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ABSTRACT

Ecumene is a word describing the collective traditions arlden€e of a geographically

and historically recognizable culture; in this study, the inhabitants of the Balkan region.
In compositions byDusan Bogdanovil (b.1955, Nikos Mamangakis (b. 1929) and lan
Krouse (b.1956), Balkan ecumene can be heard shaping modern repertoire for the
classical guitarin this studyrelevant geography is first outlined, followed by a detailed
investigation of how pecific Balkan rhythms, melodies, and harmonies are used in
selected works by these composers. The works are: Six Balkan Miniatures by
Bogdanovii, Hassapiko and Tsifteteli from Folk Dance Suite by Mamangakis, and
Variationson aMoldavian Hora by KrouseAn exploration of other academic study into
musical synthesisgives context to the blending oEastern European folk music and

Western classical art music found here.



I. INTRODUCTION AND SCOPE OF STUDY

This study could be described as the meetinthe visceral and the intellectual.
There are many reasons why a musician learns a piece of music, most cases |
would be so bold as to suggest that it is because they like it. | have undertaken this
study because | like the music very much, arad fieatthe content in the music warramnt
further investigationThe scope of this study is to identify hodwusan Bogdanovil
(b.1955), lan Krouse (b.1956) amkos Mamangakigbh.1929) negotiate the demands
of producing higHevel concert repertoire, wlei at the same time blending artistic
impressions of Balkdnecumene with elements of astern classical music in their
compositions.Jodo de Pin&abral in his articleWVhat 6 s i n a name: Per
and Linguistic Diversity in a Cosmopolitan Wo(R008) defines ecumene:
The concept oecumene@ e mer ged i n the days of anci
zone of human habitatioh an area of more intense interaction. That is, a space
which was determined by the fact that, in it, there are human beings capable o
and prone to communicating with each ot

their life worldT not forming necessarily a continuous territory, but taking on the
appearance of a concatenation of plates.

Sydney Mintz in his articleEnduring Substanceslrying Theories: The Caribbean
Region as Oikoumen€l996) observes an increasing interest, within the field of

ant hropol ogy, i n t he subj ecduch ad diagpérabal i z

! Countries considered part of the Balkan region are Albania, Bosnia and Herzegovina, Bulgaria,

Croatia, Greece, Kosovo, Macedonia, Montenegro, Serbia, Mglmraania, and Slovenia.

2 Jodo de PinfabrajWhat 6 s i n a name: Personal identity anct
Cosmopolitan WorldP r el i mi nary version of paper written for t
I ntercultural Dialogue in Globalizationod (New Del hi
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transnational, ecumene (oikoumenea) and hybridity are increasamptoyed in a

lexicon created in large measure to deal with what is thought to be a qualitatively new
epoch in wor | d These kama woads ardalss found iy thedstudy of the
cultural exchange of musidn her bookBalkan Popular Culture ad the Ottoman

Ecumene: Music, Image, and Regional Political Discouf2@07) Donna Buchanan
echoesbothPinEabr al 6s and Mintz6és understanding
word as any place that is inhabited by people. Shedbénes the termecue ni s e as 0
movement seeking to achieve worldwide unity among religions through greater
cooperat on and i mpr o v‘Ruchanandbserges thahakhongl thedBalkan

region has a turbulent history of ethnic and culturadesther field researchcross South

East Europe shows similarities of style in the instrumental music, song, and dance of

local ethnopop artisfWh i | e Buchanandés study is concern
and music, | wish to look at Balkan musical ecumene within the xbofeclassical

guitar music.Thi s study adopts the spirit of Don
ecumene by looking at how each composer brings their particular experience of Balkan

music to a wider musical arena.

Aside from compositional dexterity, theuccessful synthesis of these musical
styles (Balkan music and classical guitar music) allows an appreciation of the wider

cultural differences between Balkan music and Western classical music, including an

3 Sidney Mintz, "Enduring Substances, Trying Theories: The Caribbean Region as Oikgumene

Journal of the Royal Anthropological Institu{@996) 289-311.

4 Donna AnneéBuchananBalkan Popular Culture and the Ottoman Ecumene: Music, Image, and
Regional Political Discours@Lanham, Md: Scarecrow Press, 2DQ¥xvii.

° Ibid. pxviii.



11

understanding of their respective historical ajggraphical originsAn effective tool

for the study of this array of compositional influences and responses is the concept of
musical ecumene, which can bring together ideas d@ne worlds apart. Through the
comparati ve anal yappresachddthe eepresantaion oh Batkanenusics

in their compositions, | aim to enhance the understanding and enjoyment of this music.

While there have been a number of books and articles written about Balkan music
in popular music and culture, such@esnmaB u ¢ h a Batkan@®epular Culture and the
Ottoman Ecumene: Music, Image, and Regional Political Disco{@8@7) and Mirjana
Lautvil 65 Balkan Fascination Creating an Alternative Music Culture in America
(2007) and Lj er kaNewly Cdhaosirfalls Musianod vugoslavié2002),
literature about Balkan music Westernclassical music is harder to fineEx Ovoby
Dusan Bogdanovil contains some of théew references to ethnic music Western
classical music and guitar repertoiogdanovii & main focus is on the techniques of
composition while his reflections on ethnic music in western classical music are more
general and philosophical rather than analytiBaight Balkan Morning, Romany Lives
and the Power of Music In Greek Macedo(2802)by Charles and Angeliki Keil is the
result of a collaboration between Charles and Angeliki Keil, well known photographer
Dick Blau, and ethnomusicologist Steven Feld. While this book is excellent as a
reference on specific folk music and dance, the pragentof Balkan music iWestern
classical music is not discusseégila Bartok in his articleGypsy Music or Hungarian
Music? (1947)wrestles with the definition, and appropriate use, of the term gypsy music

and the article is useful in terms of providimjormation on the historical import of the
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word gypsy. Kodaly in his articleolk Music and Art Music in Hungar{1963) provides
interesting insight into how he identifies Hungarian Folk music in Art music. For
example Kodaly describes the differentays the character of Hungarian music can
manifest in a foreign musical work in either the title or a melodic/rhythmic motif. While
useful as a model for analysis, neither of these articles have any direct relationship to the
manifestation of Balkan musia iclassical guitar repertoirén writing this document |

would like to address the following points:

A) To complete the firstwdept h study (in the writerd

ecumene and synthesis in classical guitar repertoire.

B) To provide examplanalysis on the origin of the motivic content of the music
that will serve as a valuable reference on issues concerning the performance practice of

this music.

C) To provide ideas on how to approach the research, interpretation and

performance of musihat draws on culturally specific sources for motivic content.

D) To increase insight and knowledge into specific compositional techniques used
in the process of developing a musical dialect, with a view to promoting more

compositions that explore thesethes.

E) To create and nurture cultural awareness by encouraging encounters with

music from other cultures in western classical music.
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During the course of my research on Balkan ecumene in classical guitar music, it
was with some relief that | came acrass article by Tatjana Markovic titleBalkan
Studies and Music Historiographiyn her article she makes similar observations to my

own on the subject of sources pertaining to the representation of Balkan Music.

éBal kan musi c has b e eclusivelye lpyr teaditomal e d
sometimes even nd r adi t i o nfak musidy and tarely by art music,
esp. by contemporary classical music. The attention given to contemporary music
is usually only a list of names of composers, sometimes also perfmwidrout
any insight into musical directions of the last decades of tH& @@l the
beginning of the Zicentury®
Through the process of analysis, | have become keenly aware that much of the
motivic content and primarinfluences in the musiccomefrom traditional folk music
from the Balkans. What | hope to achieve in writing this document is to highlight this

ecumene of traditional music within the larger framework of composition and

performance in the art music world of classical guitar.

