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Hixg Xouooyoidng
Ao toy xymo T3¢ Sraeomogas aro xeAl Tov enavanatotopot: EAAyviouos ary {wy e to
goyo rov Nixov Acrorvidy

T Tov nprtinobg xar tovg anpoatég, o Ninog Actowidng (1921 - ) avyxer otoug
tedevtatong avuimpoownoug g Ebviung Xyoine. Ipdypatt, ta mo Snpogidn tou goye
(Kvmpearsj Papwoia, Avo Koupdra oe Erngvind Yoog, Ay. Anuitpog, Zvppwvia «1821»)
Toptdlouvy o010 mEOYIA mov oyetiletal pe avty ™V TaEadooy. 2e aLTO TO TAxlclo eival
afroonpeiwto ot 0 Aotwidng eivor 'EAAnvag natd o Npton, yevwndnue now peyehwos ot
Povpavia ywpig va wikd EAAnving, npwtoemtionedfnue 1y EAldda oe nAmia 30 etwv, eve
eyuotaotdbnue oty EAAdda polMg oty apyn g tétaptng Sexastiag g {wyg Tov.
Emnpdobeta, avéntu€e 10 povomd TOL VYOG OTA  AOCPOTOALTING  MEVIQX  TOL
Bouxovgpeaotiov, tov Kaipouv nat tov Iaptotob, ywelic noté va yontevbet and to tdeoloynd
«wEAPLoy ToL povatrol ebvintopob.

H mapovoioor avty anofrenet 610V eUTAOLTIOUO TOV AOYOL TEQL «EAAVIGHOL OT7]
Movowp, eetaloviag ™ Broyoopn xat xadditeyviny teoxtd touv AcTtEwidn and
Beooopafia ot Osocooloviny xat and tov tdealotnd vooto g EAAnvinng dteomopdg
OTOV TOMTLOTIUO TEQLOPIGPUO TOL EMAVATATOLOROD. 20VOLaLOVTag T0 OSVGGELNO AEYETLTO
TG EMGTOOPNG e TNV TEAYWOIX TNG KETATOTLOYS oTar Bakudvia, 1 w1 tov Aotouvidy eivar
7] ETULTOUY] TOL SITOMUOL CYNUATOS TOL Vo eloat xat va yiveoat EAnvac. 211 povonr| tov o
Aoctowidng aynaddler Too EAMvind potifoa pdvo apod anoppogriost tov de€oteyviopd tou
Alot, 10 Povpavind poluhodpe nor 10 'adhind tumpeooioviopd. To yeyovdg ot 7 povoiny
7oL auoLyeTal oNpeEa adtopptoBntmto EAAvinn eivar évag 9OQ0g TLpNG ¢ eumetplag Tou
EMnviopod og mveupotiny tautomta (IStOTNTa TOL «Elvay) TOAYUATOUEVY] HECK ATIO ML
StxmolTiopwnn aviadhay?] (18tOTTe ToL «yiveoow). Avt 7 dmodn apgeBntel ™y vrodoyn
tov Aotewidn wg ouvbétn g «Ebvinng Xyolno, Bonbwviag v anotipnon tov wg ™y
nepntovcta Tov 'BEAAnve noaAhtéyvy.

Ilias Chrissochoidis
From the garden of diaspora to the cell of repatriation: Hellenism in the
Iife and works of Nikos Astrinidis

For  critics and  listeners, Nikos  Astrinidis (1921-) is a late
representative of the Greek National School; indeed, his most popular
works  (Cypriot  Rbapsody,  Two  Pieces in  Greek  Style,  St.  Demetrios,
Symphony ~ "'1821")  match the profile associated with this tradition. It
is temarkable to know, then, that Astrinidis is half-Greek, was born and
raised in Romania without speaking any Greek, first visited Greece at the
age of 30 and settled there only in his early forties. What is more, he
developed his style in the cosmopolitan centers of Bucharest, Cairo, and
Paris, and was never attracted to the ideological premises of —music
nationalism. This paper seeks to enrich the discourse of "Hellenism in music" by
examining the biographical and artistic trajectory of  Astrinidis, from
Bessarabia to Thessaloniki and from the idealized #wostos of the Greek
Diaspora to the cultural confinement of repatriation. Combining the
Ulyssean archetype of return with the tragedy of ethnic displacement in
the Balkans, Astrinidis' life epitomizes the bifocal scheme of being and
becoming Greek. In his music, too, Astrinidis embraces Greek themes only
after  absorbing  Lisztian  virtuosity, = Romanian  folklore, and  French
impressionism.  That this music sounds unmistakably Greek today is a
tribute to his experience of Hellenism as a spiritual identity (being)
realized through cross-cultural exchange (becoming). Such view questions
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the reception of Astrinidis as a "National School" composer, and helps us
appreciate him as a quintessentially Greek artist.

