of
sound into quanta, proposed a segmentation of the audible fre-
quency/amplitude plane in order to measure and represent the
information of each sonic event. In advance, he estimated that the
resolution of the ear is limited to 340,000 elements (Moles 1968:
108-110).

2.2.2 Granular Synthesis Proposal by Xenakis
Xenakis devoted two chapters of his book Formalised Music to

the theory and applications of granular techniques. There he
defined the granular concept:

All sound is an integration of grains, of elementary sonic
particles, of sonic quanta. Each of these elementary grains
has a threefold nature: duration, frequency, and intensity.
All sound, even all continuous sonic variation, is conceived
as an assemblage of a large number of elementary grains
adequately disposed in time. So every sonic complex can
be analysed as a series of pure sinusoidal sounds even if the
variations of these sinusoidal sounds are infinitely close,
short, and complex. (Xenakis 1992: 43)

According to the granular theory, any sound can be con-
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structed from a number of short duration acoustic elements. This
elementary units are called grains. Xenakis realized the grains
from sinusoidal sounds. The duration of each grain is constant,
around 40 msec. Each grain should be shaped with an envelope.
Xenakis used a rectangular envelope (Roads 1978).

As mentioned above, granular synthesis is based on the dis-
continuous character of the hearing mechanism. Thus the fre-
quencies and the intensities of the audible sounds can be quantized
into discrete steps according to the thresholds of the hearing
mechanism. Consequently, we can represent any possible fre-
quency/loudness pair by forming the appropriate grain, Xenakis
claims that the total number of elementary audible grains is about
340,000, a number identical to that suggested by Moles.

The human hearing mechanism is not uniformly sensitive at
all frequencies. This occurs due to the resonant frequencies of the
outer ear which have a peak in the middle frequency region.
Fletcher and Munson devised a set of curves to show the sensitiv-
ity of the ear at different frequencies across the audible range.

Xenakis proposed to apply those curves to a one-to-one map-
ping of each of the 340,000 elementary units in order to represent
the audible area in a homogenous manner (Xenakis 1992: 47)

Xenakis used the concept of screens and books to represent a
sound. Each screen represents a slice in time. The dimensions of
the screen correspond to frequency and loudness, limited to the
audible area. Each screen contains a grid, the cells of which can be
filled with points representing the frequency and loudness of each
grain. A variety of combinations of grain positions in a screen can
be accomplished. For example, a screen can be limited to only one
grain representing the occurrence of only a sinusoidal sound, or can
be totally empty, representing silence. A completely filled screen
with grains occupying the whole audible area represents a sound
close to white noise. Therefore, Xenakis suggests that with the
appropriate completion of the screens, a large variety of sounds can
be produced.

A book is a sequence of screens, describing the occurrence and
attributes of grains in time, and therefore the evolution of a whole
sound. As we move from one screen to another we notice that some
grains remain at the same positions, some grains disappear, while
other grains appear in positions that were not occupied before.
This is representative of the transformation of a sound, where its

Aesthetics and Techniques in the Electroacoustic Music of Xenakis 	 19



spectral characteristics evolve continuously. Finally, we can
observe that the concept of screens and books is equivalent to a
movie film where each screen corresponds to a film frame, while a
book corresponds to a film sequence.

Each sound can be represented by the formation of a cloud of
grains. Even a sound with short duration can require the occur-
rence of hundreds or even thousands of grains. Therefore, the gran-
ular representation of sound requires the handling of a large
amount of data. Since each grain can be defined by a number of
parameters (frequency and amplitude in the simplest model) the
amount of required data is a factor of the number of grains. The
fine tuning of all of the parameters for each grain led to the neces-
sity of the development of a higher level organization and control.
This led Xenakis to shift his interest from the attributes of indi-
vidual grains to the attributes of whole clouds of grains. He dealt
with the problem of controlling large amount of data by using sta-
tistical methods. This attitude is equivalent to the shift from the
methods of classical mechanics to the Maxwell-Boltzman Kinetic
Theory concerning the description of a gaseous mass, where the
scientist does not concern himself with details but tries to calcu-
late the trajectory of the mass of particles statistically (Xenakis
1992: 49). According to Xenakis,

to work like architects on the sonic material in order to
construct complex sounds and evolutions of these entities
means that we must use macroscopic methods of analysis
and construction. Microsounds and elementary grains
have no importance on the scale which we have chosen.
Only groups of grains and the characteristics of these
groups have any meaning. (Xenakis 1992: 50)

Xenakis defined three factors that are important in the higher-
level control of the grains: density, topographic situation, and entropy,
or the degree of order or disorder. Density refers to the number of grains
that occur at the same interval of time. The higher the density of
the events the more complex and thick is the produced sound.
Topographic situation refers to the placement of the grains on the
screen. Since the placement on the screen determines the frequency
and amplitude of each grain, this factor determines the spectral
characteristics of the sound. Entropy, the degree of order or disor-

20	 JOURNAL OF THE HELLENIC DIASPORA



der in a group of elements, is a more complicated factor. Entropy
in relation to time refers to the regularity of time intervals between
the occurrence of each grain. Zero entropy means that a grain will
be emitted in identical intervals in time. Entropy in relation to fre-
quency refers to the degree of variation of the frequency of the
grain. Zero entropy means that the grain can have only one stable
frequency. Entropy in relation to loudness refers to the degree of
the variations of the loudness of the grain. Finally, entropy in rela-
tion to density refers to the degree of the variations of the density
of the grains (Xenakis 1992: 58-68).

For the initial formation of screens, Xenakis proposed the
application of statistical distribution of the grains. Therefore, the
grains are placed randomly on the initial screens. Then, new screens
can be constructed using set-theory operations like intersection,
union, complement, and difference. For example, intersection of
two screens produces a third screen containing grains that are com-
mon to both first two screens, while union produces a third screen
containing all the grains of both first screens (Xenakis 1992: 58).

Linking the screens is the final procedure for defining the evo-
lution of a sound. Xenakis used probability functions, and Markov
chains in particular, to define the succession of screens. Therefore,
the occurrence of a screen determines the possibilities of the occur-
rence of the next new screen.

Xenakis envisioned granular synthesis as an effective method
for the simulation of the timbres of classical instruments and envi-
ronmental sounds, as well as in the creation of rich new sounds.

In fact within human limits, using all sorts of manipula-
tions with these grain clusters, we can hope to produce not
only the sounds of classical instruments and elastic bodies,
and those sounds generally preferred in concrete music, but
also sonic perturbations with evolutions, unparalleled and
unimaginable until now. The basis of the timbre structures
and transformations will have nothing in common with
what has been known until now. (Xenakis 1992: 47)

2.2.3 Observations on Xenakis' Granular Synthesis Approach
The conception of granular synthesis by Xenakis is of great

importance to the field of sound synthesis and electroacoustic com-
position for the following reasons:
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First, he proposed a new synthesis method. Granular synthe-
sis is a technique capable of producing a vast range of rich sounds.
The complexity and dynamic quality of the sounds produced by
granular synthesis makes the technique an attractive competitor
for synthesis techniques based on fixed waveforms and envelopes
(Truax 1988: 24).

Second, Xenakis defined a graphical representation of the syn-
thesis components, the grains. A graphical representation allows
the composer to visualize various parameters of the components of
a sound, thus better understanding the characteristics of sound.

Third, Xenakis became aware of the necessity for a higher-
level organization of the grains and the macroscopic control of the
sound. As granular synthesis of sound uses thousands of grains, the
composer's focus must shift from the attributes of individual
grains to the attributes of whole clouds of grains.

Fourth, granular synthesis is a first attempt to control both the
microstructure and the macrostructure of a whole composition by
applying common compositional techniques. By applying sto-
chastic methods and by using the electronic medium, Xenakis
attempted to control all the levels of the composition from the
individual waveforms to the structure of the piece.

Fifth, the electroacoustic techniques of that period and espe-
cially the granular synthesis concept was Xenakis's first attempt to
fill the gap between the two antagonistic directions of musique con-
crete and electronische musik. Granular synthesis could use electronic
sounds as one of the properties of its building blocks, the grain,
and was capable of producing timbres whose qualities could be
compared to those of environmental sounds (Truax 1988: 25).

2.3 Compositions Realized in the Studios of GRM
Diamorphoses (1957) is the first of Xenakis's electroacoustic

works. He began working on it in January 1957 and completed it
six months later. Diamorphoses was first performed one year later,
on October 5, 1958, at the Journees Internationales de Musique
Experimentale in Brussels. The work is realized for four-channel
tape and its duration is 7 minutes. According to Xenakis, the
objectives of this work were:

to mix timbres in order to arrive at a body of sound like
white noise; to study the evolution of timbres, dynamics
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and register; to make unisons with attacks only with or
without transposition: to make chromosomes of attacks.
(Matossian 1986: 125)

The source material of the composition consists of recordings
of crashing cars, jet engines, earthquake shocks, as well as of bells,
various precessions, and wind musical instruments.

Concrete P.H. (1958) was designed to accompany the entrance
and the departure of the audience into the audio-visual spec-
tacle of the Philips Pavilion for the Brussels World Fair of 1958.
The Pavilion was designed by Xenakis himself while the main
music of the spectacle was Edgar Varese's electronic composition,
Poem Electronique. The title of the work has a double reference. The
first part of the title (concrete) refers to musique concrete and the
activities of the GRM. The second part of the title (P.H.) corre-
sponds to the initials of the words hyperbolic paraboloids, which
refers to the S-curve architectural design of the surfaces of the
Philips Pavilion. The duration of Concrete P.H. was 2 minutes
and 45 seconds. The work was realized for two-channel tape, and
in its original performance in the Philips Pavilion the sound
was distributed over 350 loudspeakers. The sound material of
the work is based on the recorded sounds of burning charcoal.
The compositional techniques were restricted to simple tape
manipulations like splicing, layering, and transposition, which,
however, were highly extended. Thus, the composer involved in
the splicing of innumerable pieces of tape, and the juxtaposition
of many layers of sound material to obtain various degrees of sound
density.

Analogique B (1959) was the tape part of the instrumental
piece Analogique A (1959) for nine string ensemble. The composi-
tion was realized for four-channel tape and lasts 7 minutes. The
premiere of Analogique A+B took place at the Gravesano festival in
1959 under the direction of Hermann Scherchen. Analogique B was
Xenakis's most systematic investigation into the creation of clouds
of sounds by technical means on that period. Xenakis imple-
mented granular synthesis by utilizing a sine wave generator and
recording sine waves of different frequencies and amplitudes on
tapes. Next, he spliced the tapes into innumerable tiny pieces, each
representing a grain of sound. Finally, he edited these tiny frag-
ments into sequences and mixed them together. For the organiza-
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tion of the piece, Xenakis used stochastic methods (Poisson Law
and Markov Chains).

Orient-Occident (1960), was realized as the music for a film
of the same name by Enrico Fulchignoni, commissioned by
UNESCO. The film demonstrates and compares products and
works of art from various civilizations, from prehistoric times to
Alexander the Great. The composition is for two-channel tape and
its duration is 12 minutes. The premiere of the work took place on
May 1960, in Cannes. Xenakis derived his sound material from
different sources. For example, he drew a cello bow across various
objects such as cardboard boxes, sheets of metal, and various sizes
of gongs and tam-tams. Another source was signals from the ion-
osphere which transformed into sound. Xenakis also used a
recorded section of his earlier orchestral work Pithoprakta (1955),
which transposed and slowed down in the studio.

Bohor (1962), for eight-channel tape, is the last composition
realized in the studio of GRM. The duration of the work is 21 min-
utes and 30 seconds. In composing Bohor, Xenakis used the sounds
of various bracelets and jewelry from the Middle East as well as a
Laotian mouth organ. In the studio, Xenakis was able to expand
the tiny sounds of the bracelets and investigate the different
sonorities in them. The main techniques employed in the realiza-
tion of the work were tape speed manipulations and the layering
of sound material through mixing. The work was conceived as a
single massive crescendo with gradual inner evolution. According
to the composer's own words, it can be characterized as:

monistic with internal plurality, converging and contact-
ing finally into the piercing angle at the end (sleeve notes:
Bohor I Orient-Occident I concrete PH / Diamorphoses. None-
such H-71245).

3.0 Polytopes: The Light and Sound Spectacles

Almost ten years after he participated in his first large-scale
project, the design and construction of the Philips Pavilion and the
composition of Concrete PH performed therein, Xenakis started
creating a series of light and sound spectacles, this time organized
and produced independently. This corresponds to the period 1967
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to 1977, which is considered Xenakis's second period in electroa-
coustic music.

One of Xenakis's biographers recounts that an early influence
in the conception of these spectacles was the night-time bombing
and machine gunning during the war in Greece (Matossian 1986:
212). In the Second World War, Xenakis witnessed many night
bombings in Athens. He saw before his eyes an incredible specta-
cle of explosions and light beams produced by the tracer-bullets
from the anti-aircraft guns. Those images, accompanied by the
frightening roar of the bombers and the sounds of the machine-
guns, were etched forever in his memory (Matossian 1986: 213).

Xenakis created six light and sound spectacles in total. This
category of works are best known under the name Polytopes. The
word Polytope is conceived by Xenakis and is a coinage from the
Greek words poly, which means "many," and topos," which means
"place." Only two of the works originally had the name Polytope:
the Polytope de Montreal (1967) and the Polytope de Cluny (1972).
However, all the works share common attributes and therefore
could be classified in the same group.

3.1 Composing Space
With his Light and Sound spectacles Xenakis wanted to cre-

ate a new kind of abstract art in which both the musical and the
visual part would be organized with the application of common
notions and techniques (Varga 1996: 112). Xenakis would deliver
his experience in musical composition and mathematics in the
organization and control of the whole spectacle.

Composing with sounds for the ear leads us to compose
with light for the eyes. The laser beam and the electronic
flash are the equivalents of beautiful sounds. To make
them gleam in space is to create music for the eyes . . . The
music for the eyes is created with concepts and procedures
stemming from musical composition. The result is a new
art of vision and hearing that it is neither ballet nor opera,
but really an abstract spectacle in the sense of music, of the
astral or terrestrial type. (Xenakis 1985b: 182)

Xenakis, as early as his arrival in Paris and his association with
Le Corbusier in 1947, began to interrelate the problems he
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encountered in architecture with that of music composition. He
followed a different path instead of the traditional approach to
composition. He preferred to start working with the form and the
general features of the composition and then to examine the indi-
vidual elements and their relations.

I found that problems in architecture were the same as in
music. . . . Instead of starting from a detail, like a theme,
and building up the whole thing with rules, you have the
whole in mind and think about the details and the ele-
ments and, of course, the details . . . I thought that the best
way to attack the problem was from both ends, detail and
general. (Matossian 1985: 69)

Xenakis's common approach to both music and architecture
can be observed in the design of the Philips Pavilion in 1958 (pict
Matossian: 114 and 115). There Xenakis used ideas and solutions
that he had applied earlier in his orchestral composition Metasta-
sis (1953). The form of the Pavilion and the use of hyperbolic
paraboloids originated from the ruled surfaces that formed the
string glissandi of Metastasis (Xenakis 1990: 10). Despite the
analogies observed between the architectural and the musical
space, Xenakis had recognized the multidimensional character of
the latter instead of the three-dimensional character of the former.
In addition, The common attitude against his materials led
Xenakis to organize the audio and visual part of the Polytopes,
where he handled light and sound as architectural elements.

Finally, one should note Xenakis's idea of art as a cosmic land-
scaper. Xenakis imagined a future art form that would work as an
extension of the light and sound spectacles, where the artist works
on the cosmic level. Some first proposals of this kind of art
included the utilization of powerful laser beams projected onto
clouds, or satellites used as reflecting mirrors that would create a
spectacle governing the earth and the moon on an enormous level
(Xenakis 1985a: 5).

3.2 Synthesis Techniques in the Polytopes
The music for the Polytopes was composed after Xenakis's

departure from the studios of Groupe de Recherches Musicales
(GRM) in 1963. Xenakis's sound synthesis approach on these
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works was similar to that of the period with the GRM. He prima-
rily used tape manipulation and sound-processing techniques. The
music had the same statistical aspects and Xenakis continued to
use the granular concept to govern some of his sounds.

Although he never investigated granular synthesis more than
he did in Analogique B (1959), the music of the second period was
also characterized by the gradual transformation of large clouds
formed by tiny sounds. This was achieved by dense mixing of
many layers of sound.

In addition, he continued to process both instrumental and
concrete sounds. He used sounds of instruments from all over the
world, sounds of many non-musical objects and sounds from
recordings of his earlier orchestral pieces.

Another characteristic of the Polytopes was the application of
multitrack tapes and the prominent spatialization of sound. The
tape for the electronic works was prepared for seven to twelve
audio tracks. The tracks would be distributed over a large number
of loudspeakers (up to 800, as is the case of Hibiki Hana Ma). His
only previous use of a large number of loudspeakers was in Concrete
P.H. (1958).

3.3 Electroacoustic Compositions for the
Light and Sound Spectacles

Hibiki Hana Ma (1969-1970) could be translated as "Rever-
beration-Flower-Interval." It was commissioned for the Japanese
Iron and Steel Federation's Pavilion at the Osaka Exhibition in
1970. The tape of the composition was created at the Radio Nip-
pon Horo Kyokai (NHK) studio in Tokyo. The duration of the
spectacle was 18 minutes. The twelve tracks of the composition
(two synchronized six-track tape machines) were distributed over
800 loudspeakers. The music was played synchronized with a laser
show designed by the Japanese sculptor Keiji Usami. Both the
visual and the musical part of the spectacle were closely related as
they followed in parallel the output of a specially designed sto-
chastic program. The sound material of Hibiki Hana Ma is based
entirely on instrumental sounds. Xenakis processed the recorded
sound of an orchestra, as well as recording and processing a snare
drum and a Japanese instrument called a biwa. Despite the sound
processing, all the sounds on the piece maintained some of their
original features and therefore remained recognizable.
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Persepolis (1971), was premiered on August 26, 1971, in the
ruins of the ancient city of Persepolis in Iran. It was commissioned
for the Shiraz Festival for Arts and Music. The eight-track tape was
composed at Studio Acousti in Paris. The duration of the work was
56 minutes. The spectacle was staged in the ruined palace of Dar-
ius, in Apadana, while the light show took place on the nearby
hills. The near-desert conditions of the environment did not allow
Xenakis to utilize a spectacle dependant on high technology. He
used a multitrack tape playback system for the music reproduction
and organized various performance events for the visual part. The
sound was projected into space by a number of loudspeakers that
was placed around the audience in three concentric circles. The
composition was based on sound material, such as various Japan-
ese wind instruments, sounds derived from bowed or shaken sheets
of metal, and sounds from various jewelry, similar to those used in
Bohor. The composition featured a grainy texture, subjected to
gradual transformations. There was a profound contrast between
the slowly evolving monolithic macrostructure of the work and
the intense inner activity of the individual sounds. Hundreds of
tiny sounds produced rough, metallic sound surfaces with distinc-
tive spatial distribution.

The Polytope de Cluny (1972) was staged at the Roman Baths of
Cluny, in Paris. The installation premiered on October 13, 1972.
A second version was played on the 17th of the same month. After
that the spectacle was repeated several times during a day for a
period over three months. Xenakis for the first time had at his dis-
posal the appropriate computer technology to control and organ-
ize the complex configurations of the audio and visual part of the
spectacle. The soundtrack was realised at the Studio Acousti in
Paris. The duration of the eight-track tape was 24 minutes. For the
visual part of the installation, 600 white flashes and 400 mirrors
were staged over the walls and ceiling of the T-shaped hall. There
were also three powerful lasers producing green, red, and blue
light beams. The laser beams were pointed to the mirrors and were
reflected many times by them. Xenakis had precisely calculated
the angles of the mirrors in order to accurately reflect the laser
beams and form various configurations of light in space. In addi-
tion, the mirrors were motorized so they could change orientation
as a function of the program, thus forming different light config-
urations. The 600 lights were also programed to flash and form dif-
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ferent patterns that could be divided into three categories. First,
various geometric shapes such as circles, spirals, or crossing lines.
Second, the emulation of various natural phenomena such as galax-
ies, northern lights, rivers, ponds, etc. Third, patterns produced by
stochastic functions. In contrast to the complexity of the visual
part of the Polytope, the musical part was much simpler. The
sound was distributed around the audience and was characterized
mainly by modulating timbres and rhythmic pulses (Matossian
1986:221).

La Legende d'Eer (1977) was the music of the Diatope, staged on
the Place Beaubourg, outside the Pompidou Center in Paris to cel-
ebrate its opening. The work was created partly at the Centre d'E-
tudes Equipe de Mathematique et d'Automatique Musicales
(CEMAMu) and partly at the Westdeucher Rundfunk (WDR) in
Cologne, where the work was commissioned. It was first per-
formed on February 11, 1978. The title of the work came from
Plato's Republic, excerpts of which were included in the program.
Xenakis also included three other texts in the program: Poimandres
from Hermes Trigemestre, a discussion on the Infinite in Pascal's
Pensees and a text of Robert Kirchener on supernovae. The duration
of the seven-track tape is 46 minutes. The sound sources could be
divided into three categories: recorded instruments from all over
the world, such as the African mouth harp and the Japanese
tzouzoumi, various sounds created by different objects, for exam-
ple clapping wooden blocks or rubbing materials against one
another, and electronic sounds created in the studio, either using
the UPIC system or by applying mathematical functions in a first
attempt at stochastic synthesis (Toop 1995). All these sounds were
later treated by filtering, reverberation, transpositions, etc. The
spatial position of the sounds also played an important role in the
composition. Each of the seven audio tracks were distributed over
eleven loudspeakers. In this work Xenakis not only created the
audio and visual part of the spectacle but also designed the archi-
tecture of the Diatope. Xenakis decided on an architectural form
that made use of hyperbolic paraboloids, the smooth curved sur-
faces that he used previously in the Philips Pavilion. The Diatope
was 16 meters high and it was covered by a 1,000-square-meter
red vinyl. The floor was made of translucent glass tiles. For the
visual part of the spectacle, Xenakis used 1,680 flash lights, four
lasers, and 400 rotating mirrors. The lights changed their state
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every 40 msec ( 1/25 sec), producing the illusion of continuous
movement. The laser beams were reflected by the mirrors in a rel-
evant manner as in the Polytope de Cluny. The commands that con-
trolled the flashes, the laser beams, and the mirror positions were
stored on a magnetic tape. The commands for the volume changes
and the distribution in space of the seven audio tracks were also
stored on the same tape.

Mycenae Alpha (1978), was the music for a light and sound
spectacle that was first performed on August 2, 1978, in Mycenae,
Greece. For the realization of Mycenae Alpha, Xenakis used the
UPIC system at CEMAMu. Therefore, this work is classified
together with the compositions realized with the UPIC system
(paragraph 4.4).

Finally, Kraanerg (1968-1969) can be added to this period. It
was not a spectacle but a ballet music for orchestra and four-chan-
nel tape. It was first performed on the June 2, 1969, in Ottawa for
the inauguration of the National Arts Centere. The duration of the
work is 75 minutes. Together with Analogique A+B they are the
only compositions in which Xenakis combines physical instru-
ments and electroacoustic sounds. The tape part was composed by
recorded and processed orchestral sounds. According to Xenakis,
the concept that underlies Kraanerg is "the biological struggle
between generations . .. destroying existing political, social,
urban, scientific, artistic, and ideological frameworks on a scale
never before attempted by humanity, and unforseeable" (Toop
1989).