Ecumenes well suited to the task of writing abadihie Balkans a place where
Serbian, Bosnian, Croatiagreek Macedonian, Slav Macedonian, Albanian, Turkish,
Roma, Vlach (Aromanian), Bulgarian, Egyptian, Armenian and Jewish people live as
neighbors. This concémation of nationalitiedbrings with it the inevitable need tefine,
celebrate and assert (regrettaiyoften violent ways)this diversity. But there isat the

same time, an indisputable common denominator; geographic proxamdythe result is

6 Tatyana MarkovicBalkan Studies and Music Historiograp(fyelf)Representation between

»Authenticity« and Europeanizatio®/25/2009 http://www.kakanien.ac.at/beitr/balkans/TMarkovicl.pdf

al
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a shaed history that, as Jo&do de R@a b r a | put s 9d thesfarmicgiohct | vy,
necessarily a continuous territory, but taking on the appearance of aer@timm of
p | a & Ecsmene is broad enough to encompass all Balkaniewesywhere Balkan
musc inhabits, regardless of origin or historical influences. One of the key things | have
learned during the course of researching, writing and playing this music is that Balkan
can mean Roman, Byzantine, Ottoman, Christian, Muslim, Jew or Gypsy and nsanifest
in many different combinations and permutations in all or some of these. The term
ecumene gives me thewom to draw connectios betweenthe music byBogdanovil
Mamangakis and Krouse

Synthesis describes the act of mixing different elements together, the combining
of style and technique, form, rhythm, melothgrmony, dynamics, articulation and tone
color from any number of different sources. Thisyntake the form for example, of a
Bulgarian rhythm used in a Serbian sbnga Serbian melody used in a classical guitar
piece.

| have chosen a cross section of work that presents Balkan music from different
perspectives while at the same time mamitay a common threaid the geographic area
from which the music is drawn. My reason for choosing these particular composers is
because their diverse backgndsgeographically and musically provide a rich source for

comparative analysis when looking at ithenusic. Although bothBogdanovil and

! Jodo de PinabrajWh at 6 s i n a name: Pistic Biversiginai dent ity ani
Cosmopolitan WorldPr el i mi nary version of paper written for t
I ntercultural Di alogue in Globalizationd (New Del hi

8 Balkan Miniatures | and VI use a rhythmic grouping of notes thathareame as a well known

Bulgarian dance called th®@panitsa Balkan Miniature Il uses rhythms associated withghdjuska
dance (more on this in Chapter I11.).



Mamangakis have lived within the region definedtlas Balkans, the two composers

differ in terms of their relationship with the guitaBogdanovil is a concert classical

guitarist while Manangakis is better knowrsa composer for orchestral and other large
ensemble workslan Krouse plays the guitar but is native to the United States. An
example of how these differences manifest in the music can be found in the treatment of
Balkan motivic material. Bogdanovil uses recognizable Balkan rhythms and literally
translates these rhythms into 8 Balkan Miniatures Krouse incorporates the concept

of hora’ in a more subtle and diffuse wags onlythe theme foMoldavian Horais taken

from a collection of klezmer melags. Through analysis of the music and reference to
related folk music examples |  wild.l highlig

music both compositionally and technically.

This music has been the keJe through which | have gaineisight into the

intricate and complex world of Balkan history and musical historiography.

o A horais a circle dance found throughout the Balkans and is typically performed atwgyeddi

ceremonies.
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The Balkans or South East Europe?

Within the ageold Balkan search for identity there has been a fierce struggle

going on between the port and the hilltop, the aee the mountains, the stream

and the land. Sometimes the flow prevails and it draws into its currents entire
communities looking for knowledge, justice, or measure. At other times the roots
prevail and they comfort networks of villages with a sense bilgya continuity,

and autochthony’

This document would not be complete without acknowledgment of the
controversy that surrounds the word Balk&hapter Il The Place and the Composers
outlinesthe historyand geography of the Balkgnisut he oftennegative associations
with the word deserves some explanation

In keeping with the rest of my experience in researching this topic, it seems
fitting that, of course, even the word for the place should be imbued with mixed feeling.

It is true that in thaninds of most people the Balkans have been identified with

blood and conflict, an image which has been reinforced by what has happened in

the | ast ten years or So. The notion o

discourse at the end of World War ¢deb not simply suggest disintegration into

smaller states; it has also been synonymous with dehumanizatien, de
aestheticization and the destruction of civilizatton.

In her book Imagining the BalkansMaria Tordorovaaims to expose the
steeotyping of tle Balkans in the \&stern imagination. It is the combination of
Tordorovads bookMusheWel Eeepg Tah&phnigr About
Greece and the Balkan@d. Dimitiris Tziovas 2003) an@alkan As Metapholed.

Dusan | Bjeligand Obrad Savil, 2002 that has convinced me to continue using the word

10 Dimitris Tziovas (ed.)Greece and the Balkan&J.K, Ashgate2003), p.268.

H Mark Mazower,The Balkans(London, Modern Library, 2000), p. 5. He goes on to point out that

Ait is hard to find peoplregionyhardér st to gigcuss itrbgyondgoodd t o s @
and evil .o
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Balkan for the purpose of this study. There are several reasons for this décision
beginning with the knowledge that the wordswfirst brought to the Englistpeaking
world in the form of an eny in a travel log in 1794 by an English traveller named John
Morritt. *? This seemsminnocuousenough introduction Balkan, the name given to the
ridge of mountains that separate northern and southern Europe (more on this in chapter
). Another reaonfor choosng to stay with the word Balkas my reluctance to be
influenced by more recent historical events that have in the opinion of many, caused the
Balkans to become a construct afrécentrism.

By the beginning of the twentieth century, Eurdzel added to its repertoire of

Sc hi mp fowdsparagements, a new one that, although recently coined,

turned out to be more persistent over time than others with centloliésdition.

ABal kani zati ond had not onllagrgeandwmablet o de

political units but also had become a synonym for a reversion to the tribal, the

backward, the primitive, the barbari&h.

| also appreciate the opportunity to address the imbalance of opinion concerning
the word Balkan and its many neigatconnotations.

Hither and thither was | carried by Fate

Hither and thither in the labor of my days,

But always stood there before me and always there will stand

The shape of the proud, the wonderful Balkan,
For | hold it imf my soulds sacred place

12 Please note that this is the earliest known record of the word Balkan in the English language. The

word Balkan is much older; dating back to the Ottoman Empire.

13 Maria TordorovaJmagining theBalkans (New York, Oxford University Press, 1997), p.3.
14 Extract from a poem by Penco Slaveikov titiidvava peserirom Maria Tordorovamagining
the Balkans(New York, Oxford University Press, 1997), p.55.
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Soit is in the spirit of folksongs that belong to the region that | embrace the word
Balkan, which to me has come to represent a place of dazzling diversity that confounds

many who try to give limiting definitions of the place.



II. THE PLACE AND THE COMPOSERS

Central Balkan Region
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The roots of any national culture are deep and invisible; some have passed
unroticed, others have become obscured as scholars have pieced together long
periods to reconstruct recognizable historic patterns. Nowhere in Europe are these
patterns more complex than in the Balkans, where it is no easier to speak of one
unified body of fék music than it is to speak of one language tree, or even of one
topography...a music historian attempting to construct a theory of one Balkan
music must confront complex problerfs.