OR

Aogévta Papov
Mvijuy e tevroTyTa ore gy yrer meatvo tov Anuyton Ageyerdiy

O Anpnrerng Apayatanng eypade eviexa gpya Yo Tavo, Eentvavtag oty 10 1940 xo
pravovtag g to 2001. Ta nepltoodtepa amd avte yapaxtneiloviot and eva PAERLULN TEOG TO
nope oy mou expoaletat pueca and TOLG TITAOLG TOLG ML UVELWG L0 CLYYEVELX UE OTOUYELX
QYNNG ML NTELQWTIYG HOLGUNG. ALTY] 7] GUYYEVELX PEQVEL TV ETIUPAVEL VIILES EVOG
noehovTog 1OmOL Mot yEOVoL ToL TEogEyovTal amd o Pabid Prwpatiny oygorn uat
ATOTEAODV TNV TUO TEOCWTINY] dNULoLEYIY] PAER TOL GLVOETY.

Oua yivet advtopy avapopa ot épya Nooralyia, oto apye péon and T Zovarives ap. 1
nat ap. 2, otig pvatoveg I o IV and g Avrireg, oto Larghetto twv Avadpouwv 11, oto
oo Bépa g Zrovdijc ap. 2 wou ot Largo tpnpata tov Movdloyov ap. 4.

H elMrvinomto oto Agoryotdny] eivar 1) TANENG OLVELSNTOTNTA ULIOG TEOEAELONG TNV
omoix o i8tog Balet 670 eNIMEVTQO TV LOLOIUNG TOL, OTWG PAIVETAL AL ATO TA ETUASYUEVX
anoondopate. Aey VTEEYEL OULWE CLGTNUATOTONGY] OTY XYY TS AEMOVIXG, TwY ELOWGY 1|
TV NYOYOWUATWY (O EVOQYNOTOWOES UATOLWY — TULXVICTIXWY XTOCTAOURTWY XKTO T
npoavapepdéva).

H otaon tov Oéter epwtipata yloo Ty EnPEaoy] ™G EAMNVIHOTNTOG HXL G GAAOUG
obyypovoug ovvbétec. H tautot)ia oty meprdheiet avamdpeuvnta TNV AvapoQd  GTO
LoTOEWO/ ovond eMVind TaEellov %ot pe motdv 1eomo; Me mot otoryeia Oo pnogovoe
vor aoSo0el evag TETOLOG YOEUUTNEIOUOC O EVal EQYO TTOL OVOPEQETAL LOVO OTOV TAEOVTA

Y00OVO0;

Lorenda Ramou
Memory and identity in the works for piano by Dimitris Dragatakis

Dimitris Dragatakis composed eleven piano pieces in a time span starting before
1940 and reaching 2001. Most of these works are characterized by a nostalgic gaze to the
past expressed not only through their titles, but mainly through their relationship with
archaic music and music from Epirus. This relationship brings to the surface
recollections of a precedent time and place, which derive from a deep personal
experience, constituting at the same time the composer’s most personal creative vein.

A short reference will be made to Dragatakis’ works: Nostalgia, the slow movements of
Sonatinas No.1 and No. 2, Miniatures II and IV from _Antiquities, Larghetto from
Apnadromon 11, the initial theme of E#ude No. 2, and the Largo section from Monologne No. 4

Dragatakis’ Hellenism is the absolute awareness of an origin, which the composer
himself places in the center of his music as apparent in all the selected examples.
However, there is no systemization in the use of harmony, rhythm and tone color (in
orchestrations of certain aforementioned piano examples).

His position raises questions on the Hellenism expression in other contemporary
composets. Does this identity unavoidably include references to historic/music Greek
past, and if yes in what way? Which are the elements appropriate to attribute such a
characterization in a work referring to present time only?
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