4.0 The UPIC System

UPIC is a music composition and sound production system.
The name is an acronym of Unite Polyagogique Informatique du
CEMAMu. The word Polyagogique is a coinage from the Greek
words poly, which means "many," and agogie, which means "train-
ing." Xenakis used this coinage to express the ability of the com-
poser to control and interact with the various levels of the
composition (symbols, syntax, structure, sounds, etc.) simultane-
ously. UPIC is a computer-based system where the user can graph-
ically describe all the levels of the composition with the aid of an
electronic tablet and listen to the result in real-time. It was devel-
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oped in CEMAMu (Centre d'Etudes Equipe de Mathematique et
d'Automatique Musicales) and has been used by many composers.
Xenakis composed four electroacoustic works using this system
either entirely or in part: Le Legende d'Eer (1977), Mycenae Alpha
(1978), Taurhiphanie (1987), and Voyage Absolu des U nari vers
Andromede (1989).

4.1.0 Background
Xenakis first started using graphical design to give visual rep-

resentation of his works and to describe various aspects of his com-
positions in his first instrumental pieces. This technique derived
from his architectural background as well as from the needs of the
compositions themselves. The first piece in which he used graph-
ics was Metastasis (1953-54) for sixty-one instruments. In this
work he makes extensive use of glissandi, where the notes played
by the strings glide continuously from one pitch to another cover-
ing a broad band of the spectrum. The evolution of the sound cre-
ates sound objects, which can be compared to the architectural
objects he was working on.

To visualize the form of the whole composition he used graph-
ics in which he mapped the pitch dimension versus the time
dimension. In his later works he used arborescences, where he
mapped various dimensions of the composition (most commonly
pitch versus time) into a Cartesian system of coordinates. This
design gives a sense of sound continuity and clearly shows the evo-
lution of the sound-masses, an integral aspect of his compositional
processes.

In spite of this, Xenakis still had to write the piece in tradi-
tional notation to prepare the parts for the musicians. This tran-
scription of the graphical design took a great amount of work and
time.

Xenakis also believed that music creation should be open to
everyone. For him, composition frees the imagination and other
creative powers within man. Therefore, everyone should be able to
get involved in the creative process regardless of his musical back-
ground.

These thoughts led him to the conception of a system where
the graphical description of the music could be transferred into
sound. He believed graphical notation to be more general than
traditional notation and therefore more easily understood by
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everyone, even by little children. This approach could free the user
from the restrictions of long-term studies on solfege, notation, and
music theory. The system could also support people without
proper training or dexterity on an instrument. The composition
could be refined continuously, as the audible result would be avail-
able instantly.

Finally, according to Xenakis, such a system could lead to a
new approach to musical thinking, which would be positive for
both the individual and society.

4.1.1 CEMAMu / Les Ateliers UPIC
Xenakis aspired to establish an institute devoted to research,

composition, and pedagogy. The foundation of such a center would
allow him to concentrate on his own specific needs, visions, and
beliefs. He always had difficulties finding a studio to carry out his
research and composition. In addition, he wanted to promote his
ideas and he was very conscious of his social and pedagogical role
as an artist and researcher. He didn't want to work in isolation and
he had strong beliefs about the necessity of a new way of thinking,
learning, and creating music.

First, he founded EMAMu (Equipe de Mathematique et d'Au-
tomatique Musicales) in 1966. The institute's aim was to design
equipment suitable for computer-aided sound synthesis and music
production based on scientific thought and mathematics. It was
located in CNET, the French National Center for Telecommuni-
cations Research.

Later, in 1972, EMAMu became CEMAMu (Centre d'Etudes
Equipe de Mathematique et d'Automatique Musicales).
CEMAMu is a nonprofit organization whose activities are sup-
ported by the French Ministry of Culture. The initial objectives of
the institute can be summarized in five points:

1) Fundamental research in musical and visual composi-
tion aided by various scientific fields such as mathematics,
acoustics, and computer science;

2) Development of user-friendly tools such as computer
systems, specialized programs, and methodologies;

3) Production of contemporary music using both the
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results of the research and the developed tools of the insti-
tute;

4) Establishment of new pedagogical methods for music
and associated scientific fields with the cooperation of uni-
versities, conservatories, and other cultural organizations.

5) Dissemination of the knowledge gained by the research
and the availability of the developed tools to a broad num-
ber of people in order to change the methods of creation
and musical thinking (Lohner 1986a; Raczinski et al.
1992).

Since 1986, the compositional and the pedagogical activities
have been carried out by Les Ateliers UPIC, which consists of three
electronic music studios. UPIC is the central system for each one
of the studios, accompanied by a variety of computers with spe-
cialized music software for composition and sound synthesis,
sound modules, effect units, mixing desks, recorders, etc. The stu-
dios are devoted to the creation of electroacoustic music. Many
works are commissioned and numerous composers are encouraged
to reside and work there. The pedagogical role of the institute is
complemented by organizing workshops or classes on UPIC, there
and throughout the world.

4.2.0 Description of the UPIC System
The UPIC system consists of a real-time unit, which handles

all the sound synthesis and playback, a host computer running the
human interface, and an optional digital graphic board.

The concept is that the composer uses graphical notation to
describe the various aspects of the composition. With the help of
a graphical tablet or a computer mouse one can describe the music
from its tiniest microlevel detail to its whole macrostructure.

4.2.1 The Drawing Board
The part of the system closest to the composer is the graphic

digitizer. Although in UPIC's third version it was possible to sub-
stitute it for the computer's mouse, this graphic drawing board is
still considered an integral part of the functionality and the expres-
siveness of the system. This board is a conductive pad consisting
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of a network of numerous electronic fibres. The composer uses an
electromagnetic pen to draw on the digitizer. When the pen tip
touches the surface, the tablet senses the coordinates and sends the
data to the computer. UPIC supports various sizes of digitizers,
from A4 to A0, but the standard drawing area is around 60 cm
high and 75 cm wide, giving an accuracy of 0.25 mm (Lohner
1986a). The tablet plays the role of the score while the composer
uses arborescences divided into millimeter lines instead of the tra-
ditional staves.

4.2.2 The Human Interface
Everything digitized on the drawing board is sent to the com-

puter. The UPIC software runs on the Windows operating system
and therefore it shares all the characteristics of the latter. The pro-
gram environment of the system consists of various overlapped,
resizable and zoomable "windows." Each "window" has its own
functionality in the system and Xenakis calls them graphic
objects. All of the objects are somehow interconnected. Every
drawing made on the board refers to a specific object and it is pic-
tured on it. Therefore the composer has simultaneous access to
every parameter of the composition.

4.2.3 The Graphical Objects
The main graphical objects are the wavetable, the envelope, the

page, the frequency table, the amplitude table, the sequence, and the audio
channel. Each object according to its functionality can be composed
from one or more draws. Xenakis calls each of the draws an arc.

The wavetable object can be considered as the timbral source of
the system. The wavetable holds a memory of the system in which
digital data of one cycle of the sound waveform is stored. The table
can be read repeatedly and the waveform is heard in various pitches
according to the reading rate. The waveform can be drawn freely
by the composer or it can be any extracted part of a digital recorded
sound. The UPIC can hold up to sixty-four different waveforms.

The envelope object describes the change of one of the attributes
of the sound (usually amplitude) over time. In early sound syn-
thesis the envelope consists of four segments: attack, decay, sus-
tain, and release (ADSR). In UPIC, any shape can be drawn and
the system can hold up to 128 different envelopes. The function of
the envelope is applied not only to individual sounds but also to
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the whole composition. The program allows the extraction of the
amplitude envelope from any recorded sound.

The page object can be compared to the traditional staves score.
Both describe the evolution of the composition over time. The hor-
izontal axis represents time while the vertical axis represents pitch.
The analogy cannot be taken further, though, as the UPIC system
is designed to liberate the composer from the limitations of tradi-
tional notation. The time axis is read from left to right and the
total duration of the page can be programed to last from 0.2 sec to
any duration, limited only by the storage capacity of the hard
diskc. The user is provided with various drawing modes (free hand,
segmented line, etc.) to design each arc. The composer can draw
up to 4,000 arcs on a page and there can be up to four pages active
any time. The vertical axis is read from bottom to top. The num-
ber of the arcs that can be played simultaneously corresponds to
the polyphony of the system, which at present limits to sixty-four
oscillators. It should be obvious that a horizontal line would be
heard as a note in stable pitch, while a diagonal line as a glissando.
A dot has no actual meaning to the system since it would be read
as a note with minimal duration or no duration at all and therefore
it would not be heard. The arcs in each page can be grouped into
four groups according to specific criteria defined by the composer.
Each group can share its own attributes as waveform, envelope, etc.
As its name suggests, the page object corresponds to a page of
music. A whole composition can be completed by linking differ-
ent pages one after the other.

The frequency table describes the way that the page object trans-
lates the values of its vertical axis. First, it gives information on the
frequency range of the page, limiting the boundaries between an
upper and a lower value in Hertz. Second, it gives a description of
how all the values inbetween are interpreted. If the interpretation
is continuous, all the frequencies could be produced. If the inter-
pretation is in discrete steps, then all the frequencies that fall out-
side these steps would be quantized to the closest valid value. This
corresponds to the concept of scales. UPIC is capable of the design
of an unlimited number of musical scales. Any scale, tempered or
not tempered, could be constructed. For instance, UPIC can con-
struct any tempered scale where the octave is divided into one to
ninety-nine equal steps. There can be up to four frequency tables
available per page.
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The amplitude table functions in the same way as the frequency
table object. Instead of frequencies it describes the interpretation
of amplitudes. It works in conjunction with the envelope object.

The sequencer object interprets the way the UPIC plays a page.
UPIC plays back a page by reading it from left to right with a con-
stant tempo predefined by the composer. In addition, the user can
conduct the playback of the page by moving the pen on the board.
In this performance mode the user can accelerate or slow down the
tempo, jump from one location on the page to another, and read
any portion of the page forward or backward. All these movements
can be recorded and displayed on the sequencer object. The draw-
ing on the sequencer can later be edited as any other arc in the sys-
tem. UPIC can record up to 12 minutes of a performance into a
sequence. Any part of the recorded sequence can be edited either
by recording a new performance again for the specific part or by
redrawing the sequencer arc. The accuracy of the system is limited
to 6 msc, a resolution capable of capturing very fine details in the
performance. There can be two sequencer objects available any
time. The sequencer object can be assigned to control any page,
which means that a performance on one page can be freely applied
to any other.

4.2.4 The Host Computer
The host computer can be any PC-based system with hard

disk, a mouse, and a MIDI interface. The graphical digitizer and
the real-time unit are both connected to the host computer. The
requirements of the computer are not demanding since all the
number-crunching computations are handled in the real-time
unit.

4.2,5 The Real-time Synthesis Unit
The real-time synthesis unit is dedicated to the sound synthe-

sis of the system. The polyphony of the system is sixty-four oscil-
lators. The unit performs in real-time, giving the composer
immediate audible results. On board there are also two high qual-
ity analog-to-digital converters, allowing the composer to record
from any sound source. There are also four digital-to-analog con-
verters that play back the synthesized sounds. Since the imple-
mentation of the first version in 1977, there have been three more
versions of the system. The second version added mixing capabil-
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ities in 1983, while the third version in 1987 was the first real-
time system. In 1991, CEMAMu developed the first commercial
UPIC system to use the Windows environment as its human inter-
face. Nowadays, there are several UPIC systems installed through-
out the world.

4.3 Observations on the UPIC System
The graphical approach of the UPIC system is clearly an

implementation of Xenakis's concept of outside-time structures.
The graphic representations deal with parameters such as pitch
and amplitude without any fixed reference to time. The time ele-
ment is added later by the sequencer object. As the graphics can
be played or randomly accessed forward and backward at variable
speeds, the graphical parameters are clearly outside-time.

Thanks to the metrical nature of time, one can furnish it
within outside-time structure . . . In this way, time could
be considered as a blank blackboard, on which symbols
and relationships, architectures and abstract organisms are
inscribed. (Xenakis 1992: 192)

The system was designed in the context of the visionary opti-
mism of the modernist movement. The goal was to give more
people access to the creative process by designing a simple and
intuitive interface. This idea led Nelson and many other
researchers to argue that Xenakis attempted to implement a uni-
versal language with the UPIC system (Nelson 1997). However,
on closer examination, such an argument turns out to be unten-
able. In spite of the accessibility inherent in its graphic environ-
ment, the system of symbolic representation must be learned in
order to have successful results. For example, tests with children
on UPIC showed that the sounds they imagined when drawing
were not anything like what the system produced—drawing an
airplane did not produce its sound. The user must in fact under-
stand some basic concepts about physics and acoustics, as well as
be introduced to the system's user interface, before being able to
work effectively.

One of the most difficult aspects of the UPIC system is the near
impossibility for the user to predict the sound of a given hand-
drawn waveform, as visual appearance in the time domain is not

Aesthetics and Techniques in the Electroacoustic Music of Xenakis 	 37



perceptually related to spectral content (Roads 1996). Further, dif-
ferent waveforms can have nearly identical spectrums if there are
different phase relationships among their spectral components.
Finally, complexity in the drawn waveform does not guarantee
complexity in the resulting sound. In short, any aesthetic judge-
ment on the drawing is not valid for sound itself.

Still, one of the system's strong points is the exploitation of the
intuitive expressivity of drawing by hand. Hands are the parts of
the body best controlled by the brain, as they are required to make
very precise movements (Greenfield 1997). This close relation
between the hand and the brain gives UPIC a strong potential for
expressivity. Drawing by hand also introduces a certain amount of
randomness as it is almost impossible to draw perfect and accurate
lines. The hand's instability introduces interesting variations in
different parameters, which gives richness and inner movement to
the sound.

The hand itself stands between randomness and calcula-
tion. It is both an instrument of the mind—so close to the
hand—and an imperfect tool. The products of the intelli-
gence are so complex that it is impossible to purify them
in order to submit them totally to mathematical laws .. .
The hand adds inner richness and charm. (Xenakis 19876:
23)

Furthermore, with the introduction in 1987 of the first real-
time UPIC system, new levels of the interaction between the com-
poser and the computer were created. The feedback loop of the
interaction involves the human brain, ear, and hand. In this cre-
ative process, the composer adjusts the movement of his hand to
the sound he hears, continuously refining the audible result.

A second advantage of the real-time system was the possible
use of UPIC as a performance instrument. For example, the real-
time control of the sequencer object can produce interesting
results. This option was partly exploited by Xenakis in the per-
formance of Taurhiphanie (1987).

4.4 Compositions Realized with the UPIC System
Mycenae Alpha (1978) was the first work ever made entirely on

UPIC. It was composed at CEMAMu. The duration of the two-
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channel tape is 10 minutes. It was first performed on August 2,
1978, in Mycenae, Greece. Xenakis admitted he made Mycenae
Alpha as an exercise. He was experienced both with the technical
and the musical capabilities of the first UPIC system. He was
aware of the limitations of the system. That system had no real-
time synthesis capabilities, so he had to wait for a long time, some-
times hours, before he could listen to the results. There were no
mixing functions either. He prepared the pages of the score in such
a way that they could be linked to each other by timewise juxta-
position (Lohner 1986b). Nevertheless, he was satisfied with the
results and recognized the work as an official composition.

Pour la Paix (1981) is a mixed-media work for chorus, narra-
tors, and tape. The stereo tape was realized on the UPIC system at
CEMAMu. It was first performed on April 23, 1982, at Radio
France. The duration of the composition is 26 minutes and 45 sec-
onds. The text was derived from Ecoute and Les Mort Pleureront by
Francoise Xenakis. The phonemic text was written by Iannis
Xenakis himself. The text is about the horrors of war. It tells the
story of two friends that fight in two opposite camps and finally
get killed in an explosion. There are four different versions of Pour
la Paix in total. Three of them include a tape part.

Taurhiphanie (1987) was the first work that exploited the capa-
bilities of the new real-time unit. Part of the work was created on
UPIC and stored on tape and part of the work was improvised live.
The stereo tape lasts 10 minutes and 45 seconds. The first per-
formance took place in the Arena at Arles on July 13, 1988. The
title of the work is a coinage of the words tauros, which means
"bull," hippos, which means "horse," and epiphany, which means
"apparition." The sound material for both the tape part and the
improvisation comes from digitized recordings of bulls. In the per-
formance, Xenakis himself improvised live on UPIC and had con-
trol of the loudspeakers. The system was placed in the middle of
the arena, which was full of real bulls and horses (Varga 1997).

Voyage Absolu des Unari very Andromede (1989) was the last piece
Xenakis made on UPIC. The duration of the stereo tape is 15 min-
utes and 30 seconds. It was first performed on April 1, 1989, at
the Temple Kamejama Hontokuji in Osaka, Japan. The work is
commissioned for the International Exposition of Paper Kites and
organized by the local Goethe Institute. The title suggests the
imaginary space trip of a kite toward the galaxy of Andromeda.
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The piece consists of various episodes while the kite crosses the
spaces between the stars.

5.0 Dynamic Stochastic Synthesis and the GENDY Program

In the chapter "New Proposals in Microsound StruCture," in
Formalized Music, Xenakis proposed an alternative method of
sound synthesis (Xenakis 1992). Instead of a method based on the
Fourier analysis concept using periodic functions, he proposed a
method that used stochastic variations directly on the pressure
curve of the sound. An early attempt in stochastic synthesis is
applied to some of the sounds in the composition La Legende d'Eer
(1989).

The completion and implementation of the concept of dynamic
stochastic synthesis took place in the GENDY computer program.
The program derived its name from the initials of the words gen-
eration (GEN) and dynamic (DY). Since 1991, Xenakis has been
developing the program at CEMAMu, with the assistance of M-
H. Serra. There are two underlying goals of this project: First, to
thoroughly exploit the stochastic waveform synthesis method, and
second, to homogenize and unify both the microlevel (the sound
events) and the macrolevel (the form) of musical composition.
GENDY has been used in the composition of a series of computer
music works. To date there are two official compositions (Salabert
1997) made by Xenakis: Gendy3 (1991) and S.709 (1994).

5.1 Background
The idea behind the GENDY program derived directly from

the concept of the early stochastic works, especially Achorripsis
(1956-57) and the ST series of compositions (ST/4, ST/10, ST/48
). In that period, Xenakis had the idea of a system that would pro-
duce music automatically using minimal rules. He imagined this
system as a "black box," where he could enter data referring to
musical parameters and the system would output music as a result
(Varga 1996, p.80). In Achorripsis, Xenakis used a number of sto-
chastic rules to calculate both the parameters of the individual
notes (e.g. duration and pitch) as well as the structure of the whole
composition.

During the 1960s, Xenakis designed the ST computer pro-
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gram (hence the name of the series of the works) and used the com-
puter in the composition of automated music for the first time.
The program had the same structure as the one he had used in
Achorripsis (Varga 1996:80). In addition, he achieved enormous
acceleration of the computational process, which, in turn, gave
him the ability to try a variety of different combinations of input
parameters. When he was satisfied with the results, he transcribed
the numerical outputs of the program into traditional notation.

Referring to the ST program, Xenakis indicates the possibil-
ity of a stochastic synthesis program working directly at the sound
level:

Although this programme gives a satisfactory solution to
the minimal structure, it is, however, necessary to jump to
the stage of pure composition by coupling a digital to ana-
logue converter (DAC) to the computer. The numerical
calculations would then be changed into sound, whose
internal organisation had been conceived beforehand.
(Xenakis 1992: 144)

Finally, it is worth noting the similarity between the organi-
zation of the macrostructure on these early instrumental pieces and
that on the GENDY program. In Achorripsis, the macrostructure
is organized using a vector matrix in which seven instrument fam-
ilies are distributed into rows, while the horizontal time axis is
divided into twenty-eight sections. A similar approach was taken
when implementing the organization of the voices in GENDY.

5.2 Stochastic Waveform Synthesis
Xenakis conceived of stochastic waveform synthesis during the

early 1970s (Xenakis 1992). The starting point in his thinking
was the way the sound propagates in the air and is received by the
ear. Considering sound as a psycho-physical phenomenon, we can
say that the sound is variations in the atmospheric pressure pro-
duced by a vibrating source. The vibrations disturb the air mole-
cules by pushing them together (condensation) and subsequently
pulling them apart (rarefaction). When the sound reaches the ear
it causes the eardrum to vibrate in sympathy with the wave
(Roeder 1979). Thus, according to Xenakis:
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A sound may be completely represented by its curve of
atmospheric pressure variation in time. It is this curve that
strikes our ears and nothing else. Consequently, to judi-
ciously construct pressure-time curves (linear forms) goes
back, in theory, to fabricating any desired sound through
D/A conversion. This curve and its corresponding sound
(music) will be considered as an entity. (Xenakis 1985b:179)

This statement is a departure from the widely spread method
of Fourier analysis and synthesis of sound. This method is based on
a theorem by Fourier, who proved that, under certain restrictions,
any complex waveform can be analyzed into a series of sine waves
with specific frequencies, amplitudes, and phases. Consequently,
in the reverse procedure, a complex sound can be synthesized by
adding elementary waveforms together with specific frequency,
amplitude, and phase relationships. This method is called additive
synthesis, or Fourier synthesis. In contrast, Xenakis has shifted his
main interest in sound representation from the frequency domain
to the time domain.

In the 1970s, Xenakis highly criticized both the electronic
music of the past and the electronic music of his time. He regarded
the electronic instruments as incapable of reconstructing even the
simple sounds of some orchestral instruments. He described all the
pre-Second World War instruments such as the Trautonium, the
Theremin, or the Martenot as failures. To him, the same was valid
for the postwar electronic music that used oscillating electronic
circuits to create waveforms based on trigonometric functions (sine
wave, square wave, etc.). He found that approach pragmatic and
the resulting sound dull and uninteresting. The only exception
was the utilization of recorded sound material and its further treat-
ment under the techniques of musique concrete. It is worth noting
his underlying criticism of the serial composers who explored the
electronic medium (e.g. Stockhausen).

Any electronic music based on such sounds only, is marked
by their simplistic sonority. Only when the "pure" elec-
tronic sounds were framed by other "concrete" sounds,
which were much richer and much more interesting
(thanks to E.Varese, P.Schaeffer, and P.Henry), could elec-
tronic music become really powerful. (Xenakis 1992: 243)
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Xenakis often wondered what would make a sound alive and
interesting. He noticed that when analyzing the spectrum of a
simple, sustained, instrumental sound there were minute varia-
tions both in frequency and amplitude of the different partials.
The same phenomenon analyzed in the time domain would reveal
alterations in the intensity and the rate of the pressure variation.
These tiny fluctuations and irregularities in the sustained part of
the sound are the determinant factors that distinguish an instru-
mental sound from its lifeless electronic simulation. For Xenakis,
if someone wanted to synthesize a new sound while taking into
account the characteristics that make an instrumental or natural
sound rich and interesting, he should construct new theories of
approach. These theories should use another functional basis and a
harmonic analysis on a higher level. Xenakis was to construct his
new theory on sound synthesis based on stochastic processes.