Kremenliev goes on to surmise that at the end of such research stbgahi
wouldbee ft wi t h a f otha thenmtee nousimof dachginy state shares
certain traits with that of its neighbors, as well as with the folk music of ro#mr
European countried’ This sharing of traits hasebome increasinglglear as | have
gathered information on the pieces that are the focus of this study. A brief example of this
(for more detail see the analysis of musical examples in chapters IV, V and VI) can be
found in something as simple as a titiéweTiourth Balkan Miature from the set of six
by Bogdanovil , is tittedMakedonsko Kol¢Macedonian DanceXhe French use the term
une salade macedoirte describe a mixed salad (of either fruit or vegetables) with the
essential meaning of the wordacedoinebeing used talescribe something that is a
mixture or medley. It could be considered typical French attachment to cuisine that
permits them the borrowing of a countryos
the influence can be found in the Greek Macedoniaay 3llacedonian, Albanian,
Turkish, Roma, Serbian, Vlach (Aromanian), Bulgarian, Egyptian, Armenian and Jewish

people who call Macedonia their home.

16 BorisKreml i ev, fSocial and Cul tWestarn Folkdref187§)epsl19 n Bal k
1 Ibid. p.120.
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The word Balkan originally comes from tA@irkishname given to the mountain
range that was passed entsofrom central Europeto Cana nt i nopl e. By t he
fia handful of geographers had stretched the word (Balkan) to refer to the entire region,
mostly on the erroneous assumption that the Balkan range ran right across the peninsula
of southeastern Hrop®. ® The region known today and referred to as the Balkans is a
name that has only been used for approximately the past hundred years, before that, the
area belonged to either the Roman Empire or (later) part of the Byzantine and Ottoman
Empires The Ottoman Empire at the height of its power crossed three continents from
Southeastern Europe, across the Middle East and to North Africa. It was also one the
longest standing civilisations to inhabit the Balkans, making an indelible mark on the
cultural makeup of the region. The Ottoman or Turkish influence is still very audible
music from the Balkans, and can be found in the instrumental, melodic, harmonic and
rhythmic content of the musicand is a point that will be referred to regularly throughou
the analysis of the music.
A part of the Ottoman Empire for many centuries, the region features Middle
Eastern instruments and performance genres, especially in towns. Gypsies (Roma)
play an important role as professional musicians in all these culiMoss of the
region came under communist rule after World War Il. These regimes supported
staged, arranged, and choreographed versions of folklore as symbols of national

identity and political ideolodgy a process that bolstered rural traditions threatened
by industrialization and urbanizatioh.

18 Mark Mazower,The Balkans: A Short HistoffNew York: Random House, 2000), p.xxvii.
19 Timothy Rice (ed.)'he Balkansin Garland Encyclopedia of WorMusic Volume 8: Europe.
(UK, Routledge, 2000).867
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Although not the specific focus of this document, it is important to acknowledge the
nationalization of traditional music used as a propaganda tool throughout the turbulent

political history of the Balkans.

While the nationalizatin of music in some instances Hasda positive effecby
preserving musical trétibn, there is also the sinister side, withk musicbeing used as
a political tool to ncite nationalist fervour. There are a number of books and articles
written on the subjecfolk Dance in Political RhythmBy Irene Loutzaki (2001), The
Politics of Folklore in Bulgariaby Carol Silverman (1983) andyths and Memories of
the Nationby Anthony Smith (1999)Music, National Identity and the Politics of
Location ed. Biddle and Knights (2007Balkan as Metapho(2002) ed. Dusan Bjelic,
andThe Music of European Nationaligmy Philip Bohlman (200to name a fewf°
Whil e the chaos and bl oodshed, particu
publicised in internid@onal news headlines, this state of unrest is not new to the Balkan
region, which has been a place of violent reorganization for centuries.
Throughout history, the Balkans have been a crossroads, a zone of endless
military, cultural and economic mixingnd clashing between Europe and Asia,
Christianity and Islam, Catholicism and Orthodoxy. Subject to violent shifts of
border s, rulers and belief systfooms at t

the Byzantine to the Hapsburg and Ottomdame Balkans a often called
Europeds tinderbox and a seething cauld

2 Suggested further readingettan, S. "Gypsies, Music, and Politics in the Balkans: A Case Study

from Kosovo."World of Music-Londonr 38, no. 1(1996)Port, Mattijs Van De. "Articles The Articulian
of Soul: Gypsy Musicians and the Serbian Oth&pular Musicl8, no. 3 (1999): 291.
2 Mark Mazower,The Balkans: A Short HistoffNew York: Random House, 2000), p.xxvii.
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The constant redrawing of boundaries has filled the pages of many history books,
but for the purpose of this document (and for brevity) the background aodyho$ the
Balkans will concentrate on the countries directly related tac@imepositions by Dgan
Bogdanovil , Nikos Mamangakis and lan Krouse.

To begin with, he modern day Balkan region consists of tHewang countries
(see map Albania, Bosnia and Herzegovina, Bulgaria, Croatia, Greece, Kosovo,
Macedamia, Montenegro, Serbi®omania, and Slovenid. have decided to orgar@zhe
following information starting with the compositions, which will in turn, lead to the
identification of the main geographical references in the music. | have chosen to begin
with Six Balkan Miniature®y D u ¢ Bogdanovil , as it in these pieces that the broadest

survey of Balkan countries can be found.

A. Serbia (former Yugoslavia), Macedonia and Bulgaria

The Six Balkan Miniaturessynthesize musical content that is linked to the
following countries. Specific information abbthe musical connections with each of
these countries will be presented in chapters covering the analysis of the music.
l. Jutarno KoloSerbia/Bulgaria.
II. Galopojka(Lament) (Serbian DirgeSerbia.
lIl. Vranjanka(from Vranje which is a city in Serbia) Serbia.

IV. Makedonsko KolgMacedonian Dance) line or circle dance from Macedonia.
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In November 1995 th®ayton Agreemenivas signed by leaders of Yugoslavia
Bosnia,Herzegovina and Croatiavhich paved the way for the eventual dismantling of
Yugoslavia into Serbia and Montenegro in 2002. Prior to agreements being reached,
many areas of the Balkans, particularly Bosnia and Yugoslavia, were the battlegnound fo
some of the worst fighting in Europe since World War Il. This flashpoint of ethnic
cleansing, refugee canfpsand brutal warfare was the catalyst Bogdanovii & Six
Balkan Miniatureswhich were writtenas a message for world peare 1991 and
published by GuitaBolo Publications (GSP) in 1993. It is disturbing to read accounts of
the fighting that continued more than a decade after the composirgbalghing of the
music. Inthe same yeaBogdanovil finished writing theSix Balkan MiniaturesCroatia,
Slovenia andVlacedonia declared independefit€his fragmenting of previously unified
states unleashed some of the worst bloodshed yet to be winegbemuch of the
fighting taking place in Bosnia the unfortunate territory caught between the newly
independent states and former Yugoslavigince the publication of th&ix Balkan
Miniatures the country of Yugoslavia arBbgdanovii6 s h o fhrolomgar éxists and
has been replaced with Montenegro and Serbia (as previously mentioned). Serbia has a
chequered history of conflict dating back (and prior) to intermittent struggles for
independence from oppressive Turkish Islamic rule during its tgv@e of the Ottoman
Empire. Having been part of the Byzantine Empire from around AD 395, most of

Serbiabds popul ation was converted to Chris
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s A number of these refugee camps were exposed in photographs taken byiamtakjwatrnalists.

Greece persuaded the EU to withhold recognition until 1993 due to fears that Macedonia may
have had territorial ambitions in northern Greece

2 In the preface to Six Balkan Miniatures Bggdanovil ; Thise days of political turmaiih

Eastern Europe find their focus especially in Yugoslavia, the heart of the Balkans, and my h@ameland.



Turks swept through the Balkans which led to the severe oppressi@erbian
Christians many of whom were forced into slavery. The assassination of Archduke
Ferdnand by a Bosniafserb in 1914sparked the First World War and an Austria
Hungary invasion, which resulted in the death of nearly thirty percent of the Serbian
population. While President Tito was alileo hol d t oget htearMatkhe At i
Mazower so aptly uses to describe the Balkans, his death in 1980 heralded the beginning
of the eventual disintegration of Yugoslavia. Today, eighiy percent of the papation

of Serbia identify as Serbian Orthodox, with only five percent practicing the Roman
Catholic faith and three percent Muslim, mostly from Alb&Rialthough this percentage

has changed dramatically in the past twenty years due to ethnic cleanstigspo
endorsed by Slobodan Milosevit.

