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FOREWORD

The motivation to study ethnomusicology was - in the beginning - not to write yet
another dissertation, but rather to diversify my writing on the subject of music, to give
it a voice that is closer to the subject, maybe even subjective. I felt that the engineering
language did not approach music in an appropriate way, and I hoped that by studying
ethnomusicology, I would find some alternative ways to look at and to write about
music.

Crete has been the geographical centre of my life ever since 2003, when I first went
there for a longer period. I lived in Crete for many years, and with living in Crete
comes dancing, singing, and playing music. For many years, it did not occur to me
that what I am doing when I ask musicians and dancers to teach and tell me about
their culture is close to practices in ethnomusicology. Only in 2011, thanks to Michael
Hagleitner from the University of Vienna, it became clear to me that the knowledge that
I accumulated about Cretan culture might be valuable even for other people apart from
myself when further elaborated. The key to this insight was my participation in a field
trip to Crete, with more than 10 students of ethnomusicology participating, where I was
suddenly addressed as a senior scientist, not in engineering but in ethnomusicology.
The weeks in Crete, supervising students, conducting interviews and recordings,
thinking and discussing about music, made it clear to me that in this field I can find a
complementary approach to music to the scientific-analytic one I had as an engineer.

I felt highly motivated to learn more, to finally put a more systematic basis to my
knowledge, and when I moved to Istanbul with my wife Kevser, I registered at the
MIAM institute to study ethnomusicology. And here I met the second important person
for this thesis, my supervisor Robert Reigle. Within the small institute of MIAM,
he provided a solid basis for my education, and was always available for inspiring
discussions about music in general. When it comes to inspiring discussions about
music, the next person to thank is Walter Zev Feldman, whom I met every now and
then in some corner of this planet, and I was always delighted about the great time I
spent with him, speaking about music and - very often - Istanbul, the city which we
experienced in two very different periods.

I want to thank all the musicians and dancers in Crete, who supported my work. In
particular, Areti Markogiannaki, Yannis Panagiotakis, Alexandros Papadakis, Iakovos
Paterakis, Nikos Rousakis, Dimitris Sgouros, Dimitris Sideris, Zacharis Spyridakis,
Vaggelis Stafilas, Areti Sfakianaki, Nikitas Tritsaris, Giorgos Tsantakis, Christos
Tzanedakis, Vaggelis Vardakis, and Giorgos Xilouris.

I should also thank my wife Kevser for all her patience with me during this work. I
promise I will not start writing a third dissertation. A book maybe? Finally, thanks go
also to all the members of my committee, Sirin Ozgiin (who became my thesis advisor
in the last period), Ozan Baysal (whom I would love to finally write some nice article
together with), Can Karadogan, Taylan Cemgil, and Ali Cenk Gedik (who has been a
friend since I came first to Izmir), but also to Jane Harrison, who had to be removed
from my initial committee.
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As a word in German to my dear parents: Auch alles Liebe an Euch, lieber
Doktor-Doktor-Vater und -Mutter.

June 2018 André HOLZAPFEL
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STRUCTURE AND INTERACTION IN CRETAN LEAPING DANCES:
CONNECTING ETHNOGRAPHY AND COMPUTATIONAL ANALYSIS

SUMMARY

This thesis focuses on Cretan dance music, and more specifically on the leaping dances
of eastern Crete. The posed research question is:

What melodic, rhythmic and formal structures are characteristic for the east Cretan leaping
dance tunes, and what functions do these structures serve in today’s festivities in the interaction

between musicians and dancers?

In order to answer this two-fold research questions, I will use a series of methodologies.
The main methodologies are those from the field of ethnomusicology, which are
participant observation, interviews, and manual transcription. The dissertation is
based on several years of field work in Crete, and that aims to analyse the context
in which Cretan music and dance happen. However, enabled by my interdisciplinary
background, I apply computational corpus studies to provide macro-level information
about traits of the music contained in a collection of recordings. The main
methodological novelty of this thesis is the connection between the general traits
obtained from computational analysis of a corpus, and the close reading by means
of ethnography of the creative and interpretative aspects that give meaning to these
traits.

The thesis is structured as follows: Chapter 1 provides a more detailed presentation
of the research question, and how it will be addressed in this thesis. After this, I start
with the main part of the thesis by providing a detailed overview of the literature that
is relevant for the present research in Chapter 2. Since the thesis draws from various
scientific domains, it will be structured in subsections that relate each to a specific
domain. A focus will lie on the work from ethnomusicology that either considered
Cretan music, or the subject of dance in various cultural contexts. Apart from that,
and overview will be provided of research on emotion in music, since this subject
motivates the interaction between musician and dancer as we will see in the later
chapters of the thesis. Most research in this regards has been conducted in the context
of Eurogenetic music, but approaches that attempted to consider different music idioms
will be emphasized.

Chapter 3 provides a detailed discussion of the music repertoire related to dance in
Crete. Since the following chapters will analyse Cretan dance repertoire, the focus
of this discussion will also lie on dance tunes. This discussion will be framed by a
summary of the Cretan music recording history, which clarifies the temporal dynamics
and vast changes that Cretan music underwent in a span of a century. This is of major
importance, since some of the subsequent analyses will be based on commercially
recorded performances, and we need to understand how the process of recording music
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reshaped the way that music is perceived among the Cretans. I will appreciate the fact
that most Cretan music that was recorded is related to dance. Until our days, dances
play a central role in Cretan society, in urban as well as in rural environments. It is
therefore crucial to provide at least a basic description of the analysed dances, their
geographical varieties, and an indication of change based on the parameters of the
recording industry.

Chapter 4 forms the corpus-analytic part of this thesis, in which I introduce my
approach of connecting computational analysis with ethnographic research. It provides
an overview of the recordings that were chosen for the analysis. All recordings are
freely available in published commercial recordings, and in ethnographic databases
that are accessible on the internet. The corpus-analytic results illustrate three different
aspects, which are the development of tempo within a piece of music, the typical stress
pattern that emerges from the Cretan lute, and finally the aspect of melodic content.
Since it is the melodic phrases that play a key role in the identification of a tune,
the emphasis of the chapter will lie on this aspect. First, I will document in how
far dance tunes might share melodic material. Then for two Cretan leaping dances,
melodic phrases are presented that occur mainly in tunes related to a specific dance, and
therefore might serve as sonic fingerprints for the identification of a dance. Appendix C
provides an overview of the computational tools that were applied for the analysis of
sound recordings in this chapter. Since this thesis is in the area of ethnomusicology, this
rather technical chapter is included as an appendix that provides a concise overview
and references for more detailed information about applied algorithms. Effort was
taken to explain algorithms in way that is comprehensible to the non-engineer.

After the analysis of a corpus of recorded performance, the thesis will take its turn
to ethnographic context in Chapter 5. A set of Cretan festivities (glénti) that were
recorded during my field work are analysed regarding the temporal sequence in which
the musical repertoire is used to shape the structure of the event. The dynamics of
the interaction between audience, dancers, and musicians is taken into account. This
chapter will illustrate how the apparent richness, as reflected in the number of taught
Cretan dances, is in practice reduced to some few elements of the musical repertoire
that fulfil specific functions within the social event.

Chapter 6 focuses on a specific building block in the structure of an event, which are
the leaping dances. While Chapter 4 provided a detailed analysis of the structure of
these tunes as it emerges from a computer-aided analysis, in this chapter the musicians
will guide the analysis. In my field work, I asked four renowned musicians to watch
audiovisual recordings of their own performances. These recordings stem from my
previous field work, and after some hesitation, all musicians were very positive and
motivated in discussing the structure of their own performances. In the context of this
analysis, I asked the musician about the emotional connotations that they would assign
to specific parts of their performances, and I asked them to specify how the specific
choices in structuring the piece emerged in relation to the dance activity that was
displayed in the analysed video. The analyses in this Chapter include the material from
the interviews, and display them in alignment with transcriptions of the performance,
and with analyses of tempo and tonal development. This way, a clear picture emerges
of typical tools that musicians apply in order to serve the individual dancers.

The perspective of the dancers is taken in Chapter 7. While musical tools were
illustrated in the previous chapter, and the structure of the tunes was illustrated in
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Chapter 4, it needs to be clarified what the effect of the music might be on the dancers.
What are their goals and motivations while dancing? In how far are they aware of the
tools that the musicians apply in order to make them reach certain goals? The analysis
in this chapter is enabled by a set of interviews with eight dancers. The emerging
theme is a dual function of dance, one being the display of certain properties towards
the other participants of an event, but even more emphasized by the dancers is the
reaching of emotional states that cannot be reached in contexts other than the activity
of dancing their own local dances. The chapter will conclude with a vocabulary of
emotion-related terms that are used by the dancers, and an analysis of the semiotic
web that this vocabulary spans and that forms the basis of the dance experience for the
Cretan dancer.

In Chapter 8, I provide a summary of the conducted research, and discuss its
limitations and achievements. I describe the importance of dance for the Cretan society,
which lies mainly in the achievement of emotional affordances that bring relief and
self-confidence to the involved participants. This interpretation is put into context
with the recent scientific work in embodied cognition and phenomenology, and I argue
that in order to understand the function of music in a more complete way, we need
to step over borders of musical and academic cultures to arrive at a more holistic
musicology. I argue that this musicology should make use of methodologies of fields
such as music psychology, ethnomusicology, music theory, cognition, phenomenology,
and music information retrieval, and connect them to a new field of music studies in
the framework of the Digital Humanities studies.
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GIRIT DANSLARININ YAPISI VE ETKILESIMI:
ETNOGRAFYA VE BiLiSIMSEL ANALIZIN BAGLANTISI

OZET

Geleneksel miizik, giiniimiizde Girit’in kentsel ve kirsal cevrelerinde gelisen bir
aktivitedir.  Ozellikle yaz aylarinda, kentsel merkezlere ya da Girit'in digina
taginmis olan bir¢ok Giritli gegici olarak koylerine dondiiklerinden, kdylerdeki miizik
aktivitelerini iceren senlikler saymakla bitmez. Bu aktiviteler her yastan ve her sosyal
gruptan insan1 icermektedir. Bu aktiviteler cinsiyet, yas, sosyal statii ile menge temelli
kimliklerin bir araya gelmesi i¢in dnemli bir firsat sunar ve bu kimlik tanimlamalarinin
yeniden miizakere edilmesine yol acar. Son on yillar boyunca dans gruplarina, kiiltiirel
derneklere ve miizik gruplarina dahil olan niifusun artis1 bu fenomenin Girit toplumu
icin 6neminin bir gostergesidir.

Girit miizigi, Giritliler’in kendileri tarafindan kokenlerini Girit adasina ait kabul
ettikleri miizik formlarina atfettikleri bir terimdir. Bu miizik icerisinde mevsim, cografi
konum ve miizikal ifade bicimleri gibi faktorlere dayali olarak degisen miizikal form
ve icra baglamlarinda carpici miktarda bir cesitlilik s6z konusudur. Kis aylarinda,
performanslar neredeyse tamamen kapali mekanlarda yapilir. Ayrica yerel ickinin
(raki) damitilmasi biiyiik arkadas gruplarinin miizik yapmak, sarki soylemek, yemek,
icmek ve dans etmek icin icki imalathanesine (kazédni) davet edilmesine gdzde bir firsat
sunmaktadir. Yaz aylarinda miizik aktiviteleri dis mekanlara kayar ve giiniimiizde
konser etkinlikleri 6nemli bir rol oynamaktadir. En yaygin etkinlik genelde kiiltiir
dernekleri tarafindan kdy meydanlarinda organize edilen ziyafetlerdir (gléndi). Dans
ve miizik formlari, Girit icinde bolgelere gore farklilik gosterir. Ornegin, siiriikleme
dans1 adanin her tarafina yayilmistir. Fakat dansin kokeni Bati Girit’tir ve en fazla
cesitlilik burada goriilmektedir. Ote yandan Kontyliés’in kisa miizik ciimlelerinden
gelen miizik formlar1 en cok Dogu Girit’te ¢esitlilik gostermektedir. Cografyaya bagl
bu miizikal ifade farkliliklarinin yani sira, Giritliler’in ¢ogu Girit insaninin diisiince
yapisinin adanin bir yerinden Obiiriine oldukca farklilastigina dikkat c¢eker. Son
olarak, Girit miizigi icerisinde stilin olduk¢a biiyiik farkliliklar gostermesi gesitlilik
acisindan onemli bir faktordiir. Elektrik bas, bateri ve klavye gibi enstriimanlar,
“Avrupa” (Giritliler’in tabiriyle) popiiler miiziklerden ithal edilen ritmik ve tinisal
elemanlarla birlikte cogunlukla genc¢ kusagi cezbetme amaciyla bazi sanatcilar
tarafindan kullamlmaktadir. Ote yandan daha geleneksel miizisyenler on yillardir
calinmayan enstriimanlart yeniden canlandirmaya ve yerel dans tabirlerinin eski
formlarini senliklere tekrar tanitmaya ¢aligmaktadir.

Tiim bu cesitliligin i¢erisinden, mevcut literatiirde oldukca az1 belgelenmistir. Aslinda
dans lizerine yazilmis Yunan kaynaklari, bu cesitliligi belgelemek icin oldukca caba
sarf etmistir. Fakat - ne yazik ki - bu kaynaklar tarihsel arka plan1 aktarmakta tutarsizdir
ve giincel dans formlar1 antik dans formlar1 arasinda nispeten tartismali iligkilere
bel baglarlar. Yabanci (Yunan olmayan) yazarlar, belirli alanlardaki kapsamli saha
calismalari sayesinde Girit icindeki bazi yerel kiiltiirlerin daha iyi anlagilmasina 6nemli
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katkilarda bulunmustur. Bu ¢abalar yerel tabirlerin detayli belgelendirmesini sunmakla
birlikte, okuyucularin bu 6zel durumlarin Girit’in tamamini temsil ettigini diisiinme
riskini barindirir. Son olarak, seyahat rehber kitaplari, Girit miizigi hakkinda sik sik
Syrté dansina 7/8’lik bir zaman 0lciisii atama ya da Girit danslarinda Pidichtos (bitis)
ve Syrtos (stiriikleme) temel ayrimini yapmak yerine onlari Girit’in “damgali” ritimleri
olarak agiklamak gibi oldukca kafa karistiric1 ifadeler icermektedir.

Bu tez, Girit dans miizigine daha 6zelde de Dogu Girit bitis danslarina odaklanmak-
tadir. Ortaya konulan aragtirma sorusu soyledir:

Dogu Girit bitis dans ezgilerinin melodik, ritmik ve forma dayali karakteristikleri nelerdir ve
bu yapilar giiniimiizde senliklerde miizisyenler ve danscilar arasindaki etkilesimde ne gibi bir

fonksiyona sahiptirler?

Bu iki kathh aragtirma sorusunu cevaplandirmak icin bir dizi metodolojiden
faydalanacagim.  Ana metodolojiler etnomiizikoloji alanindan gelen katilimci
gozlemleme, miilakat ve elle yapilan transkripsiyonlardir. Bu metotlar, Girit’te birkac
yillik saha caligmam iizerine temellenen ve Girit adasinin miiziklerinin ve danslarinin
var oldugu baglami analiz etmeyi amaclayan bir etnografya olarak neticelenmistir.
Ote yandan, disiplinler-aras arka planim sayesinde, miizik kaydi koleksiyonuna, onda
bulunan 6zellikler hakkinda genel-seviyede bilgi elde edinebilmek i¢in hesaplamali
derlem calisma teknikleri uyguladim. Bu tezin ana metodolojik yeniligi, derlemin
hesaplamali analizinden elde edilen genel ozellikler ile bu o6zelliklere anlamini
kazandiran yaratict ve yorumlayici yonlerin etnografyas: sayesinde agiga ¢ikan yakin
okumanin baglanmasidir.

Etnomiizikoloji alaninin, Girit miizigi arastirmalarinda adanmin bati bolgelerine
gosterdigi kuvvetli odaklanmanin aksine, bu tezin saha calismasi ¢ogunlukla adanin
merkezinde ve dogusunda yapilmistir. Bunun sonucunda, Dogu Girit bitis dansi -
Pidicht6s - ilk defa genisge bir etnomiizikoloji ¢aligmasinin ana konusu olmustur. Saha
caligmalarinin zaman olarak yaz aylarina odaklanmasi sebebiyle, ele alinan performans
baglami kdy senligi olan gléndi’ye dairdir. Bu calismada danigsman olarak secilen
miizisyenler, kendilerini, popiiler miiziklerin enstriimanlarindan gelen tinilar1 kullanan
tarzlar ya da kiiltiirler aras1 etkilesimlere dayanarak yeni ezgiler besteleyen tarzlarin
aksine, geleneksel tarzin temsilcileri olarak gormektedirler. Girit popiiler miizigi ve
sanat miizigi arasindaki sinirlar gegiskendir, fakat bu sinirlar Girit miizisyenlerinin
0z-tanimlamalarinin 6nemli bir parcasini temsil etmektedir. Bu sebeple bu tez Girit
miiziine bagka bir bakis acis1 sunabilir. Yalniz bu bakis agisinin adadaki biiyliyen
miizikal ¢evrenin bigimsel ¢esitliligini tamamen kapsadig: varsayilmamalidir.