In addition to the above, Xenakis noted the inefficiency of the
Fourier method to represent sounds with noise components or that
are very close to noise itself. The approximation of the Fourier
method worked best with harmonically comprised sounds because
that method had strong harmonic bias. That conclusion was
important especially when taking into account the transient part
of the sound. The transient part, which is determinant in timbre
recognition, is characterized by non-linear behavior. That behav-
ior is almost impossible to represent with the Fourier method. Fur-
thermore, analysis of instrumental sounds showed that the
spectrum of most instruments contained "detuned" harmonics, or
sometimes both harmonic and inharmonic partials. In the 1970s,
it was almost impossible to approximate such characteristics using
additive synthesis because that would require a tremendous
amount of calculation time and computer power. Xenakis
approached this problem in the same way kinetic gas theory solved
the problems of nineteenth-century classical mechanics—by
approximating real variations with stochastic functions (Xenakis
1992: 244). Despite his criticism, Xenakis acknowledged the
thorough research on the timbre of various instruments made by
Jean-Claude Risset as well as the possibilities of the Music N series
computer music programming language, developed by Max
Matthews at the Bell Telephone Laboratories (Xenakis 1992: 246).
For Xenakis, Music N language achieved the final step in the
development of a Fourier-based analysis/synthesis method and
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represented the realization of the dream of electronic music com-
posers of the fifties (Xenakis 1992: 246).

Xenakis reached the conclusions mentioned above in his effort
to investigate the inner characteristics that make sounds rich and
interesting for music. His primary interest was not to simulate real
instruments nor to approximate their timbres. On the contrary, his
thought focused on how one can obtain rich, alive, previously
unheard-of sounds (Xenakis 1985b: 181).

Xenakis realized that there were two possible ways of looking
at the problem. The first was to take the additive synthesis con-
cept and extend it by introducing disorder in the parameters of the
sound. That could be realized by applying stochastic functions to
vary the frequency and the amplitude of each of the partials of the
sound. Due to the inherent weaknesses of Fourier analysis as
described earlier, Xenakis considered this solution inadequate.
The second approach followed the opposite direction. Xenakis
proposed a method by which the composer starts with an aperiodic
waveform and then introduces different degrees of regularities.

Instead of starting from the unit element concept and its
tireless iteration and from the increasing irregular super-
position of such iterated unit elements, we can start from
a disorder concept and then introduce means that would
increase or reduce it. This method would use stochastic
variations of the sound pressure directly. (Xenakis 1992:
246)

5.2.1 Stochastic Waveform Synthesis Theory
The idea behind the method called dynamic stochastic syn-

thesis works directly on the tiny details of the sound pressure
curve. This very detailed operation requires an equally efficient
sound analysis framework, which had emerged with the develop-
ment of computers and digital technology. Working on the sound
pressure curve means working with a high time resolution factor
and handling a large amount of numbers.

Xenakis's idea was to start with an aperiodic waveform and then
inject regularities. The aperiodic waveform can be constructed with
the help of a stochastic function. Suppose there is an initial wave-
form period that is reproduced numerous times but after each
reproduction the points comprising the waveform curve are more
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or less displaced. This displacement is caused by a stochastic func-
tion. If this procedure is repeated enough times then the points of
the waveform will eventually lose their continuity and finally come
apart forming an amorphous, statistical cloud. Listening to this
sound we will perceive it as white noise. For this reason it was nec-
essary to introduce certain regularities by limiting the activity of
the stochastic function. This can be done with the use of weights,
constraints, and barriers. This will allow some periodicity to
emerge and take control over the resulting timbre. Therefore,
according to the rate of influence of the stochastic function, the
sound can vary between two poles. On the one hand, if the influ-
ence of the function is reduced to zero, we have pure repetition or
strict periodicity, which leads to a monotonous sound. On the other
hand, if the influence is total, we have randomness or aperiodicity,
which leads to noise. Consequently, we can say that the results of
the stochastic synthesis method lie between determinancy and
indeterminancy. It is obvious that with this synthesis method the
composer can achieve a vast range of rich and continuously evolv-
ing sounds. Therefore, the role of the composer is to restrict and
control the behavior of the stochastic function in order to achieve
the appropriate musicality and quality in the resulting sound.

Xenakis proposed eight strategies in conjunction with the
dynamic stochastic synthesis (Xenakis 1992: 246-49; and Roads
1996: 341). In short they are the following:

1) The composer can choose among a variety of stochastic
functions to create the waveforms. Each function has its
own characteristics. The functions can be either continu-
ous or discontinuous (e.g. Poisson, exponential, normal,
uniform, Cauchy, arcsine, and logistic);

2) Stochastic functions can be combined in various ways
(e.g. addition, multiplication, etc.);

3) The random variables governing the positions of the
sound particles (samples) in the amplitude and time axes
can be functions of elastic forces or other random variables;

4) The random variables can move between two elastic
barriers or mirrors;
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5) The output of one stochastic function can be used as the
variable of another stochastic function;

6) Various combinations of stochastic functions (linear,
polynomial, etc.) can be considered as composite functions
(e.g. mixtures through addition possibly over time);

7) The stochastic functions can be classified according to
various criteria. Thereafter, these classes can be considered
as elements of higher order sets;

8) Extending the previous strategy, the composer can
assign the control of the higher order classes into a sto-
chastic composition program. The latter controls the
macrostructure of the composition.

The eighth strategy comprises a central idea in Xenakis's
thinking. With the development of the appropriate computer soft-
ware and hardware, the composer is able to control both the sound
material and the structure of a whole composition by applying
common techniques to the various levels of the composition.

Any theory or solution given on one level can be assigned
to the solution of problems of another level. Thus the solu-
tions in macrocomposition (programmed stochastic mech-
anisms) can engender simpler and more powerful new
perspectives in the shaping of microsounds than the usual
trigonometric functions can. Therefore, in considering
clouds of points and their distribution over a pressure-time
plane, we can bypass the heavy harmonic analyses and syn-
theses and create sounds that have never before existed.
Only then will sound synthesis by computers and digital-
to-analogue converters find its true position, free of the
rooted but ineffectual tradition of electronic, concrete, and
instrumental music that make use of Fourier synthesis
despite the failure of this theory. All music is thus
homogenised and unified. (Xenakis 1992: preface)

5.3 Description of the GENDY Program
GENDY is a computer program running in the Windows
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environment. The user defines the initial waveform of up to six-
teen voices and then the computer varies each waveform following
specific probability functions. The computer also handles the com-
bination of these voices using similar statistical laws. Therefore,
the program, under the instructions of the composer, functions
both on the sound-level and the global architecture of the piece.
The final composition is stored as a soundfile in the computer's
hard disk. The program operates in real-time, so the composer is
able to alter the input parameters during the execution of the cal-
culations.

5.3.1 Micro-level Synthesis

5.3.1.1 Waveform Definition
In the first step, the composer defines the initial waveform. At

the present time, the program can only represent the waveform as
a polygon. This restriction serves a certain purpose, since a poly-
gonized waveform is a much simpler model and therefore the pro-
gram algorithm is more efficient in the calculations (Serra 1993).
The waveform consists of a number of segments. Each segment is
defined by the coordinates of its two endpoints, which correspond
to vertices in the time and the amplitude axes. The program then
computes all the intermediate samples with linear interpolation, a
mathematical technique for generating a line between two end-
points. The total duration of each waveform is equal to the sum of
the duration of its segments. Therefore, the total duration of the
segments is inversely proportional to the frequency of the sound.

After defining the initial waveform, the composer has to
choose the functions that will stochastically displace the points of
the polygon waveform after each period. The program provides a
selection of stochastic distributions. To date, there are six stochas-
tic distributions available: Cauchy, Poisson, Gaussian, arcsine,
uniform, and logistic. The computation of the polygonal wave-
forms makes use of one stochastic law that governs the amplitudes
and another one that governs the durations of the time segments.
The program applies these distributions and synthesizes a large
sequence of successive waveforms. In this sequence, each waveform
is a "distorted" variation of the previous one. The probability func-
tion is applied onto each different endpoint in the waveform. The
smooth continuation between two successive waveforms is
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achieved by ensuring that the first endpoint in each waveform
shares the same vertices with the last endpoint of the previous
waveform, thus avoiding abrupt jumps. These stochastic varia-
tions of the polygonized segments result in continuous variations
on the produced sound. For example, variations of the segments on
the amplitude axis lead to variations of the amplitude and the tim-
bre of the sound, while variations of the segments on the time axis,
alter the periodicity of the waveform, which results in variations
of the frequency. Thus, if the composer applies variations on only
the amplitude of the segments while the time positions of the end-
points remain unaltered, then the resulting sound has a constant
stable pitch. If the composer applies variations on the positions of
the endpoints on the time axis, then the frequency can be increased
or decreased.

5.3.1.2 Elastic Barriers
The logic of the program algorithm imposes the use of bound-

aries to limit the stochastic variations. These boundaries are called
mirrors, or elastic barriers. There are two reasons for needing to apply
boundaries. First, there are some physical limits imposed by the
computer itself. The amplitude of the sound samples must not
exceed the resolution of the analog-to-digital converters. Second,
if the stochastic variations are not limited, the sound signal tends
quickly toward noise. In order to give a sense of timbre or pitch
continuity to the produced sound, the successive waveforms
should share similarities. These similarities could be either peri-
odicities in the time axis or symmetries in the amplitude axis
(Xenakis 1992: 289). The lack of similarities caused by the
absence of any limit in the waveform variations produces sounds
that are perceived as noise. It is therefore necessary to put limits
on the stochastic processes in order to both avoid stable repetition
(resulting in monotone sounds) and total instability (leading to
irregularity and noise).

There are both time and amplitude elastic barriers. When the
stochastic function defines new coordinates for the segment points
of the polygonized waveform, the program examines whether each
endpoint falls within the barriers. All the points that fall outside
the barriers are reflected back into a permissible position into the
barrier range. These barriers have been named mirrors, due to their
reflective property. There can be as many reflections as needed so
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that the final position of the endpoint falls within the barriers. The
mirrors are like filters on the stochastic variations. The composer
can control the quantity of reflected points by determining the
position of each barrier. Since reflections introduce discontinuities
in the waveform, we can say that the mirrors impose timbral con-
trol. In addition, the time barriers determine the time interval
between the segment points, and therefore they are related to the
frequency of the sound.

5.3.2 Macro-level Composition ,

On the macro-synthesis level, the program uses stochastic
functions to handle the organization of the sounds. These stochas-
tic functions are similar to the ones used on the micro-level. There-
fore, the program controls both the macro- and the micro-level
using a common approach. GENDY handles the macro-level
structure of the composition as a two-dimensional space where the
horizontal axis represents time and the vertical axis is used for the
layout of different voices. The composer assigns a number of ini-
tial parameters and the program structures the whole composition.

5.3.2.1 The Voice Configuration
The vertical axis represents the voice configuration of the com-

position. The composer assigns up to sixteen different voices. Each
voice corresponds to a synthesised sound produced at the micro-
level. Each voice is defined by a different set of parameters. These
parameters refer to the waveform and its evolution (see paragraph
5.3.1 above ).

5.3.2.2 The Sound/Silence Decision
The time axis is divided into a series of successive time-fields.

Each time-field corresponds to a portion of time where a voice is
either silent or active. The duration and the succession of each
time-field are different for each voice. The computer decides
whether each time-field is to be silent or not. The decision is made
by using the Bernoulli trial. The Bernoulli trial is a stochastic
function that outputs only two possible results (success/failure,
yes/no, etc.). The composer initially sets a probability of success p
for each different voice. The computer generates a random num-
ber z between 0 and 1 using uniform distribution. Then the pro-
gram compares the two numbers (p and z). The decision is
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successful if the probability of success p is above or equal to the
random number z (p>=z). If the decision corresponds to success
then the voice is active, while if it corresponds to failure the voice
is silent. Furthermore, the probability of success controls the ratio
of the active and the silent sound-fields of each entire voice. For
example, if p is 0.5 then the active sound-fields tend to be equal in
number (though not in duration) to the silent sound-fields.

5.3.2.3 The Durations
The duration of each time-field is also decided by the program.

For this it uses an exponential stochastic function, the formula
being:

d = (-1/D) log(1-z)

The composer sets the mean duration D while the computer
generates a random number z with uniform distribution between
0 and 1. The mean duration is fixed for each voice (Serra 1993).
Therefore, the program decides on the duration of each time-field
applying a value ranging around the mean duration specified by
the composer.

5.4 Observations on Dynamic Stochastic Synthesis
For Xenakis, dynamic stochastic synthesis is a method emerg-

ing out of the necessity to vitalize the sound products of the elec-
tronic medium.

The sound space in question is one which will produce a
likeness of live sounds or music, unpredictable in the short
or long run, but, for example, being able to vary their tim-
bre from pure "sine-wave" sound to noise. (Xenakis 1992:
295)

After investigating its possibilities, both in theory and in prac-
tice, one can observe the method's ability to yield a wide range of
sounds, with great inner activity and complexity.

As mentioned above, the synthesis algorithm operates directly
on the sound pressure curve. However, despite the advantages,
there seem to be some weak points.

First, in the stage where the composer defines the initial period
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of the waveform, it is difficult to predict the sound result. It is
almost impossible to estimate the timbre of a sound from its visual
appearance in the time domain. This is similar to the problem
encountered with the UPIC system discussed earlier.

Second, it is difficult to predict the evolution of the sound.
This would require a deep knowledge of the influence of the sto-
chastic function over the sound waveform. This problem of con-
trol becomes harder if the composer moves toward various
combinations of the stochastic functions by following a more com-
plicated strategy. This is also obvious when moving toward the
control of multiple voices. Serra, Xenakis's assistant on the
GENDY program, explains:

At this time we do not know exactly how to formalise and
quintise the effect of the mirrors on the sound parameters.
The mathematical aspect of the stochastic synthesis algo-
rithm is at this time under study. (Serra 1993: 247)

Dynamic stochastic synthesis is still in the beginning. Only
after a thorough investigation of the behavior of the various sto-
chastic functions and the associated strategies can the composer
obtain a more stable compositional framework.

Xenakis is aware of both points stated above (Robindore
1996). His long experience with the applications of stochastic
functions in music have gained him great familiarity with them.
He proposes an intuitive approach toward the decision of the spe-
cific parameters in the program. He has an experimental attitude
toward the program, which enables him to have the final decision
on the results. A common scenario of working with the program
is that the composer initially sets the parameters, listens to the
results, revises his decisions, and continues this procedure until he
is satisfied with the result. Xenakis is not restricted to the deter-
ministic character of the mathematical functions but he is more
concerned about the acoustical results.

Finally, in the current state of the program, and for computa-
tional efficiency, the waveforms that are used are polygonized and
linear interpolation is applied for the completion of the wave-
forms. The use of linear interpolation for waveform synthesis
yields specific side-effects in the sound. This is because the sharp
angles in the waveform produce certain harshness in the sound
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with uncontrollable high-frequency partials. Xenakis was always
attracted to some kind of roughness in the sounds he used in his
compositions, both instrumental and electronic. However, a sound
synthesis algorithm should not impose specific qualities on the
sound material, especially if this is induced by some restrictions in
the code as is the case of linear interpolation. In the future one
hopes that this aspect of the method will be revised to include
another interpolation algorithm (exponential, logarithmic, etc.)
that generates a different family of curves between the break-
points. This would reduce that emphasis in the high frequencies
of the sound spectrum.

5.5 Compositions Realized with the GENDY Program
GENDY3 (1991) is the first work made with the GENDY

program. The stereo tape lasts 20 minutes. It was premiered in
Metz, France, in November 1991.

S.709 (1994) is the last official electroacoustic work made by
Xenakis. The duration of the stereo tape is 7 minutes. It was first
performed on December 1994 in Paris at Radio France.

6.0 Final Conclusions

An overall look into the electroacoustic work of lannis Xenakis
may lead to a few main conclusions. First, Xenakis was one of the
first composers to deviate from the two orthodoxies of the postwar
era, Elektronische Musik and musique concrete. By introducing math-
ematical and scientific concepts into composition and by using
both concrete and electronic sounds in his works, he contributed
to the overcoming of the polarization of the above two dominant
forces during the 1950s. Consequently, he helped in the historical
evolution of the genre.

Second, Xenakis also proposed new models for the micro-time
sound synthesis. The theory behind all those models focused on the
atmospheric pressure curve (waveform) that represents sound. This
approach was in opposition to the Fourier concept of sound. The
three different sound synthesis models proposed by Xenakis were:
granular, graphical, and stochastic waveform synthesis. All three
models were capable of producing rich and lively timbres. In gran-
ular and stochastic waveform synthesis, Xenakis introduced con-
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cepts deriving from the fields of new sciences and mathematics. In
graphical synthesis he exploited the intuitive expressivity of draw-
ing by hand. Those models opened new paths in timbral compo-
sition but their musical possibilities have yet to be explored. In
particular, concerning the stochastic waveform synthesis model, a
higher degree of control by the composer has to be established.
However, the granular synthesis model has been extensively
explored and has paved the way for a whole new direction in
research and composition.

Third, Xenakis contributed to the technology of electroa-
coustic music by developing two different compositional environ-
ments for electroacoustic music at CEMAMu. First, he developed
the UPIC system, a computer-based workstation, in which he
implemented graphical synthesis. Second, he developed the
GENDY computer program, in which he implemented stochastic
waveform synthesis. Both systems are capable of creating a com-
plete composition.

Finally, Xenakis attempted to overcome the cognitive division
whereby material and structure are considered to be two different
aspects of a composition. He adopted a holistic attitude according
to which all the levels of the composition could be unified through
the application of common compositional models. In classical aes-
thetical theory, the sound is neutralized by the compositional
process and becomes material with which to build. For example,
the sound of a violin becomes a neutral material, which is used in
the structuring of compositions. Only in this way can the rela-
tionship between the materials and the inner logic of the work of
art be revealed (Boulez 1987). With the advent of music technol-
ogy and the ability to synthesize sound, the composer makes the
listener hear the material as something composed, something sub-
jected to aesthetic criteria. Thus, a sound that is the result of a cre-
ative process implies some kind of form. This process of
composing-the-sound reflects a totally different approach from the
established approach of composing-with-sounds and reveals a new
cognitive relation concerning the form and the materials (Di Sci-
pio 1994). All three sound synthesis models proposed by Xenakis
(granular, graphical, and stochastic waveform synthesis) also sup-
ply ideas on musical form. Thus, it could be said that theoretical
models for composing-the-sound propose ideas on models for com-
posing-with-sounds. Furthermore, on all the three sound synthe-
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sis models, the micro-level synthesis theory could be identical to
the macro-structure composition theory. This relation between the
theory for timbral design and the theory for macro-structural
organization provides a strong coherence between the material and
the form in the composition. Consequently, homogenization is
achieved throughout the composition.
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Negotiating Regional Identity in the
"Literature" of Everyday Life: The
Case of a Cretan Mandinadhologos

by ERIC L. BALL

Introduction

The rhyming couplet known as the mandinadhal is at present
the most popular verse-form among the population of Crete.
Although its origins lie at least as far back as the thirteenth cen-
tury, 2 it continues to be improvised, recited, written, published,
and performed in a wide variety of contexts. 3 Moreover, it has
become an integral component of, as well as a means for consti-
tuting, local cultural institutions, with numerous publications of
mandinadhes by individual composers as well as works of evaluative
criticism.4 This fact has not been adequately discussed (or even rec-
ognized) by Greek literary criticism, Greek folklore, or North
American scholars who have dealt with the mandinadha. Despite
many analogies between the regional discourse of the mandinadha
and the national discourse of literature, scholars have never con-
sidered treating the mandinadha as the regional analogue of
national poetry, that is, as a form of "placed literature."'

In this paper I want to consider in detail several (out of the
hundreds of) mandinadhes, most of which were composed or recited
in my presence, by a Cretan man in his fifties during a period of
roughly two years between 1995-1997 while I was living in Crete.
My purpose is not to treat them as folkloric or anthropological data.

ERIC L. BALL is currently a Ph.D. candidate at The Ohio State University
in the Department of Greek and Latin, Modern Greek Studies track His
research interests include literature and place, critical theory and nature,
and folklore, and much of his research deals with Crete.
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I am not invoking them here in order to support a new theory of
orality, of meaning, or of culture. Nor will I use them to indulge
in criticism of the disciplines of folklore or anthropology them-
selves. Rather, I would like to treat them as placed literary texts
and to put forth an argument about their message. In an attempt
to enrich my analysis, I have welcomed certain insights and
methodologies from folklore (in particular from performance the-
ory), but I will primarily be conceiving of the mandinadhes as their
composer and audience do: as Cretan literary texts, which are to be
interpreted, analyzed, and evaluated—in other words—criticized.
In doing so, I will find it necessary to refer to other placed literary
texts (i.e. other published mandinadhes), national literature (of
Nikos Kazantzakis), and regional institutions (like the Cretan
music industry). This paper aspires to be more than just another
exercise in literary interpretation; it also aims to open new space,
through an experimental reading of texts, for place-based literary
interpretation.

I will argue that the larger meaning essentially being gener-
ated by the mandinadha texts I will consider is this: cultural antin-
omies, which are experienced in contemporary Crete, like the
tension between "modernity" and "tradition," can be resolved
through a better (deeper?), perhaps renewed, understanding of
what is commonly held to mean "Cretan." The mandinadha cer-
tainly seems to be an appropriate site for presenting a message like
this one. It is a traditional Cretan verse form, which never ceased
playing a dynamic role in the contemporary cultural life of Crete,
and which has also incorporated some of modernity's products and
concerns (e.g. mass recording and publishing). Thus, it allows the
tension between traditional and modern to be debated or resolved
at an aesthetic level, not only through its content, but also through
the ways it is practiced.

Against the Modern

By using the dichotomy tradition/modernity as if these terms
implied real, distinct, opposing categories, I do not mean to sug-
gest that they are well-defined and mutually exclusive. I am not
using them as technical terms for the analysis of Cretan culture.
Rather, I need to employ them to reflect their use as widespread
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fundamental interpretive categories among the Cretan people. 6

For them, subsumed under the heading of "modern" are imported
foreign (western) models and products affecting everything from
markets, technology, and politics to social organization, customs,
and values. In addition, modernization implies the influence of the
homogenization of local differences inevitably brought about by
the existence of the Greek nation-state as a coherent geopolitical
unit (cf. Tziovas 1994). In contrast to this, tradition is typically
perceived by many Cretans as a rich heritage of human(e) 7

[avOpattvcc] values and practices, which are conceived of as hav-
ing originated in Cretan/Greek antiquity, and which have con-
stantly been threatened by outside invaders (Arabs, Venetians,
Turks, Germans), and nowadays by a modern lifestyle revolving
around money ['to xpfiga], as well as by the [northern and western]
Europeans who come and purchase Cretan land and/or open up
businesses on Cretan soil.