South of Montenegro and Serbia, flanked on either side by Albania and Bulgaria
is The Former Yugoslav Republic of Macedonlde koundaries of the Macedonian
region have also changed over the course of history (e many other states in the
Balkan region)but modern Macedonidoday, is considered to include parts of five
Balkancountries:Greece the Republic of MacedoniaBulgarig Albania, Serbia as well
asKosova Much of the political turmoil that Bogdanovic refers to in his prefac8ix
Balkan Miniatureds the result of diverse ethnic identities living in close proximity, and

Macedonia is a vivid example of this.

% Statistics are fromiylarika McAdam,Western BalkangVic: Lonely Planet, 2009), [377.

% One example of recent religious demographic upheavhki 19981999 attack by Serbian
soldiers using ethnicleansing which forced around 600,000 Kosovo Albanians to flee their homes and
seek safety in Albania or Macedonia.


http://en.wikipedia.org/wiki/Balkan
http://en.wikipedia.org/wiki/Greece
http://en.wikipedia.org/wiki/Republic_of_Macedonia
http://en.wikipedia.org/wiki/Bulgaria
http://en.wikipedia.org/wiki/Albania
http://en.wikipedia.org/wiki/Serbia
http://en.wikipedia.org/wiki/Kosovo
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In many parts of central and western Macedonia, a Slav, a Greek, a Vlach a
Turkish and Albanian village would existsid by si deé Qui te si mpl
was Europeds most enduring” and compl ex
This diverse cultural heritage gives Macedonia the unique distinction of being a
place where it is possible to find Ottoman Mosques, Roman baths and medisiled
sharing the same landscape. The religious demographics reflect the ethnic diversity of the
region with a little over sixty percent of the population belonging toMlaeedonian
branch of Eastern Orthodoxyand around thirty percent Muslim, the remiag ten
percent is a mixture of Catholic, Protestant, other faiths and those who profess no
religion®
Travel nortleast from Macedonia and the nearest neighbor is Bulgaria, which was
also swept up in the far reaching Ottoman Empire. The Bulgariang wefer to this as
the time under £ hwhenfChristiarity vead suppeésedcand cultural
traditions lost. There have been several stages during the course of history where the
borders between Bulgaria and Macedonia have been blurred. Irashéwn hundred
years for example, Bulgaria claimed Macedonia as part of its territory on three separate
occasions. In 1878 the Treaty of Stefano gave most of Macedonia to Bulgaria but was
then rapidly reclaimed (in the same year) by the Ottoman Empire.s€ébond time,
Bulgaria was able to hold onto Macedonia for four years during the First World War

before being retaken by the Kingdom of Serfisoats and SloveneJhe last time

Bulgaria and Macedonia were united was in 123944 during the Second World aiv

2 Misha GlennyThe Balkans: Nationalism, War and the Great Powers, 18189 (London,
Granta, 1999)p.53.
28 Statistics are fromiylarika McAdam, Western BalkangVic: Lonely Planet, 2009), p86.

2 Timothy Rice,May It fill Your Soul; Experiencing Bulgarian Musi€Chicago, The University of

Chicago Press, 1994), p.22.
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when Macedonia once again came under Bulgarian rule. As a result, the Bulgarian and
Macedonian language share many dialectical similarities, although only relatively recent
urbanization has meant that much of the traditional music from Bulgaria has been

preserved by the mostly rural existence of the people of Bulgaria.

B. Moldavia/Moldova

Moldavia is the historical name for the stretch of land between Romania and the
Ukraine. You will notice the absence of Moldavia on the 2008 map of the Central
Balkars (at the beginning of this chapter), due to regional reorganization after the Second
World War, Moldavia was replaced with a new name for the reigidoldova.

Traditional Moldavia was closer to Romania but after World War 1, Soviet Russia
claimed morednd from Romania, and renamed this region Moldova, to make a clearer
distinction between Romania and Moldavia. Having been a part of the Balkans up until
the end of WWI] the cultural stamp still remains in the centuries of shared history, and
so for the mrpose of this studfglfills the definition of Balkan ecumene.

Moldavia as a medieval state was established in th® dehtury as an
independent principality separate from Hungarian rule, and was originally called
Bogdania after founder Prince Bogdanwias later named Moldavia, deriving from the
Moldova River in Romani& Historically, the Moldavian principality included part of

present day Romania (then Wallachia) and regions of Ukraine.

% Mongobayon-line conservatiomesource

http://www.mongabay.com/reference/country_studies/moldova/HISTORY (Atoéssed September 28,
2010)


http://www.mongabay.com/reference/country_studies/moldova/HISTORY.html
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I n keeping with the rest also uhdereventBa | k a |
constant changeiLong before the advent of Communi
region was the site of territorial competition between local rulers, the Ottoman Empire,
and t s ar’l Mddavia wasmileatbe rule of the Ottomans fratb12 till 1792,
after which the Turks began losing parts of the territory of the Moldavian principality to
surrounding nations and particularly to the expanding Russian empire which annexed
most of Moldavia aker the Russdurkish war (18061812). Moldavia was then
ultimately disintegrated and renamed Bessarhpidne Russians.

During the Russian peripdBessarabia experienced immigration by Ukrainians,

Jews, Russians, and Germans, as well as Gagauz and Bulgarian immigrants from

Turkishroccupied territoes. During the postvorld War 1l years the ethnic

makeup of the republic was further altered by substantial new Russian

immigration?

According to a 2004 census published on the CIA fact book website, over three
quarters of the present population consistsMoldovan ethnic Romanian, with the
remaining population divided betwedskrainian 8.4%, Russian 5.8%, Gagauz 4.4%,
Bulgarian 1.9%, other 1.3%°*The #@AOther o includes around 6
number would have been significantly higher beftbre holocaust when it is estimated

that two out of three Jewish people fled Moldova to avoid the approaching

Einsatzkommandois Germanmobile killing units®*

31 William Crowther,"The Politics & Ethno-National Mobilization Nationalism and Reform in

Soviet Moldavia" Russian Revievia0 (2) 1991p.3.

32 Ibid. p.4

B Central Intelligence Agency, The World Factbdutps://www.cia.gov/library/publications/the
world-factbook/geos/md.htnfaccessed September 28, 2010)

34 William Crowther,"The Politics of EthneNational Mobilization: Nationalismand Reform in
Soviet Moldavia" Russian Revievi0 (2) 1991


https://www.cia.gov/library/publications/the-world-factbook/geos/md.html
https://www.cia.gov/library/publications/the-world-factbook/geos/md.html
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The population of the modern day Republic of Moldova culturally has strongest
affiliation with Romania. Bessarabia became Moldova after gaining independence from
tsarist Russia in 1918, and at this time the newly formed republic voted to unite with
Romania. After the Soviet Union was created in 1922, Moldova was under
Soviet/Russian control until recy gaining independence agaims a Moldovan
Republicin 1991af t er t he break up of the USSR. Up

Romanian ethnic majority demonstrate for unity with Romé&hia

C. Greece and Greek Macedonia
In Greece and the Balkareslitedby Dimitris Tziovas the modernizing nation of
Greeceis described as drawing comfort from its histdficatrong identity and culture
including the enduring Orthodox religion and the bygone Classicism of ancient Greece.
Orthodox Christianity united antinked the Greek peninsula with its neighboring
peoples, while classicism Aiserved to disti
the West from the *fiotherso in the Bal kans.
Originally the name of a smaller kingdom within the narthGreece abat two
and a half thousand years ago, the name now refers to the largest province of Greece, a
region bordering nations encompassing Greek Macedonia, a totally separate Republic of
Macedonia, a southern province in Bulgaria (Pirin Macedonia) as well &s qar

Albania, Serbia and Kosovo.