Bu tez asagidaki gibi yapilandirilmagtir:

1. Bolim, arastirma sorusunun daha detayli bir agiklamasini sunmakta ve bu
soruya tezde nasil deginildigini anlatmaktadir. Ardindan, 2. Boliim’de, arastirma
konusuyla ilgili literatiiriin detayli bir degerlendirmesini ortaya konularak tezin ana
kismina baglanmaktadir. Tez, farkli bilimsel alanlardan faydalandig: i¢in, bu bolim
her alan i¢in ayr1 bir alt-boliime ayrilmistir. Burada ozellikle, Girit miizigi ya
da degisik kiiltiirel baglamlarda dans iizerine yapilmis etnomiizikolojik ¢aligsmalara
odaklanilmistir. Bunun haricinde - ilerleyen boliimlerde gorecegimiz iizere - miizisten
ve dansgilar arasindaki etkilesimi harekete gecirdigi icin miizikte duygu iizerine
yapilan arastirmalara da deginilecektir. Bu bakimdan, yapilan arastirmalarin cogu

Xxii



Avrogenetik miizik iizerinedir, fakat bagka miizik tabirlerini dahil etmeye ¢alismis
yaklagimlarda vurgu yapilacaktir.

3. Bolim, Girit’'teki danslarla ilgili olan miizik repertuvarinin kapsamli bir
irdelemesini yapmaktadir. Sonraki boliimler Girit dans repertuvarini analiz edecegi
icin konunun merkezinde dans ezgileri bulunmaktadir. Bu irdeleme, Girit miiziginin
zamansal dinamikleri ile bu miiziin birka¢ ylizyillik bir zaman dilimi igerisinde
gecirdigi muazzam degisimleri cerceveye alacaktir. izleyen analizlerde, ticari kayitlar
tizerinde caligsilacagi icin bu cerceve biiyiik bir onem tegkil etmektedir ve miizik kayit
isleminin Giritliler arasinda miizigin algilanisin1 yeniden sekillendirdigini anlamamiz
gerekmektedir. Kayit altina alinmig Girit miiziklerinin ¢ogunlugu danslarla ilgilidir.
Giinlimiize degin, danslar Girit toplumunda - sehirlerde oldugu kadar kirsal kesimlerde
de - merkezi bir rol oynamaktadir. Bu sebepten otiirii analiz edilen danslarin, onlarin
cografi cesitlerinin ve miizik endiistrisinin parametrelerine bagh olarak meydana gelen
degisimlerin en azindan temel bir anlatiminin yapilmasi elzemdir.

4. Bolim, tezin hesaplamali analizle etnografik arastirmayr baglama yaklagimimi
tanittigim derlem-analitik tarafin1 olusturmaktadir. Bu boliim, Oncelikle analiz
icin secilen kayitlarin genel bir degerlendirmesini yapmaktadir. Derlemdeki tim
kayitlar, ticari olarak yaymlanmistir veyahut internette erisilebilecek etnografik bilgi
bankalarindan alinmistir.  Derlem analizinden gelen sonuclar iic noktaya isaret
etmektedir. Bunlar temponun parcanin icerisindeki gelisimi, Girit liitlinden ¢ikan
tipik vurgu kaliplar1 ve son olarak melodik iceriktir. Melodik cilimleler, ezginin
taninmasinda anahtar bir rol sergilediginden dolayi, bu boliimiin vurgusu baslica
melodik igerik iizerine olacaktir. Bu boliimde, oncelikle, dans ezgilerinin ne kadar
yakindan ya da uzaktan melodik icerik paylasabilecegini inceleyecegiz. Sonrasinda,
iki Girit bitis dansinda, baslica belirli bir dansla ilgili ezgilerde gézlemlenen melodik
climleleri sunacagim ve bu sayede bu cilimlelerin danslari ayirt etmede nasil sese
dayali bir “parmak izi” olarak kullanilabilecegini gosterecegim. Ek B, 4. Boliim’de
ses kaydi analizi icin kullanilan hesaplamali araglar1 sunmaktadir. Bu tez Oncelikle
bir etnomiizikoloji calismasi oldugu icin, bu teknik ek, 6zlii bir anlatim sunacak
sekilde ve uygulanan algoritmalara dair ayrintili bir kaynakca olarak tasarlanmisgtir.
Algoritmalarin anlatiminin, teknik alt yapisi olmayan okuyucular tarafindan da
anlagilabilmesine olanak saglayacak sekilde yazilmasina 6zen gosterilmistir.

Icra kayitlarinin analizinin ardindan, tez 5. Boliim ile birlikte etnografik bir baglama
yonelmektedir. Benim saha caligmalarim sirasinda kaydedilmis bir takim Girit
senlikleri (gléndi), miizikal repertuvarin etkinliin yapisina sekil veren zamansal
dizilimi agisindan analiz edilmistir. ~ Bu analizlerde, izleyiciler, danscilar ve
miizisyenlerin etkilesimlerinin dinamikleri dikkate alinmigtir. Bu boliim, 0gretilen
Girit danslarinin sayisina yansiyan gorece zenginlifin, pratikte nasil da sosyal
etkinligin icerisinde belirli fonksiyonlar1 karsilayan, miizikal repertuvar dahilindeki
az sayidaki elemanlara indirgendigini gostermektedir.

6. Boliim, bir olaymn yapisinin igindeki belirli bir yapr tagina odaklanmaktadir;
ki bu da bitis danslaridir. 4. Bolim bilgisayar destekli analizden dogan, bu
ezgilerin detayli bir yapisal analizini ortaya koyarken, 6. Bolim’de sunulan
analize miizisyenlerin kendileri rehberlik etmektedir. Saha c¢alismam esnasinda
dort tinlii miizisyenden kendi icralarmin gorsel-isitsel kayitlarini izlemesini rica
ettim. Bu kayitlar, benim daha onceki bir saha calismamdan gelmekteydi. Biraz
tereddiidiin ardindan, tiim miizisyenler kendi icralarinin yapist hakkinda konugsmaya
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oldukca pozitif ve motivasyonla yaklasti. Bu analizin baglaminda, miizisyenlere
kendi icralarinin belirli kisimlarina atayacaklart duygusal c¢agrisimlar hakkinda
sorular sordum. Ayrica onlara, analiz edilen videodaki dansla ilgili olarak aci8a
cikan ve parcanin yapilandirmada kullandiklar: belirli tercihleri nasil belirlediklerini
sordum. Bu boliimdeki analizler, miilakatlarda kullanilan materyalleri icermektedir.
Bu materyaller icranin transkripsiyonu ile tempo ve tonal gelisiminin analizi ile
senkronize olarak gosterilmektedir. Bu sayede, miizisyenlerin her bir dansciya destek
olmak amaciyla uyguladiklar tipik araclarin belirgin bir resmi ortaya ¢ikmaktadir.

6. Boliim’de miizikal araglar ve 4. Boliim’de ezgilerin yapist ele alindiysa da,
miizigin danscilarin ilizerindeki etkisinin ne olabilecegi acikliga kavusturulmalidir.
Iste, dansgilarin bu bakis acis1 7. Boélim’de ele alinmistir. Dansgilarin, dans
ederken amaclar1 ve motivasyonlar1 nelerdir? Miizisyenlerin, onlar1 belirli bir hedefe
ulagtirmak i¢in kullandiklar araglardan dansgilarin ne kadar haberi var? Bu boliimdeki
analiz, sekiz dansci ile yapilan bir dizi miilakat sayesinde miimkiin olmustur. Bu
boliimde ortaya atilan tema, dansin ikili bir fonksiyonu oldugudur. Bunlardan ilki,
etkinlikteki diger katilimcilara kars1 bazi niteliklerin gosterimidir. Ikincisi ve danscilar
tarafindan bilakis vurgulanan ise, dansc¢ilarin kendi yerel danslarini icra etme aktivitesi
haricinde hi¢cbir baglamda erisemedikleri duygusal asamalara c¢ikabilmeleridir. Bu
boliim, dansgilarin kullandigi, duyguya iligkin terimlerden olusan bir kelime haznesi
ile bu kelime haznesinin kapsadigi ve Giritli dans¢cinin dans deneyiminin temelini
olusturan gostergebilimsel agin analizi ile son bulmaktadir.

8. Boliimiin sonunda, yapilan arastirmanin bir 0zetini sunuyorum ve arastirmanin
sinirlamalar ile kazanimlarini tartistyorum.  Girit toplumu i¢in dansin, baglica
katilimcilara rahatlama ve Ozgiiven getiren bir duygusal saglayicilik sayesinde
kazandigi, onemini tasvir ediyorum. Bu yorum sekillendirilmis bilis ve fenomenoloji
alanlarinda yakin zamanda yapilan bilimsel calismalarla desteklenmistir. Miizigin
islevini tam olarak anlayabilmek ve daha biitiinciil bir miizikolojiye ulagsmak igin,
miizikal ve akademik kiiltiirlerin sinirlarin1 gecmemiz gerektigini savunuyorum. Bu tiir
bir miizikolojinin, miizik psikolojisi, etnomiizikoloji, miizik teorisi, bilig, fenomenoloji
ve miizik bilgi erisimi gibi alanlardan gelen metodolojilerden faydalanmasi ve bunlari
dijital beseri bilimler cercevesinde, yeni bir miizik calismalar1 alanina baglamasi
gerektigini diisiinliyorum.
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1. INTRODUCTION

1.1 Subject of the Thesis

Traditional music is a thriving activity that is present both in rural and urban
environments in Crete. Especially in the summer months, when many Cretans who
migrated to the urban centres in and outside of Crete move temporarily to their home
villages, the number of festivities that include music activities can hardly be counted.
These activities include all age and social groups, and offer an important opportunity
to enact and renegotiate the fluent definitions of identities based on gender, age, social
status and place of origin. The involvement of increasing parts of the population in
dance groups, cultural associations, and music groups throughout the last decades
are an indicator of the importance of these phenomena for the Cretan society. The
municipalities of all cities and the culture associations of villages organise regular
concert events that feature Cretan musics as well as musics from other parts of Greece
and beyond. A large number of dance schools in all areas offer lessons on Greek
folk dances, and the curriculum of every such school includes Cretan dances, with the

number of Cretan dances being taught nowadays being 20 or even more.

Cretan music (kritiki mousiki) is a term that is used by the Cretans themselves to refer to
the music forms that they consider to have their origins in Crete. Within this music, an
impressive amount of diversity can be observed, with musical forms and performance
contexts changing based on factors like the season, the geographic place, and the style
of musical expression. During winter, performances take place almost exclusively
in in-door places, like restaurants and concert halls, and also the distillation of the
local brandy (raki) is a popular opportunity for inviting large groups of friends to a
distillery (kazdni) and to play music, sing, drink, eat and dance. During summer,
music activities shift to outside places, and while nowadays events of concert character
play an important role, the most common event is a glénti (feast) on a local village

square, often organized by the local cultural associations. Dances and music forms



vary depending on place within Crete. An example is the syrtds dance that spread
all over the island, but has its richest diversity and its origins in western Crete, while
music forms based on the short music phrases of the kontyliés are most rich in their
diversity in eastern Crete. Along with these changes in musical expression based on
geography, most Cretans emphasize that also the mentality of Cretan people changes
vastly between the different parts of the island. As a last factor of diversity to be
mentioned here, musical style may also differ widely within Cretan music. Instruments
like electric bass, drums, and synthesizers have been incorporated by some artists into
their music, in order to attract mainly younger listeners with rhythmic and timbral
elements that are imported from “European” (as Cretans would say) popular music.
On the other hand, more traditional musicians try to re-animate instruments that have
not been played for decades, such as the Cretan bagpipe, or to re-introduce older forms

of local dance idioms into festivities.

Of all this diversity, little has been documented so far in the available literature. Greek
sources on dance have done a great effort to document the diversity of dances in Crete,
but, unfortunately, are often inconsistent in documenting historical backgrounds and
often rely on rather speculative relations of today’s dances to ancient dance forms
(Loutzaki, 1999). Foreign (i.e. non-Greek) literature, as a result of extended field
work of the authors in specific areas, contributed to a better understanding of specific
local cultures within Crete, such as the research of Magrini (2000) on the vocal forms
in the mountain areas of western Crete, or Dawe (e.g. 1996) and Herzfeld (1985) on the
role of music in the society of central Cretan mountain villages. While these efforts
provide detailed documentation of local idioms, they incorporate the risk of readers
interpreting these specific cases as representative for the whole of Crete. Finally, it is
worth to point out that tourist guide books often include quite confusing descriptions
of Cretan music, such assigning a 7/8 meter to the syrtds dance, or describing the
“stamping” rhythms of Crete, instead of referring to a basic distinction into pidichtos

(leaping) and syrtos (dragging) dances.

Cretan dances share a large set of characteristics. Most dances are circular group
dances, performed counter-clockwise. Specific emphasis is given to the movements
of the feet, whereas the posture of the upper part of the body remains widely stable.

The dancer leading the circle has, at least for many of the dances, the freedom to



improvise on the standard sequence of steps. Regarding their musical properties,
all originally Cretan dances are notated as having 2/4 meters by most transcribers.
Rhythmic accompaniment is usually provided by one or more Cretan lutes in Western
Crete, while in Eastern Crete the accompaniment of the guitar is more common. The
accompaniment makes use of a limited set of rhythmic patterns. This thesis will focus
on the faster leaping dances, which make up the largest group of dances in Crete,
and for which patterns were documented by Kaloyanides (1975) and are depicted in
Figure 1.1. These patterns are shared between the different dances, and we shall see in
a later analysis that none of these patterns can serve as an unambiguous identifier for a

specific dance.
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Figure 1.1: Rhythmic patterns reported by Kaloyanides for Cretan leaping dances.

On the other hand, the melodic phrases that occur in the dance tunes play an important
role for the identification of the dance. The Cretan tunes that are related to the leaping
dances are built from the concatenation of short melodic phrases, and played in most
cases by the Cretan fiddle (/yra) or violin. These melodic phrases span a duration
of two bars for most of the leaping dances, and many of these phrases are related to
certain musicians of previous generations, and are often assigned to a specific dance.
The cataloguing of melodic phrases in Greek music was approached, for instance, by
Theodosopoulou (2004) for specific Cretan tunes, and by Sarris (2007) for bagpipe
tunes from the Greek mainland. These studies made use of manual transcription and
while they provided valuable insight into the sequential structure in which kontyliés
are applied in various tunes, to the best of my knowledge so far no analysis has
been conducted that aims at the identification of meaningful key phrases from sound
recordings. Such key phrases might serve the function to identify certain dances, and
help the participants in a music event to differentiate between dance tunes. Instead of
first transcribing and then analysing the transcribed piece, in this thesis, the process
will be reversed. A larger amount of recordings will be analysed computationally for
the occurrence of specific patterns, and patterns that emerge from this analysis will be

transcribed after this analysis.



The melodic phrases are likely to carry a diverse set of meanings for the local
musicians. These meanings go beyond the identification of a dance tune. These
meanings may have historical, aesthetic, behavioural and affective dimensions. In
order to reach an understanding of these dimensions a purely analytic approach on a
corpus level, be it manual or computational, cannot provide a sufficient understanding
of what is actually going in a musical performance that includes musicians and dancers.
For that reason, apart from a corpus analysis of Cretan music, an analysis of how the
musical material is applied in a Cretan festivity. The overall sequence of pieces in
festivities form an overarching structure for the social event. The actually practised
repertoire in the most common dance events in Crete has, however, so far not been
documented. Apart from such an analysis of the structure of an event, the structure of
tunes as it emerges from a corpus analysis needs to be understood and interpreted with
the help of the local musicians and dancers. I will discuss with musicians how they
structure individual pieces, and how that structure serves the needs of the involved
dancers. This way I shed light on how the apparently arbitrary order of musical
phrases in a Cretan leaping dance is actually guided by a set of rules that depend
on the interaction between the dancer and the musician. After the structure of the
individual pieces is understood both from the perspective of a corpus analysis and
from the perspective of the performing musician, I will advance to the analysis of the
affordances that these pieces provide to the dancers, closing the link between musical

structure and emotional experience by the dancer.

1.2 Research Question and General Approach

The large variety of dances in Crete is often classified into either leaping (pidichtds,
pl.: pidichti) or dragging (syrtds, pl.: syrti) dances. Among the various leaping dances,
two stand out because of their popularity: the soista and the maleviziétis. The souista
is a couple dance between a male and a female dancer, and the malevizidtis is a circle
dance. They are characterized by different melodic key phrases and different tempo
ranges. Within festivities they seem to fulfil different functions within the order of
played dances. Furthermore, the musicians adapt the internal musical structure of the

tunes according to the dance that is developing in front of them.

My main research question is:



What melodic, rhythmic and formal structures are characteristic for the east Cretan leaping dance
tunes,
and what functions do these structures serve in today’s festivities in the interaction between

musicians and dancers?

The first part of this question considers the acoustic object of the investigation - the
tune. Considered in isolation from the context in which these tunes are played and
danced to, one may ask what the characteristic traits of the tunes are, for instance,
which melodic phrases occur in them, which are the tempo ranges, or which are the
modes and scales. Such an analysis has a value in itself, by carving out a detailed
stylistic description of a large family of tunes that has been performed for several
centuries by generations of musicians from central and eastern Crete. However, it
leaves out what Molino (1990) refers to as the creative and interpretative factors that
are brought in by the musicians, the dancers, and the audiences in the various forms of
events in which Cretan music is performed, or - as Feld (1984) would phrase it - the
ways in which the features of Cretan society reveal themselves in the organized sound
of the leaping dance tunes. This contextualization of the analysis of the acoustic object
is the aim of the second part of my research question. Re-interpreting Seeger (1988),
why Cretans dance is the final aim of this second part of the question. A major part
of the repertoire sounding in Crete is music for dance, and a majority of the Cretan
population is involved to some extent in dance activities. The formal aspects of the
acoustic object serve some purposes in this activities, they are used by the musicians
with specific goals directed towards the audience and - mainly - the dancers dancing in

front of them.