Cretans often perceive Crete's future as being at stake in the
outcome of the contest between these notions of tradition and
modernity. 8 While most inhabitants of Crete would probably not
deny wholesale the benefits of modern life, 9 there are a conspicu-
ous number of them who argue rather one-sidedly against the
modern and in favor of Cretan tradition.m These arguments are
often played out in the works of Cretan aesthetic culture, includ-
ing the mandinadha. Consider, for example, the following pro-tra-
dition/anti-modernity text, which is narrated dramatically on a
popular commercial recording of Cretan music from the 1980s:"

Kat KaTcPaivom ica0g TOuo of E j..17C0p01, COOTCO[tgVOt

tvsg npaglitstEc Kat GTfIVO1W TOUg irtiyicoug TODC GTO

naCetpta gag, KCtt 81.11XCEXGOV GE Tcokt-rcizg Kat xcoptCt i_tE

GTEODSCtyl.1EVODC TEMA:Ogg TOV cpxogO nig cscorripiag gag. Kt
xiat)gc egEig 'mug kupapriOec Kat Top; TpccyouStatethec v'

apaxvoikpaivouv lravco arriv mapmaXata icoupckoi) !lac Tau;
KaigoiN Kat Ta miOri gag. Kai SaxpliCouge liGTEOG, of
yEttovit; pug Kat 01 TrapaMcc pa; gxouv ycgiact Kovacp-
Oa -Kati-nu Kat TIXErcptict; KtOapcc. 0(1 1.1.(1; (pciVE ETCR, 11(013E;
H Oa [Lac aicikouv nTa pouacia; Oxt! Ta &nu Kat ta tcpa [tag
8cv 72urdwouv pc Tiptcc xaprikoicovf3evrEc. Oa
4cogEivouge (sac kat). Kat KOVEig, ;Au 81,KOC gag, SEV Oa gag
aKoi)Et. OugtharE! Ilgcrce: "Ti Xect cioinoc," Mriv icroxa-
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4TE Ow. AIVTE pc natSta, mivtc ilta npoolcdOta. 0 apya-
Xcitic Kat TO Willa cacic! Atxt; aac 01. txpaytpec! 01. yupoX6-
yot Kat of taariScg, StKoi cra;! &relic, kriattc Kat nctpatec!
Eacic, xcopocpiaaKcc! Eacic, V01.1.00tTEC! ECIEig . . . yuvaiKc;
-Kat livtpc;! Tr! Comj !lac Sc Oa tiv icagouv aXX,ot! Ellac!
Ei.tei;!

And the merchants come down [to the island) every once
in a while with foreign goods and set up their stands in our
markets and proclaim the coming of our salvation in towns
and villages with studied criers. And we have our lyra
players and our singers fine-spinning our troubles and our
passions on our very old rag. And we cry then, because our
neighborhoods and our beaches have become filled with
tin cans and electric guitars. Will they wipe us out like
that? Or will they send us to the museum? No! Our holy
and sacred things will not be rescued by honorable and
subdued discussions. Wake up! We'll be left out I tell you!
And no one, not even our own, will hear us. Get mad, say,
"What is he saying?" Just don't become complacent. Come
one people! Make an effort! The loom and the thread, you!
The weavers, yours! The peddlers and criers, yours! You,
bandits and pirates! You, gendarmes! You, law-makers!
You . . . women and men! We won't let others play with
our life! Us! Us!

(Skoulas [n.a.))

In this performance we observe the not-so-unusual modern phe-
nomenon wherein bad-imported-modernity (their tin cans and
electric guitars) is perceived as opposed to and threatening good-
native-tradition (our Lyra players and singers) in a simple dichot-
omy. Moreover, the message is delivered in a theatrical manner
with musical accompaniment on an item of local, or placed,
expressive culture, thus providing a rather blatant example of the
modernity vs. tradition issue being debated and negotiated in an
aesthetic domain.

I draw a second example from the album notes included on
another popular commercial recording by the same artist. They
were written by the professional mandinadha composer Yiorgis
Karatzis who composed the lyrics (mandinadhes) for this album:
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My dear friends, with this album we tried to express a
purely traditional message, with all the simplicity and
truth which this attempt presupposes.

[. . .) And as far as language goes [. . .) I do not hide
that the insistence on Cretan language orthodoxy [i.e. use
of the Cretan idiom), also comprises one form of defense
against contemporary [aintxpovo;] linguistic reckless-
ness/debauchery [EKTpariktagOg] and the hopeless under-
mining of means of expression.' 2

(Skoulas 1986)

In some sense, then, Karatzis is justifying his extensive use of the
local Cretan idiom (a self-conscious use) in the mandinadha as a way
of resisting the modern in favor of tradition. Thus, once again we
have an anti-modern message being delivered on an item of expres-
sive culture (the album sleeve). Moreover, the anti-modern stance
serves to justify Karatzis's choice of language (Cretan language
orthodoxy) for his poetry.

It is not surprising, then, that the privileging of tradition also
becomes the subject matter of many mandinadhes themselves:

110TE via argicet o °jutXt5; Kat o TEpo-Trikopettric,
Scv kccruv (p613o via xctOoiw to 911,Lct Trj; KATTN.

As long as Omalos and Psiloreitis (tall mountains) still
stand,

the customs of Crete have no fear of being lost.
(Papadaki-Lambaki 1992:221)

The claim to Crete's traditional customs' durability becomes an
important theme for the mandinadha only when such customs are
potentially threatened by modernity.

On a related note, there are also many mandinadhes that express
nostalgia for a (superior) past, which is now lost. Consider, for
example, the following by Karatzis:

ETTiv eltoxfj jut; linkte• Se Ei 11E Toy icatvolipyto TpOrco
To jupcticMxt Taw ma:L(1w alletkaycov ctvepthnow.

Ot jupaKATISE; of ITC11101. '7E0 TOTE 7COU C5X0X,O0CtV
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ta, ilepaKkepcta -ra Kaket Ecrpixsav Kat nEpeccsay.

Nowadays, with the new way of life, the high-spirited
behavior

of the pure people of yesteryear no longer exists.

Ever since the good-natured enthusiasts of yesteryear
knocked off,

the real high-spirited behavior has vanished and gone
away.

(Skoulas {n.a.))

Both of these mandinadhes assert the unqualified acceptance of tra-
dition as superior to modernity.

We will see below, however, that there are other Cretans who
do not conform to the simplistic view that the mandinadha is
associated exclusively with tradition—with the continuation or
preservation of an idealized native past—and thus considered dia-
metrically opposed to the modern. Rather, we will see an attempt
to resolve some of the tensions between these two categories by
synthesizing them into an aesthetics of Cretanness that essentially
denies neither tradition nor modernity.

Context and Background Information

Most of the mandinadhes I will consider were composed by a
male Cretan in his fifties, Manolis Kritikaros.' 3 They have never
been published, but this does not prohibit me from examining
them as placed literary texts. At the same time, however, it is
imperative that we keep in mind that Kritikaros usually performs
his mandinadhes in everyday life—at home or at family gatherings,
surrounded by friends and relatives. He performs them for an audi-
ence that knows a great deal about him, his life, his personality,
and his beliefs. Thus, it will be necessary to include some biogra-
phical and other background and contextual information. My
intention in doing so is neither to construct a biography of the
poet, in the spirit of some literary criticism, nor to provide a thor-
ough ethnography in the spirit of folklore and anthropology. But,
it seems to me that Kritikaros typically assumes that his audience
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will use its knowledge of him when attempting to interpret his
mandinadhes." In a sense, Kritikaros considers such data necessary
for textual interpretation. By providing such background infor-
mation, I am making selective use of the insights of performance
folklore theory regarding the importance of context to the inter-
pretation of text. At the same time, I am not claiming that my
interpretation is necessarily a description of authorial intentions.
In short, I will provide the central contextual information that
informs my own attempt to perform literary interpretation.

Kritikaros was born in 1941 and raised in a small farming vil-
lage in the district of Malevizi, about ten miles outside of the
island's capital city of Irakleio. His paternal grandfather had
moved down there from one of the larger mountain villages on Mt.
Ida (Psiloreitis). Left fatherless by the Second World War, he was
raised ("barefoot") in the village mainly by his mother and his
father's brother. Though he also has an older brother and sister, he
is the only one of the three siblings to have finished high school.

In the sixties, Kritikaros got married and became the father of
two daughters. In addition, he passed into the teaching academy
and became an elementary school teacher appointed at various
times to different villages in the area between the city of Irakleio
and the town of Rethymno. During our many conversations he
would often become nostalgic about the time he spent in one par-
ticular village high in the mountains (on Psiloreitis) where the
people were, according to him, extremely proud and endlessly hos-
pitable. He also enjoyed retelling stories about how he and the
doctor appointed to a neighboring village would stay up all night
smoking, discussing and debating each other's interpretations of
Kafka and Kazantzakis (copies of which he would obtain secretly
since they had been banned by the military dictatorship of the
time), and eating "whatever there was," even if that meant a scanty
meal of boiled greens and lentils.

In addition to his career as a teacher, Kritikaros also continued
working with his hands, living the life of the professional agricul-
turist as well. He cultivated and sold olives for soap, and grapes,
which he made into raisins. As a public employee who never got
involved with Crete's tourism industry, who persevered through
the grape-growing crisis caused by phylloxera (a North American
plant lice), and who insisted that his wife not work outside the
home and family agriculture, Kritikaros never came to be consid-
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ered one of Irakleio's nouveaux riches tvE676..auto0. Nevertheless,
through his and his wife's hard work, his family eventually
obtained a respectable level of financial stability.

By the time I had first met Kritikaros in 1992, he was the prin-
cipal of an elementary school in Irakleio. He and his family lived
in their own house in Irakleio (they also had an older house in his
wife's village, which was now primarily used only during harvest
season). In addition to his schoolteacher position and his agricul-
tural responsibilities, he had also recently taken up the hobby of
fishing, using every free (and not-so-free) moment he had in order
to go fishing with his friends, invariably bringing home the catch
for his family and guests to enjoy.

Like many other Cretans, Kritikaros has enjoyed using the
mandinadha as a form of expression ever since adolescence, and
likewise has never composed them professionally. When he was a
boy, it was still customary in his village for young men to parade
around at night going from house to house performing kandadhes
(serenades), singing mandinadhes to the accompaniment of a man-
dolin, often outside the home of a young girl on whom one of the
boys had a crush. He often recalled nostalgically stories about
them and even remembered some of the more interesting mandi-
nadhes that were composed during those times. I was also shown
several pages of mandinadhes that Kritikaros composed for his
future wife (who was from a neighboring village) describing their
courtship in a style (intentionally?) reminiscent of Kornaros's Ero-
tokritos . For Kritikaros, this is exceptional in that he actually wrote
them down; the vast majority of mandinadhes he has composed have
never been written down or recorded and are not remembered by
even Kritikaros himself.

Of the mandinadhes I collected from him, a small number were
composed while he was alone working in the olive groves, vine-
yards, preparing his longlines (napay6Sta) for fishing, or while
driving back to Irakleio from the village. Unable (or unwilling) to
write these down somewhere at the time of composition, he would
repeat them to himself many times so as not to forget them. Then,
he would recite them to me (the always-interested and presumably
comprehending audience) the next time we would meet. There
were a handful of occasions on which he jotted them down on a
piece of paper or on the inside of a cigarette box and upon seeing
me gave them to me to read.
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The vast majority, however, were collected by me on many
occasions when there was a small, informal gathering [impact) or a
larger gathering/celebration ryAavtil of some sort. At many of
these gatherings, it was my place to provide the musical accom-
paniment appropriate for improvising mandinadhes (standard Cre-
tan melodies Noma-1,41 on the mandolin). Therefore on a few
occasions I did my collecting with the aid of a cassette recorder,
but in most cases with the help of other individuals present who,
at my request, would transcribe them onto paper the moment Kri-
tikaros was improvising them. As I learned to read the subtleties
of the development of Kritikaros's high spirits tictcptl, as well as
the psychological effects of the various sequences of melodies on
him and other participants, I was eventually able to participate in
the manipulation of the mood (through the choice of the music I
would play) in such a way as to provoke him to improvise count-
less mandinadhes in the course of a single evening.

At the time, I was not recording these for explicitly ethno-
graphic purposes. Aware that Kritikaros's mandinadhes had an
unusually high amount of philosophical and ideological content, I
wanted to preserve them simply because I liked them. For, while
Kritikaros might compose anywhere from one to fifty or more
mandinadhes in an evening, he invariably forgot them all almost
immediately, and most certainly by the next day. On countless
occasions (when there was no recording), he would finish impro-
vising ten or more mandinadhes, pause to eat a bite of something
and refill his wine glass, and say to those of us in the gathering,
"How did I say that one?" recalling only a couple of words or a par-
tial phrase of one of the mandinadhes he especially liked. We would
then all try to remember and reconstruct it. Hence, in light of his
inability to remember his own compositions, Kritikaros was
pleased by the fact that I would insist on recording in one form or
another as many of them as I could.

Every so often, I would transcribe those recorded on cassette
tapes, napkins, cigarette packs, and memo pads and give them
back to him to read. He would remark to me about which ones he
especially liked and which ones he considered failures in that he
was unable (due to the constraints of time and the requirements of
form) to express exactly what he had in mind. He eventually also
began memorizing some of his favorite ones and using them as his
own personal repertory in future gatherings, singing them in an
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early phase before the wine and the high spirits kicked in and he
reached the point where he felt he was "in form" [c cpcipi.tal to
begin improvising. Sometimes, he would even revise the printed
versions of his mandinadhes, in order to improve the phrasing or to
express his intended meaning more clearly or exactly. There were
even occasions when we would discuss the wording together, and
in a few instances he preferred my own suggestions about a word
or phrase better than his own ideas and actually incorporated them
in the future."

The mandinadhes I will discuss in this paper are all in their final
form. What I mean by this is that they are in the form of which
Kritikaros approved, either by having left them unrevised after
seeing them written, or by having revised them by crossing them
out on the transcripts and writing a new version in their place.
This might strike folklore purists as a move away from some kind
of oral or performative authenticity, but for my approach to the
mandinadha as an aesthetic genre that is equally at home in the pen
of the creator as it is in the mouth, I insist that it is not. Since I
am not primarily interested in studying the process by which Kri-
tikaros composed, but his overall textual attempt to become
engaged in a discourse of ideas and values, I prefer to concentrate
on the mandinadhes in the form that he himself felt was best repre-
sentative of his position.

Kritikaros's improvisations and singing episodes certainly
qualify to be studied from the point of view of performance the-
ory; therefore, although I will not rigidly adopt a performance
approach in what follows, I will nevertheless make a few remarks
about performance. Richard Bauman has pointed out:

It is part of the essence of performance that it offers to the
participants a special enhancement of experience, bringing
with it a heightened intensity of communicative interac-
tion which binds the audience to the performer in a way
that is specific to performance as a mode of communica-
tion. Through his performance, the performer elicits the
participative attention and energy of his audience, and to
the extent that they value his performance, they will allow
themselves to be caught up in it. When this happens, the
performer gains a measure of prestige and control over the
audience—prestige because of the demonstrated compe-
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tence he has displayed, control because the determination
of the flow of the interaction is in his hands.

(Bauman 1977:43)

When Kritikaros is improvising mandinadhes at a gathering, or
simply retelling them to others, he is very aware that he holds a
relatively high degree of prestige and exercises control over his
audience. In nearly every context I have observed him performing,
he has been the most educated of the people present of his gener-
ation and older. Even when there have been others present who
have had more formal education than him, they have always been
considerably younger,16 often his children and their friends, nieces
and nephews. When discussing beliefs and values with those
younger than him he would assume the tone of the older and wiser.
This is not to say that he was unforgivably condescending in dis-
position or not interested in the opinions of others—on the con-
trary—but I think it is best to keep in mind that Kritikaros, a
teacher who took his profession seriously, had spent a great deal of
his life playing the role of one who knows/understands, and has
important wisdom to impart to others. Of course, in addition to
any prestige he assumed for these reasons, he naturally gained a
great deal more when demonstrating his competence in the man-
dinadha .

This is important to remember because, as we shall see, Kri-
tikaros sometimes engages in what I call a virtual dialogue, that is,
in a dialogue with other Cretans who are not present (for example,
by virtually verse-dueling with the mandinadhes he hears on a com-
mercial recording). His primary purpose in doing so, in my opin-
ion, is didactic. By responding directly to a recorded or a written
text with another mandinadha, supporting it or disputing it, he is
attempting to teach his own particular point of view to his audi-
ence. This tactic becomes particularly effective in the case of dis-
puting an absentee's mandinadha because it implies that his own
performance is superior to the performance of a predecessor (whose
having been recorded implies a degree of "canonicity," and whose
absence implies the inability to retort), thereby rendering his les-
son more powerful in its effect on the audience. I will say more on
the idea of virtual verse dueling below in connection with the issue
of tradition vs. modernity.
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Kritikaros and "Cretanness"

In order to treat Kritikaros's aesthetic resolution of the tradi-
tion/modernity issue, I must first discuss at some length the notion
of Cretanness. This is necessary because it is through an aesthetics
of Cretanness that he espouses his views on tradition and moder-
nity. Virtually all of his mandinadhes are marked by some kind of
concern with Cretan values and Cretan identity. Sometimes he
makes this explicit; often he does not. Through my countless dis-
cussions with him, though, it has become clear that even those
mandinadhes that might seem to be simply an expression of his own
personality, personal beliefs, and values, are also his expressions of
what it means to be Cretan and of what he calls "Cretan folk phi-
losophy" [kaitcf xplytticei cpaocroyial. What, though, does he mean
by this? He has summarized some of his beliefs on the subject on
three occasions at which I was present, and which I will now recall
in some detail.

The first was during a discussion we were having, which ended
up becoming about the meaning of Cretan tradition. Because
many Cretan acquaintances of mine knew of my interest in the
Cretan idiom, music, and songs, they assumed that I had an equal
passion for any and every aspect of Cretan folklife and folklore.
They would recommend that I visit various museums, collections,
and performances re-enacting Cretan customs of the past, many of
which were actually of only marginal interest to me at the time. I
was telling Kritikaros about this situation and said, "I am very
interested in specific areas of Cretan tradition, but I am not that
interested in every aspect of the overall Cretan tradition." As I
explained, he kept shaking his head "no." This puzzled me; after
all, I ought to have known what I was interested in or not inter-
ested in. Then he explained, "Cretan tradition is philoxenia" [H
xplittictl itapaSoari Eivat tl cpao4Evial. To this I responded by ask-
ing him, "But what about all the other traditional things, like
weaving, dress, farming equipment, and so on?" With a look on
his face implying that I had completely missed the point, he
repeated the same sentence, "Cretan tradition is philoxenia."

I think I eventually understood his point. For Kritikaros, a
whole list of things one might normally think of as "tradition" and
"folklore" were, for him, just inessential (albeit interesting)
details. The essence of the Cretan tradition was simple: it was
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philoxenia. At various times, he would reiterate the importance of
philoxenia to the Cretan in more detail. On several occasions he
mentioned the ancient Greek concept Xenios Zeus Wm; ZE150,
Zeus (the Cretan-born god) as the protector of the rights of hospi-
tality. He also pointed out to me a relevant passage in Kazantza-
kis's Report to Greco:

The next day night overtook me when I was near a village;
I was hungry and tired from walking all day on the rocky
ground; I didn't know anyone in the village, or even the
village's name. But I was at peace; I knew that whatever
door you knock on in a Cretan village, it will open for you;
the table will be laid out for you and you will sleep in the
best sheets of the house. The outsider is still the unknown
god in Crete; and all doors and hearts open before him.

(Kazantzakis 1982:307)

During many gatherings and celebrations Kritikaros would sing
in an almost pious manner the well-known Cretan folk song (riz-
itiko) Metva rtav EpOovv ot yikot gov, in which a deceased son
requests from his mother that when his friends visit, she not tell
them he has died until after they have eaten, have gotten a good
night's sleep, and are about to continue on their way.

What I want to emphasize here is that, regardless of whether
other Cretans would agree with him, Kritikaros has a well thought-
out conception of what Cretan tradition is all about. Tradition, at
least on this occasion, is defined by Kritikaros as a particular virtue
of, or rigorously upheld by, the Cretan people, a virtue that takes
definitional precedence over any and all other specific practices or
cultural items typically conceived of as traditional (especially by
folklorists). Note, however, that it is not his concept of philoxenia
per se which, for the purposes of this chapter, is important (as this
is not one of the issues he addresses directly in the mandinadhes I
will examine), but the fact that he conceives of tradition abstractly,
and in relation to other artistic texts. Furthermore, in referencing
these other works, one which would typically be classified as Greek
literature (proper), the other which would be categorized as a folk
song, Kritikaros makes no such distinction whatsoever. Both are,
for him, superlatively Cretan texts.

The second conversation, and perhaps the one that has the
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most direct bearing on the issue of Cretanness in his mandinadhes,
was accidentally provoked by my own (unintentional) misrepre-
sentation of a passage in the third chapter of Herzfeld's book The
Poetics of Manhood: Contest and Identity in a Cretan Mountain Village.
The passage discusses the phenomenon in Crete in which conflicts
are many times debated and worked out in terms of Cretan iden-
tity:

Supporters of each position imply that their stand repre-
sents the only true embodiment of Cretan values, and local
history and folklore become resources to be disputed and
redefined through intense argument.

(Herzfeld 1985:95)

He gives an example of men discussing opposing opinions regard-
ing a political issue and how each supports his own position by
appealing to concepts of Cretan identity and manhood.

In the situation that I am about to describe, I had vaguely
recalled this passage as having to do with a level of subjectivity
involved in various individuals' conception of what it means to be
a Cretan man. What I had forgotten (thankfully, as this provoked
a most interesting discussion), was Herzfeld's comment:

Note, however, that both sets of attitudes entail resistance
to authority as the hallmark of Cretan manhood. The
divergence does not concern the principle of Cretan dis-
tinctiveness and independence; it concerns the forms that
these should take.

(Herzfeld 1985:95)

One afternoon, I was eating lunch with Kritikaros, his sister's
husband (a Cretan in his late sixties), and several other of their
female relations. In one of the discussions that was going on, some-
one had mentioned something about someone behaving "like a
Cretan" or not. With the passage from Herzfeld's book in mind, I
interrupted the conversation and said: "Who knows what 'Cretan'
means? Everybody defines it and interprets it any way he wants to
in order to support his own opinions and views." Kritikaros's (up
until then) reticent brother-in-law suddenly spoke up, seemingly
more than a little disturbed, though not angered, by my corn-
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ments on the arbitrariness of Cretan identity. He said: "You said
that 'Cretan' can mean anything anybody wants it to. But that's
not true. The 'Cretan' is stout-hearted [nakucapt], hospitable
[cptX,O4evo;), generous [xmikpvtâcl, a good-natured enthusiast
[11cPcelall0 • • ."

Feeling regret for having dismissed so lightly the possibility
of belief in any securable notion of Cretan identity, I responded to
him with deference, "I believe that's the essence." It was at this
point that Kritikaros interjected, calmly yet with an expression of
self-assurance. "No," he said, "'Cretan' means [al revolutionary/
rebellious [person)"" rOxt . . . Kjyrituthc Oct Tr El cicavacrrâTri;),
responding just as much to his brother-in-law as he was to me.
Minor discussion followed, which amounted to little more than
the others claiming that "Cretan" doesn't mean only revolutionary,
and Kritikaros responding each time by simply repeating in his
calm and confident manner, " 'Cretan' means revolutionary/rebel-
lious." The word "revolutionary" that he used, epanastatis, can refer
to a variety of ideas. Just what Kritikaros meant by this he never
elucidated philosophically that day, but as we shall see, it becomes
a major underlying motif in his mandinadhes.'s

Before turning to the idea of the mandinadha and the third
discussion of interest, I will digress for a moment in order to elab-
orate on Kritikaros's notion of Cretan values. At some time fol-
lowing the above discussions, I read the following passage in
Nikos Kazantzakis's Report to Greco:

The love of freedom, not deigning to enslave your soul, not
even for paradise; a valiant game over love and pain, over
death; the destruction of old molds, even the most sacred,
when they no longer can contain you—these are the three
big voices of Crete.