35

1992.
36 2

Mary Jane Behrends Clarkhe Commonwealth of Independent Stai@enn: Millbrook Press,

Dimitris Tziovas (ed)Greeceand the Balkans: Identities, Perceptions and Cultunat&linters.
(Abingdon U.K, Ashgate, 2003p,97.
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Macedonia was contested during th& &8id 19" centuries between rival Balkan
state powers Greece, Bulgaria and Serbia, who strove in wresting the lands from the
Ottoman Empire. Greece had a strong historical hold ematba despite its rich ethnic
mi xXtur e, t he term O6S|l avophone Greekso re
themselves Greek but who speak Slavic langudlggritish official asking a peasant in
1910 what his nationality was received the repip Albanian-fil am *&Bue e k o .
Macedonian national identity in the @entury was still unclearamidst an assortment
of claims to its statehood:
AAccordingly, they were claimed by the
The Serbians pointed to charactetii ¢ s of t heir grammar 3
festival as proofs of Serbian origin. The Bulgarians argued that physiologically
the Macedonians were closer to them than to the Serbs (...) Finally, the Greeks
emphasised the fact that Macedonians were OrthGQihoistians and that many of
them were under the jurisdic®ion of the
0 Ma c ® d dike the dixed salad mentioned earlier in the chapter correlates to
the diverse ethnic makeup of this region, including Greeks, Serbs, Bukijaaians,
Vlachs, Jews and Turks, but Greece held sway thanks to traditional loyalty to the Greek
Church, in its broad influence dviacedonians. Forced to stegpansion as a nation due

to lack of funds, Greece nevertheless retained in modernity & daegq of Macedonia as

its northern bordef’

3 Leften StavrianosThe Balkans since 145@ew York: Hot, Rinehart & Winston, 1961), p58.

38 Tim Boatswain and Colin Nicolsold Tr avel er 6 s (Gresce, &fstgthiadis GroBp. e e ¢ e,
2001),p.185.

3 Leften StavrianosThe Balkans since 145@\ew York: Holt, Rinelart & Winston, 1961)p. 518

Tim Boatswain and Colin Nicolsold Tr avel er 6 s (Gresce, &fstgthiadis GroBp. e e ¢ e,
2001),p. 1.

40
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From Tziovas:

The new lands that now formed the northern region of Greece, especially
Macedonia with its port, Thessaloniki, played a dual role. They brought the
country closer to its Balkan neighbours. Butilhthe new lands were being

refined and integrated into the nation, they enhanced the separateness and
distinctiveness of the®country from tho

To conclude this chapter it is true that the Balkan Peninsula has given the English
languagethe verbbalkanizewhich means to break up or divide into smaller groups
often unfriendly and violent grougdalthough another view is that the English language
has taken from the Balkans the véudikanizg. Putting negative associations aside, the
result of such regional reorganization of the Balkans (the subject of which has dominated

this chapter) it is time to acknowledge the positive aspects from a musical point of view.

The [Balkan] region is indeed home to an astonishing variety of ethnicities,
languages, religions, regions, and musical styles. Despite this diversity, a number
of common threads tie together the musical life of the region. Calendar and life
cycle rituals, especially weddings, are still vibrant occasions for musical
performances. Arrowrange melodies, some sung in drdr@sed polyphonic
styles, are sung in many rural areas. Traditional homemade instruments,
especially flutes and bagpipes, figure prominently in musical life, often played in
additive meters unusual in the rest of e

“a Dimitris Tziovas (ed)Greeceand the Balkans: Identities, Perceptions and Cultunat&inters.
gAbingdon UK, Ashgate, 2003). 97.

2 Timothy Rice (ed Garland Encyclopedia of World Musitlume 8: Europe(Routledge 2000),
p. 867


http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/View/326928
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The following three chapters explore these common musical threads within the
context of the pieces Hyogdanovii , Mamangakis and Krouse, but first, an introduction

to the composers.

D. The Composers

Born in Yugoslavia in 1955Dusan Bogdanovii studied composition and
orchestration at the Geneva Conservatory. He won first prize at the Geneva Competition
and gave an acclaimed classical guitar debut at Carnegie Hall in 1977. He has toured
throughout Europe, Asia and the United States and is currently teaching at the San
Francisco ConservatoryBogdanovil has been described as a composer who consistently
explores musical languages, a trait that is reflected in his stgleinique synthesis of

classical, jazz and ethnic musft.

American composer lan rduse was born in 1956 and Brofessor of
Composition at the University of California, Los Angeles. He Raitten for many
ensemble combinations as well as solo instruments, and has appeared as guest artist with
the Los Angeles Guitar Quartet. Recent premieres indhisl€hiacona for guitar and
orchestra, and Chloon, for soprano and orchestra, both atltbe Angeles Disney Hall
with the Los Angeles Festival Orchestra led by Jong Bae.

Nikos Mamangakis was born in Crete in 1929 and studied at the Greek
Conservatory of Athens and with Carl Orff in Munich. As well as his many solo and

ensemble works, he hasitken theatre and film scores and was commissioned to write

a3 fiDusan Biohtp/avmw.dusanbogdanovic.com/bio.htrhccessed January 29, 2010).


http://www.dusanbogdanovic.com/bio.html
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for the Munich Olympic Games, held in 197Phough not a concert performer like
Bogdanovic and Krouse, Mamangakis (through collaboration with concert guitarists)
shows equal fluency in harnessitg idiomatic nature of the guitar to invoke the accent

of a cultureds musi c.
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M.S1 X BALKAN MI NI ATURES BYLDUGAN BOGDA

Published in 1993 and written for clasdiguitarist William Kanengisethe Six
Balkan Miniaturesare Bogdanovil & responseo the tragedies suffered this war torn
country Yugoslaviadedicating the music to world peace in hesartfelt foreword to the
score;

These days of political turmoil in Eastern Europe find their focus especially in

Yugoslavh, the heart of the Balkans, and my homeland. It is both tragic and

ironic to see the further disintegration of the land and the people, while being

aware of the unique cultural stamp of the whole area. So, it might be that the art
among other universal daavors still shows us a way of harmonizing and
synthesizing the most diverse elements coming from the same source. It is in this
spirit that | dedicate this music to world peé&te.

The Six Balkan Miniaturedeature several techniques that are absent fittan
music of Krouse and Mamangakis analyzed in this document, these techniques include
extensive use of asymmetrical metgolpei percussive sounds made by tapping the
body of the guitar, and high energy rapid strum patterns. The music of Krouse and
Mamangakis can be recognized as having strong connections with one particular region
(including the inherent influences of that particular plac®)oldavia and GreeceThe
Six Balkan Miniaturesowever, partly due to the structure of six individpeeces, a@

associated witlseveral different regions in the Balkans in keeping witiydBnovil 6s

vision of the uniting force of music.

a4 DusanBogdanovil , SixBalkan Miniature: For Solo GuitafSan Francisco: Guitar Solo

Publications, 1993).
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Musical Examplel.1 JutarnjeKolo (Morning Dance)lStMovement fromSix Balkan
Miniaturesby Bogdanovil (m. 1-5)

Describedby t he ¢ o mp ois & variety sf synthes®’ Jutarnje Kolo
contains motivic material drawn from Balkamusic in general, buis not melodically
representative of any specific dance. The sostenuto opening of the first four sixteenth
notes followed by thé nst r uct i aliowsfihe perfdrneentp leat on the opening
four notes to create a sense of warming up (accelerando) to the quick tempo that is
present for the rest of the piece.