The field work related to this thesis was mainly conducted in central and eastern
Crete, in contrast to the strong focus of research on Cretan music from the field of
Ethnomusicology on the western areas of Crete. As a result, the eastern Cretan leaping
dance — the pidichtés — is at the focus of the analysis for the first time in a larger
study in ethnomusicology. The performance context that is considered is mainly that
of the village festivity, the glénti, due to the focus of the field work on the summer
months. The musicians chosen as consultants in this study would usually consider
themselves as representatives of a traditional style, as opposed to styles that make

use of instrumental timbres from popular music, or styles that compose new tunes



based on cross-cultural influences. The borders to such Cretan popular and art musics
are fluent, but represent an important part of the self-definition of Cretan musicians
(Pavlopoulou, 2011). Therefore, this thesis provides yet another possible angle to look
at Cretan music, and can in no way be assumed to cover the stylistic diversity of this

thriving musical environment in its entirety.

My main motivations to address the research question in the described musical
context are, on the one hand, to obtain a deep understanding of the interactions
between musician and dancers in the specific musical context, and, on the other hand,
a methodological experiment, in which I intend to establish connections between
ethnography and engineering methods for the analysis of music signals. These two
motivations have their origins in my personal biography. While pursuing my first
doctoral degree in computer science at the University of Crete, I implemented methods
for the analysis of music recordings that aimed at the estimation of mainly rhythmic
aspects of the music signal. Conducting these doctoral studies in Crete, I perceived
a large gap between what the developed methods can tell about music, and the
experience of the thriving musical activity in Crete and the significance that music
as a collaborative creation of musicians and dancers has for the majority of the Cretan
population. I found my perspective on this cultural wealth limited, both in terms of
methodology and in terms of the forms of discourse that dominate academic writing
in the engineering fields. Especially in times of the economic crisis, music plays an
enormous role for Cretans to experience being together. With the government of my
own country being responsible once more for a deep crisis in Greece, I hoped to be
able to contribute to the illustration of the importance of the social interactions that are

facilitated through Cretan music.

To this end, my research question is approached by taking a series of perspectives:

1. Understand the historical background of the dances: Soista is a dance that
originates from the Rethymnon' area in central Crete, while the malevizidtis took
its name from the Malevizi area further east, close to the capital of Herdklion.
Melodic material and dance movement put the malevizidtis in a direct relation to the
pidichtos dances from the East of the island. On the other hand, the syrtds dance has

its origins in the far West of Crete, and its musical structure differs widely from the

' A map of Crete depicting the cities and larger villages is provided in the Appendix (Figure A.1)
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various leaping dances. Aspects of the dance repertoire will be described, both in
terms of the form of the dance and in terms of the musical form of the related tunes,
and orientation in terms of geographical origins of the dances will be provided. The
process of the emergence of a pan-Cretan dance repertoire that contrasts with the
local dance forms will be presented as strongly influenced by the history of the

recording industry.

. The musical corpus: A large collection of recordings is available from previous
research that was conducted in the 1990s. This corpus will be used to shed light
on the typical structures of leaping dance tunes, in terms of tempo, rthythm, and
melodic material. Focus will lie on the extent to which tunes differ in terms of
melodic content, and if melodic key phrases can be identified that occur mainly in
specific dance tunes. This corpus perspective is useful to establish basic structural
principles of the repertoire in terms of tempo trajectories, typical melodic phrases,

and rhythmical patterns for various leaping dances.

. The social event: Throughout the duration of often more than 6 hours, a large
variety of tunes are played by the musicians. Typical structures and orders in
this arrangement of tunes over a whole evening will be documented using field
recordings conducted throughout the last years. This way, it will be possible to see
if the leaping dances at the focus of this thesis typically occur at specific moments
within a festivity, and how frequent they are in comparison to other musical forms.
Documenting the general structure of Cretan festivities will include, apart from the
sequence of musical pieces, also a careful description of the local settings and the
various social interactions between musicians, dancers, and audience in order to

understand the context in which the dances occur.

. The musicians’ perspective: The leaping dance tunes have characteristic tempo
developments, specific tonal modulations, and varying use of textual material (for
instance, the sotista makes more use of lyrics, mostly of erotic content), which are
described using a corpus analysis. To get deeper into the genesis of the observed
structures, interviews were conducted with four musicians, in which I presented
them audio-visual recordings of their own leaping dance performances. I asked

them to analyse their performances in terms of musical structure, and the processes



of interaction with the dancers that occur. It will be evaluated in how far musicians
verbalize emotional interpretation of the musical content. Further questions that the
analysis of these interviews, combined with a detailed analysis of the performed
pieces, will reveal are: Which melodic phrases are chosen for individual dancers
(depending on age and gender, for instance)? Does the lead musician change
tonal mode or tempo depending on the dancer? Insight into these aspects will
be obtained using a performance analysis motivated by Qureshi (1987), adapted
to audiovisual performance recordings of Cretan music compiled during my field
work. The adaptation consists of a focus on the triangle of dancer, lead musician,
and main rhythm accompaniment player (usually Cretan lute) and an analysis
of signs and gestures that direct the performances in this dynamic triangle of
interacting participants. The analysis that the musicians do will be accompanied by

measurements of tempo processes, music transcriptions, motivic and tonal analyses.

. The dancers’ perspective: interviews with dancers were conducted, where they
were asked to describe their most intense experience in a Cretan dance event.
This will provide a key to the dancers’ experiences and the way they verbalize
them. Terms that describe emotional states related to dance in Crete emerge from
this procedure, and differences between various dances can be revealed using the
analysis of the dancers’ essays. In addition, the emerging vocabulary will be
contrasted with the terms that emerged from previous studies in music psychology,
which until now are characterized by a bias towards passive listening of Eurogenetic

tonal music.



2. RESEARCH CONTEXT

2.1 Literature on Cretan Music

One of the earliest works on Cretan music and dance was presented by Hatzidakis
(1909). In this work, Cretan dances are classified into two families, the leaping dances
(pidichti) and the dragging dances (syrt/). The shared binary meter is specified as
a common characteristic of Cretan dances. Hatzidakis lists the leaping dances of
maleviziotis, priniands, pentozdlis, sotsta, mikro mikrdki and the drtses ton Anogion.
The first five dances are known under the same names until our days, with the
maleviziotis, pentozalis, and sousta being very popular in music festivities all over
Crete. The dance ortses ton Anogion is nowadays better known as the Anogianos
pidichtos, the leaping dance of the village Anodgia. Hatzidakis (1909) observes the
large number of melodic phrases in the tunes of the malevizidtis dance, stating that
their number lies around 120. The precise numbering of phrases represents a larger
methodological problem, since it is affected by the decision of when to characterize a
phrase as a variation of another “original” phrase. However, the richness of melodic
phrases in the malevizidtis before the times of music recordings was confirmed by
the folklorist Pavlos Vlastos as well, who even states the number of phrases being
240 (Vlastos as cited by Sgouros (2011)). The relations between dance steps and
musical phrases is pointed out as a particularity of the malevizidtis by Hatzidakis, with
one period of the dance spanning three measures, while most musical phrases span
either two or four measures. This, according to Hatzidakis, creates a necessity for
the musician to carefully synchronize transitions between phrases with the dancers’

movements.

A rich source for information on Cretan music after the second world war are the
writings of Samuel Baud-Bovy. He proposed to divide the musical styles that are
practised in Greece into the island and the mainland parts, with the Greek island

dances being mainly based on a 2/4-meter (Baud-Bovy, 1984, p. 34). In the same



text, Baud-Bovy observes the dominance of 15- and 12-syllabic meters in Greek folk
songs. While the 15-syllabic meter, often referred to as mantindda in Crete, is the
most common lyrical meter in Crete, Baud-Bovy (1984, p. 31) observes particularities
in some Cretan songs from Western Crete, such as the lack of rhyme schemes that
do not occur on other islands. In general, as Baud-Bovy (2006, p. 113) observes, the
music in the western Cretan mountain area Sfakid is mainly vocal, and instrumental
musicians for festivities were usually brought from the Kissamos area on the north
coast of the island, an area famous until our days for its rich tradition in violin players
and fast syrtos dance tunes. Playing styles on the Cretan lyra are observed, such as
the usage of all three strings for playing tunes in the area of Sitia, instead of mainly
using the upper string as in many parts of the island at that time. He describes the
dependency of the preferred dances on the location in Crete, for instance by stating
that in the central Cretan village of Spili besides the syrtds dance, the western Cretan
leaping dance pentozdlis and the kalamatiands from northern Greece were popular at

the time of the field excursion (1953-54).

Similar observations regarding the local particularities of dance repertoire were made
by Magrini (2000) half a century later, who points out that in the Western mountain
areas in the prefecture of Hanid the dances syrtos, pentozdlis and roumatiani sousta
predominate. Regarding the melodic characteristics, Baud-Bovy reports the typical
lengths of melodic phrases being mostly two or four measures, and the limited
tonal range of the pentozdlis is observed, which might indicate its origin from the
Cretan bagpipe askobandoiira. Furthermore, the absence of intervals of augmented
seconds in pentozdlis melodies is observed, which stands in contrast with the melodies
in the syrtés dance that often include such intervals. Baud-Bovy (1984, p. 183)
therefore concludes that the pentozdlis is a purely Cretan dance, while he suggests
the possibility of Turkish origins for the Cretan syrtos dance Baud-Bovy, 1976, p. 180.
This suggestion is motivated by the frequent syncopation and scales with augmented
seconds in syrtds tunes, as well as by an emphasis in the sung verses that suit well the

seven-syllabic poetic meters that occur in Turkish folk dances.

A more recent presentation of Cretan dance is attempted by Tsouhlarakis (2000). The
importance of the melodic phrases is clearly emphasized in this book, for instance,

by stating that listening to the melody is sufficient to recognize a dance tune (p.36).
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The book relates the origins of dances in many cases to the world of mythology. For
instance, according to mythology the dance pirichios was performed by the guards of
god Zeus after his birth, when he was hidden in a cave in the Cretan mountains. The
dance was performed in order to drown the cries of the baby in the thunderous sounds
of the steps and the strokes against their shields, with the goal to prevent his father
Hronos from discovering his hiding place, and this way saving Zeus from his death.
While apart from ancient drawings, no documentation of the shape of dance in ancient
Crete exists, Tsouhlarakis (2000) relates the dances anogiands, sotista, and roumatiani

sousta to the pirichios.

The strong interweaving of history and myth is described by Magrini (2000) as well
by referring to the assumed origins of the two dances of syrtds and pentozdlis. Both
of these dances are affiliated to the violinist Kioros, who reportedly lived in the 18-th
century. According to the legend, the former dance was invented by a group of captains
in the resistance against the Turks in 1750 while Kioros was playing in a festivity, and
the latter dance is reported to be an invention of Kioros, who was asked by the leader of
the 1770 revolt against the Ottoman occupation to compose a proper war dance for the
struggle against the occupier. While the specific revolts are historical facts, the genesis
of the dances cannot be confirmed but nevertheless represents an integral part of the
mythic-historical narrative that constructs the historical memory of the participants in

Cretan music tradition.

The kinetic and stylistic elements of ancient dance forms cannot be recovered from
the available ancient artworks (Seebass, 1991), but nevertheless a belief in a continuity
from ancient times until now is a widely spread assumption among musicians and
dancers. It is interesting to point out that Buckland (2001) observed how the embodied
practice of dance underlines the relevance of a mythic past in our contemporary life.
This strong relation between Cretan dance and myth is emphasized by many musicians,
especially from the mountain area of Psiloriti, where the cave of Zeus is located close
to the mountain plateau of Nida about 20 kilometres up the mountains from the village
of Andgia. For instance, the musician Antonis Xylouris, better known as Psarantonis,

sings in the song entitled “Zeus” (Xylouris, 2012, after 3m:00s):
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O Alag Avrove Booxdc o1’ avewyetavs adpl

"Hvtove xat To onitl Tou yéoa oto Hepoydpt.

Zeus was a shepherd in the mountains of Andgia

And his house was inside of Perahdri'.

In the Zeus video, Psarantonis is accompanied by his two sons on lute and oud, whereas
the percussion is played by his daughter. In general, female musicians are rare in
Cretan music, and if they make an appearance on stage or in recording, she is as in this

particular case a relative of one or more of the musicians.

Gender relations in the context of music performance in Crete are the main aspect
of the study by Dawe (1996), in which the “poetics of manhood” are analysed
in several aspects of Cretan music. The textual content of the Cretan 15-syllabic
poems is analysed, emphasizing the male-dominated performance of singing in Cretan
music. The content of the analysed lyrics centres around the issue of constructing
a “community of masculinity”, and along with that goes the display of virtuosity
by musicians and dancers, as well as the usage of gunfire at village celebrations.
Furthermore, the role of the (mostly male) lyra players is documented, and the author
observes that female performers are the exception throughout the history of Cretan
music. It is shown by means of textual and observational examples how this manifold
bias shapes the behaviour of musicians. At this point, Dawe neglects the important
agency that women take in Cretan dance, which has been emphasized in other dance
cultures, such as the Tango by Savigliano (1995). However, while the observation of
a gender bias among musicians is obviously true, the author exaggerates the observed
aspects, for instance when claiming that it is common practice to musically accompany
music with gunshots. This is likely to be caused by the chosen geographical and social
environment, the central Cretan Ida mountain area, which was chosen before as well
by Herzfeld (1985) in his study on gender roles in musical context. Generalizing
these observations and assuming similar phenomena to be common all over Crete is a
common mistake in writing about (Cretan) culture. Throughout years of field work, I
observed that the usage of gunfire is widely restricted to particular areas in the Western

part of Crete, whereas in the eastern Lasithi district such phenomena are extremely

Ipart of the village Andgia
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rare. A documentation of this diversity in expressing manhood in Crete remains to be

done.

The music of the Western area of Crete, the prefecture of Hanid, as a widely male
activity was documented by Magrini (2000). The ability to sing and dance is described
as a valuable component of manhood, which typically expresses themes of death, the
value of friendship, and the virtue of courage. The social environment is dominated by
pastoral lifestyle, and traditions of animal theft, bride theft and blood feud. In a similar
vein as Herzfeld (1985), Magrini generalizes these observations to Crete in general, for
instance by citing the lute player Stelios Lainakis saying that “In Crete, shooting during
feasts 1s a wide-spread practice”. Magrini differentiates between the rizitika songs and
the mantinddes. Rizitika have predefined poetic text and melody, which change little
over time. Magrini differentiates between the rizitika tis tdvlas, which are sung while
sitting at a table during festivities, and the rizitika tis strdtas, which are important
expressions encountered during, for instance, wedding ceremonies and are sung while
walking. The connecting element is the alternation between two groups of singers, and
the usage of the 15-syllabic verse, the so-called political verse?. The two groups of
rizitika differ by their alternation, with the rizitika tis tdvlas being characterized by a

less frequent change of antiphonal groups.

The performance of rizitika is characterized by a strong fragmentation of the lyrics in
accordance with the melody, an aspect taken up recently in an analysis by Sanfratello
(2017). This fragmentation changes from song to song, and makes the performance
feasible only for singers who are well aware of the traditional performance practices.
On the other hand, the mantinddes are characterized by a larger extent of individual
improvisation, since the textual material is often composed in the moment of the
performance and expresses the mood of the company that participates in the specific
event. Magrini emphasizes the strong textual relation between the textual content of a
rizitiko and the mantindda that follows it. In her purely textual analysis she oversees
the elements of social interaction that occur in the festivities and that make singers
perform specific textual content, as for instance the increasing amount of verses that
refer to the usage of alcohol, which is likely to be caused by the larger amounts of wine

and other alcoholic drinks that are usually consumed in such festivities.

2The term political refers to its origin from Istanbul, which is called the City in Greek (i Polli).
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The important interaction of Cretan music with national ideologies is described
by League (2012). The violin played a central role as the lead instrument in many parts
of Crete, with the author referring to examples of the western Hanid and the central
Herdklion area, and the famous Cretan lyra player Thanasis Skordalos is cited with
the statement that before 1947 the population of Herdklion entertained itself almost
exclusively with the violin. However, in 1955 a ban by the Greek national radio
broadcaster took place, forbidding the broadcasts of violin in the context of Greek
traditional musics. This ban was initiated by the musicologist Simon Karas, with the
motivation to liberate Greek music from Western influences and to turn attention to its
origins in Byzantine music. The ban stayed officially in power until 1989, a fact that
had a dramatic influence on the instrumental practice in Crete. As Baud-Bovy (2006)
observed in the 1950’s already, even in Western Crete most lead musicians played the
Cretan lyra. As a result, nowadays the lyra is widely perceived as the bearer of Cretan

musical identity.

The development of the Cretan lyra throughout time is documented by Magrini (1997)
and more recently by Punz (2017), and it took a path from an instrument with quite
limited possibilities in terms of tonal extent to an instrument that provides musicians
with the possibility to play more complicated melodic tunes of the syrtds dance that
were originally performed on the violin in its historic originating area, which is the
prefecture of Hanid. Before, only dance tunes with melodic range not larger than a
sixth could be properly played on the Cretan /yra, and tunes of such extent are mainly
found in the leaping dances soiista and pentozdlis. According to the violin player
Kostas Papadakis (as cited by Magrini, 1997), in the 19-th century the majority of
instrumentalists were violin players, while the usage of the Cretan lyra was restricted
to the central Cretan prefecture of Rethymnon until the second half of the 20-th
century. Thereafter, however, the Cretan lyra grew in size and changed tuning, enabling
musicians to play melodies by using all of its three strings, while on the old type of lyra
only the first string was altered in pitch using the left hand. This technical development
of the lyra had as a consequence that the drone could not be played any more on the
central string of the instrument, which was now used for the performance of melodies

by the left hand of the player.
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Interestingly, as Magrini (1997) points out, the Cretan lute took over the role of
providing the drone after the technical development of the /yra. This coincides with
data that supports the hypothesis that the Cretan lute is a recent element in Cretan
music. For instance, the musician Stelios Foustalieris from Rethymno (as cited by
Magrini (1997)) reports that in the 1920’s the string instrument boiilgari was the main
accompaniment instrument of the lyra in Rethymno, while the Cretan lute spread in
Rethymno not before the 1930s. The lute player Giorgos Gombakis (2013) states that
the Cretan lute in its recent form was established in Hania by a muslim? luthier in the
last years of the Ottoman occupation of Crete. This luthier had an apprentice called
Manolis Frangedis, whose grandson continues to build instruments in Crete until our
days. This information supports the assumption that the Cretan lute emerged in the
beginning of the 20-th century in Hania, and moved westwards after that, and took an
important role only after the Cretan lyra lost its facility to produce a drone by itself.
This assumption is further supported by the fact that in the eastern prefecture of Lasithi
until our days the Cretan lute does not play the central role that it plays in all other parts
of Crete. This emphasizes the strong influence that Simon Karas’ decision to ban the
violin had on the composition of the instrumental timbres in Crete, where the ensemble
of one or more Cretan lutes and one /yra is now widely perceived as the most typical

expression of Cretan music.