[. . .]In Crete, a soul that doesn't deign to deceive itself
or others, stares face to face, like nowhere else, at the one-
breasted goddess who doesn't do favors and who doesn't sit
on anyone's lap, neither a god's nor a human's: Responsi-
bility.

(Kazantzakis 1982:436)

I reminded Kritikaros of the passage and he reread it, telling me
how much he agreed with it and expressing his admiration for
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Kazantzakis as a person who understood the essence of life so well.
This sparked a series of philosophical discussions between us

about what we each considered the meaning of different virtues,
and which ones we considered most important in life. What
occurred was an intense interaction in which we both learned from
each other. I talked with him about my own examples from life as
well as from my undergraduate philosophy textbooks; he provided
me with his own examples and interpretations. After many dis-
cussions, full of theoretical description as well as concrete exam-
ples, I attempted to make a simple diagram that would list and
somehow summarize the relation between the virtues we had dis-
cussed. I would show him tentative sketches and revise them
according to his criticisms and suggestions, until he felt it was
something which he could assent to as somehow representative of
truth.

The central domain of the diagram contained the "virtues of
the self': self-respect [aircoagi3aop*), dignity ta4tonpanctal,
pride [nevi-ION/ma), and love-of-honor [cakerni.tol. Around this
axis were three major domains, each of which partially overlapped
with the other two, and all of which partially overlapped with the
central domain. The three domains were given no particular order
of precedence. There was the domain of rebelliousness {avinto-
ta4ia} and the love of freedom (gpcotac EX,Eu0cpiac). There was the
domain of philoxenia {cpao4Evia} and humanity (avOionta). There
was the domain of gallantry {Xcf3gvnet}, manliness-bravery
tavwctoo-15vrii, and playful valiantness Dtatxvibtapticii itakucaptdd.
As Kritikaros illustrated to me several times, just as the various
domains overlapped, so do the virtues named within them; each
virtue can not truly be considered as distinct, but rather as over-
lapping with one or more of the others. Underlying all of this was
wisdom tcsoyial and supporting it all was a sense of responsibility
{IntEvOuventrra}.

I mention all this for two reasons. I do not purport to have rep-
resented in any exact manner Kritikaros's ethical beliefs or princi-
ples, but I do believe that his spending time with me to discuss
these virtues in the form of an abstract diagram is a further indi-
cation of the complexity and subtlety of his thought on the topic.
The discussions which led to my sketching and re-sketching of the
diagram imply his particular concern with certain virtues, and the
extent to which he had thought about their specific meanings. The
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second reason for which I have included this discussion is the con-
tinual suggestion by Kritikaros that these, his own opinions, were
not entirely his own, personal, and subjective. He insinuated that
his own examples and analyses were actually a rather accurate rep-
resentation of the Cretan in general, or of a "Cretan of old times"
tnaktOc Km-truck), as he regularly phrased it. In other words, it can
be concluded that, in Kritikaros, the individual and personal
nature of ethical beliefs are only partially distinguishable from his
apprehension of a more collective Cretan point of view or iden-
tity. 1 9

I will now turn directly to the idea of the mandinadha and the
third occasion of interest, namely to a discussion of the mandi-
nadha's aesthetics. This discussion occurred during one of the
many outdoor, daytime, extended family gatherings I happened to
attend in Kritikaros's wife's village, such as those which are held
on Easter and May First. Kritikaros was present, as were two of his
wife's brothers, Mihalis and Yiorgos, both of them accomplished
amateur mandinadha composers themselves. At some point during
the early afternoon, Mihalis requested that I start playing the man-
dolin so that he, Yiorgos, and Kritikaros might sing some mandi-
nadhes. But this was one of those afternoons when there were not
quite enough high spirits to get them soaring into improvisation
and verse dueling. Rather, several theoretical discussions broke out
among them, usually started by Mihalis.

On many occasions, it became evident to me that Mihalis was
worried about a lack of authenticity in the mandinadhes and the tra-
ditional-style music of the younger generations of Cretans, in par-
ticular of those professionals from the city of Irakleio. Actually, all
three men were concerned with this issue, but it was Mihalis who
consistently felt the need to discuss it. That particular day, he
made a claim to all of us present, that the good mandinadha has
"beautiful words" [(vale; X4461.0. 2° He disputed a mandinadha
that contained the word "money/currency" [xpfula] and one of
Yiorgos's mandinadhes, which used the metaphor of a clock:

'Exco eta icoupOunfi icapOta, poXOt .

I have a clockwork heart, a clock . .

He then went on to quote several mandinadhes that were rich in the
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Cretan idiom and pastoral imagery. In other words, for Mihalis,
the essence of a good Cretan mandinadha was the use of language
and images that showed few signs of modern or urban life.

Yiorgos responded to his brother with a different criterion for
evaluating the mandinadha. He stated that it ought to make use of
a good metaphor or simile. He gave an example of one of his own
mandinadhes in which he compared a woman to a beautiful rose,
drawing him closer with its beauty, but stinging him (with its
thorns) more and more the closer he gets to it. Yiorgos was uncon-
cerned with strict adherence to the Cretan idiom (though he did
sometimes shun the use of words which sounded more learned
than vernacular) and uncompromising pastoralism. His large per-
sonal repertory covered a breadth of subjects, and a dominant char-
acteristic of most of his mandinadhes was the use of figures of speech
like metaphor, simile, and personification.

Kritikaros gave yet a third point of view on the subject. He
dismissed the views of both brothers as overly concerned with the
mandinadha's "surface" fentOvEtal, that is, with considerations of
language and technique. Kritikaros was more concerned with the
importance of the message. He stated that the "essence" [mulct} of
the mandinadha is the "expression of the Cretan spirit" rc1app4Et
TO rcve61.ta T01.) Kimyruco1 1. It is here, then, that we see a connection
between the mandinadha and his other statements about Cretan
tradition and Cretanness. 21

But just what is the spirit of Crete for Kritikaros? We know
from his other remarks that it ought to have something to do with
rebelliousness, and perhaps the virtues I discussed with him. I
shall now discuss the mandinadhes themselves in relation to Kri-
tikaros's idea of Cretanness. Although I do not claim that my inter-
pretation is the only valid one, I hope to demonstrate that his is an
innovative aesthetic attempt to argue for a resolution or synthesis
of notions of the Cretan past and present, the traditional and the
modern, through a renewed understanding of what is meant by
"Cretan."

The Mandinadhes

Because the mandinadha has been traditionally conceived of as
an oral composition, a noticeable modern concern we encounter in
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Kritikaros is the issue of writing. 22 Much like romantic poets, he
seemed to be almost tortured by the need to express in words, par-
ticularly through the mandinadha, what was according to him the
inexpressible and ineffable. Allusions to writing are made:

Tic A.4Etg yetxvw, Scv ititopth va fipco va 4E8tiathcrco
G' 607COO xapti Tic cricgvac [LOD, 1111710)g xai 4cactypciu6co.

OXot npoytivot jtaa }tou gspovuxTati yaw6Cauv,
va Tat GTEIDIMGC0 GTO XapTi va	 aVaGTEVaCODV.

I search for the words I can't find, to unfold my thoughts
onto white paper, so that I might at last feel relief.

All my ancestors call out within me day and night
to fix them on paper, so they can stop their sighing.

Kritikaros is not the first Cretan to compose mandinadhes who
refers to it as a written form,23 but his expression of it as a prima-
rily written form within the mandinadha itself is nevertheless
somewhat unconventional, and at any rate is an excellent preview
of the synthesizing nature of his compositions: in this case the syn-
thesis of the (traditionally conceived of as) oral (genre) and (the
modern concern with the difficulty of) writing.

In the latter mandinadha, the subject matter, and even the use
of the word "fix" lateptthwo), sends us to Kazantzakis:

You will never be able to fix in word/reason Paiyoc) what
you live in ecstasy. Nevertheless, battle incessantly to fix it
in word.

(Kazantzakis 1985:61)

Regarding Kritikaros's allusions to Kazantzakis, this is a mere
minor example. Let me give an even more explicit example with a
series of mandinadhes Kritikaros composed after a discussion we
had after re-reading of two particular passages of Zorba the Greek
one evening over wine:

When yesterday we sat out and drank a glass of wine, he
[Zorbas) turned and looked at me in shock:
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"And what is this red water, boss? Won't you tell me?
A wretched old stem sprouts, some sour doodads hang
there, and the time goes by, the sun bakes them, they
become sweet like honey, and then we call them grapes; we
step on them, we get out their juice, we put them in bar-
rels, it boils [ferments) all by itself, we open it on St.
George the Drunk's day in October, and out comes wine!
And what miracle is that? You drink it, this red juice, and
the soul grows, the wretched old hide can no longer con-
tain it, it picks a fight with God. What is all that about,
boss? Won't you tell me?

(Kazantzakis 1981:63)

and:

For the first time on this shore I enjoyed the sweetness of
food. [. . .1 and when we started to eat and drink and the
conversation began to swell, I felt that even the meal is an
operation of the soul, and how meat, bread, and wine are
the raw materials out of which spirit is made.

[. . .] "Tell me what you do with the food you eat," he
once told me, "and I'll tell you who you are. Some turn it
into fat and manure, others turn it into work and high
spirits, and others, so I here, turn it into god."

(Kazantzakis 1981:79)

Kritikaros immediately responded to these passages by improvis-
ing several mandinadhes, including the following:

IIivco Kpaai Kat 11 VIY)(11, OE f.1.01), TUN tlEyaXciwci,
'rat gyrkpoDykc nig .1.0V01.11.65	 6A,o TOV KOGII0 aTCX6VEl.

Hivw xpao-i, Tp(byco (pal, Ki avrinci5yEtT1 vox(' gau,
(1Y-repair/cc (3yavet, SE xo)pei imikt61.1tcra cno tcoppi }tau.

Dirotoc 1.1710pg6E1 TO cal Kai, to xpaai VOL 'civet
nvoliva, Oa jleivet a0divaroc, ROTE SE Oa noOsivEt.

I drink wine and the soul, my God, how it grows,
suddenly it spreads its wings over the whole world.
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I drink wine, I eat food, and my soul becomes stronger,
it sprouts wings, it no longer fits in my body.

Whoever can turn food and drink into spirit
will remain immortal, will never die.

While Kritikaros's long time admiration of and interest in the
writing of Nikos Kazantzakis is indisputable, 24 my goal here is not
to argue that Kritikaros has simply adopted a vocabulary or a
metaphysics from him, any more than I would argue that the main
reason he admired Kazantzakis was that in him he found his own
vocabulary and metaphysics embodied. Rather, I am interested in
recognizing the existence of a virtual inter-Cretan (and inter-tex-
tual) dialogue. By alluding to or incorporating Kazantzakis-as-
text (whom he and many other Cretans consider the quintessential
Cretan intellectual/philosopher/writer) in his own mandinadhes,
Kritikaros is attempting to raise his mandinadhes from the level of
the merely personal, and to situate them in a broader Cretan dis-
course, which is in turn inescapably a part of a larger national and
international intellectual discourse. Just from the point of view of
technique, then, we can locate in Kritikaros an attempt to synthe-
size the local, traditional mandinadha form and issues found in the
writing of a modern novelist. At a certain level, he is constructing
a realm of "Cretan intertextuality." 25

Another interesting way in which Kritikaros reinterprets Cre-
tan mandinadha tradition has to do with commercial recordings
(cassettes and compact discs) of Cretan music. In contemporary
gatherings and celebrations in Crete in which there is no one to
provide live music, what often occurs is that cassettes are played
for background music or for dancing to. At times, Kritikaros,
upon hearing a mandinadha sung on the cassette, will "respond"
with a mandinadha of his own. Take, for example, the following
mandinadha he heard on a cassette one evening:

H tolOg Puika ato larca4e axet Triv op,opqna '411,
aav 'qv icOyst; xavEtat ict aim)	 [tupwSta, T.

Each flower in the garden has its own beauty
but when you cut it, both it and its aroma are forever

lost.	 (Xilouris 1990)
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For Kritikaros, the Cretan topos of the flower in the garden, a
metaphor for a girl/woman, was uninspiring, perhaps even down-
right sexist, because of its portrayal of the female as someone who
must be looked after, someone who is dependent. Even worse was
the idea of the man going into the garden and "cutting" her (with
potential sexual connotations), a depiction of the female as entirely
passive and helpless. Equally in need of critique according to Kri-
tikaros was the implication that once the flower-female has been
"cut," whatever value she once had has been lost.

Upon hearing this mandinadha sung on the recording, Kri-
tikaros responded with one of his own. He modified the wording
(cf. Herzfeld 1985:143) of the recorded mandinadha in a clever way
in order to convey a very different message:

H KdOc 'Wan tcnj Kopylig tie TOD wca4t OE gateeCet
'yta Sev 'my KOI3st livOpmco; Kat gvet tl InpcoStà

No flower on the mountain peak resembles that of the
garden,

for no human cuts it and its aroma lives on.

The garden has derogatory connotations associated with the low-
lands (cf. Herzfeld 1985:40-43) whereas the mountain peak brings
to mind strength and heroism. Here, the woman is no longer pas-
sive and dependent but strong and independent. No human, nei-
ther man nor woman, can "cut" her. Here the word "cut" acquires
more general connotations; she will not be dominated, suppressed,
or held down, for instance. She is therefore capable of retaining her
(now more intangible) good essence ("aroma").

In terms of its content, this mandinadha is an excellent exam-
ple of Kritikaros's attempt to resolve certain tensions between tra-
dition and modernity. He revises the traditional motif of the
woman as a flower in the garden as it appears in a mandinadha that
dates back at least several decades and probably originated in the
mountain areas, and in this case sung by musician from the same
area, by transforming it into the woman as a flower on the moun-
tain peak. He "outperforms the mountains" in a way that appro-
priates the mountains in its imagery, thereby attempting to
neutralize a traditional sexist message. Note also the connection of
this mandinadha with the notion of "revolution." By positioning
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the woman on the mountain peak, by conceiving of her as strong
and independent, she is capable of the resistance that a passive,
dependent woman is not. Moreover, as a Cretan man making a
feminist argument, he himself is rebelling against a traditional
form of androcentrism he might, as a Cretan man, be expected to
espouse.

The logistics of his performance also indicate an attempt to
synthesize traditional and modern performance modes. Before the
commercial recording of music (or at least its widespread avail-
ability), such a verse-duel would take place between individuals.
Nowadays, there are gatherings and celebrations in which the only
mandinadhes sung by those present are those sung along with the
commercial recordings; face-to-face improvisation and verse-duel-
ing are arguably on the decline. By engaging in a "virtual verse-
duel" with the pre-recorded mandinadha, Kritikaros implies that
verse-dueling need not be a face-to-face phenomenon, but that it
may incorporate modern technology and contemporary practices
in an interesting way. He is telling his audience that it is not nec-
essary to choose between tradition and modernity, between face-
to-face culture and technology-mediated/virtual interaction; it is
possible to welcome both if one knows how. In this case, it is not
necessary for the contemporary Cretan to give in to modern tech-
nology by sitting back and listening passively to previously
recorded material, nor to reject it altogether. Rather, it is possible
for him to participate actively and creatively (just as in the tradi-
tional verse-duel) by responding to recordings with original
verses.

Returning now to notions of rebelliousness and heroism, I
would like to argue that the most fundamental way in which Kri-
tikaros has attempted to reconcile the antinomies of the concepts
of tradition and modernity refers to his interpretation of Cretan-
ness as revolution and rebelliousness. One of the most usual con-
ceptions, one might even say stereotypes, of the Cretans is as
revolutionary and rebellious spirits. On the one hand, this can be
closely linked with their many insurrections against the Venetians
during the period of their rule in Crete, and more recently against
the Ottoman Turks and the Germans (cf. Herzfeld 1985:9). But
outside enemies like these have been long gone. External enemies
are not perceived as the immediate threat they used to be. Conse-
quently, attempts to represent contemporary Cretans as still resist-
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ant to authority must turn elsewhere. In certain high mountain
areas, for example, the performance of a rebellious identity often
relies on the demonstration of extreme resistance to the state, its
bureaucracy, and its police (Herzfeld 1985:26-33). In fact, this
kind of resistance seems to exist in many or all areas of the island,
whether it be in the form of a certain level of tax evasion, shooting
off guns in the air during parties, or simply taking pride in ignor-
ing traffic regulations. From the point of view of modernity, of the
"official world," such behavior is readily frowned upon as primi-
tive, irrational, and uncivilized (Herzfeld 1985:32).

From issues such as these, the question then arises: Is it possi-
ble for one to be "modern" and "civilized," and at the same time
retain one's identity as a "rebellious Cretan"? Is it possible to be a
"rational good citizen" and a "passionate hero" at the same time?
Questions like these are the ones I believe that Kritikaros addresses
in many of his mandinadhes. He answers them in the affirmative by
(re)interpreting ideas, such as rebelliousness and heroism (along
with other related notions, such as pride and bravery) in a way that
has little to do with many of the customary stereotypes, held even
among many Cretans themselves about their regional identity.

If no longer the foreign enemy, and not the state and official
mores, against whose authority, according to Kritikaros, does the
Cretan resist and rebel? His response: against the authority of the
mind/intellect/reason. This theme is present more than any other
in the mandinadhes I collected. Before moving on to some of them,
I will cite several passages from Kazantzakis's Saviors of God, which
Kritikaros has been known to quote on countless occasions (to
myself, as well as to his fellow Cretans):

The mind gets comfortable, it has patience, it likes to play;
but the heart gets mad, it doesn't condescend to play, it
chokes, and rushes to rip necessity's net.

(Kazantzakis 1985:15)

Kazantzakis and Kritikaros both make constant use of this
dichotomy between the heart and the mind. The mind is the tame
intellect. The heart is wild emotion:

The mind: "Why should we get lost chasing after the
impossible? Within the sacred precinct of the five senses,
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it is our duty to recognize the borders of humankind."
But another voice within me (let's call it a sixth power,

let's call it heart) resists and yells: "No! No! Never recog-
nize the borders of humankind! Break the boundaries.
Deny whatever your eyes see! Die and say: Death doesn't
exist!"

[.	 .1
[The mind:) "Heart, naive and innocent heart, calm

down and resign yourself to me!"
But the heart springs up and yells: "I am the peasant

and I jump onto the stage and I interfere in the course of
the world!"

I don't weigh, I don't measure, I don't get comfortable!
I follow my deep heartbeat.

(Kazantzakis 1985:17)

Keeping in mind that I have taken these passages out of context
(as does Kritikaros on many occasions), and that Kazantzakis in
fact emphasizes humankind's duty to both heart and mind, note
that, as they stand, they emphasize the heart's tendency to "rebel"
against the mind. In Kritikaros's mandinadhes, there is a definite
privileging of heart over the mind echoing passages like these.
Note both the use of the heart-mind dichotomy and the notion of
rebellion:

0 vatic you netvra npoicatdi ayOpthrcou nECoutplivig,
pa TiKapStet SEY cuaauthi ytati 'vat Enavacnarrig.

ilpou avvirrtacsa KapSuit itcoc va as flaVTOACRO,

pica CSTOD you Tr' cpuXaKT1 yta thyta va GE *6O;

Aypipt rl avretpttacsa KapSta Kat ac .uy•5 SE pnaivet
Kt anti TTI cpuXaKfi TOD VOD Eivat CYT171.11C ROD pyaivet.

My pedestrian mind always walks,
but my heart doesn't follow it because it's a rebel.

Oh, rebel heart, how can I lock you up?
and stick you forever in the prison of the mind?
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The rebel heart is a wild goat and doesn't succumb to
any yoke,

and even from the prison of the mind there are times
when it breaks free.

In this last mandinadha, Kritikaros uses the word "wild goat"
[aypigt], thereby situating himself within Cretan folk tradition as
well as in "conversation" with Kazantzakis. It refers to a species of
goat that is native to Crete and is popularly associated with the
island. Moreover, it is regularly referred to in Cretan discourse
through two of the most well-known—canonized—Cretan riz-
itika folk songs, Awillta K' ayptitaKta 1.1.0D, and T' aypip.t 6TeICE1, a-co
4ou7Kpi.

Kritikaros has incorporated this notion of the heart rebelling
against the mind with traditional imagery on numerous occasions.
Once, he got into particularly high spirits over a mandinadha he
heard a lyra player sing at a marriage celebration:

Kapetl3t Kayo) triv Kap6ta, Triy ncOuiltd Karetpu,
-Kat Paw° aiyoupo nowt to you gou toy avrapTi.

I make my heart a ship, my desire a mast,
and I raise the faithful sail of my insurgent mind.

When he told me about it, I immediately recognized the mandi-
nadha and told him on which commercial recording it had
appeared [Skoulas 19861. He continued to share his enthusiasm
about it with me, in particular because of its use of the word
"insurgent/rebel" [ay-Earn-lc). At the same time, though, he was
critical of it because it labeled the mind as the insurgent. For him,
this was an impossibility, for the mind was the austere authority
against which the heart must rebel. I could tell that he would try
to come up with his own version of the mandinadha, which would
be in agreement with his own metaphysics. Sure enough, after sev-
eral days, we met and he told me two mandinadhes of his own that
made use once again of the ship metaphor, but this time more in
harmony with his beliefs:

Kapa(3t Kayo) TO -Koppti, TO you ro41.8aPtivco,
Kat to	 TTIV KapSta avtapu1 Kancretyto.
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1-1143a ablaritti o you; pi Om you opiCet,
icaltoretvtcsaa icapStet Opta Se yvwpget.

I make my body a ship, my mind its compass,
and at the helm I put my heart, the insurgent captain.

The mind, an unerring compass, determines my course,
but the heart, the captain, recognizes no boundaries.

The authority of the mind is undermined at an aesthetic level.
On a large number of occasions, the context in which Kri-

tikaros improvised his mandinadhes served to intensify their mes-
sage. Indeed, it was perhaps one of the few contexts in which he
could actually realize what he was expressing in verse. On the
whole, Kritikaros actually struck me as a very intelligent, rational,
and reasonable human being. Many sought him out for his advice,
whether it was about work, their personal life, or even politics. But
during most of the gatherings or celebrations at which he com-
posed mandinadhes, he tried to "free himself" from reason and
rationality, through singing, dancing, and the consumption of
wine. He always emphasized the important role that wine played,
not in getting drunk or becoming totally out of control, but in
taking away the overwhelming power of the mind (what we usu-
ally name "inhibitions"), and letting his emotions take charge.
Perhaps paradoxically, when he reached a particular state of intox-
ication in which he felt his heart was in control, he would describe
his perception of the world by saying that he could see everything
in a "clear-headed/sober" fashion [tthpa tia /3Ainto Oka vritpatal.

Such behavior, for a man of his education and status, might
readily be criticized as inappropriate by some, as indeed, it some-
times was. In that sense, then, he was consciously rebelling against
the authority of society as well, but in a way that intended harm
neither to the state, nor to the people around him. 26 Here are sev-
eral of his mandinadhes that treat the notion of rebelling against the
authority of society. The first was in response to some of his fam-
ily members' criticism of his drinking and loud singing. It makes
an allusion to the free-spirited character of Zorba, from Kazantza-
kis's (1981) Zorba the Greek:

'flOcka vdtgouva Zopwrcetc, .ta of dtkkot SE g' cupfivouv,
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K1 6,T1. ICI. av )(Ova) OTTI 	 aitoi TO Ka-caKpivouv.