In 11/16 and to be counted as 2+2+3+2+ZXetirasshortshortlong-shortshort,
as the composer describes, #wample of asymmetrical meter is commonplaceusic
of the Balkans and in this particular piece, resembles the central and western Bulgarian

dance, thd&opanitsa whose characteristic rhythimalso 11/16%°

® DusanBogdanovil , SixBalkan Miniatures. For Solo Guitar(San Francisco: Guitar Solo

Publications, 1993)From introduction to score.

46 Stoyan Petroyvet al. Bulgaria” In Grove Music OnlineOxford Music Onling
http://www.oxfordmusicaline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/04289
(accesseilarch 18, 201p
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Nice Fracile in his 2003 article on Balkan rhythms makes the observation that
reliable identification and discussion of asymmetric rhythms is noticeably absent from
contemporary scholarship.

The asymmetrical aksak rhythm represents ainthe distinctive and most vital

features of the musical traditions on the Balkans. This rhythm system has almost

been unknown. Owing to inadequate transcriptions of most of the musical
notations of the vocal and instrumental music from the beginnindgpeof20th
century, it was hardly possible to perceive the presence of this asymmetric rhythm
in the Balkan ared.

He refers to the comments of both Burt Sachs and Bela Bartok who describe the
asymmetrical meters (primarily within the context of Bulgariansiclu as being
particularly complex.

When one of our famous musical researchers heard tunes with Bulgarian rhythm

for the first time, he shouted: Are all Bulgarians lame, their songs have these

limping lame rhythms? That may sound as a joke, but if wé vdsexplain this
phenomenon from a psychological aspect, the remark is not acceftable.

The term aksak was pioneered by Romanimorn French ethnomusicologist
Constantin Brailoiu, (18931L958) whowrote, among otheimportant articlesii Le r yt h me
a k s aReyu® de MusicologieXXX (1951)*° Dissatisfied with the term Bulgarian
Rhythm, (the name limitedsymmetricmeters to one area, despite these rhythms being

found throughout the Balkans) Brailoiu, together with Adnam Saygun (Turkish

composer, musicologisind writer on music), arrived at the teaksakwhich translates

47 Nice Fracile, "The "Aksak" Rhythm, a Distinctive Feature of the Balkan Folkl&tedia

Musicologica., 2003. 44 (2): p197.

8 Ibid. p.197 QuotingBartok (1966:505)

49 ConstantirBrailoiu, Music, Musique, Paris, Romanian, International, and Founded
http://fencyclopedia.jrank.org/articles/pages/1298/Braifoanstantin. html#ixzz11nsPZSg{dccessed
September 14, 2010)


http://encyclopedia.jrank.org/articles/pages/1298/Brailoiu-Constantin.html#ixzz11nsPZSgM
http://encyclopedia.jrank.org/articles/pages/1298/Brailoiu-Constantin.html#ixzz11nsPZSgM
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t o A linaTorkish. Béla Bartok was well aware of the difficulties of transcribing the

aksakk hyt hms he had recorded on his asdfonogr ap!l

In my old rotations by the phonograph there were such dances which-1 self
confidently noted as 4/4 measure with equal quaiegsi but in fact | was not
compl etely sure because | added such
prolonged i n a Gy, pcenected snyadéplhohograph notatiods
and perceived that in the Romanian material 5% of the tunes were performed in the
Bulgarian rhythm, togd°

W BOREZRMN )
p ATITRN N
}& 'j=j.:?ﬁ! J=3=j -rﬁf=j=j |J .ﬁ- J
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Musical Example 2. Examples of thAksakRhythm
Timothy Rice, in his boolMay It Fill Your Soul; Eperiencing Bulgarian Music
(1994), writes about the process through which he became familiar with the rhythmic

asymmetry in Bulgarian music, first through dancing the music.

The first lesson concerned meter and rhythm, probably because | encountered the

music first as a dancer. | learned that each dance type, labeled with its own generic

name, had a unique, repeating pattern

(S)

dance teachers referred to as short
embodiedhese patterns did | realize that

%0 Nice Fracile, "The "Aksak" Rhythm, a Distinctive Feature of the 8alkolklore".Studia

Musicologica.2003. 44 (2): @199
st Ibid. p.199.

t
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conceptually into equally spaced PBul ses
[seeMusical Examplel.2]

Bruno Nettl has also writterhmlrowtt rwmicdtu
in his bookFolk and Traditional Music of the Western ContindBed. 1990).
eétunes with a single dominant meter whic
beats- 5, 7, 11, 13, and so on. The first type is well exemplified in thgo¥lav
epicéthe second and third types are es
traditions, so much so that songs in 1
rhyt hmo among Bal¥®an folk song scholars.
Nettl makes an interesting observatiater in his book, when he wgitsé ofin e
might expect the dances of the Balkan countries to be based on simple metric schemes; after
all people have two legs and two arms, to which movement in duple meter lends itself; no
one has §'@hiseaisesbneednteresiimquestions relatingtaksaka nd t he 61 ar
Bul gar i ans ook refers. hitdrature fon tieeorgin of tlekakrhythm is hard to
find, althoughacknowledging the existence aksakrhythms, and improvements in the
methods of transdring it, questions of where treksakhas come from and how it has come
about, remains unclear.
Bogdanovil usesaksakrhythms in bur of his six miniatures, th8ulgarian or
kopanitsarhythm - 11/16 inJutarne Kolg 7/8 inVranjanka the padjuskadancerhythm of
5/8 in Makedonsko Kol e f or e r et urni ng t oSitni VepthedaBtul gar i

miniature.

%2 Timothy Rice,May it Fill Your Soul: Experiencing Bulgarianigic (Chicago, University of

Chicago Press,1994).73

3 Bruno Nettl,Folk and Traditional Music of the Westermi@inents(N.J. Englewood Cliffs 3% ed.
1990, p. 9Q

54 Ibid. p. 92
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Returning to the first Balkan miniatudeitarno Kolq the piece uses D as the tonal
center and the narrow melodic range (less than an octave) of the musical material is
consistent with characteristics typical of folk music. The augmentechddfeygish >°
circled in Musical Examplel.l is a salute to the ever present Ottoman and Gypsy
influence, and reoccurs throughout the miniatures. The second Balkan miniature
Galopojka(Lament) is the dy miniature to use a standardeéatern music time signature
of 4/4. This movement is the most transparent of the six, with the simple overall structure
of AA. The descending diatonic (which turns chromatic) movement in therlegice
(see circle inMusical Examplel.3) is also characteristic of Balkan music and can be
found in many different settings (séusical Examplel.4 Sarajevo Nightgor another

example).

Larso(J = 48)
Iﬁp(.-m rubato | g & 5

CIn

Musical Examplel.3 C,;alopojka(Lament)Z”‘,j Movement fromSix Balkan Miniaturesby
Bogdanovil (m. 1-5)

See Chapter Wariations on a Moldavian Horly Krouse for more information on tifieygish
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Musical Examplel .4 Sarajevo Night®y Almer Imamovigm. 1-3)

Vranjanka (Musical Examplel.5), pronounced VRAHNahnk a h me ans 0 ¢

woman fr om t he,whichis where the danca origiratés frofmis third

miniature is the only piece explicitly based on a traditional folk dameldy It is also
distinct from the rest of the miniatures by the lowering of the sixth string from E to D

which facilitates the tonal orientation of the pieass the atire miniature is centereoh

D.