The cataloguing of melodic phrases in Cretan music was approached by Theo-
dosopoulou (2004), whereas Sarris (2007) pursued the cataloguing of phrases in
bagpipe tunes from the Greek mainland. Both approaches apply a manual analysis,
starting from a transcription, and then categorizing sequences of the transcriptions
in terms of melodic phrases. The collection of phrases by Theodosopoulou (2004)
focuses mainly on specific tunes of the Cretan repertoire, the kontyliés and the soiista.
For these tunes, large collections of encountered phrases are presented in the form
of transcriptions. The difficulty of the particular approach is that it does not take into
account similarity between phrases, and it is not straight-forward to obtain an overview
of the most common phrases of specific tunes. To this end, various computational
approaches were proposed. For instance, Conklin, Neubarth, and Weisser (2015)

propose novel pattern analysis techniques that aims to discover melodic patterns that

3Throughout the text I will refer to the Muslim population of Crete not as Turks, but as Cretan
muslims in order to emphasize their strong affiliation by language and tradition to Crete.
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are over-represented in a corpus, compared to an anti-corpus. Corpus and anti-corpus
can refer to collections from a specific geographic area and from other geographic
places, respectively, or can contrast the style of one musician against the style of other
musicians. Conklin, Neubarth, and Weisser (2015) apply their method to a corpus
of Ethiopian bagana tunes. All tunes were transcribed by assigning a specific note
symbol to each of the 10 strings on the instrument, and the analysis then uses these
transcriptions as an input. The method looks for minimal patterns, i.e. patterns that
do not include other found patterns. This results in a set of patterns of short length
of one to four notes. The obvious disadvantages of such a method applied to the
analysis of Cretan dance tunes are that it is not obvious how to apply the method
to a set of recordings, instead of transcriptions, and that it is not straight-forward
how to impose the minimum length of a measure or two onto the patterns. Similar
analysis methods were previously applied to a corpus of transcriptions of Cretan dance
tunes (Conklin & Anagnostopoulou, 2011), with a similar result of the patterns being
of quite short length. However, while they are shorter than the melodic phrases that
build up Cretan dance tunes, these short motifs might reveal interesting characteristics
of specific dances. For instance, the over-representation of specific interval patterns in
one dance might indicate that origins of the tunes are related to specific instruments or

dance movements.

2.2 Literature on Dance

A communication model for the analysis of dance was proposed by Hanna (1979),
in which dancers and audience are assumed to exchange messages through the
communication channel of a dance performance. The author puts emphasis on the
importance of in situ learning of dances in order to obtain a deep understanding of the
context, and combining these insights with the analysis of video recordings of dance
performances. Similarly, Giurchescu (2003) emphasizes that aesthetic evaluations by
an outsider to a culture might not be meaningful to those who practice a dance. These
aspects of aesthetics and dance were firstly illustrated by Kaeppler (1993), and were
more recently summarized (Kaeppler, 2003). Zografou and Pateraki (2007) uses the
example of the Greek Zorba dance to illustrate how dance is constituted by visible and

invisible aspects. Hanna (1979) aims at discovering both of these through her close and
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active involvement with the studied culture. Notations motivated by Labanotation are
interpreted in terms of certain devices that dancers use to convey meaning in a dance
performance, such as, for instance, concretisation that imitates or replicates certain
objects within a dance. Her analysis leads to quite specific results in the context of
her own fieldwork among the Ubakala people of Nigeria, illustrating differences in
dance performances depending on age, gender, and social status. The strong aspect of
Hanna’s work is the holistic approach to the phenomenon of dance that emphasizes the
mutual impact of social structures and behaviour in dance. A shortcoming of Hanna’s
approach seems to be the focus on communication, which encompasses a danger to
assume that all behaviour in dance serves the goal to communicate between the dancing
subject and the other dancers and spectators, leaving out the possibility that a subject

might dance in order to enjoy the dance without instrumental goals.

Felfoldi (2001) focuses on the connection between music and dance form, in
the context of research on Hungarian dance. He emphasizes the importance of
temporal-metric-rhythmic factors for an analysis of these connections, motivated by
the observation that for Hungarian dance melodic factors such as ambitus, melody
line, and harmony seem be be of less importance for the dance. The author supports
these observation by the fact that melodies are rhythmically adapted to fit to various
dances in the case of Hungarian dances. The different perspectives on dance by Hanna
(1979) and Felfoldi (2001) are related to the contrast between an anthropological
approach to dance research that predominates in Anglo-American academia, and
the ethnochoreological research that predominates otherwise in European dance
research (Giurchescu & Torp, 1991), a contrast that resembles the anthropological and

comparative approaches within ethnomusicology.

In most recent publications on the analysis of dance - especially in anglophone
literature - the anthropological methods predominate, and publications on dance
notation are often from previous decades. Scripps (1965) describes a system for
notation of dance movements that can be applied during field work and that encodes
movements of several body segments separately. A more recent account on dance
notation is provided by Hutchinson Guest (1990), who describes dance notation
as the problem of reducing a four-dimensional observation to a two-dimensional

representation, challenged by the complexity of the individual body as well as by
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the interactions between dancers. The problem of dance reconstruction is approached
by Lopez y Royo (2008) by exploring archaeological artefacts related to dance using
embodiment in form of dance performance. It is emphasized that each representation
of a dance is necessarily a transformation that is meant to capture fragments of the

dance experience.

Bakka and Karoblis (2010) raise the methodological concern of describing a dance.
Similar to the problem of separating a composition and its interpretation by a musician
(performance), for dance it is hard to see if beyond a particular performance, a dance
can be addressed in a pure state as a choreographic concept. The authors suggest
that it is helpful to consider dance to have the two dimensions of the realization and
the concept, and propose to concentrate on the dance realization as much as possible.
To this end, the combination of three epistemic approaches is suggested. First, the
other-person approach, represented in ethnomusicology by acquisition of knowledge
by interviewing informants, is the approach that is strongly favoured by research in
humanities and social sciences. First-person approaches, represented, for instance,
by field notes of an ethnographer, and sub-personal approaches based on audio and
video recordings, are stated to be criticized and ignored widely. They consider that
recordings need to become a systematic and theoretically grounded tool, resonating
with Hanna (1979) in the demand to combine epistemic approaches to the complex

phenomenon of dance.

Nahachewsky (2001) illustrates that folk dance is not an unchanging entity, but changes
just as well as any other form of musical expression. Nahachewsky builds upon the
concept of a second phase in folk dances, as suggested by Hoerburger (1968), who
separates two phases in the historical development of a folk dance. The second phase
is that of revival, where a dance is taught by specialist dance teachers, and tends not
to vary a lot any more in its form and is rather fixed in terms of dance figures. He
points out the possibility of simultaneous traditions, in which a folklorist and fixed
version may coexist with the rather archaic form that has its origins in folk festivities.
According to his line of thought, dances might go through a continuous alternation of
high and low reflectiveness throughout their history. As Buckland (2001) has shown
for English folk dance, these processes are interwoven with nationalist agendas, and

reactions of resistance may occur when institutionalization of folk dance interacts with
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local social identities. Cretan dances appear to be an interesting object to investigate
using these assumptions about historical developments of a dance. Nowadays, learning
a dance takes place within dance schools or culture associations, and is guided by dance
teachers with a high experience in a number of traditional dances from various areas of
Greece. Nevertheless, a large amount of dancing activity takes place in rural festivities,

and is not bound to a fixed form or a clearly defined set of dance figures.

In the context of Greek dance, Irene Loutzaki contributed a large part of available
research on the subject, as for instance in her work on the political dimensions of dance
in Greece 2001. The overview of texts on Greek dances (Loutzaki, 1999) provides
criticism of the often arbitrary connection between recent and ancient dance practice
by many authors, often motivated by the need to construct a national identity for the
Greek cultural expression. By looking at much shorter periods of time, Panopoulou
(2009) analyses how dance tunes in the Vlach area of Northern Greece went through a
process of transformation throughout three generations. The process of transformation
was influenced by a migration from the rural areas to urban centres, where the identity
of the rural Vlach population was deliberately concealed by the migrating populations,
because their Vlach culture was considered a peasant culture. They stopped dancing
their dances in their new urban environment, and the younger generation ceased to
learn the old songs. During the 1970’s, however, a “return to the roots” phenomenon
occurred, and several cultural and dance associations came into existence. In these new
environments, music was transformed, for instance by adding new instruments and by
learning the dances in a classroom environment. In her analysis Panopoulou (2009)
shows that musically the differences to the old tunes have mainly to do with rhythmic
aspects, for instance by changing dance tunes (and with them the dances) from 8/8 to
a meter of 7/8, and by a general faster performance of the tunes. Similar migration
patterns hold for the Cretan population as well, and a revival of the Cretan dances
occurred in parallel to the one observed by Panopoulou (2009) too. Which aspects of
the dances were affected by these processes in Crete remains, however, undocumented

until now.

In the light of this short overview on dance research, it is apparent that a precise
transcription of dance movements in Cretan festivities lies beyond the scope of this

thesis, because of the complexity of the existing transcription methods. However,
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the analysis of video recordings as suggested by Hanna (1979) in addition to the use
of interviews is a valuable method to obtain a deeper representation of the complex
phenomenon of dance. The role of formalized education in dance will play a role
in the context of Cretan music, since it interacts with the more spontaneous local
social contexts in ways that resemble the study by Nahachewsky (2001). Nevertheless,
formalized education in dance is a valuable way for the ethnographer to obtain first

access to the aesthetics of a specific dance form.

2.3 Literature on Emotion/Affect and Music

Apart from the goal of communication of dance as emphasized by Hanna (1979),
dance and music have been investigated under the aspect of the emotional affordances
that they provide to those involved, either as musicians, dancers, or simply as a
passive audience to a performance process. Within the scientific discourse in music
psychology, Juslin and Sloboda (2010, p.10) defines affect as an “umbrella term that
covers all evaluative states (e.g. emotion, mood, preference), and emotion as ”a quite
brief but intense affective reaction”. Zentner and Eerola (2010) propose a distinction
between felt and perceived emotion in music. Felt emotion is defined as the emotional
state that is induced by the music in the listener, while perceived emotions are defined
as the emotional characteristics of the music itself. This distinction was previously
examined, for instance, in the study by Evans and Schubert (2008), who differentiate
between the felt and perceived emotion using the terms of internal and external loci of
emotions. The vast majority of studies in music psychology has been and continues
to be conducted using Eurogenetic music, with its enculturated division of artist and
listener, and of composition and performance. The apparent loss of embodiment of
music in Western culture (Levitin, 2006) enables to conduct experiments in which
passive listeners are asked to imagine the emotional state of a stimulus that is external
to them. So far, the cross-cultural validity of the dualistic nature of emotion in music

has not been addressed in a systematic experimental way.

One possible method to investigate felt emotions in listeners are self-report measures
in reaction to melodic phrases, following the methodology summarized by Zentner
and Eerola (2010). For instance, subjects may be asked to rate a stimulus on a Visual

Analogue Scale (VAS), on which they can mark on a horizontal line, how much of
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a specific emotion is felt when listening to the stimulus. Zentner, Grandjean, and
Scherer (2008) compiled a set of emotional states - the Geneva Emotional Music Scales
(GEMYS) - that were expressed by a large group of listeners of a music festival in
Geneva, mainly in the context of Eurogenetic classical music. The rating of specific
melodic phrases of Greek dances on the GEMS scale would, in principle, be a viable
approach to evaluate the emotions felt by listeners when encountered with isolated
phrases as stimuli. To this end, a translation of GEMS to Greek needs to take place, and
the GEMS might contain categories that will be not of importance for the evaluation by
the subjects, and, on the other hand, additional states might be added by musicians and
dancers in the context of Cretan music. In Chapter 6, this translated GEMS scale was
used in my interviews with musicians. This was pursued in a rather exploratory way,

in order to obtain first responses on the appropriateness of the emotion descriptors.

A more open method to the exploration of emotion in the context of music was
proposed by Gabrielsson and Wik (2003), who conducted a large study, in which they
asked subjects to describe ’the strongest, most intense experience of music that you
have ever had. Please, describe your experience and reactions in as much detail as
you can”. They collected a set of essays from about 900 Swedish subjects about
their strong experiences related to music (SEM). These essays were subjected to a
thematic analysis, which aimed to categorize the statements contained in the essays.
The authors recognize that their categorial system is not a classification system, since
many of the obtained categories are not mutually exclusive. Furthermore, they state
that applying their scheme in a textual analysis demands for a significant amount of
training that can take “hundreds of hours”, and still will result in a significant amount
of inter-judge variability. Nevertheless, what is appealing in the context of this Ph.D.
is that the results documented by Gabrielsson and Wik (2003) indicate that SEM are
experienced more frequently in live situations than in recorded music, and that SEM
occur more frequently in listening than in performing. If we transfer this finding to the
context of Cretan music, it might be assumed that SEM would occur mainly during
festivities and mainly among those not playing the music, but actively participating,
which means that the dancers taking part in Cretan festivities can be assumed to be
very amendable to SEM. In this thesis, a preliminary understanding of the underlying

factors that creates strong experiences in the dancers will be obtained by asking for
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their strong experiences while dancing. In a long-term project, it may be able to
gain access to the musician-dancer interaction from the perspective of a dancer, by
requesting essays from a larger group of dancers and analysing these dances. Using
such a methodology, may indicate which musical material and which musicians are
related to such experiences, especially depending on the area of origin of the individual
dancer. Do dancers from eastern Crete react intensively to different musics than the
Cretans from the west? Is the diversity in Cretan mentality that remained widely
unobserved by anthropology (Herzfeld, 1985) and ethnomusicology (Dawe, 1996)
expressed in differences regarding the categories identified in the dancers’ essays?
Inspiring questions that their responses might help to shed light upon, but, even if they
do not, a documentation of these essays will help to illustrate emotional involvement

and importance of dance for members of Cretan society.

Recently, Weisser (2011) applied the SEM system (Gabrielsson & Wik, 2003) to a set
of 108 verbal statements from 32 participants in Ethiopian bagana performances. In
its combination of recent tools from music psychology with ethnographic research,
the research by Weisser (2011) represents an important point of reference for this
thesis, and Weisser (2011) observes that “ethnomusicologists lack a methodological
frame within which to analyse, quantify and describe with accuracy both the nature of
the musical emotions in the context they study, as well as the process whereby these

repertoires elicit emotions within that context.”

The bagana repertoire is deeply related to religious myths, and its performance and
reception goes along with a minimum of body movement. On the other hand, the
names of used musical scales are directly related to the emotional terms of nostalgia
and sentimentality. Furthermore, lyrics are of major importance in that repertoire
and “recurring themes of bagana songs are death, the futility of life on earth and
its perversions.” This clarifies that melodic as well as textual material have clearly
conceptualized emotional dimensions. In their interview, Weisser (2011) asked the
question "What do you feel when you play/hear the bagana?” in English language,
and made use of simultaneous translation into Amharic language, if needed. The most
frequently observed SEM categories were those directly tied to feelings and emotions,
while the second most frequent category is that of existential/transcendental aspects.

Interestingly, the SEM category of “Physical Reactions and Behaviours™ is the one
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with the lowest frequency of occurrence, which is a repercussion of the low physical
activity of participants in bagana performances. The author concludes that positive

emotions and religious experiences are the most encountered categories.

High states of arousal have been investigated by research in ethnomusicology in the
context of trance in human rituals throughout various cultures of the world. In his
seminal work, Rouget (1985) illustrates the widely changing terminology, which is
applied to related phenomena in human rituals. Rouget defines trance as a state of
consciousness composed of a psycho-physiological and a cultural component, entered
by means of noise, physical movement, and in the presence of others. He examines
primarily possession trance, in which a divinity takes possession of the entranced
individual, in contrast to shamanism, in which, according to his terminology, the spirit
of a ritual expert leaves his/her body and travels to another realm. Rouget (1985, p.73)
regards music as being responsible for the onset of trance in most observed cases, but
he observes that among all instruments used for possession music not one stands out
as a rule. However, Rouget (1985, p.97) stresses the importance of musical mottoes
that differ from culture to culture and that accompany or cause trance. While Rouget
mainly focuses on musical cultures from West Africa and Brazil, his work successfully
documents the wide variability of musical phenomena that are related to possession
trance. From a more general point of view, his work implies that each culture may
have its own set of musical expressions that serve the means to elevate participants in
rituals to an altered state of consciousness, and that an analysis of such expressions can

be achieved only by a careful observation of the specific ritual performances.