I wish I were a Zorba, but others won't let me,
and they criticize whatever I •do in my life.

The following two mandinadhes employ the word Kot4oUtic
(crazy/mad). It is a word from the Cretan idiom and often differs
in connotation from the standard Greek TpckOc. For many Cretans,
Kot4ou2te:c has a more positive connotation than Tpabc:

Toy K01401./205 TOV CtvOwn° alot 8c axoXtgouv,
Kat ma IcaXoincta 'mut	 TCOTg toug SEV TOV 136(01W.

Ft' atm') 11Xcixo Kot4aukoi); icat Kot4auX45; 8a yIvco,
of alkot va RE Kpivcrove 7COTt 1.111 Top; acptiva).

People don't criticize the crazy person,
and they never restrict him to life's molds.

That's why I envy crazy people and will become crazy
myself,

so as to never let others judge me.

Hence, the undermining of the mind's rational authority is linked
to the undermining of society's moral authority.

Finally, in order to give a slightly greater indication of the
breadth and subtlety of Kritikaros's views as expressed in his man-
dinadhes (and relating to my previous discussion of the various
virtues), I shall cite two more of his mandinadhes. The motif of hav-
ing the strength of character to resist expressing one's pain in front
of others has been common in many well-known Cretan mandi-
nadhes, including those found in the oldest collections available.
For example:

Eivat crtryi.thc not) o newog 	 yivetat nto ptcyeaog,
Kayo) T11 Xincri j.tou ;cap& va 	 vtthact o 60aog.

To va novEig xat va TO A..cc, myth; Ocv civat nOvog,
pla va novel; Kat va Inv KA,aic Kat va TO 4pctg 1.16vog.
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There are times when my pain really grows,
but I turn my sadness into joy so others will not feel it.

To hurt and to say so isn't really pain,
only to hurt, to not cry, and to be the only one who

knows.
(Aerakis 1994)

For Kritikaros, to not go around complaining or expressing one's
pain or problems to just anybody was chiefly a matter of pride
DrEpticpetvEta). He expressed this poetically in the following mand-
inadha, which uses the eagle as a symbol of pride and endurance:

Eivat vtponfl CYTOV MT() va KXctlEt aav arp5Ovt,
va ptixetat yEvvIjOrixe TOV 7)X1.0 Kat TO X1115V1.

It is shameful for, the eagle to cry like a nightingale,
it was born to battle the sun and the snow.

Although the word "battle" is used here, taken together with the
metaphor of the eagle, which battles the two opposite extremes of
bright sunlight and cold snow, Kritikaros does not imply that he
is talking metaphorically about a battle in the conventional sense.
He later composed a sequel to this mandinadha that connected it
back to the idea of the heart, and its heroic strength and ability:

To xthvt TO OVV1191.60t, Kat /ROL Se Ile gapythvet,
TO 6thila 1.000C xpoparaltd, jta xapStó, to A..tthvEt.

I got used to the snow and it no longer chills me,
my body might turn to ice, but my heart will melt it.

The rebel heart is a means for "melting the snow." Clearly Kri-
tikaros's idea has less to do with actual war than it does with
humankind's emotional battles, success in which he considers a
source of genuine Cretan pride.

To summarize, I have argued here that in these mandinadhes,
and in others like them, Kritikaros has dealt with issues relating
to both tradition and modernity, engaging texts from the Cretan
folk tradition (often on modern recordings) and from modern lit-
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erature (Kazantzakis). In doing so, both in practice and in content,
he has reinterpreted the widely held notion of the Cretan rebel in
a way that espouses the synthesis of what many of his fellow Cre-
tans view as diametrically opposed: tradition and modernity. On
the one hand, this indicates an attempt to rethink the notion of
rebelliousness in ways that render it less problematic for a mod-
ernizing society. At the same time, it shows how traditional val-
ues can be reasserted in a new, modernizing context.

Final Remarks

In closing, I want to begin by emphasizing two things. First,
by arguing that Kritikaros is attempting to teach his audience
about synthesizing tradition and modernity, I do not want to sug-
gest that Kritikaros is somehow representative of a transition
between tradition and modernity, which (wrongly, in my opinion)
implies a linear evolution from an ideal traditional past to an ideal
modern future. Second, though my discussion of Kritikaros was
focused exclusively on his negotiation of Cretan identity, I feel it
is important to acknowledge that this is not the only category in
which he positions himself (nor the only one in which we could
position him). He negotiates individual and group identity in
other spheres as well (e.g. the Left, Greece), which lie outside the
scope of this paper.

For the purposes of this work, I have focused on one of the
many mandinadha composers in Crete today. Despite the large
number of mandinadhes he has composed, he is one of the many
who has not pursued their publication. Insofar as he seldom com-
poses mandinadhes on themes related to "love," and he chooses to
deal almost exclusively with metaphysical and ethical issues, and
the question of identity, he is, arguably, very much an exceptional
composer of mandinadhes as well. As we have seen in detail, he is
also set apart from the likes of those I mentioned at the beginning
of this essay who follow a more narrowly anti-modern/pro-tradi-
tion Cretan aesthetic orthodoxy. Although I suspect that Kri-
tikaros is not the only Cretan utilizing the mandinadha as a site for
rethinking and reinterpreting Cretan identity in light of contem-
porary concerns and cultural transformations, studies of more con-
temporary mandinadha composers are necessary before it would be
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possible to comment in any detail on Kritikaros's place in Cretan
aesthetic discourse on the whole.

For many folklore scholars, an analysis such as this one might
seem too text-centered in nature, and lacking ethnographically.
For the literary scholar, the amount of contextual information I did
include might appear disproportionately large or even entirely
superfluous. In aspiring to develop interpretive methodologies for
placed literary texts, I have aimed at the inclusion of what contex-
tual information I thought was necessary for the purpose of clari-
fying the lessons of Kritikaros's texts as much as possible.

The mandinadha has long been associated with Crete and vice
versa; indeed, the Cretan's ability to improvise them has even
become somewhat of a regional stereotype within Greece. To date,
scholars have treated it exclusively as folklore or oral folk poetry,
and have thus failed to analyze, or even notice, that it has become
an integral part of contemporary regional literary discourse. This
has made it almost impossible, unfairly in my opinion, for the
development of scholarly place-based methodologies, which could
examine a genre like the mandinadha as a placed literary text. This
paper has been an experiment in the pursuit of just such a method-
ology. Aiming for interpretation that is both intertextual (draw-
ing on other literary texts) and contextual (informed by folklore),
I have attempted to establish a new place for genres like the Cre-
tan mandinadha in contemporary academic discourse.
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Notes

`Plural mandinadhes. The mandinadha consists of two fifteen-syllable lines.
Each line is divided into an eight-syllable and seven-syllable part, and the meter
is usually regular iambic (though it need not be adhered to on every foot). The
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fourteenth syllable must be stressed and the fifteenth syllable unstressed; both
syllables must rhyme (or be assonant). Either the sixth or eighth syllable must
be stressed as well.

20n the origins of the mandinadha see Holton (1991) and Trypanis (1986).
3For example, it is often sung as the lyrics of Cretan music during informal

gatherings of friends, during formal celebrations like weddings and baptisms,
during kantadhes (serenades), on commercial recordings, and over the radio and
television; recited to make a point, to take a position in an argument, or to
appeal to a proverb; written in correspondence, greeting cards (offering a wish),
newspapers, magazines, "broadsides," the World Wide Web, and books. The
contemporary mandinadha is both an oral and a written genre.

4For several recent examples of publications of mandinadhes, see Stavrakakis
(1984), Hairetis (1996), and Karatzis (2000). For an example of evaluative crit-
icism of the mandinadha, see Kafkalas (1992).

3See Ball (forthcoming), where I introduce the term "placed literature," for
a full-length version of the argument for conceiving of the mandinadha as placed
literature as opposed to "folk literature." The reader will also find there a sur-
vey of over a century's worth of folkloric and anthropological texts (from Greece
and North America) on the mandinadha. In addition, there is a discussion of
publications by individual mandinadha composers which, I argue, aspire to pose
as Cretan literature, while being burdened by the anxiety generated by the man-
dinadha's historical classification as "folklore" by modern intellectuals striving
to construct a national culture.

8"[Designating any part of culture as old or new, traditional or modern)
encourages us to see culture and tradition naturalistically, as bounded entities
made up of constituent parts that are themselves bounded objects. [Also], in
this atomistic paradigm we treat culture and its constituents as entities having
an essence apart from our interpretation of them [. . .1 The prevailing under-
standing of tradition, both in our commonsense notion and in scholarly elabo-
rations of it, embodies these premises" (Handler and Linnekin 1984:273-274).

7Michael Herzfeld has provided a nice description of what is meant by the
noun "human" favOpconod, which also applies to the adjective [avApthsuvoc]:

This term expresses less the Enlightenment vision of the perfected
human being than notions of social solidarity and decency—a fellow-
ship of the flawed. Greeks stereotypically uphold this model as appro-
priate to their way of life, placing more emphasis on good fellowship
than on formal morality. (Herzfeld 1997b:18)

8There are those, of course, who equate a bright future for Crete with suc-
cessful modernization. In this section, I will only deal with the opposite point
of view, for those wholehearted supporters of modernity over tradition are gen-
erally not very interested, for obvious reasons, in participating in the regional
discourse I am discussing.

9A Cretan example of the argument for taking advantage of the best of tra-
dition and modernity is Riginiotis's (1997) article, "H xpucnj To}tii yta va
`scavtpcutei' to x0e; xat to crtigEpa," appearing in the local magazine Kpirrn [vol-
ume 224:68-72).

10Herzfeld (1997a:98) has hinted at some of the larger consequences of this
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phenomenon: "In the past, that diversity [i.e. of the country's regional culture)
could be treated as the multiple refraction of a transcendent homogeneity: all
Greek folklores were versions of an original ancient culture, to which the lead-
ers of a national renaissance would then lead them back in triumph. But the
Classical past, its hold weakened by the educational system as well as through
an increasingly diverse intellectual reappraisal of the received historiographic
wisdom, no longer exerts the unifying force on the present that it once—at least
for public consumption—was able to command. In this context, an excessive
focus on regional cultures might seem to encourage political anxiety while it
also undercuts the universalist claims of a modernizing elite. [emphasis mine)"

"All translations are my own and are meant to be as literal as possible.
"The call for "Cretan language orthodoxy" is prevalent among some Cre-

tan mandinadha composers and critics, many of whom have access to institutions
like record companies and publishers. For a more elaborate example, see Kaf-
kalas (1992).

13My choice of a pseudonym is meant to reflect many of his friends' and
acquaintances' perception of him as very Cretan (itoki) xprjtucOc).

"And sometimes misinterpretation on the part of the audience will evoke
the typically Cretan admonishment, "You don't know me well" [As jig 40Eig
icaLi). The person who utters this statement also indicates that he takes some
pride in the fact that he is "smarter," "stronger," "more ethical," or better in
some way than the other person originally believed. Thus, when Kritikaros
responds to what he considers a misinterpretation of one of his mandinadha texts
in this way, he apparently takes some delight in the fact that the audience needs
to work even harder to understand the subtleties of the "true" meaning.

' 5This raises the important question of how much my own presence was an
influence on Kritikaros's mandinadhes. As I discuss further below, his overall
subject matter, techniques, and methods of performance, seem to have been lit-
tle influenced by my presence: even before he met me, and even in my absence
he was known to compose similar mandinadhes. On the other hand, the volume
of his compositions increased dramatically. My presence afforded many more
opportunities for improvising (when I played music) and for more regular crit-
ical discussions.

' 60ften including myself, who was not only younger, but also, as an Amer-
ican immigrant, an outsider in certain respects.

"Note the apparent similarity with Herzfeld's analysis of the different
men's beliefs which imply an underlying agreement among them that the quin-
tessential nature of Cretan manhood is resistance to authority.

' 8Note that Kritikaros's associating Cretanness with rebelliousness pre-
cludes him from adopting the positions of other narrowly pro-tradition Cretans.
Because, the moment there exists something like "Cretan language orthodoxy,"
the "true," rebellious Cretan seeks to rebel against it. Logically, it almost boils
down to this: The only tradition in Crete is that no tradition is held sacred. This
is probably more reminiscent of the views of modernist artists than those of Kri-
tikaros, but it is nevertheless interesting to consider the complexities and para-
doxes inherent in ideas like these.

'One reviewer of this article has suggested ways in which the encounters
I describe here and below between Kritikaros and myself (an American) are rem-
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iniscent of the encounter between Kazantzakis's Zorba and the "westernized"
narrator, wherein Kritikaros fashions himself after Zorba and I take the role of
the Westerner (closer to the film version) confused by knowledge. As aestheti-
cally appealing as this analogy might be, I am afraid it would generate too many
misinterpretations. For example, Kritikaros's concern with liberation from the
conventions of society and the mind (see below) predates his contact with me,
and is the subject of many of the mandinadhes he composed in the exclusive pres-
ence of other Cretans. Also, the fact that, of all the writers he usually engages
with in his compositions, Kazantzakis is the most usual (though I have seen him
engage Pandelis Prevelakis and Kostis Palamas), can not be attributed to the fact
that Kazantzakis has been successfully commodified as "Greek" for foreigners
and that he does so for my benefit as foreigner. Kritikaros has been an unwa-
vering and passionate fan of Kazantzakis since the 1950s (when he supposedly
skipped school in order to attend his funeral), and has given up the largest por-
tion of his bookshelves to his collection of Kazantzakis's writings. He readily
quotes and "preaches" Kazantzakis to his friends and family, while only occa-
sionally mentioning other writers. Finally, while criticism and the cinema have
commodified Kazantzakis as the quintessential Greek writer, Kritikaros would
without a doubt like to reclaim him as the quintessential Cretan writer, much
of whose genius is lost through translation and commodification, and whose
ideas presuppose, an understanding not only of Nietzsche, Bergson, et al., but
also of Cretan culture.

2°Again, compare with Kafkalas (1992).
21Compare all these views with, for instance, those of mandinadha composer

Andreas Spanoudakis in an interview with Tsouderos:

[Tsouderos] When, in your opinion, is a mandinadha correct? facoattll

ISpandoudakis) When it meets the requirements (avtarcoxpiv6rati of
the Cretan folk muse bcptiructl Xraxii pima)

(Tsouderos] And when is that?

{Spandoudakis} When all its words are in the Cretan dialect, it has
rhyme, and it expresses the thought and soul of the Cretan.

(Tsouderos 1989: 19)

220n the issue or orality and writing in a related genre of Cypriot poetry,
see Syrimis (1998); and in Greek folklore in general, see Alexiou (1985).

23For example, consider the following mandinadha of Yannis Dermitzakis:

Thaw aoki)fh scat xajyri va ypeavo) yta rqv Kpfyrri
j.ta Fir; 67rtacse cuOiN, yaw, xapa Kai Mini.

I grab a pencil and paper to write about Crete
and right away I feel a chill, smile, joy, and sadness.

(Dermitzakis 1968:15)

24He even told me several times that he has read his copy of Kazantzakis's
voluminous Odyssey as many times as Kazantzakis had rewritten it.

25Many Cretans compose mandinadhes referring to Kazantzakis. However,
Kritikaros is the only one I know of who focuses on the philosophical content of
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Kazantzakis's works, instead of on the man himself.
26For example, there were times when he would have liked to get into high

spirits and improvise mandinadhes, but he refused, because it was the time of
year when students were busy studying hard for the national examinations, and
he insisted on not making too much noise so as not to bother the students study-
ing next-door.
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The Rehearsal by Jules Dassin (1974):
An Edifying Story Told Inside Out

by MARINA KOTZAMANI

The Rehearsal by Jules Dassin is a politically engaged film,
dealing with events that made history a few months after they hap-
pened.' The film was made 25 years ago, in the spring of 1974, to
inform the American public about the Polytechneio student upris-
ing against the Greek junta, which had been brutally suppressed
by the fascist regime a few months earlier, in November of 1973.
The Rehearsal was made outside Greece, in New York, drawing
together a cast of amateurs and professionals who offered their
work free of charge, in support of the film's political cause. Melina
Mercouri and Mikis Theodorakis, both of whom were prominent
in the struggle against the junta, have central parts in the film.
Other famous personalities of the period appear in The Rehearsal to
declare their opposition to the junta, including Laurence Olivier,
Arthur Miller, and Lillian Hellman. The Rehearsal was produced
on a very low budget and was ready in just eleven weeks. 2

Dassin and Mercouri had been thinking of making a film
about the dictatorship in Greece for a long time and had consid-
ered what form would best suit the political nature of the project. 3

Originally, they had plans to produce a fiction film based on a true
story of a couple that had been arrested and tortured by the regime.
However, the project was never realized. Employing fiction to
represent the brutalities of the junta appears to have been consid-
ered problematic. Reality surpassed imagination. Indeed, it seems
that a concern in the preparation of the scenario was to incorporate

MARINA KOTZAMANI is Assistant Professor in Hellenic Studies, Classics
Department, Columbia University.
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in the dialogues authentic accounts of the victims of the junta
about their experiences. In a letter to the couple, reprinted in her
autobiography, Mercouri writes, "For the scenes where you are
questioned at the Security, we are using your recording, word for
word. Neither animals like Lambrou nor his dialogue could be
invented."'

After the Polytechneio events, the idea of making a film about
the junta was resuscitated. For a while, Dassin and Mercouri con-
sidered how the uprising could be represented realistically. It
became apparent, however, as Dassin mentions in an interview
published in 1974, that this concept was wrong. The events could-
n't simply be "reproduced." 5 Creating an illusionist film about the
Polytechneio outside Greece would involve representing the
events as if they were happening inside. Thus the perspectives of
the people making the film, who were all living outside Greece,
could not be included in the work, in any significant way. Yet their
situation as outsiders was also politically relevant. Mercouri and
Theodorakis had been forced into exile by the colonels. The junta
had deprived Mercouri of her citizenship and had confiscated her
property in Greece. Dassin was considered an enemy of the Greek
state. He had been formally charged with participating in terror-
ist activities against the fascist regime. The participants in The
Rehearsal, including the political exiles, could not and would not
pretend to have first-hand experience of the Polytechneio events.

Mercouri and Dassin decided to acknowledge in the film their
position as outsiders and to dramatize their need to participate in
voicing opposition against the dictatorship in Greece. As Mercouri
explained in the 1974 interview, "We wanted to show the prob-
lems of being in exile. . . . We asked ourselves: what can people
outside Greece do to spread information, how can a song, an idea,
a death be reproduced—for we are in exile!" 6 A dialectic is set up
in The Rehearsal between the space inside and the space outside.
The former is the Greece of the colonels, plagued by oppression
and censorship. The latter is the space of exile. The inside/outside
dichotomy became the central focus of the film.

The concern of how an outsider can take part in resisting the
junta was also centrally important to the student mobilization, in
November of 1973. By shutting themselves up in the Polytech-
neio, the students demarcated a space inside and a space outside.
The space inside became free Greece and belonged to participants
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in the struggle against the dictatorship. The space outside was that
of non participants. The principal aim of the uprising was to
increase participation. The radio station that was set up at the
Polytechneio broadcast and celebrated messages of solidarity to the
students. Moreover, it emphatically called on the Greek people to
join those shut inside. In the dramatic moments when the viola-
tion of the asylum by the army was imminent, the students even
called to soldiers to show solidarity to the uprising. In undertak-
ing to make The Rehearsal, the exiles in New York responded to the
Polytechneio students' call to become insiders, to participate.

The film begins abruptly with a shot of the door of the Poly-
techneio and the students demonstrating behind it.7 This is the
free space inside, the space of participation. In the second shot
there is a cut to state-employed technicians who are being in-
structed by their boss to sabotage the student radio station. The
boss is furious to hear the radio and wishes to silence it. The tech-
nicians on the other hand make fun of him behind his back. They
support the students. The technicians are confined within a long
narrow frame against a black background. This is a space inside.
Their boss is outside, within the black frame. Interestingly, the
space inside has two significations here. It simultaneously evokes
the oppression of the junta and the need of the Greek people to join
the students inside the Polytechneio, to participate in the resist-
ance. The third shot takes us outside Greece, to New York. In the
film, the theme of how the exiles can participate is posed at the
outset. Crowds are walking on the streets of Manhattan. We see
close ups of faces. Mercouri's voice is heard addressing questions to
them: "Do you know what is happening in Greece now? Do you
know that your government is supporting the junta? We need your
concern, we need your attention." Next, the camera moves to a stu-
dio. This is the space of the exiles, living outside Greece. The par-
ticipants in the film are presented, to the sound of Theodorakis's
song about a political exile writing a letter home.

As its title indicates, the film represents events happening in
Greece in the form of a rehearsal. This mode of presenting the
material allows for a clear differentiation between the two spaces,
inside and outside. As Mercouri aptly explains in the interview, "It
is perhaps a bit pretentious, but in a certain sense our film is
Brechtian. For me, the film is rather like a third eye. What hap-
pens is bipolar: the event inside and the people outside." 8 Indeed,
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The Rehearsal is a Brechtian film. The non illusionist form adopted
allows the viewer to acknowledge that what is shown is a repre-
sentation.

The scenes rehearsed in the film give a picture of life in Greece
under the junta. Every time the actors play a scene, it is very clear
that they are stepping from the space outside to the space inside.
Actors appear both as themselves and as characters in the rehearsed
scenes. We frequently see the preparatory work for a scene. Dassin
participates in the film as a director, assuming his real life role. We
see him indicate to the actors what they are going to play. Occa-
sionally, he gives instructions about how to represent a character.
At the beginning of the film we see Mercouri picking up costumes
for the film and we see the actors trying them on.

The enclosed space of the studio, where most of the rehearsal
takes place, is, in a sense, a space inside. However, this is not
Greece but the space of exile, which is blank. As Melina aptly
explains, "We wanted to show the problems of being in exile.
Therefore we constructed a completely bare stage." 9 Indeed, most
scenes are played against the bare walls of the studio. The use of
props and set pieces is restricted to a few characteristic elements,
like the door of the Polytechneio. Even when the actors are
engaged in the playing of a scene then, it is impossible to forget
that they are outside. Occasionally, the film also presents the actual
space inside, Greece and the Polytechneio, through documentary
material. In this case too, however, it is made absolutely clear that
this is a representation that is being shown in the space outside.
For example, there is a shot of Dassin sorting out the photographs
of the tanks on the streets of Athens. These are later blown up on
the screen. There is an interview, in the studio, with the Dutch
journalist who shot a documentary about the Polytechneio,
included in the film. Against the bare wall of the studio, he
recounts his first-hand experiences of being in the Polytechneio.
The documentary material and the interview are interspersed with
scenes set in the studio, of happenings inside the Polytechneio.
Again, this mode of presentation prevents the audience from get-
ting the sensation of actually being there.