Pesante (ﬁ = 132)
. . @

(Golpe*)
6th =D (3+2+3) .
D gy oas

=11 ]

Musical Examplel 5 Vranjanka3™ Movement fromSix Balkan Miniature®y
Bogdanovil (m. 1-6)

Although the piece is in a minor mode, the descending augmented second (G#
F) freygishin the theme makes it unfit for any specific Greek mode. It can be said that the
theme is based on fragments of an A harmonic minor scale (A EEG-[B# A), or an A

harmonic major scale (when C# is involved), with occasional pedals in D. The main
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theme which is referred to throughout the miniature is a two measure refrain (stated in the
opening measures) and is played witmadified golpe where he right hand strikesot
only the wood but alsthe strings over the fingerboard to achievpitahedas well as
percussivesound.Bogdanovil adds a secondolpeto the music, this time at the end of
phrasesi unlike the firstgolpe this sound isproduced usinghe traditionalgolpe
technique which ipurely percussie, achieved by hitting the body the guitar.

The most striking @ment in this piece is the consistent use of the fermata at the
end of every measure. In the notes accompanying the Bogdanovil emphasizes the
i mportance of holding back in order to cafy
phrases in thevranjanka dance. Bogdanovii describes this as part of the general

rhythmic flow of the dance.

Presto (4 = 200) cn
e @

6th = E

Musical Examplel.6 Makedonsko Kol¢Macedonian Dance}" Movement from
Six Balkan Miniature®y Bogdanovil (m. 1-7)

In this miniatue, the 5/8 meter 2+3 is another example ofatk&akrhythm. On

of the most common dances that use this particular meter igajiaska.Believed tc
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have originated from Bulgaria, theajduskadance is found throughout the Balk:
particularly Bulgariaand Macedonia, where almost every village or town has its
version. Typically danced in a line or open s@&mcle by men and women, the da
comprises two main movements, the hop, and the step, also referred to as the
dance’® The augmentedecond ffeygish is also in tis piece (see circle iMusica
Examplel.6) as well as a new texture not heard so far in the miniatures in the in

of melodic material in the bass (see squarddusical Examplel.6).

Rubato espressivo

mp poco a  poco cresc, - - - - - - - N oL L. f ff\'f —_— mp

poco a poco accel. - - - - - - - - - - - - - 1 pocorit. - - -gccel. - - - « = - « - - - 1

)
mp ol cresc. mf .g:f(fr:"e ‘:‘o ) ® myf* cresc.

Musical Examplel.7 Groko (Wide Song5™ Movement fromSix Balkan Miniatures
by Bogdanovil

The fifth movement of the Balkan Miniatur€soko is set apart from the rest of
the miniatures due to the absence of a time signature. Mawkedo expressivavith

extensive use of fermat@roko is reminiscent of freorm vocal improvisationsyr what

56
2010)

Dick Oakeshttp://www.phantomranch.net/folkdanc/dances/pajduskaatcessed September 15,


http://www.phantomranch.net/folkdanc/teachers/oakes_d.htm
http://www.phantomranch.net/folkdanc/dances/pajduska.htm
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Bartok calledparlanderubatc’’, heard all over the Balkans. @Groko the music is both
singer and accompanist he f er mata notes O6sungd6 with t
thirty-second notes providing the accompaniment. The arpeggio floinisty i second

notes) are guitaristic ansuggest gypsy or flamenco influences. Theygishis also
present (se arrowsMusical Examplel.7), with the ®t o G # i n the 0OsLU

(melody line).

The final miniatureSitni Vez(Tiny-knit) revisits rhythmic and melodic material
found in the first miniaturgutarno Kolo Both use th&opanitsarhythm andSitni Vez
uses the main thematic material frodatarno Kolo in a kind of allencompassing
recapitulation tying the six miatures together (sedusical Examplel.l andMusical
Example1.9). Bogdanovil refers toSitni Vezspecifically in his prologue to the music
A T h e -kiitidange alludes to the nimblenfger s o f Aobl i gfralh or y o e
(flute) pl ayer s, one of ten hear®® Tha vill
ornamentation or rapid trill that consistently falls on ltneg part of the rhythm (the third
eighth note per mease) see circledusical Examplel.8) throughout this miniature, is
particularly close to thérula music heard throughout the Balkans and featured on CD
recordings such asMusiques de Yougoslavieand Bosnian Breakdown the

Unpronounceable Beat of SarajeVoThe freygishis clearlyaudiblevisible in the C# to

57 B®a Bart- k, SerbeCroatian folk songs: texts and transcriptions of 75 folk songs from the Milman

Parry collection and a morphology of SerlBoation folk melodiegNew York, Columbia University
Press 1951).
%8 DusanBogdanovil , 6 Balkan Miniature: Fo Solo Guitar(San Francisco: Guitar Solo
Publications, 1993)From introduction to score.

Musiques de Yougoslavi#970. S.I: Buda records and Kalesijski Svuci (Musical group). 1992.
Bosnian breakdown the unpronounceable beat of Sarajevo
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Bb (see arrows iMusical Examplel.8) and B to F# (see arrows iNusical Examplel.
9).

Allegro giocoso ( J =116)
(2+2+3+2+2)
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Musical Exampléel.8 Sitni VeZ(Tiny Knit Danceﬁth Movement fromSix Balkan
Miniaturesby Bogdanovic (m1-2)

The tona centre is based on D and althougbgBanovii moves through several keys

including E and A, a principal pedal in D consistgrreoccurs (see circlélusical

Examplel.9) before gathering momentum at the end of the miniature. The last eighteen

measures are mark@oco a poco acceand it isat the point that the pedal, previously on

one and two notes, is extad to three notes (séusical Examplel.10).

Musical Examplel 9 Sitni Vez™ Movement fromSix Balkan Miniatures
by Bogdanovil (m.6-7)
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Musical Examplel.10 Sitni Vezs" Mvmt from Six Balkan Miniatures
by Bogdanovil (m. 39-44)

Musical Example1.10 shows the last six measures 8itni Vez and the
culmination of a gradual accelerando working up to a frenzied finish. The technique used
in playing these chords is a rapiorward and back strum with the index finger. The
challenge in performing this technique involves highlighting the melody in the top voice,
keeping the articulation sharp and well defined, as well as taking care of the accents. The
notes which continue ithe top voice (see circlklusical Examplel.10) are the same as
the opening melody idutarne Kolo,creating an overall sense of unity across all six

miniatures.
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Examples of fast strumming in Balkan music can be found in repertoire featuring
stringed nstruments like the bouzouki, tamboura and baglama, with the latter most
closely matching the texture of these last measur&stioif Vez The baglama belongs to
the family of musical instruments called saz whichdescribed as a type of long necked
lute of Turkish origin although variations of the instruments are found throughout the

Balkans®®

Some excellent examples of this strident, very rhythmic, almost percussive
music (produced with the use of a seigid plectrum) can be heard on a 1970 recagdin
called Asya iterinden Balkanlara: saz. Examples on His recording not only show
similarities in timbre but also texture, with the melody in the upper voice supported by a
drone (pedal) in the rest of the strings.

The Six Balkan Miniaturestrike an &ective balance between capturing the spirit
of Balkan music, often through startlingly direct references, while at the same time
working creatively within the parameters of classical guitar. The distinctive Balkan
thumbprints of rhythm, modal melodic ahdrmonic content and timbre, are recreated in

an inspired synthesis that not only combines Balkan musical ecumene, but also

instrumental ecumene, via the foreign (to the Balkans) means of classical guitar.

€0 Johann&pector et al. 'Saz" In Grove Music OnlineOxford Music Onling

http://www.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/47032
(accesse&eptember 11, 2010
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IV. HASSAPIKO AND TSIFTETELI BY NIKOSMAMANGAKIS

Hassapikoand Tsifteteliare two dances from a collection of compositions titled
Folk Dance Suite, written for classical guitar by Nikos Mamangakis. The suite was
dedicated to the award winning Greek guitarist Elena Papandreou. In the liegrofo
the CD recording by Papandreou, Mamangakis is quoted as saying; "All modern Greek
folk-music, rebetikasongs, was composed on either the guitar or bouzouki and passed
afterwards to other instruments. The guitar has thus played a leading roleniuisigs®

Both theHassapikcandTsifteteliare categorized as belonging to a genre of Greek
music caled rebetika A s s o ¢ anautbandowlife imilidu frequented by rebetes,
or manges, streetwise characters of shady réfutebetikawas referredd as rebel 6
music and many of these songs were banned during the Metaxas dictatorship in Greece
during thé |l ate 19306s.