More recently, Becker (2004) takes a more general approach to trance. Becker (2004,

p.43) defines trance as

a bodily event characterised by strong emotion, intense focus, the loss of the strong sense of
self, usually enveloped by amnesia and a cessation of the inner language. Trance is an event that

accesses types of knowledge and experience which are inaccessible in non-trance events.

In her approach, she emphasizes the character of trance as a process instead of a state,
in which persons continually restructure each other and subsequent events. This way,
she opens the way to research that considers altered states of consciousness related to
high arousal that occur outside of religious rituals. She motivates research on trance

phenomena that brings together “ethnomusicology, psychology and neuroscience to
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develop a theory of the relationship between music and trancing” (Becker, 2004,
p-10). In fact, interest in trance phenomena from all these fields continues, but faces
difficulties especially in the field of neurosciences. As a recent example, Hove et al.
(2015) monitor brain activities in a group of shamans while they enter an altered
state of consciousness, and document changes that imply, for instance, a perceptual
decoupling of the subjects from the outside world. In a personal conversation with
one of the authors, 1 was told that this article was rejected several times, and was
finally accepted for publication only after the term “trance” was removed from the title
of the paper. Such scepticism towards phenomena of altered states of consciousness
seems to be predominant in life sciences, and possibly even more so in music research
from the side of engineering. Within engineering, this impedes approaches that go
beyond simple schemas that classify “emotional content” of a musical signal onto
some location on a valence/arousal plane, and that take into account social and cultural
components that intensify the efficacy of music in lifting musicians, dancers, and

listeners to altered states of consciousness.

While the cultural components related to trance have been investigated throughout
decades in ethnomusicology, social components that intensify music experience
obtained increased attention from scholars of phenomenology. Clark and Chalmers
(1998) consider the separation between the mind, the body, and the environment as
an unprincipled distinction, and propose to regard mind and environment as a coupled
system that forms what they refer to as the extended mind. Following that framework,
Krueger (2014) considers that the act of musicking (Small, 1998) grants access to novel
emotional experiences that are otherwise inaccessible. This perspective on affordance
of music challenges the view of a mainly passive music listener in Eurogenetic music,
to whom music is presented as a widely disembodied sound (Levitin, 2006) that
functions as a stimulus that triggers certain responses in the listeners brain. Cognition
in such an embodied and social context was described as enactive cognition by Varela,
Thompson, and Rosch (1993), as “the enactment of a world and a mind on the basis
of a history of the variety of actions that a being in the world performs”. This,
of course, present huge challenges to the field of cognitive sciences, a field that
bases its reputation on a sophisticated methodology of relating measured physiological

responses to presented stimuli. Ways to go beyond such methodology must necessarily
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include behavioural observations as well as the information obtained from individuals
who are well aware of the complex network of meanings that underlie the process
of a music performance. Within this thesis, interviews with musicians and dancers
will obtain the information on their interpretation of events that provide strong
experiences, and computational and manual analyses of audio-visual performance

recordings provide the related behavioural data.

Qureshi (1987) proposed a system for the analysis of music performance, and applied
it to the genre of northern Indian gawwali. Her analysis method aims at a synthesis
of methods from musicology with those from anthropology. In specific, she proposes
a system that unifies the analysis of musical sound structures with an interpretation
the meaning of those sound structures in terms of social use and cultural context. She
approaches this endeavour in a musical context, in which a clearly conceptualized
musical theory is available from those active in expressing the local music idiom. She
bases her analysis on observables obtained from video recordings of performances
that enable her to analyse the interaction between performers and audience. She
assumes that the conceptual and behavioural domains are analytically distinct, but
are characterized by a dialectic relationship, and the analysis aims at decoding these
relations between theoretical concepts and behavioural aspects in music performance.
Furthermore, she assumes that both musical idiom and the contextual elements can
be described, and that these structures give birth to the actual process observed in a
performance. Following this line of thought she lists a set of functional components of
a musical idiom, such as spiritual arousal and text priority, and determines by means
of which, for instance, rhythmic elements these functions are served. The interactions
in the audience are transcribed on a time-line, in parallel to a transcription of the
music performance, and “semantic referents” in the behaviour of the audience are
identified that link concept to performance. Qureshi makes clear that her case study
was supported by the availability of theoretical concepts, and states that clearly not all

elements in a music performance serve some semantic function.

Some of Qureshi’s suggestions can be applied to the analysis of a dance performance
event in Crete; The interactions between the dancers, and between dancers and
musicians can be charted using her transcription models. Important contextual inputs

that interact with the musical performance and that influence the choice of musical

25



material are the age and gender of a dancer, the location in which the performance
takes place (a village square, a dedicated music performance location, a private house),
or the time at which the specific part of a performance takes place (early or late in the
evening). The musical idiom can be partially described by a catalogue of melodic
phrases that occur, and with descriptions of tempo development and dynamics in a
performance. The interpretation of Cretan music performance will have to be based
on observations, but can also be informed by the categories for melodic phrases that
will be revealed in interviews. This way, an analysis will be able to go beyond
a simple formal analysis of a musical idiom towards a semantic interpretation of
performative elements, with the goal to reveal those elements that carry semantic
functions. For instance, which performance strategies are chosen to support an elderly
and well respected dancer, or which performance aspects are distinct for a private
performance environment. The function the music serves might be widely different,
and an apparently very homogeneous repertoire serves all of them. An even partial
illustration of how that works for Cretan music would be a successful applications of
Qureshi’s methodological suggestions. As Qureshi (1990) suggests, the combination
of conceptual and behavioural levels of inquiry, and contextualizing musical feature
with these combined levels might be the key to understanding the significance of

certain elements in a music performance.

2.4 Chapter Summary

Differing numbers of melodic phrases were reported for specific Cretan dances, and
their cataloguing using manual analysis has been approached in previous research. It
remains an open question, however, which of these melodic phrases might serve as
identifiers for the dance tunes, by being clearly related to one specific dance. Such a
question is valuable to address taking into account the many local dance styles that have
been documented within Crete. The mediatisation of Cretan music has significantly
reshaped its forms, and a documentation of these processes and the resulting changes
remains yet to be approached. Cretan music was often approached by research that
focused on central Cretan idioms, and on male expressions. However, in the context of
dance the agency of women is apparent from their strong involvement into the dance

activity in all musical contexts. On the other hand, the strong focus on central Cretan
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idioms may be challenged by considering a dance expression that is characteristic to
the east of the island, the pidichtos dance family with the malevizidtis as one of its
members. The overall methodology will move from distant to close-reading, i.e. from
a corpus analysis that aims to identify general trends in the dance tunes to the specific
reports of musicians and dancers on their interactions. The analysis of dance using
video and interviews will be combined to obtain a deeper understanding regarding the
interactions between musical form and function in interaction. A particular challenge
to this end is the non-communicative function of dance in terms of emotion, and the
potential of methods from music psychology will be explored in this thesis. The
resemblance of Cretan music with what has been previously investigated as trance,
motivates the adaptation of performance analysis methods for embodied processes: not
only the form of sound and movement is of importance, but also their interpretation

from the perspective of musicians and dancers.
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3. OVERVIEW OF CRETAN DANCE AND THE HISTORICAL PATH OF
THE CRETAN LUTE

3.1 Chapter Introduction

The focus of this thesis lies on the fast leaping dances of Crete. However, there are
a variety of slow dances, and a larger amount of music repertoire that is not meant to
accompany dance at all. Examples of the latter are the rizitika, a vocal repertoire from
the mountain areas in western Crete (see Page 13), and the urban music commonly
referred to as tabachaniétika (refer to Karteris (2017) for an overview of this genre).
This chapter will focus on a description of the basic characteristics of Cretan dances in
Section 3.2. Instead of attempting to describe the large variety of dances in Crete, I will
focus on the two most popular dances: the syrtds and the maleviziotis, which are the
two most common dances in today’s festivities. The historical dimensions that lead to
the current focus of musical practice on these specific dance tunes will be introduced in
Section 3.3. Within this Section, the role of the recording industry will be emphasized,
by describing the impact of the first recordings as main sources for musical inspiration
up until today. Through the history of Cretan music recordings, the Cretan lute was
established as the main accompaniment instrument in Crete, and the Cretan lyra as
the leading melodic instrument. The historical path that led to this predominating role
will be outlined, illustrating the genesis of the current Cretan music tradition in further

detail.

3.2 The Cretan Dances

As described by Loutzaki (1999), the activities of local dance teachers and cultural
association played a big role in reshaping the activity related to dance all over Greece.
In Crete, throughout the last decades, dance teachers and local communities invested
great effort to document dances that the old generations used to dance in their mostly
rural environments. As a result of these efforts, various sources state the number of

documented Cretan dances to be about twenty (Various, 2005). A first categorization of
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the Greek dance into dragging (syrtds) and leaping (pidichtos) dances was undertaken,
according to Loutzaki (1999), by Panagiotis Arabantinos in 1862. This differentiation
can be applied to Cretan dances in general, with each region having some characteristic
fast (leaping) and slower (dragging) dances that represent the majority of the dance
repertoire encountered at local festivities. In each region of Crete, the composition
of these repertoires have varied over time. The current repertoires can be compared
with references to the repertoire as it was about a century ago, which is the longest

retrospection that can be reliably based on sources from literature and interviews.

The local repertoires are influenced by the development of a repertoire of so-called
Pancretan dances. These dances belonged to local repertoires of some specific areas at
some point. However, influenced by the migration of populations from rural areas in
Crete to cities inside and outside of Greece, and by the increased mobility of people in
Crete that was enabled by a developing infrastructure, the dances that are considered
Pancretan today took of a journey from their geographic origins to the festivities all
over Crete. As I will describe in Section 3.3, the recording industry played an important
role in this process as well, by publishing recordings with musicians mainly from
central and western Crete, which featured, apart from songs not related to dances,

certain dance tunes from the origins of the recorded musicians.

Before describing individual dances, the commonalities shared by most Cretan
dances will be detailed. Most Cretan dances are circular dances, always performed
counter-clockwise in an open circle. The upper part of the dancers’ bodies face the
centre of the circle. Bending the upper body to any side is not appreciated as proper
style in Cretan dance, in contrast to many dances of the Greek mainland. For all
Cretan dances the dancers put their weight on their toes, with the heels hardly touching
the ground, this way providing the elasticity to the leg movement that is essential for
Cretan dances. The first and the second dancer in a circular dance play a particularly
important role. The first dancer has the freedom to improvise, using what is nowadays
referred to as figotires by the dance teachers, i.e. short step sequences, leaps, or strokes
on the leg, which are incorporated into the dance without interrupting the regular flow
of the basic dance steps of the others. The second dancer plays the important role to
provide stability to the improvising first dancer, by supporting the weight of the first

with the right arm (Stafilas, 2011). In most cases, while the first dancer can be either
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male or female, the second dancer who supports the first is in most cases male. In the
case of a female first dancer this often becomes an opportunity for the male second
dancer to “dance the lady” (Rousakis, 2014), i.e. to create a situation for a couple
dance at the head of the circle. Regarding the dancing steps in relation to the gender of
the dancer, there is great agreement among both male and female dancers in how the
two sexes have to elaborate distinct dancing styles. Whereas more detail on the gender
aspect will be provided in Chapter 6, the most apparent difference is the use of leaps

by male dancers and the emphasis on small steps by female dancers.

Starting from the western parts of Crete, the most popular dance that this part of Crete
contributed to the Pancretan dance repertoire is the syrtés dance. The geographical
origin of this dance are the area of Hanid and Kisamos in the western part of Crete.
The naming of this dance as syrtds is the most common, and relates to the steps of this
dance (dragging). However, all over Crete different names are encountered as well,
such as Haniotis, i.e. the dance from Hanid, which is how it is often referred to in the
eastern parts of Crete. It is not unusual that the same dance is referred to with various
names, or that the same name is used for different dances or tunes. Within each area
the differentiation between various tunes causes little problems, but when attempting

to draw a larger picture, the ambiguity in the naming can cause confusions.

The syrtés dance! is a circular dance, in which the dancers hold each other by their
hands, approximately at the height of their shoulders, with slightly bended elbows.
The right palm faces upwards and is slightly turned toward the own body, while the
left palm faces downwards and towards the neighbouring dancer. The basic steps of
the dance are usually taught as eleven steps that span over a cycle of eight musical
beats. Apart from the first step that can be executed in the form of a kick of the
left feet to the front, all other steps are performed with the foot relatively close to
the floor, a characteristic from which the name of the dance derives. In the related
Video Example 1 (Papadakis, 2011a), the first step of the dance period can be seen,
for instance, at 0m0O4s. The tempo of the dance, in terms of beats per minute of the
music performance, is actually quite slow. This can be nicely seen by the way the

musicians tend to tap their feet to the music of a syrtds tune, which results in a tempo

'An example is provided in form of a short excerpt of a syrtés dance during a festivity with
Alexandros Papadakis in the village of Mochos (Papadakis, 2011a).
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of about 60 to 75 beats per minute (Holzapfel & Stylianou, 2011)).2 While the beats of
the music accompaniment are generally slow, the fact that there are several steps per
beat, with each of them rhythmically subdivided by springy ornamentations enabled
by the typical position on the toes, creates the impression of a rather uplifting and
fast-floating motion. This impression of a high tempo is supported by the related music
as well. First, the basic rhythmic accompaniment, played in most cases by one ore
more Cretan lutes, is formed by a steady sequence of 16-th notes. As pointed out by
Dimitris Sideris (2014), this accompaniment should have no stronger accent on the
beginning of a musical measure, but should be of a rather flat accentuation. This led
Sideris to the statement that the syrtos has no beat, in opposition to the other Cretan
dances, but is rather characterized by the steady-floating structure of its melodies. The
melodies of the syrtos are generally divided into two themes, that are referred to as
gyrismata. Each theme is either four, six, or eight beats long. In most syrtd, two themes
of different lengths are combined, as, for instance, the combination of an eight-beat
and a six-beat gyrisma in the famous Protos Syrtos (lit.: First Syrtos), which in many
festivities marks the beginning of the dancing activity for the night. The presence of
a six-beat gyrisma creates a temporary asynchrony between the musical cycle and the
dance cycle: using the example of the Protos Syrtos, within the first gyrisma there is a
perfect synchrony of dance and music cycles, both having a duration of eight beats. As
pointed out by Giorgos Xylouris 2016, it is important for the musicians to synchronize
onsets of both cycles in these cases. However, as soon as the second gyrisma starts,
this synchrony is broken with the onset of the second repetition of the gyrisma lying
before the onset of the (longer) dance cycle. Only after four repetition of the gyrisma
the dance and the music are again in synchrony, and only then the musicians should
change to another melody 2016. This also imposes challenges to musicians, when
during a festivity a group of dancers begins on one of the repetitions of a six-beat
gyrisma, because in this case the same gyrisma needs to be repeated another four times

in order not to disrupt the synchrony between music and dance (Spyridakis, 2013).

Lyrics play an important role within the syrtds. As pointed out by many musicians and

dancers in my interviews (for instance, Papadakis (2016)), the syrtds is capable to carry

21t is worth pointing out that many annotations of syrtds tunes assume the tempo to be double to the
one I refer here, and therefore arrive at the dancing steps spanning eight 2/4-measures instead of eight
beats. However, I prefer to define the underlying beat to be defined by the musicians behaviour, which
implies the beat level to be on the next higher (slower) metrical level
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a very wide range of emotional messages. This diversity in emotional expressiveness
is, one the one hand, supported by the huge repertoire of melodic gyrismata (we shall
go into more detail of the affective dimensions of these tunes in Chapter 7). On the
other hand, the lyrics in the syrtds carry a wider range of meanings than for most
other dances that we shall have a look at in the following paragraphs. The common
aspect of the lyrics that is shared for all dance tunes is the poetic form, which is
referred to as mantindda in Crete. The lyrics are organized into rhymed distichs of
political verses. Each political verse in a rhymed distich has fifteen syllables that can
be regarded in itself as a distich of one 8-syllable part, and one 7-syllable part (Jeffreys,
1974). The common alignment between musical gyrisma and verse is that the first
eight syllables are sung over the first of the two gyrismata, and then the whole 15
syllables are sung over the second gyrisma. In order to complete the whole rhymed
distich, the same alignment is repeated for the second line of the distich. In today’s
performance practice, many syrtds melodies are named by referring to the content
of a specific mantinada, in most cases in reference to a specific popular recording
of this tune. As pointed out by Dimitris Sideris 2016, this fixed relation between
melody and text did not exist in the periods before the extended recording activities,
and an important aspect of the efficacy of Cretan music in spontaneous communication
between participants of a festivity lies in the improvised character of choosing or even

instantaneously inventing mantinddes on top of a specific melody.

Moving from the syrtds with its origins in the western part of Crete to eastern Crete,
we encounter quite a different musical form, and with it, quite a different form of
dance. At the core of this musical form lies the kontylid, a short musical phrase of
typically two or four measures of 2/4 meter. Whereas for the melodic gyrismata of the
syrtos, in most cases we have a more or less fixed sequence of two gyrismata within
one syrtds tune, the sequential order of the much shorter kontyliés® seems much more
arbitrary. This lead Sarris, Kolydas, and Tzevelekos (2010) to apply the term parataxis
to the way kontyliés are combined within a performance. In parataxis tunes, there
is no composed elaboration of a melody, neither is there a clear periodic structure,
according to which a musical theme is repeated. No explicit rules exist which have

to be followed by the musician when stringing together melodic phrases. Specific

3A gyrisma of a syrtés can last up to eight beats at a tempo of at most 75 bpm, while kontyliés are
usually at most four beats long, at a significantly higher tempo.
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phrases and their combination are often related to a renowned musician, such as e.g.
the sotista of the lyra player Kareklas. In general, however, it remains undocumented
in how far different dances might share similar melodic phrases, or how the sequence
of melodic phrases is chosen by individual artists. The term parataxis has been used
previously in literature studies or cultural theory, generally referring to the placement
of small elements side by side without the use of a deeper structure, such as provided by
subordinating conjunctions in language. As discussed by Wierzbicki (2014), the notion
of parataxis is usually linked to a sense of arbitrariness in the choice of elements, and
an apparent lack of order in the emerging structure. Since, however, typically a specific
musician chooses the melodic phrases in order to serve the needs for dancers and
singers at some festivity, neither can this choice be completely arbitrary, and neither are
the recipients of the tune likely to perceive the performance as a completely arbitrary

stringing together of musical phrases.