Non-illusionism is also prominently emphasized in the acting.
Characters in the rehearsed scenes are played by amateurs and pro-
fessionals. Amateur acting is manifestly inadequate. However, this
shortcoming clearly allows us to see the actors playing the scenes
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under a double guise, as themselves and as the characters they are
representing. This choice is intentional. For example, the actor
playing the dictator Papadopoulos in a scene did not even remotely
resemble him physically. Indeed, in the rehearsal, no actor is iden-
tified with any one character. It is impossible for the audience to
remember who played what. The emphasis in The Rehearsal is not
on persuasive character portrayal, but rather on the presentation of
situations that people in Greece find themselves in. These are sit-
uations in which human rights are violated. The police storm into
the apartment of a woman and arrests her without a search war-
rant. Later, the woman is interrogated by policemen who threaten
to torture her. The audience is not drawn into the drama of the vic-
timized woman. Character enactment is simply employed to give
a clear picture of what is happening in Greece. In this respect, the
purpose can also be achieved by non-dramatic means. For exam-
ple, Arthur Miller reads a statement in The Rehearsal of a woman
who had a miscarriage as a result of a violent police interrogation.
The distancing afforded by the reading again focuses our attention
on the situation.

The Rehearsal allows for a Brechtian, epic depiction of events
in Greece, employing a rich variety of representational means.
Dramatic enactment is combined with third-person narrative and
documentary material. Occasionally, we hear recordings of people
in Greece recounting their experiences. Their testimony is also
quoted in material outsiders read in the studio. The Dutch jour-
nalist who witnessed the Polytechneio events also presents first-
hand testimony. The fact that he is a foreigner tacitly supports the
impartiality of the account, offering another perspective on, the
subject. The epic presentation of the material also allows for the
inclusion of more polemical opinions about the dictatorship.
Indeed, participants also face the screen in The Rehearsal to
denounce particular individuals as collaborators of the junta.
Thus, N. Mastorakis, transparently referred to as Nastirakis in the
film, is accused of attempting to present a distorted picture of the
student uprising in the media. The film also denounces the Amer-
ican government for supporting the junta. A newsreel is shown of
an interview with an American official who had visited Greece
shortly after the 17th of November. He presents a rosy picture of
the fascist regime, leaving out the suppression of the uprising.
Walking in the streets of New York, the city where he grew up,
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Dassin deplores American involvement in Greece and reminds us
of the Vietnam tragedy.

A particularly attractive feature of The Rehearsal is the non
manipulative way adopted of making a politically engaged film.
Dassin openly acknowledges that his work has a subjective qual-
ity. It does not purport to record what actually happened. Rather,
it represents and supports the perception of events in Greece of
outsiders opposed to the junta. The director honestly makes his
allegiances clear. The Rehearsal is an instance of poor art, employ-
ing the simplest of means to make its statement: actors on a bare
stage. The amateurish quality of the acting and the generally unas-
suming mode of presenting the material have a persuasive quality.
What is shown appears to be the naked truth. By exposing in the
film his choices about what to represent and how to represent it,
Dassin allows the audience to check on the truth of what is shown
and to challenge it.

The cast of The Rehearsal participate in the struggle against the
junta in ways that are directly connected to their situation of being
outsiders. It is precisely because they are living abroad that they
can talk openly about the oppression in Greece. The spreading of
information about the dictatorship is a political act and it is a form
of participation in the resistance movement. The film is also
immediately relevant to the space where the exiles live, the United
States, in raising questions about the American government's rela-
tions to the junta.

I have been arguing that The Rehearsal clearly differentiates
between the spaces of inside and outside, and puts emphasis on
acknowledging the space outside. However, the film also estab-
lishes links between the two spaces. Outsiders are also deeply con-
cerned emotionally about what is happening in Greece. They have
empathy for the insiders. This is openly expressed in The Rehearsal,
in ways that make it very moving. Music is centrally important in
establishing emotional connections between inside and outside.
The film includes numerous scenes of singing. The participants are
shown in a chorus interpreting the songs of Theodorakis, under his
direction. There are serious faces and faces strained by emotion.
Occasionally, the camera comes closer and we no longer see the
blank walls of the studio. The picture is filled with faces, cancel-
ing out exile. The singing is interspersed in the entire film. It
resumes at the end of the scene where the woman is threatened
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with torture. Olympia Dukakis, who was playing the woman,
remains seated, with her shirt unbuttoned, and is listening to the
song with a pained expression. Her vulnerability is touching. It
evokes simultaneously the pain of insiders and outsiders. The con-
nection is clearly established when she gets up, buttons her shirt,
and joins the chorus. Again, Theodorakis's song "Ito acQvmdki
to xoxpO" is heard as the students in the Polytechneio prepare to
go to sleep. There is a cut to Mercouri and three other actors walk-
ing home at night, in the streets of New York. The music contin-
ues, skillfully linking the space inside and the space outside.

The intimate connection of outsiders to the space inside is also
underscored by the use of the documentary material. Indeed, the
recordings of first-hand experiences by insiders formed the basis of
the scenario. At the beginning of the film, it is indicated that "The
Rehearsal is based on fact. Actual dialogue is reproduced." The fac-
tual basis of the scenario is also underscored in the film. Fre-
quently, the enactment of a scene in the studio is preceded by a
recording. We hear the voice of the person who lived through the
experience that is going to be represented. During the scene enact-
ment, it is obvious that the insider's voice is on the lips of the out-
sider representing him. A close emotional connection is thus
established to the source, the space inside. The Dutch journalist
who was a witness of the events inside also functions as a link
between the two spaces. Apart from offering testimony on the
Polytechneio events, he also participates in some scene re-enact-
ment. Thus, he interviews the actors playing the students occupy-
ing the Polytechneio. Later, against the blank walls of the studio,
he shows us a bracelet that the actual students gave him as a pres-
ent.

The last examples also indicate another important aspect of the
film. The term rehearsal evokes repetition. A rehearsed scene can
be played and replayed, in a variety of ways, until it is firmly com-
mitted to memory. In rehearsing, outsiders also seek, through rep-
etition, to understand what has happened and to remember it. The
testimony of the people in Greece can be listened to repeatedly, as
is emphasized by close-ups of the tape-recorder, playing back the
voices of the insiders at the studio. In a later segment, Laurence
Olivier is reading a poem by Seferis.") The actor is first shown
reading in a little white square against a black background. Grad-
ually the square becomes larger, until it occupies the whole screen.

The Rehearsal by Jules Dassin (1974)	 103



As in the example of the tape recorder, the tampering with the
image underscores repetition. The Olivier segment can be shown
again. The poem by Seferis then can be read again. The songs of
Theodorakis can be sung again. The Polytechneio uprising can be
remembered.

Indeed, another central aim of The Rehearsal is to commemo-
rate the dead of the Polytechneio. In the final segments of the film,
the mood is heavy and tragic. A chorus of women recite excerpts
from Ritsos's "Al LOV EGTE." Then the bodies of the dead are car-
ried before a mourning crowd. Voices are heard singing Theodor-
akis's "'Eva to ALSOvt," without music accompaniment. The
Rehearsal functions as the first public commemoration of the Poly-
techneio. At the end of the film it is indicated that the work is ded-
icated to the students and workers who gave their life for a free
Greece. This rendering of tribute to the dead is of course only pos-
sible because it occurs outside Greece. The act is again intimately
connected to the situation of participants as outsiders.

A final note about The Rehearsal: the film has an engaging,
open ended quality. It is unclear what the actors in The Rehearsal
are preparing for. The purpose of the rehearsal is left unspecified
in the scenario. Brecht's political conception of theater is similarly
open-ended. Theater is a means of getting people to change the
world. The epic, non-illusionist mode of presentation draws atten-
tion to the alterable character of social and political conditions.
The audience members in the Brechtian theater are not passive
observers. They are faced with difficult, often contradictory cir-
cumstances and are encouraged to reflect on them, to make choices
and to act. Outsiders in Dassin's film similarly assume an active
role. Indeed, the cast is frequently shown in the film sitting on
benches, like an audience. The Rehearsal trains them to become
active participants. Brechtian theater may be viewed as a form of
training for the audience. The seminal theoretician and director
Augusto Boal calls theater "a rehearsal of revolution."" In Dassin's
film, too, the rehearsal is preparatory work for action that is going
to occur outside art, in life.

Strangely enough, it is the film's history that confirms this
interpretation. A few days before the film was scheduled to open
in New York, the junta fell, rendering the goal of the rehearsal
clear. The restoration of democracy in Greece, ardently advocated
in the film, was played out in life. Thus the drama, rehearsed by
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outsiders in the film, was finally performed. The work was com-
pleted. Ironically, once completed, The Rehearsal became obsolete.
The film was never commercially released.

Notes

'The Rehearsal was produced in New York by Melina Mercouri, in 1974. It
was directed by Jules Dassin, who also wrote the screenplay. Music is by Mikis
Theodorakis, with the exception of the songs "Toubou Toubou" and "Papadop,"
composed by Ioannis Markopoulos. Cast: Melina Mercouri, Mikis Theodorakis,
Olympia Dukakis, Renos Mandis, Stathis Gialellis, Robyn Goodman, Steve
Inwood, Jerry Zafir, Yiannes Iordanidis, John Moratus, Dmitri Hadjis, John
Randolph, Jerold Ziman, Lou Zorich, Salem Ludwig, Steve Karp, Lou Tiano,
Tom Eleopoulos, Phyllis McBride, Philip A. D., Spiro Diakrousis, George
Panousopoulos, Michael Hardstark, Michael Mullins, Sarah Cunningham,
James Dukas, Greg Antonacci, Elene Karam, Ioannis Markopoulos, Brenda
Currin, Vera Lockwood, Tom Aldredge. With the participation of: Arthur
Miller, Rex Reed, Laurence Olivier, Lillian Hellman, Maximilien Schell,
Bernard Hughes and Jules Dassin. The Rehearsal is a black and white film.

2See The Rehearsal, interview of Jules Dassin and Melina Mercouri by Erica
and Ulrich Gregor, for the Internationale forum des jungen films 36 (June 1974):
12-17. File on Jules Dassin, The Museum of Modern Art Film Archive.

3See Melina Mercouri, I Was Born Greek (New York: Doubleday and Co.,
1971), 252.

4Ibid.
T he Rehearsal, interview of Jules Dassin and Melina Mercouri by Erica and

Ulrich Gregor, for the lnternationales forum des jungen films 36 (June 1974): 12.
There is an English translation of the German text, available in microfiche at
the MoMA. The name of the translator is not indicated. The excerpts from the
interview quoted in this essay are from this anonymous translation.

°Ibid.
'The analysis of The Rehearsal is based on a videotape of the film, kindly

provided by the Melina Mercouri Foundation, Athens, Greece.
8T he Rehearsal, interview of Jules Dassin and Melina Mercouri by Erica and

Ulrich Gregor, 12.
9Ibid.
1°The poem is "M Toy TOno IOU F. E.," in G. Seferis, Poems (Athens:

Ikaros, 1985), 99-101. The Laurence Olivier segment was filmed by C. Costa-
Gavras in London for The Rehearsal.

"Augusto Boal, Theatre of the Oppressed, translated from the Spanish by
Charles and Maria-Odilia Leal McBride (London: Pluto Press, 1993), 155.
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The Greek Theater in the
New York Metropolitan Area

by LOUKAS N. SKIPITARIS

Frank Aston, the drama critic of the New York World-Telegram,
in reviewing a Greek play on June 5, 1961, wrote: "The Greeks,
incredibly enough, don't have a New York theater of their own.
That sounds as ridiculous as saying cave dwellers don't have caves."
He continues expressing hope that the play he reviewed "will
encourage an adjustment of this forlorn situation" (Lemos: 435).

In New York City, Irish, Jewish, Puerto-Rican, and Asian
communities have established vibrant theatrical organizations, in
recognition of the importance of theater in the preservation of lan-
guage and culture. The Greek American community, on the other
hand, has shown a minimal interest in supporting such a theater.
This is puzzling and disheartening given that New York City has
a well-established, vibrant and visible middle-class Greek Ameri-
can community.

Governor George E. Pataki, in a letter addressed to Astoria's
Athens Square organizing committee on July 7, 1999, states that
"The Empire State is fortunate to be home to the largest concen-
tration of Greek Americans" and Eva E. Sandis, in her article, "The
Greek Population of New York City Today," reports that "Approx-
imately one in four of all Greek Americans resides in the Empire

LOUKAS N. SKIPITARIS came to the United States from his native Greece
to study acting and completed a Master's degree in drama and theater at
Queens College. He made his Broadway debut in Illya Darling, with
Melina Mercouri, subsequently appearing in the original Broadway pro-
duction of Zorba, directed by Hal Prince, and began directing in 1971.
Mr. Skipitaris is the founder and director of The Acting Place, an ongo-
ing professional workshop in New York City. He is also the founding
director president of THEATRON, INC. and is actively engaged in the
establishment of a Greek American performing arts center.
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State" (Sandis 1982: 66). It is estimated that New York City's
Greek American population exceeds 350,000, and expectations are
that the 2000 census will officially confirm and may even surpass
this number. It is ironic, therefore, that such a populous commu-
nity with considerable socioeconomic success lacks a permanent
Greek theater. When one considers the drastic change in Ameri-
can policy from one of total assimilation and the melting-pot atti-
tude of years ago, to one of multiculturalism and bilingualism, the
absence of a permanent Greek theater is puzzling, to say the least.
The scope of this paper allows for only a cursory examination of
three attempts in the establishment of such a year-round perma-
nent theater. Two of these theaters are no longer in existence, and
the third one currently operates on a part-time basis.

The first of these attempts was by Adamantios Lemos, who
started his theatrical venture in New York in 1957, with his first
production of Neither Cat . . . nor Damage. The New York Times
review of December 12, 1957 critiqued it as "an excellent start for
the Greek Art Theatre, which will feature, on a two week alter-
nating basis, a new play and a new Greek film every month." After
sporadic performances in various locations throughout the city,
Mr. Lemos admits in his book I Utopia tou Thespi, "the effort of
establishing a permanent Greek theater in America should stop
being my personal affair and pursuit" (Lemos 1989: 439). He felt
that he should stop projecting himself as an independent theatri-
cal producer-actor, and instead concentrate his efforts in mobiliz-
ing Greek American intellectuals, and organizations like AHEPA
and GOYA, as well as private and governmental sources in the
United States and in Greece.

On April 22, 1967, ten years after the first production of Nei-
ther Cat . . . nor Damage, a full house was celebrating the theater's
success. By this time the Organization of the Greek Theater in
America had been established, and Manhattan's 42nd Street Maid-
man Playhouse had become its permanent home. Many speakers
exalted the organization's achievements and durability. Mr. Lemos
had been the last speaker. He claims that as he began to express his
concerns about the political happenings in Greece concerning the
military takeover that had divided Greek Americans in support or
condemnation of it, the audience booed him, particularly as he was
saying that "In Greece elementary democratic processes stopped
functioning." Amidst noise and confusion he continued his speech
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by saying that he personally would have nothing to do with the
military dictatorship's representatives in America (Lemos 1989:
473). That night marked the end of the Organization of the Greek
Theater in America. Mr. Lemos's efforts to rekindle the interest of
a permanent Greek theater after the fall of the Greek dictatorship
in 1974 were unsuccessful. It is difficult to guess what may have
happened if he had stayed at the helm of his theater, which by that
time was also receiving a $10,000-a-year stipend from the Greek
government.

The Greek Theater of New York (GTNY), which surfaced in
1979, was another serious attempt toward the establishment of a
permanent theater. Mr. Yanni Simonides, the then chairman of the
undergraduate Department of Drama and Theater at New York
University, became its artistic director. Its first Greek production,
I Dadathes (The Nannies), premiered at the Chian Society's build-
ing in Astoria, New York, on March 17, 1979. By 1981 its bene-
fit committee, which included well-known actors of Greek origin
such as Olympia Dukakis, Nicholas Kepros, and Telly Savalas,
organized a gala premiere performance of Sophocles's Elektra to
formally inaugurate the theater's permanent home at 120 West
28th Street in Manhattan. Anna Makrakis, a leading tragedian
with the National Theater of Greece, directed and starred in the
play. Invitations to the theater's various fundraising events
declared that the GTNY is the only professional bilingual Greek
Repertory Company in the United States.

On May 15, 1982, along with the Metropolitan Greek
Chorale, Inc., GTNY coproduced the oratorio-drama Erotokritos at
Alice Tully Hall, at New York's prestigious Lincoln Center. An
English narration clarified the Greek script for those who could
not understand the Cretan dialect. I had the pleasure of directing
this multimedia production, which was a sell-out performance. At
the end of the show, I was eavesdropping in the theater lobby in
an attempt to get a true audience reaction. I was pleased to hear
expressions such as "this is what we should be showing to the
world" and "I feel proud to be Greek."

In May of 1992, GTNY, in collaboration with other organiza-
tions, presented a rather expensive and controversial production of
Iphigenia in Tauris at the LA MAMA Theater in New York. The
production's program billed the show as "the official gift from
Greece and the Greek American community to the United States
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on the occasion of the Christopher Columbus Quincentennial."
The show proved to be a financial disaster and GTNY's final pro-
duction as well.

During its existence, the GTNY produced approximately
twenty-five plays both in Greek and in English. In an interview I
had with Mr. Simonides last July, he stated that the "GTNY has
been the only theater that has paid actors the salaries dictated by
the Actors' Equity Association (the actors' labor union)."

The last theater I will focus on is that of the Greek Cultural
Center, which author and poet Eleni Paidoussi was instrumental
in establishing in 1973. Four years after its inception, the organi-
zation's offerings included theatrical performances. In its original
statement of purpose, the Greek Cultural Center indicated that its
objectives were, among others, to "preserve our language and cul-
ture through the Arts and through Education, and to preserve our
cultural inheritance through folk music, folk dances, the Shadow
Theater [sic)." Soon thereafter, however, the organization began to
include staged readings, and had its first theatrical performance of
The Monster of Antiperato in June of 1977. Eleni Paidoussi shared
with me a handwritten introduction she used as a prologue for the
November 1978 performances of A Strange Afternoon. She told the
audience that "The development of a language and the cultural
orientation of people is due, to a great extent, to the art with which
these people express themselves." She continued that "this great
teacher, the stage, has never stopped and will never stop being the
spiritual vanguard that does not recognize discrimination, lan-
guages, countries, periods."

In their small theater space in Astoria, the Greek Cultural
Center has produced over forty plays as well as a number of staged
readings. In its programs, the Greek Cultural Center proudly
claims an overall attendance of "tens of thousands . . .".

To date, I have directed eleven plays at the Greek Cultural
Center. The last two were the comedies Fonazi o Kleftis and Zitite
Pseftis, both written by the now deceased Dimitri Psathas, Greece's
foremost comic playwright. Every Friday, Saturday, and Sunday,
the eighty-five-seat theater was filled, and Greeks, not accustomed
to reserving seats in advance, were turned away at the door. Were
it not for previous commitments of a couple of actors, and for the
center's other programmed cultural events, the performances
could have continued for an indeterminate number of weeks. The
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Greek Cultural Center includes in its programming two or three
Greek-language plays, although for limited runs, on a regular
yearly basis. Presently the center is partially supported by a small
subsidy from the New York State Council on the Arts, and the
Queens Borough President's office. Its ticket sales and other small
scale fundraising events are hardly sufficient to adequately cover
the cost of running an efficient organization.

Theater without financial support cannot survive. This is not
a new idea given the role of the choragus in the theater of ancient
Greece. Theater as a business does not always guarantee a profit, a
fact that discourages entrepreneurs from assuming risk. What
needs to be discussed then is whether theater plays a role in the
preservation of a language and culture and whether this preserva-
tion is necessary. The answer, I believe, is affirmative and is the rea-
son why governmental, individual, and foundational support is
necessary.

In his book An Introduction to Sociolinguistics, Ronald Ward-
haugh states that "The exact nature of the relationship between
language and culture has fascinated, and continues to fascinate,
people from a wide variety of backgrounds. That there should be
some kind of relationship between the sounds, words, and syntax
of a language and the ways in which speakers of that language
experience the world and behave in it seems so obvious as to be a
truism" (Wardhaugh: 215 ).

In theater, the nature of this relationship is one of an immedi-
ate and forceful interaction between the actors and the characters
they try to truthfully portray, as well as between the audience and
the stage life that develops in front of their eyes. Because the actors
are living human beings, the same as the audience, there is a sense
of an intangible link between the two that encourages involve-
ment and communication. This is especially true of an audience of
young people who are unhindered in the expression of their emo-
tional reactions, or of an audience of adults who are not as "cere-
bral" and reserved as a so-called "sophisticated" audience. Vocal
reactions and exclamations during performance are not uncommon
among Greek audiences.

Two examples from my personal directorial experience I
believe illustrate the interaction mentioned above. One involves a
second-generation Greek American actor in his mid-thirties
whom I directed, and the other, a third-generation, eight-year-old
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Greek American girl, who was in the audience.
The actor, who during early rehearsals had difficulty reading

the Greek script, had developed native Greek mannerisms and
pronunciation by opening night. The ability to transform oneself
into the character of a play is the work of a talented thespian, and
there is no question that the actor I am referring to is such an indi-
vidual. What was impressive, however, was the fact that his
involvement with the life of his character prompted him to adopt
a typically Greek mode of behavior. This in turn motivated him to
converse only in Greek with other Greek-born actors in the cast,
and eagerly spent time socializing in predominantly Greek cafés
and eateries after shows. One evening, he shared with me the fact
that he had never fully understood his parents when they spoke to
him in Greek. He said that he now not only had a better command
of his ancestral tongue, but also felt a connection with his parents
that he had never felt before. He attributed this to his improved
vocabulary and to something that had to do with a deeper under-
standing of what "they are all about." I am of the opinion that his
discovery about his parents is an indication of a deeper under-
standing of his cultural background.

My attention was drawn to the little eight-year-old girl in the
audience because she was mouthing the words of her favorite char-
acter. When at the end of the show I approached her and asked if
she understood what the actors were saying, she told me that she
did not. She did, however, hasten to add that she knew what the
play was all about and that she especially liked the female protag-
onist and how she "behaved." I was speaking to her in Greek and
she was responding in English. As our conversation continued, I
noticed that she began to converse with me in Greek with
admirable ease, using vocabulary that was quite impressive for her
age. This young lady told me that she liked the female protagonist
because she "could not stand lies," and that when she grew up she
wanted to become a politician, just like the male protagonist in
the play, because he was smart, educated, and, even though jealous
at times, "he loved his wife." This young theatergoer, who con-
fessed to having attended the show numerous times, responded
linguistically, emotionally, and psychologically as a participant in
the communion that exists between the audience and the life on
stage. Professor George Giannaris supports this phenomenon in
his book Theatriki Agogi ke Pedia, in which he examines the impor-
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tance of theater as a pedagogical means of early education, and
claims that theater "enriches the [child's) vocabulary, because the-
atrical speech is above everyday speech" (Giannaris 1995: 15). The
impressive vocabulary of this third-generation young Greek
American topples the hypothesis expressed by Anna Giannetaki,
the volunteer artistic director of the Greek Cultural Center, that
"once the first and second generations of Greek Americans cease to
exist, strictly Greek-speaking theater will be a thing of the past."

Theater has always been at the forefront of commentary, intro-
duction of new ideas, probing of unexplored intellectual, political,
and social issues, and it needs an audience. The development of an
audience does not happen automatically, similar to the way that
language and culture do not miraculously appear as deus ex
machina. Continuous and regular performances are essential for the
development of an audience if the latter is to become a regular
theatergoer. This "habit"' should ideally be established at an early
age, through performances geared toward young people.