Influenced by the popular music of the late Ottoman Empire the rebetika are

considered to have reached their characteristic fomer af massive influx of

refugees following the exchange of populations at the end of the T1@kedk

war of 19192 2 é Mo s t rebeti ka songs were compc

rhythms: the zeibekiko, a solo male dance (2 + 2 + 2 + 3); the hasapiko, or
6buetrcohs danced, in 2/4 or 4/4; arfd the t

o1 Guitar Recital Elena Papandreotlaxos Music Library.flong Kong: Naxos Digital Services

Ltd. 2004).

Gail HolstWarhaft. "Rebetika." In Grove Music Online. Oxford Music Online,
http://www.oxfordmusiconline.com.ezproxyl.library.arizona.edu/subscriber/article/grove/music/51102
gaccessed July 23, 2010).

3 Irene Loutzaki,2001. "Folk Dance in Political RhythmsYearbook for Traditional Musi@3.
127
b Ibid. p.128.
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These dances were later resurrected and celebrated as symbols of national pride;
they were also used as political tools to bridge the gap between authority and ordinary
peope *°

The case ofrebetika perhaps the most distinctive popular genre of
Greece, is telling. It is an urban popular music that arose, mainly in Athens and
Piraeus, during the first decades of the twentieth century. Its uniqueness derives
from specific sowres nourishing it: Greek folk musiahimotikg and Gypsy
music, then Near Eastern and Turkish influences, especially evident in the use of
improvised sections resembling ttaksimof Turkish music, and additive meters.
Some early recordings o€betikaare almost completely modal, with extensive
improvised passages. More recentlggbetika have incorporated Western
harmonies, major and minor scales, and added to the traditional bouzouki an
electric bass, a piano, a Western drum set, and otheGreek irstruments. Even
so, no one could question the Greek connotations of the genre, least of all the
Central European uninitiated listener, who would instantly recognize its
exoticism. Though in Greece the degree of acceptabilitgloétikavaries from
one so@l milieu to another, most Greeks consider this music a symbol of
national identity, especially when they are away from their homé&fand.

The historical connection between Greece and Turkey can be seennantks
for the dancesthe Greelhassapiko ad tsifteteliand Turkishchasapikoand ciftetelli®’.
There is another dance called the@neabelonging to urban Romanian Rom, which
shares characteristics with the Turkafteceliand Greeksifteteli these three dances are
all in 4/4 or 2/4time with thepattern of an eighth note, a quarter, an eighth, and two

quarters, this rhythm is also found in the southern Balkans and the Middf& East.

& Irene Loutzaki2001. "Folk Dance in Political RhythmsYearbook for Traditional Music.

e6 Popular Music in Europén Garland Encyclopedia of World Music Volume 8: EurpRice,
Timothy (editor); (Routledge 2000), p. 207.

&7 Jane C. SugarmaBplo Dancen the Ottoman Periodrom Studying Gender in Mediterranean
Musical Cultures, Chicago: University of Chicago Press, 20(8)92

&8 Popular Music in Europén Garland Encyclopedia of World Music Volume 8: EurpRéce,
Timothy (editor); (Routledge2000


http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/View/326928
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/Person/218275
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/Person/218275
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/Person/218275
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/View/326928
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/Person/218275
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/Person/218275
http://glnd.alexanderstreet.com.ezproxy1.library.arizona.edu/Person/218275
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A. Hassapikdoy Nikos Mamangakis
Originally called Makellarion Horon, the old hassapiko like the
Moldavian Haa, was danced in a circle formation (Hora/Horon), but there are many
modern versions dfiassapikgerformed in line formationdassapiko pronounced hah
SAHpeek oh transl ates t o Bnakalariossthé GreeRwonddog , and
butcher, the Twish influence was stronger in the long ternihassipis Turkish for
butcher. The reason for thiurkish dominance in theame is due to the dance being
adopted by the butcherds guild in Constan
Byzantine Empire ahthe name has stayed with the dance ever 8ince.
The hassapi kos, or butchersd dandge, of
now a communal social danGewas in the Middle Ages a battle mime with
swords performed by t he tfomthermigary$o6 gqui | d
One of the distinctive characteristics of tHassapikas the cut or abrupt stop of
certain notes (often on betto and fouy in the rhythm, which is reminiscent of the
cutting motion of a butchestidaslk dottddeighthr s wo
note rest immediately after the short but powerful sforzando sixteenth note E minor chord
(seeMusical Example2.1 circled chords).
The up beat minor second A# to B, D# to E and F# to G (see aNowskal
Example 2.1) is also chracteristic of theHassapikowith the corresponding dance

movement consisting of a wide step forward, sideways or backward and balancing

69

2010)
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Dick Oakesttp://www.phantomranch.net/folkdanc/dances/hasapiko(aticessed September 15,

"sword dancé Encyclopaedia Brénnica. 2010. Encyclopaedia Britannica Online.
<http://www.britannica.com/EBchecked/topic/577401/swdethcer (accessed September 22, 2010)


http://www.phantomranch.net/folkdanc/teachers/oakes_d.htm
http://www.phantomranch.net/folkdanc/dances/hasapiko.htm
http://www.britannica.com.ezproxy1.library.arizona.edu/EBchecked/topic/577401/sword-dance

5C

momentarily on one foot. A classic piece of music written for a dance calleyrtiadxi
(which combinesHassapikoand Hassaposervikd elements) is a tune that many will
recognize aZ o r b a 0 sfrom the filne Alexis Zorbas(titled Zorba the Greekn
Americd).”” Compose by Mikis Theodorakis, who draws traditional Greek music for
the composition, this version of therd® has since become a music trademark of Greece.
The upward moving minor send motif (see arrows iNlusical Example.1 andMusical
Example2.2) is integral to the dance, and Mamangakis develops this by firshgtaith
single notes Nlusical Example2.1) and then doubling the notes in parallel tenths and

(later in the music) parallel sixths.
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Musical Example2.1 Hassapikdoy Nikos Mamangakis (m.-8)
Mamangakishas indicated in the score for these parallel sixths tsllreed using the

same left hand fingering, this creates a leaning effect (HEAVY/light) as the left hand
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The Hasapiko and Hassaposerviko are the slow and fast parts of the dance respectively.
Dick Oakeshttp://www.phaatomranch.net/folkdanc/dances/hasapiko.taotessed September 15,


http://www.phantomranch.net/folkdanc/teachers/oakes_d.htm
http://www.phantomranch.net/folkdanc/dances/hasapiko.htm
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fingers slide up to the next fret. Only the first pair of notes is actually plucked and so the
second pair has significantly less volume as a resuhlieoslur. The sae effect can be
seen inMusical Example2.2 (see arrows) which is an arrangement of the well known

Zor b ad 9y Nhdsmleedorakis mentioned earlier in the chapter.

- (D
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Musical Example2.2 Theme fronZorba the Greekm. 16-37)
The triplet figures (see boxes Musical Example2.1) are another example of a
rhythmic motif characteristic of the dance, often taking the form of a diatonic pitch

pattern that share a siar melodic shape, (sédusical Example2.3). These tripletsra

& Theme from Zorba fie Greek in A Major Mikis Theodorakibttp://mlib.boom.ruf{Accessed
August 22, 2010)