The main melody is performed in most cases by the Cretan lyra or the violin, and the
main role in the accompaniment is played by the lute. Whereas the melody moves
relatively freely within the realm of the parataxis, within the leaping dances the lute
mainly performs rhythmic the patterns depicted in Figure 1.1. The used pitches in the
lute accompaniment are usually restricted to the basic note and its fifth of the scale
that underlies the melodic phrase. Whereas the basic note may be ambiguous for some
phrases, there is wide agreement regarding these pitch choices. Within this thesis,
I will use the term tonal basis for the basic note of the accompaniment, in order to
avoid the term of a ronic that would imply the existence of a functional harmony and
would not reflect the modal character of Cretan tunes appropriately. There are varying
ways in which musicians specify the modes: It is common to only refer to the tonal
basis (e.g. in Sol), without further characterization of the underlying scale. Within
teaching in Crete, either Ottoman makam or Byzantine terms are used to provide more
detail on the characteristics of the modes. A particular interesting role is played by
chromatic modes (Mihaicuta, 2017), i.e. modes that contain an augmented second
interval, resembling Ottoman makams such as hitzaz. The choice of the absolute
pitch is nowadays often determined by the use of standard tuning devices and mobile
applications, but historically many musicians refer to the applications of tunings that

were at least a second or a third higher (Sgouros, 2017a).
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The distinction between leaping dances (pidichti chori) and dragging dances (syrti
chori) was, according to Loutzaki (1999), first applied in 1862 for the case of dances
in the northern Greek mainland region of Epeirus. Hatzidakis (1909) applied this
distinction to the dances in Crete as well, a distinction that since then was accepted
widely in literature as well as in the social contexts where dance is encountered in
Crete. This wide distribution of this distinction might have been caused by the fact
that these terms were applied by many Cretans for their local dances. While syrtds
is one of the most common emic nominations for one dance from the western part of
Crete (see above), the term pidichtos is widely applied for a number of local leaping
dances from the eastern and central parts of Crete. In some publications, these dances
are referred to as separate entities, as for example in the audiovisual documentation
in the DVD “When I listen to Crete” (Various, 2005), where the maleviziotis and
the pidichtos Lasithiou are contained in the material. These variations, or various
dances, depending on the point of view, are nowadays often named in reference to
their places of origin, as, for instance, the sitiakos from the city of Sitia, the kastrinos
or malevitiotis from the city of Heraklion, or the mochianos from the village of
Mochos, or the pidichtos Lasithiou from the east Cretan mountain area of Lasithi.
Interviews with older musicians, however, indicate that in the rural societies of the
mid 20th century, each of these variations was often referred to as pidichtos by the
local populations. For instance, Emmanouil Miaoudakis specifies that the dance was
referred to as “pidichtos or sitiakds, but most often pidichtos” (Miaoudakis, 2000a).
In the opinion of most people I interviewed in Crete, the differences between these
dances, both in respect to musical form as well as in respect to the shape of the dance,
are rather minor. I will here proceed by discussing the two most widespread of all these
variations, the sitiakds and the maleviziotis, and describe their shared characteristics as
well as their differences. Chapters 4 and 6 will carve out the relation between these

two in further detail from corpus-analytic and ethnographic perspectives, respectively.

The pidichtés dances are circular group dances, performed counter-clockwise in an
open circle like all such dances in Crete. As for the syrtds, the dancers hold each
others hands at the height of their shoulders. The malevizidtis is characterized by a
relatively high tempo throughout its performance, and the sitiakos, on the other hand,

begins with a more moderate tempo, and reaches the tempi of the malevizidtis only at
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the end of a performance. It was observed by lyra player Zacharias Spyridakis that
throughout the last decades, high tempi became a characteristic of the maleviziétis,
caused by the intention of the lead musician to demonstrate his skills (Spyridakis,
2013). Consistently, I observed that many recent recordings, especially when recorded
during a live performance, reach tempi of up to 180 beats per minute. On the other
hand, the typical tempo development in the sitiakds goes through an initial slower
phase and speeds up gradually throughout the performance. This gradual tempo
increase is also caused by the division of the sitiakds into two different phases related

to different dance steps each (see Chapter 6).

In the first phase of the sitiakds, the circle moves in counter-clockwise direction,
with the first half of the dance period supporting this direction. The second dance
period - the backward steps - reverses this direction, however, with a smaller covered
distance in order to maintain the overall counter-clockwise direction of the circle.
Because of this interchange in general direction, this phase is commonly referred to
as forward-backward phase (bros-piso). The step rhythm of the forward-backward
phase is depicted in Figure 3.1, and spans a period of six measures. In the sitiakds
dance demonstration video, the forward-backward phase can be seen starting from,
for instance, Im14s with the characteristic triple step of the right foot that marks the

transits from the end to the beginning of the dance period.
R R R R R R R R R
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Figure 3.1: Rhythmic pattern that emerges from the bros-piso steps of the sitiakos.

The basic steps of the first phase of the sitiakos are performed “in place” (epi topou),
i.e. without the counter-clockwise movement of the dance circle*. The steps of this
phase are eight, starting with a small leap on the right foot (Video 2: 0.08s), and span a
total duration of six beats, or three measures when notating the dance in 2/4 as depicted

in Figure 3.2.

The period of this phase spans three measures, and its basic step sequence can be found
in the second half of the dance period of the bros-piso phase. The difference between

the in-place and forward-backward steps is, however, the application of the backward

“The dance is demonstrated in Video Example 2 (Roussakis, 2014). Time values in the text specify
the locations in the video.
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Figure 3.2: Rhythmic pattern that emerges from the epi topou steps of the sitiakos.

direction to the second half of the dance period, and the forward direction to the first
half of the forward-backward steps. The first half differs in terms of step sequence
from the in-place steps only by a repeated leap on the left leg at the end (third measure
of Figure 3.1). Whereas for the syrtds the tension between the unequal length of the
dance period and the period of some melodic phrases is discussed among musicians
(see text above), the apparent tension in the pidichtds between three-bar dance period
and the two or four-bar melodic phrases was brought up only once by a musician in
my field work (Sgouros, 2017a). In this interview, the lyra player Dimitris Sgouros
wondered about the origin of this discrepancy, but stated that in the dance performance

practice it does not play the role that it plays for the syrzds.

Whereas the interchange between the phases depicted in Figures 3.1 and 3.2 is an
essential element of the sitiakds, the maleviziétis can be seen as having only one phase
with a period of same length as the forward-backward steps of the sitiakés. The
step thythm of the basic steps of the malevizidtis is depicted in Figure 3.3. At first
glance, both period and the rhythm without considering the sequence of the feet are
the same for the forward-backward steps of the sitiakos and the maleviziotis. However,
the step sequence differs, for instance, in the change from right to left foot in the
beginning and the change from left to right in the second half starting at measure
four. In addition to the different step sequence, the directionalities of the sitiakés and
the maleviziotis differ: The maleviziotis is characterized by a fast (counter-clockwise)
forward movement in its first steps, a turn of the body to face to the centre of the
circle in steps 5-8, while the second period performs a backward movement similar
to the second half of the forward-backward movement of the sitiakds. Therefore, the
first half of the dance period of the maleviziotis includes a directionality that does not
coincide with that of the sitiakds. The basic steps of the maleviziotis can be nicely seen
from the first dancer in the circle in the dance performance by the Aetogiannis dance
ensemble (Video 3: Paterakis (2014)): 1m16s-2m00s exemplifies a version of the steps

with limited forward and backward movement by the first dancer, which emphasizes
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the central role of the female dancer who improvises at the same time in the middle of
the circle. The characteristic directionality of the basic steps of the malevizidtis can be
seen from 2m50s to 3m00s, where the first dancer prepares for his own improvisation
and emphasizes his active role by an increased forward and backward movement before

this improvisation.
R R R R R R R R
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Figure 3.3: Rhythmic pattern that emerges from the basic steps of the maleviziotis.

The depicted differences in the dance movements of the sitiakés and maleviziotis are
not widely understood especially in central Crete. Characteristically, the renowned
dance teacher Vangelis Stafilas (2011) from central Crete stated that it creates no
problems when some dancers in a circle choose to dance maleviziotis, when others
dance sitiakds, because of the synchronicity of the two dance periods. Moving towards
the east, dancers tend to emphasize the differences between these two dances, and
would not agree with the statement of Stafilas (Rousakis, 2014). Musically, the
differences seem even less obvious, apart from the apparently different tempi of the
two dances. This thesis will therefore have a main focus on the relations between the
two dances, mainly from a point of view of musical structure, but also considering the

related dance.

Even though the focus of this thesis lies mainly on the above described leaping dances,
a larger number of other local leaping dances exist in Crete. The most commonly
encountered leaping dance, apart from the malevizidtis, is the sotista. The soiista is
the only Cretan leaping dance that is not performed in a circle, but in couples. Its
basic steps form arguably the most simple rhythmic pattern among the Cretan leaping
dances, as depicted in Figure 3.4. In teaching practice, the soista steps are often
used as a basis to explain the steps of the maleviziotis, which can be interpreted as a
concatenation of several of the r-1-r and I-r-1 triads that build up the sousta. Musicians
commonly state that the soiista enables them for the most free choice of melodic
material during a performance, because of the lack of the direct interaction between the
main instrumentalist and a first dancer in the circle (Papadakis, 2016) that is common
to all other leaping dances. Therefore, it may be argued that the structure of parataxis

may be most apparent in the sousta. Whereas the focus of the thesis does not lie on
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this particular dance, I will present some insight on the most prominent phrases in the

sotista tunes, and the overall structure of the tunes in Chapter 4.6.1.

‘i—F AEH EJ\.H

L L

Figure 3.4: Rhythmic pattern that emerges from the basic steps of the soiista.

3.3 Historical Development and Mediatisation of Cretan Music in the 20th
Century

Arguably the most comprehensive collection of early recordings was released in a 10
CD package by the Greek label Aerdkis under the title Profomdstores (Protomastores,
1994) (engl: first masters). It contains 140 recordings from the years 1920-1955,
recorded by 17 (main) artists and an unspecified number of accompanying musicians.
Apart from the fact that the recordings were originally performed in Greece, USA, and
Germany, no further information on the exact publication details is given in the booklet.
Nevertheless, the contained recordings can be regarded as the commercially most
successful early recordings of Cretan music, and the publication of the Protomdstores
CD’s further increased the popularity of these specific recordings. The selection of
material was therefore done in two stages: First, at the time of the original recording,
specific artists were invited by record companies for recording sessions, mostly to
the city of Athens. Then, secondly, in the 1980s, when the recordings were first
re-issued by the local record company Aerakis under the title Protomastores. In the
following, I will summarize the content of this collection, informed by the previous

work of Hagleitner (2017) in German language.

The majority of the musicians featured in the Protomastores compilation is from the
central Cretan prefecture of Rethymnon. Out of the 10 CDs, only Disk 5 features
a musician from east Crete, the /yra player Yannis Dermizakis. On Disk 10, five
recordings of the violin player Stratis Kalogeridis are featured who was another
influential player of eat Cretan musical idioms. The remainder of the collection, about
85% of the overall material features musicians from the Rethymno and Hanid areas,
hence resulting in a strong bias towards the central and western Cretan music in this

collection. The only featured violin players in this collection are Stratis Kalogeridis
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(east Crete) and Kostas Papadakis, better known as Navtis, Nikolaos Charchalis,
and Giorgis Mavros from west Crete, all featured with a few recordings on Disk
10, whereas the other disks feature no violin players at all. Therefore, the featured
instruments are mainly the combination of Cretan /yra and Cretan lute, the combination
that is nowadays considered as the most typical for Cretan music. As a result of the bias
towards western and central Cretan musicians, the featured repertoire is characterized
by a strong focus on the syrtds tunes. Throughout the 10 CDs, only eleven leaping
dance tunes are featured. Among those, the dances from western areas dominate the
collection, such as the Sousta and the Pentozalis. The maleviziotis is featured only in
one recording by Manolis Stravos (Disk 9), and the same holds for the sitiakds with one
recording by Yannis Dermitzakis (Disk 10). This sparse representation of this dances
in this collection does obviously not reflect the popularity of these dances in central
and eastern Crete, not at the time of the initial recording, but neither nowadays, as we

will see in the analysis of repertoires at festivities in Chapter 5.

In Spottswood (1990) we can find a comprehensive list of music recordings from
the early years of the recording industry. In Table 3.1, all recordings of Cretan
music specified in Spottswood (1990) are listed. The contained items are restricted
to recordings that took place in the USA, which leaves out the early recordings that
took place in various places in Europe, and results in the fact that this list has only
few recordings in common with the Protomastores collection. Nevertheless, this list
is characterized by an equally — or even stronger — bias on west and central Cretan
musicians. In fact, no violin is encountered in this list, and only one maleviziotis

(”’Pidiktos-Horos Irakliotikos™).

The recent collection Milie mou Kriti ap’ta palid (Kourousis & Kopanitsanos, 2016)
features historical recordings of eastern Cretan musicians on one of eight CDs, and
provides a larger number of leaping dances from eastern Crete in general. Furthermore,
the diversity in the featured instruments is much larger in this collection, with the
lute playing almost a minor role in the recordings from central and eastern Crete, and
instruments like the santur, the mandolin, or the mandola appear as accompanying
instruments. From a comparison of the repertoire and instrumentation encountered in
Milie mou Kriti ap’ta palid with that in the Protomastores, a picture of a two-stage

filtering of music in Crete towards a more unified and standardized repertoire emerges.
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In the first stage, before the second world war, mainly musicians from central
and western Crete were featured in the first recordings. The second stage of this
mediatisation took place after the second world war, through a further focus on central
and western Cretan idioms especially in terms of instrumentation. The ban of the violin
from Greek national radio broadcasting in 1955 by the Greek musicologist Simon
Karas played an important role in this process, which aimed at the creation of Greek
folk music traditions that are free of European or generally foreign influences (League,
2012). Whereas accompanying instruments such as the guitar, the piano, and the santur
were not officially banned, the increasing dominance of the Cretan lute can be seen in
the same context. Various sources allow to draw a clear picture of the lute spreading
over the island from the western Hanid area throughout the 20th century. For instance,
the field work by the lute player and sociologist Dimitris Sideris (2016) documented
how the lute was introduced to the areas south of Rethymno by the legendary lute
player Yannis Markogannakis in the 1930s. The interviews of the dance teacher Areti
Markogannaki (2016) shows how it took several decades until the 1960s for the lute
to be established as main accompanying instrument in villages of the central Mesara
area, south of Heraklion. For the areas further east, all interviewed musicians agree

that the lute did not play any role until very recently.

The conclusion is therefore that /yra and lute as basic instrumental setup (zigid)
is a very recent phenomenon, especially in eastern Crete. The combination of the
percussion instrument daouili with the lyra was a specific eastern Cretan phenomenon,
which can be observed in some recordings in the Milie mou Kriti ap ta palid collection.
Otherwise, percussion seems to have never played a role in Crete, as documented in
detail by Vrabl and Thalwitzer (2017). However, the violin was equally or even more
frequent as main instrument than the /yra in the east, according to various interview
sources (for instance, Vardakis (2016)), and various instruments, such as boiilgari,

santur, guitar, mandola, and piano were used for its accompaniment (Sgouros, 2017a).

3.4 Chapter Summary

The outcome of an increasing standardization towards the syrtés and mainly the
maleviziotis in terms of repertoire, and towards the zigid of lute and /yra in terms

of instrumentation, can be seen as influenced by a two-stage mediatisation throughout
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the 20th century. Especially the diversity of the eastern Cretan idiom was filtered out

through this process.

The diversity can still be recognized in the different dance steps within the dances
of the pidichtds, exemplified in this Chapter by the malevizidtis from the Heraklion
area, and the sitiakds from Sitia. The tensions that result between homogenization
and diversification of the repertoire will be illustrated by formal analyses that focus on
these two leaping dances. In the next Chapter, the rhythmic and melodic characteristics
of these dances will be analysed in a corpus-analytic approach, and will be contrasted

with a some other, more localized leaping dances from central Crete.
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4. COMPUTATIONAL ANALYSES OF AUDIO CORPORA

4.1 Chapter Introduction

In this chapter, I will begin to address the first part of my research question: What
are the formal structures of the leaping dance tunes? To this end, I will apply a
corpus analytic approach that will aim at the documentation of rhythmic and melodic
properties of recordings of Cretan leaping dance tunes. Section 4.2 will briefly describe
the used corpora. The following sections address aspects such as the development
of tempo throughout a performance, the rhythmic patterns that emerge out of the
accompaniment by lute and guitar, and the melodic phrases that characterize the
leaping dance tunes. By beginning with such a corpus analysis, I choose a quantitative
approach that aims at revealing general statistics of the musical material. This
distant-reading will provide a general framework by lining out the properties of the
tunes, whereas the interpretation of these properties in terms of their functions within
the social contexts will be approached in the later chapters. Therefore, this chapter
represents a starting point of a transition from distant-reading towards a hermeneutic
close-reading by means of ethnography, a transition that lies at the heart of the chosen
methodology that combines computational analysis with close-reading of musical
phenomena by means of ethnography. I have previously documented some of these
results (Holzapfel, 2017a), but the results in this Chapter are extended by an analysis

of melodic phrases in a larger corpus.