It is true that the power of assimilation in America is greater
than the desire and attempt to maintain one's ethnic, cultural, and
linguistic identity, although this is rapidly changing. Since the
late 1980s, empirical research and theoretical studies on immi-
grant children and children of immigrants emphasize that reten-
tion of the ethnic culture and involvement in ethnic networks can
facilitate the economic mobility of immigrants and their children.
Until now, theories of assimilation argued that white ethnic
groups have experienced a general assimilation over generations to
such an extent that third- and fourth-generation descendants use
only ethnic symbols to retain their ethnic identity. In today's mul-
tiethnic America things are different. Several factors have con-
tributed to a revival of ethnicity and ethnic cultures. The additive
model of assimilation suggests that in modern American society
ethnic groups can maintain, if they wish, high levels of bicultural
and binational identities. Mass immigration waves of non-Euro-
pean groups, fundamental changes in the educational institutions
that provide assistance to newcomers, larger funds provided for
bilingual education, ethnic festivals, and the fact that universities
have become more ethnically and racially diverse than ever before,
are factors that contribute toward the emergence of a strong eth-
nic identity.

The future is always difficult to predict, and one does not know
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what the state of the world is going to be in the next generation.
On the other hand, more accessible and faster modes of interna-
tional travel, great improvement in telecommunications, mass
media, the Internet, and the music industry, have increased the
level of linkages between America and home countries.

In Education and Greek Americans Dr. Harry J. Psomiades sug-
gests in his article "Greece and Greek America: The Future of the
Greek American Community" that "This dual commitment to a
general culture and an ethnic nucleus requires that we reject the
superficiality and chauvinism of assimilation as well as the
parochialism of ethnocentrism. It requires . . . the development of
a multicultural consciousness and a pluralistic personality which
recognizes its own rootage, draws consciously from its own
resources, and tries to become skilled both in self-knowledge and
in the accurate perception and understanding of those with differ-
ent roots" (Psomiades 1987: 92). This suggestion parallels that of
Prof. Giannaris, who in his latest book, Politiki Antagonismi ke
Ellinismos, states, "We must embrace and acquire an in-depth
knowledge of that which preserves and comprises our roots, our
tradition and ancestral values . . . Thus we must understand that
a look at earlier times, towards the knowledge of Hellenism, does
not mean delaying of our forward movement but instead means
adopting new organizational modes for future action" (Giannaris
2000: 12).

One cannot expect that theater alone will solve cultural or lin-
guistic problems in a modern, advanced, and complex society such
as ours. It can, however, be an important and vital link between
schools, universities, and communities. If the Greek language is to
eventually disappear in America, as is the prediction of many,
acculturation can wear two masks: one Greek and the other Amer-
ican. The richness of Greek culture, insofar as religious, family,
philosophical, political, literary, entrepreneurial, and artistic val-
ues are concerned, is unquestionable. In all these venues,theater
can play a protagonist's role. It would be unwise to lose the oppor-
tunity to continue, in today's democratic America, the tradition of
democratic Athens that was instrumental for the emergence of the-
ater.

Today's sound economy, as well as the strong resurgence and
pride in one's own ethnicity and cultural background, suggests
that the time is opportune for the establishment of a permanent
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bilingual theater. Theater offers not just entertainment, but
includes the greatest expression of cultural values, education, and
literature, as well as thought provocation, emotional experience,
and the means of illuminating history.

Currently, I head a group in New York City involved in rais-
ing funds for a nonprofit organization called THEATRON, a Hel-
lenic-American Performing Arts Center. We trust that the
cultural and financial strength and stability of present day Greek
Americans, which makes them an important and viable segment
of the population at large, will recognize the precious contribution
of theater as an important means of communication among peo-
ples.
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On the Jews in Athens during
World War II: A Clarification

by ALEXANDER KITROEFF

Speaking to the American Jewish Community in Washington,
DC on May 3, 2000, Greece's minister for foreign affairs men-
tioned that Greek authorities issued 18,500 false identity cards to
protect Jews in Athens from being deported during World War II.
Almost a year later, I was contacted by Professor Samuel Hassid, a
scholar based in Israel whose parents survived the Holocaust in
Greece. He was very troubled with the minister's statement. The
figure seemed obviously too high, he wrote, since the number of
Greek Jews who survived the Holocaust was 10,000 and, accord-
ing to authorities on this subject (Molho and Nehamas as well as
Haagen Fleischer), about 1,200 received false identity cards. Pro-
fessor Hassid inquired at Yad Vashem, and was told that there was
no exact figure but there is a document claiming that about 50
families were saved thanks to Evert.

The professor traced the possible source of the 18,500 figure
to an article I published in Forum on the Jewish People and Zionism,
issue no. 60 (1987), on Greek attitudes toward the Jews in Athens.
It was reproduced in 1995 as part of a collection of my articles on
the Jews in Wartime Jews: The Case of Athens (Athens: ELIAMEP,
1995). Inquiring about my sources, Professor Hassid looked up
what appeared to be a reference supporting the inflated 18,500 fig-
ure and drew a blank. My citation, an article on the assistance the
Athens Police and its chief, Angelos Evert, offered to the Jews at
the time, published in Chronica, no. 33 (1980), contained no such
figure. It mentions large numbers but offers no specifics.

ALEXANDER KITROEFF teaches history at Haverford College and is cur-
rently researching the ties between the modern Olympic Games and
ideas of Greek nationhood.
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Where did that 18,500 come from, and did it refer to Jews? In
this 1987 article I stated the following: "On Evert's orders the
police issued about 18,500 false identity papers in order to protect
all those hiding from the German authorities including Jews.
They were also allowed to hide in police stations for short periods
of time and were also escorted by policemen in order to avoid
German security checks." [Footnote indicating the Chronica arti-
cle.) First of all, if indeed my article is the source of the 18,500 fig-
ure used by others, my statement that this number of false identity
cards was issued "in order to protect all those hiding from the Ger-
man authorities including Jews" should not be understood to
imply that 18,500 Jews benefited from false documents. Non-
Jews were also recipients. Second, however, I am to blame because
I did not footnote the 18,500 figure and thus one can surmise that
it is taken from the Chronica piece. The fact is I cannot remember
where I got that figure and I no longer have the notes I kept when
I interviewed several people for that piece sixteen years ago. I sus-
pect one of them provided me that figure but I cannot be certain
whether the source was Angelos Evert's son, Miltiades (one of the
leaders of the New Democracy party), Constantinos Kalligas of the
Kathimerini, or Mario Modiano of the London Times; but then again
I may have found it elsewhere. When archival evidence becomes
available, I am sure that researchers working on this topic will offer
a more definitive picture of Evert's actions and how they affected
the Jews and all those hunted by the German authorities.

At any rate, I am happy to be able to clear up this misunder-
standing caused by my 1987 article for two reasons. First, the
inflation of the numbers of Jews that Police Chief Evert assisted
goes against the article's main point, namely, that it was the Greek
Left that was the most active in helping the Jews in wartime
Greece. Conservatives, like Evert, reacted to the polarization
brought about by the country's occupation by the Nazis by resist-
ing and by helping Nazi victims. But it was the left-wing resist-
ance movement that resisted and undermined the occupation
forces consistently and effectively. The Left's non-ethnically
defined understanding of Greek nationhood, coupled with their
ideological opposition to fascism, made them the strongest ally of
the Greek Jews. Unfortunately, conditions in and around Thessa-
loniki, where most Greek Jews lived, were such that even the left-
wing resistance groups were unable to offer any effective aid and
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protection to the Jews. Athens, as I argued in my article, offered a
more advantageous set of circumstances under which many Jews
were saved. I welcome any opportunity to repeat my view that the
left-wing resistance was the most active element of the Greek
political spectrum with regard to offering assistance to the Jews.

Second, this clarification should put an end to inaccurate ref-
erences to the numbers of false identities issued by the wartime
Greek authorities to Jews in Athens. Fortunately, there are rela-
tively few works published since 1987 that refer to the figure of
"18,500 Jews" and cite my article as the source. Indeed, there are
a considerable number of excellent studies on the experiences and
the fate of the Greek Jews that augment and expand upon the
wartime situation in Athens and on Greek attitudes toward the
Jews during the war. I need only mention the names of some of the
best-known authors here: Frangiski Abatzopoulou, Steven Bow-
man, Photini Constantopoulou (with Thanos Veremis), Haagen
Fleischer, Yitzchak Kerem, Michael Matsas, Mark Mazower, Rena
Molho. Younger scholars are also pursuing research in this area.
What has already been published and the research that continues
promises to shed further light on this period in Greece's history.
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BRENDAN O'MALLEY AND IAN CRAIG, The Cyprus Conspiracy: America, Espionage
and the Turkish Invasion. I.B. Tauris Publishers, London, 1999. 268 pp.

Laurence Stern's The Wrong Horse exposed the machinations of the State
Department and the errors that led to the tragedy of Cyprus. Christopher
Hitchens's Cyprus: Hostage to History provided us with a chilling reminder of how
the CIA and American foreign policy will sacrifice smaller, relatively defense-
less countries for military and political interests. He further exposed the myth
that the Cyprus problem was the result of Greek and Turkish Cypriots being
unable to cohabitate by pointing out the intercommunal friendship and coop-
eration between the two communities for more than a century.

With The Cyprus Conspiracy, O'Malley and Craig expand on the previous
two books with thorough research, interviews with the major figures of the con-
flict and the stitching together of facts, allusions and insinuations from and
about the major players. The authors are seasoned editors with impressive cre-
dentials. O'Malley is foreign editor of The Times Educational Supplement, and Ian
Craig is political editor of the Manchester Evening News. Together they spent
fourteen years researching and uncovering the hidden contemporary history of
the divided island.

They begin their book by telling us how they came to write it: "The trig-
ger for our search for the real story behind the Cyprus crisis—which has left the
island divided to this day—was an unguarded remark made by James Callaghan.
Sipping a glass of wine at the terrace of the House of Commons, Callaghan, who
was foreign secretary in 1974, spoke emotionally of his role in the dramatic
events to a fellow MP: 'It was the most frightening moment of my career,' he
said, 'We nearly went to war with Turkey. But the Americans stopped us'" (p.
vii). Though Callaghan refused to elaborate when the authors questioned him,
the curiosity inspired them. They went on digging and interviewing and scru-
tinizing words and actions of people like Harold Wilson and Henry Kissinger,
Clerides and Denktash, George Ball and General Grivas, among others. Both
primary and secondary sources were consulted as well as news reports from var-
ious stages of the Cyprus conflict.

Their conclusion, after all their work was done, is this: "The Cyprus crisis
was no failure of American diplomacy but a deliberate Cold War plot to divide
the island and save the top secret spying and defense facilities from the twin
threats of communist takeover or British withdrawal" (p. x). Archbishop
Makarios's flirtation at the time with Czech and Russian officials made the need
to save the top secret defense and spying facilities from communist takeover
even more urgent. Cyprus, O'Malley and Craig argue, had become invaluable
to Washington in monitoring both Central Asia for Soviet nuclear missile activ-
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ity and the Middle East for potential military maneuverings. The authors also
stress the vital importance of Cyprus to Britain. They quote Anthony Eden as
saying, "No Cyprus, no certain facilities to protect our supply of oil. No oil,
unemployment and hunger in Britain. It is as simple as that" (p. 7).

The book begins with Makarios' ascendancy as a political figure in 1948
and his urge for enosis. It moves on with General Grivas' insistence in 1952-54
to throw out the British with guerrilla warfare—an idea Makarios was too reluc-
tant to endorse. Still, as the months went by, Britain's refusal to give self-deter-
mination to the island fomented the EOKA movement's struggle. Over the next
four years, over 600 people were to be killed, the majority of them Greek Cypri-
ots, and 1,260 wounded. The British assigned to Sir John Harding the mandate
to crush EOKA and make obedient subjects of all Greek-Cypriots. Bombs, sab-
otage, and assassinations were followed by arrests, executions and hangings, but
Harding's draconian methods ultimately resulted in Cypriot freedom. The inde-
pendence gained by the blood and the lives of Greek Cypriots had one proviso:
that Britain would maintain its bases and its internal security installations on
the island.

The fear of communist infiltration got the CIA and the State Department
more interested in the island and its strategic location. After all, U.S. Secretary
Dean Rusk was getting negative reports from Cyprus about Makarios and about
the intentions of the Greek Cypriots from George Ball, U.S. Acting Secretary
of State. The fighting that had broken out between Greeks and Turks early in
the 1960s caused concern and heavier involvement by Washington. The island
needed to be peaceful so that the western facilities could be secure and the intel-
ligence gathering safe and sound. Ball found a shrewd and unbending nation-
alist in Makarios. The archbishop would not yield to threats and dictates.
Unable to convince Makarios to his course of conduct, Ball telegraphed Presi-
dent Lyndon Johnson: "The Greek Cypriots do not want a peacekeeping force:
they just want to be left alone to kill Turkish Cypriots." That proved to be a
pivotal moment in the machinations of the Anglo-American axis. O'Malley and
Craig call it "the turning pomt in Anglo-American policy on Cyprus. From here
on, even the British forces on the island were deployed in a way which supported
a joint policy favouring separation of the two communities" (p. 98). The Turks
were eager, accessible and exploitable, so as early as February 1964, the authors
argue, the U.S. agreed to allow a "controlled intervention" by the Turks . . . to
protect the Turkish minority" and to avoid a clash with Greece (p. 99). This
"controlled intervention" did not occur, however, because some troops had
arrived from Britain as peacekeepers which either intimidated or placated the
eager Turks. Meanwhile, Makarios did not wish to have the State Department
or the Pentagon encroaching any further in Cyprus's affairs, unless the U.N.
could back him with a resolution guaranteeing the territorial integrity of his
island. The Cyprus Conspiracy, in fact, paints Makarios as a clever, courageous and
albeit intransigent leader of the island. He saw through and resisted British and
U.S. schemes to the point that he was deemed uncooperative and a major obsta-
cle to their schemes. Meanwhile, the Turks were insisting on intervention, while
the Johnson administration regarded it with great misgivings. When Gen. Gri-
vas returned to Cyprus on June 18, 1964, the Anglo-Americans, though no
friends of Grivas, were elated because he was an enemy to Makarios. In fact, Gri-
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vas's secret plans to get rid of Makarios were secretly supported by the U.S., as
George Ball himself confessed in 1982, in his book The Past Has Another Pattern.
Grivas, it was thought, would be easier to deal with than the stubborn clergy-
man.

Grivas took command of all the Greek and Greek-Cypriot forces on the
island, the biggest being the National Guard, now estimated to number
24,000. Contemptuous of Makarios, Grivas bypassed the archbishop and talked
about issues directly to George Papandreou in Athens. Then, during talks in
Geneva, the Americans proposed the Acheson plan. The plan would split the
island between Greece and Turkey. In turn, the Turks would agree to union of
most of the island with Greece, while Greece would agree to give Turkey a sov-
ereign base, for the protection of the Turks, as well as create some autonomous
cantons of Turkish-Cypriots. Meanwhile, the Soviet Union, eager to exploit the
differences between the two NATO allies, acted with deliberate ambiguity,
which further complicated a just solution. Thereby, Makarios sought and
received the support of forty-seven nonaligned nations in a conference in Cairo
in January 1965. The resolution declared that Cyprus should be free to deter-
mine its own future without foreign intervention. Meanwhile, political insta-
bility in Greece led to the Papadopoulos junta of April 21, 1967. Some months
later, the authors report, "The Greeks offered the Turks a military base if they
accepted enosis for the rest of the island. But Turkish premier Demirel
demanded two bases and 10% of the island's territory. The Americans would
have settled for this, but not the Greeks" (p. 127). In retrospect, given the events
that transpired, it would have been judicious for the Greeks to have accepted
the Demirel offer, but Makarios had to be confronted as well by both the junta
and the Turks. And not just the colonels but the Nixon administration dis-
trusted Makarios, fearing that he would taint the island with communist
alliances. It was then that the junta allowed Grivas to "escape" house arrest and
return to Cyprus, now as the head of EOKA-B, with the major intent to over-
throw Makarios. Several attempts at Makarios's life failed, and finally, it was
Papadopoulos, not Makarios, who was thrown out of power early in 1974. He
was replaced, as many of us know, by Brigadier Dimitrios Ioannidis, a sinister
figure who also never liked Makarios, especially because in 1964 the archbishop
had rejected outright a plan by Ioannidis and Nikos Sampson to "eliminate" all
the Turkish-Cypriots. "Unlike Papadopoulos," as the authors put it, " Ioanni-
dis was not a long-time client of the CIA and, from the American point of view,
his seizure of power injected an unstable, unpredictable ingredient into the sim-
mering Cyprus situation" (p. 139).

Still, as subsequent events were to show, Ioannidis, nave in the ways of
international intrigue and the realpolitik of the State Department, was to prove
an easy instrument for the schemes of Washington and London. Ioannidis, in
fact, also tried his hand in eliminating Makarios, and this time the archbishop
mailed a letter accusing him and the Greek junta with conspiracies against him.
Makarios's letter was widely made known on July 2, 1974. "I'm not a district
governor appointed by the Greek government," he wrote, "but the elected
leader of a great section of Hellenism, and as such I demand appropriate treat-
ment from the mother country." Some thirteen days later, Ioannidis and his
army, with reckless Nikos Sampson's right-wing confederates in the front line,
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replied with gunfire. This, as we all know, gave the Turks the pretext to invade
the island, with the tacit approval of the CIA and Henry Kissinger. From both
the coup and the invasion, the result was some 200,000 displaced Greek Cypri-
ots, 2,000 missing, 4,000 dead and 12,000 wounded.

The Turks were, in fact, eager for a second invasion, but it was resisted by
Callaghan, who told Turkish Foreign Minister Gunesh that British troops and
planes would be sure to get into action in such an event. Kissinger, the authors
report, refused to help the British from thwarting the Turks, while at the same
time he sent Tasca to deliver an urgent message to Constantine Karamanlis,
pressing him to avoid conflict and to consider the Turkish proposals for divid-
ing Cyprus. The authors did interview Kissinger for the purposes of this book,
but the ex-Secretary of State swerved out of answering some questions but
denied any direct culpability for the Turkish aggression. The authors state:
"Kissinger was reported to believe that because the Greek junta had backed the
overthrow of Makarios, the Turks were justified in securing more guarantees for
the Turkish Cypriots than the 1960 constitution offered, including one or two
autonomous zones" (p. 214). This in spite of the fact that the CIA knew in
advance about the coup and had deliberately avoided to warn Ioannidis about
the consequences and the imminent retaliation by the Turks. In turn, this gave
the Turks the message that Washington in truth accepted and approved the
invasion.

Finally, as O'Malley and Craig put it, "The main difference between the
events of 1974 and the carveup envisaged by Acheson and Ball was that Greece
did not get part of the island, and felt utterly betrayed by the Americans because
they had let the Turks seize a third of it. It was a calculated risk. The Ameri-
cans gambled that the fall-out in relations with Athens would not be irre-
versible as critics imagined, that Greece would feel dangerously exposed to the
threat from the Eastern Bloc without NATO support, and in the long term
would have to return to the fold" (p. 224).

So it is. The island is still divided, the Turks are still occupying the island's
top third, Greece is back in NATO, and the Turks talk about ownership of 25-
35 percent of the island. All this while the British still have their base and the
Americans continue to use the installations as they deem fit. Cyprus in fact
played a significant role in logistical and intelligence functions in the Gulf War
against Sadam Hussein, and as the Middle East heats up there will be more rea-
son for both Americans and Britons to maintain their installations and to keep
the Turks happy and the Greeks tolerant. The Cyprus Conspiracy is a well-
researched, useful book that helps us, if nothing else, to understand perhaps why
the Americans and the British have found it difficult to untangle that stubborn
knot that they consciously worked in tangling.

—Minas Savvas
San Diego State University
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HARRY J. PSOMIADES, The Eastern Question: The Last Phase. A Study in Greek-
Turkish Diplomacy. New York: Pella Publishing Co., 2000. xvi +144 pp.

First published in 1968, The Eastern Question: The Last Phase provides a
summary of the diplomatic exchanges, negotiations, and settlements among
European powers, Greece, and Turkey that culminated in the signing of the Lau-
sanne Treaty in 1923. This treaty resolved most of the issues that were left out-
standing at the end of the Turco-Greek War of 1919-1922. After being out of
print for some time, the book has been reissued by Pella Publishing Company
in New York. The new edition has a brief paragraph of acknowledgments by the
author and an introduction by Van Coufoudakis. Otherwise, it is presented in
its original form without any additions or revisions to the 1968 version.

After giving a historical overview and background in the first four chap-
ters of the book, Psomiades spends most of his time discussing the status of
Thrace, the status of the Aegean and the Dodecanese Islands, the status and pro-
tection of minorities in Greece and Turkey, and the status of the Ecumenical
Patriarchate in Istanbul. In explaining each one of these issues, summarizing
the main features of the solutions that were arrived at, and describing how these
results were reached, this short book draws on interviews and primary and sec-
ondary sources in Greek, Turkish, and in the languages of all the major Euro-
pean states who were involved in the last phase of the "Eastern Question." The
result is an impressively comprehensive and accessible account that manages to
stay away from the passions of the times.

Psomiades has a high regard for the solutions that were advanced by the
Lausanne Treaty to each of the major issues discussed here. He is well aware that
some of these solutions entailed the interruption of economic networks and
resulted in the relative impoverishment of both ends of such relationships. This
is what happened when, despite the centuries of trade and migration that linked
them to each other, the Aegean Islands and the western Anatolian coast were
separated from each other and were included in the national territories of Greece
and Turkey respectively. The Lausanne Treaty also required the exchange of 1.3
million Greeks and 300,000 Muslims. Even though forcing people to leave
their ancestral homes was not easy or pleasant, Psomiades believes that this was
still the most practical, and least painful, way of avoiding a protracted period
of retribution and spiral of ethnic conflict that was likely to follow if things were
left as they were. Psomiades argues that Lausanne was responsible for the
detente that characterized the relations between Turkey and Greece as they built
and strengthened their ethnically homogenized states during the twentieth cen-
tury. Indeed, the fact that the only regions where the relations between Greece
and Turkey strained during the subsequent period were those where the two
communities continued to live in close proximity with each other seems to sup-
port Psomiades's assertion. In 1955, the Greek businessmen in Istanbul, who
were excluded from the population exchange, were subjected to several days of
violent attacks that forced many of them to bankruptcy and exile. Also, follow-
ing its independence as a bicommunal state in 1960, Cyprus witnessed repeated
ethnic clashes, most notably in 1964 and again in 1974. The latter of these led
to the occupation of the northern half of the island by the Turkish army and the
forceful separation of the Greek and Turkish Cypriots from each other.
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As Coufoudakis notes in his introduction to the book, in recent years
Greece and Turkey have taken major steps toward working ever more closely
together on a variety of topics, ranging from Turkey's European Union candi-
dacy to earthquake aid. What is even more remarkable is the multiplication of
joint projects that involve academic communities and civil society organizations
in the two countries. This recent thaw has made it possible for both Greeks and
Turks to investigate their common past as well as their common future. The vio-
lent events of the first two decades of the twentieth century and the cold peace
that followed have made it too easy for us to assume that the separation of the
two communities was the only sensible and practical way out of the chaos of
those years. Now, partly as a result of these recent changes, we are able to inves-
tigate how the multiethnic and multireligious networks in the eastern Mediter-
ranean survived for all those centuries and why this coexistence could not
weather the storms of the early twentieth century. New scholarship is taking
important steps in this direction and references to some of these works would
have brought this important book up to date and made it that much more valu-
able.

—Re-at Kasaba
Jackson School of International Studies
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