4.2 The Analysed Corpora

Within this chapter, two corpora of audio recordings are used for the analysis. The
22 audio recordings that are in the first corpus are each related to one of five leaping
dances. All recordings have been published on commercially available CDs, listed in
Table B.1 in the Appendix. The names of the dances are provided in Table 4.1, as well

as the number of recordings and measures for each of the dances. This first corpus
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will be used to illustrate differences and commonalities between a set of five different

leaping dance tunes.

Table 4.1: Number of recordings and measures per dance in the first corpus.

Dance Number of Pieces Number of Bars
Anogiands 4 819
Ethiands 2 396
Maleviziotis 4 953
Sotista 8 1873
Sitiakos 4 1278
Total 22 5319

A second, larger corpus of 82 pieces is documented in Table 4.2. The samples in
this corpus do not stem from commercial recordings, but from two large collections

recorded by the Institute of Mediterranean Studies.

Table 4.2: Number of recordings and measures per dance in the second corpus.

Dance Number of Pieces Number of Bars
Maleviziotis 27 9.462
Sotista 32 6.548
Sitiakos 25 7.995
Total 84 24.005

The smaller corpus will be used to establish general observations regarding rhythmic
and melodic aspects for the set of five dances. The larger corpus will be used in the
final sections of this chapter to obtain more focused insights into the contained melodic
themes in the soiista and sitiakos recordings, hence directing the attention towards a

smaller set of dances.

The applied computations are described in Section C. This serves the goal to focus
on the results of the analysis, which are of central interest in this thesis. The
methodological details regarding the computation have been positioned at the end of
the thesis, in order not to impose the reading of technical background on readers with
non-engineering background. In general, all pieces were automatically annotated with

beat and downbeat positions, which is instrumental for all tempo, rhythm, and melody

'The two collections are Thalitas: The violin tradition in Crete (http:/thalitas.ims.forth.gt/), and
Crinnos: The lyra tradition of Rethymno (http://crinnos.ims.forth.gr/).
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analyses. All melodic analysis was performed automatically as well, using the state of

the art pitch-tracking algorithms described in Appendix C.

4.3 Tempo

In order to investigate how tempo develops in the corpus of recordings, the beat of
the pieces were annotated, which in our case are the positions of the quarter-note
pulse of the 2/4-meter. From these annotations, I computed tempo trajectories in
beats per minute (bpm), which describe the tempo development in each recording. In
Figure 4.1, I depict tempo trajectories for four different dances?, which were obtained
by computing the mean trajectory from all recordings related to one specific dance. The
resulting curves can be interpreted as the typical tempo development of each dance
tune, as represented by the recordings in the corpus. In this figure, two differences
between the tempo developments stand out. First, dances differ regarding their overall
tempo level. The souista is the slowest of the five dances, and the malevizidtis
recordings have the highest tempo. The second difference is related to the tempo
development throughout a recording, reflected by the shape of the trajectories over
time. The sitiakds reaches an equally fast tempo as the maleviziotis by the end of the
performances, but the tempo increases more gradually in the first part in the case of
the sitiakos. This is remarkable, because of the close relation between malevizidtis
and the Sitiako in terms of dance period and musical structure (see Chapter 3.2). The
gradual increase in tempo and the connected larger diversity in dance movements might
imply that the sitiakos is the origin of the pidichtés melodies, an opinion expressed,
for instance, by the renowned /yra player Zacharis Spyridakis (2013). In addition, the
Sitiako is often referred to as being more mild and more lyrical (Panagiotakis, 2013),

an aspect which is partly reflected in the smoothly ascending tempo curve.

While the plots in Figure 4.1 depict the mean tempo values over a set of pieces, it is
informative to have a closer look at the tempo trajectories of the individual recordings
as well. For instance, the slowest malevizidtis performance (recording 9) has a tempo
average of 135bpm, whereas recordings 8 and 10 have mean tempi of more than

150bpm. Zacharias Spyridakis (2013) observed that throughout the last decades the

Note that a curve for the ethiands is not depicted, since only two recordings were available and an
average tempo curve would be too noisy to be depicted in the figure. However, the tempo values of the
ethiands are similar to the ones of the anogiands dance.
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Figure 4.1: Mean tempo trajectories for four Cretan leaping dances or dance variants.

maleviziotis is performed increasingly fast, because of the desire of many lyra players
to demonstrate their skills. Consistently, I observed that many recent recordings,
especially when recorded during a live performance, reach tempi even higher than

that.

For the soiista, the highest tempo is reached by Kostas Mountakis (recording 16),
with a maximum of 146 bpm by the end of the performance. Alexandros Papadakis
played the slowest soiista performance in the corpus, with a mean tempo of 114 bpm.
Generally, the appropriate tempo for the dances is discussed by the musicians in Crete.
A general increase in tempo was reported throughout the last decades (Stafilas, 2011),
a process criticized by many musicians as inappropriate for the dance (Spyridakis,
2013). Hence, the early virtuoso Kostas Mountakis might be regarded as an influential
factor for the tempo increase, that motivates other musicians to reach or even surpass
the virtuosity of Mountakis. On the other hand, Alexandros Papadakis represents a
group of musicians who criticize the continuing tempo increase of the leaping dances.
For the sitiakds, all recordings are characterized by mean tempi around 140 bpm. This
may indicates a higher agreement among the musicians from Eastern Crete regarding
an adequate performance tempo of this dance, and it relates in an interesting way to
its consideration as representing an older style of Cretan music, as will be discussed

further in Chapter 6.
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Concluding this section on tempo, we saw that recordings related to specific dances
differ in terms of their mean tempo as well as their tempo trajectories over time. Even
in our small corpus we can identify the contrast between the tempo increase of the

leaping dances, and the choice of some musicians to reverse this tendency.

4.4 Rhythm Patterns

Locations within a measure where musicians put strong emphasis tend to be aligned
with e.g. the dance that is related to the played tune. This was observed by Krebs,
Bock, and Widmer (2013) who presented a set of distinct rhythmic patterns for a set
of Ballroom dances. In the context of Cretan leaping dances, however, the degrees of
freedom for the rhythmic diversity are less, because all dances are assumed to have an
underlying 2/4-meter, and their tempo ranges are more similar than those documented
for Ballroom dances (Peeters, 2005). Kaloyanides (1975) reports the patterns shown
in Figure 1.1 to be the most common patterns to appear in the three leaping dances
of soiista, maleviziotis®, and fast pentozdlis. He refers to the first pattern as the most
common for the soiista dance, while stating that the maleviziétis makes use mainly of
the first three, and the pentozdlis accompaniment is stated to make use of patterns 1
and 4. While this description creates the impression of the dances using to some extent
different patterns, in practice all of these patterns might be encountered at some point

in any leaping dance.

For that reason, I will not attempt to investigate if some pattern is exclusively applied
in a particular dance, as such a restrictive assumption does not embrace the flexible
situation encountered in reality. I will rather attempt to investigate if there are any
differences between rhythmic patterns for different dances or musicians, regarding the

energy that is related to the strokes of the lute accompaniment.

4.4.1 Results

In Figure 4.2 T depict the two most frequent measure-length rhythm patterns that
represent more than 60% of the measures. The peaks in the two patterns imply that they
are both represent the first thythmic pattern shown in Figure 1.1, a pattern referred to

as the basic leaping dance pattern by Dimitris Sideris (2014). However, the amount of

3referred to as Kastrinos by Kaloyanides
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rhythmic emphasis clearly varies; rhythm pattern 1 clearly emphasizes the downbeat,
which can be recognized by the large amplitude in the bin at the 1/8 bar position.
Rhythm pattern 2 has more emphasis on the 2/8 and 4/8-accents, which means that its

emphasis lies rather on the off-beat.
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Figure 4.2: The two rhythm patterns that represent the majority of the encountered
stress patterns throughout the samples.

In Figure 4.3 1 list the frequency of these two patterns for each dance individually. It
becomes apparent that pattern 1 is more frequent than pattern 2 for both anogiands and
malevizidtis, indicating a stronger emphasis of the downbeat in these dances. Note that
the magnitudes of the two bars for one dance in Figure 4.3 are influenced by the total
number of measures for this dance, as given in Table 4.1. Therefore, e.g. the ethiands
with the smallest number of samples takes on relatively small values in Figure 4.3,
and the relevant information lies in the difference of the bar sizes within one particular
dance. We can then summarize that ethiands, soiista and sitiakos make stronger use of
the “off-beat” pattern 2. For the ethiands dance, I observed that recording 5 makes use
of a relatively flat rhythmic accompaniment with strokes on each 1/8 note, a pattern
rather typical for the Cretan syrtds dance. This can be seen as an example that there is

no definite rule regarding what kind of pattern to use for what dance, but that musicians
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choose to a wide extent according to their personal preferences. The apparently less
strong emphasis of the downbeat by the soiista accompaniment is consistent with the
assumption of lute player Dimitris Sideris that the patterns of this dance might be less
emphasized on the downbeat, and this way align with the movement pattern of the
dance. On the other hand, it is surprising that the sitiakos dance differs clearly from
the maleviziotis dance in making almost equal use of both patterns. This indicates,
at least for our selection of music examples, a second difference between malevizidtis
and sitiakos, apart from the different tempo curves observed in the previous section.
The less accentuated emphasis of the downbeat in sitiakds samples might be another

aspect that adds to its less harsh and more playful character.
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Figure 4.3: Number of measures assigned to the patterns depicted in Figure 4.2.

I would like to add some observations regarding patterns applied in some individual
recordings and the influence of the number and kinds of participating instruments
in the recordings on the rhythmic patterns. In Figure 4.4, the most prominent
stress patterns from four individual recordings are depicted, determined by applying
the k-means algorithm to the individual recordings. The lute accompaniment of
Kostas Mountakis changes clearly between the maleviziétis dance pattern depicted in
Figure 4.4a (recording number 10) and the soiista dance pattern depicted in Figure 4.4b
(recording number 17). The maleviziotis pattern is related to the first pattern notated in
Figure 1.1, while the souista pattern resembles a performance of pattern 4 in Figure 1.1.
This contradicts the description of Kaloyanides, 1975 regarding the typical pattern
for a soiista, and implies that the performances of the leaping dances do not assign
specific patterns to the dances, but allow for a large flexibility. Furthermore, it is
interesting to observe that the most prominent pattern in the soiista recording by

Mountakis (Figure 4.4b) precisely reflects the steps of the soiista dance as depicted
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Figure 4.4: Most prominent stress patterns from four individual samples.

in Figure 3.4. This underlines that at least some players accompany dance tunes by

choosing rhythmic patterns that are related to the steps of the dancers.

The two patterns depicted for the recordings by Alexandros Papadakis are both
related the basic leaping dance pattern, which is the first pattern in Figure 1.1.
The difference between the anogiands pattern in Figure 4.4c (recording number 1)
and the soiista pattern in Figure 4.4d (recording number 12) lies in the stronger
emphasis of the downbeat in the anogiands pattern. These findings nicely match the
information obtained from musicians regarding the different emphasis between the
dances. However, there are examples in the corpus that contradict these guidelines
and make clear that the assumption of changing emphasis strongly depends on the
musicians who play the accompaniment. Furthermore, while the measured patterns
were obtained with state-of-the-art algorithms, it is not clear how much the measured
differences relate to the differences perceived by the listener taking part in the local

performances of Cretan music.

An aspect that influenced the difficulty in beat annotating our examples is the number
and kinds of instruments that are playing in the individual recordings. I observed that

recordings containing two lutes accompanying the melody instrument were the most
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stable examples as far as timing is concerned. On the other end, samples containing
only a lute and the melody instrument, such as the souista recordings of Mountakis, had
a much more dynamic timing. Furthermore, the usage of a guitar, which is traditionally
more common in the east of Crete than in central Crete, adds to the diversity of
rhythmic patterns, because the guitar often plays a pattern that implies a 4/4 meter and
is performed in a style that is often referred to as Bassokitharo (’bass note guitar”),
see the sitiakés by Dermitzoyannis (Recording number 21). This juxtaposition of the
accompaniment by Cretan lute as the typical element of especially the maleviziotis
and the Bassokitharo as typical for the sitiakds adds to the different character of these

dances.

4.5 Melodic Patterns

The melody of the leaping dance tunes is played by the lyra or the violin in all of
the recordings. In order to compare the melodies played by these instruments in the
recordings, the most precise method would be a manual transcription and a subsequent
manual analysis. The goal of such an analysis could be the cataloguing of the melodic
phrases, the determination of most frequent phrases, and the order in which these occur.
An approach that manually catalogued phrases in recordings of Cretan music was
followed by Theodosopoulou (2004), where a method for indexing melodic phrases
was proposed and applied mainly to Cretan kontyliés recordings. In Figure 4.5 a
melodic phrase from a soista dance tune is depicted, and the specifier "148a375”
denotes the index of this particular phrase as applied by Theodosopoulou (2004). The
indexing refers to the melodic content the first measure (148«) and the second measure
(370) of the phrase, and can be used to locate repeated occurrences of melodic phrases

in a transcribed collection of pieces.

While the method of Theodosopoulou (2004) based on manual transcription and
analysis can provide detailed insight into a corpus it has two disadvantages. First,
it can only help to discover exact re-occurrences of a specific phrase, with even one of
the notes being different leading to a different index number. Therefore, this indexing
system provides no insight into the existence of similar or almost identical phrases.

And, secondly, a lot of time is needed to manually transcribe and analyse a corpus,
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and it seems an attractive idea to evaluate how far a computational analysis guided by

expertise in music can achieve meaningful results in a less time-consuming fashion.

148a3 7ﬂ Tp. Ps ue A' ypoa (Tov. Baon: Aa)
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Figure 4.5: Example of a two measure melodic phrase.

A computational estimation of the melody line played by the /yra or by the violin is
needed for our analysis. As described in more detail in Chapter C, I applied the pitch
analysis algorithm presented by Salamon and Gémez (2012) to obtain an estimate of
the played melodies, and compared the obtained pitch sequences in blocks of two
measures, which guarantees that a complete rendition of the usually two-measure
phrase is contained in each block. I investigate if each subsequent block in each
recording can be found again within a different recording using the method proposed
by Sentiirk, Holzapfel, and Serra, 2014. Note that for each comparison between two
blocks the pitch values in both blocks are transposed to be on the same tonic frequency.
This facilitates to compare recordings that are differently tuned, or melodic patterns
that have different tonic frequencies. The method of pattern matching between blocks
computes differences in pitch values, but allows for a certain amount of inaccuracy for
the matching. To be precise, I required the matched melodic patterns to be at least
of one measure length, and that at most a duration related to an eighth-note can be
different between two matched patterns. The pitch tolerance for two pitches to be

judged as identical is a quarter tone.

4.5.1 Results

In the experiment all sequential two-measure blocks that are contained in a recording
were used as a query, and the number of times in which a query phrase from a specific
dance recording is encountered in a different performance was counted. I categorised
each of these encounters according to the class of dance, in which the matched target
phrase was found. In Figure 4.6 the results of this experiment are shown. Each
individual pie chart shows the results when melodic guery pattern stem from the dance

denoted below the graph, for instance anogianos for Figure 4.6a. The blue-coloured
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Figure 4.6: Distribution of the detected melodic patterns for the five dances.

area specifies the percentage of encountering a query in a different recording of the
same dance. The white four slices of the pie signify the percentage of encountering
a query in one of the other four dances. For instance, in Figure 4.6a, the blue slice
denotes the probability that a detected match to an anogiands tune phrase belongs to a

different recording of the same dance (anogiands).

I grouped the 5 examined dances into two lines in Figure 4.6, because they depict two
different situations. In Figures 4.6a to 4.6c, the pattern probabilities for the anogiands,
ethianods and souista dances are depicted. It is apparent that especially for anogiands
and ethiands the blue area is much larger than the white area. This phenomenon
is strongest for the anogiands, followed by the ethiands, and it demonstrates that
these two dances are accompanied by music performances in which the melodies are
characterized by melodic patterns that are found in that particular dance, and not in any
other dance. It is interesting to point out that both anogiands and ethiands are dances
from mountain areas of Crete that are rather remote from urban areas, with especially
Anogia actively emphasizing a mentality that is in contrast to urban environments in

Crete or in Greece in general, as illustrated by Hnaraki (2007). This geographic and
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mental particularity is reflected in the melodic building blocks of the dances of these

areas very clearly.

The phenomenon that a dance makes use of its own melodic patterns is strong for the
sotista dance as well, with the pattern probabilities depicted in Figure 4.6c. Here more
than half of the pattern matches stem from the same dance, and among the other four
dances no particular dance dominates. The soiista is a dance geographically assigned
to the area of Rethymno, a city smaller than both Hania and Heraklion, and to its
surrounding village areas. Kaloyanides (1975) states that the soiista is a non-living
dance form in the sense of continuing creativity (page 153), but nowadays it seems
that this dance is again part of most music events, as we will see in Chapter 5. This
seems to be related, on the one hand, to the fact that /yra players appreciate the popular
sousta recordings by Kostas Mountakis or Antonis Kareklas. On the other hand, the
sotsta is the only dance currently encountered in Crete which is a couple dance, and
therefore offers the possibility of encounter and the possibility to express erotic verses
(mantinddes). As a couple dance, it was hypothesized e.g. by Vangelis Stafilas (2011)
that it might have an older history as a war dance, a hypothesis which he further
supported by the simplicity of the steps of the dance. While there can be no proof
for this hypothesis, the strong emphasis on its own patterns within the soiista seem to
support the assumption that it is an older dance, which stands in relative isolation from
other dances in terms of its melodic content. However, as compared to the anogiands
and the ethiands, its relatively large popularity in festivities might lead to a larger

blending of phrases with other dances.

An interesting and insightful picture can be obtained from the pattern probabilities
of the maleviziotis and the sitiakos, as depicted in Figures 4.6d and Figure 4.6e,
respectively. The malevizidtis, as all other dances, makes most prominent use of its
own phrases, but it shares a large amount of phrases with recordings of the sitiakds.
The same phenomenon can be observed for the sitiakds in the opposite direction,
i.e. the sitiakds sharing many phrases with malevizidtis recordings. This illustrates
a strong interrelation between maleviziotis and sitiakos in terms of melodic phrases.
This is not astonishing, since it is emphasized by some musicians and dance teachers
especially from central Crete, that these two dances are variations of each other rather

than different dances. As described in Chapter 3.2, these two dances are the two dances
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in which the steps are to some extent synchronous, and differ mostly in terms of their
directional patterns. This proximity in the dance movement is reflected by a proximity
of melodic patterns. Furthermore, while the labels of the analysed recordings imply a
distinction between the malevizidtis and the sitiakds, musicians and dancers are well
aware of their strong relations in terms of melodic content. For instance, Spyridakis
(2013) explained that while the maleviziétis has a characteristic beginning in C-major,
most of its continuation borrows from other materials, such as dances from eastern

Crete like the sitiakos.

4.6 Melodic Key Phrases

Whereas the previous analyses using the first music corpus provided an insight into
the exclusivity of the melodic material within the five types of considered dance tunes,
these figures do not enable an understanding about which melodic phrases could be
considered key phrases for a specific tunes. Key phrases should be those melodic
themes that occur frequently in one dance, but only rarely in other dances. In the
following, I will provide transcribed examples of such phrases for some of the dances,
obtained from the larger set of recordings in the second music corpus. It is worth
pointing out again that the identification of these phrases works almost completely
automatically, with the only manual steps being the selection of recordings and an

inspection of the automatic beat annotations.

4.6.1 Sousta

In Figure 4.7 examples for melodic phrases are depicted that appeared frequently, but
almost exclusively within souista tunes within our corpus. The transcriptions represent
simplified renditions of the themes, in which most ornamentations have been left out.
They are sorted by the following key phrase criterion: the difference between the
number of soiista recordings they occurred in, and the number of recordings of other
dances they occurred in. For instance, the first two transcribed phrases were detected in
13 (out of 32) soiista recordings, but only in one recording from other tunes, resulting
in a difference of 13-1=12. Most patterns are clear markers for the soiista, based on
my own expertise and informal listening tests with Cretan musicians. All transcribed

phrases occur at least in 10 different souista recordings, and at most once in recordings
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Figure 4.7: Examples of soiista key phrases, as obtained from computational
analysis. Each line denotes a key phrase.
of other dance tunes. As for the examples of the sitiakds in the next Section, this list of
transcribed phrases could be continued further. However, for describing the common

characteristics of these phrases, the current selection is sufficient.

Phrases A and B can be considered as variations of the same phrase, with phrase A
being the more simple rendition, and phrase B being characterized by the same notes in
the strong metrical positions, but added notes in the weaker metrical positions. Phrases
D and E are almost identical, apart from two notes (the 4th and the 14th in phrase
D). The process of listening through the phrases that were automatically detected can

actually be regarded as a very focused manual analysis process, in which variations of
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the same phrase can be discovered, leading to the forming of groups of key phrases, as
seen in this example. Common to all these phrases is their tonal basis being La, and
the scale consisting of a minor second as second degree, a minor third as third degree,
and a major seventh as leading tone below the tonal basis of La. The melodies have
very limited melodic range of up to a fifth in most cases. These shared characteristics
facilitate their use in the parataxis framework (see Page 33), since they are easily
strung together and combined by the musician, without the need of connecting melodic

bridges between them.

For the sotista performances in this corpus, manual transcriptions and indexing of the
phrases was performed by Theodosopoulou (2004). Whereas this indexing has the
above mentioned shortcomings, this analysis can be used for an evaluation of the key
phrases obtained from the automatic approach. The most common phrases according
to this manual indexing are indeed strongly related to the manual analysis. This can be
seen from Figure 4.8, in which the three most common melodic phrases in soiista tunes
according to the manual analysis. The phrase in Figure 4.8a is a variation that belongs
to the group of phrases formed by phrases A and B in Figure 4.7. Similarly, the phrase
in Figure 4.8b is related to phrases D and E, whereas the phrase in Figure 4.8c is at
least closely related to phrase F. These connections are of major importance, because
they provide strong evidence that the chosen automatic approach actually obtains valid

results.

4.6.2 Sitiakos

For the sitiakos, it is interesting to focus on those phrases that occur only among
recordings from the violin tradition of the east of Crete, and not in maleviziétis or other
leaping dance recordings from central Crete. Using the recorded corpora available
from the Crinnos and Thalitas projects, this is feasible, because the latter focuses
explicitly on the violin traditions of Crete, and contains 25 recordings of the sitiakds,
as depicted in Table 4.2. Therefore, I focused this analysis on these sitiakds recordings,
and searched for all melodic phrases that occur, a) more frequently than average within
the corpus, and b) more frequently within the 25 recordings of the sitiakds than within
the 27 recordings of the malevizidtis. The order in which the phrases are depicted in

Figure 4.9 follows the degree to which the phrases form a contrast to the malevizidtis,
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Figure 4.8: Three most common sotista phrases from the Crinnos corpus, according
to manual analysis and indexing.
with the first phrases forming the strongest contrast. However, it should be pointed out
that the transcribed phrases are only a selection of the most contrastive key phrases,
leaving out a large number of phrases that would have continued these figures for
many pages. It can therefore be assumed that all the depicted phrases are characteristic
for the sitiakds recordings, as compared with those of the malevizidtis. The depicted
key phrases are four measures in length, because as compared with the soiista, such a

length of phrases is more common in the pidichtds tunes in general.

The obtained analysis forms a basis for the more detailed analyses of specific pidichtés
recordings in Chapter 6. Whereas malevizidtis and sitiakés belong to the family
of the Cretan pidichtos dance, the analyses in this chapter have already shown not
only commonalities between them, but also differences, for example in terms of
tempo development. The melodic key phrases that differentiate the sitiakds from the
maleviziotis will represent another corner stone in our consideration of the pidichtds,

and the discovered musical phrases will be contextualized in Chapter 6.

The phrases depicted in Figure 4.9 can be organized into groups that represent mutual
variations of the same basic phrase. For instance, phrases A, E, and F are more or
less ornamented variations of the same phrase, with phrase E being the most simple
rendition. These phrases were discovered as separate entities, because the setup of

the algorithm allowed for at most the duration of an eighth note to vary in order
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Figure 4.9: Transcriptions of the most contrastive sitiakos phrases. Each line
contains an automatically detected phrase. Lines marked with asterisks do either
contain a phrase transition, or not a complete phrase (see text).

for two phrases to be still considered the same. This way, the depicted algorithmic
output not only depicts most characteristic phrases, but also assists in identifying the
most common ways to vary a certain theme. For the theme at hand, the variations
represent changes in note density, that however preserve the basic notes of the theme
(see phrase E). Other groups of related phrases are formed by phrases B and C, and

phrases P, Q, and R, respectively. The latter group cannot be considered as variations
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Figure 4.9 (Cont.): Transcriptions of the most contrastive sitiakos phrases (page 2).
Each line contains an automatically detected phrase. Lines marked with asterisks do
either contain a phrase transition, or not a complete phrase (see text).

in their entirety, but share large extent of their material. For instance, phrase R
can be considered as a variation of phrase Q, with a changed concluding measure.
These example nicely depict two strategies to increase the variability of the melodic
material, which is, first, the increase of density by adding additional notes, and, second,
exchanging individual measures in a theme in order to obtain new phrases by means of

recombination.
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Among the transcribed phrases, a bipartition in terms of pitch can be recognized. A
majority of the phrases circles around the lower Sol and Si, such as phrases A to F.
On the other hand, phrases G, I, K, and N circle around the higher Sol, based on the
same scale as their lower pitched counterparts. All these higher phrases stem from
later sequences in the related recordings, which implies that first the lower octave is
covered by a set of themes, and then a transition to the higher octave takes place.
I will document in Section 6 how this transition is related to a transition between
the two different dance steps of the pidichtos dance, and therefore represents and
important structural element in the pidichtés tunes. The common scale material could
be described as a major scale in Sol, with a strong emphasis on the third degree (Si),
as for instance in phrases B, C, P, Q and R. This implies that this particular mode is the
central tonality of the pidichtds, which agrees with the common assumption that the

main theme of this dance is in Sol major, as I will discuss in further detail in Section 6.

As an observation concluding this analysis of the discovered material, three detected
phrases do not capture actual musical themes. Phrases D and H actually depict the
last two measures of one theme, and two measures of the next theme, as implied by
the double measure lines in the middle of the related staff lines. Phrase H contains
a characteristic variation of a pidichtés theme, which contains an arpeggio over the
basic chord in Sol, and that is present in many recordings from violin players from the
Siteia area. Characteristically, the performance from which phrase H stems is by the
violin player Stylianos Manousakis, from the village Dafni close to Siteia (recording
nr. 130 in the Thalitas corpus (Amargiannakis, 2000)). Phrase D contains - in its third
measure - the starting point of a longer ascending-descending theme that is central
to the pidichtos and that extends over a range of eight or more measures. The third
theme marked by asterisks (phrase M) contains the last (descending) measures of this
characteristic longer ascending descending theme, a fact that underlines that most
sitiakos recordings make use of this theme, and in a way that marks a contrast to
the way in which it is usually performed in a maleviziétis, at least in the recordings
contained in the analysed corpus. Another possible explanation is that it does not
differ in its form to the maleviziotis, but that it is simply more frequent. This second

explanation is more likely as we will see in Section 6.
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4.7 Chapter Summary

This chapter took a corpus analytic approach to analyse recordings of Cretan leaping
dance tunes. A corpus of five leaping dances was analysed regarding three specific
aspects. First, the typical tempo development of each of the five dances was computed.
The comparison of these curves indicated that the sitiakds dance increases more
gradually towards a high tempo, whereas the malevizidtis is played at such a high
tempo throughout its performance. Second, rhythmic pattern analysis indicated a
varying degree of emphasis on either beat or off-beat, with dances such as the
anogiands and the malevizidtis emphasizing the beginning of a measure strongly, and
the sitiakos and especially the sotista to a lesser degree. Finally, the analysis focused on
the melodies played by the main melodic instrument. In this analysis, dances that are
less common in the repertoire at festivities have a more exclusive repertoire of melodic
phrases. On the other hand, I illustrated that especially between the malevizidtis and the
sitiakds, a large number of shared phrases is encountered. A corpus with more samples
of the malevizidtis, the sotista, and the sitiakos was then used to identify and transcribe
phrases that occur often within these dances, but not in other dance tunes. A proof of
concept was provided for the sotista, for which manual analyses of the most common
phrases exist. This indicated that the chosen automatic analysis indeed obtains result
that are consistent with manual analysis. Based on this insight, I documented a series
of key phrases of the sitiakds. These key phrases are characterized by their shared
tonality in a scale of Sol major, and they are characterized by a bi-partition into low

and high pitch ranges, which is related to the inherent structure of this particular dance.

The corpus-analytic findings were placed within the context of views expressed by
Cretan musicians. This indicated how traces of the musicians’ views on style can be
identified using a corpus-analytic approach. The remainder of the thesis will go deeper
into this contextualization of the results obtained from the computational analysis of

the tunes.
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S. THE EVENT

5.1 Chapter Introduction

This chapter will perform a step from the consideration of the formal aspects of Cretan
dance tunes to the role that the tunes play within the context of an event. A specific
form of event was chosen, the glénti, which take place mainly during summer in
villages and cities on Crete, and which attract thousands of visitors. I will look in
great detail at one specific festivity, and provide a detailed description of the structure
of this event. This will take into account not only the musical repertoire that is chosen
by the musicians, but also the interaction with the visitors and organizers of the event.
This way, I intend to provide a thick description of the music in its context. I make
the distinction between musicians and audience, with musicians being the invited,
paid performers who are sitting on the stage, and the audience comprising all other
participants of the event. As observed by Papadatos (2017), within smaller music
performance contexts (the paréa) there are no stable borders that separate musicians
from audience. Every member of the audience can increase his/her level of musical
activity by, for instance, singing, dancing, or taking an instrument. Within the larger
scale of a glénti, individual parées are seated at the tables in the venue, and form
a collective of a larger participatory performance, the shape of which shall become
clearer by means of the following elaborations. Whereas I focus on a specific event
regarding the minute analysis, two other events will be taken into account as well in
order to be able to derive more generally valid conclusions about the repertoire of
the Cretan glénti. The goal of this analysis is to carve out the sequence in which the

musical repertoire is encountered in a Cretan festivity.

Starting with the spring months, festivities in outside venues are organized in Crete.
These may take place in urban centres, such as the events organized in the theatres
located in the ancient walls of Heraklion, which are organized by the municipality of

Heraklion. Similar event spaces, run by the related municipalities, exist in all other

65



cities of Crete as well. The organized events cover a large variety such as theatre,
cinema, an music events. The music events themselves feature a variety of music
of Greece and other places, but a large amount of events feature Cretan music. The
events in the urban context often do not offer space for the active participation of the
audience in dance, but the audience is usually seated in rows facing an elevated stage,
and members of local dance schools, dressed in traditional costumes, stage elaborate
choreographies of the Cretan dances. This situation is different in the rural areas, where
the events are usually organized by local culture associations. The events typically take
place in village squares, or on the local school yards. In these events, the audience is
seated at long tables that have their short side directed to the stage where the musicians
sit, in order to enable the seated audience to follow the musical performance and the
dance. For the dance, a larger space is left open between the seated audience and the
typically elevated stage. The active dance participation of the audience is an integral
part of the festivities in rural environments. In Greek language, the difference between
an event with active dance participation by the audience and an event without is marked

by referring to the former as festivity (glénti) and to the latter as concert (synavlia).

It is very common that there is no entrance fee for a glénti. In this case, the event is
financed by the local organizers by selling food and drinks. The quality of the food is
often mentioned by musicians as an indicator of the commitment by the local cultural
association, and the offered food can vary between large varieties of meals that are
prepared over many days by the women active in the local cultural association, to
simpler barbecue stands, at which the men of the association prepare meat on several
meters long fire places. All these activities by the local organizers are voluntary
services, and the only participants obtaining salaries are the musicians and the sound
engineers, in case the sound system is not provided by the musicians themselves. An
alternative to the free entrance is an entrance fee (usually around ten Euro), which

includes a choice between some dishes that are served at the table.

5.2 Avdou, 14/08/2014

The village of Avdou is part of the Chersonissos municipality and lies approximately
40 km south-east from the capital of Heraklion. In every year, the culture association of

the village organizes a large number of events that comprise, for instance, concerts of
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various music styles, theatre, cinema, discussions, presentations of local traditions.
These events start usually in the second half of July, and the last events happen
towards the end of August (Avdou Cultural Association, 2017). For many years now,
the program of summer events in Avdou is named after the archaeologist Stefanos

Xanthoudidis, who was born in Avdou in 1864.

Typically on August 14, a large Cretan festivity is organized, and in every year the
culture association manages to attract some of the most renowned musicians to this
event. Whereas for Cretan festivities in general the lyra player is announced as the
main musician, for the festivity in 2014 the lute player Giorgis Xylouris (Psarogiorgis)
was announced as the main musician (Avdou Cultural Association, 2014), something
that exemplifies the increasing importance of lute players in the last years, and in
particular the importance of Psarogiorgis as renowned authority for the traditional
music in Crete. In larger events, such as this festivity in Avdou, it is quite common to
have a number of musicians on the stage that goes beyond the basic combination of
a lyra and a lute (zigid). In 2014, along with Psarogiorgis, two other members of his
family joined him on stage: His uncle Yannis Xylouris (lute), known as Psaroyannis,
whom he introduced as (his) teacher at the beginning of the event, and his brother
Lambis Xylouris (boiilgari, vocals), also known as Psarolambis. Apart from these
three family members, Zacharis Spyridakis (/yra) and Yannis Papatzanis (percussion)
participated, thus forming an orchestra of five people (see Figure 5.1). Since the size
of this event demands for a larger sound system, a professional event company was

hired to arrange sound and lighting at this event.

For this specific festivity, the entrance is free of charge. As Zacharis Spyridakis, the
lyra player in this event, pointed out to me in a personal conversation, he likes to come
to a festivity like the one in Avdou, since the local association takes great care about the
quality of the food that is served. The audience sits at large tables that are arranged in
the area between the old church and the stage (see Figure 5.2). While the total number
of visitors is hard to estimate, the number surely exceeds 1000 visitors throughout the
duration of the event. This particular festivity enjoys increasing popularity, which lead
to the audience in 2016 sitting even on the dance floor and the stage. This was critically
commented by Giorgos Manolakis (2016), the lute player who accompanied Giorgis

Xylouris in 2016 in the same festivity. He considered that in case of an emergency,
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Figure 5.1: View from the edge of the dance floor to the stage in Avdou, 2014.

simply nothing could be done due to the totally over-crowded situation in the event.
However, since thankfully nothing bad has happened so far, the reception by musicians
and audience in social media of the event has been enthusiastic throughout the years

(Xylouris, 2015).

Figure 5.2: Audience as viewed from the dance floor in Avdou, 2014.

Some interesting aspects regarding the musicians and on the surrounding environment

should be described before going into a more detailed analysis of the event. The
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